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This article describes the formation and development features of the violin tradition among the Ta-
tars. We review historical, archaeological and literary sources, the works of Kipchak written sources,
Turkic literature and folk art, and works of Tatar literature of the pre-revolutionary and post-
revolutionary periods in which these traditions are mentioned. Special attention is paid to the geo-
graphical distribution of the violin performing tradition, the design of the instrument, the system, and
the ways of holding it. We study the history of the Tatar violin tradition in musicological science and
summarize the main research approaches, indicating further study prospects of the Tatar bowed string

art, as well as some of its development prospects.
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MUuH ramsliik OyJIabIM CHHA, 9 CKpHIIKa, 9i19 ChI3!
Onje cuH 0ap, I0KTa IeHbsIM MarHace3 hom ¢aiinacks.
Shaikhzada Babich

I have fallen in love with you, violin, please, play!

The world is empty and meaningless without you.
Translated by A. Kuznetsova

The traditions of Tatar bowed string instru-
ments have been forming and developing over sev-
eral centuries. The appearance of the violin in Ta-
tar culture presumably dates back to the 18™ centu-
ry. Numerous mentions of Tatar violinists by trav-
elers and ethnographers, such as K. Milkovich
[Milkovich, p. 8], K. Fuchs [Fuchs, p. 111], M. Lap-
tev [Laptev, p. 230] and many others allow us to
assert that the violin was one of the favorite musi-
cal instruments among the Tatars. Currently, the
violin has lost its former relevance, having been
replaced by the harmonica.

In past centuries, Tatar violin performance was
on a high professional level. Violinists could be
found in both cities and villages. According to S.
Gabiashi, being persecuted by Muslim clergy,
“music fled to pubs, or ‘porternye’ (barrooms)” as
they were called that time” [Sultan Gabiashi: Ma-
terialy i issledovaniia, p. 46]. Many authors of the
19" and the beginning of the 20™ centuries
([Malov, pp. 91-92], [Znamenskii, pp. 14-15],
[Ovsiannikov, p. 327]) state that Tatar violinists
could be found in taverns, eateries, inns, and fairs.
Playing the instrument was the leading source of
income for them. The names of the talented Tatar

violinists of that time include Gaisa Makariia,
Mukhammedsha Kart (Mukhammedsha Mustafin),
Gilmutdin Izhbuldin and others (for more see:
[Monasypov, 1991]).

Age-old traditions of playing bowed string in-
struments contributed to the popularization of the
violin. The Tatars were familiar with the bow
sound extraction due to the existence of the kyl-
kubyz, the bowed string instrument. The works by
I. Georgi, K. Milkovich [Georgi, p. 17], [Milko-
vich, p. 8] describe the Tatar kyl-kubyz as a type of
an unfretted neck lute with two hair strings and a
ladle-shaped body, known to Turkic peoples since
ancient times (Kazakh kyl-kobyz, Kyrgyz kyiak,
Uzbek and Kara-Kalpak kobyz, etc.).

The history of playing bowed string instruments
among the Tatars of the Middle Volga region dates
back to the ancient tradition of playing bowed string
instruments among the Bulgars and the Kipchaks, the
ancestors of the Tatars. Basing on the research of var-
ious historical and cultural sources, the Bulgarian
scholar Slavi Donchev concluded that the Bulgars
knew the bow sound extraction at the time when they
were the members of Hun tribes in Central Asia (until
the middle of the half a millennium AD). In the Mi-
gration Period in the 5™ century, the Hun-Bulgars
brought the bow to Europe [Donchev]. The scholar
found one piece of evidence in the old German ep-
ic poem “The Song of the Nibelungs”. It mentions
the presence of violinists in the court of Attila, the
great leader of the Huns. This suggests that when
the Bulgars were migrating to the Middle Volga re-
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gion, they had already played bowed string instru-
ments.

The bowed kobyz was an instrument played by
old Turkic nomadic tribes, the Kipchaks' (Eastern
Slavic sources called them Polovtzy, and Western
ones — Cumans). Ethno-regional varieties of the
kobyz have remained in almost all Turkic peoples
having a significant proportion of the Kipchak
component in their ethnogenesis: the Bashkirs, the
Kazakhs, the Kara-Kalpak, the Uzbeks, the Nogais
and the Kyrgyz.

The fact that the Kipchaks had bowed string in-
struments is confirmed by historical, archeological
and literature sources. National archeologists N.
Veselovskii [Veselovskii], S. Pletneva [Pletneva,
p. 210], G. Fedorov-Davydov [Fedorov-Davydov,
p. 178] paid attention to the presence of images re-
sembling musical instruments on Kurgan stelae.

In 1984 a bowed chordophone was found dur-
ing the excavations of the Kipchak burial ground
dating the 13" century near the village of Kirovo in
Berislavskii District, Kherson. Its external features
resembled the one on the Kurgan stelae. It was
found alongside the stock (a bow, arrows, other ob-
jects), which had been put together with the buried
person into the coffin. A similar instrument is
stored in the Regional Museum of Local Lore in
Saratov. A chordophone was found in the burial
site of the Golden Horde time (the 14" century)
near the village of Ust-Kurdium, the Saratov re-
gion [Evdokimov], [Semenov, p. 89].

Kipchak written works mention the stringed
kobyz. “Codex cumanicus”, Latin-Persian-Cuman
dictionary (i.e. Kipchak), contains information
about the kobyz. In 1303, in Italy the dictionary was
compiled for European merchants who traded with
the Golden Horde and the countries subjugated to it.
Alongside the names of such musical instruments as
daf, suruna, nakara, the text provides the names for
a singer (yrci), and a musician (cobuxci). In the giv-
en translation we can find the word sonator (Lat.),
which means “a musician”, a person playing a mu-
sical instrument. V. Radlov translated the term into
German as kobusspieler (i.e. a kobyzist, a kobyz
player), kobyz as eine Art Geige (a kind of German
national violin) [Radloff, p. 27].

Dastans, fairy tales, songs, proverbs and other
works of Turkic literature and folklore have pre-

! The Kipchaks are Turkic-speaking nomads, inhabiting
the Eastern part of Eurasian Steppe (between the Volga
and the Dnieper) in the 11™-13™ cc. Being a large ethnic
group, they formed the majority of the Golden Horde
population.

served the images of bowed string instruments be-
loved by people.

One of the episodes of Khisam Kiatib’s dastan
“Zhumzhuma Sultan” (1370) features a grand or-
chestra that consisted of 7000 musicians playing
different musical instruments, including the kobyz:

Muty MeH MeTpuGuenopem Gap e,

MeHe 4oH, MEHE KyObI3UbLIap Hae,

Memne HOWYBLTAp HIE, MCHE OBIPTHI,

Mene Tabbu1 Opap ujie, MEHE OpThI,

MeHe YasbIp Yairsl e, MEHE 19,

MeHne ynmMban opap uuee, MeHe K.

MaokaeceMao Oy KaMyT SILIop UJIE,

Wmpae cakpiHblpMoH — ya Temuiop upe. [Khisam
Kiatib, p. 86]

There were seven thousand musicians,

One thousand changists, one thousand kobyzists,

One thousand musicians were playing the nay, one
thousand were playing the borgy,

One thousand musicians were playing the tabla, one
thousand were playing the orgy,

One thousand musicians were banging the chagly,
one thousand were banging the kaf,

This orchestra was playing at my great feast,

If I ever felt bored, it came in my dreams (hereinafter
translated by A. Kuznetsova).

The manuscript of the dastan “Tuliak” (“A Na-
tive of Tula”), found by M. Usmanov in the village
of Oly Karile in the Nizhnekamsk region, Ta-
tarstan, contains the names of musical instruments,
including the kyl-kubyz. Playing the musical in-
struments, the main character Tuliak makes a good
impression on the inhabitants of the underwater
world. The name of the instrument has remained
both in the prosaic and poetic fragments of the das-
tan, which is of great value:

Tl'encranbim keitnaiiaep,

Hdymb6pam Gorem ceitnaiiaep,

Kot kyObI36IM calipapabIp,

Yproko xym yiHaigsp! [Tatar Khalyk Dxaty, 1984,
p. 34]

My gulstan will start playing,

The dumbra will tell a story,

The kyl kubyz will sing a song,

The urtaka will play a melody!

A. R. Fakhrutdinova noted that the ethnicons in
the dastan make it possible to determine the scene
within the territory from the Volga region to laik
and the Northern Urals. There, in the Middle Ages,
Kipchak tribes belonged to the ethnic groups that
were the ancestors of modern Tatars, Bashkirs,
Nogais and Kazakhs [Fakhrutdinova, p. 24].
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The image of the violin appears in the Tatar
fairy tale “Alpamsha”, which is the version com-
mon Turkic folktale “Alpamysh”. The scholars
distinguish between its following versions: the
Altai (the Altai heroic epos “Alyp-Manash”), the
Oghus (“Bamsi-Beyrek” in “The Book of Korkut”
and Anatolian tales), the Khongirad (the heroic
epos “Alpamysh” (“Alpamys”) in Uzbek, Kara-
Kalpak and Kazakh editions), the Kipchak (the
Bashkir epos “Alpamysha i Barsynkhylu”, the epos
of Western Siberia Tatars “Alyp Miamshian” and
the Kazan-Tatar folktale “Alpamsha”) [Yagafarov,
p. 7]. The versions by the Kazan Tatars are oral
(one of them was published in the collection
“Fairytales” [Tatar Halyk Dxaty, 1977, pp. 268—
276]), while the one by Siberian Tatars is written
(the example was included into the collection
“Dastans” [Tatar Halyk Dxaty, 1984, pp. 49-52.]).

In 1940 the folklorist Khamit larmi recorded
the published fairy tale “Alpamsha” in the village
of Kamai, the Bondiugskii District, the Republic of
Tatarstan. As in the Dastan “Tuliak”, there is a
traceable motif of the miraculous power of music
in the fairy tale “Alpamsha”. In this version the
character of the fairy tale, the giant Alpamsha, es-
capes captivity, skillfully playing the violin and
charming the daughter of the tsar Kyltap. The
composition of musical instruments often varied in
epos. Generally, tales featured those instruments
that were popular with some nation or location.
The Bashkir versions of “Alpamsha” feature the
kurai, the dombra, the chibyzga; the dastan of the
Siberian Tatars mentions the dombra. The term
“violin” was used in the fairy tale, undoubtedly,
later, replacing the name of the ancient bowed
stringed instrument. According to the scholars, the
heroic fairy tale was created long before the violin
was invented, in the 6™-8™ cc. [lagafarov, p. 9].

Other Tatar fairy tales mention the violin and
the process of playing it as well. The tale “Syz Tot-
mas” (“Not Keeping his Word”) reflects the charac-
teristic episodes of traditional violin playing [Tatar
Khalyk Dxaty, 1977, pp. 175-178]. In the fairy tale
“Patsha Kiiave Soldat” (“The Soldier is the Tzar’s
Son-in-Law”) folk imagination created a peculiar
fairytale image of the enormous instrument, in
which the soldier (the main character) was hiding to
trick the tsar’s daughter into marrying him [Tatar
Khalyk Dxaty, 1981, pp. 97-100]. Playing the vio-
lin, the main character evades death in the fairy tale
“Znanie Vsego Dorozhe” (“Knowledge is the Most
Precious Treasure”) [Tatarskie narodnye skazki, pp.
158-166]. The violin also helps the heroine escape
from the certain death in the fairy tale “Gulchechek”

[Tatarskie narodnye skazki, pp. 86-90]. The girl’s
hair becomes the strings of the violin and tells her
elder brother about the trouble that has happened to
her’. In the latter story the indication that horsehair
was used as a material for the strings is of a particu-
lar importance (the elder brother attached the girl’s
hair to the violin, thinking that it was his horse’s
hair).

The kyl-kubyz and the violin are mentioned in
the proverbs collected by the famous Tatar play-
wright, poet and folklorist Naki Isanbet (1899-1992);
he published them in the work “Tatarskie Narodnye
Poslovitsy” (“Tatar Folk Proverbs”)’. The kyl-kubyz
and the violin act in the proverbs as well-known and
familiar national symbols: it is not the kubyz that
makes one dance, but its soul that makes one dance —
the proverb that reflects the need to put one’s heart
and soul into everything one does; despite belonging
to different types, the violin and the button accordion
have the same melody — the proverb alludes to the
common thoughts, actions and deeds; the violin gets
better over time — the proverbs highlights the positive
influence of time on everything earthly.

The collector’s remark about the kubyz that it
“implies not only a modern female instrument
“avyz kubyz” (literally — “mouth kubyz”), but also
the ancient instruments “kyl kubyz” (“stringed ku-
byz”) and “kyl kubyz” (“hand kubyz”) held in
hands”. The proverbs also preserved information
about the method of making violin strings of
horsehair. It is interesting to note that there was a
negative attitude to this type of strings in the his-
torical period of changing one bowed string in-
strument for another (the kyl-kubyz to the violin):
it is better to throw a violin in the stove and cook
some soup rather than make it from horsehair.
Apparently, the Tatars noticed the emergence of
the violin and the associated rapid spread of the gut
strings and the people welcomed it.

The poetic image of the violin is found in folk
songs:

CKpHuIKa TaBbIIIbI
Heporemue sHIBIPA;
3aMaHaHBIH aBBIPIBITHI

? According to K. Rakhno, the motive of making
strings of human hair or guts is found in many tradi-
tional cultures (Bashkir, Chuvash, Udmurt, Mari,
etc.), and “this is not an intricate, scary story, but an
etiological narrative of how the first stringed instru-
ment was made in primordial time and what was used
for it.” (see: [Rakhno, p. 370]).

> These proverbs were included into the section
“XKyr-key, monH, muzyka korallary, uiennar” (see.:
[Tatar khalyk mokallare, pp. 566—-570]).
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Ceiiron sipman aepa. [Foyzi, vol.1, pp. 206]
The sound of violin

Lights my heart;

Severity of life

Takes me from my beloved.

Ckpwurika Oanniapbt
Bepena-cyrpuia Ganuiaisr;
CarslHMaM IHII QUTKOH UOEM,
CarsiHapIpa Oanmiaib.

The violin head

Began to bend and twist;

I thought I would not get bored,
But I did [ibid, p. 224]

The works of Tatar literature of the pre-
revolutionary and post-revolutionary period con-
tain the richest and most interesting materials
about the Tatar violin culture. Works of art, as a
rule, are not academic, as they may contain a cer-
tain share of the author’s imagination. Life-
descriptive character of Tatar literature of the first
half of the 20™ century and the features of Tatar
life of that time convey the atmosphere of Tatar
cities and villages. Thus, they may be included in
the scope of studying the Tatar violin tradition, be-
cause Tatar writers drew the images from the real
life of the Tatars of that time. Tatar playwrights,
poets and writers — Mirkhaidar Faizi, Fatkhi Bur-
nash, Shaikhzada Babich — included very interest-
ing information about the violin tradition in their
works, giving quite a reliable idea of this sphere of
Tatar culture.

The works and memoirs of the playwright and
writer Mirkhaidar Faizi (1891-1928) include nu-
merous reminiscences about Tatar violinists. He
spent most of his life in the villages of the Oren-
burg region and Bashkortostan, where he often
watched Tatar musicians, including violinists, play.
It is known that Mirkhaidar Faizi himself played
the button accordion and the mandolin well, played
music with Tatar violinists and listened to them
very often. Two poems by Faizi, “Kezge MoHnar”
(“Autumn Melody™) (1914) [Faizi, vol. 2, p. 315]
and “Tulyk Momnnary” (“The Melody of Iulyk™)
(1919) [Ibid., p. 322], contain poetic images of the
violin:

Cxpunka e31epd MHIUTH KeiHe,

OJUTd HUHIN OH OEIIoH. ..

CKpHIIKa UrpaeT HalMOHAJIBHYI0 MEIIOJIHIO
C Kako#i-TO 0CO00H TyNICBHOCTBIO. ..

The violin plays the national melody

With some special soulfulness...

M. Faizi’s work contains a variety of images of
Tatar violinists: Bari from the drama “At the Banks

of the Ural River” (1917-1918) [Faizi, vol. 1, pp.
307-358], Akhmetullah from the drama “Village
Festival” (1913-1924) [ibid., pp. 119-170], Bagae
from the drama “Pathetic” (1913) [ibid., pp. 53—
88], Salikh from the story “Sarvinaz” (1923)
[Faizi, vol. 2, pp. 345-352]. Faizi’s memoirs re-
tained the names of genuis violinists, the play of
whom he heard: Nabiullah from the village of
Juniai, Akhmet from the village of Iuluk
[Mirkhaidor Faizi shokhsi arkhivynyn tasvirla-
masy, pp. 21, 41]. In the last years of his life
(1923-1924) the writer came to Kazan and
watched young people boating around Kaban
Lake, singing, playing the button accordion and the
violin [Ibid. p. 43].

Images of Tatar violinists can be found in the
works of another Tatar writer, Fathi Burnash
(1898-1942). The researchers studying his work
point out that his descriptions of everyday life are
unparalleled in the Tatar literature of his time. Ta-
tar customs, holidays and games are conveyed very
authentically in his works. Among the characters
of the most famous work “Iash Ieraklor” (“Young
Hearts) (1919) [Burnash, pp. 13—88] there is the
Tatar violinist Suleiman, whose image the play-
wright subtly conveyed. The violinist gives a
touching nickname to his instrument -
sandugachym (‘my nightingale’). In one of the lat-
er works “lalgyz larulla” (“Unanimous Iarulla”)
(1940) the atmosphere of city life was conveyed
when girls (Salima and Gainiia) play the violin at
home .

The work of the poet Shaikhzada Babich
(1895-1919) was closely associated with his roots.
Having lived a short life (the poet died at the age
of 24), he left many beautiful pages of poetry glori-
fying the people’s life. The poet played the mando-
lin perfectly and had a delicate feeling of music.
The researchers of his work could not fail to notice
the extraordinary musicality of his poems. The po-
ems “Kurai”, “Mandolin”, “Violin” are imbued
with musical spirit; they are filled with admiration
for the musical instruments loved by the people. In
the poem “Violin” (1915) Babich conveys his
boundless love and admiration for the instrument,
the fantastic beauty of its sound without which life
seems meaningless to the poet. The poet compares
the sound of the violin to the voice of the bird of
paradise. The poet could dedicate these lines only
to the most favorite instrument:

TonbKO THI — POOHUK MOMX TOHKHX 4yBCTB U TOH-
KUX IIeYayei, Thl — ICTOYHUK CaMbIX BOJIICOHBIX 3BY-
KOB M LIapulia My3bIKaJIbHBIX HHCTpYMEHTOB [Babich, p.

31].
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Only you are the spring of my subtle feelings and
subtle sorrows, you are the source of the most magical
sounds and the queen of musical instruments.

Tatar writers have made a great contribution to
the understanding of the traditional life of their
people. Their work is one of the richest sources for
the study of folk music. Here we find another con-
firmation that the violin was one of the most be-
loved and very common folk instruments among
the Tartars and the tradition of playing this instru-
ment is a part of Tatar history.

Being a concentrated expression of defining
features and characteristic patterns of the develop-
ment of Tatar musical culture, the violin tradition
existed throughout the entire territory inhabited by
the Tatars. For example, it is known that in the se-
cond half of the 20" century the violin continued to
exist in the following districts of Tatarstan:
Mamadysh, Elabuga, Musliumovo, Almetievsk,
Aznakaevo, Rybno-Slobodskii, Nizhnekamsk,
Baltasi, Arsk, Kustanai, Yutazinskii, Bavly; the re-
gions in Russia where Tatars lived: Mordovia,
Bashkortostan, Volgograd, Orenburg, Perm, Kui-
byshev, Kurgan, Tomsk, Tyumen, Novosibirsk;
cities of Kazan, Ufa, Chelyabinsk, Troitsk, etc.

There were two ways of holding the instrument
in Tatar traditional violin playing: horizontal (a
braccio) and vertical (a gamba). The first one
came in two varieties: the instrument either was
laid on the shoulder (orcilkaga salyp — ‘resting on
the shoulder’), or kept at chest level with the neck
slightly tilted down (kykrokks kuyep — ‘resting on
the chest ’). Despite the external similarity, the first
way was significantly different from the method of
holding the violin adopted in modern academic
practice. Folk violinists did not hold the instrument
with their chin (some violins did not have a
chinrest at all). Using only the first position elimi-
nated the need for placing the chin on the instru-
ment due to the fixed position of the hand and the
additional point of support. The second type of
horizontal method implied that the instrument
should be held at chest level. Its counterparts in
other cultures — Bashkir, Mordovian — indicate a
wide spread of it among different peoples in the
past.

The vertical way of holding the instrument had
two varieties as well: 1) setting it on the left knee
(this method was used among the Tatar-Kriashens:
tezgo kuyep — ‘setting something on the knee’);
2) holding the instrument between the knees. Ap-
parently, the second one is derived from the meth-
od of holding the kyl-kubyz. Holding the violin
vertically, the musicians slightly tilted the instru-

ment to the left and turned it towards the bow.
They claimed they inherited this method of holding
the instrument from the violinists of the past.

A mirror method way of holding the instrument
is unique and was used by left-handed musicians.
They held the instrument not in the left hand, as
usual, but in the right one, holding the bow in the
left hand. The strings, respectively, were arranged in
the reverse order. In his report “On the Develop-
ment of Theater and Music among Tatars”, I. Ko-
zlov, who lived in the late 19™ and the early 20"
century in Kazan, wrote about the musician of the
late 19™ century who “held the violin between the
knees in his right hand and drawing the bow with
the left one”’[Smirnov, pp. 15-16].

Many facts prove that in the past the Tatars
predominantly used the vertical way of holding the
instrument. Thus, the majority of Tatar violinists
played the violin when sitting, regardless of the
way they held the instrument. The custom of play-
ing the instrument when sitting is more peculiar to
Oriental peoples, who have a great number of in-
struments with a vertical way of holding (Kyrgyz
kyiak, Kazakh kyl-kobyz, Azerbaijani kemancheh,
Altai ikili, etc.). Apparently, this relates to the an-
cient tradition of playing the kyl-kubyz, which was
held vertically when played.

The bow was also held in different ways. The
majority of musicians used the method close to the
academic one, when the hand holds the upper part
of the bow stick. The way of holding the instru-
ment that attracts attention was suggested by Ba-
tyrsha Kalimullin (Bishmuncha village, Al-
metievsk region, Tatarstan). It implies placing the
hand on the side of the bow frog. The side method
was long used in Oriental performing practice of
playing the instruments held in the vertical posi-
tion, including, probably, Tatar kyl-kubyz. Kalim-
ullin claimed that he learned this method from his
teacher, Gariay Salimgariaev, who held the violin
vertically.

Over the last centuries, manufactured four-
string violins were used in the Tatar violin tradi-
tion. Some musicians remodeled their instruments
to three-string violins, expanding the distance be-
tween the strings. Not all violinists that played the
four-string violin made use of all four strings.
Some musicians did not use the lower string when
playing, as the range of traditional Tatar melodies
allowed them to “fit” within the first position on
three strings.

Tatar violins are tuned in fifth, the pitch of
which was adjusted by the violinists themselves
according to the internal concept of it. Pitch set-
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tings of violinists could be widely divergent: from
g' to f* for the top string. Moreover, a wide range
covering all four strings is peculiar to violinists
playing in high pitch (for example, Kalimullin
tuned it a tone lower: f - ¢' - g' - d%). Violinists
generally did not often use the upper range of the
instrument, as it did not correspond to the tradi-
tional sound ideal of the Tatar violin tradition. Ap-
parently, the Tatar violin tradition inherited a pecu-
liar aesthetics of sound from the kyl-kubyz. The
instruments typologically related to it (Kazakh kyl-
kobyz, Kyrgyz kyiak) have a lower register zone,
which is within the small and the first octaves.
k sk ok

Today, the problem of preserving and reviving
traditional music culture of the peoples of Ta-
tarstan is of particular relevance. Over the last two
decades many performers playing traditional in-
struments have appeared in many different regions
of Russia. This gives us grounds to assume that
traditional musical culture, being one of the oldest
kinds of folk art, has a great influence not only on
the formation of the spiritual and moral image of
our society, but also on the development of one of
the most important ethno-cultural components, that
is, ethnic and national identity both of the ethnos as
a whole and of each individual. Sociocultural insti-
tutions of different levels and statuses, cultural and
educational institutions, scientific centers play an
essential role in the process of reviving, preserving
and developing traditional folk music, traditional
folk song and instrumental art, traditional musical
instruments.

At the turn of the 1970s and 1980s
Sh. Kh. Monasypov, a professor of the Kazan Con-
servatory and a violinist, published a number of his
works. These works, primarily the article “The
Origin of the Tatar Bowed String Instruments Cul-
ture” [Monasypov, 1978], laid the foundation for a
comprehensive study of Tatar bowed string musi-
cal instruments. In the article the author’s state-
ments about the origin of Tatar instrumental per-
forming art are of academic interest. In his opinion,
the origin is closely connected with the musical
culture of the Ancient East, and more broadly with
the ethnogenesis of the Turkic-speaking peoples of
the Volga and the Ural regions, as well as close
contacts with the nomadic tribes of Asia. It also
was influenced by the formation of musical art in
cooperation with the cultures of ancient China,
Persia, Khorezm, etc. Sh. Kh. Monasypov shared
the view point of a number of scholars, according
to which the bowing method is considered a Turkic
invention (along with Persian and Arabic), which

“could be connected with the musical practice of
the Turkic Uigurs” [ibid., pp. 35-36]. Being the
people to ensure the diffusion of cultures, the
Turks played a significant role in the distribution
of bowed stringed instruments in the European
continent [Ibid., p. 36]. Sh. Kh. Monasypov con-
nected the Turkic influences with the appearance
of bowed stringed instruments in the Balkan penin-
sula among the southern Slavs, in Eastern Europe
among the eastern Slavs and among the peoples of
the Baltic states [Ibid., p. 37]. Due to Turkic influ-
ences, in particular the Bulgar ones, it was possible
to discover the origin of bowed stringed instru-
ments among the peoples of the Volga-Ural region
(for example, kovyzh, a violin-type instrument of
Mari people; kupas, an instrument of the Chuvash).
One of the arguments is the Bulgarian-Tatar name
of the violin — kobyz [ibid., p. 50]. The author re-
peatedly emphasized typological similarity of the
musical instruments of the Bulgars with the in-
strument of the Asian Turks. To prove this, he
turned to the examples of the ancient Turkic names
of musical instruments found in various sources.
For example, referring to A. S. Famintsyn’s work
“Domra and Its Kindred Russian Musical Instru-
ments”, Sh. Kh. Monasypov noted the term
“kobuzche” (the kobuz player) that appeared in the
Latin-Cuman dictionary (1303), where it was one
of the examples of Caspian Turks’ vocabulary
[Monasypov, 1982, p. 12].

Sh. Kh. Monasypov’s article “Characteristic
Features of Tatar Violin Performance” was pub-
lished in 1984 in the collection “Musical Folklore
and Works of Volga Composers” [Monasypov,
1984]. It focuses on analyzing the genre founda-
tions of the Tatars’ folk instrumental music and
their influence on the development of violin per-
formance. Among the primary instrumental genres
in Tatar folk music the author pays particular atten-
tion to “long tunes” (“ozyn keylor”), “fast dance
tunes” (“takmak biiy keylore”), “village tunes”
(“avyl keylore”) and “short tunes” (“kyska
keylor”). Sh. Kh. Monasypov briefly described
each of the instrumental genres, identifying the
most significant features that manifest themselves
in the performance manner of Tatar violinists. For
example, when Tatar violinists performed long
tunes, the author noted the richness of the melodi-
cal content, the complex metro-rhythmic structure,
the variety of ornamental forms, the purpose of
which is not limited only to the decoration func-
tion. According to Sh. Kh. Monasypov, the orna-
ment in “long tunes” has both semantic and con-
structive functions.
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In the article “Problems of Transcribing Tatar
Long Instrumental Tunes” [Monasypov, 1989], Sh.
Kh. Monasypov turned to one of the most burning
problems in contemporary musical ethnography —
ethno-organophony. The previously stated provi-
sions were further developed in this work. It brief-
ly discusses issues related to the specifics of the
genre of long instrumental tunes, focuses on the
characteristic features of vocal and instrumental
versions of long kyuis. The article attempts to
identify the kinship of Tatar kyuis with kyuis of
Turkic peoples inhabiting Central Asia and Ka-
zakhstan.

In the second half of the 1990s and the 2000s
D. A. Bulatova [Abdulnasyrova], an ethno-instru-
mentalist and one of the authors of this article,
published several works to the problems of Tatar
violin tradition, their historical and cultural, musi-
cal and theoretical interpretation: “On the Issue of
Sound Ideal in Tatar Violin Tradition”, “On the Is-
sue of Traditional Instrumental Polyphony (based
on Tatar Violin Music)”, “Tatar Violin Tradition:
Modus of Culture and Musical Phenomenon”, etc.
This article presents a number of provisions ex-
pressed in the works mentioned above.

Today there is an urgent need to combine the ef-
forts for further comprehensive study of bowed
string instruments of the Tatars and other peoples of
Tatarstan, the Volga-Ural region, Russia. The study
implies the evolution of scientific and theoretical
thought and the multidimensional practical applica-
tion of the instrument in both traditional everyday
life and educational practice (school — college —
university).

For this purpose, it is necessary to solve a
number of complex practical tasks aimed at reviv-
ing and preserving traditional bowed string instru-
ments (as well as other instruments) as an object of
the material cultural heritage of the Tatars and oth-
er peoples of Russia.

In our opinion, the creation of a special research
centre for traditional musical instruments of the
peoples of Tatarstan and Russia can solve these
problems. The goal of such research centre is to at-
tempt to actualize the understanding of and learning
about the role and the importance of traditional mu-
sical instruments and traditional instrumental music,
which is considered the most important factor in the
life of modern society. Such a research centre can
be created at the Republican Centre for the Devel-
opment of Traditional Culture. It assumes the func-
tioning of the following five divisions:

1. Research Department;

2. Workshop on the Design and Experimental
Production of Traditional Musical Instruments;

3. Experimental Instrumental Ensemble;

4. Audio and Video Laboratories;

5. Museum of Traditional Musical Instru-
ments.

One of the most important tasks of the research
centre for traditional musical instruments is to or-
ganize and carry out ethno-instrumental monitor-
ing. The latter is the analysis-based possibility to
evaluate the ethno-cultural, ethno-musical, ethno-
instrumental situation in different regions of the
Volga-Ural region in order to preserve and develop
the ethno-musical identity. Monitoring the state of
traditional musical instruments and instrumental
music is one of the important mechanisms to pre-
vent the disappearance of many traditional musical
instruments. It will also allow us to answer one of
the most important questions: how to ensure their
preservation and their further development in
modern society.
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CKPUIIKA B TPAJUIIMOHHOM KYJIbTYPE TATAP BOJIT'O-YPAJIbA

Junapa AiinaposHna bynarosa,

Poccuiickuit uactuTyT HicTopun uckycct (Cankr-IletepOypr),
190000, Poccust, Canxt-IletepOypr, McaakueBckas miomanp, 1. S5,

luda-next@yandex.ru.

Bausiepuii UBanoBu4 fxos.ies,

Kazanckas rocynapcrsennas koncepatopus um. H. I'. )Kuranosa (Ka3zans),

Poccus, 420111, r. Kazans, yn. Kapma Mapkca, 12,
luda-next@yandex.ru.

B naHHO# cTaThe paccMOTpeHbI 0COOEHHOCTH (YOPMUPOBAHUS M PAa3BUTHSI CKPUITMYHOM TPaUILIIH
y Tatap. [IpeanpuHsaT 0030p UCTOPUKO-apPXEONOTHIECKUX U JIUTEPaTypHBIX UCTOYHHUKOB, IPOU3BEIC-
HUN KUITYAKCKOM NHUCBMEHHOCTH, THOPKCKOM JIUTEpaTypbl U HApOAHOIO TBOPYECTBA, IPOU3BEIECHUN
TaTapcKOH JIMTEpaTyphl JOPEBOIIONHUOHHOTO W TIOCIEPEBOIIOIMOHHOTO NEPHOIOB, B KOTOPHIX OOHA-
PYKUBAIOTCSI YIOMUHAHUS CKPUIIKM U TPAAMLUN CKPUIHYHOIO MY3HLIMPOBaHUsS cpeau Tarap. Ot-
JIeTbHOE BHUMAHHE y/IEJICHO BOIIpOcaM reorpaduu pacrpocTpaHeHNs! CKPUITMIHONW NCTIOTHUTEIBCKOM
TPaaMINK, KOHCTPYKIIMM MHCTPYMEHTA, CTPOSI M crocobax aepkanus. [Ipocnexena ucropus usyde-
HUS TaTapCKOW CKPUIMHMYHON TPagULMU B MY3bIKOBETYECKON HAayKe, KPATKO M3JI0KEHBI OCHOBHBIE UC-
CJIeIoBaTeNbCKIE MoAXoAbl. O003HAYEHBI MEPCIICKTUBEI JalbHEHIIET0 U3YyIEHUsI TaTAPCKOTO CTPYH-
HO-CMBIYKOBOT'O HCKYCCTBA, a TAK)KE€ HEKOTOPBIE IIEPCIIEKTUBBI €r0 Pa3BUTHS.

KiroueBble cjioBa: TpaJMIIMOHHOE TaTapCKOE CTPYHHO-CMBIYKOBOE HCKYCCTBO, CKPHIIKA, BO3-

POKIAEHUE TPAAULIUOHHON KYJIbTYPBIL.

MUuH raimsliik OyJIabIM CHHA, 9 CKpHIIKa, 9i19 ChI3!
O cuH 0ap, I0KTa IeHBsIM MarHace3 hom ¢aiinaces.
Ulatix3ada babuu

TpagunuoHHas TaTapckas CKpUIIMYHAS KyJb-
Typa (hopMHpOBaNIach M pa3BUBaNach Ha IPOTSHKE-
HHMM HECKOJbKUX crosiethil. llosBnenue y Ttarap
CKPUIIKH MPEANON0XKUTEIbHO oTHOCcUTCS K XVIII
BeKy. MHOTOYHCIICHHBIE YIIOMIUHAHUS O TaTapPCKUX
CKpHIIayaX, OCTABJICHHBIE IyTEIIECTBEHHUKAMHU U
stHorpadamu — K. MunskoBudem [MuibkoBud, C.
8], K. dykcom [Dyke, c. 111], M. JlanteBbim
[JIaries, c. 230] 1 MHOTMMH JIPYTHMH, TTO3BOJISIOT
YTBEP)KAATh, YTO CKPHUIIKA Y TaTap ObUIa OJHUM M3
CaMbIX JFOOMMBIX MY3bIKaJIbHBIX HHCTPYMEHTOB. B
HACTOsIIIee BpeMs CKpUIIKA yTpaTHiia cBOe ObLIOE
3Ha4YEeHHE, YCTYNHB BEIYIEe MECTO TAPMOHHUKE.

TaTapckoe CKPUIIUYHOE HMCIOJHUTEIBCTBO B
MIPOILIbIC BeKa HAXOIWIOCh Ha BBICOKOM Ipodec-
CHOHAJIILHOM ypoBHe. CkpuIradeli MOXHO OBLIO
BCTPETUTH KaK B TOpojax, Tak W B JepeBHsX. llo
BocriomuHauusM C. ['absmiu, n3-3a TOHEHHH CO
CTOPOHBI MYCYJIBMAHCKOI'O IyXOBEHCTBA «B IOpO-
Jlax My3blka ObUIa 3arHaHa B IMBHBIC, WK, Kak
OHH TOTJ]a HA3BIBAIUCH, ,,IOpPTep<HBIC>*...» [Cyn-
taH ["absmm: Matepuaisl 1 uccienoBanus, c. 46].
Mpmuorue aBropsl XIX — Hadana XX Beka ([Maros,
c. 91-92], [3uamenckuii, ¢. 14-15], [OBCAHHUKOB,
c. 327]) cBHIETENLCTBYIOT, YTO TaTapCKUX CKpPH-
navell MOKHO OBLTO BCTPETHTH B TPAKTHpaX, Xap-
YeBHAX, TOCTUHUIIAX U Ha sipMapkax. Urpa Ha wH-
CTPYMEHTE JUIS TaKUX CKpHIIa4yeil ObLjla OJHUM M3
OCHOBHBIX CpeACTB 3apaboTka. CoOXpaHHIUCh U
MMEHA TANAHTIUBBIX TAaTaAPCKUX CKpPHITAYeH TOTO
BpemeHu — laiica Makapus, Myxammenma Kapr
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(Myxammemma Mycrtadun), ['mmemytaua WxOyi-
JUH U Ap. (cM. moapoOHee: [Monackinos, 1991]).
[[IupokoMy pacrpoCTpaHEHUIO CKPUIIKH CIIO-
COOCTBOBAJIM MHOTOBEKOBBIE TPAAWIIAN MY3HIIH-
pOBaHMA Ha CMBIYKOBBIX MHCTpyMeHTaX. CMBIUKO-
BB CHOCOO 3BYKOM3BJIEUYEHHUSI ObLT M3BECTEH Ta-
TapaMm Ojaronapsi OBITOBaHUIO CMBIYKOBOTO KBLI-
KyOb3a. CyIsl O ONMMCAHHUIO ATOT0 MHCTPYMEHTA,
npencraBieHHoMy B paborax U. I'eopru [['eoprw,
c. 17], K. MunskoBruya [MunskoBuy, c. 8], Tatap-
CKHH KBII-KyOBI3 SIBIISIICSA Pa3HOBUAHOCTHIO 0e3-
rpUGHON MIEHKOBOW JIFOTHU C JIBYMSI BOJOCSHBIMH
CTpyHaMH U KOBIIEOOpa3HBIM KOPITYCOM, W3BECT-
HOH C JPeBHUX BPEMEH MHOTHM TIOPKCKHM Hapo-
IaM (Ka3axCKWi KbII-KOOBI3, KUPTH3CKHHA KBIfK,
y30eKCKUH 1 KapaKaJllakcKuii KoOy3 U Jp.).
NcTopuss CMBIUKOBOTO MY3HIHUPO-
BaHus y tatap Cpennero IloBomxkbps yXoAauT B
JIPEBHIOI0 TPaJWIUI0 UTPHl Ha CMBIYKOBBIX WH-
CTpYMEHTaxX MPEJKOB TaTap — OyJarap ¥ KHII-
yakoB. Ha ocHOBe wWccnenoBaHWsS MHOMKECTBA
HMCTOPUKO-KYJIBTYPHBIX HCTOYHHKOB OONTapCKuit
yuenblit CnaBu JloHYEB JenaeT BHIBOJI, YTO CMBIY-
KOBBI CITOCOO 3BYKOWM3BJICUCHUS OBUT W3BECTCH
Oynrapam emie B TO BpeMsl, KOT/Ia OHM BXOJAWJIH B
XyHHCKMH cocTaB IieMeH B LleHTpanpHOU A3sun
(mo cepenunsl I ThICSAYENETHS H. 3.), U B 310Xy Be-
JIMKOTO TIEPeceNIeHns HapoJOoB B V BeKe XyHHO-
Oynrapsl npuHecnn cMbldok B EBpomy [doHues].
OmHO W3 CBHUIETENHCTB YYEHBI HAXOAWT B CTa-
poHemerkoM amoce «llecas o Hubemynrax», B Ko-
TOPOM TOBOPHUTCSI O MPUCYTCTBUH CKpHIIade mpu
JBOpe ATHIIIBI — BEIMKOTO NMPEIBOANUTENS TYHHOB.
OTO naeT OCHOBaHHE IPEAIOJIOKUTh, YTO BO Bpe-
Ms nepecenenns oynrap B Cpeanee [loBomkbe oHn
y>K€ UTPaJIM Ha CMBIUYKOBBIX HHCTPYMEHTAX.
CMBIUKOBBIE K0OYy3 BXOOWI B COCTaB WH-
CTpYMEHTapHsl TPEBHETIOPKCKUX KOUYEBBIX TUIEMEH
— KHUMYaKoB (BOCTOYHOCIABSHCKHE WCTOYHUKU
Ha3bIBAIA 3TOT HApPOJ TOJOBIAMH, 3alajHble —
KyMaHam#). OTHOPETHOHAJbHBIE Pa3HOBHIHOCTH
KoOy3a [0 MOCIEIHETO BPEMEHH COXPaHSIINChH
MIOYTH Y BCEX TIOPKCKUX HApOOB, UMEIOIINX 3HA-
YUTETHHYIO JOJI0 KBIITYAaKCKOTO KOMITOHEHTA B 3T-
HOTCHEe3e: OalKup, Ka3axoB, KapakajaakoB, y30e-
KOB, HOTal1IEB, KUPTU30B.
BelTOBaHNE y KUNMYAaKOB CMBIYKOBBIX HUHCTPY-
MEHTOB TOATBEPKIAETCI HCTOPHUKO-apXeo-

' Kurmuaku — TIOPKOS3BIYHBIC KOUYEBBIE MIIEMEHA, 3aHH-
masmme B XI-XIII Bekax BOCTOUHYIO 4YacTb €Bpa3Uil-
ckux cremnedd (mexmy Bonroit m uempom). SBnssiachk
MHOTOYHCIICHHBIM 3THOCOM, B TI€pHo]] 00pa3oBaHus 30-
notoit Opzbpl KUITYaKH COCTABILSUTH OCHOBHYIO 4acTh €€
HaCEeJIEHMUS.

JOTUYECKUMHU U JIUTEPAaTypHBIMHU HC-
TodHUKaMu. OTe4ecTBEHHBIE  apXEOJIOTH
H. Becenosckuii [Becenosckuii], C. Ilnernena
[Tlnernena, c. 210], I'. ®enopos-JlaBsinos [Demo-
poB-JlaBeimoB, c. 178] obpammanmy BHUMaHHWE Ha
HaJIMYMEe Ha KaMEHHBIX 0Oabax wu300paxkeHuil,
HANIOMUHAIOIINX MY3bIKaIbHBIE HHCTPYMEHTHI.

Bo Bpems packomok B 1984 romy oxomno cena
KupoBo BbepuciaBckoro paiiona XepcoHckoi 00-
nmacth Kumyakckoro MorwibHuka XIII Beka Obun
00HapyXeH CMBIUYKOBEIH X0pmodoH [EBIOKHUMOB].
OH HaxoJuiCsS BMECTEe C MHBEHTapeM (JIyK, cTpe-
JIBI, IPYTUE TIPEAMETHI), TIOJOKEHHBIM B TPOOOBH-
e PSIOM C TIOXOPOHEHHBIM YEeIOBEKOM. AHaio-
THYHBI MHCTpYMEHT xpaHuTcss B CapaToBCKOM
00NacTHOM KpaeBequeckoM My3ee. XopaohoH
HaliiecH B MOTWJIBHUKE 30JI0TOOPIBIHCKOTO BpeMe-
oy (XIV B.), oOHapy>keHHOM B paifoHe cena YCTh-
Kypatom Caparosckoit obnactu [CemeHos, c. 89].

YnoMHuHaHUE CTPYHHOTO KOOYy3a MMeercs B
MPOU3BENEHUSIX KHUHNYaKCKOW THCH-
MeHHOCTH. CBenenns o xkoOy3e coaepxarca B
JIATUHO-TIEPCO-KyMAaHCKOM (TO €CTh KBITYAKCKOM)
cinoBape «Codex cumanicusy», COCTaBICHHOM B
1303 roxy B Wrtamuu nisi eBpONECKUX KyTIIOB,
TOProBaBUIUX C 3010T0M Opaoit U MOAYNHEHHBIMHU
eil ctpanamu. Hapsany ¢ Ha3BaHUSMHU MY3bIKallb-
HBIX WHCTPYMEHTOB daf, suruna, nakara, B TeKCTe
COJIEPIKUTCSI yKa3aHue Ha npodeccuto nesua (yrei)
U My3bIKaHTa (cobuxci). B mpuBeneHHOM 3/1eCh Ke
MepeBoie 3HAUMUTCA sonator (J1at.), TO €CTh «MY3bI-
KaHT», YeJIOBEK, UTPAIOINIA Ha MYy3bIKaJbHOM WH-
crpyMeHTe. B. PajnioB nepeBoauT 3TOT TEPMUH HA
HEMEIKUI s3bIK Kak kobusspieler (To ecth KOOy-
3HUCT, UCTIOTHUTENb Ha K0O0y3e), kobuz kax eine Art
Geige (pon HeMENKOH HAapOAHOM CKPHIIKH)
[Radloff, c. 27].

OO6pa3sl TIOOMMBIX B HAPOJE CMBIYKOBBIX HH-
CTPYMEHTOB COXPAaHWJIM JIACTaHbl, CKa3KH, TICCHHU,
MOCIOBHIIEI W JpyrWe T POU3BEIAECHUS
TIOPKCKOH NHTEepaTypb U HApPOAHOTO
TBOpUYECTBA.

B ognoMm u3 snm3on0B macrana Xucama Karu-
0a «Kymxyma cynran» (1370) ¢urypupyer rpan-
JIMO3HBIA OPKECTP, COCTOSIIUN U3 CEMU THICIY MY-
3BIKAHTOB, WIPAIONIUX HA PAa3HBIX MY3bIKAIBHBIX
WHCTPYMEHTaX, CPeH KOTOPHIX — KOOY3:

Muty MeH MeTpuGuenopem Gap uze,
MeHe 4oH, MEHE KyObI3ubLIap Uie,
MeHe HOWYBLIAP HIC, MCHE OBIPTHI,
Mene Tabbu1 Opap ujie, MEHE OpThI,
MeHe YaisIp Yairsel He, MEHE 19,
Mesne ynmMban opap uuee, MeHe K.
MaokaeceMao Oy KaMyT SILIop UIE,
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VMzae cakelHBIPMOH — yII TONUIdp Huae [Xucam
Katu6, c. 86]. —

CeMb ThICSY MY3BIKAaHTOB OBLIO y MEHS,

Tricsiua YaHTUCTOB, ThICSIYA KOOY3HCTOB,

Tricsiua urpanu Ha Hae, ThICsSYa Ha OOPTHI,

Tricsiua urpanu Ha Tablie, ThICSIYa Ha OPTHI,

Tricsiua yiapsuti 0 4airsl, ThICS4a 0 Kad,

Ha Moem 3BaHOM IHpe Urpai 3TOT OPKECTP,

Ecnu s cky4an — oH MHE CHWIICS (371ECh U JlaJiee Tie-
peson J. Bynaroso#i — /. ., B. A).

B pykomucHom BapuanTe gactaHa «TyJsk»,
HavieHHoM M. YcmaHoBEIM B aepeBHe Ombr Ka-
puie Huxnexkamckoro paiiona Tarapcrana, co-
JepKaTcsa Ha3BaHWs My3bIKaIbHBIX HHCTPYMEHTOB,
Cpear KOTOPBIX €CTh M KbUI-KyObI3. CBOeH HTrpoit
Ha MY3BIKQJIBHBIX MHCTPYMEHTax IJIaBHBIM Iepoil
Tynsk pacnonaraer K cebe >KuTeael MOABOAHOTO
Mupa. HazBaHue MHCTpyMEHTa COXPaHHWIOCH KaK B
MIPO3anYeCKUX, TaK U — YTO OYEHb IIEHHO — B I03-
THUYECKUX (parMeHTax gacraHa:

l'encranbim keitnaiiaep,

JymOpam OoHeMm ceiinaiiaep,

Kbt kyObI3bIM caiipapasip,

Yproko xym yiHaaslp! [Tatap Xamblk HXKatsl,
1984, c. 34] -

I'ycnbcTan Mol 3a3By4uT,

JlymOpa pacckaxer,

Kb xy0b13 3amoer,

VYpraka kpacuBo 3aurpaer!

A. P. ®axpyTauHoBa OTMEYaeT, YTO BCTpeya-
IOIMecs] B JlacTaHe STHOHUMBI TO3BOJIAIOT OIpe-
JIENIUTh MECTO JIEHCTBHS, OUEPUEHHOE TEPPUTOPH-
et ot [ToBomkbs 1o Auka u CeBepHoro Ypana, rae
«B CpeIHHE BEKa KBITYAKCKUE TUIEMEHa BXOIWIN B
STHUYECKUE TPYMIIbI, ABJISIONIMECS MpPEIKaMU CO-
BPEMEHHBIX Tarap, Oallkup, HOTAHIEB, Ka3aXoB»
[@axpyTauHOBa, C. 24].

OO0pa3 CKpUIKH TPHCYTCTBYET B TaTapCKOM
CKa3Ke «AJIaMilay, sBISIONIeCs BapUaHTOM 00-
HIETIOPKCKOTO HAPOJHOTO CKAa3aHWUS «AIMaMBII.
VYyeHble BBIACNIAIOT CIEAYIONIME €T0 BEpCHH: all-
TalCKyr0 (anTaliCKuii OOTaTBIPCKUU 31M0C «AJIBII-
Mamnam»), orysckyto («bamcu-beiipex» B «Kuure
KopkyTa» n aHaTonmiickue CKa3KH), KYHTPaTCKYIO
(reponyeckuii 3M0C «ANMambID» («ANMaMBIC») B
y30EKCKOM, KapaKalllaKCKOW M Ka3aXCKOW pelak-
[ASX), KBIMIAKCKYIO (OamIKUpPCKUHA dIoc «AJ-
mambia W bapchIHXBITY», 3M0C 3amaJgHOCHOUp-
CKUX Tarap «AJjbil MsMIISH» W Ka3aHCKO-
TaTapckas HapoAHas cka3ka «Aumaminay) [Srada-
poB, c. 7]. Bepcun xa3zaHCKMX TaTap yCcTHBIE (OHA
U3 HUX ommyOiuKkoBaHa B coopHuke «Ckazku» [Ta-
Tap XaibIK WwKaTel, 1977, c. 268-276]), cubupckux

Tarap — MUChMEHHBIe (0Opa3erl Bomen B COOPHUK
«lacranpy [Tatap xambik wxatsl, 1984, c. 49—
52.]).

3anuch OIMyOJIMKOBAHHOW CKa3KH «AJITaMIIIay)
npoussenena B 1940 roay ¢donpkaopucrom Xamu-
ToM Spmu B nepesne Kamait bonrorckoro paiiona
PecniyOnukm Tarapcran. Kak B macrane «Tymsik»,
TaKk U B CKa3ke «AJmamIima» TpOCIeKXHBAETCs
JpPEBHUI MOTHUB 4yJIOACUCTBEHHON CHIIbI MY3BIKH.
B srom BapuaHTe Tepoil ckazku — BeNUKaH AJ-
mamina — cracaercs W3 IUIeHA, TUICHSA J0Yb maps
Keirana cBoei uckycHoi urpoit Ha ckpurnke. Co-
CTaB MY3BIKaJIbHBIX HHCTPYMEHTOB B SIMUYECKHUX
MIPOU3BEIICHHUSIX YacTo BaphupoBaics. Kak mpasu-
70, B CKa3aHUSX (DPUTYpUPOBAIN T€ MHCTPYMEHTHI,
KOTOpbIe ObLIN MOMYJISPHBI B TOH WIIM MHOW MECT-
HOCTH, Y TOTO WJIM MHOTO Hapoja. B Oamkupckux
BapuaHTaX «AJITaMbIiay QUTYPUPYIOT Kypai,
JioMOpa, unObI3ra, B JaCTaHe CHOMPCKUX Tarap —
moMOpa. TepMHUH «CKpHUITKa» BOILIEN B CKa3Ky
«Anmamiiay, 0e3 COMHEHHs, B 0Oojiee IO37HEE
BpeMsl, 3aMEHUB Ha3BaHHE JAPEBHETO CMBIYKOBOTO
MHCTPYMEHTa, TaK Kak OoraThlpckasi CKa3ka Oblia
co3JlaHa, Mo MHeHuIo yueHbix, B VI-VIII BB. [fra-
(hapos, c. 9], 3370J1r0 10 MOSBICHUS CKPHUIIKH.

CkpuIika 1 Urpa Ha Hell (pUrypupyIoT U B JIpy-
TUX TaTapcKUX HAPOJHBIX CKa3kaX. B ckazke «Cy3
totMacy («He mepskamuii cioBo») [TaTap Xamblk
wxatel, 1977, c. 175-178] oTpaxkeHsl Xapakrtep-
HBIC CIIEHBI TPAJWIIMOHHOTO MY3HUIUPOBAaHUS Ha
ckpurike. B ckaske «[latma kusiBe commaty («Cod-
JaT — 341k naps») [Tarap xamsik mwxatel, 1981, c.
97-100] Hapoanas (haHTasusi cosjayia cBoeoOpas-
HBIN, CKa304HBII 00pa3 MHCTPYMEHTa OTPOMHOTO
pasMepa, B KOTOPOM TMpsTajiCsl TJIaBHbIA Trepoi —
COJIZIAT, AJISL TOTO YTOOBI XUTPOCTHIO )KEHUTHCS Ha
Jouepy naps. YMEHUE UTpaTh Ha CKPHIIKE CIIacaeT
OT CMEPTH Tepos CKa3Kh «3HaHUE BCETO JOPOXKE»
[Tatapckue HapoaHble cka3ku, c. 158-166].
Ckpurika n30aBisieT OT BEpHOH THOENN U TePONHIO
cka3ku «['ynpueuek» [Tarapckue HapoJHbIE CKa3-
kd, ¢. 86—90]. Bomocs! neBymIkn CTaHOBSTCS CTPY-
HaMHM CKPHIIKM U PacCKa3bIBAIOT €e cTaplieMy Opa-
Ty O CIy4YHUBIICHCS ¢ HEl 6ez[ez. B nocaenuem cro-
JKeTe 0CcOOyI0 IEeHHOCTh MMEeT yKa3aHWe Ha To,
YTO B KauyecTBE MaTepuaja JUlsl CTPYH HCIOJIb30-

> MOTHB CO3/aHHS CTPYH M3 YeJIOBEYECKHX BOJOC HIIA
XKW, o ykazanuto K. PaxHo, BcTpedaeTcsi BO MHOTHX
TPaAMIMOHHBIX KYyJIbTypax (OamKUpCKOH, YyBaIICKOH,
YAMYPTCKOW, MApUHCKON | IIp.),  «3TO HE 3aTCHINBBIN
CTpAIIHbIH paccka3, a ATHOJOTHYECKOE MOBECTBOBAHHUE
0 TOM, KaK M M3 Y€ro B IMPUMOPAMAIBHOE BpPEMS OBLI
CeTaH TEPBBI CTPYHHBIA MHCTPYMEHT» (cM.: [PaxHo,
c. 370]).
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BaJICST KOHCKHM BOJIOC (CTapIImii OpaTt HATSHYJ HA
CKPHIIKY BOJIOCHI JIEBYIIKH, AyMasi, 4TO 3TO BOJIO-
CBI €r0 KOHS).

Kput-kyObI3 W CKpUIIKa yIOMHHAIOTCS B TIO-
CIIOBHUIIaX, COOpPAHHBIX W3BECTHBIM TAaTaPCKUM
JpamMaTyprom, o3TOM H YYEHBIM-(OIBKIOPUCTOM
Haku WcanGerom (1899-1992) u omyOimkoBaH-
HBIX B Tpy/e «TaTapckue HapOIHbIE MOCTOBHIIBDY .
KyOb13 1 ckpumka, ckopee, HCIONB3YIOTCS Kak
HEKHe BCEM XOpPOIIO 3HAKOMbIC U OJIM3KUE HAIHO-
HaJbHBIE CHUMBOJBI: He KYObl3 3acmasisem Nis-
camv, a e20 Oyuia 3acmasisem niAcamos — MOCIO-
BHIIa, OTpaXKaroasi HEOOXOIUMOCTh JIENIaTh BCE C
IYIIOW; CKpUNKA U 2APMOHb XOMb U PA3HO20 8U0d,
Menoous xce y HUX 00Ha — TIOCTIOBUIA 00 0OITHO-
CTU MBICJIEH, AEHUCTBUM, MOCTYIKOB; CKPUNKA CO
8peMeHeM CMAHOBUMCSL TULb Iyyie — O TIOJI0XKH-
TEJHFHOM BJIMSIHAHM BPEMEHHU Ha Bce 3eMHOe. O4eHb
LICHHBIM SIBJISCTCS 3aMeuaHue coOuparens 00 MH-
CTpYMEHTE «KyObI3», MOJl KOTOPBIM, IO €ro CJIo-
BaM, «II0/Ipa3yMeBaeTcs HE TONBKO KEHCKU WH-
CTPYMEHT TIOCIIEZIHETO BPEMEHH ,,aBBI3 KyObI3* —
,»TYOHOU KyOBI3“ (IOCIOBHO: ,,pOTOBOI KyOBI3),
HO ¥ JpeBHHEC WHCTPYMEHTHI ,,KbI KyOBI3“
(,,cTpyHHBIH KyOBI3“) W ,Kyl KyObI3*“ (,,pydHOMN
KyObI3*), nepkammiicsi B pykax» [Tarap xaibik
MoKanbiape, ¢. 569]. IlocmoBuubl coxpaHWId MU
CBEJICHUS O CI0COO€ M3TOTOBJICHHSI CTPYH CKPHII-
KM M3 KOHCKOTO BOJIOCA M — YTO JIIOOOIBITHO —
HEraTHBHOE OTHOIIICHHE K 3TOMY BHUJLy CTPYH B HC-
TOPUYECKHHA TEePHOJ] CMEHBI OJHOTO CMBIYKOBOTO
WHCTPYMEHTa Ha ApyToil (KbUI-KyObI3a Ha CKPHII-
KY): Yem O0enamv CKPUNKY U3 KOHCKUX GOJOC, JIVu-
ute bpocw ee 6 neuv u ceapu cyn. Bunumo, moss-
JICHHE CKPUIIKA U CBSI3aHHOE C ATHM CTPEMHTEIb-
HOE paclpoCTpaHeHUEe KUIBHBIX CTPYH OBLIO MOJI-
XBa4CHO TaTapamMH M NMPUBETCTBOBAJIOCH B HApPOJ-
HOU cpere.

[ToaTnunbIil 00pa3 CKPUNKK BCTpEYaeTcs B
HapOHBIX MECHSIX:

CKpHIIKa TaBHIIIBI

MeporeMue sHABIPA;

3amMaHaHBIH aBBIPIBITHI

Celirad sipaas aepa [Doii3y, 1. 1, ¢. 206]. —
3BYK CKPHUIIKH

3akuraeT Moe Cep/ile;

TsKecTb )KU3HU

Pasmygaer ¢ moOuMOiA.

Cxpunka Oamnmiapsr
Bepeno-cyrsina 6anumanst;

3 D1i nmocnoBuubl BouuH B pasaen «JKpIp-Keii, MOH,
My3bIKa Kopamiapel, yeHHap» (cm.: [Tatap xambix
MOKaJbJIope, ¢. 566—-570]).

CarplHMaM AWM QUTKOH HIEM,
Carbinppipa 6amutazsl [Tam xe, c. 224]. —
T'onoBka ckpunku

Crana OUThCA-U3THOATHCS;

JlyMan, 4To He COCKY4yCh,

Ho cran ckyuats.

Borareitiine u vHTEpecHeIne MaTepHalbl O
TaTapCKOW CKPUMUYHON KYJIbTYpE COIEpXkaTcsi B
NPOU3BENEHHUSIX TaTapCKOW NHUTeEpa-
Typbl JOPEBOJTIIHMOHHOTO U TNOCHE-
PEBONIUUOHHOr0O mnepuona. XyJoxke-
CTBEHHBIE TPOM3BEACHUS, KaK MPaBUJIO, HE SBISA-
IOTCS Hay4YHBIM MaTepHajioM, TaKk KaKk MOTYT CO-
JIepKaTh OIPENEICHHYIO JOJI0 TBOpYECKOW (QaH-
Ta3uu aBTopa. bbITOONMMCATEIBLHBIN XapakTep Ta-
TapCKOM JIMTEPATYPHI NEPBOM MOJIOBUHBI XX BEKa,
nepenaromeld atMochepy KU3HH TaTapcKOro To-
pola U JEPEeBHH, OTPAKECHHUE B IPOU3BEICHUSIX
0COOEHHOCTEH TaTapcKoro ObITa, AT TOJHOE
NpaBo BKJIIOYWTh UX B OpOMUTY W3y4YeHHUs TaTap-
CKOI CKPHITMYHOW TPaguINH, BeIb 00pa3bl, KOTO-
pBIe cofepKaTcsl B TUTEpaType TOTO BpEMEHH, Ta-
TapCKUe MHUCATEIN YEPIIAIU U3 PEAIBHON JEHCTBU-
TEJIBHOCTH, U3 KU3HU TaTap CBOEro BpeMeHHu. Ta-
TapCcKue JApaMaTyprd, IMO3Tbl M MHUCATENH —
Mupxaiinap @aiizu, @arxu bypram, Ilaiix3ana
Babuu — octaBuinM B CBOMX NMPOU3BEICHUSIX WHTE-
pecHeiIne CBEeJCHUS O CKPUIIMYHOW TpaaullvH,
JIAloIIe B JOCTAaTOYHON Mepe JTOCTOBEPHOE Mpej-
cTaByieHue 00 3Toi chepe TaTapCKOil KYJIbTYPHI.

MHOXECTBO BOCIIOMHUHAaHUH O TaTapCKUX
CKpHUIlayax OCTaBHJI B CBOEM TBOPUYECTBE M CBOMUX
BOCIIOMMHAHMSAX ApaMarypr U mucareib Mupxaii-
nap ®aiizu (1891-1928). bonpmas 4acTe €ro xu3-
HU TIponuia B AepeBHIX OpeHOyprckoi 00IacTi u
bamkoprocrana, TJie OH 4acTO HaOII01al Urpy Ta-
TapCKUX MY3bIKAHTOB, B TOM YHCIIE U CKpUIadeH.
CoxpaHunuch CcBefieHUsA, 4YTO cam Mupxaiigap
@aii3u XOpouIo Urpajl Ha FapMOHU U MaHJOJIMHE,
MY3HUIMPOBaJl BMECTE C TATAPCKUMH CKpUIIAa4aMU U
OYEHb YaCTO CIyIIaj uX Urpy. JIBa CTUXOTBOPEHUS
®aiizn — «Kesre MorHAp» («OCEHHST MEIOIUM)
(1914) [Daiizn, 1. 2, c. 315], «HOnpIk MOHHAPBI»
(«Menomusa HOnyka») (1919) [Tam xe, c. 322] —
coJiepKaT MOATHYHBIN 00pa3 CKPUTIKH:

Ckpurnka e3fepo MUJUIH KelHe,

OJUTO HUHIW OH OCIoH. .. —

CkpuIKa UTpacT HAIMOHATBHYIO MEIIOIUI0
C kakoii-To 0c000#1 TyIICBHOCTEIO. . .

B TBOpuecTBe M. @Daiizu coaepKUTCS MHOXKeE-
CTBO 00pa30oB TaTapckux ckpwumadueii: bapm wus
npambl «Y OeperoB peku Ypam» (1917-1918)
[@aii3u, T. 1, c. 307-358], AXMeTYyJJIBl U3 APaMbl
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«JlepeBenckmii mpazgauk» (1913-1924) [Tam xe,
c. 119-170], baras u3 nmpamer «Xankas» (1913)
[Tam xe, c. 53—88], Canuxa u3 pacckaza «CapBu-
Ha3» (1923) [Doif3m, 1. 2, c. 345-352]. Bocmmomu-
Haunus @Dal3u COXpaHWIM HMMEHA MOJJIMHHBIX
CKpHuIaueil, urpy KOTOpBIX OH ciblmai: Habuysuier
n3 aepesHu Kywnsii, Axmera u3 aepesHu HOmyx
[Mupxoiinop Poif3u 1IOXCH apXWUBBIHBIH TaCBUP-
nmamacsl, c. 21, 41]. B nocneanuii nepuon Ku3HU
(1923-1924 rr.) nucarens npuesxan B Kazanb u
HaOII0Ja)1, KaK MOJIOZEKb KaTalach Ha JIOAKAX I10
o3epy Kaban, mema, wrpama Ha TapMOHHKE U
ckpunkax [Tam xe, c. 43].

OO0pa3sl TaTapCKUX CKpHITaueii BCTPEUAOTCS B
MIPOM3BEEHUSIX JAPYTOr0 TaTapcKOTo MUCcATemsl —
@arxu bypnama (1898-1942). Hccnenosarenn
€ro TBOPYECTBA OTMEUAIOT, YTO KaK ObITOIHCATENb
OH He MMeeT ce0e paBHBIX B TATapCKOIl JTUTepaTy-
pe Toro BpemeHu. OueHb AOCTOBEPHO OH Mepesal
B CBOMX TPOU3BEICHHSX TaTapCKue OObIYaH,
npa3aHuku, urpel. Cpeau NedCTBYIONIUX JIMII ca-
MOT'0 U3BECTHOTO MPOU3BEAEHUS «S1Ib HOPIKIIIP»
(«Monogsie cepauay) (1919) [bypnam, c. 13—88]
ecTh TaTtapckuii ckpumnau CyneitmaH, 00pa3 KOTo-
poro o4eHb TOHKO TNepenan apamaryprom. HeoObr-
YallHO TPOraTeJbHO CKpUIla4 Ha3bIBAET CBOW WH-
CTPYMEHT caHdyeaubiM ‘MOU cojoBymika’. B on-
HOM M3 0Oojiee TO3MHHUX TPOM3BEACHUH «SINTBI3
SApynnay («Egunonmunuk Spymia») (1940) nmepe-
naHa 00CTaHOBKa TOPOJICKOTO OBITa, KOT/Ia CKPHII-
Ka aKTUBHO HCIOJIb3Y€TCA B JOMAlIHEM MY3ULU-
poBaHMH, Ha HEll UTparoT AeBymKH (B Apame — Ca-
auma u [aitHus).

TBopuectBo mosta [laiix3aner babuua (1895—
1919) 6bUTO TECHO CBSI3aHO C €r0 HAPOIHBIMH KOP-
HAMU. [IpoXHUB KOPOTKYIO KH3Hb (TOAT ymep B 24
roza), OH OCTaBWJI MHOrO IMpEKpacHEHIMx cTpa-
HHLI, TOATU3UPYIOIIMX U BOCIEBAIOLIUX HAPOIHYIO
*u3Hb. [IpexkpacHo urpaBuIMii HA MaHIONMHE, I10-
3T TOHKO 4yBCTBOBaJ My3bIKy. VMccienoBaTenu ero
TBOpYECTBA OTMEYaH HEOOBIKHOBEHHYIO MY3bI-
KaJIBHOCTE ero ctuxoB. CtuxorBopeHus «Kypaiiy,
«MangonuHa», «CKpHUNKa» HPOHUKHYTHI MY3BI-
KaJIbHBIM JyXOM, B HUX IE€pellaH BOCTOPI Iepen
JTOOMMBIMH B HApOJle MY3bIKAIBHBIMA HHCTPY-
MeHTamMH. B ctuxorBopenun «Ckpunka» (1915)
babuu mepemaer cBoro Oe3rpaHHYHYIO JIFOOOBH U
BOCXHMIICHHE WHCTPYMEHTOM, (haHTaCTUIECKON
KpacoToll ero 3By4aHusi, 6€3 KOTOPOTO JKH3Hb Ka-
KeTcsl MOATy OeccMbIciieHHOH. ['o0¢c ckpunku no-
9T CpaBHUBAET C TOJIOCOM palCKON MTHUIIBI, 3TU
CTPOKM TI03Ta MOTJIA OBITH IOCBSIIEHBl TOJBKO
caMoMy JIIOOMMOMY HHCTPYMEHTY:

TonBKO TBI — POJHUK MOMX TOHKHX YyBCTB M TOH-
KUX Tedayeil, Thl — UCTOYHHK CaMbIX BOJIIIEOHBIX 3BY-
KOB U IIapHlia MY3bIKaJIbHBIX MHCTPYMeHTOB [baduy, c.
31].

Tarapckue nucaTeNy BHECIH OOJIBIION BKIIA]] B
MOHWMaHUe TPAJAWIIMOHHOTO OBITa CBOEro Hapoja.
Hx mpousBeneHUs — OUH U3 OOTaTeHITINX MUCTOY-
HUKOB I HW3yYEHUS HAPOIHOTO MY3BIKATHHOTO
TBOpYECTBAa. DTO elle pa3 MOATBEpPXkIaeT (akT,
YTO CKpHUIKa OBbLJIa OJHUM M3 CAMBIX JFOOMMBIX U
OYCHb PACIpPOCTPAHCHHBIX Y TaTap HAPOJHBIX WH-
CTPYMEHTOB, TPAIUIINS MCIOIHUTEIHLCTBA HA KO-
TOPOM OCTaJIach B IIPOILIOM TaTapCKON UCTOPHUH.

CkpunuyHas TPaJWINS, SBISSICH KOHIICHTPHU-
POBaHHBIM BBIPAKCHHEM OIPEACIAIOMUX YEePT U
XapaKTEePHBIX 3aKOHOMEPHOCTEW pa3BHTHS TaTap-
CKON MY3BIKaTBbHOM KYJBTYpHI, (GYHKITHOHHPOBAIA
Ha BCEH TEPPUTOPHUH pacceneHus tatap. M3BecTHo,
HampuMep, 4TO BO BTOPOM IMOJIOBUHE XX BeEKa
CKpHIIKa TpojoIDKana ObITOBaTh B Mamanbimi-
ckoM, Ema0yxckoM, MycaioMOBCKOM, AJBMETh-
eBCKOM, AsnakaeBckoM, PrioH0-Cao00acK0M,
Hwuwxuekamckom, bantacunckom, Apckom, Kycra-
HatickoM, lOTa3unckom, basnmmrckoM paitonax Ta-
TapcTaHa, MeCTax NpOXHUBaHUSA TaTap B Mopmao-
BuH, bamkoprocrane, Bonrorpanckoii, OpenOypr-
ckoit, Ilepmckoii, KyiiObmmreBckoit, Kypranckoi,
Tomckoii, Tromerckoit, HoBocubupckoi 06macTsx
Poccun, roponax Kazanu, ¥Yde, Yensouncke, Tpo-
WIKE U TIp.

B Tarapckoii CKpUIIMYHOW TpajMLMM pa3inda-
JUCh JIBa CIoco0a JepKaHuss MHCTPYMEHTA: T O -
pPU3OHTaNbHBIH (a braccio)) M BEpTUKAID -
HBI U (a gamba). I[lepBBI 1T UMeN IBE pa3HOBUI-
HOCTH: HWHCTPYMEHT Ju0O0 KJIajNcsd Ha IUICYO
(orcunKa2a canvin  ‘TIOJOXKWUB Ha IUIeYo’), JHOO
JIeprKaJics Ha YPOBHE TPyAd ¢ HEOONBIINM HAaKJIIO-
HOM TpHuda BHU3 (KyKpaKkka Kyen ‘TOJOXKHB Ha
rpyas’). HecmoTpst Ha BHemIHee cXOJCTBO, MepBas
W3 HAX 3HAYUTEIHHO OTIMYAjach OT MPHHATOTO B
COBPEMECHHON aKaJeMHUYECKOW MPaKTHUKE Crocoda
Jlep’KaHusg CKpurnku. HapogHbie ckpunauu He Mpu-
JIEPYKUBAIA HMHCTPYMEHT MOI00POIKOM (Y HEKOTO-
PBIX CKPHIIOK IMOAOOPOIHUKA HE OBLTO BOOOIIE).
Hcnonp30BaHre TONHKO MEPBOI MMO3UIINH, TPUBO-
nsmiee K (PUKCHPOBAaHHOMY IIOJIOKEHUIO PYKH WU
CO3/IaHUIO JIOTIOTHUTENBHON TOYKH OIOpPHI, CHH-
Majo HeOOXOAMMOCTh HAKIIAIABIBAHMSI TOJO0POIKA
Ha WHCTPYMEHT. BTopas pa3sHOBHUAHOCTH TOPH-
30HTAIILHOTO CIIOCO0a: MHCTPYMEHT JIepKayiCcs Ha
ypoBHe Tpyau. Ee anamoru B Apyrux KyiabTypax —
OalIKUPCKOW, MOPIOBCKON — CBHIECTEIBCTBYIOT O
IIKPOKOM PaCIPOCTPAHEHUHU y Pa3HBIX HApPOJOB B
MIPOIILIIOM.
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BepTtukanbHBH CHOCOO ACpXKaHWUS WH-
CTpyMEHTa TakKe MMeJ JBE PasHOBUIHOCTH: 1. C
YHOOPOM B JIEBO€ KOJIEHO (BCTpeYalcs y Tarap-
KpSAIIEH: me32a Kyen- ‘CTaBsg Ha KOJICHO); 2. MEX-
Iy KoneHsMHu. BTopas, BUAMMO, BEET CBOE IpoO-
UCXOKACGHUE OT crocoba AepiKaHus KbUI-KyObI3a.
My3bIKaHThI, JEp>KaBIIME CKPUIKY BEPTUKAIBHO,
YyTh HAKJIOHSUIM MHCTPYMEHT BJIEBO M pPa3BOpadH-
BaJM B CTOpPOHY cMbluka. [lo MX CBHIETENBCTBY,
OHHM YHACJIEIOBAIM 3TOT CHOCOO JAepKaHUs OT
CKpHIavyei mpoIioro.

OpurvHanbHBIA COCO0 JEep)KaHUS HWHCTPY-
MEHTa —3€PpKaJbHBbIH, BCTpeyascs y My3bIKaH-
ToB-NieBiIed. OHU AepKalld UHCTPYMEHT HE B Jie-
BOH pyKe, Kak OOBIYHO, a B MPaBOM, B JIEBYIO K€
PYKY ObLT mepeHeceH cMbIuoK. CTpYHBI, COOTBET-
CTBEHHO, OBLIM PaCIIONIOKEHBI B 00PaTHOM IOPSII-
ke. O wmy3bikanTe KoHia XIX Beka, KOTOPBIH
«JIEPKUT CKPHUIIKY MEXTY KOJEHSIMU B MPABOH py-
Ke, a JEeBOM BOJUT CMBIYKOM», IMHCAJ B CBOEM JI0-
kiage «O xone pa3BUTHUSL TeaTpa U MY3BIKM y Ta-
tap» W. Ko3nos, xuBmuid B koHle XIX — Havaie
XX Beka B Kazanu [CmupHOB, ¢. 15-16].

MHorue ¢GakTel TOBOPSAT O MPEUMYIIECTBEH-
HOM B TIPOILIOM Y TaTap paclpoCTpaHeHWH BEPTH-
KaJbHOTO crocoba AepKaHMs MHCTpyMeHTa. Tak,
OOJIBIIMHCTBO TATAPCKUX CKPHITaYel, HE3aBHCUMO
OT crtoco0a Jiep>kaHusl MHCTPYMEHTA, UTPATH CHIS.
OObruaii urpate cujs 6onee cBONCTBEHEH BOCTOY-
HBIM Hapojam, y KOTOPBIX MpeoOiagaid WHCTPY-
MEHTBl C BEpPTHKAIBHBIM CIIOCOOOM JepiKaHus
(KuprU3CcKUil KBISK, Ka3aXCKUU KBLI-KOOBI3, azep-
OaiijpKaHCKas KeMaH4Ya, aliTACKUil MKUIU U JIp.).
[To-BuamMoMy, U B 3TOM MPOCICKUBACTCS APEBHSIS
TpaguIsl WIPbl Ha KbII-KyOBI3e, JeprKaBIIeMCs
MIPU UTPEe BEPTHKATBHBIM CIIOCOOOM.

CMBIUOK TaKKe JeprkKajcs pa3HbIMU criocoOa-
mu. J[7s GompIIMHCTBA OBUT XapakTEepeH CIoco0,
ONMM3KMI K aKaJeMHYeCKOMY, MIPH KOTOPOM pyKa
oOXBaThIBaIa TPOCTh CMBIYKa cBepxXy. OOpaimaer
Ha ce0s BHMMaHHE CIIOCO0 nepikaHus baTweiprmu
Kamumymmna (mep. bummMyHua ATbMeEThEBCKOTO
paiiona TaTtapcTtana), Ipu KOTOPOM pyKa HaxXOJUT-
csi cOOKy Konoaku. BokoBoit cmoco0 wu3maBHa
NPUMEHSJICST B  BOCTOYHOM  HCIHOJHUTENIBCKOM
MIpaKTUKE Ha MHCTPYMEHTaX C BEPTHUKAIBHBIM IIO-
JIO’)KEHUEM, B TOM YHUCIJE, BEPOSITHO, U HA TaTap-
CKOM KbII-KyObI3e. KammmysumH yTBepkaan, 4To
Hay4duica 3ToMy crnocody y cBoero yuumtens ["apss
CanmumrapsieBa, ACp>KaBLUIEM CKPUIIKY BEPTHKAIb-
HO.

B nocnegHue Beka B TaTapCKON CKPUIIMYHOU
TPaJULMK  HCIOJB30BAINCH  YETHIPEXCTPYHHBIC
ckpunku QabpuyHoro mpomsBozacTBa. OTaeIbHBIC
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MY3BIKAQHTbI IIE€pEAebIBAIN CBOM MHCTPYMEHTHI B
TPEXCTPYHHBIE, paCHIMpsis pPAacCTOSIHUE MEXKIY
cTpyHamu. Urpas Ha 4eTBIpEeXCTPYHHBIX, HE BCE
CKPHIIa4U HCIIOJIb30BAJIM BO3MOXKHOCTH YETBIPEX
cTpyH. Hekotopbie My3bIKaHTBI HE HPUMEHSIH
OpU WUIPe HIKHIO CTPYHY, TaK Kak JIuama3oH
TPaOULMOHHBIX TAaTApPCKUX MEJIOJUH IO3BOJISLI
«YKIIaIBIBaThCSD» B Mpefesiax MepBOH MO3HWLMK Ha
TpexX CTpyHax.

Crpoli TaTapCKUX CKPUIOK KBUHTOBBIH, BBICO-
Ty CTPOsI yCTaHABIMBAJIM CAMH CKPHUIIAYH COTJIACHO
BHYTpEHHEMY IMIpeJICTaBieHnio o HeM. OOparmaer
Ha ce0s BHUMaHue OOJbIIas pasHULA B BBICOTE
HACTPOMKH y PasHBIX ckpumaueii: ot g' go f* ms
BEepxHEU CTpyHbl. [Ipruem mMpokuil nuamasoH c
O0XBaTOM BCE€X YEThIpeX CTPYH CBOMCTBEHEH MMEH-
HO CKpHIIayaM, HIPAIOLIMM B BBICOKOM CTpOE
(manpumep, y Kamumymuaa — Ha Ha TOH HIKe: f -
¢' - g' - d%). Cxpumaun B OCHOBHOM He 4acTo Hc-
NOJIb30BAIM BEPXHUM AMANa30H HHCTPYMEHTA, KaK
HE COOTBETCTBYIOLIUM TPAJULIMOHHOMY 3BYKOHJE-
aly TaTapcKoW CKpunmuHOW Tpamunun. CBoeoO-
pa3HyI0 3CTETHKY 3ByKa TaTapckas CKpUITUYHas
TpaguLus yHacJleAOBaJa, 110 BCEHl BUAMMOCTH, OT
KbUI-KyObI3a. Bellb MHCTPYMEHTBI, THITOJIOTHYECKH
pOACTBEeHHBIE eMy (Ka3axCKuil KbII-KOOBI3, KHUp-
TH3CKHH KBISK), UMEIOT OoJiee HU3KYIO PErUcTpo-
BYIO 30HY — B paMKax Majioil U epBOil OKTaB.

k ok sk

Ceronnst mpo0OiieMa COXpaHEHUSI M BO3POXKAe-
HUSI TPAJULIMOHHBIX MY3BIKAIbHBIX KyJbTYp Hapo-
noB Tarapcrana mpuoOpeTaer 0COOyI0 aKTyallb-
HOCTb. B mocnenHue gBa IecsTUIETHS B Pa3HBIX
pernoHax Poccum, y pasHBIX HapoIOB MOSBUIOCH
MHOTO HCIIOJIHUTEJICH Ha TPaIUIIMOHHBIX WHCTPY-
MEHTax. JTO JaeT HaM OCHOBaHHUE IpeIojararh,
YTO TpaIWLMOHHAS MY3bIKaJIbHAs KyJIbTypa, Kak
OIMH W3 IPEBHEWIIMX BHJIOB HApOJHOI'O HCKYC-
CTBa, OKa3bIBaeT OTPOMHOE BIMSHNE HE TOJBKO Ha
(¢hopMHpOBaHNE TyXOBHO-HPABCTBEHHOI'O O0O0JHKa
Halero oO0IIecTBa, HO W HAa Pa3BUTHE OMHOW W3
BOKHEHIINX OSTHOKYJBTYPHBIX COCTaBJISIFOIINX —
3THUYECKOTO W HAIMOHAJIBHOIO CaMOCO3HAHHA,
OpUYeM Kak ATHOca B IIEJIOM, TaK W KaXIOH OT-
JIETbHO B3ATOW JUYHOCTU. OrpoMHasi poJsib B Mpo-
1[ecce BO3POXKIECHUS, COXPAHEHUS U Pa3BUTHS Tpa-
JULIMOHHOW HApOJHON My3BIKH, TPaAWLMOHHOTO
HApOJHOTO IIECEHHOI'0 M MHCTPYMEHTAJbHOI'O HC-
KyCCTBa, TPaJUIIMOHHOTO MY3BIKATbHOTO HHCTPY-
MEHTapusi  NPHHALICKUT  COLUOKYIBTYPHBIM
YUPEKAEHUSIM Ppa3HBIX YpPOBHEH U CTaTycCoOB,
YUPSXKICHUSIM  KyJIbTypHO-00pa30BaTeIbHOTO U
MPOCBETUTEIHCKOTO MPOQUIIS, HAYYHBIM LIEHTPaM.



D.A.BULATOVA, V.IIAKOVLEV

Ha py6exe 1970-1980-x rr. OBLT OmMyOIHKO-
BaH psa pabot npodeccopa Kazanckoi koHcepBa-
topuu, ckpunaya III. X. Monacsmosa. Otu pado-
ThI, IPEKAE BCero crarhs «lcToku hopMupoBaHUS
TaTapCKOl CMBIYKOBOW KyJIbTypbl» [MOHACKHINOB,
1978], momokunu Havajao TIIyOOKOMY H3yYEHHIO
TAaTapCKUX CTPYHHO-CMBIYKOBBIX MY3bIKaJIBHBIX
HHCTPYMEHTOB. B craThe Hay4HbIN HHTEPEC BBI3bI-
BalOT BBICKa3bIBaHMs aBTOpa 00 MCTOKax (QopMu-
pOBaHMA TaTapCKOr0 MHCTPYMEHTAJIBHO-HCIIOIHU-
TENBCKOT0 UCKYCCTBA: MO €r0 MHEHHIO, 3T UCTOKH
TECHO CBSI3aHbI C MY3bIKaJIbHOW KYJIBTYpOHl JIpeB-
Hero Boctoka, a B 6osiee MIMPOKOM IJIaHE — C 3T-
HOTEHE30M TIOPKOA3BIYHBIX HapoJ0B lIoBoIKES M
[Ipuypanesi, TeCHBIMH KOHTAKTaMH C KOYEBBIMHU
mieMeHaMu A3ud, QOpPMUPOBaHHWEM Ha MPOTSDKE-
HUU JJIUTEIBHOIO BPEMEHU MY3BIKAJIBHOI'O HUCKYC-
CTBa BO B3aHMOJEHCTBUH C KyJIbTypaMHU JPEBHETO
Kuras, Ilepcun, Xopesma u ap. L. X. Monacsl-
[IOB COJMJAPU3NPOBANICA C TOYKOW 3peHus psana
VYCHBIX, COTJIACHO KOTOPOH CMBIYKOBEIN CIIOCOO
3BYKOM3BJICYEHUSI CUMTAETCA TIOPKCKUM H300pe-
TeHHeM (Hapsmy ¢ TMEPCHICKUM M apabCKuM), KO-
TOPOE «MOIJIO OBbITH CBA3aHO C MY3bIKaJIbHOU
MIPaKTUKON TIOPKOSI3BIYHBIX YHTYypoB» [Tam xe, c.
35-36] . IMmeHHO TIOpKH, SBISISICH HApOJIOM, obec-
MeYnBaomnM TUGPYy3HI0 KyIbTYp, CHIFpalId Cy-
HIECTBEHHYIO POJIb B PaCHpPOCTPAHEHUHM CMBIYKO-
BBIX MHCTPYMEHTOB Ha €BpOINENHCKOM KOHTHHEHTE
[Tam xe, c. 36]. C TIOPKCKUMH BIHUSHUSIMHU
III. X. MoHachIlOB CBs3ajl TOSIBJIEGHUE CTPYHHO-
CMBIYKOBBIX HHCTPYMEHTOB M Ha bamkanckom mo-
JIyOCTPOBE y I0KHBIX ClaBsH, U B BocTounoi EB-
porie y BOCTOYHBIX CJaBsiH, U 'y HapoaoB IIpuGa-
tuku [Tam xe, c. 37]. UCKITIOYUTENBHO TIOPKCKU-
MU BIUSHUSIMH, B YACTHOCTU OyJIrapCcKuMH, ObUIO
OOBSCHEHO NMPOUCXOXKACHUE CTPYHHO-CMBIUYKOBBIX
UHCTPYMEHTOB y HapoJ0oB Bousro-Ypansckoro pe-
rHOHa (HampruMep, MHCTPYMEHTa TUIa CKPHUIKH Y
MapuileB — KOBBDK, Y dyBamei — Kynac). OxHum
U3 apryMEHTOB IOCIYXHJIO Oylrapcko-Tatapckoe
Ha3BaHUE CKpunku — kKoOw3 [Tam xe, c. 50]. Tu-
MIOJIOTHYECKOE CXOJICTBO MY3BIKAIBHOTO HHCTPY-
MeHTapusl OyJirap ¢ MHCTPYMEHTapHeM a3uaTCKUX
TIOPKOB aBTOPOM IMOJYEPKHUBAETCSI HEOJHOKPATHO.
Jlyis moATBEPKICHUS STOW TOYKH 3pEHUS OH 00pa-
TWICA K TpUMEpPaM JPEBHEHIINX TIOPKCKUX
HAaUMCHOBAaHUN  MY3BIKAIBHBIX ~ HHCTPYMEHTOB,
BCTPEUAIOMIMXCS B  Pa3NWYHBIX  HCTOYHHKAX.
Hanpumep, ccputasice Ha padoty A. C. GamuHIbI-
Ha «JloMpa u cpojiHbIe €l My3bIKaJIbHBIE UHCTPY-
MEHTBI pyccKoro Hapoaa», III. X. MoHacbenoB oT-
MedaeT TepMUH «KoOy3ue» (MCIIOJHHUTENb Ha KO-
Oy3e), ¢urypupyrommii B JlaTHHO-KyMaHCKOM

cioBape (1303), roe oH HaIIeNn OTpakKCHHUE B Kade-
CTBE OJTHOTO W3 NMPHUMEPOB JIEKCUKH TIOpKOB Ilpu-
kacnus [Monaceinos, 1982, c. 12].

B crarpe III. X. MonaceimoBa «O Xxapakrep-
HBIX YepTax TaTapCKOTO CKPUIIMYHOTO HCIIOJIHHU-
TEJILCTBA», ONMyOIMKOBaHHOH B 1984 1. B cOOpHIUKe
«My3bIKaNbHBIH (DONBKIOP U TBOPYECTBO KOMIIO-
3utopoB [loBomkess» [Monacemos, 1984], ocHoB-
HO€ BHMMAaHHUE y/I€JIE€HO aHAIN3Y aHPOBBIX OCHOB
TaTapCKON HApPOJHON MHCTPYMEHTAIbHOM MY3BIKH
U WX BIUSIHUIO HA Pa3BUTUE CKPUIIMYHOI'O HCHOJ-
HUTEeNbCTBa. Cpeay MEepBHYHBIX HHCTPYMEHTAIb-
HBIX )KaHPOB B TaTapCKOW HAPOIHON MY3bIKE OBLTH
BBIJICJICHBI «IIPOTSKHBIE» («O3BIH KOWUIIOp»), «CKO-
phIe TUIACOBEIE» («TaKMakK OWIO KOUJopey), «aepe-
BEHCKHE» («aBBblI KOIIope») U «KOpPOTKHE Harle-
BbI» («kbIcKa keimopy). 1. X. MoHackIoB Kpat-
KO OXapaKTEepU30BaJl KaXKIblil U3 UHCTPYMEHTANb-
HBIX JKaHPOB, BBIBUB NPH 3TOM HamOoJjee cylie-
CTBEHHBIE OCOOCHHOCTH, TPOSBIISIFOIINECS B WC-
TIOJTHUTEIBCKOM «MaHepe» TaTapCKUX CKpHUIIauew.
Tak, TpyW WCHOTHEHWH TATapCKUMHU CKpUIauaMu
«TPOTSDKHBIX HAINlEBOBY», aBTOP OTMETHI OOraTcTBO
MEJIOJUYECKOTO COJEPIKAHUS, CIOXKHYI METPO-
PUTMHUYECKYIO CTPYKTYpY, MHOrooOpaszue OpHa-
MEHTAIBHBIX (OpM, Ha3HaYCHHE KOTOPBIX He
OTPaHUYMBACTCS TOJBKO JIMIIL (DYHKIUEH yKpa-
meHusi. OpHaMEHT B «IPOTSDKHBIX HaIleBax», IO
mueHuro III. X. MoHacelmoBa, IMEET U CMBICIIO-
BYIO, H KOHCTPYKTHBHYIO (DYHKITHH.

K omHOW M3 akTyallbHEWIMUX TMPOOIEeM B CO-
BPEMEHHOM MY3bIKAJIbHOW 3THOrpauu — 3THOOP-
ranoponnu — L. X. MonaceimoB obparuics B
crarbe «lIpoOnemMpl TPaHCKPUMNIMH TaTaPCKUX
NPOTSDKHBIX ~ MHCTPYMEHTANBHBIX — HAWTPBIIIEH»
[MonaceimoB, 1989]. B nyOnukauuu monydusin
JATBHEHTIIYI0 Pa3paboTKy BBICKa3aHHBIE UM paHee
MoJIokeHusi. B Hel KpaTKo paccMOTpEHbI BOIPO-
CBI, CBSI3aHHBIE CO CIEIU(PHUKON KaHPa MPOTIKHBIX
MHCTPYMEHTAJIbHBIX HAUTPBIIICH, BBIJCICHBI Xa-
pakTepHble 0COOEHHOCTH CBSA3€H BOKAIBHBIX W FH-
CTPYMEHTAJbHBIX BapHaHTOB MPOTSKHBIX KIOEB,
MIPEIPUHATA TOMBITKA BBIABICHUS POJCTBA TaTap-
CKHX KIOEB C KIOSIMHM TIOPKCKHMX HapOJIOB, HaCEsl-
romux Cpennroro Azuro u KazaxcraH.

[IpobremMam TaTapcKOH CKPUNWYHOM Tpaau-
LUUU, UX HUCTOPUKO-KYJIBTYPHOMY, MY3BIKaJIBHO-
TEOPETHYECKOMY OCMBICIICHHIO IMOCBSIIEHBI pado-
THI BTOpO# mosioBUHEI 1990-x — 2000-X T0/10B T-
HOMHCTPYMEHTOBE/A, OJHOTO M3 aBTOPOB HACTOS-
meit craten JI. A. BymatoBoit [AOmyiaHACHIpoBa]:
«K mpobiieme 3ByKoHuIeana B TaTapcKoil HapoaHOH
CKpUIMYHON Tpamunum», «K Bompocy o Tpaaunu-
OHHOM WHCTPYMEHTAJIbHOM MHOTOTOJIOCHH (Ha Ma-
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TepHaJie TaTapCKON CKPUIUIHONW MY3BIKH)», «Ta-
Tapckasi CKpUIMHWYHAs TPagulMs: MOJIYC KYJIbTYpBhI
Y My3bIKaIIbHBINA (peHOMEeH» U Ap. P mojoxeHwuid,
BBICKAa3aHHBIX Ha CTpPAaHUIAX YKa3aHHBIX pPadoT,
MPEACTABIIEH U B HACTOSIIIIEH CTaThE.

CeronmHsi BO3HHMKaeT oOcTpas HEOOXOAUMOCTb
OOBEMHUTh YCWUIHS [UId JaJIbHEHIIero, KOM-
IJIEKCHOTO M3Y4YEHHs] CTPYHHO-CMBIYKOBOTO WH-
CTpyMEHTapHsl TaTapcKoro M Apyrux Haponos Ta-
TapcraHa, Boaro-Ypanes, Poccun, rae npeamnona-
raercsi pa3BUTUE HAYYHO-TEOPETUYECKON MBICIU U
MHOTOACTIEKTHOE MPAKTUYECKOE NMPUMEHEHHE WH-
CTPYMEHTA KaK B TPaIULMOHHOHN OBITOBOM KyJbTY-
pe, Tak W oOpa3oBaTEIBbHOW MpaKTHKe (IIKOJIa —
KOJUTIEIDK — BY3).

Jnst 3Toro HEOOXOAMMO PEIUTh LENBbIA PAL
CJIOKHBIX MPAKTHYECKHUX 3a[ad, HalpaBJICHHbIX Ha
BO3POXKIECHUE U COXPAaHEHUE MPEXIIE BCETO Tpaau-
LIMOHHOTO CTPYHHO-CMBIYKOBOTO MHCTPYMEHTapus
(a Taxke OPyrux MHCTPYMEHTOB) Kak 00beKTa Ma-
TEPUAJIBHOTO KYJIBTYPHOI'O HACIEOHsI TATAPCKOTO U
Ipyrux HaponoB Poccun.

Jns pemieHus 3THX MpoOJeM, O Hamemy
MHEHHIO, TpeOyeTcs CO3JaHHE CIELHAIbHOTO
Hay4YHO-HCCIIEZIOBATENbCKOTO IEHTpa TPaJAUIMOH-
HBIX MY3bIKQJIBHBIX HWHCTPYMEHTOB HapojoB Ta-
tapctana, Poccun. Lens mnomoOHOro HayyHo-
HCCIIEIOBATENBCKOrO LIEHTPa 3aKII0YaeTcs B IIO-
MBITKE aKTyaJlu3allid B COBPEMEHHOM OOIIECTBE
MMOHUMAaHHUS W TIO3HAHHS POJIM M 3HAYCHUS TPaau-
LUOHHBIX MY3bIKaJIbHBIX MHCTPYMEHTOB, TPaIULIU-
OHHOWM HMHCTPYMEHTQJIBHOM MY3BIKM KaK BaXKHEMU-
mero Qaxkropa B KH3HEACATEILHOCTH COLUYMA.
[TomoOHBIT  Hay4YHO-HMICCIENOBATENLCKUN  LIEHTP
MOJXKET OBITh CO3/1aH, B YaCTHOCTH, NpH PecnyOiu-
KaHCKOM IIEHTpE pa3BUTHS TPaJUILMOHHOW KyJb-
Typsl. OH mpeanonaraetT QyHKIMOHUPOBAHHUE CIIe-
IOYIOUIMX MATH OTIEINIOB:

1. Hay4Ho-uccienoBaTenbCKuil OTAET;

2. Macrepckasi 10 NPOESKTUPOBAHUIO U JKC-
[IEPUMEHTAILHOMY HM3TOTOBJICHUIO TPAaIULIMOHHBIX
MY3bIKaJIbHBIX HHCTPYMEHTOB;

3. DOKCHepUMEHTAIbHBI MHCTPYMEHTAIbHBIN
aHcaMOJIb;

4. Aynawo- u BHUae01a00paTopus;

5. Mys3sell TpaJULIMOHHBIX MY3bIKAJIbHBIX HH-
CTPYMEHTOB.

OpnHoM 13 BayKHEUININX 3a7[a4 HAy4YHO-HUCCIIE0-
BaTEIbCKOTO IIEHTPa TPAJAWLIMNOHHBIX MY3bIKAIb-
HBIX MHCTPYMEHTOB SIBJIAETCS OpraHu3alys U mpo-
BEJCHUE ATHOMHCTPYMEHTAJIbHOTO MOHHTOPUHTIA.
[Tox mocnenHuM MOHUMAETCs OCHOBaHHAS HA aHa-
JHM3€ CIOCOOHOCTh OIIGHWBATh 3THOKYJIBTYPHYIO,
THOMY3bIKaJIbHYIO, 3THOMHCTPYMEHTAJIbHYIO CHU-

TyalMio B pa3HbIX pernoHax Bousro-Ypanbs c 1e-
JIbIO COXpaHCHUA U PA3BUTHA 3THOMY3BIKAJIBLHOTO
cBoeoOpasuss. MOHUTOPUHT COCTOSTHUS TPaIHIIN-
OHHBIX MY3BIKaJIbHBIX HHCTPYMEHTOB, HHCTPYMEH-
TaJIbHOM MY3BIKHU SABJISACTCA OJHHUM M3 BAXXHBIX MC-
XaHU3MOB MO MpPEJOTBPAIICHUIO Tpoliecca Hcues-
HOBEHHS MHOTHX TPaJUIIMOHHBIX MY3BIKAIEHBIX
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WAEJ-YPAJ TATAPJAPBIHBIH TPAJIAIIAOH
MOIDHUATEHIO CKPUIIKA

Junapa Ainap kbei3bl bysartosa,
Poccus coHraTth Tapuxsl HHCTUTYTHI,

Poccus, 190000, Canxt-IleTepOypr m1., McaakueB Moiinansl, 5 HUE HOPT,

luda-next@yandex.ru.

Banepuii UBanoBuu SlkoBiieB,

H. I'. "Kuhanos ucem. Kazan goynot koHCepBaTOpusce,

oiere MIKaJIgA9  TaTapjiaplaarbl

CKpHUIIKa

Poccus, 420111, Kazan 1., Kapna Mapkce yp., 12 Hue #opT,

luda-next@yandex.ru.

TpaguuusiceHeH (¢opManamysl  hom  ycemie

y3eHUanekmope Kapana. CKpHITKa TENrs ajblHraH hoM TaTapiapHBIH CKpUIKala yWHAy TPaauIusce
TaOBIIraH TapUXH-apXEOJOTHK hoM omo0M dYbIraHaKIapra, KbITYaK sS3Ma HCTANCKIOPEHI, TOPKHU
omobuaT hoM XasbIK aBbI3 IDKATHl SIKApBJIOPEHd, WHKBIMMaOka Kamopre hoMm HMHKBIHIAO0TAaH COH
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S3BUITAH TaTap 9JO0MSITHI 9COPISPEH Ky3oTy sicanma. CKpuIlkaaa yitHay Tpaauiusice, HHCTPYMEHT
KOHCTPYKIIMACE, Te3eliellie hoM aHbl TOTY BICYJUTAPBIHBIH Tapaliblll reorpadusace MIChAIIOPCHD
aepbiM UTrbTHOAp Oupens. Mysbika OeneMe (DOHCHIO TaTap CKPHUIKA TPATUIMACCHCH OWPOHETY
TapuxblHa KY39Ty siCajla, TOIl TUKILEPY HOJUIAPbl KbICKaya SKTHIPTHIN YTENd. TaTap KbULIbI-CMBIUYOK
COHTaTCH OWPOHYHEH KIJIoUore, IIyjail YK OJere COHTaTh YCCIICHEH Kailep MepCreKTHBaIaphl
OMJITEIIOHD.

Ten TemeH4YdI9P: TPAAUIMOH TaTap KbIJUIBI-CMBIYOK COHTaTe, CKPHUIKA, TPAAUIMOH MOASHHUATHE
TOPTHIZY.
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