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Makale Bilgisi Oz

Gelig: 13 Mayis 2026 Bu ¢alisma, Afgan rubabinin tarihsel gelisimini, yapisal 6zelliklerini ve modernlegme
Kabul: 31 Temmuz 2026 stirecini Orta Asya ve Turk mizik kiltiirt baglaminda incelemektedir. Tarihsel
Online Yaym: 30 Eyliil 2026 kaynaklara, organolojik arastirmalara, gorsel materyallere, miize 6rneklerine ve yazarin
Anahtar Kelimeler bilimsel ve uygulamali ¢aligmalarina dayanan makalede; Afgan rubabi, Buhara, Tacik,
Afgan rubabi Pamir, Hint ve Kegmir rubablar1 ile sarangi kargilagtirilmaktadir. Kargilagtirmalt analiz;
Orta Asya miizik ¢algilar: gdvde yapisy, ses tablasinda kullanilan malzemeler, tel diizeni, ¢alim pozisyonu, ses iiretimi
Tiirk miizik kiletrt ve icra teknigi tizerinde yogunlagmaktadir. Bulgular, Afgan rubabinin 6zellikle derin ve
Organoloji kama bicimli gévdesi, yan oyuklari, kisa sap1, deri kapli rezonans béliimii ve yatay mizrap

Galgt modernizasyonu teknigi bakimindan Buhara ve Tacik rubablariyla 6nemli yapisal ve iglevsel benzerlikler

algi modifikasyonu tagidigint gostermektedir. Pamir ve Kegmir ¢esitleri de gdvde bigimi, ¢alim pozisyonu ve tel
diizeni agisindan dikkate deger ortakliklar sergilerken, Hint rababi yakin yapisal
benzerlikler gostermektedir. Buna kargilik sarangi, dikey ¢alim pozisyonu ve yayl icra
teknigi bakimindan temel bir farklhilik ortaya koymaktadir. Bu kargilagtirmalar, Afgan
rubabinin yalnizca tek bir ulusal gelenege ait bir ¢algt olarak degil, birbiriyle iligkili Orta
Asya rubab ailesinin pargast olarak degerlendirilmesi gerektigini desteklemektedir. Caligma
ayrica Ozbekistan’da gerceklestirilen modernlegme siirecini; sap uzunlugu, perde sistemi,

akortmekanizmalari, tel malzemeleri, ses alan1 ve ergonomik tasarimda yapilan degisiklikler
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Giri
Miizik calgilari, diinya halklarinin paha bigilmez kiltiirel riirasml olusturmaktadir. Kendine 6zgii bigimleri, zarif
stislemeleri, farkli un1 dzellikleri ve icra teknikleriyle Ozbekistan’in milli miizik kiiltiiriiniin temel katmanlarindan
birini meydana getirmektedir. Ozbek halkinin manevi mirast icinde muzik calgilari, hem profesyonel icra
uygulamalarinda hem de giindelik yasamda merkezi bir yere sahiptir. Yiizyillar boyunca, birgok kusagin emegiyle
yalnizca bilimsel aragtirmalar agisindan degil, cagdag miiziksel yaraticilik bakimindan da biiytik 6nem tagtyan estetik bir
degere dontismislerdir. Milli miizik calgilarinin ¢agdas icra uygulamalarinin gerekliliklerine uygun bi¢imde

modernlestirilmesi ve degistirilmesi, halk ¢algilar1 kiiltiiriiniin tarihsel gelisiminde 6nemli bir rol oynamugtir. Bu agidan

! Prof.Dr., Ozbekistan Devlet Konservatuvari, Halk Calgilar: 1crac1hg1 Boliimii, Tagkent, Ozbekistan: Email: tasmatovaazatgul@gmail.com ORCID: 0009-0006-
3562-5133
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ozellikle Afgan rubabr ile Kaggar rubabi dikkat ¢ekmektedir; ¢tinkii bu iki ¢algt, giintimiiz icra uygulamalarinda ve

miizik egitiminde en yaygin kullanilan Orta Asya rubab tiirlerini temsil etmektedir.

Fotograf 1. Afgan rubab1 (Ergashev, 2004, s. 1)

Ozbek halkinin en yaygin muzrapli telli calgilarindan biri olan Afgan rubabinin kékeni ve tarihsel gelisimi cok eski
donemlere uzanmaktadir. Afgan rubabinin ortaya ¢ikigina iligkin ¢ok sayida efsane, mit ve anlatt bulunmaktadir. Bu
efsanelerden biri, Ozbek icraci ve Ozbekistan Devlet Konservatuvart Halk Calgilar Icracdlgl Bolumii 6gretim tiyesi
Gulyamkadir Ergashev tarafindan Afgan rubabina adanmug 6gretim kitabinda yayimlanmigtir.

Bu efsaneye gore, Buhara Hanr’nin tek kizt agir bir hastaliga yakalanmig ve dénemin tinli hekimlerinden higbiri
onu iyilestirememistir. Bunun tizerine Han, “Kim kizimi iyilestirirse onunla evlenecek ve kralligimin yarisini alacaktir”
diye ilan etmigtir (Ergashev, 2004). Kisa bir siire sonra, Afganistan’in Belh sehrinden gelen ve o sirada Buhara’da
yagayan yakisiklt bir geng Han’in huzuruna ¢ikarak prensesi tedavi etmek i¢in izin istemistir. Han bu gence biiyiik bir

kugkuyla yaklagmasina ragmen talebini kabul etmistir.

Fotograf 2. Afgan rubab: (A. Tashmatova’nin kisisel arsivinden)

Geng adam, prensese dogrudan yaklagmak yerine 6nce onun en yakin arkadagiyla konugmus ve prensesin giinlitk
yasamu hakkinda bilgi istemigtir. Arkadagi, prensesin hicbir seyle ilgilenmedigini, kimseyle konusmadigini, hig
glilimsemedigini ve glinlerini bir tavus kugunu seyrederek gecirdigini anlatmistir. Prenses, tavus kugu parlak tiiylerini
acuginda onlarin gorkemini hayranlikla izliyor ve stirekli olarak, “Keske bu tavus kusu sarki séyleyebilseydi, acimi
dindirirdi” diyordu (Ergashev, 2004).

Bunu 6grenen geng zanaatkir atSlyesine donmiis ve goriiniisii tavus kusuna benzeyen olaganiistii bir miizik ¢algtsi,
yani bir rubab yapmustir. Calgi canli renklerle siislenmis, burgulart tavus kusunun tiiylerini andiracak bigimde
tasarlanmig ve tinust insan sesinin ifade gliciine yaklagtirilmugtir. Yeni yapugt ¢algtyr yanina alarak Han’in sarayimna
girmis, sessizce prensesin yanina oturmus ve son derece giizel ezgiler ¢almaya baglamistir. Prenses dikkatle dinlemis,
zamanla gtilimsemeye baglamis ve sonunda yetenekli geng miizisyenle konugmustur.

Yetenekli zanaatkirin, her giin rubab dinlemeye dayanan miizikle tedavi yontemi oldukga etkili olmugtur. Prenses
birkag giin i¢inde iyilegmis, duygusal dengesine yeniden kavusmus ve eskisinden daha giizel hile gelmistir. Bu mucizevi
degisime tanik olan Han s6ziinii tutmug; kizint miizisyenle evlendirmis ve kralliginin yarisint ona vermistir.

Bu olaganiistii miizik ¢algisinin mucidi, prensesle birlikte uzun ve mutlu bir yagam stirmiigtiir. Onlarin soyundan
gelenler, uzun yillar boyunca Buhara’da rubab ¢almaya devam etmis ve babalarmmn yapugr calgiyr daha da
gelistirmiglerdir. Mucit de mucizevi rubabiyla insanlart miizik yoluyla iyilestirme uygulamasini stirdéirmiigtiir.

Bu gelenekten hareketle T. Zufarov ve G. Ergashev gibi seckin Ozbek icracilar, calgr yapimcilari ve egitimciler, bu

¢alginin sesinin duygusal acilari iyilestirme giictine sahip oldugunu ve insan ruhunun en derin feryatlariny, i¢ gekislerini
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ve agitlarini dile getirdigini vurgulamiglardir. Bu nedenle ¢algly;, “ruhun feryadini ifade eden ¢algt” olarak
adlandirmiglardir. Bununla birlikte, Rusgaya yapilan hatali bir ¢eviri nedeniyle, efsaneye gére bu ¢algty1 yapan kisinin
Buharal bir usta miizisyen olmasina ragmen ¢algt bugiin hila Afgan rubabi olarak bilinmektedir. Bu nedenle tarihsel
ve bilimsel agidan bu ¢alginin Buhara rubabr olarak adlandirilmasi daha uygun gériinmektedir.

Cesitli bilimsel kaynaklarda sunulan tarihsel kanitlar da Afgan rubabinin kékeninin dogrudan Afgan halkina
baglanamayacagint gostermektedir. Bu baglamda Abdurauf Fitrat'in Ozbek Klasik Miizigi ve Taribi adlt eserindeki
degerlendirmeler 6zellikle dikkat ¢ekicidir. Fitrat, anonim bir tarihi risaleye dayanarak rubabin ilk kez Muhammed

Harezmgah déneminde Harezm’de ortaya ¢iktigini belirtmektedir.

Fotograf 3. Sarangi ( Tashmatova’nin kisisel argivinden)

Fitrat ayrica, 1920’li yillarda Hindistan’dan getirilen ve sarangi olarak bilinen bir ¢algimnin rubaba benzemesi
nedeniyle baglangicta hatalt bir sonuca ulagtigint belirtmektedir (Fitrat, 1993). Nitekim cesitli tarihi ve bagvuru
kaynaklarinda bu ¢algi sarangi olarak tanimlanmaktadir. Organolog Israel Alender, Hindistan in Miizik Calgilar: adlt
monografisinde sarangiyi su sekilde agiklamaktadir: “Sarangi, 6zellikle Kuzey Hindistan’da yaygin olarak kullanilan
klasik bir yayli calgidir. Tek parga agagtan oyularak yapilir ve tizerine képriiniin yerlestirildigi deri bir ses tablasina
sahiptir” (Alender, 1979). Yapim yontemi ve yapisal tasarimi bakimindan Afgan rubabiyla bazi benzerlikler
gostermesine ragmen, rubabdan farkli olarak mizrapla degil yayla ¢alinmaktadir. Calim pozisyonu da énemli dl¢tide
farklidir: Rubab yatay konumda icra edilirken sarangi dikey bi¢imde tutulmaktadir.

Fitrat ayrica su hususu vurgulamaktadir: “Daha sonra Dervig Ali’nin Risolai Musigiy adli risalesine rastladim. Bu
eserde s6z konusu ¢alginin Muhammed Harezmgah déneminde Belh’te yapildigi ve daha sonra Harezm’de gelistirildigi
belirtilmektedir” (Fitrat, 1993). Fitrat'm agiklamasina gore calginin gévdesi dort temel bélimden olugmaktadir:
govdenin tst ve alt kisimlary, kisa sap ve burgu kutusu. Gévde ile sap tek parga agagtan oyulmakta, burgu kutusu ise
ayr1 olarak tiretilip sapa eklenmektedir. Gévdenin st ve alt boltamleri, yaklagtk 2,5 cm 6lgiisiindeki yan oyuklarla
birbirinden ayrilmaktadir. Ust béliim 21 cm uzunlugunda ve 18 cm genisliginde olup geyik ya da kegi derisiyle
kaplanmaktadir. Alt bélim ise 28 cm uzunlugunda ve 10 cm genigligindedir. Gévdeyi sapa baglayan dar bélim
yaklagik 5 cm’dir. G6évdenin alt kismina ince bir ahgap ses tablasi yerlestirilmekte, koprii ise galginin alt ucundan
yaklagik d6rt parmak yukariya konumlandirilmakeadir (Fitrat, 1993).

Profesor Alexander Semenov, Dervis Ali’'nin Orta Asya Miizik Risalesi (17. Yiizy:l) adli monografisinde su
degerlendirmeyi yapmaktadir: “Rebab, yazarimiza gére Sultan Muhammed Harezmgah déneminde (596/1200—
617/1220), Cengiz Han 6nderligindeki Mogol istilasindan kisa bir stire 6nce Orta Asya’da yayginlagmis telli bir
¢algidir. Bu donemde Harezmgah sarayinda esi benzeri olmayan rebab virtiozii Ustad Mahmud yagamaktaydi.
Muhammed Harezmgah Devleti’nin ¢okiigtintin ardindan Anadolu’ya go¢ etmis ve kendisi de Orta Asya kokenli olan
{inlii Fars sairi Mevlin Celaleddin-i Réim#’nin (6. 1273) himayesine siginmustir. Ustad Mahmud bir siire Mevlana’nin
cevresinde icrada bulunmus ve sairin biiyiik takdirini kazanmigtr. Rebabin begs teli bulunmaktayds; bunlarin dérdi

ipekten, biri ise glimiisten yapilmist” (Semenov, 1946).
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Dolaysiyla Fitratn ¢algtya iliskin betimlemesi, Ozbekistan Devlet Konservatuvar: Milli Calgilar Bilimsel ve
Deneysel Laboratuvart Muzik Calgilari Miizesinde 1672 envanter numarastyla korunan ve kimligi bilinmeyen

Buharali bir usta tarafindan yapilmis 6zgiin Afgan rubabi 6rneginin yapisiyla neredeyse tamamen Srtiismektedir.

Fotograf 4. Afgan rubabinin yapisal 6zellikleri (Avedova, 1966, s. 71)

Viktor Belyaev, Ozbekistan’in Miizik Calgilar: adli monografisinde Hint rababinin kendine &zgii yapisint su
sekilde vurgulamaktadir: “Ozbekistan’da yaygin olarak kullanilan diger tiim telli calgilarla kargilagtirldiginda Hint
rababinin temel ayirt edici 6zelligi bi¢imidir. Ustten bakildiginda ¢algs, alt kismu yuvarlatlmis, sivri uglu bir kamayi
andirmaktadir. Alt ugtan yaklagik tGgte birlik mesafede iki derin yan oyuk bulunmaktadir. Gévde son derece derindir;
govdenin derinligi, genisligini yaklagik bir buguk kat agmaktadir” (Belyaev, 1933).

Belyaev’in ayrintili betimlemesine dayanarak Hint rababinin yapisinin Afgan rubabiyla dikkat ¢ekici lgtide
benzerlik gosterdigi sonucuna varilabilir. Bu benzerlik olduk¢a dogaldir; ¢tinkii Afgan rubabinin tarihi, yeni tarihsel
kanutlar, bilimsel yorumlar ve aragtirma varsayimlariyla siirekli olarak zenginlesen oldukg¢a karmagik bir gelisim stireciyle
sekillenmistir.

Bu baglamda Nina Avedova’nin Ozbek Miizik Calgilarinin Siisleme Sanat: adli monografisi 6zel bir dnem
tastmaktadir. Avedova, Afgan rubabini su sekilde tanimlamaktadir: “Buhara rubab1 veya Tacik rubabi olarak da bilinen
Afgan rubabi, Ozbekistan, Afganistan ve Tacikistan’da yaygin bicimde kullanilan bir ¢algidir. Ozbek perdeli mizrapls
calgilart arasinda, Afgan ve Hint miizik ¢algilariyla yakindan iligkili kendine 6zgii bi¢imiyle ayirt edilmektedir. Calg,
derinligi genisligini yaklagik bir buguk kat asan biiyiik ve uzun ahgap bir rezonans govdesi ile hafifce geriye dogru
egilmis, kalin ve yuvarlak yapili kisa bir saptan olusmaktadir. Gévdenin daha genis olan alt bélimi yuvarlaktur. Bu
boliimiin biraz tzerinde, gévdenin orta kismina ulagmadan 6nce, Kaggar rubabinimn boynuz bigimli kivrimlarint
andiran iki derin yan oyuk bulunmaktadir. Membran deriden yapilmustir. Calgida bes ana bagirsak telinin yani sira,

burgulart gévde boyunca yerlestirilmis on adet metal rezonans teli bulunmaktadir” (Avedova, 1966).

U i e SRS

Fotograf 5. Kesmir rabab1 (Hint miizik galgilari sergisi katalogu, 2003, s. 12)

Avedova’nin Afgan rubabinin yapisal 6zelliklerine iligkin kapsamli ¢6ziimlemesi ve bu ¢alginin Buhara, Tacik, Hint
ve Kaggar tiirleriyle benzerliklerini belirleme ¢abasi, Afgan rubabinin 6ziinde Bubara rubab: oldugu sonucuna ulagmak
icin 6nemli dayanaklar sunmaktadir. Bu sonug, ¢alginin kékeni ve gelisimine iligkin stiregelen tarihsel kesifler ve yeni
bilimsel yaklagimlar 1giginda giderek daha ikna edici hile gelmektedir. Nitekim bu konudaki aragtirmalar ¢agdas
miizikoloji iginde gelisimini stirdiirmektedir.

Cagdas tarihsel miizikolojinin, miizik ¢algilarinin kékeni ve evrimine iligkin yeni kanitlar ortaya ¢ikarmaya devam
ettigi ve boylece onlarin tarihsel gelisimine iliskin bilgilerimizi genisletip zenginlestirdigi vurgulanmalidir. Bu baglamda

icraci ve aragtirmact S. Kasliwal’in ¢aligmast 6zellikle dikkat ¢ekicidir. Kasliwal, Kesmir rababini dig goriiniisii, yapisal
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tasarimi, ¢alim pozisyonu ve ses tretme yontemi bakimindan Afgan rubabiyla neredeyse Gzdes bir galgt olarak
tanimlamaktadir. Rababa iligkin bilinen en eski yazili kayit, yaklagik 1650 yilinda kaleme alinan Sangit Parijaat adl
risalede yer almaktadir. Bununla birlikte calginin adina daha eski edebi kaynaklarda da rastlanmaktadir. Ornegin Jayasi
ve Kabir’in siirlerinde rababa yonelik ¢ok sayida gonderme bulunmaktadir (Kasliwal, 2001).

2003 yilinda Sangeet Natak Akademi Miizesi koleksiyonunda yer alan Hint miizik galgilarindan olugan bir serginin,
Ozbekistan Devlet Konservatuvart Miizik Calgilart Miizesi'nde diizenlenmis olmas: da dikkat ¢ekicidir. Sergilenen
calgilar arasinda, hem estetik 6nemini hem de yirmi birinci yiizyildaki miizik icrast bakimindan giincelligini koruyan
Kesmir rabab1 da yer almigtir.

Segkin miizikolog Profesdr Fayzulla Karomatov’un Ozbek Calgr Miizigi adli monografisinde ortaya koydugu
bilimsel yaklagim da ayni Sl¢iide 6nem tagimaktadir. Karomatov bu eserinde Afgan, Tacik ve Buhara rubablar
arasindaki yakin iligkiyi su s6zlerle agiklamaktadir: “Mizrapli ¢algilar grubu i¢inde Afgan, diger bir ifadeyle Tacik veya
Buhara rubabi, hem kendine 6zgii dig goriiniisii hem de son derece zengin tin1 6zellikleri nedeniyle 6zel bir yere sahiptir.
Ozellikle Buhara ve Semerkant’ta yayginlagmustir. Giiniimiizde ise bagta Buhara’dan go¢ eden miizisyenler arasinda
olmak iizere Tagkent dahil Ozbekistan’in gesitli sehirlerinde de bu galgtya rastlanmaktadir” (Karomatov, 1972).

Karomatov, Afgan rubabmin yapisint ayrica su sekilde tanimlamaktadir: “Giintiimiizde Ozbekistan’da yaygin
olarak kullanilan Afgan veya Buhara rubaby, yan oyuklara sahip biiyiik, derin ve kama bigimli bir gévde ile yuvarlak bir

burgu kutusuyla sonlanan kisa bir saptan olugmaktadir” (Karomatov, 1972).

Fotograf 6. Afgan ubabmm Yandan gorinimi Fotograf 7. Afgan rubabinin arkadan gorinimi
(Karomatov, 1972, s. 142) (Karomatov, 1972, s. 141)
Bu gozlemler, geleneksel olarak Afgan rubabi olarak adlandirilan galginin, bir¢ok aragtirmacinin Buhara rubabi
olarak tanimladig1 ¢alginin temel yapisal 6zelliklerine sahip oldugunu bir kez daha gostermektedir. Tamara Vyzgo, Orta
Asya Miizik Calgilar: adli temel monografisinde, Orta Cag Orta Asya minyatiirleri Gizerine yapugt kapsamli

incelemeye dayanarak Orta Asya rubab: kavramini ortaya koymugtur. Vyzgo s6yle yazmaktadir:

Fotograf 8. Orta sya rubab1 (Vyzgo, 1980)
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“Orta Asya rubabinin tipik bir 6rnegi, Sehname yazmasina ait, sanatgt Muhammed Murad Semerkandi tarafindan
yapilmis 16. ylzyil ortalarina tarihlenen bir minyatiirde gértlmektedir. S6z konusu minyatiirde Kay Kavus,
hizmetkarlariyla ¢evrili bigimde tasvir edilmigtir (Ozbekistan SSC Bilimler Akademisi Sarkiyat Enstittisti, No. 1811, vr.
65a). Minyatiirde betimlenen rubab icracisi, kompozisyonun genel sanatsal anlayigiyla biitiiniiyle uyumludur.
Miizisyenin elinde tuttugu ¢algimnin da Orta Cag Semerkant halk miizik ¢algilarinin tipik bir 6rnegini temsil ettigi
dastndlebilir. Gintimiiz Buhara rubabinda oldugu gibi, ¢alginin gévdesi biri parsémenle, digeri ise ahgap ses tablasiyla
kaplanmus iki esit olmayan béliime ayrilmugtir. Ayrica geriye dogru kivrilan bir burgu kutusuyla sonlanan nispeten kisa
bir sapa sahiptir. Bunun yaninda Orta Cag miizisyeni ¢algty1, giniimiiz rubab icracilariyla tamamen ayn1 bicimde,
dizlerinin tizerinde yatay konumda tutmakta ve tellere mizrapla vurmaktadir” (Vyzgo, 1980).

Vyzgo ayrica su gozlemde bulunmaktadir: “Pamir bélgesinde, giiniimiizde ‘Afgan’ rubabi olarak bilinen, daha
gelismis bir rubab tiirti de bulunmaktaydi. Bu ¢algi, enine bir oyukla esit olmayan iki boliime ayrilmis oldukga derin
bir gévdeye sahiptir. Daha genis olan tist boliim deriyle kaplanmus, daha dar ve uzun olan alt béliim ise ahsap bir ses
tablasiyla donatilmugtir. Calgida altt icra teli ve burgulari yanlara yerlestirilmis dokuz rezonans teli bulunmaktadir.
Zengin bi¢imde siislenmis g6vdesi, ahsap oymaciligindaki tstiin ustaligi gostermektedir. Calgi Zarubin tarafindan
Penc Nehri kiyisindaki Sugnan bolgesinden temin edilmigtir. Yapi ve is¢ilik bakimindan daha 6nce tanimlanan diger
rubablardan &ylesine belirgin bigimde ayrilmaktadir ki Pamir bolgesine disaridan gelmis oldugu makul bigimde
dastndlebilir. Biyiik olasilikla, o donemde oldugu gibi giintimiizde de son derece yaygin oldugu Buhara’dan Sugnan’a
ulagmustir” (Vyzgo, 1980).

Vyzgo’nun ayrinult betimlemesi, Afgan rubabr olarak adlandirilan galginin yapisal 6zelliklerinin Buhara rubabiyla
biiyiik 6l¢tide ortiigtiigiinii ve iki calginin icra pratiklerinin 6zdegligini dogrulayan ikna edici kanitlar sunmaktadir.

Rubabin bélgesel tiirlerine iligkin ek kanitlar, F. Karomatov ve N. Nurdzhanov’un Pamirlerin Miizik Sanat: adlt
monografisinde de yer almaktadir: “Gegmiste bazi bitytik yerlesim merkezlerinde Kabul rubobu (r#bobi gobulz) olarak
bilinen bagka bir rubob tiirii de yaygin olarak kullanilmaktaydi” (Karomatov, 1972). Yazarlar bu ¢algiy1 tanimlarken
onemli bir not diigmektedir: “Bu terimin ‘Afgan’ rubobunu, yani Buhara veya Tacik rubobunu ifade ediyor olmast
miimkindir” (Karomatov, 1972). Bu degerlendirme, Orta Asya rubabinin birbiriyle baglantli ¢ok sayida bolgesel
tirtiniin bulunduguna iliskin bu ¢aligmada ileri stirtilen varsayimi daha da desteklemektedir.

Ozbek ¢algt yapimeiliginin seckin ustalarindan Usta Usman Zufarov’un en biiyiik oglu ve filoloji bilimleri aday:
Tukhtamurod Zufarov’un goriisleri bu baglamda 6zellikle 6nem tagimaktadir. Zufarov, babasinin yasami ve sanatsal
faaliyetlerine adadigt Calg: ve Yapim Taribi adli kitabinda goyle yazmaktadir: “Eski dénemlerden itibaren Belh’in
niifusu Afganlardan degil, bagta Ozbekler olmak {izere esas olarak Tiirk halklarindan olusmaktaydi. Bu topluluklar,

¢ok eski zamanlardan beri milli miizik calgilarinin yapimiyla ugrasmaktaydi” (Zufarov, 2014).

NV ' :’:i
Fotograf 9. Usta U. Zufarov’un Afgan rubab1 yapimi (T. Zufarov, 2014, s. 97)

Zufarov ayrica su hususu vurgulamaktadir: “Miizik ¢algilar: belirli bir milletin veya etnik grubun adiyla degil, ayirt

edici 6zelliklerine gére adlandirilir. Dolayistyla ‘Afgan rubabr’ terimini kullandigimizda, bu ¢alginin yalnizca Afgan
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halkina ait oldugunu diisiinmemeliyiz. Insan ruhunun en ince hareketlerini aktarabilecek Sl¢iide son derece etkileyici
bir tintya sahip olmasi nedeniyle, bu adlandirma tarihsel agidan kesin kabul edilemez” (Zufarov, 2014).

Bu yorum, Afgan rubab: adlandirmasinin etnik aidiyeti belirleyen bir ifade olarak degil, oncelikle tarihsel ve
organolojik bir terim olarak anlagilmasi gerektigi yoniindeki goriisii bir kez daha desteklemektedir.

Afgan rubaby, eski donemlerden bu yana Orta Asya halklart ile Dogu’nun bir¢ok itilkesinde en sevilen miizik
calgilarindan biri olmay1 stirdiirmiistiir. Bu ¢algidaki tstiin ustaliklarint yansitan birgok tnlii virtiidziin Rubobi
unvaniyla anilmasi dikkat ¢ekicidir. Biyiik Ipek Yolu déneminde tiiccarlar, kendi icra ettikleri ¢algilart miizikseverlere
stklikla hatira hediyesi olarak sunmuglardir. Béylece Dogu halklarinin miizik ¢algilarini uzak cografyalara tanitmug ve

milli miizik kiltiirlerinin yayilmast ile gelisimine 6nemli katkida bulunmuglardir.

Fotograf 10. Modernlestirilmis Afgan rubabi Fotograf 11. Modifiye edilmis Afgan rubabi
(Tashmatova, 2006, s. 54) (Tashmatova, 2023, s. 32)

Ozbek ¢algt yapim ustalari, diinya organolojisinin kazanimlarini yaratict bigimde 6ziimsemis; Dogu tilkelerinde
gelistirilen mizik ¢algilarinin yapim ilkelerini dikkatle inceleyerek bunlari kendi dénemlerinin icra gereksinimlerine
gore yeniden yorumlamiglardir. Yapim malzemelerinin se¢iminde kalite ve akustik verimlilik belirleyici olmusg; farkls
agac tirleri, deri, teller, burgular ve muzraplar kullanidmugtir. Calgilarin modernlegtirilmesine yonelik teknolojiler
gelistikge bu unsurlar da siirekli olarak iyilegtirilmistir.

Halk calgilarinin yapimina iliskin bu temel konular yalnizca Ozbek aragtirmacilar tarafindan degil, Ttirk diinyasinin
diger tilkelerinden bilim insanlar tarafindan da incelenmigtir. Bu baglamda Saadat Abdullayeva’nin Azerbaycan Halk
Miizik Calgilar: adli organolojik calismast 6zellikle dikkat ¢ekicidir (Abdullayeva, 2000). Yazar bu eserinde, miizik
¢algilarinin yapiminda kullanilan malzemeleri ayrintli bigimde incelemekte ve bu malzemelerin tini kalitesi tizerindeki
belirleyici etkisini ortaya koymaktadir. Abdullayeva’nin kapsamlr aragtirmasi, ¢agdas etnomiizikolojinin yontemsel
temellerini 6nemli Slgtide genigletirken ayni zamanda ¢algt icrasinin uni gesidiliginin, ifade gliciinin ve teknik
olanaklarinin zenginlesmesine katki saglamaktadir.

Benzer siireglerin 1930°lu yillarda Azerbaycan’da da yagandigr belirtilmelidir. Bu dénemde geleneksel halk
calgilarinin gelistirilmesi ve modernlestirilmesine yonelik kapsamli ¢alismalar yiirttilmugtiir (Kerimov, 1959). S6z
konusu gelismeler, Ozbekistan ile Azerbaycan arasindaki kiiltiirlerarasi iligkileri 6nemli 6l¢tide gliclendirmis ve ¢alg:
icrastalanindaki sanatsal etkilesimi yogunlagtirmugtir. Ozbek ve Azerbaycan halklarinin miizik ¢algilars arasindaki yakin
benzerlik, Azerbaycan halk ezgilerinin, dtzenlemelerin, transkripsiyonlarin ve Azerbaycanli bestecilerin 6zgtin
eserlerinin hem konser repertuvarina hem de egitim programlarina déhil edilmesini mimkiin kilmugtir.

Icracilarin sanatsal birikimi ve ¢ok sayida géniilliiniin &zverili caligmalart sayesinde Afgan rubabi gelisimini
stirdiirmii, yeni tint 6zellikleri kazanmug ve icra kolayligint artirmaya yonelik asamali yapisal degisikliklere ugramugtir.
Calg, tarihsel gelisimi boyunca birbirini izleyen ¢esitli iyilestirme agamalarindan gegmistir. 1940’11 yillarda Afgan
rubabi, Ozbekistan’in Onur Sanatgist Profesor Ashot Petrosyants ile ¢algi tasarimcist Savely Didenko tarafindan

onemli 5l¢iide modernlestirilmistir. Petrosyants, Calgibilim: Ozbek Halk Miizik Calgilar: adli temel eserinde yeniden
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yapilandirilan ¢algty1 su sekilde tanimlamaktadir: “Yeniden yapilandirilan Afgan rubaby, ses alant bakimindan Kaggar
rubabi gibi orta bolgede yer almaktadir” (Petrosyants, 1990).

Bu agiklama, yapist geleneksel modelden gesitli yonleriyle ayrilan modernlestirilmis ¢algiya iliskindir. Calginin
¢agdas icra uygulamalarinin gerekliliklerine uyarlanmasi siirecinde sap uzatilmug ve sabit perdeler eklenmistir. Bunun
sonucunda, yan oyuklarin Stesinde yer alan ikinci ahgap rezonans bélmesi kisalulmigtr. Gévdenin 6n bolimi
genigletilmis, ¢alginin perde diizeni ise on iki esit aralikli tampere sisteme dayanan tamamen kromatik bir yapiya
dontstiralmistiir. Geleneksel Afgan rubabindan farkls olarak, yeniden yapilandirilan bu modelde rezonans tellerine
yer verilmemistir (Tashmatova, 2006).

Ozgiin ahsap burgular mekanik akort diizenekleriyle degistirilmistir. Uciincii tek tel disinda, bagirsak tellerin yerine
naylon teller kullanilmistir; Gigtincti tel ise 6zgtin yapisini korumugtur.

Ses, ebonit bir mizrap araciligyla tiretilmektedir. Calgi, yumugak ve kadifemsi tinisiyla ayirt edilmekte; ek ve cift
vurus, G¢leme, staccato, pizzicato, arpej, tremolo ve glissando gibi genis bir icra teknikleri yelpazesinin kullanilmasina
olanak saglamaktadir. Geleneksel Afgan rubabindan farkli olarak modernlestirilmis calg, yalnizca Ozbek klasik
miiziginin degil, cagdas Ozbek bestecilerinin eserlerinin ve Bat klasik miizigi repertuvarinin da icrasina uygundur
(Tashmatova, 2014).

Bu 6nemli gelistirmelere ragmen bazi ergonomik giicliikler ¢oztilememistir. Calginin gévdesinin kendine 6zgii
bigimi nedeniyle icracilar, klavyenin en iist pozisyonlarina ulasmakta ciddi zorluk yagamustir. Ust bélgede ¢alabilmek
icin temel destek noktasi olan sol el bagparmaginin sapin tizerinde kalmasi gerekmekteydi. Ancak uygulamada icracilar
¢ogu zaman bagparmaklarini agagr indirmek zorunda kalmug; bu durum dogru ¢alim pozisyonunun bozulmasina,

entonasyonun kesinligini yitirmesine ve ses kalitesinin diigmesine yol agmustur.

Fotograf 12. Bes telli Afgan rubabi (Tashmatova, Fotograf 13. Modifiye edilmis yedi telli Afgan
2023,s.29) rubabi (Tashmatova, 2023, s. 29)

Fotograf 12-13’te ele alinan tarihsel, yapisal ve icraya iliskin ozellikler, rubab cesitleri arasindaki ortak yonleri ve
bolgesel farkliliklari ortaya koymaktadir. Bu iligkileri daha agik bigimde géstermek amaciyla, ¢alisgmada incelenen
calgilarin temel 6zellikleri Tablo 1’de kargilagtirmali olarak 6zetlenmistir.
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Tablo 1. Orta Asya rubab ¢esitlerinin kargilagurmali 6zellikleri

Rubab ¢esidi Cografi iligki Govde yapist Ses tablast Teller fcra teknigi Ayirt edici 6zellik
Afgan rubabt Ozbekistan, Yan oyuklara ve kisa sapa sahip | Ust boliim deri, alt | Geleneksel biciminde bes | Yatay konumda | Zengin ve yumusak ting Buhara ve
Afganistan, derin, kama bi¢imli gévde boliim ahsap ana tel ve rezonans telleri mizrapla ¢alinir | Tacik rubablariyla yakindan iligkilidir
Tacikistan
Buhara rubab: Buhara ve | Esit olmayan iki bolime | Deri ve ahgap ses | Tarihsel —modele goére | Yatay konumda | Literatiirde siklikla Afgan rubabiyla
Semerkant ayrilmis bityiik ve derin gévde tablalar degisir mizrapla ¢alinir | yapisal olarak 6zdeg veya yakindan iligkili
kabul edilir
Tacik rubab: Tacikistan ve Orta | Afgan/Buhara tiirtine benzer Deri kaplt rezonans | Ana teller ve rezonans | Mizrap teknigi Cogu zaman Afgan/Buhara rubab
Asya bolimii telleri ailesinin bélgesel bir adlandirmasi olarak
degerlendirilir
Pamir rubobu Pamir bolgesi Esit olmayan béliimlereayrilmis | Ust boliim  deri, alt Incelenen drnekte alt icra Yatay konumda Incelenen ornegin Buhara’dan getirilmis
derin gévde boliim ahgap teli ve dokuz rezonans teli | calinir olabilecegi ditgtiniilmektedir
Hint rababi Hindistan Yan oyuklara sahip derin, kama | Deri ses tablas Incelenen kaynaklarda | Mizrap teknigi Afgan rubabiyla giiclii yapisal benzerlik
bi¢imli gévde tutarlt bi¢imde gosterir
belirtilmemistir
Kesmir rababi Kesmir Afgan rubabina benzer dig | Deri kapli  gdvde | Modele gore degisir Yatay konumda | Gériinis, calim pozisyonu ve ses {iretimi
goriiniig ve yapisal tasarim bolimii mizrapla ¢alinir | bakimindan Afgan rubabma btyiik
Sl¢tide benzer
Sarangi Kuzey Hindistan Tek parga agagtan oyulmus | Deri ses tablast Birden fazla melodi ve | Dikey konumda | Bazi yapisal benzerlikler tagimasina
govde rezonans teli yayla ¢alinir ragmen icra teknigi bakimindan temel
olarak ayrilir
Modernlegtirilmis Afgan Ozbekistan Uzaulmis sap, kisaltlmug ikinci | Degistirilmis yapi Kromatik sistem; rezonans | Mizrap teknigi On iki esit aralikli tampere sisteme ve
rubabi rezonans bolmesi ve telleri ¢ikarilmigtir ¢agdas repertuvara uyarlanmugtir
genisletilmis govde
Modifiye edilmis yedi Ozbekistan Ergonomik olarak yeniden | Modernlegtirilmig Yedi tel Mizrap teknigi Genisletilmis ses alani, tist pozisyonlara
telli Afgan rubabi tasarlanmig govde ve sap rezonans yapisi daha kolay erisim ve arurilmig teknik
serbestlik

Not. Kargilastirma; Fitrat, Belyaev, Avedova, Karomatov, Vyzgo, Kasliwal, Alender, Petrosyants ve Tashmatova tarafindan sunulan betimlemeler ile gorsel materyallere dayanmakrtadir. Stniflandirmalar, kesin etnik kategoriler olarak degil, organolojik ve
tarihsel iligkiler olarak degerlendirilmelidir.
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Sonug
Bunun sonucunda miizisyenler, ¢alginin teknik ve sanatsal potansiyelini tam olarak kullanamamugtir. Saf ve rezonansli

bir ses elde edebilmek i¢in icracilar ¢ogu zaman bedenlerini dogal olmayan bi¢imde sola dogru egmek zorunda kalmug;
bu durum fiziksel rahatsizliga yol agmis ve teknik hareket 6zgtirlagtinii sinirlandirmistir. Bu eksikliklerin giderilmesi
gereksinimi, ¢agdas profesyonel icranin taleplerini karsilamak tizere bilimsel temellere dayali bi¢imde gelistirilmis
modifiye bir Afgan rubabinin ortaya ¢tkmasina yol agmigtir.

Bu yeniligin temel amact, hem 6grenciler hem de konser icracilart igin tasarlanmig, bilimsel temellere dayali modifiye
bir Afgan rubabini gelistirmek ve profesyonel icra pratiginde yaygin bi¢imde kullanima sunmakti (Tashmatova, 2023).
Yeni ¢algs; en yiiksek diizeyde ergonomik rahatlik, iistiin ses tiretimi, genisletilmis bir ses alan1 ve belirgin bi¢imde
gelistirilmis teknik ve sanatsal olanaklar saglayacak sekilde tasarlanmistir. Bu hedeflere ulasmak amaciyla geleneksel beg
telli Afgan rubabi, ¢agdas mizik icrasinin gerekliliklerine tam olarak kargilik veren yedi telli bir calgiya
dontgtiirilmigtir. Boylece icracilarin st bolgelerdeki pasajlart serbestge ¢alabilmeleri ve stirekli olarak yiiksek ses
kalitesini koruyabilmeleri miimkiin héle gelmistir.

Anvar Lutfullaev ve Tamara Solomonova, Ozbek Halk Miizik Qalgilar: adli egitimsel ve ydntemsel el kitabinda,
Afgan rubabi ile Kaggar rubabint Ozbekistan’daki profesyonel miizik egitimi sisteminde kullanilan baglica rubab
gesitleri olarak tanimlamaktadir. Yazarlar Afgan rubabin: su sekilde agiklamaktadir: “Giintimiizde Ozbekistan’da
kullanilan Afgan ya da Buhara rubaby, yan oyuklara sahip biiyiik, derin ve kama bigimli bir gévde ile yuvarlak bir burgu
kutusuyla sonlanan kisa bir saptan olusmaktadir” (Lutfullaev & Solomonova). Cagdas Ozbek egitim literatiiriinde yer
alan bu tanimlama, Afgan ve Buhara rubablar1 arasindaki yakin iligkiyi bir kez daha dogrulamakta ve bu ¢alginin yapisal
ozelliklerine iligkin yerlesik bilimsel gelenegi yansitmaktadur.

Boylece Afgan rubabinin temsili bir 6rnek olarak ele alindigr Orta Asya rubab gesitlerinin tarihsel gelisiminin
incelenmesi, ¢algt icrasinin titkenmez sanatsal potansiyelini ve stirekli genisleyen ifade olanaklarini ortaya koymaktadir.
Calginin ses alaninin genisletilmesi, ses alaninda daha 6zgiir hareket etmeyi saglamakta, icra rahatligint arurmakta ve
daha dogru ve incelikli bir entonasyona imkan vermektedir. Bunun sonucunda modifiye edilmis Ozbek halk miizik
calgilari, cagdas muzik icrasinin hemen her alaninda giderek daha 6nemli bir konum kazanmistir. Bu ¢algilarin teknik
olanaklari, yalnizca geleneksel halk ve klasik repertuvarin degil, Ozbek bestecilerin biiyiik lgekli eserlerinin ve diinya
miizik kiltiriiniin bagyaprtlarinin da icra edilmesini miimkiin kilmaktadir. Ozbek halk miizik calgilarinin
modifikasyonuna yénelik yaraticr siirecin bagariyla devam ettigi ve 6nemli bir gelecek potansiyeline sahip oldugu
sdylenebilir. Cagdas miizisyenler tarafindan iistiin bir sanat anlayistyla icra edilen modifiye Ozbek milli calgilari, yirmi
birinci yiizyilda Ozbekistan’in milli miizik sanatinin daha da gelistirilmesindeki en umut verici yénlerden birini temsil
etmektedir (Tashmatova, 2026).

Ozbek halk miizik calgilarinin modifiye edilmesi siirecinin éziinde siirekli ve titkenmez bir nitelik tagidigt
vurgulanmalidir. Devam eden iyilestirmeler, geng icracilarin saygin uluslararast yarigmalara bagariyla katilmalari,
ddiiller kazanmalart ve Ozbekistan’in milli miizik kiiltiiriinii diinyanin 6nde gelen konser sahnelerinde temsil etmeleri
icin yeni olanaklar yaratmaktadir. Ayni zamanda Ozbek halk mizik calgilari, gelecekte yapilacak miizikolojik,
organolojik ve etnomiizikolojik aragtirmalar i¢in paha bigilmez bir kaynak olugturan temel bir sanatsal ve kiiltiirel miras
olma 6zelligini stirdiirmektedir. Bu ¢algilarin tarihsel evrimi, yapisal gesitliligi ve genisleyen icra potansiyeli, yeni
bilimsel aragtirmalar i¢in verimli bir zemin sunmaya devam etmektedir.

Bu calgilar arasinda modifiye edilmis Afgan rubab: 6zellikle 6nemli bir konuma sahiptir. Tarihsel dzgiinliigi
modern teknik ve akustik olanaklarla birlegtiren bu ¢algi, yirmi birinci ytizyilda Ozbekistan’in milli miizik kiltiriiniin

daha ileri diizeyde gelistirilmesine katki saglayan &ncelikli ¢algilardan biri hiline gelmistir.
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This study examines the historical development, structural characteristics, and modernization of the
Afghan rubab within the broader context of Central Asian and Turkic musical culture. Drawing on
historical sources, organological studies, visual materials, museum specimens, and the author’s own
scholarly and practical investigations, the article compares the Afghan rubab with related regional
varieties, including the Bukhara, Tajik, Pamiri, Indian, and Kashmiri rubabs, as well as the sarangi.
The comparative analysis focuses on body construction, soundboard materials, string systems,
playing position, sound production, and performance technique. The findings reveal that the
Afghan rubab shares substantial structural and functional similarities with the Bukhara and Tajik
rubabs, particularly in its deep wedge-shaped body, lateral recesses, short neck, leather-covered
resonating section, and horizontal plectrum technique. The Pamiri and Kashmiri varieties also
display notable similarities in body form, playing position, and string organization, while the Indian
rabab shows close structural affinities. By contrast, the sarangi differs fundamentally in its vertical
playing position and bowed performance technique. These comparisons support the view that the
Afghan rubab should be understood as part of an interconnected Central Asian rubab family rather
than as an instrument belonging exclusively to a single national tradition. The study further traces
the modernization of the instrument in Uzbekistan, including changes in neck length, fret structure,
tuning mechanisms, string materials, tonal range, and ergonomic design. Particular attention is given
to the modified seven-string Afghan rubab, which provides easier access to the upper register,
improved intonation, greater technical freedom, and expanded performance possibilities. The study
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concludes that the historical continuity and modern transformation of the Afghan rubab contribute
significantly to contemporary performance, music education, orchestral practice, and the
preservation of Turkic musical heritage
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Introduction

Musical instruments constitute an invaluable cultural heritage of the peoples of the world. Distinguished by their
unique forms, exquisite ornamentation, diverse timbral characteristics, and performance techniques, they form a
fundamental layer of the national musical culture of Uzbekistan. Within the spiritual heritage of the Uzbek people,
musical instruments occupy a central place both in professional performance practice and in everyday life. Over the
course of many centuries, through the efforts of numerous generations, they have evolved into an important aesthetic
value that is of considerable interest not only to scholarship but also to contemporary musical creativity. The
modernization and modification of national musical instruments in accordance with the requirements of
contemporary performance practice have played a significant role in the historical development of folk instrumental
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culture. Particularly illustrative in this respect are the Afghan rubab and the Kashgar rubab, which represent the most
widely used Central Asian varieties of the rubab in modern performance practice and music education.

Photo 1. Afghan rubab (Ergashev, 2004:1)

One of the most widespread plucked string instruments of the Uzbek people is the Afghan rubab, whose origins
and historical development date back to remote antiquity. Numerous legends, myths, and narratives exist concerning
the emergence of the Afghan rubab. One such legend was published by the Uzbek performer and professor of the
Department of Folk Instrument Performance at the State Conservatory of Uzbekistan, Gulyamkadir Ergashev, in his
instructional manual devoted to the Afghan rubab.

According to this legend, the only daughter of the Khan of Bukhara fell gravely ill, and none of the renowned
physicians was able to cure her. The Khan therefore proclaimed: “Whoever heals my daughter shall marry her and
receive half of my kingdom.” (Ergashev, 2004). Shortly thereafter, a handsome young man originally from the city of
Balkh in Afghanistan, who was then living in Bukhara, approached the Khan and requested permission to treat the

princess. Although the Khan regarded him with considerable skepticism, he nevertheless granted his request.

Photo 2. Afghan rubab (From a personal archive of Tashmatova A.)

Rather than approaching the princess directly, the young man first spoke with her closest companion and asked
about the princess's daily life. The companion replied that the princess occupied herself with nothing, spoke to no one,
never smiled, and spent her days gazing at a peacock, admiring the splendor of its brilliant feathers whenever it spread
them. She repeatedly lamented: “If only this peacock could sing, it would heal my suffering.”(Ergashev, 2004).
Having learned this, the young craftsman returned to his workshop and created an extraordinary musical instrument—
a rubab whose appearance closely resembled that of a peacock. It was decorated with vivid colors, its tuning pegs
resembled peacock feathers, and its timbre approached the expressive qualities of the human voice. Taking the newly
created instrument with him, he entered the Khan's palace, silently seated himself beside the princess, and began
performing melodies of exceptional beauty. The princess listened attentively, gradually began to smile, and eventually
entered into conversation with the gifted young musician.

The method of music therapy proposed by the talented craftsman, based upon the daily experience of listening to
the rubab, proved remarkably effective. Within only a few days the princess recovered, regained her emotional balance,
and became even more beautiful than before. Witnessing this miraculous transformation, the astonished Khan fulfilled
his promise: he gave his daughter in marriage to the musician and granted him half of his kingdom.

The inventor of the remarkable musical instrument lived a long and happy life with the princess. Their descendants
continued to perform on the rubab in Bukhara for many years, further improving the instrument created by their
father, who also continued his practice of healing people through music performed on his miraculous rubab.
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Proceeding from this tradition, distinguished Uzbek performers, instrument makers, and educators—including T.
Zufarov and G. Ergashev—emphasized that the sound of this instrument possesses the power to heal emotional
suffering, expressing the deepest cries, sighs, and lamentations of the human soul. For this reason, they referred to it as
the instrument that "expresses the lament of the soul". Owing to an inaccurate translation into Russian, however, the
instrument continues to be known as the Afghan rubab, despite the fact that, according to this legend, its invention
belonged to a master musician from Bukhara. Consequently, from both historical and scholarly perspectives, it appears
more appropriate to refer to this instrument as the Bukhara rubab.

Historical evidence presented in numerous scholarly sources likewise supports the conclusion that the origin of the
Afghan rubab cannot be directly attributed to the Afghan people. Particularly noteworthy in this regard are the
reflections of Abdurauf Fitrat in his book Uzbek Classical Music and Its History, where he cites information from an

anonymous historical treatise stating that the rubab first appeared in Khorezm during the reign of Muhammad

Khorezmshah.

Photo 3. Sarangi (Fro a personal archive of Tashmatova A.)

Fitrat further writes that in the 1920s an instrument brought from India, known as the sarangi, resembled the
rubab and initially led him to an erroneous conclusion (Fitrat, 1993). In a number of historical and reference
publications, this instrument is indeed identified as the sa7angi. The organologist Israel Alender, in his monograph
Musical Instruments of India, describes it as follows: “The sarangi is a classical bowed string instrument, widespread
primarily in Northern India. It is carved from a single piece of wood and features a leather soundboard with a bridge
attached to it”(Alender, 1979). In terms of its method of construction and structural design, the instrument displays
certain similarities with the Afghan rubab; however, unlike the latter, it is played with a bow rather than a plectrum.
The playing position also differs considerably: whereas the rubab is performed in a horizontal position, the sarangi is
held vertically.

Fitrat further emphasizes: “Subsequently, I came across the treatise Risolai Musigiy by Darvish Ali, in which it is
stated that this instrument was crafted in Balkh during the reign of Muhammad Khorezmshah and subsequently
developed in Khorezm”(Fitrat, 1993). According to Fitrat's description, the body of the instrument consists of four
principal components: the upper and lower sections of the body, a short neck, and a pegbox. The body and neck are
carved from a single block of wood, whereas the pegbox is manufactured separately and attached to the neck. The
upper and lower sections of the body are separated by lateral recesses measuring approximately 2.5 cm. The upper
section is 21 cm in length and 18 cm in width and is covered with deer or goat skin. The lower section measures 28 cm
in length and 10 cm in width. The narrowing section connecting the body to the neck measures approximately S cm.
A thin wooden soundboard is attached to the lower section of the body, while the bridge is positioned approximately
four finger-widths above the bottom of the instrument (Fitrat, 1993).

Professor Alexander Semenov, in his monograph The Central Asian Treatise on Music by Darvish Ali (17th

Century), observed: “The rebab is a string instrument which, according to our author, became widespread in Central
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Asia during the reign of Sultan Muhammad Khorezmshah (596/1200-617/1220), shortly before the Mongol invasion
led by Genghis Khan. During this period there lived at the Khorezmshah's court the unparalleled rebab virtuoso Ustad
Mahmud. Following the collapse of Muhammad Khorezmshah's empire, he migrated to Asia Minor, where he found
refuge under the patronage of the celebrated Persian poet Jalal al-Din Rumi (d. 1273), himself a native of Central Asia.
Foraperiod, Ustad Mahmud performed at Rumi's court and enjoyed the poet's profound esteem. The rebab possessed
five strings, four made of silk and one of silver”(Semenov, 1946).

Thus, Fitrat's description of the instrument corresponds almost completely to the construction of the Afghan
rubab represented by the unique museum specimen crafted by an unknown Bukhara master, preserved under
inventory number 1672 in the Museum of Musical Instruments of the National Musical Instruments Scientific and

Experimental Laboratory (M7lliy Cholg‘n) of the State Conservatory of Uzbekistan.

Photo 4. Structural Features of the Afghan Rubab (Avedova,1966: 71)

In his monograph Musical Instruments of Uzbekistan, Viktor Belyaev likewise emphasizes the distinctive
construction of the Indian rabab: “The principal distinguishing feature of the Indian rabab, in comparison with all
other string instruments widespread in Uzbekistan, lies in its shape. Viewed from above, the instrument resembles a
sharply pointed wedge with a rounded lower section. Approximately one-third of the distance from the lower end are
two deep lateral recesses. The body is exceptionally deep, its depth exceeding its width by almost one and a half times”
(Belyaev, 1933).

Based on Belyaev's detailed description, it may reasonably be concluded that the construction of the Indian rabab
bears a remarkable resemblance to that of the Afghan rubab. Such similarity appears entirely natural, since the history
of the Afghan rubab is characterized by a highly complex evolution, continuously enriched through the emergence of
new historical evidence, scholarly interpretations, and research hypotheses.

Particularly significant in this regard is Nina Avedova's monograph The Art of Decorating Uzbek Musical
Instruments, in which she provides the following description: “The Afghan rubab, also known as the Bukhara or Tajik
rubab, is an instrument widely distributed throughout Uzbekistan, Afghanistan, and Tajikistan. Among Uzbek fretted
plectrum instruments, it is distinguished by its characteristic form, closely associated with Afghan and Indian musical
instruments. The instrument consists of a large elongated wooden resonating body whose depth exceeds its width by
almost one and a half times, and a short neck slightly bent backward with a thick rounded shaft. The broader lower
section of the body is rounded, while somewhat above this section, without reaching the middle of the body, there are
two deep lateral recesses resembling the horn-shaped curves of the Kashgar rubab. The membrane is made of leather.
The instrument possesses five principal gut strings together with ten sympathetic metal strings, the tuning pegs of

which are inserted along the body”(Avedova, 1966).
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Photo 5. Kashmiri rabab (Cataldg of the exhibition of Indian

Avedova's profound analysis of the structural characteristics of the Afghan rubab and her effort to identify its
similarities with the Bukhara, Tajik, Indian, and Kashgar varieties provide substantial grounds for concluding that the
Afghan rubab is, in essence, the b uk h a r a rubab. This conclusion becomes increasingly convincing in light of the
continuing historical discoveries and new scholarly concepts concerning the origin and development of this
instrument, research that continues to evolve within contemporary musicology.

It should be emphasized that contemporary historical musicology continues to reveal new evidence concerning the
origin and evolution of musical instruments, thereby broadening and enriching our understanding of their historical
development. Of particular scholarly interest in this respect is the work of the performer and researcher S. Kasliwal,
who describes the Kashmiri rabab as an instrument virtually identical to the Afghan rubab in its outward appearance,
structural design, playing position, and method of sound production. The earliest known written reference to the
rabab appears in the treatise Sangit Parijaat, composed around 1650. Nevertheless, the name of the instrument occurs
considerably earlier in literary sources. For example, the poetry of Jayasi and Kabir contains numerous references to
the rabab (Kasliwal, 2001).

Itis noteworthy that in 2003, an exhibition of Indian musical instruments from the Museum of the Sangeet Natak
Akademi was organized in the Museum of Musical Instruments of the State Conservatory of Uzbekistan. Among the
exhibits was the Kashmiri rabab, which has preserved both its aesthetic significance and its relevance in musical
performance practice in the twenty-first century.

Equally deserving of attention is the scholarly concept proposed by the distinguished musicologist Professor
Fayzulla Karomatov in his monograph Uzbek Instrumental Music, in which he demonstrates the close relationship
between the Afghan, Tajik, and Bukhara rubabs: “Among the group of plectrum instruments, the Afghan (or Tajik,
Bukhara) rubab occupies a special place because of both its distinctive external form and its remarkably rich timbral
qualities. It became especially widespread in Bukhara and Samarkand. At present, it may also be encountered in several
other cities of Uzbekistan, including Tashkent, primarily among musicians who migrated there from
Bukhara”(Karomatov, 1972).

Karomatov further characterizes the construction of the Afghan rubab as follows: “The Afghan, or Bukhara, rubab
currently widespread in Uzbekistan consists of a large, deep, wedge-shaped body with lateral recesses and a short neck

terminating in a rounded pegbox”(Karomatov, 1972).
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Photo 6. Side View of the Afghan Rubab Photo 7. Rear View of the Afghan Rubab
(Karomatov,1972: 142) (Karomatov,1972: 141)

These observations once again demonstrate that the instrument traditionally referred to as the Afghan rubab
possesses the principal structural characteristics of what many scholars identify as the Bukhara rubab. In her
fundamental monograph Musical Instruments of Central Asia, Tamara Vyzgo introduced the concept of the Central
Asian rubab, formulating it on the basis of an extensive study of medieval Central Asian miniature paintings. She

writes:

Photo 8. Central Asian rubab (Vyzgo, 1980: )

“A typical example of the Central Asian rubab is found in a mid-sixteenth-century miniature by the artist
Muhammad Murad Samarqandi from a manuscript of the Shabnameb (Institute of Oriental Studies of the Academy
of Sciences of the UzSSR, No. 1811, fol. 65a), depicting Kay Kavus surrounded by his attendant. The rubab performer
portrayed in the miniature is entirely consistent with the overall artistic conception of the composition. It may be
assumed that the instrument held by the musician likewise represents a typical example of the folk musical instruments
of medieval Samarkand. As in the case of the modern Bukhara rubab, the body of the instrument is divided into two
unequal sections, one covered with parchment and the other with a wooden soundboard. It also possesses a
comparatively short neck terminating in a backward-curving pegbox. Furthermore, the medieval musician holds the
instrument in exactly the same manner as contemporary rubab performers—horizontally across the knees, striking the
strings with a plectrum” (Vyzgo, 1980).

Vyzgo further observes that: “In the Pamir region there also existed a more highly developed variety of the rubab,
presently known as the ‘Afghan’ rubab. This instrument possesses a very deep body divided by a transverse recess into
two unequal sections. The upper, broader section is covered with leather, while the lower, narrower and longer section

is fitted with a wooden soundboard. The instrument has six playing strings and nine sympathetic strings with laterally
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positioned tuning pegs. Its richly ornamented body bears witness to the remarkable craftsmanship of wood carving.
The instrument was acquired by Zarubin in Shughnan, on the Panj River. It differs so substantially from the other
rubabs described-both in construction and craftsmanship-that one may reasonably assume its foreign origin with
respect to the Pamir region. Most likely, it reached Shughnan from Bukhara, where it was, at that time as well as today,
exceptionally popular” (Vyzgo, 1980). Vyzgo's detailed description provides convincing evidence that the structural
characteristics of the so-called Afghan rubab correspond closely to those of the Bukhara rubab and confirm the identity
of their performance practice.

Additional evidence concerning the regional varieties of the rubab is presented in the monograph The Musical Art
of the Pamirs by F. Karomatov and N. Nurdzhanov: “In the past, another variety of the rubob, known as the Kabul
rubob (rubobi qobuli), was widespread in several large settlements” Karomatov, 1972). In describing this instrument,
the authors include an important note: “It is possible that the term refers to the ‘Afghan’ (Bukhara, Tajik) rubob”
(Karomatov, 1972). This observation provides further support for the hypothesis advanced in the present study
concerning the existence of numerous interconnected varieties of the Central Asian rubab.

Particularly significant are the views expressed by Tukhtamurod Zufarov, Candidate of Philological Sciences and
eldest son of the distinguished Uzbek master instrument maker Usta Usman Zufarov. In his book The Instrument and
the History of Its Manufacture, dedicated to the life and creative activity of his father, he writes: “Since ancient times,
the population of Balkh consisted not of Afghans but primarily of Turkic peoples, including Uzbeks. From antiquity

they were engaged in the manufacture of national musical instruments” (Zufarov, 2014).

Photo 9. Usta U.Zufarov Crafting an Afghan Rubab (Zufarov T, 2014: 97)

Zufarov further emphasizes: “Musical instruments are not named after a particular nation or ethnic group, but
rather according to their distinctive characteristics. Consequently, when we use the term ‘Afghan rubab’, we should
notassume that the instrument belongs exclusively to the Afghan people. Owing to its exceptionally expressive timbre,
capable of conveying the most subtle movements of the human soul, such a designation cannot be regarded as
historically precise” (Zufarov, 2014).

This interpretation once again supports the conclusion that the designation Afghan rubab should be understood
primarily as a historical and organological term rather than as an ethnically determined one.

Since ancient times, the Afghan rubab has remained one of the most beloved musical instruments among the
peoples of Central Asia and numerous countries of the East. It is significant that many celebrated virtuoso performers
were known by the honorary epithet Rubobi, reflecting their outstanding mastery of this instrument. During the era
of the Great Silk Road, merchants frequently presented the instruments they themselves performed on as
commemorative gifts to lovers of music. In this way, they introduced the musical instruments of the peoples of the
East to distant regions and made an important contribution to the dissemination and development of national musical

cultures.
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Photo 10. Modernized Afghan Rubab Photo 11. Modified Afghan Rubab
(Tashmatova, 2006: 54) (Tashmatova, 2023: 32)

Uzbek master instrument makers creatively assimilated the achievements of world organology, carefully studying
the constructional principles of musical instruments developed throughout the countries of the East and
reinterpreting them in accordance with the performance requirements of their own historical period. Their selection
of construction materials was determined by considerations of quality and acoustic efficiency, including various
species of wood, leather, strings, tuning pegs, and plectra, all of which underwent continuous refinement as
technologies of instrument modernization evolved.

These essential aspects of folk instrument construction have been examined not only by Uzbek scholars but also
by researchers from other countries of the Turkic world. Particularly noteworthy in this regard is the organological
study the Folk Musical Instruments of Azerbaijan by Saadat Abdullayeva (Abdullayeva, 2000), in which the author
provides a detailed analysis of the materials used in the manufacture of musical instruments and demonstrates their
decisive influence on tonal quality. Abdullayeva's comprehensive investigation substantially broadens the
methodological foundations of contemporary ethnomusicology while simultaneously contributing to the enrichment
of the timbral palette, expressive potential, and technical capabilities of instrumental performance.

It should also be noted that similar processes unfolded in Azerbaijan during the 1930s, when comprehensive work
aimed at the improvement and modernization of traditional folk instruments was carried out (Kerimov, 1959). These
developments significantly strengthened intercultural contacts between Uzbekistan and Azerbaijan and intensified
artistic interaction in the sphere of instrumental performance. The close affinity between the musical instruments of
the Uzbek and Azerbaijani peoples made it possible to incorporate Azerbaijani folk melodies, arrangements,
transcriptions, and original compositions by Azerbaijani composers into concert repertoire as well as educational
curricula.

Owing to the artistry of performers and the dedication of numerous enthusiasts, the Afghan rubab continued to
evolve, acquiring new timbral qualities and undergoing gradual structural modifications intended to improve
performance convenience. Throughout its historical development, the instrument passed through several successive
stages of refinement. During the 1940s, the Afghan rubab was substantially modernized by the Honoured Artist of
Uzbekistan, Professor Ashot Petrosyants, together with the instrument designer Savely Didenko. In his fundamental
work Instrumentology. Uzbek Folk Musical Instruments, Petrosyants characterizes the reconstructed instrument as
follows: “The reconstructed Afghan rubab, like the Kashgar rubab in terms of its sound range, occupies the middle
register”’(Petrosyants, 1990).

This description refers specifically to the modernized instrument, whose construction differs in several respects
from the traditional model. In adapting the instrument to the requirements of contemporary performance practice,
the neck was lengthened and fitted with fixed frets. Consequently, the second wooden resonating chamber located
beyond the lateral recess was shortened. The front section of the body became wider, while the instrument's pitch
organization was transformed into a fully chromatic system based on twelve-tone equal temperament. Unlike the

traditional Afghan rubab, the reconstructed version no longer contains sympathetic strings (Tashmatova, 2006).
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The original wooden tuning pegs were replaced with mechanical tuning machines. Gut strings were substituted
with nylon strings, with the exception of the third single string, which retained its original construction.

Sound is produced by means of an ebonite plectrum. The instrument is distinguished by its soft, velvety timbre
and permits the use of a broad spectrum of performance techniques, including single and double strokes, triplets,
staccato, piggicato, arpeggio, tremolo, and glissando. Unlike the traditional Afghan rubab, the modernized instrument
is suitable not only for the performance of Uzbek classical music but also for compositions by contemporary Uzbek
composers as well as works from the Western classical repertoire (Tashmatova, 2014).

Despite these important improvements, certain ergonomic difficulties remained unresolved. Owing to the
distinctive shape of the instrument's body, performers experienced considerable difficulty in reaching the highest
positions of the fingerboard. In order to play in the upper register, the thumb of the left hand-which serves as the
principal point of support—had to remain above the neck. In practice, however, performers were often compelled to
lower the thumb, thereby violating the correct playing position and resulting in imprecise intonation and reduced

sound quality.

Photo 12. Five-String Afghan Rubab Photo 13. Modified Seven-String Afghan
(Tashmatova, 2023: 29) Rubab (Tashmatova, 2023: 29)

The historical, structural, and performance-related characteristics discussed above reveal both the shared features
and the regional differences among the rubab varieties. To present these relationships more clearly, the principal
characteristics of the instruments examined in the study are summarized comparatively in Table 1.

207



Table 1. Comparative characteristics of central Asian rubab varieties

Central Asia

type

resonating section

strings

Rubab variety Geographic Body structure Soundboard Strings Playing Distinctive feature
association technique

Afghan rubab Uzbekistan, Deep, wedge-shaped body with Leather upper sectionand | Five principal strings and Played horizontally | Rich, soft timbre; closely associated with the
Afghanistan, lateral recesses and short neck wooden lower section sympathetic strings in the with a plectrum Bukhara and Tajik rubabs
Tajikistan traditional form

Bukhara rubab Bukhara and Large, deep body divided into two Leather and wooden Varies by historical model Played horizontally | Frequently identified in the literature as
Samarkand unequal sections soundboards with a plectrum structurally identical or closely related to the

Afghan rubab
Tajik rubab Tajikistan and Similar to the Afghan/Bukhara Leather-covered Principal and sympathetic Plectrum technique | Often treated as a regional designation of the

Afghan/Bukhara rubab family

Pamiri rubob

Pamir region

Deep body divided into unequal

sections

Leather upper section and
wooden lower section

Six playing strings and nine
sympathetic strings in the cited

Played horizontally

The examined specimen was considered
possibly imported from Bukhara

example
Indian rabab India Deep wedge-shaped body with Leather soundboard Not consistently specified in Plectrum technique | Strong structural resemblance to the Afghan
lateral recesses the cited sources rubab
Kashmiri rabab Kashmir Similar external form and structural | Leather-covered body Varies by model Played horizontally | Closely resembles the Afghan rubab in
design to the Afghan rubab section with a plectrum appearance, playing position, and sound
production
Sarangi Northern India Carved from a single block of wood | Leather soundboard Multiple melody and Played vertically Structurally similar in some respects, but
sympathetic strings with a bow differs fundamentally in playing technique
Modernized Afghan | Uzbekistan Lengthened neck, shortened second | Modified construction Chromatic system; Plectrum technique | Adapted to twelve-tone equal temperament
rubab resonating chamber, widened body sympathetic strings removed and contemporary repertoire
Modified seven- Uzbekistan Ergonomically redesigned body and | Modernized resonating Seven strings Plectrum technique | Expanded range, easier access to upper
string Afghan rubab neck structure positions, and improved technical freedom

Note. The comparison is based on the descriptions and visual materials presented by Fitrat, Belyaev, Avedova, Karomatov, Vyzgo, Kasliwal, Alender, Petrosyants, and Tashmatova. The classifications should be interpreted as organological and historical

associations rather than rigid ethnic categories.
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Conclusion
Consequently, musicians were unable to realize the full technical and artistic potential of the instrument. In order to

produce a pure, resonant tone, performers frequently had to lean their bodies unnaturally toward the left side, creating
physical discomfort and limiting technical freedom. The necessity of overcoming these shortcomings naturally led to
the scientifically grounded development of a modified Afghan rubab, designed to satisty the demands of modern
professional performance.

The principal objective of this innovation was to create and introduce into widespread professional practice a
scientifically designed modified Afghan rubab intended for students and concert performers alike (Tashmatova,
2023). The new instrument was conceived to provide maximum ergonomic comfort, superior sound production, an
expanded tonal range, and significantly enhanced technical and artistic capabilities. To achieve these aims, the
traditional five-string Afghan rubab was transformed into a seven-string instrument, fully corresponding to the
requirements of contemporary musical performance and allowing performers to execute passages in the upper register
freely while maintaining consistently high sound quality.

In the educational and methodological manual Uzbek Folk Musical Instruments, Anvar Lutfullaev and Tamara
Solomonova identify the Afghan rubab and the Kashgar rubab as the principal varieties of the rubab employed within
Uzbekistan's system of professional music education. Characterizing the Afghan rubab, the authors note: “The
Afghan, or Bukhara, rubab currently used in Uzbekistan consists of a large, deep, wedge-shaped body with lateral
recesses and a short neck terminating in a rounded pegbox” (Lutfullaev & Solomonova). This description, presented
in contemporary Uzbek educational literature, once again confirms the close relationship between the Afghan and
Bukhara rubabs and reflects the established scholarly tradition concerning the structural characteristics of this
instrument.

Thus, an examination of the historical development of the Central Asian varieties of the rubab, using the Afghan
rubab as a representative example, reveals the inexhaustible artistic potential and continually expanding expressive
possibilities of instrumental performance. The extension of the instrument's range ensures greater freedom in
navigating the sound space, facilitates comfortable performance, and provides more accurate and refined intonation.
Consequently, modified Uzbek folk musical instruments have acquired a position of increasing importance across
virtually every sphere of contemporary musical performance. Their technical capabilities make it possible to perform
not only traditional folk and classical repertoire but also large-scale works by Uzbek composers and masterpieces of
world musical culture. There is every reason to affirm that the creative process of modifying Uzbek folk musical
instruments continues successfully and possesses considerable future potential. The modified Uzbek national
instruments, performed with remarkable artistry by contemporary musicians, represent one of the most promising
directions in the further development of Uzbekistan's national musical art in the twenty-first century (Tashmatova,
2026).

It should be emphasized that the process of modifying Uzbek folk musical instruments is, in essence, continuous
and inexhaustible. Ongoing improvements create new opportunities for young performers to participate successfully
in prestigious international competitions, achieve prize-winning results, and represent Uzbekistan's national musical
culture on the world's leading concert stages. At the same time, Uzbek folk musical instruments remain a fundamental
artistic and cultural heritage, serving as an invaluable source for future musicological, organological, and
ethnomusicological research. Their historical evolution, constructional diversity, and expanding performance
potential continue to provide fertile ground for new scholarly investigations.

Among these instruments, the modified Afghan rubab occupies a particularly significant position. Combining
historical authenticity with modern technical and acoustic capabilities, it has become one of the priority instruments

contributing to the further development of the national musical culture of Uzbekistan in the twenty-first century.
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