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Abstract In the XX and XXI centuries, Kazakh music went through three waves of innovations:
first, after centuries of solo-only performance, ensembles and orchestras appeared

in the first decades of the Soviet period. Then, ethnographic, iconographic,

and archaeological research brought back to life lost or nearly-forgotten instruments
in 1970-80s, and in the 2000s new types of ensembles and neo-folk instruments
appeared under global influences. All these changes were driven by two opposite
tendencies: intensive cross-cultural interaction (primarily on the West-East axis) met
the growing interest to the nation’s past. This neotraditional mindset influences,

on the one hand, to music instrument-making, on the other hand, to performance
practice.

In the first wave, the need for creating the orchestra of Kazakh folk instruments,
declared by Akhmet Zhubanov, caused the foundation of the workshop where
standardized dombra (plucked lute chordophone) and gobyz (bowed lute chordophone)
were created together with their modernized cousins (prima, alto and bass versions).
During the second wave, such prominent scholars as Bolat Sarybayev turned

to the restoration of the lost instruments (sherter, zhetygen, saz syrnai, percussion

and so on) that were later included in orchestras and ensembles and even
institutionalized within the conservatoire’s classes. The third wave is strongly
associated with various kinds of popular music. Some ensembles (as Turan and Hassak)
moved toward the World music style, others (as Aldaspan) experimented in electronic
and rock directions.

So, it is obvious that all three waves are interconnected. Unification and experiments
with materials in the early Soviet period, as well as the creation of special workshops
and laboratories for folk music, have created a systematic cycle of research

and reconstruction.

Keywords: neotraditionalism in music, Kazakh music, Kazakh music instruments,
modernization of music instruments, reconstruction of music instruments, prima gqobyz,
sherter, electric dombra.
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Introduction. We often think of neo-traditionalism as a part of post-modernist or even
meta-modernist culture, when the turn to the past becomes the turn to the future.
At the same time, history, and especially the history of music, is made of multi-aimed
moves, summative vectors of which form a movement forward.

Some innovations are justified by restoring a “long-forgotten” tradition, while
others by the necessity to modernize national culture. Some of them find a lodgment,
and others fade in centuries, leaving just material for archaeological discoveries.

By now, the history of Kazakh instruments has not been written. If we consider
those episodes we know, it looks like a story of innovations. Something looking like
a lute chordophone has been depicted on the petroglyphs near Almaty and has been
brought to the Ykylas Music Museum (see Fig. 1). Then excavations at Scythian and Turkic
burials revealed bizarre forms of harps and lutes with elements similar to some modern
instruments while, at the same time, looking unlike anything modern. For example, many
scholars discussed the construction and possible ways of playing the Scythian harp found
on the Pazyryk archaeological site (see [Lawergren; Bassilov]). It is very different from all
modern instruments
and, at the same
time, pretty close
in building methods,
materials
and elements
of construction
to modern bowed
chordophones
of Eurasian nomads,
like the Kazakh
qyl-qobyz.
The histories
and geographies
of some archaic
instruments

Figure 1. Stone with petroglyphs at Ykylas Music Museum in Almaty
(Photo by Valeriya Nedlina) are waiting to be
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studied. Thus the construction, performance techniques and connections with modern
instruments of the lute chordophone from Karakaba (Kazakh Altay) are well described
by archaeologists [Samashev] but still weren't discussed by ethnoorganologists.
So, it looks like nearly every important historical milestone is marked by innovations
in musical instruments.

If we think of transformations of Kazakh instruments in the last hundred years,
we'll find that innovations consciously made and precisely aimed, followed ideological
shifts and general social transformations. It allows us to suppose that all previous
transformations were of the same nature — instruments appeared and changed together
with the shifts in mindsets and societal organization. My paper includes results of three
research projects on some important trends and phenomena that accompanied tectonic
shifts in Kazakh society. These trends appear together with re-establishing the concept
of Kazakh nation and identities associated with it. The shifts in the construct of “nation”
are always dealing with the past for “modernization” of old traditions to adapt them
to the new historical environment.

Neotraditionalism: a definition. The term “neotraditionalism” is closely associated

with politics. Thus, Britannica gives the following definition: “Neotraditionalism, in politics,
the deliberate revival and revamping of old cultures, practices, and institutions for use

in new political contexts and strategies.” [Galvan] The most significant changes in political
context for Kazakhstan, as for many other Asian countries, in 20th century were

the gradual formation of the national state. It was gradual due to the historic situation:
first, the Kazakh Soviet Socialist Republic was formed in 1920-1930s within the USSR

out of territory of three Kazakh hordes (juz) dependent on the Russian Empire,

then in 1991, together with other republics, Kazakhstan received independence.

In his famous book, Benedict Anderson notes: “If nation-states are widely conceded
to be 'new' and ‘historical,' the nations to which they give political expression always
loom out of an immemorial past,' and, still more important, glide into a limitless future.
It is the magic of nationalism to turn chance into destiny.” [Anderson, pp. 11-12]

Thus, the dialectics of “new” and “archaic” become the driving force of changes

in identities and cultural phenomena, connected with them. In West-and-East cultural
interaction, westernization was one of the cores, but not only, trends for a while.
Therefore, the "new” is not always “appropriated from the West".

In his research on Nigerian pop-music, Austin Emielu offers a theory of progressive
traditionalism: “"While Westernization came essentially through political domination
(colonialism), African cultures have been resilient enough to hold on to core values
of their traditions and culture, allowing only those aspects of foreign culture
and traditions that enhance indigenous practices. Such resistance to total domination
created a platform for the modernization of African cultural practices where the core
features are African and the periphery is foreign”. [Emielu, p. 222]. It is very close to what
I mean under neotraditionalism: modernization that is aimed at contemporary
presentation of traditions.
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Three waves of reconstructions. Let's take a closer look at the three ways
of reconstructing Kazakh music instruments: first, in the times of Soviet cultural building
(1920-1940s); second, coinciding with the growth of national consciousness in the 1970s;
and the last one marked the post-global self-presentation of Kazakh artists on the world
music stages.

The first wave is associated with Akhmet Zhubanov, a humanist scholar, prominent
composer and active leader, whose enthusiasm allowed Kazakh music to move towards
a global world of industrial and post-industrial age.

Soviet authorities have formulated the imperative of national culture: national
in form, socialist in content. It provided for some differences and features but unification
was at the front. Like Russian culture at the turn of 19th and 20th centuries, those nations
who hadn’t orchestral traditions were persistently encouraged to develop new forms
of collective performance. This led to the urgent need of a standardized music industry
including instruments and their manufacturing as well as increasing numbers
of performers (and instruments) for philharmonic needs.

Ensemble performance required unified tuning, construction and acoustics.

Thus, the Kazakh musical workshop in 1933, on the initiative of Akhmet Zhubanov

was created nearly simultaneously with the orchestra of Kazakh folk instruments,

still prosperously existing under the name “Kurmangazy orchestra”. The purpose

of the experiments was to enhance the sound and unify the structure and pitch

(to create orchestras of folk instruments and to bring the dombra to European-style
concert venues). The researcher A. D. Alekseyev writes that to replace the low-tuned
dombra common among the people (“approximately G3 and C4"), prima, tenor and bass
dombras were built
with a fixed tuning
and chromatic-scale
frets (see Fig. 2)
[Alexeyev]. Akhmet
Zhubanov and the
staff of the musical
experimental
laboratory, trying
various materials
for the orchestral
dombra, put metal
strings on it,

but the sound did
not correspond

to the gut strings
Figure 2. In the Kazakh musical workshop of Kaztekhsnab. familiar to the Kazakhs.
Left to right: senior master G. Tukhvatulin, craftsmen K. Kassymov

and K. Ibrayev manufacturing qobyz and dombra (source: Central State The sound of nylon
Archive for Film and Photo Documents https://kfdz.kz/) fishing line was closer
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to them than metal. Therefore, gut strings, due to the complexity of the manufacturing
process and fragility, were replaced with thick fishing line (0.7 or 0.8 mm) [Utegaliyeva
2006, p. 96]. All this significantly changed not only the instrument itself, but also

its repertoire. Convenience in daily performing practice began to prevail over

the authenticity of sound and significantly changed the timbre flavor of modern
Kazakh music.

More unified in form and timbre, new dombras have shaped the newly established
Orchestra of Kazakh folk instruments and influenced other innovations like the prima
dombra and prima qobyz, which were de jure modernized but de facto invented nearly
from scratch. Altogether, they formed the new practice of orchestral performance.
Thanks to YouTube, it is possible to listen to a short fragment from the rare mid-1940s
video of Kurmangazy orchestra’s performance of Akhmet Zhubanov's song Karlygash.
The conductor is Akhmet Zhubanov himself (see Fig. 3).

The ancient bowed chordophone
qobyz followed the dombra. In our
Figure 3. Akhmet Zhubanov,
Karlygash song. Kurmangazy recent research on gobyz performance
orchestra of Kazakh instruments together with my undergraduate
Sirr{iqhetctjp?//thguatﬁtgg/rdlc CBy7SiA student Aida Aidynkyzy,
' YU PERYI% - Wwe have found that three
modernizations (see Table 1)
undertaken during 1930-1950s have influenced a significant shift in performance
techniques as well as in the acoustics of instruments and even the prevailing gender
of musicians. In fact, now two separate traditions exist: one continuing the playing
of the archaic qobyz that received the prefix “qyl”, and a newly established one
for the prima qobyz.

Table 1. The three modernizations of qobyz

1st modernization

1934. Three gut strings, half-open
or leather-covered deck

Left: photo of Zharas baksy
(shaman’s) nar kobyz, 18th century.
Ykylas music museum (filmed

by Valeriya Nedlina)

Right: photo of Raushan
Nurpeissova’s kobyz by Aknar
Tattibaikyzy [Tattibaikyzy, p. 89]
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2nd modernization

after 1950. Four metal strings,
shortened neck

Photo of Gulnafis Bayazitova’s
kobyz from Ykylas music museum
(photos taken by D. Sembyanov)

3rd modernization

1954. "Pershin’s prima kobyz".
Flat violin-like wooden body
Photo: Valeriy Abramkin, nephew
of Alexander Pershin (Instagram:
@valerii_abramkin)

Pershin brought the instrument closer to the Western violin. The most significant
feature of it — the flageolet technique of playing — was preserved from archaic qyl-qobyz.
The new four metal strings are much thinner and harder than the initial horsehair.

They harm the student-musician’s fingers and nails so hard that, according to a joke
of prima-qobyz performers, only a girl can endure the pain.

Putting jokes aside, together with Aida, who plays in the Otyrar Sazy folk orchestra,
we analyzed how the sound and construction of the modernized instrument influence
the performance technique and vice versa. First of all, the timbral qualities of the sound
of the prima-qobyz are not similar to those of the gyl-qobyz, the violin or the cello.

To demonstrate it, we use spectrograms created with the software SPAX" (see Fig. 4-6).

All three samples were specially recorded in the studio of Kurmangazy Kazakh National
Conservatoire to provide the same conditions and appropriate noise reduction. The sound
waves of the prima-qobyz are not as distorted as those of the qyl-qobyz but still preserve

more overtones than the stabilized sound
of western bowed instruments, despite
1 Alexander Kharuto. Program SPAX for Windows.

Reg. N 2005612875 of Federal Institute of Industrial the sound itself is a fourth hlgher
Property of Russia, 2005. than that of a cello we see in Figure 6.
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Figure 4. Kyl-kobyz
Open D3 horsehair
string, 20 kHz, -75Db

Figure 5. Prima kobyz
Open G3 steel string,
20 kHz, -75Db

Figure 6. Cello

Open D3
roundwound steel
string, 20 kHz, -75Db

No. 4. 2023
SPAX (C) AKhaulo, 20002013 Souce fle _rsunnoder_arpenas cipw_pe
LKz 4500 Tine mean
Zﬂzll Sif. &8
16000
12000
8000
o 75

0d8
15

SPEA IC) Akhanso, 20002013 Scorce fle: Primaf_Audic 01_test]
Volume, B

T " it Y=t W s e

LHz

£

LHz

16000

12000

75 85 35 05 ns 125 135

SPAX (C) AKhaulo, 20002013 Source file: _esononsens_pe

sl

00 10 20 30 40 50 B0 7 Time. s

Time mean
sif. &8

5
‘Eﬁ.

E

This is due to the strings freely vibrating in the air and due to the construction of the
body. On the one hand, it is a disaster for an ensemble performance from a western
perspective. Our assistant sound engineer Nikolay Nossenko mentioned that if violins had
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such a timbre, the symphonic orchestra wouldn’t sound well. On the other hand, it may be
considered a special Kazakh feature, representing a modern version of the ethnic sound
ideal.?

The second wave of modernizations. Second birth of the forgotten instruments.
In the 1970s and 1980s, a number of remarkable books were published that prepared
a large-scale rethinking of the role of traditional culture, the historical past of the people,
and the place of the Kazakhs in the “great fugue of nations.” [Wit and Wisdom] Later,
this canon of books received the name "Eurasian literature.” This refers to the works
of writers such as Mukhtar Auyezov, Olzhas Suleymenov, and Chinghiz Aytmatov.
The idea of “returning to the roots,” as well as thoughts about the influence of the Turkic
peoples on world history and culture, was accepted by the creative intelligentsia.

The remarkable thing is that this paradigm shift in national consciousness was
anticipated by significant transformations in folk ensembles caused by the discoveries
of the prominent Kazakh scholar Bolat Sarybayev. Looking in all kinds of historical
sources — from archaeology to field materials — he reintroduced many nearly forgotten
instruments into the culture. The archaic forms of most of them couldn’t match
the realities of industrial life, where the loud and well-articulated sound, wide range
and unified tuning became important criteria for orchestras and ensembles. Neither could
they hope for institutionalization among the resurrected traditions. In response, Sarybayev
turned to the same methods as during the first wave of innovations: reconstruction,
unification, and inclusion in the orchestra. Nurgissa Tlendiyev was one of the many
enthusiasts who implemented these new-old instruments in contemporary concert
life and we can listen to the Otyrar Sazy Orchestra — an enlarged version of orchestra
compared to Zhubanov's — performing Makhambet Kui by him under the direction
of the author (see Fig. 7).
. . . Kazakhs had musical instruments
Figure 7. Nurgissa Tlendiyev, . e .
Makhambet Kui. Performed  ©f all four primary classification groups

by Otyrar Sazy Orchestra, of the Hornbostel-Sachs system.
conductor — author. ;

URL: https://youtu.be/ But not all of them were in equal use
SCrvamfVZKA throughout the centuries. By the 20th

century, living traditions were preserved
only for the dombra (plucked lute), gobyz (bowed lute), and sybyzgy (open flute). The last
two were fading due to a lack of heirs and external influence even before the Soviet era.
It was a new paradigm of cultural heritage that brought many instruments back to life.
But was this a real resurrection, a kind of cultural innovation, or even a substitution?

The other case study | performed several years ago [Nedlina] concerned the sherter,

recreated by Bolat Sarybayev in the early 1970s. He first found a single picture

of the instrument in a book by Polish
2 The concept of the ethnic sound ideal was introduced exile Borislav Zaleski. The instrument

by F. Bose. It is implemented in Kazakh ethnomusicology  Kyilt according to this picture wasn't

and broadly discussed by professor Saule Utegaliyeva . .
[Utegaliyeva 2017]. playable. After receiving some additional
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field materials and turning on the imagination, Sarybayev and his fellow craftsmen have
rebuilt the sherter. In fact, it turned out to be a completely new instrument with some
ethnic charm but without repertoire. It used to accompany epic telling, but then dombra
substituted it for everyday practice. Now performers mostly play transcriptions of dombra
kuis along with western music (see Fig. 8-10).

Figure 8. Borislav Zaleski Figure 9. Archaic sherter Figure 10. Modernized sherter
The etching “Yurt interior”. Reconstruction by Bolat By Bolat Sarybayev
Supposedly — fairytale Sarybaev and Orazgazy and Abuzar Aukhadiyev, 1972
performance by Myrzakai Baissembayev, 1969

All pictures first published in Sarybayev's album [Sarybayev]

Still, thanks to the nylon or gut strings, composite wood-and-leather deck
and dobra-kind plucking technique the sound of the sherter evokes “"nomadic” imagery.
There are some samples available on YouTube, for example, the fragment of Oi Tolgau,
a popular ancient folk kui common for dombra and transcribed for sherter (see Fig. 11).
Like the sherter, the percussion instruments dauylpaz, dabyl, gonyrau, wind instruments
kamys syrnay, saz syrnay, and the string instruments adyrna, zhetygen were recreated
and reimplemented in culture. Not all of them are institutionalized completely. Sherter,
zhetygen and saz syrnai, together
Figure 11. Transcription of Oi Tolgau ~ With sybyzgy, are now taught in
dombra kui for sherter. Performed specia| classes at Kurmangazy
Bﬁﬁahrlitya .Aidyn' Conservatory and music high
- https://youtu.be/64HHWqM7rao
schools. In these cases, we may
speak of a recreation of living
traditions rather than of a restoration, though the mentioned instruments function as
secondary compared to dombra and qobyz which are institutionalized in the education
system and have continuous history without interruptions.

The third wave of modernizations. The third wave of modernizations is strongly based
on the achievements (and misfortunes too) of the first two periods in instruments’
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reconstruction. If Soviet ideology was focused on the future and therefore modernization
of instruments was considered an improvement, post-Soviet experiments, which were

in fact technologically pretty much the same, were based on a different attitude.

The new ideological focus on Kazakh nationalism made craftsmen and musicians think
of it as a restoration of the lost heritage.

The core driving force of the third wave were young musicians who grew up in post-
Soviet realities. The example of their elder colleague, performer and composer Yedil
Hussainov, who mastered several instruments and Tuvan throat singing (that, in terms
of semiology, is considered by Kazakhs as “our” but a long-ago forgotten practice),
inspired them to conduct numerous experiments with instruments. In the 1930s,
the Kurmangazy Orchestra appeared because of the aspiration of musicians to have
national institutions that looked like their western counterparts. Now the West offered
a new model for adaptation: ethnic groups within the world music genre of popular music.

This line of experiments was opened by Turan ensemble in 2006 (see Fig. 12).

They were the most fruitful in terms of instruments. | will describe their achievements
just briefly because their experiments deserve a special paper. The ethnographic pathos
of this ensemble was to present as many nomadic instruments as possible, no matter
archaic or renovated.
All musicians, first
of all, the core
members Serik
Nurmoldayev,
Baurzhan
Bekmukhamet
and Maksat
Medeubek,
are multi-
instrumentalists.
Turan was the first
‘ group to perform
Figure 12. Turan ensemble (official poster) with the symphonic
orchestra: composer
Aktoty Raimkulova collaborated with them for two symphonic poems — Dala Syry (The Steppe
Song, 2008) and Jamilia (Girl's name, 2009). They contributed to the implementation
in concert practice of rare instruments like the Kazakh kernei, muiz (horn), shinkildek
(children’s dombra) as well as instrumental-puppet performance orteke. Describing
the instruments of Turan, Megan Rancier wrote:

“Turan’s expression of Kazakh traditional culture and spirituality are probably best represented
by the musical instruments that they play. Although each instrument possesses a unique history
and set of performance conventions, they are all widely believed to have been used by Kazakh
musicians for several centuries. Each musical instrument brings along its own musical and social
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history, thereby adding its own layers of historical references and contemporary meanings.
In addition, most of these instruments are in themselves potent symbols of Kazakh cultural history
and national identity, so that their combined use presents a powerful articulation of where
the Kazakhs came from and what Kazakh-ness means in the present day.” [Rancier, p. 219].

The Hassak ensemble has followed this line since 2010. In their video clip (see Fig. 13),
we can see and hear the barbat. This instrument never existed in Kazakhstan but is known
among Kazakhs and other Turkic-speaking minorities in China as an accompaniment
for singing. Kazakhstani craftsmen have constructed their own version—not very precise
but, according to Hassak’s leader Yerzhan Zhamenkeyev, very “Kazakh” and appropriate
for the ensemble.

" Absolutely different, but at the same
E E Figure 13. Hassak. Amanat. 2015 time, similar in the sense of instrument
; Barbat — fiye—stringed lute, known building, experiments appeared
among Chinese Kazakhs . A .
- URL: https://youtu.be/Kz7Bt-zERQc 1N Kazakh rock music with implementing
Eh the electric dombra. In 2011, the debut
album of the Aldaspan group was
released — the first rock band to use this musical instrument. The idea of creating
an electric dombra belongs to the producer and performer Nurzhan Toyshi. According
to him, the similarity of dombra motifs with heavy rock guitar riffs served as an impulse
[Abisheva, p. 36]. The Moscow-based Shamray Guitars workshop has created three
instruments: tenor, baritone, and bass (see Fig. 14).

Figure 14. Electric dombras by Shamray Guitars (source — official site https://shamray.ru/)

These pure implementations of the idiom “folklore of the technological era”
are interesting in comparison to the acoustic dombra. The spectrogram shows absolutely
different timbres of the same 19th century kui Aday by Kurmangazy (see Fig. 15).
However, typical guitar effects (like fuzz, overdrive, or distortion) may help to create
a denser sound spectrum that sounds closer to the ethnic ideal of the steppe nomadic
sound. Moreover, metal strings allow musicians to tune the dombra lower than nylon.
Thus, the sound pitch more common for the archaic dombra with gut strings may be
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achieved. "Rocky” sound suits the performance technique of ancient dombra tradition that
may be heard in Aldaspan’s debut clip (see Fig. 16).

SPAX IC) AKhsuto, 2000-2013 Souce fie: adaielectic avi
Volume, &
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Figure 15. Spectrograms (SPAX ©) of the first 10 seconds of Adai kui,
performed on electric (a) and acoustic (b) dombras

Figure 16. Aldaspan. URL: https://youtu.be/lv3Xb1SeRiU

Conclusion. It is obvious that all three waves are interconnected. Unification

and experiments with materials in the early Soviet period, as well as the creation

of special workshops and laboratories for folk music, have created a systematic cycle
of research and reconstruction. The late-Soviet period added restoration to it, together
with the growing attitude toward the nation’s past. Evaluating the results of artistic
research by such bands as Turan, Hassak, and Aldaspan, who are well-known

and commercially successful in Kazakhstan and other Turkic-speaking regions, | would
say that we observe a tradition of innovations in instrument building. The ideas come
from past of the ethnic traditions as well as from related nations and ethnic groups.
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Today, this work is considered both a restoration of lost or endangered heritage,
reimplemented in the culture in its new status, and a modernization of national
consciousness, nostalgic for ethnic archaics while at the same time aiming toward
the future.

One can suppose that all earlier innovations in instrument-making could be also
connected with the significant changes in society, intensification of cross-cultural
exchange and shifts in identities. Thus, the Pazyryk harp appeared in the age of intensive
migration between Scythian and Turkic populations of Eurasia, ancient Altai warriors-
musicians left in the age of creation of Turkic trade empires, and so on. These mutual
influences of societal changes and instrument-making are yet to be studied. And the very
last thing: looking at the history of Kazakh instruments, one could suppose that literally
any instrument-building tradition of any music culture could be considered a history
of innovations.
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Banepusa HegnuHa
KypmarFasel ameiHOarsl Kasak yimmelk koHcepsamopuscsi (Aimamel, Kazakcmar)
Kasak acnan >kacay >kaHe opblHAaYLWbIbIK TaXipnbeciHaeri
HeoTpagnumnoHain3m >XeHe MHHOoBaLUuA
Anpatna XX xaHe XX| fracbipnapsa Kasak, My3blKacbl XaHaLlblIAbIKTbIH, VLU TONKbIHbIH HacTaH

OTKEPAI: MbIHXbINZAbIKTAP XeKe OpblHAAYLLbIIbIKTAaH KeiH KeHec eKiMeTiHiH, anfallkpl
OHXbINAbIKTapbIHAA aHCaMb/IbAep MeH OpKecTpsiep nanga 6oa4bl, cofaH KeniH
1970-80-wwi Xblngapbl STHOrpaduUAIbIK, MKOHOTPaPUANBIK KOHE apXeONorUANbIK,
3epTTeysiep XKofanbin KETKEH HemMece yMbITblbIN Bapa XaTkaH acnantapibl emipre
kanTapabl, an 2000-wwi xbiigapbl XahaHablk 9cepMeH aHCaMbbAePAiH, XaHa Typaepi
MeH Heo-doJIK acnanTap naiga 6osgbl. byn esrepictepain 6apsbiFbl eki kKapaMma-Kapchbl
TEHAEHLUMAHbIH dCepiHeH 6onabl: KapKbIHAbI MaJeHWeTapablk 63apa apekeTTecy

(eH angbimeH batbic-LUbIFbIC OCi GOMbIHLLA) XOHE YATTbIH, OTKEHIHE KbI3bIFYLUbIIbIKTbIH,
apTybl. bys XaHa gacTypsi oinay, bip >afblHaH, My3blkablk acnantapzblH
KOHCTPYKLUMACBIHA, eKiHLLI XafblHaH, OpblHAAY TaXipnbeciHe acep eTes,.

BipiHwWi TonkbIHAa AxmeT XKybaHOB ManimMAereH Kasak Xasblk acrantapbl OpKecTpiH
KypY KaxkeTTiri ebepxaHaHblH KypblayblHa akeagi. On xepge biptytac AoMbbipa (IOTHA
YLiH WepTneni XxopaodoH) MeH KObbI3 (IOTHA YLLIH bICKbILLTbI XOPAOPOH) XXaHE OHbIH,
MoJepHM3aLmanaHfaH aHaaorTapsl (MprMa, anbT XaHe 6ac Hyckanapbl) Xacanibl.

ExiHWi TonkpbiH ke3iHae bonat CapbibaeB CUAKTbI KOPHEKTI fanbiMAap XofasfaH
acrnanTapzbl (LWepTep, XeTireH, ca3 CbipHai, Coknasbl acnanTap, T. 6.) KannbiHa KenTipyre
6eT OypAbl, 0nap KeniH opkecTpaep MeH aHcaMbbzepre KOCbIbIM, TINTi KOHCEpBaTOpUS
CbIHbINTaPbIHAA MHCTUTYTTaHABIPbIIAbI. YLWiHLWI TONKbIH TaHbIMaa My3blKaHbIH 9pTYpP/i
Typ/iepiMeH Tbifbl3 BannaHbicTbl. Kenbip aHcambabzep (Turan xeaHe Hassak cmsakTol)
World music ctuniHe kewrTi, 6ackanapbl (Aldaspan cusKTbl) 31€KTPOHNKA XXaHe POk
6afbITTapbiHAa TaXipnbe xacasbl.

COHbIMEH, YL TONIKbIH Aa Bip-6ipiMeH 6alinaHbICTbl eKeHi aHblK. EpTe KeHecTik keseHaeri
MaTepvangapMeH BipisgeHaipy XaHe 3KCNeprMEHT XYPridy, COHAal-aK Xablk
My3blKacbl 6OlbIHLLA apHaiibl WebepxaHanap MeH 3epTxaHanapAbl Kypy 3epTreyiep
MEH PeKOHCTPYKLUMUANAPAbIH XYeni LUKAIH Kypabl.

Tipek ce30ep: My3bikafafbl HEOTPAAULIMOHANM3M, Ka3ak, My3bIKacbl, Ka3ak,
My3blKa/lblK acranTtapbl, My3blKablK acrnanTtapgbl XaHFbIpTy, My3bIKaiblk
acnanTtapAblH PEKOHCTPYKLMACHI, MPYMa-KobbI3, LepTep, 31eKTPOHAbIK 4OMObIPa.

Anreic. Xymbic BR10164111 «¥nbl fanaHblH, MAEHN Mypachl XXoHe Ka3aKTapablH,
M3JEHU KOAbI: ©PKEHMETTIK KOHTEKCT» HaFAapiamMachiH MakcaTTbl KapKblaaHAbIPY
asacblHAa Xy3ere acblpbingbl. KapxkbiaHabipy kesi — KasakctaH Pecny6imkacbIHbIH,
MageHuneT XaHe cnopT MUHUCTPAIT. AiMaTbigasbl blkbliac aTbiHAaFbl My3bIKabIK,
acnanTtap MypaaribliHa TyCipiniM Xyprizyre pykcat 6epreHiHe >XKaHe 3STHOOPraHONOTUANbIK,
3epTTey/iepiMi3 6apbICbiHAa KONAay KOPCETKEHI YLUiH anfbicbiMAbl BingipemiH. Foinbimu
xeTekwWwim Anga AabiHKbI3biHA NPYMa-Ko6bI3 Typasbl KyHAbI aknapaT 6epreHi

XaHe 3epTTeyAeri bIHTbIMaKTacTblK YLUiH epeKLle anfblC anTamblH. 2023 XblagbiH
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C )aryn

AsTOp
Ko/KazbaHbIH,
COHFbl HYCKACbIH
OKbIMN KynTagbl
XaHe Myadenep
KaKTbIFbICbIHbIH,
SKOK, EKEHAITIH
ManiMaenai.

wingeciHge aHaga eH ipi 3STHOMy3bliKablK GOPYMbl — Xanbikapaablk ASCTYPJi My3blka
KeHeCiHiH 47-wwi [lyHneXy3inik KoHpepeHUMACbIHbIH, (Ka3ipri Xanbikapanbik My3blka
KaHe bu AaCTypaepi XeHiHAEr KeHEeC) ancbiHAa ©TKeH «bypbIHFbl XXaHe BVYTiHri, pyxaHu
>KOHE AYHMeNiK KalllbliblKTapasbl acnanTtapgblH, MaTeprangblk KoHe MaJeHN eMipi»
AVNCKYCCUACBIHBIH, HOTVXKEEPIH TasKbllayFa MeHi biIHTaNaHAbIpFaH apinTecTepiMm AHHUK
Y311, Manamu Cy3yku xoaHe IMvH Coigallika YKEH afbiC aiTaMblH.

Aaliekces ywiH: HeanunHa, B. E. Kasak acnan >kacay >XaHe OpblHAAYLUbIbIK
TaXipubeciHAeri HeoTpaaNLMOHaNN3M XaHe NHHoBaLums // Saryn. —2023. - T. 11.
- N2 4. -34-53 6. - DOI: 10.59850/SARYN.4.11.2023.33.

Makana pegakumssa PeueH3nsaaaH keniH XKapusanayra
TycTi: 11.08.2023 makyngaHfaH: 10.10.2023 KabbingaHabl: 06.11.2023
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Kasaxckas HayuoHaieHas koHcepaamopusa umeHu Kypmaraasel (Anmamel, Kazaxcman)

HEOTpaAMLI,I/IOHaIIMBM n MHHOBaAaLUMUN B Ka3aXCKOM
MHCTPYMEHTOCTPOEHNN U WUCMONHUTE/IbCKOW npakTunke

AHHOTauuAa B XX n XX| Bekax kazaxckas My3blka MpOLL/Ia TPU BOAHbI MHHOBALM: MOC/AE ThiCAYeNeTUI
CONIbHOTO UCMOJIHEHWA B NepBble AeCATUIETUA COBETCKON BNACTU MNOSABUANCD

aHcambaun 1 opkectpsl, 3aTem B 1970-80-e sTHOrpadpuyeckmne, nkoHorpapuyeckme

N apxeosornyeckme NCCAefoBaHNA BEPHYAN K XU3HWU yTpayeHHble AN NoYTH 3abbiTble
NHCTPYyMeHTbI, a B 2000-e rozbl Mo rnobanbHbiM BAUAHWEM NMOABUANCH HOBbIE BUAbI
aHcambneln n HeooNK-NHCTPYMEHTOB. Bce 3T n3MeHeHns 6bian Bbl3BaHbl ABYMS
NPOTMBOMOIOXKHBIMW TEHAEHUMUAMMU: UHTEHCMBHOE MEXKYNbTYPHOE B3aMMOZENCTBME
(npexge Bcero no ocu 3anag — BocTok) 1 pacTyLumii MHTepec K NpOoLLAOMY HaLuu.

OTO HEOTPaAMLMOHHOE MbILLEHWE BAUAET, C OAHOM CTOPOHBbI, Ha KOHCTPYKLIMIO
My3blKaJbHbIX UHCTPYMEHTOB, C APYrol — Ha UCMOAHUTENbCKYHO NMPaKTUKY.

B nepByto BOHY HEOHXOAMMOCTb CO3/aHNA OPKeCTpa Ka3axCKMX HapOZAHbIX
MHCTPYMEHTOB, 3asBsieHHas AxmeToM XKyb6aHOBbIM, NMprBena K OCHOBaHWIO MacTeEPCKON,
rae co3gaBanvch YHUOULMPOBaHHbIE AOMOpPaA (LLMNKOBbLIN XOPAODOH A/ JHOTHW)

1 KOBbI3 (CMBIYKOBbIN XOPAODOH ANSA JHOTHU) BMECTE CO CBOUMMU MOAEPHM3INPOBAHHBIMU
cobpaTtbaMu (MpUMa, anbToBas U bacoBas Bepcum). Bo Bpems BTOPOW BOJIHbI Takue
BUAHbIe yyeHble, kak bonat Capbibaes, 06paTnANCh K BOCCTAHOBEHMIO YTPaUYeHHbIX
MHCTPYMEHTOB (LLIEepTEp, KETbITEH, Ca3 CbipHaW, YAapHbIe 1 A4p.), KOTOpble Mo3xe bbiin
BKJ/IFOUEHbI B COCTaB OPKECTPOB W aHCaMbBen 1 faxe NHCTUTYLIMOHaAN3VPOBaHbI

B KJaccax KOHcepBaTopun. TpeTba BOIHa MPOYHO CBA3aHa C pas/IMyHbIMU BUAAMU
nonyaspHoON My3blku. HekoTopble aHcam6m (kak Turan n Hassak) gBuranncs B CTOPOHY
ctuna World music, gpyrve (kak Aldaspan) akcneprMeHTVPOBaNu B HanpaBaeHNUAX
371eKTPOHUKMN 1 POKa.

WTak, o4eBMAHO, UTO BCE TP BOJIHbI B3aMMOCBA3aHbl. YHUOUKALWS 1 SKCMEPUMEHTI
C MaTepuanamMn B paHHECOBETCKUI MEPUOA, a TakKe MosiBAEHME CreLmanbHbIX
MacTepCcKvx 1 1abopaTopuii HAPOAHOM My3bIKW CO34aaN CUCTEMATUYECKNIA LKA
NCCNefoBaHUIA U PEKOHCTPYKLNIA.

Knrouesvwle cnio8a: HEOTPAZNLMOHANN3M B My3biKe, Ka3axckas My3biKa, Ka3axckme
My3blKa/lbHbl€ UHCTPYMEHTbI, MOAEPHMN3aLMS My3blKabHbIX UHCTPYMEHTOB,
PEKOHCTPYKLMSA My3blKalbHbIX MHCTPYMEHTOB, MPYMa-KobbI3, LepTep, 31eKTpruyeckas
ZLombpa.

BnazodapHocmu. PaboTa BbINoNHeHa B paMKax Lie1eBOro prHaHCMPOBaHUA Nporpammbl
BR10164111 «KynbTypHOe Hacneaune Bennkow ctenu v KynbTypHbIV KOZ, Ka3axoB:
LMBWAN3aLIMOHHbIN KOHTEKCT». VICTOUHMK PprHaAHCMPOBaHUA — MUHUCTEPCTBO KyAbTypbl
n cnopta Pecny6ankm KasaxctaH. Boipaxato 61arogapHocts Myseto My3blkaabHbIX
MHCTPYMEHTOB UMeHW blkbinaca B Anmatbl 3a paspeLleHre Ha CbeMKy U NMoaAepKKy

BO BPEeMs HalLMX 3THOOPraHoNorMyeckux nccnegosaHuii. Ocobas 6aarofapHoCTb MoeMy
pykoBoguTento Ange ANAbIHKbI3bl 33 MPEAOCTaBAEHHYIO MHE LieHHYO MHPOPMAaLMto

0 NpuMa-Kobbi3e 1 COTPYAHNYECTBO B UCCAeAOBaHUAX. [nyboyaliluas 6aarofapHocTb
MoUWM Konneram AHHUKY Yato, Manamu Cy3ykun 1 SmuHy Coligallly, KOTOpble BAOXHOBUAN
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MeHs 06CyANTb pe3y/bTaTbl 3TOrO UCCNe0BaHUsA Ha 47-11 BceMUpHOI KoHbepeHLum
Me>ayHapoAHOro CoBeTa Mo TPaAULIMOHHONM My3bike (HbiHe — MeXayHapoAHbI coBET
AgTOp NpouuTan Mo TPagULIMOHHON My3bike 1 TaHLy) B ntone 2023 roga B [aHe B pamkax ANCKyccum
v 0a06pua «MaTtepwuasnbHas 1 KyabTypHas XV3Hb MHCTPYMEHTOB B HaMpPsi>XKeHUN MeXAy MPOLLbIM
Ba;;g:::;i’;;“;: ¥ HaCTOALLMM, MEXAY CBSALLEHHBIM U MUPCKUM>.
W 3aaBadaeTt

06 oTcyTcTBMM Ana yumupoearus: Heanuna, B. E. HeoTpagnunoHanam n HHOBaLMK B Ka3axCckoM

KoHbMKTa WHCTPYMEHTOCTPOEHUMN 1N UCMONHUTENLCKON NpakTuke // Saryn. —2023. - T. 11. - N2 4.
NHTepecos. - C. 34-53. - DOI: 10.59850/SARYN.4.11.2023.33.

Cratba noctynuna OpobpeHa nocne MpuHAaTa

B pegakuuto: 11.08.2023 peueHn3vposanma: 10.10.2023 K ny6avkauum: 06.11.2023
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