ISSN 2960-2351 (online)
ISSN 2960-2343 (print)

japyn



Kypmanrassr aTbiaparsr Kasak yATTBIK

KOHCEPBATOPU SIChI
4 iC

’sigz,,,:;c?}f;;f—'EKE;EKc;ngunbm MY3bIKAALLK OaybiChL
_ -0

S

Xan biKdpPa/JiblK fbl/1IbIMU
peueH3nNANaHaTblH >)KYPHa

Me>kayHapoAHbIN HayUHbIU
peLeH3npyeMbiv XXypHan

=\

LbIFapbl/ibIMbl
BbIMYyCK

2023



D

C )aryn

N2 4. 2023

Saryn — «©Hep >XaHe ryMaHUTapblK FblabiMAap» 6afbiTbl GOMbIHLLIA ©3€KTi 3epTTeyaepAi,
ayAapma MatepuangapbliH XaHe akageMuAnbIk MaTiHAepre, My3blkablk anbbomaapsa,
KnHobunbMaepre, kepmenepre xaHe 6acka Aa fblbIM MeH MaJEHUNET TyblHAbINaPbIHA
LonynapAbl Xxapuanayra 6afblTTasfaH Xanblkapablk fblIbIMU peLeH3nanaHaTbiH 6acblibiM.

Saryn 6acblnbIMAAPbIHbIH, HEri3ri MakcaTbl YATTbIK, M3AEHNET KOHTEKCTIHAET OHepaiH,
3epTTey XaHe dfiCHaMasblK Macenenepin, 43CTYPAEPAiH MaJeHMeTapanblk e3apa
6aliNaHbICbIH XXdHe ONapAblH Ka3ipri XXan-KyniH arLlbIKTalTbIH XXSHEe TalKblIaUThIH
Makasanap.

Pepakuusfa ycbiHbINFaH MaAIMETTEP XYMeNi cananblk HEMEeCe CaHAbIK AepeKTepai
TanAaybl KAMTUTbIH TEOPUANBIK XXaHE IMNUPUKabIk 3epTTeynepre; 6ap 6iniMai anTapabikTan
pacTaTblH HeMece KEHEMTETIH KblCKalla 3epTTey ecenTepi MeH xasbanapblHa; KiTantapFa,
TeaTp KOMblIbIMAAPbIHA, My3blKablK aibboMaap MeH KOHLepTTepre, KMHopuabMaepre,
KepmMenepre xaHe backaga wonynapfa 6afblTTanybl MyMKiH. Saryn-ae fblabiMy Avanortap
KynTanazbl.

Saryn K[b-aa (KasakctaHaplk Aaiekces 6a3acbiHaa), YMFTCO-ga (YATTbIK MEMAEKETTIK
FbIILIMU-TEXHWKAIK CapanTama opTablfbiHAA), Pecelinik FbinbiMy AoMeKCe3 MHAEKCIHAE
(PFAW), KnbeplleHnHkaga HaekcTeneai. Saryn peakumacbiHa TYCKeH 6apsblk Makananap
naarnaTTbl TeKcepy PaciMiHeH eTesi XaHe MaMaHAapAbIH €Ki PeT «KacblpblH» WONYbIHaH
KeWiH XapusanaHazbl.

Saryn-pe aBTOPAbIK FblAbIMY 3epTTeyep, Nikipaep, peLeHnsnap xaHe cyxbatrap
TeriH >xapuanaHagbl. XypHan pefakumanblk SXyMbICTapFa XXaHe MaKananapAbl Xapusnayra
6alinaHbICTbl HapsibIK, WhIFbIHAAPAbLI ©3 MOWHbIHA anajbl. PesakumsaFa yCbiHblFaH
MaTepuangapabl XapuanaraHbl YLWiH TeneM TeneHbelai. XXypHanabiH, pesakLmacsi
aBTOpAapAbl Kypaeni TepMUHONOrMaAaH aynak 60bin, Xanblkapanblk OKkblpMaHAapPMeH
6ainaHbIC OpHaTyFa KaMKOPJIbIK >Kacai OTbIpbIM, TYCIHIKTI XXaHe KO XeTiMai Tinge
>Kasyfa LWaKblpagbl.

XKypHanablH, pesakumanblK cascatbl XablkapanblK YAbIMAAPAbIH, FblAbIMU
KapuanaHbIMAApP 3TUKAChl XXOHIHAEri YCbIHbIMAApbIiHA Herizaenesi: bacbinbimM 3Tuka
komuTeTi — Committee on Publication Ethics (COPE), Eyponanbik fblnbiMun pegaktopaap
kaybiMaacTbiFbl — The European Association of Science Editors (EASE).

Saryn-pe XapuanaHfaH MakananapgblH, aBTopaapbl MATIHAEPAIH Ma3MyHbIHa,
COHAaN-ak, Makananapzbl Xxapusanay HaTUXeCiHAe 6arkaycbl3fa 3UAH KeNTipyi MyMKiH
YWiHLWI TyAfanapAblH ap-HaMbICbIHA, Kajip-KacueTiHE XaHe ickepik beseniiHe ToNbIK,
>xayan 6epegi. [laiekces KenTipreH kesge aBTop MeH JepekKesre cinTemMe xacany KaxerT.

XKypHanablH MypafaTTblk XXMHakTapbl KypMaHfasbl atbiHAafbl Kasak, yaTTbiK
KOHCepBaTOPUACHIHbIH, KiTanxaHacbiHAa, KP ¥aTThiK KiTanxaHacbiHAa XaHe Pecengin,
FbINbIMU Aanekce3 nHaekciHe (PFAN) eHrisinreH.

OkpblpMaHgap MeH aBTopsiap sarynjournal.kz >xxypHanbiHbIH pecMun caliTbiHAaFbI
«MyparaTTap» 6eniMiHAe LWblFapblIbIMAAPAbIH 3NEKTPOH/AbIK, HYCKAaCbIMEH TeriH TaHbIca
anagbl. MakananapapiH, PDF-Hyckanapel Creative Commons (CC BY-NC-ND 4.0) anueH3uscel
BOMbIHLLA KO XKETiMAI.

Saryn >xypHanblHblH, pefakLMACh! bIHTBIMAKTACTbIKTbIH, dPTYPAI PopMaTTapbiHa aLlbIK.
bi3 peaakuMAHbIH 31EKTPOHABIK MOLUTackbiHa Xibepyre 6onaTbiH Ke3 KeAreH yCbiHbICTapFa
KyaHbILWTbIMbI3: editor@sarynjournal.kz.

XKapwusnaHbim Tigepi — aFbUILLbIH, Ka3ak, OpbiC.
XKypHan XblablHa 4 peT Whblfapblaagbl.

Mep3simai 6acnaces 6acbiibIMbIH, akMapaTTbiK areHTTIKTI XKaHe Xeninik 6acblabiMab
karTa ecenke koto Typanbl 10.03.2023 xbinfbl N2 KZ63VPY00066116 kyanirin KasakctaH
PecnybaunkacbiHblH Aknapart XaHe KofaMAblk AaMy MUHUCTPAIriHIH AKknapat koMuTeTi 6epgai.
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Saryn — MexayHapoAHOe Hay4YHOe peLieH3npyemoe n3gaHne, OpUeHTUPOBaHHOE

Ha My6aMKaLMIo akTyanbHbIX CCAeL0BaHWN, NepeBOAHbIX MaTEPUANOB N PeLLeH3nN

Ha akaeMunyeckne TeKCTbl, My3blKa/bHble albboMbl, KWNHOGUIbMbI, BBICTAaBKW U Apyrue
Npov3BeAEeHNsA HayKu1 1 KyAbTypbl MO Hanpas/ieHUIO «/ICKYCCTBO U ryMaHUTapHble HayKu».

OCHOBHOW Lienbto Ny6avKaumin Saryn SBAAKOTCA CTaTby, B KOTOPbIX OCBELLAIOTCA
1 0bCy>XAat0TCA NCCaes0BaTeNbCkne 1 METOA0NOMMYECKMe BOMPOCh! NCKYCCTBA B KOHTEKCTE
HaLMOHaNbHOM KyAbTypbl, KPOCCKYNbTYPHOE B3aUMOZAENCTBME TPAAWLIMIA U NX aKTyalbHOE
COCTOsIHUE.

Matepuanbl, NpeAcTaBAeHHblE B PpeAaKLMo, MOTYT HbITb COCPEAOTOUEHDI
Ha TEOPETUYECKUX U IMMUPUYECKUX NCCNEA0BaHUAX, COAEPXKALLNX CUCTEMATUUYECKUIA
KauyeCTBEHHbIN UM KOJIMYECTBEHHbIN aHaAN3 JaHHbIX; KpaTKUE NCCNe0BaTeIbCKME OTUETbI
1 3aMeTKM, KOTOPbIe CYLLLEeCTBEHHO NMOATBEPXKAAIOT UAN PaCLUMPAOT CyLLECTBYOLWMNE
3HaHWA; 0630Pbl KHUT, TeaTpanbHbIX CNeKTakaewn, My3blKaabHbIX alb6OMOB 1 KOHLIEPTOB,
KMHOGWABMOB, BbICTAaBOK M ApYroro. B Saryn npuBeTCTBYOTCA Hay4Hble AVanoru.

Saryn nHaexcnpyetcs B KbLL (KasaxctaHckow 6a3e untrposaHms), HLUFHTS
(HaumoHanbHOM LieHTpe rocy,apCTBEHHOWM HayUYHO-TEXHNYECKON 3KCnepTu3bl), Poccninckom
nHAeKce Hay4yHoro umtuposaHusa (PVIHL), Knbep/leHnHke. Bece ctaTbu, noctynatowme
B pefaKLuto Saryn, NpoxoaaT npoLesypy NpoOBepKM Ha naaruat 1 nybankyroTcs nocie
MONIOXXUTENBHOTO 4BOMHOIO C/IEMOrO PELLEH3VPOBAHUSA CleLuanmucTaMu.

ABTOpPCKME HayYHble NUCCNeAoBaHNsA, 0630pPbl, PELIEH3UN U UHTEPBLIO B Saryn
nybaukytotcs 6ecnnatHo. XypHan bepeT Ha ceba Bce pacxoabl, CBA3aHHblE C peAakLMOHHbIMU
pabotamu 1 nybavkaumamMm ctatein. 3a nybavkaLmo NpeAoCTaBAeHHbIX B peAakLnio
MaTepuasoB roHopapbl He BbIMauMBatoTCs. Pefakumsa XXypHana Npu3biBaeT aBTOpPOB
nucaTb ACHBIM W JOCTYMHbIM f3bIKOM, M36eras CI0XXHOM TEPMUHONOTMN 1 3a60TACH
0 KOMMYHUWKaLMN C MeXAYHapOAHOM YNTaTeIbCKOW ayAUTOPUEN.

PesakLMoOHHas NOMTUKA KypHana OCHOBbLIBAETCA Ha PEKOMEHAALIMAX MeXAYHapPOAHbIX
opraHv3aumii No 3TMKe HayuHbIx Nybankaumin: KomuTeta no ny6avKaLMOHHOM 3TUKe —
Committee on Publication Ethics (COPE), EBponeiickoi accoLmaLmm HayyYHbix peAakTopoB —
The European Association of Science Editors (EASE).

ABTOpbI cTaTel, ony6MKOBaHHBIX B Saryn, HeCyT MONHYO OTBETCTBEHHOCTb
3a coflep>KaHune TEKCTOB, a TakxKe 3a YeCTb, JOCTOMHCTBO U AENOBYHO penyTaLuio TPeTbUx
1L, KOMY MOXET ObITb MPUUYMHEH HEYMbILAEHHBIN yLiepb B pe3ynbTaTe nybankaumnm
ctateld. [pun uMTMPOBaHMKN 06S3aTeIbHO yKa3aHWe CCbIIKM Ha aBTOpPa M UCTOYHWK.

ApxVBHble KOMMIEKTbI XypHana cogepkatcs B 6ubanoteke Kazaxckon HaLMOHaNbHOWM
KoHcepBaTopuun nMenHn Kypmarasbl, HaumoHanbHom 6ubanoteke PK 1 BkatoueHbl
B Poccuiickunii nHaekc HayyHoro uutmposaHua (PUHLL).

YuTatenn v aBTopbl MOTYT O3HAKOMUTLCS C 3NEKTPOHHOW Bepcuel BbiNMyckoB 6ecnaaTHo
B pasgesie «Apx1BbI» Ha opuLIManbHOM caiTe XXypHana sarynjournal.kz. PDF-Bepcuu cTaTtel
pacnpocTpaHsaoTca B cBOH60AHOM aocTyne no auueHsmmn Creative Commons (CC BY-NC-ND 4.0).

Pepakums >xxypHana Saryn oTkpbiTa K pa3HbiM popmaTtam coTpygHuyectsa. Mbl byaem
pazbl 0ObIM NPEANOXKEHNAM, KOTOPbIE MOXHO HanpPaBUTb Ha 3/1EKTPOHHYIO MOYTY
pesakumm: editor@sarynjournal.kz.

A3bIKKM NyBANKALUN — aHTANNCKUIA, Ka3axCKUI, PYCCKUNA.
XKypHan nsgaetcs exxekBapTasbHO.

CBYAETENBCTBO O NMOCTaHOBKE Ha NepeyyeT NeproAnYECcKoro NeyaTHoro n3gaHums,
MHPOPMALIMOHHOTO areHTCTBa U ceTeBoro mganHma N2 KZ63VPY00066116 ot 10.03.2023
BblgaHo Komutetom nHdopmauum MuHuctepctsa MHGopmMaLmm 1 0BLLLeCTBEHHOTO pPa3BUTUA
Pecnybaunkn KasaxcraH.
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Saryn is an international scientific peer-reviewed publication, focused on issuance
of topical studies, translated materials and peer reviews of academic texts, music albums,
films, exhibitions and other works of science and culture in the Art and Humanities line.

The main purpose of Saryn is to publish articles that cover and discuss research
and methodological art topics in the context of national culture, intercultural interaction
of traditions and their current state.

The materials, submitted to the editorial office, may focus on theoretical and empirical
studies containing a systematic qualitative or quantitative data analysis; brief research reports
and notes that significantly confirm or expand existing knowledge; reviews of books, theater
performances, music albums and concerts, films, exhibitions and others. Scientific dialogues
are welcome at Saryn.

Saryn is indexed on KazBC (Kazakhstan Citation Database), NCSTE (National
Center of Science and Technology Evaluation), Russian Science Citation Index (RSCI)
and CyberLeninka. All the articles, submitted to the Saryn’s editorial office, are checked
for plagiarism and published after a positive double-blind peer review by specialists.

Author scientific studies, reviews, peer reviews and interviews are published in Saryn for free.
The journal bears all expenses associated with editorial work and publications of articles.
The journal pays no fee for any publications of materials submitted to the editorial office.
The journal's editorial office calls for authors to write in a clear and accessible language,
avoiding any complicated terminology and taking care of communication with an international
readership.

The journal's editorial policy is based on the recommendations of international
organizations on the ethics of scientific publications: the Committee on Publication
Ethics (COPE), the European Association of Science Editors (EASE).

Authors of articles, published in Saryn, bear full responsibility for their text content,
as well as for honor, dignity, and business reputation of third parties who may suffer
unintentional harm as a result of a publication of any articles. The indication of the author
and the source is mandatory when citing.

The journal's archival sets are located in the library of Kurmangazy Kazakh National
Conservatory, National Library of the Republic of Kazakhstan and included in the Russian
Science Citation Index (RSCI).

Readers and authors may find the electronic version of issues for free in the Archives
section on the journal's official website, sarynjournal.kz. PDF versions of articles are freely
available under Creative Commons License (CC BY-NC-ND 4.0).

The Saryn’s editorial office is open to various formats of cooperation. We will be glad
to receive any suggestions that can be sent to the editorial office by electronic mail:
editor@sarynjournal.kz.

The languages of publication are English, Kazakh and Russian.
The journal is published quarterly.

The certificate of re-registration of a periodical, news agency and online publication
No. KZ63VPY00066116 dated 10.03.2023 is issued by the Information Committee
of the Ministry of Information and Social Development of the Republic of Kazakhstan.
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Kypbintaniubi:

Pepakumanbik,
KeHec:

Pepakumnsa ankachbl:

XKypHan XbinbiHa 4 pet
LblFapblnazbl.

Mep3imai bacnaces
6acbINbIMbIH, aKNapaTTbIK,
areHTTIKTi XaHe Xeninik
6acbiNbIMAbI KaiTa
ecerke KOO Typasbl
10.03.2023 binfbl

Ne KZ63VPY00066116
KyaAiriH aknapat
KoMuTeTi 6epai.

bactankbl ecenke
KO KYHi MeH HeMipi:
19.09.2013, N2 13880-X.

(Sapyn

A6aynna Akat, PhD, npodeccop, My3bikaTaHy — STHOMY3bIKONIOT s
kadegpacbl, CTaMbyn yHUBEPCUTETIHIH, MeMaeKeTTiK KOHCepPBaTOPHACHI
(Crambyn, Typkus)

«KypmaHfasbl atbiHAafbl Kasak yaTTblK KOHCEPBATOPUACHI»
pecnybankanblik MeMAEKeTTiK MekeMeci

AxToTbl PamkynoBa, eHepTaHy AgokTopbl, DBA, 6ac gupekTtopb,
Po3a bafnaHoBa aTbiHgafbl KasakkoHUepTTi (AcTaHa, KasakcraH)

AHHa Onadung, PhD, goueHT, apebureT xaHe afblaLWbIH Tini kKapespacsl,
Kocran KaponvHa yHusepcuteTi (KoHsel, OHTycTik KaponvHa, AKLL)

Buprut Bénmepc, PhD, npodeccop, Teatp, KMHO XaHe Teneanaap
kadbeapacbl, AGepuUCTyUT yHMBEPCUTETI (Y3aNbC, ¥NbIOpUTaHN)

Buonetta FOHycoBa, eHepTaHy AOKTOPbI, Npodeccop, WeTendik My3blka
Tapuxbl kadeapacsl, 1. V. YaiikoBckuii aTbiHAaFbl Mackey MeMaekeTTiK
KoHcepBaTopusckl (Mackey, Peceit)

Nacno Craxo, punocodus fOKTOPbI, KabineTTi npodeccop, OKbITYLL b
>K9HE FbIbIMY KbI3METKEp, AOKTOPaHTypa MeKTENTEPi XaHe My3bIKasbik,
6inim 6epy 6enimi, DepeHy, JINcT aTbiHAaFbl My3blka akafeMuschl
(Byaanewrt, BeHrpusa)

Jlogmuna Hukonaesa, nesarornka fblabIMAapbIHbIH, KaHANAATbI, JOLIEHT,
b6aneTmelictepnik eHep Kapeapacsl, Temipbek XXypreHoB aTblHAaFbI
Kazak ynTTbiK eHep akagemuacel (Anmatsbl, KasakcraH)

Cayne YTeranunesa, oHepTaHy AOKTOPbI, Mpodeccop, My3bikaTaHy
>KaHe KoMno3umuma kabegpackl, KypmaHfasbl aTbiHAafbl Ka3ak, yATTbIK,
KoHcepBaTopuAckl (Anmartel, KasakcTaH)

TatbsiHa [MopTHOBA, eHepTaHy JOKTOPbLI, Npodeccop, eHepTaHy Kadespacsl,
A. H. KocbirvH atbiHgafbl Peceli memnekeTTik yHuBepcuteti (Mackey, Pecelt)

tOnna CopokuHa, PhD, AoLeHT, apT-MeHeAXMEHT XaHe npogrocepney
kadegpachl, Temipbek XypreHoB aTbiHAaFbl Kasak yTTbIK @Hep akaseMuachl
(Anmartbl, KazakcraH)

lanuns beremb6eToBa, 6ac pedakmop

©eHepTaHy KaHAMAaTbl, Npodeccop, My3bikaTaHy XaHe KOMMNo3Muus
kadpeapacsbl, KypmaHfasbl atbiHAafbl Kasak yATTbIK KOHCEPBATOPUACHI
(Anmatbl, KasakcraH)

[Jamup YpasbimbetoB, 6ac pedakmopsiHeiH opbiHO6acape!
eHepTaHy KaHAWAATbI, AOLIEHT, apT-MeHeAXMeHT kadeapacsl, KypmaHfasbl
atbiHAafbl Kasak ynTTbik KOHcepBaTopuackl (Aamathbl, KasakcraH)

Banepwusa HepnnHa, folteimu pedakmop
eHepTaHy KaHAWAATbI, JOLEHT, My3blkaTaHy XaHe KoMMno3unums kabeapacsl,
KypMmaHfasbl ataHgasbl Kasak yaTTbik KOHCcepBaTopuack! (AnmMartel, KasakcTaH)

TofxaH Monganim, Kkazak miniHe xayanmel pedakmop,
©eHep MarucTpi, Xannbl KacinTik naHaep 6enimi, A. CenesHéB aTbiHAAFbI
Anmartbl xopeorpaduanbik yunanieci (Anmarbl, KasakcraH)

CeeTtiaHa OpJioBa, opbIC MUliHe Xayanmel pedakmop
FblAbIM BenimMi, KypmaHFasbl aTbiHAafbl Ka3ak yaTTblK KOHCEPBATOPUACHI
(Anmarsl, KazakcTaH)

AHapei KpaBLOB, arbliwblH mitiHe Xayanmesl pedakmop, fblabiM 6enimi,
KypMmaHfa3bl atbiHAaFbl Ka3ak yaTTbik KOHcepBaTopuack! (Anmartel, KasakcTaH)
l'yzenb Hypum6eTtoBa, duzaliHep-6emmeywi

6acLbl, bacnafa AeiHri AaiblHAbIK 6enimi (penpoopTanbik),

«NHTenncepsuc» XLC (Anmatbl, KasakcraH)

050000, KasaxctaH, r. AamaTtel, np. A6binail xaHa, 86, Ten.: +7 727 261 63 64. Email: editor@sarynjournal.kz, sarynjournal.kz



(Sapyn

ISSN 2960-2351 (oHnaiiH), 2960-2343 (odpnaiiH) N2 4. 2023

Yupeautenn:

PepakuMOHHbIN
coBerT:

PepakuvoHHasn
KoJIiervs:

XKypHan BbinyckaeTcs
4 pasa B rog.

CBUAETENLCTBO

0 NoCTaHOBKe

Ha nepeyydet
NepuUoANYECcKOro
NneyaTHOro U3jaHus,
MHPOPMALMOHHOTO
areHTcTBa

1 CEeTEBOTrO U3ZaHus
Ne KZ63VPY00066116
ot 10.03.2023 BblgaHO

KomwuteTom UHdOpMaLmu.

[lata U HOMep NepBUYHON

NOCTaHOBKW Ha yu4eT:
19.09.2013, N2 13880-X.

PeCI'Iy6J'IVIKaHCKO€ rocyfapcTtBeHHOE yypexjeHune
«Kazaxckas HauMoHanbHas KOHCepBaToOpua MMeHU KpraHI’a3bI>>

A6aynna Akart, PhD, npodeccop, kabespa My3bikoBeAeHWs —
3THOMY3bIKoAOTUK, FoCyAapcTBEHHas KoHcepBaTopus CTambynbckoro
yHuBepcuteta (Ctambyn, Typuus)

AxToTbl PanmkynoBa, A0KTOp UckyccTBoBegeHuns, DBA, reHepanbHbIi
anpekTop KasaxkoHuepTa umeHu Po3bl barnaHoBow (ActaHa, KasaxcraH)

AHHa Onadung, PhD, goueHT, kabespa nmTepatypbl U aHIIMIACKOTO A3bIKa,
YHusepcutet Koctan KaponuHbl (KoHsel, FOxxHas KaposavHa, CLUA)

Buprut Bénmepc, PhD, npodeccop, kadespa Teatpa, KMHO U TENEBUAEHNS,
AbepucTyntcknin yHneepcuteT (Yanbc, Bennkobputanus)

Buonetrta FOHycoBa, AOKTOP MUCKyCCTBOBeAEHMA, Mpodeccop, kapeapa
NcTopumn 3apybexxHon My3sbliky, MockoBcKas rocyAapCTBEHHas
KoHcepBaTopus umenu M. U. Yarkosckoro (Mocksa, Poccus)

JNacno Craxo, gokTop dunocoduu, xabmamtmpoBaHHbIN npodeccop,
npenoAasaTeb N Hay4HbIi COTPYAHWK, AeMapTaMeHT My3blKasbHOro
06pa3oBaHNs U LLKOJbI JOKTOPaHTYpPbl, My3bikaabHas akafeMus MMeHu
®epeHua Jlucra (byganewwT, BeHrpus)

JMloamnna Hukonaesa, KaHAWAAT Nejarornyeckmx Hayk, JoLeHT, kadespa
HaneTmerictepckoro uckyccrsa, Kasaxckas HaLMoHanbHas akagemus NCKyccTB
nmeHn Temmnpbeka XypreHosa (Anmarbl, KasaxcraH)

Cayne YTeranmesa, JOKTOP UCKYCCTBOBeAeHWs, npodeccop, kadespa
My3bIKOBeAeHMA 1 kKoMno3unumm, Kasaxckas HaluMoHanibHas KoHcepBaTopumsa
nmeHn Kypmanrasbl (Anmatbl, KasaxcraH)

TatbsiHa [MopTHOBA, JOKTOP MCKYCCTBOBeAeHMA, Npodeccop, kapeapa
NCKycCTBOBEAEHMSA, POCCUIACKMIA TOCYAaPCTBEHHBIV YHUBEPCUTET UMEHM
A. H. KocbirnHa (Mockea, Poccusn)

Onna CopokuHa, PhD, goueHT, kadeapa apT-MeHeKMeHTa
n npoatocrpoBaHus, Kasaxckas HaLMoHanbHas akafeMums UCKycCTB
nmeHn Temmpbeka XypreHosa (AnmaTbl, KazaxcraH)

lanuns berembeToBa, 2/1a8HbIl pedakmop

KaHAMAAT UCKYCCTBOBeAEHMS, Npodeccop, Kadeapa My3blKOBeAEeHWS
1 komno3numu, Kasaxckas HaLMoHanbHas KOHCEPBATOPUA MMEHU
KypmaHrasbl (Anmatbl, KasaxcraH)

[Jamup YpasbimbetoB, 3avecmumerns 21asHoz2o pedakmopa
KaHAMAAT UCKYCCTBOBEAEHMS, AOLEHT, Kadepa apT-MeHeAKMeHTa,
Kazaxckas HauuoHanbHas KoHcepBaTopus UMeHn KypmaHrasbl
(Anmatbl, KazaxcTtaHr)

Banepwus HepnnHa, Hay4Heili pedakmop

KaHAUAAT UCKYCCTBOBEAEHMSA, AOLIEHT, Kadeapa My3bIKOBeAEeHNA
1 koMno3numm, Kasaxckas HaLMOHa bHaA KOHCEPBATOPUA UMEHN
KypmaHrasel (Anmatbl, KasaxcraH)

Tomkan Monganum, omeemcmeeHHsili pedakmop Kasaxcko2o A3bika
MaruncTp UcKyccTB, oTaeneHne obLenpopeccMoHanbHbIX AVCLUMINH,
ANMaTUHCKOe xopeorpaduueckoe yunamie nmeHn A. CenesHesa
(Anmartbl, KasaxcrtaH)

CeeTnaHa OpnoBa, omeemcmeeHHbIl pedaKkmop pycckozo A3bika
oTaen Hayku, Kasaxckas HaLMoHanbHas KOHcepBaTopus MMeHn KypmaHrasbl
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Kipicne ce3

2023 >bINAbIH XeNTokcaH ariblHAa Saryn >ypHanblHbIH anfallkbl CaHbIHbIH, LUbIKKaHbIHa

Typa OH bln Tonagel. On kesge «Kypmarfasbl aTbiHAafbl Kasak yaTTblK KOHCEPBATOPUACBIHbIH,
xabapLubicbl» Aen atangbl. KOHcepBaTOpUA YKbIMbI TYHFbILL FbUIbIMU XYPHaAbIHbIH, allbl1ybIH
30p bIHTaMeH Kapcbl anbin, YHeMmi kongay kepcetTi. Ocbl Xblagap iwiHAe 6i3 MageHueT neH
©Hep canacblHAafbl CaH anyaH fbibiMy XxobanapabiH 250-AeH actam HaTuxenepiH, 41 caHbiH
LWbIfapAbIK.

2023 bl 6i3 YLLIH 3KCMEPUMEHT Xblabl 604bl. Bapablk caHAap TakbipbINTblK 6014bI
(oHXbINAbIKTa BipiHWI peT!). bipiHwiciHAe aBTOpAap YATTbIK OHEPAEri XKAHE Xanrbl
M3AEeHMeTTEer MOJEepPH XaHe MOCTMOAEPH ANaneKTUKaCbIHbIH MacenenepiH apTypi
nosvumanapaaH Tankplnagbl. EKiHWI HEMIp aca MaHbI3Abl apxankanblk Xagirepaep —
6aKCblblK, KODObI3, OHbI XacayLbl KOPKbIT, eXXenri TyBasblk dyeHaepre apHanfaH. YLWiHLwi
CaH aBTOPNAPbIHbIH, Xarbl 3epTTey NaHI — MOAEHW XaAbl, OHbIH, KaliHap Ke3aepi MeH
HbllWaHAapbl. AFbIMAaFbl TOPTIHLLI HOMIP K&HE 3THUKA/bIK XAHEe alMaKTbIK ADCTYPAEPAiH,
Kasipri xafganga TypaeHyiHiH apTypai dopmanapbl Typanbl MakananapaaH Typasbl.

AHHKK Y311 (JTrouepH, WBeliuapus) xxaHe Banepua HepganHanbiH (AnmMaTtbl, KasakcTaH)
MaKasianapbl XbIAbIH €H ipi STHOMY3blKanblk GOpyMbl — XanblKapasblk ASCTYPAI My3bika
KeHeCiHiH 47-wi JyHnexysinik koHpepeHLMACbIHbIH (Ka3ipri Xanbikapaablk My3blka
KaHe 6U AaCTypAepi XeHIHAEr KeHeC) ancblHAa ©TKeH BipaeckeH ceKUMACbIHAA aBTopaap
bacTafaH Tankblnayabl KEHENTIN, TOAbIKTbIPaAbl. Cekumsa asacbiHAa OypPbIHFbI XKHE OVriHTi,
pyxaHW XaHe AyHWenik KanwbliblKTapAafbl acnanTtapablH, MaTePUanblk XXaHe MaEHN
eMmipi Tankblnanapl. LLiBenuapusHbiH xaHe KaszakcTaHHbIH 6ip kapafaHaa 6ip-6ipiHeH Mynae
benek AacTypaepiHge 3epTTeyLlinep xahaHaaHy xaHe nocT-xahaHaany gayipiHaeri
KenTereH MajeHneTTepre ToH ykcac TeHAeHUMANAPAbl aHbIKTajbl: Xa36a akaseMusbIK,
KaHe Bbykapasblk OHEPAIH, KapKbIMAbl blknasbiMeH 6eTne-6eT Kenin, 43CTypAi MaeHNeTTepAe
webepsiep WbiFapMaLLblbIfbIHbIH HITUXENEPIH ayTeHTUKaNbIK benriciMeH «cakTan
Kasnyfa» eMec, TaMbIpiapMeH MaHbI3Zbl BalinaHbICTapAbl XOFfanTnam, yakblT aFbiMblHa Cai
acnanTap »acay XaHe My3blka OiHay TaXipnbeciH AamblTyFa MyMKIHAIK 6epeTiH KopFaHbIC
MexaHu3mZaepi a3ipaeHes,.

. YargiH «Anbni enkeciHii, MageHuneTiHAeri 6anfanblk LMMbanaap: AaMybl MeH Kasipri
Xafaanbl, 42CTypaepi, webepniri, MaTepuangapbl MeH Cbipaapbl» aTTbl Makanachbl
3KCNeANLMANBIK 3epTTeyaep, acrnan XacayLlbllapMeH 6aninaHbIC XKaHe KeH KenemMai
Tapuxun Aepekkessep MaTepuangapbiHa HerisgenreH. LUsenuapusHbliH (AnneHLenb)

KaHe ABCTpUsHbIH, (3anbLbypr) KkepLlifec aiMakTapbiHAa TapaifaH Tpaneums Tapi3gi
banfanblk LmbangapblH Xacay >KaHe My3blka orHay aactypaepi FOHECKO-HbIH,
AZam3aTTbiH aybl3lla XXaHe MaTepuaniblk eMec MypanapbiHbiH XkayhapaapbiHbiH, Ti3iMiHe
eHyre gavibiHganysa. CoHAbIKTaH Byn AaCTypaepaiH Kasipri xafaanbl Typasbl MaNiMeTTEP
3THOOPraHoO/IOTMA MeH 3THOMY3blKaTaHy YLUiH ©Te KbI3bIKTbI.

B. HeannHaHbiH «Ka3ak acnan >kacay >KaHe opblHAaYLLbIIbIK TaXipnbeciHaeri
HeoTpPaAMLMOHAAN3M XHE MHHOBALMA» aTTbl MakanacbliHAaFbl TaAKblaay MaHI — YATTbIK
My3blKasblk ASCTYPAEri ayTEHTUKANbIK NeH daMy AnanekTukacbl. Kasak acnantapbiHAafbl
SKaHALWbINABIKTBIH YL KE3eHi XaHe oNapablH KOHLEePTTIK AblObicTay Taxipnbeci apkbiibl
aBTOp kasak acrnanTapblHAafbl UHHOBaLMANAP MEH MOAEPHMN3aLNAHbBI YITTbIK MOAEHUETTIH,
06bekTUBTI ahaHaaHy yAepicTepiHe peakuMsachl peTiHAe KailTa KapacTblpagbl.

|
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[acTypnep, >xaHpnap MeH MaJeHVeTTep Ananorbl apKblabl 3epTTeyLli ImMuansa Konaposa
(Codus, bonrapms) kasipri 6onrap My3sbikacblHAaFbl KEMBIp ©3eKTi TeHAeHUMANapabl
3epTTelgi. boarap GonbkAOPbI MAHFINIK KYHABINBIKTaPAbIH CUMBOJIbIHA altHanFaH Munyo
JleBueBTiH, «XKacbin yin» (“Green House") Axa3 KaHTaTacblH >aHe Bacun KasaHaxneBTiH,
«bonrapuagaH cypeTtep» CUMPOHUANBIK CFOUTACbIH MblCasfa aia OTbIPbIN, OJ1 KPOCCOBEP
KyObl/IbICbl MEH OHbIH, MaAeHMeTapanblk KOHHOTALMACBIH TaaKblaalnabl.

ExatepuHa KapenuHa (TbiBa Pecnybankachl, Pecein) anfalu pet fblibIMU KaybIMAbI
bipereii komno3ntop AsiHa OFOHMEH TaHbICTbIPabl, OHbIH, LblfapMaLlbliblFbiHAA 6aTbIC
KOMMO3WLMACBIHbIH, €H, XXOFapbl XeTICTIKTePi MeH TyBasblK My3blKa/blK ASCTYPAEPAi TEPEH,
TYCiHyi TOfFbICKaH. OKblpMaHAapbIMbI3Abl Ka3ipri caxHaga YATTbIK M3AEHNETTEPAI XXapKbIH
6enHenenTiH KOMNO3MTOPAAPMEH TaHbICTbIPYAbl XKaAfacTblpaMbl3 A€M CEHEMI3.

Ocbl 6acbINbIMHbIH, Tafbl Hip aBTOpb! finnapa LLomaeBaHbIH, (AcTaHa, KasakcTtaH)

«Upxn KunmaHHblb KasakctaHaasbl 6aneTrepi» Makanachl kasak, My3blKablk TeaTpbl
CanacblHAaFbl ©TKEH XblAAbIH alTyNbl OKUFanapblHbIH 6ipi — «AcTaHa Onepa» xaHe «AcTaHa
banet» TeatpnapbiHaa Vipxun KunmaHHblH 6anettepiHiH KOMblAYbl XaHe onapablH
pecnybavKaHblH 9pTYpPAI KananapbiHaa kepceTinyiHe apHaafaH. Kotowbinap MeH buinepaix
LWblFapMaLLbIblFbIHA CbIHW TYPFblAaH Kapay OTaHAblK XopeorpadusaHbIH XKETICTIKTEPIH

awbin, Knnman 6anetrepiHii KasakcTaHablk HYCKanapblHbIH 91€MAiIK KOHTEKCTe MaHbl3blH
baranayfa MyMKiHAIK 6epeai.

Saryn >ypHanblHblH, TOPTIHLUI CaHbl — XXYPHaAAblH OHXbINABIKTbIH, 43, XaHa popmaTTaFbl
TONbIK, XbINAbIK KOAEMiHIH Ae ©3iHAIK HaTUXeCi. by 6i3aiH 6acbINbIMHbIH, ay4MTOPUACHIH
KEHENTYIH XXaHe OfaH Xanblkapasblk MapTebe bepyre bafbiTTanfaH Hip XblagblK ©3repictepai
kamTuabl. MNiwimaeri, MmakcaT-mMiHAETTePAEri, PefakUnANbIK anka KypaMblHAafFbl ©3repicTepaiH,
apKacblHAa canasibl XeTiCTiKKe KON XeTKi3ZiK. bipak 6y fanaMLwapbIMbI3zblH dpTYPi
HenikTepiHeH OHAAFaH eHep XaHe MAAEHWNET 3epTTeyLUINepPiHiH, XaH-XaKTbl KOA4ayblIHCbI3
MYMKIH emec egi. Saryn-HblH KepKeroiHe yakbITTapblH asMafaH peLeH3eHTTepre,
aBTOpNap MeH peaakuus ankacbiHblH MyLwenepiHe, KypMaHfasbl aTbiHAafbl Kasak, yATTbIK
KOHCEpPBATOPMACBIHbIH 4OCTapbIHa LLIEKCi3 anfblCbiMbI3abl HingipemMis. AngbiMbi3ga XaHa
LWblFapblIbIMAAP, XKaHa naesnap MeH xaHa bactamanap!

lanus bezcembemoaa,
6ac pedakmop
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BCTyI'I ntesibHoe CJ10BO

B sexabpe 2023 rosa UCMONHAETCA POBHO AECATb JIET CO AHSA BbIXOAA NEepBOro HOMepa
XypHana Saryn. Toraa oH Ha3biBacs «BecTHuK Kaszaxckol HaLVoHalbHON KOHCepBaTopmn
nMeHn KypmaHrasbl». KoanekTne KOHCepBaTOpUM BCTPETUA OTKPbITUE NMEPBOTO By30BCKOTO
Hay4HOro XypHasa ¢ 60/bWMM 3HTY3Ma3MOM W HEMPECTaHHO MOAAEP>KMBaN ero. 3a 3T
rofbl Mbl ony6vkoBanun 41 Bbinyck, cebile 250 pe3ynbTaToB CaMbiX Pa3HOOBpPa3HbIX
NCCneAoBaTeNbCKUX MPOEKTOB B 061aCTV Ky/IbTypbl Y UCKYCCTBA.

2023 roa ctan Ana Hac rogoMm 3KCrepuMeHToB. Bce HoMepa noayunancb Tematn4eckumm
(Bnepsble 3a gecatuneTre!). B nepBom aBTOPbI € pasHbix NO3MLKIA 06Cyxaann npobaembl
AVaNeKTVKM MOZEepHa 1 MOCTMOAEepHa B HaLMOHalbHOM MUCKYCCTBE B YAaCTHOCTU U B Ky/bType
BOOGLLe. BTopoi HoOMep NocBsLLeH BaXHehLWM apTedakTam apxavku — LiamaHu3My, KObbi3y,
ero cosgatento KopkbiTy, ApeBHUM TyBUHCKMM HaneBam. OB npegMeT nccnesoBaHns
aBTOPOB TPETbEro HoMepa — NaMATb KyAbTypbl, €€ UCTOUYHUKM U CUMBOJIbI. HbIHELHWA
YeTBepTbIli BbIMYCK COAEPXKUT CTaTbl O pa3Hbix Gopmax TpaHCcGOopMaLUi JPeBHNX
3THMYECKNX U PErMOHaNbHbIX TPAAULIMIA B YCNOBUAX COBPEMEHHOCTM.

Cratbu flHHMKa Y31 (JllouepH, LWsenuapus) n Banepun HepgnuHon (Anmarbl, KasaxcraH)
pacLUMPAOT U AOMNOAHAIOT ANCKYCCUIO, HayaTyto aBTOpamu B COBMECTHOM cekLuu,
npoLuejLlern B paMmkax KpynHenLlero sSTHOMy3bIKOOrnyeckoro popyma roga —

47 BcemupHoii KoHdepeHUmn MexayHapoAHOro coBeTa Nno TpagnLMOHHON My3blke

(HbIHe — MeXzyHapOoAHOro coBeTa Nno TpaanumMamM My3blku 1 TaHLa). MNpesmeTom obcyKaeHMs
B paMKax cekLum bblna MaTepuanbHas 1 KynbTypHas XU3Hb MHCTPYMEHTOB B MPOTUBOPEUMAX
MPOLLAOrO N HaCTOALLEro, AYXOBHOMO U MUPCKOro. B coBepLUEHHO OT/IMUHBIX APYT OT Apyra,
Ha nepBbIi B3raag, Tpaguumax LLseinapun n KasaxctaHa nccnegoBateniv 06HapyxKmm
CXOXUe TeHAEeHLIMN, ABNAIOLMNECS, MO-BUANMOMY, OBLLMMUN AN MHOTUX KYNbTyp B 3MOXY
rnobanvsauum 1 NocTrnobannsanmnm: CTONKHYBLUUCh C MOLLHbIM BO3JeNCTBUEM NMNCbMEHHOTO
akaZieMm3Ma 1 MaccoBOrO MCKYCCTBa, TPaAWULIMOHHbIE KybTypbl BblpabaTblBatoT 3aLLMTHbIE
MeXaHV3Mbl, MO3BO/IAIOLLMNE HEe «KOHCePBMPOBaTb» pe3y/bTaTbl TBOPYECTBa MacTepoB

MoA MapKol ayTeHTUYHOCTW, HO Pa3BMBaTb MPaKTUKM U3rOTOBJEHUA MHCTPYMEHTOB

1 My3MLMPOBaHNA B HOTY CO BPEMEHEM, He Tepss MPU 3TOM CYLLIHOCTHbIX CBA3EN C KOPHAMMU.

CraTbs fl. Y37 «MonoToukoBble LuMbasbl B KyabType ANbMUIACKOrO pernoHa: passutue
1 COBPEMEHHOe COCTOfHMe, TPaAMLIMKN, MacTepCTBO, MaTepuabl 1 CeKpPeTbl» CTPOUTCA
Ha MaTepuanax 3KCNeAnLIMOHHbIX UCCeA0BaHUA, OBLLEeHMS C MacTepamMu No U3roTOBAEHNIO
MHCTPYMEHTOB M OBLLMPHbBIX UCTOPUYECKUX UCTOUHMKAX. TpaauLMn N3roTOBNEHNS
1 My3MLMPOBaHWA Ha TpamneLeBUAHbIX MOJOTOUKOBbIX LiMbanax, pacnpocTpaHéHHble
B COCEACTBYOWMX pernoHax LLesenuapum (AnneHuenns) n Asctpum (3anbubypr), rotossl
K BKJtoYeHno B CNMCOK LeeBpoB YCTHOrO U HemaTepuasbHOro HacieAns YesoBeyecTsa
FOHECKO. MNo3aToMy cBefieHNs 0 COBPEMEHHOM COCTOSIHMMN 3TUX TPAAULIMIA Ype3BblYaiHO
MHTepecHbI ANA STHOOPraHOAOrMN 1 3STHOMY3bIKOBEAEHMS.

Mpeametom obcyxaeHns B. HeannHow B ctaTbe «HeoTpagnumnoHannsm 1 MHHOBaLMK
B Ka3aXCKOM UHCTPYMEHTOCTPOEHMMN 1 UCMIONHUTE/IbCKOM NpaKTUKe» CTaHOBUTCA AManekTmka
ayTeHTUUYHOCTW W Pa3BUTMS B HALMOHAIbHOW My3blkanbHOW TpaauLmn. Yepes Tpu neproga
MHHOBALMI B Ka3axCKMX MHCTPYMEHTax v npakTuke Mx KOHLLePTHOrO 3By4YaHWs aBTop
nepeocMbIC/MBaeT HOBOBBEAEHNA M MOAEPHM3ALIMM B Ka3axCKUX MHCTPYMEHTaX Kak peakLmto
HaLMOHabHOW KyNbTypbl Ha 06bEKTVBHbIE r106an13aLMOHHbIe MPOLIEeCChI.

| |
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B cxoxeM kntouve — vepes Avanor TpaauLniA, XaHpoB 1 KyabTyp — paccMaTpuBaeT
HeKoTOpble aKTyasibHble TeHAEHLN B COBpeMeHHOI 6oarapckon Mysbike nccnesoBatesb
Smununa Konaposa (Codus, bonrapus). Ha npumepe axa3oBoi kaHTaTbl Muavo JleBnesa
«3eneHbln gom» (Green House) un cumdoHmyeckoi crontbl Bacuns Kaszanaxunesa «KapTuHkm
13 bonrapmmn», B KOTOPbIX 6oArapcknii GoNbKAOP CTAHOBUTCH CUMBOJIOM BEUHbIX LIeHHOCTEN,
OHa obcyxaeT peHOMEH KpOoccoBepa 1 ero MexKy/bTypHble KOHHOTALMN.

ExatepuHa KapenuHa (Pecny6sivka Teia, Poccus) B ctatbe «TyBUHCKMI KOMMNO3UTOP AsiHa
OroH (TBOpUECKMI MOPTPET)» BrepBble 3HAKOMUT HayUYHYH OBLLECTBEHHOCTb C YHUKaNbHbIM
komno3sutopom AsaHon OtoH, B TBOPYECTBE KOTOPOW NnepenaeTatoTcs JOCTUXKEHUA 3anaHoM
KOMMO3ULMKN 1 rybokoe NOHMMaHWe TyBUHCKUX My3blKabHbIX Tpaguuuii. Mbl Hageemca
NPOAOIXKMTb 3HAKOMCTBO HaLLMX YuTaTesiert C KOMNOo3uTopamu, ApKo NpeACTaBASOLLUMUY
HaLMOHa bHble KyNbTypbl Ha COBPEMEHHOM CLieHe.

Eule ogHa ctaTba aToro Homepa «banetbl Vipxxn Kunmaxa B KasaxcraHe» B aBTopcTee
[Owvnapebl LomaeBoli (ActaHa, KazaxctaH) nocBslyeHa O4HOMY M3 3HaKOBbIX COBbITUIA
yXOAALLero roga B chpepe KazaxcTaHCKOro My3blkaJbHOrO TeaTpa — NocTaHOBKe H6aneTos
Mpxun KnnnaHa B Teatpax «ActaHa Onepa» n «ActaHa baneT» 1 nx nokasy Ha cueHax
pa3HbIX ropoAoB pecnybanku. Kputnueckunii s3kcnepTHbIN B3rNs4 Ha TPy NOCTaHOBLLMKOB
1 TaHLLOPOB BbIABASET JOCTUXEHNS OTeUeCTBEHHOWN xopeorpaduu, MO3BONAET OLEHUTb
3HayeHVe Ka3axcTaHCKNX BePCUIA KUAMAHOBCKUX HaneToB B MUPOBOM KOHTEKCTe.

UeTBepThIVi HOMEp XypHana Saryn — 3To CBOEro poja UTOT U AeCATUNETUS BbIXOZAa
>KypHana, 1 NOJHOro ro40BOro TomMa B HoBOM dopmarte. VM 3aKkpbiBaeTcs Liesiblid To4
TpaHcPopMaL Ui, HaLeNeHHbIX Ha pacLUMpeHne ayAUTOPUM HaLlero n3gaHus, npuaaqve
eMy MeXzyHapoZ4HOro cTatyca. baarogaps nepemeHam B opmate, Lieasx 1 3ajavax, coctaBe
pefakLMOHHOW KOANErun Mbl OBMANCL KaYeCTBEHHOTO ckayka. Ho OH 6bla 6bl HEBO3MOXEH
6e3 BCeCTOPOHHEN NOAAEPKKM AECATKOB UCCNe0BaTeNelt NCKYCCTBA U KY/IbTypbl U3 Pa3HbIX
KOHLIOB Halllei naaHeTbl. Mbl 6eCKOHEYHO BaroAapHbl PeLIEH3eHTaM, aBTOpaM 1 YneHam
pefakLMOHHOro CoBeTa, Apy3bsiM Ka3axcKol HaLMOoHaNbHOW KOHCEPBATOPUM UMEHN
KypmaHrasbl, MoxepTBOBaBLUMM BPeEMsi Ha TO, YUTOBbI caenatb Saryn nydiie. Bnepean HoBble
BbIMYCKW, HOBbIE UAEN U HOBblE OTKPbITHA!

lanus bezcembemoaa,
2/1asHbIll pedakmop
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Foreword

December 2023 marks exactly ten years since the publication of the first issue of Saryn
journal. Then it was called Bulletin of Kurmangazy Kazakh National Conservatory.

The conservatory staff greeted the opening of the first university scientific journal

with great enthusiasm and constantly supported it. Over the years, we have published

41 issues with over 250 results of all kinds of research projects in the field of culture and art.

2023 has become a year of experimentation for us. All the issues were themed
(for the first time in a decade!). In the first, the authors discussed from different positions
the problems of the dialectic of modernity and postmodernity in national art in particular
and in culture in general. The second issue is dedicated to the most important archaic
artifacts: shamanism, kobyz, its creator Korkyt, and ancient Tuvan tunes. The general subject
of research by the authors of the third issue is cultural memory, its sources, and its symbols.
The current fourth issue contains articles on various forms of transformation of ancient ethnic
and regional traditions in modern conditions.

Articles by Yannick Wey (Lucerne, Switzerland) and Valeriya Nedlina (Almaty, Kazakhstan)
expand and complement the discussion begun by the authors in a joint section held as part
of the largest ethnomusicological forum of the year — the 47th World Conference
of the International Council for Traditional Music (now International Council for Traditions
of Music and Dance). The subject of discussion within the section was the material
and cultural life of instruments in the contradictions of past and present, sacred
and profane. In the seemingly different traditions of Switzerland and Kazakhstan,
researchers have discovered similar trends that are apparently common to many cultures
in the era of globalization and post-globalization: faced with the powerful influence
of written academicism and mass art, traditional cultures develop protective mechanisms
that make it possible not to “preserve” the results of the masters’ creativity under the brand
of authenticity, but to develop the practices of making instruments and playing music in step
with the times without losing essential connections with the roots.

Article by Y. Wey "Observing the Cultural Development of the Hammered Dulcimer
in the Alpine Region through Its Crafting, Materials, And Secrets” is based on materials
from expeditionary research, conversations with instrument makers, and extensive historical
sources. The traditions of making and playing music on trapezoidal hammer dulcimers,
common in the neighboring regions of Switzerland (Appenzell) and Austria (Salzburg)
are on their way to the UNESCO List of Masterpieces of the Oral and Intangible Heritage
of Humanity. Therefore, information about the current state of these traditions is extremely
interesting for ethnoorganology and ethnomusicology.

The subject of discussion by V. Nedlina in the article “Neotraditionalism and Innovations
in Kazakh Instruments and Music-Making” is the dialectic of authenticity and development
in the national musical tradition. Through three stages of innovation in Kazakh instruments
and the practice of their concert sound, the author rethinks innovations and modernization
in Kazakh instruments as a reaction of national culture to objective globalization processes.

In a similar vein — through a dialogue of traditions, genres and cultures — researcher
Emilia Kolarova (Sofia, Bulgaria) examines some current trends in contemporary Bulgarian
music. By examining Milcho Leviev's jazz cantata "Green House" and Vasil Kazandzhiyev's
symphonic suite "Pictures from Bulgaria”, the author explores the concept of crossover
and its implications in cross-cultural contexts, highlighting how Bulgarian folklore serves
as a representation of timeless ideals.
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Yekaterina Karelina (Republic of Tyva, Russia) for the first time introduces the scientific
community to the unique composer Ayana Oyun, whose work intertwines the achievements
of Western composition and a deep understanding of Tuvan musical traditions. We hope
to continue introducing our readers to composers who vividly represent national cultures
on the modern stage.

Another article in this issue by Dilara Shomayeva (Astana, Kazakhstan) is dedicated
to one of the significant events of the past year in the field of Kazakh musical theater —
the production of Jifi Kylidn's ballets at the Astana Opera and Astana Ballet theaters
and their showing on the stages of different cities of the Republic. A critical expert perspective
at the work of directors and dancers reveals the achievements of choreography and allows
us to assess the significance of the Kazakh versions of Kylian's ballets in the global context.

The fourth issue of Saryn is a kind of result of both the decade of publication and the full
annual volume in a new format. It marks the end of a whole year of transformations aimed
at expanding the audience of our journal and giving it international status. Thanks to changes
in the format, goals and objectives, and editorial board, we have achieved a qualitative leap.
But it would have been impossible without the full support of dozens of art and culture
researchers from different parts of our planet. We are eternally grateful to the reviewers,
authors, and members of the editorial board, friends of the Kurmangazy Kazakh National
Conservatory, who contributed their time to make Saryn better. New releases, new ideas,
and new discoveries are ahead!

Galiya Begembetova,
Editor-in-Chief
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Observing the Cultural Development

of the Hammered Dulcimer in the Alpine
Region through its Crafting, Materials,
and Secrets

Abstract

The makers of hammered dulcimers in the Appenzell (Switzerland) and Salzburg (Austria)
regions are considered artisans of their very specialized craft. A trapezoidal wooden

case with a bridge, the instrument is beautified with ornaments and symbols of religious
and popular belief. Its sound is produced by a process mediated through several
materials: the player uses small hammers struck by hand on several strings,

the vibration of which is transmitted to a resonating body.

In contrast, historically, the hammered dulcimer had strikingly negative associations:

It was ‘devalued to a dance instrument’; ‘disgusting because of the great noise of sounds’;
it 'should be nailed to the houses of ill repute’ and ‘[he] who [..] is in the habit of playing
on the dulcimer, may be a regular thief and robber’. Such rebukes — some of which notably
addressed directly to the object, not to the players — contrast with contemporary
perception and raise questions about relationships between the material object,

its properties, and their relationship to perception.

Through the detailed inspection of historical and contemporary specimens and their stories,
we trace the transformation from the once shunned object to the artisanal work

and carrier of cultural heritage. Dulcimers as ‘sensual objects’ (Harman) that transformed
themselves and together with their associates: players, makers, and the sound
environment. We trace the different allusions around the hammered dulcimer as objects
to the crafting material, the stories from makers, and the artistic and symbolic emanation
of the ornamentation. This further demands a critical reflection on the status of the craft
and the material objects that exist to this day without digital technologies and in non-
digital spaces.

Keywords: dulcimer, instrument making, Alpine region, ornamentation, music
of Switzerland.
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Introduction. Musical instruments as material objects are connected to their musical
tradition — notably under the umbrella of ‘intangible’ cultural heritage — while holding
tangible qualities that withstand or relate to changes in their environment. Some retain
their shape and mechanics over centuries while undergoing multiple transformations
in their symbolic cultural meaning, their role and status in society and musical stylistics.
Others are changing under the pressure of time: new technologies, new social
challenges, new ideologies. Some even disappear for centuries or stay hidden
and nearly forgotten to be uncovered one day and restored for scholarly or artistic needs.
Underlying these developments are tensions between the object itself and its perception,
as well as the tensions of the material object between the sacred and the profane,
or the turn towards a past heritage or future endeavors. Societal change drives
these tensions and becomes an agent for both changes in and preservation
of instruments as a tangible symbol of music traditions. Further transformations may
be driven by technological innovations. The previous century saw various technological
advancements that had significant implications across all areas of musical practice.
Within the sphere of music production, the development of phonography, electrification,
digitalization, and increased connectivity led to the creation of numerous new musical
instruments [Hardjowirogo, 2017, p. 10].

Dating back to antiquity, the hammered dulcimer can trace its roots to various regions
across the globe, including the Middle East, Asia, and Europe. There is the attempt
to trace its origin through migration and trade routes, some postulate an origin
from Persia, from where the instrument spread to Europe and Asia. Nevertheless,
a "polygenetic” history with independent developments in different regions can be
assumed as well. The hammered dulcimer in the Central European Alpine region is
organologically related to the Hungarian cimbalom, the trapezoidal psaltery documented
in medieval sources, and the mentioned Persian santur. An assumed “tree” of relations
between the various traditions is provided by Gifford [Gifford, 2001, p. 8] in his standard
monograph on the dulcimer. However, there are varying typologies, and in the European
context, the fretted cither is distinguished from the “psaltery-cimbalom group” [Baines,
1960, p. 12].

The hammered dulcimer is made of a trapezoidal or, in some cases, rectangular
wooden frame adorned with horizontally stretched strings. Types of wood used

‘ 18 ‘ Yannick Wey Observing the Cultural Development of the Hammered
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for the body of the instrument are mainly made from native spruce and maple,

in fewer cases other woods such as pear, walnut and cherry. The instrument is played
using handheld hammers made of various materials, such as wood, metal, or leather,
which strike the strings to create a unique blend of melodic and percussive tones.

The hammered dulcimer’s adaptability across different musical genres has contributed

to its cultural significance and popularity throughout history. Its versatility is evident

in its application within traditional folk music, classical compositions, contemporary world
fusion, and even elements of modern popular music. In the past, dulcimers were often
built by the players themselves [Engeler, 1894, p. 158], however, this is no longer

the case today.

Throughout various historical periods, the hammered dulcimer has held cultural
importance. Its evocative resonance and delicate timbre have been employed to express
a wide array of emotions and communicate narratives in both joyous gatherings
and solemn ceremonies. In recent times, there has been a resurgence of interest
in the hammered dulcimer, attracting musicians of diverse backgrounds and skill levels.
This renewed attention is partially attributed to the instrument'’s accessible playing
style and its potential for creative expression.

In the subsequent chapters, we explore the dulcimer tradition in Northeastern
Switzerland, examining the instrument as a concrete subject of ethnomusicological
study. Our focus shifts to the instrument’s materiality and the ways it is perceived.
Concrete observations are then followed by a reflection, in which we focus in particular
on Object-Oriented Ontology [Harman, 2001, p. 2018] to investigate the intrinsic
and perceptual qualities of objects, using musical instruments as a case study to explore
their autonomous existence, their qualities and the tensions between the object itself
and its perception, as well as the tensions of the material object between the sacred
and the profane.

The dulcimer tradition in Northeastern Switzerland. In the vicinity of the Alpstein
Massif in Northeastern Switzerland, the hammered dulcimer holds significance within
the region’s musical tradition, serving as both a solo instrument and an integral part

of the ensemble known as “"Appenzell string music”. This ensemble typically includes
instruments such as the cello, violin, and double bass. Some of these ensembles

gained acclaim beyond the local confines and utilized music as a means of livelihood.
While the fame of the hammered dulcimer predominantly stems from its association
with “Appenzell string music” ensembles during the 19th century, historical sources trace
the instrument’s existence back several centuries. Notably, financial records from 1567
in Appenzell make the earliest mention of the hammered dulcimer [Manser, 2010, p. 29].
However, records from the 17th and 18th centuries reveal that the instrument was often
linked to individuals of low social status and itinerant musicians, leading authorities

to view them with suspicion [Gifford, 2001, p. 68]. In contemporary times, the practice
of playing the hammered dulcimer, along with its instruction and instrument
craftsmanship, continues to thrive as a living cultural heritage in various regions.
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Additionally, innovative efforts have been undertaken to further advance the instrument’s
capabilities and possibilities.

Dulcimers have in common a trapezoidal box, the top of which is made of spruce
inserted into a frame of harder wood. Figure 1 shows a dulcimer from the workshop
of Johannes Fuchs, built in 1990. We see the trapezoidal resonance box over which

the strings are stretched. The sides are attached to the left and right and are interrupted
by bridges.

Figure 1. Hammered dulcimer by Johann
Fuchs, Appenzell, made in 1990

My field research and exploration of the music of the Alpstein region (see Fig. 2)
began in 2018 with studies on yodeling. The hammered dulcimer emerged as central
to a project that aimed to digitize and evaluate bequests in the archive of the Roothuus
Gonten, Centre for Appenzell and Toggenburg Folk Music in the period throughout 2021
and 2022. There | had access to the extensive archival resources at the local folk music
center as well as the opportunity to establish contacts with musicians and instrument
makers. The collection of several thousand pages of music notation, in addition
to hundreds of recordings and miscellaneous material poses challenges which all archives
face today: how to preserve, organize, and digitize the large material in a sustainable
and accessible way. My research focused on two collections, the first by the Ethnomusicologist
Margaret Engeler (1933-2010) and the second by the local musician and collector
Linus Koster (1906-1985). Engeler’s legacy turned out to be particularly intriguing.
The collection comprises audio recordings made between the late 1970s and early
1990s, mainly as part of Engeler's ethnomusicological research in the Appenzell region.
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These recordings include interviews with Appenzell musicians, live music recordings,
scientific lectures and recordings of thematically relevant radio programs. Her field notes
offered insights beyond her published works (Engeler 1984), and the recordings include
the sole preserved interviews with eminent dulcimer players from the local musical
tradition. This discovery spurred an in-depth study of the instrument, raising fascinating
research questions for several reasons: while the hammered dulcimer is known

in numerous regions and cultures globally, it possesses a distinctive local flavor; moreover,
its construction demands sophisticated craftsmanship and a nuanced understanding

of musical acoustics.

In 2023, only two dulcimer makers will still be active in the Appenzell region of north-
western Switzerland. One of them is Werner Alder who trained in antique and cabinet
making, but for many years primarily has focused on dulcimer construction. His product
ranges from basic dulcimers for beginners to more complex concert dulcimers
for professional musicians. Coming from the Alder family known for traditional music,
Werner Alder actively performs in various groups and as a solo dulcimer artist. Insights
into his workshop will be discussed later in this article.

The instrument as a tangible object of ethnomusicological research. Musical
instruments, while tangible, are not just tools for producing music but are also artistic
artifacts. They represent a blend of craftsmanship and artistic expression, satisfying
aesthetic needs both visually and audibly. De Oliveira Pinto explains: “If music is
of intangible nature, musical instruments are not. They are touchable as artifacts, as final
outcomes of knowledge, skills, and mastery in handcraft. Musical instruments are a visible
object-like human product, through which music is performed and reproduced as sound.
[...] The most extraordinary thing is that musical instruments are more than artifacts
of music alone, they often represent pieces of fine art in their own right. As true art
objects, musical instruments fulfill the deepest aesthetic needs of people, visually
and audibly at the same time.” [De Oliveira Pinto, 2018, p. 115]. Musical instruments
— defined by Hornbostel and Sachs as any object witch which sound can be produced
intentionally [De Oliveira Pinto, 1933, p. 129] are often the most valued possession
of musicians and how they identify themselves: as “violinists”, “"drummers”, “accordionists”.
In Aristotle it is said that “"men become builders by building and lyre players by playing
the lyre” [Ross, 2002, p. 18]. According to Elschek [Elschek, 1970, p. 51], the instrument
is an extension of the human body and its functions; the “instrumental idea" arose
as a "quantitative increase in the possibilities of one’s own organism”. The resonating
body of an instrument, for example, forms an augmentation of the body cavities
and allows for louder and differently colored sounds.

Today, the ability to master an instrument (or one’s own voice) for the purpose
of music also serves as a criterion to distinguish musicians from sound production
and reproduction by purely digital means. Alperson [Alperson, 2008, p. 38] writes:
“It is hard to overestimate the importance of the idea of the musical instrument in our
appreciation of music and our understanding of musical practice. We think of music
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as a performing art and, typically, we think of the performer as performing on a musical
instrument. The notion of the musical instrument, as an object with sonic and musical
possibilities and limitations and with its own history of development, shapes our
understanding of the taxonomy and genres of music.” The history of the instrument itself
is interwoven with cultural and environmental change, and various instruments are related
to each other, grouped, or linked together as families, species, or genera [Stockmann,
1965, p. 161]. As Dournon [Dournon, 1996; Cance 2017, p. 29] notes, a musical instrument
“is not an object as others are; it produces sounds and carries meaning. It includes

an additional aspect, due to its functional and symbolic role in society”.

In The Cultural Study of Musical Instruments, Dawe [Dawe, 2003, p. 175] formulates
the thought: "Musical instruments are formed, structured, and carved out of personal
and social experience as much as they are built up from a great variety of natural and
synthetic materials. They exist at an intersection of material, social, and cultural worlds
where they are as much constructed and fashioned by the force of minds, cultures,
societies, and histories as axes, saws, drills, chisels, machines, and the ecology of wood.”
This confluence of tangible and intangible approaches and properties is what makes
the study of musical instruments as objects such a complex undertaking.

Stockmann [Stockmann, 2010, p. 9] defines three domains — technical, psycho-physical
and aesthetic conditions — for the study of musical instruments as “sound tools":

a) the material-technical, physical-acoustic conditions and characteristics

of the instrument,

b) the biological, psycho-physical prerequisites and abilities of the player to handle it,

and

c) the tonal-musical ideas and norms of the society in question, which the player

realizes with the help of the instrument, and to explore the dialectical
interrelationships between the three factors.

These three categories cover in particular the material aspects of the musical
instrument. Aesthetic elements of instrument making such as the painting on the body
of the instrument or handcrafted ornamentation are not mentioned explicitly. However,
we assume here that these also form integral aspects of the instrument as a sound tool
and should be included in the investigation. With this extension in mind, the delineation
of these domains invites a deeper examination of how musical instruments are not only
shaped by their physical and technical aspects but also influence and are influenced
by the musicians and the cultural milieu they inhabit.

Unraveling the Social Stigma: The Hammered Dulcimer’s Historical Journey.
Today, the dulcimer is an integral part of the local folk music in the Alpstein region
and is often presented as its emblematic instrument. However, it is not self-evident
that the hammered dulcimer enjoys such acceptance today as part of the cultural
heritage and as an art music instrument. If we consult the early sources of its history,
it is noticeable that it is rather negatively afflicted. The sources lack an aesthetically
pleasing sound. And socially, the instrument is placed near beggars and thieves.

‘ 22 ‘ Yannick Wey Observing the Cultural Development of the Hammered
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A few examples for such sources from the German-speaking Alpine region
and neighboring regions are listed here.

Johann Mattheson wrote in 1713 that the “trifling Hackbretts, except the large
and gut-strung [instrument] named Pantalon, which is high-privileged, should be nailed
to the houses of ill repute.” [Gifford, p. 68]. At Waldeck, Upper Palatinate, in 1724, court
books recorded a man who “is in the habit of playing on the dulcimer, may be a regular
thief and robber.” Another 18th century source reads: “The dulcimer is an elongated
rectangular instrument with metal strings, covered like a clavichord. [...] However, because
it has been so badly abused so far, we do not want to remember it any further” [Eiseil,
1738].

About the social status of the hammered dulcimer and its consequences, folklorist
Brigitte Geiser wrote: "As an instrument of the dance musician, the dulcimer was hardly
noticed in the past. It was exposed to all kinds of weather and was often thrown away
as spoiled and worthless, before it was realized that the dulcimer is also a cultural asset.”
[Geiser, 1975, p. 24]. One hypothesis states that the status and function of instruments
in society is reflected in their material and its quality. The dulcimer maker Werner Alder
clearly denied this question. He suggests that the quality of the craft was high among
the players, but that they were treated pejoratively because of rural poverty. On the one
hand, this point of view is plausible, on the other hand, it is not verifiable. The preserved
specimens from the 18th and 19th centuries are probably a sample of particularly high-
quality instruments. A poorly and cheaply built instrument was preserved much less likely.
An elaborately worked and artistically designed specimen gives us a distorted impression
of history. The broad mass of instruments has not survived and their condition we cannot
reconstruct today.

To summarize the argument — albeit in a generalizing fashion —, the social history
of the dulcimer in the Alpine region reflects a remarkable transformation. For a long
period, its association with lower social classes and negative societal elements
overshadowed its musical value. This association extended to criticisms of its sound
and musical aesthetics. However, over time, the dulcimer emerged as a symbol of cultural
heritage and an esteemed element in art music, especially in the Alpstein region.

This shift in perception is partly contrasted by the survival of high-quality dulcimers
from earlier centuries, though this may not represent the full spectrum of instruments
used historically.

Two elements of the production of the dulcimer we illuminate in more detail below:
on the one hand, the ornamentation, and on the other hand, the hidden interior.

The latter is reserved for the makers of the instruments, the interior is not shown

to outsiders, including buyers and players of the instruments. From both aspects, then,
in turn, the implications for the cultural significance and material history of the dulcimer
can be read.

Ornamentation. The ornaments of the instruments, according to dulcimer makers,
are a kind of signature of the makers. Over time, they changed carved symbols,
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while earlier generations applied larger paintings sometimes with religious motifs.
Alder pointed out that the rose-shaped motif pertains to his family. In addition

to this individual aesthetics explanation, it is also noticeable that many instruments
exhibit a kind of rose window (see Fig. 3). There are other forms as well, but this one
is dominant in both historical and contemporary specimens.

<7\
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Figure 3. Making of rose window ornaments as “windows” into the resonating body of the instrument

The rose window is historically a symbol related to the Gothic cathedral [Dow, 1957].
The rose window represents the divine light or spiritual enlightenment. It serves
as a focal point for light to enter the sacred space, illuminating the interior of the church
and creating a transcendent atmosphere. In the case of the dulcimer, this association
is not made today. It is, however, quite possible that the instrument makers also tried
to enhance the value of the instrument with this symbol.

Here, we can therefore observe a shift from a religious meaning of the materially
similar object to an individual, aesthetic meaning.

Historically, we find religious symbolism on many dulcimers. This can be worked
into the acoustically relevant parts of the instrument or can be found as a painting
on the outside. In Figure 4, we see on the left side a dulcimer documented by the folk
music researcher Hanns in der Gand in 1937 in Switzerland [In der Gand, 1938, p. 92],
which is decorated with a cross. On the right side, we see a particularly ornate specimen
that is kept in the Museum of Musical Instruments in Leipzig, Germany. It shows
on the cover a representation of angels, one of which plays a dulcimer.

‘ 24 ‘ Yannick Wey Observing the Cultural Development of the Hammered



No. 4. 2023 CSaPyn

Figure 4. Religious ornaments and paintings on historical dulcimers. Sources: Left: In der Gand
[In der Gand, 1938, p. 92]; Right: Museum of Musical Instruments in Leipzig, Germany

Hidden interior. In the interior, wooden struts with holes are placed, which change

the tension of the wood and the resonance in the interior, and thus the acoustics

of the instrument. | cannot show you any pictures of this. | asked Werner Alder,

the dulcimer maker, about it. There was a dulcimer under construction laid out in his
workshop and he explained the construction to me. But | was not allowed to take

a photo of it. | had already been taught that the interior of the instrument is taboo.

Even the buyers are not aware of the interior, its inscriptions, and built-in components.
When asked what the origin of this rule was, Werner Alder told me that he had already
been taught it by his craft teacher. | also asked about the use of religious ornamentation
and symbolism and whether these still played a role today. Werner explained to me

that although he does not use religious symbols in the ornaments, this is no longer
common today. But in the interior of the instrument, he inscribes a Bible verse, a so-called
“Losung”, a verse that is announced for a specific day, or a year. Thus, the buyers

and players of the instruments also do not know whether, and if so, which Bible
quotation is in the instrument.

Aspects of materiality of musical instruments through the lens of object-
oriented ontology. In the preceding pages, we have presented a detailed account

of the observations gathered. Moving forward, we will contextualize these findings
within the framework of relevant theories. This will allow us to situate the observations
in a broader context. Philosopher Graham Harman in Object-Oriented Ontology
proposes that objects have a withdrawn dimension that remains inaccessible to human
comprehension. While humans can perceive and interact with objects to some extent,
they can never fully grasp the inner life of an object. Objects always retain aspects

that elude the understanding of the observer.
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Real qualities refer to the inherent, essential properties or aspects of an object
that exist independently of our perception or interaction with it. These qualities are
intrinsic to the object itself and are not contingent on how we experience or perceive
it. They represent the object’'s autonomous existence and characteristics that persist
regardless of our knowledge or understanding.

Sensual qualities pertain to the aspects of an object that are accessible to our senses
or the way we perceive and experience it. These qualities are the result of the object’s
interactions with other objects or with our own sensory apparatus. Sensual qualities
include the colors, textures, sounds, smells, tastes, and other perceptible attributes
that we associate with an object. They are the qualities that we can perceive, describe,
and engage with, forming our subjective experience of the object. We may argue
that these theoretical foundations offer certain advantages when studying an artifact
such as a musical instrument in relation to its history, changing environment as well
as changing social and ecological conditions: Central to Object Oriented Ontology
is the notion of an inherent autonomy of objects. When applied to musical instruments,
this concept encourages an exploration of these artifacts beyond their functionality
or cultural symbolism. It prompts a consideration of the instrument’s materiality, design,
and evolution as independent factors, thereby offering a more nuanced understanding
of its existence and development. Musical analyses often center around human
interaction with musical instruments. In contrast, Object Oriented Ontology enables
a non-anthropocentric perspective, urging consideration of the instrument’s existence
and interactions beyond its utility to humans. This approach might include examining
the instrument’s material composition and its environmental interactions or the implications
of its design that transcend human use. Based on these considerations, we can apply
the framework of the “quadruple object” to the qualities of the dulcimer (see Fig. 5).

withdrawn
Real
Qualities

Figure 5. Summary of observation
on the materiality of hammered
dulcimers fitted to Graham
Harman'’s “quadruple object”

Sensual Sensual
Object Qualities

- Perception of

- Quality standards for the symbols/ornaments
material/the crafting - View of tradition/history of the
- Outer form, color, patterns instrument
- Apparatus for sound - Associations with the sound
generation - Role for musical practice and

their role in society
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Discussion. Studying the dulcimer in the central European alpine region, we are able
to show how the relationship between material and immaterial qualities of the instrument
is shaped and transformed. Historically, the instrument was associated with negative
connotations, with early sources linking it to an unpleasant sound and its players
to beggars and thieves. 18th-century records made derogatory remarks about
the dulcimer and its players. Folklorists have highlighted that the dulcimer, once
undervalued and discarded, is now seen as a cultural asset. The relationship between
material and status remains ambiguous. One hypothesis suggests an instrument'’s societal
status reflects in its material quality, but others believe the poor perception was due
to rural poverty, not craftsmanship. Preserved instruments from past centuries might
only represent high-quality examples, potentially skewing our understanding
of its historical prevalence and overall quality.

Figure 6 presents a conceptual model of the musical artifact, illustrating
its multidimensional nature through interconnected components. The continuous
loop indicates that these elements are not isolated but rather interact with each other.
Visual elements such as ornaments and material surfaces can be integral to the identity
of musical genres or specific works and can influence how music is received
and understood by its audience. The auditory experience is mediated by the mechanism
with which sound is generated but also a social layer of perception, embedded
within narratives that might include the instrument'’s historical roots, the intent
of its creator, or its role in society (see Fig. 6).

Sound
generation
and
perception
Figure 6. Relationships between qualities
of the musical instrument as a musical artifact

Material

qualities, Musical Narratives,

resources, ) social
crafting, artifact perception

colors

Patterns,
symbols,

ornaments

While the manufacture of the instrument can respond to societal music aesthetic
demands, it does not have to and, in the case observed here, does so only marginally.
Apparently, there was little incentive to change a functional and traditional design
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[Peterson, 2010, p. 371]. Instead, the meaning of a particular form, symbolism

or manufacturing technique transforms. Perceptions and narratives about the material
object shift over time. Over time, religious ornamentation is lost in favor of a trademark
feature of the manufacturer. At the same time, in the inner space of the instruments,
in the invisible interior, still we would find Bible verses. One might argue that this also
reflects a retreat of religious faith from the public space in society. In the region under
discussion here in Central Europe, compared with the 18th or 19th century, beliefs

are less visibly practiced in public and then to be treated individually for oneself

and found in their expression in the private space, withdrawn from spectators.

An additional layer of interpretation was added by applying the basic principles

of object-oriented ontology to the material and intangible aspects of the musical
instruments discussed. We may remark that the tensions between the “real object”,
the “sensual object”, the “real qualities” and the “sensual qualities” provide us

with further theoretical tools with which we can extend the already existing methods
of cultural study of musical instruments.
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Anpatna

AsTOp
Ko/KazbaHbIH
COHFbl HYCKACbIH
OKpIM KynTazbl
XoHe Myaaenep
KaKTbIFbICbIHbIH,
SKOK eKeHAIriH
Manimaenai.

(Sapyn

AHHUK Y31

JTroyepH KondaHbansl felbiMOap XxaHe eHep yHugepcumemi (/lroyepH, Lsetiyapus)

Anbni enkeciHiH, MageHueTiHaAeri 6banfanbik uumbanaap:
AaMybl MEeH Kasipri >xafaanbl, AacTypaepi, webepairi,
MaTepuangapbl MeH Cbipaapbl

AnneHuennb (LWelinapus) sxaHe 3anbLdypr (ABCTpUSA) aMaKTapblHAaFbl COFblIFaH
unmbanzapAbl eHAIpYyLWinep e34epiHin Tap WeHbepae MaMaHAbIpblIFaH KONeHep
webepnepi bonbin caHanaapl. lLuekTepre apHanfaH TyFbipbl 6ap Tpaneuus Tapisgi afaLu
LaHaFbl JiHW XdHe XalblKTblK HaHbIM-CEHIMAEPAIH, OF0-8PHErIMEH XHe HblllaHAapbiMeH
6e3eHgipinreH. OHbIH AbIObIChl BipHelle MaTepuangapibliH ©3apa dpeKeTTecyiHiH,
HaTVXKeCiHAe Xacanazbl: OpblHAAYLUbI KillkeHTal banfanap apkbiibl ilLLeKTEPAI COFazpbl,
an BMbpaLmACkl pe3oHaHCTbl koprnycka bepinesi.

OHbIH, 6YriHri MapTebeciHeH aliblpMalUbl/blFbl, TAPUXU COFbLIFAH LMbanaapAbiH,
TaHKkanapblK Tepic accoumaumanapbl 6oagel. TUNTIK MaiMAEMeNEep: «canackl3 6u
acnabbl»; «KaTTbl LWYAbIH CanfapblHaH XWUiPKEHILLTI»; onapabl «Ke3ekLluenep yhiaepiHe
Lereney Kepek» XaHe <..> «Uumbanga olHayAbl 94eTKe alHanAblpFaH [agam] afeTTeH
ThIC YPbl MeH KapaKLLbl 60bIN WhiFybl MyMKiH». Keiibipeynepi My3bikaHTTapfa eMec,
Tikenen 3epTTey naHiHe HafblTTanfaH MyHAal CbiHAAP Ka3ipri 3aMaHFbl TYCiHiKKe
Kapama-KaWLlbl Kenin, MaTepuaniplk 06bekTiHiH, OHblH, KacneTTepi MeH OHbl KabblngayFa
KaTbIHaCbl apacbiHAafbl 6aiaHbICTap Typasbl CypakTapabl TyAblpazbl.

Tapuxu xaHe 3aMaHayu Mbicanziap MeH ofapAblH TapUXbIH eMKEN-TErKenni 3epaeney
apKblabl aBTOP LmMMbangapablH, MaAEHW HblCaH peTiHae beaeni TOMeH acnanTaH AacTypi
KONeHepZiH, >)ayhapblHa XXaHe M3JeHN MypaHblH CMMBOJIbIHA aiHaNyblH Kajafananzbl.
Linmbangap «kabbingay obbekTinepi» petiHae (XapMaH) e3airiHeH Ae, KopLiafaH
OpTaMeH Jie e3repai: OpbiHAAYLIbIIapPMEH, XacayLbliap >aHe AblbblC OpTacbIMeH.
Makanasa 6anfanbl Lumbangap arHanacbliHAafbl 9PTYPAI TyCnangap obbekT peTiHae
KapacTblpblaazbl: eHAipic MaTepuanbl, Lebepaepain, aHrimenepi, COHAan-ak Ot-epHEKTIH,
KOPKeMZiK XXoHe CUMBOAAbIK MaHI. By Lndpablk TEXHONOIMANAPCHI3 XaHE LNPPAbIK,
eMec KeHicTikTepae OyriHri KyHre seiH 6ap KoneHep MeH MaTepuanblk OOBEKTIHIH, KyMi
Typasbl TEPEH CbIHW OMayAbl Tanan eTesi.

Tipek ce30dep: unMbangap, My3blkanblk acnanTap >acay, Anbni alimarbl, OLO-OpHEK,
LLiBeliLapusaHbIH, My3bIKacbl.

AnFeic. AnneHuenb xaHe TorreHbypr Xanbik, My3blkacbl OpTasblfbiHa, MaTepuania
KaHe KOHCTPpyKLMAAa TYCiHir yLwiH 6anfanbl uumbangap >kacayLwbliapbl Pytyyc FloHTeH
>XaHe BepHep Anbaepre, kosxkaszbara TyCiHikTeMe 6epreHi ywiH Banepusa HegnvHara
anfbicbiMabl BingipeMin. Mikipaepi ete KyHAbl 60MFaH eki aHOHUMAI LLOAYLLbIFa epeKLle
paxMmeT arTaMbiH.

Eckepmy: byn makana 2023 xbinbl JleroH (FaHa) kanacbiHaa eTkeH 47-wi ICTM
[JyHunexysinik KoHpepeHUMACbIHAA anfall PeT YCbIHbIIFaH MATIHre Heri3jenreH.

Aaliekces ywiH: Y31 . Anbni enKeciHiH MageHneTiHAer banfanblk uumbangap: gamysbl
MeH Kasipri Xafalbl, 43CTypAepi, ebepiri, MaTepuangapbsl MeH colpnapsl // Saryn. —
2023.-T.11.-N24.-17-33 6. - DOI: 10.59850/SARYN.4.11.2023.34.

Makana pepakuusfa PeueH3nagaH KeniH XKapusnayra
TycTi: 10.08.2023 MakyngaHfaH: 20.10.2023 Kabbingarnabl: 31.10.2023
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AHHUK Y31

JTroyepHckuli yHUsepcumem npuk/iadHslx Hayk u uckyccms (/TroyepH, Lseliyapus)

MonotoukoBbie umbanbl B KynbType AIbNMMACKOTO pernoHa:
pa3BUTME N COBPEMEHHOE COCTOSIHME, TPaanNLMn, MacTepcTBoO,
MaTepuainbl N ceKpeTbl

Mpon3BOANTENN YeKaHHbIX LiMMban B pernoHax AnneHuenns (LWeenuapwus) n 3anbubypr
(ABCTpUSA) cuMTaroTCA MacTepaMu CBOEro y3Kocneumanm3npoBaHHoro pemecna. IHCTpymeHT
npescTaBaseT cCOboM TpaneLeBUAHbIN AePEBAHHbIV KOPMYC C MOACTAaBKON A/1f CTPYH,
YKpaLleHHbIi OpHaMeHTaMu U CUMBOJIAMWU PEANTUO3HBIX Y HAPOAHbIX BEPOBaHUN.

Ero 3ByuaHue co3gaetca B pesyabTate Npouecca, B KOTOPOM YUacTBYHOT cesytolune
MaTtepuanbl: UCNOAHUTENb NCNOb3YeT MaseHbKMe MONOTOUKH, yAapsasa MU NO CTPYHaM,

a BUbpauus nepesaeTca pesoHMpyoLWweMy KOpmycy.

B MpoTVBOMONOXHOCTL CEroAHALIHEMY CTaTyCy, UCTOPUYECKM YeKaHHble LiMbasbl Bbi3biBaM
nopasnTesbHO HeraTMBHble accoLmaLmn. TUNMMYHBIMK BbiIN BbICKa3biBaHWUsA BPOAE:
«HW3KOMPOBHBIN TaHLLEBaJIbHbIA MHCTPYMEHT»; «OTBPaTUTENEH U3-3a CUJIBHOTO LLYyMa»;

UX «cnegyeT NpubneaTth K MyBAMUYHBIM AOMaM» U «[TOT], KTO <...> VUMeeT NPVBbIYKY UrpaTb

Ha Lyimbanax, MOXeT 0Ka3aTbCs 3as/biM BOPOM U rpabutenem». Mogo6Hble yrpéku, HekoTopble
3 KOTOPbIX afPeCOBaHbl HEMOCPEACTBEHHO OOBEKTY NCCEA0BaHMSA, @ He My3bIKaHTaM,
KOHTPACTVPYHOT C COBPEMEHHBIM MOHUMAHVEM W MOAHMMAOT BOMPOChI O B3aNMOCBA3AX
MexXzay MaTepuanbHbIM 06EKTOM, ero CBOMCTBAMM 1 OTHOLLEHWEM K €ro BOCTIPUATHIO.

MyTeM feTanbHOro M3yYeHUs NCTOPUUECKMX N COBPEMEHHbIX 06pa3LoB, a TakxXe UX UCTOPUIA
aBTOP CTaTbyl NpoOCNeXMBaeT TpaHCHOPMaLMIO LiMban kak 06bekTa Ky/bTypbl OT MaprHanbHOrO
WHCTPYMEHTa C AyPHOWN penyTaumen Ao WweaeBpa TPaAULIMOHHOrO pemecia U CMMBOa
Ky/NIbTypHOro Hacneams. Linmbanbl kak «06beKTbl BOCMPUATUA» (XapMaH) MEHSANCL Kak caMu
no cebe, Tak 1 COBMECTHO CO CBOMM OKPY>KEHMEM: NCMOJHUTENAMY, CO3AaTeNAMM N 3BYKOBOM
cpeson. B cTaTbe nccneaytoTcs pasavyHble anato3nm BOKPYT MONOTOUKOBBIX Limban

Kak 06BbEKTOB: MaTepunan U3rotToBlEHNS, pacckasbl MacTepoB, a TakXKe XyA0XKeCTBeHHOe

N CUMBOJIMYECKOE 3HaueHne OpHameHTauun. 31o TpebyeT rnyboKoro KpUTMYeCckoro
OCMbIC/IEHMA CTaTyca peMecaa M CaMoro MaTepuanbHOro 06beKTa, CyLeCTBYHOLLMX MO Cei
AeHb 6e3 LMPPOBbIX TEXHONOTUI 1 B HELMPOBBIX MPOCTPAHCTBaX.

Knrouesvole cnoga: Lumbanbl, U3roToBAEHWE My3blKalbHbIX MHCTPYMEHTOB, ANbMUIACKUI
pervoH, opHaMeHT, My3blka LLiBeiLapuu.

BbaazodapHocmu. Beipaxato 6aarogapHocTb LieHTpy HapogHOW My3biku AnneHuenns

n TorreHbypra; PyTyycy FoHTeHy 1 BepHepy Anbaepy, NPOVN3BOAUTENAM YeKaHHbIX LiyMban,
3a NMOHMMaHWe MaTepuana n KOHCTPYKLuY; Banepumn HeanvHol 3a KOMMeHTapum K pyKOMmcu.
Ocobas 6aarofapHOCTb ABYM aHOHVIMHBIM PeLleH3eHTaM, Ybl KOMMEHTapWM BbIN OUeHb
LleHHbI.

lMpumeuaHue: 3Ta cTaTbsd OCHOBaHa Ha TEKCTe, BNepBble NpejCTaBAeHHOM Ha 47-1
BcemupHoi koHbepeHummn ICTM B JleroHe (FaHa) B 2023 roay.

Ana yumuposaHus: ¥3i, 1. MonoToukoBble Lnmbanbl B KynbType AlbAMIACKOro pernoHa:
pa3BuUTME U COBPEMEHHOE COCTOAHME, TPAANLMN, MaCTePCTBO, MaTepunasbl 1 cekpeTbl // Saryn.
-2023.-T.11.-N2 4. -C. 17-33. - DOI: 10.59850/SARYN.4.11.2023.34.

Cratbs noctynuna OpobpeHa nocne MpuHaATa
B pegakuuro: 10.08.2023 peueH3vnposanmsa: 20.10.2023 K ny6avkauum: 31.10.2023
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Neotraditionalism and Innovations
in Kazakh Instruments and Music-Making

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

Neotraditionalism and Innovations in Kazakh Instruments and Music-Making ‘ 37 ‘



C_Sapyn No. 4. 2023

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
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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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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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Banepusa HegnuHa

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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The Phenomenon of “Crossover”
and Cross-Cultural Dialogue
in Bulgarian Music in 20th Century

Abstract The phenomenon of “crossover” gained particular importance in numerous domains
of public life, particularly in the exciting realm of art, during the twentieth century.
When used to represent an “intersection” or “crossing,” it symbolises the internal

need for conversation and purposeful intention for infiltration and implantation.

It emphatically refuses to be isolated within the boundaries of the regional canon

but allows for freedom of choice in the global context, opposes imitation and tracing,
and provides a unique image for every creator. The “crossover” discourse showcases
the autonomy of individual authors and results in the creation of distinct works

that are characterized by their individuality. Bulgaria's musical creativity in the latter
half of the 20th century is a remarkably diverse and profound display, characterized
by intricate symbolism. It encompasses both elements of national tradition

and expressions of global modernity, evident in its stylistic features, genre distinctions,
and ethnocultural attributes. The crossover actually forms the European way of thinking
of the Bulgarian creator, embodied in a peculiar part of his genetic code. Crossover
dialogue gives rise in his artistic consciousness to the ideas of a new type of work,
whose two- or multi-domain character turns into a sign of the new cultural identity

of their authors.

The formation and development of these “crossover” conversations may be seen
in so different works such as Milcho Leviev's jazz cantata “Green House" and Vassil
Kazandjiev's symphonic suite “Pictures from Bulgaria.” In this context, the Bulgarian
folklore heritage remains lively and distinctively recognisable, but unrepeatable

in the perspective of any individual author’s viewing.

Keywords: crossover, Bulgarian music, Milcho Leviev, Vassil Kazandjiev.
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Introduction. The phenomenon of “crossover” gained particular importance in numerous
domains of public life, particularly in the realm of art, during the twentieth century.

This phenomenon can be attributed to the ongoing and extensive interaction between
tradition and modernity, national and universal, local and global. This letter interaction
fosters a highly specific form of communication, both within individual cultures

and in the realm of individual creative expression. When the word “crossover” is used

in the sense of “intersection” or "crossing”, it makes us think about interactions

that happen across cultures, including bicultural, multicultural, transcultural,

and so on. We also look at how these interactions show up in different areas, including
national and supranational settings. Undoubtedly, this “crossover” dialogue signifies

its shift across various centuries. However, in the present day, it has become more vibrant
and takes place in an expanding array of “languages” that incorporate the diverse “codes”
of various “cultural communities” [Belivanova, p. 15]. It involves different “polyvocal pools”
[Kaufman, p. 28] and encompasses various “cultural continents” [Kholopov, p. 20].

This dialogue represents a genuine cross-cultural exchange that embraces the full
spectrum of true pluralism and exhibits a distinct tolerance towards “otherness”.

In the 20th century, cross-cultural dialogue as a process has an amazing ability
to expand and scale down different resources, follow the dynamics of the pulse of various
traditions, move freely vertically in time and horizontally in space, build simultaneous
unity between “own” and “the other” and reconcile “own” with “the other”, break
antinomies, identify unexpected connections, transform “otherness” into a source
of support, and integrate it within one's own cultural framework.

The “crossover” phenomenon typically does not involve forceful influence and instead
represents a natural desire and tendency for infiltration and integration. It opposes being
isolated within the confines of regional norms but allows for freedom of choice in the global
context, rejects imitation and replication, and grants a distinct identity to each creator.
The dialogue reveals the level of "autonomy” possessed by individual authors and results
in the creation of distinct works that are characterised by their uniqueness.

Crossover: the definition. The word chosen for the title of this article — crossover —
has several meanings in English. Initial “The crossing over of the current from one side
of a river to the other” [Oxford English Dictionary] within the music context received
metaphoric explanation and became international. Grove music Online explains
the “crossover” as a record or artist that moves between the charts in music magazines’
and radio ratings [Grove music]. In contemporary musical discourse the term is associated
with musical works or performers who appeal to different audiences. This meaning
is reflected in Wikipedia [Wikipedia].

In Russian musicology, the “crossover” is mainly treated as a phenomenon based
on a combination of so-called academic (in other words, classical) and urban popular
music. Thus, the researcher S. Tayushev studies the experiments of classical violinist
Vladimir Spivakov in the field of pop-transcriptions of classical works [Tayushev,
pp. 234-235]. However, N. Shafazhinskaya, together with her colleagues, notes not
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only cross-genre but also intercultural connotations of this phenomenon. They associate
the interculturality of the crossover with immanent features of the postmodern era
[Shafazhinskaya et al., p. 1232]. It is remarkable that there is no unity in understanding
the crossover as a genre or style.

In my research, | treat "musical crossover” as any form of crossing cultural borders:
merging genres of traditional, academic, or urban popular music and the cross-cultural
dialogue that often accompanies such fusion. In this sense, “crossover” is more
of a stylistic feature than a genre. And it also refers to the aesthetics and philosophy
of contemporary music-makers. When dealing with composers who associate themselves
with a single national culture and broadly lean on its musical traditions, one can observe
different forms of crossing over cultures, ages, music styles, genres, and traditions.

For those cultures that have started their international representation in the 20th century
(like Bulgaria), the cultural aspect of crossover is an essential means of self-representation
and integration into the global music context.

The historical background of crossover and dialogism in Bulgarian music.

The musical ingenuity of Bulgaria during the 20th century showcases a remarkably
diverse and profound landscape, characterised by its depth and subtle symbolism.
Within this panorama, one can discern the incorporation of both national traditions
and elements of global modernity.

The concept of dialogism profoundly influences the European mindset of the Bulgarian
musicians, which is rooted in their genetic code and has been shaped since ancient
times. The roots of openness within European consciousness can be traced back
to various factors. First, our historical development and the broad framework of our
national psychology have an impact. Additionally, it is shaped by cultural events during
the Middle Ages and the National Revival, particularly the significant impact of Church
Slavonic practise and its influence on our traditions. Furthermore, the manifestation
of folklore realities has a profound impact on various aspects of Bulgarian artistic
creativity. The sacred idea, with its philosophical essence, has enriched both old
and modern national literature with profound meaning and has served as a foundation
for musical and creative endeavours in the 20th century, symbolising spirituality.

By examining the consistent and easily identifiable stability of the Bulgarian consciousness
over a specific period of time, the contemporary researcher uncovers the changing
dynamics of cross-cultural dialogue in contemporary Bulgarian musical culture.

Various forms of dialogue are present in Bulgarian musical culture, occurring on nearly
all horizontal levels but with varying dynamics. The development of the musical
and cultural relationship between “tradition” and “modernity” and between “national”
and “universal” can be traced in at least two distinct aspects. | would classify the first
category as "procedural”, which encompasses the construction of the institutional
framework. The composer's individual consciousness addresses a wide range of artistic,
aesthetic, and stylistic issues on both the structural and content levels in the second
plane. Authors overcome their own limitations and expand the creative boundaries
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towards novelty and divergence. By looking closely at some pieces, it is easy to see
that dialogism is a part of Bulgarian new music, as well as the constant changes

that happen within it, like turbulence or gravitational pulls. However, these notions
are never independent of one another but rather interact in a flexible synthesis

to represent the intricate yet plainly evident states that define concepts like "historical
memory” [Kolarova, p. 188] and "national identity” [Kolarova, p. 194].

The “Crossover” exchange is recognised as a crucial method and a vital starting point
in examining the essential musical principle within the vertical time process of modern
Bulgarian musical culture. As the essential musical principle, it is not only connected
to a preconceived and static tradition but also to the tradition's ability to dynamically
interact with the modern principle. This involves incorporating Bulgarian elements
into European music and vice versa, as well as integrating the tradition into the global
context. The tradition must be flexible and adaptable, capable of being present everywhere.
In order to achieve this, the traditional notion of “own” versus “alien” needs to be
transformed into a concept of “own” versus “other.” This leads to a seemingly paradoxical
but ultimately solvable equation of “own” versus “own” in the postmodern era of the late
20th century. During this time, composers in our country began to discuss tradition
in the plural [Kolarova, p. 17]. The cross-over dialogue stimulates the artistic consciousness
to explore new forms of work, where the coexistence of multiple dominant elements
becomes a natural and integral part of the “own-own" relationship. This phenomenon
signifies a distinct cultural identity for the authors involved. The creative exploration
of two prominent Bulgarian authors, Milcho Leviev and academician Vassil Kazandjiev,
throughout the late twentieth century will be guided by this particular perspective.

Milcho Leviev’'s “Green House" jazz cantata. The end of World War Il precipitated
significant socio-political transformations in Bulgaria. The changes were undeniably
reflected in the musical and cultural processes in the country throughout the mid-20th
century. They are characterised by the emergence of complex and contradicting
movements in the second half of the century. One can observe a clear manifestation
of rigorous ideological frameworks in creativity while simultaneously witnessing
remarkable emancipation in the process of creative exploration. New avant-garde
tendencies that are free from the rigid canon of perception of the national oppose
protective tendencies regarding signs of national identity through folklore.
Within the realm of musical and creative diversity, we can discern many facets
of the “crossover” phenomenon based on stylistic attributes, genre particularities,
and cultural customs. Their manifestation can be observed in works like the jazz cantata
"Green House"”, composed by Milcho Leviev. This can be regarded as the inaugural piece
in the Bulgarian musical heritage within its genre, as its uniqueness stems not only
from its specific genre but also permeates the entire original moral and philosophical
idea, dramatic framework, and musical stylistics of the composition.

Milcho Leviev, born in 1937 (see Fig. 1), is a composer and pianist known
for his notable contributions to both classical and jazz music. He skillfully combines
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elements from these genres, creating captivating

compositions that feature a unique blend

of harmonious connections and deliberate contrasts.

Leviev's works exhibit a distinct national

and emotional character, showcasing his

individualised approach to modern artistic

expression. The lineage of his classical compositions

began in the 1950s under the tutelage

of his renowned master, Pancho Vladigerov,

and has since evolved up to the present day.

The author skillfully integrates aspects of tradition

and modernity, blending Bulgarian folk idiom

with dodecaphony techniques and jazz influences

in his variations, inventions, sonatas, quartets,

and rhapsody. This results in an elegant

conversation between different musical styles.

Figure 1. Milcho Leviev. Furthermore, Leviev has authored film and theatre

’CJAFLIEhkitLeYieVE official site e music, as well as numerous jazz works that he
+httpsi//ebox.nbu.bg/milcholeviev/ created in the United States after 1970. This author’s

musical production is characterised by its diverse themes, original ideas, and modern

style. It consistently presents unique interpretations of the contemporary dynamics

between the global and local, as well as the national and universal. The music effectively

combines elements of creative individuality and cultural identity, resulting in a genuine

crossover dialogue that reflects the spirit of the late 20th century.

The “Green House" was created in 1991 in the USA during the “Desert Storm” military
operation in the Persian Gulf. Such local events in the Middle East, which have echoed
throughout the world, turn into a powerful impulse when choosing a theme in a jazz
cantata. Such themes of humane and aggressive, peace and war possess a global
and timeless nature, intertwined with the chronicles of human civilization.

E .'"E According to Leviev and Scott
Figure 2. "Green House” jazz Guy, who authored the text,

. cantata by Milcho Leviev the "Green House” (see. Fig. 2) refers
at YouTube @MyAndreaMar.

URL: https://youtu.be/WNDvMgror9o to our Earth, the dwelling place
E of humanity. Simultaneously,

the name refers to a glass structure,

a greenhouse, where a plant can exist in a vegetative state rather than experiencing
a fulfilling life. Therefore, by deliberately selecting an ambiguous title, the authors
definitively present the “life-death” issue, which is explored throughout the musical
and dramatic development of the cantata.

The chamber ensemble consists of a mixed 12-voice choir of jazz performers
(with each voice represented as a virtuoso solo), a percussion section, bass, and piano.
The vocal introduction is of particular importance, as it brings out the rich philosophical
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text of the work. In addition, it makes it possible to emphasise the importance
of the groups of participants in the last three parts.

The cantata includes seven parts, which theatrically depict the plot and give
the impression of a genuine unfolding of events, despite the absence of any substantial
action. The theatrical performance in the work was produced by combining many
elements, such as the meaning of the text, cultural influences, genre and style, musical
expression, and the active interaction of vocal and instrumental components.

The jazz cantata score presents the titles of various parts in a multilingual manner,
including Latin, Bulgarian, and English:

1. Saecula saeculorum

2. Svoboda

3. The rag and Bone Man

4. Threnody of the spotted Owl
5. The Green House

6. Triumphus

7. Prayer

The titles of the parts and the text of the cantata are both delivered simultaneously
in three languages, resulting in distinct semiotic significance and semantic substance.
The Latin, English, and Bulgarian languages employ a synchronous narrative technique
that involves a dialogue between the past and the future while the events occur
in the present. The presence of three languages in the work creates a unique sense
of time and space, which influences the moral and philosophical ideas conveyed.

This influence extends to the past, evoking memories as well as to the future.

As per the composer’s concept, “the cantata incorporates three languages

in an equitable manner, although each language has a different function [Kolarova,

p. 162]." In this circumstance, English serves as the primary medium for conveying

the major plotline and mainly consists of a sequential narrative of events. Latin also has
its own semantic significance, but to a lesser extent. In dramatic moments, Leviev
incorporates distinct “ritual” terms associated with Catholic liturgical practices.

The cantata opens with the phrase “Saecula saeculorum”, and in parts IV and VII,

the phrase “Requiem aeternam dona eis” is used. The composer refers to the established
tradition that has preserved its symbolic significance throughout the centuries

up to the present day. However, only music that can completely reflect its substance
and contemporary significance is considered. Essentially, the language that emphasises
an essential meaning in the “"Green House" is Bulgarian.

From the beginning of the first part, “The Abundant Land,” the Bulgarian language
serves as a prominent semantic foundation upon which the English translation’s
polyphony is layered. In the second part of the large-scale performance, two additional
significant phrases will resound once more in Bulgarian: the contrasting “world
without end” and "end of the world,” foreshadowing the culmination of the cantata.
Latin and English texts are superimposed as a form of ongoing commentary.

The conversation among the three languages intensifies in a very dramatic manner
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in the expressive climax of the work in Part V and concludes in the final Part VIl as a solemn
funeral prayer for the Earth: Requiem aeternam dona eis. Part IV has the persistent
repeating of lines in Latin, coupled by a passionate monologue of a spotted eagle owl

in Bulgarian. In contrast, Part Il tells the story in English only.

From the beginning of the first part, “The Abundant Land”, thanks to the skillful
combining of the three languages, each with its own distinct role in the composition,
the composer successfully creates a complex fusion that is both auditory and meaningful.
According to the author’s interpretation, all three languages — Latin, English,
and Bulgarian — serve as carriers of universal concepts of the human spirit. Latin
represents forgotten eras, English reflects the current geopolitical landscape of modern
times, and Bulgarian embodies the timeless national traditions and cultural identity
of the composer. Language, as a means of identifying historical periods, facilitates
a profound exchange between the past and present in Milcho Leviev's jazz cantata.
“Green House"” can be compared with other works by Bulgarian authors from the late
twentieth century. These authors, although approaching the subject matter from different
perspectives (religious-sacral and philosophical-aesthetic), aim to explore the complexity
of linguistic connections and channel them towards a transcendent global spirituality.
One of the compositions is “Dive into the Poles” by Yulia Tsenova, which incorporates
Latin, ancient Greek, and German texts. Another composition is “Quantos tremor est
futuris” by Neva Krasteva, which combines Latin and old Slavic texts.

The “Green House" has a significant level of ethnocultural diversity. Milcho Leviev
skillfully integrates a diverse range of traditions, including primordial traditions, stories,
and parables from many cultures. This creates a powerful crossover discourse
that resonates with universal and contemporary significance. An Indian parable
about the conflict between crows and eagle owls serves as the foundation for Section IV
of the Cantata Threnody of the Spotted Owl. The composer devised a compelling
and profound approach to the subject matter of this Indian mythology, depicting
the final days of the last eagle owl on Earth. The composition features the Bulgarian
retelling of the legend, accompanied by a prominently repeated canonical liturgical Latin
text: Requiem aeternam dona eis.

Another section of the cantata, titled “The Rag and Bone Man”, explores the idea
of a poignant tale about a guy who gathers rags from buried corpses. This character,
with a menacing nature, is connected to the folklore of the Roma people. He travels
in his tarantass and pays a little amount for the chosen "“items”. The terrifying protagonist
takes centre stage in the foreboding Scherzo of the third section, with the English text
resembling a biblical admonition: “In this world, we merely borrow; it is not within man's
capacity to possess”, for “from earth we come, to earth we return, from dust we rise,
to dust we fall”.

Another notable aspect of the original synthetic score of “The Green House”
is its intricate and diverse combination of styles and genres. By means of a magnificent
crossover dialogue, the composer seamlessly integrates many components from diverse
sources — including European classical music, Bulgarian folklore, Catholic liturgy, American
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jazz, blues, rock, pop, rap, soul, and funk — into a single musical movement. The cantata
captures stylistic and genre characteristics, serving as a carrier of specific meaning. It does
not maintain its independence but becomes an essential component of the overall artistic
integrity of the work. The cantata conveys universal messages that transcend time

and space.

Bulgarian folklore has a significant role in this combination of elements. The opening
of Part | features an epigraph from the song “Dilmano, Dilbero.” Nevertheless, the author
refrains from disclosing the origins of the folklore but profoundly alters the character
to the point of becoming unrecognisable. Simultaneously, not only the phrase
“The Abundant Land” is raised as the central statement for the cantata, but all other
aspects of the quote are subject to modification. The sole element preserved
from the well-known melodic-rhythmic pattern is a concise vocal melody performed
by a single voice, which possesses a linear quality and resembles the sound of a musical
instrument. Milcho Leviev asserts that “the melodies in Bulgarian folklore that consist
of a single voice are particularly suitable for jazz representation” [Paliyeva, p. 30].

This pure linearity has sparks of components from the character of a Bulgarian antique
church psalm, with a focus on emotional concentration. In the music of “The Green
House", the national sound ideal, as expressed in the "Dilmano, Dilbero” folk song,
suddenly broadens its scope towards universal sacred rituals, both archaic and religious.
This expansion indicates a pathway towards its universalization. The Indian story

about the conflict between crows and eagle owls is included in the score for its adherence
to this logic, as is the parable “The Rag and Bone Man”. Both tales transcend narrow
national boundaries and instead convey universal human significance.

The classical equal-divisible metre (1/2 and 2/2) with asymmetrical accents
and syncope-like phrases, replacing the eight-beat unequally divisible metre of the quoted
“Dilmano, Dilbero” folk song, likely contributes to achieving the sense of “eternity”
and "detachment” from the specific details of folk life in the first musical theme.

The original composition used an 8/8 time signature, which is subdivided
into three unequal groups for every measure (8/8 = 2/8+3/8+3/8). Each group begins
with a pronounced accent, creating rhythmic asymmetry. However, in the cantata,
the musical elements do not resemble a distinct national folk style but instead are
linked to the stylistic characteristics of jazz and its rhythmically liberated urban sound.

The finale of the cantata, “Prayer”, also exhibits a similar level of ambiguity. The text
demonstrates an intentional removal of Bulgarian roots by emphasising linguistic, genre,
and stylistic ambiguity. At the beginning, the prophetic cautionary line “A house built
on blood will collapse” is introduced as a psalmic recitation, serving as a focal point
to guide the progression of the music and drama into a bilingual finale. Multiple distinct
musical and poetic phrases, each with its own text, such as those found in the ancient
motet genre, are performed simultaneously, connected by a consistent theme
of “"Requiem aeternam dona eis”.

Linda Mays says that the Green House's original, precise, and sophisticated style
immerses us in an entirely novel realm [Paliyeva, p. 185]. In this carefully conceived
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and skillfully done crossover dialogue, Bulgarian folklore becomes a symbol that Milcho
Leviev readily associates himself with and promptly incorporates other distinct traditions
into. Perhaps due to this factor, the jazz cantata “"Green House" evokes a profound
impression, eliciting a theatrical sense of empathy in every listener who interprets

it as a message to the world.

“Pictures from Bulgaria” by Vassil Kazandjiev. The phenomenon of crossover
conversation is evident in the symphonic suite “Pictures from Bulgaria” (1970), composed
by Vassil Kazandjiev (b. 1934) (see Fig. 3). This is particularly noticeable in the sections
titled "Peasant Song” and “Kukeri Dance” (9:54 and 14:26 in Figure 4). The first piece
incorporates a theme derived from a well-known folklore motif found in the ballad
“Tudora Laid Down.” This subject is presented
in an irregular time signature of 10/8. The violin
solo in this piece is delicate and performed
with only one voice. A repeating “A" tone
that is present with it amplifies the song’s intensity
right up until the very end. The solo maintains
a clearly articulated modal-melodic and 12-bar
structural-rhythmic profile, reminiscent
of a traditional folk song. Various groups
of musical instruments have previously interpreted
and expanded upon this profile. The solo reaches
great heights, symbolising a spiritual experience
rooted in tradition. The polyphonic nature
of modernity emerges from the original monophonic
melody of a symbolic folk tune, which is fully quoted
in each repetition throughout the performance
without creating a sense of stagnation. The heritage
Figure 3. Vassil Kazandjiev. Source - official  'émains sonorous and distinctly identifiable,
page https://www.facebook.com/Vassil. but is impossible to replicate from the perspective
Kazandjiev/?ref=ts S
of any individual author.
The “Peasant Song” incorporates and symbolises a specific folklore archetype,
while the "Kukeri Dance” decodes the important symbols of our ancient culture.
A mobile and rhythmic pulsation of the textural vertical in a 2/4 time signature produces
the rough movement. This breaks the repetitive pattern of the movement by introducing
continuously shifting time signatures such as 1/4, 2/4, 7/8, 5/8, and 3/4. These changes
in time signature effectively
Figure 4. Pictures from Bulgaria establish the rhythm of the ritual’s
by Vassil Kazandjiev opening. The author's score features
thRYl_Otl’J]-trtupk;e//(;-/ngifjug: /';ZSBhSaZ%U gt 2 diverse range of primary timbres
in the ancient performance sound,
achieved through the use of a triple
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orchestra and a variety of percussion instruments. Some of these instruments,
such as a beater, a car horn, a tom-tom, wooden blocks, a bell, castanets, and a plastic
hose, were specifically chosen from live practice. Several indications, such as pesante,
con sordina, pizzicato, col legno, glissando, and spiccato, serve to highlight
the expressiveness of the melodic texture. In this concise musical setting, Vassil Kazandjiev
presents a central melodic theme that is organised according to the prevailing “rhythm-
timbre” formula. This theme is easily identifiable due to its simple melodic pattern.

In these two compositions, the composer appears to be reflecting upon himself
through the lens of the timeless Bulgarian principle, acknowledging its influence
while firmly asserting his affiliation with contemporary ideals in their entirety.
The pieces encompass a multitude of experiences, where the rhythm of both his personal
and foreign eras, as well as local and distant environments, merge in a genuine crossover
dialogue.

Conclusion. Today, the cultural identity of the artist is understood as a notion

that encompasses a wide range of characteristics from other categories and modes

of thought that are layered on top of national themes. Both these Bulgarian composers,
who have embraced a modern identity that exists outside of these traditional influences,
as well as those creators who have embraced a national sound ideal that is deeply rooted
in the inherent elements of language, nature, folklore, and religion, demonstrate

the versatility of this synthesis.

The two examples provided here, extracted from the compositions of Milcho Leviev
and Vassil Kazandjiev, can be supplemented with the works of other Bulgarian composers.
These authors, deeply influenced by Balkan tradition and contemporary trends, raise
an intriguing question regarding the enduring and fluctuating forces of attraction
and repulsion between the two 'poles'. Furthermore, it prompts us to question
the existence of a universal logic behind the constant variability of this balance.

Due to contemporary “crossover” processes, the cultural identity of a specific tradition
will increasingly manifest itself to the world, showcasing its timeless values that are
inherently embedded within it. Hence, values that are specific to a certain location

in terms of their association yet possess a significance that is applicable worldwide have
the potential to assume a global nature. Young cultures, such as the Bulgarian, tend

to distinguish themselves by asserting their own character, assimilating into the global
sphere, and then exerting influence within it.
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«[pogp. MNMaHuyo Bnadueepos» ¥nmmeik myseika akademusicel (Cogpus, boneapus)

XX FacblpAbliH, eKiHLWi )XapTbICbIHAAFbI 60rap My3blKablk,
LWblFapMaLUbl/bIfbIHAAFbl «KKPOCCOBEP» KYObINbICHI
YKSHEe MdjeHuneTapanblk Avnanor

(Sapyn

AHpatna

AsTOp
KoXKazbaHblH,
COHfbl HYCKACbIH
OKbIM KynTazabl
XoHe Myaaenep
KaKTbIfbICbIHbIH,
SKOK eKeHAiriH
Manimaenai.

XX Facblpgafbl «KpoCcoBep» KyOblabICbl KOFaMAblk ©MIpPAiH, KenTereH cananapblHia,
acipece eHep canacbiHAa epeklue MaHre ne 60a4bl. byn TepPMUH «KMbIAbIC» HeMece
«@Tneni Keseni» benriney yLwiH KonjaHbINFaHAQ, O ILUKi ANANOTTbIH, KaXKeTTiAIriH

XaHe MHOWAbTPaLMA MeH UMMNaHTaumaFa nkemaenyai 6ingipeai. Kpoccosep apkbiibl
3aMaHayv KOMMO31TOp 63iH alMaKTblK KaHOHHbIH, LekapacbiHAa okLaynayaaH 6ac
TapTabl, XXahaHzblK KOHTEKCTe TaHAay epKiHAiriHe Xon bepesi, enikTey MeH kalrTanayfa
Kapcbl Typaabl XaHe apbip wWhifapmara biperelt 6eliHe bepegi. «KpoccoBepnik» anckypc
XeKesnereH aBTopfapblH, aBTOHOMUACLIH KOpCeTeai XXaHe AapablfbiMeH epeKLleNeHeTiH
Wblfapmanapbl Xacayfa xetenengi. XX facblpZblH, eKiHLWi XXapTbiCbiHAaFbl bonrapusHbib,
My3bIKa/blK WblFapMallbliblFbl KYPAENi CUMBONN3MMEH epeKLLIeNeHeTiH KPOCCOBEP XXaHe
MaeHMeTapasblk ©3apa 9PEKeTTECTIKTIH, epeKLle apTypAi XaHe TepeH, KepiHicTepiHe
6ari. On My3blKanblk-CTUANCTUKANbIK epeKLLENIKTEPAEH, XaHP/bIK, epekLLenikTep

MEH 3THOMB/EHU CUNaTTapAaH KepiHETIH YATTbIK ASCTYP INEMEHTTEPIH Ae, XahaHAabIK
3aMaHayunblk 6enrinepin ge kamtuabl. KpoccoBep LWbiH MaHiHAe 6oarap 6osrap
TYbIHAbITEPiHIH, reHETUKaNbIK KOAbIHbIH, epeKLle H6eniriHae TypAeHin, eyponanbik onnay
TOCiNiH KanbinTacTbipazbl. KpoccoBepik Ananorsl OHbIH, KOPKEMAIK caHacbiHAA eKi
Hemece Ken AOMEH/i cunaTbl aBTOPaPbIHbIH, XXaHa M3AeHM 6OIMbICbIHbIH, benriciHe
aviHanaTblH XaHa TUNTeri WhlfapMaHblH, MAesnapbliH TyAblpadbl. by «kublabic»
AvianortapAblH, kanbintacybl MeH gaMybliH Munyo JleBuesTiH «Xacbin yin» (Green House)
[ka3 KaHTaTachl xaHe Bacun KasaHzaxunesTiH «bonarapusgan cypetrep» cMMbOHUANBIK,
crouTachl CUAKTHI WblFapManapaaH kepyre 6onagbl. MyHaa 6orap ¢onbkaopbik ASCTYpI
XKaHZbl XXdHe arikblH TaHbIYbIH XanfacTblpyaa, bipak >eke aBTOP/bIK KO3KapacTa
KarTanaHbanabl.

Tipek ce3dep: kpoccoBep, 6oarap My3sbikackl, Munyo Jlesues, Bacun KasaHaxves.

Asnreic. KypmaHfasbl aTbiHAafbl Kazak yATTbIK KOHCEPBATOPUAChIHA YAKEH KYPMETIMAI
6ingipemiH xaHe Saryn xypHanblHbIH aBTOPbl 60/yFa LWaKbIPFaHbl YLUiH aifbiC aNTaMblH.

Alatiekces ywiH: KonapoBa, E. XX facbipAblH eKiHLLi XXapTbiCbIHAaFbl 6oarap My3blKablk,
LUblFapMalLLblNbIFbIHAAFbI «KPOCCOBEP» KYObIbIChI XXaHe MdjeHneTapanblk gunanor //
Saryn.—2023.-T. 11. - N2 4. - 54-67 6. — DOI: 10.59850/SARYN.4.11.2023.42.

Makana pegakumssa PeueH3nsaaH kemiH XKapwsanayra
TycTi: 15.05.2023 MakynaaHfaH: 27.10.2023 kabbinganabl: 01.11.2023
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Omunnma Konaposa

HayuoHaneHasa my3sikaneHas akademus «[pogp. [NaH4yo Baaduzepos» (Copus, bonzapus)

fiBneHne «KkpoccoBepa» U MeXKYNbTypHbIA gnanor B 6osrapckom
My3blKa/lbHOM TBOpUYeCTBe BTOPOI1 NoioBMHbI XX Beka

®eHoMeH «kpoccoBepa» B XX Beke npnobpetaeT ocoboe 3HaueHne BO MHOIMX chepax
06L,eCTBEHHOW XWU3HWN, 0COBEeHHO B chepe nckycctea. Korga TepMuH ncnosblyetcs

N7 0603HaUeHNsA «NepekpecTka» Uan «nepexosa», OH CUMBOAN3NPYET BHYTPEHHIOH
noTpebHOCTb B AManore U HacTPoe Ha MHPUAbTPALMIO 1 UMMNNaHTaL UK. Yepe3
KpOoCcoBep COBPEMEHHbIV KOMMO3MTOP OTKa3blBAeTCA M30AMPOBAaTLCA B rPaHMLIAxX
pernoHanbHOro KaHoHa, AomnyckaeT cBoboay Bblibopa B r106asbHOM KOHTEKCTE,
BbICTYMaeT NPOTMB MMUTALMKN U NMOBTOPEHWUs, obecneynBaeT yHMKaAbHbI 06pa3

AN KaXKA0ro coumHeHuns. «KpoccoBepHBbIn» ANCKYPC AeMOHCTPUPYET aBTOHOMMUIO
OTAENbHbIX aBTOPOB W NMPVBOAUT K CO3JaHWNIO MPOU3BEAEHNN, OTANYAIOLLUXCA CBOE
NHANBUAYaNbHOCTBIO. My3blkaabHOe TBOpYeCTBO boarapum BTopoi nonosuHbl XX B.,
6oratoe Ha HeOb6blYaHO pa3HOObpPa3Hble U r1yboKMe NPOABAEHUA KPOCCOBepa

N MEXKYNbTYPHOrO B3aUMOZAENCTBIA, XapaKTepun3yeTcs C/I0XKHON CMBOJIMKOMN.

OHo BkAtoYaeT B cebs Kak 3N1eMeHTbl HaLMOHaNbHOM TPAAMLIMK, TakK 1 3HaKW rNo6asbHON
COBPEMEHHOCTM, NPOABAAOLLMECH B MY3bIKaNbHO-CTUINCTUYECKNX OCODEHHOCTAX,
>KaHPOBbIX Pa3NNUMAX U STHOKYAbTYPHbIX Npu3Hakax. Kpoccoep paktnyeckm
dopmupyeT eBponericknii 06pas MblLLaeHUA 6ONTapcKoro TBOPLA, BOMAOTUBLLNNCA

B CBOeOHpa3Hyto HacCTb ero reHeTnyeckoro koga. KpoccoBepHblili gvanor nopoxzaaert

B €ro XyZ0XeCTBEHHOM CO3HaHUW UAen HOBOTO TUMa NPOU3BEAEHWNIA, Yeli ABOVCTBEHHbIN
WAN MHOTOMEPHBIN XapakTep npeBpaLLaeTcs B NPU3Hak HOBOW KyNbTypPHOW
NAEHTUYHOCTM MX aBTOpoB. POpMUPOBaHME U Pa3BUTUE STUX «MEePEKPECTHBIX»
[NanoroB MOXHO YBUAETb B TakUX MPOU3BEAEHMNSAX, KaK AXKa3oBas KaHTaTa Munyo
JleBuneBa «3eneHbin fom» (Green House) n cumdoHmyeckas ctomta Bacuna KasaHaxxmesa
«KapTuHkm 13 bonrapuwm». 3aecb 6oarapckas GonbkaopHas Tpagmumns NpoAoaKaeT b6biTb
APKO 3BYyYalllei N OJHO3HAYHO Y3HAaBaeMOW, HO He MOBTOPEHHON B MHAWBUAYaIbHOM
aBTOPCKOM MoAXoAe.

Knrouessle cnoea: kpoccosep, bonrapckas my3sbika, Munyo JleBues, Bacun KazaHaxues.

BaazodapHocmu. Beipaxato rnybokoe yBaxeHue Kasaxckoli HaLMOHanbHOWM
KoHcepBaTopun UMeHn KypmaHrasbl 1 61arogapHocTb 3a npuraalleHune bbiTb aBTOPOM
XypHana Saryn.

Ana yumuposaHnus: Konaposa, 3. fiBNeHne «KkpoccoBepa» U MeXKYbTYPHbIN Jnanor
B 6orapckom My3bikaabHOM TBOPYECTBE BTOPOM NosoBMHbI XX Beka // Saryn.
—2023.-T.11.-N2 4. - C. 54-67. - DOI: 10.59850/SARYN.4.11.2023.42.

CraTbs noctynuna OpobpeHa nocne MpuHaTa
B pegakuuto: 15.05.2023 peuieH3vpoBaHms: 27.10.2023 K nybavkauun: 01.11.2023
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Tuvan Composer Ayana Oyun
(Creative Portrait)

Abstract Among the contemporary composers of Tuva, the personality and creative work

of Ayana Oyun are covered little in musicology. The main stages of the composer’s
creative biography are noted related to studying at Republican School of Arts and Kyzyl
College of Arts, receiving a specialized education at Krasnoyarsk State Academy of Music
and Theater, Mikhail Glinka Novosibirsk State Conservatory, as well as additional
education at St. Petersburg Theatre Arts Academy. The composer’s creative portfolio

is surveyed, providing an analysis of one of the illustrative works — the Piano Quintet.
The periodization of creativity works correlates with her education in different universities
in Russia and with a change in genre preferences. Thus, during the years of study

at Krasnoyarsk Academy of Music and Theater (2001-2007), works of chamber genres
were predominated, including the above mentioned and analyzed Piano Quintet.

The return to her native Tyva is marked by the formation of an original author’s

style. During these years, interest in theatrical music was shown, and a number

of performances with music by Ayana Oyun were staged. During the years of study

in St. Petersburg (2013-2018), several musical fairy tales were created and staged:
Don't Fly Away!, Mary Poppins and Her Friends, Khorloo (Wheel). Music appeared

for a number of performances at the National Theatre as well. The composer’s
contribution to the development of musical theater in Tuva and the revival of the first
national opera, Chechen and Belekmaa, by Rostislav Kendenbil are noted. Ayana Oyun
is a rare case of a successfull two-in-one combination of a composer and a theater
director; her personality is distinguished by deep reverence and adherence

Author has read to the traditions and Buddhist practices, striving for constant self-improvement,

and approved expansion of professional and spiritual horizons.
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Among contemporary composers of Tuva, Ayana Oyun's (born 1982) (see Fig. 1)
personality and work, which have not yet received wide coverage in musicological works
[Karelina, The History of Tuvan Music from the Fall of the Qing Dynasty to the Present
Day: Research; Karelina, Creativity of Young Composers and Problems of Development
of Musical Culture in Tuva ...; Karelina, Woman Composer in Modern Culture of Siberial,
are of particular interest. The younger generation of Tuvan authors are not discussed
in the major work of the Novosibirsk Conservatory [Ossipenko], since the section
on Tuva is chronologically limited to the period of the 1980s. In the monograph by Lada
Pylneva, some works of Ayana Oyun are only mentioned in general reviews [Pylneva,
p. 396-398], based on the material of the already mentioned monograph [Karelina,
The History of Tuvan Music from the Fall of the Qing Dynasty to the Present Day:
Research]. The proposed article is intended to fill this deficiency by presenting a brief
biography and analysis of one of the composer’s exemplary works.

Native of the village of Aryg-Bazhy Ulug-Khem district
of Tuva, the youngest of four children in a working-class
family (her mother is a livestock specialist, and her father
is @ mechanical engineer), Ayana began her musical studies
as a flute student at Republican School of Arts. After graduating
from school in 1997, she enrolled Kyzyl College of Arts
to study music theory. There she began studying composition
in the class of Yekaterina Karelina, composed songs and plays
of small forms, and took an active part in the concerts
of the composition class. One of the compositions of these
years, a vocal duet-rondo on Tuvan folk themes Kuda yry
(Wedding Song) was even performed in November 2001
in a chamber music concert of Tuvan composers in the capital
at Alexander Pushkin Museum as part of the Days of Culture Figure 1. Tuvan composer

. . Ayana Oyun

of the Republic of Tyva events in Moscow.

After graduating from college in 2001, she entered the Krasnoyarsk Academy
of Music and Theater, where she has received a degree in Composition in the class
of Vladimir Senegin. Ayana Oyun remembers his teacher as a strict but kind man
with high principles who taught that composing music is everyday work
and that composing is a craft that must be mastered. During the lessons with the teacher,
they listened and analyzed the music of Bach, Debussy, Stockhausen, and Cage and found
out how, in one case or another, the composer finds proper decisions, stopping in detail
and understanding composition techniques. Vladimir Senegin often repeated the phrase
“Music gives birth to music”, so he recommended listening to a lot of music, explaining
that it is better to go to a concert and listen to great music than to sit and try to compose
when it doesn’t work out. Thus, under the guidance of a teacher, the student mastered
the basics of forms and genres and worked on works for different performers.

Among the works of the Krasnoyarsk period, the piano cycle Shagaa, consisting
of five parts, stands out for its particularly poetic sound sketches: Shagaa (celebrating

& |
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the New Year according to the lunar calendar), Kazhyk (traditional game with animal
bones), Shyngyraash (Ringing), Kharzhygashtar (Snowflakes), and Kozhamyktar (Choruses).
After this cycle followed several successful works: duets for woodwinds, variations

for piano on the theme of the Tuvan folk song Dus-Dag (Salt Mountain), romances based
on poems by Tuvan poets, choruses acapella, arrangements of Tuvan folk songs

for choir, string quartet in three movements, and the single-movement Piano quintet.

The score of the Quintet for two violins, viola, cello, and piano was created in 2006.

In the history of the Tuvan school of composition, the appeal to this genre is the first
and, so far, the only one of its kind. The Quintet also stands out in that, being

an example of the so-called "absolute”, i.e.,, non-program instrumental music, it has

no connections with Tuvan melos (not only are quotations from Tuvan folklore unused,
but any associations with it are carefully avoided). This is due to the figurative content,
which reflects the inner psychological world of a modern person, regardless of one’s
nationality and place of residence, living in a complex and ambiguous era of world
processes of globalization and revaluation of spiritual values. The music of this Quintet
is not designed for external effect; it is intellectual in nature and requires thoughtful
listening. There are several sections in the structure of the form.

At the beginning of the quintet, against the background of the drone sound d’, short
tunes appear like fragmentary phrases. The central structure among them is a motif of
the initial and adjacent sounds (d — dis — cis). This motif can be considered as the thematic
grain of the entire quintet (see example 1).
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Example 1. Ayana Oyun. Quintet for two violins, viola, cello, and piano. Initial motif

The intonation line is emphatically dissonant: tritone motifs and interval complexes
based on the tritone or major seventh play an important role in the thematic structure
of the quintet. The next section is characterized by rhythmic acceleration: a dialogue
takes place between the piano and string parts, leading to the first climax (bars 49-50).
Further development of musical thought is committed to the strings speak in a freely
imitative manner (as if interrupting each other), and the piano leads its bass line (free
ostinato in quarters). This fragment logically leads to the next one, where the ensemble
members switch roles: the strings discuss one idea (the initial quartet chant develops
in quarters), and the piano picks up their previous “ragged” phrases (with sixteenth
notes), which leads to a new climax (bar 80).
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An important section is the fugue (bars 94-134) — the key moment of the form,
the most intense intellectual dialogue. The fugue's main intonation and rhythmic
structures are centered in its theme. For example, the theme’s main motif is based
on the tritone, and minor-second intonations are used a lot in the development
(see example 2).
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Example 2. Ayana Oyun. Quintet for two violins, viola, cello, and piano. Fugue section. The subject

Adagio section (bars 135-170), in which melodious phrases from the strings (later
carried out by the piano) are built on leading intonations (see example 3).
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Example 3. Ayana Oyun. Quintet for two violins, viola, cello, and piano. Adagio section’s main theme

In the Tempo | section (from 171 bar), the initial short chants return (at first, they
sound pizzicato). The last culmination (bars 181-190) is a combination of toccata texture

in the piano and melodious lines in the violins, the apogee of the tritone vertically
and horizontally (see example 4).
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Example 4. Ayana Oyun. Quintet for two violins, viola, cello, and piano. Recapitulation. Last culmination
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The final phrases (from bar 191) sound like a reminder of the fugue theme and act
as a coda. Thus, the single-movement form contains signs of internal cyclicity. At the same
time, the development of the form follows a cross-cutting principle, as a result of which
the main musical and expressive elements constantly vary, appearing in different guises
and different combinations. All this creates a special artistic space for the Quintet,
in which micro-intonation processes serve as a reflection of the intense intellectual life
of modern man.

Three Miniatures for a small symphony orchestra based on Tuvan fairy tales (Pastoral,
Karaty-Khaan and Shaman) were created by Ayana Oyun during her years of study.
The graduation work was the cantata Subedey (Subutay), inspired by the same named poem
written by the Tuvan poet Eduard Mizhit. The tendency toward generally significant
(civil, historical, and spiritual) themes inherent in cantata-oratorio genres was reflected
in an attempt to musically embody the image of the medieval Uriankhay commander,
a close ally of Genghis Khan. The composer was interested in the text by Eduard Mizhit,
which expresses the feeling of bitter regret of a wise man about what he had done.
Subedey appears in the poem already in his declining years, an old man who asks
for forgiveness from his land and people. The cantata consists of six parts; three of them
were performed in August 2012 in the capital of Kalmykia, Elista, as part of the IV International
Festival of Contemporary Music of Mongolian-speaking Peoples, Pentatonic.

After graduating from the academy in 2007, Ayana decided to continue her
professional education, so she devoted the years 2007-2009 to postgraduate studies
at Mikhail Glinka Novosibirsk Conservatory, majoring in Composition in the class
of Professor Yuriy Yukechev. During this period, a cycle for a cappella choir, Sany-Mogeh,
was written. It is based on verses from the poem of the same name by the Tuvan classic
Stepan Saryg-ool, three parts of which are variations on the “orphan theme” and are
inspired by the artistic imagery of the traditional song genre éskustun yry (song
of the orphan). As part of the composer’s graduate program, research work was also
completed, including a graduation essay on the topic “The Use of Polyphonic Techniques
in the Scores of Tuvan Composers in the 1970s.” So, Ayana Oyun became the first
composer of Tuva, who received a post-graduate composition education.

Returning to her homeland, Tuva, from 2010 to 2013, she taught composition, musical
theoretical subjects, and music computer science at Chyrgal-ool Kyzyl College of Arts.
In 2011, Ayana Oyun was accepted as a member of the Union of Composers of Russia.
New opuses have appeared, among them: arrangements of Tuvan folk songs, Ballad for
cello and piano, and Vocalise for voice and piano. The music of the Ballad and Vocalise
well demonstrates the features of Ayana Oyun’s personal style, characterized by a penchant
for expressing dramatic, intense emotional states in concise, compact forms. Intended
for soprano, Vocalise immediately entered the concert repertoire of the leading Tuvan
singer, Elvira Dokulak.

It is important to note that during these years the composer’s creative portfolio was
replenished with theatrical music for the play Sen deerge men (You are Me), the puppet
show Don't Fly Away!, the children’s play Smart Mouse in Australia, and several parts
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for the children’s ballet Shyyaan am... (an untranslatable fairytale beginning), among
several co-authors.

Working with theatrical projects encouraged the composer to receive additional
education. In 2013, Ayana Oyun entered the St. Petersburg State Academy of Theater Arts
(now Russian State Institute of Performing Arts) at the Faculty of Acting and Directing
with a degree in Musical Theater Direction, where she studied under the course
of the People’s Artist of Russia, Professor Andrey Petrov. The years of study
in the northern capital were remembered by active immersion in the world of opera.

In the children’s musical theater Through the Looking Glass, there were sometimes three
performances a day, and students literally lived there all day long, from one performance
to another, watching the theater from the inside, sitting at rehearsals, and attending
premieres.

Ayana Ayana Oyun successfully mastered the genre of musical fairy tales
as a composer, writing music for a number of children’s plays staged in Tuva
(Don't Fly Away!, Mary Poppins and Her Friends, Khorloo (Wheel)). Also, her creative
portfolio was replenished by the music for performances of National Theater (Oshpeen
ynakshyl (Unfaded Love), Modeh. Eldin egezi (Modeh. The Beginning of an Empire),
the music of Lamentation for the theatrical program of the State Song and Dance
Ensemble Sayany (Golden Arrows of Dreams), and the music for the New Year's children’s
performance (Gift for the Princess).

In 2018, as a graduation work, Ayana Oyun successfully presented the musical fairy tale
Kamgalakchy kan-bolat kys (Hero Girl), in which she performed not only as a composer
but also as a stage director for the first time. The musical design of the performance
is based on ethno-style, the melody is close to folk style. This is also facilitated
by the choice of accompanying instruments (igil, byzaanchy, chadagan, doshpuluur,
kengirge), to which the sound of a triangle is sometimes added. Thus, the heroes
of the play not only sing, but also play Tuvan musical instruments, which helps
the viewer feel the atmosphere of the heroic epic. The composer's position was as follows:
“Music is a continuation of the action, not imposed. Simple. Well, the orchestra is quietly,
imperceptibly playing along. The main thing was the action, not the music, emphasized
separately, or the dance... | wanted unity.”

The composer worked as the artistic director of Alexey Chyrgal-ool Kyzyl College
of Arts. Thanks to Ayana’s professionalism, who headed the opera studio in the vocal
department, the Prologue from the opera The Snow Maiden by Nikolay Rimsky-Korsakov
was staged at the college for the first time in 2019, and in 2020-2021 the first Tuvan
national opera Chechen and Belekmaa by Kendenbil was revived, which became an event
in the cultural life of the republic. In 2023, the composer began working at the Tuva State
Philharmonic.

Ayana Oyun is a rare case of a successful two-in-one combination of a composer
and a theater director; her personality is distinguished by deep reverence and adherence
to the traditions and Buddhist practices, striving for constant self-improvement, expansion
of professional and spiritual horizons.

Tuvan Composer Ayana Oyun (Creative Portrait) ‘ 73 ‘
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AHpaTna

AsTOp
KoXKazbaHblH,
COHfbl HYCKACbIH
OKpIM KynTazbl
XoHe Myaaenep
KaKTbIfbICbIHbIH,
SKOK eKeHAIriH
Manimaenai.

(Sapyn

EkaTtepuHa KapenuHa

AndaH-Maadeip ameiHOaFel ¥a1mmeik Mypaxatiel (Keisein, Teiea Pecnybaukacei, Peceli)

TbiBanbiK komno3utop AaHa OroH
(WblFapMaLLbINbIK NOPTPETI)

TbIBaHbIH, Ka3ipri KOMNo3uTopAapbiHbIH iWiHAe AsiHa OFOHHBIH, Ty/1Fachl

MeH LUblfapMaLlbliblFbl My3blkaTaHya a3 KaMTblaFaH. Makana Tapuxmu-Tyafanblk

>K9He My3bIKablK-TEOPUANBIK 3epTTey dAicTepiHe HerizgenreH. KoMnosntopabiH
Pecnybankanbik eHep MekTebi MeH Kbi3bl eHep yunauieciHze okybiMeH, KpacHosp
MeM/IeKeTTiK My3blka XaHe TeaTp akagemuacbiHAa XaHe M. UI. TnHka aTbiHAafbI
HoBocibip MemnekeTTik KOHCepBaTOPUACbIHAA apHalibl BifiM anybIMeH, COHbIMEH

katap CaHkT-lNeTepbypr MemnekeTTik TeaTp eHepi akaZeMUACbIHAA KOCbIMLLA

6iniM anybiMeH BaliNaHbICTbI LWblFapMaLlbliblK ©MipbasHbIHbIH, HEri3ri keseHaepi
6enrineHesi. KoMno3nTopablH, WhiFapmallbliablk NopTdenbiHAeri XxaHpaapFa wony
KaHe aMLWbIKThI WhlFapManapablH 6ipi dopTennaHonbik KBUHTETTIH Tangaybl 6epinreH.
LLIblrapMaLlbINbIKTbIH, Ke3eHAiNir OHbIH PeceligiH apTyp/i yHMBEPCUTETTEPIHAE OKYbIMEH
KaHe XaHpAblk, 6erimMainiriHin e3repyimeH 6arnanbictol. Ocblnaliwa, KpacHospck My3bika
XK9He TeaTp akajeMUACbIHAA OKblFaH Xbingapbl (2001-2007) kamepanbik XaHpaafbl
LWblFapmanap, OHbIH, ilWiHAe TangaHfaH PopTenmaHobIkK KBUHTET 6acbiM 601blI.

TyFfaH >epi TbiBafa opany e3iHAIK aBTOPAbIK CTUbJIH, KaabiNTacybIMeH epeKkLleneHesi.
Ocbl Xblngapbl TeaTp My3blKacbiHa AereH Kbl3bIFyLblblk apTbin, A. OtOHHbIH
My3blkacbiMeH BipkaTtap crnektakabaep Konbigbl. CaHkT-MeTepbyprre oKy XblagapbiHaa
(2013-2018) bipHelue My3biKanblk epTerinep Konbiabl: «¥Lwbin ketnel», «Mapu
MonnuHC xaHe OHbIH, AoCTapbl», «Xopnoo» («[eHrenek»). ¥ATTbik TeaTpAblH, bipkatap
cnekTaknbAepi YLWiH Ae My3blka nainga 6onabl. KoMno3ntopabiH, ThiBagasbl My3biKanbik,
TeaTpablH famMybiHa xaHe P. 1. KeHaeHOunbain, «LLewweH xaHe benekmaa» aTTbl TYHFbILL
YATTbIK OnepacbiHbIH KanTa XaHAaHyblHa KOCkaH yaeci atan eTingi. AsHa OtoH — bip
Ty/IFaZia KOMMO3UTOP XKBHE TeaTp PexXnccepi CaTTi YMIeCKeH CUPeK Ke3aeceTiH XaFaan,
OHbIH, TyAFackl Byana iniMAEpPiHIH A9CTypaepi MeH TaxipnbeciH TepeH, KacTepsieyMeH
KQHE YCTaHybIMEH, YHEMI ©3iH-83i XeTingipyre, Kacibu xaHe pyxaHn KeKXNeKTepPiH
KEHEWNTyre yMTbINYbIMEH epeKLLeneHes,.

Tipek ce30ep: AsiHa OtoH, TbiBa, KOMMNO3UTOP, TEATP PEXMCCEPI.

Aatiekces ywiH: KapenvHa, E. K. TeiBasbik komnosutop AsHa OroH (LWblfapMalLlblibIK,
noptpeTi) Saryn. —2023. - T. 11. - N2 4. - 68-77 6. — DOI: 10.59850/SARYN.4.11.2023.30.

Makana pegakumasa PeLieH3magaH keliH Xapvsnayfa
TycTi: 15.07.2023 MakynaaHfaH: 02.08.2023 KabblngaHgbl: 15.09.2023
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EkaTtepuHa KapenuHa

HayuoHaneHsil myseli umeHu AndaH-Maadsip (Keisein, Pecnybauka Teiga, Poccus)

TyBUHCKUI kKomno3suTtop AsHa OroH
(TBOpUECKMNI NopTperT)

Cpepam coBpeMeHHbIX KOMMO3UTOPOB TyBbl IMYHOCTb U TBOPYECTBO AsiHbl OtoH

Masio OCBeLLeHbl B My3blkO3HaHWW. CTaTbd 6a3mpyeTcs Ha NCTOPMKO-NEPCOHaAbHOM

1 My3blKaJlbHO-TEOPETNYECKOM MeToAax nccaegoBaHms. OTMeuaroTcs OCHOBHbIE 3Tanbl
TBOpPYeCKon brorpadpuu KOMNo3nMTopa, CBA3aHHble C yyeboit B PecnybmkaHCKoM Lkone
nckyccTB 1 KbI3bIICKOM yUMaWLLLE UCKYCCTB, MOydYeHne npoduabHoro obpasosaHms

B KpacHospckoli rocysapCTBEHHON akageMumn My3bikn 1 TeaTpa 1 HoBocnbumpckom
rocyfapCcTBeHHON KoHcepBaTopumn nMeHn M. WI. TanHku, a Takke AOMONHUTENBHOTO
obpazosaHus B CaHkT-lNeTepbyprckori rocyAapCcTBeHHON akaseMum TeaTpaibHOro
nckyccrea. [laetca 0630p XaHpPOB B TBOPYECKOM MopTdhesie KOMNO3UTOpa 1 aHam3
OZHOTO V3 MoKasaTesibHbIX COUNHEHNN — PopTenmaHHoro KBMHTeTa. MNeproan3saLms
TBOPYECTBa COOTHOCUTCA C eé obyueHneM B pasHbIx By3ax Poccmm n co cmeHom
>KaHPOBbIX MpeAnoYTeHN. Tak, B rogbl y4ébbl B KpacHOAPCKOW akageMmmn My3blku

n Teatpa (2001-2007) npeobiasan COUMHEHNS KAMEPHBIX XaHPOB, BK/IKOUas
aHanunpyemblii PopTenmaHHbI KBUHTET. Bo3BpalleHne B pogHyto TbiBY OTMEYEHO
dopmmpoBaHeM caMODBbITHOrO aBTOPCKOrO CTUAA. B 3T1 roAbl nposBaseTca nHTepec
K TeaTpa/sibHON My3blke, MOCTaBAEH pAJ cnekTakaern ¢ My3bikol A. OtoH. B rogbl yuébsl
B CaHkT-leTepbypre (2013-2018) co3saHbl 1 NOCTaBAEHbI HECKONbKO MY3blKabHbIX
cka3ok: «He ynetaiil», «Mapwu MonnuHc n ee apy3ba», «Xopnoo» («<Koneco»). Takxe
nosBuaachk My3blka K psgy cnektakaen HaumoHanbHoro Teatpa. OTMevaeTcs BKIag,
KOMMO3UTOpa B pa3BUTUE My3biKaJlbHOro TeaTpa B TyBe U BO3POX/AEHME NepBoin
HaLoHanbHOW onepbl «YeueH n benekmaa» P. [l. KeHaeHbunsa. AsHa OroH — peakuin
C/lyyait yCNeLwHOro coYeTaHns B O4HOM JvLie KOMMO3MTOPa 1 TeaTpasbHOrO pexunccepa,
€e JIMYHOCTb OT/IYAOT rNyHoKoe NounTaHne 1 caefoBaHNe TPAAULIMAM U MPaKTUKaM
ByAANIACKOTrO YUYeHUs, CTPEMIEHME K MOCTOSHHOMY CaMOCOBEPLUEHCTBOBaHMIO,
paclmpeHunto NpodeccnoHanbHbIX U AYXOBHbIX FOPU3OHTOB.

Knrouesole cnoea: AsHa OtoH, TyBa, KOMMNO3UTOP, TeaTpasibHbIV pexuccep.

Ana yumuposarus: KapenuHa, E. K. TyBrHckuin komnosutop AsaHa OroH (TBopyeckuin

noptpert) // Saryn. —2023. - T. 11. = N2 4. - C. 68-77. — DOI: 10.59850/SARYN.4.11.2023.30.

Cratbsa noctynuna OpobpeHa nocne MpuHaTa
B pegakuuto: 15.07.2023 peueH3vnposanmsa: 02.08.2023 K ny6avkauum: 15.09.2023

76|

Yekaterina Karelina



No. 4. 2023

AsTOp
Typanbi
manimer:

CBepeHuA
06 aBTOpE:

Author’s bio:

(Sapyn

ExkatepnHa KoHcTraHTUHOBHa KapenuHa —

eHepTaHy JOKTOpPbI, AOLEeHT, AngaH-Maaabip aTbiHAafbI
¥NTTbIK MypaxkaliblHbIH, LUTATTaH TbiC MPodeccop-KeHecLLUici,
Pecelr Komno3utopnap ogabiHblH Myweci (Kbi3bla, TbiBa
Pecnybaukacsl, Pecei)

ORCID ID: 0000-0002-1927-2845
email: ye_karelina@mail.ru

EkaTtepuHa KoHctaHTMHOBHa KapenuHa -

[OKTOP UCKYCCTBOBEEHMS, AOLIEHT, BHeLTaTHbIN npodeccop-
KOHCyNbTaHT HalmoHanbHOro Myses nMmeHn AngaH-Maagbip,
uneH Cotoza komno3suntopos Poccun (Kbizbin, Pecnybavika
TbiBa, Poccns)

ORCID ID: 0000-0002-1927-2845
email: ye_karelina@mail.ru

Yekaterina K. Karelina —

Doctor of Sciences in Study of Art, Associate Professor,
Non-Staff Contractual Consulting Professor, Aldan-Maadyr
Tyva National Museum, the Union of Composers of Russia
(Kyzyl, Republic of Tyva, Russia)

ORCID ID: 0000-0002-1927-2845

email: ye_karelina@mail.ru

Tuvan Composer Ayana Oyun (Creative Portrait) ‘ 77 ‘



C-Sapyn ARTICLE N2 4. 2023

UbC | Nunapa LLomaesa'
792.8
" Kazaxckas HayuoHaneHaa akademus xopeoepaguu (AcmaHa, Kazaxcmar)

banetbl p>xn KunnaHa B KasaxcraHe

AHHOTauunA MpesMeTOM HacTOSALLEN CTaTbU ABAAETCA UCCNef0BaHNe NOCTaHOBOK HaneTos OAHOroO

13 KpyrnHenwwmx xopeorpadpos XX Beka Vpxu KnavaHa Ha Ka3axCTaHCKOW CLieHe.

B TeueHune TeaTpanbHbIx ce30HOB 2022-2023 rr. cnekTakin u3 cepum «4epHoe 1 6enoe»
MOMONHWAN penepTyap cpasy AByx 6aneTHbIX KONNEKTUBOB: «[lajlune aHrenbl» Teatpa
«AcTaHa baneT», «lllectb TaHUeB» 1 «ManeHbkas cMepTb» TeaTpa «ActaHa Onepa».
OnpegeneHvie KNtOUYEBbIX MOMEHTOB MOCTAHOBOYHOTO MpoLiecca v aHaan3 0cobeHHoCTew
xopeorpadunyeckoro noyepka baneTmencrepa, NpeacTaBaeHHOro Ans OCBOEHUA
OTeYeCTBEHHbIMU UCMONHUTENAMU, ABAAIOTCS LieNbio JaHHOW paboThl.

MeTog0M0rMueckoi ocHoBOM cTann paboTel Mpsxu Knanana n3 uvkna «YepHoe

1 6enoe», 4N N3yUYeHUs KOTOPbIX UCMO/Ib30BaINCh HEKOTOPbIE METOZAbLI GOPMaIbHOrO
aHanv3a. B uncne Apyrmx MeToAO0B: ONMUCaTeNbHO-aHANINTUYECKWN, MHTEPBbLIO, @ TakXe
MeTOZ BKAFOUEHHOTO HabtoAeHUs (MPUCYTCTBME Ha peneTuLmn).

MNMpeMbepaM YeLLCcKoro xopeorpada npegLecTsoBan nNpoLecc 3HakoMcTBa

TPYNn ¢ APYrMMU BblAaroLWMMIUCS obpasLlamm baneTHoro nckycctea XX Beka.

370 CNocobCTBOBAO YCMELWHOMY OB/aZleBaHMIO apTUCTaMy MAacTMYeCKOoro CTus

Wpxun KnnvaHa, cyTb KOTOPOro 3ak/t04aeTcs B CUHTE3e Kaaccmyeckon 6aneTHom

LUKOJIbl C CUCTEMOW KOHTPaKLMW COBPEMEHHOTO TaHLa. Ero TBOpUecTBO XapakTepusyercs
TECHOW CBA3bO TaHLa C BbIPa3nTEbHbIMY CPEACTBAMMN My3bIKM, @ Tak)Ke IKCMPECCUBHBIM
BblpaXKEHNEM YYBCTB U 3IMOLMI Yepes gBuxeHne. Bce 3To npocnexunBaetcs B Tpex
6anertax, yCrneLHO nepeHeceHHbIX B CTONNYHbIE TeaTpbl acCUCTEHTaMK Xxopeorpada
Lnpan 3ccebym n CredaHom Xepomcku.

Pe3ynbTat npoBeaeHHOM UMK paboTbl Hag H6anetamu Vipxin Kuavana B KasaxctaHe
OLLeHMBAETCS KaK MOJIOXMTE/bHbIN, YTO A0Ka3blBAETCS 3pPUTENbCKMM U MPOPECCUOHabHBIM
MHTEPeCcoM K NMPeMbepPHbIM BbICTYMIEHWAM KONNEKTUBOB. B npnobpeteHnn cnektaknen
OTMEYAETCs POJib X BAVNSHUSA Ha AeATESIbHOCTb MOOALIX XOpeorpadoB 1 apTUCTOB

ABTOp npouunTan
PP baneta.

n opobpwn
OKOHYaTe/IbHbI

BAPUAHT PyYKONMCH Knrouessie cnosa: 6anetsl Vip>xn Kunnana, xopeorpadua XX seka, xopeorpaduyeckoe

W 3asBnseT nckyccteo KasaxcraHa, TeaTp «ActaHa banet», Teatp «ActaHa Onepa».
06 oTcyTCTBUM
KOH(pAIMKTa Ana yumuposanus: Uowmaesa, [l. E. banetbl Npxun Knanara s KasaxcraHe // Saryn.
NHTepecos. —-2023.-T.11. = N2 4. - C. 78-89. - DOI: 10.59850/SARYN.4.11.2023.31.
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banetHoe nckyccTBo KaszaxcraHa, 6e3ycnoBHO, nepexnBaeT O4MH U3 UHTEHCUBHbIX
NepuosoB B CBOEN NCTOPUM, KOTOPbIE Cy4aroTCs B NepeNoMHble MOMEHTbI nepexoja
Ha HOBYHO CcTyneHb. OBbbIYHO 3TOT Npouecc 0byCNOBNEH B3ATMEM HOBbIX BEPLUMH, K YACAY
KOTOPbIX OTHOCUTCA MOMOJIHEHWE penepTyapa oTe4ecTBEHHbIX NPOdeCcCMOHaNbHbIX
TPYNn 3HaYMMbIMU 1N ONPEeAENAoLWMMN NPon3BeeHnaMn. B ogHom cnyyae 3t paboTbl
CNOCOBCTBYIOT YKPENIEHMIO HaLMOHaNbHOW TPaAMLIMM B aKafeMUYeCcKoM TeaTpe,

B APYrOM — CTUINCTUYECKWN PacCLLUVPAIOT penepTyapHbIn AnanasoH. Yacto
XyZAOXeCTBEHHOE PyKOBOACTBO 06paLLaeTca K CyLLeCTBYHOLLMM NMPOU3BEAEHMUAM,
KOTOpble NONYYMAN NPU3HAHNE B MUPE W TEM CaMbIM HanNpPsMyH CNocobBCTBYHOT
WHTEerpauumn B MMpoBoe 6aseTHoe COOBLLECTBO Ka3axCTaHCKOM Xxopeorpaduryeckom
wkonbl. Kak pa3 K 3TOM Kateropmm NnpnobpeTeHnii MOXXHO OTHeCTM BaneTbl BblAaroLwerocs
xopeorpaga XX Beka Vpxun Knanana, npembepbl KOTOPbIX MPOLIN B CTONNYHbBIX

TeaTpax B ce30Hbl 2022-2023 rr.

HacTosAwana ctatba NOCBALLEHa OCMbICIEHMIO JaHHOrO NpoLecca, a Takxe
BbIABJEHWIO ero 0COBEHHOCTEN B KOHTEKCTE TBOPYECTBa Xopeorpada 1 ero TpakToBKM
OTeYeCTBEHHbIMWU UCMONHUTENAMW. 3ambicen aBTopa PaboTbl OCYLLLECTBAAETCA BMepBble
1 MO3TOMY NPeACTaBAAETCA akTyanbHbIM. B kKauecTBe METOA0B NPUMEHANNCH
onucaTtebHO-aHaIUTUYECKNI, HEKOTOPble MeToAbl GOPManbHOro aHaan3a, MHTEpPBbIO,

a TaKke MeTog HabarogeHna. MeTogonormnyeckon 6ason aHaam3a xopeorpadum ctanm
pabotbl V. KnnnaHa pasHbix set, o6beanHeHHble 0bWwmm Ha3BaHneM «YepHoe 1 6enoe».

TeaTpbl «AcTaHa banet» n «ActaHa Onepa»' obpenn Tpn baneta yeLckoro
xopeorpada 13 cepumn «HepHoe 1 benoe» NpakTMyYeckn ogHOBpPeMeHHO. «LlecTb TaHLEB»
6bInn NpeacTaBaeHbl KoanekTnBoM «ActaHa Onepa» 25-26 mapTta 2022 roga, «Magwwne
aHrenbl» — TeatpoM «ActaHa banet» npaktnyeckun cpasy — 1 1 2 anpens.

W 3akntoumnTensHbiM akkopaoMm, yepes rog, 13 n 14 mana 2023 roga npowina
nocnesHAa npembepa 6aneta «<ManeHbkasa cMepTb» B TeaTpe «ActaHa Onepa»,
yeMy MpeaLecTBOBaNO HEKOTOPOE OXMAaHMe B AOraZKax, Kakowu Tpynne yAacrcs
3anoy4nTb NOCNEAHUN LIeAeBp.

Mpembepbl MOXHO OXapaKTepr30BaTb Kak OXMAaeMble 1 B TO Xe BpemMsa
JONroxaaHHble. XoTa nccnefosatenm He cnewat HasbiBaTb V. Knnnana HoBaTopom,

a cKopee NCKYCHbIM MacTepoM, KOTOPbIM CNOCOBCTBOBaN 3BO/IOLMMN 3TOTO UCKYCCTBA

[Bremser, p. 133], c 4UeM Mbl cerogHsa cornawaemcs. Ho cnektaknu, co3gaHHble B Nepuog,

¢ 1986 no 1991 roa, Ha npoTaxeHUn yxke 6onee 30 neT ABAAIOTCA XKeNaHHbIMU

BO MHOTMX, Aaxe caMblX n3bupaTtenbHbix TaHLEBa/IbHbIX KOAeKTUBax. Xopeorpadumsa

Npxu KnnnaHa nmeet pag onpesenstoLmx XapakTepUCTUK, KOTopble CO34at0T ero

YHWKaNbHbIN Y COBPEMEHHBIN CTUAb. [TprcyLmMM anwb emy 06pa3oM OH UCMOAb3yeT
3/IEMEHTbI U ABUXEHWS, B TOM YmnCe

1 Om pedakyuu: B Ny6ANKaLMM CTaTbM AaHbl 6ﬂar0,£l.apﬂ CBOEMY 3HAKOMCTBY
COKpaLLeHHble 0bLLenpUHATbIE Ha3BaHWA TeaTPOB. CO MHOMMMM ¢opmaMM NCKycCTBa.
Mo ycTaBy Ux Ha3BaHWA credytoLime:
Hekommepueckoe akLMOHeEpPHOe 06LLLeCcTBO Mo choBam AHHbI Knccen bI'Od),

«locyaapcTBeHHbIN TeaTp onepbl 1 GaneTa
“"ActaHa Onepa“» 1 ToBapwLLEeCTBO C OrpaHNYeHHO HaNpPas/IeHHOCTL CI)I/IpMeHHOFO s

OTBETCTBEHHOCTbIO «TeaTp “"ActaHa banet”». N. KnunnaHa nexuT B «|3|;,|co|<o(|)1/|3v|t-|ec|(o|v|

|7 |
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CANAHUM BaNeTHOW TEXHUKN N MANOMATUYECKOW CBOBOAbI COBPEMEHHOIO TaHLa»
[Kisselgoff]. C agpyron ctopoHbl, V. KnanaH — 6e3ycnoBHbIV r'yMaHWCT, ULLYLLIUIA OTBETbI
B Cpeje YenoBeka, B YesnoBeyeckoM Mupe. Ero TBopuyecTBo NpoHn3aHo riybokow
NPOHUKHOBEHHOM MYy3blKaNbHOCTbO. [JaHHOE rapMOHUYHOE eAMHEHME NPOXOAUT Yepe3
ceputo «4epHoe 1 benoe» B KaXka0u 13 ee WwecTn Yacten: Sarabande («CapabaHpa»),
No More Play («bonblue Hukakow urpbl»), Petite Mort («<ManeHbkaa cmepTb»), Falling
Angels («[Taparowme aHrenbl»), Sweet Dreams («Cnagkne cHbl») un Six Dances («LLecTb
TaHueB»). [loMMMO 3TOro, «yepHo-6esble» BaneTbl OCHOBaHbI Ha CEKCYaNbHOCTU.

Tak Uan nHaue My>XUMHaMU 1 XXEHLLMHAMM Pa3birpbiBAtOTCA CLIEHbI Ha Temy
YYBCTBEHHOCTU, TEJIECHOCTU N OTHOLLEHWUA MexXAy ABYyMs nonamu (B «CapabaHae»

— MY>eCTBeHHOCTW, «[aglwmnx aHrenax» — XeHCTBEHHOCTM, a Ha3BaHMe «ManeHbkas
CMepTb» O3HayaeT KpacMBoe 0603HaUYeHMe HanBbICLLEN TOUKU NHOOBN).

BaoxHoseHue V. KnanaHa 13 MHOXeCTBa MCTOYHNKOB MPUBOAUT K TOMY, UTO ero
TaHLUbl YHMKaNbHbIM 06Pa3oM NUCMOAb3YHT ANHAMMUKY, MPOCTPAHCTBO N BPEMS.
3a pe3kMMM yAapHbIMU ABUXXEHVUAMW CNeAYHOT NAaBHblE U3SLLHbIE IMHUK, KOTOPbIE
BCKOpe TPaHCHOPMUPYHOTCA B CEPUID MOAEPTMBAHUI, TONUKOB, aKLLEHTUPOBAHHbIX
BbIOPOCOB pyK MaW HOr. [pn HECKONBbKMX MOBTOPEHUAX MO NMPUHLMMY KOHTPacTa
B ABWXXEHMM CO3zaeTcs 0cobas AMHAMUKA, HEOAHOPOAHBIN PUTM, YCUANBAROLLUIA AN
BbICBOHOXAAIOLLMIA HanpsXXeHMe, CBOUCTBEHHOE ero xopeorpadun. NMprmeHeHne
TeaTpanbHbiX 3GPEKTOB CAYXUT Ana noguepknsaHma sbdekTta ero TaHua. Ceet B «[NagLwmx
aHrenax» v «bonblue HUKaKOW Urpbl» rEOMETPUYHOCTBIO MOALEPXKMBAET PUTMUUYHOCTD
aKLIeHTOB, CO3aeT CBETOTEHM, KOTOPbIE CY>KaT A1 UCMONHUTENEN KaK KYUChI,

a Tak>Ke HarHeTaroT obLLy0 MHTEHCMBHOCTL Xopeorpadumn. Koctrombl B «CapabaHae»
n «ManeHbKoW CMepTW» B COOTBETCTBUM C TEMOM CEKCyaslbHOCTM OBHaXatoT Teno
TaHLOBLUMKA, KaK N NCNOAb30BaHMeE LWNarn B KayecTse pekBu3nTa.

OpHako reHnansHocTb U. KnnmnaHa kak xopeorpada v nHtennektyana BonaoLLeHa
B MOHUMaHWN KyNbTYPHOrO KOHTEKCTa BPEMEHU, B KOTOPOM OH TBOPWJ CBOW BaneTbl.
YyBCTBYs NponcxoasLime nepemMeHbl B COLMaibHO-00LLECTBEHHOM YCTPOMCTBE XU3HM,
OH HazenaeT CBOMX TaHLOBLLMKOB PaBHbIMM BO3MOXHOCTAMW B HE3aBUCUMOCTH
OT BHyTpUTEaTpaibHOW nepapxmu. [leByLLKN B €r0 COYMHEHMAX CUbHbI, MY>XHYMHbI
Xe B NAaTbaX, Kak 3TO MOXHO 3aMeTuTb B «[Taawmx aHrenax» n «Llectn TaHuax».
Hebonblias rpynna ctaHOBUTCA caMow cTabunbHon dopmon. Bpems oT BpemeHu
HeKOTOpble apTUCTblI CIOBHO BbINaAatoT 13 obuiero aHcambisa, NouTn cpasy BAMBasACh
obpatHo. Cono un AyaTbl pacnagaroTcs, OA4HaKo 06K XOp — HUKOrAa (MpoABaAeHME ero
yBaXXeHWs KO BCEM apTUCTaM fJokasbiBaeT gpakT, Uto oH co3gan NDT Il
419 TaHLOBLLMKOB, KOTOPbIe MO BO3PaCTy AO/KHbI 3aKOHYUTb UCMONHUTENBCKYHO
Kapbepy, HO, UMesi OTPOMHbIN OMbIT, MOI/IM MPOA0AXKAaTb PaboTy B HOBOW Tpynne
ANA COUMHEHNs xopeorpadun).

K ocBoeHMIO ero si3bika B OAHUX U3 NyULUmnX, 6e3 npeyBennyeHums, COUMHEHNI aBTOpa
apTUCTbI Ka3axCTaHCKMX TeaTpoB Obian roToBbl. B «ActaHa baneT» K 3TOMy MOMeEHTY
y>Xe AobMancb NpaBa UCMONHATb Heoknaccmka Ixopaxa banaHumHa: «CepeHagy»,
«KoHuepT bapokko» 1 «Kanpuuumo ans ¢oprennaHo ¢ opkectpom». Tpu roga

‘ 80 ‘ Awvnapa lWlomaeBa
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B penepTyape Lwen peBOMOLNOHHBIN baneT Yunbama ®opcanta In the Middle, Somewhat
Elevated, aBTOp KOTOPOro OTHOCUTCA K OAHOW 3BE3HOW KOropTe y4eHnKoB [>koHa
KpaHko, B koTopyro BXoANT 1 Npxun KnanaH. NoMnMo Ha3BaHHbIX, B TeaTpe CTaBuau
AaneKko He NocneAHve MeHa COBPEMEHHOrO NCKYCCTBa, @ UMeHHO: PainmoHzo Pebek,
Hukono ®oHTe 1 npuraalleHHbI NOCTOAHHbIM BbaneTmencTep Prvkapao AmapaHTe.

P. Pebek coTpyAaHWYan 1 C HauMoHanbHbIM TeaTpoM «ActaHa Onepa», nocse yero
KJlaCCMYeCKm penepTyap raBHOro TeaTpa CTPaHbl PEAKO, HO BCe Xe MOCTOAHHO
NonoAHANCA coBpeMeHHOM xopeorpaduen KceHnn 3Bepeson u MNatpuka [e baHa.
Henb3sa He cka3aTtb 1 0 MacwTabHbix nonoTHax XX Beka: «Cobope lMapuxckomn
Boromatepun» PonaHa lNMetn n «MaHoH» KeHHeTa MakmuanaHa. Takum obpasom,

M TYT N TaM MOXHO ObIJIO C/bILLATh O Ha3peBLUEM BOMPOCE COTPYAHMNYECTBA C YELLCKMM
xopeorpadom.

Hauanocb oHO B TeaTpe «ActaHa Onepa» co crnekTakns, 0CObeHHOro BO BCen cepum, —
«Lllectb TaHUeB» B. A. MouapTa. B Hem nposBaseTcs KOMeAnnHbIN TanaHT xopeorpada.
ApPTUCTbI B HanyApeHHbIX Mapukax, NblWHbIX FO6Kax U Myasax NaaTbeB B rPOTECKOBbIX
BbIXOZaX COPEBHYIOTCA B UCMOJIHEHWM abCypAHbIX, CTPEMUTENbHBIX, MOPON rpyObIX
ABVKEHNIN, CA0BPEHHbBIX YTPMPOBAHHOW MUMUKOW N UTPOW C HeNeMNbIMK akceccyapamu.
Hemeukue TaHubl B. A. MouapTa, nbllWHble, HECKOAbKO NPUYYANMBbIE U OCTPOYMHbIE,
BOM/IOLLAIOTCA B XOpeorpadumm Tak e Nerko, Kak Ux nucan 3anbLOyprckmi reHui.

Tak uto nnactnyeckme namomel V. KnnmaHa Ha teMy ero my3bikuv NOHATHbI l06OMY
3putesnto. [lymaetcs, uto camomMy MouapTy o4eHb NOHPaBUANCHL Bbl €ro LecTb TaHLEeB

B TaHLE€Ba/IbHOW BepCcumn. DTOT TeaTpaM30BaHHbIN CMeKTak/b TeM He MeHee BblipaXkaeT
TBOpYeckoe KpeAo xopeorpada — rnaBeHCTBO TaHLa — 1 TpebyeT OT TaHL0BLLMKOB
6e3ynpeyHor My3blKaibHOCTM, CKOPOCTU ABUXEHUS N CUNOBOW BbIHOCIMBOCTY.

Ho rnaBHyto 3agauy — «C10MaTb BHYTPEHHMI 3anpeT ObiTb CMELLUHbIM Ha CLieHe»,

no cnosam Begylero conncrta teatpa Omxaca TapnaHoBa, 0603HauMAa MOCTaHOBLLYMK

n accucteHT U Knnanana Wvpan Sccebym [LLlomaeBa — TapnaHoB]. [Jo Hee NosiHbIV coCcTaB
ncnonHuTenen 6ol Nogo6paH Apyrum accucteHTom xopeorpada CtedpaHom XKepomcky,
KOTOpbIA y>e B 3TO BpeMs paboTtan ¢ Tpynnon «ActaHa baneT» Hag cneayroLen
nocraHoBkon. Mommmo O. TapnaHoBa, 25 MapTa Ha CLEeHY BbILLAM MO KNJAMAHOBCKOM
TPagVLMM 1 NpU3HaHHbIE MacTepa, U MoNoAble apTuCTbl: AgennHa Tynenosa, Cenka
ToHocaku, flaHnap Xymataes, MaanHa KyxamxkapoBa, Cepuk Hakbicnekos, Hypan
HypcadwHa, baxtusap AgamxaH, EBreHnii PoibknH n boctan KoxxabekoB. B 3putenbHOM
3a/1e uapuno Hactoswee BO3byxxaeHNe OT 3HaUMMOCTM MPOUCXOAALLLErO, MPUCYTCTBOBAIM
AeATenn NCKycCTB, negarory, npodeccopa n NCKyLLUeHHble 3HAaTOKM. KaXAbl BbIXOZ,
apTUCTOB BCTPeEYanca anaoiuCcCMeHTaMmn 1 CMeXoM, B pe3yibTaTe Yero 3HaKoOMCTBO

C nepBbIM TBOpeHneM Mpxun KunvaHa 6aarononyyHo coctoanoch (cm. puc. 1).

B Teatpe «ActaHa banet» npouecc paboTbl Hauanca ¢ npocmoTpa Tpynnbl CTedpaHoM
Xepomcku, nocne vero Ana ocyLwecTBAeHUsA 6bIAN PacCMOTPEHbI HECKObKO MOCTaHOBOK,
cpeamn KoTopbIx «1ecHW CTpaHCTBYHOLWEro nogmacrepba» Ha Mysblky . Manepa
n «CuMdoHnsa pe Maxop» V. MaiigHa. Ho okoHuaTenbHbIN BbIGOP Nas Ha 6anet Falling
Angels (B aduwe TeaTpa «[lagLwme aHrenbi»), xopeorpapuueckn naOTHbIN N TEXHUYECKMN

Bbanetbl pxxun Kunnana B Kasaxcrane ‘ 81 ‘
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Puc. 1. CueHa n3 cnektakna «Llectb TaHueB». Xopeorpad M. Knanan.
2022. ActaHa, KazaxctaH. ABTop ¢poto: M. MykaTaes

3ambicnoBaTbli. Ero My3sbikanbHOe conpoBoXaeHWe (bapabaHHas KOMNO3ULMS
CtueeHa Panxa Drumming) NONHOLLEHHO W camMoA0CTaToYHO, oaHako W. KnnvaH
HaxoanT cnocob BHeApwUTb B Hero xopeorpaduto. Kak n B bapabaHHoW napTuType,
MCMNONb3YeTCA OAMH N TOT XXEe PUTMUYECKMI NATTEPH, HO C BapMaLMAMM ero pasBuTuUS.
B TaHUe HabntogaeTcs cocpesoTOHEHHOE KOHTPOANpyemoe cobaroaeHne nopsaaka
ABUXKEHWUIN, 06bIrpbiBaeMbIX B aHcaMbe 1 cono. ViHauve Henb3s, conTtbes ¢ putMa
N BHOBb MOAXBATUTb HeMpekpaLlaroLleecs ABUXKEHNE OYEHb CN0XHO. OaHaKo
B OrPaHWYeHHOM MPOCTPAHCTBE OObIrPbIBaHNSA OAHOTO PUTMa 1, COOTBETCTBEHHO,
OAHOW naen poxaaetcs beckoHeyHas BapnaTMBHOCTb U beckoHeuHas cBoboga.
OHa no3BoaseT apTUCTaM OKpPacuTb xopeorpadumio — 3Ta BO3IMOXHOCTb ABNAETCA
rNaBHbIM 3a/10>KEHHbLIM CMbIC/IOM BaneTa.

B cnekTakne 3aHATbl BOCeMb AeByLuek. [/, 6e3ycnoBHO, OH ABAAETCA 0401 GEMUHNZMY,
nccnegoBaHneM NabupuHTOB XXeHckow aywin. o cnoBam TaTbsAHbl TeH, OfHOW
N3 NCNONHUTENbHUL, «3TO He HaneT o HbaneTe, kKak OBbIYHO ObIBAeT B COBPEMEHHOM
xopeorpaduu, 370 baneT B NepByro oUvepesb O XEHLUMHE, ee CYyLLHOCTU N BHYTPEHHMWX
nepexuvBaHusax» [LLlomaeBa — TeH]. Bce BoceMb napTuin oTanyaroTcs HebobLLINM
COJ/I0, KOTOPOE CTaHOBUTCA CBOEOOPasHbIM NMOPTPETOM, OTPaXKatoLLMM XapakKTepHYHO
NHAMBWAYaNbHOCTb M MOPOW CamMble NMPOCTbIe YeIOBEYECKME YepTbl: KTO-TO H06UT
BECENINTbCA, KTO-TO KOKET/IMB, KTO-TO paccesiH. Ho Bce obpa3bl 06beanHeHbl 0bLei
NtoBOBbIO K Mpodeccuu, K TaHLLy; OHN POXKAKOT AeTel, CCOPATCA, NaaYyT U CMeroTCH,
a NOTOM BHOBb BO3BPALLAIOTCA Ha CLIeHY, BAMBAAChb B 06yt GUANTPaHHYHO
KOMOWHauuto Mna.
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MepBbI COCTaB NCMONHUTENEN BHOBb OObEAMHIWA OMbITHBIX U MONOAbLIX CONNCTOB
N APKMX HeAaBHWX BbINMyCKHWUKOB: TaTbAHy TeH, AixkaH MykaToBy, Kanamkac
OpbliHbacapoBy, Hatanuto ®epHaHaec MeHec, Kamunny PaxmaHbepanesy, Ainrepum
Kenemegerosy, [lnany bateipoBy n [apbio [ToHoMapeHKo. [MepeHoC cnekTakas
ocywectsun CredaH XKepoMCKn, XOTA OH, KOHEYHO, HUKOrja ero cam He UCMOJHA.
MNepBble TPYAHOCTM B BUAE CIOXKHOTO cyeTa M H6bICTporo Temna 6biam NpeosoneHsl,
XOTA JO CUX MOP KaXA0e BbICTYMNNEHNE — PUCK ANS KaXaon 6anepuHbl. BonHeHne
ycunvBaet TOT $akT, UTO UCMONHEHWE NMPOUCXOANT NOJ XMBOe 3ByYaHue bapabaHoB.
Ba>kHble kOppeKkumMm nepes npeMbepon BHecna ynomaHyTas Lvpan Sccebym. Yaenns
6onblIOe BHUMaHWe akLieHTaM, OHa Jafa MHOro obpa3Hbix CpaBHEHWI onpeeneHHbIM
ABVKEHUAM, UTOObI OHWN 06penn ectecTBo. [pn BCeW CNOXHOCTM Tpynna umena
CONMAHBIA GyHAAMEHT BNaZileHNs COBPEMEHHOM TEXHNKOWN 1 JOCTONHO CnpaBmaach
C NOCTaBNEHHbIMW NMOCTAHOBLLMKOM 3agavamu (CM. puc. 2).

Puc. 2. K. PaxmaHbepanesa n H. ®PepHaHgec MeHec B cnekTakne «[lagLuve aHresbi».
Xopeorpad V. Knanan. 2022. ActaHa, KasaxcraH. Astop ¢oto: A. HypekuH

Mporpecc TaHLLeBaNbHOW TEXHWKW, @ MMEHHO PacTAXKa HOT U X HaTsXXeHne
C NPVHLMNAaMWN KOHTPaKunmM Tena wkosibl MapTbl [pam npeBpaTvamv Teno TaHUOBLLMKA,
0COBEHHO TaHLOBLUWLbI, B UHCTPYMEHT A5 SKCMPECCUBHOTO BblpaXKeHWs,
41O C ycnexom npaktukosan V. Knavan. Kak n gpyrne xopeorpadbl, HaunHas
¢ 70-X rofi0B, OH UCMOJIb30Bal BO3MOXHOCTN HAaTPEHUPOBAHHOTO Tena Ha rpaHu
HEeBO3MOXHOrOo. Ho ero Lenb B 3TON TEHAEHLMN He 3aKN0YaeTCsa B CO34aHNN
4ero-To BMPTYO3HO abCTPaKTHOroO B YNCTOM BUAE, 3TO XKeNaHne UAeT OT SMOLIMOHANbHOTO
“MMyAbca 1 BOMAOLLAETCAa TakuM obpa3om BOoBHe. BO3MOXHO, B 3TOM 3akito4aeTca
Npwv BCeW CIOXKHOCTU ero xopeorpadum oAHOBPEMEHHO 1 ee JOCTYMHOCTb. He 3ps
xopeorpadusa V. KnanaHa ansa 60nbLLUMHCTBA TaHLLOBLLMKOB ABAAETCA CTONb XeNaHHON
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n ntobrmon. Ero camblin n3BecTHbIN WwWeaeBp «ManeHbkas cMepTb», K 60bLLION pajoCcTm
ANA BCeX, TakXKe Bowen B peneprtyap teatpa «ActaHa Onepa» (cm. puc. 3).

Puc. 3. A. 3aknmHckasa v . HypmyxameT B cnektakne «ManeHbkas cMepTb».
Xopeorpad W. Knanan. 2022. ActaHa, KasaxctaH. ABTop ¢oTo: M. MykaTaes

JT10 BaseT 0 caMOM r1aBHOM, NO MHEHWIO Xopeorpada, B YemM Mbl BCerga MoXxem
6bITb yBEPEHbI, — XW3HN 1 cMepTn. OgHako, ncnpasaaack, JobaBnseT elwe OAHO
cnoBo: «M nrobeu» [Kilyan]. XusHb n cmeptb, 6enoe n yepHoe, Cantble BOEAMHO,
KakK MY>XUMHa W XXEHLLMHA CINBAIOTCA B BbICLUNA MOMEHT to6Bu. Besvkas
ryMaHUCcTM4yeckas MbiCib, Be4YHasa My3bika popTenmaHHbix KoHuepTos B. A. MouapTa
1 unctaa Gopma TaHLa NPaKTUYeCckn ObHaXXeHHbIX Tesl. Takoe OTKpOBeHMe TpebyeT
OT UCMONHWTENEeN NAACTUYECKOW YyTKOCTK, MO-KJaccuyeckn besynpeyHom
duanrpaHHocTn. Noatomy BbIGOP cOCTaBa UCMONHUTENEN OMPEAENANCA Haanumem
KpacuBbIX TMHUIA PYK U HOT, FTAPMOHUYHOIO TeNOCNOXeHMA. LLiecTb My>KUMH 1 LwecTb
XXEHLMH 06beaNHAIOTCA B Ay3Tbl, CYLLECTBYIOT B MeTaMopdo3ax Nno3 1 nepexosos,
CO3/atoT OLUyLeHne abCoNOTHOrO NPOHMKHOBEHMA TaHL@ B My3biKy. KazaxcTaHckne
TaHLOBLLUMKM, B Yncie KOTopbix EBreHnin PuibkmH, Kamnna OpmaroBa, [anbimxkaH
HypmyxameT, AHacTacma 3aknmHckas, MaguHa YHep6aesa, Cepuk Hakbicnekos, [aHnap
Xymataes, Anrepum beketaeBa, EpkexxaH XXyHycoBa, XXaHnbek Axmegmnes PycnaH KaHarat
n Codpua AannbxaHoBa, UCMbITbIBaV OFPOMHOE BOJIHEHWNE B XXeNaHWUW AOBECTU KaX/bln
>KECT W LWar A0 COBEPLUEHCTBA, YTO NomMeLtano UM Ha 30 MUHYT NONHOCTbIO MOrPYy3nUTLCA
B aTMOChepy XpPynKOCTY MOMEHTa U HEMUHYeMOCTU rnbenn B nocnegHeM npekpacHoM
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B3/l0X€ B YHWUCOH C napTHepoM. CneKTakao HY>KHO BpeMs, YTOHbl 0bOpPMUTLCS

N OTKPbITHCS CBOVMM MUCMOAHUTENSAM. PUCK OTAATbCA CTUXMK TaHL@ HeceT ¢ cobon

He TObKO BO3MOXHOCTb OWNOBUTLCA, HO MOPOW OTKPbIBAET YANBUTENbHbIE OTKPOBEHMA

NPOYTEHWS, KOrAa OAHUM JBUXXEHMEM MOXHO pacckasaTb Liesyro NCTOPUIO.
MocTtaHoBKa Tpex banetoB Mpxun KunnaHa ns cepum «4epHoe n 6enoe» crana

cBO€OOpa3HbIM MTOrOM B CTAHOBJIEHUWN Ka3axCTaHCKOro xopeorpaduyeckoro

NCKYCCTBa M A0Ka3aTeIbCTBOM KOHKYPEHTOCMOCOBHOCTM ee NCMONHUTENbCKOW LLKObI.

flBneHne cTano pesynbTaToM NpoAenaHHOW paboTbl CTONNYHbBIX KONNEKTUBOB

«AcTaHa banet» n «ActaHa Onepa» No BBeAEHMIO B penepTyap 3Ha4YMMbIX

npowunsseseHnit XX Beka. K coxxaneHuro, spkas kuanaHoBckas xopeorpadus

N NPAMOANHENHAA YYBCTBEHHOCTb YXOAAT U3 paboT xopeorpadoBs, TBOPALLMX CETOAHS.

OTpagHo, UTO KypcC AN xopeorpadmnyeckon MbICIN OTEYECTBEHHbIX COUMHUTENEN

N UCMONHUTENEN MPONOXKEH Yepe3 TBOPYECTBO aBTOPA, UbW NPOPEeCcCMOHaNbHbIe

NPUHLMMNbBI CTONb XXe PyHAAMEeHTabHbI, Kak 1 YesoBeveckue. Mpucytcteme pabot

W. KnnnaHa B penepTyape Ka3axcTaHCKMX TeaTpoB, He3yCNIOBHO, 3aKpeENnI0 Nepexos,

Ha HOBYIO CTyneHb pa3BuTNa baneTHoro Teatpa B KasaxcTaHe.
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KosxKazbaHblH,
COHFbl HYCKaCbIH
OKbIMN KynTagbl
XaHe Myadenep
KaKTbIfbICbIHbIH,
SKOK eKeHAiriH
Manimaensi.
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Avnapa LLlomaesa

Kazak yimmelik xopeoepaghus akademusicel (AcmaHa, Kazakcman)

Np>xn KnnnavHbiH, KasakcraHgafbl 6anetrepi

Byn mMakanaHbiH TakblpblObl XX facbipablH, eH, ipi xopeorpadTapblHbIH Gipi

WNpxxn KnnnaHHbiH Ka3akcTaHAbIK caxHagafbl 6aneT KovblabIMAapbiH 3epTTey

60nbIn Tabblnagbl. 2022-2023 xbingapaasbl TeaTp MaycbiMAapbiHaa «AK NeH kapa»
cepuACbIHAaFbI CnekTakabAep bipaeH eki 6aneT YKbIMbIHbIH, penepTyapbiH TONbIKTbIPAbI:
«ActaHa banet» TeaTpbIHbiH «KynafaH nepiwTenep», «ActaHa Onepa» TeaTpbIHbIH,
«AnTbl BU» xoaHe «KilkeHTan eniM» KonblibIMAapbl. KonblnbiM 6apbICbIHbIH, HETi3ri
COTTEPIH aHbIKTay XaHe OTaH/blk OpbliHAAYLUbINAPAbIH, Urepyi YLLUiH YCbiHbIAFaH
banetmeincTepaiH xopeorpadusablk KoakasbacblHbIH epekLIenikTepiH Tangay ochbl
SKYMbICTbIH, MaKcaTbl 601bin Tabbinagbl.

ogictemenik Heris peTiHae Vpxxun KunvaHHbiH «AK NeH Kapa» LMKAIHAET XyYMbICTapbl
aNblHAbI, an ONapAbl 3epTTey YWiH dopManabl Tangay aAictepi KongaHoliasl. backa
9AiCTepAiH KaTapblHa cMnaTTama-Tangay, cyxbar, coHAan-ak Kocblibin 6akbliay agici
(penetnumsga 6ony) Kipegi.

Yex xopeorpadblHbiH, NpeMbepanapbliHbiH, angblHaa Tpynnanapabl XX facbipiblH,

e3re e 6eTke ycTap H6aneT TyblHAbINAPbIMEH TaHbICTbIPY Yaepici 60aabl. COHbIH,
apkacbiHaa, apTictep Vip>xn KuavaHHbIH naactukanblk CTUAIH COTTI MeHrepAi. OHbIH, MaHI
Knaccvkanblk 6anet MmekTebiH 3amMaHaym BuaiH KOHTPaKUUANbIK XYMeCiMeH CUHTe34ey
60bin Tabblnagbl. OfaH Koca, KuavaHHbIH, WhlFapMallbliblFbl 61 MeH My3blKaHblH,
MaHepi KypansapbliHbiH eTeHe 6aliaHbICbIMEH, Ce3iM MeH 3MOLMsHbI KMMbI apKblbl
akcnpeccuBTi bingipymen cunatranagsl. OcbiHbIH 6api Xopeorpad kemekiwuinepi Lnpan
Jdccebym MeH CredaH XKepoMckmnain, acTaHasblk TeaTpiapFa COTTi KeLWipreH yw 6aneTreH
aliKbIH KepiHeai.

OnapablH KaszakctaHga Vpxxkn KunvaHHbiH 6aneTtepiMeH icTereH yMbICbIHbIH,
HaTVXeCi XaFbIMAbl AereH H6aFa anafbl XoHe OfaH Aanen — YKbIMAAPAbIH NpeMbepasblk
OHep KepceTyiHe JereH KepepMeH MeH Kacibyn MamMaHAapAblH Kbi3bIFyLbIIbIFbI.
CnekTaknbAepAi anyAa onapabliH >kac xopeorpaprap MeH banet apTicTepiHe TUTi3eTiH
9CepiHiH, peni bavikanagbl.

Tipek ce3dep: Vip>xn KnnnaHHbiH 6anettepi, XX facbip xopeorpadpuachl, KaszakcraHHbIH,
xopeorpadusa eHepi, «ActaHa banet» Teatpbl, «ActaHa Onepa» TeaTpbl.

Aoaliekces ywin: LLlomaesa, . E. pxun KunnanHbiH KasakcraHaafsl 6anettepi // Saryn.
—2023.-T.11.-N2 4. -78-89 6. - DOI: 10.59850/SARYN.4.11.2023.31.

Makana pegakumsfa PeueH3msaaH KemiH XKapwsanayra
TycTi: 10.10.2023 MakynaaHfaH: 23.10.2023 KabbingaHabl: 27.10.2023
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Dilara Shomayeva
Kazakh National Academy of Choreography (Astana, Kazakhstan)

Ballets by Jifi Kylian in Kazakhstan

Abstract The subject of this article is the study of ballets staged in Kazakhstan by one

of the greatest choreographers of the 20th century, Jifi Kylian. During the theatrical
seasons of 2022-2023, performances from the Black and White series were added

to the repertoire of two ballet troupes: Fallen Angels by the Astana Ballet theater,

Six Dances, and Little Death by the Astana Opera theater. The aim of this work

is to define the key moments of the staging process and analysis of the choreographer’s
traits in style presented to our performers to master.

The methodological basis includes Kylian's works from the Black and White series, that
need to be studied through involvement of various formal analytical methods. Among
other methods used are descriptive-analytical, interviews, and the method of participant
observation (presence at rehearsals).

The premieres of the Czech choreographer were preceded by the process of introducing
troupes to other outstanding examples of 20th-century ballet art. Artists successfully
mastered the Kylidn's plastic style, that involves synthesizing classical ballet school

with the contraction system of contemporary dance. His creative work is characterized
by a close connection between dance and impressive means of music, as well as

the striking expression of feelings and emotions through movement. All of this is evident
in three ballets successfully transferred to the capital’s theaters by Kylidn's assistants,
Shirley Esseboom and Stefan Zeromski.

The results of their work on Kylidn's ballets in Kazakhstan are evaluated positively,
as evidenced by the audience’s and professionals’ interest in the premier performances.
The acquisition of these performances is noted for its influence on the activities of young

choreographers and ballet artists.
Author has read

and approved Keywords: ballets by Jifi Kylian, choreography of the XX century, choreographic art
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Anbni enkeciHiH, M3eHueTiHAeri 6anfanbik uumbanaap:
Aamybl MeH Kasipri >xafaanbl, AacTypaepi, webepairi,
MaTepuangapbl MeH Cbipaapbl

1-wi cypet. NoraHH ®ykcTbIH banfanbl LMbangapsl, AnneHLen b,

1990 blnbl XKacanfaH

2-wWi cypeT. KbI3bl1 HyKTe ANbMLUTaliH MacCUBIHIH OpTanblfbiH Benrineng,
MyHaa OpTtanbik Eypona Anbni aiMarbiHbIH Banfanbik LMMban gacTypi
6yriHge acipece Tipi

3-wwi cypeT. ACnanTblH, pe30HaHC TyAblpaTbiH KOPMyCbiHa «Tepese» peTiHje
payLaH ryagepi TypiHae 6eseHaipynep xacay

4-wi cypet. Tapuxu ummbanzapaa AiHW OHO-6pHEKTEP MEH CypeTTep.

OH, >xakTa: FepmaHus, Jlednumrreri My3blkasblk acnantap Mypa<arbl
5-wwi cypeT. Tp3m XapMaHHbIH, «TOPTTIK HbiCaHbIHa» OpanaacTbipblifaH
6anfanblk LMbangapAblH MaHbI3AblabiFbl Typabl 6akbliaynapabi
KblCKalla Ma3MyHbl

6-Lbl cypeT. My3blkaiblk apTedakT peTiHAeri My3blKasblk acnanTbiH,
KacveTTepi apacblHAafbl banaHbicTap

Kasak acnan >kacay >kaHe opblHAaYLWblIbIK,
TaXipubeciHaeri HeoTpagMLMOHANN3M >XXIHE NHHOBaLUSA

1-wi cyper. MeTtpornndTtepi 6ap Tac. Anmatblgafbl blkblnac atbiHAaFbI
My3blKasblk acnantap Mypaaribl. Anmathbl, KasakcraH. CypeTTiH, aBTopbI
B. HeanvHa

2-Lwi cypeT. Kasztex>kab-TbiH, ka3zaKCcTaHAbIK My3blka LebepxaHacbiHAa.
ConpaH oHfa Kapaii: afa webep I. TyxBaTy/IMH, KONOHEpLUINep

K. KacbimoB neH K. N6paeB kob6bi3 6eH foMObipa Xacayaa

3-wwi cypet. A. XXybaHoB. «Kapblfall aHi». ABTOPAbIH, >KeTekLwinirimeH
KypmaHfasbl aTbiHAafbl Kasak yATTbIK XasblK acnantap opKecTpi

4-wwi cyperT. Kbin-KobbI3. Xbinkbl kblabl xinTeH D3 awbik iweri, 20 kI,
-75 ab

5-wi cypeT. Mpuma-Ko6bi3. G3 awbik 6onar iweri, 20 kl'y, -75 a4b

6-LUbl cypeT. BuonoHuens. D3 geHrenek opanfaH cbiMbl 6ap albik 6onat
iweri, 20 k'y, -75 ab
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7-wi cypet. Hypfuca TineHgnes, «MaxambeT» kyii. ABTOpAbIH,
eTekuwinirimeH «OTbipap ca3bl» OPKeCTPiHiH OpbIHAAYbIHAA

8-wwi cypeT. bpoHncnae 3anecckuii. «Knis yinain nHTepbepi» rpaBropachl.
LLlamameH Mblp3akaiifblH, epTeri KOMblAbIMbI

9-wwbl cypeT. Apxankanbik weptep. 1969. bonat Capbibaes neH Opasfasbl
baiicembaeBTbIH, PEKOHCTPYKNLIACI

10-wbi cypeT. XaHapTbinfaH weptep. 1972. b. Capbibaes
neH Abysap Ayxaamnes

11-wi cypet. LepTepre apHanfaH «Ou Tonfay» AoMObIpa KyRiHiH,
TpaHckpunumacsl. OpbiHAaWTbIH PaHns AAabiH

12-wwi cypeT. «TypaH» aHcambni (pecmMu nnakatbl)

13-wi cypeT. «Xaccak». AMaHaT. 2015. bap6at — KpiTal kasakTapsbl
apacblHAa TaHbIMan 6ec iLeKTi NFTHA

14-wi cypet. Shamray Guitars-TblH 31€KTPOHAbIK JOMbbIpanapsl
(nepekke3 — pecmu cauT https://shamray.ru/)

15-1w0i cypeT. dnekTpik (a) XaHe akycTukanblk, (6) fombbipasa
opblHAanfaH «Apan» KymiHiH, anfawwkbl 10 ceKyHAbIHbIH,
cnekTporpammanapsl (SPAX©)

16-wbi cypeT. AngacnaH. URL: https://youtu.be/Iv3Xb1SeRiU
1-wi kecte. KOBbI3AbIH, YU MOAEPHMU3ALMACHI

Emunna Konaposa XX FacbipAblH, eKiHLLi XapTbICbIHAAFbl 60rap My3blKanblk
LblFapMaLlblibIfbIHAAFbI «<KPOCCOBEP>» KYObINbICHI
>K9He MdAeHMeTapanbliK Ananor

1-wi cypet. Munuo JleBnes. Munyo JleBMEB pecMu canThl.
‘ 54 ‘ URL: https://ebox.nbu.bg/milcholeviev/

2-wWi cypeT. Munyo JleBneBTiH, «XKacbin yin» AXa3s KaHTaTachl.
YouTube @MyAndreaMar. URL: https://youtu.be/WNDvMgror9o
3-wi cypet. Bacun Kasangxues. [lepekkes — URL pecmu caiTbl:
https://www.facebook.com/Vassil Kazandjiev/?ref=ts

4-wi cypet. Bacun KasangxmesTiH «bonrapuagaH cypetrep».
YouTube @Tetsugakusha75. URL: https://youtu.be/ygBSu7yudoE
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ExkatepuHa KapenuHa TbiBanbik, kKomnosntop AaHa OroH
(wWblFapMallblbIK NOPTPETI)

68 1-wi cyper. TeiBanblk, komno3untop AaHa OroH
1-wi mbican. A. OtoH. Eki ckpwunkara, anbT, BUONOHYENb
XaHe popTenvaHoFa apHaafaH KBUHTET. bactankbl MOTVB

2-wi mbican. A. OtoH. Eki ckpunkara, anbT, BUONOHYESb
XaHe popTenvaHofa apHanfaH kBUHTeT. Oyra 6enimi. Takplpbin

3-wi mbican. A. OtoH. Eki ckpunkara, anbT, BUONOHYENb
XaHe dopTennaHora apHanfaH kBuHTeT. Adagio 6enimiHiH, Herizri
TakbIpblObI

4-wi mbican. A. OroH. EKi ckpunkaFa, anbT, BUONOHYENb
XaHe GopTennaHoFa apHaafaH KBUHTeT. PekanuTynaums.
CoHfFbl KySIbMUHaLMA

Avnapa LWWomaesa Np>kn KunnaHHbiH, KasakctaHgafbl 6anettepi

1-wi cypet. W. KunnaHHblH «ActaHa Onepa» TeaTpbliHblH,
78 doToceccuacbiHaarbl «AnTbl 6U» cnekTakniHeH kepiHic. 2022. — AcTaHa,
KasakcraH. Cypet aBTOpbl: M. MykaTtaes

2-wwi cypet. Kamuna PaxmaHbepanesa meH Hatanns OepHange3 MeHec
V. KnnnaHHbiH, «ActaHa banet» TeatpbiHgaFbl «KynafaH nepiwrtenep»
cnekTakniHge. 2022. ActaHa, KasakcrtaH. Cypet aBTopbl: A. HypekuH

3-wi cypeT. A. 3akanHckaa MeH FanbimxkaH HypmyxameT V. KnavaHHbiH,
«ActaHa Onepa» TeaTpblHAafbl «KillkeHTal enim» cnektakniHge. 2022.
AcTtaHa, KasakcTaH. Cypet aBTopbl: M. MykaTtaeB
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AHHWK Yan MonoTtoukoBbie LiuMbanbl B Ky/ibType AbMNNCKOro
pernoHa: pa3sBuTne N COBpeMeHHOe COCTOAHNE, TPaaULInK,
MacTepCcTBO, MaTepuasbl U CEKPETbI

Puc. 1. MonoTtoukoBble Lmmbansl VoraHHa ®ykca. V3rotossieHsl

17 B 1990 rogy. AnneHuennb
Puc. 2. KpacHas Touka oTMeuYaeT LieHTP ropHOro Maccusa ANbriuTariH,
rae TPaauLMa Urpbl Ha MOJIOTOUKOBBIX LiMbanax LieHTpanbHO-
EBponeickoro anbnuniickoro permoHa cerofHa 0CobeHHo XunBa
Puc. 3. MI3rotoBneHne yKpaLleHnii B BUAE PO3 — «OKOLLEK»
B PE30HMPYOLLEM KOPMYyCe NHCTPYMEHTa
Puc. 4. PennrnosHble opHaMeHTbI Y POCMNCK Ha UCTOPUYECKUX Linmbanax.
CnpaBa: My3eli My3blkaibHbIX UHCTPYMeHTOB B Jlennuure, lepmaHus
Puc. 5. KpaTkoe n3noxeHne HabatoAeHNn 0 MaTepranbHOCTL
MOJIOTOYKOBBIX LiMbas, NPUcnocobaeHHbIX K «<4eTBepHOMY 06 beKTy»
lpama XapmaHa
Puc. 6. B3anmocBsasm Mmexzy Kka4ecTBamu My3blKalbHOIO MHCTPYMeHTa
Kak My3blKaJabHOro apTedakra

Banepusa HeanuvHa HeoTpaauumoHanmsm m MHHOBaLMN B Ka3axCKOM
WHCTPYMEHTOCTPOEHMU N NCNONHUTENIbCKOW NpPaKTUKe

Puc. 1. KameHb ¢ netporandamu. Mysen My3sbikasbHbIX MHCTPYMEHTOB
34 nMeHn blkbinaca. Anmartbl, KasaxcraH. ABtop ¢orto: B. HegavHa
Puc. 2. B ka3axcTaHCKoOW My3blkanbHON MacTepckoi KastexcHaba.
CneBa Hanpago: ctapwuii mactep I. TyxBaTy/IvH, PEMECTEHHNKN
K. KacbimoB 1 K. i6paeB n3rotaBamsaroT Kobbi3 1 JoM6py
Puc. 3. AxmeT XybaHoB. MecHs «Kapsbiraw». Kazaxckuii HaLMoHabHbI
OpPKeCTp HapOAHbIX NHCTPYMEHTOB NMeHW KypMaHrasbl MoA ynpasaeHnemM
aBTOpa

Puc. 4. Kbin-ko6bbi3. OTkpbiTas ctpyHa D3 u3 koHckon wepcty, 20 kI,
-75 pb

Puc. 5. Mpuma-kobbi3. OTkpbITas cTanbHas ctpyHa G3, 20 kl'y, -75 ab

Puc. 6. BnonoHuenb. OTkpbiTas ctanbHas ctpyHa D3 ¢ kpyrabim
obMoTaHHbIM nposogom, 20 kl'y, -75 ab
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Puc. 7. Hypruca TneHaues. Kot «MaxambeT». VicnoaHseTca opkecTpom
«Otbipap Ca3sbl» NOA PyKOBOACTBOM aBTOpPa

Puc. 8. bBpoHuncnas 3aneccknin. pasropa «HTepbep topThbi».
MNpeanonoxuTenbHo — ckasoyHoe npeacTtasieHne Mbip3akas

Puc. 9. ApxanuHbliii weptep. 1969. PekoHcTpykumsa bonata CapbibaeBa
n Opa3sra3sbl baiicembaeBa

Puc. 10. MogepHu3npoBaHHbIv WwepTep. 1972. bonat Capbibaes

n Abysap Ayxaanes

Puc. 11. TpaHckpunums kios «Oi Toaray» (aombpa) aAns wepTepa.
VicnonHset PaHus AiabiH

Puc. 12. AHcambnb «TypaH» (0puLManbHbI Naakar)

Puc. 13. Xaccak. AmaHaTt. 2015. bap6aT — NATUCTPYHHasA JOTHSA, U3BECTHAs
Cpeau KUTaicKunx Kkasaxos

Puc. 14. Snextpuyeckme goMbpbl o Shamray Guitars (MCTOUHUK —
oduumanbHbln canT https://shamray.ru/)

Puc. 15. Cnektporpammsbl (SPAX ©) nepBbix 10 cekyHZ Kros «Anaii»,
WNCMOIHEHHbIE Ha 371eKTpnyeckoi (a) u akyctnyeckow (b) somb6pax

Puc. 16. AngacnaH. URL: https://youtu.be/Iv3Xb1SeRiU
Tabavua 1. Tpy MogepHM3aLMmn Kobbi3a

fiBneHne «kpoccoBepa» N MEeXKYNAbTYPHbIN gnanor
B 60/rapckom My3blkalbHOM TBOpPUYECTBE BTOPOW
nonoBuHbI XX Beka

Puc. 1. Munyo Jlemes. OdbuuymnanbHbln cant Munyo flesmesa.
URL: https://ebox.nbu.bg/milcholeviev/

Puc. 2. Ixxa3oBas kaHTaTa Munyo JleBreBa «3eeHblil 4OM».
YouTube @MyAndreaMar. URL: https://youtu.be/WNDvMgror9o
Puc. 3. Bacun KazaHgxkneB. IcTouHWK — odurLmanbHasa cTtpaHmLa
URL: https://www.facebook.com/Vassil Kazandjiev/?ref=ts

Puc. 4. «KapTuHku us bonrapun» Bacuna KasaHgxuesa.
YouTube @Tetsugakusha75. URL: https://youtu.be/ygBSu7yudoE
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TyBUHCKUI komno3suTop AsiHa OoH (TBOpPYECKUI NOPTPET)

Puc. 1. TyBUHCKuUA komno3sutop AsHa OtoH

Mpumep 1. A. OtoH. KBUHTET AN ABYX CKPUMOK, anbTa, BUOJOHYENN
n dopTenmaHo. HauyanbHbIA MOTUB

Mpumep 2. A. OtoH. KBUHTET AN ABYX CKPUMOK, anbTa, BUOJOHYENN
n oprenvaHo. Pasgen dyrun. Tema

Mpumep 3. A. OtoH. KBUHTET A4/14 ABYX CKPUMOK, anbTa, BUOJOHYENN
n doptenmarHo. OcHoBHaa Tema pasgena Agaxno

Mpumep 4. A. OtoH. KBUHTET ANns ABYX CKPUMOK, anbTa, BUOJOHYENN
n doprenmnaHo. Pekanutynaumsa. MocneaHas KyabMUHaL WA
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Ballets by Jiri Kylian in Kazakhstan

Figure. 1. A scene from the performance Six Dances. Directed by Jifi
Kylidn. 2022. Astana, Kazakhstan. Author M. Mukatayev

Figure. 2. Kamilla Rakhmanberliyeva and Nataliya Fernandez Menes
in the perfomance Fallen Angels. Director Jifi Kylidn. 2022. Astana,
Kazakhstan. Author A. Nurekin

Figure. 3. Anastassiya Zaklinskaya and Galymzhan Nurmukhamet
in the performance Little Death. Dir. Jifi Kylian. 2022. Astana, Kazakhstan.
Author M. Mukatayev
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