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Laura Zhumabekova'
T K. Zhurgenov Kazakh National Academy of Arts
Almaty, Kazakhstan

COMPARATIVE ASPECTS OF STUDYING STRING-BOWED INSTRUMENTS
SIMILAR TO THE KAZAKH QOBYZ

Abstract

The article is devoted to the comparative study of string-bowed instruments similar to the Kazakh
gyl-gobyz. As you know, the Kazakh qyl-qobyz belongs to the oldest type of bowed chordophones, various
analogues of which functioned on the territory of Central Asia, Siberia, China, and the Middle East. In the
course of the research, questions of the main design properties and timbre parameters of comparable
objects of instrumental analysis will be developed, and the idea of the design properties of gobyz in many
similar instruments will be based; the dominant function of the qobyz as the "primary tool" is determined;
the comparative typological analysis traces the stages of evolution of the qobyz to the violin. The article
outlines the ways of development of ancient bowed chordophones, their transformation in the direction of
modern bowed chordophones, which reflect the common roots and in-depth cultural and historical ties of
the peoples of the Central Asian and Middle Eastern regions and Europe.

Key words: qobyz, bowed chordophones, Kazakh music, music of Turkic-speaking peoples,
comparative ethnoorganology.

Jlaypa Kymabexosa*
T JKypeenos amvindagel Kazax ynmmulx onep akademuscol
Anmamul, Kazaxcman
KA3AKTBIH KOBbI3bIHA YKCAC IIIEKTI-BICKBIIITHI ACITAIITAPJbI
CAJIBICTBIPMAJIBI TYPJE TAJIJIAY

Annomauyus

Makana Ka3ak XaJKbIHbIH KbUTKOOBI3bIHA VYKCAC IIIEKTi-bICKBUIBI ACTaNnTap/bl CATbICTBIPMAIIBI
3epTTey MocelnenepiHe apHairaH. benrinmi 3eprreynepre CydeHTeHAE, Ka3aKThIH KBUIKOOBI3BI OpTaibIk
Asus, Cioip, Keitaii sxone Tasy IlbIFbic ayMarbiHAa KOJJIAHBICTA OOJIFaH TYPJII aHAJIOTTaphl KHSKTHI
XopAodOHIIAPIEIH KOHE TYpiHe XKaTafabpl. 3epTTey OapbIChIHAA AacMamnThIK TaIJIAy/bIH CAbICTHIPMAIBI
OOBEKTUIEPIHIH HETi3ri KOHCTPYKTHUBTIK KacHeTTepi MeH TeMOpIIK MapameTpiepi Mocelnenepi
KapacThIPbUIAJIbl, YKCAC achanTap KarapbliHaa KOOBI3JbIH KOHCTPYKTHBTIK KAacHETTEpl Typaibl HICs
HEri3jeNe/l; KOOBI3IbIH "alFalikel Kypaid' peTiHiaeri 0achiM KbI3METi aHBIKTAIAJIbl, CaJBICTHIPMAIbI-
TUTIOJIOTHSUTBIK TaJiiayAa KOOBI3IBIH CKPHIIKaFra Kapai JaMy caThUIapbl YCHIHBUIAABI. Makanamga Opraibik
Asus, Tasy llsirbeic sxoHe Eypora eHipiepi XaabIKTapblHBIH OPTAaK TaMbIPhl MEH TEPEH MOJICHU-TAPUXU
OaiiylaHBICTAPbIH OCWHEICHTIH €XKEJNTl IMIEKTI BICKBIITHI aclanTapblH JaMy KOJIIapbl, ojapJblH Ka3ipri
3aMaHFbI BICKBIIITH XOPA0()OHIAPBIHIAFEI TPAHC(HOPMAIIHACHI KOPCETINTEH.

Tyitinoi ce30ep: KoObI3, BICKBIITHI XOpAO(OHAAP, Ka3aK MYy3bIKachl, TYPKITUIAEC XaJbIKTapAbIH
MY3bIKaChl, CAJILICTBIPMAJIbl STHOOPTaHOIOTHsl.

Jlaypa JKymabekoea*
'Kasaxckas nayuonansnas axademus uckycems um. T.K. JKypeenosa
Anmamur, Kazaxcman
CPABHUTEJIbHBII AHAJIN3 CTPYHHO-CMbIYKOBBIX MHCTPYMEHTOB
AHAJIOTUYHBIE KABAXCKOMY KOBbI3Y

Annomauusn
CraThsi TOCBSAIIEHA BOMPOCAM CPABHUTEIHHOTO H3YYCHHS CTPYHHO-CMBIYKOBBIX HHCTPYMEHTOB,
AQHAJOTUYHBIX KA3aXCKOMY KbUIKOOBI3Y. Kak M3BECTHO, Ka3aXCKUi KBUIKOOBI3 OTHOCUTCS K JIPEBHEUIIEMY
BHUJly CMBIYKOBBIX XOPAO(POHOB, pa3IMYHbIE aHAJIOTH KOTOPOro (YHKIMOHHUPOBAIA HAa TEPPUTOPHUU
HentpanpHoii Asmm, Cubmpu, Kurtas wu bmmwxaero Bocroka. B xome wuccnemoBanus OymyT
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pa3pabaTeIBaTbCs  BOIMPOCHI OCHOBHBIX ~KOHCTPYKTHBHBIX CBOWCTB W TEMOpPOBBIX IapaMeTpoB
COTIOCTaBUMBIX OOBEKTOB HMHCTPYMEHTOBEIYECKOTO aHaIn3a, OCHOBBIBATHCSA HIES O KOHCTPYKTHUBHBIX
CBOMCTBaxX KOOBI3a B sy aHAJIOTHYHBIX HHCTPYMEHTOB; OMPEICNIATHCS JOMUHUPYIOIIAs PYHKIHUS KOObI3a
KaK «IEPBOUHCTPYMEHTA»; B CPaBHUTEIbHO-TUIOJOTUYECKOM aHAJIN3€ TMPOCICKUBATHCA CTYICHU
JBOIIONMM KOOBI3a K CKpHIKEe. B craThe OdYepueHBl MyTH Pa3BUTHS IPEBHUX CTPYHHBIX CMBIYKOBBIX
WHCTPYMEHTOB, WX TpaHChOpMaIUs B COBPEMECHHBIX CMBIYKOBBIX XOpJo(oHaX, OTpaxkaromas oOIue
KOPHH U TJIyOOKHE KYJbTYPHO-HCTOPUYCCKUE CBS3M HApOAOB peruoHoB lleHTpansHol Asum, Bmmkaero
BocToka u EBporibl.

Knrwouesvie cnosa: KoObI3, CMBIYKOBBIE XOPIO(OHBI, Ka3axCcKas My3blKa, My3bIKa TIOPKOS3BIYHBIX
HapOJl0B, CPABHUTENIbHAS 3THOOPTaHOJIOT HSl.

As is known, a musical instrument appears as a memory of thousands of years, a kind of
spiritual isotherm of peoples on the path of their historical formation. According to the doctor of
art history, Sh. Gullyev, "the development of any national music culture is closely connected with
musical practice, in which the leading role belongs to musical instruments. The names of the
instruments themselves, their design features, technical and performing capabilities reflect the
specifics of the musical thinking of the people to whom they belong™" [1, p. 37]. The identical
structure of string-bowed strings is observed in many post-Soviet countries, near and far abroad,
with Turkic roots in terms of language. There are also connections between them when comparing
musical cultures. For example, Azerbaijanis, Turkmens, and Uzbeks were more influenced by the
Arab-Muslim culture, while Kazakhs and Kirghiz people retained elements of a stable ancestral
cult lesser extent. While living in the Russian Federation — Altaians, Khakas, Yakuts, experienced
Buddhist or Christian religions' influence in their time, nevertheless have authentic types of string-
bowed instruments (hereafter — bowed chordophones). The evidence of their genetic and
typological relationship raises the problem of studying these cultures in their historical
connections. The wide range of distribution of the instrument combined with spiritual indicators
indicates ordinary moments in these peoples' destinies and the bowed chordophones's unique
properties, which contributed to its movement or borrowing.

Two primary and several intermediate groups were identified during the study of the main
design properties and timbre parameters of comparable objects of instrumental analysis.
According to their correspondence to gobyz, the stages of the evolution of chordophones as a
whole are conditionally outlined. The Asian origins of most of them are also reflected in the
European violin, whose origin is considered by many researchers to be Asian. Thus, in the process
of identifying a typologically similar bowed chordophones covers an extensive area of their
distribution, determines the place and meaning of national instrument in a single system, the
development of the spiritual and material culture of Turkic peoples, and the possible evolutionary
processes of instruments such as gobyz archaic to the modern violin. Thus, this article aims to
compare similar Kazakh qyl-gobyz bowed chordophones in many standard and distinctive
features.

For centuries, the archaic form of the Kazakh qyl-qobyz retained its defining features,
determined by its national semantics, genetic conditioning, and met the people's spiritual needs.

In the practice of making folk music, several types of instruments were distinguished
depending on the application. For example, a drug gang characterized by the larger size and lower
sound was used during military campaigns. It was accompanied by Zhyrau, performing heroic
zhyrs, raising the spirits of soldiers before the battle. Also, species such as maccoby, escobas,
jacobys, etc., differ in size and the strings' quality. Unfortunately, according to the listed
characteristics, their clear differentiation has not been preserved in the national memory. The
generalized name "qyl-qobyz" has been applied to almost all types, except drug trafficking.

As you know, qyl-gobyz is made of a single piece of wood,; its base reminds the form of an
open bowl, stretched to the bottom. It should be noted that the method of its manufacture has
remained to this day. The lower part of the instrument-the soundboard-is tightened by the skin. A
tiek stand is placed on it. The recess formed between the lower deck and the skin is the resonating
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part of the instrument. The upper half of the case remains open. Two strings are strung from an
uncoiled ponytail, 30-60 in each bundle. They do not adhere to a short, slightly arched, or curved
neck, but as if they hang over it. Hence, the unique extraction of sound peculiar only to this
instrument, not by pressing the finger pads on the string, is customary on string instruments, but
by the fingernail's unusual location on the string's left side. The bow has an arched shape and
resembles a bow: many horsehairs are tied to the two ends of a naturally curved branch and
fastened with a strong camel hair thread. At present, common factory-made healthy and strong
threads can be used for this purpose.

According to the morphological classification of Hornbostel-Sachs, based on an in-depth
study of the instrument's design and the method of sound production on it, the Kazakh qyl-gobyz
belongs to chordophones. The musicologist G. Omarova revealed the discrepancy between some
of its points in the construction, timbre, and playing qobyz techniques. According to her notable
remark, the signs of synthetism are manifested in the fact that " qobyz combines with the typical
features of stringed bowed instruments (chordophones) and some constructive features of
instruments of other groups (idiophones, membranophones, aerophones)” [2, p.156]. Earlier, B.
Sarybayev noted this. According to him, the resulting number of overtones during flageolet
reception is similar to the technique of blowing on sybyzgy, shaking the instrument in the ritual
practice of Baksa-noise (asatayak), the presence of a leather membrane — percussion (tambourine)
[3, p.55-64]. Thus, the combined indicators of various groups in an instrument determine its
versatility, indicating the elimination of earlier musical instruments in it, as well as its potential
evolutionary capabilities. Timbre characteristics are essential for comparative analysis. In this
perspective, archaism is associated with a height that does not lend itself to precise temperament.
At the same time, the purity of timbre and accuracy of sound are considered signs of evolution.
So, from the point of sound as a musical phenomenon, the musicologist S.Utegalieva, classifying
chordophones of Central Asia, divides their vulture types into 1) "semi-musical,” so-called
overtone, with hair strings (pyzanchi, igil, tobshur, qyl-gobyz); 2) "musical,” with intestinal (goat)
vein silk strings (komuz, dombra, dutar) and 3)" supermusical elite" instruments with mainly
metal strings (tanbur, rubab, tar) " [4, p.59]. Thus, according to the timbre features that depend on
the string's quality and sound production method, the researcher traces evolution's possible course.
The first and third points of this method are chosen for conducting a typological analysis of the
bowed chordophones. The first includes the so-called "semi-musical™ with hair strings that can
produce overtones-pyzanchi, igil, tobshur, qyl-gobyz, etc. The next stage in the development of
musical instruments is the presence of metal strings, which, acting as a sign of “elitism," put
forward the presence of achromatized scale (the second group). These are kemancha, gijak, etc.
These judgments allow us to generalize the principles of musical instruments' development from
hair strings to metal ones based on their historical functioning.

Identification of bowed chordophones typologically similar to the Kazakh qyl-qobyz is fixed
on many points, including features of the design, sound, and sphere of functioning. Special
attention needs to:

1) varieties of the body (hollowed out of a single piece of wood or composite spherical, pear-
shaped, etc.), its lower part is stretched on the front side of the skin, which serves as a
membrane, the resonator is open (fully or partially);

2) the material of strings (hair, vein, intestinal, metal, etc.) located above the curved neck;

3) types of a bow (arched, straight) with free hair tension and a particular setting of the right hand
(palm up);

4) the specifics of the timbre-velvety, muted with a lot of overtones and Bourdon;

5) the method of sound extraction-nail plates, the formation of flageolets;

6) vertical positioning of the instrument;

7) specialization of carriers, characteristic repertoire;

8) as well as mythological, religious, and mystical prerequisites for the appearance of the
instrument.

Following the above factors, the first group includes the most ancient and close to the
Kazakh qyl-gobyz: kayak (Kyl-kyak) — Kirghiz, kobuz — the Uzbeks, Tajiks, Karakalpaks, Nogai,
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of yyh, homes, LIH (LIH) — the Khakas and Tuva, ikili — in Altaians, meringur, Hur — the
Mongols and Buryats, Huur — Kalmyks, Chica-pshina (kobuz) among Kabardino-Balkars, ia
Cowie — at Mari, abhaza — Abkhazians, hamlets — from Karachay-Circassian, nerp — the Khanty,
sikachin — the Adygei, sigudek — Komi, eingange — of the Chukchi.

In these tools, mainly a single piece of wood (pine, larch, cedar) is used, creating round,
oval, elongated, or elliptical shape. The membrane is camel, deer, goat, or lambskin. For strings
and a bow-shaped bow, the only horsehair is used. The soft sound is reminiscent of viola or cello
flageolets. The low string acts as a melodic one, while the high string sounds like a Bourdon.
Build — quarto-Quint. The total range covers one and a half, a maximum of two octaves. They
perform function-accompaniment to singing ancient heroic tales, instrumental pieces, and shamans
in magical activities (among the Bashkirs, Kazakhs, Karakalpaks, etc.).

For example, the Kyrgyz kyyak has a curved neck, a hollow Cup-shaped wooden body. The
lower part of the kyyak is covered with camel skin, while the upper part remains open. It can be
set to a quart or a fifth. A bow-shaped bow is called "kamancha.” In musical practice, kyyak is
used as a solo and accompanist in epic tales' performance — dastans, poems, legends. The scope of
application of the kyyak has much in common with a similar tool among the Kazakhs, Tajiks,
Uzbeks, and Karakalpaks.

Along with the characteristic features of a solid piece of wood body, two horsehair strings, a
bow-shaped bow, and a quart system, the Mari kovyzh has distinctive features in using a bull's
bubble as a soundboard.

The Mongolian two-stringed morinhur occupies a special place among the identical qobyz
chordophones. "Morin khuur" literally translates from Mongolian as "fiddle with a horse's head."
It is also related to the Kazakh qobyz in its sphere of application, characterized by singing epic
tales' solo and accompanying function. The difference can be traced in the image prototype: the
Kazakhs have a Yellow camel, the Mongols have a winged horse.

The main points of the Kazakh gobyz are also close to the Kalmyk two-stringed khuur with
its characteristic timbre. According to N. Lugansky, its broad distribution among the people and
the epic sphere of its functioning are captured in numerous references in the epic "dzhangar," folk
tales, sayings, and other Kalmyk literary sources [5, p. 36].

It should be noted that inside the ancient group closest to each other in external form and
design, form a binary ratio of qyl-gobyz and Kyl-kyyak, ia Cowie and abhaza, sigudek and
eingange, Huur and moorinhur, yyh and LIH, ikili the Kalmyk and Altai. In some peoples' culture,
there are several types of similar bowed chordophones: yyh, homes, LIH — Khakas and Tuva,
meringur, hur, and byzaanchy — the Mongols and Buryats.

The Slavic and Finno-Ugric peoples' instruments belong to one of the transitional periods of
the bowed chordophones development, which preserved the most ancient features. These are
gadulka for Bulgarians, gudok for Russians, gusli (gusla) for South Slavic Croats, pushlya viole
(Dudas) for Latvians, pyyspill and hiiukannel for Estonians, lyrica for Yugoslavs, jouhikko, HIU —
Kantele for Karelians and Finns.

In their design, the hollowed-out wooden body of various sizes is preserved. However, its
shape varies; there is an oval, pear-shaped, rectangular, elliptical, sometimes in the form of an
eight with side recesses. During the post-war years, there were cases made of tin powder boxes.
The tin can was also used instead of the body of the Turkmen gidzhak. There are resonator holes
on the flat wooden deck. The neck is short, without frets. Carvings are often used to decorate the
flat trapezoidal head. Three strings in the past were wire-like, in modern species-metal. They were
played with a bow-shaped bow, holding the instrument in an upright position. The system is
quarto-Quint. They were performing the function of the accompaniment of folk songs and dances.

Essential points of sound extraction on the horn are noted in the aspect of Parallels with
gobyz. According to Alexander Agajanov: "Melody played on the top string, bottom two, tuned in
unison and Quint concerning the first, served for the pedal point, the strings to hit at the same
time; this is 35 in the game is achieved polyphony" [6, p.22]. As shown from the above quotation,
hair strings and similar execution methods produce similar moments in sound patterns, marked
with Bourdon.
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Meanwhile, typological distinctions clearly show their conditional nature, which is
manifested in the presence of such constructions that may belong to different groups. For example,
the Komi sigudek, which means "hair horn," also has a weak sound and a soft, muffled timbre,
making it one of the most ancient varieties. But at the same time, the scope of its application,
represented by dance and dance games and folk songs of a recitative nature, indicates a
characteristic feature of a later time.

It is necessary to note and bowed monohordi — Estonian myspell and dokaka the Nanai and
Ude in a series of identical specimens. Their distant similarity lies in the body, which is a slightly
bent wooden Board, to the ends of which a vein string was attached, and a bow was played on it.
Interestingly, its improved appearance is more similar to the Kazakh qyl-gobyz. In it, the shape of
the body becomes complete; the body and neck stand out.

The second group features are represented in the Caucasus peoples' instruments, both Turkic
and other language groups. These are kemancha - for Azerbaijan, Armenians, Georgians,
Dagestan, Uyghurs; gidzhak-for Turkmens, Uzbeks, Tajiks, Uyghurs, Karakalpaks; kissyn-fandyr
— for Ossetians. Some peoples had several types of bowed chordophones in their Arsenal. For
example, the Armenians and Georgians have chuniri, chunir, and chianuri; they also have Kamani
and Dagestan — Chagan. The presence of common premises in the structure and application of
samples similar to gobyz in the Turkic-speaking peoples' culture indicates their historical roots'
commonality. It determines its place among typologically related samples. Thus, determining and
identifying related chordophones is the central part of the music of Turkology and Turkic
instrumentality.

This group of bowed strings' distinctive features is the following: the body in the form of a
regular hemisphere is made of bronze metal or coconut wood, the individual segments glued
together. Sometimes coconut or pumpkin shells are used in the finished form. The body is covered
with fish scales, snakeskin, or mutton skin. The long thin neck is made of almond, walnut,
mulberry, or solid black wood. Resonator holes are sometimes made on the membrane. In the
lower part (through the resonator from under the membrane), a metal pin is attached. The bow's
form is preserved from the previous group, a straight or slightly arched shaft with a loose lock of
horsehair attached. It is called "Kaman" or "kamoncha," the degree of hair tension during the
performance is regulated by the fingers of the right hand.

In this group, there are strings of horsehair (Kissin-fandyr, the Chagan), wire, and metal.
Currently, metal strings reach from two to seven (among them there are steel and wire strings,
tuned in a quart or fifth, mostly coinciding with the violin system, but chuniri and chianuri have a
second-tertz system. The sound is creaky, muffled, with a characteristic mumbling timbre,
sometimes sharp and creaky. These instruments are found in solo, accompanying, and ensemble
performances. The repertoire is dominated by songs and dances of a cantilevered nature, and the
presentation of musical thought is dominated by one-voice melodies richly decorated with
melisms.

The same types are kemancha and gidzhak. Only the latter has a more extensive (usually
wooden) body. Suppose it is most famous as a gijak in Uzbekistan, Tajikistan, Turkmenistan, and
Karakalpakstan. In that case, it is called kemanche or keman in the Transcaucasian republics and
Iran, Iraq, Afghanistan, Turkey, and others.

Georgian traditional chuniri, unlike the improved one, does not have a "bayonet.” It is very
close to Ossetian Kassin-fandyr (goyisher with the hair string) and the Chechen-Ingush adhoco-
pondur (acupuntur, Chan dirg) (it should be noted that the playing of the Georgian Chinuri is
similar in shape Nanai monochord of duchacka).

The Uzbek kobuz is a complete analog of the Kazakh qyl-qobyz in its preliminary design
and application. It has a bucket-shaped body, two strings of uncoiled strands of horsehair. By
lightly touching the strings with the left hand's fingers, various flageolets are formed on it. Similar
features are shown in the techniques of sound production and the specifics of sound formation. As
Professor F. writes: Often, along with simple folk song melodies, developed instrumental parts of
makoms were performed on it and dance melodies of different structures. They are currently
performed from lyrical to marching nature of various genres of modern plays [7, p. 113].
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According to historical data, the first bowed chordophones examples in Europe were Fidel
and rebek, viola, and zhiga. These predecessors of the violin are conditionally assigned to the third
group. The pear-shaped or lute-shaped body was first made from a single piece of wood, had a
short neck, the head — in the form of a snail with transverse pegs, 2-3 strings. Since the X century,
the body's components began to stick together, and the shape gradually took on a classic shape. On
the fretboard of the five-string Fidel, Bourdon strings were separately attached, on which
"flageolet-like consonant with the melodic sounds simultaneously received by the bow, quarts,
fifths and octave intervals were extracted” [8, p.804-805]. In this circumstance, its genetic
connections with the first group are revealed.

Fidel and rebeck were used as solo and accompanying Church and secular court
instrumental ensembles and since the 15" century-among traveling jugglers or minstrels.

The transformation process was also reflected in the gradual transition of the instrument
setting from vertical to horizontal. So, both (da gamba and da braccio) staging methods
simultaneously existed in the XI century. For example, initially, the hooter, as well as Fidel, was
held, leaning the body on the knee or clamped between the knees (sitting), pressed to the chest
(standing) [9, p. 99]. Both types of bowed chordophones influenced the formation of the violin
family, and by the 18" century, they were entirely out of use.

The ubiquity of the violin is reflected in its use instead of traditional instruments. According
to the materials of E. Gippius, evidence of this is "many images of folk violinists playing with a
bow-shaped bow or holding a violin like a horn () (on their knees)" [10, p.16-17]. Revealing the
ethnomusicological connections between Mari and Turkic peoples, O. Gerasimov notes that
despite the dominance of the violin in musical life, " some performers still prefer to play on its
traditional prototype, that is, on the kovyzh [11, p. 149].

To sum up, it should be noted that the closest to the gqobyz of the bowed chordophones is the
Kyrgyz kyyak, Karakalpak kobuz, Uzbek kobuz, Tuvan igil, Khakass yykh, Altai ikili, Kalmyk
khur, and Russian Gudok. Combining their results appear in the features of construction,
"buzzing" sound. The characteristic of these instruments with a vertical setting emphasizing the
knee is the high position of the strings above the neck, which generates a flageolet-nail way of
playing, extracting a lot of overtones Bourdon. The bow-shaped bow is held with the palm turned
out, the fingers pull the hair.

It should be noted that the signs of common roots could contain the following main methods
of term formation, among which are: a) applied meaning within the framework of a ritual, b)
conditionality by external characteristics and C) generalized application to many musical
instruments.

a) sacred premises. |. Matsievsky wrote about the magical purpose of the bowed
chordophones in his time, drawing analogies between the Turkic govus and the Slavic gusla(
guslyat), which "among the Slavic — speaking peoples means witchcraft, sorcery, divination, a
musical instrument, and hence-to conjure, enchant, play a musical instrument” [12, p.44]. Based
on the provisions of the scholar, in the meaning of the term "gobyz" G. Omarova traces a kind of
evolutionary line: "a word for exorcising an evil spirit — the name of a ceremonial ritual musical
instrument — a musical instrument in General" [13, p. 7]. The established persistence of archaic
features associated with the ritual and magical sphere of functioning and the possibility of
establishing a connection with the other world can be traced throughout the entire historical path,
indicating the primacy of applied significance in the Genesis of the bowed chordophones.
However, researchers are not always unanimous in this interpretation of the term. For example, P.
Nikiforov's opinion about the™" diabolical " genealogy of the Mari kovyzh [14, p. 70] was refuted
by O. Gerasimov, who connects the appearance of the kovyzh with neighboring Turkic peoples
[15, p. 210].

b) indicators of external characteristics. As German scholar, K. Stumpf states,” the prototype
of all strings in many parts of the world " could be a bow [16, p. 37]. Subsequently, the researcher
of Azerbaijani instruments S. Abdullayeva, as well as A. tsitsikyan, who conducted organological
interpretations of Armenian historical sources, unanimously believe that the appearance of the
bowed chordophones was associated with the appearance of the bow and string since in their
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languages, the "arrow bow" and the bow of a musical instrument have the same name [17, c.6; 18,
¢.175]. The Bulgarian researcher Slavi Donchev saw the connection of the Kazakh traditional qyl-
gobyz with a hunting or military bow, not only in the form of a bow but also in the curved shape
(side) of the instrument itself, expressed his opinion in more detail. His hypothesis he explained
the coincidence of the invention of the bow and primitive CCI in the period of | century B.C. — |
century ad, and the assertion that the original form of the game at the bow was the friction of two
hair bows bowstrings each other, thereby concluding that the bow could be a model like a bow and
a hull [19, ¢.102-158]. This point of view is also shared by the well — known organologist 1.
Matsievsky, who wrote: "a Bow directed against the living is hunting; a bow directed against a
bow is war; a bow about a bow is music and love." European and Russian travelers (p. Pallas, A.
Eichhorn, etc.) also saw similarities with the Swan appearance in the qobyz's appearance.

In the origin of the term qobyz, there is another definition coming from™ kauyz," which in
ancient Turkic means "kovy" (Koby), in Kazakh — "KUP," Kubi," kauys" means a hollow and
round bowl inside and is directly related to the design of the instrument and is consonant with its
name. Hence, the term originated from a resonator's presence, reflecting the musical sound
extracted on the string. According to other sources, a similar "kabz" "is mentioned in the meaning
of" vibrations "(repeated movement of the hand) " [20, p. 208]. Thus, the fundamental meaning of
related words indicates the ancient origins of the name "qobyz," which was widely used in related
meanings.

Identical provisions can be traced to the Mongolian morinhur. According to the
etymological analysis of B. Smirnov, from Mongolian "Morin" means horse, and "Huur" - string,
voice. Once in China, morinhur, preserving its appearance, acquired the name "matougin,” which
meant a bowed instrument with a horse's head [21, p. 70]. A similar point was noted in the past
with the Tuvan Isil. The emphasis on the head's shape can also be traced in the English name of
morinhuur-horse-head fiddle, the last word of which coincides with the European predecessor of
the fiddle — Fidel. According to legend, Morin Huur was created in memory of a winged horse,
whose image is imprinted in the design of the instrument: its skin is used as a membrane, its mane
is used for strings and bow, and Mongolian performers in music depict the trampling of a horse,
neighing, galloping, etc.

The name of the bowed chordophones could also contain its sound characteristic or
performance technique. According to the Estonian musicologist G. Jusufi, for example, varieties
of pronunciation "of gijak™ such as "ghichak," "IGRAC," "cihak" and "Issak" imitated his raspy
tone coming from metal strings, and the reception of the bow across the strings [22].

C) The instrument's name is related to the material and/or strings, which could also mean a
bow. The names of many of the instruments indicate their chordotonal nature. So, for example, the
Latin fides (Fidel) and Chechen Merz (Merz-pondur) appeared from the string value. Various
prefixes indicate its composition: "Kyl "(khyl, Kil, Gil, ky, khy, Ki) [23, p.307] — hair, in" serme-
Kubas " the first word means metal, the second — string. The tool's name from one nation to
another could mean bow kyaka, kamancha, and gijak — Kaman. Sometimes the reference to the
bow was contained in the term itself, as indicated by the first part of the Chechen adlok-pondur,
emphasizing the method of sound production.

d) the generic name of a musical instrument. Many string instruments analogues have names
that are used in a general sense. European Rebeka comes from the Arabic "rebab"” (rabab, rabob),
gobyz according to the Tajik researcher A. Nizamov - from the Arabic root "gabaza," which
means "take in hand, squeeze, shorten,” and the form "qobyz" is translated as" holding, squeezing
" [20, p.208]. This semantic meaning of the term is entirely consistent with its generalized
application.

Multi-national words denoting the subject (object) and semantic (object image) reflection of
the same type of musical instruments were expressed in various phonetic versions of the term
"gobyz" and its generalizing application. According to B. Sarybayev's research, the phonetic
variants of the word "qobyz" are - "Kobus," "kobza,” "kubyz,” "Kubas," "kupas,” "kumuz,"
"khomuz," "komyz," "khomys," "kovyz,"” which, respectively, were found among Kazakhs,
Karakalpaks, Tuvans, Tatars, Kirghiz, Turks, Turkmens, Uzbeks, Uyghurs, etc. and had a
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generalizing meaning of a musical instrument, "differing not only in semantic variations but also
in phonetic modulations™ [24, p.12]. N. Findeyzen, V. Vinogradov, and G. Omarova also wrote
about the use of the term "gobyz" among many Asian peoples. In such cases, the type of a
particular analog is specified by the prefixes. From the Kazakh Kyl-qobyz, shanqobyz, kagaz-
qobyz, Teal-qobyz, the rod-gobyz, the Kyrgyz — kagaz-komuz, temirkanat.

The range of application of the term "gobyz" also includes reed instruments such as a Jew's
harp. Distinguish wooden Jew's harp (Giac the 0oz komuz — Kyrgyz, yogoch kobuz — the Uzbeks,
the AGAS of kumys — Bashkirs), metal (sa-qobyz — the Kazakhs, Chang-obus — the Uzbeks and
Tajiks, gopuz — Turkmens, Temir-omuz — the Kyrgyz Temir Komus — in Altaians, Temir homes —
the Khakas and Tuvan khomus — the Yakuts, kubyz or kumys — the Tatars and Bashkirs) and bone
(soak Chang obus — Uzbeks and Tajiks); he mainly met in the area of women's (partly children's)
use. As you can see, the word, as mentioned earlier concerning the lingual, retains its generalizing
meaning. Variants of the term in folklore were also used with plucked samples of the same type as
the Kazakh dombra-two-and three-stringed komuz - in the Kyrgyz, kumuz - in Dagestan, khomys
- in Khakas.

Thus, in the term formation of many bowed chordophones, there are common points noted
in the presence of the following stages: description of the appearance of the bowed chordophones
— indication of the material of the strings and bow — generalized name of the musical
instrument. The term "qobyz,"” coming from the bucket-shaped body, was the most archaic link
that preserved the ancient unity. Therefore, the subject meaning of the word "gobyz" among the
Turkic-speaking peoples had some discrepancies but was most often associated with a two-
stringed string-bow. This is evidenced by the prevailing prerogative of the term in its general
meaning, later reinterpreted as a sound formation source.

The bowed chordophones transformation is characterized by the parallel functioning of
similar instruments in one nation's culture, differing only in the strings' quality. Thus, in the
Uzbeks' musical practice, the kobuz with hair strings and the identical Sato (Sator) with metal
strings coexisted. Under such circumstances, the sphere of application of some in musical practice
passed to others, and this process proceeded, as history shows, mainly in favor of metal strings.
Over time, the same instrument is used as both plucked and bowed, respectively, differing in
terminology (Sato-when playing with a plectrum, tambour — when playing with a bow). Different
types of sound production were observed in the identical form and construction of the Buryat bow
Chur and Khakas plucked explore. As a result, in these instruments, the difference is noted only
by the method of sound extraction.

The above Parallels together historically lead to the violin. One of the indirect evidence is
the introduction of the violin into traditional life, manifested in the fact that in some peoples it
replaces the folk samples of the bowed chordophones: kubyz - Udmurts, qobyz-serme kupas
(serich-kubos, serme-Kubas) — the Chuvash, gobyz — the bardym Bashkirs and immigrants-Mari,
Shi-gudek — the Komi-Permyaks. Despite the displacement of some traditional bowed
chordophones types by the European violin, they often use traditional playing techniques (for
example, prima gobyz). Thus, the influence of Europeanization was manifested because the violin
bow was used in improved types of traditional bowed chordophones.

According to the leading indicators, the systematization of instruments made it possible,
following the dominant trend in developing chordophones to the purity of tone, assuming the area
of their origin and possible ways of their migration.

The hypothesis about the Asian Genesis of the bowed chordophones is based on some
provisions that indicate: a) the introduction of similar bowed chordophones from outside in other
peoples. For example, the Mari lya-kovyz was borrowed from the Turks, which is indicated by the
common noun of its name, which expresses the concept of "alien,” "unknown object." "This
instrument is not of Mari national origin, but came from outside, adopted from other peoples,”
says the researcher of Mari folk instruments P. N. Nikiforov [14, p.70] and others.

b) a specific indication of the homeland-Central Asia, nomadic peoples. According to
T.Vyzgo, importation from Central Asia was assumed concerning the Uzbek gidzhak by many
researchers, noting the perfect, centuries-honed form of gidzhak and its absence early miniatures
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[25, p. 106]. The Chinese hugin (hu-chin) was also considered to have been brought from there, as
V. Bachman wrote when researching Chinese sources of the IX century [26, p.353-355]. Identical
evidence is also noted for hugin and matouqin, which were adopted in ancient times from the
Northern nomadic peoples [27, p. 518].

Referring to the musical treatise of al-Farabi, as well as drawing on various iconographic
and written sources, the German musicologist, Dr. V. Bachman, argued: "about the Asian origin of
bowed instruments (Central and Central Asia) with their subsequent distribution in Europe in the
VI1I-1X centuries and their evolution to modern stringed bowed instruments™ [26, p.353-355]. In
his work, he gives the names of "qobyz bowed chordophones™ in Central Asian sources. This —
kobuz Uzbeks in the regions of Khiva and Fergana, kobuz, Cavus, Cowes, United Kubus the
middle course of the Syr Darya, komuz or kayak — Kirghiz, gobyz — the Kazakhs, Cowie — at Mari
and Huur — Mongolian peoples”. Summing up these data, he concludes that "Central Asia can be
considered the birthplace of playing bowed instruments” [26, p. 353-355], as well as [28, p.31; 29,
p. 10].

C) definition of the" ancestor " of the violin. German musician A. Eichhorn, noting the
common elements of European instruments with Asian ones, identified the Kazakh qobyz and
Russian Gudok as analogs of the viola da Gamba-the predecessor of modern bowed chordophones
[30, p. 43]. This evidence is essential when considering that Fidel is known presumably from the
V111 century and rebek - from the XII century.

Numerous ethnic contacts in Central Asia’s territory may have contributed to the formation
of identical bowed chordophones or their spread. In this aspect, the Turks' history since the
antiquity of the first group's tools is determined along with their structural properties and their
distribution area.

The famous historian M.Aji claims that the Turks descended from the Altai to the Steppe
and then in the 11-V centuries moved West, systematically developing and settling territories under
the leadership of the mighty Attila. According to the researcher, "the Steppe is the Turks'
birthplace, but the Altai is considered the cradle” [29, p. 19]. Today, the Altai territory is divided
into four States: most of them belong to Russia, the rest belongs to Kazakhstan (its Eastern
region), China, and Mongolia. Perhaps the process of penetration of kobetamendi in Europe could
pass through Mongolia and China. It is not by chance that the most ancient types of tools similar
to qobyz were used in these regions: qobyz for the Kazakhs, Gudok for the Russians, morinhur for
the Mongols, ikili for the Altaians, igil for the Tuvans, and Erhu (erhugin, hugin) for the Chinese.

The prototype of similar bowed chordophones-qyl-qobyz-according to legend originated in
the Syr Darya. As a source of life and "the border of the worlds — Northern Turan and southern
Iran, pastoralists and farmers, steppe dwellers and townspeople,” the river attracted many, as
evidenced by its definitions in different languages: the ancient authors — Yaxart, the medieval
Turkic-Yinchu-uguz, the Arab-seyhun [31, p. 16]. Thus, different nationalities and types of life
activities found a contact in the Syr Darya. The routes of the great migrations may have been due
to political reasons, the fertility of the land, and the passage of trade routes. These factors
presupposed the active interaction of different peoples and, accordingly, their cultures.

Migration path. The paths leading to the South-East could run through Semirechye, which
had a unique geographical position. According to the enlightenment scholar K. Khodzhikov
(1880-1938): "Being located between East and Central Asia, on the one hand, and Central Asia,
On the other, it has long played the role of a channel through which waves of nomadic hordes
periodically passed, heading South and West... History has noted that for 20 centuries — from the
I11 century B.C. to the XVIII century. The last — about fifteen peoples visited Semirechye, starting
with the ancient uysuns and ending with the Kalmyks-the the last wave of movement of nomadic
peoples” [32, p. 42-43].

In the other direction, the road ran northeast. From the point of view of the famous
archaeologist K. Baipakov, the Eastern Aral sea region (the Kazakh part of the Aral sea region)
was "a place of traditional wintering of pastoral and sedentary tribes, not as a zone of constant
contacts between the pastoralists of the Great Eurasian steppe belt and Central Asian agricultural
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oases, but as a kind of "crossroads™ of migration and trade routes. It was here that the conditions
for stable coexistence of various ethnic groups were formed over the centuries” [31, p. 16].

The migration process, according to researchers, began in the IV-V centuries. A. Modr
believes that the Moors, having adopted the bowed chordophones samples from the Persians or the
Greeks of Asia Minor, brought them to Europe in the VIII century [33, p. 15]. It is in tune with the
opinions of Turkmen music researchers, as well as M. Chulaki, according to which the movement
of the bowed chordophones was carried out with the help of the Arabs, thanks to whom it began to
spread in Spain, Byzantium, and further in Europe [34, p.36; 78, p. 5]. For a more specific
hypothesis of the Bulgarian scholar S. Donchev during the Great migration hunno-Bulgarians and
kindred tribes moved to Europe early examples of a bow and string instruments (bowed
chordophones), where, over time, changed their form and purpose, respectively to local ideas
about music, aesthetic traditions and available natural materials [19, pp. 102]. The participation of
various European peoples, including Slavs and Scandinavians, in the Attila Empire, helped spread
the bowed chordophones and the pluckers to various countries in Europe. For example, the
Bulgarians moved some of their samples to Italy in 568, 632, 633. to prove this, S. Donchev gives
the example of the gadulka, the ancient Central Asian and Central Asian Kushan string-bows, and
the medieval pear-shaped Fidel. One of the indirect evidence is the mention of bowed
chordophones (Fiedel) and tsigulari (Fiedeler) among the Huns in Europe in the old German epic
"Song of the Nibelung.” The importance of theory S. Donchev — in what he first says about the
Genesis of bowed chordophones Europe connected with the Central Asian qobyz and possible
migration through gonorrhea. According to researchers M.Aji and S. Donchev, the ways of
spreading the bowed chordophones to Europe began with the Great migration of peoples. These
variations in the time and distribution paths of the bowed chordophones suggest a more in-depth
study of the task at hand, which is to identify the causes that led to cultural interactions that
contributed to the intensive promotion of the bowed chordophones to the European mainland.

Thus, the hypothesis about the Asian origin of the qobyz-type .l.string instruments is based
on the multi-sided problems of interactions, influences, and borrowings, imitation, diffusions,
integration, etc., reflecting the role of ethnic contacts in history. According to S.Utegalieva centers
of origin of the bowed chordophones were East Asia and southern Siberia, where the ancient
Turks preserved chordophones with hair strings. In her opinion, further migration routes moved
"from East to West and from South to North. At the same time, in the East, there is a tendency to
the preservation, in the West-to changes" [36, p. 17-18]. Even A. Eichhorn was "convinced that
the music of the East's peoples is historically frozen and preserved to his days the culture of
ancient times" [30, p. 17].

In the modern existence of string-bowed instruments, the phenomenon of historical
projection, which the researcher M. Gettat expressed, is observed with their Asian origin
hypothesis. In his opinion:"...If the East's folk viols gave birth to the violin, today, the same violin
replaces the Kaman and kemancha in classical music. Sometimes, for example, in Pakistan and
Northern India, you can find an old stringed instrument along with a violin” [28, p.32]. As can be
seen from the quote, in the East and some European continent regions, modern folk music groups
use classical violins instead of traditional string-bowed instruments. This phenomenon is observed
mainly in those cultures where folk instruments were more similar in quality to the violin's strings;
they were metal. These include kemancha, gijak, and others. Based on the quotation’s content, it is
theoretically logical to reconstruct many bowed chordophonesS of the Eurasian region in the
twentieth century.

The above factors determine the Kazakh qyl-qobyz as a kind of analog of the same bowed
chordophones type in different world peoples. As B. Sarybaev wrote: "instruments that go back to
the same prototype later begin to acquire distinctive features in connection with the formation of
an original musical culture in each nation™ [24, p. 16]. Following the logical sequence, it is quite
possible to assume a historical evolution from the magic qyl-gobyz to the secular violin, from the
velvety, rich in numerous overtones of qyl-qobyz, kyyak, morinkhuur, igil, kobuz, and gudk,
through the sonorous timbres of gidzhak and kemanchi-to the European family of violins, with a
flying, smooth, classical and academic sound.
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As noted above, in the distribution of gobyz analogs, their relationship with life activity
types is traced. Thus, it is known that " already in ancient times, two parallel lines of cultural
development were outlined: the agricultural urban population and nomadic tribes. Intersecting and
interacting, these lines do not merge, do not absorb one another in later epochs” [25, p.10].
Nomads had an excellent opportunity to have their horse, which could be the basis for creating the
bowed chordophones. As the musicologist S. Utegalieva writes: "one of the most important
unifying signs of preservation was nomadism, that is, the nomadic way of managing" [36, p. 11].

The importance of the type of life activity in the spread of archaic bowed chordophones was
also shown because they entered the culture of sedentary peoples much later. In the urban culture,
there was a tendency towards metal strings and chromatic scale. This is indirectly confirmed by
the results of ethnomusicological expeditions on the outskirts of Uzbekistan. According to
F.Karomatova, the last plays for kobuz were recorded "mainly in those regions of Uzbekistan,
whose inhabitants, making up certain Uzbek tribes, led a nomadic lifestyle until relatively
recently” [7, p.110].

Differences are noted in the functioning of the Kyrgyz kyyak closest to qobyz, which is used
as a soloist and accompanist in collective music performances, the presence of which is typical for
court music, which had a predominantly entertainment orientation. The proof is the opinion of
T.Vyzgo, who argued that "the presence or absence of instrumental ensembles (or ensemble
performance) is one of the characteristic features that have long distinguished the cultures of the
settled population of the agricultural South and pastoral, nomadic tribes of the Central Asian
steppes” [25, p.128].

For other Eurasian peoples, the bowed chordophones analogues have undergone significant
changes. Comparative typological analysis has shown that the distinctions are not clear. Initially
retaining their original features, they further spread, adapted to a different musical life, partly
retaining their dominant features. Thus, revealing the commonality at the level of tools as an
indicator of material culture, the signs of the "Central Asian type of musical civilization" are
revealed [35, p.83] as a single culture.

The origin and specifics of the gyl-gobyz functioning reflect the history of the Kazakh and
many peoples of the post-Soviet space, near and far abroad, who have or used to have an identical
pattern string-bowed structures. As a result of the study of names similar to qyl-gobyz bowed
chordophones, ubiquitous categories have been identified: a) sacred prerequisites for the
emergence of the instrument exist along with opinions about its borrowing; b) the origin of the
term from the appearance and appearance of the instrument is based on the presence of a resonator
that reflects the musical sound extracted on the string; C) the origin of the term from the material
and/or the name of the strings, which could also mean a bow; d) the generalized name of the
musical instrument. The hypothesis about the Asian origin of the gobyz-type bowed chordophones
is based on multilateral problems of interactions, influences, and borrowings, imitation, diffusions,
integration, etc., reflecting the role of ethnic contacts in history. Generalizing the works of
scholars about borrowing bowed chordophones seeks to explore: a) bringing the outside similar to
bowed chordophones in other Nations; b) the specificity of the Motherland — Central Asia,
nomadic peoples; C) the definition of the Asian roots of the violin.

Thus, the article outlines the ways of development of ancient bowed chordophones, their
transformation in the direction of modern bowed chordophones, which reflect the common roots
and in-depth cultural and historical ties of the peoples of the Central Asian and Middle Eastern
regions and Europe.
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Hnva Menuxoe

1 .

Poccuiickas akademusi my3viku um. I Hecumvix
Mockea, Poccus

TEATPAJILHAS DIIATAKHOCTH HEBOWIIN JKUBKOBUYA
JUISA IYITA VIAPHBIX

AHHOomayusn

Crarbs TOCBSIIEHA OAHOMY M3 ACIEKTOB TBOpPYECTBA CEPOCKOr0 KOMIIO3UTOpa-TIEPKYCCHOHKMCTA
He6oitmm JXXuBkoBHYa, a IMEHHO — €70 aHCaMOJICBBIM COUYMHEHUSAM. B IeHTpe paccMOTpeHus — aHcaMOJIb
«Cekc Ha KyxXHe» JJIsl AydTa yIapHbIX, HAIMCAaHHBIN 1O 3akazy opranmsaimu Auditorio de Tenerife. C
MOMOIIBI0 HOBATOPCKUX MCHOJTHUTENBCKUX MPUEMOB U BKJIIOUCHHUSI COBPEMEHHBIX YapHBIX HHCTPYMEHTOB
B HApTUTYPY, KOMIO3UTOP SPKO BOIJIOTHJI XYIOXKECTBCHHYIO OOpa3HOCTh COYMHEHMA. 3a OCHOBY B3fTa
uzes dMOLHMOHATIBHOTO JUAJora MEXIY HCIIOJHUTEISAMHU U TeaTpajJbHOCTh MH3aHCLECHBI. AHAIM3UPYIOTCS
OCHOBHBIE HCITOTHUTENbCKUE MTPUEMBI, 3a]]auH, CTOSIIUE TIepe/i My3bIKaHTaMH, CPEIU KOTOPBIX HE TOJIBKO
TEXHUYECKOE MAacTepCcTBO, HO M crenuduyeckas MaHepa HMCHOJTHEHHUS. MeTomoNorHsl HCCle0BaHUs
BKJIIOYAET TEOPETUUECKUHN, AaHATUTUYECKUN 1 CPABHUTEIIbHBIN METOABI.

Knwouesvie cnoea: JKuBKoBHY, KOMIIO3UIHSA, aHCAaMOJIb, MYJIBTHIIEPKYCCHSI, KyXOHHAash TIEpKyccusl,
TeaTpallbHOCTbh, CPEACTBA BHIPA3UTEILHOCTH.

Hnva Menuxos'
Tnecundep amvinoagl Peceii mysvika akademuschbl
Moackey, Peceii
YPMAJIbI ACIHATITAP JIYITIHE APHAJIFAH HEBOUIIIA )KUBKOBUYTIH TEATPAJIJIBIK
SMNATAKIABIJbIFbI

Tyiiin

Makana cepOMsUIBIK TEPKYCCHOHHCT Kommo3uTop HeOoiima JXUBKOBUUTIH IIBIFAPMAIbLUIBIK
acmeKTuUIepiHiH OipiHe, HAKTBUIANl aWTKAHAAa OHBIH AaHCAMOJBJIK IIbIFapMaliapblHa apHairaH. bacTel
Hazapia Auditorio de Tenerife YABIMBIHBIH TalCHIPHICHI OOWBIHINA KA3bUIFAH IEPKYCCHIIBIK ITydTKE
apHanraH «Ac yigeri Cexc» ypMabl acmanTapra apHajaraH Jy3Ti O0osajsl. JKaHaIIbLT OPBIHIAYIIBLIBIK
TOCUTZICP/IiH JKOHE 3aMaHayd YpMajbl achanTap/blH MapTUTypara KOCBUTYBIHBIH KOMETiMEH KOMIO3UTOP
IIBIFAPMaHBIH KOPKEMIIK OeifHeCiH aiiKpiH amaapl. OpbIHAAYIIBUIAD apackIHIAFbl YMOLIMOHAIABI THAIIOT
HICSICHl JKOHE MH3aHCICHAHBIH TeaTPJIbUIBIFBI HEri3re aliblHIbl. Herisre OpbIHIAYMIBIIBIK TACUIIED,
MY3bIKAHTTAPIbIH MIHIETTEpl TalJaHajbl, OJAP/bIH apachlHIa TEK TEXHUKAJBIK MICOCPIIiK KaHa eMec,
COHBIMEH KaTap OpPBIHAAyIbIH ©3iHAIK MoHepi ne Oap. 3epTTey oicTeMeci TEOPUSIIBIK, aHATHUTHKAIBIK
JKOHE CaJIBICTBIPMAJIBI IICTEP I KAMTHIBI.

Tyiiinoi ce30ep: JKuBKOBUY, KOMIO3MIMS, aHCaMOIIb, MYJbTHUNEPKYCCHUS, ac Yl MEPKYCCHSCHI,
TEaTPJBUIBIK, aHBIKTAY KYPaJIaphI.

Iliya Melikhov*
The Gnessins Russian Academy of Music
Moscow, Russian
THE ATRICAL PROVOCATIVENESS OF NEBOJSA ZIVKOVIC IN THE CONCERT HALL
FOR PERCUSSION DUO

Abstract
The article considers one of the aspects of Serbian composer-percussionist Nebojsa Zivkovic's work,
his ensemble works. Ensemble «Sex at the kitchen» for percussion duet, commissioned by Auditorio de
Tenerife, is in the focus of attention in the article. The composer reaches the artistic imagery of this work
using the innovative performing methods and including some contemporary percussion instruments into the
score. As a central feature, the idea of the emotional dialogue between the performers and theatrical scene
is taken. Main performing methods, interpretational tasks for musicians (e.g. technical levels, the
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specificity of percussion playing) are analysed. Methods of research include theoretical, analytic and
comparative ones.

Key words: Zivkovic, composition, ensemble, multiple percussion, kitchen percussion, theatricality,
methods of expression.

Couunenue My3viKu NOPOIL 8bI3bI6ACT Y MEHS YMO-MO P00 «(MEHMAILHO20 OP2A3MAX ...
UHMEHCUBHO20, OOCMABNIAIOUe20 YO080IbCMBUE 8030YIHCOCHUS.

Kozcoa st noepyocén 6 couunenue, Hao komopvim pabomaro,

oHO Modicem npodoaxcamvcst wacamuy [1, 104]

Heboiiwa Kuexosuy

CTpacTu M 3MOLMOHAJIBHBIH HAKaJ — TaKk MOXXHO OXapaKTEepHU30BaTh JBA COUYMHEHUS,
HATIMCAHHBIX CIIEIHUATBHO JUIsi MEeXIyHApOIHOTO My3bIKanTbHOrO (ectrBams octpoBa Tenepude
B 2009 romy, «TAK HAPA»® u «Cekc Ha kyxHe». «TAK HAPA» pucyer karactpody
rJ100aJIbHOr0, KOCMUYECKOro MacuTada. «CeKkc Ha KyXHe» BOILIOLIAeT Oypro3MOILHil IBYX JIIOJEH,
MX MEKPOKOCMOC. B JIYHOM PasroBope ¢ aBTOpOM JaHHO# cTaThbi KMBKOBHY® KAK-TO MPHU3HAIICH,
YTO 3TH J1Ba aHCAMOJIsl — €ro camble JIFOOUMbIE COUMHEHHUS.

Harmicassoe B KpaTdaifiiie CpoKH moj pabounm HassammeM “Incubus™, mpomssenennue B
UTOre MOJY4YHsIo Oojiee MPSMOJIMHEHHOE U, 10 HEKOTOPOM CTENEHM, «IIPOBOKALIMOHHOE» UMS —
«Cekc Ha KyxHey». KoMIo3uTop nosicHsieT B aHHOTALMM, YTO JUIsl TUTYJIAa OH BhIOpai aHMIIMHCKUN
SI3BbIK, SIBJISIIOLUIICS COBPEMEHHBIM SKBHBAJIEHTOM OBIBIIECH KOI/Ia-TO YHMBEPCAIbHOW JIATBIHU,
«... QHIVIMHACKHE TEPMUHBI UCIOJIB3YIOTCS B HACTOSIIEE BPEMS B CaMbIX Pa3JIMYHBIX KOHTEKCTaX:
0T OOBIYHOH Oecebl 32 Y>)KUHOM, JI0 Pa3roBOPOB B BBICHIMX aKaJIEMHUYECKUX Kpyrax» [3, 2].

Co3naHue 3TOro NMpou3BEJEHUs J1aBAlOCh HENPOCTO. ByKBalbHO 3a HECKOJBKO AHEH 10
MHPOBOH MPEMbEPHI HE OBLIIO HAIIMCAHO HU OJIHOM cTpaHuIlbl. 13 6ecepl ¢ KOMIIO3UTOPOM aBTOP
MIOYEPITHYJ HHTEPECHbIE MOAPOOHOCTH CO3JaHUS COYMHEHHS, BO MHOIOM OOBSICHAIOLIME €ro
BO30yx1€HHOEe HacTpoeHue. CTpallHO cKa3aTh, HO CajsiChb B CaMOJET, HAMpPaBJISIOIIMNACS Ha
Kanapsl, J)KMBKOBMY MMeN B TOJIOBE TOJBKO 3aMBICEN, a B pyKaX JIMCTOK OymMaru M Kapasjarl.
PoBHO uepe3 mATh 4yacoB, OH BBIIIET M3 CaMOJIeTa U OTJal 3TOT €AMHCTBEHHBIM HCIHMCAaHHBIN
JIMCTOK JIBYyM UCIAHCKUM IEPKYCCHOHUCTAM, KOTOPBIE JOJKHBI OBIIIM UCHOIHSITH 3TO COUMHEHUE
MpsIMO Yepe3 1EeCTh JHeH Ha MexaTyHapoHOM My3bIKalbHOM (ectuBane KaHapckux OCTpOBOB.
Kaxnpiii nens HeOoiima nucan mo 1-2 cTpaHUIbl HOBOI'O TEKCTa, B TO BPeMs KaK YIapHUKH
YUUIIU HOBYIO MY3bIKY. Briots 10 camoro BeicTymeHus. Y onu ycnenu!

Ta ckopocTs, ¢ KoTOpo# KMBKOBHY CMOT HaIllMCaTh SIPKUHA M LEJIOCTHBIM OIyC BIEYATIISET,
MOJITBEPXk/Iasi €ro CTaTyc OJHOTO M3 CaMbIX TAJAHTJIMBBIX M BOCTPEOOBAHHBIX KOMITO3UTOPOB-
YIapHUKOB COBpEMEHHOCTH [4]. B Toxe camoe BpeMmsi CTOUT BBIACIUTh U YPOBEHb MacTEpCTBa
UCTIOJHUTENIEH, KOTOPBIM 3TO COUYMHEHHE MOCBALICHO. B3sATh Ha ceOs Takol pUCK MOTIJIHM TOJIBKO
HacTodlme npodeccuoHansl U (QaHaTUKU cBoero jena. COYMHEHHE MOCBAILIEHO HCIaHCKOMY
nysTy mepkyccronnctos Tuépali Duo® B cocrase: ITako [{uas u Yapmu Jlnsimep — 06a My3bIKaHTa

! Tlo 3axasy Auditorio de Tenerife
2 Kpaprer /i aHCAMOIISl yIapHBIX HHCTPYMEHTOB.

Pomuncst B 1961 r. CepOckuii KOMITO3UTOp, MEPKycCHOHUCT, npodeccop Benckoit koncepBaropuu. Cuuraercs
OJIHMM M3 CaMbIX HCIIOJHIEMBIX Ha CErOAHSIIHUNA JIeHb KOMIIO3UTOPOM, MHIIYIIMM sl yaapHbeix. [IpousBenenus
JKuBKOBHYA 3aHSUTH IPOYHOE MECTO B KOHILEPTHOM pernepryape npohecCHOHaIbHBIX aHCaMOJIel U CONMCTOB U ObLIH
HCTONHEHBI Oosee, yeM B 40 cTpanax mupa.

* Muky6 (or mat. incubare — «wiexaTh Ha») — JEMOH, NPMHAMAIONIMHA MYXCKOH WIH JKCHCKHH (CYKKyD, OT Iar.
succubare — «rexaTh TOm») OOMMK W BBI3BIBAIOIINIM HOYHOW KOINIMAp WM BCTYIAKOIINNA B TOJIOBYIO CBSI3b C
YEJIOBEKOM; C TOYKH 3PEHHUS YUCHOH JEMOHOJIOTMH — UMUTHPYIOIIN# TOJIOBYIO CBsi3b. [2, 208].

® KomnextuB 6bu1 ocHoBan B 2000 T. ¢ LEIbIO MOMyISPH3ALME PENepTyapa Al YAapHBIX HHCTPYMEHTOB. J{yaT —
oOmajaTenb NMpPEeMUH W HArpaj Ha pPa3JIMYHBIX MY3BIKaJbHBIX KOHKypcax u ¢ecruBamsix B ['epmanun, Cepbum,
Mexkcuke, Kybe, Aprenrune, Ilepy, Bpaswnum m apyrux crpanax. C 2002 roga gysT TECHO COTpYIHHMYAET C
Kuskosmuem. B 2004 r. ObuT BBITYHICH COBMECTHBIN aynunoanbbom «Metu3amus». MyY3BIKaHTBI — ITOCTOSTHHBIC
ydacTHUKH «MEXIyHapOIHBIX JIETHHX akKaJeMHuid 11 MapuMOBbl M yIapHBIX», OpraHn3oBaHHbIX HeOoiimei
JKuskosuuem B Akagemun My3bikd B Hoiieuge (I'epmanus) ¢ 2006 roxa. [5]
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ABIISIIOTCSL  coiMcTaMu  cuM@oHuYeckoro opkectpa Tenepude, a Takke 3aHUMAIOTCS
MpenojaBaTeNibcKoi aedarenbHocThio. Penu3 ogHoumennoro CD ¢ My3bIKOM uisl  yHapHBIX
UHCTPYMEHTOB «CeKC Ha KyXHE» COCTOSJICS BO BpEMsl OpraHU3allid MYy3bIKaHTaMu <«3-TO
(dbectuBansa coBpeMeHHON My3bIku Tenepude» B 2011 roay.

MysbikoBen HMpa IlpomanoB mnosaraer, 4ro: «Mamo KTO M3 MY3BIKAHTOB CTal CTOJIb
YCIIEIHBIM KOMIIO3HTOPOM M TepKyccuoHncToM, kakHeGoiima Mosan JKuskosny. PesymbraTom
Iyallu3Ma ero TBOpYECTBa CTajJo co3jgaHue Oonee, yeM 30 cOYMHEHUH JUIsl ynapHbIX. MHOTHE U3
STUX TMPOU3BEACHUM B HACTOALIMNA MOMEHT CQOPMHUpPOBAIM YacThb MHPOBOIO CTaHIApTa
pernepryapa TEpPKyCCHOHHCTOB BCEro Mupa. HeKoTopple W3 €ro COYMHEHHHA TpeOyroT
BBICOKOOOPA30BaHHBIX U B BHICIIICH CTEIICHU MMOATOTOBICHHBIX UCIIOJIHUTENEH) [6, 66].

bnarogaps nporpaMMHOCTH COUMHEHUS, 3PUTENIb YK€ MPEAYNPEKAECH, YTO MY3bIKaJIbHBIN
MaTepuai Bomuiomaet 3¢ dextHsie 06pasbl. Kpukinseie, pe3kue v 035100J1eHHbIE (Ppa3bl COTUCTOB
PUCYIOT ayIUTOpPUU KapTHHY 3aKpBITOrO IOMELICHHsA, 3a0UTOro MOCyIoi, rae Jrodoe
HEOCTOPOKHOE JIB)KEHHE NPHUBOJMUT K MAJCHUIO IpeaMeTroB. KommosuTop naxe BBOIWUT B
MapTUTYPY KYXOHHYIO YTBapb B KAUE€CTBE IOJHOLEHHBIX YIapHbIX HHCTPYMEHTOB. AMEpUKaHCKast
nepkyccuonuctka Kpucrodep Crumekka B ouepke, MOCBSIIEHHOM My3bike JKUBKOBHYA, CYUTAET
MOrPYKEHUE B MY3bIKaJIbHBIA MaT€pUAl KIIFOYEBOW COCTABIISIIOLICH NMPU UCHOJIHEHUU COYMHEHUN
koMmmo3utopa. OHa cuutaer, 4yTo: «O4YeHb BaXKHO MPEICTABIATH B TOJOBE MOAOOHBIE UCTOPUU U
CLIEHbl BO BpeMs KOHIEPTHOTO BBICTYIJICHUS...OTO IOMOTaeT MY3bIKAHTY I10-HACTOALIEMY
O0OBEAMHUTHCA C TPOM3BEICHHUEM U JAaeT MPEBOCXOJHBIM IMIAHC 3PUTENSIM MOCTUTHYTH CMBICI
counHenus rayoxe [7, 23].

OO6pamiasich K UCIIOJIHUTENSAM B aHHOTaluu, HeOoiima B cBoel MPUBBIYHON HMITYJIbCUBHON
MaHepe usznaraet: «OnepKUMOCTh, CTPACTh, THEB U BO30YKJIEHUE, BEPOATHO, MOTYT ObITh CaMbIM
TOYHBIM ONHCAHMEM COJEpXaHUS TMbeChl, B OCOOCHHOCTH, Oyaromapsi CXOXECTH U
JIBYCMBICIICHHOCTH  BBINICYIIOMSHYTBIX 3MoOIMi. BmoGaBok, OHM 4YacTo ® BHE3aIHO
TpaHCPOPMUPYIOTCS OT OAHOrO K Japyromy. [IpousBenenue He TpeOyeT IOMOITHHUTEIbHBIX
KOMMEHTapHeB, TaK KaK SMOLMH, BJOXHOBUBIINE €r0, HEJb3s Nepeaars cioBamu. S Obl XoTen,
YTOObI U CIIyIIATENH, U UCTIOJIHUTENN CMOIJIM HACIATUThCS PUTMUYECKON SHEpruei U CTpacTbio
MY3BIKHY. 3, 2]

ABTOp CTaTbU HE CTABUT LIEJBI0 FOBOPUTH O NICUXOJIOTMH NOBEACHMS YEIOBEUECKUX Iap B
CTPECCOBBIX CUTYaIUsX B 3TOM CTAaThe, HO YINOMSHYTh HEKOTOPHIE CTEPEOTHUIIBI BCE-TaKH CTOUT.
Ha namsate npuxoaut amepukanckuil ¢puisMm 2005 rona «Mucrep u muccuc Cmur» (pex. Jar
Jlaitman). Korna cemeiinoil mape mmnuoHoB (B ucnoidHeHuu Ajpkenuubl Jxonu u bpena Ilutra)
NOpy4aroT YOUTh JpYyT ApYra, pa3pakaeTcs KyXOHHbIM CKaHAaJ, MPaKTUYECKHU JOMAIHsSA BOMHa,
U TpeACTaBleHHAas 3ByKOBass KakO(QOHHS HAMOJHSIET JOM 3BEHALIUMHU TI'POMBIXaHUSIMHU.
Hexotopsie cemeiinble (1 1axe HE ceMeiHbIe) Mapbl BIIOJIHE MOTYT IMOAEIUTHCS BOCTIOMHUHAHUSIMU
O CTPAacTHBIX MTHOBEHMSIX U CIAaJOCTHBIX OOBSTHUSAX, CIEAYIOIIMX 32 CIOBECHBIMHU pa30oOpKaMHu ¢
OuUThEM MOCyAbl U KpylieHueM mMebenu. VHoraa, 000BHBIN MOPBIB, BBICBOOOKICHHBIH HapyxXy,
CHOCUT yparaHHbIM BHXPEM BCE€, YTO BCTPEYAET Ha CBOEM MyTHU: I'padUHbI, KaCTPIOJIH, YALIKU U
IIPOYYIO NOCYy, TOAYAC IMPOCTO HE 3aMeyast pa3pyweHuil. [IpocMoTp HcronHeHns POU3BEACHHUS
JKuBKoBHUYA TEHCTBUTEIHHO BBI3BIBACT Y 3PUTENCH MOI0OHBIE aCCOIHAITIH.

VMIMeHHO mpOCMOTp, MOTOMY UYTO NMEPKYCCHOHHBIE JY3Thl HET CMBICIIA MIPOCTO CIIYIIATh, UX
HaJ0 CMOTpeTh. B wuHTepBBIO KypHany «Back Beaty XXuskowu mnpusnaéres: «Jlms MeHs
JIBUKEHHE — OYEHb Ba)KHas COCTABIIAIOLIAs UCIOJHUTENLCTBA. OT MPUPOABI sI XOPOLIO BIAJIECHO
coOcTBeHHBIM TesloM. K ToMy ke s ¢ IeTCTBa 3aHUMAJICS CIIOPTOM. Y MEHsI CHHMM IOsIC TI0 KapaT)
W OpamkeBbIi Mo 13ton0. Hamo moOuth cBoe Teno u 3abotuthes o Hem». [8, 14] KommosuTtop
CUMTAeT, YTO UIpa Ha yAApHBIX — ATO BCErJa TaHell HCIOJIHMUTENS, TOHKas Xopeorpadus c
UHCTPYMEHTOM, aKTEPCKOE JEHUCTBO, HEOTAEIUMOE OT IIPOLIECCa MY3ULIUPOBAHUS.

[IpenogaBatens ¢akynprera yaapHbIXx HHCTpyMeHTOB KanudopHuiickoro yHuBepcuTeTa
Kopun DOpBuH Takke paclieHUBaeT WIrpy Ha JIIOOBIX YIapHBIX, M Ha MYJbTHUIEPKYCCUU B
YaCTHOCTH, KaK MCKycCTBO TaHla. B crarbe «Xopeorpaduss B HCIOIHEHUH MY3BIKU JUIS
MYJIBTUIIEPKYCHUU» OHA JIEJIaeT aKIeHT Ha Ba)KHOCTHU JIOTMYHOM MOCTAHOBKHU yJiapa, pacciiabieHuH
MOCJIe HErO U «apKu» (OTCKOK MJIM 3aMax JJIsl CIEIYIOIIEro yaapa B B BUAE IBUXKEHUS AYT'H/apKH)
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U CYMTAET, 4TO <«3aIUIAaHUPOBAHHBIE JIBWJKEHUS SBISIOTCA  CYIIHOCTBIO  IIPEKPACHOM
xopeorpadumy». [9, 97]

[Tpocdeccop PAM um. I'necunsix, 3aBeayronmii kageapoil yaapHbIX HHCTpyMEHTOB JIMUTpuit
JIyKpsTHOB, B CBOIO OY€PE/Ib, BUAUT 3aJI0T YCIICIIHOM UTPhl HA MYJIBTUIIEPKYCCUH B OTTOYEHOCTH BCEX
JBWKEHUH, CBSI3aHHBIX C IEPEXOJOM MEXIY Pa3IMUHbIMU MHCTpyMeHTamMu. OH OTMeuaeT IpoLecc
MY3HUIMPOBAHNS, KaK OBICTPYIO TIOCIICIOBATEIPHOCTh MEJICHHBIX JBMKeHUH. [10, 170]

Pa3BuBas KOHIENIMIO «TaHIIa» BO BPEMS UIPbl HA YAAPHBIX, CTOMT YIOMSHYTh COUMHEHUE
Huxonas Kopanopda «Tanen B metamie. [Tocesimenne [xony Keitpky». B maptutype umerorcs
0COOBIC 3HAKM: TIOBOPOTH M JBIYKCHHS My3bIKaHTa'. «JleiiCTBHTENBHO, B ONpeIecHHbIe (asbl
UCIIOJIHEHUS NIEPKYCCUOHUCT, KOTOPBINA JABUraeTcsl Kak Obl 10 KOPUIOPY (ClpaBa U clieBa OT HETO
HaXOJATCS MHCTPYMEHTBHI), JI€JaeT IMOBOPOTHI BCEM KOPIYCOM — HAJEBO, HAlpaBo, IOJHBIN
MOBOPOT, MOJI-000poTay, — 3akimtouaeT Omabra bepak. [11, 14] Takum oOpa3oM, UCIIOTHEHUE Ha
YIAapHBIX AEUCTBUTEIBHO IPEBPALIAECTCS B HACTOSILUN TaHELl.

OOpatumcst K cocTaBy HMHCTpyMeHTOB. llapTuTypa Hamucana s ABYX, MHPaKTHYECKU
UJICHTUYHBIX, TOBOJIBHO HEOONBIINX MEPKYCCUOHHBIX CETOB, KaXAbIH M3 KOTOPHIX BKJIIOYAET TPU
mpeaMeTa KyXOHHOM yTBapH U XJIBICT HApSAy CO CTaHIAPTHBIMHU yJapHBIMU UHCTpyMeHTaMu. O0a
WCIIOJIHUTEN WIPalOT Ha OJIMHAKOBBIX MHCTPYMEHTaX, 3a HCKJIIOYEHHEM: TyHpo (TEpBBIH
WCIIOJIHUTEIb), BUHHBIN CTakaH (BTOPON MCIONHUTENb). [lepKyCCHOHHBIE CEThl BKIIOYAIOT B ceOs
CJIEYIOIINE UHCTPYMEHTBI:

1. Tpu mMeTtamIMYecKUX KyXOHHBIX 00BEKTa Ha BHIOOP UCHIOTHUTENS (IPOTUBEHB ISl 3alleKaHus,
KaCTPIOJIU, CKOBOPOJKH H T]I.).

JBe Tapenku (bonpmas 18°°, manenbkas 8-107).

MasieHbKHi1 KUTAaCKUI TOHT.

®pycra’ (XIBICT, €CITH BOSMOXKHO HACTOSMIHHA XIbIcT) (Pucyrok 1).

I'ynpo®, sakpernénusiii Ha mogcraske (Pucynox 1).

Bonbioi u Xxopoiio 3Byyaninii BUHHBIN OOKal.

Bonbmoit 6apabdan 20°° ¢ menaibio.

2 Tom-ToMa 10”” 1 15-16"’ ¢ IpOAOIKUTENBHBIM OT3BYKOM U OYEHb PAIMYUMON pa3HULIEH B
BBICOTE.

9. bonrm.

10. Manwsrit 6apaban 10°°-12°’, HACTPOSHHBII BBHICOKO.

ONoGaRWN

Pucynox. 1. @pycma Pucynok. 2. I'vupo

® Kpome TOro, KOMIO3HTOP YKA3IBAET, BO Y4TO JOJDKCH OBITH OJET MEPKyCCHOHHCT

"Xnonymka (6u4) (uran. frusta, GyKBambHO «XJIBICTY) — YAAPHBIA HHCTPYMEHT, NPHHAIIEKAIIMIA K IEPEBSHHBIM
uauooHaM C HEOMpPENeNEHHON BBICOTOW 3By4YaHHs. XJIOMyIIKAa COCTOWT W3 JIBYX JEPEBSHHBIX JOIIEYCK,
COCTMHEHHBIX MEKIY COOOW C OJHOW CTOPOHBI, Y OCHOBaHHWs. Pa3Bois cBOOOMHBIC KOHIIBI JOIICYEK, HCIOIHUTEID
3aTeM pe3Ko yaapser uxX Apyr o Apyra. [lomydaromuiicss 3ByK OOJNBIIOW CHIIBI HAIIOMHUHAET yJap XJBICTa WIIH
nucToeTHbi BeicTpen. Moranu Illtpayce npumennn ¢ppycty B mosbkax «Oxotay u «'pom u Monuust». [12, 23]

8 MHCTpyMEHT TaTHHOAMEPUKAHCKOIO MPOUCXOKICHHUS, TIEPBOHAYAIBHO U3TOTOBJSBLINICS U3 BBICYIIEHHON THIKBBI
WIN Jpyroro oObeKTa, SBISIOMMMCS PE30HATOPOM, Ha OZHOW M3 CTOPOH KOTOPOTO JeiaeTcs psia 3apyOoK, Hacedek.
I[lo »TEM 3apyOkaM TPOBOMAT CICHHAIBGHOW JCPEBSHHOW NANOYKOW. OTHM WHCTPYMEHTOM B COCTaBe
cUM(OHHUYECKOI0 OPKECTpa BIiepBbIe Bocmob3oBaics M. CtpaBunckuii B «Becue CsienHoi». [12, 27]


https://ru.wikipedia.org/wiki/%D0%98%D1%82%D0%B0%D0%BB%D1%8C%D1%8F%D0%BD%D1%81%D0%BA%D0%B8%D0%B9_%D1%8F%D0%B7%D1%8B%D0%BA
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CounHeHne HanmucaHo B AByXx4acTHOH ¢opme. [lepBas gacTb cOCTOUT U3 2-X PA3AEIOB —
MOJABIKHOTO U pyOarHoro. Ha mporskenun Bcedt | wactu jerneHue Ha TakThl 3a4acTylo
OTCYTCTBYET, UTO JOOABISET B MY3bIKY 3P(HEKT CHOHTAHHOCTH. KOMITO3UTOp pa3nersieT yCIOBHBIC
TaKThl MYHKTUPOM B MEPUOJAUYECKHU MOSBISIOUIMMCS KBa3u-cBOOOAHOM MeTpe. KpaTtkue snmu30/b1
BHYTPH YacTH OINPEJEIISIOTCS MOSBICHUEM pa3MepOB WM UX MCYC3HOBCHUEM (HArpumep, «quasi
4/4» unm «Sensa misura»), a Takke pa3BUTHEM MY3bIKAILHOIO MaTepuana. PybarHeiii pazmen |
YacTH SBJISETCS CBOEro poja cBsizkoil co |l dactbio coumnenus. BuezanmHo mnosiBisitomuiics B
cepenuHe pydartHoro pasaena aByTakT «3/4+9/8» kak Obl mpemsocxuimaect |l gacte, menukom
MOCTPOCHHYIO Ha IEPEMEHHOM METpE.

Bropas wacTh HamucaHa B BapUallMOHHOM CKBO3HOM pa3BUTUU U B IOCTOSHHO
MEHSIONUMCSL  MeTpe. OTO BapHallid Ha METPUYECKUN  YETHIPEX-TAKTOBBIA  MOMIYIb
«3/4+9/8+3/4+11/8». 3aBepiiaeT npou3BeAcHUE IMOIIMOHAIIbHAS U BUPTYO3Has KOJIa.

Cxema couunenus

I yacTn

II yacTh

C D (Coda)

C cambIX NEpBBIX TaKTOB Ha ciyliaTens OyKBaJbHO OOBAIMBAETCS IPOXOT 3BYKOB, PE3KHMX
aKIeHTOB M Bemblniek. COYMHEHNE HAYMHACTCs ¢ yuapa XJjbicta Sf, a KOMIO3UTOp MoI4epKUBacT
XapaKkTep WIPbl MOMETKAaMHU B MApTUType: 0SSesSivo e brutale — HaBs3unBo u rpy60. My3bIKaHTHI
HAuMHAIOT OOMEHMBATHCSA 3BYYHBIMM peruikamu. M, BIIOTh 10 OKOHYaHMS IMEPBOIO AMHU301a
pazznena A, B UX UIPe 4acTO MOXHO 3aMETHTh IOJHOE OTCYTCTBHE CBS3€H MEXIy HapTUAMH —
CBOETO POJa KPHUKJIMBBIA JHAJIOr, KOIZJAa OJUH XO4YeT Iepekpudars apyroro. Ho My3bIKalbHBIN
«Oecnops110Kk», 00pyYIIMBAIOIIMIICS Ha ayJIUTOPHIO C MEPBBIX 3BYKOB IIPOU3BECHUS, BEICTPAaUBAETCS
B HEMPOIOJDKUTEIBHBIN YHUCOH YK€ Ha TIePBO CTpaHHIIE MapTUTYPHI (ipumep 1).

Ilpumep 1. H. ’Kusxosuu. «Cexc na kyxne». Bcmynnenue

Ossessivo e brutale (J=128—32) (s p—— Nebojéa Jovan ZIVKOVIC (2009)
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WNHTepecHo, 4TO B cepeAuHE MEpPBOM YacTU XJBICT IMONAZaeT B PYKU U JIPYyroro
UCIIOJHUTEJISA, KOTOPBIM, C MOMOIIbI0 LIETYKOB KHYTa, oOpalaercs K HmapTHepy B ewié Ooiee
JECIIOTHYHOM MaHepe, Mociie 4ero, ¢ ykaszaHus quasi 4/4, HaumHaeTCcs «CHHXPOHHBIA SIH30/1»
pazaena A. 3aech JKMBKOBHY HCHOJIB3YET WMHTEPECHBIM NpUeM HUrpbl B YHUCOH. COYMHEHMHE,
BOOOIIE, U300MITyeT TOBOJIBHO OOBEMHBIMH (pparMEeHTaMu CUHXPOHHOM UTPBI EPKYCCHOHUCTOB.
Ho Bo MHorux ¢parmenrtax | gactu, Kak yke OTMeUYaloCh, OTCYTCTBYET JI€JI€HUE HA TaKTbl, U
IBIDKEHUE pUTMA M MENOJUKM B O3TUX (parMeHTax mpeObiBaeT B OTPAOOTaHHOM H
WHAMBUJYAJIbHOM OILYILEHHMH BPEMEHH, €CTECTBEHHO [0/ XJIAJHOKPOBHBIM KOHTPOJIEM
MY3BIKaHTOB (IIpuMep 2):

Ilpumep 2. Cunxpoumwiii 3nu300

(c’mi)\(q"”‘”“qss'l“) unis. play: & 2 2 3 3 2 8 7 2 3 2 2 3 &8 2 5
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[IpaBa, CHHXpPOHHBIE MACCAKH BCE-TAaKH IMEPEMEXKAIOTCS CONBHBIMU ()pazaMH yIapHUKOB,
OyITO KaXIblii M3 HUX M30 BCEX CHJI IBITAeTCs JI0Ka3aTh CBOK TOYKY 3peHus. BmioTh 10 KOHIA
pa3zena A UM HHUKaK He yAaércs NOOMTBHCS cOrjacusi BO B3aMMOOTHOILIEHMSX, BIUIOTH /10 BHOBb
MOSIBJISIOLLETOCS KHYTA U «IIMHKa» CTOJIMKA, CTOSILEr0 B CEPEIUHE CLIEHBI U YCTaBICHHOI'O ITOCYAOH.

Ms1 yxe oOpamanuch K MOAOOHON MaHTOMHME B
cratbe «Tearp ymapHbix Heboitmm JKuskoBuyay,
paccmarpuBas pakypc —TeaTpadbHOCTH B paborax Pucynox. 3. PpukyuonHuill wapux —
KoMIio3uTopa: «B cepenuHe mbechl ONMH U3 MY3BIKAHTOB Super ball.

MIOAXOAUT K CTONY, Ha KOTOPOM JIEKAaT pa3JInuHbIC
METAJUINYECKHE KYXOHHbIE MpPEIMEThI: KacTProJiu, OaHKU
U T.J. U CMaxuWBaeT MX OJHUM OBICTPBHIM U CHJIBHBIM &
JIBIKEHUEM TaK, 4TO OHM BCE C I'POXOTOM IIaJar0T Ha
mom». [13, 329] Dto neiicTtBue m00aBIsSIET, C OJHOM
CTOPOHBI, OECHOPSIOK B KaXYIIUICS XAaOTUYHBIM TaHeIl
IBYX 00€3yMEeBIIHMX OT YYyBCTB MAapTHEPOB, a C APYroii,
KaKMM-TO HETOCTHXKUMBIM 00pa3oM, BHOCUT pa3psiKy B
SMOLMOHAIIBHOE U HAIpsDKEHHOE AeucTBo. [lapTHEpHI, Kak
OBl MTOCTUTHYB OOLIMI CMBICI MPOUCXOISAMIETO, @ MOXKET
ObITh, U, TOCTUTHYB ONpeAENEHHON 11eNu, OepyT TaiM-ayT
B CXBAaTKe.
B pazmene B 3ByuMT 4YOKaHbe BHMHHBIX OOKaJOB — SICHO, YTO HACTYNHJIO KpaTKOe
«mepemupue-cornacuey». llopoxu nambiiamu mo MemMOpaHaM, CKpUIIBI TYHUPbI, HEOOBIYHbBIE 3BYKU
PE3UHOBOTO mapI/IKa9 (puc. 3), HAMOMMHAIOIIETO CTOHBI, U UMIIPOBU3ALNS MATOYKAMU JUIS CYIIH

% Super ball (cynep map - anen.). Cymnep 6011 — B IPO(ECCHOHATBHOIM PYCCKOA3BIMHOM CPe/ie 33 STHM HHCTPYMEHTOB
3aKpeNIoch Ha3BaHWE (QPUKIMOHHBIN mapuk. Ilamodyka ¢ pE3MHOBBHIM HIAPUKOM Ha KOHIE, HCIIOJb3yemas
MEPKYCCHOHHUCTOM JUISl CO3JaHUS MPOTSKHOTO, TYASIIETO 3BYKa. VICIONHUTENb TPOBOIUT PE3MHOBBIM HAKOHETHUKOM
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HAMNOJHAIOT ATy 4YacTh XapaKTepPHbBIMH TAaWHCTBEHHBIMH oOOpazamMu: OyATO Cpeau TOpsl
HaBAJICHHBIX IPEJMETOB JIIOOOBHUKM oOOpamarorcs Apyr K apyry. Paszgen B mo xapakrepy
ABJIAETCS IOJIHOM NPOTHBOIIOJIIOKHOCTRIO pasfeny A. MmmnpoBusannoHHas MaHepa IuUcbMa U
aBTOpckoe ykaszanue — liberamente — mo3BONISIIOT My3bIKaHTaM IOYYBCTBOBATH TBOPYECKOE
IIPOCTPAHCTBO JIJIsl CAMOBBIPAYKEHUS M AKTEPCKOM UTPhI B IOJIHOM Mepe (rpumep 3).

Ilpumep 3. Pazoen B
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EME 1021
Bo Il uactu (pasmen C) OCHOBHOM My3bIKalbHBIM MaTepuanl B HapTUAX COJHUCTOB

uaeHTHYCH. Bapuaiuu Ha MeTpudeckuii Moayib «3/4+9/8+3/4+11/8», 0 KOTOPOM MBI TOBOPUIIA
BBIIIIC, W3HAYAJLHO IMPEACTABISAIOT COOOW MPOCThIE PHUTMHYECKHE (pa3bl, COCTOSIIHE W3
YeTBEpPTEed M BOCBMBIX HOTBI, UCIIOJHIEMBIX Ha TOM-TOMaxX M «KYXOHHBIX INpenmerax». [lepsas
MOJIOBMHA pa3jiesia MOCTPOeHA Ha YePeJOBAaHUH CUHXPOHHBIX (pa3 HCIIOTHUTEICH U UX BapUaIliui.
Ot ¢pas3el, obpacTas axkIEHTaAaMH TapeloK, [0 Mepe pa3BUTHUS, CTAHOBATCA Bce Ooiee
HACBIIEHHBIMA W TOABMKHBIMU. CHHXpOHHBIE ()pa3bl MOBTOPSIOTCS MO 3 pa3a B pemnpuse. 3a
HUMHU CIIEYIOT COJIbHBIE BBIMAbl COTUCTOB — BapHAIIMU HA METPUUYECKUIN MOIYIb (Ipumep 4).

[ToMuMO TUHAMUYECKOTO pa3BUTHsI HIOAHCUPOBKH JKMBKOBUY TIpejIaraeT BO BTOPOI 4acTh
MPUHIIAI TeMOpalbHOTO KpemieHao0. [lepBbie aBe ¢Gpa3bl THXO MEPECTYKUBAIOTCS MajOYKaMu OT
CYIIIH, TOT/Ia KaK y)Ke B IMEPBOI BapHaIl¥ UCIIOJHUTEIN IMePEXBATHIBAIOT MAJIOUKH C (PeTpOBBIMHU
TOJIOBKaMHU, TIO3BOJISISL yIapHBIM HHCTPYMEHTaM 3Bydath Ooliee Tynko. Bo BTopoii Bapuaiuu, u 10
CaMoro KOHIIA COYMHCHHWS, YJIAPHUKH HAYMHAIOT UTpaTh OapaOaHHBIMHU MAJIOYKaMH, TO €CTh C
MaKCHUMAaJIbHO MJIOTHBIM 3BYKOM YIapHBIX.

Ilpumep 4. Mempuueckuui mooyaw. Hauano |l vacmu
314+918+3/4+11/8 (J=172-186)
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M Tamhnrn conza rardall

MAJOYKH TI0 TIOBEPXHOCTH MPAaKTHYECKH JHO0OTr0 YAApPHOTO MHCTPYMEHTA, MMEIOLIEr0 TUIOCKOCTh. B pesynbrate, ¢
MOMOIIBIO TPEHUSA, CO3MAETCS HEOOBIUHBINA aKyCTHUECKHI 3(P(EKT, KOTOPHIA MEHSETCA B 3aBUCHMOCTH OT BETMYMHBI
[IApUKa, THIIA HHCTPYMEHTA U TEXHUKH MIPhl. DPUKIIMOHHBIA MIApUK 00J1agaeT HEMPEPHIBHLIM 3BYYaHUEM, KOTOPOE
MOKET OECKOHEYHO TPAHC(POPMHUPOBATHCA M BUIAOU3MEHSTHCS IO MEPE TOTO, KaK MPOJOJDKAETCS HMHTEHCUBHOE
JBIDKEHHE W JIABJICHUE TAJOYKH HCIIOJHHUTEIEM. DTOT Croco0 3BYKOM3BIECUEHHs HAIIEN NIMPOKOE MPUMEHEHHE B
COBpEMEHHOM My3bike. [14]
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[Tocne TpeTbeli Bapualy METPUUYECKUI MOTYJIb CUYE3aeT U JlalbHeIee pa3BUTHE ClIETyeT
[0 YCKOPSIOUIENCSA U pa3roparouIeics TPAaCKTOPHUU.

Pa3znen C Gosnbllie MOX0K HE HA CCOPY, @ HA COBMECTHBIH TaHell, Haro1001ue TaHTo, KOTOPOoe
MOCTETICHHO ¥ TPAIMO3HO 3aKPy4HMBaeTCs B TOPHAIO JIOOBU, YCKOPSSCh A0 MPeaeIbHBIX
ckopocTeil. JKUBKOBUY HCIIOJIB3yeT METPOHOMHOE M PUTMHUYECKOE YCKOPEHHS, a Mepel] camoi
KOJI0H, naxke merpuueckoe accelerando (mpumep 5):

Ilpumep 5. Mempuueckoe yckopenue
Furioso! (J=168-180)

> Hsempm
> > > > S = o > TN 2>
— - =y ) Fele Parel tere pr ==y £ - =
5X. = 6X. - x = 8X. 8x. | o - - 3
i AT " R T == — > | Furioso! (J=168-180)
sempre un poco piu accelerando e e cr
P
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> > .
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[TepkyccrnonucTsl OyKBaJIbHO BJIETAIOT B KOy counHenus (pazaen D). ABTopckoe ykazanue
Furioso yka3siBaeT Ha TO, YTO MBICIH BO3JTIOOJICHHBIX BOT-BOT COJBIOTCS B HEPa3IeIHMMOM
JKCcTaze. DKcrasze, KOTOpeldi B HioaHce fff pucyer 3puTento HemomaenbHOE HCCTYIUIGHHUE W
OJICPKUMOCTh MY3bIKaHTOB. Cliefyromias 3a HUM (pUHaIbHas 9K3aJIbTallUs MITKO PacTBOPSETCS B
TMMHHYHPYIONIMX M 3aMeISIOMMXCs (urypax, Bo3BemIas O 3aKOHUYEHHOM CIHMSHHU JIBYX
ONMU3KUX JTyHl (M TeT) CMEIIHBIM CTPEKOTaHUEM I'YUPBI CO 3BOHOM BUHHOTO OoKaja (mpumep 6):

Ipumep 6. Kooa
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Jy>T u3o0uinyer yHHUCOHaMHU. [IpUHIMITBI SPKOW COBMECTHOI WIPbI TAaKXKe HCHOJIb30BAIU
Tomep Spus (Tomer Yariv) B counnenuu «Gyro» (2009) u Pobepr Mapuno (Robert Marino) B
counHenuu «Eight on 3 and Nine on 2» («Bocemp Ha Tpu u jaeBATh Ha 1Ba») (2007). DT nBa
npousBeieHns, Kak U «Cekc Ha KyXHe» OTIWYAlOTCS IJIOTHBIM PUTMHYECKUM JpaiiBOM Ha
MPOTSKEHUH BCErO 3ByYaHHUS.

OaHuMH U3 CaMBIX M3BECTHBIX padOT AJisl Ay3Ta MYJbTUIEPKYCCHOHHCTOB MOKHO TaKkKe
Ha3Bath «La festa per due» («IIpazmuuk mus nBoux», 1999) Hukonaca Mapruncosa (Nicolas
Martynciow), «As one» («Kak omuna», 2007) Xene Kommucku (Gene Koshinski) a Taxke
«Cohesiony (Crumouennocts) (2012) Mata Mypa (Matt Moore).

Urto xe ornuuaer 1y3T «Cekc Ha KyxHe» JKMBKOBHUYA OT APYTUX AyITOB?

[Ipexne Bcero, ApKue W CBEXHE HEH, KOTOpble JKMBKOBHY HEe OOWUTCS BBHIHOCHTH Ha CYH
nyOonuku. HaGop MHCTpYMEHTOB BKJIIOYAET B ce0s1 KyXOHHBIE NMPEAMETHI: XJIbICT, BUHHBIN OOKa,
HNAJIOYKU Ui CYIIH, (PUKUMOHHBIM mapuk. OJHUMH U3 HEMHOTHX, KTO paHEE HCIOIb30BaJ
KyXOHHYIO YTBapb'°, okasaimch Jlxon Ilcarac B counnennn «One study, one summary» («Oxus
3CcKH3, OIUH UTOr») 2005 T. I MYJIBTUIIEPKYCCHU-COIO | ayauo3anucu u Heit Po3aypo B «Mitos
Brazilieros» (Bpasunbckue Mudbi) 1992 r. s kBapTeTa yAapHbIX. AMEPUKaHCKUN KOMITO3UTOP-
skcriepumenTarop Jhxon Kelpk orpanuumics skecTsHbIMM OaHkamMu B cBoedl «Tperbeit
koHctpykuun» (Third Construction) mist kBaprera ymapusix B 1941 r. Emié cToUT ynmoMsHyTh
kBapreT Juis yaapubix «Tin play» Ilepa Anapeaccona (Per Andreasson), (B OyKBaJIbHOM IepeBOJIC
— «Hrpa Ha KOHCEepBHBIX OaHKax») HanucaHbid B 2008 roxy.

KuBkoBu4 100aBIseT B HHCTPYMEHTAPHIA HACTOSIINN XJIBICT, OTCYTCTBHE KOTOPOTOMOKET
ObITh KOMIICHCHpPOBAHO Kiaccuueckod ¢pycroit. Ho ymapuuk B «Cekce Ha KyxXHE» HMeeT
IIPEKPACHYIO0 BO3MOKHOCTb OBITh YK€ HE IPOCTO MY3bIKAHTOM, a HACTOSIIUM aKTEPOM, JepiKa B
pyKax «IIpeIMeT caJoMa30XUCTKUX yTex». JKMBKOBUY MOMOTAeT MCIOJHUTEISIM SMOLMOHAIBHO
BBIpaXKaThb CBOEHPABHE U AK€ BJIACTHOCTb HAJ MApTHEPOM YK€ C MEPBBIX HOT MPOU3BEICHUS.
XIIBICT MOKA He MMeI MPAKTHKH IPUMEHEHHS B aKaIeMHICCKOH My3bIKe [l YAAPHEIX Boobme™.
Kcraru, Bonpoc o reHaepHOi COCTaBISIONIEH Ty3T HE 3aTparuBaeTcsi KOMIIO3UTOPOM, TaK Kak
npodecCHOHATbHBIN YAAPHUK, B IEPBYIO OUepeib — CIELUAINUCT U apTUCT, a yXKe MOTOM MYXKUMHA
WM KCHIIHHA.

Ha3BaB coumHeHune mo0J00HBIM 00pazoMm, JKHMBKOBHY cJenan erorearpajbHbIM U
CIIEHUYHBIM. B HEM MHOrO pa3HOMJIAHOBOCTH M 3M1aTaXXHOCTH, COBMECTHBIX YCKOPEHUI U nepeaay
PUTMHUYECKHX JIMHHUH, SKCTIPECCUBHBIX BBITIIECKOB 3MOIIMH,

CoBMecTHasi Mrpa Ha HE3BYKOBBICOTHBIX YIapHbIX — 3TO Bcerja auanekTuka. He nmes
MEJIOIMYECKOM M TapMOHMYECKOM COCTaBISIOIIMX B 3BYKOBOM IIOTOKE, YAapHbIE MOTYT
«pa3roBapuBaThy», «CIOPUTHY, «IBUTATHCSI» U JAXKE «IApaThCsi» Mexay coboi. XXaup mysra ans
MYJIBTUIIEPKYCCHH — SIBIEHHE B COBPEMEHHOM akaJeMHUYeCKON MYy3bIKEe, KOTOpOE HeJb3sl Ha3BaTb
OpAMHAPHBIM, TaK KaK BCSKas WIesl CTOJKHYTh JIBYX YJIapHUKOB ¢ HAOOpOM MHCTPYMEHTOB Ha
CIICHE Y)K€ M3HAuYaJIbHO SBISETCA, 110 CYTH, SKCIIepUMEHTOM. CMBICT 3TOW KOHLENIIMUA COCTOUT B
TOM, YTO COYMHEHUS MPAaKTUYECKU BCErJa OTIMYAIOTCS IPYr OT JIpyra COCTaBOM MHCTPYMEHTOB,
KaK B KaUeCTBEHHOM, TaK U B KOJIMYECTBEHHOM 3Hau€HUH. BCTpeTUTh OMHAKOBBIE CEThI YAAPHBIX
Ha pa3IMYHBIX KOHIIEPTaX aKaJIeMHUIECKON MY3BIKH MTPAKTUIECKH HEBO3MOXKHO.

WHTeHIUS COBPEMEHHOTO KOMITO3UTOPAa - OBITh OPUTMHAIBHBIM «TBOPLIOM» — YacTo
CTaHOBHUTCS TPUYNHOW KOMITO3UTOPCKHX ITOMCKOB B CO3/IaHUM YHUKAJIbHBIX 3BYKOBBIX W
TeMOpaJIbHBIX coueTaHui. MIMEHHO MYJIbTUIIEPKYCCHOHHBIE CEThI Jal0T TAaKyl0 BO3MOXKHOCTH U
BJIOXHOBJISIFOT «XYyJIO’)KHMKa» Ha CO3JJaHUE HEMOX0XKero HM Ha KaKoe JIpyroe COYMHEeHHe. A
AMATaXXHOCTh U TEaTPaIbHOCTh, KAK MHCTPYMEHTBI IPUBJICUEHHS 3pUTENS — HEOThemIieMas 4acTh
AKCIIEPUMEHTATILHOTO NepdopMaHca COBPEMEHHOT'O HCKYCCTBA.

10 Cam JKuBKOBHY emIE pa3 HCIONB30BAI KyXOHHYIO YTBaph B mpomsBeaeHnu «Yparan Cemmm» (2013/14 rr.) mus
TPHO yIApHBIX.

" Mspecren ciyuaii, koraa yuennmsl JKHBKOBHYA BBIILTH HA HCIONHeHHe «CeKca HAa KYXHE» C XIBICTOM B UEPHBIX
OOTATMBAIOIINX JIATEKCHBIX KOCTIOMaX B BeHCKol KOHCepBaTOpHHU.
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Hapuza Canvikosa
1
T.2Kypeenos amvinoassl Kazax YammuolK OHEP AKAOeMUsCbl
Anmamuol, Kazaxcman

KA3AK DCTPAJIACBIHJAAFBI OPBIHIAYIIBUIBIKTBIH KEABIP MOCEJEJIEPI

AnHomayusn

J1.0.CanblkoBaHBIH MaKaJlaChIHIA. 3CTPAJAIBIK MY3BbIKaHBIH KeHOip Mocelnenepi, aram aWTKaHIa
ACTPANABIK BOKAJT JKOHE 3CTPATAIBIK OPKECTpP aclanTapbIHBIH HETI3Ti XKETICTIKTepl KapacTeIpbliaabl. OChkl
OarbITTBl  3epaeney  OapbIChIHAAa  YCHIHBUIATBIH ~ MaMaHABIKTapAbIH ~ MaHBI3Ibl  KOMIIOHEHTTEpi
OPBIHAAYIIBUTBIK OPMAT asChIHAA AaHBIKTAIBL.

FoutbiMu MakanaHblH aBTOPBI «DCTPaJalibIK BOKAD) XKOHE «ICTPANaIbIK OPKECTPIIIH acHanTapbi»
KadeapachiHbIH CTYJCHTTepI MEH MarucTpaHtTapbiHbiH T. XKypreHoB aTeiHnmarbl Kazak yiTTHIK ©Hep
aKaIeMISICBIHBIH,  «My3bIKaJIBIK ©Hep» (aKyJbTeTiHIH Oeleai BOKAJIUCTEp MEH acCHallibuiapiblH
XaNBIKapaJIblK KOHE PECHyOJNUKAIBIK KOHKYpCTapblHa KaTBICYbl Typanbl akmapat Oepmi. Onapapig
apaceiHna «CrnaBsH 0Oazape»y, «Kac kaHat», «lllabbiT» >koHe Tarbl Oackamapbl Oap. AKageMus
OKIMIITUTITIHIH O€JICeHII KOJJaybIMEH OHE MEICHATTapAbIH JISMEYIIUIINIMEH CTYISHTTepIiH e3aepi
Oacrama keTepesi, Oipre OyJI xeMicTi HoTHkenepre okeneai. COHBIMEH Oipre MyHJa aBTOP Kbl JKOHE
MaMaHAaHJBIPBUIFAH KY3BIPETTUTIKTEPre We CTYIEHTTep MEH 3epTTEyIIUIepAl OKBITY YAepici Typabl
aKIaparTsl Oepe/ii, COHBIH IMIiHAe: Ka3ipri 3aMaHFbl OHEp CallaChIHIAFBI JKaFJail MEH MPOLIECTEPIi 3epTTey;
KYOBUTBICTapAbI TNy, MY3bIKAIIBIK OHEP TYBIHABUIAPHIH Oaranay, TApUXU 3aHIBUIBIKTAPbI 3€PTTEY KOHE
MOJICHU MYPaHbBIH KOPKEMJIIK IOCTYPICPIH JaMBbITY.

Tyninoi co30ep: My3bIKa, 3cTpaaa, BOKAJ, 3CTPaalIbIK aclIanTap, BOKAIAbl OPbIHAAYIBLIBIK.

Japuza Canvikosa
1
Kaszaxckas nayuonanvnas axaoemus uckyccmes um.T.2Kypeenosa
Anmamur, Kazaxcman _
HEKOTOPBIE BOITPOCBI UCITOJIHUTEJBCTBA B KA3AXCKOHU 9CTPAJIE

Annomauyusn

B craree CanpixoBoii J[.O. paccMaTpuBarOTCs HEKOTOPHIE BOMPOCHI 3CTPAIHOIO MY3BIKaJbHOTO
HCTIOJIHUTENBCTBA, B YACTHOCTH OCHOBHBIE JOCTHKEHHUS CIICUATIbHOCTH 3CTPAJHbBIN BOKAJI M HHCTPYMEHTEI
3CTPaJHOTO OpKecTpa. B mporecce m3ydeHs] JAaHHOTO HAMpPaBICHHs BBISBIECHBI BaKHBIE COCTABIIAIONINE
MpeJICTaBICHHBIX CICIMAILHOCTEH B pa3pe3e UCIIOHUTEIBCKOTO (popMmaTa.

ABTOpPOM Hay4HOW CTaTbM JaHbl CBEACHHUsS 00 YJacTUM CTYIEHTOB M MAarucCTpaHToB KadeIpbl
«OcTpasHbplii Bokam» U «MHCTPYMEHTBI 3CTPagHOTO OPKECTpay Ha MPECTIKHBIX MEXIyHapOJIHBIX U
PecnyOnmkaHCKHX KOHKYPCaxX BOKAIHMCTOB M HHCTPYMEHTAIHUCTOB (aKyabTeTa « My3bIKalbHOE HCKYCCTBOY
Kazaxckoit Haumonanenolt Axanemun unckycctB uM.T.Kyprenosa. Cpean Hux «CriaBsHCKUH 0azapy,
«XKac kanar», «lllabbiT» W MHOrMEe JApyrue, CHOCOOCTBYIOIIME MPOABHKCHUIO HCHOJIHUTENEH
MIPeICTaBICHHON crieraabHOCTH. Ha TepBhlil MaH BBIABUTAETCS WHUIIMATHBA CAMHUX OOYYaIOIIMXCS MPU
aKTUBHOW TOAJEPKKE aJAMHUHUCTPAlMUd AKaAeMHH W CIIOHCOPCKOM TOMJIEPKKE MeEIeHaTOB, 4YTO B
COBOKYITHOCTH TNPHUBOJUT K IUIOJOTBOPHBIM pe3ysbTaTaM. BMmecTe ¢ TeM 37ech aBTOp MOIBITOKUBAET
WHPOPMAIIUIO O TIporecce OOYYEeHHUsS CTYACHTOB M MAaruCTPaHTOB, KOTOpbIE MPUOOpPETAIOT 00Iye |
CHECIMAIN3UPOBAHHBIE KOMIIETCHIMH, CPEIU KOTOPhIX: HM3YYeHHE CHTyalldd W IPOIeccoB B cdepe
COBPEMEHHOI'0 HCKYCCTBa; AaHaJIN3 SBICHUM M TPOLECCOB, OLEHKA IPOMU3BENCHUI MY3bIKAIBHOTO
HCKYCCTBa, H3yYEHHE HCTOPHUYECKHX 3aKOHOMEPHOCTEH M DPAa3BUTHE XYAOKECTBEHHBIX TpaJULIUN
KyJIbTYPHOTO HACIIEINS.

Knroueswie cnosa: MY3bIKa, 5CTpaaa, BOKaJ, 5CTPaAHbIC MHCTPYMCHTBI, BOKaJIbHOC NCIIOJTHUTCILCTBO
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Dariga Salykova®
'Kazakh National Academy Arts named after T. Zhurgenov
Almaty, Kazakhstan
SOME QUESTIONS OF PERFORMANCE IN THE KAZAKH STAGE

Abstract

In the article by D.O. Salykova. some issues of pop music performance are considered, in particular,
the main achievements of the specialty pop vocal and instruments of a pop orchestra. In the process of
studying this direction, important components of the presented specialties were identified in the context of
the performing format.

The author of the scientific article provides information about the participation of students and
undergraduates of the Department of "Pop vocal" And "instruments of pop orchestra” at the prestigious
International and National competitions of vocalists and instrumentalists of the faculty of "Musical art" Of
the Kazakh National Academy of arts named after T. Zhurgenov. Among them are "Slavyansky Bazar",
"Zhas Kanat", "Shabyt" and many others that promote performers of the presented specialty. The initiative
of the students themselves is brought to the fore with the active support of the Academy administration and
the sponsorship of patrons, which together leads to fruitful results. However, here author summarizes
information about the process of teaching students and researchers who acquire general and specialized
competencies, including: studying the situation and processes in the field of contemporary art; analysis of
phenomena and processes, assessment of works of musical art, study of historical patterns and the
development of artistic traditions of cultural heritage.

Keywords: music, stage, vocals, variety instruments, vocal performance.

Kazakcran PecrnyOnuKachlHBIH KOpPKEM MoJCHHETiHAe Oenriai Oip OpbhIH  alaThiH
3CTpa/ilaHblH MY3bIKQJIBIK ©HEPIHIH epeKIle TaHbIMAJAbIFbI aca MaHbI3/Ibl OOJIbIN TaObLIA/bI, OFaH
OyKapasiblK aKmapaT Kypajilapbl MEH TEIeKOMMYHUKAIMSUIBIK TEXHOJIOTHSUIAPIBIH KapKBIHIbI
naMysl bIKnan erefi. COHFbl OHXKBUIIBIKTA 3€pTTEYIIUIEPAIH OpPbIHIAYUIBUILIKTBIH OCHI TYpIHE,
OHBIH 0acTayblHa, KAJBIIITACYy TAapUXbIHA, OKBITYABIH TEOPHUSICH MEH JJICTEMECi MacelnenepiHe
JIET€H KbI3bIFYIIBUIBIFBIHBIH apTybl K€3/IEHCOK EMEC.

Kenreren TaHbIMan 3cTpajajiblK OpPBIHAAYIIBUIAPABIH KbI3METI OChI FHUIBIMH MaKaJlaHbIH
HETI3T1 MJIESChIH pacTaiibl )KoHe KciOM TaiprOe NarJblIapblH alyFa, MOJIEHUETAPAIIbIK JHAJIoT
meHOepiHAe IMIbIFapMAlIbUIBIK KbI3METTI TaHbIMANl €Tyre OarbITTallFaH OChIHJAAW JIMaOIThIH
KApKbIH Jloneni Oousbll Tabbutazpl, Oyl COHJai-ak KoH(peccusiapalblK AUATOIThl KaMTHIBI,
MOJEHM KYHABUIBIKTAp/bl KOTEpMeJey ICIHAErl O3bIK TXKipuOeHl HacuxaTTayFa epekile Hazap
ayaapeliaael. ByFaH KenTereH XalblKapaiblK Ic-IIapanapfa, KOHKypCTapFra, (ecTuBaibIapra
KOHE 10y >KoOajlapra KaThICy apKbpUIbl KON >keTkizuimi. Omapnery imiHzae <« Kynasiaap
dabpukacel» - «Pabpuka 3Be3n», «laybic» — «lomocy, «Xouy k Menaaze» xoHe T. 0. 3aMaHayH
TENEeBU3USIIBIK IOy MeH Oaiikaymnap Oap. DkoHOMUKaHBI kahanganablpy mporectepi, Kazakcran
PecnyOnukachIHBIH XaJIbIKapalblK OU1IM Oepy KEeHICTIriHe Kipy Macesenepi MaMaHaap/Ibl KociOu
Jasipiay camachlH apTThIpy JKOHE OJIapAblH IIbIFapMAalllbUIBIFBIH HACHUXATTay MceJeNepiH
o3ipneyni Tamam eredl. bynm perre YATTBIK JOCTYpJiiepll cakTayFa >KOHE JaMbITyFa, COHBIH
caJiJapblHAaH MEMJIEKETTIH MOJIEHU JEHreliH apTThIpyFa BIKMAd €TETIH ©OHEp JKOFaphl OKY
OpBIHJIapbIHA MaHBI3BI po aTKapansl (Mnocmpayus 1).

XamplKapasiblK  (hOpMaTTarbl OCBIHIAW KOMMEPIUSIIBIK €MeC JKOOamapJblH ©3eKTUIIr
3CTpajzia BOKAJIUCTEPIHIH IIUPATy KOJJIAPBIHBIH JAepOecTIriH TB-LIIOyFa KaTbICYy apKbLIbI
Herizgeiini. KenrereH TaHbIManm MOIEHUET KalpaTKepsiepiHiH IMIBIFApMAIIBUIBIFEl  TYpPII
OpPKEHHETTEp  apachblHJIAFbl  XalbIKapaJblK MOJCHM  JHalor  IIEHOepiHAE  ACTPaaajbIK
OpBIHJIAYIIBIIAP/IbIH LIBIFAPMAIIbUIBIK KbI3METIH TaHbIMAJ €Ty TACULepiH kepceTeni. TaHbiMan
peceiilik MpoJIocCepiIepPMEH, MY3BIKAHTTAPMEH, KOMIIO3UTOPIAPMEH, DPEXHCCEpICpPMEH >KOHE
FaJIBIMJIAPMEH OEJICeH/II BIHTHIMAKTACTHIK TaHJAJIFaH MaMaHJBIKTa KOCIOM OUTIM airyFa, TaHbIMaJ
TEIEBU3USIIBIK oy xKobamnapra, ¢becTuBanbaApFa, FBUIBIMU CUMIIO3UYM/JIapFa,
KOH(epeHIMsUTapra, JOHTeJIeK YCTelaepre oHe Oacka Jna ic-mmapajapra KaTbICyFa KaHa
MYMKiHJIKTep amThl. Ochbl Makana asChlHAa OTaHJABIK MY3bIKaTaHyJa BOKAIMCT-3CTPATHUKTEP
YIIIH OJIApABIH IMIBIFAPMAIIBIIBIK KBI3METIHETT KEH MYMKIHIIKTEP/I1 alllyFa apHaJFaH ©3€KTi )KOHE
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a3 3epTTEIreH TaKbIPHII allbLIBIN, OCHl MPOOJIEMaTHKAaHbI IIenry Tacimaepi TaObuiabl. Epexiue
JKOJIMEH pecCIyOJIMKaMbI3Jla TaHbIMAJI MY3BIKQJIBIK JKOOamap aram eTilyl MYMKiH, oJiap
[IBIFAPMAIIBUTBIK TYJIFAHBI JTAMBITYABIH Opi Kapafbl JKOJIJAPBIH amlajbl )KOHE KEH KOHIEPTTIK
anaHra, kKeOiHece olleMIIK apeHara WIbIFalbl. by 3epTTey YCBIHBUIFAH TaKbIPBINTBHIH TOJBIK
ANIBUTYBIH Talal eTHei i, Oy 3aMaHayd MY3BIKAJIBIK FHUIBIMHBIH OCBIHJIAH ayKbIMIIbI, KbI3BIKTHI
KOHE ©3€KTl TAaKBIPBINTAPBIH 3epiesieyre KoJj amajbl. BumikTi MamaHgapibl, atan anTKaHza,
«Octpaga eHepi» OumiMm Oepy Oarmapiamackl OoWbIHIIA OakalaBpiiap MEH MaruCTpaHTTapbl
nasipiiay pecnyonukana Kazak ¥aTTeik YHuBepcutetinae (Acrana) skone T.)KypreHoB aThIHIaFbI
Ka3zak ynaTTBIK eHep akaJeMHsACHIHIA Keleci MaMaHAbIKTap OOWBIHINIA JKY3€re achlpbliaibl -
«DcTpaganblK OPKECTPIiH OpTUCI», «IcTpana Bokanucti» (Murtocmpayus 2).

ICTPanansIK anaep
BIHAZYWENapLiMbIK
'Pecny6hukan
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Orii oranablK eHep omarbl Kypmanrassl ateiHaarbl Kazak YIATTBHIK KOHCEPBATOPHSCHI
Eypasusiieik Eyponansik Kenec nen «Erasmus+» OarnapiamachiHbIH 0(UCI KapKblJIaHIbIPAThIH
XaJIBIKApaIbIK KOOAHBIH KaTbICYIIbICH Ooibill TaObuiaznbl. JKobGa MakcaThl My3bIKa MEH ©HEp
CaJlaChIHJIAFBl JKOFapbl OUTIM aiyabl JKaHAPTy Opi XaJbIKapbUIBIK JICHIeHAe aopinTey OOJIbII
keneni. JKoba makcarel ascbiHna 2018 >xpuiabiH 14-26 KazaH apaibFbIHIA KOHCEPBATOPHUS
MarucTpaHTTapbl Ka3aK KOMIIO3UTOPJIAPBIHBIH ILbIFapMallapbl OpbIHAAIFaH BakuH My3bIKaJIbIK
akajgeMusicbl MeH Bano Capa/KUIBUIM aTbHIAFEl TOMINCH MEMIIEKETTIK KOHCEPBATOPHUSCHIHBIH
YHBIMIACTHIPYBIMEH OTKEH KOHIEepTTepre KarbicThl. 2019 kpu1iblH MaMbIp alibiHAa beprenmeri
HopBerusi yHHMBEpCHUTETIHIH YCTa3Iapbl MEH CTYACHTTEpiH ©3iMi3/iH Kapa MHIaHbIparbIMbI3Ia
KaObu1aabIK. bi3gin ctymeHtTep, «Xaccak» xkoHe «TypaH» aHcamOibaepl MEH HOPBETMSUIBIK
My3bIKaHTTap yibIMaackad 2019 KpUTbI  KBI3BIKTHI KOHILIEPT OTKI3UIMlL. by  ko0aHbIH
KaTeicymibuiapel apacbinaa T.KyprenoB arebiHmarbl Kazak ¥aTTelKk OHep AKaJaeMUSCHIHBIH
ycra3el Makcar Meneyoek te Oap.

biznin pecnyOnukaMpI3na yII My3BIKQJIBIK KOFaphl OKYy opHbI Oap. KP xampik oprici,
npodeccop, XambikapanslK Kyiaenepaid jdaypeatsl A. K. MycaxomkaeBa OackapareiHn Kazak
VITTBIK 6Hep yHuBepcuteTi, Kypmanrassl ateiHfarel Kazak YITTBIK KOHCEPBATOPUSCH (PEKTOP
KP Enbex cinipren kaiiparkepi A.A.)XKynebaes) men T.XKyprenos areigarsl Kazak ¥nTTeik OHep
AxanemusceiablH (pektop KP Enbek ci”ipren kaiipatkepi A.K.AOmyanu) apachiHIarbl OH
0acekenectik Oap. Omap, Kazakcranmarsl My3bIKaJbIK OLTIM alyablH JaMybl MEH >KETUTyiHE
OarbITTalIFaH, OPTAK KbI3bIFYLIBUIBIKTAH TYFAaH JOCTHIK apa-kKaTbiHacTap. OHBIH YcTiHe, Oy
MY3BIKQJIBIK OKY OpBIHIAphl Oip-OipiMeH ThiFbpI3 OaitmanbicTel. T.KyprenoB ateiHmarsl Kazak
¥arreik ©Onep Axanemusicel MeH Kypmanrasel artbigaarel  KY¥YK-HbIH — Tynekrepi MeH
npodeccopabK-ycTa3aplK Kypambl Kas¥OVY-HiH e3erin Kypaiasl. Byn eTe kepemer caifbic:
0aceKeNnecTiK - KyaT >KYMBUIZBIPFBIII KYII OOJIBIN TaOBbUIFAHABIKTaH dpJaibIM Kakchl. byHnaii
CEepIKTECTIKTIH TEeK aKChl KbIpiapbl Oap - OipiieCKeH KOHIEPTTIK Imapajap eTKi3y, mebepitik
CBIHBIIITAP, FHUIBIMUA KOH(pEpEeHIHsIap, KOMIO3UTOPIBIK (PeCTUBAIIBAED, CallblcTap XoHe Oacka /1a
apanap.

Ocbiran opaif, Opranslk Asusngarel eH ipi «The Spirit of Tengri» aTTel XamblKapablK
3aMaHayd JTHUKAJBIK My3blka (ecTUBaiH ecke amyra Oonanel. byn — onmemuin Ethnoworld
JKaHPBIHAAFa OpbIHAAYIIbLIIapkl 0ac KocaTeiH, Tengri FM paanocTaHusCbIMEH YIMAACTBIPbUIFaH
MYyJIBTHMOICHN jk00a. O KbUI CaiiblH aIllbIK aclaH acThIHIA, Ka3aK JKepiHAEe OHEp KOpCeTil
KATKaH 3aMaHayM STHUKAJBIK MY3BIKAHBIH OJIEMAIK >KYJIBI3JApbIHBIH KaTBICYBIMEH FajaMaT
nopexene eTkizuieni. Tarel Oip kepemer xo0a — «ActaHa-Apkay» arTel, Hyp-CyniTan KaachlHbIH
OKIMAITIMEH XBbUT CaliblH OTKI3IJIETIH TYpKi IocTypii My3blka ¢ectuBaii. COHFbI TOFBI3 JKbUI
imiHae QectuBanpie OYKUT TYpKl XalbIKTapbIHBIH J9cTypiepiH kepcereTiH 700-re 3KybIK
MY3BIKaHTTap MEH FalbIMAap KaTbICThl. TypakTsl KoHaKTapbl: Typkus, O3ipOaitkan, KpIipFbi3cTaH,
O30ekcran, TypkmeHncran xoHe Anrtai, bamkopracrtan, ['aray3us, Xakacus, Caxa, Tarapcran,
TohIBa CHUSAKTBI TYPKI YITTHIK aBTOHOMUSUIAP/IBIH QHILILIEPi, OPbIHAAYIIBUIAPEI MEH 3epTTeyIIiIepi
0ombIn TaObUTAIBI. Byl MicTypili My3bIKaHBI JOpINTey OarbITHIHAAFHI JKOOATap/IbIH IIAaFbIH 06T
FaHa.

Mopenuer OYTiHT1 KYHI alaMHBIH PYXaHH KOHE 3CTETHKAIbIK JaMYbIHBIH, YITTBIK O1pJIKTI
KaJIBIITACTBIPY/BIH KOHE €JJIIH JIEeMIIK KaybIMAACThIKKA MHTETPALUSIIaHYbIHBIH KYIITI Kypasbl
6ombin TabbaAbl [1-3]. Kenteren enep caifbictapbl ocbiran gonen. JKybipaa, KasakcTtaHHbIH
aTbIH OYKLT onmemre AYpKipeTKeH scTpana oHiuici OainxaH MakuH. «CrnassH 0azapsr 2019»
XaJlbIKapaJiblK MY3bIKaJbIK eHep caibicbiHaa on I'pan-Ilpu xynaecine ue Oonael. byn MarsiHaga
THIHJAYIIBUIAP/IBIH KbI3BIFYIIBUIBIFBI MEH TaJIFaMJaphbl ©T€ 3aH[bl, OoJap TaOUFH 1pIKTEY apKbLIbI
XallbIK JKaJblHJa Oepik OEKITIIreH >KapKbIH, OOSyJbl jKOHE TaJaHTThl TYJIFAlap MEH OJap/blH
IIBIFAPMAIIBUTBIFBIH TaHaiabl. Kesinme o 2012 xbutsl «OKac KaHAT» Kac OpbIHIAYIIBLIAPBIHBIH
pecnyOnuKaNbIK OaiKaybIHBIH (PUHATKCTI 00JbI, Oip >KbuLaH KediH - «[11aOwhITy XanmbIKapabIK
OaiikaybiHblH 11 chiitnbik werepi. ¥crassl M.I".Kalicuau ke3necy ycTinae MoKipTi xKaliabl KeNnTereH
nepekrep OepreH [4]. KeiablH 6ackiHAa KapblK KOPreH MakajlaMbl3/1a OyJ1 OpbIHAAYIIbI TYpaslbl
TOJIBIFBIPAK MATIMETTEP OPBIH anfbl [5].
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Hnmiocmpayus 3. «dcmpadansik 60kany Kagheopacvlivly 1aypeammapbl

KazakcranapIKTapJplH op >KbUIIAphl aTallFaH XaJbIKapaiblK (ecThBasiHAe TaOBICTHI ©HEP
KepceTin OMiIK MapanaTTapra ue OoJFaHaap Kaljbl JepeKTep/l ecke caiaraH xeH. «Kac kaHar» -
Oy ’kac cTpaza SHINIJIEPIHIH Ka3aKCTaHABIK Oaifkayel, o 1992 »xpuiman Oacrtanm AMatsiia,
keifinipek 2001 >xpuinan 6acran AcraHaia eTKi3imin keneni. balikayra jkeke opblHIayIIbIIAp MEH
tontap Kartbica annmel. Asram per «OKac Kanmat» 1992 sxputbl AnMaThel KanacklHAAa OTTI.
baiikayneiH Oactamamibichl JkoHe mpoxarocepi - Mypar Epramue. 1992 xbuiel Epranues
MY3BIKJIBIK TPOIIOCEp PETiHIE TaHbIMal OOJABI, OJ YHBIMIACTBIpFaH Tarbl Oip OalKayIbIH
apkacelHIa - «A3us JaybIChl» KaHa Oaiikay ayHuere kenni. «Kac kaHat» - jkac scTpaja
oHIIUIEpiHiH Oalikaybl «A3usa JlaybIcblHaH» albIpMallIbUIbIFEl, TeK Ka3zakcTaHHaH KenreH
KaThICYLIbIIApFa apHaJJIbL.

2001 xwuter «Kac Kanat» Ka3zakcraHHBIH JkaHa acTaHackl AcTaHara KOHBIC ayJap/bl.
BaiikaypiH HEri31H Kanaymibuiap cos Ke3ie AcTaHa KallaCchIHBIH OKiMiri, Xabap areHTTiri koHe
Asia Dauysy ¢dectuBaninin aupekuusicel 6onabl. 2001-2012 sxkpuigap apamibiFblHIa Oaiikay
Konrpecc Xomnnaa erimn, 2013 xbuisl o1 beitbiturinik sxone Kemicim capaiibiHa Kemipiiai.

«Kac xaHart» Kazak OJCTpajachlHa aHa OYBIH >Kac OHIIIepai amTbl. KOHKYpPCTBIH
JaypeaTTapbl MEH JHUIUIOM HerepiiepiHiH KaTapsiHaa Mezaey ApbiHOaeB neH Epnan Kekees,
Ypxep 10051, bakeiT [llanaeBa, Hypnan AGaymnun, Pycnan ToxTtaxyHos, Anuieik ToObI, Maiipa
Hayner6akoBa, baxeimkan XamxumykaHoB, baysipxan HcaeB, «AsgH» ToObl, Manuna
CanBakacoBa xoHe Oackamap.

Kasputap ankaceiH op kbuinapsl KCPO-na keHiHeH TaHbIMan OOJIFaH Ka3aKCTaHJbIK
My3bIkaHTTap Oackapnel: buGiryn Tenerenosa, Po3a barmanoBa, Epmex CepkebaeB, Kenec
Hyticekee, Teneren Myxamemxanos, Hypxaman YcenOaeBa. Ka3zbutap ankachlHbIH KypaMbIHA
«Jloc-Myxkacan» BIIA my3bikantTapsl Mypat KycaiibiHoB nieH «Smna» BUA-HBIH My3bIKaHTTaphl
®Dappyx 3akupoB, scTpana oHepi Po3za Peimbaesa, Maknan XKynicoa, Mypar Haceipos, Capa
Tembiuteirynosa, Haruma EckanmueBa xone Kapuna AOnymnuHa, ckpunkamsbl Aiiman
MycaxomxaeBa kipai. Kasipri yakeitra b.Cepkebae nen Epxem [lokees, llemimbaii Capues,
KP skc Monenuer Mmunuctpi ApsictanOek Myxamenuyisl xkoHe O6ackanap. CoHnaii-ak, Ka3pliap
aJIKaChIHBIH KYpaMbIHa OaiikayibIH OypbIHFBI KaThICYIIbUIAPHL, COHBIH imiHAe Hypnan A6nymiuH,
Manuna CanBakacoBa xoHe JXKanap Jlyranoa kipeni.

2019 xputel  Sputnik  KaszakcTan axkmapaT —areHTTITIHIH — IIOJYIIBICHI  5KapbICTHIH
TaHBIMAJIJIBUIBIFBIHBIH TOMEHJETeHIH atan oTTi. 1997 xbinnan Oacran OalikayFa KaTbICYLIbLIAP
MEMOpHaJIbl aJUlesiFa aFalll OThIPFBI3Y AOCTYpiH Koiaaiabl. byrinri kyHi 6ec XKac Kanar annesicel
O6ap: Oipeyl Aunmartbia, Tepreyi Acrtanaga. 1997-2001 xeuimap apaiblFblHAQ AJIMATHI



34 | Saryn art and science journal M2 4 (29) 2020

alaHgapbIiHBIH  OipiHAe aramTap OTHIpFeB3BULABL.  JKapbic Acranara 2001-2003 sxbuigap
apaJbIfbIHIA KOIIN KEeJIreHHEH KeHiH MeMOpHaNJbIK amies «Alatay» CHOpPT capalbIHbIH
anneiaga, 2004-2005 xeuiaapel - «ATaMEKeH» dTHO-MEMOPHUAIBIK KelleHiHiH anabiaaa, 2005-
2013 >xpL1aaphl - )KaHAPTHUIFAH KalalblK casOakTa, anm 2013 xpingan 6actan beHOiTHImK KoHe
KEeJiCiM capallbIHBIH aJIJIBIHAA.

Ochbl YKakpIT apanbIFbIHAA Op TYPJIl JKaHPAAFbl SHJEP Ka3bUIbl, OipaK osapabl Oip Hopce
OipikTipeni - MmemiuekeTimi3iH acraHackl — Hyp-Cyntan KanachlHa JiereH miekci3 cyiiciny. Ocel
KaTapiapaaH OipHerne oHaepAl 06 KopceTKiMi3 Keme/i.

Cynner BaitrosxuHHIH opbIHIaybIHIa «MeHIH Kaiam» oHi. OH eTe 9ye3i )KoHe TYPJIi-TYCTi.
Hypcynran HazapOaeBThIH jka3raH CO3/CPiHIH €HYl KaJIaHBIH OapiIbIK CYJIYJIBIFBIH KOPCETE/Il.
My3bika aBTOpbl Teneren MyxamemxkanoB. byn o bateipxan IIYKeHOBTIH >KeTEKIILTiriMeH
Hrops KpyToiiipiH CTyIMSCBIH/A Ka3bLIFaH.

Enopna Typansl Tarbl Oip raxaiibinn oH - «['yanmeir Oep, Acrana!» ABTOpBI - KOMIIO3UTOP
Punar TaiicuH. OH ocipece »ac yprHakka apHaIbIl >Ka3pUiFraH. KaszakcTaHIBIK 3cTpaja
xyae3aaps! Oy meirapmansl OKCITIO-2017 kepmecine anFail peT OpbIHIa bl

«A3us» TOOBI ©3 opinTecTepiHeH Kaiubicmail, emopaa kyHiHe - «Hyp-Cynranra» oH
Ka3apIpAbl, TiNTI OeliHeOasH na YChIHABL Tom Mymenepi OipiHII OOJIBINT ©3repTUIreH Kaara
apHaJFaH OHJII OPBIHJAFBICHl KeNal. AcTaHa KallachlHAa apHajfaH OyJl aTaifaH eJeHIep COJ
OarbITTHIH a3 FaHa OeJIIIeTi.

2019-2020 oxy xbUIbIHBIH eKiHIi xkapTeichiHga «COVID-19» nangemusiceina OaiiIaHbICTHI
T.Kyprenos ateiamarsl Kazak ¥YaTTeik OHep AKaneMHsCHl KAlIBIKTaH OKBITY (opMaTbiHA
KelIKeH 0onatbiH. Akagemusmbiz 2020 KbUIIABIH coyip, Mamblp aitnapsinga KP Monenuer xone
CIOPT MUHHCTPIITiIHIH OacTaybIMEH TYpJi »KoOajapra KAaThICHIN, ©3 ©HEPIH KepepMeHIepre
Tikened oddupae KepceTin, KepepMeHAepIiH cypakrapblHa skayanm Oepai. OKBITYIIbI-
npodeccopiblK KypaM KYH CaiiblH CTYACHTTEp YIIIH OHJIAWH-JIEKIHs, MIeOepiK CHIHBIITAPBIH
OTKI3Al.

Ocpiapaii (hopMaTThl sxanracTeipa oThIpbin, KP Monenuer xone criopt muHHCTpiiri 2020
KBUTFBI Ka3aH alblHaH OacTam MEKTEeN OKYIIBUIAPBIHBIH aJaMTEepIILIiK JKOHE PYXaHH TYPFbIAA
JamMyblHa OaFbITTalnfaH «¥JaraTThl ypHak» MOJeHH-OuIiM Oepy »k00achlH ICKe Kocalbl, JAeM
xabapnaiiael KasAxkmapar Ttimmrici. BemomcTBo MomiMmerinmie, Oarmapiama y3akTeirbl 10-15
MUHYTTaH TypaTbiH 1-11 ChIHBIN OKYIIBbUIApHI YIIIH OeliHe-aapicTep TypiHAe a3ipiaenai. bananap
yiieH mbiknaii-ak KazakcTaHHBIH KHEl )KepiiepiHe BUPTyalIbl Type casxarTtail anaasl. CoHai-
aK orepa, Oaner, apaMa ©HEpIHIH O3BbIK VIATUIEPIH KOpIl, Ka3aKCTaHABIK KOHE MIeTelN
KUHOMUIbMIEP] MEH MyIbTHUIBMAEPIH Tamallajamn, 9CeM MY3bIKAIbIK MIbIFapMalapabl ThIHIAM
anajpl. OKyIIbUIapFa MY3bIKaIbIK ©HEp, TeaTp eHepl, KuHoMmarorpadus, OeliHeney eHepl jKoHe
Kueni Kazakcran artel 5 OarbIT OOMBIHINIA Ka3akK JKOHE OpbIC TUIAEpiHAE OapiblK OimiM Oepy
OeitHe-opicTepiHe €pKIH KOJI JKETKI3yre MYMKIHIAIK Oepiieni. Op OeiHe-AopiCTiH COHBIHIA
OKYIIbUIAP YII CYpaKKa jkayarn Oepe OTBIPBIN, ©3/1epiH TeKcepe anajbl. bananapasiH epikTi Typae
KaThICYbl OCHI JKOOAHBIH KaFWAaTThl IMAapThl caHamanbl. OKy JKBUIBIHBIH COHBIHAA TECT
CypakTapblHa IYpbIC >Kayam Oepim, »KOorapbl ymail j>KMHaraH eH OeNCeHl KAaTbICYIIbLIapbl
CBIMJIBIKTAp MEH >KaFbIMJIbI TOCBIHCHIMIAp KyTenmi. «OchIHIal MeHTeiaeri koba *Kac KoHe jKaHa
OiiMre Kymap yprax yiis 6araap O6epeni, eniMi3IiH CeHIM/II a3aMaTTapblH TopOHeneyre KoMerin
THUTI3€/1 JKOHE XKIrepre TOJIbI jKac KYPEKTEep/l JKayJam anajbl IereH CeHIMAEMI3» - JIeN aTall oTTi
yiipIMaacTsIpyisLiap [6].

«¥nararTel yprnak» koOacklHa AKaJeMHUSHBIH MPOoQeCcCOPIIbIK-OKBITYIIBUIAD KYpambl
«Teatp eHepi», «KepkemcypeTr», «My3bIKaJIbIK oHep» OeniMaepine OelceH i KaTbICThl, OJapMeH
MOTIHJIIK 06eJliM MeH OelfHe KaTap JalbIHIAIbI, CAWTKa MaTepHral ska3buiabsl. OapsH apachiHaa
pecriy0iMKara TaHbIMAJ TeJaror-rajibIMaap, XallblK 9pTicTepi, eHOEK CiHIpreH KaipaTkepiep,
KApKbIH JKOHE TaJaHTThl opbiHAaymbulap — TonkeiH 3abupoBa, Onbsra barypuHa,
I".KaitpipbexoBa, H.Kakumona, K.benbxxanosa, I'.OMip3akoBa >xoHe Oackanap Oap. Jlopictepaig
Ma3MyHBI Oenriil Oip TaKbIPBINTHIH KbICKAIIa, Oipak ayKbIMIbI KOHE ©T€ KBI3BIKTHI KOPIHICIH
KAMTBIIbI.
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Ocbl TakpIpblll ascblHIA Oip Makajia KeJeMiHJe TOJBIKTall MariaymaTTap Oepy OHailira

TycneuTiH ic-mapa. bonamrakra Oacka Ja MakamaJapbIMbI3a JKOHE FBUIBIMH EHOEKTEpiMi3Je
ACTPAJAIIBIK OPBIHAAYIIBIIBIK JKAMIBI Tajjaylnap »acam, Oy OarbITTBl opl Kapail JaMbITy
YKOJIBIH/IA KaPKBIH/IbI €eHOCKTEHII, KbI3BIKTHI IEpEKTEp OepeMi3 AeTeH CeHIMIEMI3.
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TRANS-BORDER MASTERS: TRANSITION OF A TRADITIONAL MUSICIAN
FROM ETHNIC TO WESTERNIZED MUSIC MAKING IN KAZAKHSTAN

Abstract

Mainly traditional forms of singing art functioned in Kazakhstan until 1920-s. Forms inherent in the
European opera school were absorbed during the creation of the first national operas (1934-1937) in
interaction and mutual influence between Kazakh and Russian cultures. Changes in Kazakh culture form
the characteristic features of vocal performance. In the process of interaction and mutual influence, changes
created a unique synthesis that allowed the first opera singers, initially belonged to oral traditions, to
achieve the heights of operatic mastery. A vivid example of transborder artists skilful in Kazakh and
Western singing tradition is Kulyash Baiseitova. She had her traditional singing style with “open” sound,
purity of timbre and sang in a low voice. She also was trained as a classical soprano. Kulyash Baiseitova
became the first national singer to perform solo parts of European operas in Kazakhstan, clearly
demonstrating the unique opportunity to synthesize the ethnic tradition of vocal performance and the
academic opera branch. Her creativity became an example of fruitful transborder influences and
westernization of Kazakh culture and serves as proof for the possibility of preserving and developing local
tradition and master new creative forms and genres of other cultures.

Keywords: Kulyash Baiseitova, traditional singers, Kazakh opera, westernization in music.

Fanus Bezembemoea*
' Kypmaneasvr ameindazu Kazax yimmelx KoHCepeamopuscyl
Kazaxcman, Aimamor
TPAHCHIEKAPAJIBIK IHEBEPJIEP: TOCTYPJII MY3BIKAHTTBIH 3THUKAJIBIK
MY3bIKAJAH KABAKCTAHJATbBI BATBICTBIK OPBIH/IAY HIBIJIBIKKA KOLIYI

Tyiiin

1920 xbuinapra neitin Kazakcranma oH eHEpiHIH A9CTYPIIl Typiepi :KyMbIc icTeai. Eyponanbik onepa
MeKkTeOiHe ToH (hopManap alFamrkbl YITTHIK OTEPATBIK CIIEKTAKIIbISP/iH KOWBLTybIHA OalIaHBICTHI KeHiHTe
KaapIpsuiasl (1934-1937 xok.). Kasak XalKbIHBIH MOICHHETIHETT ©3repicTep o3apa iC-KHMbLUT MEH ©3apa
acep MpOIECiHAe BOKAJIBIK OPBIHIAYIIBUIBIKKA TOH EPEKINETIKTEPl KalbIITaCThIPabl, XaIbIK-KoCIOH
OpBIH/IAYIITBIIAP OPTAChIHAH IIBIKKAH Ka3aK CaXHACBHIHBIH AJFAIIKbI OTIiepa SHIIIepiHe orepa medepIiriHiy
OmikTepiHE KOJ JKETKi3yre MyMKiHAIK OepreH Oipereil cuHTE3Imi kacayra BIKHanm errti. Kymom
BaiiceliiToBaHbIH IIbIFAPMAIIbUIBIFBIHBIH KAPKbIH MbICAJIbl. XaJbIKTBIK OH OHEPIHIH OKiJi peTiHae Ol
©31HIH «aIlIbIK» JBIOBICBIMEH, TeMOpP/iH Ta3ajbiFbIMeH jkoHe CapblapKaHbIH alMaKTBIK JCTYPIHAE Kac
Ke3iHeH Oacram TeMEH JaybICIIeH XalbIK OHIEpiH, JKbIpPJIapblH, KUCCAJapblH MIBIpKanel. Kymomr
BaiiceliiToBa BOKaJJIbIK OpPBIHAAYIIBUIBIK IEH aKaJeMHUSJIBIK Ollepa CajachIHBbIH 3THUKAJIBIK JIOCTYPIH
CUHTE3/IeyIiH Oipereil MyMKIH/ITIH alKbIH KepceTe oThIpbIn, Kaszakcranaa Eyponanbik onepaiapibiH KeKe
NapTUsUIAPBIH OPBIHJIAFAH aFAIlKbl YITTHIK oHIII Oosabl. MyHnai ¢penomen Oenrini Oip Tapuxu Ke3eHIE,
KOFaMJIbIK-CasiCH JKYHEHIH aybICybl HOTHIKECIHJE Ka3aKTap/blH JOCTYPIl MOJCHHUETIHE eypOIabIK

JKaHpJIap MEH My3bIKa OWHAY HBICAHIAphl CHT131IreH Ke3/1e FaHa MYMKIH OOJIIbI.
Tyiiindi co30ep: Kynom baiiceitiToBa, TocTypIli SHIILIEP, Ka3aK OEpachl, My3bIKaIaFbl BECTEPHU3AIIS.

Tanus Bezembemosa*
Kasaxckasn HayuoHaIbHas koucepeamopus um. Kypmaneasol
Kazaxcman, Animamei
TPAHCI'PAHUYHBIE MACTEPA: IEPEXO/l TPAJUIIMOHHOI'O MY3bIKAHTA OT
THUYECKOI'O K 3AITAJJTHOMY UCIIOJTHUTEJBCTBY B KA3AXCTAHE

Annomayusn
o 1920-x ronoB B Kazaxcrane (pyHKIIMOHUPOBAIU TPAAUIIUOHHBIE (DOPMBI IEBYECKOTO UCKYCCTBA.
®DopMEbI, PUCYIIHE EBPOTICHCKON OMEPHON IIKOJIE, OBIIN MEPEHECCHBI B CBSI3M C MOCTAHOBKOM ITEPBBIX
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HallMOHAIBHBIX OMEpHBIX crekTakiaed (1934-1937 rr.). M3MmeHeHus B KyJlIbType Ka3aXCKOTO Hapoja
(hopMHUPYIOT XapaKTepHbIE OCOOCHHOCTH BOKAJIBHOTO HWCIOJMHHUTEIhCTBA, KOTOPHIE B IpOIEecce
B3aMMOJICHCTBUS M B3aUMOBIUSHUS, CIIOCOOCTBOBAJIM CO3/IaHUIO0 YHUKAJIBHOTO CHHTE3a, IMO3BOJIUBIIETO
MEPBBIM OINEPHBIM TIEBIIAM KAa3aXCKOW CIICHBI, BBIMICAIINM W3 CpeAbl HAPOIHO-TIPOGECCHOHATBHBIX
HCIIOJHUTENEH, JOCTUYb BBICOT ONEPHOro MacTepceTa. SApkuil npumep — TBopuectBo Kymsiu baiicenToBoi.
Byayuu mpencraBUTENBLHUIICH HApPOJHOIO MEBYECKOTO HCIIOIHHUTENBCTBA, OHA OTIMYANach COOCTBEHHOMH
MaHEpOH MEHUS «OTKPBITBIM» 3BYKOM, YHCTOTOH TeMOpa, U Tejia ¢ FOHOCTH HHU3KHUM TOJIOCOM HAapOJHBIC
MIECHH, XBIPBI, KUCCa B peruoHanbHON Tpamuiuu Capbl Apku, oTKyna oHa poxoMm. Kymsm baiicemtoBa
cTaja MnepBoi HallMOHAJILHOW MeBUIIeH, ncnoaHuBIIed B KazaxcTane cojibHble MapTUH €BPOIIEUCKUX OIIep,
SIPKO TPOJEMOHCTPUPOBAB YHUKAJIBHYIO BO3MOXKHOCTh CHHTE3a STHHYECKON TpPagullid BOKAJIBLHOTO
HCTIOTHUTENIECTBA M aKaJAeMHYCCKOW omepHoW BeTBH. IlomoOHBI (peHOMEeH OBLT BO3MOXKEH TOJIBKO B
OTIpeIETICHHBIN NCTOPUUIECKHI TTEPHOJI, KOT/Ia B PE3yIbTaTe CMEHBI OOIIECTBEHHO-TIOIUTUIECKOTO CTPOS, B
TPaJUIMOHHYIO KYJIbTYPY Ka3aX0B ObLTH BHEIPCHBI CBPOICUCKHE KAHPBI U (POPMBI MY3HIIUPOBAHUS.

Knrouegwie cnosa: Kynsm baiicentoBa, TpaJulIMOHHBIE NIEBLBI, KA3aXCKasl ONEpa, BECTEPHU3ALMS B MY3bIKE.

Within the framework of the project “Performing Art of Kazakhstan” for 2018-2020, the
Kurmangazy Kazakh National Conservatory research group, which | represent, studies the history
and stylistic features of various performing schools and traditions. Special attention is paid to the
westernization of culture in the 20" century when the musical traditions passed through dramatical
changes. An interesting aspect of this problem is the transition of performing musicians from the
traditional (ethnic) manner of singing to academic vocal, from the traditional repertory to opera
and concert pieces.

Today, the 20™ century is already a historical past for us that makes possible to consider the
processes that took place during this period as fully completed and assess them in terms of current
realities. The 20th century is a unique epoch in the development of the musical culture of the
majority of nations that were part of the Soviet Union and at present who have become citizens of
independent post-Soviet states.

The cultural development of these states, which occupy vast territories of Eurasia, was
primarily due to the political events in this space in the 20™ century. A common unconditional
characteristic of this time’s musical culture is the variety of tendencies, styles, techniques, and
languages that enriched the end of the second millennium’s musical art.

The first stage of vast transformations, which led to creating a new type of musical culture in
Kazakhstan, was part of the general revolutionary changes of the people’s life who embodied a
new socialist ideology. Creating a new Europeanized urban type of culture was planned at the
state level and implemented with the same consistency as political programs and economic
development plans. In this regard, Kazakhstan’s musical culture in the 20" century developed in
two style directions: 1) continuation of traditional musical culture; 2) development of the
westernized branch, which began actively in the 1930s and 40s.

On the vast territory of our country, which occupies the 9" place in the world, there are five
regional singing and eleven instrumental schools and sub-schools, which are currently studied to
varying degrees. In the XX century, the westernization and globalization of the Kazakh musical
culture firmly relied on the ethnic traditions of the rich multi-genre national musical culture.

From time immemorial, the masterpieces of musical folklore and the most prosperous oral
professional tradition have been passed from generation to generation by word of mouth. The art
of Kazakh akyns-improvisators, sals-seri is typologically close to medieval musicians of Western
Europe — jugglers, troubadours, trouveéres, Minnesidngers and meistersingers. The art of epic
narrators — zhyrau and zhyrshi, is complexly related to ritual ceremonies with significant
participation of music, wedding and funeral rites, the rites associated with childbirth, healing, etc.
All this became the basis for forming new westernized forms and genres in the Kazakh musical
culture.

The composer’s art of Kazakhstan at the beginning of the 20™ century was formed based on
transferring the Russian composer’s school methods, borrowing the wealthiest material of
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traditional music in the creation of operas, sonatas, and symphonies. Similarly, the performing

traditions of ethnic music became the basis of the new singing schools and the Kazakh musical

theatre.

Mainly traditional forms of singing art functioned in Kazakhstan until the 1920s. Forms
inherent in the European opera school were absorbed during the creation of the first national
operas (1934-1937) in interaction and mutual influence between Kazakh and Russian cultures.
According to the peculiarities of the repertory, three groups of singers can be distinguished:

- singers who have preserved the continuity of the oral professional tradition and mastered new
forms of concert performance (Gabbas Aitpayev, Amre Kashaubaev, Zhusupbek Elebekov,
etc.);

- continuers of the tradition which developed performing culture in the musical theatre and early
operas (Manarbek Yerzhanov, Garifolla Kurmangaliev, Zhamal Omarova, etc.);

- representatives of oral tradition trained than in the technique of belle canto (Kurmanbek
Jandarbekov, Kulyash, and Kanabek Bayseitovs, Uriya Turdukulova, etc.).

From the beginning of the 19" century, the Kazakh folk musical culture had an institute of
authorship: the names of such famous musicians as Kurmangazy, Dauletkerei, Tattimbet, Birzhan-
sal, Akhan-seri, and others preserved by oral transmission through the numerous masterpieces —
songs and instrumental pieces for the folk instruments — dombra, kobyz, sybyzgy, and others,
kuys, and epic tunes. ,. It was a highly developed professional musical culture, the main features
of which were:

e syncretism — the indivisibility of various types of creative activities — poetic, performing,
oratory, acting arts;

e high level of performing skills — vocal and instrumental;

e learning in the system of oral traditional school: teacher-student (master-disciple). Upon
graduation, the student received a blessing, parting words (bata) from the teacher;

e lack of ensemble forms of professional music-making, exclusively solo performing;

e improvisation, the ability to memorize kuy with one listening;

e national forms of music competitions of professional musicians. The song-poetic competition
of akyns is called aitys, the competition of musician-instrumentalists who play the string
plucked instrument — dombra — tartys;

e variety of author’s pieces, the existence of individual-stylistic features in the art of each oral-
professional musician;

e mandatory skills in playing a musical instrument. Both the song and the epic tale in the
professional tradition of the Kazakh people always sounded with accompaniment;

e genre-informative variety of pieces of oral-professional musical creativity. There are songs
about art and its purpose; songs and kuys testaments (osiet), initiation (arnau), love and
landscape lyrics, historical plots, etc.;

e complex musical language and composition of pieces, although the Kazakh traditional song
and instrumental piece ( kuy) do not sound for longer than 5-7 minutes. They are miniatures
in terms of form.

In the Kazakh tradition, a refined performing style developed, regionally associated with
Kazakhstan’s central and northern regions — Saryarka. Oral-professional singers of the Arka
tradition had a wide range of voice. Their singing was distinguished by high technical
manoeuvrability, “flying”, expansive breathing, originality of timbre and manner of singing. In
standard terms, when evaluating the art of such performing musicians, the aesthetic figurative
expressions like “xemeitinen 6an tamran oHmi” (“komeyinen bal tamgan anshi”) were widely
used, which means “a singer from whose throat honey pours”. This characteristic indicates that the
singer’s voice is plastic, flexible, “sweet and weeping like honey”. There have been expressions
like “kymic kemeH, xe3 Tangail onmi” (“kumis komey, zhez tanday anshi”) — “a singer with a
silver throat, with a palate of metal.” These words assess the availability of a “silver” sound with a
special brilliance and also indicate the “metallic” power of the voice. Traditional singers often
sang outdoors, directly in the steppe, behind a large gathering of people. Therefore, they had to
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have strong voices that could be heard at a distance of “four daily livestock transhumances” (on
average, one transhumance was 11 kilometres!). Such epithets were awarded to highly qualified
singers. These real professionals had a unique vocal apparatus, mastered poetic improvisation,
spoke beautifully, played musical instruments with consummate skills, and mastered elements of
theatrical and circus skills.

The method of voice-training was not formalized. However, researchers and musicians’
opinions from the first half of the 19™ century, confirmed by the latest research, agreed that the
singing of Kazakh masters was characterized by a unique manner based on high singing formants.
In part, it is similar to the western bel canto, but differs in its more expansive sound, more active
use of various forms of resonance, providing a variety of overtones. All this allowed the voice to
adapt both to the open and white-filled steppe spaces and the traditional dwelling’s felt interior — a
yurt. To exemplify the similarities and differences of Kazakh and western manner of singing, |
choose two contemporary singers who both sing in contralto range: Kazakh zhyrshi Ulzhan
Baibosynova and Canadian opera vocalist Marie-Nicole Lemieux.

Transferring the art of akyns to concert halls showed the effectiveness of a similar singing
style in such a new space.

Modern singers of traditional style maintain continuity with the masters of the past and sing
ethnically. However, it is believed that their intonation was influenced by academic and mass
musical culture (Kuzeubay). The degree of authenticity of modern singers has been little studied
and requires study using the contemporary computer timbre analysis tools. Few recordings of
singers of the first kind who, even with a change in the performing situation, retained their original
manner, have been preserved. Rare examples are the records of Amre Kashaubayev (Example 1).

Example 1. Amre Kashaubayev sings Balgadisha song by Agan seri
https://www.youtube.com/watch?v=1kF o05a SYY

The second type are the continuers of the tradition who developed performing culture in the
musical theatre and early operas. Such “men of the people” became the performing musicians of
the first Kazakh operas that appeared in the mid-1930s.

In general, there are several stages in the Kazakh opera history. The first stage is associated
with creating the genre (from 1934 to 1947), the appearance of such operas as “Kyz-Zhibek” (epic
plot), “Zhalbyr” (historical story), “Er-Targyn” (epic story) by E.Brussilovsky, opera “Abay”
(1944) by Zhubanov and Khamidi and “Birzhan and Sara” (1946) by Tulebayev. Many pieces of
this period belong to the «citatory» operas with the so-called song type of drama, as they are based
on broad involvement of folk musical material. In general, at the first stage, the Kazakh opera in a
compressed “sketchy” form went through the stages of the European opera’s evolution: from the
citatory dialogized model through the operas with individual numbers to the dramaturgy of cross-
cutting development. The period’s peaks were the social-lyrical opera drama “Abay” by
A.Zhubanov — L.Hamidi and the lyric-dramatic opera “Birzhan and Sara” by M.Tulebayev.

Many bearers of oral traditions and distinguished performing musicians of traditional songs
were attracted to creating new westernized art. Such musicians as Manarbek Yerzhanov, Garifolla
Kurmangaliev, Zhamal Omarova mastered the dramatic art and opera’s delicacies after they
became famous as folk singers. Despite the change in the repertory, which included traditional
songs and samples of European and Russian classics (romances and operas), they did not change
the manner of singing with “open” sound saturated with high overtones (Example 2).

Ye. Brusilovskiy
https://youtu.be/MuhL7-cCrbl?t=403

Many artists of the new Kazakh theatre, involved in the creation of national opera, were
trained to sing in both manners: traditional and bel canto.


https://www.youtube.com/watch?v=1kF_o5a_SYY
https://youtu.be/MuhL7-cCrbI?t=403
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In the training process, they solved practical problems —the vocal breath, developing the
diaphragm, and facilitating the sound to make it instrumentally transparent, flexible and smooth.
This shows the similarity of training the traditional and academic (westernized) singer.
D.L.Aspelund comparing opera singers’ singing with the vocal art of Central Asian singers —
hanende and ashugs, wrote: “Both hanende and opera singer, each in his way, sings correctly. The
philistine opinion that hanende cannot perform an operatic role does not hold water. Indeed, just
as an opera singer will not be able to sing for 6-8 hours in a row, as is done by hanende and
ashugs at folk festivals. It is interesting that at the same time, they gradually increase the tessitura
and sing the last cycle at an incredible pitch... Of course, this manner of singing is inaccessible to
opera singers. Ashugs sing up to 70-80 years old, preserving the freshness and flexibility of
voices” [6, p.62].

In this regard, researchers’ statements about the Kazakh folk singers, whose characteristics
are virtuoso breathing, plummy rich sound, and extensive range, are quite remarkable. That is,
naturalness, smoothness, a kind of plastic sound of the voice — this feature is not only Italian
famous bel canto, but also the Kazakh folk singing. Therefore, the development of the first
Kazakh opera performers’ vocal skills was not carried out by contrasting these national qualities,
but by synthesizing them, the most complete disclosure, organic adoption assimilation to
maximize the artistic effect. In general, the first Kazakh singers — opera artists were able to master
the “European” school of singing while preserving some uniqueness in the performing style. And
their art undoubtedly deserves the researchers’ attention both for understanding the role of each of
them in Kazakhstan’s culture and for understanding the cultural and historical essence of the
formation period of the opera traditions of in Kazakhstan.

Types of composing and performing practice taken from European musical art were
transferred to the fertile ground of the Kazakhs’ rich multi-genre traditional culture. A vivid
example of transborder artist skilful both in Kazakh and Western singing tradition is Kulyash
Baiseitova (1912-1957). She had her traditional singing style with “open” sound, purity of timbre
and sang in a low voice. She also was trained as a classical singer. Her teachers D.Dianti,
Z. Pisarenko determined the timbre of her voice as a coloratura soprano. Kulyash Baiseitova
became the first national singer to perform solo parts of European operas in Kazakhstan, clearly
demonstrating the ability to synthesize the ethnic tradition of vocal performance and the academic
opera branch. Her creativity became an example of fruitful transborder influences and
westernization of Kazakh culture and served as a proof for the possibility to preserve and develop
local tradition and master new creative forms and genres of other culture.

K. Baiseitova’s background determined the folk traditions’ continuity in her work. Her
father Zhasyn Beisov was a well-known singer, a dzhigit-seri, who travelled around the auls
together with the famous Asset and Baluan Sholak. He became the first mentor of the singer.
Kulyash recalled how, in her childhood, she liked to repeat the favourite tunes with her father,
instantly remembering the melody and words. Other relatives cultivated a love for singing and
music in the young singer. Her uncle, Manarbek Yerzhanov, was a famous soloist of the Abay
Opera and Ballet Theater, People’s Artist of the Republic, a member of the USSR Union of
Composers. Thus, the initial stage of learning corresponded to the period of “learning through
perception and imitation” adopted in the tradition.

The ability to quickly memorize large art pieces typical for the oral tradition musician
helped Kulyash as an actress of the Kazakh Drama Theater — the republic’s first theatre. So, her
colleague in the theatre N.Nagulina recalled: “Her memory was excellent. The text was
remembered with enviable ease. And when later the actress singly worked on her chosen role in
the piece, it was already a technical mastery of the stage image” [7, p.16].

It is curious that at first, even in singing to the accompaniment of European instruments,
Kulyash adhered to the tradition of a female singing in low tessitura, having a soprano.
N.Nagulina notes: “Kulyash possibly noticed herself that she had a high voice, but up to a certain
time she did not think and perhaps did not dare to break the canons of the existing traditional
manner of song performance” [7, p.20].
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Example 3. Gakku aria of Zhybek from the Kyz Zhibek opera, performed by [=l
Kulyash Baiseitova
https://youtu.be/0eMi9lawqgQ?t=206

When staging the first musical piece on the folk story “Aiman-Sholpan” (1933), the work on
the musical numbers became a challenge for the actors, including the leading actress K.Baiseitova.
The lack of knowledge of the notes and the lack of singing experience accompanied by an
orchestra or piano hindered them. They hardly got used to the conductor’s stick, since the solo
folk style of singing allowed free treatment of the songs’ rhythm and tempo.

Kulyash studied the fundamentals of music theory, the first lessons of vocal and other actors
of the new musical theatre in the studio at the theatre already working on the first Kazakh opera
“Kyz Zhibek” by E.Brussilovsky in 1934. She became one of the first Kazakh singers who crossed
over to singing in high tessitura (soprano) and mastered the European repertory. This was
facilitated by the studio’s teachers, D.Dianti, Z. Pissarenko and V.Smyslovskaya, who arrived in
Kazakhstan from Moscow and St.Petersburg.

It is curious that, on the one hand, the experience of mastering the European repertory
changed the manner of Kulyash’s intonation, on the other hand, she retained elements of folk
intonation throughout her short career: “open” sound, reliance on high overtones in resonance
(Example 4).

Example 4. Bulbul song by L.Khamidi performed by K. Baiseitova
https://youtu.be/MuhL7-cCrbl?t=1361

There is a clear separation of schools of academic and traditional vocals in Kazakhstan.
Transitions from the traditional repertory in the academic one and vice versa are practically not
found. Rare examples of sounding in an ethnic manner in the opera are associated with the
performing the roles of the mother in the tragic Kazakh operas (“Kyz Zhibek” by E.Brussilovsky,
“Birzhan and Sara” by M.Tulebayev). Meanwhile, the first generation of singers’ experience
shows that the skills in both manners made it possible to create a unique singing style, especially
pertinent in performing the pieces of academic music.
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Covimoam 9odyaxan”, Aizaoa Bynmoaesa
'Kypmaneazer amvinoaser Kazax yummolx KOHCEpeamopuschl
Anmamul, Kazaxcman

KYWIII ©.IMIBIHKOXKAEB IIBIFAPMAIIBLIBIFBI

Annomauusn

Maxkanana XKericy eHipiHiH barteic aiimarsiHa >xatrateiH lly eHipiHiH Ky#miici Omripami
IpIHKOKAEBTHIH IIBIFAPMALIBUIBIFBl  KapacThipbuiaabl. KyHimiHiH emipOasHbl MEH IIbIFapMallblIbIFbI
Typaisl Jaepektep Oepimim, KydiepiHe Tammay JkacanmbiHazpl. Kyimepi KyppUIbIM, BIpFaK, 9SyeH,
OPBIHAAYIIBUIBIK 9/iC TYPFBICBIHAH KapacThIPbUIBII, CAJIBICTBIPMalbl TYpAe KepceTineai. KoMmno3uropabpia
XKericy kyiminik MekTenTepiHe TOH epekieniktepi aranagsl. ComapnsiH imiHzae, XKeticy xibek caszmbl
oyeHzepi MeH Apka, Kaparay MmexTenTepiHiH OpBIHAAYIIBUIBIK ASCTYpIMEH OaiaHbIChl, BapHaHTTHI,
CEKBEHITMSUTBIK JKOHE MMIPOBU3AIMIIBIK KalTajay YITiCi CHSKTHI epekmienikrep aiTeuransl. Kyinepinig
KYPBUIBIMBI ~ OYBIHIBIK, TPAHCIO3WIHUSIIBIK, OYBIHCHI3 Oomnbim  Kenemi. Mpican peTiHae OyBIHIBIK
KYpBUTBIMAAFBl « Kemepineen moiyy ocane «Kendipmey xyiinepi manoanaow.

Tyiiinoi co3dep: Ouripani LlprHK0KaeB, KYH, KYHIIi, ©HEp, JoCTYP, OPBIHAAYIIBUIBIK, JKeTicy, OybIH.

Coimbam O60yaxan', Aiizada Bynméaesa*
'Kasaxckas nayuonanvnas koncepsamopus um. Kypmaneasol
Anmamul, Kazaxcman
TBOPUYECTBO KIOMIIH A. IBIHKOKAEBA

Annomauus

OOBEeKTOM WCCIIEZIOBaHUS B JaHHOW CTaTh€ TMPENCTAaeT TBOPYECTBO KIOWUIIH-KOMITO3UTOPA
XKetpicyckoii momOpoBoli Tpanuiuu — Ammpanu Lunkoxaesa. [IpuBoasrcs Ouorpadpuueckie JaHHBIE U
CBEJCHHA O TBOPYECKOM HACIEIUU KIOWIIHM, JaH JOCTaTOYHO MONPOOHBINH aHamm3 KioeB. Krom
paccMaTpUBAIOTCSA C TOYKU 3PEHHS CTPYKTYPBI, pUTMa, MEJIOAMH, IPUEMOB UIPbl U AAIOTCS B CPABHEHHH.
ABTOp CTaThH BBIAEISAET B KIOSIX KOMIIO3UTOPA HEKOTOPBIE OTINYUTENbHbIE YePThI, CBOHCTBEHHBIE KIOEBOMH
Tpaauuuu mkonsl JKeteicy. K HUM OTHOCHT CBA3b MeXIy HEXHBIM 3BydaHueM Menonuii XKeToicy u
UCTIONIHUTENBCKUMU TpamuiusMu mkon Apku u Kaparay, a Tak ke, BapHaHTHBIC, CEKBEHI[OHHBIC
MOBTOPHI M UMIIPOBHU3AIMOHHOE pa3BUTHE TeM B Kiosix. Kiom Ammpany HamvcaHsl B ABYX TPATULMAX —
OyBIHHOH W TpPaHCIO3WIMOHHOH. B kadecTBe mpumepa mpoaHaam3upoBaHbl Kiom «KeTepiireH ThiH» U
«Kengipme». Ha npumepe 3THX KIoeB JeMOHCTPUPYETCS OyBIHHBII IPUHIMIT PA3BUTHUS MaTepHaa.

Knioueevie cnosa: Aumvpanu 11lunkoxaes, Kiod, KIOHIIHN, UICKYCCTBO, TPAAULUHU, UCIIOJHUTEIBCTBO,
XKeTtsicy, OybIH.

Symbat Abduakhap®, Aizada Bultbaeva®
'Kazakh National Conservatory named after Kurmangazy
Almaty, Kazakhstan
CREATIVITY KUISHI OF A. CHYNGOJOEV

Abstract

The research object in this article is the work of kuishi-composer of the Zhetysu dombra tradition -
Ashirali Shinkozhayev. Biographical data and information about the creative heritage of kuishi are given
and a relatively detailed analysis of kuis. Kuis are considered from the point of view of structure, rhythm,
melody, playing techniques and are given in comparison. The author of the article highlights some
distinctive features of the composer's kuis that are characteristic of the Zhetysu kyu tradition. These include
the connection between the gentle sound of Zhetysu melodies and the performing traditions of the Arka and
Karatau schools and variant and sequential repetitions and improvisational development of themes in kuis.
Kuis of Ashirali written in two traditions — buyn and transpositional. As an example, the kuis "Koterilgen
tyn" and "Zheldirme™ are analysed. For example, these kuis bunny demonstrates the principle of material
development.

Keywords: Ashirali Shinkozhayev, kui, kuishi, art, traditions, performance, creation, Zhetysu,
bunny (zone).
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KazakTblH KociOM Kyl eHepiHIe XalKbIMBI3IbIH pyXaHU OOJMBICHI MEH TapUXbIH
CypeTTelTiH OipHele KYWIIIIK MeKTen KaubinTackan. ComapasiH 0ipi skoHE Oipereiii — AapbIHIbI
JIOMOBIpAIIIBl MEH aTaKThl KYHIIIep i colitnaran JKericy KyHIIiiaik MekTeOi.

batpicThIH TeOKIe KyHJepiHe ToH eKMiHII opl JKirepyi bIpFak TeH ApKaHBIH IIEpTIIe
KYIJIEepiHiH KYpeK TepOeTeTiH (GMIocO(USIIBIK HHTOHAUUSICHIH TOFBICTBIPFAaH, CaFbIHFaHFa CEPIK,
KUHAJIFaHFa €M JaphITaThiH JKeTicy Kyiiepi OH JkoHE Tepic Oypaynma mieprTiiim, aTagaH Oanara
MUpac OOJIBIN, XaTBIKTHIH achUl Ka3bIHACKI PETiH/Ee OYTiHT1 KYHTe JKeTTi.

Kericy kyinepi Typansl anram A. )Kybanos, A. 3ataeBuu, Y. bekenos, b.Ep3akosuy, 3.
KanysakoBa enOexTepinne a3puibln, keifin b. Mynrekees, C. MeneyOekyiel, E. TyHFbIIIYIIHI,
K. XKyzbai, M. OOyra3butap 0J1 KYWJIEpAiH JKapblKKa IIBIFYbIHA YJIKEH YJec Koca OacTajpbl.
Conpnaii-ak, KyWiaepAiH HaCUXaTTaIybIH/Ia 30p €HOEK aTKaphlll )KYpPreH Kyhiri-opeiaaaymsuiap E.
Tynreimyaer, M. O0yraszel, T. Opa3zaeB, b. O6enoB, b. bekmyxanOGeroBTapapl aTtacak 0o0Jajibl.
Anaiina kerke TaHbIMall OipHemie Kyd FaHa Oonmaca, JKericy Kyisiepi Typalibl 3epTTeyiiep o3
TYFBIPbIHA 9711 IIbIFa KOHFAaH XOK.

Axanemuk A.)XKy6anoB XKericy kyimrimik MekTeOi )KalibIHIa jKa3FaHbIH/IA, HET131H KaJjJayIIbl
baiicepke exenin epekiie aran kepceTkeH [1, 247]. XIX raceipna XKericy aiiMarblHAa YJIKEH
KyHmimik Mmekrentep aambin xartel. Omap XericynbiH OHTYCTIK MIBIFBICBIHAAFBI Koxkeke,
Mepren6aii, Coi0ankyn Mektedi xoHe bartbic aiimarbinna lnenin OatwickiHan Oactan Iy men
Tanac anrapeiHgarel baiicepke Kynbimrynsl KamaraH KyHmimik  goctyp. Ocbl  gocTypaiH
i30acapmnapel — bepnidek, CarkpiaOaii, Kosxadek, Karmbioaii, Kenen, kemeri Temipoek, Omripani,
Typam, Hypruca, Monroxnap, Oyriari ©. Xemnmibaes, A. Mangsibae, T. Opsiaraes, P.
Kynmebaer >xoHe T.0. ATanFaH KYWIIJIEpIiH iIIiHEH FBUIBIMH TYPFBIIAH KapacThIpbUIMaFaH
Ky#imi, aKkeiH, koMno3utop O.11pIHKOkKaeBKa TOKTalIa OTEHIK.

Axkanemuk A.CeliniMOeKTiH €HOCKTEepiHAE KENTIpUIreH MomiMeTTep OOWBIHINA OIHipaJi
IIbiakoxkaeB XKamObin1 oOnbichinblH Ly aynanbl, Kekrebe aybuibinaa 1920 xbuabl ayHuere
KeJNreH Oenriii Ky — goMObipaibl, akeiH [2, 811]. Ilsikkan Teri ¥ms1 xy3 ynar TalinacblHbIH
CukpIM sereH pybiHaH. JlomObIpara >kac Ke3iHeH Oayblp 0achll, aybul apachbiHna «0ama KyWmri»
aTaHfraH. AJaiila, OH YII ’achlH/Ja LIELIeK aypyblHa LIAJBIFbIN, €Ki KO31HEH allbIpbUIbII, OYpbIH
JNOMOBIpaHbl KbI3BIKTAIl TapTCca, €H/A1 MyHJ1acap cepirine aiHanapipaasl. Ky oH xkeTi )kacblHaH
Oactan Kyl mbiFapa Oactaiisl. On LIbIFapFaH KyilJiep OWJBl /a2 OPHBIKTHI CapbIHBIMEH, KYH
OHEPIHIH OPHBIKKAH JIOCTYPIH O€pik CaKTaybIMEH ThIHJAFaH >KYPTIIBUIBIKTEIH KOHUIIHEH HIBIFHII,
TIIITEH OHEpP 3epTTeYIli FaIbIMAAPAbIH Ha3apblH aynapa oacraiiibl.

Kasipri tanga KyHIIiHIHIH OH JKeTI KYyHl >KOHE OHFa JKYBIK oHJAepl AJMarbl Kajachl
Kypmanfaszbl aTtbiHaarsl Kazak ¥YJITTBIK KOHCEPBATOPHUSCBHIHBIH (DONBKIOPIBIK KaOUHETIHIE
cakraynbsl Typ. O.l1IbIHKOkaeBTHIH KYisiepin anFam pet 1953 kbl 6erini ransiM b.Ep3akoBuy,
KeiiH 1962 >KbUIbl FBUIBIMH-(DOJIBKIIOPIBIK AKCHEIUIMs OapbIChIHIA TaHbIMAJ 3epTTEeYI
3.Kany3akoBa xa3pin anraH. Con kbutbl «Ka3aKThIH acmanThIK MY3BIKAChI» JIET€H JKHHAKKa
eHrizin, Hotara Tycipred [3]. Byn >kuHakTa KyHIIIHIH OH anThl KyHiHIH HoTacekl Oap. bipak
Ky#utep/i HoTara TanOanayaa «d-g» TeHecTipiareH Typae xarraamarad. Colt ce0enTi 0Chl yaKbITKa
JeWiH Kyisiep opbIHAAYIIbUIAp HAa3apbIHAH THIC KAJIIBI 1€CEK T 00IaIbl.

AliHanacblH oH MeH Kyire OeisiereH kommosutop O.lllbiHKokaeB 1992 xblabl €3 TyFaH
KepiHjae emipaeH eTeii. bipak OHBIH ©HEpIH >KaJFaraH LIOKIPTTEPI JKOK YKOHE apThIHAA KaJlFaH
YpHaKTapsl Ja 9Ke JKOJBIMEH OHEep KoJbIHAa O0oamazsl. bi3miH KombpIMbI3a 0ap KajlFaH Mypachl
TEeK YHTacmara jkaszplUtraH kyiuepi. Omap: «Toitbacrap», «Toiira mamry», «Toifra TapTy»,
«Konxo3 Owmi», «Ketepinren ToiHBIMY», «EHOek Omi», «Kazak mapmieiy, «bamasipran», «Kac
Oangpipran», «Tentexk Oopan», «lllokmap», «dymat», «belbiTminik», «TonkeiH», «O#i
TONKBIHBDY, «Koit kysery», «Kaiimay», «Kemmipme»; Onuepi: «ApHay», «KbIpBIK KBUIIBIH
KbIpKachIHIa», «Kaitnay oHi», «KepbOynak», «beberim», «KocmonaBT ['arapun», «ThiH eyike»,
«Enime xyrepiniH MaHbI3bl 0ap», «KazakctanubiH 40 xbuabirbiHa JKengipmer.

Kanmer XKericy kyimiiaik MekTeOiHe KeJeTiH 00JICaK, OHbIH HAKThl OCJTUIEPiH 1piKTeN aTtay
oHait emec. Cebebi, Oyn MekTenTiH Kyitepinae Apka, Kaparay, Anraii, Celp capeIiHIaphl apajiac
ke3nece Oepeni. Jlemek, «CHHTE3» OpBIHAAY TOCUIIHAE, OHIP KYHJIEpiHiH allbIpMAalIbUIBIFBIH MbIHA
TOMEH/IE KOPCETUIreH OeNriiaepieH OailKaiiMbI3:
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- TapTy aaicTepi
- oyeHi

- BIPFaFbI

- KYpbUIBIMBI.

OmripaniHiy Kyiepi baiicepkenen kene sxarkan JKerticy oyeHaepi MEH OpPBIHIAYIIBUTBIKTHI
Apka, Kaparay noctypimMeH OalJlaHBICTBIPYBIMEH epekiieneHeni. KyunepiHiH KypbLIbIMbI
OYBIHIIBIK, TPAHCIIO3HIUSIBIK, OYBIHCHI3 OONBINT Keneldi. BybIHABIK ¢dopMangarbl KyliepiHe
«Toitbacrap», «Toiira mamy», «Toitra Tapry», «lynamy, «llloknap», «Koaxo3 0ui» xarabl.
[eprne Ky#i KypbUTBIMBIH/A MIBIFAPBUIFaH OYBIHCHI3 KYiiepiHe «Oi TOJKbIHB, «BeloiTiaik
MeJIOTHSIChI», «/Kac 6aiaabIpFan» KYHIEpiH ®KaTKbI3yFa 00J1aIbl.

Omripani mbIFapMabUIbIFbIHAaFEl «KeTepisiren ThIH» KyHiHiH TakbIpeiObl Kaszakcran
TapUXBIHAAFGl YIKEH OKMFanapiablH 0ipi — «ThIH KoHE ThIHairaH kepiepai urepy» (1954-1960)
HayKaHbIH Ko3raiapl. H.XpymeBTiH cascaTbIMEeH XKy3ere ackaH OyJl eHOEeK Ka3aK XaJlKblHa eTe
KOIl KHUBIHIIBUIBIKTApbIH ana kenmi. Jlece ne, kem aybIpTHAIIBUIBIKTBI OachblHaH KEIIKEH ThUI
enOekkepiepi Kazakcrannet KCPO-marel eH ipi acThIK OHIIpyIni enre adHangsipiael. Ochl
aJaMIapIIblH Kirepi MEH KakKbIMac €HOEriHe KOMIIO3UTOp INa0BITTaHBIN Ky# mibiFaprad. Ky
OHEpIHJIE OCBl TAPUXHU OKWFaFa OaiyIaHBICTHI TyBIHAAFaH O0acka aa Kyitiep O6ap. OmapablH inIiHeH
X.TactanoBThIH «ThIHFA aTTaHy» CUSKTHI TYBIHABICHIH €pEKIlIe aTan eTyre 6omasl [4].

Ocpbl Makanajga MbIcall PETiHIE €Ki KYH KapacTbIpbuianbl. bipeyi OybIHABIK KYPBUIBIMIAFHI
«KetepiireH ThIH» KYyHi *koHe OYybIHCBHI3 KypbUIbIMAarbl «Kemmipme» kyiti. Exi kyiire xyiimii
H.OmripoB Tycipren HoTa OOiBIHINIA TalAay *KacaabIHAIKI [S].

«KeTtepinren ThIH» KyHi IIarblH KipicriegeH Oacrtanaapl. MyHIarbl BIPFAKTBIK IKYHe
IIBIFAPMaHbIH JIaMybIHa apKay OOJBIN OTBIpAJbl Jneyre Ooianel. AiTa KeTepiik >KaWT, MyHJa
BIPFaK Ta, 9yeH Je Oip capblH/a, KIIITipiM CEKBEHLIUSIIBIK KYPICTEPA1H KOMETriMEeH JaMUIbI.

KerepiareH oIy

SV R T g g g gl [ g g g g | g g g g | Ml

Mertpoputmi OacklM Kemmiutirinae 4/4 enmeMiHeH Typajbl, CUpEK Karjaainapnaa 6/4 enmemi Jie
Ke3zecel.

Xorapeiia kepceTIreH KipicreJeH KeiiH Kyl »kemici Heri3ri OybiHIa epOuai. byn apana
Heri3ri OyblH MeH opTa OYbIH/IbI KYH OachIHIAFbI MIAFbIH KIPICIIE JKaIFall OThIPaJIbl:

|
3
5“3.331&

Ocpbl Heri3ri OybIHHaH TOMEHJIEr1 ABIObIC KaTapiapblH KYPbIN, MUKCOJUAUMIIK, S0JUNIIK,
Gbpuruitiik gaxrapael Oaiikayra 601a1bl:
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Opi Kapail Kyd KilIiripiMm cara 3JeMeHTiHe yiacansl. byiaii araybIMbI3IbeiH ceOeli, oHIa
carara TOH OKTaBaJbIK CEKIPYyIiH OOJlyblHa KapamacTaH, YCTIHI1 1IIEKTEerl OyeHIIK CTEPEOTHII
ke3necneiiai. Ocebl O6ip ceKipyAeH KeiiH dyeH Killli cara perucTpiHje KilliripiM ceKBEeHIMsIIapMEH
’KYpe OTBIPHII, OpTa OYBIHFA JKaJIFacaibl.

OcbiHmail KiOIripiM caragaH KeMiH KyH opTa OYbIHMEH JKalfachlll, HEri3ri OybIH
AJIEMEHTTEPIHEH Kipicmere oTinm askTranaasl. OpTa OyblH caraHbIH OyeHIH apakiJik KaiTaman
oTelpasbl. TyXbIppIMIail Kene Oyl Kyiife KIMIripiM CEKBEHIMUIBIK JKYpPICTEp/iH KeMeTriMeH
BIpFakK Ta, OyeH Jie O1p capbIHAa KYpPei.

Keanipme

Te3 opeiHmanateia Oy Kyil d-a JanThiK TiperiHe we. bacTamkbl TakTife MIEpTin Kary diici
KOJIJaHbUIaJbl. BYBIHIBIK (opMmara >kaTHaThiH Oyl Kyl OipJieH HEri3ri TakKbIpbIl apKbLIbI
Oacranazbl.

14 qynY
gL
o teve _J_J_JT'@"

Bacrankbl TakbIpBINTBHIK JJIEMEHT KailTajmayra Heri3genred. 15-mi TakrtineH Oactan
CEKBEHIIUSIIBIK JKYPIC apKbUIBl €KiHII TaKBIPBIITHIK AJIEMEHTI OpBhIH ananasl. HoHa WHTEepBasbIH
KaMTBIFAH TaKBIPBINITHIK SJEMEHTTIH IIeKapalblK aWMarbl Killll carara JCWiH, SFHU eKIHIII
OKTaBaHBIH N IBIOBICEIHA IEHIH CO3BLIAIEI.

14
Qipresteres e SRAS SRAE
WE_'TTTE%_‘TTT'%%W_

ByJ1 TakbpIpbINTHIK A51eMeHT 19-23T.T. apaibIiFbIHa TaFbl O1p MOPTE KalTallaHa/Ibl.

24 TaKTiZIeH KOFapBIIaFbl SJIEMEHTTIH JJaMybl OPBIH aJIbIT, Opi Kapai caThliai xKypiciieH 0ac
OyblH aiimarbiHa Tyceli. TOFbI3 TakTilieH TypaThlH 0ac OybIH CEKBEHIMSUIBIK >KYPIC apKbUIBI
JTAMUIBI.
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Kyit opi Kapail Heri3ri TakbIpbIITHIH BapUAHTTHl KalTaJaHYbIMEH >KaJFachblH Ta0OaJbl.
CekBEeHIUSUIIBIK JKYPICIICH JaMbIFaH €KIHII TaKbIPBIIITHIK 3J1€MEHT1 OYJ1 K0Jbl 0ac OybIHMEH OpBIH
anMacazpl. Heri3ri TakpIpblll JKenici Tarbl J1a BapUAaHTTHI TYpJe €Ki peT KaiTamaHblll Kyl €3
Mmopecine xereni. Kyii 6actanysinaars 0-a 1anTeiK Tiperinae emec, §-d? TiperiMeH asKraliaibl.

Kengipme KyHiHIH TaajgayblH KOPBITBIHIBUIAH KeJI€ aBTOPABIH ©3Temeriri Kyhmae Oip
TaKBIPBINITHIK JKEJl aNbIll, COHbl BApUAHTTHI KalTajnay apKbUIbl JaMBITHIN, OipHEIIe MopTe
KalTaaysl )KOHE €Ki TYPIIl JIAATHIK TIPEKTI Mali1aaHybl €KeHIH aHFapaMbI3.

OMIipali MIBIFAPMALIBUIBIFBIHBIH ~EPEKIICTIKTepl OCHIHIAN CaJbICTHIPMANbl €Ki KYHIIH
Herizigae kepceTinai. KopwITBIHABUIAH Kele alTapbIMbI3, OIIIPAIl KYHIepl BIpFaK »KarblHAH
Baiicepke Kyiinepine ykcac eKeHJiri, reorpausuiblK Typrbiian Kaparanaa Ly eHipi Apka »oHe
Kapataymen xakplH OpHalacKaHAbIKTaH, oyeHi JKericynblH ki0ek ca3sl MeH Apka, Kaparay
ca3JapbIMEH YINTacybl Oaifkamanel. Kyiiepne oHHIH KypbUIBIM 3aHJBUIBIFBI CHTCH, ajaiiia
KapamnaiibiM SHJET1 KaiiTalay eMec, UMIIPOBU3AIUSUIIBIK KaiiTanay yirici KaJlbINTacKaHAbIFBIH aTar
aiiTy Kepek. SIFHu, oHzeri KalTanayIblH HETi31H KYH KypbUIBIMBIHA Kapai CIHICTIpiN, perucTpiik
KOHE JIAATBHIK TIPEKTEpIiH TypJeHIn e3repyiHe anbil KenreH. An Apka, Kaparay kyiiminik
MEKTeNTepiHaAe KYHIiH eHe OOWBIHIA OCHl AWTHUIFAaH OHHIH JaMy 3aHJBUIBIFBI Oap Kyiuep
kesgecrerai. Kyl eHepi MeH oOH OyeH-Ca3blHBIH acTacybl OCBl OHIp KYHIIUIEpiHIH
IIBIFaPMAaIIBUTBIFBIHIAFBI 0ACTHI €PEKIIEeNiri O0JIbIT TaObUIAIbI.
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Aitoana becmemoekosa
1 . N .
Anmamunckuti my3vlkanbHulll Koaneoxc um I1. Yaiikosckoeo
Anmamul, Kazaxcman

O HAPAJUIEJIAX OPTAHU3AIIAN MY3bIKAJIBHO-TIPOCTPAHCTBEHHBIX
CTPYKTYP B TBOPYECTBE BEJIbI BAPTOKA U KABAXCKOHU TPAIULINHN

AHHOomayusn

B HacTosimelt ctaTbe M3nararoTcsi HEKOTopble, 0OpaTHBILNE HA ce0s BHUMaHKE, apajulein MEXIY
COYMHEHHUSIMH BEHI'epCKOro kommoszutopa XX Beka bemibl bapToka, courHEHHBIE MO MaTepUaliaM €ro
(OTBKIOPHO-3THOTpAUUECKUX HM3BICKAaHHUH, MPOBEAEHHBIX cOBMecTHO ¢ 3ontaHoM Komaum B paiioHax,
HACEJICHHBIX, TO-BUAMMOMY, IMOTOMKAMH OBIBIIMX KOYEBHHKOB, BBIXOIIEB M3 CTENEH U, C IPyrou
CTOPOHBI, — Ka3aXCKOH My3bIKOH. OCHOBHBIM METOAOM pPAacCMOTPEHHUS CTaHOBUTCS «CaKpalbHO-
MPOCTPAHCTBCHHBIM METOI» aHalu3a, CQOPMYJIUPOBAHHBIH B TPyAax KOMIIO3UTOPA, MY3bIKOBEIA
b.AManxoma. A TakKe HCIOJIb3YeTCs] METOJ| COMOCTABIEHUS HEKOTOPHIX MPOM3BEACHHWU W3 PAHHETO
nepuoga TBopuectBa b.baproka, ¢ QyHIaMeHTaIbHBIMH CBOWCTBAMH MPUCYIIMMH JJIS Ka3aXxCKoif
TpaauIny, TAe OOHAPYKUBAETCS ABOWHOW 00pa3HBIN IUIaH, U JaeTcs ONpeAelieHre STOro MoHATHS. B cBs3u
¢ 000CHOBaHWEM IaHHOW (QOPMYITUPOBKH MPHUBOMATCS MPUMEPHI M3 Ka3axXCKOW TPaaulld, TaKUE Kak:
JIOMOpOBasi My3bIKa, Ka3aXCKHH OpPHAMEHT, TEHTPHAHCKWI KalleHIapb, HaCKalbHAs JKUBOIIHChH, CTEITHOM
maHAmadgT.

KiaioueBble ciioBa: CakpalbHO-TIPOCTPAHCTBEHHBIH aHaNHW3, JBOWHOW OOpa3HBI  IUTaH,
JIBYCJIOMHOCTB, IJIOTHOE M OECIUIOTHOE, MPOCTPAHCTBO, Kazaxckas Tpaauuus, Kapruaa Mupa

Aitoana Becmembexosa’
YT Yaiikosckuii amvindazer Anmamol My3bikanblk KOWeOx
Anamamul, Kazaxcman
BEJIA BAPTOK HIBIFAPMAMBUIBIF BIHIAFbBI MY3bIKAJIBIK-KEHICTIKTIK
KYPBLIBIMJIAPIbI YHBIMJIACTBIPYBI )KOHE KA3AK JIOCTYPI XKAWMJIBI
HAPAJUIEJIBJAEP TYPAJIBI

Annomauusn

byn makanmaga XX racelpfiarbl BEHI'p KOMIIO3UTOPBI besla BapTOKTBHIH IIbFapMalllbUIbIFbIHIATHI,
onblH 3ontad Koman MeH kermmeHzinep ask OackaH xepiae (poibKIOpIBI-3THOTPAPUSIIBIK SKCIEAUIIASIA
KUHAIIFAH MarTepuaifapel OoibIHIIA Oip JkarblHaH, Oacka >KaFblHAH OHJAWd CalBICTBRIPMAa Ka3ak
MY3BIKACBIH/Ia JKOHE JIOCTYpiHIE Ke3[eceTiHl Typanbl jka3putraH. Herisri omicteMe KOMITO3UTOP,
My3bIKaTaHyIlbl b. AMaH)oJIbIH eHOETIH/Ie KUChIHFA KENTIPUINeH «KUSTUIIKTI KeHICTIKI Tajiaay» OOJIbII
taHbu1aabl. OHBIMEH Katap, b.bapTOKTHIH epTe MIbIFapManIbUIBIFBIHAAFEI KEHOip mIbIFapManapbl MeH, Ka3ak
JIOCTYPIHE TOH -€Ki OCHMHEI KOCIapIblH CAJILICTHIPY 9IICTEMEC], KOHE KEHIHTIHIH aHBIKTaybl MEH TYCIHIrl
Oepineni. by xaiinel: TOMOBIpaIBIK My3bIKa, Ka3aK ©0-0pHETI, TOHIP KYHTYy30eci, KoHe KeCKiHaeMe, Jajia
maHAmadT aTThl YFhIMIAMallapiaH MbICAIIAp KeATipiie .

Tyiiindi co30ep: KUEMITIKTI KEHICTIKI Tanaaysl, eKi OelHeni xocmap, €Ki Ka0aTThUIBIK, THIFbI3 JKOHE
TBIFBI3CBI3MIBIK, KEHICTIK, Ka3aK AacTypi, Oaem Cyperi.

Aidana Bestembekova'
'P. Tchaikovsky Almaty Musical College
Almaty, Kazakhstan
ON PARALLELS OF ORGANIZATION OF MUSICAL-SPATIAL STRUCTURES IN THE
WORKS OF BELA BARTOK AND THE KAZAKH TRADITION

Abstract
This article describes some of the noteworthy parallels between the pieces of music of Bella Bartok,
the Hungarian composer of the twentieth century, composed based on his folklore and ethnographic
research, and performed in collaboration with Zoltan Kodai; in areas populated by the descendants of
former nomads from steppes and, on the other hand, Kazakh music in general. This consideration's main
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method becomes a "sacred-spatial method" of analysis, which was formulated in the works of B.
Amanzhol, the Kazakh composer and musicologist. There is also the method of comparing some works
from the early period of B.Bartok's creation that is used for fundamental features related to Kazakh
tradition; here is a discovered double imaginative plan, which defines this given concept. In connection
with this formulation’s basis, there are examples taken from the Kazakh tradition: the dombra music, the
Kazakh ornament, the Tengri calendar, the rock art and the steppe landscape.

Keywords: sacred-spatial analysis, double imaginative plan, double-layer, thick and bodiless, space,
Kazakh tradition, World View.

[Ipumenenne 6oiee pacHIMPEHHOTO TUIA MY3BIKAJHHOTO aHaJHM3a, BKIIIOYAIOIIETO B ce0s
MIPOCTPAHCTBEHHbIE KATETOPUH, OTKPBIBAECT IUISI MCCIEAOBATENs INEPCHEKTHUBY, MO3BOJISIIOLIYIO
YBHJIETh CMBICIIOBOE COJEpKAHWE MY3BIKAJILHOTO TpoM3BeneHUs Ooiee 00beMHO, riyboko. B
Tpynax baknaynera AmanoBa, Acun MyxamberoBoi, baxTuspa AMaHkona U IPyrux Mbl 3HAEM
HEMaJI0 BaXHBIX TIYOOKHMX HAXOJIOK B aHAIM3€ 0Opa3IoB Ka3axCKOW MY3BIKAJbHON TpaauLIuu
[1,2,3,4]. B T0 e Bpemsi, IpUMEHEHHE MOJ00HOTO aHAIN3a, — «CaKPaTbHO-IIPOCTPAHCTBEHHOT 0
[3], K My3BIKE MHBIX MY3bIKaJIbHBIX TPAJAULUN TaKKe IPUHOCUT UHTEPECHBIE OTKPBITHSL.

B Hacrosmeli ctaThbe M31araloTcs HEKOTOphIe, OOpaTHBIINE Ha ceOs BHUMaHHUE Mapajlieiu
MEXIy COYMHEHMSIMHU BEHIEpCKOro kommno3utopa XX Beka benbl bapToka, COYMHEHHBIE IO
MatepuagaMm ero (QoJIbKIOPHO-ITHOrpa(pHUUECKUX HU3bICKAHUN, MPOBEICHHBIX COBMECTHO B
3ontanom Komam B pailoHax, HaceleHHbIC, MO-BUIUMOMY, MOTOMKAMH OBIBIIMX KOUYEBHHUKOB,
BBIXOJILIEB W3 CTENEW U, C APYrol CTOPOHBI, - Ka3axCkoil My3blkod. Ho cHauana eme pa3
OXapaKTepU3yeM aHallu3, C IOMOILBIO KOTOPOI'O OTKPHIBAETCS 3TO CBA3b.

OpHolt U3 nepBbIX paboT, PACKPHIBAIOILYIO CYTh «CaKpajlbHO-IIPOCTPAHCTBEHHOT0» METO/1a
aHaM3a SABIIeTCs uccaenoBanne b. AMaHOBa TEpMUHOIOTHI 331 JHOKA3aXCTAHCKUX JJOMOPOBBIX
kioeB. EMy ynanoch yBUAETH CBsI3b MEXKAY CTPYKTypaMu MHUGO-TPOCTPAHCTBA Ka3aXCKOMH
Kaptuaet Mupa W CTpyKTypaMu OpraHU3allii MY3BIKaJbHOW TKaHU: (aKTypbl, (GOpMEI.
BeprukanbHo pacnosiokeHHble ypoBHU KapTuHbl Mwupa: «HWKHUH YpPOBEHb — CpPEAHUN —
BEPXHUI», JOMOpPOBOIl 3amajHOKa3aXCTAaHCKOW TpagulMi, TEPMUHOJIOTMYECKH BBIPAKEHbI B
MOHATUSAX «0Oac OyblH» - «opTa OyblH» - «caray. (CienyeT YHNOMSHYTb, 4YTO BIEpPBbIC
uccinenoBanre Mugo-co3HaHusa kKazaxckoil Kaptunel Mupa npoussen Y.BanuxaHoB B cBoeit
pabore «CobOpaHHe COYMHEHUH B 5-TH TOMax», B KOTOPOH OH omucan MUGO-CTPYKTYpY Kak
COUYETaHHE HIXKHErO0 MHpa, B KOTOPOM JIFOJU HOCST IOSC Ha HOrax, CPelIHEro, B KOTOPOM IOSC
HOCAT KaK JIIOJM B CEepellMHe Tejla M BEPXHEro, rae mosic HociAT Ha rpyau.) OO0 3ToM Tak xe
roopurcs B padbote C.As36exoBoit «Kapruna Mupa sTHOCa».

Hccnenyss  0Opa3HO-IPOCTPAHCTBEHHBIE  OpPraHM3allMM,  CBOMCTBEHHBbIE  Ka3aXCKOM
MY3bIKJIIbHOM Tpaauuuu, b.AMaHX01 BBIBOAUT Ba)XXHYIO OCOOEHHOCTH, MPOSIBISIIOIIYIOCS HE
TOJIBKO B A3BIKE MY3bIKH, HO M B JAPYTHUX S3bIKaX HAIMOHAIBHOIO HCKYCCTBA — CIOJICHOU
MHO20cN0tiHOCMbI0. BepTrKallbHasi MHOTOCIIOHOCTD — ABYX-, TpEXMepHast (He CcUUTasi H3MEPEHUs
BpEMEHH) — YMIyOJsieTcs M MHOTIOCIOMHOCTBIO, XapakTepusyrolleics Oosiee  CI0XKHBIMU
MIPOCTPAHCTBEHHBIMH TapaMeTpamu. [I10THOE - MaTepualibHOE COYETaeTCs] C MEHEee IMJIOTHBIM —
MPOSIBJICHWEM JYyXOBHbIX cyOctaHuuid. Kak mpaBuio, 3THX cdep IBe, XOTS B CBOMX aHaIU3aX
b.Amanxon npuBoguT M Oonee cioxHble. [Ipumepbl Takoil opraHuzanud Mbl BUANM H B
HaCKaJIbHOM rpaduKe, OCTABICHHOM MpeJAKaMH COBPEMEHHBIX Ka3axOB C HCTOPUYECKUX
THICSIYETIETHUX TJIYOMH, U B TPAJUWLUOHHOM JUIl Ka3axOB OpHAMEHTE, U B TPAJULUOHHON U
COBPEMEHHOU MY3BIKE.

[Ipumepsl m0100HOM OpraHu3alMi MY3bIKaJbHOTO MPOCTPAHCTBA MOKHO OOHApyXHUTh U B
COYMHEHHUSX BEHrepckoro kommosutopa bemnsl baproka, oOparuBiierocs K —IUIacTy
HAIlMOHAJILHOW KYJBTYPHI, CBSI3aHHOTO C TIOPKaMHU-KOYEBHMKAaMHU. 3HAKOMCTBO KOMIIO3UTOpa C
9TUM IUIACTOM BEHIE€PCKOW MY3BIKAIbHON KyJIbTYypbl mpousounuio B 1906-om romy, korma oH
«rmociie yBiekareabHoro Typue no Mcnanuu u [lopTyranu, npoBOoAHT B CEIbCKOM palioHe Becto»
[5,85-86]. [y MOI0/10TO KOMIO3UTOpPA TO OBUIO OTKPBITHEM HOBOTO 00Opa3HOro mupa. baprok
HAuYMHAET 3amuchiBaTh Menoauu. B cnepyromeMm, 1907 romy bapTok m ero npyr u kosuiera —
KOMIIO3UTOp M My3bIkoBes 3onTtaH Komau, cooOria mpomoKMiIM MOUMCKH M 3allUCH HapOTHBIX



50 | Saryn art and science journal A2 4 (29) 2020

Menonuii. B mienom uMu ObLIO 3aMMcaHo U 3aTeM OIyOJIIMKOBAaHO HEMaJIo MaTtepuaia. YacTh 3TOro
MaTepuaia Obula 3aTeM HCMOJib30BaHa bapTokoMm B ero TBopuecTBe. 3/1eCh MOXKHO Ha3BaTh, B
MEPBYIO OYepeib, TAKHE €ro OMYyChl KakK ... OONbIIoN cOOpHUK (OpTEMUAHHBIX Mbec «JleTsM»
(1908-1909 rox), uuki1 GOPTENMUHHBIX MIIPOM3BEACHUN «IecATh JIerkux mbec» (1908 rox), mpeca
«Annerpo bap6apo» (1914 ropx).

«Tpynsl baptoka n Konau npuBenn K HaydyHbIM OTKPBITHSIM TPOMAJHOIO HCTOPHUYECKOTO
3HaueHus. Ha ocCHOBe MHOXXeCTBa KOHKPETHBIX HaOJIOJEHUN, CpaBHHUBAs JECSITKU IIECEH,
COOpaHHBIX B pa3HbIX 00JacTsX BeHrpuu, 1py3bs NPUILUIA K HEOXKUJAAHHOMY BBIBONY, IIOJHOCTBIO
OIPOKUHYBILIEMY MPEKHUE MPEACTABICHHUS O BEHIEPCKOM MY3bIKaJIbHOM (oibkiope» [5, 94-95].
Panee, ucxoms wu3 mnpexacraBieHud, Qopmupyrommxcs TBopyectBoM @.Jlucra, W.bpamca
CUMTAJOCh, 4YTO BEHIepcKas HapoAHas My3blKa CKJIQJbIBACTCSI U3 CIUICTEHUS BIMSHHUM
«CIIABSHCKOM, TYpPEUKOM M UBIFAaHCKOW MYy3bIKM» [5, 95-96]. Tak, mis Menoguid MIHPOKO
MPEJCTaBICHHOTO B KYJbTYpE JKaHpPE «...BepOYHKOII XapaKTE€PHbI BOCTOUYHBIA «IIBITAHCKUII»
3BYKOPSII C JABYMS YBEIWYCHHBIMU CEKyHJAaMH, CMEJble HMHTEpPBAJbHbIE CKA4KH, OOMJIbHbBIC
OpHAMEHTBI ¥  (uUryparuu, Kalnpu3Hble pPHUTMBI C  IYHKTHPaMH, TPHOJBHBIMH U
CHHKOTMPOBaHHBIMHU GopMmysaMu» [5, 96].

Bbaprok u Konan xe, OTKpbIIH A71s1 00IIECTBEHHOCTH MY3bIKQJIBHBIN IJ1acT, 00JIee IpEeBHUH,
yXOIAIUN KOpPHSAMH Ha BOCTOK W CTposiiuiics Ha WHBIX CTPYKTypax. «B ocHOBe ApeBHUX
BEHI'EPCKHUX IECEH OKAa3aJCsl TOT K€ MEHTATOHHBIM J1aj, YTO BCTPEYAETCS U B MY3bIKE MHOIHX
HapOJOB Yrpo-(pMHCKOTO U TIOPKCKO-MOHTOJIBCKOTO MPOUCXOXACHUA» [5, 98]. DTy Tpaauuuio
BEHIPHI, 110 ciioBaM 3ostana Kojau B nonuny JlyHas «aipuHeciu co cBoel mpapoauns» [9, 60].

B cBoeii kuure o Benrepckoii my3bike, 3.Kogan npuBoIuT cpaBHEHHE BEHT'€PCKUX MECEH U
MapuiCKUX, HaxoJs B HHMX MapajUleid HE TOJIbKO B OTHOIIEHUHM Jaja, HO U PUTMHUKE U
uHTOHHpOBaHuu [9].

ITo tpynam JI. I'ymunesa [6], M. Amxu [7], XK. baitxymuna [8] u apyrux uccienoparenen
uctopuu Crenu, Mbl 3HaeM TakXke, 4TO B JoNuHY JlyHas HEOJHOKPATHO IMEpEeCceNsuINCh U
TIOPKCKHE HapoJpl — Ko4yeBHUKU. CakpanbHO-IIPOCTPAHCTBEHHBIM aHAJINW3 IPOU3BEACHUH,
CO3JIaHHBIX IO MY3BIKaJIbHO-ITHOTpaUEeCKUM MaTepuanaM, COOpaHHBIM B 3TH TOJbI,
OOHapyXHBAalOT CTPYKTYypbl OOIIME CO CTPYKTypaMH, XapakTEepHbIMH JJs Ka3aXCKOH
MHUPOBO33PEHYECKON CHCTEMBI.

TBopueckass Ty bapToka mo3Bosmia BBISIBUTH B CBOMX 00pabOTKax HAIlMOHAIbHOIO
MaTepuajga dTOr0 JPEBHEr0 IUlacTa IMPOCTPAHCTBEHHBIE CTPYKTYpbI, XapaKTEpHbIE JUIs
KOYEBHMUYECKOW CTENHOM MY3BIKAJIIBHOM TPAaJWLIHUA — IMApaJUIEIbHOE IPUCYTCTBUE JIBYX
MPOCTPAHCTBEHHBIX cdep.

Tunuyeckyro apamMaTyprui0 pa3BUTUS KOMIIO3MIMAX MOXHO ObUIO Obl BBIPAa3HUTh CIETYIOIIUM
obpa3zom:

Cxemal

— A —

Kynnernas A [/ A A (omuH u3
JOrUKa IJ1aCTOB)
Tematuszm A

T E—
Jloruka

CKBO3HOTO —  KygpMUHauUMOHHAas — (zpyroi miacr)

pa3sBUTHSA 30HAa
Tematusm b

JlanHasi cxema WJUTIOCTPHUPYET JBa MHUpa, KOTOpbIe mapauienbHbl. OHU CBSI3aHBI W HE
CBSA3aHBI APYT ¢ IpyroM. To, 4TO CBA3aHBI — MBI UX BUJUM BO BPEMEHH, KaK 4acTH LEN0ro. A To,
YTO HE CBSI3aHBI — UMEIOT Pa3HbIC IpaMaTypruu Pa3BUTHsI, a TAKXKE JIaJ, pUTM, METP, PETHUCTP.
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Tunuynas IBYCIOWHOCTH OOpa3HOIO MPOCTPAHCTBA, KaK OTMEYAJOCh BBIIIE, XapaKTepHa
U1 Kazaxckoi Tpaauuuu. [Ipusenem psii 10B010OB 0OOCHOBBIBAIOIUX 3TO:

Bo-niepBbix, Takoe pyHIaMeHTaIbHOE CBOWCTBO, /1€ MUCTHKA U PEaIbHOCTh TIEPECEeKaroTCs,
OYEHb AaKTyaJlbHO Ul Ka3axoB. Benp mo ceil neHb Mbl cTapaemcs coOdIOAaTh TPAAULIUIO
IIOYUTAHUS IyXOB CBOMX IIPENKOB — apyaxoB. M MbI 3HaeM, 4TO 3TO OYECHb Ba)KHBIC SIBJICHUS B
KU3HU.

Bo-Bropeix, manmmagT. I3BeCTHO, UYTO: «B TPAAULMOHHOM Ka3aXCKOH MY3BIKE,
CIIO)KUBLICHCS B CTENHOM JaHAmWApTe XapaKTepHbIM, sBiIfeTcs (akTypa, cocrosias U3
OJIHOBPEMEHHO 3BYyYalllMX BCEr0 JIMIIb ABYX 3BYKOB. HO MHOIroOCIOMHOCTH IIPOCTPAaHCTBEHHBIX
OLIYIIEHUH, apuOpPHO IpPHUCYLIas Halled NCUXMKE, B MYyCTBIHHOM CTEIHOM JaHmagTe JIErko
3aIMoHSIET UX MHP 00pa3amMu MH(OIIOITUYECKOTO IIaHAY MUIIET B CBOEH ctathe b. AMamxko [4].

[losToMy B mjaHe MHOTOCIOHHOCTH MY3bIKaJbHOW (DAaKTyphl, A Ka3aXCKOM MY3bIKH
XapakTepHa B OOJbIIEH CTENEHH «BUPTYaJIbHOCTBY (TO €CTh: MY3BIKAIBHBIN SI3BIK C(HOPMUPOBAH
TaK, YTO JOCTPAaWBaeT MHOI'OCIOHHOCTb B CO3HAaHWM; B HOTHOW (uKcauuu 0e3 CHenuagIbHOro
aHaJM3a OHA HE BUJ/IHA), B OTIIMYME OT €BPOINEHCKON TPaUIMH, B KOTOPO, B MHBIX JIAHAIA(THBIX
IIPOCTPAHCTBAaX €CTh TOJIBKO pealibHO 3Bydamiee. llo-Buaumomy, croja cienyer 100aBUTh U
cnenn UKy KOUeBHUYECKOTO TIOHMMAHUSI MAaTePHATIbHBIX IIEHHOCTEH, B KOTOPHIX [EHUIIUCH TAKHE
UX KauecTBa Kak JIEFKOCTh, MHOIO(QYHKIIMOHAJIBHOCTb, IIPOCTOTA MEPEMELIEHUs B IPOCTPAHCTBE
[3].

B-TpeTbux, MHOTOCIOWHOCTh BPEMEHHBIX Mapajuieneil oOHapyKUBAeTCs U B paCCMOTPEHUU
TPAJULMOHHBIX JUJI1 KOYEBHUKOB — Ka3aXOB IPEICTABICHUNA O TEYEHUN BPEMEHH, BBIPA)KCHHBIX B
copmupoBaHHBIM MMHU KaneHzaape. O6 stom rosoput A. MyxamberoBa B cBoel pabote
«TeHrpuaHckuil KajeHJIapb» «...0€CKOHEYHOE KPYroBpalleHHE B OJHOBPEMEHHOCTH Pa3HbIX MO
IIPOTSHKEHHOCTU U KaYECTBY BPEMEHHBIX CIIMpAJICH Pa3BWIM y KOYEBHHKA YyBCTBO KOCMUYHOCTH
€ro ’KM3HH, OJTHOBPEMEHHOMN MPHUHAJJICKHOCTH €€ HECKOJIBKUM NapaJlIeIbHBIM MUpPaM» - YUTAEM
MHI B ee pabote [2, 37].

Taxxe 6ecCIOpHBIM TOBOJOM SIBJISIETCS M TO, YTO JAHHBIA THIT MMOCTPOSHUS IMPOCTPAHCTBA
MOBTOPSAETCS U B U300pa3UTENIbHBIX BUAAX TPaJULMOHHON KyJabTypbl. HampumMep, B HacKanbHOI
KHUBOIMKCH, IIUPOKO MPEICTABICHHON IPOCTOPaMHU KOUEBHUYECKUX JaHAIAPTOB U OPHAMEHTOM.

ITpusenem psiix npumepoB. OiHu U3 HUX — neprornud, HazBaHHbIH A. MenoeBbiM «KapTuHa
Mupay. JlanHbIil neTporaud oTHOCUTCS K nepuoay 3-4 Thic.J10.H.3. B HEM Mbl BUTUM MHO>KECTBO
KHUBOTHBIX, LIEHTPAJIbHOE — BepOJIIO/ OYepueH CBEepXY JIMHHUEH, MO3BOJISAIONIEH accOlMUpOBaThH
BepOIoza ¢ ropoit — 3emuied. [Ipuyem, 3eMieli OCBOCHHOW 4YETOBEKOM, CyHs 1O HAE€3THUKY U
KOJbLly B HO3/ApsAX BepOmoga. Mup, Kak BHIUM, OECKOHEYEH CBOEH BapHaHTHOCTBIO U
MHoroo0pasuem. JIuHuS ropbl B «OOpallleHuW» - TEPEeBEPHYTOM BHJE, ACCOLUUPYETCs, B
IIPOTUBOIOJIOKHOCTh BEPXHEMY MHPY, 3MeeH, MOA3EMHBIM MHUpPOM. TpexmepHocTh KapTuHel
Mupa u codeTaHusi HECKOJIbKMX CMBICIOBBIX YPOBHEW [€NAl0T KOMIO3WIMIO MHOT'OCIOWHOW,
HEKHUM KOJIOM, HHOCKA3aTEJIbHO F'OBOPALLEM O CTPYKTYPE IMapajuIeIbHbIX IIPOCTPAHCTB.

Hnnocmpayua 1. Kapmuna Mupa. FOxcnviii Kazaxcman. Ypuuwe Apnasan. Xpebem Kapamay.
[10]
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Unniocmpayus 2. Ymaii. JKenckoe 6oscecmso 6 mpexpoeoti muape. [10]

Osepo buitnukyne, mpenropHas 3oua xpedTa Mansiii Kaparay: FOxubiii Kazaxcran.

DTOT PUCYHOK OTHOCHTCS K 6-8 BB., BpeMEHa MO3IHHX KOYEBHUKOB, JPEBHETIOPKCKOW
TpaauLuu. YMai-00ruHs, npapoJuTebHULA TIOPKOB, UMs KOTOPOM 03HavaeT «iebenb». B oOpase
OTHLBI OHA MOTJIA JIETaTh B HeOe, XOMUTh IO 3eMJie W IUIaBaTh 1Mo Boje. [lo KapTuHE MOXKHO
00paTUTh BHUMAHHUE HA PACIIOIOKEHHUE IJI1a3, 0 KOTOPOW BUIHO, YTO OHU CMOTPST BHYTPH CeOs.
To ecTp omATh TO K€ cCOYETAaHHE MPOCTPAHCTB — HW3MEPEHHMI: BHEIIHEE MAaTepUAIbHOE U
BHYTPEHHEE — JTYXOBHO-TICHXOJIOTHYECKOE.

[TonpiTaemcs Teneps yBUAETh MOAOOHYIO MHOTOMEPHOCTH OOPa3HOrO IUIaHA B TBOPYECTBE
b.baproka. PaccmoTpuM psig npuMeEpPOB, KaK OMMCBHIBAJIOCH BBILIE U3 COYMHEHHM PaHHETO Iepruoja
1907-1910 romoB, HEMOCPEACTBEHHO BO3ZHUKIIUM 110 MaTepranaM (OoIbKIOPHBIX padboT bapTok u
Komau. B mepByto ouepenp 3TO HECKOIBKO (hOPTEMAHHBIX UKIOB — 00Jbmoi uka (6omee 80-
TH) 00pabOTOK HapOJHBIX Menoauil «JleTsm», a Taxke popTenranHble mbechl «Bedep B nepeBHE»
(M3 IMKJIa eCTh JETKUX Mbec i (hopTenuano) u passepuytas nbeca «Allegro barbaroy.

Tak, B nukne «JleTsiM» CTPYKTypy, 0OO3HAUEHHYIO HaMHU BBIIIE, MOYKHO OOHApyXHTh B
Oomee dYeM B TIOJOBHHE TIhec. BO3MOXXHO, 3TO CBA3aHO C TE€M, 4YTO IUKJI TIOCTPOCH
HEMOCPEJCTBEHHO HAa HAPOJJHOM MaTepHale.

ITokazarensHo, uto Allegro barbaro, mocrpoenHoe Ha ero coOCTBEHHOM MaTepuale
BBIpA)XaeT CTPYKTYpPY JBOMHOIO MPOCTpaHCTBa JHIIb B cdepe naga. O6 stoit mbece U.Hecthes,
MUIIET, Kak 00 00pa3e «...HEYKpOTHMOU s3br4ecKoil cuitbl» [5]. He ciyvaiino, 3amaqHpie KpUTHKA
HEMaJio MUcaIu 00 «a3uaTCKOM AMKOCTH» 3TOTO MOTHBA, SIKOOBI HAaIlOMUHAIOIIET0 00 «oprax
Attunel u Unaruz-xanay.) [5, 154].

[TepBast Tema «A» - npomomkaeT HecTbeB: «3TO apxandeckasi ynpoIeHHas TeMa «Ha OelbIX
KJaBuIax» (0nu3kas k nepemennomy jany a-moll — C-dur), koropas HakiagsiBaetcsi To Ha fis-
moll-uyto, To Ha Cis-moll-Hyro rapmMoHnuto, TI€ MOCIeHEe ABISETCS BTOPOit Temoil «B» [5].

Ilpumep 1. b.bapmok, Allegro barbaro (1911)
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Jlpyroii mpuMep ¢ cofep kaHueM JBOMHOr0 00pa3HOro IiaHa Mbl YBHJIEIH B IETCKON Ibece
«Beuep B 1epeBHe». Kak 310 0OHapyxuBaeTcs?

Menoauueckas JIMHUS 1O X0y Pa3BEPThIBaHUS BCEW MbeChl HE MeHseTcs. OHa MPOXOIUT
Tpu pasza. Ho ¢ KakIbIM IIpOBENEHUEM, AKKOPAbl AKKOMIIAHEMEHTA BCE YTSIKEISIIOTCSH, B
PUTMHUYECKOM IUIaHE YBEIMYUBAIOTCS OCTAHOBKM B KOHIIE (ppa3. Eciam Bo BTopoM pase mpojjieHne
BBIP)XEHO C ITOMOIIbIO (pepMaTo, TO Ha TPETbH pa3 PUTMUYECKAs OCTAHOBKA AJIUTCS BecT TakT. 1
B 00pa3HOM IUIaHE, 3TO OCTAHOBKA XapaKTEPU3YeT HEKOE MOTrpyKeHHE B TeMHOTY. CMBICIOBOE
3Ha4yeHue 3Toro obpasa Benauko. IIpu ToM, YTO MEIOMs COXpaHAETCs, METPO PUTM €€ C KaXIbIM
IIPOBEACHUEM MEHSAETCH.

B o0mem o6pazHoM miaHe, 3TO U300pa’keHHe TOro, Kak Beuep TEMHEET, COJIHIE CaauTcs,
UTPAIOT NMPOUIATIbHBIE OJMKH U BCE MOTPY)KAETCS B TEMHOTY.

Takas yoruka cozepkKaHUs XapakTEepHa MHOTMM JETCKMM IpousBeacHusM. HasepHoe,
MOTOMY YTO OHHU B OOJIbIIEH CTENEHM OUIYIIAIOT Pa3Hble MPOCTPAHCTBEHHBIE KaTeropuu. Benb
OoJIblIIe BCEro BOOOpaKEHUE Pa3BUTO UMEHHO Y JIETEH.

Ilpumep 2. . bapmok, «Beuep 6 OepesHey.
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Tak, B mecroit mbece nepBoit Tetpanu «letsam» «Country Dance» co3maercst omymieHue
JBYX TapajjiesIbHbIX MPOCTPAaHCTB. B BepxHEM rosoce 3TOro Mpou3BEACHUS 3BYYHUT MEJIOAUS B
dbopMe mepuona, koropas Oe3 H3MEHEHMH TMPOBOAUTCSA ueThipe pa3a. Hmxaue romoca
MIPEJICTABISIOT COO0OM MOTOPHBIM OCTHHATHBIA aKKOMIIAHEMEHT B MHTEPBAJIbHOM COOTHOILIECHUH
KBUHTBI. MecTamu 3Ta MOTOpHAasi OCTUHATHOCTh MPEPHIBACTCS Nay3aMU, HO OH Pa3BUBAETCS BHE
3aBUCHMOCTH OT MEJOJUH B BEpXHEM rosioce. To ecTb OH HEe HeceT B ce0e (PYHKIUIO MOAEPKKHI
WM CONPOBOXKIEHUS, Y HEro CBOS JIMHUSA pa3BUTHs. lIprimMedarenbHO, YTO 3TH MYCTO 3BydYalllHe
KBUHTBI M KBapThl, B HUKHEM T'0JI0CE, CUMBOJIUYHBI 3By4aHUI0 ToMOphl. BMecTe ¢ TeM, BaKHBIM
3/1eChb SBISIETCS OUIYLIEHUE JBYX MapaJUIeNbHBIX NpPOCTpaHCTB. Korga HWKHUE ToNOC HE
MOTYUHSETCS] BEpXHEMY T'0JIOCY, TO €CTh 00€ JINHUU Pa3BUBAIOTCS CAMOCTOSITENIBHO.

Ilpumep 3. B. bapmox, «Country Dance» uz mempaou | yuxaa «/{emsmy»
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Takast e cTpykTypa J1BoifHOrO mijaHa Obuia BbisiBieHa B kioil «Tapteicy Jlaynekepes. I'ne
JTAETCS1 HE MPOCTO JHUAJIOT, a JIBa MOHOJIOTA, KaX/IbIii U3 KOTOPBIX HAXOJNUTCA B CBOEM MU3MEPEHUH,
BO3MOXKHO U HE CIIBIIAT ApyT apyra [3].

bonbmoe BHUMaHMe mpuBieKaeT mnociefHss mnbeca u3z |V terpamm «Jlersim» baptoka
«IlorpedanbHas mnecHb». IlepBas TemMa «A» — 3TO OJHOTOJIOCHAas MEJNOAMS C KOTOpOM
Ha4yMHaeTcs norpedaibHast MECHb.

Bropas tema «b» — 310 akkopnoBas ¢akTypa B CHHKOIIMPOBAHHOM BHJIE, KOTOpasi BIIEPBbIE
nosiBisieTcd B 13T. B acconMatMBHOM IIIaHE IEpBasl JUHUS HAIOMMHACT JKaHpP Ka3axCKHUX
IIOXOPOHHBIX NE€CEH JKOKTay (ru1ad). HaganbHas ee MHTOHAIMA, TOCTYIIEHHO BOCXOAILAs TEMa B
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o0beMe KBapThl UIACHTUYHA 10 CTPYKTypEe C MHTOHAIMEN Tparndeckoil HapoaHoil nmecHu «Emmnm-
ait». Tema «b» BeIpactaer u3 HOTbl «C» KOHTPOKTaBbl. DAKTUYECKU U3 3TOrO 3BYKAa, B3ATOW HA
1e/1aj1b, MOSIBIISIETCSI B CHHKOITUPOBAHHOM BHUie JIOMUHAHT CENTAaKKOPA 00€PTOHOBOTO 3BYKOPSIIA.
ITonmy4aercst BICTpauBaeTCsl BEPTUKAJIb, OT KOTOPOM OBLIIO CKa3aHO paHee.

B o0pa3HoMm nane tema «b» co34aeT OlIyIIEHHE HEKOIO JbIXaHUE, KOTOPOE Pa3BUBAETCS
camo 1o ce0e, B He3aBUCUMOCTH OT MEIOAUU TeMbl «A». CaMu nepBble aKKOP/bl, OTKPBIBAIOLIUE
IIbECY, PUCYIOT KapTHUHY-00pa3 TSDKEIBIX AbIXaHUW (3TO JBOMHOM IYHKTHp, AaKKOpA € ABYMS
Toukamu). M yxe 3zmech BHepBble mosiBiseTcss HHU3Kass «C», OTKpbIBaroOIlas BECh CIEKTP
00epTOHOBOTO 3BYKOpsiAa. PeambHO OH He 3BY4HT, (B T.3 TOSBISETCS OJHOTOJIOCHAs TeMa
KOKTay), HO BHYTPEHHE MBI CJIBIILIUM 3TH IPU3BYKH.

Otor 00pa3 IbpIXxaHHA, B aKKOPJOBOH (aKkType, CBOUM pEaJbHBIM 3BYYaHHEM, a TaKKe
nojpasymeBaeMocTbio («C» KOHTPOKTaBbI) M IEpexoJaMd B Iay3bl CO3JAeT OILYyLICHHE
MPUCYTCTBUS BUPTYaIbHOTO MHpa. TouHee, 00pa3 IMyCTOThI, KOTOPbI BPEMEHAMU TOSBISIETCS U
MCYE3aCT, HO OH JICHCTBUTEIICH, MHUMO BCETA IPUCYTCTBYET.

B npamarypruueckom oOpa3HOM IUIaHE, 3/1€Ch IPOPUCOBBIBACTCS TaKasi CIOKETHAs JIMHMUS,
4TO MOKOMHAs Ayllla YMEPILUETo, YK€ U3 MOTYCTOPOHHETO MHUPA, XOUET IOJHATHCS, BEPHYTHCS B
peaJibHbIii MHp, HO YBBI, A3TO HEBO3MOXHO. B HOTHOM TEKCTE€ 3TO BBIIVISIAUT TaK:
CHUHKOITUPOBaHHbIE aKKOpAbl /|7 aKTHBHO pa3BHUBAIOTCS, BEPXHUE 3BYKHM MX KakK Obl BOJIHYACH,
XpOMaTHYeCKU BUIOM3MEHSIOTCS. 1 BOT Bpoje Obl ecTh paspernienue storo J17 B F-dur (1.35), Ho
OIIATH TSDKEJIbIE aKKOPAOBBIE ABIXAHMS, B IIyHKTUPHOM PUTME, YBOIAT U3 PEAIBHOCTH B MHP
MUCTHKH, MOSBIseTcst gis-moll. Jlanee mocTeneHHO CHHKOMMPOBAaHHAs IMYJIbCAIUS MTPEPHIBACTCS
nay3amMu. M BMecTo Hee B akKOpAOBOH (aKkType NOSABISAIOTCS HUCXOASIINE AKKOPJbI
YMEHBIIEHHOTO cenTakkopaa (T.42). KoTopele SBISIOTCS NPONOKEHHEM o0pas3a TsHKEIoro
HUCXOZSAILErO JbIXaHUsl B pPUTMUYECKOM YBEIINYCHUH.

B o0pa3Hom maHe Takoe cojaep)kaHhe HAalOMHUHAET Ka3aXCKUil OPHAMEHT C CHMBOJIMKOMN
reomerpuueckux ¢uryp. B uactHOCTHM, TpeyroiabHuk. Ecim OH HampaBieH OCTpUEM BBEpX,
03HAYaeT BOCXOXJCHMUE JyXa M3 Marepuu. A eciu, ocTpu€ HalpaBiI€HO BHU3, TOBOPUT O AyXE,
KOTOPBIM HUCXOJUT B MATEPHUIO.

Ilpumep 4. b. Bapmok, «lloepebanvnas necnvy uz IV mempaou yukia «/Jemsamy
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Takast e cTpyKTypa JBOMHOTO MJIaHa Obula BhIsiBIIeHA B Kol «TapTeic» [laynekepes.
Takum oGpazom, B 3aBepmaromieit «llorpedanpHoil hece» 4-teTpaau bapToka, Mbl BUIUM
JIBE TEMBI:
1. D10 oTHOTOJIOCHAST MEJIOIUS KOKTAY
2. O0eproHOBBIN 3ByKOpsiA B Buae Jl7, B CBOEM CHHKOIMHUPOBAaHHOM H3NOKeHHH. KoTopslii
co3maeT o0pa3 ApIxaHWs, OyATO TIOMIEPEMEHHO TOSIBISIOMUNCS B OTOM H  JAPYrOM
IIOTYCTOPOHHEM MUDE.
CHoBa mosryyaeTcsi ABOMHON OOpa3HBIN IJIaH: MHp apyaxoB M Hall peajbHbId Mup. Uto
XapaKTEepHO Ul TIOPKCKOW Tpaauuuu. M3 Bcero 3Toro cienyer, 4To OpraHu3ali My3bIKaIbHO-
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00pa3HOro MpocTpaHCTBa MY3bIk bemtbl bapToka u Ka3axckoi TpaaWuIIUU UMEIOT OOIIME TOYKH
CONPUKOCHOBEHUS. B X0/1€ paccMOTpeHuss HEKOTOPBIX MPOU3BEIECHUNA KOMIIO3UTOPA CAKPaJIbHO-
IIPOCTPAHCTBEHHBIM METOAOM aHajin3a, OOHApyXWId, 4YTO B TBOPYECTBE KOMIIO3UTOpA
BCTpeyaroTcs 00pa3Hble CTPYKTYPhI XapaKTEpHbIE JIJIsl Ka3aXCKOM TpaJuLIUu.

Takke, KaKk ¥ B Ka3aXCKOW TpaguLMH, €r0 IPOU3BEIACHUSAM PaHHErO NEpUOo/ia CBOMCTBEHHA
MpOCTOTa M OrpoMHas TiayOuHa. 31ech HauOoliee XapakTepeH MPUHIUI «BHEIIHE Mallo,
MoJIpa3yMeBaeTcss MHOTO». 1'1e Bropoe OIU3K0 K «Oac OybIHY», YTO CBSI3aHO C 00pa3oM CMEpTH,
00pa3oM MoA3eMHOr0 MHUpa

Benukwuii gonpkinopuct bapTok, GepexHO OTHOCALIMICS K HAPOJHOMY HACIEIHIO B CBOUX
MUMChMaxX MOCTAHMAX YTBEpXKIasl, 4To (OJBKIOP 3aKiodaeT B cede B IMpeoOpa3oBaHHOM BUJE
HEKHE «CCTECTBEHHBIC CHUJIbI, KOTOPBIC NEHCTBYIOT OE€CCO3HATENHHO B UeinoBeke» [S5]. UTo mumHmit
pa3 JoKa3bIBaeT IIyOOKUN CaKpalIbHBII CMBICIT COJIEPKaHUs €ro IPOU3BEICHUM.

Tak, Hanpumep, B mbece «Runaway horsey» u3 nepoii terpanu «leTsiMm» npeodianaroT aBa
oOpaza: 00pa3 U3 peaJbHOr0 MHUpa U M3 MUpa MHUCTUKH. B HOTax 3To BRIMISAUT Tak: ¢opMma U3
JBYX IOBTOPHBIX IIEPUOOB. B IIEpBOM NPOBEAECHUY - 3TO MEIOJUNYHAS IIECHS B COIIPOBOKICHUU
OypIOHHOTO CHHKOIIMPOBAHHOTO aKKOMITaHEMEeHTa. B BO BTOpOM MpoBeieHnr Nepuoja - CpeaHue
rojoca 3aIoJIHAIOTCS CEKYHIOBBIMU MHTOHAIUAMU. W co3gaercs Takoe BIEYATICHHUE, YTO OYATO
AKKOP/Ibl O’KMBAIOT U HAUUHAIOT AbIIIATH.

B o0pazHoM mutaHe — 3TO 4YTO-TO OECIUIOTHOE, YTO-TO M3 HEPEaTbHOTO MHUpA, KOTOPBIH
MBITACTCS BBHIUTH. B KaJeHIIMOHHOW YacTH MbEChl, 00pa3 MOTYCTOPOHHETO OYITO BBIPHIBACTCS
HapyXXy U Kak Obl BOUpas B ceOsi MEOIUYECKYIO JIMHHUIO MOTPYKACTCS TSIKEIIO U TIIyOOKO BHUS3.
Kak Ob1 yBOAs Bce ¢ coOOi B HMKHHE MUPBI (3TO HUCXOASAIIUE aKKOPJbl B KBAPTO-KBUHTOBOM
cooTHoweHuu (T.13 ¢ 3aTakTom)). M caMble nocieHue Tparuueckue akKopabl B HU3KOM PETUCTPE
Ha PPP ¥ MpauHblii gagekuii akkop it d-moll — fis moll, pucyrot kapTuny cmeptu.

Ilpumep 5. b. Bapmok, «Runaway horse» us I mempaou yuxna «/Jemsm»
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Otcroma Takoi o0pa3 mpocTpaHcTBa B mpocTpaHcTBe. ClMsSHUE peaTbHOr0 MHpa U
notyctoponHero. [IpumedarenbHo, 4To anurpagoM K 3TOH Mbece SBISETCS UCTOpUs 00 yOuTOM
Hae3HHUKe, KOTOopas 1aeTcs B KOHIE COOpHUKA:

«Tam 3a pexolt peukoil mapeHbKa YOUIH.
H3-3a cuBO# JIONIAJICHKH B peuke yTormmim» [11].

JlaHHblEe aHaIM3bl XApPaKTEPU3YIOT OCOOEHHOCTh pPAHHEro MepHoja TBOPYECKOTO IyTH
KoMmro3uTopa. Bo3MoxkHO OH He Opocaercsi B Ila3a HUCCIIEA0BATEINI0, MOCKOJIbKY B CIEIYIOIIUX
nepuojax, OH OTXOAUT OT HETOCPEICTBEHHOU CBSA3H C (POIBKIOPOM, OT MPUHIUIA IUTHPOBAHUSI.
baprok mwmiier, 4To «IIMTUPOBaHWE TpEAnojaraeT AMATOHUKY» [5]. A eMy naiblie XOTeloCh
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paboTaTh B CIIOKHBIX JIAZIOBBIX CTPYKTYpax. [103ToMy, 3TOT IJ1acT ero paHHeil My3bIKH HE CHIIBHO
3amereH. Ho, mpOCTpaHCTBEHHBIE CTPYKTYPBI, CBA3AHHBIE C JIOTHKOW MHOIOCIOMHOCTH, TIAE ITH
CIIOM HMEIOT pa3Hble IIyTH CBOETrO JApaMaTypruyecKoro pas3BepThIBaHUA, IO-APYroMy
IPOSABIAIIOTCA B €ro TBopyecTBe. M paccMoTpeHMe TOro, Kak 3TO IPOCIEKHBACTCS B
IPOU3BEICHUSAX CIEAYIOLIETO NEPHOA0B, MOXKET OBITh IIPEIMETOM HOCIEAYIOIUX UCCIEI0BaHUNA.
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1
Kaszaxckas nayuonanvuas koncepsamopus umenu Kypmarneasol
Anmamer, Kazaxcman

PAXAP] IITPAYC B 3EPKAJIE MY3bIKAJIbHON KPUTUKH

Annomauusn

B nmaHHOH cTaTbe IpencTaBleHa INUPOKas IMaHOpaMa KPUTHYECKHX B3IVIANOB Ha TBOPYECTBO
Puxapna UlTtpayca, ogHOTO UX SIpYallINX MpEACTaBHTENEH MO3JHET0 POMaHTU3Ma. AKTYyaJdbHOCTb PabOoThI
3aKJII0YaeTcsl B OOpallleHMH aBTOPOB KaK K PYCCKO-COBETCKHM HCCIEIOBAaHUSIM 10 TBOPYECTBY
kommo3utopa — B. Kapareruna, A. Occosckoro, M. HecTreBa, Tak M 3apyOeXHBIM HCTOYHHKaM — P.
Ponnana, 3. Kpayse, 1. Mypa, /1. Mapeka, I'. I'ynpaa. 1llupoko McHonb30BaHbl BbICKa3bIBaHUA CAMOTO
HITpayca u koMno3uTopoB coBpeMeHHHKOB — I'. Manepa, K. Jlebtoccu, b. baproka, C. PaxmannHoBa u
C. IlpoxodreBa. Kak wu3BeCTHO, OIlEHKa TBOPYECTBA KOMITO3UTOpA A0 HACTOSIIETO BPEMEHH BeChMa
HEOJHO3HauHa. BBIOOp Hepeoko INOKUPYIOLIEH TEMaTWKH, CTHJICBOM IUIIOPAU3M, CIIOKHOCTD
MY3BIKQJIBHOTO S3bIKA U 3BOJIIOIMS TAPMOHUYECKHUX CPENICTB OTPa3UINCh HA BOCIIPUATHH KOHCEPBATUBHON
ayauropud. Ha mnpoTspkeHMHM TBOPYECKOrO IIyTH KOMIIO3MTOpa MHOTHE €ro MNpOM3BeNeHHsS ObLIH
BCTPEUEHBI IIKBAJIOM KPUTHUKU W HECTIPABEUINBBIX BBICKA3bIBAHUI, KaK CO CTOPOHBI CIIyIIATEIeH, TaK U CO
CTOPOHBI MY3bIKaJIbHOW Tipecchl. B Hactosimee Bpemsi P. llTpayc mo-mpeXHEMY OTHOCUTCS K YHUCTY
HEJI0OIICHCHHBIX KOMITO3UTOPOB pybOeka XIX-XX BekoB, XOTS aBTOpP OTBEYAN XYJO0KESCTBECHHBIM HJICSIM
BpeMEHH, OBII TECHO CBS3aH C HOBBIMH MY3bIKQJbHBIMH TEUYEHUSIMH — HMIIPECCHOHU3MOM,
HEOKJIaCCUIIM3MOM, OKCIIPECCHOHM3MOM. B  Hacrosmeid paboTe TpUBEACHBI XapakTepUCTUKA U
nepuoau3anus TBopuectsa P. [lItpayca, onpenenen tun TBopua (o teopuu I'. ['an30ypra), npeacraBieHb!
BBIBOJIBI O BIIMSIHUM PA3HBIX HAIIPABICHUI Ha MY3BIKAJIbHBINA CTHJIb KOMIIO3UTOPA, a TAKXKE JaHA OLECHKA
3HAYEHMs] U aKTyallbHOCTH TBopuecTBa P. IllTpayca BeIOaroIIMMUCA KOMIIO3UTOPaMH U KPUTHKaMH.

Knrwouesvie cnosa: Puxapn Lltpayc, xapakrepucTiKa TBOPUECTBA, CTUIEBO IIIFOPAIN3M, KPUTHKH O
Irpayce.

Tuxon Makcumues *
' Kypmanzasvr amuindazuvl Kazax yimmolk KOHCEPEamopuschbl
Anamamul, Kazaxcman
PUXAP/I ITPAYC MY3bIKAJIBIK CbIHHBIH AMHACBIHJIA

Annomauus

Byn wMmakamaga poOMaHTM3MHIH ©H JKapKblH  ekiijaepiHiH Oipi  Puxapma Iltpaycarbig
LIBIFAPMAIIBUIBIFBI TYypajibl CHIHU KO3KapacTapAblH KEH ITaHOpamachl YCHIHBUIFaH. JKYMBICTBIH ©3€KTiJIr
aBTOpaapabiH komnosutop — B. Kaparteirun, A. Occosckuii, W. HectbeBa, opbic-KeHECTIK 3epTTeylep
HIBIFapMalibuIbIkTarsl — P. Pomumana, 3. Kpays, 1. Mypa, . Mapeka, ['. ['ynpaansiH mietenmik ke3epine
xyrinyinge kateip. llTpaycThiH 031 )xoHe 3aManac kommnozuropnapsl — I'. Manep, K.Jle6toccen, b.bapTox,
C. PaxmanunoB xaHe C.IIpoxodbeBTiH mikipyiepi KeHIHEH KOJIaHbUIIBI.

O3xepini3 OlneTiHAepiHi3AeH, KOMIIO3UTOPABIH KYMBICHIH Oarajiay OYriHri KYHre AediH eTe Kypaeni.
Kui TaHKanmapiblK TaKbIPHINTHl TaHJAy, CTHIb IUIIOPAM3Mi, MY3BIKIBIK TULIIH KYPACIUIr >KoHE
TapMOHHUKAIIBIK KYPaJIapblH 3BOJIOUMACH KOHCEPBATUBTI ayAMTOPHUSHBIH KaObUIIAyblHa dcep eTTi.
Kommo3uTopasiH mIbIFapMaIlbIbIK KOJIBIHIA OHBIH KONTEreH HIbIFapMaiapbl ThIHIApMaHAAp TapanblHaH
71a, My3BbIKQJIBIK 0acraces3 TaparblHaH Aa ChIH MEH 9JIIIETCI3 MIKipIepre TOIbI OOIIBI.

Kazipri yakpitra P. Ilrtpayc omi kyHre peitin XIX-XX racelpiapnarel  OaramaHOaraH
KOMIIO3UTOPJIapAbIH KaTapblHa jKaTaJlbl, JEeTCHMEH aBTOP YaKBITTHIH KOPKEMIIK HAesIapbIHa jxkayan oepce
Jie, JKaHa MY3BIKQIBIK aFbIMJApPMEH- HWMIPECCHOHHM3M, HEOKJIACCHIIN3M, JKCIPECCHOHU3MMEH ThHIFhI3
OaiiiaHbicTa OOMIBL.

Byn xymbicta P. Illtpayc mbFapMamibUIBIFBIHBIH CHNATTaMachl MEH KE3eHIUIr KenTipiireH,
XacaylmblHBIH TYpi anbikTanFad (I'. [aH30ypr Teopusicel 00MbIHIIA), KOMIIO3UTOPABIH MY3bIKAJIBbIK CTHIIIHE
OpTYPJIi GaFBITTApMBIH dCePl TYPabl TYXKBIPHIMIAP YChIHBIIFaH, COHBIMEH KaTap KOPHEKTI KOMITO3HTOPIIAp
MeH ceiHubuiap P. Iltpayc mibiFapMalibUIbIFbIHBIH MOHI MEH MaHBI3bUIbIFbIHA OaFra OepiireH.
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Tyiinoi cezdep: Puxapn llltpayc, msFapMamibUIBIKKA CHIIATTaMa, CTWIb InTopanm3Mi, IITpayc
Typaibl CHIHIIBLIAP.

Tikhon Maximchev *
'Kurmangazy Kazakh national conservatory
Almaty, Kazakhstan
RICHARD STRAUSS IN THE MIRROR OF MUSIC CRITICISM

Abstract

This article presents a wide panorama of critical views on the work of Richard Strauss, one of the
brightest representatives of late romanticism. The relevance of the work is to address the authors both to
Russian-Soviet research on the work of the composer — V. Karatygin, A. Ossovsky, I. Nestiev, and foreign
sources — R. Rolland, E. Krause, D. Moore, D. Marek, G. Gould. Statements by Strauss himself and
contemporary composers Such as G. Mahler, K. Debussy, B. Bartok, S. Rachmaninoff and S. Prokofiev are
widely used. As you know, the assessment of the composer's work to date is very ambiguous. The choice of
often shocking themes, stylistic pluralism, the complexity of the musical language and the evolution of
harmonic means affected the perception of a conservative audience. Throughout the composer's career,
many of his works were met with a barrage of criticism and unfair statements, both from listeners and from
the music press. Currently, p. Strauss is still one of the undervalued composers of the turn of the XIX-XX
centuries, although the author corresponded to the artistic ideas of the time, was closely associated with
new musical trends — impressionism, Neoclassicism, expressionism. This paper describes the
characteristics and periodization of R. Strauss's work, defines the type of Creator (according to the theory
Of hansburg), presents conclusions about the influence of different directions on the composer's musical
style, and evaluates the significance and relevance of R. Strauss's work by outstanding composers and
critics.

Keywords: Richard Strauss, characteristics of creativity, style pluralism, criticism of Strauss.

B wucropum 3anagHOEBPONEHCKOM MY3BIKAJIIBHOM KYJIBTYPBI
konna XIX- nHagama XX Beka oco0oe MecTo 3aHMMaeT Puxapn
Mtpayc (1864-1949) — reHHMANBbHBI HEMEIKUH KOMIIO3HMTOP,
JUPWXKEpP, MY3bIKaJIbHBIM MHUCAaTeIb, HOBATOP, CO3JABIUIMN HOBBIE
MY3bIKaJIbHO-IpaMaTuieckiue (HOpMbl M YHUKAIbHBIE MY3bIKAIbHBIC
o0Opa3bl. Bcro CBOIO KHM3HB OH TOCBATHJI Pa3BUTUIO HEMELKOU
MY3bIKaJIbHON KYJIBTYpBI, BBICTYIasi BEPHBIM XPAHUTEIEM BBICOKHX
ACTETUYECKUX M OTUYECKMX LEHHOCTEM CTapoll eBpPOIEUCKOU
KynbTyphl. TBopueckoe Hacienue lllTpayca moucTthHe rpaHIMO3HO
HE TOJIbKO MO YPOBHIO PELICHUS XYI0XKECTBEHHBIX, 3CTETHUUYECKHUX
3ama4y u GuiaocodCkoil TIIyOrHe, OHO SIBJISIET COOOM BBIAAIOIICECS U
MIPOTUBOPEUYUBOE SIBJIEHUE B UCTOPUM MY3BIKAIbHOTO MCKyccTBa. OH
agTop 16 omep, 2 OaneroB, 9 cHUM(OHHYECKHMX TI0dM, JBYX
cuM(pOHMI, a TakKe XOPOBBIX, MHCTPYMEHTAIBHBIX U KaMepHO-
BOKAIBbHBIX  counHeHmid. I[lITpayc  3HaumTenbHO  oOoramaer
MY3bIKAJIbHBIHN S3BIK, €T0 MEJIOIUYECKHE HAXOJKU, TAPMOHUH, PUTMBI,
WHCTPYMEHTOBKAa  OTMEUEHBI  CBEXKECThIO M  CBOeoOpazmem

Puxapn HlTtpayc
(1864-1949)

XYI0’)KECTBEHHOH MBICIIU

OpnoBpemeHHO ¢ DHrenboepToM XymnepaunkoM (1854-1921), denukcom Belinraptaepom
(1863-1942), Maxkcom Ilummmarcom (1868-1933), depyuuo byzonm (1866-1924), Makcom
Perepom (1873-1916), T'arcom [lpumaepom (1869- 1949), Puxapa Lltpayc — Puxapa Tperwit,
KaKk HasbplBaJ €ro, cpaBHUBas ¢ Barnepom, ['anc bronoB, sBisieTcst SpKMM IpeACTaBHTENEM
HEMEIIKO KOMITO3MTOPCKON IIKOJIBI TIEPEXOIHOr0 IepHoia, Tak HasbiBaemoro fin de siécle.

! Fin de siécle. (¢ dp. — «koHeI[ Beka») — 0603HAUCHHE XapaKTepHbIX sBIeHHI pybexa XIX u XX BEKOB B HCTOPHH
eBporeiickoil KynbTypbl. K sIBIeHHSIM KOHIIa BeKa OTHOCHMJIM WHIMBHIYasll3M, OTKa3 OT OOIIECTBEHHOH XKM3HU U
OOIIETIPUHATEIX MOPAIBHBIX HOPM, Pa3HOOOPAa3HbIE IPOSBICHUS «yIIaKay.
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Hapsny ¢ xommosutopckuMmM u pupwxkepckuM gapom P. Iltpayc oOmagan npeBOCXOIHBIM
JUTEpPaTypHbIM TAJIAHTOM, KOTOPBIM SIPKO IPOCIIEKUBAECTCS B €r0 BBICKA3bIBAHUAX, CTATHIX,
KHUTax, a Takke B mucbMax. P. IlTpayc oTHOCHTCS K OCOOOMY THITy TBOpLA, BUICBIIETO B
HCKYCCTBE HE pa3BlIeUCHHE, a BAKHEHIINN KaHA KyJIbTYpBbI, CIOCO0 Nepeco3JaHus caMOi KHU3HU.
He cnyuaiiHo o ero TBopuecTBE MNHcaad Bblaromuecs kommo3utopel — WM. CtpaBuHCKHI,
K. He6roccu, I'. Manep, C.Paxmanunon, C.IIpoxodseB, b. baprok, mucarenmu — P.Pomnan,
C. Ligeiir, my3bikoBenpl — M. Ponan, 3. Kpayse, B. Kapareirun, /x. Mapek, ucronHurenu —
Jx. Myp, . ®umep-Zuckay, I'. I'ynpa, O. lIBapikond, T. XammcoH.

B wucropuorpadpun tBOpueckmii myts P. lllTpayca mpuHSATO YCIOBHO AEIHTH Ha YEThIpE
nepuona. [lepsorit — no 1886 roma, Bropoit — 1887-1903, tpetmii — 1903-1918, yerBepTsiii — 1918-
1949. Opnako, paccMmarpuBasi AMHAMHMKY TBOPYECTBAa KOMIIO3UTOPA, KOTOPBIM, KaKk H3BECTHO,
COYMHSJ JI0 KOHIIa CBOMX [IHEeW, KpynHeWmwue mTpaycuanubl, — P.Pomnan, 3. Kpayse,
A. OccoBckuif, J[x. Mapek, CYMTalOT, YTO BCE BEPUIMHBI OBLIM yXKE MOKOPEHBI BO BTOPOM H
TpeTbeM nepuojax. Yro Kacaercs KOHKPETHO YETBEPTOr0 NEpHOoJa, TO HWHTEHCUBHOCTH
NESATEIbHOCTH KOMIIO3UTOpa B IOCJIEHUE T'0JIbl 3aMETHO 3aMEJIsieTCsl, a KayeCcTBO TBOpPYECTBA
3ameTHO yxyamaercs. WM. Comneptunckuil nonaraer, yto HITpayc cTaHOBUTCS 3MIMTOHOM CBOETO
TBOpuUecTBa, A. OCCOBCKUI MHUILIET, YTO «YETBEPTHIN NEPUOJI OTMEUEH TBOPUECKUM OCKYTHEHHUEM,
Bce Oonplneil HAeHHOM M XyI0KeCTBEHHOHN aderpananuedt kommosutopa» [1, c.184]. Msl xe
MpUEP)KUBAEMCS MUHOW TOUYKU 3pEHUsI, KOTOpasi B KOPHE OTIMYAETCS OT MPUHATON My3bIKaJIbHOMN
Hayke. BeckuM oOcCHOBaHHEM, OCHApUBAIOIIMM 3aKpEeNHBIIHECS B 3apyOE€KHON U POCCHUICKOM
MY3bIKQJIbHOM HAayKe B3IJIS/IbI, CIYXaT, BO-IIEPBbIX, IIPOU3BEIECHUS KOMIIO3UTOPA, CO3JAHHBIC B
YEeTBEPTHIM MEPUO, MPEICTABISIIONINE COO0M HEOCTIOPUMYIO XYIOKECTBEHHYIO LEHHOCTh. Peub
UJET O TaKUX LIEJIEBPAX, OTHOCAIIMXCS K Pa3HBIM kaHpam, Kak «Tpu mecau Odemnn» (1918) u3
«"amnera» Y. lllekcniupa, Bokanbhblil 1uKI «[lecau Boctoka» (1928) na cruxu [lupasu Xaduza
M KUTANCKUX CPEIHEBEKOBBIX MO3TOB, omnepa «Kampuuumo» (1942), Konuept nns BanTOpHBI C
opkectpoM No2 mu-6emoisib Mmaxkop (1942), Konueprt mis rodost ¢ opkectpoM pe Maxkop (1945),
«YeTtpipe mocneaHNe MECHW» VISl BBICOKOTO Tosoca ¢ opkectpoM (1948), Ho B mepByro ouepenp —
310 «Meramopdo3s» (1945), HemocpeICTBEHHO CBA3aHHBIE C IMOCIEIHUMH ToaaMu Btopoit
MHPOBOU BOVHBI.

PaGota Haj 3TUM TIpaHAMO3HBIM HPOTPAMMHBIM TOJOTHOM, MpeJHa3sHauYeHHOM i 23
CTPYHHBIX MHCTPYMEHTa, OCHOBAHHOM Ha IIMPOKOM M TBOPUYECKOM HCIIOIb30BAaHUM TEM U3
HIEICBPOB KJIaCCHUECKOM Hemenkoi My3biku — B. Monapta («lOnutep»), P. Barnepa («Tpucran
u Msonpaa»), P. llltpayca («ApaGennay), JI. Ban berxoBena («I'epondeckas cumpoHus»), Oblia
Havata B 1943 rony, korjma Obul paspylieH MIOHXEHCKHMH omepHbIM TeaTp, oM ['ere, ropona
Hpe3nen u Beitmap, Bce uyTo ObUIO Tak Aoporo cepmaiy kommno3utopy. Ilo cuie cBoero
BO3/ICUCTBUS, TIIyOMHE 3aMbIClia M €ro BOIUIOMEHUH «MeTramopdo3bl» — 3TO HACHIILIEHHOE
rIIyOOKHUM TICHXOJIOTU3MOM U TPAaru3MOM IPOU3BENIEHUE, KOTOPOE MOXKHO COMOCTAaBUTh, HA Halll
B3IV, C TaKMMM IueneBpamMu Kak «TpaypHblii Mapm u3 repoudeckod cumbonuu JI. BaH
berxoBena, «IloxoponHbI Mapin Ha cMepTh 3urdpuna» u3 omnepsl P. Baraepa «3akat 6orosy,
«Anaxuo» u3 cuMmponuii A. bpykHepa, «Anaxuerro» u3 Ilaroit cumbponuu I'. Manepa, [leppas
gacTh lllecroit cumbonunu I1. YaitkoBckoro, «Anaxuo» misi ctpyHHbIXx C. bapGepa. «Moxer
Ob1Th, LlITpayc mpoXkKuia BOCEMBIECAT MATh JIET UCKIIOUYUTENBHO JUIS TOrO, YTOOBI CO3JaTh ITY
BEJIMKOJIETIHYIO Belllb, — mucal o «MeTtamopdoszax» (ppaHIly3CKUH KOMIO3UTOP U MY3bIKOBE]
Manysne Ponan. — Moxer ObITh, BCE €ro INpeyBeIMYCHMs, H3JIMIIECTBA, HECKPOMHOCTH M
MperpemeHus TpOTUB XOPOIIEro BKyca ObUIM BCETo JHIIb HEW30€KHBIMU JTallaMd Ha IyTH,
KOTOpBIM TPUBENT ATOrO CTApOro0 YEIOBEKAa K OTKPBITHIO MYIPOCTH, K HAlMCAHUIO DSTOU
YMHUPOTBOPEHHOM U HOCTAJIBIMUECKOM MY3bIKU-pa3ayMbs» [2, 25].

Bo-BTOpBIX, ONOpa Ha HOBYIO OpPUTMHAJIBHYIO «TEOPUI0 O ISATH TUMAX KOMIIO3UTOPOB)
BbIBUHYTYIO I'. ["an30yprom. «Ilateiii Tun, — Hanbosee pacpoCTpaHEHHBIH, — KOMIIO3UTOPHI C
MOCTENIEHHBIM IPOTrPeCCUPOBAHUEM, HApacTaHHUEM TBOPYECKOTO MOTEHIMANa, 00pa3yroluM psij
B3aMMOCBS3aHHBIX TEPUOJIOB TBOPYECTBA, COMPOBOXKIAIOLIUXCS MYTAlMsIMH CTHUJIS ... TaKOBO
OOJIBIIMHCTBO M3BECTHBIX KOMMO3UTOPOB, BKItovas U. baxa, I'. ['ennens, . Taiigna, @. Jlucra,
P. Baruepa, /. Bepau, P. Illlymana...» [3, 108].
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Tem cambiM, P. lllTpayc HaMu npuUYUCHSETCS K T€HHAJIbHBIM TBOpPLIAM HE TPETHETO THIIA,
TBOpPYECKAsi AKTUBHOCTh KOTOPBIX, IOCTUTHYB KYJIbMHHALMU, HEOXKUIAHHO MPEPHIBACTCS WU
3aTyXaeT, a MOCIEAYIOIUM rojaM IpHUCyla TBOpYECKas MajonpoayKTuBHOCTH (k. Poccuny,
M. I'nmunka, . Cubenmyc), a mociaeAHEero, NATOTO THIA, TO €CTh, K KOMIIO3UTOpaM,
MPOJIOJIKAIOIINX YCIIEITHO TBOPUTH 0€3 may3 /10 MOCIeIHUX qHeH cBoel xu3Hu. [lo3nuuii mepuos
[lItpayca, TpakTyemblii Kak YINaJOK TBOPYECKUX CHJI KOMIIO3UTOPA, OLIEHUBAECTCS HAMU KaK
IUIOJOTBOPHBIA M 3HAYMMBIN 3Tal B €ro TBopuecTBe. JlaHHas cuTyalus JaeT BCE OCHOBaHUS
npoBectu napaiuiens ¢ P. lllymana, akTHBHOCTh KOTOPOTO HE yracia, Kak OTMEYaloT B y4eOHHKaX
10 UCTOpUH 3apyOexHoi My3biku, B. Konen, B. ®@epman u qpyrue ncciaenoBaTean ero Hacaeausl.
Hanporus, B nocneanue rojsl 0blu co3nanbl PexBueM, Mecca, BokaibHble IUKIBI Ha cTUXU E.
Kynbman, a Takke ero equHcTBeHHas onepa «['€HoBeBa», BHICOKO LIEHMMas CaMHUM aBTOPOM U
BbI3BaBIIas Bocxuienue 1. Jlapoma, H. Pumckoro-Kopcakosa, C. CiioHuMCKOrO.

Puxapn lItpayc oTHOCHTCS K HPEACTABUTENAM IO3HETO POMAHTU3MA. DTO — «IIOCIEAHUN
POMaHTHUK», KaK CIPaBEAJIMBO HA3bIBAIOT €r0 aMEpUKAHCKUW uccienoBarens k. Mapek B cBoei
kaure «Puxapn lrpayc. Ilocieqnuii poMaHTHK», KOTOPBIM CBOMM MCKYCCTBOM 3aBEPIIAET LEITYIO
AMoXy, OepylIylo Havajao ¢ mo3aHero berxoBeHa u AOCTUTIIEH BhICIIEH TOUYKH B CBOEM Pa3BUTHU
B TBOpuectBe U. bpamca, @. Jlucra, P. Barnepa. OnnoBpemenno B mnpousBenenusix lLllTpayca
MMEIOTCSl SIBHBIE TIPEANOCBUIKM M TECHbIE CBA3M C TaKUMHU HOBBIMH COBPEMEHHBIMU
XYJOKECTBEHHbIMU TEYEHMSIMM KakK d3KchpeccMoHM3M (omepbl  «Canomes», «IIeKTpay),
ummpeccuonusM (necan «KyBmmHka», «[Lmom» U3 BOKadbHOrO LHUKIA «/[eBUYBM I[BETHI»,
¢bparmenTsl u3 cuMpoHmUecKor ModMbI «Tak roBopui 3aparycTpay, «AJIBIMUHACKOW CUM(MOHUNY);
HeokmaccuuiM (omnepsl «KaBanep pos3», «Apuagna Ha Hakcoce» «MHTepmenoy», «Apaberiay,
(dbparMeHThI B3 cUMGOHNYECKOH 1M03MBI «Trib YiaeHmmurensby). [lociieqaee mo3BoisieT rOBOPUTH
0 CmueeoM naopalumMe, KOTOpblii TUIIMYEH AJIS TBOPLIOB CIOXKHEHIIETro MepexX0IHOr0 BPEMEHHU:
kommo3utopoB — 3. Caru, W. CrpaBunckoro, b. baproka; xymoxuukoB — A. Marucca,
IT. ITukacco. CxemMaTHYECKH 3TO MOKHO OTOOPA3UTh CIEAYIOMUM 00pa3oMm:

BeHCKAA
HMOpeCcCHOHRIM KIACCHKA
npeJBROCXHIeHHEE PHXAPIT IITPAYC paHHIIT
IKCOPeCCHOHHIMA POMAaHTHIM
HEOK.IaCCHIH3M mo3 HMI
POMAHTHIM

IIpu3HaHHBINA KJIACCUK, KAKOBBIM 110 IpaBy cuuraercs P. llltpayc, nmpousBeneHus KOTOporo
3ByHaJId W TPOAOIDKAOT 3By4daTh B XX| Beke Ha CIeHaxX Jy4IIUX OMNEPHBIX TeaTpoB U
KOHLIEPTHBIX 3ajlaX B MCIIOJHEHUU IPEKPACHBIX MY3bIKAHTOB, UMEET HEOJHO3HAYHBIE OT3bIBBHI,
OLICHKY €ro XYJOXXECTBEHHBIX 3aBOEBAHUU, IMOHUMaHHE 3HAYMMOCTH dToi ¢urypsl. Ha
MIPOTSKEHUHM BCErO TBOPYECKOro IyTH MadscTpo mojseprajics KpUTHYECKUM HalajgkaMm, Kak co
CTOPOHBI IIMPOKOM CIyIIATEIbCKOW ayIUTOPUH, TaK M CO CTOPOHBI MY3BIKAJbHBIX KPHUTHKOB.
IIpaB renuanpHbll KaHajackuil nuaHucT [nenH [ynpn, cuwraromui Illrtpayca Benmyaiimm
KOMITIO3UTOPOM W3 BCEX, JKMBIIMX B XX CTOJNETHM, PEMyTalHs KOTOPOIrO «IOCTpajzaiga OT
HECTIpaBeJIMBBIX OLICHOK OOJIbIIIe, HEXKENN Y JIFo00ro My3bIKaHTa Hallero BpeMeHmn» [4, 95].

Yem ke o0OyClIOBJI€HA HEOJHO3HAYHOCTh OTHOUIEHHMS K TBOPYECKUM 3aBOEBAHMSIM,
Hacyenuio? OTBevast Ha 3TOT CIOKHBINM, MAaJIOU3Y4YE€HHBIN U TMCKYCCHOHHBIM BOIIPOC, IONBITAEMCS
ONPEIEIUTh U BBIIEIUTh OCHOBHBIE TPUYMHBI NAPATOKCAIIBHON U OJTHOBPEMEHHO IpaMaTUYECKON
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JUI. KOMIIO3UTOpPA CIIOKMBILEHCSA cuTyanuu. K TakuM BECKHMM MOBOJAAM, BBI3BABIIMX YIPEKH CO

CTOPOHBI CIYIIATEIbCKON ayTUTOPUH, U UMEIOIIUX 101 cO00i MOYBY, Ha HAIIl B3IJISII, OTHOCSITCS:

a) BBIOOP HEOOBIYHON M HEPEKO HIOKUPYIOLIEH TEeMAaTHKH;

0) maynexo HeOe3yIpeuHblii BKYC: COYETaHHE T'CHHUAIBHOTO ¢ OaHAIBHBIM, paQUHUPOBAHHOCTH C
IPSIMOJIMHENHOCTBIO);

B) CJIOXKHOCTb MY3BIKQJIbHOTO SI3bIKA OTJICIbHBIX COUYMHEHUN;

I') HaJu4due JUIMHHOT;

1) KOHCEpPBAaTU3M BOCIPHUATHS CHyIIaTens, MPOSBIAIOIMIMUNACA B HENPUITHH HOBATOPCKUX
9KCIIEPUMEHTOB;

€) CTHJICBOU TUTIOPAIIH3M.

Paccmotpum  Gomee TOAPOOHO OT3BIBBI  M3BECTHEWIIMX E€BPONEHCKUX M PYCCKHUX
KOMIIO3UTOPOB, MHUCATENIEH, MY3bIKOBEJIOB Pa3HOM TBOPUECKOW HANPABICHHOCTH, OTMEYAIOLIUX
KaK CWJIbHBIC, TaK U ciabble CTOPOHBI, MMeromuecs B mpomsBeneHusx Lltpayca. Haunem c
Pomena Pomiana, ogHoro u3 riayOOKMX W paHHUX HCCleIOBaTellell TBOpPYECTBA, aBTopa psia
crared W KHUrW, nocesuieHHod P. Illtpaycy, koropomy HpHHAUIEKUT OAHA U3 TIyOOKHX
XapakTEPUCTUK HEMELKOro TeHus: «Boyid y Hero repouyeckas, MOKOPSOIasi, CTpacTHas u
Moryuas 10 Benuuust. Bot uem Puxapn llTpayc Benuk, BOT B 4eM OH YHUKYM B HAaCTOSIILIEE BPEMSI.
B HeM 4yBcTBYeTCS CuWila, BIACTBYIOLIAs Hal JHOJbMHU. DTHU-TO T'€POUUYECKNAE CTOPOHBI U JIETIAI0T
€ro MPEeeMHUKOM KaKOW-TO 4acTH MbIcie berxoBena u Baruepa. DTH-To CTOPOHBI U JI€]aI0OT €T0
OJTHUM, U3 TIOATOB, — OBITh MOXET, CAMBIM KPYITHBIM coBpeMeHHO# ['epmanum» [5, 97-98].

C remnoroit otHocuiics K TBopuecTBY lllTpayca aBctpuiickuil komnosurop ['ycraB Manep
WM pana BbICOKas OLIGHKa OIEpHOro TBopuecTBa Kommo3utopa («I[loTyxmmii OroHby,
«Canomes»). OgHaKo J10J19 KPUTUKH IPOCMATPUBAETCS AaK€ B KpaliHE MOJIOXKUTEIbHBIX OT3bIBAX.
B nuceMe k AnpMe Manep KOMIIO3UTOp JAeT CIEAYIOLIYI0 OLEHKYy omepe: «Camomes» —
COBEPILIECHHO I'€HUAIbHOE, OYEHb CHJIBHOE IPOU3BEIECHHUE, KOTOPOE, HECOMHEHHO, OTHOCUTCS K
YHUCIIY CaMbIX 3HAYUTENbHBIX U3 CO3/IaHHBIX B HalllM AHU. B HeMm moxa rpynoil mycopa *UBET U
JeWCTBYET BYJIKaH, IMOJI3€MHBII OTOHB, a HE TIPoCTol (eiiepBepk» [6, 245]

JlocTaTouHO KpUTHYHO W HeoAHO3HauHO oT3biBajica Kion JlebGroccu o TBOpuYecKOM
Hacneauu lltpayca. Haxomsice mop BmedaTiieHMeM OT CUM(OHHUYECKUX KOMIIO3WIIUNA, OTMeYast
Tako€ M3YMIIOIIEE MHOTHX COBPEMEHHMKOB U IIEHHOE KayeCTBO, KaK yYMEHUE BOIUIOTHTH B
My3bIKE JKH3HENo0ue, paJjoCTHOE BOCHPHUITHE KU3HU, TO €CTh, «B My3bike Puxapna Illtpayca
MHOro connua». OpHako, paccmarpuBas onepy «OJEKTpa», B YaCTHOCTH, Kacasch
rapMOHHMYECKOTO sA3bIKa, JebroccH, BhIIENsSI Cepbe3Hble HEJAOCTAaTKU B 3TOW cepe, B THIUUHOMN
JUIE HEro MaHepe XecTko o6o0maer: «llTpayc coBepIIeHHO XJIaJHOKPOBHO HAarpoMOXIaeT
HauboJee JaneKue Ipyr oT Apyra TOHAJbHOCTH, HUYYTh HE 33yMBIBasCh HAJl TEM, YTO 3TO MOXKET
«IIPUYUHHUTH 00JIbY», U 00palllaeT CBO€ BHUMAHHUE TOJIBKO Ha «BBIPA3UTEIBHOCTH». CKaXeM Takxke
M O TaKOM HIMPOKO MU3BECTHOM B XYJ0KE€CTBEHHBIX Kpyrax adopusme Jlebroccu. Ha Bompoc o ero
MHeHuH no noony P. lrpayce, Jlebtoccu octpoymuHo orBetwin: «Kak Puxapma — s mo6mro
Barnepa, a xax [Itpayca — s mo6to Morauuay [7, 27].

Pe3ko onenuBan omepHoe Hacnenue u jpoctwkeHus P. llrpayca B atom sxanpe Moatp
My3bikn XX Beka WM. CrpaBunckumii. Kecratu ckaxem, 9TO B OIEHKE OH OBLI IOCTATOYHO CTPOT,
KpaliHe peIKo OTMeual TAJIaHT U 3aciIyrd JPYTUX KOMIo3uTopoB. Cpenu TBOPLIOB, 3aCTy KUBIINX
ero noxsaiy, HazoBeM K. Uepnu, M. Pasens, O. Catu, M. ne @anbs, My3bIKy KOTOPBIX OH LIEHUJ
U MCKpeHHe Bocxuaics. «S xoren Obl moaBeprHyTh Bee onepsol LlTpayca nrob6omy HakazaHHIO,
YTOTOBAaHHOMY B YHCTWJIMILE JUISI TOpXKECTBYomel OaHanbHOCTH. VX My3bIKalbHBIA MaTepHal,
JIeIIeBbIi 1 OC/THBINM, HE MOXKET 3aMHTEPECOBATh MY3bIKAHTA HAIIUX THEH. ..

3aHMMaroIas Ternepb Takoe BUTHOE MECTO «ApHaiHa»? Sl He BBIHOIIY KBAPTCEKCTAKKOP/IOB
HTpayca: «ApuagHa» BbI3BIBAET Yy MEHS JK€IaHHWE BHU3KaThb. — numieT CTpaBUHCKUII B CBOUX
«Jlnanorax» [8, 208]

CBoell HEOAHO3HAYHOCTBIO OTJINYAKOTCs BbIcKasbiBaHudA o Llltpayce b. baproka. C oxgHoit
CTOPOHBI, OH C BOCXHUIIIEHHEM THUIIET O 3HAKOMCTBE ¢ cUM(pOHHWYECKON modMon «Tak roBopui
3apaTtyctpa», kotopyro ycasiman B 1902 rogy. Ilo ero cioBam, 3TO COUMHEHHUE NMPOU3BENIO HA
HEro CHWJIbHEHIIee BIeYaTiieHne, OYKBAJIbHO Kak «ymap MomHuu». He cmydaitHo 3. JlenaBaum
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OTMEYaeT BIUSHHE KOHIEMIUN Mo3AHUX poMaHTUKOB — @. JIucra u ocobenno P. Iltpayca Ha
nmpousBeneHus baproka, OTHOcsAIIMECS K PpaHHEMY IIEpUOAY TBOPYECTBA BEHIEPCKOIO
kommo3utopa [9, 22]. Cmyctss HECKONBKO JIE€T, B CO3JaHHBIX B 3TH TOJbI MPOHW3BEACHHSIX —
«JlepeBsiHHBIN TpuUHI, «HynecHblli MaHIapuH», bapTok Kak KOMIO3UTOp NPUOOpETaeT APYryro
MaHepy M CO3HATEIbHO OTXOJHT OT MPHUHIUIOB, MpHcymux cuMmponnueckomy metony Lltpayca.
bosiee Toro, B cBOMX BBICKa3bIBaHMIX O TBopuecTBe Puxapna llltpayca, oH cuuraer ObIBLIETO
CBOET0 KyMHpa HEJOCTATOYHO INTyOOKUM U COBPEMEHHBIM.

Vxe B Havane XX Bexka Puxapp IllTpayc moimydmi W3BECTHOCTH KAaK IPOBOKALMOHHBIN
komno3utop. HoBaropcTBo B  BbIOOpE TE€M, OTKPOBEHHOCTh TBOPYECTBA, IIYTraroIIUi
KOHCEPBATUBHBIX KOMIIO3UTOPOB HaTypanus3M, nocraBwiu Illtpayca B omnmosunuio 1o
OTHOLICHHIO K ApyruM TBopuam. I[IpumedarensHo BeIcKasbiBanue A. JIsgoBa aapecoBaHHOE
CTY/ICHTaM YBIICKAIOIIMMCSI CMEJIBIMH dKCTIIEpUMEHTaMH (cpenn KoTopsix Obul 1 IIpokodseB): «S1
HE TOHMMalo, 3adyeM Bbl y MeHs yuumTech? Iloesxkaiite k Puxapay Ilrpaycy, moesxkaite K
Hebroceny [10, 36]. TIpuBenem nosummio C. PaxmMannHOBa 10 oTHOIICHUIO K My3bike P. [llTpayca.
Ha cBoux cum@poHHYECKUX KOHLIEPTaX, KaK CBUIETENbCTBYET IIpecca TeX JIET, OH OJINCTATEeIbHO, C
OOJNIBIIMM  yBIICYEHUEM JUPWKHUPOBaN mmTpaycoBckumu mnodmamu «Jon XKyan» u «Tunb
VY neHmnuresns», KOTOPIMUA UCKpeHHE Bocxuinaics. B navane 1907 rona B Jpesnene PaxmanunoB
yenpiman «CaoMero», 0T KOTOPOH, KaKk OH MHIIET K CBOeMY ApYyry, npodeccopy MoCKOBCKO#
KoHcepBatopun H. Mopo3oBy, mpuiesn B MOJHBIH BOCTOPr, «OOJbIIE BCEro OT OPKECTpa,
KOHEYHO, HO MOHPABUJIOCh MHE MHOTO€ W B CaMOM My3bIKE, KOTJa 3TO HE 3BydYalO OYEHb YK
¢anpmmBo. U Bce-raku IllTpayc — oOueHb TanaHTIMBBIA 4elOoBEK. A HHCTPYMEHTOBKA €ro
nopasurensHa. Korna s, cuasg B Tearpe U npociyuiaB yxxe Bcio «Canomero», MpeacTaBuil ceode,
4TO BIpPYT OBl ceifuac, 37ech ke 3aurpaiu Obl, HAIPUMEP, MOIO OIEpy, TO MHE CIENIANIOCh KaK-TO
HEJIOBKO M CTHIIHO. Takoe 4yBCTBO, TOUHO s BBIIIEN ObI K my0imke pazaereiM. Odens yx Lltpayc
yMeeT HapspkaTbes...» [11, 404].

B Tom ke kimode BbIAEp)KaHBI JBe 3anmuck u3 AHeBHUKOB C. [IpoxodneBa, koTopsie ObUIH
HanucaHbl B pasHble rofsl. [lepBas 3amerka caenana kommosutopoM B IlerepOypre. OTmerum,
YTO 3TOMY MPEIIIECTBOBAIIO OOJBIIIOE COOBITHE B KYJIBTYPHOM KU3HU 00EUX CTOJIUII, CBSI3aHHOE C
npuesnoM P. Illtpayca B auBape 1913 rona Ha ractponu B Poccuro. Cnenyer ckasarb, BO-IIEPBBIX,
9TO 9TO BTOpas, mocie 1896 roma moe3nka B Poccuro u ciymarens ObUT YK€ 3HAKOM C
TBOPUYECTBOM IOCJIEAHETO poMaHTHKAa. Ero mMsa He cxomut c mosoc «Pycckoil My3bIKaJbHON
ra3eTbl», KpuTUkM npencrasisor P. Illtpayca xak «Hambosee mepeaoBOro M MpOrpecCUBHOTO
My3bIKaHTa COBpEMEHHOW ['epMaHmM, Kak HOBBIM CBET, KOTOpBIM IOKa3aJcsi Ha TOPU30HTE
My3bIKaJIbHOTO HeOa». Bo-BTopeix, IllTpayc ¢ 0onbIIMM yBa)k€eHHMEM OTHOCHJICS K PYCCKOM
My3BIKE M €€ TBOpLaM, C ynoBoibcTBUeM gupwxkuposan «lllexepesanoii» H. Pumckoro-
Kopcakosa. B nawane IlepBoii MUpOBOW BOIHBI, Y3HAaB O TOM, YTO BJAacTH ['e€pMaHMM XOTST
3alpETUTh MCIOJHATh PYCCKYH0 My3bIKy, Puxapn IlTpayc mnumer BO3MYHIEHHOE OTKpPBITOE
MHChbMO, HamedaraHHoe B «PycCkoW My3bIKaIbHOM raszete»: «BowT rocymapcrBa, a Hayka Hu
UCKYCCTBO JIOJKHBI CTOATH BHE IOJIMTHKH, BHE BOMHBI, U HaM, IIPEJICTaBUTENSAM MCKYCCTBa, HE
CJIeTyeT CTAHOBUTHCS MMOCMEIIUIIIEM BCETO MUPAY.

Uro kacaercs KOHIEpTa, KOTOPBIM cocTosuics B 3aie J[BOpSHCKOro coOpaHHUs MOJ
ynpasineHuem camoro Illtpayca, To Ha Hem mnpos3Byuanun «on XKyan», ¢dparmentsl u3
«Canomen», «JlomamHsas cuM(pOHNS», BCTPEUECHHBIE CIyIIATEIsIMU TOPIYUMH OoBalusMu. B 3ane
MPUCYTCTBOBaJl KOMMO3UTOp, pekTtop IlerepOyprckoit koHcepBatopun A. I'ma3yHoB, Bcs
XY/A0)KeCTBEHHAss MHTEJUTMTeHIMs ceBepHOi cTomuubl. 16 ¢espans 1913 roga C. IIpokodbeB ObL1
MpUrJjalleH Ha reHepaibHylo pernetunnio «nekTpbi» ltpayca B MapunHckoM TeaTpe, KOTopast
nocie mpembepbl B 1908 rogy Obula Ha3BaHa KpPUTHKAMH IONUIOCTBIO U TOPXKECTBYIOLIEH
OaHabHOCTHIO. B KauecTBe pexuccepa BoICTymms Be. Melepxomb, AeKopaiuy BBITOJTHEHBI A.
I'onoBunbv, aupuxep A. Poyrc. «MecraMu s MOJIy4MJI IOJIHOE YJIOBJIETBOPEHME, — MHILET
[IpokodbeB, — XOTs CTpaHHO, KOT'/Ia MO MOBOAY KaKOr0-HUOY/b AYIIEBHOIO JBUKEHHS MaJlEeHbKOMN
KESHIIMHBI, 3aTePsBILIEHCS B ITyOMHE OTPOMHOM CLIEHBI, B OPKECTPE MPOUCXOIUT TaKOH I'POM, 4TO
PYLIUTCS MOTOJOK... OTHOCUTEIBHO IO CaMOi MY3bIKH, TO €CTh MECTa CHJIbHBIE U JIpaMaTUYECKUE,
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€CTb OYEHb IOIUIbIE, Macca HEHYXHOH (anbliv, MOJHOE OTCYTCTBUE Mayelmiei ¢Gopmbl U
HeBEepOosTHas AnuHa. BooOie-To My3bIka JIIOOONBITHAS, HO HE «HACTOALIAs», Kak (aJbLIMBBII
30JI0TOM, KOTOPBIH He 3BeHUT» [12]. TIpokodbes.

Crnenyromas ¢ukcaiusi BredaTieHUss OTHOCHTCS K 1921 romy, oHa mMosBHJIACh IOCTE
nocemenust [IpoxodreBsiM KamepHoro koumepra llltpayca B Yumkaro. «Konmept Illtpayca
COCTOSUI M3 €r0 POMAHCOB, aBTOP y posuId. AKKOMIIaHMPOBAJI OH IIPEJIECTHO, YyTh-4yTh CyXOBaToO,
— ormeuaeT Ilpokodnes. — [lepBbie poMaHChl OBLTH MPOCTHI M XOPOILHM, HO 3aTE€M IOLUIA TaKas
CBHUCTOILIICKA JYPHOT'O BKYycCa, YTO 5 yApail ¢ nosikoHuepra. Hy, s noHumaro nouuiocts B kabake.
Korga urparor cagoBele OpKECTpPBI, 51 IPOCTO UX HE ciblily. Ho Koraa nomocTs npeacTaBiIseTcs
C MEPBOKJIACCHOM TEXHUKOM, 01aropoJHBIM BBIPAKEHUEM JIMLIA 1 MUPOBOM CJ1aBOM, TO 3TO, IPaBo,
ockopbutensHO» [12, 32].

ITocne cocrosBmmxca B Poccum konunepros P. llTpayca, KOTOPOro KpUTHKH Ha3bIBaJIH
IIPOTPECCUBHBIM KOMIIO3UTOPOM, MPOLIEAIINX C OLICIOMIIIIOIUM YCIEXOM M OIPOMHBIM
WHTEPECOM POCCHUMCKOro clymaTeiasi K COBpPEeMEHHOW eBporeiickoi My3bike, B. Kapartbirus,
U3BECTHBI MYy3bIKaJIbHBIN mucatenb, aBTop KHUrKM «Puxapn Llrpayce». OT pomanTuH3ma K
peamusmy» (1922), nogenuics CBOUMHU pa3MbIIUIEHUSIMU IO TIOBOJY ycIlieXa MY3bIKH HEMELKOTO
komnosutopa B Poccun. «Kak ObIcTpo MBI kMBeM, — numieT KpuTHK. — Jler 10 Tomy Hazax Ha
Hltpayca mmupokas nyOiauka cMoTpesa KpailHe HElIOBEpYMBO, CUMTaja €ro MY3bIKY JUKOH U
COBEPIICHHO  HempuemsiemMod. HblHemHMN  IIyMHBIM  ycmex  IE€pMaHCKOrO  MajsCTpo
CBH/ICTEIIbCTBYET O TOM, YTO €r0 HCKYCCTBO CTaI0 o0mienocTymabimMy» [13, 71].

Kak pearupoBan u BbyiepkuBan P. llltpayc oOpymmBiielics W IpecieloBaBLIMM Ha
IIPOTSKEHUM BCEH €ro JUIMTEIbHOM TBOPYECKOM MXU3HU 3TOT NMOTOK KpuTuku? Ha Ham B3risg,
BecbMa JocTorHO. Kak MCTHMHHBIM OaBapel], CKIOHHBIM K TskenoBecHOMY romopy, Lltpayc,
yabl0asich M CHOKOMHO MOXKHMMasi IUIeYaMM, YCIOKaumBas ce0sl TeM, UYTO «He cywecmeyem
XYOO0JCHUKA, KOMOPO20 MbICAYU €20 COBPEMEHHUKO8 He cuumanu Ovl ymanuwmenuvimy. Kak
MCTHHHBINA O0€ll 32 CBOM UJEH U CBOIO MY3BIKY, OH OpOcaeT BBI30B MELIAHCTBY U (pUIHCTEPCTBY,
OCTPOYMHO OOpSICh 3a YTBEP)KICHHE CBOCH JMYHOCTH, OTOWMBAsACh OT HUX, KaK IPAaBHIO, OT
KPUTHKOB B CBOMX MY3bIKAJIbHBIX Npou3BeacHUsX. Hakonen, IllTpayc, KOTOpBI MOHUMAI U 3HAI
HCTUHHYIO LIEHY CBOEM MY3bIKM M CBOMM OTKPBITUSIM, MOT, yJIbIOAsCh CKa3aTh APY3bsiM: «MoOxKeT
ObITb, 5 HE SBJISIIOCH MEPBOCOPTHBIM KOMIIO3UTOPOM, HO I — IMEPBOKJIACCHBIH BTOPOCOPTHBIM
KOMITO3UTOP!».

Kak e olleHHBaeT cBOM XyJ0XecTBeHHbIe 3aBoeBaHus caM P. Illtpayc, Ha3biBaBIIUi ceOs
«IIOCIEAHUM OTIPBICKOM MHPOBOIO TEaTPAJIBHOTO pPa3BUTHS B LAPCTBE MY3BIKM», TO €CTb
MIOCJIEAHUM TPEICTABUTEIEM HEMEIIKON KIIACCUYECKON KYNbTYpbl? 3HAMEHATENbHO, YTO, TOABOS
utorn cBoed 80-jeTHeH TBOpPYECKOW >KM3HM, HAYKMCTO [epenucaB JJsi CBOUX IOTOMKOB
MapTUTYphI cBoUX Tpex nodM «/lon Kyan», «CmepTs U npocBeTieHue», « Tuinb YIeHIIUrens,
npuBeas B nopsaok pykonucu, P. Illtpayc nucan: «fI npekpacHo 3Har0, 4TO MOU CUM(OHUYECKHE
IIPOU3BEICHUs HE JOCTUIalOT BBICOT I'eHMs berxoBeHa. S XOpollo BHXKY paccTOsHUE, KOTOpOe
OT/EJISIET MO OIEPBI OT HEMPEXOASAUIMX [IEHHOCTEN, co3aanHbix BaruepoM. Ho Bce e Bepro, 4To
OHM 3alMyT IIOYETHOE MECTO B CO3BE3AUM MY3BIKAJIbHO-TEATPAIBHBIX MPOU3BEIECHUN U CMOTYT
MOCTYXKHUTh CTPOUTEIBHBIM KaMHeM B 3TuX anee Counkcosy [14, 181].
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Axboma Ockenoaesa , /Kanap Illaiikenosa
Kazax ynmmuix enep ynugeepcumemi
Hyp-Cynman, Kazaxcman

BAJITOPHA ACITIABBIHIA OPBIHJIAYIIBLIBIKTBIH KA3IPTT X KAF JAVBI

Annomauusn

Makanana ypMmeli acmanTap[blH HETi3Ti JaMmy OarbITBIMEH Oipre, BalTOpHA aclaOBIHBIH Kasipri
YaKBITTa Ka3aK MY3BbIKACBIHAAFbl HETi3r1 OPBIHIAYMIBUIBIK >KaFJaibl >KOHE pernepTryap KOpbl KalblHIa
Oastamananel. JKammel ypMerni acmanThlH HETi3iH KanaymbuiapiaH Oacray ajfaH Tapuxw JepeKTep
alTBUTABI, BAITOPHA acMaObIHAAFBl Ka3ipri yaKbITTaFel perepTyap KOpPbIH alThn eTemi3. JKammbel Typoi
KOHKYpCTapfFa KaTbiCy apKbUIbI JKOHE JIe MY3BIKaJbIK KOJUISDKAE TYPJIi MIeOepllik KiaccTap eTiiim, OifiM
alMacy JKypin oTelpansl. Tek KaHa acmaObiMeH FaHa miekrenmeiini. COHbBIMEH KaTap YpMenli acmamrap
apKbUIBl  OPBIHAAYIIBUIBIKTEI MEHrepy OapbiChl ypMeni Oacka eNjepiHiH achanThIpMeH OaiijlaHbIC.
BanTopHa acnaGbIHBIH periepTyap MIBIFapMAaIIbUTBIK KOPBIHBIH Ti3iMi ©T€ MOJ OOJIBITT KeNe/i.

Tyiiinodi co30ep: ypMeni acman, BanTOpHa, My3BIKAJIBIK, OaFqapiaMa, acrart, MIbIFapMa, pernepryap KOpbl.

Axboma cheuﬁaeeal, Kanap Hlaiikenoea*
'Kazaxcxuii HAYUOHANbHBIU YHUBECMIUCEN UCKYCCING
Hyp-Cynman, Kasaxcman
COBPEMEHHOE COCTOSHUE UCHIOJIHUTEJBCTBA HA BAJITOPHE

Annomauus

B nanHO#l craThe, HapAgy C OCHOBHBIM HAIIPAaBICHUEM pA3BUTHs IyXOBbIX HHCTPYMEHTOB
pacckasbiBaeTcsi 00 OCHOBHBIX HCIIOJHHTEILCKUX COCTOSIHUSIX M penepTyapHoM (oHIEe HWHCTpyMEHTa
BaJITOpHA B Ka3aXCKOM My3bIKE B HacTosfulee BpeMs. B menom 06 ucropuyeckux (axkrax OT OCHOBaTenel
OYXOBOIO WHCTPYMEHTa M pemepTyapHas MporpamMMa JyXOBOIO HMHCTPYMEHTa BaiTopHa. B mernom, B
paMKax pa3IHYHBIX KOHKYPCOB, B MY3BIKAIBHBIX KOJUIEKAX MPOBOJSTCS MacTep-KIacChl, MPOUCXOIHUT
oOMeH 3HaHWsMU. He orpaHumumBaeTcsi TOJNBKO OJHWUM HMHCTpyMEHTOM. OJHOBPEMEHHO MPOUCXOIUT
OBJIAJICHUE MHCKYCCTBOM HWIPHl HA JAYXOBBIX MHCTPYMEHTAX CBS3aHHBIX C JPYTMMH CTpPaHaMHU.
PenepryapHsiii GoHI BaNTOPHBI BECbMa OOILITHPEH.

Knwouesvie cnoea: 1yxoBOil WHCTPYMEHT, BalITOpHA, My3bIKajJbHas HporpamMma, HHCTPYMEHT,
COYMHEHHE, penepTyapHbIi GoH.

Akbota Oskenbaeva®, Zhanar Shaikenova®
'Kazakh National University of Arts
Nur-Sultan, Kazakhstan
CURRENT STATE OF FRENCH HORN PERFORMANCE

Abstract
This article, along with the main direction of development of wind instruments, describes the central
performing states and repertoire fund of the French horn instrument in Kazakh music at present. In General,
about historical facts from the founders of the wind instrument and the wind instrument French horn's
repertoire program. In general, within various competitions, master classes are held in music colleges,
knowledge is exchanged. Not limited to just one tool. Simultaneously, the art of playing wind instruments
associated with other countries is being mastered. The French horn repertoire is very extensive.

Keywords: wind instrument, French horn, musical program, instrument, composition, repertoire fund.

Kazipri Tanzma ypmeni acmanTap Karapbl JaMy YCTiHIE, CHUM(OHHMSUIBIK MYy3bIKaHBIH
JaMybIMEH KOITereH THIH JYHHeJep WIbIFapbil aambin keieni. COHBIH IOIiHIE BaJTOpHA
acraObIHBIH ~MY3BIKANbIK OuTiMzeri eH Y3IikTepAiH Oipi Oodbln caHauAbl, ajd QJIeMIIK
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BAITOPHAIIBUIAPD MEKTEOIHIH OKUIAepl MY3BIKAJBIK JKOFaphl OKY OpBIHIAPBIH OiTipreH
acrammbulap OYKUI —oleMJeri OpKecTpiepiae, aHcaMOJbAEpAe KOHE MY3BIKAIBIK OKY
OpBIHJIAPBIHAA KYMBIC icTeii. BanTopHa acraObIHBIH JKaJIbl OPBIC XKOHE MICTENIIK MY3bIKAIBIK
MOJICHUETIH/IC BaJTOPHJIAFhl OWBIH MEKTEO1 >KapThl Fachlp OYPBIH epeKIle KoHe KahTaaaHOac
Oonapl, 0acka OPBIHAAYIIBUIBIK MEKTENTEPACH AacCHanThiH IbIOBICTATY CYJIYJIBIFBIMEH JKOHE
MY3bIKAJIbIK OpBIHJAYJbIH PYXaHU KAHBIKTBIFBIMEH epeKIleneHl. JlucceprauusanblK Herisri
TaKbIPHIOBIMHBIH OipiHINI TapayblHa COHKeC MaKaJlaMHBIH HeTri3ri Makcarbl KazakcraHaarbl
BAJITOPHA acHaOBIHBIH HETI3T1 OaFbIThl JKOHE Ka3ipri YaKbITTaFbl PErepTyap KOpPbIHA TOKTAJIBII
OTKIM KeJeI.

BantopHasiblk MeKTEOIHIH KYMBIC ICTEreH YaKbIThIHAA OOJIFaH BaJTOPHUCTEPAl Kociom
Jaspiay oIICTEMECiHAe HEFYPJIbIM MAaHBI3Jbl ©3Tepic aTKAPYIIBUIBIK JXOHE IMEeJaroruKalblK
MpaKkTUKara KOC XPOMAaTHUKAJIBIK BAJITOPHAHBI CHTI3y JKoHE ofaH keiiH «B» (Cu-06emoib)
acrianObIHBIH  maiinaceina «F» (Pa) acmabbinga BanTopHagaH OipTiHzen O6ac TapTy OOJbIN
TaObuIabl. XaIbIKapaJblK KOHKYPCTapAAFbl BAITOPHUCTEP/IH KEHICTEPI €16 KOC XPOMATHKAIIBIK
BaJITOpHAJIap/IbIH Maii1a 00IybIMEH XPOHOJOTUSIIBIK colikec keneni [1].

BanTopHanbik MekTeOiHIH OCBhI perpecci OTaHIbIK BaATOPHUCTEPAl OKBITY/a HEri3ri Kypal
peTiHae BaJITOpHAFa aybICyMEH ColiKec Keneni. bipak ocbl yaKbIT apalibIFbIHA OPBIH aJIFaH JKOHE
OTaH/IbIK MY3bIKQJIBIK OPbIH/IAYIIBLIBIK KaFAalibIHA oCep €TKEH eJIeyJIi dJIeyMEeTTIK-?9KOHOMUKAIIBIK
e3repicTepiH kahaHIBIK ONECYMETTIK MHPOIECTep asChIHAA BATTOPHHUCTEPIIH OPBIHAAYIIBUIBIK
KbI3METIHIH ©3repyiH, OKbITYAa KOJJAAHBUIATBIH BAJITOPHAHBIH TYpl pETIHAE >Kachlpyra
OaitmanbicTel Oyl (paktimepmi Oipikripe Oury KublH. CoJ Ke3Jeri KeINTereH Ienarorrap MeEH
OpBIHAAYIIBIIAPABIH KCIOM Ha3apbl OKYy-9AICTEMEINIK Kypajljgap MEH KOHLEPTTIK pernepTyap.sl
Kacayra OarbITTaAbl. YpMeNi acmanrapja OWHayAbl OKBITYIBIH TEOPHSICHI MEH JJicTeMeci
OOWBIHIIIA aJIFaIlKbl CHOCKTEp Ui omOeOar Ooapl — ojlapAa Ke3 KeNreH YpMesi acramnrapja
OKBITY VIIIH KaXeTTI MamiMeTTep 0oinbl. bipak eTkeH racwipasiH 60-1Ibl JKbLUIIapbIHAH OacTar
ypMeni acnanTaparbl OpbIHAAYIIBIIBIK TEOPUSACHl OPTAK KaFAalJaH >KeKe aJaMfa KapKbIHAbI
namu Oactanpl. KernrereH >kyMbICTapAbIH aBTOpIIaphl HAKTHI YPMEIIi acranTta OiHay Maceleepine
KaThICThI IpobJIeMasapabl TEPEeH 3epTTeyre yMThUIa OacTabl.

Ka3zakcrangarel ypmedni acnantap. Kazakcranaarel ypMmerni acnanTap Ja HIbIFapMalibUIbIK
OHEp  TYBIHIBUIAPBIH  JIAMBITY  MpOLECCl  PecrnyOIMKaMbI3blH  KOMIIO3UTOPJIapbIHBIH
HIbIFApMAIIbUIBIFBIHBIH  1aMybIMeH Tikened OainmanbicTl. K. Koxkamusipos, JI. Xamuau, A.
XKyb6anos, E. bpycunosckuii, M. TenebaeB, b. DbaiikanamoB cbiHIBI Tarbl 0Oacka
KOMITO3UTOPJIAP IbIH HIBIFapMaTapbiHIa YPMEI acTanTap/IslH ajiFall KOJIIaHybl OacTairaH.

BanropHa acnabaHbIH OpBIHAAYIIBIIBIK I€OEPIIriHIH JaMybIH pECITyOIMKaMbI3/IbIH YPMEi
acTanTapblHBIH ~ KaJBINTACYbIHBIH KAl KOHTEKCTiHAE KapacTelpyra Oomaapl. Auaiiia
KazakcranHbIH ypMeri acnantap MeKTeOiHIH Heri3iH Kanaymslapel: C. Canumos, A. JluMoHT, /1.
Pemuzos, M. Kopnemanuen, A. ®@ensuun, 0. Knymkun, T. Hypansl, X. )KymakeHOB TaFbl
Oackanap jgen caHauaabl. AWTHIN ecKepTeTiH MocenenepliH Oipi — emiMi3aiH mebep ypmeni
acrianTta OWHAaWTBIH MY3BIKAHTTapbl OPBIHIAYIIBUIBIKTEI FaHA €MeC, COHBIMEH Karap YCTa3IbIK
KbI3METTI KaTap ajbll JKYpim, WIOKipTepai TopOuenen, Ka3zakcTaHHBIH acrmanTap MeKTeOiH
KaJIBIITACTBIP/IBI.

Kazak ynrreik  Kypmanfassl  aThIHAAFbl  KOHCEPBAaTOPHSICHIHBIH — Y3[IK  YJIaraTThl
yCTa3apelHBIH Oipil, medep BaJITOpHAINBI, KOCiOM JeHreii »koraphl, OuUTikTi Maman Kopibaes
bexmyxamber Ecipkenyuibl ©3 ce3inje alTein eTkeHaeH, «Kasakcranaa ypmeni acanrap Mekreoi
COHAy KOHCEpBATOpHs allbUIFAaHHAH OacTan KalbITACKaH, COJ YaKbIT IIaMachIHIA KOINTEreH
MBIKTBI IIe0ep My3BbIKaHTTapbl JaiibiHaan mbrapael. Kasipri tapma ga ypmeni acnanrtap
MEKTEO1HIH JCHTell oTe KOFaprbl OMIK JACHTeHIe Jen KO3 )KyMma CEHIM/l aifTa aiaMmbl3. OUTKeHI,
Ce3re THEK eTil aiTa KeTCEeK, KONTETeH OKYLIbIJIaphIMbI3 MEMJICKETTIK JKOHE JIe XaJbIKapajIbIK
OalfkaymapJplH JIaypeaThl aTaHbIl, OHBIMEH KOCa KOMNTETeH IIOKIPTTEPIMI3 OJIEMHIH MBIKTHI
OpKecTpJiepiH/ie KbI3MET jkacam kyp. MyHbIH Oapibirbl 1a Kazakcranna BanTopHa acnaObIHBIH
mieT enfepleH apTra KaiMmai, Oipre Jambll, €3 imiHAe Ouik Oip eHep OelecTepiH ajblil
KaTKaHABIFbIHA Kyomik etenmi. Ochbl skepie aita kereTiH Ooisicak, Kaszakctan emiHme ypmeni
acranrap meodepiepi, OUTIM/I1 YCTa31apbIMbI3/bl a €HOSKTEPiHIH €1l KeTHereHiH OaiKaiiMbI3.
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Onepuni Ganamap MekTeOiH ToMampian, omaH KediH 1970-1975 xeuimaper @pyH3e, Kaszipri
bumkek, kanaceinnarsl b. belimmenanueB atbingarbl KpIprbl3 MEMIIEKETTIK ©HEP WHCTHUTYTHIH
ToMomaa el OchIHIIA KBIT YCTa3AbIK ToKipuOuecin b. E. Kopidaes 1980 xbutel O KaaachlHbIH
MY3BIKQJIBIK yuunineciHeH Oactaran. Oman apbl 1987 xpuiman OactanA. AOGapacB aThIHAAFbBI
PecnyOnukanblk ~ MekTeOiHAE, COHBIMEH  KaTap  Col  KbUImapbl  KpIpFBI3  YITTBIK
KoHcepBaropusiceiHaa 1993 xbinra Aeitin nopic 6epre. 1999 xpiabl AnMaThl KajlachblHA aybICHIII,
A Kyb6anoB areiHgarel PecnyOnmukanbik Ka3zak MamaHIaHABIPBUIFAaH My3blKa MeEKTeOiHJe
BAJITOPHA CBHIHBIOBIH JIOJ1 Kazipri KyHre »kyprizin kememi. An 2008 xwuiman 6epi Kypmanrasbl
arbiHnarel  Kasak YITTBIK KOHCEpBATOPUSCHIHAA yiaraTThl ycras.llemarormka caachIHBIH
namyblHa KockaH eneyni yieci ymin b. E. Kopibae Kazakcran PecnyOnukaceiablH MojeHueT
munuctpiiri skoHe KP  bimim  xoHe FBpUIBIM - MHHMCTpPAITiHIH KypMer rpamoraceiMeH
MapanarThlUIFaH.

BantopHa TapTyIIBIHBI KJIBIITACTBIPY YAEPICi — OyJI My3BIKaHTTHIH Oapiia eHepiiK eHOeK
KOJIBIHJIA Y3/IKCI3 OKY >KOJbI, IIBIHAAY O0Jjbl. JKac BaJTOpHA TapTYIIBIHBI OKBITY OapbIChIHIA
YJIKEH peJl aTKapaThlH METOAMKAIBIK JKarblHAaH FaHAa €MEC, COHBIMEH KaTap OKBITYIIBIHBIH
OpBIHJIAYIIBUIBIK IIeOepiirine Ae ThiFpl3 OaimanbicTel. b, E. KopibaeB KbIpBIK KBUIABIK
TOXKIpOHMECIHAEC YCTa3[ObIK KOJBIMEH Karap emiMi3miH Oemai opKecTpiepiHae eHOeK erir,
KpIprei3cTan MeMIleKeTiHIH OipHelle MYy3bIKaldblK MEKEeMeNepiHAe YCTa3 >KOHE CHUM(OHUSIIBIK
OpKEeCTp apTuci KbI3METiH arkapraH OonatbiH. Kazak yirteik  JKaMmOBLT — aThIHAAFBI
(bUIapMOHMACHIHBIH YpMEJl JKOHE YpMallbl acmanTtap OpKecTpiHie, 0acka Aa CUM(OHUSIIBIK
OpKeCTpJiep /i€ OThI3 KbUIJAH aca KbI3MET aTKapraH Oeneni YJIbl ycras3, o3 iciHiH miebepi.
OcpIHIIAa KBULABIK OPKECTP/Ie OPBIHAAYIIBIIBIK TOXKIpUOECI e 0J1 Kicire OKYIIBUIAPBIH OKBITY
Ke3iHJae Kem KeMmeriH Oepexi. ¥cCTa3 OKYMIBUIAPBIMEH OPKECTPAIH ©31HIIK KUBIHIBIKTAPbI MEH
MaHbI3/Ibl ChIpJIApbIMEH Oelicell, MpakTHUKa >KY31HJIE KOpPreH ©OHep KUBIHIBIKTAPHIMEH CBIP
mepreai. bymapapiH immiHe ycTa3 ©3 MIOKIpTTepiHe HOTamaH OipAeH OKy, aHCAaMOJIbMEH JKYMBIC
xKacay, OpKeCTp/liH 6acKka Ja My3bIKaHTTapbIMEH JKOHE AUPUKEPMEH KYMBIC TaFbl OacKa MaHbBI3/IbI
TYCTapbl HETI3re aja OTHIPHIN, OiTIM SFHU OPBIHIAYIIBUIBIKTBIH CaH KWJIBI TYCTapbIH IIOKIPT
OMbIHA JKETKI3IM OThIpaabl. AWiTa KeTcek OYJ1 HAKThl OPBIHJAAYIIBIIBIK MiHJETTEpiHE FaHA eMec,
COHBIMEH KaTap MY3bIKaHTTBIH TOXKIPUOECIHIH TICHUXOJIOTUSJIBIK AacleKTICIH MeHrepyre Je
OPBIHJIAYIIBUTBIKTHIH €PEKIIeTITiH alKbIH OaliKayFa KOMEKTece/Ii.

B.E. Kopi0aeBTiH 63 ay3blHaH alTybIHIIA KBIPBIK >KbUIJBIK YCTa3[bIK JKOJIBIHAA €IYyJeH aca
OKYIIBLIAP/bl TOPOUENeN MIbIFapFaH, oJlap/bl 0ana Ke3/IeH YpMei acnanThlH KbIp CHIPBIH TaHyFa
03 YJIeCIH KOoCKaH. by mebep BamTopHamibAa OUTIM ajFaH MISKIpTTepiHiH kebici KazakcTaHHBIH
6enyi, GenenJii opkecTpiepiHae KbI3MET eTy/ie. OpUHE YCTa3Fa €H YMBIThUIMAC 9Cep KaJJAbIPAaThIH
OJ1 JKapKbIH, MBIKTBI, SFHU OepreH OLIIMiIH aKTal HIbIFaThIH, HIBIOBIK KE31HEH CyapFaH aralllbIHbIH
epTEeHT1 KYHI jkeMic Oepyi ChIH/IbI A€Ml aliTa anaThlH OKYLIbLIap. ¥CTa3/1aH MIOKIPT 03ap JAeMeKIli,
aTTapelH aTail, TycTepiH TycTeil kercek, Cepxxan Kyanbimes, Anmackap Canuxos, unap
Meitipxan, Onumiep CreiiMaHKyI— onap Tepteyi Ae AOail aThIHIarbl orepa OajeT TeaTpblHAA
eHOeK eTefll, YCTa3blHaH aiFaH OLTIMIH coi *akra mblHaayaa. Japxan Tysenb6exoB nen Maausip
benexoB— Actana onepa tearpoinga an Camxkap KanpipOexoB — MemiekeTTik KBUHTETTe eHOek
xonbiHAaa. Epman XKakenos, Kankaman barmatoBuuy Kazak ¥urTeik OHep YHUBEpCUTETIHIE
xoHene Kasak MemiekeTTik akaleMUsuIbIK CUM(OHMSITBIK opkecTpinje enOek eteni. Kazakcran
PecniyOnukachiHbiH MeMIIEKETTIK akaJAeMUSIIBIK CUM(DOHUSITBIK OPKECTPIH/IE €HOCK €TEeTIHIAEp —
Epix Anunnsb6aeB, Tumyp KynbxkanoB, Hypnwibex CrnataeB, CreippiM MamyTOaeB koHE i€
OckenbaeBa Akbora [2, 330].

BantopHa acmabGaHbIH TapTyIIbUIapAbl OKBITY OapbIChIHAA pemepryap Ja oTe ©3eKTi
MacenenepAiHoipi OonbIn caHanaapl. BamropHambl penepryapsl IeT€HMEH OJ CKpPUIIKa Hemece
(dopTrenuaHoaH achlll Tyce anMaiiipl, OipaK aTTam e©Te ajJMalThIH meKapanapbl O0onanbl. Kene
My3bIKaJlapFa KeJICEeK, MIBIHBIMEeHe 013 0acka acmamntapjaH CKPUIKA, BUOJOHYEIBIACH CEKIJIIl
OHJICITeH, SFHHU BIHFAMJIAHFAH IIbIFapMaliap/bl aiTambl3. OpUHE KIACCUKAIBIK MY3bIKala OJ
KarblHaH >KEHUIIPEeK, Here JeceK BaJTOpHAa penepTyapbl aWTapibIKTall >KETKUIKTI MIHIETTI
Oarmapiama KanblTackad. MpicaiFa op BaITOpHAIIBI Oenriii . laitnn xone B. A. MouapTThiH
koHneprrepimeH, JI.Ban berxoBeHHIH coHaTachlH oOWHaWabl. POMaHTHKaNBIK penepTyapbiHa
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kencek, JIx. Poccunmu, K. Cen-Canc, K. M. BebGep >xoHe Tarbl 0acka KOMIO3HTOpJIApAbIH
HIbIFapMaiapblH atan eteMis. An XX . OachlHIaFbl BAITOpPHAFa apHaJIFaH MYy3bIKaHbl alfTcak, oJ1
paceiana P. IlItpaycTsiy sxone P. I'muapasin koHIeprTepi. OpbIc My3bIKachl )KOHE JKaHa 3aMaHayH
Mmy3bikara [1. XunnemuttiH, O.bo33a, B. BysHOBCKHIIIH MIbIFapMaIapbiH JKaTKbI3aMBbI3.

Kesre orraii Gacbuiap op IIbIFApMaHBIH ©3 KUBIHIBIKTApbl 0ap, jKOHE dp BaITOpPHAIIBI 63
MYMKIHJITHE Kapai IbFapManapabl opblHIaiabl. JKorapelia aranFaH LIblFapMaiapiblH 09pi
Oaprra xaibIKapallblK, pecryOauKanblK Oalkayliapaa MIHISTTI IIbIFapMaliap KaTapblHIa OOJIBII
TtaObutanbl. Ko3ipri Kaszak ImIbIFapMajapabpl  aTacak, CMIMI3IH Kac KOMIIO3UTOpPHI Oidu
AOIMHYPOBTHIH apHaiibl BaITOpHA acraOblHA JKa3blUIFaH IMbecalapblH OWFa amanambiz. On
HIBIFapMaiap 3aMaHyH, ©31HIIK OosiyJapra TOJIbI, ©3 €PEKIICIIriMeH eMipre KeIreH eTe ofeMi,
Ka3ipri TaHJa KemTereH pecrnyOnuKanblK Oaiikaymapnia, KOHIEPTTepAE >KHi OpBIHAATIATHIH
HIbIFapMaiap KatapbiHa aa Kipi.

KazakcTanHbIH BanTOpHAa MEKTEOiHIH JaMyblHAa CaJIMaKTbl YJIEC KOCATBIH CTYICHTTEPIiH
TYpJIi OpPBIHIAYIIBUIBIK Oalikaynapra KaTbICybl, ©3JCpiH TaHbITa Ollyli, COHAAN-aK O3BIK OKY
OpBIHAAPBIMEH BIHTBIMAKTACTHIK Ta OOJIBIT, COHBIH imIiHAE OipiecTikTe aybI3 OipmIimikTe OOIFaHbI
eTe MaHbI3Ibl. benrini mebep BantopHambl HO. YcoBThiH €31 aiftkanpail: «baiikaymap sxac
MY3BIKAaHTTApPMEH YCTa3Aap/Abl BIHTAJIAHABIPHIIN, JKAIIBl JEHIeHiH KOTepin XoHE KOJIaHOabl
ypMelni acmanTapblH O3bIK JKYHEeJepMeH aJMacTbIpy YLIIH KJIACCHKAJIbIK, 3aMaHayd, KEHECTIK
perepTyapapl KeHEHTiM, KeHOip HeTi3ri oicTep/i KailTa KapacTelpyFa alTapibIKTai sKirepiaeHaipy
6onbin TaObUIABDY [46,1556]. Kenteren omemuik AeHreizeri My3bIKaHTTap MacTep-Kiaccrap
OTKI3iM, CTYIEHTTIK OPKECTPIIEPiMi3 €M apajarn TacTpoJAiK caapMeH KOHLEPT Oepyne, KoHe
Oalikaynap na eTe Keml. MpIcanbl, CTYIEHTTIK onuMmnuanga, PecnyOmukanblk Oalikaynap XKoHe
«lITab®IT» CHIHIBI CAlBICTAP OTKIZLICTI.

byriari kyHzmepi 0acTbl Mocene — MY3bIKaJbIK MOJACHUETTIH JaMy Ke3iHJe acHanThIK
OPBIHAAYIIBUIBIKTEI KEHEHTY oHE JaMbITy Maceseci. byn Oapmma ypmeni acmanrapra, COHBIH
ilriHae BanTopHa acnaObiHa aa Tikened KatbicThl. COHBIH KaTaphlHIa OKY YPAICIH JKaHaHAbIPbIT,
COHAAW-aK Ka3aK KOMITO3UTODPJIAPBIHBIH TaparblHAaH TYFaH HIBIFAPMAIIBUIBIK MYMKIHIIKTEPiH
apTTHIpy, Kazipri TaHAarbl aca ayKbIMJIbI, O€JCeH/I MYMKIHAIKTEpiHiH Oipi OONBIT TaObLIAbI.
Ypwmeni acman My3bIKaHTTapbIHBIH OPBIHAAYIIBIIBIK OHEPIHIH JaMybl OJIAPJBIH penepTyapbIHbIH
KeHellyiMeH  ThIFbI3  OalnaHbIcThl.  bBi3miH — pecnyOiaMKambI3[blH —~ KOMITO3UTOpPJIapbIMEH
OPBIHJIayIIBIIAPBIHBIHOIPIIECITT KYPbUTYBI OHBI OJIaH apbl O€JICEHI1 eTell.

Kanmel MakanambI3abl KOPBITEIHIBLIAN Kene, XX-XXI racbipa BanTopHac acabbIHa KaHa
CypaHbICTap MEH IIbIFapMalap >kKa3bUIblll, KONTEreH ThIH AyHUesep maiga Oonael. Herisri Oy
acTamThlH epeKIIENIr KacalbIHbII, KONTETeH eNJiepJeri My3blka MOJICHUETIHAE AaMYIIBIIBIK opi
cayiajblK OeJiKTepre 0eJiHIN ypMenl acanTap/isl YUpeTy *oHe JaMbITy OapbIChl KOJIFa albIHIbI.

Banropna aciaGbIHBIH 9J1icTeMeniK YipeTy OesliMiHe OalfHAJIBICTBI JaMbIII, KeJleci Ke3eKTerl
HET13r1 9MICTep apKblIbl yipeTinai. My3bIKaiblK IIBIFAPMAMEH JKYMBIC JKYPrizy OapbIChIHIIAa €H
aNJbIMEH TajjaynaH OacTam, COHFbl KOPTBIHIBICBIHA JEHWIH JKOFapbl  OPBIHAAYIIBLIBIK
11e0epIliKNeH TeXHUKAJIBIK epKIHAIKKE JKETy YIIIH OlpHele 9ICTep >KUBIHTBIFbI KOJITAHBLIAIbI.
by anictep aBTOPIIBIK TYMHYCKAHbI OKY OapbIChIH/A IIbIFApMaHbIH KOPKeMJIIK OefHeCiH alryMeH
TBHIFBI3 OAIJIAHBICTHI.

My3bIKanbIK IIBIFApMaHbl TajdAgaMac OYpbhIH COJ  LIBIFAPMAHbl YHTacHaJaH HeMece
OPBIHAAYIIBIHBIH HYCKACHIH THIHIAI aibHabl. JKaHa IbIFapMaHbl THIHAAYBI €Ki XKOJIBI 0ap.

- OKBITYIIBIHBIH OPbIH/IAYbIH/IA THIHJAY;

- OJIeMIiK MYy3bIKaHTTaP/IbIH OPBIHAYBIH/IA THIHIAY;

HIpirapmanapael ThIHJAAY OapbIChIHAA KOJBIMBI3AA HOTaMbI3 OONybI IIAPT, CTYIEHTHBIH
HIbIFApMaHbl TYCIHYIHIH KaJIbIITacyblHA OaliIaHbICThI IIBIFAPMaHbIH Tajaay Oacray anaabl. Keneci
Ti30ekTep OOlBIHIIA NaWBIHABIK OapbICBIH JKyprizemi3. JKaimbel Typili KOHKypCTapra KaTbICy
ApKBUIBI J)KOHE 1€ MY3BIKAJIBIK KOJUIE/DKIE TYpJll meOepIriK KiaccTap OTLIimN, OUTIM aaMacy XKypir
oTelpasibl. Tek KaHa acmaObiMeH FaHa IekTenMeii. COHbIMEH KaTap ypMelli acmanTtap apKblLibl
OPBIHJIAYIIBUIBIKTEL MEHrepy OapbiChl ypMeni Oacka enjepiHiH acrmanTbipMeH Oaitmanbic [3].
Banropna acnaObIHBIH pernepTyap IIbIFapMaIIbUIBIK KOPBIHBIH Ti3iMi ©Te MOJ OOJIBINT Kenemi.
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Kypaeni ¢gopmansl mbrapMaiapMer Koca, CUM(QOHUSIIBIK IIBIFapMaiap, beca, aHcaMOJIb JKoHe
OpKecTpre apHaJIFaH MIbIFapMaap, 3TIOJ XKOHE JKaTTHIFYJIap bl )KaTKbI3yFa 00Ja bl
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