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XKypHan Typansl

Saryn — «<©Hep >XaHe ryMaHUTapblk FblbiMAgap» H6afblTbl GOMbIHLLIA ©3€eKTi 3epTTeyNepAi,
ayAapmMa MaTepuangapbliH XaHe akajeMUAbIK MaTiHAepre, My3blkasblk anbbomaapra,
KnHodubMAepre, kepmenepre xaHe backa Aa FblbiIM MeH MaAEHWET TyblHAbINapbIHA
LwonynapAbl Xapuanayra bafblTTasfaH Xxanblkapablk FblbIMY PeLeH3nsANaHaTbIH 6acblibIM.

Saryn 6acblnbIMAaPbIHbIH, HETi3ri MakcaTbl YATTbIK MOAEHNET KOHTEKCTIHAET OHEePAiH,
3epTTey XaHe djiCHaMasnblK MacenenepiH, A3CTYPAEPAIH, MajeHeTapablk e3apa HbannaHbICbiH
>KOHe onapAblH Ka3ipri Xan-KyriH alLbIKTaTbIH XaHe TalKblNalTbiH Makananap. Pegakuusfa
YCbIHbIIFaH MaJlIMETTEp XYyleni cananblk Hemece caHAbIK AepeKTepai Tangayabl KaMTUTbIH
TEOPUANBIK XOHE IMMNUPUKaNbIK 3epTTeyaepre; 6ap 6iniMAi anTapabiKTah pacTanTblH HeMece
KEHEMTETIH KblCKalla 3epTTey ecenTepi MeH xa3banapblHa; KiTanTapFa, TeaTp KOMblIbIMAAPbIHA,
My3blKasblk anbbomaap MeH KOHLiepTTepre, KUHObGUAbMAEPre, KepmMenepre xaHe backaga
wonynapfa 6afbiTTanybl MyMKiH. Saryn-aa fbinbIMu Ananortap Kyntanazbl. XypHansbiH
peakumsAchl aBToOpaapAbl KypAeai TepMuHonorusgaH aynak 60obin, Xxanblkapasbik,
okblpMaHAapMeH balinaHbiC OpHaTyFa KaMKOPJbIK, Xacal OTbIpbIr, TYCIHIKTI XXaHe Ko
XKeTIMAI TiNAe XKasyFa wakbipadbl.

Saryn-pa xapuanaHfaH Makana apAblH aBTopaapbl MITIHAEPAIH Ma3MyHbIHa,

COHJAaN-ak, YWWiHLWI TyfanapablH XaHe/HeMece Makananapabl XXapusaaay HaTUXKeCiHAe KacakaHa
eMec 31sH LWeryi MyMKiH yibIMAap Hemece engepaiH ap-Hamblcbl, abblpolibl XXaHe ickepAiK
6eseni yLWiH TONbIK XayankepLuinikte 6onasabl. PegakuusaHblH Nikipi aBTopaapabiH, nikipiMeH
KOHe MakananapzblH Ma3MyHbIMEH Calikec Keameyi MyMKiH. [laliekces KenTipreHae aBTop

MEH JlepeKKe3re CiNTEMEHI KOpCeTy KaxerT.

Saryn pepakumsacbiHa TyckeH 6apablk MaKananap, OHblH, ilLiHAE >KacaHAbl UHTENeKT
apKblibl Xa3blifaH HemMece ayaapblifaH MITIHAEP NAarnaTTbl Tekcepy paciMiHeH eTesi XaHe
MaMaHZapAblH, eKi PeT «XKacblpblH» LLOAYbIHAH KEWIH XapuanaHagbl.

Saryn-pa aBTOpAbIK FblJIbIMY 3epTTeyep, Nikipaep, peLeH3unsnap xaHe cyxbatrap
TeriH XapusanaHazbl. XXypHan pefakumsanblk XyMbICTapFa XXaHe MaKananapAbl Xapusnayfa
6annaHbICTbl GapAbIK WbIFbIHAAPAB! ©3 MOWHbIHA anaabl. Pegakumssa yCbiHbIAFaH
MaTepuaniapabl XapusnafaHbl YLWiH Tenem TeneHbensi.

XKypHangblH, pegakumaablK cascatbl Xafblkapasblk YAbIMAAPAbIH FblJIbIMU XapusaaHbiMaap
3TMKAChI XXOHIHAETI YCbIHbIMAApPbIHA Herizgeneai: bacbinbiM 3Tnka komuTeTi — Committee
on Publication Ethics (COPE), Eyponasnblk fblnbiMU pegakTopaap kaybiMaacTbifbl — The European
Association of Science Editors (EASE).

Saryn >ypHanblHbIH PeAakLMAChl bIHTBIMAKTaCTbIKTbIH dPTYPi popmaTTapbiHa aLlbik,
Bi3 ke3 KenreH yCbIHbICTapFa KyaHbILTbIMbI3, ONapAbl PeAaKUMUAHbIH 31€KTPOHZAbI MOLWTackiHa
Xibepyre 6onaabl: editor@sarynjournal.kz.
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TapaTy, HAEeKCTey XXaHe MypafaTTay

Saryn xanblkapasblk peLeH3nanaHaTbiH XXypPHasbl OHbIH, AyHME XYy3iHe TapanyblHa acep eTeTiH
6acblbIMAapAbIH, canacblH XaKcapTy YLiH TYpai Wwapanapabl Konfa anysa. byn caacattbl
xypHan 2013 >bingaH 6epi HipiHLWi XapuanaHbIMbIHAH YCTaHAbI.

Saryn byaanewuTTiH aLlblk KOMXKeTIMAINIK BacTaMacbiHa KOCbLNY apKblibl allblk,
KOMKEeTIMAINIK cascaTblH yCTaHaAbl, Oy aBTOPAbIH, XapusaiaHfaH MakanacbliH 6acka
3epTTeyLiNepAiH i3geyiHe >XxaHe ciiTeme xacaybiHa acep eteai. COHAbIKTaH XypHanAblH, e3i
[ie, OHblH, MypaFfaTTajfaH xoaHe bacna keLlipMesnepi cakTanaTbiH penosutopuiinep ge Saryn
3epTTeyLlinepi MeH Xanblkapasblk KaybIMAACTbIK apacbliHAafbl FblAbIMK HalinaHbIC NPOLECiHiH,
MaHbI3zbl kypamaac 6eniri 60sbin Tabbinagbl. Saryn XXypHanblHAaFbl MakananapabiH,
MypafaTTasfaH KeLlipMesnepi )Xofapbl OKY OPbIHHbIH, €Ki peno3uTopuiHae cakranazbi:

1. KypMmaHfa3bl aTbiHAafbl Ka3ak yATTbiK KOHCEePBATOPUACLIHbIH, 3N1EKTPOHAbI KiTanxaHachbl.

2. KypmaHfasbl aTbiHAaFbl Kasak yTTblK KOHCEPBATOPUACHIHbIH, PeCMU CaTbiHAaFbI Saryn

napakLuacsbl.

XKypHangplH 6acna gaHanapbl KypmaHfasbl aTbiHgafbl Kasak, yATTbIK KOHCEPBaTOPUACBIHbIH,
KiTanxaHacbiHAa, KP ¥ATTbik KiTanxaHacbiHAa cakTaysbl. OkbipMaHzap MeH aBTopaap
sarynjournal.kz >xypHanblHbIH pecmu caTbiHAafFbl «MyparfaTTap» 6eniMiHge
LblFapblabIMAAPAbIH, 31€KTPOHAbIK HYCKACbIMEH TeriH TaHblica anagbl. MakananapabiH,
PDF-Hyckanapbl Creative Commons (CC BY-NC-ND 4.0) avueH3usachl 60MblHLLIA KO KETIMAI.

Saryn (25.01.2024 N2 101 6yMpblfbl) FbIAbIMU KbISMETTIH, HETi3ri HATUXENEpPIH Xapusanay
ywiH KasakcraH Pecnybankachbl binim >KaHe FblibIM MUHUCTPAITiHIH BinimM aHe fblabiM
canacblHAafbl canaHbl KamTamachi3 ety komuteTi (BxxFCBK) ycbiHFaH 6acbinbimaap TizbeciHe
eHrizingi («<OHep XaHe rymaHuTapAablk fblibiMaap» 6enimi). CoHbiMeH Katap, Saryn Kb
(KasakcTaHablk aganekces 6a3zacbl), YMFTCO (¥ATTbIK MEMAEKETTIK FbIIbIMU-TEXHNKANBIK,
capanTama opTanbifbl), Knbep/leHnHkaga nHaekcTenei.

Saryn >xxypHasbl aBTOpaapfa XapuanaHfaH Matepuangappbl Tapatyfa dXaHe OKkblpMaH
KaybIMbIH KEHeWTyre, COHbIH, iLLiHAE XypHaNAbIH pecMun aneymeTTik xeninepinge (Telegram,
Instagram, Facebook) makananapgbl xapusanay apkblibl XaH-XaKTbl kKoagay KepceTesi.

Bi3 aBTOpAapabl Makananapabl AyHue Xy3i 6oMbIHLa apinTecTepi MeH 3epTTeyLlinep
apacblHZa benceHai TypAe HacvxaTTayFa LlakblpamMbi3, Oyl OKbIpMaHAap caHblH KebeliTyre,
TaHbIMaNAbIbIKTbI aPTTbIPYFa XaHe Saryn-Aa XapuanaHfaH Makananapabl XKenige isgeyre
HeFfyp/IbIM KOMKETIMAI eTyre acep eTegi. Komkasbanapabl XOCbIKCbI3 aBTOPAAPAbIH, 3aHChI3
nemgaeHyiHeH Kkopfay yLwiH ci3 DOI cinTemeciH HeMece MakanaHblH TYMHYCKaChl XapusanaHfaH
Saryn >xypHanbiHblH, BEG-CailTbiHa cinTeMe H6epyiHi3 kepek. byn a3ipaey aHe xapusanay KyHiHe
KYKbIFbIHbI3Abl Adnenseyre MyMKiHAIK 6epeai.

Saryn pepakuua ankacbl ©3 aBTopaapblHa XapusanaHfaH matepuangapasl berge
pecypcTapa opHanacTblpyFa kegepri xacamangbl. XypHan aBTopaapbl onapabl Toyencis
penosnTopuiire HemMece onapMeH barnaHbICTbl JepekkopFa XyKTel anagbl. bipneckeH
aBTOPJbIKNEH XapuanaHfaH Makana, TinTi erep bipaeckeH aBTopaap OHbl 6acka yibiMAapAbIH,
3NeKTPOH/bI KiTanxaHanapblHAa OpHanacTbipca a, Peno3uTopuiire opHanacTbipbiaybl MYMKIH.
Backa penosutoLpuitnepmeH e3apa sapekeTTecy okbipMaHAap MeH CilTeme XacanTblH
ayAnTopuAHbI KebelTyre, apinTectep MeH CTyeHTTepre 3epTTeyiepMeH TaHbICyFa, Nikipaec
aZlamzap MeH >kaHa MyMKiHAiKTepre ne 6oayfa MyMKiHAIK 6epegi.
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About the Journal

Saryn is an international peer-reviewed publication, focused on topical studies, translated
materials and peer reviews of academic texts, music albums, films, exhibitions and other works
of the Art and Humanities field.

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

The materials, submitted to the editorial office, may focus on theoretical and empirical
studies containing a systematic qualitative or quantitative data analysis; brief research reports
and notes that significantly confirm or expand existing knowledge; reviews of books, theater
performances, music albums and concerts, films, exhibitions, etc. Dialogues on studies are
welcome at Saryn. The journal’s editorial office asks authors to write in a clear and accessible
language, avoiding any complicated terminology and taking care about international
readership.

Authors of articles, published in Saryn, are fully liable for their text content, as well as
for honor, dignity, and business reputation of the third parties, including organizations
and/or countries, who may be unintentionally harmed by a publication of any article.

The opinion expressed by the editorial board may differ from the viewpoints of the authors
and the content of the articles. It is mandatory to indicate the author and the source when
citing.

All the articles, submitted to the editorial office of Saryn, including texts and translations
made by Al, are checked for plagiarism and published after a positive double-blind peer review.

Author's academic studies, reviews, peer reviews and interviews are published in Saryn
for free. The journal bears all expenses associated with editorial work and articles publication.
The materials submitted to the editorial office for publishing are free of royalties.

The journal's editorial policy is based on the recommendations of international
organizations on the publication ethics: the Committee on Publication Ethics (COPE),

the European Association of Science Editors (EASE).

The editorial office of Saryn is open to various formats of cooperation. We welcome
any suggestions by electronic mail: editor@sarynjournal.kz.
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Distribution, Indexing and Archiving

The international peer-reviewed Saryn journal takes all steps to ensure that it is accompanied
by high-quality publications, and it can be distributed worldwide. This policy has accompanied
the journal since its first publication ten years ago.

Saryn adheres to the open access policy by joining the Budapest Open Access Initiative,
which affects the search and citation of the author’s published article by other scholars.
Therefore, the journal itself and the repositories where it's archived and printed copies
are stored are an essential component in communication between Saryn's scholars and
international community. The archived copies of the Saryn articles are stored in two repositories
of the editorial:

1. The Electronic Library of Kurmangazy Kazakh National Conservatory.

2. The Saryn’s page on the official website of Kurmangazy Kazakh National Conservatory.

Printed copies of the journal are kept in the library of Kurmangazy Kazakh National
Conservatory and National Library of the Republic of Kazakhstan. Readers and authors may find
the electronic version of journal issues for free in the Archives section on the official website,
sarynjournal.kz. PDF versions of articles are available for free by Creative Commons License
(CC BY-NC-ND 4.0).

Saryn is included in the List of journals recommended by CQAES (Committee for Quality
Assurance in the sphere of Education and Science of the Ministry of Education and Science
of the Republic of Kazakhstan) (order No. 101 dated 25.01.2024) for publication of the main
results of academic activity (category "Arts and Humanities”). Besides, Saryn is indexed
by KazCB (Kazakhstan Citation Base), NCSTE (National Center of Science and Technology
Evaluation), and CyberLeninka.

Saryn fully supports authors for the distribution of published materials and the expansion
of the readership, also with the help of publishing the articles on the journal's official social
networks (Telegram, Instagram, Facebook). We encourage our authors to actively promote
their articles among the colleagues and fellow scholars around the world through academic
social networks and other possible ways that can attract readers, to increase awareness
and make articles published in Saryn more Internet searchable. In order to protect manuscripts
from being misappropriated by unscrupulous authors, links to the DOI or to the website
of the Saryn journal with the original version of the published article should be indicated.

This will allow you to prove your rights for the work, and for the date of publication.

The Saryn's editorial board does not prevent its authors from posting published materials
on other resources. The journal's authors can upload to an independent database or affiliated
one. An article, published in co-authorship, can be placed in a repository, even if the co-authors
have placed it in electronic libraries of other organizations. Interaction with other repositories
makes it possible to increase readership and citing audience, so the colleagues and students
will have the opportunity to acknowledge the studies, to gather associates and get new
opportunities.
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O >xypHane

Saryn — MmexayHapoAHOe Hay4YHOe PeLeH3NpyeMoe 13AaHne, OPUEHTVPOBaHHOE
Ha Ny6AVKaLWIo akTyanbHbIX UCCIEA0BAHMNA, MEPEBOAHbBIX MaTePUAIOB 1 PeLieH3n
Ha akaZeMnyeckme TeKCTbl, My3blkasbHble anbboMbl, KWHOGUABbMbI, BbICTABKW U Apyrie
Npowv3BeAeHNs HayKn U KyNbTypbl MO HampaBaeHWto «/ICKyCCTBO U FyMaHWUTapHble HayKu».
OCHOBHO Liesibto NybmnKaLuii Saryn aBAsAKOTCA CTaTby, B KOTOPbIX OCBeLLatoTCs
1 0b6CyXAatoTCA UCCaesoBaTeIbCKME Y METOAONOMMYECKME BOMPOChI UCKYCCTBA B KOHTEKCTE
HaLMOHaNbHOW KyJIbTYpbl, KPOCC-KYNbTYPHOE B3aUMOZAENCTBUE TPAAULMIA U UX aKTyaNbHOe
COCTOSIHME.
MaTepwasbl, MpesCcTaBaeHHbIe B PeAaKLMIO, MOTYT ObiTb COCPEJOTOUEHb! Ha TEOPETUYECKMX
Y AMMUPUYECKNX UCCNEA0BAHMAX, COAEPKALLMX CUCTEMATUUECKMI KaueCTBEeHHbIN
WM KONIMYECTBEHHBIN aHaNn3 AaHHbIX; KpaTKe NCCaef0BaTeNbCke OTHETbI U 3aMeTKY,
KOTOpbIE CYLLECTBEHHO MOATBEPXAAFOT UM PACLUMPAIOT CYLLECTBYHOLLME 3HaHWUSA; 0630pPbl KHUT,
TeaTpabHbIX CrieKTak/Ien, My3blKa/bHbIX a/lbOOMOB W KOHLIEPTOB, KNHO(UIbMOB, BbICTABOK
n apyroro. B Saryn npuBeTcTBYtOTCS HayuHble gnanoru. Pegakums xypHana npv3biBaeT aBTOpPOB
nmcaTb ICHBIM W JOCTYMHbIM A3bIKOM, W36eras CI0XKHON TEPMUHOIONMN 1 3a60TACH
0 KOMMYHMKaLIMK C MEXAYHapPOAHON UNTaTeNbCKOW ayAUTOPUEN.
ABTOpbI CTaTel, onybMKOBaHHbIX B Saryn, HECYT MOHYHO OTBETCTBEHHOCTb
3a cofiep>KaHune TEKCTOB, a TakKe 3a YecTb, JOCTOMHCTBO W e/0BYHO PEMyTaLMio TPETbUX
JVL, W/VAN OpraHn3aunii nav cTpaH, KoMy MOXeT ObITb MPUYMHEH HeyMbILLIEHHbIN yliep6
B pe3ysibTaTe Nybamnkauuv ctateil. MHeHWe pesakLmm MOXET He COBMajaTh C MHEHUEM
aBTOPOB W cogep>kaHnem ctatei. Mpu LUTMpOoBaHNM 06s3aTeNbHO yKasaHWe CCbIKM Ha aBTopa
N UCTOYHMK.
Bce ctaTtby, nocTynatoLlye B peAakuuto Saryn, MpoxXoaaT npoLeaypy npoBepku
Ha maaruart, BKAtoYas TeKCTbl, HaMMCaHHble UAW NepeBeAeHHbIE UCKYCCTBEHHBIM MHTE/IEKTOM,
1 NyGANKYHOTCA MOC/E MONOXKMTENBHOTO ABOMHOMO CIEMOrO PeLieH3MPOBaHMs CreLmanicTaMmu.
ABTOpPCKME HayuHble NCCeA0BaHMA, 0630pPbl, PELLEH3UN U MHTEPBBIO B Saryn nybankytotcs
6ecnnatHo. XypHan 6epeT Ha cebs BCe pacxoAbl, CBA3aHHbIE C PeAaKLMOHHbIMK paboTamu
1 nybankaumamm ctatei. 3a nybankaumo NpejoCcTaBieHHbIX B peAakLunio MaTtepuanos
rOHOpapbl He BbIMAa4YNBaLOTCS.

PeAakuUVOHHas NOANTIKA XXypPHaia OCHOBbIBAETCA Ha PEKOMEHAALMAX MEXAYHAPOAHbIX
OpraHu3aumin No 3TMKe HayuHbIX Nybavkaumin: KomvTeta no ny6ankaLMOHHOM 3TUKe —
Committee on Publication Ethics (COPE), EBponelickoi accoLmaLmn Hay4YHbIX peAakTopoB —
The European Association of Science Editors (EASE).

Pepakuws >XypHana Saryn oTKpbiTa K pasHbIM popmaTtam coTpygHmyectsa. Mbl bysem

pagbl H06bIM MPesoXKeHNAM, KOTOPbIE MOXHO HaMpaBWTb Ha 3JIEKTPOHHYHO MOUTY pejakLni:
editor@sarynjournal kz.
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PacnpOCTpaHeHme, MHAEKCMpPOBaHUe n apxmemnpoBaHue

Me>ayHapOoAHbI peLeH3npyeMblli XXypHan Saryn fenaeT BCe Wwaru Ans Toro, 4tTobsl ero
COMpPOBOX/an0 BbICOKOE KayecTBO NybmkaLuii 1 OH MOr 6bITb pacnpocTpaHeH BO BCEM MUpe.
OTa NosnTMKa CONPOBOXKAANA XYpPHa C MOMEHTa ero nepsoi nybankauum B 2013 roay.

Saryn npuaepxunBaeTcs NOAUTUKM OTKPBLITOTO A0CTynNa, NPUCOEANHUBLLNCL K byaaneLuTckol
MHULMaTMBE MO OTKPLITOMY JOCTYMY, YTO BAMSET Ha MOMCK M LIUTUPOBaHMe onybankoBaHHOM
CTaTby aBTOPa APYrMK nccaegosatenamun. NostoMy 1 cam XypHas, 1 PenosntTopum,
rfie XpaHATCA ero apxMBUMPOBaHHbIE M NeyvaTHble KoMK, ABASIOTCA BaXKHENLLEeN COCTaBAAoLLEN
npouecca Hay4HON KOMMYHUKaLIMN MeXAy NCCaefoBaTeNsMun Saryn n MexzayHapoHbIM
coobLecTBOM. ApXVBHbIE KOMUK CTaTei Saryn XpaHATCA B |BYX PENO3UTOPUAX nsjatens:

1. dnekTpoHHas bubanoteka Kasaxckol HaLMOHa bHOW KOHCEPBATOPUUN UMEHM

KypmaHrassi.

2. CrtpaHuua Saryn Ha opuLmansHoM caiite Kasaxckow HaLMOHaNbHOM KOHCepBaTOPUM

nmeHn Kypmarrasbi.

MeuyaTHble 3K3eMMAAPbI XypHana cogepyatcs B bubanoteke Kasaxckol HaLMOHaNbHOM
KOHcepBaTopun UMeHn KypmaHrasbl, HaumoHanbHon 6ubanoteke PK. Yntatenm n aBTopsl
MOTYT 03HaKOMUTbLCSA C 31EKTPOHHON Bepcueit BbiNyckoB becnnaTHo B pasjene «ApXvBbl»

Ha odpuLmanbHOM caliTe XXypHana — sarynjournal.kz. PDF-Bepcuun ctaTteit pacnpocTpaHstoTca
B cBo60oagHOM gocTyne no auueHsun Creative Commons (CC BY-NC-ND 4.0).

Saryn BkntoueH B [epeyeHb U3gaHuii, pekomeHayeMblix KomuteToM no obecneveHunto
KauecTtBa B cdepe Hayku v Bbicluero obpasosaHua (KOKCHBO) MununctepctBa Hayku
1 BbicLero obpasosaHus Pecnybamnkm KasaxcraH (npukas N2 101 ot 25.01.2024)

A5 NybAnKaL MM OCHOBHBbIX Pe3yNbTaToOB Hay4HOW AeATeNbHOCTH (pa3sen «lckyccTBo

W ryMaHuTapHble Haykm»). [ToMumo atoro, Saryn nHaekcmpyetcsa B KbL, (KasaxctaHckor 6aze
untnpoBanus), HUMHT (HaumoHanbHOM LieHTpe rocyapCTBEHHOW HayUYHO-TEXHNUYECKON
akcnepTm3bl), Knbep/leHnHke.

XKypHan Saryn BcecTopoHHe noajep>XvBaeT aBTOPOB B Jefie pacnpoCTpaHeH s
ony6/IMKOBaHHbIX MaTepPManoB U paclUpeHns YNTaTeNbCKOW ayAuTopun, B TOM Yucie 1 vyepes
nybavkaumio ctatel B opuLmManbHbIX coLceTsax XypHana (Telegram, Instagram, Facebook).

Mbl Npr3biBaeM aBTOPOB aKTMBHO NPO/ABUraTh CTaTbh CPeAM CBOUX KOMNEr U uccnejoBatenei
no BCeMy MUPY Yepes HayUYHble COLCETU U ApYriie BO3MOXHbIe CNOCObbI, UTO MOXET NPUBAeYb
ymTaTenew, NoBbLICUTb Y3HABaEMOCTb U CAenaTb onybanKoBaHHble B Saryn ctaTbu 6onee
AOCTYMHbIMK ANA noucka B VIHTepHeTe. [lna Toro 4tobbl o6e3onacuTb pyKoOnmcK OT MPUCBOEHNS
He,06pOCOBECTHLIMM aBTOPaMK, CaefyeT yKkasbiBaTb bk Ha DOl naun ccbiaky Ha cant
XypHana Saryn, rae onybavkoBaHa UCxoAHas Bepcus cTaTbu. ITO NO3BOUT JoKa3aTb CBOE
npaBo Ha pa3paboTky v AaTy nybankaumm.

PepaxkumnorHas konnermsa Saryn He npenaTcTByeT CBOVM aBTOpaM B pasmeLleHnn
ony6/IMKOBaHHbIX MaTepranoB Ha CTOPOHHMX pecypcax. ABTOPbI XypHana MOryT 3arpy3mnTb 1x
B HE3aBUCUMbIA Peno3nTopuii unm 6asy AaHHbIX NPy opraHu3auunm, apGuUaMpPoBaHHOW C HUMM.
CraTbs, onybankoBaHHas B COaBTOPCTBE, MOXET ObITb pa3MeLLleHa B Perno3nTopuK, Jaxe ecan
COaBTOpPbI Pa3MeCcTWIN ee B 3NeKTPOHHbIX BrbanoTekax Apyrux opraHusauuii. Baumogeicremne
C APYTVIMU PENO3MTOPUAMM NO3BOJAET YBEANUNTL YNTATENbCKYHO U LUTUPYIOLLYIO ayAUTOPUIO,
[iaeT BO3MOXHOCTb KOJIIeram v CTyZleHTaM 03HaKOMUTbCS C UCCNefoBaHUAMM, 063aBecTUCh
€MHOMbILINEHHMKaMW 1 HOBbIMM BO3MOXHOCTAMM.
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KecKkiHAeMecCiH» Kabbligay, skcnosunumanay
KaHe TY>KbIpbiMAay

HOnna CopokuHa
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Kipicne ces

KypmeTTi apinTectep, aBTopaap >aHe oKbipMaHaap!

Cizgepain HazapaapblHbi3fa YCbIHbIIFaH XYPHaNZAbIH, €KiHLLI CaHbIHbIH, Ma3MyHbl YITTbIK CanT-43CTyp
KOHTEKCTIHAEr caH anyaH eHep TypaepiHiH Macenenepi 6acbinbiMaapAblH 6acTbl Ha3apbiHAa €KEeHIH pacTangbl.

Byn Hewmipre eHrisisireH Makananap apTyp/i 6afbiTTarbl TaKblpbINTapAbl KO3FalTbIHbIMEH KbI3bIKTbl —
6y 9p TypAi OPbIHAAYLUBIILIK TYPAEPiHIH, My3blKablK, WblFapMalLLblbIfbIHAa apHafaH XYMbICTap; eHep
TYP/AepiHiH e3apa apeKkeTTecy MacenenepiHe 6arnaHbICTbl Makananap; XX facbipAblH 6acbiHa Tapuxm 3KCKypC
»aHe OpTanblk A3ua eHepiHiH 3aMaHayn 60MbICkI Typabl MATIHAEP.

Ocblnaiiwa, BeHa My3bika XaHe OpbIHAAYLbIIbIK OHEP YHUBEPCUTETIHIH, okl Py36ex Hadpucngin, sxymbicoi
CaHTYp MpaHablK My3blkanblk acnabbiHblH, ConTycTik KanndopHuaaa opbiHAaNbIHYbIH 3epTTerai. Typai 3epTTey
dAiCTEpPiH KONAAaHa OTbIPbIM, aBTOP ASCTYPAI CaHTYPAbIH 6acka MaAeHN opTaZa KOAAaHbINYbIH CUMATTakTbIH
6ipHeLle MaHbI3abl KypaMmaac 6eniktepre TokTanagbl. OHbl iC XKy3iHAE KOAAAHYAbIH TapuUXu-aneyMeTTiK
LIapTTapblH ailkblHAAM OTbIPbIN, aBTOP HEFI3IHEH MPaH AMacnopacbkiHbIH, My3blKablK MaAEHUETIHIH OO BEKTUBTI
6eliHeciHAeri OIKbUIbIKTapAbl TOATbIPAAbI.

KasakctaHablk 3epTtTeywinep Anmat N36ambetos neH ToixaH ErmH6aeBaHbIH, Makanacel A. XXybaHos
neH J1. Xamuanain, «Abai» onepacbiHgarbl AbanblH BOKanAblK NapTUACbIHAAFbl UHTEPMTIH MacesenepiHe
apHanfaH. Ocbl WblFapMafa apHanfaH KenTtereH 6acblibiMAap apacbiHAa OyriHri KyHre feriH MyHAaln 3epTTey
pakypcbl anfall peT KOAAaHbIIbIM OTblp, By, SpUHE, dWriNi NapPTUAHBIH, XaHa KblpiapblH, OHbIH, onepajarbl
peniH alazbl, COHbIMEH KaTap LWblFapMaHblH MAEAbIK KOHLEMLMACBIH TYCiHyre MyMKIHAIK 6epegi.

Acet [>kymabaeB neH AiixkaH bepaibangbliH, >xyMbicbl My3bika Webepi — Kamap KacbiIMOBTbIH, Ty/1facbiHa
YHAEYIMEH ©3€eKTi, OHbIH, Ka3aK XasblK acnanTapbliH Xacay XaHe kainTa kypysafbl eHberi KazakcraH
PecnybamnkacbIHbIH XeTeKLUi My3blKanblk KoanekTnai — Kypmanfasbl aTbiHAaFbl Kasak yaTTbIK Xablk,
acnanTap OpKeCTPiHiH OpbIHAAYLLbINbLIK TaXipnbeciHe opacaH 30p yaec KocTbl. LLebepaiH KoAbIHAH LbIKKaH
acnanTapgblH, SFHU 4OMObIPaHbIH, KYPbIIbICbIHA KaTbICTbl 3epTTEY MaCeseNepiH Lwelle OTblpbIn, aBTopaap
M. MaumeBcKMnAiH aaicTepiHe cyieHe OTbIpbIn, Ka3akKcTaHAblk My3blkaTaHyAafbl acnanTaHyablH
nepcrnekTMBanbl HafbITbiH XanfacTbipyAa.

[Jamup YpasbimbeTtoB neH TofkaH MonganiMmHiH 6aneT eHepiHe My3blka Xacay Maceneci Typanbl
MakanacblHAa COHFbl Xblngapbl KasakcTtaHafbl XeTekLli My3blka XaHe xopeorpadusaibik Mekemenepae
>Ky3ere acblpblbin XaTkaH xobanapabl Mbicaffa ajna OTblpbIn, KOMAO3NLUABIK, LWblFapMaLlblIbIK,
>K9HE OpPbIHAAYLLbIIbIK MHTEPNPETaLMafa KaTbICTbl ©Te KbI3blKkTbl MaTepuan bepinreH. ABTopaap apTypi
3epTTey dAICTepPiH NajanaHa oTbipbIM, My3biKasblK XXaHe Xxopeorpaduanblk 6actaynapAblH 63apa
dpeKeTTeCyiHiH Typaepi MeH dopManapbiHa KeHiHEH TanAay XYprisgi. YCbIHbIFaH 3epTTey HaTuXenepi
ToXipmbenik HafbITka Me kaHe bosallakTa KOMMO3WTOpaAapFa, My3blKablK pesakTopiapsa, MeHeaxKepaepre
XaHe apTypai bopmaTTasbl Xopeorpadusaibik KOVbINbIMAAPAbI >KacayLbliapsa nanganbl 60aybl MyMKiH.

Muxann OBUMHHMKOBTBIH, Makanackl okbipMaHAapabl XX facbipgblH 6acbiHaafbl OpTansbik A3ns
MOCTKEHECTIK KeHICTiriHiH 6ap/blk pecnybankanapbiHaa xaHe KasakcTaHaa eHepaiH XaHa XaHpaapsl,
bopmanapbl MeH TypaepiH >acay 60lbiHLIA BenceHi XYMbIC XYPri3ifin XaTkaH Ke3eHre «TacbiMangangbl».
Ocbinariwa, 6yn xxymbicTa aBTopAblH Pecell MeH ©36ekcTaHAasbl MypaFaTTbiK Aepekke3aep apKblibl
KepceTkeH ©36eKCTaHHbIH MEMJIEKETTIK OHEP MypaykalblHAafbl XXaHa aBaHrapAThIK KOPMEHiH TapuXbl
6epinreH. KeckiHaeme K&pPMeCiHiH, KaablNTacyblHblH, COM KE3AEri XXaHabIfbIHbIH, KYXXaTTbIK alifafbl TallKeHT
KOPKEM MyparkabIHbIH, ©TKEH TapUXU BEMHECIH TONLIKTBIPbIN KaHa KoMMal, pecMu KypblibIMAapPAbIH CON
Ke3zeri aBaHrapATblK OHEPMeH 6aiNaHbICbIH aliKbIHAANAbI.

KopbITbiHAbI MakanaHbiH, asTopbl KOnmsa CopoknHa OpTanbik, A3MsHbIH KEpPKeMAiK TaxipubeciHaeri
TEXHOIOTUANAP PeTiHAE KYHAENKTI eMip aneMeHTTepiH 3epTTeyre HanaHbICTbl bipHeLle Xbla Holbl
XKYPri3reH >xeke 3epTTeyaepiHiH HaTMXKeNepiMeH TaHbICyAbl YCbiHaAbl. AHAaNUTMKAAbIK Ty>KblpbIMAAP SPTYPI
enjiepaeri ykcac kybbinbicTapMeH canbicTbipa OTbipbin 6epinreH, 6yn OpTanbik A3nsgasbl KOPKEMAIK OHepAi
HacuxaTTayAblH epeKLleniKTepiH aHbIKTayFa MyMKIHAIK 6epai.

XKypHanbIMbI3ZbIH XaHa caHblHa Makananap yCbiHFaH 6ap/blk aBTOpapFa LblH XXYPEKTEH afbICbIMbI3Abl
6ingipemis!

Fanna berembeToBa,
6ac pedakmop

14 Saryn XanbKkapanblk peueHsnanaHaTblH XypHan
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Foreword

Dear colleagues, authors and readers!

Here we present the second issue of the journal that confirms the main focus in publications covering
the problems of various art types both in the context of national traditions.

The articles of the issue capture the interest by addressing to various topics. Among them are the works
that are devoted to musical creativity of different types of performance. One article relates to the collaboration
of different art types. You can also find a historical review of the beginning of the twentieth century as well as
the texts about contemporary art in Central Asia.

The first one is the work of Roozbeh Nafisi, a representative of the Vienna University of Music
and Performing Arts, who shows the existence of the santur, an Iranian musical instrument, in Northern
California these days. Using various studies and methods in the field, the author focuses on several important
components that characterize the features of the traditional santur in different cultural environments.

While defining the historical and social conditions for the practical use of the instrument, the author fills
the gaps in the objective picture of the Iranian diaspora musical culture.

The next article is presented by Kazakh scholars Almat Izbambetov and Toizhan Yeginbayeva. It is devoted
to the problems of intertextuality in the Abai’s vocal part from the "Abai” opera by Akhmet Zhubanov
and Latiff Khamidi. Among the large number of available publications devoted to this work, that kind of study
is applied for the first time, and indeed, reveals new facets of the famous part, its role in the opera. It also
makes it possible to realize the ideological intent of the work in whole.

Asset Jumabayev and Aizhan Berdibay turn their appeal to the personality of the musical artisan
Kamar Kassymov. His years in the production and reconstruction of Kazakh folk instruments made a huge
contribution to the performing practice of the Kurmangazy Kazakh National Orchestra of Folk Instruments
as the leading musical team in the Republic of Kazakhstan. Studying the problems on the structure
of instruments made by an outstanding master, namely dombra, the authors continue a very promising
direction in Kazakh musicology, based on the methods of Igor Matsievsky.

A very interesting material is presented by Damir Urazymbetov and Togzhan Moldalim. It relates
to the problem of creating music for the ballet art, such as the compositional creativity and performing
interpretation. The recent projects implemented in leading musical and choreographic institutions
in Kazakhstan were taken as an example. The authors conducted an extended analysis of the types
and forms of interaction between musical and choreographic principles. The presented results of the study
have a practical orientation and may be useful for composers, music editors, managers and creators
of choreographic productions of various formats in future.

The article of Mikhail Ovchinnikov “teleports” the audience to the early days of the twentieth century.

In all the republics of the post-Soviet space of Central Asia and Kazakhstan there was an active work going
to create new genres, forms and types of art. The author presents the history of the new avant-garde
exhibition at the State Museum of Arts of Uzbekistan through the archival sources in Russia and Uzbekistan.
The archival documentary evidence of organizing a new painting exhibition not only fills in the picture

of the historical past of the Tashkent Art Museum, but also defines the relationship of official structures

to the avant-garde art of that time.

The final author is Yuliya Sorokina. She presents the results of her own studies related to the everyday
life elements as technologies in the artistic practice of Central Asia. The analytical conclusions are presented
in comparison with similar phenomena in different countries, which made it possible to determine
the specifics of promoting the art in Central Asia.

We express our heartfelt gratitude to all the authors who presented the articles to the new issue!

Galiya Begembetova,
Editor-in-Chief
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BcTtynutenbHoe cnoso

,D,oporme Kosiern, Hawy aBTopbl U ymTatenn!

MpeacTaBAeHHbIN BalleMy BHYMaHUIO BTOPOW HOMEp XypHasa no CoAep>KaHWHo NMOATBEPXKAAEeT CBOO
OCHOBHYHO HampaB/IeHHOCTb B My6ANKaLMAX, OCBeLLatoLWMX NPo6aeMbl PasHbIX BUAOB UCKYCCTBA B KOHTEKCTE
HauMOHaNbHbIX TPAAMLMIA.

Boweglumne B faHHbIN HOMEp CTaTbl MHTEPECHbl 0bpalleHnem K TeMam PasiMUyHOlM HanpaBAeHHOCTU —
3TO PaboTbl, MOCBALLEHHbIE My3blKaJlbHOMY TBOPYECTBY Pa3HbIX BUAOB UCMONHUTENLCTBA; CTaTbs, CBA3aHHas
€ BOMpocamu konnabopaLum BUAOB UCKYCCTB; TEKCTbI C UCTOPUYECKMM 3KCKYPCOM B Hayano XX Beka
1 COBPEMEeHHbIM bbiIToBaHWEM UckyccTBa LieHTpanbHom Asuu.

Tak, B pabote Py3bexa Haducu, npeacraButens BeHckoro yHnBepcuteta My3biku M UCMIOJHUTEIbCKOTO
MCKYCCTBa, PAaCCMOTPEHbI BOMPOCHI BbITOBaHWA CaHTypa — MPaHCKOTO My3blKalbHOTO MHCTPYMEHTa
B CeBepHoli KanndbopHun. Micnonbsys pasnvuHble METOAbI UCCNEL0BaHNSA, aBTOP aKLEHTUPYET BHUMaHUe
Ha HECKOJIbKUX BaXKHbIX COCTaB/IAOLLMX, XapaKTEPU3YHOLLUX OCOBEHHOCTU DYHKLIMOHUPOBAHMA
TPaAVLMOHHOTO CaHTypa B MHON Ky/NbTypHO cpege. Onpesenss npu 3TOM UCTOPUYECKUE, CoLMabHble
YCNOBUSl €r0 MPaKTUYECKOro UCMOb30BaHUs, aBTOP BOCMOJHSAET BO MHOTOM Npobenbl B 06beKTYBHOM
KapTVHe My3blKaJbHON Ky/NbTypbl MPAHCKOW AMacnopbl.

Cneaytoliasn cTaTbs KasaxcTaHCKuUX nccnegosatenein Anmarta Misbambetosa v ToixkaH ErmH6aeBomn
nocesLleHa NpobsemMam MHTEPTEKCTa B BOKaAbHOM naptum Abas 13 onepbl «Abain» A. XXybaHoBa
n J1. Xammam. Cpesm 601bLIOrO KOAMYECTBa UMERLMXCs NMy6avKaLWi, NOCBALWEHHbIX JaHHOMY
NPOU3BEAEHNIO, Ha CETOAHSALLIHNIA AeHb MOAOBHBIV paKypc UCCNef0BaHNUsA NMPVYMEHEH BMEpPBbIE,
yTO, 6E3yCNOBHO, PacKpbIBaeT HOBbIE FPaHN M3BECTHOW NapTUK, ee Pob B OMepe, HO Takxke JaeT
BO3MOXHOCTb OCO3HaTb UAEMHBIN 3aMblCesl MPOU3BEAEHNS B LIENOM.

Pabota Aceta [l>xymabaeBa n AlixkaH bepamnbali akTyasbHa CBOMM 0bpalleHneM K TMYHOCTU
My3blkanbHOro Mactepa Kamapa KacbiMOBa, Ueli TpyZ, B U3rOTOBNEHWM, PEKOHCTPYKLMM Ka3aXCKUX HAPOAHbIX
WHCTPYMEHTOB BHEC OFPOMHbIN BKAJ, B UCMOJHUTENbCKYHO MPakTUKy Ka3axckoro HaLMoHaibHOro opkecTpa
HapOAHbIX MHCTPYMEHTOB MMeHU KypMaHrasbl — BeayLlero My3blkaabHOro Koanektuea Pecnybamnkm KasaxcraH.
Pelwas nccnegoBatesibCckme 3aZiaum Mo CTPOEHWHO U3rOTOBSEMbIX MacTEPOM UHCTPYMEHTOB, @ UMEHHO
JOMBpBbI, aBTOPbI MPOAOJ/IXKAKOT BECbMa NEPCMNEKTUBHOE HarnpaBieHe NHCTPYMEHTOBEAEHUS B Ka3axCTaHCKOM
My3bIKO3HaHUK, ONMpasch Ha MeTogbl M. MauueBckoro.

BecbMa MHTepecHbIn MaTepuan npeactassieH B paboTte Jamupa YpasbvimbetoBa v TornkaH Mosganum,
KOTOPbIN CBS3aH C NpobaeMoli Co3aaHMs My3bIKM A8 UCKYCCTBa HaneTa, — KOMMO3UTOPCKOe TBOPUECTBO
N UCMIONHUTENbCKAA UHTEePMpeTaLMsa Ha MpUMepe NPOeKTOB NOCAeAHUX JIeT, peann3oBaHHbIX B KasaxcTaHe
B BEAYLLMX My3blKalbHO-XOpeorpadruueckux MHCTUTYLMAX. ABTOpaMu NMPOBeAEH paclUMpPEHHbIN aHau3
BUZOB 1 GOPM B3aMMOZJENCTBUSA My3bIKalbHOTO U XOpeorpadunyeckoro Hayan ¢ MPUMEHEHUEM PasIMUHbIX
nccnesoBaTeNbCknX MeToaoB. [peacTaBaeHHble pesyabTaThl UCCIEA0BAHUA UMEHOT NPaKTUYECKYHO
HarnpaB/JIeHHOCTb U B NMepCreKTBe MOryT HbITb MONE3HbI A1 KOMMO3UTOPOB, MY3bIKalbHbIX PEAAKTOPOB,
MeHeKepOoB U co3jaTeneli xopeorpabuueckx MOCTaHOBOK pas3Horo popmarta.

Cratba Muxauna OBUMHHMKOBA «MEePEeHOCUT» UnTaTesel B nepunog Havana XX cToNeTus, Koraa Bo BCex
pecnybavkax CpeaHeli A3un 1 KasaxctaHe NpoBOAWAaCchk akTMBHas paboTa Mo CO34aHUI0 HOBBIX XXaHPOB,
dopM 1 BUAOB nckyccTBa. Tak, B JaHHON paboTe NpescTaBieHa CTOPUS HOBOW aBaHrapAHOMN 3KCMO3MLMK
B [0CyapCcTBEHHOM My3ee UCKYCCTB Y36eKuncTaHa, mokasaHHasi aBTOPOM Yepes apXmMBHbIe UCTOUHUKN Poccum
1 Y36ekucraHa. [lokyMeHTabHble CBUAETENbCTBA GOPMUPOBAHNS HOBOW ANS TOTO BPEMEHU BbICTABKM
>KMBOMUCK HE TONbKO BOCMOJIHAKOT KAPTUHY MCTOPMUYECKOTO MPOLLIOrO TAlLKEHTCKOro XyA0XXeCTBEHHOrO
My3esi, HO U OMPeaenstoT OTHOLeHME odULMaNbHBIX CTPYKTYP K aBaHrapAHOMY UCKYCCTBY TOFO BPEMEHM.

ABTOp 3aKntounTensHol ctatbi KOs CopoknHa 3HaKOMUT unTaTenet ¢ pesybTaTtaMm COBCTBEHHbIX
N3bICKaHUA HECKONbKUX NIET, CBA3AHHbIX C M3yUYEeHMEM 3/IEMEHTOB BbiTa Kak TEXHOJIOTUI B XYAOXECTBEHHOW
npaktuke LleHTpasbHOM A3nn. AHaAUTUUYECKUE BbIBOAbI MPeACTaBAeHbl B CPaBHEHWUM C MOAOBHbIMM
ABNEHUAMMW B Pa3HbIX CTPaHax, UTo Aaso BO3MOXHOCTb ONpesennTb 0CO6eHHOCTU NPOABUXEHNSA
XYZ,0XECTBEHHOTO UCKYCCTBa LieHTpanbHoM A3unu.

Mbl BbipaxkaeM cepAeuHyro 61arosapHoCcTb BCEM aBTOPaM, KTO MPeAJ/IoXW CTaTby, BOLeALLINe B HOBbI
HOMep HaLlero xypHana!

lFanna berembeToBa,
2nasHeili pedakmop

16 MexXxayHapoAHbIA peyueH3npyemMbln XypHan Saryn



ISSN 2960-2351 (online) ISSN 2960-2343 (print) No. 2. 2024 CSaPyIl

UDC 786/789+781.7
DOI 10.59850/SARYN.2.12.2024.187

Roozbeh Nafisi

MA, final year PhD candidate, Departments of Ethnomusicology and Musical Acoustics,
University of Music and Performing Arts Vienna (Vienna, Austria)

ORCID ID: 0009-0000-0860-8924

email: rozbehn@yahoo.com

Article

Cite: Nafisi, Roozbeh. “Santur-Playing Iranian
Americans in Northern California.” Saryn,
vol. 12, no. 2, 2024, pp. 17-39.

Santur-Playing
Iranian Americans
in Northern

T ators ol vesionof e e California

Received by editorial: 25.04.2024
Passed the review: 15.05.2024
Accepted to publish: 24.05.2024

@oee

© 2024 The Author(s). Published by Kurmangazy Kazakh National
Conservatory. This is an Open Access article distributed under the terms

of the Creative Commons Attribution-NonCommercial-NoDerivatives License
(http://creativecommons.org/licenses/by-nc-nd/4.0/), which permits
non-commercial re-use, distribution, and reproduction in any medium,
provided the original work is properly cited, and is not altered, transformed,
or built upon in any way.

Saryn International Peer-Reviewed Journal 17



(Sapyn No. 2. 2024

18
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Abstract. In Northern California, there are Iranian Americans who play santur, originally a representative
instrument of Iranian music. The present article focuses on this community, taking the following issues under
consideration:

*  What are the aesthetic conceptions of Iranian santurs and their sounds, held by santur-playing Iranian
Americans in Northern California?

«  What are the social applications of Iranian santurs in Northern California?

Regarding methods, participatory study in the field served as the basis for this work. Partners of the study
took part in intensive interviews, and also shared their opinions on various music samples. Literary
investigation was also applied, clarifying the necessary historical and social backgrounds. My particular
interest in santur led me to conduct this work. An aspect of it lies in underlining of diaspora discourse

in ethnomusicology. Although there are strong ties between Iranian santur practitioners in Iran and santur-
playing Iranian Americans in Northern California, the latter group has its own distinctive social identity

and follows its concerns. Their repertoire goes beyond Iranian music as understood in Iran: it includes

folk music and takes influences from neighboring minorities, such as Indian Americans. Regarding social
applications of santur in Northern California, this study focuses on two main trends: political motivations,
and interest in establishing dialogues with neighboring cultures. In both cases, the role of Radif-inspired
improvisation is strongly present. In Northern California, the santur is used by various segments of the society.
This practice sometimes goes beyond the Iranian American community. As this study focuses on a specific
practice of santur away from the instrument’s original homeland, its outcomes can contribute not only

to ethnomusicology, but also to areas of diaspora studies, music history, and such creative directions

as music performance and improvisation.
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Tipek ce30ep: caHTyp, npaHablk amepukaHabiktap, Contyctik KanmdopHus,
3THOMYy3blKaTaHyAafbl Anacnopa ANCKYpPCbl, UMMNPoBM3auunsa, pagno.

Angatna. Contyctik KannpopHusga caHTyp npaHAablk My3bikablk acnabblHia ONHANTbIH MpaHAbIK,
aMepuviKaHAbIKTap Typagbl. byn Makana ocbl KaybIMAACTbIKKA apHaafaH XKoHe Keseci eki cypakTbl
KapacTbipazbl:

«  Conryctik KannpopHusaarbl MpaHablk ameprkaHAblkTap OMbIHLLbIAAPbIHBIH MPaHAbIK CaHTypaap
>8He OHbIH, AbIObIChI Typabl 3CTETUKANbIK TYCIHIKTepi KaHAan?

«  ContycTik KannpopHusagarsl paHAbIK CaHTYpAapAbIH 91eyMETTIK KONAAHbIChI KaHAan?

By >XyMbICTbIH, Heri3i BipneckeH 3epTTeynep 6oaabl. 3epTTey cepikTecTepi KapkblHAbI CyxbaTTapfa KaTbICbir,
SPTYPAi My3bIKanbIK yArinep 6olbiHLWa 63 nikipaepiMeH 6enicTi. O4ebun 3epTTeynep e Xyprizingi, byn KaxeTTi
TapyXn-aeyMeTTIK JepekKe3aepi HakTblnayfa MyMKiHAIK 6epai. MeHi ocbl 3epTTeyre caHTypfa AereH epekiue
KbI3bIFYLUbLIbIFBIM MTEPMenedi. 3epTTey KbipaapblHbiH 6ipi 3STHOMYy3bIkaTaHyAafbl AMacnopa ANCKYpPCbiHa
epekLle Haszap ayaapy 6ongbl. VipaHgaFbl caHTyp olibiHWbINapbl MeH ConTycTik KanndopHusagarsl caHTyp
NpaHAbIK aMepuKaHAbIKTap OVbIHLLbIIAPbI apacbiHAA ThiFbl3 BalinaHblC 60AFaHBIMEH, COHFbI TOMTbIH, ©3iHAIK
aneymeTTik 6onmbicbl MeH Myaaenepi 6ap. OnapabiH peneptyapbl MipaHaa TyYCiHINETIH MpaHablK My3blkameH
LeKTeNMeNgi: TeK MPaHAbIK XablK My3blKacbl faHa eMec, COHbIMEH KaTap YHAINIK amepuKaHabliKTap

CUAKTBI KepPLUi 3THUKa/bIK a3lblablkTapaaH anblHFaH. ConTycTik KanmdopHuagasbl cCaHTypAbIH 91eyMeTTiK
KONAaHbINybIHA KaTbICTbl Oy 3epTTey eki Heri3ri TeHAeHUmMAFa bafbiTTanfaH: cascu MOTUBTEP XKaHE KepLui
M3JEHNeTTEPMEH ANanor OpHaTyFa Kbi3bIFyLUbIbIK. EKi XaFfaanaa Aa pagudreH wabblTTaHablpbliFaH
NUMMPOBM3aLMAHbIH Pei aikbiH. ConTycTik KannpopHusaa caHTypAbl KOFamMHbIH 9pTypJi TONTapsbl
nanganaHagel. Kenge 6yn toxipnbe vpaHabik-amepuKkaHablK KaybIMAACTbIKTbIH, LIEHOEPIHEH LWbIFbIN KeTes,.
Byn 3epTTey e3 eniHeH TbiC XXepaepae CaHTypAblH HakTbl ToXipnbeciHe HafbiTTanfaHAblKTaH, OHbIH HaTUXenepi
TeKk 3THOMy3blKaTaHy faHa emec, AnacnopaTaHy, My3blka TapuXblHa XXOHe My3blKasblK OpbIHAAYLbIIbIK,

neH MMNPOBM3aLIMA CUAKTBI LWblFapMallblIblK cananapfa 4a yaec Kocybl MyMKiH.
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Knrouessbie cnosa: caHTyp, amepurikaHLbl MpaHCKoro npoucxoxaeHus, CesepHas
KanndopHus, anckypc gmacnopbl B STHOMY3bIKOBEAEH MM,
MMnpoBusauus, paauad.

AHHoTauma. B CesepHon KanmdopHum NpoxmBatoT aMmepurkaHLibl MPaHCKOro NMPOUCXOXAEHNS, KOTOpbIe
MrparoT Ha CaHType — CBOeO6Pa3HOM MPaHCKOM My3blKaJlbHOM WHCTPYMeHTe. HacTosAwwas cTaTba NOoCBsALLeHa
3TOMY COOBLLEeCTBY 1 pacCMaTpuBaeT CaejyroLLe BOMPOChI:

e 3CTeTUYecKue npeAcTaBaeHNs 06 MPaHCKUX CaHTypax v UX 3ByYaHWU, KOTOPbIX MPUAEPXKMBALOTCA
urpatolme Ha HX aMepuKaHLbl MPaHCKOro npoucxoxaeHuns B CesepHoit KanndopHuu;

e coumranbHOe NpUMeHeHne npaHckmnx caHTypos B CeBepHol KanndopHun.

OcHoBOW /17 faHHOW PaboTbl MOCAYXXMIN COBMECTHbIE UCCNeA0BaHUA. [TapTHepbl MO UCCAEAOBaHWNIO
NPUHANM yYacTUe B MHTEHCUBHBIX MHTEPBbLIO, @ TakXKe NOoAENNINCh CBOMM MHEHMEM O Pa3nYHbIX
My3blkabHbIX 0Opa3Lax. bbian npoBeAeHbl IMTepaTypHble NCCNEL0BaHNA, KOTOPbIE MO3BOANAN YTOYHUTD
HeobHX0AVMbIe NCTOPUUECKME U COLMaNbHbIE UCTOYHNKM. OCOBbLIN MHTEpeC aBTopa CTaTby K CaHTypy
nobyAnn NpoBecTn fgaHHoe nccnegosaHne. OgHVM 13 ero acnekToB ABARETCA 0cOboe BHUMaHWe K ANCKYpPCY
AMacnopbl B 3THOMY3blkOBeZeHUN. XOTA CyLLeCTBYeT TeCHasA CBA3b MEXAY UCMONHUTENsMU caHTypa B VpaHe
N amepuKaHLLaMy MPaHCKOTO MPOUCXOXAEHNS, UrpatoLLMMK Ha HeM B CeBepHow KanndopHum, nocnesHss
rpynna MmeeT CBOH 0COBYHO COLManbHyH NAEHTUYHOCTb U MPUAEPXKNBAETCA CBOUX MHTEPECOB.

Wx penepTyap BbIXOAWT 3@ paMKM MPAHCKON My3blK/ B TOM BUAE, B KaKOM ee NMoHMMatoT B VpaHe:

OH BKJItOYaeT B ceba He TOIbKO MPaHCKYH HapOAHYH My3blKy, HO Tak)Ke MepeHVIMaeT ee y COCeHUX
3THOMEHbLUMHCTB, TakMX KaK, Hanpumep, amepukaHLbl MHAUACKOTO NPOUCXOXAeHMs. YTo KacaeTcs
coumanbHOro npumMeHeHus cantypa B CesepHoit KanvdopHum, To B 3TOM UCCIe40BaHMN OCHOBHOE BHYMaHMe
yAenaeTca AByM OCHOBHbIM TEHAEHUMAM: MOAUTUYECKMM MOTVBaM M 3aMHTEPECOBaHHOCTU B YCTaHOB/IEHUN
AMnanora c cCoceaHnMu KynbTypamun. B obonx cnydasx oueBugHa posb MMMNPOBM3aLIMM, BAOXHOBIEHHOM
pazndom. B CeBepHoi KaandopHUM caHTyp MCMO/Ib3yeTcs pasfnuHbiMy cioamm obuectea. MHoraa

3Ta NpaKTKa BbIXOAWT 3@ paMKM MpaHO-aMepunKaHckoro coobuuectaa. MockoabKy 370 nccnepoBaHve
COCPEesoTOYEHO Ha KOHKPETHOM MPaKTMKE NCMOJIb30BAHUA CaHTypa BHE ero POAWHbI, €r0 pe3y/bTaTbl MOTyT
BHECTW BK/1aJ, HE TO/IbKO B 3THOMY3bIKOBEAEHWE, HO U B N3yYeHWe AMacnopbl, UICTOPUIO MY3biKK 1 Takue
TBOpYECKME HanpaB/ieHus, Kak My3blKasbHOE UCMOAHUTENBCTBO Y MMMPOBU3aLLUA.
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Introduction
This writing provides a view of santur-playing Iranian Americans in Northern California,
who constitute a minority in the USA having their own distinctive social identity.
The repertoire they employ stretches beyond Iranian music as understood inside Iran.
This study considers the following issues:

1. What are the aesthetic conceptions of Iranian santurs and their sounds, held

by santur-playing Iranian Americans in Northern California?

2. What are the social applications of Iranian santurs in Northern California?

Regarding methods, participatory study in the field served as the basis for this
work. Partners of this study took part in intensive interviews, also shared their opinions
on various music samples (listening tests). Literary investigation was applied as well,
clarifying the necessary historical and social backgrounds. Wherever relevant, reflections
on my experiences as a santur-playing Iranian American who lived, played, and taught
in Northern California (1999-2008) were also incorporated. My particular interest
in santur, the instrument | play since childhood, led me to conduct this work,
on the side of my dissertation on santur.

Backgrounds: Santur, Iran, Northern California, Iranian Americans
Santur, a representative instrument of Iranian music, is a wooden trapezoidal
chordophone played by wooden mallets (see Fig. 1).

Iran, the homeland of santur, ‘
is a country in the Middle East. The domain i
of Iranian cultures lies beyond Iran’s current Z
geopolitical boundaries. This is because, P )tf
over the course of its millennia of history, 3 —3 b
Iran has gathered different cultures under

its domain, where they have been able Figure 1. A "General Schema of the Santur” (Payvar 55).

to spread and merge.
To explain the meaning of santur-playing Iranian Americans in Northern California,
| would first like to break down this term into its exponents. | suppose it is relatively clear
what is meant by a santur player: a person who plays santur. | am not concentrating here
only on professional santur players. | am also considering students and amateur players
of this instrument.
What is meant here by Iranian Americans is a group of people who are of Iranian
heritage and live in the United States of America. They are both American and Iranian
1 "Still today, one should speak of not one but three at the same time. However, they have
Iranian states: apart from the Islamic Republic of Iran, their very own cultural characteristics
Tajikistan and Afghanistan are both officially as weII, which are different from those

Persian-speaking and culturally Iranian. Uzbekistan has . o
a large albeit mostly unrecognized Persian-speaking of other Americans and the people I|V|ng

opulation [...]. The Kurds, who are spread out over . .
Eall?a dozen countries [...] are also paprt of the larger in Iran. Many of them celebrate national
Iranian group, as are the Baluch of Iran and Pakistan, and cultural festivals of both the USA
the Pushtuns of Afghanistan and Pakistan, .
and the Ossetes and the Tats of Caucasus. Further and Iran. For example, many Iranian-born
afield, Iranian ideas and practices shaped those Americans celebrate Norooz (the Iranian
of cultures from Balkans to India and China until . .
quite recent times” (Foltz xii). New Year celebration at the vernal equinox,
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according to the old Persian calendar) as well as Thanksgiving (a national holiday
of the USA) in personalized ways. They have specific dialects and accents in speaking
Farsi and English, contributing to an identity sometimes described as “Iranian in America
and American in Iran” (Whitlock 13).

Northern California starts in the far north of the state and extends to the end
of the San Jose region in the south. The major cities in this region are San Francisco,
Sacramento, San Jose, Oakland, Stockton, Modesto, Fresno, Chico and Eureka. The federal
government of the USA estimates that of the less than two million Iranian Americans
living in the USA, about 40% live in California. However, there seem to be no exact
statistics available on the number of Iranian Americans of Northern California among
the 15.3 million Northern Californians. The main communities of Iranian Americans
in Northern California are located in the San Francisco Bay Area, Sacramento
and San Jose. They are growing steadily as more and more Iranians from Iran join them
despite all immigration and political obstacles. “Even today many bright young Iranians
are leaving for the USA” (Raji 193).

As it seems to be a common tendency in the Iranian diaspora around the world?,
the majority of members of Iranian American communities in Northern California are
economically prosperous. “The Iranian-American population is well-educated, with six
times the national average of doctoral degrees, and well-off, with 40 percent higher
per capita income than the national average” (Larsen 26). In such administrative centers
as the city of Sacramento, many Iranian American technocrats serve as government
employees. Many of them also work as academics in university towns such as Davis.
In San Francisco, there are many Iranian American technicians who work in the IT
industry. This financial prosperity has supported music, including santur music,
to serve as a cultural component.

Issues under Consideration
1) What are the aesthetic conceptions of Iranian santurs and their sounds, held
by santur-playing Iranian Americans in Northern California?

Identifying Iranian santurs and their communities in Northern California would
become possible through understanding the social, cultural and historical coordination
of the Iranian American communities in Northern California. It would be helpful to know
where these people come from and what their original motivations were for leaving Iran
and settling in Northern California. It would be important to understand how the history
and social life of these people are reflected in their music.

2) What are the social applications of Iranian santurs in Northern California?

Like a seed planted in another earth and climate, Iranian music in Northern California
keeps developing in new directions in different ways than it has already experienced
in its Iranian homeland. The Iranian santur music had to interact with the conditions,
demands and expectations of the

new Society, so that after Overcoming 2 Another interesting instance is the somewhat similar
. case in Austria: “[...] there are more than 40 thousand

challenges, it could eventually feel Iranians in a country where they are the most elite

at home in Northern California. group in the foreign immigrant nations. It has made

Austria an attractive country for Iranian cultural
activity” (Movahed and Mohammadi Zadeh 35).
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Methods

Participatory study in the field, including interviews and listening tests, served as the basis
for this work®. As | was unable to travel due to the demands of the pandemic, | contacted
various prospective research partners and asked them if they could contribute through
online interviews and listening tests. The contributors who kindly agreed to take part are
Faraz Minooei (a professional santur player and teacher), Saeid Bashash (an engineering-
academic who is also an advanced santur player in his free time) and an Iranian American
from Rancho Cordova (near Sacramento) who wants his name not to be mentioned.

The latter person is therefore quoted here as ‘Anonymous’. Considering the time difference
between Vienna (where | live) and California, one can imagine that the commitment

to give interviews and taking part in listening tests would require much dedication,
which I sincerely appreciate.

The total duration of the conducted interviews and listening tests is over ten hours.
Each of them took shape as following: | contacted the collaborating persons and explained
the general idea behind the project. | asked if we could continue with an interview
and a listening test. The sessions were realized as video meetings via Skype. | called
the contributors, and we had conversations using the Farsi language. | put various parts
of the interviews into written words and translated them into English. My personal
experience as a teacher and a player of santur among Iranian Americans in Northern
California agrees with the results of this project. | believe that this work helps to uncover
the social and acoustical profiles of the instrument.

Interview

| presented the considered issues in each interview, as well as the following detailed
five questions to clarify the implications:

1. Please provide a brief self-introduction, including how you got involved with santur.

2. In your region, which occasions might commonly include santur performances?

3. Please introduce your region’s santur communities (emphasizing on performance,

pedagogy and making of the santur).
4. Inyour region, what are the ensemble settings in which the santur participates?
5. Please describe your region’s typical santur repertories.

Listening Test

| provided each participant with five audio samples, each one about one minute to a few
minutes in length. | arranged these samples using largely not very well-known recordings,
so that the commentary of the contributor would relate to what is heard, without an influence
by knowing the person performing on the recording. After each audio was presented,
following questions were asked:

1. Please comment on the type and sound qualities of the santur.

2. What is the possible performance occasion?

3. What are the tuning details?

4. What are the particular performance qualities?
3 Also, | used literary investigation and my own > Fiase add any adgitionalrEmark you

experience as a santur practitioner. might find important regarding the sample.
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Details of the Music Samples Used for the Listening Tests:

For the listening tests, | sent five MP3 music segments by e-mail to participants during
my Skype conversations with them. In order to ensure that the participants made their
comments strictly on the basis of what they would hear on the recorded samples and not
be influenced by written information, | marked the five e-mail attachments as “Sample 17,
“Sample 2", etc., without giving specific information about each recording.

My intention in selecting these specific fragments as examples for the listening tests
was to offer each contributor a variety of different styles of santur playing, even though
all of the examples are from recent decades. In this way, the participants’ comments could
open up wider perspectives on studied questions.

Sample one is a segment of two minutes and twenty-six seconds selected from
Mansour Saremi’s solo santur performance in the mode titled as “Bayat-e Esfahan II”
(Saremi 2) from a CD recording. The CD does not contain any information about
the type of santur used in the performance. Based on the sound recording, | guess
it is a conventional nine-bridge G santur.

Sample two is a segment of two minutes and fifty-one seconds in length, selected
from a CD, featuring the recording of a private music event in which only a few people
participated (Payvar 2). The participants are among the most renowned masters of their
time. On this recording there is also a short talk by an unknown person about performing
musicians (this talk is not included in the segment | arranged as the audio sample).
| can imagine that this meeting took place around the 1950s in Tehran. On the sample
there is santur (played by Faramarz Payvar), then singing (sung by Mahmoud Karimi)
which is complemented by setar (played by Daryoush Safvat). There is no accompanying
percussion, except apparently someone holding the rhythm on a table. The music
is in the mode of Shour, including a brief modulation to Bayat-e Tork. The santur used
in this recording is most likely a traditional nine-bridge G one, made by Mehdi Nazemi,

a maker from Yazd, as he is one of the people mentioned by the speaker.

Sample three is one minute and eight seconds of Pashang Kamkar's santur playing
(Kamkar). It is played in the mode of Homayoun. This musical section was selected from
a recording made in the santur making workshop of Davoud Shirazi, a maker from Shiraz.
Kamkar is testing a nine-bridge G santur produced by him. The date mentioned by Shirazi
is August 2018.

Sample four was selected from a recording made by Iranian national television
in Tehran (Varzandeh). The date of performance is not included in the recording.

Due to the apparent age of the santur player Reza Varzandeh on the video, | suspect

that the recording was made around 1970s. A known habit of this celebrated player

was to use only his self-made instrument and mallets. Such a santur is easy to recognize
here. Its dimensions are larger than conventional santurs’. The mallets used have no rings.
In this recording Varzandeh plays in the mode of Mahoor, accompanied by an ensemble
of Iranian instruments. The duration of this audio sample is two minutes and twenty
seconds.

Sample five is a two-minute audio recording of a contemporary santur solo. | played
it in 2019 at home in Vienna on a nine-bridge G-santur made of walnut wood
by Daryoush Salari, a contemporary santur maker in Tehran. | wanted to expose
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participants also to unusual playing techniques and get their input. Therefore,

in this recording, | used such extended playing techniques as bowing the santur
strings using a violin bow, and applying mallets without felt on a contemporary santur.
This recording uses a combination of various modes, including Abu-Ata and Dashti.

Introducing Participants
The participants, all of whom are Iranian Americans from Northern California who play
the santur, come from different backgrounds, as following.

Faraz Minooei is a professional santur player and santur teacher in his late thirties
and resides in San Jose area. He places great value on tradition. At the age of nine
he began to study santur in Karaj (near Tehran). Since he was fourteen, he studied
under santur instructor Behnam Mehrabi. About twenty years ago he immigrated
to Northern California. One year before moving to California, he lived in Turkey,
where he had the opportunity to review his knowledge of Radif # every day in his time
alone. After moving to California, he completed his academic education in music,
while also receiving further traditional training from masters of Iranian music in California,
including Mahmoud Zoufonoun and Mohammadreza Lotfi. He also maintains close
contact with colleagues and masters of Iranian music in Iran. He is an active santur
educator in the San Jose area. He is also in the process of “giving a course on basics
of Iranian music to Google employees” (Minooei). He could be seen as a member
of the group of younger masters, as | will explain later.

‘Anonymous’ is a nickname for one of the participants, who for personal reasons
wished for his real name not to be mentioned. He is an amateur santur player who finds
the most important aspect of music to be its social side. 'Anonymous' is in his sixties,
living in Rancho Cordova (near Sacramento). He was born in Tehran and immigrated
from Iran to California about forty years ago, mainly for political reasons. Before moving
to Northern California, he had no experience in playing any instrument. In his early fifties,
he began studying santur with Roozbeh Nafisi in Sacramento, California. Since then,
he dedicated some of his time to play the Radif of Iranian music, learn folk songs from
Iran, and improvise with various musicians from other minorities in Northern California.
His wish is that one day he can “learn the whole Radif” (Anonymous’). In this study,
he is placed in the pupil’s category.

Saeid Bashash is a mechanical engineering academic in his late thirties who has
a teaching position at San Jose State University. He is a part-time but advanced santur
player with modern tendencies. Saeid Bashash plays santur since his youth, starting
in his native Maragheh, a city at East Azerbaijan province, Iran. After finishing secondary
school, he moved to Tehran to study for a technical Bachelor’'s degree. There he also
continued to play santur. He emigrated to the USA in his early twenties for an eventual
doctoral study. After spending few years on the East Coast of the USA, he moved

to San Jose. Besides santur he also plays
4 ”Thi; music is ba;ed on the Persian quif, an elaborate gy Occasionally he gives performances
music system unique to Iran. [...] a series of modal
scales and tunes that must be memorized - in Northern California. His santur teacher
and is recognized by many as a quintessential Iranian in Northern California is Faraz Minooei.

heritage that is beyond ideological or political )
reproach” (Siamdoust 157). On the one hand, Bashash is an advanced
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santur player. On the other hand, he “does not really see himself as a professional santur
player” (Bashash) and is motivated to take further santur lessons.

Findings

| start this part with a review of some key social and historical developments within

the final decades of the 20th century, including some aftermaths of the 1979 revolution
in Iran. | believe a realistic understanding of the communities and applications of santur
among Iranian Americans in Northern California would not be possible without

an in-depth understanding of these events. Then | share my findings based on interviews
and listening tests, while also referring to my experience in Northern California and Iran
as necessary.

Social and Historical Facets

The Iranian American minority in Northern California is by no means a very
homogeneous population in cultural, political, ideological and economic terms.

The Iranian immigrants to Northern California around 1979 and thereafter included
royalists whose regime had been overthrown, as well as opponents of that regime

and of the settled Islamic Republic. The social classes from which those groups came
from are relatively clear. For example, the followers of Marxism came mainly from

the working class as well as the intellectual bourgeoisie, some with an interest

in the neighboring country of the Soviet Union at that time. It would not be surprising
to notice that the types of music practiced or consumed by each of those groups could
be very different from the music practiced or consumed by another group. “In fact,

the Iranian diaspora in the USA has been a vital intelligentsia in producing powerful ideas
about exilic identity that have contributed to debates about multiculturalism, diaspora,
hybridity, and transnationalism” (Whitlock 17).

Around 1979 and immediately afterwards, music was an object of politicization
under the heavy shadow of the political developments of the time. A few months
after the revolution, music was condemned and banned by the Islamic regime®. Some
of the music would bear the label of being promoter of imperialism, and some would
be accused of serving as the opium for the masses, while masses were expected
to guard the revolution. Some other music directions would be described by the Islamic
state as trivial entertainment to rot the spirits of masses, and therefore their practice
would be punished with penalties of the laws of the Islamic Republic. “In today's Persia,
public musical life is non-existent, save for the so-called ‘revolutionary” music which
is in service of the ideology of the state. All traditional musicians who were sustained
through employment in radio and television, and as teachers at various schools,
are out of work and are suffering intolerable deprivation” (Farhat 121).

In this hodgepodge, instruments such as santur, specialized in the art music of Iran,
which formerly were court instruments, were condemned as instruments of the royalists
which with their opium-like effects on listeners and practitioners would prevent
the masses from remaining active revolutionaries. Such condemnations by the Islamic
regime provoked reactions among
the Iranian people, especially the younger 5 “Music is a narcotic of minds” (Khomeini 200).
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generation. “Increasingly, even young Iranians who care little about politics are rebelling
against a society whose architect, Ayatollah Khomeini, once proclaimed ‘There is no fun
in Islam™ (Basmenji 19). One of those reactions was learning music ‘illegally’, against
the state’s suppressing rules. | was a member of this large group of the Iranian youth
just before the 1990s¢.

Some sense of unity has probably always existed among musicians of Iranian music.
The heat of the revolution and its politics caused a more visible and radical ramification
among them. A group, some of which were supporters of the revolution for the hope
of realizing democracy, focused on bringing Iranian art music to the people by organizing
performances in larger ensemble settings, using politically and socially critical texts,
much of which were by contemporary lyricists. Meanwhile, other groups of musicians
who did not want to get involved in politics became more isolated than probably ever
before in Iran’s modern history. These groups included some conservative traditional
musicians, who related to the Radif in orthodox manners. Between these two extremes,
there were other musicians, who depending on their inclination, felt closer to one
of the two extremes, typically without being completely against the other group.

As the Iranian revolution proceeded to the establishment of the Islamic Repubilic,
some opposition members who had escaped the new regime and its penalties (including
a heavy wave of executions), ended up in Northern California. Later, musicians who
up to then were not very politically active joined the active opposition, since most
performing artists were banned from performing (which lasted until 19887).

The performance of Iranian music is still a kind of grey area of legality. For example,

it is almost never the case that Iranian national television broadcasts images of musical
instruments. The Iranian musicians who landed in Northern California gathered around
a common suffering: the experience of being forced to leave Iran because they wanted
to keep their music alive.

Besides what has been said so far, there are some less significant motivators bringing
the santur-playing Iranian Americans of Northern California together, such as the ethnic-
religious identity. “In addition to the class/political differences, there is a great diversity
of ethnic-religious belonging compared to the demographic composition inside Iran;
the Jewish, Armenian, Zoroastrian, Baha'i populations are relatively large” (Tsubakihara
337). Also, it seems common that influences through the music of other minorities
in Northern California have caused particular developments in the artistic productions
of the Iranian American musicians.

A Sample Piece

6 For years after that, | would still need to keep my music

practice a secret. "One could not play concert then. Notation and lyrics for ‘Tulips’,

It'was around 1992 or 1993. They even shut down a protest hymn used by leftists and political
his shop a couple of times. They would come j . .
from [...] and would ask him to stop his activities. prisoners during and after the 1979 revolution,

Then he decided that he would only teach at his home is provided here as a sample. Santur doubles

(Bashash).

7 Thatyear | started learning santur as a child. Ayatollah the voice line. Creators of the music
Khomeini issued a‘decree then, lifting strict baps and the text are unknown, probably
on chess and music. However, the ban on music .
was never completely lifted until now. on purpose (see Fig. 2).
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What Interviews Suggest Tulips W ¥
In this section | will first restate
each interview question. Then | will

A socialist hymn, composer and lyricist unknown
Notation: Roozbeh Nafisi

J=140-180
present the 'ﬁndings based da mad laa le haa az de le ku ho dasht be yaa de a zi ze sha hi daa ne ma
on a comparison of the data A = R bz | — '

provided by participants.

1. Please provide a brief self-
introduction, including how you
got involved with santur.

8 az aan akhtaraa ni keaf ruukh tand be daan saan be daa maa ne sob he se pid, be

All participants seem I e R e B m e e B e e S e e S TS R e
to share the following points ; |
regarding this question: 23 | mas Er l:a l:adbanaa ve Ei. da.ad be sar re sad i‘n na bar ie aa kha rin
« Starting to learn santur based R e A A e il

on strong personal motivations

(as opposed to, for example, L g 3 dgdaf ks g0 s st o1 2

the will of parents): "I saw Sy g Gl 43 s 0104/ 385l 4S (158! (o
. O 5 i (/1) 0S5 A a2 S s
someone playing santur A 58 0l ) s/ 3 ol 38 s La iy A

at a wedding at the age of nine
or te n. | beca me Inte reSted Translation (by Roozbeh Nafisi):
a nd a Sked my pa rents to g et Tulips bloom in fields and on mountains / keeping dear memories of our martyrs alive

The memories of shining stars / until the break of morning

me a santur” (Bashash). We raise flags of justice / We form our today’s living

. . . Our movement topples the foundation of inequality / So comes this final battle to its end
+ Experiencing “playing around”
('Anonymous’) with santur
in earliest stages of learning, Figure 2. Tulips (a Protest Hymn).
seemingly like a child’s play,
to discover the instrument, relying on listening.
« Studying the Radif of Iranian music: “I have played Radif to a certain extent, although
not completely. [...] | am more interested in Radif's metric pieces” (Bashash).
« Being strongly influenced by the teacher: “We would see him as a god and would not
dare to ask many questions. | now regret that | did not ask him” (Bashash). This illustrates
the nature of such influences, through traditional master-pupil relationships. However,
this would not always prove encouraging for the student: "I thought that if | played
santur and turned into someone like those people [the teachers who did not seem very
passionate], | wouldn't want to play santur. So, | stopped for a while” (Minooei).
This seems to have roots in the hierarchical structures of the traditional pedagogy
of Iranian music.
« Being strongly influenced by the family: “My father thought that | should concentrate
on my schooling, but my mother supported me when | started learning santur” (Bashash).
Sometimes Iranian music does not seem to have been the family’'s preferred music style.
Nevertheless, the families of this study’'s participants often supported the learner
in studying santur. “My family does not really listen to Iranian art music. But they
do not mind it either. | think they are just not so well informed about it” ('Anonymous’).
« The apparent ineffectiveness of the Islamic State’s ban on music in stopping music
activities: "Concerts were not allowed [by the state]. The first concert | ever saw,
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| was around 18 [around 1998]. In the neighboring Bonab, the town'’s policy changed,
and a concert permit was issued. The ensemble was not professional. However,
they played well and | had a great time” (Bashash).

2. In your region, which occasions might commonly include santur performances?

Although santur could be presented on various occasions in Northern California,
it seems that almost like in Iran, the main events are private gatherings (as opposed
to larger public events). The most popular presentations seem to be house concerts.
“They often play at their private gatherings, although sometimes they are also interested
in presenting [public] concerts. It is often in houses” (Minooei). “The occasion for playing
depends on the time period. For example, | do not believe that many people today
would play santur at weddings anymore” (Bashash). Sometimes santur players
in Northern California also participate in public events such as cultural events organized
by universities. “Sometimes the university organizes events during which | might play”
(‘Anonymous’).

3. Please introduce your region’s santur communities.

The santur communities in Northern California are mainly understood as circles
of friends who share an interest in santur music. “There are many communities
in [Northern] California. With friends, we would go and play together. Here we have
a group of amateur players. Every two or three weeks we play together, working mainly
on songs” (Bashash). What many of these musician friends share is that they “"concentrate
on an activity other than playing santur as their official profession” (Minooei).
The profession of Saeid Bashash (a university professor) confirms this point. “"We meet
every few weeks with different learning people and present our work” (‘Anonymous’).

4. In your region, what are the ensemble settings in which the santur participates?

In Northern California, santur is used either as solo or in ensembles of Iranian instruments
or mixed ensembles of Iranian and non-Iranian instruments. “Santur is often used either
as a solo instrument or in chamber ensembles” (Minooei). Ensembles with non-Iranian
instruments could include a liberal variety of instruments. “Last time we jammed
with some friends who play harp, cello and guitar, and we improvised” (‘Anonymous’).

5. Please describe your region’s typical santur repertories.

In contrast to the case of santur playing in Iran, there seems to be a tendency
in Northern California to include folk music in the santur repertoire: “Here we like
to include folk music in our repertoire. That helps me remember the melodies better”
('Anonymous’). There is also an interest in music of other minorities and nations.
“I am interested in all kinds of music: the music of Turkey, India, Japan, also Western
music [...]" (Minooei). Such interests in Iranian folk music on the one hand and the music
of other minorities on the other highlight how diasporic communities can connect
through music. “Research on music in diasporic communities has demonstrated how
music can function as a sort of social ‘glue’ connecting diasporic communities widely
dispersed around the globe” (Solomon 205). Meanwhile the Radif, as well as compositions
of Iranian musicians remain integral parts of the repertoire of the santur-playing Iranian
Americans in Northern California. “I like to play metric pieces by Payvar and Meshkatian”
(Bashash). Improvisations in different styles also seem popular: “Sometimes we sit
and make sounds, depending on what we hear from each other” ((Anonymous’).
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What Listening Test Suggests
| am organizing the findings here in order of the presented recording samples.

SAMPLE 1:

All participants were curious to learn the identity of the featured musician
on this recording (however, no one made a correct guess). Two of the three people
found that the instrument presented was probably a larger santur, whereas the instrument
on this recording was apparently a conventional nine-bridge G santur. “This is a semi-
professional santur, perhaps larger than a nine-bridge instrument. But it does not sound
like a twelve-bridge santur” (Minooei). They all imagined this performance to be from
several decades ago, apparently because of the special playing technique and the tuning
details which the musician used. “"He uses techniques which make me think that this is
a little older than Varzandeh's time” (Minooei). One participant used this opportunity
to express his opinion on an optimal santur sound quality: “A good instrument [like this]
sounds soft” (Bashash). When | asked him to explain what he meant by soft, he said:

“It means that [the instrument] sounds homogeneous and there is no 'knocking"
(Bashash).

One person said that this performance was a casual one. “[It is] perhaps in an open
space, for example in a garden, playing for oneself or for a few people” (Minooei).
Another person said: “It sounds like a private concert. As if some people were sitting
there. It does not sound like a studio recording” (Bashash). The third participant thought
that it “could be a studio recording” ('Anonymous’).

All participants felt that this was not a good example of a very spontaneous
improvisation. "He sounds as if he likes to calculate the music and set everything before
the performance” (Bashash). One person commented: “He does not sound to be on fire.
He sounds like he is a very logical player” ((Anonymous’).

SAMPLE 2:

None of the participants felt that the instrument had any unusual features.
They all thought that it was an older instrument. “It was perhaps made in the later
Qajar period” (Minooei). Obviously because of the ambient noise (such as occasional
whispers on the recording) all participants felt that the possible performance occasion
was a private gathering. “It was perhaps a party. Maybe someone was playing
the rhythm on a table. It is picked up by the microphone” (‘Anonymous’). The tuning,
especially around the microtones of the middle register, seemed inaccurate to two
of the participants: "I think the quarter-step [of the first bridge in the middle register]
was not accurately tuned” (Bashash) and “l would loosen up that quarter-step a bit”
(Minooei). They all considered this to be a performance that would match the qualities
of the styles of the early 20th century: “The nature of the sound suggests the style
of Habib [Somaei]” (Minooei). This understanding was perhaps partly due to the sharper
sound of the mallets: “The mallets had very thin felt on them” (Bashash).

Saryn International Peer-Reviewed Journal



SANTUR-PLAYING IRANIAN AMERICANS IN NORTHERN CALIFORNIA No. 2. 2024 (‘ ;apyn

SAMPLE 3:

All participants agreed that the recoding was a contemporary performance
on a contemporary santur. They also agreed that the instrument was well tuned.
“l have no problems with the tuning” (Minooei). One participant noted that the mallets
probably did not have felt. They did not think that this music was so enthusiastically
performed. "He sits somewhere alone playing and pretends to enjoy it” (Minooei).
One participant thought that the reason was probably that the occasion was not a live
performance: “This is a studio recording” (Bashash).

SAMPLE 4:

Probably due to the distinct style of playing in this sample, comments of all participants
agree with each other. As | would ask the contributors for their comments, they would
start by naming the artist. “This is Varzandeh, [playing] on a twelve-bridge santur. [...] |
have a high opinion of almost every aspect of Varzandeh'’s playing. Also, that he made
his own santur at that time. | respect him, even if he would make a mistake in any part”
(Minooei). All participants knew the possible occasion of this performance. “Isn't this one
of his last ensemble broadcasts?” ('Anonymous’). With regard to the tuning, only some
general thoughts were shared. “I think he has one of the best tunings, because he heard
a lot of music on the radio. His tuning might be very close to older Iranian tunings [...].
As he had very good ears, by listening to Habib on the radio he absorbed many influences
from him, probably subconsciously” (Minooei). The most specific comment | received
about this recording refers to the playing technique: “The mallet movements were not
only striking. There was also some rubbing, etc. His tremolos were [therefore] ‘foggy’,
as if the height of each mallet hit was relatively low” (Bashash).

SAMPLE 5:
This sample was the least known of all five listening samples. The tuning used
there, also some playing techniques, are not usual. These aspects contributed
to that each participant would listen very attentively and make specific comments.
Two persons assumed that the instrument used in this recording sample
was an ordinary nine-bridge G santur: “It sounds like a normal santur to me, except
that it has a really good sound volume. But maybe the high volume is due to mallets
or the playing manner” ('Anonymous’). One participant found that it could be a larger
santur: "It was not a nine-bridge [santur]. Maybe it was an instrument with fourteen
or twelve bridges” (Bashash).
Two people thought it was a studio recording. Another person thought
it was a preparation for an academic performance: “It is a preparation for an academic
performance, like a presentation at a university” (Minooei). They all found the tuning
accuracy acceptable, even if it did not sound ordinary at times: “The quarter steps
were not too different from our usual ones — even if they sometimes sounded close
to half-steps. [...] It was a different
o ' N atmosphere. It followed the Dastgah®
e ssetofpeces tsdiionly aoured order, while the atrmosphere would not
modes” (Farhat 19). necessarily follow the tradition” (Bashash).
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All participants assumed that there were at least two musicians on this recording:
one playing the santur and the other playing a wind instrument. “The thing the wind
player does on the side... it points out something... like a question” (Minooei). There was,
however, one person playing, sometimes bowing the santur strings using a violin bow,
which evidently sounded similar to a wind instrument.

Here are a few more remarks which the participants made about the playing technique
used in this music. “To me it sounds a little like the third sample you sent me. Even though
this player uses the lower register differently” ((Anonymous’). “I think it's a non-fantastic
instrument, but the player has probably played it much and has found out how to make
it sound good. Either there is no felt on the tip of each mallet, or it exists but is very thin”
(Minooei). Another aspect of this recording which attracted the attention of participants
was the application of modulation. “The transitions from modality to modality would
not bring any big surprises. They came naturally” (Bashash). And: “You couldn't label
this in a particular mode [of the Radif]. It was very free” (Anonymous’). Pauses in this
music were considerable for one participant: “The pauses between phrases... | liked this.
Some seconds of absolute silence. | love listening to these longer pauses. A timely
pause makes the listener think” (Bashash).

Findings Based on the Collective Data
Based on the collective data, | can provide the following summary under three categories
of community aspects, performance approaches, and organological aspects.

Community Aspects

Social Presentations:

In Northern California there are regular public performances of santur music,
usually as solo performances or within ensemble settings. There are also private
specialized gatherings of santur practitioners (usually students, teachers and performers)
including "house concerts and educational presentations” (Minooei) usually organized
by or for students of a santur instructor. At such gatherings most or all participants know
each other personally. Most santur practitioners in Northern California attend such
gatherings perhaps a few times a year. Besides mentioned specialized occasions, santur
is also featured on various celebrations. One participant said that he played santur
for the occasion of his own wedding (Bashash).

Community Groups:

Among Iranian Americans of Northern California focusing on Iranian music, three main
groups can be identified: masters of older generations, masters of younger generations,
and pupils.

Masters of older generations are those who received their traditional education in Iranian
music in Iran, then served in Iran for many years before immigrating to Northern California.
The professional experience of these musicians does not usually include academic music
training, although there are exceptions. Some of the most important names in this group
are the followings (this list includes also those masters whose primary instruments are
further Iranian instruments, while their works have been influential on santur music as well):
Manoochehr Sadeghi (1938 Tehran), Mohammadreza Shajarian (1940 Mashhad — 2020
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Tehran), Anoushiravan Rohani (1939 Rasht), Mahmoud Zoufonoun (1920 Shiraz — 2013
San Francisco Bay) and Morteza Neidavoud (1900 Isfahan — 1990 San Francisco).

Masters of younger generations are those Iranian American experts who spent
considerable parts of their lifetimes outside Iran, receiving their training from the older
generation of masters. Some of these individuals also have received higher education
in music in California. This generation of experts seems to be somewhat less strictly
bound to the traditions defined by the Radif. They often feel free to incorporate their
experience as Iranian Americans into their work, while allowing for influences from other
musical genres in Northern California. Followings are some of the better-known names
in this group (specializing on santur or other Iranian instruments in close collaboration
with santur music), all having lived in Northern California while some later moved
to other places: Faraz Minooei (1980 Tehran), Koorosh Taghavi (1965 Gorgan), Babak
Sabetian (1976 Sari), and Hamed Nikpey (1977 Tehran).

Pupils of Iranian music in Northern California are very diverse in terms of age,
profession, political preference, etc. Their approaches to the education of Iranian music
seem to vary according to their life experiences in Iran and Northern California.

For students who are first generation Iranian Americans of their families, the traditional
master-pupil relationship generally seems to be very important. They are enthusiastic
about relatively more nostalgic repertoires, such as the songs they used to listen

to in Iran. Later generations of Iranian American musicians, who have bigger life
experience in Northern California than in Iran (some of whom may never have visited
Iran), appear more open than the first group to exploration of Iranian music. “They show
a more Western attitude in learning music than the ‘first generation’ individuals

who are more committed to traditional learning etiquettes” ('Anonymous’).

Activity Characteristics of the Past and the Present:

As with many aspects of Iranian American culture in Northern California,
there are debates among musicians regarding commitments to inherited traditions
on one hand and the necessity of cultural adaptations on the other hand,
as “the dichotomy of modernity and tradition” (Khiabani 21). Among those santur-playing
Iranian Americans in Northern California who have experienced considerable parts
of their musical lives in Iran, or have immigrated relatively more recently from Iran,

a more conservative attachment to the Radif seems to be a trend. “They try to hold

on to what they perceive as their tradition. They may feel intimidated by the culture

of their new home” ('Anonymous’). This seems closely related to Iranians’ post-revolution
experience. “The Iranians who came to California in the wake of the 1979 revolution

had witnessed a radical, to say nothing of violent, transformation of Iranian cultural
norms which they identified as an integral part of their identity. The experience of loss
naturally fueled a desire in them to restore and maintain what was seen as threatened
with extinction” (Rahimieh 2). Meanwhile, the younger generations in their Northern
Californian homes seem less afraid of losing a native culture and feel free to practice
their musical heritage in a less conservative way.

Occasions:

In Northern California specific santur performances take place contributing
to various occasions ranging from “celebrating the feast of the winter solstice”
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(Bashash) to “occasional celebrating of weddings, for example in San Francisco” (Minooei).
On most such occasions it the majority of participants are Iranian Americans.

Other Cultures Borrow from the Santur:

Influences of santur music and repertories of other Iranian instruments in formerly
irrelevant contexts are becoming more and more widespread in Northern California
and furthermore in the West, mutually enriching both sides. “The advantage, though,
is that music offers a richness of methodological possibilities and points of view, opening
new windows on diasporic neighborhoods” (Slobin 243). Followings are some prominent
examples:

« The flexible 6/8 rhythms of Iranian music and poetry are retained as pivotal points
of improvisations in pop music.

«  Other cultural minorities such as the Turkish-Americans apply santur
in performances of their music, handling the Iranian santur like a native
instrument of their own.

« Baroque musicians of contemporary times apply Iranian instruments such as santur
and setar in their performances.

« Contemporary Western music composers write for santur, tonbak and other Iranian
instruments, treating them like European instruments. There are various composers
who could be mentioned here, like Georges Aperghis and Viola Falb.

Formation of New Musical Languages:

As santur music felt at home in Northern California, influences in the expressions

of santur in Northern California became recognizable. To my experience in Northern
California as a santur player, while collaborating with Iranian Americans and with musicians
coming from other Northern Californian cultures, musical accents are recognizable
within the Northern Californian Iranian santur expressions, for example while applying
ornamentations and rests. It seems fair to say there is generally less musical
ornamentation applied in the music of santur-playing Iranian Americans in Northern
California compared to the santur music produced in Iran. “Maybe more straight-forward
and less ornamented musical expressions help santur music communicate more easily
with Jazz music” ('Anonymous’).

Performance Approaches

Importance of Virtuosity:

It seems that santur-playing Iranian Americans in Northern California, especially
the ones belong to younger generations, have higher expectations regarding virtuosity
in performance, compared to the past generations of santur musicians in Iran.

A collaborator mentioned in a listening test: “He sounds not to be a virtuoso in santur-
playing, although he might be highly virtuous about the knowledge of Iranian music
[in theory]” (Bashash). “At present, there is a tendency to include more than one
chaharmezrab in the performance of a Dastgah, as the virtuoso demands of such
pieces serve to display the instrumentalist’s technical prowess” (Farhat 13).

Feeling and Moment:

In their comments, all collaborators spoke of ‘feeling’ and ‘'moment’. “It was a good
feeling. Together with the voice it was a good moment” (Bashash). Considering
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the contexts of talks, these expressions suggest spiritual effects of performances
on listeners, caused by the focused presence of the improviser's mind while making
music.

Organological Aspects

Larger Santurs Becoming Popular:

It seems that larger santurs which were more common decades ago in Iran,
such as eleven-bridge and twelve-bridge ones, are getting popular among professional
Iranian American santur players in Northern California. “It is a matter of time to get your
hands used to playing them” (Minooei). “Nine-bridge santurs are sometimes too limited”
(Bashash).

Tuning:

Comments on common audio samples varied sometimes vastly in case of tuning.

For instance, one of the participants did not find the tuning of lowest register of santur
accurate on the last audio sample of the listening test, while other participants found
the instrument on that sample tuned decently. Sometimes participants went as far

as commenting on the quality of strings and its influence on tuning. “I would change
the whole strings of the right register and see if that would help” (Minooei).

Age of the Instrument:

The participants often used the expressions ‘old instrument’ and ‘new instrument’
while referring to sound qualities. Sometimes while commenting about the possible age
of the instrument, they would also think about its size: "It must be an old instrument,
probably with eleven or twelve bridges [on each side]” (Bashash).

Conclusion

Santur in Northern California can be identified as an instrument to meet the requirements
of Iranian music as understood by Iranian American santur players in Northern California.
The most commonly used there appears to be the nine-bridge G santur popular in Iran.
However, in recent years larger in size such as the eleven- and twelve-bridge santurs have
also become increasingly popular among professional players. To answer the question

of social applications of santur in Northern California, we are faced with two main trends:
political motivations and the interest in establishing dialogues with neighboring cultures.
In both cases, improvisation inspired by the Radif has an integral function. Although
there are strong ties between Iranian santur practitioners in Iran and santur-playing
Iranian Americans in Northern California, the latter group has its own distinctive social
identity and follows its own concerns. The repertoire they use goes beyond Iranian music
as understood in Iran. It includes folk music and takes influences from neighboring
minorities. In Northern California, the santur is used by various segments of the society.
This practice goes beyond the Iranian American community.
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Abstract. The presented article is devoted to the analysis of the vocal part of Abai from the same-name
opera by Latif Hamidi and Akhmet Zhubanov using the method of intertextuality. The study is conducted
in the context of the rich traditional culture of Kazakhstan, including musical, literary and semantic aspects
of the opera part. The authors of the article turn to modern theoretical concepts of intertextuality to analyze
the connections between the musical elements of opera and various cultural texts. Special attention is paid
to intertextual references in Abai's vocal part, which makes it possible to understand the deep context

and semantic load of the musical utterances of the main character. The authors turn to numerous sources,
including contemporary studies in the field of musicology, opera and culture, to present a deeper analysis
of the "Abai” opera and its place in cultural context. The results of the study help not only to understand
the complex structure and content of opera, but also to expand the awareness of how the intertextuality
method can contribute to a deeper analysis of musical works.

The work is based on the theory of intertextuality and includes the analysis of musical, literary and cultural
aspects of the opera. A comparison of Abai's vocal part with folk songs, poetic works and historical plots

is carried out. Also, intertextual connections were revealed, as well as its correlation with the cultural heritage
of Kazakhstan. The influence of the national musical heritage on the creation of the opera is discussed.

The results of the analysis are presented, which make it possible to expand the understanding of the “"Abai”
opera in the context of the opera art of Kazakhstan.

The conclusions of the study emphasize the importance of using the intertextuality method for in-depth
analysis of opera music. The article contributes to the development of the research direction and fosters
to a deeper comprehention of the cultural significance of the “Abai” opera.

Contribution of the authors

Almat Izbambetov — significant contribution to the theoretical basis of the study, focused on intertextuality
and its application in musical analysis, active participation in the comparative analysis and study of intertextual
connections.

Toizhan Yeginbayeva — responsible for the initial conceptualization of the study, conductor of the initial data
collection and contributor to the analysis of Abai's vocal part.
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Tipek ce30ep: 1oCTyp/i MaZEHWNET, Onepa eHepi, UHTEPMATIHAIK, BOKanablK napTtus, Abal,
M3ZEHWN KOHTEKCT, M3JEHU Mypa.

AHpaaTna. ¥CbIHbIAbIN OTbIPFaH FblabiMU Makana Jlatnd Xamuam meH Axmet XXybaHoBTbIH, «Abaii»
onepacbiHaH AbaliablH, BOKanZAblkK NapTUACbIH MHTEPMATIHAIK 9AiCi apKbl/ibl TafZayFa apHafaH. 3epTrey
>KYMbICbl Ka3zakcTaHHbIH 6ali 49CTyp/li M3ZEHMETI, OHBbIH, iLLiHAE onepasblk NapTUSHbIH My3blKanbik,

94,e6u xaHe MaFblHabIK aCnekTiiepi KOHTEKCTIHAE Xyprisinesi. Makana aBTopiapbl onepaHbiH, My3blKabik,
3/1eMEHTTEPI MEH apTYpPJi MOAEHN MITIHAEP apacbiHAaFbl barnaHbICTapAbl Tanjay YLiH MHTEPMITIHAIKTIH,
3aMaHayu TeopUsAbIK Ty KblpbiMAamManapbiHa XyriHesi. AbalriablH, BOKanAblK NapTUACbIHAAFbl MaTIHapasbIK,
cinTemenepre epekiue keHin beniHesi, byn 6acTbl KeRinKepaiH My3bliKanblK Ty>KblPbIMAAPbIHbIH, TEPEH,
KOHTEKCTIH >XaHe MafblHaNblK MaHbI3blH TYCiHyre MyMKiHZik 6epegi. ABTopaap «Abai» onepacbliH

>K9HE OHbIH, M3,EHN KOHTEKCTIHAEr OPHbIH TEPEHIpeK TanAay YLLiH KONTereH Aepekke3sepre, COHbIH, iliHae
My3blkaTaHy, ornepa >KaHe MaJeHNeTTaHyafbl 3amaHayv 3epTTeysiepre CyeHesi. 3epTTey HaTuxenepi
onepaHblH, KypAei KypblibiMbl MEH Ma3MyHbIH TYCiHyre faHa emec, COHbIMEH KaTap MHTePMBaTIHAIK

9AICTIH, My3blKanblk LblFapManapAbl TEPEHipeKk Tanjayfa Kanawn biknaa eTeTiHi Typabl TYCiHIKTI KeHenTyre
KemekTecesi.

3epTTey XYMbICbl UHTEPMITIHAIK TEOPUACBIHA HETi3feNreH XaHe onepaHblH, My3blKasblK, 94e6u XaHe

M3ZEHW acnekTiNepiH Tangayabl kamTuabl. AbaiiZblH BOKaNAbIK MaPTUACLIH XablK dHAEPMEH, MO3TUKabIK
LUblFapManapMeH, Tapyxu TakblpblNTapMeH CanblCTbipa Tangay >Xyprisinesi. AbansbiH, BOKanjblk napTUACbIHAA
MaTiHapanblk 6alinaHbICTap, COHAaN-aK OHbIH Ka3akcTaHHbIH MaAeHN MypacbiMeH 6alinaHbliCbl aHbIKTanAbl.
OnepaHbIH XacanyblHa yATTblK My3blKablk MypaHblH acepi ce3 6onaabl. Tangay HaTuenepi KasakcTaHHbIH
onepa eHepi KOHTeKcTiHAe «Abali» onepackl Typabl TYCIHIKTEPIH KEHENTY YLUiH YCbIHbIIFaH.

3epTTey HaTUXKeNepi onepasnblk My3blkaHbl TEPeH Tangay YLiH UHTEPMITIHAIK SAICTI KONAaHYAbIH,
MaHbI3ZblIbIFbIH KepceTesi. Makana fblibIMU canaHblH, AaMyblHa biKnas eTin, «Abaii» ornepacbiHbIH MaAEHN
M3HIiH TepeHipeK TyCiHyre biknan eTesi.
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Knrouesbie cnosa: tpasviLvioHHas KyabTypa, ONepHOE UCKYCCTBO, UHTEPTEKCTYaNbHOCT,
BOKasibHas naptus, Abai, KyNbTypHbIA KOHTEKCT, KYyJbTypHOE
Hacnezve.

AHHoTaums. [pescTaBaeHHas HayyYHasa CTaTbs NMOCBALLEHa aHaAn3y BOKasbHOW napTumn Abas

13 ogHOMMeHHON onepbl AxmeTa XXybaHoBa 1 JlaTbiPa Xamuam ¢ ucnonb3oBaHMEM MeToza
NHTepTeKCTyaNbHOCTW. ViccnegoBaHne NPOBOANTCA B KOHTEKCTe 6oraton TpagnuLMoHHON KyabTypbl
KazaxcrtaHa, Bk/itoUas My3blkaabHble, IMTepaTypHble 1 CMbIC/I0BbIE acMeKTbl ONePHON NapTun. ABTOpPbI
CTaTbk 0BpalLLaroTca K COBPeMEHHbIM TEOPEeTUYECKMM KOHLIEMLMAM UHTePTEKCTYaNbHOCTM ANA aHaau3a
cBA3ei MeXAY My3blKalbHbIMWU 3IeMEHTaMK Onepbl U PasanNUHbIMK KybTypPHbIMKU TekcTamu. Ocoboe
BHUMaHWe yAenaeTca NHTepTeKCTyaNbHbIM OTCbIIKaM B BOKaAbHOW napTumn Abas, UTo No3BOAET MOHATb
rNy6OKMIA KOHTEKCT U CMbIC/IOBYHO 3arpy>KEHHOCTb My3blKaJlbHbIX BbICKa3blBaHWU I1aBHOTO NepcoHaxa.
ABTOPbI UCMOB3YIOT MHOTOYMC/IEHHbIE NCTOYHWKW, BKAOYAA COBPEMEHHbIE NCCAef0BaHNA B obaacTu
MY3bIKOBEZEHWA, ONEPHOro UCKYCCTBA W KY/IbTYpPOIOriKn, YTobbl NpeactaBuTb bonee raybokuii aHanmns
onepsbl «Abaln» 1 ee MecTa B Ky/IbTYPHOM KOHTeKCTe. Pe3ynbTaTbl MCCEA0BaHNA MOMOTatoT He TONbKO
MOHATb CIOXHYH CTPYKTYPY W COZep KaHve onepbl, HO U pacluMpuTb NpeaCTaBleHne O TOM, Kak MeToZ,
WNHTEPTEKCTYa/IbHOCTM MOXET crnocobcTBoBaTh Honee rnybokomy aHanm3y My3biKajlbHbIX MPON3BEAEHWIA.

VlCCJ'Ie,D,OBaHI/Ie 683|/|pyETCﬂ Ha TeOPUN NMHTEPTEKCTYa/IbHOCTU U BKJAHOYAET aHaNN3 MY3blKa/ibHbIX,
JINTEPATYPHbIX N KY/IbTYPHbIX aCNeKTOB OMepbI. npOBOAI/ITCFI COMOCTaBUTE/NbHbIN aHANN3 BOKaNbHOWN naptmn
Abas HapoAHbIMU NECHAMU, MO3TUHECKNMUN NPOUN3BEAEHNAMU N UCTOPUYHECKUMU CHOXETaMN. BbisiBneHbI
WHTEPTEKCTYyaIbHbl€ CBA3U B BOKa/IbHOM napTmn A6aﬂ, a Tak>ke ee COOTHOWEHWE C KY/IbTYPHbIM Hacneamnem
KaszaxcraHa. O6cy>Kp.aeTc;| BAVAHNE HAUNMOHaNbHOIO MYy3blKa/JlbHOIo Hacneana Ha co3aaHue onepbl.
HPEACTaBHEHbI pe3ynbTatbl aHa/in3a, NO3BOJIAOLWNME PaCLIMPUTb NOHNMaHKMe onepbl «AbBai» B KOHTEKCTE
OnepHOro nckyccTea KazaxcraHa.

BbiBOZbBI MCCNEA0BAHMA MOAYEPKMBAIOT BaXKHOCTb MCMOJIb30BaHNA METOAA MHTEPTEKCTYalbHOCTM
4215 TyBOKOro aHanvsa onepHow My3bliki. CTaTbsi BHOCUT BK/aZ, B Pa3BUTVE HAy4YHOTO HarpasieHus
1 cnocobcTyeT Honee rnyboKoMy MOHMMaHWIO KyNbTYPHOrO 3HaYeHns onepbl «Abali».
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Introduction
The concept of intertextuality has become firmly embedded in academic discourse,
providing scholars with great scope for analysis and interpretation of various works
of art. Intertextuality, based on the idea of interrelationship and mutual influence
of texts, allows us to trace the complex ways of interaction between works of different
eras, genres and cultural contexts. In the context of opera art, where music, word
and stage performance are combined into a single artistic image, intertextual analysis
opens up new perspectives for understanding the history of opera, its role in society,
as well as for comprehension of the semantic depth of musical works.
The relevance. The study of the male parts in the “Abai” opera using the method
of intertextual analysis is an urgent task for modern musicological science. The “Abai”
opera by A. Zhubanov and L. Khamidi, dedicated to the life and work of the outstanding
Kazakh poet, philosopher and musician Abai Kunanbayev, occupies a special place
in the musical heritage of Kazakhstan. The composers managed to combine folklore,
literature, as well as the musical component in one piece, presenting a work
that was able to meet the requirements for operas both in Kazakhstan and on the world
stage. The authors managed to put into the opera not only musical, but also cultural
codes, as well as intertextual references that require careful review and interpretation.
The purpose is to identify intertextual connections and influences in the male parts
of the "Abai” opera, as well as to analyze their role in shaping the image of the characters
and the general aesthetic perception of the work.
To achieve this goal, the following tasks are set:
1. to analyze the textual and musical features of male roles;
2. to identify intertextual allusions and quotations in the opera;
3. toinvestigate the influence of intertextuality on the perception and interpretation
of the "Abai” opera.
This study is important for understanding not only a specific piece of music,
but also broader aspects of opera, its role in shaping national identity and cultural heritage.
The main subject is the use of Abai Kunanbayev's song heritage in opera
and the interaction of classical opera structure and traditional Kazakh musical culture.

Materials and Methods

To carry out this work, a wide range of materials was used, including libretto, sheet
music, previously conducted studies and academic work in the field of opera music
as well as the method of intertextual analysis.

Intertextual analysis involves identifying connections between texts and the techniques
used to create connections, known as figures of intertextuality. This class of techniques
includes various types of quotation, textual application, textual allusion, as well as
paraphrase of a text, quotation, or well-known expressions (Moskvin 116).

The scope of intertextual analysis. The question of the scope of intertextual analysis,
and thus its subject matter, is complex. Mikhail Gasparov notes, that “intertextual
analysis still remains more an art than a science. Partly because the fundamental
question remains unresolved: where does intertextuality end and accidental coincidence
begin” (3).
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We will use the method of intertextual analysis only when dealing with specific
correspondences, such as discussing the utilization of traditional motifs in arias,
and the incorporation of works by A. Kunanbayev as a foundation.

The main sources of information for the analysis of the male roles in the “Abai” opera
were musical materials, the libretto of the opera, as well as video and audio recordings
of performances. In addition, the work used academic articles, monographs and books
on opera, methods of intertextual analysis and the history of music.

According to Diana Rakisheva, Manifa Sarkulova and Nilfar Agzamova, “the distinctive
positioning of opera at the intersection of musical and theatrical domains fundamentally
shapes its morphological composition. Situated amidst the disciplines of theater studies
and musicology, opera poses a classification challenge, as each field approaches
its analysis from distinct vantage points. Within theater studies, opera is often relegated
to a subset of theatrical productions, with a focus primarily on its performative
and staging aspects, thereby sidelining considerations of musical dramaturgy.
Conversely, within musicology, opera is predominantly studied within the context
of musical art history, with a primary emphasis on the examination of musical scores,
thereby overshadowing investigations into performance dynamics, the creative
contributions of librettists, and other theatrical elements. Consequently, opera’s
evolutionary trajectory is frequently conceptualized as an autonomous progression
of musical forms, which, despite their symbiotic relationship with stage action,
are frequently appraised in isolation for their inherent artistic merits” (289).

All this allow to analyze opera as an intertextuality object. In this study, the method
of intertextual analysis in opera is used as the main tool.

The term intertextuality was introduced in 1967 by a scholar Julia Kristeva, who based
her theory on the works of Mikhail Bakhtin and Roland Barthes. Intertextuality is a common
property of texts or works of art, which is expressed in the presence of common features
between two or more works (quotations, allusions, images). Thus, different works
of literature and art refer to each other. In the context of opera, intertextuality
is particularly relevant, since opera works are usually created on the basis of other
ones, and also include references to folk melodies and other compositions.

The method of intertextual analysis entails studying a text (in this case, an opera
work) while considering its connections and interrelationships with other texts,
whether there are literary works, musical compositions, historical events, or cultural
symbols. In opera, where music, words, stage performance and costumes are combined,
intertextual connections can manifest themselves through musical motifs, quotations
from other operas or musical works, literary images and symbols, as well as the visual
design of the performance.

The method of intertextual analysis makes it possible to reveal the depth and versatility
of an opera work, as well as to trace its cultural and aesthetic roots. In the context of the
studying the Abai’s role in the opera, this method allows not only to analyze the musical
and textual aspects of the roles, but also to identify their connection with the cultural
context, literary images and musical traditions.

Thomas Sebeok used intertextuality in a general sense to describe the degree
to which a work of art “becomes distorted, opaque even, a darkly specular reflection
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of actuality — as, for instance, a myth. It becomes a lattice of signposts, regressing

into, effectively, infinity, and thus capable of sustaining many alternative interpretations.
Yet it may become a dialectical (versus insequential) tool for furthering the study

of typological goals far more tellingly than the more indeterminate conception

of ‘influence’, and, as such, may assume various shapes, including, notably, allegorical”
(658).

According to Dinda Gorlée, “when we apply it to opera, the fusion of external
influences (from outside the opera) and the intricate web of references within the opera
itself creates a dynamic entity that lacks a definitive conclusion. This gap in meaning
and cultural context between the original text's time and space is evident in the allegorical
progression of contemporary opera as an open artwork” (593).

To apply the method of intertextual analysis in the study of Abai's vocal part,
an integrated approach is used, including the analysis of musical and textual materials,
contextualization of the opera work in a cultural and historical perspective.

Results and Discussion

For several years, starting with the creation of the first Kazakh opera, the national opera
art of Kazakhstan has passed through the main stages of evolution that were characteristic
of the world opera art. Starting with the quoted dialogized model, it gradually moved

on to performances with a numbered structure, and ended this development path

with the creation of operas with end-to-end dramaturgy. After decades of searching,

the work "Abai” was presented, which marked a number of innovations related

to the development of the national intonation system and stylistic diversity, enriched
with quotation material. The inclusion of this material was due to specific plot points.

In this opera, there is an application of more complex musical forms, the principles

of end-to-end drama, as well as a desire for subtle psychological feature of the characters.

The “Abai” opera has been an integral part of the repertoire of the leading opera
houses of Kazakhstan for more than 60 years. Such durability is explained by the high
artistic merits of musical and scenic drama. Eternal themes are relevant in this work —
the struggle of good and evil, old and new, as well as the theme of love and fidelity.

Also, an excellently structured plot, rich event content and pronounced national
specificity, manifested both in music and in the characterization of the characters’
images should be noted.

This lyric-dramatic opera differs from other works of the same genre in its focus
on the dramatic context. Although the entire score of the opera is imbued with deep
lyricism, its dynamism and intensity are closer to dramatic works.

As Dina Beisaliyeva wrote in her article “Some Dramatic Principles of the ‘Abai’ Opera
by A. Zhubanov and L. Hamidi”, is a classic example of a synthetic musical and dramatic
composition combining the patterns of numbered and end-to-end types of development.
An integral system in it consists, on the one hand, of the dramaturgy of “emotional states”,
manifested through relatively isolated musical numbers with a characteristic concentration
of image development, and on the other hand, the dramaturgy of conflict collisions,
in which the main compositional unit becomes an expanded, dynamically developing
scene” (Beisaliyeva 146-147).
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Intertextuality is a powerful tool that allows composers and librettists to create rich
and multifaceted works full of references to other artistic texts and cultural contexts.
In the “Abai” opera one can observe the significant influence of intertextuality
on the formation of musical images and storylines.

Intertextual elements in the “Abai” opera may include quoting musical themes
from other operas, using literary images and motifs, as well as references to historical
events and cultural symbols. For example, in the musical motifs of the main character
of the opera, one can find references to the national musical tradition of Kazakhstan,
as well as quotations from folklore works.

It is important to note that intertextual elements in the “Abai” opera play an important
role, determining the characters’ features and the development of the plot. They help
to create a deeper and multidimensional musical world.

There are a large number of intertextual references in the opera, however, this article
will only talk about intertextuality in male roles using the example of Abai’s vocal part.

The “Abai” opera was conceived as a deep reflection of the musical heritage
of the great akyn. The composers perfectly inscribed a number of Abai’s songs, using
them as quotations, which gave the work special depth and significance. One of the key
arias, in which the use of the song "Kozimnin Karasy” (The Light of My Eyes) as a basis
is clearly traced, is the first act aria of Abai. The uniqueness of this aria lies in the fact
that it is based on a version of the song not widely used in performing practice.

Another famous song of Abai, “Aittym Salem, Kalamkas” (Said Hello to You,
Kalamkas), sounds in Aidar’s aria in the fourth act of the opera, which perfectly conveys
the emotional state of the hero and his love and admiration for Azhar. However,
the use of Abai's songs is not limited to solo numbers. In the chorus of the fourth act,
“Karangy tunde tau kalgyp” (A Mountain Slumbers in the Night), become the basis
for a philosophical epilogue, which gives additional depth and semantic saturation.

In the academic literature, attention is focused on the use of the song “Men kordim
uzyn kaiyn kulaganyn” (I've Seen a Big Birch Fallen) in Abai's aria “Kai talky kur aldyna
kurylmagan” (Just what a Conversation a Slave Can Be Engaged into) from the first act
(Ketegenova, Omarova “Akhmet Zhubanov”; Omarova, “Latif Hamidi"). However,
the analysis shows that although the aria has a common intonation structure
with the vocal lyrics of Abai himself (using the example of songs from Boris Yerzakovich's
collection), it does not reproduce the integral song structure of the original source
(Yerzakovich, "Some Comments on the ‘Memoirs™). Nevertheless, these quotations
embody an objectification form of melodic sources, which indicates that this opera
is intertextual both from the point of view of the libretto and from the point of view
of the melodic structure.

The “Abai” opera was conceived by L. Hamidi and A. Zhubanov with special attention
to intonation unity, which was based on the characteristic melodic turns inherent
in Abai's song style. The collaboration of the composers resulted in the creation
of arias with a unique melodic content in harmony with the Kazakh musical heritage.
The composers highlight the characteristic intonations from Abai’s work, integrating
them into their own melodic narrative.

Saryn International Peer-Reviewed Journal

49



(‘ ;apyn No. 2. 2024 ALMAT IZBAMBETOV, TOIZHAN YEGINBAYEVA FEATURES OF INTERTEXTUALITY

50

To verify the melodic unity, an analysis of the opera’s melodic material was conducted.
As a result, intonation correspondences were identified, which align with the typical
rhythmic patterns found in Abai’'s work. The prevalence of the size 6/8 in the opera
(a monologue and two arias from the first act, as well as one aria from the fourth)
and the reflection of the three-syllabic structure in the temporal unfolding reflect
one of the main elements of the musical and poetic form of Kazakh poetry.

In various fragments of the opera, similarities are found with characteristic melodic
formulas. These include a gradual ascending and descending movement spanning a third,
leaps by a sixth, and a dotted rhythm in three-dimensional size. These melodic formulas
are also present in Abai’s songs.

Ex. 1: "Kozimnin karasy” (The Light of My Eyes)

LESSESE
%ﬁd]rl‘

In the aria “Kai talky kur aldyna kurylmagan” (Just what a Conversation a Slave
Can Be Engaged into) from the first act of the "Abai” opera, attention is attracted
by the intonation base, which combines several songs, the themes of which are
compassion and mercy. Abai, while expressing his emotional state, transmits to listeners
a general sensual uplift and fortitude. The aria is dominated by affirmative intonations,
that give it a meaningful depth thanks to its connections with Abai’s songs.
There is a similarity with the song “Men kordim uzyn kaiyn kulaganyn” (I've Seen a Big
Birch Fallen), but the structure of the song itself is not reproduced. This is a classic
example of a three-part aria with a developing middle in the minor key of the same
name. In the main part, unlike the equally complex repeated four phrases of the song,
the melody develops from repetitive phrases to variant ones. The climax is on the upper
stable sound, which gives the aria an individual originality, a life-affirming character.

At the melodic level, there are noticeable parallels with akyn’s songwriting, particularly
in the ascending leap to a sixth interval, accompanied by a dotted iambic rhythm.
This melodic pattern is prominent in Abai’s rich musical legacy. The melody of the aria
forms parallels with songs of a mournfully solemn or exalted nature, such as “Men kordim
uzyn kayin kulaganyn” (I've Seen a Big Birch Fallen), "Aittym salem, Kalamkas"” (Said Hello
to You, Kalamkas), "Bireuden bireu artylsa” (If Someone is Better than Someone).

Ex. 2: "Kai talky kur aldyna kurylmagan” (Just what a Conversation a Slave Can Be Engaged into)

: L] L L]
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Ex. 4: "Bireuden bireu artylsa” (If Someone is Better than Someone)

| .
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Ex. 5: "Aittym Salem, Kalamkas"” (Said Hello to You, Kalamkas)

P

In this aria, we see how the composer uses intertextual elements related to Abai’s
musical legacy to expand the semantic context and emotional content of the work.

Quoting musical motifs:

In the aria, elements reminiscent of Abai’'s songs are noticeable, such as the initial
ascending leap to a sixth interval, accompanied by a dotted iambic rhythm. This motif
is one of the main ones in Abai’s song heritage and gives the aria a special intonation.

Semantic associations:

The melody forms parallels with Abai’s songs, which have a mournfully solemn
or sublime character. These semantic associations help to create emotional depth
and expressiveness in the performance of the main character, enhancing the effect
of musical expression.

Intertextual references:

The aria contains references to the themes of compassion and mercy, which are
important motifs in Abai’s song heritage. These themes are rooted in the culture
and history of the people, which makes intertextual connections deeper and more
meaningful.

Thus, through the use of intertextuality in this fragment of the "Abai” opera,
the composer achieves not only musical beauty, but also deepens the semantic context
of the work, enriching it with cultural and historical associations.

Another noteworthy aria by Abai is the final aria from the fourth act’s finale.

Abai here appears as a folk akyn. A special dramatic impact is reflected in the melody

of the aria, of the aria’s melody, particularly its tense opening with high-pitched notes.
This resemblance to the emotional introductions by akyns, characterized by energetic

exclamations, indeed captures the listeners’ attention.

This aria of Abai is distinguished by originality and uniqueness, having no direct
intonation links with the songs of Abai himself. The composers managed to rethink
the song motifs as much as possible and create an aria summarizing the features
of Abai's melodic style. The intonations of the extreme parts of the aria are based
on a constant alternation of ascending and descending movements, reminiscent
of the song “Kor boldy zhanym” (My Soul is Humiliated), and its middle is structurally
close to the song “Segiz ayak” (Six Legs).

As Saule Musakhodzhayeva notes, “The innovation of Zhubanov and Khamidi lies
in the fact that they, by breaking the characteristic turns of Abai’s songs in the original

TR
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melody, created a classic sample of the aria. It is significant in scale and in the completeness
of the feelings conveyed. The image of Abai here is so dramatically convincing that his
oratorical pathos and inner energy affect the audience, creating a sublime impression

of the entire opera” (77).

Let's take a closer look at this aria using the method of intertextual analysis.

The symbolism of the national akyn:

In this aria, the image of Abai symbolizes the national akyn, a poet and performer
who draws inspiration from the cultural and historical legacy of his country. Therefore,
the use of the aria as a symbolic appeal to the people creates an intertextual connection
with the tradition of the akyns and their role in Kazakh culture.

Rethinking song motifs:

The opera’s composers have successfully reinterpreted the motifs of Abai’s song,
integrating them into the aria and giving them a new sound and meaning. While there
are no direct quotes from Abai’s songs in the aria, its melodic and rhythmic elements
evoke intertextual references to the hero’s musical heritage.

Structural analogies with Abai’s songs:

In the aria, one can distinguish structural analogies with Abai's songs, such as the constant
alternation of ascending and descending movements, which gives a special musical
intonation characteristic of his songs. These structural analogies are rooted in tradition
and help to preserve the authenticity and cultural value of the opera.

Thereby, the intertextuality of this aria in the “Abai” opera is manifested through
the symbolism of the folk akyn, the reinterpretation of song motifs and structural
analogies with the songs of Abai himself. These elements not only enrich the musical
content of the opera, but also deepen its connection with the cultural legacy
of Kazakhstan.

Conclusion
In conclusion, this study should emphasize the importance of the “Abai” opera
in the context of the Kazakhstan’'s opera art and its deep connection with the cultural
heritage of the people. The analysis of the opera using the method of intertextual analysis
allowed to reveal its musical, literary and cultural layers, as well as to identify its role
in the preservation and transmission of cultural values and traditions of the Kazakh
people.

The "Abai” opera is an important object of study in the context of Kazakh musical
culture. The use of an intertextual approach allowed us to see how A. Zhubanov
and L. Khamidi skillfully incorporated elements of cultural heritage into the music
of the work. That created a deep and multifaceted connection between opera and folk
culture, allowing it to become not only a work of art, but also a mirror of Kazakhstan's
history, traditions and values.

The analysis of the intertextuality in Abai’s arias also allowed us to assess the level
of organicity and synthesis of musical and textual elements. In the final aria, which is
a powerful chord, we see the highest manifestation of this intertextual organicity,
where the image of Abai symbolizes the national akyn, a contemporary that faces
the audience. This is an example of a successful rethinking of Abai’s song motifs
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and their integration into a new musical context, while preserving cultural and semantic
value.

In this regard, the study of the Abai’s vocal part, using the method of intertextual
analysis, made it possible to better understand its significance for the culture and art
of Kazakhstan.
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Anpaatna. Makana TakblpblObiHbIH ©3eKTiNir 61bln 90->KbINAbIK, MEPENTONbI aTanbin 6TKeNi XaTKaH eNliMi3ziH,
M3ZAEHN OMipiHAE MaHbI3bl 30p YKbiM — KypMaHfasbl aTbiHAafbl Kasak yATTbIK Xasblk acnantap opKecTpi
WbIfapMaLlblibIFbIMEH 6alinaHbICTbl.

1934 blNbl KypbliFaH 6y YKbIMHbIH akaeMuUsablk 6afblTTa KanbinTackin Aamybl 43CTYPAI My3bika
acnanTapblHbIH, KYPblabICbiHA alTapAbIKTai @3reLuinikTep eHrisinyiH kaxeT eTTi. XXaHapfaH yarige
JalblHAanFaH acnantapAplH, XacanyblHa 6ip Ton My3bika LebepaepiHiH, ilwiHge Kamap Kacbimos
(1893-1966) Ta 6oA4bI.

MakanaHblH MakcaTbl — WwebepaiH XX-1wbl FacbipzbliH, 30-Lbl Xb1Aapbl albUIFaH Kasak, YITTblK acnantap
OpPKeCTPiHiH acnanTapbIH Xacan XeTigipyAeri Tapuxu eHberiH awwbin aikbiHAay 606N Tabblnagbl.
OfaH >XeTy YLWiH Makanasa:

1. K. KacbIMOBTbIH ©MipiKk XaHe LblfapMaLlbliblK XOJbl XXSHE Ka3ak OpKecTpi acnanTapblH XeTiAAipy
Tapyixbl Typanbl Jepekke3gepMeH TaHbICy;

iLLeKTepiHiH AalblHAaNYbl MeH NepHe Balinay XyheciH kapacTbipy;

3. webep kongaHfaH HaTbickasakcTaHAbIK AOMObIpa Kasblbbl XaHe LWbIFbICKa3aKCTaHAbIK, 4OMObIpaHbIH
e/llueMAepiH aHbIKTay;

4. pombeblpa benikTepiHiH K. KacbiIMOB KoAgaHFaH A9CTyp/i aTaynapbiH KepceTy ceKingi 3epTrey MiHAeTTepi
KOWblNaabl.

Makanasa KelLeHAi XXaHe Xylheni Tacingep, xyrneni-aTHodoHuabiK (Mropb MavmeBckui),
SKOHE CaNbICTbIPMabI-TUNONOTUABIK, SAICTEP KOAZaHbINAbI. JoMbbIpa Kabibbl MEH acnanTbiH,
LWbIFbICKA3aKCTaHAbIK TYPiHiH 3epTTenyiHae MOPhONOTUANbIK XKSHE IProNOrUsbIK Tanaay YCbIHbIIFaH.

¥YATTbIK My3blka MageHueTiMi3geri K. KacbiIMOBTbIH, peniH allaTbiH anfallkbl Makana OTaHAblK
3THOoOpraHonoruazga bypbiH apHaiibl KapacTbipbliMaraH Macene — 1930-2020 xbingapbiHAaFsl My3bika
acnanTtapsl LWebepaepiHiH eHepiH 3epTTeyre ceprniH 6epin, ocbl canaHblH, Kasipri ke3geri MamaHAapbiHa
AoMbbIpa TObbl acnanTapbiH api Kapan XeTingipysiH 6arbiT-6afaapbiH kepceTesi; AoMbbIpa KypblabIMbIHAAFbI
HenikTepaiH ASCTYpAi aTaynapbiH XaHAaHAbIPYAbl ke3gen, eniMizge K. KacbiMOB XaHe OHbIH, 3aMaHjacTapsl
ToXipubeci eckepineTiH MemaeKkeTTiK My3blka LebepxaHanapblHbIH, allbliybl MaCeNeciH HacuxaTTaiabl.
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Keywords: Kurmangazy Kazakh National Orchestra of Folk Instruments, Vassily Andreyev,
Kamar Kassymov, reconstruction, dombra, traditional musical terms.

Abstract. The significance of the Kurmangazy Kazakh National Orchestra of Folk Instruments for the culture
of Kazakhstan is immense, and the local cultural community celebrates its 90th anniversary this year.

In 1934, the task of academizing the Kazakh Folk Orchestra, following the model of Andreyev Russian Folk
Orchestra, necessitated innovations. Specifically, the reconstruction of certain Kazakh musical instruments
was undertaken by a group of Kazakh musical instrument artisans, including Kamar Kassymov (1893-1966).

This article aims to highlight the historical contribution of K. Kassymov to both the reconstruction
and development of Kazakh orchestral instruments. The article addresses four key tasks:

1. Familiarization with sources: This includes exploring personal information about K. Kassymov, his life
and creative path, as well as the reconstruction of Kazakh musical instruments.

2. Characteristics of parameters: Specifically, the methods for making strings and attaching frets
to the dombra neck.

3. Determining component dimensions: Comparing the body construction of the West Kazakhstan dombra
with its East Kazakhstan variety.

4. Introducing dombra parts’ designations: K. Kassymov's unique terms related to dombra components.

The study employs complex and systematic approaches, including the systemic-ethnophonic method
(developed by Igor Matsievsky) and comparative-typological analysis. Morphological and ergological analyses
were conducted while studying the West Kazakhstan dombra body and its Eastern Kazakh variety.

The results of the study not only shed light on K. Kassymov's innovations but also contribute to the revival
of traditional Kazakh music terminology related to dombra components. Additionally, it highlights

the challenges faced by Kazakh musical instrument state workshops, considering the achievements of both
K. Kassymov and his contemporaries.

Contribution of the authors

Asset Jumabayev - collecting archival and published sources about the activities of the Kazakh musical
instruments’ artisan K. Kassymov, measuring the structure of the dombras he made, preparing the text,
compiling a list of sources.

Aizhan Berdibay - correcting the outline of the article, systematizing the material, editing the text,
writing an abstract.
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Knroueevie cnioea: Kazaxckuii HaLMOHaNbHbIM OPKECTP HAPOAHbIX NHCTPYMEHTOB MMEHU
KypmaHrasbl, Bacuanim Anapees, Kamap KacbiMOB, My3blKa/ibHbIM
MacTep, PEKOHCTPYKLMSA, OMOpa, STHOOPraHONOrs, TPAANLNOHHbIE
My3blKa/lbHble TEPMUHBI.

AHHOTaLMA. AKTya/lbHOCTb TeMbl CTaTby 06yCI0BNEHa OFPOMHbIM 3HaYEHNEM B Ky/IbTYPHOW XXN3HW CTPaHbl
TBOpYecTBa Ka3axckoro HaunmoHanbHOro OpKecTpa HapOAHbIX MHCTPYMeHTOB MMeHn KypmaHrasbl, 90-netune
KOTOPOro My3blkajbHas O6LLEeCTBEHHOCTb Hallel pecnybankn OTMETUT B 3TOM rogy.

[JaHHbIVi TBOPYECKMIA KONNEKTMB bbia co34aH B 1934 rogy no TMny opkecTpa pycckmux HapOAHbIX
WHCTPYMEHTOB UMeHN Bacunus AHgpeeBa. Akagemmnyeckast OpueHTaLms HOBOro opkecTpa obyciosuaa
HeobHXO0AMMOCTb 3HAUNTENbHbBIX KOHCTPYKTUBHbIX M3MEHEHWIN B CTPOEHUN TPaANLMOHHbIX My3blKaNbHbIX
WHCTPYMEHTOB, B Aie/ie OCYLLEeCTBIEHUS KOTOPbIX MPUHMMaa yyacTve Lenas rpynna My3blkaabHblX MacTepoB,
B TOM umncne n Kamap Kacbimos (1893-1966).

L|,e.ﬂb CTaTbW — NMOKa3aTb I/ICTOpVIHECKI/If/] BKJ1aZ 3TOTO MY3blKaJbHOro MacTepa B npouecc peKOHCTPYKLUUN
N pasBnUTUA MHCTPYMEHTOB OpKecTpa. B 31O CBA3M B CTaTbe CTaBATCA Takme 3aJayn, Kak:

1. O3HaKOMJeHWe C MaTepuanamu O XXM3HeHHOM ¥ TBopyeckom nyTn K. KacbiMoBa 1 peKOHCTPYKLUK
WNHCTPYMEHTOB;

2. XapakTepuctmka CrnocoboB N3roToB/IeHNS CTPYH 1 HaBA3blBaHNA 1aAKOB AOM6pr;

obmep yacTel WabaoHa 3anaZHOKa3axCTaHCKOM 4OMBPbI 1 onpeseneHne pa3MepoB YacTeid 3Toro
MHCTPYMEHTA BOCTOYHOKA3aXCTaHCKOW Pa3HOBUAHOCTY;

4. npeacraBneHne TpagnynoHHbIX o603HaueHul yacTten AOM6pr, ncrnonb3osasLumxcsa K. KacbiMoBbIM.

B nccnesoBaHMm ObINM NCNO/Ib30BaHbl KOMMIEKCHbIV U CUCTEMHbIN noaxoAbl, a Tak>Xke CUCTEMHO-
3THOdOHMYeckui (Viropb MauneBcKnii) U CpaBHUTENBHO-TUMONOTMYECKNA METOAbI. [pK N3yyeHun
WwabaoHa JOMOPbI M ee BOCTOYHOKA3aXCTaHCKOW Pa3HOBUAHOCTY Bbl OCyLLecTBieH MOPHONOrMyYecKunin
W 3ProIorMYecknin aHanms.

Pe3synbTaThbl MCCeAOBaHMA MOTYT MNONOXWUTL Ha4a 0 HOBOMY HamnpaBAeHWIO B OTeHeCTBEHHOM
3THOOPraHONOMNM — U3YYEHWIO AeATeNbHOCTU APYrMX MacTepoB, PEKOHCTPYUPOBABLLNX MHCTPYMEHTbI
AoMbpoBoW rpynmbl Kazaxckoro HaLMOHanbHOro opKecTpa HapoAHbIX MHCTPYMEHTOB MMeHW KypMaHrassbl

B pa3Hble nepuoabl ero ncropuu (1930-2020); cnocobcTBOBaTh BO3POXKAEHUIO TPAANLMOHHbIX Ka3aXCKux
TEPMUHOB NpK 0603HaUYEHUN COCTaBHbIX YacTeln JOMOpbI. Take cTaTbsl akTyanamsmpyeT npobaeMy cosgaHums
rocyapCTBEHHbIX My3blKalbHbIX MacTePCKUX, B paboTe KOTOpbIX yUnTbIBaAMCh bbl JocTukeHus K. KacbimMoBa
1 ero coBpemMeHHUKOB.

Bknag aBTOpOB

A. L. Axxymabaee — cO0p apXUBHbIX CBEEHWI 1 OMYBINKOBaHHbBIX UCTOUHUKOB O AeATENbHOCTU MacTepa
Ka3axXCckux My3blkaabHbIX MHCTpyMeHTOB K. KacbiMOBa, ocyLLecTBieHNe obMepa CTPOEHUS U3rOTOBNEHHbIX
UM ZOMBp, NOATrOTOBKA TEKCTa, 0pOpPMIEHUNE CNMCKA UCTOUHMKOB.

A. P Bepdubatli — KoppeKTVpOBKa MiaHa CTaTbi, CUCTEMATU3aLMA MaTepUana, pefaktypa TekcTa, HanvcaHme
aHHOTauMW.
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Kipicne

1917 XbInabiH Ka3aHblHAA Pecelife eTkeH Tapuxu okufFanap Con MeMaeker
KapamafblHAaFbl eNAePAiH, Ae XaHa 91eyMeTTiK-3KOHOMUKanblK popmaumara eTin,
M3EHW AaMybliHbIH 6afbITTapblH akblHAaFaHbl 6enrini. My3bikaHbl MblKTbl UAEONOTUANBIK,
acep eTy Kypaibl eKeHiH ecTe ycTafaH yYKiMeT OHbl eHbeKLwinepre >XakblHAATy MaKcaTbiHAA
TONTbIK OPbIHAAYLLUIbIK GOpManapbiHa XIiTi Ha3ap ayaapabl. by Typansl 3epTtreywinep
Ceprert CemakoB xaHe VpuHa CemakoBa: «1917 Xbin TOHKepiciHEH KeniH Kerec
OKIMETIHIH, XeTeKLi UAe0N0TNANbIK Kbl3MeTKepaepi
MEH My3blKaHTTapAblH, Ha3apbl eHoekLWinepai
VKbIMZABIK, MYy3bIKa/blK, KbI3METKE Xannau TapTty
MaceneciHe ayaapbingbl. Ocbl opanga OpKecTpAiK
>K9HEe XOp My3blkablK NpakTMKackl 6acTbl Ha3apaa
6ongbl»', — pen xazagpl (274). Con Tapuxm-cascu
axyanzblH, HOTUXKECiHAE Kewneni-naTpuapxanabl
KYMeaeH OTbIpbIKLbIIbIKKA BET BypFaH enimigin,
M3/JEHMETIHIH OfaH apfbl AaMy XOaAapbl eyponanbik
aKaZeMUANbIK YATIMEH XaHe Pecell MaseHMeTi
bIKMasbIMeH 6alifaHbICTbl 6OAFaHbI KOMLLINIKKe

asH. Ocbl afnblHFaH G6afbITTbIH KENOIP XXeke YATTbIK,
ASCTYPAEPAIH, AaMybiHa TePIC CepiH TUTi3reHi Typanbl
nikipiH AnHapa bynatoBa meH Anwar Magxuvesa:

«XIX FacblpablH eKiHLWIi XapTbicbl MeH XXI facbipablH,
BacblHAafbl casc okuFanap Peceit MnepuacbiHbig/  1-wi cypert. K. KaceiMos cypeti. OMA.
KeHec OpafblHbIH, TaFAblpblH ©3repTTi: 43CTYpAI 1823 kop, 3 Tisiwaeme, 85 ic, 2 TonTama.
M3AEHMETTIH, bapLia TapanTapbl HipbiHFal Xoafa TyCipinin xahaHaaHAbIPbIAAbI,
COHZbIKTaH Kelrbip H6alrblpFbl XanblKTapAblH XaHe Kerbip STHUKANbIK XXIHE XXeprifiKTi
TONTap MAAEHWNETI XXOMbINY anablHAA TYPAbI....»2, — Aen kentipeai (541).

1934 Xbl/bl Ka3aK KyWALWinepiHeH KypaafaH YKbIMAbI YAbIMAACTbIPY UAEAChIHbIH
>y3ere acybl anabiMeH Con ToNTbl 6ip TMNTeri AoMbbIpa acnanTapbIMeH KamMTamachl3 eTy
apekeTiHeH — My3bliKkanbiK-ApamMa TEXHUKYMbI KaHblHAaFbl DKCMEPUMEHTTI My3blKablk
acnanTap webepxaHackl alwblayblHaH 6actangbl. AfaibiHabl PoMaHeHkonap 6actafaH 6y
iC TapWXM-My3bIKanblK KaxeTTinikTepre bannaHbicTbl Aambin, HipkaTap 6acka webepnep
eHepiHae xanfactbl. Con KaTapaa eciMi anfalkbinapAbliH KaTapblHAa aTanatbiH Ty/1fa
— Kasak CCP-HbIH eHbek CiHipreH eHep

karpaTtkepi, webep Kamap Kacbimos 1 Astopnap ayaapmace!.
. . 2 ABTOpsiap aysapmachl.
(1883-1966) 60onabl. (1-Lwi cypeTTi BTOPAIEp ayAapmacet s
3 OpTYpAi Ke3eHepAe OPKeCTP TOMeHAeriAel
KapaH,bB). aTaynapmeH benrini 6ongbl:
f i3 * Ka3ATKOM aTblHAaFbl YATTbIK OPKeCTp;
KaBaK‘ YATTBIK ::\CI'IETI'ITap OPKECTPIHIA * KypmaHfasbl aTbiHAafbl YT acnantap opKecTpi;
KYPbl1bIMbI Pecem,a,erl B. AH,u,peeB OpbIC » KypMaHfasbl aTbiHAafbl akaZeMUAbIK Xasblk,
- . . acnanTtap opkecTpi;
XaNblK acnantap OPKECTPIHIH YATIC * KasaktbiH MemnekeTTik KypmaHfasbl aTbiHAaFbI
6oMbIHLA KaJibINTaCKaHbl ap,e6meTTe aKagemusiIblK YAT acnantap opKecTpi;
. . * KypmaHfasbl aTbiHAaFbl akageMUsAbIK Ka3ak, Xablk,
kepceTineai (KybaHos, 201; T'm3aTos, acnanTap opkecTpi;
12). 3ep-|--|-ey|_|_,i M. VlanHMLLKMVI on * KypmaHfasbl aTbiHgafbl Kasak yATTbIK OpKecTpi;
o * KypmaHfasbl aTbiHgafbl Kazak yATTbIK Xablk,
V>KbIMHbIH, 6anana|/||<a|_ub|nap TObbI acnanTap opkecTpi.

Saryn XanbKkapanblk peueHsnanaHaTblH XypHan



KA3AK Y/ITTbIK XAJIbIK ACTAMTAP OPKECTPIHIH, MY3bIKAJIbIK, LUEBEPI - KAMAP KACBIMOB N2 2. 2024 C ;apyn

eHepiHeH (1888) 6actanbin, acnanTapAblH, akageMUANbIK My3blKa YATiNEepPiH OpbiHAayFa
MYMKIHAIKTEPiH apTTblpy MakcaTblHAA OflapFa PEKOHCTPYKLMA XXYPri3ifin, Abl6bICTbIK
XYMeCi AnaToHnKazaH XpoMaTnKanblK XyMere ayblCKaHbIH Xa3aabl (145). PenepTyapbiHa
YATTbIK XaHe 6aTbiC eyponasnblk, Kaaccuka yarinepi KipreH ykKbIMAbIK OPbIHAAYLbIbIKTaFbl
acnanTtapfa PeKOHCTPYKLMA Xacay onapAblH, XOfapblaa KepceTinreHaen, KoHuepT
3an/apblHAa aKyCTUKanblK MYMKIHAIKTEPIH KyLLIEUTyre 6afblTTaNyMeH Katap, KepKeMzik
naesHbl AypbIC XETKI3y MakcaTblHAa dpTYp/i Tembpaeri acnanTapAbl ©3apa TMiMai
YMNeCTipy yWiH ge kaxeT 6onabl. byn MmaceneHin 6acka ynT MageHMeTTepiHE Ae YAKeH
MaHbI3blNbIfbl «TemMbp: AbIObICTaH — MafblHafa» XUHafblHAaFbl JInHAaH Xy

xaHe CtedpeH MakAsamcTbiH «AcnanTblk Anajaaafbl AblObICTbIH, €CTINTEH XaHe OhAafFbl
HelHeCiHIH, canbICTbIpblAYbI» MakanacbiHAa KepceTireH. ABTopaap: «9pTypAi My3bliKasbIk,
avHanbIMzapza TeMbpnepain, e3apa ynnecyi AblbbiCTap MEH My3blKasiblK, ON-TY>KbIPbIMHbIH,
Ka/bINTaCyblHbIH, HETI3i», — Aen Xa3aabl (2024).

Bubin enimizgin con eH, anfaw KypbiafaH Kasak yaTTbik acnantap OpKecTpiHiH,

(1934 xbinbl KaszUWK, an 1944 xbinbl — KypmaHfasbl atbiH neneHreH) 90->Kbinablk,
MepPEenTOMbIH aTan eTKeni oTbipFaHbl 6enrini. OHbIH, KaibIiNTackIM, OCbl yakbITKa AeMiH
XKanfacbin Kese >aTkaH WblfapMaLlblblK XOJ/bIHa apHaAfaH Tapuxmn cunatTafbl
bipkaTap eHbekTep >apblk KOPreHiMeH, OPKeCTPAiH Heridi 6oabin TabblnaTblH My3bika
acnanTapblHbIH, XETINAIPY TapWUXbl, OFaH aTCcanbiCKaH Wwebepaepain, OHbIH iWiHAe

K. KacbiMOB eHepi erken-Terkenni awbliMaraH. Makana TakblpblObIHbIH, ©3€KTiNiri
ocblHAa. OHbIH, MakcaTbl — webepain, 1930-1960 xbingapbl Kasak yaTTblk acnantap
OPKEeCTPiHiH, acnanTapblH XeTiAAipyAeri Tapuxu eHOeriH awbin arkbiHAay 60/1bIn
Tabbinaabl. MakanaHblH 3epTTey MiHaetTepi: 1). K. KacbIMOBTbIH, @Mipik XaHe
LWbIFapMaLUbIbIK XOJbl XXaHE Ka3ak, OpKecTpi acnanTapblH XeTiAAipy Tapuxbl

Typasbl AePeKKO3AEPMEH TaHbICY; 2) iLLeKTEPIHIH AallbiHAANYbl MEH NepHe balinay
XXYMECIH KapacTbipy; webep konjaHfaH 6aTbickasakcTaHAblK 4OMObIpa Kaiblbbl XXaHe

LW bIFbICKA3aKCTaHAbIK AOMObIpaHbIH, ©WeMAepPiH aHbiKkTay; 3) AoMbObipa 6enikTepiHiH

K. KacbiMOB KOonfaHFaH ASCTYpAI aTayfapbiH KepceTy; 4) 3epTTey XXYMbICbl eNiMi3iH,
1930-1960 xbingapbl Kasak yaTTbiK acnantap opKecTpi Tapuxbl, My3blkanblk, LiebepxaHa
MeH K. KacbIMOBTbIH, @HepiHe 6ainaHbICTbl XXapusaaaHfaH eHbeKkTep MeH apXMBTIK
Ky>KaTTapfa, webepaiH xacaraH acnantap GOToCypeTTepiHe XaHe LWbIfblCKa3aKCTaHAbIK,
AOMbbIpanapbiH 3epTTeyre CyeHin favbliHAaNAbI.

My3bika acnantapbiHbiH, Wwebepi K. KacbiIMOB eHepi Typanbl Mikipaep OTaHbIMbI3AbIH,
XOHe LeTenain kepHekTi Kofam karpatkepaepi (T. XypreHos, J1. Jamba xaHe T. 6.),
enimisgin, 6enrini xasywsinapsbl (F. Mycipenos, C. bakbepreHos, K. Tofbi3akoB »xaHe T. 6.)
XaHe My3blka 3epTTeyuwinepiHid (A. XybaHos, b. [m3aToB, b. CapbibaeB xaHe T. 6.)
ecTenikTepi MeH KenLuinikke apHaafaH MakananapblHaa Xapblk kepai. On xapuanaHbiMAapabiH,
kebiHae My3bika LWebepiHiH Ka3ak Xaablk acnanTapblH XeTiagipyaeri eHoeri xannsbl
aTtasca, apxXmMBTIK Ky>KaTTapAa OHbIH, My3blKablK M3AEHMETIMI3re KOCKaH KOMaKTbl
yAeci aHblk awwbinagbl. K. KacbIMOBTbIH, ©3 eHepi — acnan >acay epekLueniktepi Typabi
or-TyXblpbiMaapbl A. basenxaH MeH 3. XXakiweBaHblH «Kamap Kacbimos» (146)
KiTabblHAa >XapuanaHabl. CoHzan ak, 6yn eHbekTe Ka3ak >KaHe opbIC TiiHAe WwebepaiH,
aTbl aTasifaH XaHe O Typabl apHalibl Xa3blifaH 3THOMY3bIKaTaHyLLUblAaP, Xa3yLblaap,
XXYPHaNNCTTEpP, KOFaM KapaTkepaepiHiH Makananapsl, nikipaepi, Tinekrepi
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>KdHe apHaynapbl TonTacTbipblafaH. OTaHAbIK OKYLUblFa KEH TapaMafaHblHaH, OHbIH,
Ma3MyHbl e/liMi3iH 3STHOOPraHONOrMA MaMaHZapbl Ha3apblHaH TbIC KanAbl. ¥CbIHbIIbIM
OTbIpfaH Makanajga fanbiMgapfa My3blka Wwebepi Typasbl Kasipri 3aMaHfa geniH
6enmanim gepektep kenTipinin, onapabin XXI facbip gombbipanapbiMeH 6arinaHbIChl,
K. KacbIMOBTbIH, My3blka acnantapblH XeTiAAipyAeri i34eHicTepi kepceTineai.
Makanaza KelleHzi XaHe Xyneni Tacingep, xxyneni-astTHodoHuanbik (V. Maunesckni),
>KdHEe CasbICTbiPMasibl-TUNONOTUANBIK dAiCTep KOAAaHbIAAbIL. [JoMbbipa Kanbibbl

MEH acnanTblH, WbIfbICKa3akCTaHAbIK TYPiHiH 3epTTenyiHae MOPdONOTUANBIK,

XKSHEe 3ProsiormanbIK Tansay yYCbiHbIFaH.

K. KacbiMOB icTereH mysbikanblk acnantapbl 3epTreyaeri 6ipiHLWi KMbIHAbIK —
O/lapAblH, LWaHafbIHbIH, iWiHAe Wwebep eciMiHiH Xa3blaMaybiMeH 6annaHbicTbl. Con cebenTi
OCbl KyHre aeniH xeTkeH K. KacbiIMOB acnanTapbliHbIH, HaKTbl CaHbIH alTy MyMKiH 6oaman
oTblp. byn pette Eypona my3bika webepaepi KanbinTacTblpFaH MyHZAan A3CTYPAI OTaHAbIK,
webepnep WaMaMeH OTKEH FacblpAblH, COHFbI LUMPETiHEH FaHa HbacTan XanfacTbipa
6actaraHblH anTyfa 6onagbl. K. KacbiMOBTbIH XacafaH AoMObipanapbiHbiH, AMaTbl
kanacbl blkpinac JykeHynbl aTbiHAaFbl My3biKasblk, acnantap MypaxkablHblH, KOpbIHa
BasH-©nrei TeaTpbiHbIH OPKECTPIHEH 9KeNiHreH BipeyiHAe faHa OHbIH aBTOPbIHbIH,
ecimi xasblnfaH. Xannbl, mypaxarnnapgasbl K. KacbiMOB acnantapbiHa eTe XeTKifiKCi3
aapexeae TyciHiktemenep 6epinreH. Con cebenTi Wwebep acafaH 4oMbblpanapabliH,
kebiH onapapbiH 6acnaces 6eTTepiHAe XapuanaHfaH GoTocypeTTepi MEH apxmB
Ky>KaTTapblHAafbl JepeKTepre CymeHin aHbikTayfa Typa kengi. CoHbIMeH kaTap,
webep gombbipa kanbibbiH batbic KasakcTaH acnabbiHa apHan AgaribiHaan, con
TMNTeri AoMbblpaHbl Xacay Typanbl HYCKay/blK >Ka3bln KETKEHIMeH, OHAal acnanTbl
Mypa>karnapaaH anbin 3eprrey MyMKiH 6oamagbl. COHAbIKTaH aTanfaH anmak,
AOMObIpackiHbIH, Webep eweMaepiMeH KaTap KOMbIbIM, CalbICTbIPy 3epTTEMECI
KamMapTaHyZblH, Keneci KeseHiHze Xy3ere acnak. Makana sanbiHgany 6apbicbiHAA
K. KacbIMOBTbIH, OMObIpa Kanbibbl XXaHe LbIFbICKa3aKCTaHAbIK yAarigeri Aombbipachl
eJILleHIN 3epTTenai.

HaTtuxenepi meH Tankbinay

LLiebepaiH emipaik-LblfapMaLlblablK XObIH LWaPTTbl TYpAe 2 Ke3eHre 6enin kapacTbipyfa
6onaabl. OHbIH, anfawkbicbl — 1893-1934 xbingap, an exiHwici — 1934-1966 xbingap
Ke3eHaepi.

AnFawKbl ke3eH. ApFbiHHbIH aigabon TapmMafblHaH TapafaH afa cyiTaH — LLoH 6ugin,
(1754-1836) TepTiHWwi ypnafbl 6onfaH K. Kacbimos (1893-1966) basHaybin enkeciHae
AyHuere kengi (OKankmH 11). ApabLua, opbiclua XaHe Ka3aKLia cayaT asfaH OHbIH XacbIHaH
KOoNeHepre >akblH 601ybIHa Ka3akTblH OtoNapbiHa eTe webep 6onfaH aTacbiHbIH,
biknasbl Tnai (begenxan >xxsHe Xakiwesa, 131). My3bika acnantapblH XacafaH XepriikTi
webepnepaeH yari anfaH K. KacbimoB 63 eHepiH 1917 xbinbl OMb6blgaH basHaybiifFa
KenreH atakTbl KoneHep yctacbl KomapoB 3axapzaH yMpeHin, api kapan ywtanibl
(KaHkuH 13). «baln TyKbIMbI» AereH xana >abblbin, 6yKin My/Ki KIMNECKeNeHreH
Kamapabit, 1931-1932 Xbingapbl kasak fanacbiH XalaafaH allapLbiblk Ke3iHae aveni
MeH eki 6anacbl KanTbic 60bIM, OHbI Tybichbl K. BokaHOB e3iMeH bipre anabimeH Cemelire
anbIn KeTin, KeriH on bipwama yakbIT KbipFbi3cTaHAa 60/1bIN, COHaH COH, AnMaTbifa Kenegi.
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ExiHwi ke3eH. 1934 xbinbl 21 maycbiMaa eTkeH bykinkasakcTaHAbIK XaablK TanaHTTap
cneTiHae webep Kamap KacbIMOBTbIH, KON®HEpi Xofapbl HafanaHbIn, CON ic-LlapajaH CoH,

on Mys3bikanblk-gpamMa TeXHUKYM LuebepxaHacbiHa YATTbIK My3blka acrnanTapbliHblH, Lebepi

peTiHAe XyMbicka Typbir, 1935 Xbuibl Kazak MeMaekeTTik GpuaapMOoHUACHI KypblafaHaa
Hapkom T. XXypreHosTbiH, 1935 xbinfbl 19 cayip avbiHAafbl N2 231 OylpblfbiMeH

K. KacbimoB, 3. PomaHeHko, A. EpmeKoB xaHe T. 6. webepaep OHbIH XaHblHAH allblifaH
ToXipmbeni webepxaHafa >XyMbicka aybicagbl (N2 231-2 6yirpbik). byn MekeMeHiH,
KapbIMAbl KapKbIHMEH XYMbIC ICTEreHi Y>KbIMHbIH, CO/1 Ke3aeri ecenTepiHeH H6arikanaabl.
Mbicanbl, oHbIH, 1935 xbinfbl ecebiHae 1 KaHTapaaH 28 HaypbI3 ailbl apanblfbiHAA
KacbiMoB 5 saHa WbIfbiCKa3akcTaHAbIK XXaHe 2 faHa 6aTbicka3akCTaHAbIK AoMbbipanap
XacafaHbl Typanbl gepektep kentipineai (N2 231-16 6ynpsbik).

A3 yakpIT iWwiHAe «aafbiHaH TiK TypfaH» KCPO-aa ka3ak My3blkaablk acnantapbiH
LWbIFapaTbIH Xanfbl3 LWebepxaHa, WbIH MAHIHAE, TEK OHAIPICTIK KCINOPbIH faHa eMec,
COHbIMEH KaTap, Ka3lak A4oMOblpacbiH XaHe 6acka Aa yATTbiK acnanTapabl XakcapTy,
KaHFbIPTY, ONAaPAbIH, CTUAT MEH AblObICbIH CakTay, MyYMKIHAIKTEPIH KEHENTY XXaHe 6abITy
HoWblHLWa HanbINTbl XXYMbIC XYPTi3eTiH fblIbIMU-3epTTey Mekemeci 6oaabl. lombbipa
acnabbiH xeTingipyaeri Kamap KacbiIMOBTbIH, KOMaKTbl eHOeriH OHblH AAMaTbl Kananblk,
apXuBiHAE CaKTaNfaH LUbIFbICKa3akKCTaHAbIK (Kanak, Tapi3ai) XaHe 6aTbiCKa3akCTaHAbIK,
AOMObIpanap xacafaHbl YLLIH affaH paLyOHann3aToOpAbIK KyaaikTepi anfakTanabl
(2-wwi cypeTTi KapaHbl3).

Aomb6eipa. XVII facbipga sTHorpadTap HasapbiHa bactan Tyce 6acTtafaH gombbipa
KYPbINbIMbIHbIH, TO/IbIFbIPAK, CUMNaTbl, OHbIH, ILWiHAE alMaKTbIK Typaepi MeH My3bika
epekLuenikTepi Typanbl KyHAbl AepekTep XX facbipaa A. XXybaHos, b. Capbibaes,

b. fusatos, b. AmaHoB, ©. MyxambeToBa, XX. HaxkmezeHOB XaHe T. 6. fanbimaap
eHbekTepinae kepceTinin, XX| fracoipaafbl 3eptrenyi C. ©TefanneBaHblH 3aMaHaym
dAicTeMere CyMeHin Xa3blifaH eHbekTepiHAe XanfackaHbl 6enrini.
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LLlaHaFbIHbIH, NilWiHi, MOMHbIHbIH, Y3bIHAbIFbI, MEPHE CaHbl, Tapany aiMafbl XXaHe T. 0.
KenTereH epekiuenikrepiHe 6annaHbIcTbl Oy WwepTneni Xopa0dOHHbIH, eki Typi Hap.
BaTtbic KazakcTtaH 4OoMObIpackiHbIH MOWHbI Y3blH, Anana3oHbl 2 okTaea. LWbifbic KasakcTaH
KYMNepiHiH, 9H TekTeC TaburaTblHa COMKEC XKePriNikTi AOMObIpa MOMHbI KbICKa, AMana3oHbl
1,5 okTaBa. ATanfaH eki acnanTblH CbIPTKbl KOPIHICIHAE Ae, Xacany XOonAapblHAa Aa
avblpMaLbinbikTap 6ap. OnapapiH Heririnepi: Apka soMbblpackl kKeb6iHe MOWHbI
KbICKa, LUaHafbl LWaybln Xacanazbl, an MOVHbI y3blHAAY 60abIN KeneTiH batbic enkeci
AOMbbIpackiH Webepaep XapTbinai Wwaysbin, kebiHece Kubin icTerAi. [ Mna3oHbIHbIH,
KeHAIriHeH, MyHAaM acnanTbl Kasipri ke3ae apTyp/i aliMak, A9CTYPIHAEr dHLWiNep
4e KonjaHazbl.

AacTypni webepnep My3bika acnanTapblHblH, KYPbUIbIMbIH KapbICTan e/wWereHi
6enrini. MyHzanm enwwem xyneci e36ek XaHe TypKiMeH webepnepiHae ae 6onfaH.

Byn mMaceneHi 3epTTereH Kenbip fasbiMaap CoM acnanTapAbiH XanablKTblK ©aLLeMiH
CaHTUMETP, MWIMMETP XaHe atorMre ayaapabl (benses 10). K. KacbIMOBTbIH, aTybIHLLUA,
«Ka3ak, 4OMObIpacbiHbIH Y3bIHAbIFbI “eKi KapbIC”, “eKi eni”, an MOMHbI Y3bIHAbIFbI

"eKi KapbIC, CbIHbIK cyeM” 6onazbl» (bagenxaH xaHe Xakiwesa, 144).

OpkecTpre apHanfaH acnanTap »XacanTblH WebepxaHa alblablCbIMEH, OHbIH acnan
Xacayfa KaHAan matepuangap MeH Xenimai (Knerai) KaxeT eTeTiHi XXaHe NaK XXaFyAblH,
WapTTapbl aHbIKTanabl. EHAI OHbIH XXYMbICbIHAA XOfapblAa KOPCETINTeH ASCTYPI «KapbIC»,
«CyMeM», «eKi eNi» flereH ce3fep KOoALaHbIIMaK, ealWeM CaHTUMETPMEH ecenTene
6acTagbl. bi3 webepaiH XanbIKTblK 6ALEMAEPIHEH CAHTUMETPre ayAapblafaHbiHa CyUeHe
oTbipbin, B. benses agiciH yctanabik. K. KacbiMoB caHTuMeTp ecebimeH sombbipa
MOMHbIHbIH, Y3bIHAbIFbIH 51 cM 6onaTbiHbIH ariTagbl (bagenxaH >xaHe XXakiwesa, 144),
CaHTUMETPAiI MUANMMETPre ayAapbin, OHbl 9pi Kapawn grovimre kenTipreHge 20,0787
(51 cm = 520 mm = 20,0787) wbifagbl. Kbicka MOMbIHABI 4OMObIPaHbIH, Y3blHAbIFbI «6ip
KapbIc, TOPT eni» — 32 cm HeMece 320 mMm — 12,5984 aronmre TeH. BeTiHiH eHi «CbIHbIK,
cynem, 6ip-eki eni» — 15 cm, 150 mm — 5,90551 atoinm 6onbin ecentenegi. ¥3blH MOMbIH
AoMbbIpa 6eTi ae ocbl eawemae 6onagbl, an y3blHAbIFbI «eKi KapbICTbICbI» 36,5 cM —

365 mm — 14.3701 aronmre TeH.

Aombeipa Kanwibbl. OpkecTpaik OpblHAAYLWbINbIK GOpMackl acnanTapabiH, 6ip
Kanbinka cyneHin xacanyblH Tanan etti. Ocbl peTte K. KacbiMOB AO0MbbIpaHbl Kypamac
HypbIH acnanTblK, WaHafblH, MOVHbIH 6ip XyWere kenTipin 6ekiTeTiH Kanbin* (wabaoH)
onan welfapabl. byn kanbin Maenogap KanacsiHAafbl Manpa LLamcyTanHOBa aTbiHAAFbI
enKeTaHy MypaxaublHblH, iwiHae K. KacbiMOBKa >kacanfaH apHavibl bypbiliTta Typ
(3-wwi cypeTTi KapaHbI3).

LLlaHak, KanblbblHbIH MOMNHbIHAH TyMere

.. 4 [lombbipa WwaHafbIHbIH, MNiLLiHIH 6ip KanbinTa >XnHan,
AEWNIHTI Y3bIHAbIFbIH ©jiluereHae, o

XeNiM KernkeHLUe aybITKbIMal TypaTblH afaluTaH

[* = 40 cm kyparabl. Kanbin MOMHbIHBIH, KacasfaH Kypbi/iFbl.
G.I'ILIJeMiHiH, V3bIHAbIFbI: [=12 M, 5 Acnan Y3bIHABIFbIHbIH GJ"ILLIEMi—[, an eHiHiH, eawemi
) . a xaHe b gen 6enrineHai.

KeJIJEHEHIHEH: a = 5 cm. ber TakTanjafbl 6 YHAiK — AoMbbIpaHbiH 6eTiHAeri AbIObIC LiblFapaTbiH

KasKaHblH, (LUMOH) eHi, 6bac xarbl: a = 9,5 cm, oWblIfbl. Pecell aTHOrpadusanbik My3eniHaeri
(CaHkT-MeTepbypr k) kasak AoMbbipanapbiHbIH 6eT

OopTachbl: b = 12.5 cm, an asK Xafbl Hemece KaknafrbiHAa GipHelle Abl6bIC WbIFapaTblH OMbIK,

AOM6praHbIH, 6ayblprI [ =165 cm. YHAiKG >KOHe LWblFblCKa3akCcTaHAbIK YATiAeri Kanak

AOMBbIpaHbiH, AbIObIC LblFapaTbiH OWblfbl acranTbiH,
TYCbl: b =20 cm. KaJ'IbII'ITbIH, apTKbl LIaHaFbIHbIH, XaHbIHAH OWblaFaH.
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3-wi cyperT. K. KacbiMOB >acafaH JoMbbipa MeH KobbI3abIH Kanblbbl. [aBnogap kanacsl,
Maiipa LLlamcyTanMHOBa aTbiHAAFbI OH LUblFaPMaLLbIbIFbIHBIH, Mypaxait-yiii Kopbl.

KYPbINbICbl KeNAEHEHiHeH: a= 21 cM, TyiMe bekiTeTiH Xepi: a = 16 cMm. XKeke MOVibIH
Tasfbl, XXannbl y3blHAbIFbL: [ = 57 cM, 6ac XafblH KeNAeHEeHIHeH ecenTereHae: a = 5 cwm,
optackl: b = 6,5 cm, xxenkenik xafbl: b = 10 cM. XKorapblga KepceTinreH enwemaepai
WbifapMac bypbiH, Makana aBTopsapbl K. KacbiMOB KONbIHaH LWbIKKaH 4OMObIpaHbl
KYPaWTbIH KYPbIIFbIHbIH, (Kaabin) eWeMiH anablH ana ecenten angbl. HotuxeciHae
AOMObIpa MeH KanbINTbIH, apaiblfbiHAaFbl ©awweM bipAiri weiFapblingbl. MiHe, oCcbiHAAM
KanbIM apKblabl Kasipri 3aMaH webepsiepi ae 4OMObIpaHbIH WaHaKTapblH MOMbIHFa Kypan
6ekiTin, 964eH KenKeH COH, acnanTbl Ka/lbINTaH LUbIFAapbIn, MOWHbIH XOHbIM, 6eT
KaknafblH >XXenimaenai.

Lebepain AoMbblpa WaHafbIH KypafaHAa KaabiMneH Kanau XyMbIC XacafaHblH
MemnekeTTik OpTanbik KMHO XaHe GOTO Ky>KaTTap apxuBiHae cakTanfaH «CoBeTTikK
KasakctaH» KMHOXYypHanbl 6bafaapnamackiHbib NQ 223 «/Jombbipa webepaepi» atTbl
6eriHeduabMiHIH, QR-KOAbI apKblibl Kepyre
6onaapl (4-wi cypeTTi KapaHbl3). by xepae
batbic KazakcTtaH gombbipackiH K. Kacbimos
kypaca, Weirbic KaszakctaH soM6blpachiH
M. PoMaHeHKO >acan »aTKaHbl
6elriHeNeHreH.

Aombeipa nepHeci. K. KacbiMOB KOW/bIH, iLLeriHeH >acanfaH 4OMbblpa NepHeciH
«byHak» gen aTafaH. [epHenepain, MaTepranbiH TanAaraHaa, webep GyHaKTbl TYPaKTbl
KbI/bIM, KaTTbl TEMIPAEH HEMECE XXe3/€eH Xacaca, TakkaH iLEKTi KWbIM WblAaTrnankTbiHbIH,
con cebenTi acnan MOWHbIHA TafblATbIH NEPHE iLlekTeH 60Nybl WapT eKEHIH KepceTesi.
KepiciHwe, iweri cbiM 60/1bIMN, NePHECH KMbINbIN KETETIHAIKTEH, NAEKTOP/bl CbIM iLUEKTI
AOMObIpaHbIH, MepHenepi Xe3aeH, TEMIPAEH, KYMICTEH TypakTbl 60/biN OpHaTbiNaAbl
(bspenxaH >xaHe Xakiwesa, 153).

K. KacbiMOB f,OMbbIpaHbIH, KypblibICbIHA TOKTafaHAa, OHbIH TOMeHAeriazen benikTepaeH
KypanaTblHbiH aTkaH: 1) [JloMbbipaHbIH, 6ac xafbl. OfaH eki Kyaak XaHe LWalrTaH TheK
Kipeai. 2) loMmbbipaHbIH MOWbIH Xafbl. AcnanTbiH, 6yn 6eniriHe MOWHbI, 6eTiHAerTi
6acTbipmachl (Hakiagka), HyKTenepi xoHe MonbiHFa H6alaHFaH NnepHenepi Kipeai.

4-wi cypert. lombbipa
webepnepi. KP. OMKOAXA
Ne223. OpTanblk MEMAEKETTIK
KNHO-pOTOKY>KATTap MeH
Abl6bIC Xa3banapbl apxuBi.
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MepHe 0,6 MM iwekneH 6arnaHagbl. 3) JoMbblpaHbIH kKeyaeci. byfaH WwaHakTbiH 9 6eniri,
MOWbIH M€eH LUaHaKTbl BipIKTIPETIH Xe/Keik afall, LuaHaKTbIH, XUETiHAEr kemep afallibl
Kipeai. beT Kaknafbl, OHbIH, iLLKi XaFblHAAFbl cepnepi (MPy>KMHA), KaKnakTbl MOMbIH
XafblHAaFbl KAaAKACbl XX9He HBeT KaknafblHAaFbl €Ki XXepaeri epHeKkTepi Kipesi. ACnanTbiH
AbIObIC WblFapaTbiH OMbIFbIH Webep yHOIK Aen kepceTkeH. COHbIMEH KaTap, LaHaKTbiH,
asAK >afblH BIpIKTIpiM ycTan TypfaH myXXsiM’ afallbl, muek, myliMe >dHe eKi ieri xataabl
(bapenxaH >xxaHe Xakiwesa, 9). (5-wi cypeTTi KapaHbi3).

O
[ jacs
Sacmopma oA muex
{HaAzrg) -
Hoves, &~ areme
40 ;
i Soinen ek

Kepieot.,

= Xemeqx

JIoMOBIpa KYpaMmel.

5-wi cyper. K. KacbIMOBTbIH, cypeTke canbin KeTKeH A0MObIpa KypblabiCbl 6eniMaepiHiH ataynapsl.
basenxaH, AnTxaH, xxaHe 3abupa Xakiwesa. Kamap KacbimoB. Maenogap, KO FOO, 2004, 206 6.

K. KacbiMoB aTbiH KenTipreH 4oMbbipa 6enikTepiHiH, kenbipiH (LaHak, MOWbIH, KyAak,
TUeK, ILLeK XXaHe Kaknak) Kasipri 3amaH wwebepnepi ae KonjaHFaHbIMeH, bipkaTapbIHbIH,
6anama ataynapbl 6ap. Mbicanbl, webep Xonaywbl TypabiFy10B goMbbipanapbiHaa Kamap
KacbIMOB KOpCETKEH XeNKeNiK — «MOMbIHTYFbIP», HacTbipMa — «<MOWbIHFAK», Kaaka —
«KabblpLiak», TYXXbIM — «TYFbl1», OYHaK — «MepHe», YHAIK — «AblObIC OMbIfbl» A€M aTanakbl
(Ecenynbl 16).

JAombeipara iwek mary. LLlebep

AOM6pra+’a iLeKTi Tafapaa eKi YulbiH 7 XKannbl KilKeHe KeCiNreH afallTblH YL XafbiH
. - TericTen >ymMblpaan wabyabl TYXXbIpbIM Aengi.

can bI.CTprbII'I, )Kya.H,CI,bIFbIHbIH 6|pAeM TyKbIpbin wWwaby, 6enrini 6ip iCTiH KOPbITbIHABICHI,
E€KEeHIHe K63 XXeTKI3reH COH,S, TynmeaeH 6ainambl, Wellimi. XXaHy3akos Tesnfoxa — Kasak

o o o o TiNHIH, TYCiHAIpMe ce3airi / AnmaTbl: Jank-Tpecc,
kasblkbay bannanabl. Ocbinian banaraHia, O . Aaitip
iLLIeKTiH| €Ki XafblH KaHLla TapTCa Aa, 8 [Jlombblpafa TafaTblH MasAblH iLLETiHIH XXyaHAbIFbI
api—6epi KO3FaﬂMaVIAbI, eKi VLLIbl SKafblH '6|p,a,e'V| 6onvy YUiH, OHbI anAblH ana xapTblnai kenTipin,

o o N ) iLekTiH 6OMbIHAaFbI apTbIK MalinapbiH asbin TacTar,
KY/1aKTblH TECITIHEH ©TKI3IN Tyneal. [LueKTIH, YpLIbIKNEH Wipeai.
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y3bIHAbIFbIH KacbiMoB 188 cMm eTin anca, Kasipri webepnep 2 M y3bIHAbIKTa TaFbin XYp.
¥3bIHAbIK MeJILIEPiHiH apTbIKTblfbl OPbIHAAYLUbIIAPFa bIHFAUCBI3AbIK TyFbi3ajbl.

LWeireickazakcmaHObIK (Kanak) dombbipa. ATanfaH soMbblipa Typi Apka, XeTicy,
Antan — TapbaraTtal Kyn A9CTypAepiHe TaH ekeHi benrini. 3epTTey Matepuanbl peTiHAe
anbiHbIn oTbipFaH K. KacbiIMOBTbIH Kanak gombbipackl AnmMatbl kanacbl blkbinac JykeHynbl
aTblHAaFbl My3blKa/blk acrnantap MypaxkalblHblH KOpPbIHAA cCakTanfaH. Acnan LaHafbIHbIH,
acTbl-YCTi Teric, TopT BypbIWTbl. MONHbI KbICKa, AbIObICHI aLlblK, OpbIHAAYFa bIHFaNbI
XKdHEe OHbl XacafaHza Ken MaTepuan xxymcanmaraH. Acnan 15 6eniMHeH KypanfaH,
wereneHbereH, xeniMMeH KatbipblafaH. JJoMbbipaHbIH, Xannbl y3biHAbIFbL: [ = 100 cm.
AnakaH y3biHAbIFbL: [ = 10 cM, KengeHeHHeH: a = 5,5 cM. «AnakaH» aen 4oMObIpaHbIH,
LalrTaH TMEKKe AeniHri eH 6ac beniriH atangbl. MyHAa eki kynak 6ekitineai. Opi kapau
MOWMbIHAbI LIANTaH TUEKTEH LWaHakka bekiTkeH xepre AeniHri y3blHaAbIFbl: [ = 50 cm,
XannakTblbl: @ = 4,5 cM. LaHaKTbiH MOMbIHFa (TY>KbIM XafblHaH XXOfapbl ellereHAe)
AeniHri y3blHAbIK enweMmi [ = 40 cMm, an TepeHairiHin, eki weTi: [ = 5,5 cm, opTacel: [ = 8 cm.
LLaHakTbIH apTKbl Xafbl (KengeHeHHeH): a = 16 cm, opTackl: a = 20 ¢M, anablHfbl 6eT
KaKnafblHbIH YHAIK Xafbl: @ = 22,5 cM. LaHaKTbiH apTbl, MOWbIHFa AEWiHTI Y3bIHAbIFbI:
[ = 41,5 cm, weTki XafblH enwereHae: [ = 44 cm 6onabl. NepHenep caHbl — 19, eki iwekTi,
TYVIMe, YHAIK XaHe Tueri bipey.

K. KacbimoB e3i xacan, ©. XaceHos, K. O3ipbaes, X. Enebekos, C. MykaHOB,
L. AiMaHOB CbIHAbI enimi3re 6enrini Tyifanapfa CblinafaH Kanak 4oMOblpanapbiHbIH,
doTonapbl mep3imai bacnacesge
xapwuanarngbl. An 1949 xbinbl webepain,
W. CrannHre gombbipa cbiitnaraHbiH Kasak
MemaekeTTik OpTanbik KMHO XaHe GoTo
Ky>KaTTap apxmBiHae cakTanbin, QR-koaneH
HepinreH gepekti GuabMi pacTanpl
(6-Wbl cypeTTi KapaHbI3).

6-webl cyperT. K. KacbIMOBTbIH,
W. CtanuHre colitfa 6epreH
fombbipackl. KP OMKO/IKA
N2194 OpTanblk MeMAEKeTTiK
KNHO-pOTOKY>KATTap MeH
Abl6bIC Xa3banapbl apXuBi.

LWebepain 1950-wi xbingapbl atakTbl aHWI XK. EnebekoBke xacafaH Kanak 4OoMbblpachl
6iTey arawTaH wWwaybln xacanfaH. CoHbIMeEH KaTtap, Ka3sipri 3amaH webepi X. Typabifya0BTa

cakTanfaH K. KacbIMOB KO/bIHaH LWbIKKaH Kanak, 4oMObipaHbIH Tafbl 6ip Typi TyTacTan
YMeHKi afallblHaH Wabbiabin XacanfaH. XXannbl caHbl 14 60abIN KeENETIH AOMbbIpa
nepHenepi Kynak KymiH KenTipin, XXbIKbITbIN OTbIPaTblH ANATOHWUKAbIK, TOPTINMNEH
opHaTtbinfaH. K. KacbiIMmoB goMbbipanapbiHbiH, 6ipkaTapbiHbIH WaHafbliH aliHanAblpa, 6et
KaKnafblHbIH CbIPTKbI XXVUETiH MepyepTrneH OroNan aLeKennereH, an YHAIKTeri oroabl
MaZblH, CYAeriH epiTin KyWbin canfaH (7-wwi CypeTTi KapaHbi3).

Opkecmpeze apHanfaH acnanmap. Ka3sak, yaTTbiK acnantap opkecTpiHeri JoMbbipa
Aa Ablobic bosynapbiHa Kapal, bipHele Typre 6eniHai. MyHAal X0NIMeH >acaifaH
AOMObIpaHbIH, XXaHa TypAepiHiH canackl bipaeH kemen 6onmaraHbl KazakcraH
Pecnybaunkacbl OpTanblk apxXMBIHAET Ky>KaTTap Ma3MyHblHaH 6alikanagbl. Kacibu >xonfa
TYCIpY YLLIH onapAbl Ken XblAfa CO3blafaH XeTingipy keseHiHge K. KacbiMoBKa opkecTp
MaMaHZapblHbIH aKbll-KEHECTePi MeH ©3iHiH, apinTecTepi ToxipnbeciHiH, Naraacsl TUreHi
aHblK (My3blkanblK KbI3MeTKepaep KOMUCCUACHI KEHECIHIH, Ka3ak, XablK acrnanTapsbl webepi
KacbimoB KamapapliH, >kymbicbl Typanbl 1939 XbinabiH 5 KapallacbiHAaFbl XxaTTaMachl).
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K. KacbimoBTbIH 1940-wwbl Xbingapbl KapafaHabl
06s1bIcbl OcakapoBKka My3bika KOMOMHaTbIHA
6apbin, Wwebepaepre eHepiH yMpeTin, acnanTapabl
XKETINAIPY XKYMBbICbIH XanfacTblpFaHHaH KEMiH i
ke3eH, 1950-wi xbingapbl Mackey akcnepMMeHTanabl
webepxaHacbIHAAFbI XYMbICbIMEH HalNaHbICTbI.
byn keseHae on KeHec Opafbl actaHacbiHa Mackeyae
eTeTiH Ka3ak asebuneTi MeH eHepiHiH OHKYHAIriHe
opali xanblK acnanTap OpKecTpi acnanTtapbiH
XeTINAIpY MakcaTbiMeH eki peT 6bapfaHbl 6enrini.
COHbIH, HTUXKECIHAE AalblHAAaFaH My3blka acnanTapbl
OpPKEeCTp MaMaHZAapbIHbIH >XXOfapbl 6aFacbiHa ne
6onfaHbl BipkaTap pecMu Ky>KaTTapaa KepCeTiareH.
KypMaHfa3bl OpKecTpi acnantapblH XeTingipyae
K. KacbIMOBTbIH, ©HepiH >XOfapbl bafanafaH
L. Kaxxbifanves webepre 1962 xbiabl 16 aknaH

aliblHaa H6epreH aHbiKTaMacblHAA OHbIH;: «OHAaFfaH

Zu':l":b%f:;éE&Tﬁicﬂb;mﬁ:i(::f:z:nalﬁ Xblagap 60Mbl Ka3ak Xablk acrnanTtapbiH KaiTa Kypbir,

sOM6bipa. AnMaTbl kanackl blkbirac TbIHBIMCbI3 €HOEriHiH apKacbiHAA Ka3akK My3blKablK,
AlyKeHynbl aTbiHAaFbI My3bIKabIK acnanTtapblHa KOHCTPYKTMBTIK XXaHaLbUIAbIKTbI

acriantap MypaxaubIHeIR KOpebl. (1949 xbinbl — soMbbipa NMKKOAO; 1953 Xblbl — Kyak,
KyWi KenTipineTiH (BMHTOBaA cuctema) gaybinnas; 1956 xbiabl — somb6bipa TOObIHa XaTaTbiH
eTe cananbl JOMbObIpa CEKyHAQ, a/ibT XXaHe TEHOP acnanTapblHblH affallKbl JaHanapbl)
KOr eHri3reHiHeH, OPKeCTPAIH TEXHMKANbIK XaHe AMHAaMUKaNbIK MYMKIHAIKTEPI apTKaHbIH
>XaHe foMbbIpa TOObIHbIH, OpTaHFbl PerncTpaeri AblObICTbIK WKanacblHbIH, Bipkenki emec
(abI6bIC XyWeci boMbIHLLA OKTaBasap) XepaepiH TOATbipFaHbiH» anTkaH (Kasak KCP eHbek
CiHipreH aprici L. KaxbifanneTiH 16.02.1962 . xxonaac Kaceimos Kamapfa 6epreH
aHbIKTaMachbl).

KepceTinreH keseH, afHK, 1957-1958 xbingapbl Kasak yATTblK acnanTapbiH XeTIAAIpY
TapuUXblHbIH, eKiHLWWIi Ke3eHi 6onbin caHanagbl®. K. KacbiMOB ©3iHiH, XacafaH 4oMbbIpa
XaHe KOObI3 TOObIHAAFbI acnanTapblHa Ka3aklla aT KoWfaH. Afifallkbl TONTbI WwWebep
acnanTapAblH NapTUTypaja opHanacy peti 6oMbIHLLIA, XXOFfapblgaH bactan 6enrinengi:
Jombbipa nukkos10 AbIObICHI WNKbIIAAMN WbIKKaHbIHAH — «Ky3eH», npuma abibbicbl capan
TypFfaHblHaH —«bynbyn», cekyHOa AplObICbIHbIH, CyMKiMAiniriHeH — «Cynkim», azem — 6ac
neH meHop apanblfbl Kallblk 6onfaHbIHaH — «XKanfay», dombeipa meHopds! AblObICHI
eTe Malja ecTinreHiHeH — «XKibek», dombeipa 6ac acnabbiH yHiHe cankec — «MaHfa3»,
KoHmMpabacmel ynkeHairiHe 6annaHbictbl — «[in» gen atafaH. An Kobbi3gap TOObIH,
KepiciHLe, TOMeHTi TeMbpaeri acnantapgaH 6actan: Kobeiz koHmpabac ynkeHairiHe
6arinaHbICTbl — «Hap», K06bI3 az16M CON TONTafbl XyaH AblObICTbI acnanTapablH, (KOObI3
6ac >xaHe KOHTpabacTbIH) XeTKiHLWeri 6boafaHbIiHaH — «bo3aak», Kbl K06bI30bI Kbl
ILLEeKTi XaNbIKTblK aTbl cakTanfaHblHaH — «KobbI3» aereH. Kobbi3 npumaHs! AblObICbIHbIH,

OHAbINbIFbIHA BalNaHbICTbl «boTa»
9 Kenbip fanbimaap eHbekTepiHae by keseH 1934-1970

Aen ataraH. Ocbl XXepae eckepineTiH
XKblgapbl apacblH KAMTUTbIH anfallkbl Ke3eHre
MaHbI3Jbl HopCe K KaCbIMOBTbIH XaTkbl3agbl (HegnnHa 37).

e
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»XacaraH Kobbi3 6ac acnabbiHa 1940 xbinbl Xazywbinap Opafbl — «Kamap Kobbi3»

fereH aT bepegi (basenxaH xaHe Xakiwesa, 170). Lebep apHaibl aTay 6epin KeTkeH
acnantapablH 6ipkaTtapbl YATTbIK acnantapbiMbl3ablH Ke6i cekingi woifapfaH AblObICbIHbIH
epekLeniriHe barnaHbICTbl aTanca, kenbipeynepi kenemiHe (Aombbipa KOHTpabac >aHe
KOObI3 KOHTpabac), kepLwi Tembpaep apacbiHAaFbl KbI3METI MeH OpHblHa (AoMbbIpa

anbT) Herizgenin 6enrineHesi. An KObbI3 TOObIHAAFbI aNbT XAHE NPUMaHbI aTafaHaa, 6ip

XafblHaH, XXOfapblAa KePCETINTEH KpUTEPUIAEp eckepince, ekiHLWiIAeH, KOObI3 acnabbiHbIH,

KanblNTacyblHAafbl Tyie HenHeciHe 6arinaHbICTbl MUPONOTUANBIK AYHUETaHbIMFA YAKEH

MaH bepinreH.

LLiebepain xanblk acnantapbiH XeTingipyaeri eHberi

weTense Ae >anfactol. MoOHFONIMAAAFbI Ka3ak, Xanblk,
acnanTapbl OPKeCTPiH acnanTapMeH KamTamachi3
eTyAe OHblIH pesi 30p 6onabl. 3epTreywi H. JamanH
1961 xbinbl «Coen ytra» raseTiHiH, N2 45 caHbiHaa
HepreH cyxbatbiHAa basH-Oarelige KypblafaH
opkecTpaiH 40 acnabbiH K. KacbiMOB >acafaHblIH,
apTucTepre Hota ynpeTkeH X. TacTaHOB eKeHiH
xa3agpbl (basenxaH xaHe Xakiwesa, 80). LLebepain,
COA canapblHAafbl eHberi buik baranaHbin,

0N MOHFONUAHbBIH, €H, XXOFapFbl Harpasacbl —
«ANTbIH XYNAbI3» OPAEHIMEH MapanaTTangbl.

K. KacbiIMOBTbIH, MoHFoansaaa 1959 xbinbl XXacafaH
6ac dombbipa >aHe Kbl K0bbI3 acnanTapbl Kasipri
Ke3ge Anmartbl kanachkl blkbinac ykeHysibl atbiHAafbl
My3blKanblK acrnanTtap MypakarblHblH, KOpblHAA
cakTaynbl. Onapgpl 1992 xbinbl 27 cayipiHae webep
WblFapMalUblIbIfbIH CON Ke3ae 3epTTeil bacTafaH
aTanfaH My3en kbiameTkepi 396upa Cbinatankpbisbl
XKakiwesa kabbingafaH. Jombeipa 6ac acnabbl
(8-wwi cypeTTi KapaHbI3) webepain 1935-1957 xbingap
apanbifbiHaa KypMaHfa3bl OpKecTpiHe XacafaH
HyckanapblHa ykcanabl. My3en kopblHAa cakTanfaH
6y xaairep KypmMaHfasbl OpKeCTpPiHiH, anfallkbl

8-wwi cypert. K. KacbiMOBTbIH,

MoHfonusaa xacafaH 6ac JoMbbipach.

(WaHakTbIH, ilWiHAe WwebepaiH, aTbl
XXOHI, Kall Kanaja >XaHe Kal Xbl/bl
»acasnfaHbl 6enrineHreH). AnmMartbl
Kanacsbl blkbinac [lykeHynbl atbiHAafbl
My3blKa/blk acnanTap MypaxkarbiHbiH,

KOopbl.

Ke3eHAepiHAeri My3blKablk acnantapbl TapuxblHaH xabap 6epeg;.

KopbITbiHABI

1. KypmaHfa3sbl aTblHAafbl Xanblk acnantap opkecTpiHiH, 1930-1960 xbingapbiHaa
Ka/nbiNTacbin AaMyblHAA OfaH XEeTIAAIpiAreH acnanTap >acan LWwblfapy iciHe
kaTbickaH webep K. KacbIMOBTbIH KOCKaH yaeci ken 6oaapl.

2. Apka eHipiHiH aTaKTbl dyNeTIHEH LWbIKKaH Oy Ty/1fa KONBHEPIHIH KanbinTacyblHa
XKEPriNiKTi XXepaeri Kasak >XaHe opbIC webepaepi 63 yaeciH Turisai.

3. K. KacbiMOB eHepi Typanbl apxvB fepeKTepiHie OHbIH A0MbbipaHbIH 6aTbIC
KOHE LWbIFbICKA3aKCTaHAbIK TYPJEPIH iCTEreHi afakTabin, ONapAblH, ilWiHAe 6aTbic
acnabbl xxacany TeXHONOrnACkl kepceTinreH. AfHu, K. KacbiMmoB gombbipa >xacayaafbl
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eHbeK yAepICiHiH, icke acyblH anfall peT TyCiHAipIN Xa3bin, 40MObIpaHbIH, Kasipri 3amaH
MamMaHzapbiHa 6eriManim Kenbip 6eniMaepiHiH aTaynapbiH KOPCETKEH asFallkpl Lwebep.
Binikti mamaH petiHge K. KacbiMoB AnmaTbl lwebepxaHanapbiMeH KaTap, KapafaHabl
06abickl, OcakapoBka Gpabpurkackl XaHblHaH albiFaH My3bikanblk acnantap
KOMbBWHaTbIHa XaHe MoHFoMAHbIH basH-Oarei aiMarbl TeaTpbIHbIH, Ka3ak Xablk,
acnanTap opkecTpiHe kacibu TaxipmbecimeH benicin, MamaHaap AavibiHAayFa YKeH
CENTIriH TUri3ai.

K. KacbiIMOBTbIH eH6€eK >ObIHbIH, WapbikTay Ke3eHi 1950-wwi XbngapbiMeH cankec
keneai. Con ke3ge MamaH Mackey dkcnepuMeHTanbl My3blkanblk wWebepxaHacbiHa
Hapbin, XeprinikTi webepaepmeH Taxipnbe anmMacTbl.

K. KacbIMOBTbIH, OTbI3XbINAbIK, €HOeK X0bl Y34iKCi3 i3geHicneH oTTi. COHbIH,
HaTMXKECIHAE O/ Ka3ak, acrnanTap opkecTpiHe AOMbbIpa, KOObI3 XXaHe ypMasbl
acnanTapAblH XKaHa TYPAepIH eHri3in, kacibn MamMaHAapAblH XXOfapbl baFacbIH
angbl.

¥CbIHbINFAH MakKaia OTaHAbIK 3THOOPraHONIOrMA canacbiHAa aTanfaH Tyfa OHepiH
KapacTblpyfa apHanfaH 3epTreynepaiH 6acel. MyHaa webep eHepiH afakTanuTbIH
bipkaTap apxmB Ky>KaTTapblHblH TbiH AepekTepi keaTipinin, K. KacbiMoB >acafaH
6aTbiCKazakCcTaHAbIK 4OMObIpa Kasblbbl XXaHe LblFbiCKa3akCcTaHAbIK 4JOMObIpa
e/WemMaepi anfall peT 3epTTensi.

K. KacbiMOB acnanTapbiHbIH aBTOP/bIK KOATaHOACbIH aHbIKTay YLWiH Wwebep
XacafaH acnanTapZabl i34ecCTipy >KYMbICbIH XaffacTblpbIn, O HYCKanapabl 3epTTereH
COH, H6acka webepnep HyckanapbIMeH CalbICTbIPY KaXeT.
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Abstract. All over the world the studies on the collaboration between music composers and dance creators
are highly sought after. This is driven by the rapid evolution of musical and choreographic art fields

in today's creative industries. Organizing and promoting such cultural practices is crucial to complement

the creative aspect. That's why the present study examines the tendencies of compositional creativity

in Kazakhstan in terms of its integration into choreographic projects. It can also be considered as a projection
on cultural management. The article aims to the analytical review of the recent years’ implemented cases,
that demonstrate the ways and formats of interaction between music and dance. The article considers

the following questions: the interaction of music and choreography in a historical context; the creation

of music and compilation of music for ballet; the design of music for dance and dance video, as well

as the ways to support compositional creativity.

This study of temporal and spatial art forms is built at the interface of several sciences. For the conceptual
analysis the authors of the article required a wide range of historical and socio-cultural sources

in the specified areas of art. The work was divided into several stages and used analytical, comparative

and historical methods projected onto the Kazakh musical theater and other institutions related to the dance
art. Also, an interviewing method was applied for the survey of practicing composers and directors, music
editors and performers.

The design of music and choreography has a wide range of relationships and demands that are necessary
for the execution of audiovisual projects.

This article with its understanding of cases in the field of ballet theater, dance troupes or video clips
may be interesting both theoretically and practically not only for the scholars, but also for composers
and choreographers who are only at the beginning of their creative paths. In addition, the article raises
the problem of promoting and supporting compositional creativity. A thorough understanding

of the music creation process for dance can foster more effective collaborations among creators,

as well as the development of cultural management and clusters of creative industries.
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Damir Urazymbetov — the development of a research concept, the formation of an article plan,
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Tipek ce30ep: My3bika xacay, konnabopauus, My3bikablK XXaHe xopeorpadusnbik eHep,
M3ZEHW Taxipnbenep, KOMNO3UTOPbIK LbIFapMaLLblIbIK,
xopeorpadusnblk xobanap, 6anet Mmysbikachl, bure apHasfaH My3bika,
KOMMO3UTOpAapAbl HacuxaTTay XaHe Koazay.

AHgatna. My3bika xaHe 61 xacayLublaiapblHblH KoanabopaLmsachl TakbipblObIH 3epTTey HyKin anemae epekiie
cypaHbicka ne, Byl KpeaTuBTi MHAYCTPUAHBIH, LUbIHAMbIIbIFbIHAA MY3bIKaJbK XoHe Xopeorpadusaibik eHep
cananapblHbiH, KapKbIHAbBI A4aMYbIHbIH, OrMKacbiIMEH aHbikTanazbl. LLbiFapMalubiibik kypamaac 6enikteH 6acka,
MyHZan MazieHn Taxipubenepai yMbiIMAacTbipy MeH HacuxaTTayablH peni ge epekiue. OcbiHbl Herisre ana
oTbIpbIn, 6yn 3epTTeyae KasakcTaHAaFbl KOMMO3UTOPJIbIK LblFapMaLUbIbIKTbIH, 6aFbiTTapbl Xopeorpadusaibik,
>obanapbiMeH bIKNanAacTblfbl TYPFbICbIHAH KapacTblpbliajbl, OHbl MOEHNET MEHEAXMEHTIHE NPOeKL s
peTiHAe fe KapacTblpyFfa 6onazbl. MakanaHblH MakcaTbl — My3blka MeH buaiH e3apa sapekeTTecyiH
YMbIMAACTbIPYAbIH, 94icTepi MeH popmaTTapbiH KOPCETETIH OHEPAEri COHFbI XblAapAafbl iCKe acblpblafaH
XaFffannapFa aHanuTkanblk Wwosy. Makanasa My3bika MeH xopeorpadusHbiH 63apa bainaHbICbl Tapuxm
KOHTEKCTe KapacTblpblaagbl; aBTopaap H6anet My3biKacblH Xacay XaHe banetke My3biKasblK KOMAWAALMA
>acay, bure apHanfaH My3blka MeH 61 H6eltHebasHbl AM3alHAapPbl Typasibl TanKbliabl, COHbIMEH KaTap
KOMMO3UTOP/IbIK LUblFapMaLUbIIbIKTbl HACUXaTTay XXaHe Koagay MacenenepiH 3epTreiai.

OHepAIH yaKbITTblK XaHe KeHICTIKTIK TypaepiH 3epTTeyre apHanfaH 6y XXyMbIC BipHeLle FbNbIMAAPAbIH,
TOFbICbIHAA KypblafaH. KoHLenTyanabl Tangay yliH aBTopaapFa eHepAin 6enrineHreH cananapblHAafbl

KeH, ayKbIMZbl TAPUXUN XKIHE d1eyMEeTTIK-MIEHWN AepPeKKe3aepre XYriHy KaxeT 604bl. 3epTTey XXYMbICbl
Ka3sakCTaHAblK 61 eHepiHe KaTbICTbl My3blKasblK XXOHe TeaTp/iblk MekeMenepiHe xobanaHfaH aHaiNTUKabIK,
CaNbICTbIPMasibl XXOHe TapuXM dAicTepai KoagaHy apkbiibl bipHelue keseHae xyprisingi. COHbIMeEH kaTap,
TOXipMbenik KOMNO3UTOpPaAapP MeH KOHLLbIIAP, My3blKajblK PeakTopiap MeH OpbiHAAyLWblAap apacbiHAa
caya/sHama eTKi3y YLiH cyxbaT aici kaxeT 6osngpl.

banet Teatpbl, 61 Tpynnanapbl HeMece 6erMHeKINNTEP canacbiHAafbl KeNcTepsi akageMuablK TYCiHY
TEOPUANBIK XXaHe MPaKTUKa/bIK XafblHaH TeK 3epTTeyLUinepAi faHa eMec, COHbIMEH KaTap LUblFapMaLlblbIK
MaHcabblHbIH, 6acTanKbl Ke3eHiHAe TypFaH KOMMO3UTOpap MeH xopeorpadtapabl 4a Kbi3bIKTbIPYbl MYMKIH.
Bbure apHanfaH My3blkaHbl Xacay yaepicTepiH TyCiHy >KacayLubliap apacbliHAafbl TUIMAI bIHTbIMAKTaCTbIKKa,
COHJAaN-ak MaAEHMNET MEeHeKMEHTI MeH KpeaTUBTI MHAYCTPUA KnacTepaepiHiH AamyblHa biknan eTe anajpl.

ABTOpAapAbIH, yneci

A. 4. Ypaseimbemos — 3epTTey Ty>KblpbIMAaMachIH 93ipsiey, MakKaia XocrnapblH KanbIinTacTbipy,
2.ebveTTep MeH fepekke3aepai iaey, MaTiHAi a3y XaHe pesakuusiay.

T. XK. Mondanim — nepekkesfepai 3epTTey XaHe Tangay, KOMNo3nTopaap >kaHe xopeorpaprapmeH
cyxbart Xyprisy, MakanaHblH, aHAaTnacbl MeH Heri3ri MaTiHIH KypacTbIpy, Ty3eTy.
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Kniouesbie cnoea: fv3aiiH My3bikuy, Konnabopaums, My3blkaabHoe 1 xopeorpadpuyeckoe
MCKYCCTBO, KY/IbTYPHblE NPaKTUKK, KOMMO3UTOPCKOE TBOPYECTBO,
xopeorpaduryeckne NpoekTbl, My3bika Al baneta, My3bika 415 TaHLa,
NPoABMXEHME 1 NoAAepKKa KOMMNO3UTOPOB.

AHHOoTaumsa. /13yyeHne Tembl KolabopaLm TBOPLLOB My3bIKW 1 TaHLL@ Ype3BblyaliHO BOCTpeboBaHO

BO BCEM MVIPE, YTO OMpPEeAENseTCs JIOTMKOWN CTPEMUTENIBHOMO Pa3BUTUA 0baacTell My3biKalbHOMO

1 xopeorpaduryeckoro NCKyccTBa B peanmsax KpeaTuBHbIX MHAYCTPUIA. [TOMUMO TBOPYECKON COCTaBAAOLLEN
CYLLLECTBEHHA Tak)Ke POJib OpraHM3aLn U MPOABUXKEHNS MOZOOHBIX KybTYPHbIX NPaKTWK. Vicxoas

13 3TOrO, HaCTOsALLEE NCCNef0BaHMNE N3yYaeT HarnpaBieHVs KOMMNO3UTOPCKOro TBopyecTBa B KasaxcraHe

B acrnekTe ero MHTerpauum B xopeorpapuyeckme npoekTbl, YTO MOXHO paccMaTpuBaTh M Kak MPOEKLMIO
Ha MEHeZXXMEHT KyAbTypbl. Liesbto cTaTbn ABASETCA aHANUTUYECKI 0630p peasn30BaHHbIX KEMCOoB

B MCKYCCTBE, B KOTOPbIX JEMOHCTPUPYHOTCA CMOCOBbI M popMaThl OpraHM3aLMmn B3anMOAENCTBUA My3bIKU

1 TaHua. B cTaTbe 0b6cy>KAatoTCs BONPOChI B3aUMOCBA3M MY3bIKM 1 XOopeorpadum B UCTOPUYECKOM KOHTEKCTE;
aBTOPbI PaCCY>KAArOT O CO3AaHMMN My3bIKW ¥ KOMIAUAAUMK 415 BaneTa, O An3aliHe My3bIKW /1 TaHLa

1 TaHLLeBasIbHOrO KAWMa, a TakxKe N3yyatoT NPo6ieMbl MPOABUXKEHUSA U MOAAEPKKN KOMMO3UTOPCKOrO
TBOpYecTBa.

HacTtoswasn paboTa No n3yueHuto BPeMeHHbIX 1 MPOCTPAHCTBEHHbIX BUAOB UCKYCCTBA BbICTPOEHa Ha CTbike
HeCKOJIbKMX HayK. s KOHLENTyalbHOro aHasav3a aBTopam noTpeboBanocb 06patUTLCA K LUIMPOKOMY Kpyry
NCTOPUYECKMX U COLMOKYIbTYPHbBIX MCTOYHMKOB MO 0603HAaUYEHHbIM HanpaBaeHWsM UCKYCCTBa. ViccnegoBaHune
NMPOBOANNOCH B HECKO/IbKO 3TanoB C UCMOJb30BaHMEM aHaIMTUUYECKOrO, CPaBHUTENbHO-UCTOPUYECKOTO
METOZOB, KOTOPbIE€ MPUMEHSINCH B OTHOLLIEHUN Ka3aXCTaHCKUX MY3blKasbHbIX U TeaTpasibHbIX MHCTUTYLIMIA,
CBfI3aHHbIX C TaHL,EBabHbIM MCKYCCTBOM. [TOMUMO 3TOro, HeobXoAMM BblN METOZ MHTEPBLIOMPOBAHMSA,
NMPVMEHEHHbIN A5 ONpoca NPaKTUKYHLWMUX KOMMO3UTOPOB ¥ MOCTaHOBLUMKOB, MY3blKa/bHbIX PejakTopoB

W UCMONIHUTENIEN.

AkaZeMnyeckoe oCMbICeHNe KeNCoB B chepe baneTHOro Teatpa, TaHLeBa bHbIX TPYMMN WAV BUAEOKINMOB
MOXET BbITb MHTEPECHO Kak C TEOPETNYECKON, TaK U C NMPaKTUYeCKOW CTOPOHbI He TOJIbKO MCCaef0BaTeNsM,
HO ¥ KOMMO3MTOpaM 1 Xopeorpadam, HaXOAALLMMCA Ha PaHHKX 3Tanax TBOPYECKON Kapbepbl. NoHVMaHne
MPOLIECCOB CO3AaHMA My3bIKW /11 TaHLLa MOXeT CnocobcTBoBaTh bonee 3GpHeKTBHOMY COTPYAHNYECTBY
MeXzy TBOPLaMK, a Tak)Ke PasBUTUIO MeHeXKMEHTa Ky/bTypbl N KNaCTePOB KPEATUBHbIX NHAYCTPWA.

Bknap aBTOpoB

A. 4. Ypaseimbemos — pa3paboTtka KOHLeNUnn nccaesoBanns, popmMmpoBaHve naaHa cratby,
NMOWCK NTEPaTypPbl N MCTOUHWKOB, HaMMCaHWe 1 pejakTypa TekcTa.

T. XK. Mondanum — n3yyeHune 1 aHanm3 NCTOYHMKOB, MPOBEAEHME MHTEPBbLIO C KOMMO3UTOPaMM
1 xopeorpadamu, CoCTaB/ieHNe aHHOTaLMM N OCHOBHOTO TEKCTa CTaTbW, KOPpPeKTypa.
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Introduction

The promotion of composers’ creativity in the realities of 2024 has a fairly wide range

of options to popularize their art, including self-management and streaming platforms.
Composers live in the environment where it is desirable to be not only as a natural pro
musician, but also as a competent manager, even if they are not creating their music
alone. That kind of competency is also included in the new curriculums of various music
educational institutions. The young composers study management and marketing,

as well as the basics of entrepreneurship and finances. However, music can be promoted
not only by a composer, but also by a producer or project manager, as well as a director
or choreographer and, last but not least, by performers. This article is a proof.

This article examines the tendencies of compositional creativity in Kazakhstan in terms
of its integration into choreographic projects. More broadly, initiatives where music
is synthesized with dance, offer not only the preparation of description and terms
of reference for a future work, but also the scheduling of its creation starting
from the idea to post-production and subsequent promotion.

First of all, the present study aims at the reader's intentions to actualize the study
of the design of musical creativity (perhaps even within the framework of educational
courses at universities). It should also be noted that it is based not only on historical
and theoretical approaches, but also on the opinions of practicing composers or creative
choreographers of different performance projects and those directly related to musical
drama.

The article is full of many illustrative examples and fulfilled cases of the recent five
years, where you can trace the trends in the field of music and choreography in the context
of cultural management. They demonstrate the ways and formats of interaction between
music and dance. Their successful execution may have further implications.

It is also important to say that this topic, in relation to the art of Kazakhstan, remains
insufficiently explored in the academic field, which underscores its relevance.

Interaction between Music and Dance: Historical Context

Before discussing modern cases, a brief historical overview of the interaction between
these two art forms is necessary. Music has always been an integral part of dance.

It's impossible to realize the choreography without its tempo. Therefore, dance music
always remains a subject of discussion. A conscious and mutually beneficial synthesis
of the arts was born in Europe, France and Italy in particular, during the Renaissance,
when “dance played a vital role in court and theater culture” (Ravelhofer 7). At that time
the composers such as Cavalieri, Lully, Monteverdi “produced a rich repertoire for both
the stage and social occasions which became popular beyond local confinement”
(Ravelhofer 7).

In French opera, which includes choreography since its inception, dance music actively
progressed under the influence of composers like Jean-Baptiste Lully, Pascal Collasse,
André Campra, Jean-Philippe Rameau, George Frideric Handel and others. Interest
in pantomime “spurred the introduction of innovative dance sequences in Opera,
both within and as appendages to full-length works” (Harris-Warrick 4). In Lully's days
“the lushest and most expanded music occurs in the divertissements; in the next century
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Rameau raised dance music to new expressive heights” (Harris-Warrick 2). According

to R. Harris-Warrick, the balance of the three main elements of opera, as poetry, music
and dance, led to the creation of opera-ballet. And so, “Within the framework of opera
as a genre and the Opera as an institution, dance achieved a prominence and an artistic
range that set the standard for all of Europe” (Harris-Warrick 2).

The age of Enlightenment brought reforms in choreographic art. It was marked
by the fact that music started to be created specifically for dance. The proclaimed active
ballet, that was mentioned in the famous "Lettres sur la danse" (1760), covered "music,
the professionalism of the artists, the decoration of the performance and costumes”
(Noverre 13). Jean-Georges Noverre wrote, "Music was especially helpful; | conveyed
my ideas through gestures, and it was translated into music; | expressed emotions,
and music added color to them; she added strength and energy to the feelings
that | sketched in front of her, she strengthened the expressiveness of desires reflected
on my face” (36-38). The scholars Troy Kinney and Margaret West Kinney noted
that “since the days of Gluck and Grétry, the ballet has been among the foremost
stimuli and guides in musical composition” (322).

The 19th and 20th centuries are considered the golden age of ballet music.

At that time composers Adolphe Adam, Ludwig Minkus, Léo Delibes, Pyotr Tchaikovsky,
Alexander Glazunov, Sergei Prokofiev and others wrote music for ballet in close
collaboration with choreographers, thereby reforming the genre and its musical content.
The emergence of a new tendency and the activities of the entrepreneur Sergei Diaghilev
had a lot of influence. He knew how to unite ballet creators under the banner of the new
and avant-garde, while presenting Russian art and music in the French capital. Stephen

D. Press claims that Diaghilev had a huge effect on Prokofiev's writings. “More than simply
stipulating each score’s subject and style, Diaghilev micromanaged Prokofiev’s revisions,
advising the composer on which sections to develop and which to cut” (Bellow 93).

As a prime example of the collaboration between choreographer and composer
in the middle of the 20th century stands the work of Yuri Grigorovich, Arif Melikov
and Aram Khachaturian. The trio created large-scale musical and choreographic canvases
“Legend of Love” and “Spartacus”, a fusion of dramatic frameworks of music and dance.
Paula Rossi's opinion confirms that “music and dance always evolve in a specific context
due to the structures and genres, interpretations, reactions, and gestures of those
involved” (Rossi 217).

In 1934, a theater and a ballet school were officially opened in Kazakhstan. Did ballet
become a source of inspiration for the Kazakh music school? Stage dances in Kazakhstan
initially provided national flavor in dramatic and later opera performances. Choreographers
from Soviet Moscow, Leningrad, and Tashkent closely collaborated with composers
to integrate dance into opera performances. They were striving for a genre tandem
with solo, ensemble and choral scenes. The same was with Lully, whose choreography
“responded to the intonation and visual properties of music in two ways: with gestures
that convey emotions, and with dance movements that reflect the character and mood
of the music” (Bezuglaya 86).

Dance scenes played a significant role in the works of Yevgeniy Brusilovsky, one
of the founders of composition art in Kazakhstan. In his early operas such as “"Kyz Zhibek”
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(1934), "Zhalbyr” (1934), “Yer Targyn” (1937), Alexander Martirosyants (Aleksandrov)
experimented with numerous dance scenes, being the pioneer in the national
choreography genre. So, L. Goncharova and H. Kotlova attribute the birth of ballet art
in the country to the operas of Ye. Brusilovsky, but not the first ballets. According

to I. Bakayeva, at first the inclusion of dance in opera solved the problem of lacking
the complex vocal forms (ensemble and choral). She also writes about the special
relationship between vocal and dance acts: “...vividly entertaining, ballet ‘saves’ opera,
and the last one creates favorable conditions for the adaptation of choreographic
forms that are new to Kazakh musical culture” (Bakayeva 63). Thereby, it can be said
that opera with ballet scenes was of decisive importance both in the formation

of professional musical art and in the development of choreographic art in Kazakhstan.
Due to them the genres of the European type began to form and adapt to the conditions
of Kazakh musical culture (Bakayeva 6).

The composers that addressed the genre of national ballet music were Yevgeniy
Brusilovsky, Aida Issakova, Yevgeniy Manayev, Timur Mynbayev, lvan Nadirov, Mansur
Sagatov, Almas Serkebayev, Lev Stepanov, Nurgissa Tlendiyev, Vassiliy Velikanov, Serik
Yerkimbekov, Gaziza Zhubanova. When the Kazakh ballet crossed the line of 50 years old,
the creators started their experiments of a new format. They were related to so-called
rock opera-ballet of a 20th century Western art origin. In Kazakhstan, the development
of a new genre took place in 1980, when composer Tolegen Mukhamedzhanov wrote
the rock opera “Zheruik” (Promised Land). In 1982, the premiere of Almas Serkebayev's
first rock opera-ballet "My Brother, Mowgli” staged by choreographer Mintai Tleubayev
took place at the Abai Kazakh State Academic Opera and Ballet Theater (Abai Opera
House). The performance featured avant-garde music unusual for the academic theater,
a free and fresh choreographic plasticity plus the poetic text and elements of the pop
genre. After that, performances of a new tendency started to appear. For example, a ballet
film that was shot in Charyn Canyon and based on Serkebayev's rock opera and directed
by Zhanat Baidaralin (1986), or Alexei Rybnikov's “Juno and Avos” that was staged
by Anatoly Dementiev (1987).

Much of the music composed for ballet theater has not been realized on stage.

As for today, writing music is an extremely rare practice in musical theaters in Kazakhstan.
Choreographers turn to already existing musical recordings.

Creating Music for Ballet

The collaboration between composers, choreographers, and sometimes other artists

to create new music for dance or ballet spans several centuries. Consider the collaboration
between Igor Stravinsky and Vaslav Nijinsky on “The Rite of Spring”, creating a comprehensive
work of art, a Gesamtkunstwerk, and combining music, dance, drama, staging, and set
design. Then, on May 29, 2013, this performance shocked the audience with the musical
embodiment of pagan Russian rituals in rhythmic choreography (Kim 12). I. Stravinsky
and George Balanchine were “viewing composition and choreography as two distinct

and relatively autonomous art forms” (Kim 13). Stravinsky understood choreography

as an independent form, free of any musical form, believing that its construction should
be based on any idea of the choreographer. But at the same time, the dance should not
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strive to repeat the melody and rhythm of the music. As for Balanchine, he conceived
his choreography as a continuation of Stravinsky's work, so as not to hide the music
by dancing. In his opinion, there shouldn’t be a lot going on stage.

The example of John Cage and Merce Cunningham’s collaboration is distinguished
by the authors’ development of a common aesthetic and timing system; they simultaneously
worked on creating dance and music after that (Taylor 6), disregarding the traditional
importance of the relationship between two. Cunningham comments on this: “...we don’t
dance to the music, it doesn’t push us; we really have to do it ourselves” (Cunningham
130). As the author of the project, he wrote, “In our work we combined three separate
elements in time and space: music, dance and decor, allowing each of them to remain
independent” (Cunningham 137).

According to Italian composer Angelo Naso, who had experience writing music
for choreography, “dance and music can be identical if we consider that both are created
and developed through time"” (Carvalho). Having the composer since the beginning
of a creative process can be very positive and “can open new paths, bring new ideas”
(Carvalho).

In the past decade, Kazakhstan has seen isolated cases of composing new music
for ballet performances. Few collectives or theaters commissioned music during
the early years of Kazakhstan's independence. There are much more cases when new
interpretations of the score are created from previously written material (such as new
interpretations of L. Delibes’ “Coppelia” at the Abai Opera House) or compositions
for a full-fledged performance are created from several different works (“Legends
of the Great Steppe” by several composers of Kazakhstan, “Aldar Kose” by Almabek
Meirbekov at the Abai Opera House). There are other cases discussed below in “Creating
a Compilation of Music for Ballet”. Among the recently implemented projects
are the ballets “The Arcana of Fate” and “Ot Kyz" (Fire Girl) to music by Karina Abdullina
staged by Mukaram Abubakhriyeva and “Zhety Kazyna” (Seven Treasures) by Shyryn
Bazarkulova staged by Ualitbek Siyazbek. All of them were performed at the Astana
Ballet Theater.

Pop singer and composer Karina Abdullina ventured into the ballet genre for the first
time with her 2021 work “The Arcana of Fate”. The orchestral treatment of the music
was created by Viktor Gurevich. According to the composer’s idea in the ballet
with the original name “Tarot. Senior Arcana”, the task was to reveal the ancient history
and images of Tarot cards. It was the structure of the musical material that determined
the scheme of the play “The Arcana of Fate” with its 21 episodes. Ballet choreographer
M. Abubakhriyeva describes working with Abdullina’s music: “Karina sent musical
fragments that were self-sufficient and intended to stand alone, which made it challenging
to weave them into a coherent narrative” (Premieres. “The Arcana of Fate”). That's why,
we see that "music creates the space for dance, and dance as bodily movement arises
from music” (Rossi 206).

Another experience of the Astana Ballet Theater was manifested in the ballet “"Ot Kyz",
the author of the libretto Bakhyt Kairbekov. The creators of the ballet describe the process
of work: “We moved together with Mr. Kairbekov. When changes occurred in the libretto
text, K. Abdullina immediately got in touch. We discussed scenes and transitions together”
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(Premieres. "Ot Kyz"). In the above mentioned examples one can see the close
cooperation of composer and choreographer. If in the first case, the director, while
creating the choreographic foundation of the ballet, directly relied on the musical
basis, then in the second case, the music followed the libretto in the same way

as the choreography (see Fig. 1).

Another example is the play “Zhety Kazyna”, staged by U. Siyazbek. It was the result
of the "Ashyq Sakhna” (Open Stage) contest, announced in 2022 by the Astana Ballet
Theater in search of new authors. The winners of the contest in various categories
(libretto, music, choreography, set design) staged a new ballet based on folk legends.
Composer Sh. Bazarkulova says, “I had to write new music in three weeks. As a result,
| wrote a one-act, full-fledged ballet, | think, that runs for 28 minutes” (Premieres
of Performances by Young Choreographers at the Astana Ballet Theater).

Figure 1. "Ot Kyz" (Fire Girl). Music by K. Abdullina, staged by M. Abubakhriyeva.
Fire girl — Nazerke Aimukhametova, archer — Sundet Sultanov. Photo by Askhat
Nurekin. 2023.

Creating a Compilation of Music for Ballet

For choreographers/directors creating a dance work, even one of substantial length,
referring to existing audio recordings is the most effective and accessible approach’.
Upon reviewing various productions, it is possible to identify the compilation, often
practiced by choreographers/directors, or the principle of the practice of compiling
of several musical works by one or more composers/musical group for ballet.

It is important to note that musical compilations are often seen as “secondary
broadcasts of music, stripped of their original context and integrity” (Babich 432).
Compilations can vary in genre and style, ranging from homogeneous to mosaic-like

arrangements. They fall into three

1 Exploring the reasons behind this fact would require Categories each i”ustrated Wlth examples
a separate cultural study, which falls outside the scope !
of this article. below.
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The first type refers to the compilation? and transcription® of one major work
by one author. On one hand, it is divided into compilation/selection and transcription
of musical material (examples: “The Lady with Camellias” by Giuseppe Verdi — Vladimir
Milov directed by M. Tleubayev, 1989; “Madame Butterfly” by Giacomo Puccini — Gaziza
Zhubanova directed by Asami Maki, Kyozo Metani, 1992; "Eugene Onegin” by Pyotr
Tchaikovsky — Mikhail Pletnev directed by Bulat Ayukhanov, 2018); in another hand,
compile the source material without transcription (ballet operas by B. Ayukhanov
on "The Queen of Spades” by P. Tchaikovsky, 2019; “Aida Suite” by G. Verdi, 2020).
In this kind of compilation, the composer/arranger or choreographer selects the necessary
musical fragments for the interpretation of the drama and the plot of the play, and uses

86

them for staging.

DAMIR URAZYMBETOV, TOGZHAN MOLDALIM

Here are the composer’s reflections on the compilation. G. Zhubanova composed
the musical dramaturgy of the ballet “"Madame Butterfly” at the request of Bazargali
Zhamanbayev, who proposed staging G. Puccini’s famous opera at the stage of Abai
Opera House. She enthusiastically worked on the score and collaborated closely

with Japanese choreographers involved

in the production. G. Zhubanova wrote
about her work on the play: “The orchestra
in the ballet plays the main figurative

and dramatic role. All the inimitable
richness of the human voice had to be
replaced by the sounds of an orchestra.
And [ initially believed that it could be
done” (57-58).

Choreographer B. Ayukhanov often
chose complex music for his performances,
sometimes seemingly non-danceable
(for example, “Symphonic Dances”
by Sergei Rachmaninoff). In the last years
of his life, he created two new ballet
operas with the music of P. Tchaikovsky
and G. Verdi. In an interview, the director
didn’t deny the difficulty of choosing music
for ballet interpretation. He acknowledged
the challenge: "I was afraid to take up
‘Aida’, it was like a weight on my soul
for a long time. But | am Ayukhanov
the Iron. If | set a task, | have to do it”
(Shimyrbayeva). Melodically rich vocal
parts, virtuoso skills of the ensemble
and monumental instrumental choirs
became a compositional support in setting
the ballet analogy of the “Aida” opera.
Just like G. Verdi, who rebuilt the entire

2 The term "compilation”, derived from Latin, has varied
applications and requires contextual clarification.
When mentioning it, it is necessary to indicate
the context of its use. Therefore, within the framework
of this article, we will explain the term. Its connotation
has no specific justification in a number of musical
dictionaries. For the purposes of this article,

“musical compilation” refers to assembling parts
and/or fragments from one or more works

by composers/arrangers to create a musical narrative
for ballet or choreographic pieces.

Different sources offer varied interpretations

of “compilation”:

1) A compilation album is a general term used to refer
to a musical release consisting of songs that should
not be considered as a single work (McDonald).

2) Compilation is a book, CD, etc., that were compiled
from several separate parts (Cambridge Dictionary,
Compilation).

3) Compilation — a set of elements, especially musical
or written works, taken from different places and put
together (Oxford Advanced Learner’s Dictionary,
Collection).

3 The concept of “transcription” also has multiple
meanings:
1) Transcriptions are essentially adaptations of an essay
for an instrument or other documents other than those
for which it was written (Erb).
2) Transcription is the arrangement of musical works.
Unlike processing, transcription has a relatively
independent artistic significance. There are two types
of transcription: work adaptation for another
instrument and modification for the purpose of greater
convenience or greater virtuosity of presentation
for the same instrument (Musical Large Encyclopedic
Dictionary, Transcription).
3) Transcription is a written work containing some
deviations from the original written work. Usually,
a transcription is a copy of a composition in a different
key or an arrangement for other instruments. music
can be transcribed or arranged for instruments other
than those for which it was originally intended
(FreeMusicDictionary, Transcription).
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script in his own way for complete clarity of action in the language of the opera,
B. Ayukhanov reworked the opera libretto by Antonio Ghislanzoni, bringing it closer
to the "ballet” format. To achieve this, the choreographer made 18 editions of the musical
compilation. As a result, a one-act ballet opera with 17 episodes was created. However,
some scholars argue that “dance operas and other adaptations of complete musical works
do not significantly alter the original’s structure and dramaturgy” (Babich 432).

The second type is a compilation of several works by the same composer
or musical group, represented by the following examples: “Salome” by Fazil Say —
Mukaram Abubakhriyeva (2018); “The Legend of Turanga” by Kuat Shildebayev —
Anvara Sadykova (2020); “Kozy Korpesh — Bayan Sulu (A Poem about Love)” by Aktoty
Raimkulova — Georgiy Kovtun (2021); “The Legend of the Tulip” by Gustav Mahler —
Damir Urazymbetov (2023); “Aldar Kose” by Almabek Meirbekov — Mailen Tleubayev
(2023), and others.

Let's turn to the example of the creation of “The Legend of Turanga” ballet at the Astana
Ballet Theater (see Fig. 2). Its author A. Sadykova notes that at the beginning, she heard
a recording of K. Shildebayev's work “The Sadness of Turanga”. This music became
the starting point for the ballet (Moldalim — Sadykova). The choreographer offered
B. Kairbekov to be the author of the libretto. Then, the compilation of musical
dramaturgy, based on three albums by K. Shildebayev, began. The choreographer
worked with the composer in the studio on mixing (compiling) the music for the ballet.
As A. Sadykova recounts, “It was a real creative process, because K. Shildebayev did not
merely compile these works; he engaged actively, asking questions like ‘How do you
feel here?” and 'What do you need there?’ This approach assigned a unique keynote
to each main character” (Moldalim — Sadykova). The creation process of presented
example illustrates a collaborative effort between choreographer A. Sadykova
and composer K. Shildebayev, which is currently a rarity in Kazakh ballet theater.

Figure 2. "Kozy Korpesh — Bayan Sulu”. Music by A. Raimkulova, staged
by G. Kovtun. Kodar — Yerkanat Yermagambet, She wolf — Riza Kanatkyzy.
Photo by Askhat Nurekin. 2021.
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Another example of this kind of work is “"Kozy Korpesh — Bayan Sulu (A Poem
about Love)” at the Astana Ballet Theater (see Fig. 3). Choreographer G. Kovtun
and composer A. Raimkulova crafted a musical drama that integrates traditional Kazakh
instruments with modern compositional techniques, likened by musicologist Valeriya
Nedlina to a cinematic soundtrack. “The composer’s freedom is limited by the tempo
set by the choreographer, the number of phrases, the nature of melodies and rhythm”
("Ballet 'Kozy Korpesh — Bayan Sulu’: Did it Really Work?"). In her opinion, the ballet
“revealed the special creative method of [composer] A. Raimkulova in a new way:
a combination of a European orchestra, an ensemble of Kazakh traditional instruments
and electronics” (Nedlina). She observes that the composer’s creative freedom is
shaped by the choreographic demands, stating: “"Modern compositional techniques
such as the use of computer samples, specific music in recordings, complex harmony,
clusters and sonors in an orchestra, innovative timbres of folklore instruments
and throat singing in an ethnographic ensemble, all these do not overload the music,
but, on the contrary, make it look like a cinematic soundtrack” (Nedlina). Thus, the viewer
was presented with a version of the two-act play, which was finalized by the authors
in later editions of the choreography.

Figure 3. "The Legend of Turanga”. Music by K. Shildebayev, staged by A. Sadykova
at the Astana Ballet Theater. Photo by Askhat Nurekin. 2020.

The third type is a compilation of works by several authors. Examples of recent
projects include the performances “"The Language of Love” (2016) and “Sultan Baybars”
(2020) directed by M. Abubakhriyeva, “The Wanderings of Korkyt” (2019) and “Awakening”
(2021) directed by D. Urazymbetov, “The Call of the Steppe” (2020) directed by Patrick
de Bana, "The Snow Queen” (2023) directed by Mailen Tleubayev.

So, for example, in “The Snow Queen” ballet for the State Academic Dance Theater
of the Republic of Kazakhstan, Tleubayev compiled works from Alexander Glazunov,

César Cui, and Modest Mussorgsky. “Since no single composer created an entire ballet
for 'The Snow Queen’, | selected pieces from various composers. The music made
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by the same era composers is involved in my performance” (Moldalim — Tleubayev).
In creating this performance, the choreographer followed the principle that “the musical
material should be melodic, beautiful and conducive to dance” (Moldalim — Tleubayev).

In the ballet called “"Awakening” the choreographer D. Urazymbetov used folk music,
as well as the pieces of Jayau Mussa, Ye. Brusilovsky, Mukan Tulebayev. He presented
a synthesis of the folk musical tradition of solo performance and “raised on pointe
shoes” (Ayukhanov) the Kazakh dance through the sound of classical instruments:
violins, cellos and pianos. The choreographer, together with the musicians, selected
tempos, reprises and additional fragments of music. Violinist Yerkebulan Saparbayev
became one of the musicians who participated in the performance: “Combining violin
and piano pieces by Kazakhstan's composers with ballet is a novel approach. It was very
unusual. The musicians performed with the ballet dancers on the same stage at the same
time, not accompanying, but jointly participating in the performance. That was the delight
and originality of the project. | am sure that the synthesis of live music and dance
has been successful and this is just the beginning of what can and should be developed
in this direction” (Moldalim — Saparbayev).

Some ballets incorporate works from composers of various styles and eras.

For example, for “Zhusan” (Wormwood) music of composers K. Shildebayev,

S. Rachmaninoff, Arvo Part, Karl Jenkins is used, choreographer is M. Abubakhriyeva.
"The Language of Love” is a case when the first author is not mentioned among

the composers Renat Salavatov, K. Jenkins, Khamit Shangaliyev, Khusseinjon Izatilloyev.
Choreographer is M. Abubakhriyeva.

Another example of the third type compilation of works by several authors is “The Call
of the Steppe”, presented at the Astana Opera Theater. It should be noted that no new
music was created for this play. The basis of this ballet consisted of an acoustic and musical
compilation by Carlos Pinot-Quintana, created on the combination of his music
and the music of K. Shildebayev, Renat Gaissin, Tolegen Mombekov, folklore
and ethnographic ensembles “Turan”, “Hassak” and ethno-jazz group “Steppe Sons".
Initially, another composer’'s music was intended for use, but copyright issues prevented
this. Choreographer P. de Bana said, "When | visit a new country, | first try to understand
its people through their music. Traditional music comes from the depths of centuries
and undoubtedly tells us the real story of the people” (Premieres. “The Call of the Steppe”).

In the second and third types of compilation, directors and choreographers
inevitably face the need for knowledge in musical theory and literature. They must

) _ - also understand the composer’s work,
4 Our study excludes the analysis of musical compilation . ..
and dramaturgy for individual works, specifically along with compositional features
regarding tonal and tempo relationships, size, rhythm, and principles of form formation. Classical
and other aspects of musical texture. However,
such an analysis may prove beneficial for future studies ~Musical structures such as variation, coda,

that examine the works discussed in this article. reprise, rondo, etc,, anng with those
5 Regarding musical drama, scholars identify two types

of intonational bounds. The first type ensures developed in the 20th and 21st centuries,
the overall coherence of a single music piece are crucial in creating a cohesive musical
(or part thereof) or multiple pieces. This allows . 4

compilers to maintain compositional integrity composition for a performance . Hence,
and unity. The second type pertains to special ot ;

or dramatic bounds, which facilitate figurative these Comp‘llatlon types add cqmplemty
analogies (Bobrovsky 310). to constructing a ballet's dramatic narrative®.
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Nikolay Babich notes that “compositionally and stylistically, [a musical] compilation can be
an effective tool in creating dramatic integrity and embodying dramatic ‘collisions™ (433).
When a director collaborates with a composer on a first-type compilation, the composer
often takes on or shares the role of a musical dramatist. Regarding second or third type
compilations, choreographers rarely consult composers. Additionally, there is so-called
“non-danceable music”, which composers did not originally intend for choreographic use.

Design of Music for Dance

In the choreography of Kazakhstan, the genre of dance miniatures is often practiced

in groups, concert programs, or musical performances. New music works are specially
created for this type of creativity. Choreographers often create compilations for existing
music or utilize ready-made audio recordings. For instance, the Astana Ballet Theater's
concert program “Heritage of the Great Steppe” has incorporated all three aforementioned
music design approaches since its development in 2012-2013. In the context of our study,
we will consider several projects related to the genre mentioned, and are diverse in content.

When creating a new small-form choreographic piece, the director or commissioner
selects music that shapes the dance’s content and mood. A professional choreographer
contributes to conceptualizing a musical composition by advising the composer
on aspects such as character, timing, size, tempo, rhythm, duration of musical periods,
dynamic nuances, and orchestral elements. A. Naso thinks that “it's always important
for the composer or musician to understand the dynamic of the body, the meaning
of a specific movement. But also, space, where the performance will take place,
how many people will be on stage, the lights... Everything is important to inspire music
and to understand the field of dance” (Carvalho). Another one writes, “Dance is commonly
developed by a choreographer working with dancers to the music to which the dance
will be performed. [Music] composition, by contrast, usually takes place in isolation
and through reflection and revision. The result is that decisions usually need to be taken
at the start on the order in which the music and dance are created” (Taylor 4).

In the production of “Maki” (Poppies), the choreographer D. Urazymbetov collaborated
with composer Gaziz Tumanov. The premiere occurred on May 1, 2019, at the Abai Opera
House during the “10 Years Path to Peace” concert, commemorating the anniversary
of the Kazakhstan National Federation of Clubs for UNESCO. Performers included
ASD Dance Theater artists from the Choreography Faculty of the Temirbek Zhurgenov
Kazakh National Academy of Arts (KazNAA), and students from Alexander Seleznyov
Almaty Choreographic School. The composer was present at the rehearsals, “plunging”
into the choreographic process. The dancers impersonated the scarlet poppies
and their steppe life. From the first fragments of the composition, rapid movements
around the stage area begin, intertwining various lines and turning into polyphonic
dance combinations and duet of boys and girls. G. Tumanov recalls, “A minute-long
short fragment was written and posted on SoundCloud. Initially, | didn’t even think
about dancing. But after Damir asked me to make music for the dance, | focused
on further expressive rhythm of drums and strings, dynamics, culmination and coda”
(Moldalim — Tumanov). The composer worked on music on a computer “using only
a mouse and keyboard. Some would prefer to use a MIDI, but | like to draw out every

Saryn International Peer-Reviewed Journal



COMPOSING MUSIC FOR CHOREOGRAPHIC PROJECTS: CASES AND TRENDS No. 2. 2024 C ;apyn

note. You can set dynamics and expression manually for each musical sentence”
(Moldalim — Tumanov). The “Maki” composition’s audio tracks were compiled using
Cubase, alongside music libraries compatible with Native Instruments — Kontakt.
The music has also been adjusted for orchestra and scored. “But for successful
implementation, it requires the symphony orchestra almost tripled” (Moldalim -
Tumanov). The composer believes that the main thing in writing music is to achieve
synergy and a common understanding of the whole idea with the dance director.

There are musical and choreographic projects in the art industry of Kazakhstan,
where musicians and choreographers have the same rights, stick to a common idea,
but speak their own language. The vivid examples to it are the anniversary musical
and choreographic concert of Turan, held on February 29, 2024 on the stage
of the Almaty Palace of the Republic and a number of performances of the “Stages”
project, including “The State of Tango”, “Happy People Sing” (both directed by Galina
Pianova) and others. Director G. Pianova shares insights on “Call me George”,

a performance enriched with Anatoly Frolov’'s choreography: “Gershwin’s music itself
sounds in a very interesting arrangement. It was a great experiment for us, — for vocalist
Irena Aravina and for musicians — to pass Gershwin’s symphonic works for a jazz band
and arrange it all with folk motifs of various peoples” (“Call me George”).

The concept of arrangement refers to “a specific modification form of a musical
sample, whether folklore or composed” (Shitikova, Li 39). “As a result, scholars suggest
that “the original musical material becomes a ‘'new sound’ shell, reflecting a fresh artistic
and aesthetic vision along with semantic, musical, and technological aspects” (Shitikova,
Li 39). It's also worth noting that arranging a musical piece often involves close
collaboration with the composer, when it is necessary to select the cast of the orchestra
or instruments and solve other musical tasks.

Another illustrative example of dance music arrangements is an International Music
Festival of Creative Youth “The Planet of Art”, organized by the Kazakhstan National
Federation of Clubs for UNESCO and held since 2015 under the auspices of UNESCO.
This festival includes three main categories: vocal, instrumental and choreographic art.
Every year for each festival a playlist is formed, new compositions and scores
for the orchestra are written, as well as unique arrangements are created. Vinera Kaliyeva,
the music editor of the project, emphasizes collaboration: “...it is important that music
does not interfere in any way with the dance, but rather be helpful for dancers in their
mission. In the working process, music is emphasized in discussion with choreographers.
The music editor is the servant of the choreographies of our festival” (Moldalim —
Kaliyeva). During the existence of “The Planet of Art”, a large number of new compositions
and dance arrangements have been created. All of them have taken their well-deserved
place in culture (see Fig. 4).

As an example of folklore arrangements stands the experience of the “Gulder”
ensemble at the Rosa Baglanova Kazakh Concert. As part of the team reorganization
in 2023, new musical arrangements for the classical and new repertoire of the troupe
were created. The chief choreographer A. Sadykova took part in the process, recommending
the tempo and time span for musical pieces. This is how the “Dance with Dombras”,
“Malaysian Dance”, "Dala aueni” (Melody of the Steppe) and others were created.
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Figure 4. “Bach’s Intentions” performed by the laureates of the KAZFUCA International
Music Festival “The Planet of Art 2023 — Let's Unite Hearts” under the auspices

of UNESCO on the stage of the K. Kuanyshbayev Kazakh Musical Drama Theater.
Music by J. S. Bach, musical production by V. Kaliyeva, D. Urazymbetov, arrangement
by I. Nugmetov. 2023.

Composer Sh. Bazarkulova says, “The first arrangements [for "Gulder”] were made
by Talgat Sarybayev and Taskyn Okapov. They are so high-quality, and we, young
musicians, are listening and really enjoy them now"” (Premieres. The Revival of the “Gulder”
Ensemble). The ensemble’s signature style was stylizing music and dance to the rhythm
of the 1960-70s, which resonated with audiences during their international tours across
50 countries.

The research and creative project “Abai’'s Music at the Kazakh Dance Lesson”®
serves as another striking example in music design, presented in 2020 as part
of the XII Republican student subject competition on “Choreography” (the event
was based in the Kazakh National Academy of Choreography). It consisted of several
organizational stages. Firstly, archival and survey studies, analysis of Abai Kunanbai's
works and collaboration with the concertmaster. Secondly, the staging an exercise,
rehearsal work with students, photo and video filming of the practical part, as well as
installation and theoretical conclusions based on the results of the project. The project
aimed to integrate Abai's seldom-used musical scores into dance education
at colleges and universities. Within the project, invited concertmaster Yuri Mitronin
arranged and adapted scores found in libraries for a Kazakh dance lesson. The result
of the project was the development

of an educational and meth0d0|09lca| 6 For more information, see: Urazymbetov, Damir,
manual describing the movements and Togzhan Moldalim. “Abai’s Music at the Kazakh
. Dance Lesson: to the Experience of Describing
of the Kazakh dance exercises at the barre an Academic and Creative Project.” Bulletin
and in the middle of the hall (including of the Vaganova Academy of Russian Ballet, no. 5 (70),

. 2020, pp. 75-93, vaganov.elpub.ru/jour/article/
duet dances), as well as sheet music. view/1497/985.
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It's a common practice for directors in Kazakhstan to use existing music for their
compositions. Reflecting on the evolution of musical material, choreographer Zaure
Azhibekova observes: “There is a lot of music created by young composers, a lot
of folklore and ethnographic groups. <...> Ten years ago, we were not able to find
musical material. Everything was practically the same. And now there is such a variety”
(96). However, she also points out that many contemporary works can be challenging
to interpret. “The music speaks about one thing, and the stylized choreographic text
is, of course, about something else (Azhibekova 97). Kuishi (a traditional musician)
and composer Seken Turysbek believes that, first of all, a person should understand
a dance that is staged. It should correspond to the development of kui, must “"grow up”
and progress along with the music. “I would like the choreographer to look for harmony
and unity between the movements and each sounding instrument. Especially if the dance
is set to music performed by an orchestra. The dance should be at the same level
as music, and not just match the tempo or rhythm. Only then the inner images will show”
(Moldalim — Turysbek). You can often see dance compositions set on kui and the song
of S. Turysbek, ("Konil Tolkyny” (Soul Existence), “Ak Zhauyn” (Life Giving Rain), "Balausa”
(The composer wrote a kui in honor of his granddaughter, whose name is Balausa),

“Akku Sazy” (Swan Melody). The author thinks well-chosen music increases the success
of the dance. “If the dance takes the rhythm of the music, why not to pick it? Of course,
it is not just about taking the dance and finding a good decision. Both kui and dance
should captivate the audience, akin to ‘a whirlpool’, with beautiful transitions from small
to medium and then large saga (estuary)”” (Moldalim — Turysbek).

Composers individually or collaboratively create music with specific intentions,
which choreographers then utilize for their projects. The “Ethnotronica” festival
showcased another synthesis of music and dance, organized by musicologist
and manager Raushan Jumaniyazova with the participation of popular performers
in the ethno-world genre (Jumaniyazova 79). The festival features dance both indirectly
through folk and contemporary choreography, and directly by engaging the audience
in dance with synthesized sounds from various ethnic musical traditions.

Creating Music for a Dance Clip
Music videos are widely distributed across various platforms. In 2024 it is quite rare to see
them on television, but on various video hosting and streaming platforms. While primarily
entertaining, music videos can also convey social, political, and educational messages,
along with representative codes. The public association “Scientific and Medical Society”
exemplifies this with their musical and choreographic video clip project. In 2020, as part
of the activities of its art studio “On the Wings of Creativity”, the organization invited
a production team to shoot the LightHouse
7 B. Amanov wrote: “Criteria of scientific rigor are not video Clip (”Mayak”) (see Fig. 5). The C|ip,
S i o e K e e in fact, was notonly an art therapy
comparability with close and understandable project, but also a statement on a social
phenomena of the subject environment" (217). and medical tOpiC about child cancer,

“In relation to dombra music, the word ‘saga’ <...>

unites the concepts: a wide spread of the musical flow as well as a translation of the art therapy
and its connection with a certain part of the neck (o epees . L
of the instrument [dombra]” (Amanov 219). pOSSIbI|ItIeS. Surlya Yessentayeva, initiator
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of the project and Doctor of Medical Sciences,
believes in the therapeutic power of creativity:
"I believe that creativity should be any
person'’s part of life. Especially in a growing
child with a completely different perception
of the world. Sometimes special children had
such hard stages when they generally dropped out of society and were in the hospital

for six months. And then one and a half or two years at home or in isolation according

to personal regime” (Moldalim — Yessentayeva).

The LightHouse video drew inspiration from the 2019 Anima video, directed by Paul
Thomas Anderson with music by Nigel Godrich and Thom Yorke, and choreography
by Damien Jalet, which was broadcast by Netflix (Kourlas). The main focus in the video
was not only on the music, but also on the choreography and movements of the artists.
The LightHouse video was attended by children who suffered from oncological
and hematological diseases (Art Therapy Studio "On the Wings of Creativity”), students
of the Choreography Faculty of T. Zhurgenov KazNAA, ballet dancers of the Samruk
Dance Company and the Korean Theater. It debuted on November 13, 2020,
at an interdisciplinary conference "Noncommunicable Diseases During the COVID-19
Epidemic: New Reality, Mistakes, Lessons, Experience” and premiered on YouTube
on December 2, 2020. It was later featured at the Ill Eurasian Creative Guild Film Festival
in the "Best Music Video" category.

G. Tumanov composed the music for the video. D. Urazymbetov served as both
choreographer and production director for the shoot. Based on Nurilya Kuzhamuratova's
script, the creators developed a musical score segmented into five parts: everyday
life, anxiety, illness, healing, joy of life. In line with the director’s set design, the track
featured variations in size, tempo, and modes. In four months, the music was created
by a computer program based on electronic audio tracks and various sound effects.

S. Yessentayeva confirms that this art therapy project aimed to aid in the socialization
and adaptation of children undergoing prolonged treatment. “Even those possibly outcast
children were seen by their classmates differently. And if the child is liberated, he is free.

If he is free, he lives a normal life. | think they need to be taught this. Due to our projects
(performances, books, exhibitions), children have grown up, liberated themselves, become
free and confident” (Moldalim — Yessentayeva).

Figure 5. The musical
and choreographic video clip
LightHouse ("Mayak"). 2020.

Support for Composing
It is important to talk about another topic that affects the promotion of a composer’s
work. This support comes in the form of contests and training courses.

Berklee College’s Boston branch offers a course titled “Composing New Music for Dance”
that focuses on teaching composers to work with dance music, with choreographers
and dance artists. The students get an idea of the interaction nature of sound and body
gestures, and expand their musical vocabulary. They “are encouraged to experiment
with new methods of composing and new ways to create music based on dance”
("Composing New Music for Dance”).
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As part of this study, an analysis was conducted that showed a sufficient number
of contests, festivals and summer schools for composers all around the world.

Some international projects have a starting “entry” price for participation. For instance,
the Irish Composition Summer School 2024 in Dublin charges an entrance fee

of 380 euros. During the ten-day training, students are offered lectures, individual
classes, presentations and demonstrations on various aspects of writing modern
composition.

The Ruzickova Composition Competition in Frankfurt am Main (Germany), has no entry
fee, age and other restrictions. According to the rules, composers must create a new work
in any style for Baroque age instruments within a three-month deadline. It is worth
noting that the organizers of the competition involve major cultural media as partners
to promote the project.

In 2024, Peter Tranchell Foundation Award (UK) invites composers to submit vocal
and piano pieces (no restrictions to participate) themed “Lost Songs of Tranchell”.

The winner of the Peter Tranchell Foundation Award receives 500 pounds, a world
premiere at St. Paul’s Church in Knightsbridge, and full coverage of travel expenses
and promotion of their work.

The British Trombone Society (Shanklin, UK) holds various competitions for musical
instruments simultaneously, including BTS Composers’' Competition. The participants
of the contest (participation is free) must write original music for an eight-part trombone
ensemble with a total time limit of eight minutes. The winners receive the British
Trombone Society prize and the opportunity to publish sheet music by Warwick Music
Publishing.

Peter Reynolds Composer Studio (PRCS) presents the opportunity for young
composers to participate in an intensive course in Cardiff (UK). They teach to get skills
for progressing music creation, coworking and also give the opportunity to play created
compositions by world-class professional musicians.

The Kremerata Baltica Orchestra, created by Latvian musician Gidon Kremer, supports
contemporary composers and actively performs their music in various cities.

In Russia, the "Partitura” (Score) contest of young composers offers eight different
categories including ballet music. The winners are provided with a free trip to Moscow,

a cash prize of 200,000 rubles, participation in a Gala concert and placement of the score
on the "Orfey” (Orpheus) media platform.

Another All-Russian composer contest “Avanti" has three nominations. It's exclusive
to Russian Union of Composers members, provides winners with the Tchaikovsky Moscow
Conservatory concert and international promotion through famous “Melodiya” studio
records. The Grand Prix for the winners is 500,000 rubles.

Under the "Notes and Quotas” program, the Russian Union of Composers facilitates
new music commissions. Various musical groups and venues can commission new
works from Union members. For example, in the nomination “Musical and Theatrical
Composition (opera, ballet, musical) with Orchestra and/or Choir”, the composer is paid
a fee of up to 1,500,000 rubles. The composer fulfills the order. After that, the group
performs a new composition.
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Kazakhstan hosts similar contests. In 2022, the Kurmangazy Kazakh National
Conservatory conducted the First Republican Competition of Young Composers dedicated
to the 95th anniversary of G. Zhubanova. The event was held in two rounds by two
categories: chamber instrumental music and electronic music with the obligatory use
of ethnic or acoustic instruments. The Grand Prix for the winners is 450,000 tenge.

The “Samal” (Breeze) International Competition in Astana recognizes young composers
in vocal and instrumental categories. The winners of the competition become laureates
with the presented diploma.

In 2023, the Kazakhstan National Federation of Clubs for UNESCO held the First
Republican Competition for Young Composers and Arrangers. The works of the winners
were presented as part of “The Planet of Art 2023 — Let’s Unite Hearts" International
Music Festival of Creative Youth, and also for the “Muse” choreographic composition.

In the 2022-2023 theater season, the Astana Ballet Theater held the “Ashyq Sakhna”
(Open Stage) First Republican competition in order to identify young local figures
in the field of theatrical art. The competition consisted of several steps, where
the winners in four specialties (libretto, composition, choreography, set design)
together created a new choreographic work for the Astana Ballet repertoire. The winners
of the competition, librettist Madina Aldanova, composer Sh. Bazarkulova, choreographer
U. Siyazbek, and set designer Aleksandra Rychkova staged the ballet called “Zhety Kazyna”
(Seven Treasures) (2023).

Vera John-Steiner notes the insecurities faced by artists and emphasizes self-belief
as central to overcoming creative challenges. “A life devoted to creative work in the arts
is insecure. In contrast to academics who can rely on an institutionally organized work
environment, most artists have to mobilize personal, emotional, and financial resources
in order to fulfill their objectives. Central to meeting such a challenge is belief in oneself
and one's talent” (John-Steiner 78). And the creative process itself is often not simple,

“it is like arching and twisting, where a person picks up things learned in the past from
other artists or musicians and from personal experience. In their case, their paths are like
a dance, where the partners may switch places while retracing, circling, and moving
forward” (John-Steiner 86).

Therefore, we affirm the need for choreographic competitions or categories
that require stage performances, urging government attention to foster new musical
and choreographic works.

Conclusion

The reviewed processes of creating music for different dance projections implemented

in Kazakhstan, prove the close relationship between the two types of arts and the actuality

to develop this area of work. The specified theses as conclusions as follows:

1. The interaction of music and choreography has a long historical experience.

The processes of creating music for ballet have developed a variety of approaches
to the work of the composer and choreographer, and not having a single constant.
In Kazakhstan, however, in the last decade, it has been a rare practice to embody
new scores on the ballet stage, with the Astana Ballet Theater being an exception.
Infrequent references to the described tendency show its unpopularity among
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institutions of the country. The compilation technique is some kind of replacement
for this. Johan Huizinga wrote that “in history, as well as in nature, death and birth
go hand in hand with each other. The old forms of culture die at the same time
and on the same soil, where the new one finds food for growth” (29).

2. Compilation is a common technique for choreographic music in Kazakhstan,
with three main types based on existing recordings: 1) compilation and ranscription
of one major work by one author; 2) compilation of several works by one
composer or musical group; 3) compilation of works by several authors. As a rule,
a compilation is created based on an existing audio recording. But in any case,
whether it's a ballet, a choreographic miniature or a clip, the content of the dance,
its movements must be on the same level as music.
3. Musical and dance creators inspire each other, leading to collaborations
that promote national culture. At first, the experimental arrangements of Yedil
Khussainov, the music bands like “The Magic of Nomads”, “Turan”, “"Hassak”
and other groups boosted the emergence of similar experiments by choreographers.
The increased demand for music has led to creative collaborations. Musician
Yerzhan Zhamenkeyev notes: “A lack of folk, neo-music for choreographers
is predominant and we know about that. We try to actively participate in this process”
(Premieres. Evening of Kazakh music and choreography “Heritage of the Great
Steppe”). Then we can say that music and dance stimulate the active growth
and promotion of national culture. Of course, in a musical and choreographic
project, performers (musicians and dancers) have a great influence
on the popularization of works. They represent the results of the united work
of the composer and choreographer.

4. These days the need for the participation of the state and private institutions
in the development of composers’ creativity is very high. State and private support
for composers is crucial, through commissions, grants, and cultural events.

Modern technologies, Al, economic processes, all that trends are reshaping culture
and creativity. Although art “has the unique property of refracting the spirit of the epoch
in forms peculiar to it alone. It often anticipates the approach of a social turning point
before (sometimes long before) external events are captured by chroniclers. In this regard
music is like a sensitive organism” (Konen 87). Nevertheless, Olga Garmash writes
that “in the conditions of market relations, pragmatic goals are recognized as the main
ones, stubbornly associating the promotion of art with the reproduction of various
mechanisms and forms of market functioning in society, without taking into account
the importance of the past practice for present” (64). There is, for example, an interactive
“Fluxations system creates music in response to body movements, allowing for new
composer-choreographer collaborations” (Mailman, Paraskeva 36). That allows “to avoid
the need for close working between composer and choreographer to ensure that the dance
and music relate to one another. However, the partners in projects of this type do sometimes
first share the invention of the range of sounds and movements to be used” (Taylor 8).

The scholars Joshua Mailman and Sofia Paraskeva think that “the appeal of interactive
technology relates back to the avant-garde performance art phenomenon that surged
in the 1960s and the more self-conscious theorizing of media” (48). Under their influence,
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the structure and dramaturgy of music, which are interdependent in traditional ballet
art, are "no longer automatically linked” (Kim 10-11). This has led to the emergence
of collaboration methods in new forms: “the separation of music and dance, the effect
of mixed cultures, the use of alternative performance spaces such as museums
and laboratories, and the involvement of technology. Composers and choreographers
explore the limits and possibilities of collaboration while incorporating different types
of media to produce a total artwork” (Kim 11).

Art remains a vital expression of humanity, with harmonious music and dance
captivating audiences. The famous ballet reformer wrote, “"When music and dance
are created in harmony, the impression these combined arts produce becomes majestic,
and their magical charms captivate both the heart and the mind” (Noverre 38).
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Knrouesvie cnoea: FocynapCTBEHHbIN My3el NCKYCCTB Y36eKkuncTaHa, aBaHraps, XXMBOMKUCH,
HOBeWLMe HanpaBaeHWs, IKCNO3nLma, Poccnickmnin rocyaapCTBeHHbIN
apxvB nnTepaTypbl 1 nckycctea, MysenHoe bropo Otgena N30
Hapkomnpoca, My3el XX1BONMCHOM KyabTypsbl, Buktop Muanep,
AnekcaHap Boskos.

AHHOTaumA. HacToAwan cTaTbd NOCBALLEHa NCTOPUW MEPBOro NOCTyrnieHns B cobpaHune FocysapcTBEHHOrO
My3es NCKYCCTB Y36eknctaHa Npomn3BeeHNn Xy40XKHUKOB aBaHrapAa, NonbiTkaM co34aHna 3KCNo3numum
«KMBOMWCU HOBEWLLMX HaMpaBAeHU» B NEPBOM 3JaHUM My3es, a TakxKe KOHLLenTyaansaLmm sToro HoBoro
ANA My3es pasgena 3KCno3nuum ero kypatopamu. Bnepsble nybankytoTca 1 aHaNn3nMpyroTCa HEKOTOpPble
CBfi3aHHble C 3TMMM NpOoLeccamMmm JOKYMEHTbI, XpaHaLmecs B POCCMICKOM rocyiapcTBEHHOM apxuse
nnTepatypbl U nckycctea (PFAJIN) n B HayuHom apxvBe FocyaapCTBEHHOrO My3es UCKYCCTB Y3bekncTaHa
(TMIWY). LokymeHTbl 13 PFTAJIV no3BonAkOT yTOUHUTL 06CTOATENbCTBA Nepesayn My3eliHbiM bropo
Otaena N30 Hapkomnpoca 59 npov3BeseHunii B TYpKeCTaHCKUIA XYAO0XKECTBEHHbIV My3el B MapTe—anpene
1921 roga v caenatb BbIBOA O TOM, YTO MHULMATOPbI JAHHOMO NpoLiecca HaMepeBaanCb BOCMNPOU3BECTU

B TALLKEHTCKOM My3ee MOZe/b 3KCNOo3unLum Myses XNBOMMUCHOW KyabTypbl. VI3 NpUBOANMBIX AOKYMEHTOB
cnepyeT, UTO OAHUM U3 3TUX UHULMATOPOB ABAAACA XYAOXKHUK 1 ncKyccTBoBes BukTop Muanep, 6biBLumi
B Te roApl COTpyAHMKOM Hapkomnpoca B TawkeHTe. [lokymeHTbl 13 apxvBa MY nponunsatoT cBeT

Ha JanbHelnLWwyo cyabby npou3BeseHnid, nepesaHHbix 13 Mocksbl B TalwkeHT B 1920-x rogax.
PaccmatpuBaroTcs co3gaHHble KypaTtopamu My3es KOHLEMLMN 3KCMO3ULMM «KMBOMUCKU HOBEMLLINX
HanpaBJ/ieHN», KOTOPble MO3BOAAIOT NMPOCAEANTL SBONFOLMIO OTHOLLEHWA COBETCKOM BAACTU B iLe

ee oduLMaNbHbIX KYJbTYPHbBIX MHCTUTYLIMIA K UCKYCCTBY aBaHrapAa. OTAeNbHbIN MHTepec NpeaCcTaBAAaroT
apXxvBHble CBUAETENbCTBA poan AnekcaHapa BoakoBa, BeayLlero TalKeHTCKOro XyAOXKHNKa-MOAEPHNCTa,
B GOPMMPOBaHMM IKCMO3ULMM HOBOW XMBOMMUCK B XyJ0XKeCTBEHHOM My3ee. CTaTb BBOAWUT B HaYUHbIA
060pOT AOKYMEHTbI 1 AaHHble, MO3BOAIOLLME JOCTOBEPHO BOCCO3AaTb COOLITMSA, CBA3aHHbIE

¢ popmupoBaHmem cobparHmsa TMNY B nepBsble rosbl €ro CyLLeCTBOBaHUSA, U NPOaHaiM3npoBaTh Hay4HyHo
N 3KCMO3NLMOHHYHO AeATeNbHOCTb My3es B 06/1acTh aBaHrapaHoro uckyccrea B 1920-x rogax.
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Tipek ce3dep: ©36eKCTaH MEMANEKETTIK OHEP Mypaxkalbl, aBaHrapa, KeckiHaeme,
eH >aHa bafbITTap, 3kcno3mumsa, Pecer MmemnekeTTik aaebureT xxaHe eHep
MyparaTbl, XanblK arapTy KOMUccapunaTbl beHeney eHepi 66niMiHIH
Mypaxkal 6ropocbl, beriHeney MageHuneTi Mypaxanbl, Buktop Muanep,
AnekcaHap Boskos.

AHpatna. byn makana ©36ekcTaH MeMIeKeTTiK eHep MypakablHbIH, KOANEKLMACbIHA anfall peT aBaHraps,
CypeTLiNepiHIH TybIHAbINAPbIHbIH, €HY TapuXblHa, MypakalrbiH, GipiHLI fMapaTbiHAa «eH XaHa bafbITTap
KECKIHAEMECIHIH» 3KCMO3ULMACBIH KYpY 9peKeTTepiHe, COHAaN-ak, MypakalrblH OCbl XXaHa 6eniMiHiH
3KCMO3MLMACBIH KypaTopiapMeH TyXXblpbIMAayblHa apHanfaH. Pecell memaekeTTik aaebueT xaHe eHep
MypafaTtbiHZa (PMOOM) xaHe ©36eKcTaH MeMIEKETTIK 8Hep MypaxanbiHbiH (BMOM) fbinbiMm MypafaTbiHAa
cakKTay/ibl TypFaH OCbl yaepictepre KaTbiCTbl KeNbip KykaTTap anfall peT XapuanaHbin, TangaHyza. PMooM
Ky>kaTTapbl 1921-wwi XbIngblH Haypbl3—Cayip annapbiHAa Xanblk afapTy kKoMuccapuaTtbl beliHeney eHepi
6enimiHiH, Mypaxal 6ropocbiHbIH 59 TybIHABIHBI TYpKiCTaH KOpKeM MypakarblHa TancblpyblHbIH MaH-
>KalblH aHbIKTayFa XaHe byn yaepicTiH bacTamalublnapbl TallkeHT MypakalribiHia 6elriHeney MajeHueTi
Mypa>kalblHbIH KOPMECIHIH YArICiH KaillTa LWblfapyabl KO3eAi AereH KOPbITbIHAbI XacayFfa MyMKIHZIK

6epesi. KentipinreH ky>xattrapgaH MyHaarn 6actamalubiiapgblH 6ipi con Xbingapbl TalwkeHTTeri Xanbik,

afapTy KOMUCcapuaTbiHbIH KbI3MeTKepi 6osiFaH CypeTLli XaHe eHepTaHyLwbl Buktop Muanep ekeHi
aHfapbinagbl. OMOM mypafaTbiHaH anbiHFaH Kykatrap 1920-wbl xbingapbl MackeysaeH TalukeHTke
KeLWipinreH WblFrapManapiblH OAaH api TaFAblpblHa Xapblk Tycipesi. Mypaxkal KypaTopaapbl XacafaH «eH,
>KaHa bafblTTap KecKiHAEeMECiH» 3KCMO3ULMACBIHbIH, KOHLENLMANapbl KapacTblpblagbl, Oy KeHeC YKiMeTiHiH,
OHbIH, PeCMU M3ZeHMeT Mekemenepi YCbiHFaH aBaHTapATbIK @Hepre AereH Ke3kapacblHblH 3BOOLMACHIH
balikayra MyMKiHZiK 6epegi. Kepkem mypaxarbiHAa KaHa KeckiHAeMe 3KCMO3ULMACBIHbIH, KaabinTacyblHAAfbI
TalUKeHTTiH, XeTeKLUi MOAEePHUCT-cypeTwici AnekcaHap BonKoBTbIH, peni Typasbl MyparfaTTbik AepekTep
epekLue KbI3bIFyLbIbIK TyAblpasbl. Makanaza fblibiMu aHanbiMFa ©MOM KoNNeKUUACHIHbIH,
KanbINTacyblHbIH, affallkbl Xbl1AaPbIHAAFbI OKWFanapabl CEHIMAI TYPAE SKaHFbIPTYFa XoHe MypaXkangblH
aBaHrapATblk eHep 6afbiTbiHAaFbl 1920-LWbl XbliAapAaFbl FbIAbIMU XoHe KepMenik Kbi3MeTiHe Tangay >kacayfa
MYMKIHZIK 6epeTiH Ky>KaTTap MeH JepeKTep eHrisiireH.
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Abstract. This article focuses on the history of the first inclusion of avant-garde artists’ works in the collection
of the Uzbekistan State Museum of Arts. It explores the attempts to create an exhibition of “contemporary
painting” in the museum’s first building and the conceptualization of this new section by its curators.

For the first time, certain documents related to these processes are published and analyzed. The documents
stored in Russian State Archive of Literature and Art shed light on the circumstances surrounding the transfer
of 59 works to the Turkestan Art Museum by the Museum Bureau of the Department of Fine Arts

of the People’s Commissariat for Education in March—-April 1921. They also suggest that the initiators

of this process intended to replicate the model of the Museum of Painting Culture in Tashkent. Among

the initiators was the artist and art historian Viktor Midler, who was employed by Narkompros in Tashkent
during that time. Documents from the archive of Uzbekistan State Museum of Arts reveal the subsequent fate
of the works transferred from Moscow to Tashkent in the 1920s. The article examines the exhibition concepts
related to “contemporary painting” developed by the museum curators, allowing us to trace the evolution

of the Soviet government’s attitude toward avant-garde art through its official cultural institutions.

Of particular interest are the archival records that highlight the role of Alexander Volkov, a leading modernist
artist in Tashkent, in shaping the new painting exhibition at the Art Museum. This article introduces
documents and data into scholarly discourse, providing an accurate reconstruction of events related

to the formation of the SMAU collection in its early years and analyzing the museum'’s scholarly and exhibition
activities in the field of avant-garde art during the 1920s.
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FocyapCTBEHHbIN My3el NCKyccTB Y3b6ekuncTaHa' B TallkeHTe — NepBbIi XyA0XKECTBEHHbIN
My3en, NoABMBLUNACA Ha KapTe LleHTpanbHon A3unn B XX Beke. OH 6bln OCHOBaH
npvka3om CoBeTa HapOAHbIX KOMUCccapoB TypkecTaHckoro kpasa 19 anpensa 1918 roga

B HaLMOHa/IM3NPOBAHHOM ZBOPLIE BENNKOTO KHA38 Hukonas KoHcTaHTUHOBKUYA

(cm. puc. 1). Bo ABOpLIE HAXOAUANCH OBLUMPHbIE KONNEKL MM PYCCKOTO N eBPOMNENCKOro
MCKYCCTBA, COBpaHHble BEIMKMM KHA3eM. Kak 1 MHOT1e HalMoHaiM3npoBaHHbIe
COBETCKOM BNACTbHO ABOPLLbI, 4O PEBONOLNN NPUHAAIEXKABLUNE POCCUNCKOWN
apucTokpaTmu, TawKeHTCknn aBopel, Hukonas KoHCTaHTMHOBMYA Gbin 4BOPLIOM-MY3€eeM:
HaxoAuBLLeecs B HeM cobpaHne HECOMHEHHO MPeACTaBAsAA0 My3eHYHO LLEHHOCTb

W, KPOMe TOro, HbII0 COBEPLUEHHO YHUKaNbHO Ans TalkeHTa n TypkecTaHa B LieOM.

Puc. 1. Xyso>eCcTBEHHBIA My3eil BO ABOpLe BEAMKOTO KHA3s Hukonas
KoHcTaHTMHOBMYa B TawkeHTe. 1920-e. TMWAY.

Bnarogapsa Tomy, UTO My3ei BO3HWK NpPakTUYeCKn OAHOBPEMEHHO C COBETCKUM
rocyZapcTBOM, eMy JOBENOCh NMPOWTH Yepes BCe 3Tarbl ero ApaMaTnyeckon
CEMUAECATUNIETHEN UCTOPUN N MEPEXUTb BCE CTAANMN Er0 KYNbTYPHOW MNOANTUKW.

HauunoHanm3aums nmyLectsa YieHoB ObIBLLErO MMMEPaTOPCKOro Aoma
N YCTaHOBNEHME FOCYAAaPCTBEHHOTO KOHTPOS HaZ KYNbTYPHbIMU LLEHHOCTSMU MONOXUAM
Hayano camMOMy CyLLLeCTBOBAHWUIO My3es, a Takxe NnpeAonpesennamv ero MAeHTUYHOCTb
Kak My3es, obnagaroLLero KpynHemwmnm Bo BCEM pervMoHe cobpaHnemM Kaaccmyeckomn
€BPOMNENCKON 1 pycckom xumeonucy u ckyabntypbl XVI-XIX Bekos. Ha nepBom 3Tane

CBOErO CyLeCTBOBaHWA My3e|71 He npeanaran . .
FocyaapCTBEHHBI My3eit UcKyccTB Y3bekuncraHa

CBOVIM MOCETUTENAM HUKAKOW MOZAEeNn B Hauane 1920-x rofoe HasblBancs TypkecTaHCKuiA
OCMBbIC/IEHNA 3KCTIOHUPYEMOro MaTepuana XyAOXECTBEHHbIA My3eli, a B CepeaMHe 1 BTOPOA

. nonosuHe 1920-x rogos — LleHTpanbHbIn
Kpowme <<VICTOpI/IKO-6bITOBOVI>>. Takas Xy[OXKECTBEHHbIN My3eli. [ockonbKy B cTaTbe
c|)op|v|a penpeseHTaLui CTapuHHOTO OMUCbIBatOTCS COBLITUSA, OXBaTbiBatoLme Bce 1920-e

rojpbl, MyBQVI Aanee no TeKCTy Ana ACHOCTU UMeHYeTCA
NCKYCCTBa M yTBapu 6bina XapakKTepHa NPOCTO XyAOXECTBEHHbBIM My3eeM.
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ANA NepBblX NOCNEPEBONOLMOHHBIX IET 1 ABAANACL CMOCOOOM COXpaHeHUs
HaLMOHaNN3NPOBAHHbIX KY/bTYPHbIX LEHHOCTEN, HAXOANBLUNXCA MOJ, YrpO30M
pacxuLLeHna 1 yHuuToxeHuna. OgHako JanbHellliee pa3BuTHe Myses 1 npespaLleHne
ero B XyZlO>XKeCTBEHHbI My3el, UMetoLw i pecnybankaHckoe 3HaueHne, He MOru
cocToATbcA 6e3 MonoNHeHNA ero cobpaHna COBPEMEHHbIM MaTePUasoOM B COOTBETCTBUN
C aKTyaNbHbIMW My3eMHbIMW KOHLENUNAMM TEX NeT.

OAHOW M3 TaKMX KOHLEMLMIA, MOBAUABLUNX Ha GOopMMpOBaHME Xy[0KECTBEHHOIO
My3es B TallkeHTe, 6bln NpoekT co3gaHuns npu Otaene n3obpasntenbHbIX NCKYCCTB
HapoaHoro komuccapuata npocseLeHns My3es XXMBOMUCHOW KyAbTypbl UK,

WNHBIMW CI0BaMU, My3esi COBPEMEHHOro Uckycctea B MOCkBe, a CNeloM — 1 B ApYyrnx
ropogax PCOCP. PazroBop 0 He0bXx0AMMOCTM Takoro My3es Hayaiacs B nepesoBbiX
XYAOXECTBEHHbIX Kpyrax eLe 0 peBO/OLMM, a CBOE KOHLIeNTyaabHOoe opopmaeHmne

N NPeTBOPEHME B XMN3Hb OH noayunn B 1918-1919 rogax B pesyabTate akTUBHOM
aestenbHocTn Otaena N30 Hapkomnpoca. 3aBesoBan OTAEN0OM XyAOXHUK [asna
LLitepeHbepr — yenosek, 6113KNA HAPOZHOMY KOMUCCaPY NPOCBeLLeHNs AHAaTONNIO
JlyHauapckoMmy. B aeAtenbHOCTU oTAena NPUHMMann yyactme npakTmyeckn Bce Begylune
feATenn «1eBoro», aBaHrapAHoOro NCKyccTea.

B 1919 roay B cTpykType Otsena N30 noasmnoce MysenHoe 6topo, 3agauen
KOTOPOro 6bin0 3akynaTtb paboTbl B [OCyAapCTBEHHbIN My3€eliHbIA GOHZ
ANA NOCNenyoLWen X Nepesayun Kak B LLleHTpanbHbI My3eln XXMBOMUCHOW KyAbTypbl
B MockBe, Tak 1 B cObpaHMa My3eeB B APYr1X ropogax CTpaHbl «BBUAY MOCTOSHHO
MOCTyNaroLWMX U3 NPOBUHLMM NPOCLO Kak O paclUMPEHMN A1A UMEIOLLMXCA Ha MeCcTax
My3e€eB, Tak 1 06 OCHOBaHWM HOBbIX» (KaHANHCKNIA 23).

WccnepoBatens aBaHrapaa AHgpein CapabbsiHOB MPUBOANT BMEUATAAROLLYHO CTAaTUCTUKY
aeatensHocTn MysenHoro 6ropo: B 1918-1920 rogax um bbiio 3akynaeHo 1926
npowusseseHuii 415 xyaoxHukos; 1150 nponsseaeHnii 6bian oTnpaBaeHbl U3 MoCkBbI
B 32 HaceneHHbIX NyHKTa cTpaHbl (69). B HekoTopbIX ropojax, Takmx Kak Netporpag,
Hu>xHnin Hosropog 1 Koctpoma, B CBA3M € 3TUM Oblv CO34aHbl My3€eun XXNUBOMUCHOM
KynbTypbl. B apyrux ropogax pabotbl, nepesaHHble n3 MysenHoro 6topo, MonoaHANN
cobpaHma y>Ke CyLLeCTBOBaBLUNX My3€eB.

MononHeHne My3enHbIX CObpaHnin NPON3BEAEHNAMN COBPEMEHHOIO NCKYCCTBA,

He roBOpA y>Ke O CO34aHn1 HOBbIX My3eeB, TpeboBano MHMLMATUBBI «Ha MecTax». B Otaen
N30 noctynanu 3asBkK Ha BbigeNeHne NPON3BEAEHNA OT My3€eB U APYrnX PermoHanbHbIX
yupexzaeHun KyabTypbl, KOTOpble paccMaTpmBancb My3senHon koMmuccunen. 3atem

B MockBy npwuesan npescTaBuTeNb 3asBUTeNA U 3abupan BblgeneHHble My3enHbim
6topo paboTbl.

IMeHHO no 31O cxeMe paboTbl XyA0XKHUKOB-aBaHrapANCTOB NOMNOAHUAN cobpaHume
TaLLKEHTCKOro XyAoxecTBeHHoro My3es BecHour 1921 roga. B PTAJI/ coxpanuance
AOKYMEHTbI, NPO/IMBatoLLMe CBET Ha Nepesayy B My3ein npounsseseHnin n3 MysenHoro
6ropo. Mpexae Bcero, 310 «AkT N2 47 nepesaum XyA0XeCTBEHHbIX MPON3BEAEHNI
13 FocypapcTBeHHoro XygoxectseHHoro ®ornga MysenHoro bropo Otaena N30
Hapkomnpoca ana TypkectaHckon Pecnybavkm», cogepxkalymi cnmcok n3 59
npounsseaeHuii. B Hero Bowamn 44 paboTbl, HaNMcaHHblE MacioM, 8 akBapenew,

3 TeMnepsbl, 3 pUCyHKa KapaHaawoMm 1 1 gepeBaHHaa ckyabnTypa. Hago otmetuTs,
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YTO HapsAy C TakKMMU U3BECTHLIMWU MMeHaMW, Kak Bacunnin KaHanHckunin, ViBaH KntoH,
MeTp KoHuanosckmm, Apuctapx Jlentynos, Vinba Mawkos, Anekcanap OcMepKuH,
JlroboBb MNonosa, AnekcaHap PogueHko, Bacunnin PoxaectBeHcknia, Onbra Po3aHoBa,
MapTtupoc CapbsH, l'eoprun CreHbepr, Bapsapa CtenaHoBa, Hagexaa YaanbLoBa,
Pobept ®anbk, Bacunnii YekpbirnH, Anekcanap LLeBueHko, AnekcaHapa IKCTep v ap.,
B CMWUCOK Hblan BKAKOYEHBI PaboTbl FOPa3f0o MeHee N3BECTHbIX CErOAHA XYAOXHUKOB:
Hunkonas KpbimoBa, MNeTpa MNetpoBunueBa, Hukonas CuHesyboBa, Bragncnasa
Crp>xemunHckoro, bopuca TepHoBua, JleoHapaa Typ>kaHckoro, NepmaHa Pesoposa

N HEKOTOPBIX APYTUX.

B AkTe yka3aHo, 4uTO npousBeaeHuns nepeaatotca Bukropy Mugnepy, 3amectutento
3asegytoltero OTaenoM No genam My3ees 1 oxXpaHbl NaMATHUKOB UCKYCCTBA U CTapUHbI
TypkectaHckon Pecny6imkin?, KOTOPbIN MOJ CBOKO IMYHYHO OTBETCTBEHHOCTb 0653aH Obin
AOCTaBUTb MX K MECTy HazHayeHusA. AKT COCTaB/IeH 3aBeaytolwmmM My3enHbiM 6ropo
M MOAMNMCaH NPOCTO C0BOM «3aBeayroLnii». Kak n3BectHo, 3aBeyoLM B 3TOT NEPUOA
BpeMeHu bbin AnekcaHap PoaueHKo («DHUMKNONeANs pycckoro aBaHrapga» 377).

Ponb Muanepa B 3TOW UCTOPUM B MOJIHOW Mepe eLle NPescTouT yCTaHOBUTb, HO HeT
COMHEHWIA B TOM, YTO OH He TONbKO MoJyyan paboTbl MO CAMCKY U3 BbILLEYNOMSAHYTOrO
aKTa, HO 1 aKTVBHO y4acTBOBasa B ero ¢OpMMUPOBaHUN (@ BOSMOXHO, 1 BOObLLe
MHUUMMpoBan Becb npouecc). O6 3ToM CBUAETENLCTBYET 3adBEHNE, HanNncaHHoe
nm B OTgen V30 Hapkomnpoca, ¢ npocbbort «npmnobpectn ana MyzsenHoro ¢oHaa
TypkecTaHckon Pecny6avkn HegocTatoLlmMe KapTUHbI CeAyHoLLIMX aBTOPOB» U MX
nepeuncnexHvem — Ltepenbepr, PogueHko, Manesny, Ky3Heuos, MNMonoea, YaanbLuoBa,
Waran, Akynos, Apxmnos n KoHeHkoB. B koHLe TekcTa Muanep genaet BaxHoe
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Puc. 2. 3asaBnenwne B. Mugnepa B Otgen N30
Hapkomnpoca o npnobpeteHnmn «HeaoCTatoLLnxX
KapTuH» ana TypkectaHckoro myses. PIAJTNA.
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3aMeyvaHue: «HegocTarowme KapTuHbI
HapyLwaroT LLeNOCTHOCTb OPraHn3yemMoro
Mmy3ea» (3asaBneHue 3aMm. 3asea. OTgenom
no Aenam My3eeB M OXpaHbl NaMATHMKOB
NCKYCCTBa U CTapuHbl TypKecTaHCKOM
Pecnybaunku B. M. Muanepa B Otaen 130
Hapkomnpoca) (cMm. puc. 2).

O ToMm, uTo Muanep AeNCTBUTENLHO
6b1n oTnNpaBsieH 13 TawkeHTa B Mocksy
3a paboTamu, CBMAETENLCTBYET Takxe
KOMaHANPOBOYHOE YAOCTOBEPEHME
(YpoctoBepeHue N2 2147/5 ot 1 anpens
1921 r.), BbigaHHOe emy OTAenom no genam
My3eeB Hapkomnpoca 1 anpena 1921 roga.
MNpaBaa, Ha 060pOTe yAOCTOBEPEHMA
NMEETCS HaAMNCb, CAeNaHHas PYKOW
Muanepa:

2 B koHue BecHbl — neToM 1921 r. Mugnep Takxe cran
3amecTuTenem npeacesartens HOBOCO34aHHOroO
TypkecTaHCKOro KomuTeTa No oxpaHe NaMAaTHUKOB
nckyccrsa v ctapuHbl (Typkomcrapuca) (FfoplueHnHa 66).
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«T. PogueHko nau 1. KaHAMHCKOMY
He oTkaxute B Nto6€3HOCTU paspelnTtb ToB. JIonyXnHy 3abpaTb OTAOXKEHHbIE ANS1 MEHS
KapTuHbl Ana TypkectaHckoro myses. C ToBapuLLeckmm npmsetoM. B. Muanep».

NtobonbITHBIM CBUAETENIBCTBOM TOTO, Kak ornepaTMBHO paboTtano MyseiHoe
6ropo, ABAsETCA MalMHONUCHOe n3BelleHre ot 17 mapta 1921 roaa, agpecoBaHHoe
XYZAOXHWKaM, Ybl paboTbl AONXKHbI OblNN ObITb 3aKynaeHbl AN TALWKEHTCKOro My3es:

«ToB...
Hactosawwnm MyseitHoe bropo Otaena V30 H.K.IM. npocnT Bac npepoctaBuThb
Ans npuobpeTteHns B TallkeHTCKMn My3el Npon3BeAeHs XXUBOMUCKA YN PUCYHKN.
Mokynka 6yaeT npounsBeseHa B pasmepe 1 Npon3BeseHNs XXMBOMUCK UKW 2 PUCYHKOB.
Cpok poctaBku 21-oe Mapra.
B cnyyae HEBO3MOXXHOCTU JOCTaBUTb K YKazaHHOMY CPOKY MPOCUM 06 3TOM CPOYHO
coobwuTs bropo...» (M3BeleHne ot 17 mapTta 1921 r.) (cM. puc. 3).

v TOI.l.a..ll.. ceawe : /?’5/

E-e-roxim myseltHoe blpo vrjens ASU n.K.u. mpoour B¢
: QF‘ npexoT BETH RIA npuodSperenns B Temxenrexnlt Myseft mpo

HB3BOJeHHA XHBONVCHE H DPHCYHKH,

\'\ q Hokynks GykeT MpOMsBSjeH” B praMepe 1 npg;ﬁ,,.“,,,,,,
b \! /  #am 2-x pECYHKOS.
A Gpok goct- san zI-0e Mspm-.

B onyuse HEEOSMOEHOCTH KOCTT BETH K RK23°HHOMY CPOKY
atou CPOYHO GOOCKMTH Bipo,/ren.iPl-40
-99/.

NyseilHuu Bwpo: ' .
Do o < KRR

cpory mpocum o8

Puc. 3. M3BeweHne My3eiHoro bropo o nprnobpeteHnn y Xyao>XKHUKOB paboT
ana TawkeHTtckoro mysed. PTAJIA.

TakruM 0b6pa3om, CTaHOBUTCS NMOHATHOW 0bLas Nornka 1 XpOHOIOrUs nepesaydm
npounsseseHui. 3aaBaeHne Muanepa o 3aKynke HeJOCTaloLMX NMPOV3BELEHUN
3aBu3MpoBaHo LLtepeHbeprom, koTopsbiin 3aBegoBan Otaenom N30 go despans
1921 roga, n3 Yero MOXHO NPeANoONOXMNTb, UTO HAaNMUCaHO OHO 6bINO B Havane
1921 roga. Mi3BewweHne ot 17 mapTa, agpecoBaHHOE XyAOXHMKaM, CBUAETEeNbCTBYET
0 TOM, YTO, MO KparHen mepe, YacTb paboT n3 GMHaNBLHOrO Crvcka 3akynanacb
My3elHbIM 6H0pO CneLumanbHO A8 Nepesaym B TalKEHTCKUI My3el. 22 mapTa My3eiHas
KOMUCCUA yTBEPAMUAA Cnncok 13 59 paboT, kKoTopble cnesoBano nepesatb B TalLKeHT,

N Ha OCHOBAHWM ee NoCcTaHOBAEHWs bbin cocTaBneH AKT N2 47, noanncaHHbin Poguerko.
B anpene Muanep 6bin kKoOMaHaMpoBaH B MOCKBY Ansi NOAyYeHUs 0TOBpaHHbIX
NPOWU3BEAEHWI.

MNMepexoasa Tenepb K COAepPXaHWUIO CMUCKaA, BaXXHO HanoMHuTb, yto Otaen N30
OTNPaBAAN MPOU3BEAEHNA COBPEMEHHbIX XYA0XKHMKOB MO pa3HbIM ropojam A/s Toro,
4YTO6bI B HMX BOCMPON3BOAMNAACH CO3AaHHasA UM Moaesnb My3es XXMBOMUCHOW KyAbTypbl.
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ABTOpbI 3TOV MOAENM, TO eCTb XyAOXHUKN-aBaHrapAMCTbl, y4acTBOBaBLUMeE B paboTe
Otaena V130, noHnmanu My3eit XKMBOMUCHOW KyNbTypbl Kak MPUHLUMNNANBHO HOBbI
TUM My3€es — CO3JaHHbIA U YNPaBASEMbIN HE «apXeosioramm» (T. €. He My3eNHbIMU
cneumanmcTamm), a CoBpeMeHHbIMU XyAOXKHUKaMU «A418 NPOCBETNEHNA Jyxa U TBOpYeCTBa
Macc», A8 TOro YTobbl NOKa3biBaTb «CTUXMEO XXMBOMMUCHOIO UCKYCCTBA, €r0 TBOPYECKOro
nsobpeTatenbCcTBa B 06/1aCTV LiBETa, apPXUTEKTOHUKN, KOMMNO3MLMK 1 GakTypbl» (Tesucs!
no doknady xydoxHuka lpuwyeHko «My3el xxusonucHol Kysemypei» 86). Ha npaktunke
3TO 0O3Havaso, YTO IKCMO3MLMA My3es JOKHA bblna JEMOHCTPMPOBATh AOCTMXEHWS
HOBEWLLMX LIKO/ B UCKYCCTBE W Pa3BUTUE XY0XKECTBEHHbIX UAEN 1 NPUEMOB B paboTax
COBPEMEHHbIX MacTePOB, a TakXKe TeX, KOro OHM caMmu CYUTaAN CBOUMMW NpeALlecTBEHHUKaMU.
My3eiiHoe 6topo 3akynano paboTbl XyAOXKHWNKOB, ONMpPasCb Ha CMMUCOK, YTBEPXKAEHHbIV
JlyHauapckum (LLtepeHbepr 73-74). B 3TOM cnvcke Mbl HAXOAUM NMOYTU BCE MMEHA,
BKJIFOUEHHbIE B aKT nepesayv Npon3BeAeHNN TalKeHTCKOMY XyA0XKECTBEHHOMY MY3eto.
Jlornka popmMmpoBaHma Crivcka CTaHOBUTCA MOHATHA B CBETE BbILLEYNOMAHYTbIX 3a4ay,
KOTOpble CTaBUANCh Mepes My3esaMu XMBOMUCHOW KybTypbl. CMUCOK Nerko AennTcs
Ha 610K, cocTosALme N3 paboT, MHCMUPUPOBAHHBIX Pa3IVYHBIMU KOHLEMUMAMU
MOZEPHMCTCKOMN XXMBOMUCK: UMNPECCUOHM3M U Ce3aHHN3M, MPUMUTUBU3M U OYTYpPU3M;
Kybu3am n 6ecnpesmetHoe nckyccTBo. C TOUKM 3peHns AeMOHCTpaLn pa3Butmna
«TBOPYECKOro n3obpertatenpcrBa» B obaactu useta, Gopmbl, 06beMa 1 NpoUmx
3HaUMMbIX 3IEMEHTOB XVUBOMUCHOW KYNbTypbl NepesaHHble 59 npov3seseHNi MOran
COCTaBUTb Lie/IbHYHO 3KCMO3uMLUmto. BepoaTHo, aToro n gobusanca Mugnep, rosops
B CBOEM 3afABNI€HUM O «LLeJIOCTHOCTN OpraHn3yemMoro Mysesn».
VIHBEHTapHble KHUTU 1 Apyrve apX1BHble AOoKyMeHTbl TMUY cBraeTensCTBYHOT O TOM,
YTO NPOWN3BEAEHNS, BblAeNeHHble My3elHbIM 610po, bbinn gocTaBaeHbl B TalLKeHT
N nepeaaHbl B XyA0XKECTBEHHbIV MYy3€el, KOTOPbIA HaXOAMICA B ObIBLUEM ABOpLLE
BENKOTO KHA35. OHM AO/IKHBI ObIIN COCTaBUTb COBEPLUEHHO HOBbIN pasgen ero
akcno3mumn. B koHue 1921 ropa B My3ee paboTana «KOMUCCUS MO peopraHm3aLmm
TypKecTaHCKOro XyJ0XeCTBEHHOro My3e», B KOTOPYHO, B COOTBETCTBUN C yXOM BPeMEHH!,
MOMWMO My3€elHbIX PabOTHNKOB BXOANAN Hanbonee 3aMeTHble MECTHbIE XYAOXKHUKN:
MBaH Kazakos n AnekcaHap Bonkos. B npotokose N2 1 paboTbl KOMUCCUM yKa3biBaeTCs,
YTO OHa MOCTAaHOBWAA: «...BblAENIEHNE XYA0XKECTBEHHbIX AOCTUXEHWNIN XXMBOMUCK
HOBEeWLUMX HarnpaBJeHNA B 0COBYHO XXMBOMUCHYO ranepeto npy Mysee B 0fHOM
13 Gavrenen — Npu3sHaTb XenaTebHbIM U CUCTEMATU3MPOBATb B UCTOPUUECKOM MOpsAaKe
3BOJIIOLMIO XY0XKECTBEHHbIX AOCTMXeHnn» (MpoTtokon N2 1 3acesaHnsa KoMuccum
no peopraHusaumm TypkecTtaHckoro XygoxectseHHoro Myses 6 gekabps 1921 roaa).
CnoxHO ckasaTb, Kak OTHeccs XyAoXHMK-akagemmnct Kasakos K MOCTynmMBLUNM
13 MOCKBbI «XyZOXECTBEHHbIM AOCTUXEHNAM». 3aTO 0YEBMAHO, UTO BOAKOB, cambil
APKUA U YBNEUEHHbIV XYAOXHUK-MOAEPHUCT TallKeHTa, 6bl1 CaMbiM MNOAXOAALLMM
YesIOBEKOM AN5 TOro, YTOObI KypPUPOBaTb 3TOT HOBbIW Pa3zen ero AKCMo3nLUN.
Mo HeKOTOPbIM AOKYMEHTaM MOXHO CAenaTb BbIBOA, YTO Tak M OHO M OblN0 JO NOpbI:
B OZHOM 13 npuka3os 1925 roga BoskoBy npegnaraetcs «COCTaBUTb NOMyAApHOe
OnuncaHve 3KCMOHATOB HOBOW XWBOMUCK /1A MOCETUTENEN 1N Pa3BECUTb 3Ty XKMBOMMCH,
a TaK>Xe XMBOMUCb MMMPECCUOHUCTOB, UCMOHMUB BCE 3TO B TeueHne Hegenn» (Mpukas
AvipekTopa LieHTpanbHOro XyAoXecTBeHHOro My3es U XyA0XXeCTBEHHbIX MacTepCKuX
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M. A. lenca). Hapo oroBoputbCa, UTO peopraHn3aLmns 1 peskcno3mumnsa My3es B Te rojbl
6b1AK, NO CYTWU, NOCTOSHHBIMW NPOLECCAMU.

HeyauButenbHo, YTO UMEeHHO AnekcaHap Bonkos ctan nepBbiM MeCTHbIM
XYAOXHUKOM-MOAEPHUCTOM, YbM PaboTbl HE TOIbKO Nonann B cObpaHme TallKeHTCKOro
Xyf,0XeCTBEHHOro My3es, HO W BOLU/IM B €70 3KCMO3MLMIO COBPEMEHHOIO MCKYCCTBA
HapAay C NPOu3BeAeHUAMM, MPUCAAHHBIMW U3 MOCKBbI.

B cepeanHe 1920-x rogoB 3KCNoO3nLMs XMBOMUCKM HOBEMLLUX HAaNpaBAEHWI 3aHMMana
OAHO 13 BEPXHMX MOMELLEHWI ABOPLLA — «KOMHATYy HaBEPXY» M COCTOANA NPUMEPHO
13 30 paboT 13 uncia nepesaHHbIx My3eHbIM 610pPO, a TakKe oAHOW paboTbl Boakosa.
B 370 >ke Bpems KOANEKLUUA XXMBOMUCK CTana akTUBHO MOMOAHATLCA paboTaMy MeCTHbIX
XYAOXHWKOB: MOMUMO BoskoBa 3akynoyHas KOMUCCUA paccmaTpuBana K NnprobpeTeHnto
pabotbl AnekcaHapa Hukonaea (Ycto MymuHa), Uba Hebonbluas nepcoHanbHas
BblCTaBKa OTKpbliack B My3ee 18 masa 1925 roga. [NokasaTenbHoO, UTO B 3anucke OT Anua
AVpeKkTopa My3es, oTnpaBaeHHOM B rasety «[1paBga BocToka» ¢ npocbbon pasmectntb
06bsABNEHNE 06 3TOM BbICTABKE, O HEN FOBOPUTCA Kak 06 «0TobpaxkatoLel ObIT cTaporo
CamapkaHga» (B pegakuunto rasetsl «[1paBga Boctoka»). B cnucke paboTt, BeposTHO
MoKasaHHbIX Ha BblCTaBke, GUrypmpyeT TeMnepa ¢ aBTOPCKUM Ha3BaHWeM «/lBe ronosbl
1 BETKWN UBbI» — CKOpEee BCEro, MMEHHO 3Ta paboTa ceroHs LMPOKO NM3BECTHA Kak
«BecHa».

MpuobpeteHne paboT Bonkosa, Ycto MymunHa n Muxaunna Kyp3vHa mMy3eem B Te rojpl
BOBCE HE O3HaYaNo Ha/MUNA B HEM BOJIN K Pa3BUTUIO KOIIEKLMN XUBOMUCU HOBEMNLLINX
HanpaBneHnin. Ckopee, BbileHa3BaHHbIE XYAOXHUKN MHTEPECOBANMN 3aKyMOYHYH
KOMWCCUIO CBOVMMU «BOCTOYHbBIMM» CHOXXETaMW M 3apUCOBKaMM U3 HAPOAHOW XXMU3HW.
Hapsaay ¢ HUmMu my3er akTuBHO npmnobpeTan paboTbl XyAOXKHUKOB-PEaANCTOB, MUCABLLNX
APEBHIOKO apXUTEKTYPY, Men3axun 1 pbiHKM rOpoAOB Y36ekuncTaHa.

CnepyeT Takke ckaszaTb, YTO Ha npoTsxeHnn 1920-x rogos cobpaHue myses
HEOAHOKPATHO MOMOJIHANOCH NPOU3BEAEHNAMM U3 My3€eeB «LieHTpa», T. . MOCKBbI
n JleHnHrpaga. Cpeamn HUX 6b1n M PaboTbl XyAOXKHMKOB-aBaHrapAMCTOB, MOMOAHUBLINE
KONNIEKLMIO «HOBEWLLIMX HanpaBAeHNN» TaLKEHTCKOro XyA0XeCTBEHHOIO My3es.

Tak, Hanpumep, B sHBape 1928 roga n3 lNocysapcTtBeHHOW TpPeTbAKOBCKON ranepeu
noctynuna rpadpuka J1. Monoson, O. Po3aHoBon n A. dkctep (CNNCOK XyA0KECTBEHHbIX
Npoun3BeAeHWI, BbijaBaeMbix TallKeHTCKOMY My3eto). Tem He MeHee nepegava

59 npowusBeaeHuii n3 MyseriHoro 6topo BecHo 1921 roga 6biia nepBbIM (CyAs

MO COXPaHMBLUMMCA JOKYMEHTaM) 1 HECOMHEHHO CaMbIM 3HAaUNMMbIM MOCTYMNEHVEM
MOZEPHMCTCKOro UCKYCCTBA B My3€el 3a BCHO €ro UCTOPUIO.

B 1927 rosy B My3ee npou3oluna oyepesHas reHepasbHas nepesecka 1 nepectaHoBKa
3KcnoHaToB. PaboTa 6blna NpozenaHa HOBbIM yYeHbIM XpaHUTenem myses npodeccopom
Anekceem MupoHoBbIM. B cBoeM oTueTe MMpPOHOB NMKrcan, YTo «B OCHOBY HOBOW
3KCNO3ULUK BblN MONOXKEH MPUHLMIM BbICTaBNEHWUA KAPTUH... B CTPOTON MCTOPUYECKON
nocaeA0BaTeIbHOCTY, B LIeNAX BbIABNEHNSA UCTOPUNUYECKOrO Pa3BUTUA NCKYCCTBA...»
(«LleHTpanbHbIN XyaoxkecTBeHHbI My3el B TawkeHTe» 115). B nctopmnueckon akcnosmumm
MupoHOBa MOAEPHM3M U aBaHraps U3 «<KOMHaTbl HaBepXy» YAUBUTENbHbIM 06pa3om
npeBpaTUANCL B pa3jen JOPEeBONOLIMOHHOIO NcKyccTBa: «OTAeNbHbIN 331 B BEPXHEM
3TaXe OTBEAEH ANA PYCCKUX XYAOXKHUKOB, XapakKTepuU3yoLLMX HOBEWNLLME TEYEHNA
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B JOPEBOJIFOLMOHHOM XMBOMUCK: UMMPECCMOHN3M, MAOCKOCTHYH XMBOMUCH, KyOu3m,
bYTYpr3M, KOHCTPYKTUBHYHO 1 6ecnpeaMETHYH XXMBOMUCh». «K coXxaneHuro, —
npogoskaetr MUMPOHOB, — My3el 0 CMX MOp eLe He MMeeT NPOU3BEeAEHNIA XyAOXKHNKOB
PEBOJIFOLNOHHON U NOCNEPEBOOLNOHHON 3MOXM, OTPaXKEHHOW, raBHbIM 06pa3om,

B paboTax xyaoxHukoB AXPP...» («LleHTpanbHbIn XyA0>KECTBEHHbIN My3eli B TallKeHTe»
118).

MpounTMpoBaHHbIA Aokaas MUPOHOBa 1 ero NepByH BEPCUIO 3KCMO3MLIMM My3es
MOXHO CYMTaTb TOYKOW HEBO3BPaTa B OTHOLLUEHUWN KypaTopoB Xy0XXeCTBEHHOIO My3es
N MEeCTHbIX YNHOBHWUKOB OT MCKYCCTBa K NpeACcTaBleHHOMY B cObpaHun aBaHrapay.
Y6upatb 13 3KCNO3nLMKM ero noka Yto He cobmpanncb, OAHaKO ero MHTepnpeTaLms
M3MeHMNacb pagukanbHo. V3 «xys0XKecTBEHHbIX AOCTUXEHNN» COBPEMEHHOCTM OH
NnpeBpaTUICA B MOCNEAHUI U3BOJ, Byp>Kya3HOro nckycctsa. CoBpeMeHHbIM XyAOXKHMKaM
Tenepb NPeACTOAN0 He pa3BMBaTb €ro naen, a NpeosoneBaTb UX Ha MyTU K NOAANHHO
PEeBONFOLMOHHOMY UCKYCCTBY, KOTOpOe BCe bonee 6e3anbTepHaTMBHO acCoLMMPOBaNoCh
C peanv3MoM, NOCTaBAEHHbIM Ha CNy>K0y rocysapCTBEHHOW MAE0N0TMM.

B 1929 roay BBMAY NpeacTosLiero nepeesga Myses B HOBOe 3aaHne MUpPOHOBbIM
6bln coCTaBAeH ele OANH MNJaH 3KCno3numun. Ero coxpaHmBLuasca pykonucb
(MnaH 3KCNO3MLUN XyA0XKECTBEHHbIX 3KCMOHATOB €BPOMENCKOro M PyCcCKOro MCKyccTBa
B nomeLleHnn «benoro goma» (Jom CHK Y3CCP)) — noka3saTenbHbI JOKYMEHT TeX NIET,
B KOTOPOM B MOJIHON Mepe OTPa3nA0Ch Y>KECTOUEHME COBETCKOW KYNbTYPHOW NONUTUKN
B KOHLe 1920-Xx rofoB, KOCHYBLUeecA U NOHUMaHWA 3aja4 COBETCKMX My3eeB. My3eun
npeBpaLLasnCb B MONNTUKO-NPOCBETUTENBCKME YUPEXAEHWNS, YUbMM €ANHCTBEHHbIM
W YHMBepCaNbHbIM METOAOM PaboTbl ObiN AManekTMYecknin MaTepuanism, a rnaBHoOM
LeNbto — MOMOLLb FOCYAapCTBY B MOCTPOEHUN counanmama. OKOHYATENbHO MPUHLMMI
MYy3eMNHOM NOAUTUKIN Bblan chOopMynpoBaHbl Ha MNepBOM BCEPOCCUNCKOM MY3EMHOM
cbesge B 1930 rogy, 0HaKoO HECOMHEHHO, YTO K 3TOMY MOMEHTY UHTe/IeKTyalbHas
nmouBa Mo BCeW cTpaHe Obina y>Ke XOpPOoLLO NOAroTOB/EHa.

Ecnv B cBOEM npoekTe 3kcno3unumm 1927 roga MMpoHOB NpoCTO OTKa3blBaeT
NCKYCCTBY aBaHrapga B byayLuem, MOMeLLas ero B «3aBepLUeHHOe NpoLUnoe» Bpems
L OPEBONOLIMOHHOTO UCKYCCTBA, TO B PaCLUMPEHHOM KOMMEHTapun K 3KCMO31Lmm
1929 roga oH, BOOPY>XXMBLUNCb METOAOM AMaNeKTNUeckKoro MaTepmanmima, pa3BepHyTo
06DBACHAET ero beccofep>kateNbHyH CYLLHOCTb U MPOTMBOMOCTaBASET ee 06 bEKTUBHOM
AENCTBUTENIbHOCTU, N306paXkaeMon peanncTmyeckmm NCKycCcTBoM. NosBaeHme Takow
HeccosepxaTeNlbHOCTU B UCKYCCTBE CTAaHOBUTCA BO3MOXHbIM 61arogaps BKycam,
NOTPEeBHOCTAM M MHTepecam rocnoACTBYHOLLEro Kaacca KpyrnHOW Bypxkyasunu:
€ro npeAcTaBUTENN He XOTeNN BUAETb MCKYCCTBA, OTPAXKaOLLErO TAXKENYHO XM3Hb
HapoAa, PaBHO KaK 1 CBOKO COOCTBEHHYHO POCKOLLUHYHO 1 H6e34e/bHYH XMN3Hb. XyAOXKHUKW,
noTakas ux XenaHusaMm, CTaan co3zaBaTb UMCTO JekopaTuBHble, beccoaepikaTenbHble
npounsBeseHMs, ONNMPaAcb Ha CMeHsAoLWMeE APYr Apyra HOBble XyAO0XeCTBEHHbIE TEOPUN.

CoOTBETCTBYHOLLMIA pa3sen 3KCNO3ULUN NONYYna Ha3BaHWe «Pacnaz aneMeHToB
6yp>KyasHoOW KyabTypbl» (CM. puc. 4). OH 6bln COBCEM HEDOJIbLLMM U COCTOSAN BCEFO
n3 Tpex vacten: dytypusm (Axkynos), Kyomnsm (OcmepkuH, KynpuH, JleHTynoB)

n «becnpeametHmnyecTBo» (KaHauHckui, dkctep, CteHbepr, bapaHoB-PoccuHe).
[eCcTBUTENBHO, B KOHTEKCTE TaKOW HUTMANCTUYECKOW MHTepnpeTaLmm aBaHrapaa,
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Puc. 4. Cnucok npowv3seseHnin pasgena «Pacnag snemMeHToB
6yp>Kya3HOI KyabTypbl» B 3KCMO3VNLMOHHOM MiaHe A. MMpoHoBa.
1929. HayuHbl apxus TMIAY.

0COB6EHHO B OTHOLLEHUWN €ro BHYTPEHHErO CoAep>XXaHus, He MMeNo CMbICaa yCTpanBaThb
€ro pasBepHyTbIn nokas. [1paBaa, Ha3BaHWA APYrvX pa3fesnoB TakxKe He U3nyyanu
onTuMusma: «aeanbl BOUHCTBYHOLLEN Byp>Kya3mm» (reponyeckme croxeTbl [peBHel
lpeummn n Puma), «CeHcyanm3m NpoMbILLAEHHOW Bypykya3un» (Hto, nensaxn), «O6amnk
KJlacca Kak TakoBOro» (MopTpeTbl pAAoBOM BypiKya3unu, ee ByAHUYHBIN 6bIT, OopMbI
HaKOMJIeHNA ero KanuTana) 1 Tak ganee.

Bo3Mo>HO, e 6bl 3agyMaHHbIN MUPOHOBbLIM pa3aen 3KCNo3uLmm, B KOTOPOM
XMBOMWUCb aBaHrapAa UantCTpMpoBana npoLecc pacnasa byp>kyasHou KynbTypbl,
AeACTBUTENIbHO b1 Obl CO34aH B HOBOM MPOCTPAHCTBE My3es, OH CTan bbl OAHUM
13 NpesLecTBEHHNKOB U3BECTHOM BbICTaBKN «XyaoxxHUKN PCOCP 3a 15 net»,

B 3KCMO3MLUN KOTOPOU «POpMann3m» «CMMBOM3NPOBaA TO, UTO CNELOBANO
NpeoaoneTb, 1 TO, UTO HbINO YCMELWHO NPEeOAONEHO B COBETCKOM NCKYCCTBE»
(Chlenova 51, nepegod asmopa Hacmosweli cmameu).

Cyasa no Bcemy, AaHHaa BEPCMA 3KCMO3NLMK XyJ0XKECTBEHHOTO My3es Tak 1 He bbina
npeTBOpeHa B Xn3Hb. Ero nepeess Obin cBA3aH C yTpaTon UM CTaTyca CaMOCTOSATEIbHOW
MYy3eMNHOW OpraHM3aLum 1 BXOXAEHWEM B KauecTBe oTaena B GOpMUPYHOLLYHOCS
B COOTBETCTBUM C ycTaHOBKaMu Tex net ctpyktypy CAMUNP — CpegHeasnaTtckoro Myses
NCTOPUN N NCTOPUN PEBONIOLIMK, B KOTOPOM 3THOrpaduyeckmne, apxeosornyeckme,
XYAOXECTBEHHbIE N MONNTUYECKNE KONNEKLNN AONXKHbI ObIAN BbINOAHATL 0bLLMe
nponaraHancrckme 3agaun. B 1930 rogy cobpaHune My3es AeNCTBUTENbHO Nepeexano
B HOBOE 3/jaHue (B TaK Ha3blBaeMbli «benbii 4OM», ObIBLUYHO PE3MAEHLMIO TaLLKEHTCKOrO
rybepHaTopa), 0fHaKo B TOM Xe rogy 3aaHue 6bi10 3aHATO NepemMeLLeHHbIM
n3 CamapkaHga pecnybankaHCKUM NpaBuTenbCTBOM. Koanekumm 6biBLLero
Xyf,0XeCTBEHHOro My3es 6blIM 3aKOHCePBMPOBaHbI A0 cepeanHbl 1930-x rogos,

a npoekT CAMUWP oka3ancs MblibHbIM My3blpeM, MOPOXKAEHHbIM 6e3yAep>KHOM
naeonorvsaumen MmyseriHom paboTbl B CTpaHe 1 aMbuumsaMm HEKOMMETEHTHbIX
YNHOBHWKOB.

MexayHapoAHbIA peueH3upyemMbln XypHan Saryn 115



(‘ ;apyn Ne 2. 2024 MWXAN OBYNHHMKOB MOCTYMNEHWNE, SKCMOHUPOBAHMUE Y KOHLLEMTYAIN3ALMA «KUBOMUCHK

Ecam nonbiTaTbecs Aath 0bLLYyHO OLEHKY TOMY, Kak XyA0XKeCTBEHHbIV My3ei
pacnopsanaca NoayyYeHHou n3 My3enHoro 6ropo NpakTMUYecky roTOBOM 3KCNO3nLNeN
aBaHrapAHOro NCKyccTBa HauMHasa ¢ MOMeHTa ee noctynaeHuns B 1921 roay v BnaoTb
4,0 3akpbiTna My3ed B 1930-Mm, TO cresyeT NpusHaTh, UTO O6bEM 3TOM 3KCNO3ULUN
CO BpEMEeHeM TOJIbKO COKPaLLLaiCs, a ee M3HaYalbHbIA CMbIC AE€MOHCTPALMN HOBEMLLMX
LOCTVXKEHUIA XXMBOMUCK Bbl1 B UTOTE UCKaXEH A0 NpoTMBonoaoxHoro. C gpyroin
CTOPOHbI, HECOMHEHHOW 3aC/1yron My3es ABAAETCA TO, YTO PaboTbl HblIM COXPaHEHBI,

a YacCTb M3 HUX Ha NPOTAXKeHUN NoYTn Bcex 1920-x rogoB Hbina AOCTyMNHa
ANA noceTuTeNnem, YTo, HECOMHEHHO, BHECI0 CBOW Bk/1aj B GopMumpoBaHme
TalLKEHTCKOWN XyA0XKeCTBEHHOWN Cpejbl.

My6anKyeMble B HAaCTOALLEN CTaTbe CBEAEHWS, NMOJYYEHHbIE U3 aPXMBHbIX JOKYMEHTOB,
MO3BOJ/IAKOT YTOUHUTb OCHOBHbIE OOCTOATENIbCTBA, CBA3aHHbIE C MEPBOM Nepeaayen
B TALWKEHTCKUIA XyA0XKECTBEHHbIN My3€ei NPOVN3BEAEHNA XYA0XXHNKOB aBaHrapaa.
Brnepsble nybankytoTca 3aasneHne B. Muanepa o npnobpeTteHnn ans «opraHn3yemoro
My3es» paboT aBaHrapAMCTOB, a TakXKe ero KOMaHAMPOBOYHOE YA0CTOBEpeHME
1 n3BeLLeHne My3senHoro 6r0po o 3akyrnke paboT ana «TalKeHTCKOro My3es».

DTV AOKYMEHTbI, @ TakKe CMUCOK paboT XyA0XKHMKOB M3 akTa nepesayn CBUAETENbCTBYHOT
O TOM, YTO MHULMATOPbI 3TOTO NpoLiecca HamepeBanncb CHabanTb My3eit B TallkeHTe
MOJIHOLLEHHOW 3KCMO3MLMeN, OTBeYaroLLeln 3agadam My3es XXMBOMUCHOW KyAbTypbl.

To, UTO B CO3ZaHUN NEPBbIX BAPUAHTOB 3KCMO3ULMMU «KMBOMUCU HOBEMLLINX
HanpaBieHNn» B XyA0XXeCTBEHHOM My3ee NpuHMMan yyactme AnekcaHap Boskos, —
BaXKHOE YTOUHEHME POIN 3TOTO BbIAAOLLErOCsH XyAOXKHMKA B XXU3HW My3es. HakoHel,
KOHLEMLMN 3KCMO3MLMM aBaHrapaa BTOpon nonoBuHbl 1920-x rofoB, Co34aHHble

A. MMpPOHOBbIM, KPaCHOPEUMBO NMOBECTBYHOT O HapacTaBLUEM OTUYXKAEHUN COBETCKOW
obunLManbHOM KyAbTypbl OT UCKYCCTBA aBaHrapza, Kotopoe B AajibHelLweM NpuBeno

K ero pagnkanbHOMY OTPULLAHMIO 1 MPECTeLOBaHUAM ero npeacraBuTenei.
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Knrouessle cs108a: ObiT U IK3NCTEHUNA, apXBHbIE AaHHbIE, COBpEMEHHOE NCKYCCTBO
LI,eHTpaanoM A3zun, AeKOﬂOHl/IafIbeIVI noBoOpoOT, NAEHTUYHOCTb.

AHHoTauus. VccnegoBaHve, nocayxmusluee 6a3omn Ana cTaTbyl, BeAeTCA aBTOPOM B TeYeHNe MHOTMX JeT,
MOCKOJ/IbKY OMMpPaeTCA Ha MPaKTUYecKyto AeATe/lbHOCTb B KayecTBe KypaTopa U UccieoBaTens COBPEMEHHOMO
nckycctea LleHTpanbHon Asmn. VicchegoBaHne OpMeHTMPOBAHO Ha aHan3 UCMOAb30BaHWA 31eMeHTOB bbiTa
N exxeiHeBHOro 6bITOBaHWA Kak TEXHOIOTUI B COBPEMEHHOM mnckyccTee LleHTpanbHoM A3nm, npescTaBaas
3HaYMMYO KOHLIENTYalbHYO0 pPamMKy A8 MOHWMaHUS 3BONOLMN XyAOXKECTBEHHOW NPaKTUKKN B 3TOM pervioHe.
Lienb nccnepoBaHmsa COCTOUT B MPOCAEXMUBAHUM OCHOBHbIX TPAEKTOPUIA NCMOAb30BaHNA ObITOBbIX XeCTOB
Kak XyA0XeCTBEHHbIX MHCTPYMEHTOB 1 aHa/in3e B3aMMOBAVAHMNA ObiTa M 3K3UCTEHLMM B XYA0XKECTBEHHOM
cpege. [lna JOCTVXEHWA STOW Liean B CTaTbe UCMOJb3yeTCs METOAOOIMS, BKAOYaoLWan B cebs HeCKoNbKo
3Tanos: 66111 NPOBeAeHbl MHOrOIeTHee HabarogeHMe 1 cbop MaTepnanos, B TOM UNC/IE aPXMBHBIX AaHHbIX
13 PasINYHbIX MCTOYHWKOB, CBA3AHHbIX C XYAO0XECTBEHHOW XU3HbIO PErnMoHa; NosyyYeHHble MaTepuansl
6b1IM NPOaHaNM3NPOBaHbl M CPaBHEHbI C aHANOTMYHBIMU MpoLeccamMmu B APYrux permoHax 1 ctpaHax, 4to
NO3BO/IN/O BbIABUTb OCOBEHHOCTU Pa3BUTMA K XapaKTepUCTUKM UcKyccTBa LieHTpanbHon A3nm; Ha ocHoBe
cobpaHHOW MHPOPMaLMK Bbll NPOM3BEAEH CMHTE3 BbIBOAOB, BKAOUAA HEOAHO3HaYHbIE acrneKTbl, CBA3aHHble
C IMeoLWUMNCA AaHHbIMK; Ana cbopa MHPOPMaLMM Bblin NCNONb30BaHbl Pa3HOO6pPasHble MCTOYHWKY,
BK/ItOYAA y4acTMe B XyL0XKECTBEHHOM XM3HW PernoHa, nocelyeHmne BbICTaBOK U MePONpUATUR, a Takxke
OHJ/1alH-pecypchbl 1 CoLmanbHble ceTu. B kauecTBe MapkepoB pe3y/IbTaToB UCCNeA0BaHNA NPUBEAEHbI
npuMepbl TBOpPYeCTBa XyA0XKHMKOB AcxaTa AxmezbapoBa (KasaxctaH), Cypario TyiumeBon (TagKukncraH),
konnektnea Zamanbap Art (Kbiprbidctan) n Aunspbl Kavnosow (Y36ekuctaH). x xyaoxkecTBeHHas npakTunka
C MPUMEHEeHNeM TEXHONOTNI TPaANLIMOHHOTO BbITOBaHMA paccMaTpMBaeTca B ANCKYPCe AeKOJIOHNaNbHOTO
NMoBOPOTa M BbICTyMNaeT 3K3UCTeHLMaAbHbIM GYHAAMEHTOM ANA MONCKa MAEHTUYHOCTM He3aBUCKMMbIX
rocyAapcTB C MOCTCOBETCKMM MPOLLUIbIM B aHaMHe3e.

WccnepoBaHve NpoBoAMaOCh Kak Ha Tepputopum LieHTpanbHOM A3unun, Tak 1 3a pybexxom, Bkaroyas
cTUneHananbHyto nporpammy Getty Research Institute (Jloc-Angxxenec, CLLUA). Tako# noaxos no3sonset
LLIMPe OXBaTUTb KOHTEKCT U pa3Hoobpasme GakTopoB, BAUSAIOLLNX Ha XYAOXKECTBEHHYHO MPaKTUKY, a TakXKe
MCNONb30BaThb Pa3INYHble MEPCHEKTMBbLI U METOAbI aHaNn3a A/ NosydYeHus 6osee NOAHOro NOHVMaHWUA TEMbI.
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Tipek ce30ep: eMip canTbl MEH 3K3UCTEHUMACHI, MypafaT agepekTtepi, OpTanbik A3NAHbIH,
Ka3ipri 3amaH eHepi, 4eKONOHNANBIK BypbIbIC, Biperennix.

AHgaTtna. MakanaHblH, Heri3i 60aFaH 3epTTey/i aBTOp KenTereH xbingap 60Mbl XYPrisin Kkenesi, NTKeHi o
OpTanbik, A3VsHbIH, Ka3ipri 3aMaHfbl ©HEPiHIH, KypaTopbl XaHe 3epTTeyLUiCi peTiHAe NpaKTUKaibIK Kbi3MeTKe
cynenegi. 3eptrey OpTanbik A3nsgasbl Kasipri 3aMaH eHepiHAeri TEXHOOTANap PeTiHAE KYHAENIKTI
3INeMeHTTepAi NanganaHyabl Tanjayfa bafblTTanfaH, OCbl aiMakTafbl KOPKEMAIK TaXKIpUOEHiH 3BONOLMACHIH
TYCiHY YLUiH Ma3MyHZbl TY>KblpbIMAaMasblk, HEri3i KamTaMacbi3 eTesi. 3epTreyaiH MakcaTbl — KYHAENIKTi
bIM-MLLIapaHblH, KOPKEMAIK Kypan peTiHAe KONAAHbIIYbIHbIH, HETi3ri TpaekTOpUAChIH Kajafanan, KyHAeniKTi
eMip MeH KepkeMgik opTazaFrbl 60IMbICTbIH, ©3apa acepiH Tangay. Ocbl MakcaTka >XeTy YLWiH Makanaja
GipHeLlLe Ke3eHAepai KaMTUTbIH 9icTeMe KOAaHblNaAbl: ©KEHIH, KEPKEM OMipiHe KaTbICTbl 9pTYpi
JLlepekKe3zepseH anbiHFaH MypaFaT AepeKkTepiH Koca anfaHAa, y3ak Mmep3iMmai 6akbinay xaHe maTepuangap
KMHaKTay XYPrisingi; anbiHFaH Matepuangap 6acka anmakTap MeH engepgeri ykcac yaepictepmeH
canbICTblpblngbl, 6yn OpTanbik A3us eHepiHiH JaMy epekLLenikTepi MeH cvnatTaManapbiH aHbliKTayfa
MYMKIHZIK 6epai; )XnHanfaH aknapat HerisiHge konaa 6ap fgepekTepMmeH H6arnaHbICTbl gayabl acnekTinepai
KOCa anfaHza, KOpbITbIHABIIAP CUHTE3AENA]; aknapaTTbl XXMHaY YLiH 9PTYPAi Aepekke3gep nanganaHblngbl,
COHbIH, iLWiHAE B/IKEHIH, KEPKEM BMipiHe KaTbICy, KepMesep MeH ic-lapanapfa bapy, cCOHAan-aK OHNaNH
pecypctap MeH aeyMeTTiK Xeninep nanganaHbligbl. 3epTTey HITUXENEPiHiH, MapKepepi peTiHae cypeTLwwinep
Acxat Axmegbsapos (KasakcraH), Cypaio Tynumnesa (TaxikcTaH), Zamanbap Art y>xbiMbl (KbipFbi3cTaH)

xaHe Annspa Kavbinosa (©36ekcTaH) WhblFapManapblHblH, Mblicangapbl KenTipinreH. OnapabiH TYPMbICTbIK,
TeXHONIOTUANAPAbI KONAAHATbIH LUblFaPMaLLbIAbIFbl 4EKOOHUANBIK BYPbIIbIC AUCKYPCbIHAA KapacTbipbliaibl
>KOHEe TapuxTaFbl MOCTKEHECTIK OTKEHI 6ap Tayenciz meMaekeTTepAiH biperennikTi i3geyain, aKk3ncTeHLmanabl
Heri3i peTiHAe apekeT eTegi.

3eptTey OpTanbik A3nsga aa, WeTense ae, CoHblH iwiHae Getty Research Institute (JToc-AHaxenec,
AKLL) cTuneHansanblk 6afgapnama bapbicbiHAa XYprisingi. byn Tacin kepkemgik Taxiprbere acep eTeTiH
dakTopnapAblH KOHTEKCTI MeH apTYPAINiriH KeHipek KamTyFa, COHAal-ak, TakblPbINTbl TOAbIK TYCiHY YLUiH
SpTYypAi NepcrekTMBanap MeH Tangay aficTepiH KongaHyfa MyMKiHAIK 6epesi.
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Keywords: everyday life and existence, archival data, contemporary art of Central Asia,
decolonial turn, identity.

Abstract. The study that served as the foundation for the article has been carried out by the author

for many years, as it is based on practical activities as a curator and researcher of contemporary art

in Central Asia. It focuses on analyzing the use of domestic technologies in the contemporary art of Central
Asian artists, providing a meaningful conceptual framework for understanding the evolution of artistic
practice in this region. The aim of the study is to trace the main trajectories of using everyday household
technologies and analyze the determinism of everyday life and existence in the artistic environment.

To achieve this goal, the article uses a methodology that includes several stages: long-term observation
and collection of materials were carried out, including archival data from various sources related

to the artistic life of the region; the received materials were analyzed and compared with similar processes
in other regions and countries, which made it possible to identify the features of the development

and characteristics of the art of Central Asia; based on the information collected, a synthesis of conclusions
was made, including ambiguous aspects associated with the available data; a variety of sources were used
to collect information, including participation in the artistic life of the region, visiting exhibitions and events,
as well as online resources and social networks. As the results of the study, examples of the creativity of artists
Askhat Akhmedyarov (Kazakhstan), Surayo Tuychiyeva (Tajikistan), the Zamanbap Art collective (Kyrgyzstan)
and Dilyara Kaipova (Uzbekistan) were given. Their artistic practice using household technologies

is considered in the discourse of the decolonial turn and acts as an existential foundation for the search

for the identity of independent states with a post-Soviet past in anamneses.

The study was conducted both in Central Asia and abroad, including the Getty Research Institute scholarship
program. This approach allows for broader coverage of the context and diversity of factors influencing
artistic practice, as well as the use of different perspectives and methods of analysis to gain a more complete
understanding of the topic.
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BBepgeHue

B coBpeMeHHOM unckyccTBe (contemporary art) npakTuyecky cpasy nocsie ero nosiBAeHus
0603HauMNach TEHAEHLMA MPUMEHEHNA TEXHWUK M MaTepunasnoB, He CBOMNCTBEHHbIX
NCKYCCTBY Kak TakOBOMY. XyAOXHWUKN CTapaancb OTOUTU OT GOpManbHbIX MOUCKOB
MOZEepHM3Ma 1 A0BUTbCA HOBOM peanbHOCTN B OTOOBPaKEHNM BadKHbIX TOMOCOB

C nomoLLbto NpodaHHbIX 6bITOBbIX NpeamMeToB. C koHua 1980-x — Hayana 1990-x
COBPEMEHHOEe NCKYCCTBO HauMHAeT akTMBHO pa3BMBaTbCs B LieHTpanbHOM A3nm

B HOBbIX HaLMOHaNbHbIX rocygapcreax, bbiBwnx pecnybamkax CCCP. Xya0XHMKM pernoHa
BK/IFOUAIOTCS B MUPOBbIE MPOLLECChI U € yHexXAeHHOCTbI0 HEODMTOB OCBanBaOT HOBbIE
XYAOXeCTBEHHble TeppuTopum. K ueMy npuBenn Takme npakTMKn 1 Kakme 3ajadm oHu
peLuanu, YTo HOBOTrO NPUBHECAW B apT-MUP 1 KaKyto napaanrMy nopoaAnan? 3tm un apyrve
BOMPOChbI 334at0T BEKTOP M NpobaemaTtunky AaHHOro nccnegoBaHus. ViccnepoBanme
NPOBOAMNOCH Kak Ha Tepputopun LieHTpanbHO-A31MaTCKOro permoHa, Tak 1 3a pybexkom,
B YaCTHOCTM B pamMKax CTUMEeHAMaNbHOW nccaesoBaTenbckon nporpammbl Getty Research
Institute no Teme Art & Technology (2023-2024, NNoc-AHpxxenec, CLLA).

Llenb nccnesoBaHusa — NpocaeAnTb OCHOBHbIE TPAEKTOPUN MCMONb30BaHNA HBbITOBbIX
eXeAHeBHbIX TEXHOIOTVI B COBPEMEHHOM MCKYCCTBE XYAOXHUKOB LleHTpasbHO-
A31aTCKOro pernoHa 1 NpoaHaan3vpoBaTh B3aMMOOOYCNOBAEHHOCTb ObITa M 3K3UCTEHL MM
XYAOXKECTBEHHOM Cpeabl.

3afaun nccneaoBaHms:

« chopMyMpoBaTb HayuYHy0 NpobaemMy 1 Lean nccneaoBaHns NPUMEHEHUS

ObITOBbIX TEXHONOTMIA B COBPEMEHHOM UcKyccTBe LleHTpanbHou Asny;

« chopmMmpoBaTb METOAOIOTNIO N METOAbI NCCAeA0BaHNA ObITOBbLIX TEXHOIOT M

pervoHa 1 HaMeTUTb NOCNEA0BaTENIbHOCTb M IOTUKY HAayYHOrO MPOLLecca;

«  0bOpPMUTb IMNMPUYECKNE pe3ynbTaTbl UCCIEL0BaHNA U apXMBbl aBTOPa N 0BCyAWTb

cobpaHHble MaTepuranbl NOCPEACTBOM Pa3ANYHBIX aHAUTUUYECKNX METOLOB;

* cAenaTb COOTBETCTBYIOLLME MaTepManam UCCAeL0BaHNA BbIBOAbI U MPEANOXNTb

AaNbHerLwmne BO3IMOXHOCTM Pa3BUTUSA UCCNEL0BaHUA MPUMEHEHNSA BbITOBbIX
NpPaKTUK B UCKYCCTBE.

Metoabl
MeTogon0rns nccnesoBaHns OCHOBaHa Ha CHNMXEHMM M B3aUMOMNPOHUKHOBEHUM
3MMUPUYECKON YacTK, COAepKaLLen CONMAHBIM 06BeM apXMBHOW MHGOPMaLLUK,
N TEOPEeTUYECKMX METOAOB — aHaM3a CObpaHHbIX MaTepMasoB B CPaBHEHNM
C NOA06HBIMYM NMpoLeccamu B APYrmx PErMoHax 1 CTpaHax, N3yyeHmsa amtepaTypHbIX
MCTOYHMKOB, @ TakXKe CMHTEe3a HEOAHO3HAUHbIX BbIBOAOB B CBA3U C COBpaHHOM
N HaNZEeHHON NHPOpPMaLMEN.

HaunHanocb BCE ¢ MHOroneTHero HabarAeHVsA 1 cbopa MaTepmnanos, CBA3AHHbIX
C npoueccamun 1 HacnegmeM LeHTpanbHOa3maTCKnX Xy40XKHUKOB, ¢ Hadana 1990-x rogos
M No Haww AHW. laHHaa YyacTb paboTbl NPONCXOAMAA OPraHUYHO, YTO 0BYCNOBAEHO
HenocpeaCcTBEHHbLIM y4acTUEM aBTOpPa B XYAOXECTBEHHOW XM3HW pernoHa cHavana
B KauecTBe XyJ0>XHWKa, a 3aTeM KypaTopa v ucciesosatens. bbiam ncnonb3oBaHsbl
MaTepuanbl NOCELLEHMA MACTEPCKUX XYAOXKHMKOB 1 HeDOPMaNbHOro OBLLEHNS C HUMMW.
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BosibLuyto YacTb COCTaBAAOT MaTepmasbl y4acTUa B PasvUHbIX XyAOXECTBEHHbIX
dopymax, CBA3aHHbIX C penpe3eHTaLen Ha PerMoHaNbHbIX Y MeXAYHapPOAHbIX
naoLaskax 3a 0603HaueHHbIN nepunosg. ONOpHbLIMUN ABAAOTCSA 3HAKOBblE COOLITUS

B MCKYCCTBE pPernoHa, Takme Kak BbictaBka «[lapag ranepen» (1996-2000, TMW PK nmenun
A. KacteeBa, Anmatbl, KazaxcTaH), MeXayHapOZAHbIA CEMUHAP MO TEOPUM N NPaKTUKe
coBpeMeHHoro nckyccta Art Discourse’97 (1997, bonbluaa AamaTtnHckas obcepBaTopus,
Anmartbl, KazaxctaH), MNepBas rogosas (1998, marasnH «MockBa», Aamathbl, KazaxcTtaH)

n Bropas rogosas (2000, BbicTaBOUHbIN KOMMAeKC «ATakeHT», Anmarbl, KasaxcraH),
OTUETHble BbiCTaBkW LleHTpa coBpemeHHoro nckycctea Copoca (CLLICU AnmaTbl),
«A3na-ApT» brueHHane coBpemMeHHOro nckyccrea LieHtpansHon Asnnm (1993-2022,
TalukeHT, Y36ekuncTaH), bulikekcknin nepoanpenbckmii KoHKypc (2003-2024, buikek,
Kbipreictan), ApT-pesngeHumsa Lazy Art (2009-2023, narepb «[1n1aHeTapHOe 0KO»,
Tocop, Kblprbi3cTaH), akcnepuMeHTanabHbIV NPOeKT «oncnamckoe Haciesme

B Ky/ibType TagXuKucTtaHa (HeMy3elriHaa nHTepnpetaumsa)» (2008, Apt IpayHa, AywaH6e,
TagXnkncTaH) u MHorue apyrue. bosblias yacTb MmatepmanoB onnpaetcs Ha paboty
pernoHasbHbIX MHCTUTYLMIA. Cbirpanu CBOO posb B cbope nHGopMaumm 1 matepunanos
Tak>Ke cobbITUA B ranepesx U BbICTaBOUHbIX LieHTpax — Aspan Gallery (Anmatbl),

LieHTp coBpemeHHOW KynbTypbl «LleanHHbi» (Anmarsl), ArtBatFest (Anmatsl), LLikona
XyfAoxecTBeHHOro »ecta (Aamartbl), Teatp 705 (buwkek), ctygma Museum (Buwkek),

OO ArtEast (buwkek), buiikekckas WwWKona COBPEMEHHOro UckyccTea (bulukek),
KynbTypHbI ueHTp «Kyayk» (buwwkek — ywanbe), OO «ApT 'payHa» (AywaHb6e),

139 Documentary Center (TawkeHT), LleHTp coBpemeHHOro nckyccraa (TawkeHT)

N APYTUX UHCTUTYLMAX. Be3yCcnoBHO BaXXHbIM PeCypCcoM ABAAOTCA MaTepuasibl 3HaKOBbIX
MeXAYHapOAHbIX GOPYMOB, B KOTOPbIX MPUHMMANN yYacTue Hallu XyAOXKHUKM

n Kypatopsbl. Cpesmn TakoBbIX M3BECTHblE TOMOBbIE NJOLWaAKN — BeHeunaHckas,
Crambynbckas, CugHenckas, LLlaHxanckas GreHHane COBPEMEHHOTO UCKYCCTBa, BbICTaBKM
B BEAYLLUNX apT-UHCTUTYLMAX — [Jome MupoBbIx kyabTyp (bepanH, l'epmaHus), Mysee
cospemeHHoro nckyccta (Ceyn n CysoH, FOxHasa Kopesd), Cteaennk mysee (AMctepaam,
Huaepnanabl), My3ee coBpemeHHOro nckyccrsa (AHTBepreH, benbrus), B LleHTpe XXopxka
Momnugy (Mapux, ®panHuuns), B Mysee Tekctuna (FToHkoHr, KHZAP), Bo MHOrmx apyrunx
ranepesx 1 BbICTaBOYHbIX 3a71aX MuMpa.

BaXKHbIM NCTOUYHMKOM cbopa MHPOpMaL MK ABAAETCA CeTb VIHTEPHET 1 OHMaMH-
pecypchbl, ABAAOLMECA apXMBaMU COBPEMEHHOIO UCKYCCTBA PernoHa. TakoBbiMu
MOTYT CUMTaTbCA OAWNH M3 NepBbix B pernoHe Astral Nomads — apxuBHbIv pecypc
0 coBpeMeHHOM mnckyccte LieHTpanbHon A3unm (Astral Nomads), Be6-caint Aspan Gallery,
apxuBHbI NpoekT Horizon LieHTpa coBpemeHHoON KynbTypbl «LeanHHbin» (Horizon),
JINYHbIE CTPaHULbI coumanbHbix ceTelt Facebook m Instagram.

CnepyrowM BaXkKHbIM 3TanoM UCCNeA0BaHNA ABUNOCh U3yYeHNe TeopeTUyeckmnx
NCTOYHMKOB B bubanoTeke ViccneagoBatenbckoro nHCTuTyTa Fettn (Jloc-AHpxxenec,
CLUA) n pecypcax, JOCTYMNHbIX Yepes3 nopTtan 3Ton bubanoteuHon cuctemsl. B npouecce
N3y4eHMA CTaNo NMOHATHO, YTO XYAOXHUKM COBPEMEHHOIO MCKYCCTBA Pa3HbIX CTPaH M1pa
Nno TeM AN UHBIM NPUYMHAM NPUMEHSAN N NPOAOIXKAOT NCMONb30BaTb TEXHOIOTUN
eXeAHeBHOro H6bITOBaHMA 418 CO3aHNSA CBOUX XYAOXKECTBEHHbIX BblCKa3blBaHUN.
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Tak, Hanpumep, APKO NPOABUNO ceba MeXayHapOoAHOe apT-COOBLLLECTBO XYAO0XHNKOB,
KOMMo3uTopoB 1 no3toB Fluxus, koTopoe paboTano ¢ koHua 1950-x n go 1980-x
B EBpone, CeBepHoi AMepuke n KOro-BoctouHon Asmu. MNocnegoBaTeny apT-coobluectsa
NPOTUBUANCE MEXAYHAPOAHOMY MEVHCTPUMY MOZEPHM3MA M NMpeanaraan cBou
anbTepHaTVBHbIe MNYTU NPOrPeCcCMBHONO pPas3BuTMA nckycctea. OanH ns angepos Fluxus
XyAOXHUK Meopr MacuyHac npusbiBan B MmaHudecte asmxkeHna B 1968: «<OHNCTUTE mup
OT MEPTBOrO UCKYCCTBA, UMUTaLMK, NCKYCCTBEHHOTO UCKYCCTBa... [TpoaBuraliTe xumBoe
MCKYCCTBO, aHTUMCKyccTBO, npoasurante HEXYJOXECTBEHHYHO PEAJ/IbHOCTb, uTto6bI
OHa 6blna NoHATa BceMun Hapogamm» (Harren). Xyf0>KHMKN cOObLLeCcTBa MCNOb30BaAN
6bITOBbIE NpeaMeTbl, GaKTbl U XECTbl MOBCEAHEBHOM XU3HW B CBOEW MPaKTUKE.
OHW aKTUBHO NpoABUrany, Hanpumep, Mern-apT (MOYTOBOE NUCKYCCTBO), Nepechlnas
CBOM 0b6BEKTbI B KOHBEPTaxX M NOCbIIKax 1 NpuaaBas UM COOTBETCTBYHOLLYHO GOpMy
(cm. puc. 1). Hacneauto Fluxus nocseH 60/1bWoN 06beM NCKYCCTBOBEAUECKMNX
nccnepgoBanHnin, cpean kotopbix Fluxus Codex (Fluxus kodekc) (edited by Hendricks);
Fluxus Forms: Scores, Multiples, and the Eternal Network (@opmei Fluxus: decamku,
KpamHsele u ee4Has cems) (Harren).

Hacneane Fluxus Tak nam nHave
BAUAET Ha Pa3BUTME Pa3/INYHbIX
HaLMOHaNbHbIX apT-CLEH,
YTO OTPa>KEHO B XXYPHa/bHbIX
ctatbax: Performance Pedagogy:
Performing Fluxus Pedagogy
in a Contemporary Lithuanian
Context (ledazozuka nepgopmaHca:
lMedazozuka nepgopmarca Fluxus
8 cospeMeHHOM JIUMOBCKOM
koHmekcme) (Griniuk); Japan Fluxus
by Luciana Galliano (review) (dnoHckudi
Fluxus /lyyaHa [anesHo (pesoto))
(Punt, et al).

B npouecce n3yuyeHus
mMaTepuana ctano NOHATHO,
YTO MHOXECTBO MPOEKTOB
XYAOXHUKOB, MCMONb30BaBLUMX

noecegHeBHble TEXHONOIMU

B MCKyCCTBe, TeppMTopmaano Puc. 1. Bunnem ae PVI,D,Aep EBpOI'Ief/'ICKVlVI CKJla4 NOYTOBbIX
3aka3oB/Fluxshop. 1964-1965. MAI (MHcTuTyT Mapuu

ABctpuu). AMctepgam. ®oto Buma BaH gep JInHaeHa.

NpWHaAiexar K Tak Ha3biBaeMOMy
rnobanbHoMy HOry — xyOXXHUKaM
ctpaH Asnun, Adpukn 1 JlaTuHckor AMepuKn, 1Mbo npesacTaBUTeNsIM abOpPUreHHOro
HaceneHuns CeBepHor Amepukn, ABCTpannm, iM60 BbIBLUNX KONOHWI CTapbIX
€BPOMNencKMx UMNepuin. 3TM NPOLECChl OTPaXeHbl B NyHAMKaLMAX Pa3NNUYHbIX aBTOPOB,
Takmx kak Art & Trousers: Tradition and Modernity in Contemporary Asian Art (Mckyccmeo
U wmasel: mpaduyusa u ModepHocme 8 cospemeHHoM azuamckom uckyccmee) (Elliott);
Adjusting the Lens: Indigenous Activism, Colonial Legacies,
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and Photographic Heritage (Hacmpotika o6vekmuea: akmugu3m KopeHHbIx Hapodos,
Kos10HUA6Hoe docmosHue u pomozpagudeckoe Hacnedue) (edited by Lien and Nielssen);
Creating Aztlan: Chicano Art, indigenous sovereignty, and lowriding across Turtle

Island (Co3z0aHue AymaaHa: uckyccmeo YUukaHo, cysepeHumem KOpeHHbIX Hapooos

u nymewecmaue no Yepenawwsemy ocmposy) (Miner); The Australian Art Field: Practices,
Policies, Institutions (Mckyccmao 8 Ascmpanuu: npakmuka, NoaUMuUKd, UHCMumymel)
(edited by Bennett, et al); An Indigenous Present (Hacmosawee kopeHHo20 Hapoda)
(edited by Gibson and Porter); The Global Contemporary and the Rise of New Art Worlds
(MobaseHoe KOHMemMnopapu u 803HUKHOBEHUE HOBbIX MUpo8 uckyccmaa) (edited

by Belting, et al).

BaXkHbIM pecypcom B KOHTEKCTE JaHHOTO UCCeL0BaHMNA MOXHO Ha3BaTb Nybamkaumm,
HenocpeaCTBEHHO NMOCBALLEHHbIE MPAKTUKAM LLeHTpasbHOA3MaTCKNX XyA0XXHUKOB.

B aTOM pasy MOXHO Ha3BaTb Takue nsgaHus, kak Re-orientation: Kunst zu Mittelasien
(Pe-opueHmayus: Vickyccmeo LleHmpaneHol A3uu) (edited by Dietrich and Mortz);
Beginning in the Middle: Conversations on the Post-Soviet / Saodat Ismailova, Taus
Makhacheva, Babi Badalov, Almagul Menlibayeva, Yerbossyn Meldibekov, Alexander
Ugay, Gulnara Kasmalieva, Muratbek Djumaliev, Umida Akhmedova, Maria Mkrtycheva,
Furgat Palvan-Zade (Ha4uHas c cepeduHsl: 6ecedel HG nocmcosemckoM npocmpaHcmee
/ Caodam Vcmaunoea, Tayc Maxadesa, babu badanos, Aamazyne MeHaubaesa, EpboceiH
Menedubekos, AnekcaHop Yeal, lNyneHapa Kacmanuesa, Mypambexk [xymainues,

Ymuda Axmedosa, Mapus Mkpmeivyesa, @ypkam [ManeaH-3ade) (edited by Dekker

and Schweiger). Bonpocam nepeocMbICIEHNS NAEHTUYHOCTU LIEeHTPaNbHOA3MaTCKMX
XyAOXHMKOB nocesweHa ctatba “My Silk Road to You”: Re-imagining Routes, Roads,

and Geography in Contemporary Art of “"Central Asia” («Mol wenkosbili nymeo

k mebe»: nepeocMebiciieHue Mapuwipymos, 0opoe u 2eoepaguu 8 cospemMeHHOM UcKyccmee
«lJeHmpansHou A3zuu») (Kudaibergenova). 2n1eMeHTbl B3aMMOCBA3N PEeUTMO3HBIX
TPaaVLMIA N NPaKTUK COBPEMEHHbIX XYL0XHWKOB paccMaTpuBatoTca B cTatbe Shamanism,
Globalisation and Religion in the Contemporary Art of Said Atabekov and the Kazakh Art
Collective Kyzyl Tractor (LLamaHu3m, enobanuzayus u peauus 8 coepeMeHHOM UCKyccmeae
Cauda Amabekosa u Ka3axcko2o xydoxxecmeeHHO020 kosnekmusa «Koizeln Tpakmop»)
(Yessekeyeva and Venbrux). inHamuKa paclumpeHns BAUAHUA TPAAULIMOHHOW KyNbTypbl
Ka3axXCKoro Hapoja obo3HaueHa B cTaTbe «AKTyannsaumsa HaunmoHanbHOro Gosbkaopa

B rpaduke n kommkce KazaxcraHa» (LLapwnosa, n ap.).

Kpome n3yueHus LenenonaraHns XyA0>XKHMKOB, BaXXHOW COCTaBHOW YacCTbtO
nccnesoBaHNA ABUAACh UTepaTypa 0 GUNOCOPCKOM OCMbICIEHUN apT-NPaKTUK
MOCTKONIOHMA/IbHbIX CTPaH. B 3TOM psAay MOXHO Ha3BaTb TakMe NCTOYHMKM, Kak Post-
post-Soviet?: Art, Politics & Society in Russia at the Turn of the Decade (lTocm-nocm-
cogemckoe?: uckyccmeo, noaumuka u obujecmeo 8 Poccuu Ha pybexe decamuiemuli)
(edited by Dziewanska, et al). KoHTekcTyanmsaumsa 4eKONOHMANbLHOIO NOBOPOTA
Ha NpuMepe TBOpYECTBa NOCTCOBETCKMX aBTOPOB AaHa B CTaTbAX U KHUrax MaauHbl
TnoctaHoBou: What Does it Mean to Be Post-Soviet?: Decolonial Art from the Ruins
of the Soviet Empire (Ymo 3Ha4um 6eime nocmcogemckum?: 0eko/10HUAIbHOe UCKYCCmE0
Ha pyuHax Cosemckou umnepuu) (Tlostanova); Decolonial AestheSis and the Post-Soviet
Art ([ekosoHuaneHas scmemuka u nocmcogemckoe uckyccmeo) (Tlostanova).
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PesynbtaTtbl n 0b6cyxxaeHne

[aHHoe nccnesoBaHve BOCCTaHaBAMBAET NPOLLECC MOMCKa YyTPaYeHHOW UAWN BbITECHEHHOW
MAEHTUYHOCTU MOCTCOBETCKUX XYA0XHMKOB LleHTpanbHoM A3nmn nocne pacnaga
Cosetckoro Coro3a. iccnegoBaHme NOCBALWEHO Pa3/iMYHbIM acnekTaM BANAHUA
TPaAVLMOHHbIX ObITOBbIX TEXHOIOTUIA HAPOAOB, HAaCENABLUNX TEPPUTOPUIO ObIBLLIETO
TypkecTaHa, Ha NPaKTUKy COBPEMEHHbIX XyA0XHUKOB. /ICNoib3ya 3TK TexHoNornum,
XYAOXHWKN He TONbKO BCTYNakOT B AMANOr C aBTOXTOHHbIMU TPAANLMAMU KOPEHHbIX
3THOCOB, HO W OCYLLLeCTBAAKT PEIK3NCTEHLNIO — BOCCTAHOBJ/IEHWE CBA3M C KYNbTYPHbIM
Hacneanem rnybokoro npowaoro, no onpeaeneHunto ¢unocodpa AnbbaHa AumHre
(Achinte).

C koHua 1990-x roaoB COBpeEMEHHOE NCKYCCTBO MOCTCOBETCKUX CTPaH CTPEMUTENBHO
pa3BMBanoCb Ha GOHe aKTUBHbIX NPOLLECCOB AeMokKpaTu3auun. B 1o xxe Bpemsa
HabatoAancs akTMBHBIN MHTEPeC MeXAyHapOAHbIX KypaTopoB, UccaefoBaTenen
N My3eeB K COBPEMEHHOMY MCKYCCTBY NMOCTCOBETCKUX TeppuTopuin. OfHaKO 3TOT MHTepec
CONPOBOXAANCA MONCKOM CaMbIX 3K30TUYECKUX BUAOB NUCKYCCTBA M3 Tak Ha3biBaeMblX
pa3BuMBatoLMXCA CTpaH. [peacTaBUTENN MECTHOrO apT-Cco0bLLEeCTBa pacCMaTPUBAANCh
Kak HOCUTENN 1N NPOBOAHUKM MHGOPMaLMK, KOTOPYO Morin obpabaTtbiBaThb
npodpeccmoHanbl NCKYCCTBa B «Pa3BUTbIX CTPaHax» C Pa3BUTON XyA0XKECTBEHHOW
NHPPaCTPYKTYPON. Mof00HbIN NOCTKONOHMANbHBIA NOAXOA NPUBEN K NCKAXXEHMIO
CYLLLHOCTHOW OMTUKMN XyZAOXHWKOB, 06pa3HOro f3bika 1 TEXHOOTUIA, KOTOPbIE OHU
ncnonb3osanu. [laneko He BCe, faxke NCKYLLEHHble NCKYCCTBOBE/bI, BHUKANN
B UCTOPUYECKUIA M aHTPOMONOTMYECKNI KOHTEKCT OKPaHHBIX TEPPUTOPUIA COBETCKOMN
nMmnepun. C Apyron CTOPOHbI, U3HYTPU CUTyaLUU ANAEPCTBO B MO3MLIMM NPeACTaBaAeHNs
COBPEMEHHOIO NCKYCCTBA Ha «HaLMOHaNbHOW OKpPanHe» NMo-MpexHeMy npuHaanexano
MockBe 1 COCPeOTOUYEHHbBIM B HEW MHCTUTYLMAM, TakKUM Kak «MOCKOBCKMA
XYAOXXECTBEHHbIV XypHan» uau LleHTp coBpemMeHHOro nckycctea «lapax». Hecmotps
Ha 3TO, BHYTPEHHWE UTPOKM B MePy CBOUX BO3MOXHOCTEN M OrpaHNYEeHHbIX pecypcoB
npeAnpUHUMaNK NONbITKA CrnagnTb 06pa3oBaBLINNCA AncbanaHc NyTem opraHu3aumm
MECTHbIX M MeXAYyHapOZAHbIX BbICTaBOK, 06pa3oBaTe/ibHbIX MPOrpamMmm 1 nybankauui.
FeononantTnyeckne N3MeHeHUs NOCAeAHNX 1eT 0B6OCTPUAN CTPEMIEHNE NMOCTCOBETCKMX
CTPaH W MX KyNbTYPHbIX NPeACTaBUTeNel COBEPLUUTL AEKONOHNANbHbI NOBOPOT.

B 3TOM KOHTEKCTe BbIT 1 €ero TEXHONOTMN MOTYT BbICTYNaTh Kak 3K3UCTEHLMANbHbIE
WNHCTPYMEHTbI A€KONOHNAaAbHOIo NOBOPOTa. Tak, HeMpaBMIbHOE UCMOAb30BaHNE
[AOMaLLHWX TEXHONOTNI ABNSETCA OAHMM U3 Hanbonee BaXHbIX U AMHAMUYHbIX YYaCTKOB
XYAOXECTBEHHOro Pa3BMTUA B MOCTCOBETCKMX CTPaHax, GUKCUPYs NHHOBALMOHHOE
CVAHNE TMOPUAHBIX TEXHONOTMYECKNX MOAYCOB N GuaocodCKmx ANCKYpPCOB. BaxkHoe
3HayeHwue B 3TOW CBA3M NpuobpeTaeT NOHATME «3K3UCTEHLMN» He TOJIbKO KaK KaTeropum
CyLLeCTBOBaHMA XyAOXHNKa B MUpPe, HO 1 B GMAOCOPCKOM CMbIC/E, MpeanonararoLem
OTBETCTBEHHOCTb XyZAOXHWKa B 06pEeTeHNM CBOEW YHUKANbHOW CYyLLIHOCTW; OCO3HAHWS
cB06OAbI BbIOOPa NAEHTUUYHOCTU U ee BELLHbIX, MPEAMETHbIX MapKepOB; OTBETCTBEHHOCTb
3a npegsaaraemMble MHTepnpeTaumm Co3AaHHbIX 06pa3oBs, UX OTANYNE OT APYrX
XYA0XXECTBEHHbIX CUCTEM; MOHMMaHMe KOHEYHOCTU XyAOXKECTBEHHOTO XeCTa, ero
CUFOMWUHYTHOCTW, BPEHHOCTU 1 B TO XXe BpeMa AaaLlerocs 6eCKOHeUHo 3a cyeT
TPaHCAALMN XYAOXKECTBEHHOTO BblCKa3biBaHNA. OCHOBHOE CoAep>KaHne BbiCKa3blBaHMA
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NPV 3TOM KOHCTPYMPYETCs U3 MOAYCOB, He CBONCTBEHHbIX KN1aCCUYECKOMY MCKYCCTBY

N NCKYCCTBY MogepHM3Ma. Cnocobbl U TEXHONOTMM 34eCh Kak ByATO MCMOb3YHOTCA
HenpaBW/bHO, He NO Ha3HauyeHuto. OHWM NpeaHa3HayYeHbl 4NA ObITOBbIX, €XKeAHEBHbIX
HY>J, 418 ObITOBaHWSA, @ He ANA CO34aHuA CMbICNOB. Ho LieneBas ycTaHOBKa aBTopa
MeHSET CoAep>KaHue BbiCKa3blBaHWA K AeNCTBUTENbHOCTH, Aenas npeaMeTbl ObITOBaHUS
aNbTePHaATMBHbIMU MEANNHBIMU MHCTPYMEHTaMMU.

Mpobnema HeNpaBMIbHOrO NCMOAb30BaHUA TECHO CBA3aHa C OMTUKOW anbTePHATUBHBbIX
TOUeK 3peHus, Uan, uuTnpysa Kypatopa Xaaxy Kum: «Mmunax — 3to npototmn megma
“ MearanbHOCTU. No3TOMYy NOHMMaHKe MeAna Kak rOpM30HTa Hallen TeNeCHOCTU nMeeT
pellatolLiee 3HaUYeHVe 414 BOMPOCOB: YTO f BUXY (4TO MHE MOKa3bIBarOT) B peanbHOCTU?
Kak Ham >uTb ganbie? Kyga mbl ngem? "HenpaBuabHoe NCNoib3oBaHMe" HOBbIX
WAN CTapbIX MeAna — 3TO TakKe He TeXHUYecKas UM NporpaMMHas olwmnbka, a nHoe
NOHMMaHMWe, anbTepHaTMBHaA BO3MOXHOCTb 1 BOObpaxkeHne» (Kim).

HoBble TVNbl BU3yaslbHOrO NMpeAcTaBAeHVA U albTepPHATUBHbIE BapuaLMn N3BECTHbIX
TPaAVLMOHHbIX TEXHWUK BELLHOrO MUpa NPOSBUANCE BO MHOXECTBE GOPM COBPEMEHHOM
XyAOXEeCTBEHHOW NPaKTUKN pervoHa. B kauecTBe aprymeHTa 34eCb MOXHO NMPUBECTU
HEeCKObKO NPUMEePOB 13 NPaKTUKN XYJ0XXHNKOB.

Acxat Axmegpbapos (KasaxcraH) urpaet ¢ npegmMeramu, ONvLLETBOPAOLLMMMN
TPaAVLMOHHbIN 06pa3s Xn3HKW, Nnpugasas UM NpubaBoYHOE CUMBOIMYECKOE 3BYYaHMe.
Xy[OXHUK BanaHCMpyeT Ha rpaHn BM3yaabHON N MCMOAHNTENLCKOW, NepdOpMaTUBHON
nnoctaceri. OH NPOM3BOAUT 0O6BEKTbI, KOTOPbIE HY>KAAIOTCA B CONPOBOXAEHUN CaMOM
aKLMM NPON3BOACTBA MW COCTaBASET NapajoKCalbHble MHCTAANALMM U3 OBbITOBbIX
npeAMeToB, NOAPa3yMeBatoLL X BNOJHE onpeaenéHHoe npesHasHayeHne. Takon
NOAXOA, C OLAHOW CTOPOHbI, MapKUPYET ero Kak XyAOXKHWKa, KPUTUKYHOLLEro rnobanbHyro
KyNbTypy COBPEMEHHOrO NoTpebaeHuns, ¢ 4PYro CTOPOHbI, OPraHMYHO BOMJIOLLAIOLLLErO
NOKaNbHbIA HOMaAn4yecknin obpas gencteunii. Ha BoictaBke B Aspan Gallery AxmegbapoB
ncnonb3yeT TPAANLMOHHbBIE Ka3axCKne KasaHbl A1 NPUTOTOBAEHNUA MULLM — YYTYHHbIe
KOT/Ibl, KOTOPbIE B KOYEBOW TPAANLMU ABAAIOTCA HE TONBbKO ObITOBLIM, HO U CaKpasibHbIM
npeameToM. [epeBepHyYTbIN KazaH — CUMBOA Pa30opeHMs, MOrPoMa, HeECHaCTbs U BOMHbI.
XYZAO>XHWK pa3Becua Ka3aHbl BBEPX AHOM, Kak KOJIOKOA, U 3pUTeNb, MPOXOAa MeXAy
HVMW, CAbILUNT MOMWHANbHbIV 3BOH, KOTOPbIV M3Aat0T CONnpuKacaroLmecs eMKoCTL.

B KOHTeKcTe KaTak/IM3MOB NocnesHuX et nHctannsauma «Cabbip» (TepneHue) (2022)
NoAHWUMAET BaXKHble NAacTbl NpobiemMaTnkm COBPEMEHHOCTHM (CM. puUC. 2). 34eCb XYAOXKHNK
NCMNONb3yeT aBTOXTOHHbIE CUMBOJIbI U MPeAMETbI HbiTa KOUEBHMKA, 3BYKW U OLLYLLIEHUS,
CBfi3aHHblE C MaMATbIO MOKONEHNA. AXMeAbsPOB — MacTep MCMNOoJb30BaHMA BbITOBbIX
npeaMeTOB A/1A CO34aHNA UHCTAaANALMA. Tak, OH y>Ke MCMOoNb30Ba Ka3aHbl B UHCTAANALUN
«OKeHiH Ke3i» (lnaza 6abywku) (2018); Xyf0XKHMK 3KCTpanoanpyeT GyHKLNIO Ka3aHOoB,
[eTCKON namATK, 06pa3oB, AENCTBYIOLLMX TaKTUAbHO, NEPOPabHO U COBLITUINHO. OH
CO34aET HOBbIN MOHYMEeHTasbHbIN 06pa3 — Bycbl, COCTaBNEHHbIE U3 CMAsAHHbIX NOMapHO
Ka3aHOB, HaHM3aHHbIX Ha KaHaT (cM. puc. 3).

MNpeamMeT KyXOHHOW yTBapwu 1 cMMBOA BaarofeHCTBMA NpeBpaTUACa 34echb
B TPaAMLIMOHHOE yKpalleHre 1 0bpa3 apxeTmna XeHLWNHbI — XpPaHUTEebHNULbI oYara.
Peavmens 3aecb nepepoXAaeTcs B ancankavHr — B lanyAapHyHo I0KaabHYH BEPCUIO
MCNONb30BaHNA MEXAYHAaPOAHOIO A3blka COBPEMEHHOIO UCKYCCTBA.
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Puc. 3. AcxaT AXMezbApOB. «OXeHiH, ke3i» (l1a3za 6abywku). 2018. NMocTHOMagmyeckme
rOPW30HTbI, BUA 3KCNo3uumu. JToHAoH. Tnapaeanyeckas ctaHumsa. @oto Teeppu ban.

Pa3MbIlLNEHWS O MOANTNYECKOWN CUTYyaLmmK B TaZXKUKUCTaHe OT OAHOM rpaxkiaHCKon
BOVHbI K ApYyror nokasaHsl B Bugeoposvke Cypané Tyinumesor “Generation Next”
(MokoneHue Next) (2014), co3pgaHHOM B pamkax KnHomactepckoun «ApT payHa»

B [ywaH6e. BkatoueHne apXmBHbIX JOKYMEHTa/bHbIX MaTepPUanoB 1 COBETCKMX
nponaraHANCcTCKUX GUAbMOB CO3ZaeT KOHTEKCT HacieAns COBETCKOWN 3noxu. Tynunesa
06bIrpbiBaeT M3MEHEHNS NAEHTUYHOCTM Ha MOCTCOBETCKOM MPOCTPaHCTBE Ha PoHe
TPaANLMNOHHOTO TaJ>KNKCKOTO BbILLIMTOrO KOBPa — CO3aHe C MOMOLLbHO KPacHOro
MMOHEPCKOro rascTyka, KOTOPbIN BAPYr NpeBpaLLaeTca B 3neMeHT xuaxaba. B nepsow
YacTu BUAEO aBTOP OOBACHSAET, Kak NOBA3bIBA/ICA NMUOHEPCKUIA FaNcTyK, Kak K Hemy
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OTHOCW/IUCb MMOHepsI. o Bepcun TynurneBon, MMOHEPCKOe ABUXKEHME N rancTyk

KaK TakOBOW CbIrpan Ba>XHYt0 pOJib B TPaHCPOPMaL MM naTpruapxasbHOro TagXKMKCKOro
obLecTBa — B NpoLieccax BbICBOOOXAEHWNA XEHLMH U YTBEPXKAEHUA LleHHOCTe
YHUOULMPOBAHHOTO PEMUHUCTCKOTrO
ABVKEHWNA N PA3BUTUA B CTPaHe
mMogzepHocTW. Bo BTopow yactn aBTop
MaHUNyAnpyeT raacTykoM v npespatiaert
ero B 3/1eMeHT xuzxaba, 3aKpbiBatoLLero
nob. Tynunesa nokasbiBaeT nNpuem
noBA3bIBaHWA Xnakaba n JeMOHCTpupyeT
npoLecchbl apxam3aLmm, NPoncxoaaLyme

B HE3aBUCUMOM TaZ>XXMKUCTaHe C MOMOLLbIO

NpeaMeTOB M JOKYMEHTaNbHbIX KajpOB
— oz

o 2 . L OB kmHOXPOHMKM (cM. puc. 4). Co3aHe
N . aboTaer B dpunbme Kak GoH BEUHOCTM
Puc. 4. Cypané Tynumesa. “Generation Next” P ¢ ¢ -
(Mokonerue Next). 2014. Bugeoctu. W He3bIbaemMoCTu Tpagnumui. Toraa kak

npeameTt TyaneTa v aTpubyT LIKONbHMKOB
COBETCKOro NMPOLUAOro BbICTYNaeT B AaHHOW CUTyaLMM CBOEro POoAa MallMHOW BPEMEHN,
KOTOpas conocTaBAseT ABa 0bpa3a 6biTA TaAXKMKCKOM XKEHLLMHbI.

Konnektne Zamanbap Art cdopmMmpoBancs kak cnocob NpuBAeUYEHUS K XyA0XKECTBEHHON
AeATeNIbHOCTU MONIOA0TO XyA0XKHMKa YbiHrbi3a AliapoBa, MepeHecLLero Taxenyro Gopmy
MHCYNbTa NOCAe MHOTONETHEro TpyAa ractapbartepa-rpy3umka B Mockse. [MpoekT
ABNAETCA NOMbITKOM peabuantaumm xyaoxHMKa Kak BaxXHOro YieHa MecTHOro apT-
CoobLLeCTBa, HO 3TO TakXKe M MOMbITKA HavaTb paccka3biBaTb O MPOLEeccax COBPEMEHHOTO
NCKYCCTBa B permoHe Ha Kblprbl3ckoM fA3bike. [Teprnoanyeckn cobnpasnch B JomMe
YbIHrbI3a, XyAOXHUKN
obcy>xaaroT nocnesHe
HOBOCTM, PUCYIOT BMeCTe
C HAM, NPUAYMbIBatOT
nepdopMaHChbl, CNeKTakan
N CHMMaIOT KOPOTKME
BMAEOPONNKM
Ana Instagram. «KblILWwKbl
TeaTp» (3umHUlU meamp) —
OAMH 13 NPOEKTOB
konnekTnea Zamanbap
Art — cOOpHMK KOPOTKMNX
BMAEOPONNKOB,

Puc. 5. XypoxecTBeHHbIV konnektne Zamanbap Art. «KblLikbl TeaTp»
paboTatoLmx Ha rpaHmn (BumHuii meamp). 2024. Buaeoctua.

CMeLLEeHMNA BbICOKOro

1 NpodaHHOro, TParnyeckoro n POHUYHOro (cm. puc. 5). NMoaaep>kka Apyra n Koaneru
BbICTyMaeT NPMMEPOM HacTosLLEero «bpaTcrTBa XyA0XXHUKOB», KOTOPOE BblIMBAETCA

B 06pa3 XM3HW C OAHOW CTOPOHbI U NepenaBafeTCs B XyL0XeCTBEHHbIA 0bpa3

N 3K3UCTEHLMANbHOE OCMbICNIEHME C APYTOMN.
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TBOpYecTBO y36eKcKon XyAoXKHULbI Annapbl KannoBow accoummpyeTcs
C TPAAVLIMOHHOWN TEXHUKOW TKayecTBa «MKaT» 1 TPaAMLIMOHHBIM PEMECNIOM U3rOTOB/IEHMA
HaLMOHaNbHbIX XanaToB. V1, Ka3zanocb 6bl, 3TV 06BEKTbI OTHOCATCA K AeKOPaTUBHO-
NPUKAALHOMY UCKYCCTBY, HO KavnoBa ymMeno Ncnosab3yeT TpaauLMOHHbIE pemecna
B KayecTBe MHCTPYMEHTOB U TEXHONOTNIN COBPEMEHHOTO MCKYCCTBA. XYA0XKHMLLA
MCNob3yeT MPUEM, KOTOPbIN MOXHO Ha3BaTb METOHUMUEN — NepPEVMEHOBaHMNEM,
ynotpebaeHnem 3amellatoiero deHoMeHa B NepeHOCHOM 3HayeHun. Kannosa
TPaHCAMPYET CNOXHbIe Pa3HOBEKTOPHbIE MOHATUSA, MPOLECChl, NPO6AeMbl 1 ABNEHUA
C MOMOLLbHO TOYHbIX aTTPaKTMBHbIX 06Pa30B/06BEKTOB, MMEIOLLMX HECKONbKO YPOBHEM
CUMTbIBaHMA. XyA0XKHMLA paboTaeT B koanabopaLumm ¢ TpaguLMOHHbIMU MacTepamu
— KpacuabLyKaMu 1 TKavyaMu abpoBbIX TKaHeW, MOPTHbIMMU, LUBbIOLWUMWN XanaTbl,
BblLMBaibLUMKaMW. HO cO34a€T OHa MOAEepPHOBbIe CybBepCHBHbIE OOBEKTLI — TEKCTUIIb
N Xanatbl C BbITKAHHbIMW N306pa>KeHNAMM HOBbIX apXeTUMNOB NOM-KYAbTypPbl —

Mwukkn Maycowm, [lapTom Bengepom, 3Hakamun pagroakTMBHON ONacHOCTY, bpeHaamu
belweH-nHAYCTpUM 1 TOMY NOA0BHBIM (CM. puc. 6). Vicnonb3oBaHuWe xanata — Tpon,
NOAMEHSAOLWMI NepBMYHOE NpeAHa3HaYeHVe NpejMeTa O4eXAbl U BbICTyNaroLLni
NNOCKOCTbIO ANA XYAOXKECTBEHHOIO TekcTa. W, ckopei Bcero, XyAoXHMLA MHTYUTUBHO
MOHAMA NPenMyLLEeCcTBO
MCNOIb30BaHNA Xanata

Kak ¢popMbl — Befb BUAA

He KapTWHY, a Xanar, 3puTesb
NoZCO3HaTe/IbHO NpuMepseT ero
Ha ceb6s, NpMHMMaeT KOHLEeNLUIO
NINYHOCTHO, TaKTUAbHO,
NPOHMKaET B CyTb 0OBbEKTA,

KakK B HOBYH KOXY, MK
OTUY>KAaeT CO3/aHHbIM
XyAOXHWLEeN obpa3 B CBOHO
COHCTBEHHOCTb.

Bce npvBeseHHble Bbille
npUMepbl Tak Uau nHaye
WANFOCTPUPYIOT NpoLiecc
TpaHchopMau M TPagnNLIMOHHbIX
ObITOBbIX XXECTOB B TEXHONOTUIO Puc. 6. lnnapa Kannosa. «TpeBoXHble 3Hakn». 2020. LLenk,
CO3[aHNA XYyAOXKECTBEHHbIX xn0nok, site-specific Hctannaums. ®oto Aspan Gallery.
06pa3oB, B CybBEPCMBHYIO Urpy
CO WTamnamu. B To ke BpeMs NpoLLecc OCMbICNEHNS XYLOXHUKAMWN CBOEN TIMYHOCTHOM
NOKaNbHOW CYLLHOCTW Yepes MPUBbIYHbIE XEeCTbl C NpeAaMeTaMu bbiTa MepeBoanT Urpy
B pa3pAj KOHTEKCTyaM3npoBaHHOro Tpora. Yto nonagaet B ANCKYPC AEKONOHWAIbHOIO
noBOPOTa, UK, UMTUPYa dunocoda MagmnHy TaoctaHOBY: «[leKONOHMaNbLHOE UCKYCCTBO
BCTPAXMBAET ANUXOTOMUN NPEKPACHOTO U YPOANNBOTO, TPAarm4eckoro n KOMmM4YecKkoro,
BbICOKOTO ¥ HM3KOoro. OHWM COCYLLLeCTBYHOT M B3aMMOMPOHUKAKOT B AeNCTBUTENBHOCTY,

B /I0AAX, B UCKYCCTBE, CBA3aHHbIE C MPUHLMMNOM HEUCKIOYUTENbHON ABONCTBEHHOCTY,
KOTOPbIN MOXHO O6Hapy>XWTb He TONbKO B MHOTO3Ha4YHOW JIOTUKE, HO N B KOCMOJIOTUAX
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KOpeHHbIX HapogoB» (Tlostanova 2018). B gaHHOM cnyyae BaxkHyHO posib Urpaet
CEMaHTMKA XYAO0XKECTBEHHOTO f3blKa, MCMONb3YHOLLErO TPAAULNOHHbIE ObITOBbIE CUMBOJIbI
Kak Mapkep cBoeobpa3uns 3ITHOCOB, MaprMHaAM3nMPOBaHHbIX COBETCKOM UMMNEPUEN.
Mpeanonaraetca nccnefoBaHne CMbICNOBbIX OCHOBaHWI UCMOb30BaHUA TPAAULMOHHbIX
ObITOBbLIX TEXHONOTMIA MOCTCOBETCKUMU XYAO0XKHUKaMW, rae ANXoToMmna npodaHHOro

N CaKpasbHOro NepennaBaAroTCA B CyOCTpaT HOBOM aBTOXTOHHOCTW.

3akntouyeHune

JTO nccnefoBaHMe packpbiBaeT BaXKHble acneKTbl MONCKA UAEHTUYHOCTU XYAOXKHNKOB
LeHTpanbHomn A3un nocne pacnaga Cosetckoro Cotoza. OHO obpalaeT BHMMaHWe

Ha BANAHME TPAAULIMOHHBIX JIOKabHbIX TEXHOJIOTMI Ha COBPEMEHHYHO MPaKTUKY
XYAOXHWUKOB. B pe3ynbTate NCnonb3oBaHMA ObITUNHBIX XECTOB XyAOXHUKN BCTynaroT
B AMaNor C TpagnLmMAMN CBOUX HAPOAOB N BOCCTAHABAMBAIOT CBA3b C KYNbTYPHbIM
Hacneanem. OfHaKO OHW CTa/NKMBAKOTCA C MPO6IEMON NCKaXKeHWs CBOEro TBOpYecTBa
B rNa3ax 3apybexHbIX KPUTUKOB 1 KypaToOpoB, KOTOPbIe He BCerga NoHMMaroT
NCTOPMYECKNI N aHTPOMONOTNYECKUIA KOHTEKCT MX paborT.

CoBpeMeHHOe NCKYCCTBO LieHTPaNbHOA3MaTCKUX CTPaH nepexunsaeT HbICTPpbI
pOCT Ha pOHe NPOoLECCOB AeMOoKpaTM3aL MK, HO MPY 3TOM CTalKMBaEeTCA C MHTEPeCcoMm
WHOCTPaHHbIX KypaTOpOB, KOTOPbIN YaCcToO OrpaHMYMBaETCA NpeacTaBieHneM
3K30TMYECKMX BUAOB 1 CTOPOH TBOPYECTBa permoHa. B cBoto ouepesb, MeCTHble
XYAOXHWUKN MbITAOTCA NPOTUBOCTOATb 3TOMY MCKaXXEHWUIO, OPraHn3ys BblCTaBKM
1 obpa3oBaTesibHble MPOrpaMmsbl. bbITOBblE TEXHOIOTMN CTAHOBATCA BaXHbIM
WHCTPYMEHTOM OCMbICNEHWNA BbITVA 1 3TanoM AeKONOHWANIbLHOro NOBOPOTA, MO3BOAAA
XyAOXHMKaM 06pecTn HoBble TWMbl BU3YalbHOTO MPeACTaBAeHNSA N MHHOBALMOHHbIEe
BapuaLuy 6bITUINHBIX XXeCTOB KakK Pe3K3NCTEHLMIO TPaANLMOHHOIO 0bpasa Xun3Hu
B HOBbIX peanuax 1N XyJ0XXeCTBEHHbIX NapaAnrmax.

B nccneposaHum npeacTaBaeHbl PasinyHbIe XYA0XKECTBEHHbIE MOAXOAbI N TEXHUKW,
ncnosnb3yemble XyJoXXHUKamn 13 LieHTpanbHoM A3nn, KOTOpbIe BbIXOAAT 3@ paMKu
TPaAVLMOHHOIO MOHMMaHMA UCKyCCTBaA. XyAOXHUKK, Takme Kak AcxaT AXMeAbApPOB,
Cypawno Tynuuesa, Aunapa Kavnosa n konnektns Zamanbap Art, akTMBHO
3KCMEePUMEHTMPYHOT € 0b6bekTaMu 06uxoga, TPAANLIMOHHBIMK peMecnaMm 1 CUMBOJIaMU
HaLMOHaNbHOW KyAbTypbl, YUTOObI BbIPa3nTb CNOXHbIE COLIMaNbHbIE U MOAUTMYECKNE
naev rnobanbHOro MMpa YH1KaabHbIM aBTOXTOHHBIM A3bIKOM.

AXMeAbAPOB NCMOb3yeT 0bblUHbIe ObITOBbIE MPeAMETbI, Takne Kak KasaHbl, YTOObI
co3AaTb CUMBOANYECKME MHCTAANALMMN, KOMMEHTUPYOLLME COBPEMEHHbIE NPObaembl
pernoHa B rnobaabHOM Mupe.

KannoBa B cBOEM TBOpUYeCTBe cOYeTaeT TPaANLIMOHHOE TKayecTBO 1 pemecaa
C 31eMeHTaMu NoM-Ky/AbTypbl, CO34aBas CybBepcrBHblE 06BbEKTbI, KOTOPbIE
NepeoCcMbIC/IMBAOT TPAaANLMOHHbIE O6pPa3sbl 1 apXxeTumbl.

TyWumeBa UCMOAb3yeT KMHOA3BIK, CO3AaBas rmbpuaHbIN 06pa3 6bITUA TafKUKCKOW
XKEHLLMHbI C MOMOLLIbIO MaHUMYAALMIA C MMOHEPCKUM FaacTykoM Kak peareHToM
MONNTUYECKUX N3MEHEHWIA.

Zamanbap Art, B cBOIO ouepeab, 06beANHAET XyA0XKECTBEHHYHO NPaKTUKY
W coumanbHble Lenn, NoaAepXXnBas Koanery-XyjoXHNKa n co3faBas COBMeCTHbIe
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NPOeKTbl, KOTOPble KOMMEHTUPYHOT COBPEMEHHOE KbIPrbi3ckoe 0bLwecTBO Kak 4acTb
rnobanbHOW KynbTypbl.

B Lienom paboTbl nepeuncaeHHbIX XyA0XKHMKOB OTpaXkatoT pa3Hoobpasue
N peHoBaLMKM B COBPEMEHHOM MckyccTBe LleHTpanbHoM A3nm, noguepkunsas ero
BaXXHOCTb M aKTyaNbHOCTb B KOHTEKCTE rN0baibHbIX ANCKYCCUIA 06 MCKYCCTBE U KYbType.
WccnepoBaHme nossonseT 6onee rnyboko NOHATb XyA0XECTBEHHYHO NPaKTUKY PermoHa
N ee BK/aj B MMPOBOE NCKYCCTBO.

Bce npuBeseHHble B CCAef0BaHNN NPUMEPbI UANKOCTPUPYHOT ANCKYPC
[EKOJIOHMaNBbHOTO NOBOPOTA, KOTOPbIA pa3buBaeT AUXOTOMUMN 1 MOPOXKAaeT
Pa3NNyHbIe CMbIC/IOBbIE YPOBHU. CTAHOBUTCS MOHATHO, UTO y>Ke HeA0CTaTOUYHO
N faxke HeBEpPHO onpeaensiTb COBPEMEHHOE NCKYCCTBO CTpaH bbiBliero CoBeTckoro
Coro3a kak NocTcoBeTckoe. 3a rozbl, NpoLuesLine nocie obpeTeHns 3TuMm cTpaHamm
HEe3aBMCMMOCTH, XyAOXHMKaM yAanocb BbipaboTaTb YHMKa/NbHbIE MHCTPYMEHTbI
HaLMOHaNbHOW U IMYHOW UAEHTUYHOCTU. MpK 3TOM NOKaNbHOCTb X XYAOXKECTBEHHbIX
XEeCTOB He MNPOTUBOPEUNT rN0baNnbHOCTU XYAOXKECTBEHHOMO fA3blka COBPEMEHHOIO
MCKYCCTBA, Kak Hbl BOMAOLLLAsS SKOHOMUYECKUA TEPMUH «rIoKanu3aumm». B ceoé
BpeMaA TepMuUH «rnokan» (glocal) 6bin npumeHEH Kputnkom Akumane boHnTto OnvBa
MO OTHOLLEHUO K coBpeMeHHOMY nckycctay (Bonito Oliva). Cnycta 30 net npeacrouTt
BblpabaTbiBaTb H0s€e TOUHbIe TEPMUHbI 419 0O03HAUYEHNA N ONUCAHUSA CYLLLECTBYHOLLIMX
XYAOXECTBEHHbIX MPOLLECCOB.

Taknm obpasom, nccnesoBaHue npenonaraet aHaan3 MoAasbHOCTU UCMONb30BaHMA
XYAOXHUKaMM MOCTCOBETCKMX CTPaH TPaAULMNOHHbIX S1€MEHTOB BELLLHOrO MMUpa Kak
WHCTPYMEHTa 0CO3HaHMA 6bITUA 1 GOPMUPOBaHNA HOBOW NAEHTUYHOCTU. Ha noBecTky
BbIXOAAT OCTPble BOMPOCHI: YTO BbICTYNaeT onpeaenstowmmm G¢aktopamm Ncnoib3oBaHUs
npeamMeToB bbiTa U eXefHEBHOro 6bITOBaHMA Kak TEXHONOTMK B UcKyccTee? MNoyemy
npodaHHble NPaKTUKN CTAHOBATCA BOCTPEOOBaHHbIMW apT-TEXHONOTUAMU B TOT
WAN UHOW NepUoA BpeMeHW B pa3Hbix cTpaHax? Kakum obpa3om BelLHbI MUp
CTAHOBUTCH 3K3UCTEHLMANbHO O3HAYEHHbIM 1 NMEPEXNBAEMbIM COBPEMEHHbBIMU
XYAOXHUKaMK? YTo cOamxaeT n 4to pasgenser NpakTUkn XyaoxHuKkos Fluxus,
npeactasutener rnobanbHoro Kora 1 nocrcosetckmx Tepputopurii? Kakme Bbi3oBbI
CTOAT Nepes NPeacTaBUTENIMN U MHCTUTYLMAMU apT-Mypa B CBA3M C Pa3BUTMEM
NOAOOHBIX XyAOXECTBEHHbIX MPAKTUK? B LLesIoM TpaekTopusa UccaesoBaHusA NO3BOANT
BbIBECTN COBPEMEHHOE UCKYCCTBO PernoHa Ha YpoBeHb rnobanbHOM ANCKYCCUN
O AEeKONOHNANbHOM NMOBOPOTE U PEIK3IUCTEHL MU KaK KPUTUUYECKMX MHCTPYMEHTax
OBHOBIEHNA KY/NIbTYPHbIX OCHOB YeNoBeYecTBa.
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KocbimMLua

1 7 3 9 Py36ex Hadpucu
Contyctik KanmpopHuaaassl MpaHablk aMepuKaHblKTapabiH,
caHTypZa oWHay Taxipubeci (a+oiitibiHLLIa)

1-wi cypet CaHTypZblIH, >Xannbl cxemacsl. (Mansap 55).

2-wwi cypet Kbi3fangaktap (Hapasbliblk dHYpPaHbl).

40 5 3 Anmat Ns6ambetos, TolkaH ErmHb6aeBa
Axmet XKybaHoB neH flatnd Xamuanain «Abain» onepacbiHaafbl Abai

NapTUACBIHbIH, UHTEPMITIHAIK epeKLUeNiKTepi (a+bl/iLLbIHLLI)

1-wi Mbican «Ke3iMHiH, kapacbi»

2-LWi Mbican «Kawn Tankbl kyn angbiHa»
3-wi Mblican «¥3bIH KalblH»

4-wi mbican «bipeyaeH bipey apTblnca»
5-wi mMbican «ATTbIM casiem, Kanamkac»

7 5 1 01 [Jamup Ypasbimbetos, TorkaH Monganim
Xopeorpadusanbik xobanapfa My3blka Xacay (Kernctep MeH TpeHaTep)
(arblWbIHWA)

1-wi cypet K. AbaynnnHaHbiH My3bikacbiHa M. Abybaxpuesa KolifaH «OT Kbi3»
6anerti. OT KbI3 — Hazepke AimyxameToBa, MepreH — CyHaeT CynTaHOB.
2023. AcxaT HypekunHHiH poTochl.

2-wi cypet A. PalibIMKynoBaHbIH My3blkacbkiHa . KoBTyH KolifaH «Ko3bl Kepnel —
baan Cyny» 6aneri. Kogap — EpkaHat Epmarambet, KypTka — Pu3a
KaHaTtkbI3bl. 2020. AcxaT HypekuHHIH GoTOCHI.

3-wi cyper K. WWingebaeBTbIH My3bikacbiHa A. CaapblkoBa KolifaH «AcTaHa baneT»
TeaTpblHAafbl «TypaHfa Typasbl aHbl3» 6aneTi. 2020. AcxaT HypekuHHIH
doTocsl.

4-wi cypet K. KyaHbiwbaes aTbiHAafFbl Ka3ak My3blkanblk Apama TeaTpblHbIH,

caxHacbiHga FOHECKO gemeyuinirimen etkeH «The Planet of Art 2023 —
XKyperimis yHgecciH» KasakctaHablk yaTTbik KOHECKO kny6TapbiHbIH,
besepaumacbiHbIH Xanblkapablk My3bika decTnBani naypeatrapbiHbliH,
opblHAAYbIHAaFbl «baxTblH, UHTEHLMANAPbI» KOWbINbIMbI. My3bika —

M. C. bax, My3bikanblk npoatocepney — B. Kanunesa, [. Ypa3bimbeToB,
aparxuposka — /. Hyrmetos. 2023.

5-wi cypet “LightHouse"” («LLlamLublipak») My3blkanblK-xopeorpadusbik,
6eiHeknmni. 2020.
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1 02 1 1 9 Mwuxann OBUMHHUKOB
1920-wbl Xblngapaarbl ©36eKcTaH MeMIEKETTIK OHep MypakalibIHbIH,

«eH XaHa baFblTTap KeckiHgeMeciH» Kabblagay, skcnosumuymanay
>KaHe TYXblpbIMAay (0pb/cLua)

1-wi cypet TawkeHTTeri ¥abl Hukonah KOHCTaHTMHOBNY capalibiHAafbl eHep
Mypaxkanbl, 1920-wwbl Xblngap. ©MOM MypaFaTbiHaH.

2-wwi cypet B. Mugnepain TypkictaH MypaxalibiHa «KeTrereH kapTuHanapsbl»
any Typanbl Xanblk afapTy komuccapuatbl beiiHeney eHepi benimiHe
apbi3bl. PMOOM-HaH.

3-wi cypet TalUKeHT Mypakalbl YLLiH CypeTLUinep TybIHAbIIAPbIH caTbim any Typasbl
My3eli 610pOCbiHbIH, xabapaamacbl. PMOOM-HaH.

4-wi cypet A. MMPOHOBTbIH, 3KCMO3MLMA XOCNapblHAafbl «bypiKyasnanbik,
M3ZEHMET 3IEMEHTTEPIHIH biAblpaybl» BeniMiHAeri XXyMbICTap Ti3imi,
1929. ©MOM fbinbiMK MypafaTbiHaH.

1 20 1 40 FOnna CopokunHa
OpTanblk A3VAHbIH Ka3ipri 3aMaH eHepiHAeri eMip cantbl

MeH 3K3UCTEeHUMACHI (Opbiciia)

1-wi cypet Bunnewm ge Pugpep. Eyponanbik nowwTanblk TancbipbiC KOMMachl/
Fluxshop. 1964-1965. MAI (Mapwusa ABCTpYsA MHCTUTYTbI). AMCTepaaMm.
BuMm BaH gep JIMHAEHHIH doTOoCh!.

2-wwi cypet AcxaT AxmeabapoB. «Cabbip». 2022. IHcTannauma, kasaHaap.
Aspan Gallery-abiH ¢poTochl.

3-wi cypet AcxaT AxMeabApoB. «OXeHiH, ke3aepi» 2018. Moctkewneni
KOKXMeKTEpP, 3KCNO3ULLMA KepiHici. JToHJoH. TnapaBavkanbik CTaHLUs.
Teeppw bangbiH doToChI.

4-wi cypet Cypaiié Tyinumesa. “Generation Next". 2014. Bugeoctua.
5-wi cypet Zamanbap Art eHep yKbiMbl. «Kbickbl TeaTp». 2024. Bugeoctua.

6-wwi cypet [Annspa Kanbinosa. «[labbin 6enrinepi». 2020. Xibek, MmakTa,
site-specific nHctannsaumsacel. Aspan Gallery-apbiH doTochl.
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Appendix

Asset Jumabayev, Aizhan Berdibay

Kamar Kassymov, a Musical Instruments Artisan for the Kurmangazy
Kazakh National Orchestra of Folk Instruments (in Kazakh)

Photo of Kamar Kassymov. Central State Archive of Kazakhstan.
Fund 1823, Reg. 3, File 85, P. 2.

K. Kassymov's rationalization certificates. State Archive of Almaty.
Fund 435, Reg. 26, File 1.

Patterns of dombra and kobyz instruments made by K. Kassymov.
Pavlodar, the Fund of Maira Shamsutdinova House-Museum
of Songwriting.

Dombra Artisans. Fragment. Central State Archive of Film and Photo
Documents and Sound Recordings of the Republic of Kazakhstan,
no. 223.

Description of the dombra structure. Kamar Kassymov, Pavlodar,
ECO, 2004, p. 206.

Dombra of K. Kassymov, presented to I. Stalin. Central State Archive
of Film and Photo Documents and Sound Recordings of the Republic
of Kazakhstan, no. 194.

East Kazakhstan dombra made by K. Kassymov. Almaty,
the Fund of Yklas Dukenuly Museum of Musical Instruments.

Dombra bass made by K. Kassymov in Mongolia. (The surname

and name of the artisan, the city, as well as the year of manufacture
are indicated inside the instrument’s body). Almaty, the Fund of Yklas
Dukenuly Museum of Musical Instruments.

Mikhail Ovchinnikov

Inclusion, Exposition and Conceptualization of the “Paintings
of the Latest Tendencies” at the State Museum of Arts of Uzbekistan
in 1920s (i1 Russian)

The Art Museum in the palace of grand duke Nikolay Konstantinovich
in Tashkent, 1920s. Archive of State Museum of Arts of Uzbekistan.

Viktor Midler's formal letter to IZO Narkompros requesting “the missing
paintings” for the Turkestan Museum. The Russian State Archive
of Literature and Art.
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Figure 3 Notification of the Museum Bureau on the purchase of works
from artists for the Tashkent Museum, dated 17 March 1921.
The Russian State Archive of Literature and Art.

Figure 4 The List of works from the section “Disintegration of Elements
of Bourgeois Culture” in the exhibition plan by A. Mironov, 1929.
Archive of State Museum of Arts of Uzbekistan.

1 20 1 40 Yuliya Sorokina
Everyday Life and Existence in Contemporary Art of Central Asia

(in Russian)

Figure 1 Willem de Ridder, European Mail-order Warehouse/Fluxshop.
1964-1965. Photo Wim van der Linden, MAI (Maria Austria Institute,
Amsterdam).

Figure 2 Askhat Akhmedyarov, Sabyr. 2022. Installation, kazan cooking pots.
Photo Aspan Gallery.

Figure 3 Askhat Akhmedyarov, Grandma'’s Eyes. 2018. Postnomadic Mind
exhibition view. London, Hydraulic Power Station. Photo Thierry Bal.

Figure 4 Surayyo Tuychiyeva, Generation Next. 2014. Video-still.
Figure 5 Zamanbap Art Collective, Winter Theatre. 2024. Video-still.

Figure 6 Dilyara Kaipova, Hazardous Signs. 2020. Silk, cotton, site-specific
installation. Photo Aspan Gallery.
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17-39

PucyHok 1

PucyHok 2

40-53

Mpumep 1
Mpumep 2
Mpumep 3
Mpumep 4
Mpumep 5

75-101

PucyHok 1

PucyHok 2
PucyHok 3
PucyHok 4
PucyHok 5

PucyHok 6

[Mpnno>xeHune

Py36ex Hadpucu

MpakTrKa Urpbl Ha caHType aMepuKaHLEeB MPaHCKOTO NMPOUCXOXAEHUA
B CeBepHoli KanndopHuw (Ha arenutickom)

Ob6wwas cxema caHTypa (MerBap 55).

TronbnaHbl (TMMH MpoTecTa).

Anmat Ns6ambetos, TolkaH ErmHb6aeBa

OcobeHHOCTV MHTepTeKCTa B NapTum Abas 13 OAHOMMEHHOW onepsbl
Axmeta XXybaHoBa 1 flatbida XaMUAW (Ha aHz/LLcKoM)

«CBeT oyert Mounx»

«KakoW Tonbko pa3roBop He BegeTca pabom»
«Bblcokasn bepesa»

«Ecnu ofnH NpeBoCXOANT Apyroro»

«[MpuBeTcTBYtO TEbA, Kanamkac»

Acet [Ixxymabaes, AiixkaH bepaunbai

Mys3blkanbHbIN MacTep Ka3axckoro HaLvoHanbHOro opkecrpa
HapOAHbIX MHCTPYMeHTOB UMeHn KypmaHrasbl — Kamap Kacbimos
(Ha kazaxckom)

®oto K. Kacbimora. L[A. ®. 1823, on. 3, 4. 85, cB. 2.

PaunoHanmzatopckme cemaetensctea K. KacbimoBa. AnmMaTuHCKUiR
ropogckon apxus. ®. 435, on. 26, 4. 1.

LLlabnoHbl gombp n kobbizos K. KackimoBa. . [MaBnogap. ®oHg,
[Joma-mMy3es neceHHOro TBopyecTBa MMeHu Maipsbl LLlamcyTamHOBOW.

Mactepa gomb6pbl. LIFA KO3 PK. N2 223. LleHTpanbHbIN
roCyapCTBEHHBIA apXmB KMHOPOTOAOKYMEHTOB 1 3BYKO3arMmuCK.

O603HaueHWs YacTel CTPYKTypbl 4OMOpPbI. bagenxaH, AnxaH,
n 3abupa Xakuwesa. Kamap Kaceimos. Masnogap, KO, 2004, 206 c.

[Jombpa K. KacbimoBa, nogapenHas V. Ctanuny. LIFA KO3 PK.
N2 194. LleHTpanbHbIV rocyAapCTBEHHbIV apXnB KMHODOTOLOKYMEHTOB
1 3ByKO3anucu.

MeXpayHapoaHbIi peueH3npyemblil xypHan Saryn 145




CSapyn N2 2. 2024

PucyHok 7 BoctouHokasaxctaHckas gombpa, nsrotoneHHas K. KacbiMOBbIM.
r. Anmartbl. @oHg My3es My3blKaabHbIX MHCTPYMEHTOB MEHM
blxnaca [lykeHynbl.

PucyHok 8 [Jlombpa b6ac, nsrotoeneHHas K. KacbimosbiM B MoHroamu.

(BHYTpM Ky30Ba MHCTPYMeHTa 0603HayeHbl GaMuans 1 nMa Mactepa,
ropos, a Takxe rog, n3rotobsneHus). r. Aamatbl. PoHa Myses
My3bIKaslbHbIX MHCTPYMEHTOB MMeHW blxnaca [lykeHynbl.

7 5 1 O 1 [Jamunp Ypasbimbetos, TorskaH Monganvum
Co3zgaHune My3bIkK A5 Xopeorpapryecknx NpoeKkTos
(KeMCbl M HaNPaBAEHWS) (Ha aH2/ILLCKOM)

PucyHok 1 «OT KkbI3» K. ABgynnnHom B noctaHoBke M. ABybaxpueBoii B TeaTpe
«AcTaHa banet». OT kbi3 — Hazepke AlimyxameToBa, MepreH-cTpenok —
CyHget CyntaHoB. 2023. ®oto Acxata HypekuHa.

PucyHok 2 «Ko3bl Kopnew — basiH Cyny» A. PavMKy0BOW B NOCTaHOBKe
I'. KoBTtyHa. Kogap — EpkaHat Epmarambet, Bonunua — Pusa KaHaTtkbi3bl.
2021. ®oto AcxaTta HypekuHa.

PucyHok 3 «JlereHga o TypaHre» Ha My3bIky K. LLUnnbaebaeBa B noctaHoBKe
A. CagblkoBoW B TeaTpe «ActaHa banet». 2020. Poto AcxaTta HypekunHa.

PucyHok 4 «HTeHumn baxa» B ncnonHeHun naypeatos MexzayHapogHOro
My3bikanabHoro dectmrBans Kaz®YKA «The Planet of Art 2023 -
Ceepum cepaua» nog arngoin FOHECKO Ha cueHe Kasaxckoro
My3blKalbHO-ApamaTtunyeckoro Teatpa uMeru K. KyaHbilubaesa.
Mysbika W. C. baxa, xopeorpadpus J1. CoHa, My3bikanbHoe
npoatocvposaHuve B. Kannesoi, [l. Ypa3bimbeToBa, apaHXXmMpoBKa
M. HyrmeToBa. 2023.

PucyHok 4 Mys3blkanbHO-xopeorpadpuueckmin Bugeokaun LightHouse («<Mask»). 2020.
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