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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
2-wi Ti3beciHe eHrisingi («kBHep >xaHe ryMaHUTapbiK FblabiMaap» 6eniMi). COHbIMeH kaTap,
Saryn KAb (KazakcTaHablk gaviekces 6asackl), YMFTCO (¥ATTbIK MEMAEKETTIK FblIbIMMU-
TeXHWKasblK capanTtama opTanbifbl), Knbep/leHuHkaga nHaeKcTenesi.

Saryn >xxypHasbl aBTOpaapfa XapuanaHfaH Matepuangapipbl 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 2nd List of publications 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 Cnuncok 2 MepeyHs nsgaHuii, pekomeHayembix Kommutetom
no obecrneyeHunto Kayectsa B chepe Haykun v Bbicliero obpazosaHus (KOKCHBO)
MwuHUCTepCTBa HayKu U Bbiclero obpasosaHuns Pecnybankm KasaxcraH (npukas N2 101
ot 25.01.2024) ans ny6avKaL M OCHOBHBbIX Pe3yNbTaTOB HayYHOWN AeATeNbHOCTU (pa3gen
«ckyccTBO 1 ryMaHuTapHble Hayku»). NMomumo atoro, Saryn nHaekcmpyetca B KbL,
(KasaxcraHckon 6a3e untnposanms), HLIFTHTS (HaunoHanbHOM LieHTpe rocyAapCcTBEHHOM
Hay4HO-TeXHWYeCcKon skcnepTm3bl), Knbep leHunHke.

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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Kipicne ces

KypmeTtTi okbipmaHaap!

Xanblkapasnblk peLeH3nanaHaTblH Saryn XypHablHbIH 6eTTepiHe Tafbl Aa KOL KengiHizgep. bigin,
peaakLmaMbI3 dpKaLlaH fblibIMU BifliM MeH OCbl canaja facblpaap 60Wbl KanbinTackaH agam eHoeriHiH,
nocTynattapbliHa agan 6onyfa Teipbicagbl. MakananapmeH >yMbicta 6i3 yLiH cana apKallaH GipiHLWi opbiHAA.

2024 xblifa apHaifaH eKiHLIi caHbl Xapblk KOPreHHEeH KeWiH, Wwingese 6i3 xanblkapanbik pesakunsibIK,
aNKaHblH Ke3€eKTi OTbIPbICbIH ©TKIi34iK, OHAA XYPHanAbl d1eMAIK FbIIbIMU KEHICTIKTE inrepinety Macenenepi
K9He aBTOp/JIapMeH e3apa apeKeTTecy Xongapbl Tankplnavabl. CoHaan-ak, KasakcraH Pecnybavkacs foiabiM
>KHe Xofapbl 6iniM MUHUCTPAIr FbiNbIM canacbiH kKamMTaMachl3 €Ty KOMUTETIHIH, Ka3ipri Kbi3mMeTkepsepi
enimMizzie WbiFaTblH XYypPHaNAapAblH 4aMyblHa Kbl3bIFyLLbIIbIK TaHbITATbIHbIH aNTa KETKEH XKOH.

Onap >XypHan pesaktopaapbiHa CEMUHapAap eTKi3in, KOHCYAbTaLMANbIK KOAZay KepcCeTin, CoHAam-aK
>KaHapTblIFaH HOPMATUBTIK KYKbIKTBIK aKTilepae XaHa eHrisiniMaep >acan KaMKop/blK TaHbITajbl.

MyHgaan nHumaTuBanap oAaH api gamyra TypTki 6onagbl. 2024 xbinfFbl 14 maycbimaa KasakctaH
Pecny6aukackl binim xaHe FblnbiM MUHUCTPIHIH 2016 xblnfbl 12 kaHTapaafsl N2 20 6yipbifbiHa e3repictep
MeH TONbIKTbIpYAap eHridy Typanbl KaszakctaH Pecnybankachl fbinbiM XaHe Xofapbl 6i1iM MUHUCTPIHIH

N2 295 Bylipbifbl WbiIKKaHbIH atan eTeriH. OcblfaH 6annaHbICTbl Saryn xaablkapablK fblbIMU PeLeH3MANaHFaH
XypHanbl kapusananbimaap TisimiHiH 2 TisbeciHe eHai. by Ti3iM FblbIMM aTakka yMITKep AOKTOpPaHTTap

MEH OKbITYLLUbIIAP YLUiH XaHa Xafgarnap xacarabl. bi3 XXypHanbiMbI3ablH OCbIHAAN MYMKIHAIKTepre ve
60/faHbIH MaKTaH TyTaMbi3.

Saryn-HblH, YLWiHWI caHblHAAFbl Makananapga MHTeprnpeTaumns KyobiabiCbiH 3epTTeyre HafbiTTanfaH
My3bIKa, KUHO XKdHe KepKeM MaJeHUET Typasbl 3epTTeynep 6ap. bacbinbiMabl YMUTKaH [>KymMmaKkoBaHbIH,
(AcTaHa, KasakcraH) «Po3a bafnaHoBaHbIH MHTepripeTaLms eHepi: Kasak aHiHAeri acTpasanbik
XSHEe Kamepanblk CTUAbAEPAIH, KMblIbICbIHAA» aTTbl Makanackl 6actangbl. OHAa Ka3aKCTaHAbIK,
9H-OPbIHAAYLLbINbIK MPaKTMKaAafbl 9HHIH, GipTYTacTbIfbl XKaHE 3CTPajasblK XaHe akafeMusblK eHepaiH
CTUANCTMKANbIK ©3apa bainaHbiCbl 3epTTenesi. «Tay caMaibl» LblfapMachkl MEH XaHe aWrini aHwWwi Po3a
BafnaHoBaHbIH, OpPbIHAAYbIHAAFbI XXaHPILWINIK CTUAUCTUKANBIK TEHAEHUMANAPAbIH TOFbICNanbl dcepi
KOMMO3UTOPAap MeH OpblHAAYLLbINAPAbIH WblFapMalLblibifbl apacbiHAaFbl ©3apa bafbiTTasfaH eki yAepicTi
6enrinengi. ConAbIKTaH dHHIH TypaepiH (GonbKAOPAbIK, akafeMuUsablk, SCTpajanbik) 6enek 3epTreymeH
KaTap YATTbIK 9H M3AEHWETIHIH, Bipiri agicHaManblk TypFblaaH MaHbI34bl 60/1bIN Tabblnagbl.

3ynbdua MypapoBa (TawwkeHT, ©36ekcTaH) «Myctado badoesTiH “LLyHYakn xa3mn” KOHLEPTTIK
yBepTHOpackl MaTiHapasblk NpoeKLmMsaAa» aTTbl MakanacbiHAa MOHOPOHUANBIK KaHEe NOANPOHNANBIK TINZAIK
XyAenepain, Ananorel apkblbl XacanfaH WbIFbIC KOMMNO3MTOPbIK My3blKacblHbIH, MaTiHapablk e3apa
6alinaHbICTbIbIK GipAiri KOHLENUUACBIMEH KOPKEMAIK XYNeNepaiH Tapuxn-mMageHn weHbepaepiHaeri
Ma3MYHZAbI XaHe KypblibIMAbIK, MaTIHapablk 6annaHbiCTapabl 4aMbITaTblH KOPHEKTI ©36eK My3blKaTaHyLbIChI
Hatannsa AHoB-AHOBCKasHbIH TaCingepiH 3epTTelai. ABTOP YATTbIK MY3blKa/blK MAEHNETTIH AaMyblHbIH,
eKMiHAi >XaHe opTa/bIKTaH Ternkill GpakTopaapbIHbIH ©3apa apeKeTTecTiri MeH XahaHaaHy cbiH-KaTepaepi
KOHTEKCTIHAE O3iHAiK KYHABINbIKTBI CE3iHY Typabl Te3nctepai ganengengi. 3. Mypagosa Myctado badoes
LblFapMalLLbINbIFbIH Mblcanfa ana oTbipbin, H. iHoB-AHOBCKasAHbIH XahaHaaHy ypaicTepi anacbiHAa YATTbIK,
My3bIKablK M3AEHMETTIH ©3IHAIK KYHAbIIbIFbI Typanbl xabapAapblfbiH apTTbipy BOMbIHLLA TY>KbIPbIMAAPbLIH
pactangpl.

AHactacna MapTtbiHoBa (Anmathl, KasakctaH) «My3bikanblk OpbIHAAYLLbIIbIKTafFbl MHTEpRpeTauma
TYCiHIFiHIH, KeNMafblHabIFbl Typanbl» MakanacbiHAa ©3iHiH 3epTTey TakblpblOblH KOMMYHUWKATUBTI,
KYPbIIBIMAbIK-CEMAHTNKabIK XaHE CTUANCTUKabIK GakTopaap TypPFbiCbiHAH KapacTbipadbl. ABTOp
WHTeprpeTaumsa KypblibIMbIH OpPbIHAAYLLbIIBIKTbIH, MHEPEY Kypanapb! KELLEHIH yNbIMAACTbIPY
TYPIHAE YL Heri3ri AeHrenge ycbiHagbl: GOHMKaNbIK, CUHTaKCUCTIK XXaHe KoMMno3nuuanelk. A. MapTbiHOBa
«OpPbIHAAYLbINbLIK MHTEPMPETaLMAHBIH KypbllyblHa KaTbicaTblH Hapblk OPbIHAAYLUbIIbIK Kypansapbl
MEH Ma3MyHZAbIK Kypamzac 6enikTepi CTUbAiH apTypIi AeHrennepiHAe KOpPIiHETIH CTUbAIK epekLLenikke
ne» fen ecentengi. COHbIMeH, 3epTTeneTiH dakTopaap OpbIHAAYLLbIIbIK MHTEPNPETALMAHBIH KOPKEMAiK
epekLUenikTepi MeH Japanblk A3PeXXeciMeH KamTaMachI3 eTeji.

Asamat maH6aeB neH lanus berembetoBa (AnmaTtbl, KasakcTaH) «Kasak xanblk My3bikacbl KasakctaH
KOMMO3UTOPAaPbIHbIH, CaKCOPOHABIK LWblFapManapbiHAa» aTTbl MakanacbiHAa Ka3ak kommnosmtopaapbl ApTyp
OpeHbyprckunii, 91ibun ©6aiHypoB XaHe KOnns JlebegeBaHblH, cakcOPOHFa apHasfaH LblFapManapblHAaFbl
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XaNblk XX9HE aBTOPJIbIK My3blKaHbIH MHTEPMpeTaLusCcbiH 3epTTeii. ABTopaap opbiHAayLblaap

MeH 6iniM anyLbiiapabiH, YATTBIK PeENnepTyapbiH KaabinTacTbipFaH KOMMO3UTOPAAPAbIH, LWbIFapMaLl bbbl
MeH ngesnapbiHa TokTanaasl. Onapga A)as rapMOHUACH MEH MMMPOBU3aLMAHbI Ka3ak Xablk My3blKacbiMeH
YMNeCTipeTiH 3KCNepUMEHTTEPAEH KOPIHETIH 3aMaHayun My3blkasblK TeHAeHUuanap Hakanazbl.

Avigoc CeiimxaH (ActaHa, KasakcTtaH) «Bnagnmup TronbKMH pexmccypachl KOHLENTIHAET aneyMeTTiK-
M3JEHU XaFfal KOHTEKCTIHAE aflaMHbIH OPHbIH KaliTa KapacTblpy» MakanacblH YCbiHajbl, OHAA ON AEPEKTi
KnHemaTorpadus canacbiHza eHbek eTin XypreH 6enrini kasakcTaHAbIK PEXUCCEPAIH, WblFapMaLlbUIbIFbIH
Tanganabl. KasakcraHaasbl 91eyMeTTiK-MaEeHWN ©3repiCcTepAiH, KepiHici AepekTi duabmaepae kepceTines,
MYHZa PeXMCCepiK MHTEPNPeTaLMs YATTbIK TapUXTbl KaliTa KapacTblpy KOHTEKCTIMEH BalNaHbICTbI.

ABTOp B. TronbkWHHIH «LbI6bIHAaP aMipuici» (1991), «ATTep Typanbl emec» (2010), «13 kunomeTp» (2018)
LIbIFapManapbiH 3epTTen, Ka3ak 60JMbICbIHbIH, KbIP-ChIPbIH, OHbIH, iLUiHAE Casch e3repicTepsi, a1eyMeTTiK
Macesnenepai XaHe kapanarbiM afaMaapablH Xeke okuFanapblH cypettengi. A. CerimkaH pexxnccepai, KyLTi
3MOLMOHANAbIK 9CEP TyAbIPbIM, OKUFaHbIH, MOHMBITIHIH TYCiHY YLUIH KONZaHaTbIH KOPHEKi XaHe HbasHaay
CTpaTternsanapbiHa epekiue MaH bepesi.

Saryn-HbiH, 2024 Xbinfbl yWiHWI caHbl AHHa OnadunatiH (KoHysi, OHTyCTik KapoaunHa, AKLL) «Lndpabik,
apMaHZap MeH KYMaHZi Aonnapaap: UMMepcuBTi BaH FOrTbIH CbiHaKTapbl» aTThl LOMYbIMEH asKTanazbl.
fanbiM ronnaHausabIK cypeTili BUHCEHT BaH [OrThbIH, ©MIipi MEH LUblFapMallblibIFbIHA HEri3genreH Lndpabik,
NMMEPCUBTI KOPKEM KOPMENEPiHiH, allHanacbiHAafFbl TaHbIMANAbIUIbIK MeH KalllbliblKTapAbl 3epTTeln.
ABTOp MyHZaW xobanapabl KepepmeH Kabblngaybl TYPFbICbIHAH XXaHe 0NapAbl 3epTTEYAIH TEOPUABIK
nepcrnekTvBanapbl TypFbICbIHAH KONAANTBIH XXaHe Kapchl ganengep kentipeai. A. Ongdung TankbinaraH
cypakTapfa Kesecinep >atajbl: MyHAal KepMenepain KepepMeHaepi LWbiHalibl KOPKeM acep ana Ma, ange
6y >ali faHa 6u3Hec-obanap Ma? ©Hep OCbl KOHTEKCTTE KOKEeTIMAI 6ona Ma, ange byn >ali cuMynskp
Ma? ONeyMeTTIK Mejua JayipiHae ajaMAapAblH 6Hepre JereH ke3kapachl e3repce, Mypaxainap byfaH Kanar
6enimaenesi? Ocbialila, aBTop apTYpPJi Ke3KapacTapAbl Taafanfbl XoHe MapKETUHITIK MaslimaemMenep
MEH CbIHW KapCblbIKTapFa KaTbICYLUbIIapAbiH, ToXipUOECiH WOFbIpAaHAbIPaTbIH MACeNere HeFypbiM UKEMAI
TociNAeme yCbiHazbI.

Opbip MakanaHblH canacblH bakblnay yaepicTepi apKallaH XaHa >kafiannapMeH >XaHe aBTopJapMeH,
COHJali-ak, XXypHasfa eTeyci3 XaHe XOMapT KoAay KOpPCeTeTiH Hafbl3 TaMallla pPeLeH3eHTTEPMEH
bIHTBIMAKTACTbIK TXipubeciMeH TypaKThl LWbITbIPMaH OKWUFa EKEHIH aTamn eTKiM Kenegi. 9p aBTOPAbIH
aHOHUMJI MakananapbIMEH KEMIHAE eKi, Kelze YL peLeH3eHT Kacibu webepniriH opTafa canbim,
ToXipmnbeciMeH 6enicin, KyHAbl YakbITbIH XyMcan XyMbIC >acangbl. Saryn >ypHanblHbIH, pesjakLachl
Xanblkapanblk pegakuus ankacbiHbiH Mywenepi AHHa Onadwng neH buprut Boimepcke keHecTepi
MeH >ypHanzbl 3ipaeyre benceHe atcanbickaHAapbl YLWiH anfbic bingipei.

Saryn-HblH 6eTTepiHAe JOKTOPaAHTTap MeH benrini fanbiMaapAblH Makananapbl 6ap, 6y >kypHanzbl
3epTTeyLuinepain apTypAi bybiHAAPbI apacbiHAaFbl AOHEKEP, COHAAN-ak, MaAeHNeTTep apacbiHAafbl HanaHbIC
MeH FbIbIMU NiKipaep anaHplHa arHangbipagbl. biz Saryn-fa ynec Kocbin xaTtkaH 6apLuafa anfbiCbIMbI3bl
6ingipemis sxoaHe XXI FacbipAblH anfallkbl WMPETiHIH, COHFbI XbIIAAPbIHAA FBUIbIMU XXYPHa LUbIFapyablH
OCbIHaY KMbIH XXO/bIHAAFbI HUETIMI3AIH, apKacblHAA dN1eMAiK OHepTaHyFfa e3 yaeciMi3zi Kkoca anambl3
Zen yMITTeHeMmi3.

Jamup Ypasbimb6eTos,
pedakmop
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Foreword

Dear readers!

We welcome you back to the pages of the Saryn international peer-reviewed journal. Our Editorial Team
always strives to remain committed to the path of knowledge and its postulates, that were established over
centuries of human work. For us the quality of working with articles always comes first.

In July, after the second issue of 2024 was published, we've held another meeting of the international
Editorial Council. Issues of promoting the journal in the global academic community and ways of interacting
with authors were discussed. It is also important to pinpoint the interest of the current staff of the Science
and Higher Education Quality Assurance Committee of the Ministry of Science and Higher Education
of the Republic of Kazakhstan in the development of journals published in our country. Their patronage
is shown through holding seminars for journal editors, in consulting support as well as in updating
regulatory legal acts. Such initiatives motivate us to move forward. | would like to note, that Order No. 295
of the Minister of Science and Higher Education of the Republic of Kazakhstan, issued on 14 June, 2024,
amends the Order No. 20 of the Minister of Science and Higher Education of the Republic of Kazakhstan
dated January 12, 2016. In this regard, the Saryn international peer-reviewed journal was included in 2nd List
of Publications. This list provides new terms for doctoral students and teachers applying for an academic title.
We are grateful that our journal has received such opportunities.

The articles in the 3rd issue of Saryn focus on music, cinema, and artistic culture, with an emphasis
on the phenomenon of interpretation. The issue opens with an article by Umitzhan Jumakova (Astana,
Kazakhstan) titled "The Art of Interpretation by Roza Baglanova: at the Intersection of Folk, Pop and Academic
Styles in Kazakh Singing”. It is focused on the interplay between pop and academic art within the context
of song performance in Kazakhstan. The cross-influence of intra-genre stylistic tendencies in the "Tau Samaly
song and its performance by a famous singer Roza Baglanova highlights the dynamic interaction between
composers and performers. Therefore, the cohesion of the national song culture along with the established
separate study of song varieties (folk, academic, pop) is methodologically important.

Zulfiya Muradova (Tashkent, Uzbekistan) in the article “Concert Overture ‘Shunchaki Khazil’ by Mustafo
Bafoyev through Intertextual Projection” explores the approaches of the prominent Uzbek musicologist
Natalia Yanov-Yanovskaya, who develops substantive and structural intertextual connections within
the historical and cultural framework of artistic systems. She does so through the concept of intertextual
duality in Eastern compositional music, which generates from the dialogue between monodic and multi-voice
language systems. The author argues for the recognition of the intrinsic value of national musical culture
in terms of interaction of the rapid and centrifugal forces of its development and the challenges posed
by globalization. Using Mustafa Bafoyev's work as an example, Z. Muradova reaffirms Yanov-Yanovskaya's
conclusions regarding the strengthening of self-sufficiency in national musical culture as a counterbalance
to globalization trends.

In the study “On the Polysemy of the Interpretation Concept in Music”, Anastassiya Martynova (Almaty,
Kazakhstan) examines the subject from the side of communicative, structural and semantic, as well as stylistic
factors. The author presents the interpretation structure as a complex of tools in performative expressiveness
on three main levels: phonic, syntactic and compositional. A. Martynova believes that "all expressive
performance tools and content components involved in creating a performance interpretation possess
qualities of style specificity that manifest at various levels of style”. So, the factors under study provide artistic
features and the degree of individuality to the performative interpretation.

Azamat Imanbayev and Galiya Begembetova (Almaty, Kazakhstan) in the article “Kazakh Folk Music
in Saxophone Works by Composers of Kazakhstan” explore the interpretation of folk and art music
in saxophone pieces written by Kazakh composers Artur Orenburgsky, Alibi Abdinurov and Yuliya Lebedeva.
The authors concentrate on the creativity and ideas of the composers, who formed the national repertoire
of concert performers and students, and are fusing contemporary musical trends that appear in experiments
of combining jazz harmony and improvisations with Kazakh folk music.

Aidos Seitzhan (Astana, Kazakhstan) presents the article “"Rethinking the Position of a Human Being
in a Socio-Cultural Context in the Concept of Film Director Vladimir Tyulkin”. He analyzes the work
of a famous documentary director of Kazakhstan. The reflection of social and cultural changes in Kazakhstan
are expressed in documentaries through the director’s interpretation of rethinking the national history.

"
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The author examines three documentaries of V. Tyulkin: “Lord of the Flies” (1991), “It's Not about Dogs”
(2010), “13 Kilometers” (2018). All three works illustrate the aspects of Kazakhstan's reality including political
changes, social problems and personal stories of ordinary people. A. Seitzhan pays special attention
to the visual and narrative strategies that director uses to create a powerful emotional impact
and understanding of the context of events.

A review by Anna Oldfield (Conway, South Carolina, USA) titled “Digital Dreams and Doubtful
Dollars: The Challenge of Immersive Van Gogh” finalizes the issue. The researcher examines the popularity
and controversies of digital immersive art exhibitions, based on the life and work of the Dutch artist
Vincent van Gogh. The author provides pros and cons to such projects from the viewer's perception
as well as the theoretical perspectives for their study. A. Oldfield raises the following issues: does the audience
receive genuine artistic impressions or is it just a business project; whether art becomes more accessible
in this context or is it just a simulacrum; if people in the era of social media change their attitude to art,
how will museums adapt. Therefore, the author evaluates different opinions and offers a more flexible
approach that concentrates on the experience of attendees over marketing statements and critical objections.

I would like to emphasize that the processes of quality control relating to each article are a constant
adventure with new circumstances and experiences in cooperation with the authors. Truly excellent reviewers
who provide free and generous support to the journal are not an exception. Each author has at least two
and sometimes three reviewers who spend their free time working with anonymous articles, and sharing
their experience and professionalism. The Editorial Board of Saryn journal expresses gratitude to Anna
Oldfield and Birgit Beumers, the members of the International Editorial Council, for their consultations
and active participation in the development of the journal.

The pages of Saryn are shared by the doctoral students and recognized scholars. That makes
the journal to be a nexus between different generations of researchers and also a platform for cross-cultural
communication and scholarly opinions. We are grateful to everyone who contributes to Saryn and believe
that our hard work on this difficult path of publishing an academic journal in the final years of the first
quarter of the present century, will do a part for the world of art studies.

Damir Urazymbetov,
Editor

Saryn International Peer-Reviewed Journal 17



(Sapyn Ne 3. 2024

18

BcTtynutenbHoe cnoso

[Joporue untatenn!

Mbl BHOBb MPUBETCTBYEM BacC Ha CTPaHMLax MeXAyHapOoAHOro peLeH3npyeMoro xypHana Saryn.
Hawwa pesakums Bcerga ctapaeTcs ocTaBaTbCA MPUBEPXKEHHOM CBETY HayYHOro 3HaHWS 1 NoCTynaTam,
chopmMMpOoBaHHbIM 3a BeKa Ye0BeYeCcKoro Tpyaa B 3To cdhepe. B gene paboTbl O cTaTbAMU KauecTBO
A9 Hac Bcerga CTOMT Ha NepBOM MecTe.

Mocne Toro Kak BbILLEN B CBET BTOPOW HOMep 3a 2024 rog, Mbl B UHO/1€ MPOBENW OYepesHOE 3acesaHne
MeXAyHapOoAHOro peAakLMOHHOIO COBETa, Ha KOTOPOM O6CYXKAaancb BONPOChI NPOABMXEHNA XypHana
B MMPOBOM Hay4YHOM MPOCTPaHCTBE M CMOCOObI B3aUMOAENCTBUS C aBTopaMu. HeobxoaMmMo oTMeTUTb
Tak>Ke 3aMHTepPeCcoOBaHHOCTb HbIHELLHWX COTPYAHNKOB KoMuMTeTa No obecneyeHnto kavectsa B chepe
Haykn MuHUCTepcTBa Hayku v BbicLLero obpasoBaHua Pecnybavkm KaszaxctaH B pa3BUTUN XypHaOoB,
n34aBaeMbIxX B Halleln cTpaHe. VIx naTpoHaX NposBAfETCs B MPOBEAEHNN CEMUHAPOB ANS PeakTOpPOoB
>KYPHaNoB, B KOHCY/IbTaLlWOHHOW NOAAEP>KKE, a TakXKe B HOBOBBEAEHUAX B OOHOBNSEMbIX HOPMATVBHO-
npaBoBbIX akTax. [Mog06HbIe MHULMATVBBI MOTUBUPYIOT ANA AajbHEWLLIErO pa3BUTUA. 3amedy, 14 ntoHs
2024 ropa Bbiwen Mpukas MuHUCTpa Hayku 1 Bbicllero obpasoBaHusa PK N2 295, BHocAwwmin npaBkm
B Mpukas MuHncTpa obpazosaHus 1 Haykun Pecnybamkun KazaxctaH ot 12 sHBapsa 2016 roga N2 20.

B cBA3M € 3TUM MeXAYyHapOAHbIN HayUHbI peLieH3npyeMbl XXypHan Saryn Bowen B Cnincok 2 MNepeyns
n3gaHui. JaHHbIN CNCOK CO3/aeT HOBbIE YCNOBUSA A8 AOKTOPAHTOB U NpenojaBaTener, NpeTeHayoLmX
Ha NPUCBOEHME YUEHOTO 3BaHUA. Mbl FOpAbl TEM, UTO HaLl >KypHaa Noay4Yna Takme BO3IMOXHOCTU.

CraTbu TpeTbero Homepa Saryn BkAtOYatoT B cebs nccnesoBaHNs O My3blke, KUHO U XYAOXEeCTBEHHOWM
KyNbType, KOTOpble COCPeAOTOUEHbI Ha M3yYeHnn GeHoMeHa UHTepnpeTauuii. OTKpbIBaeT Bbinyck paboTa
YmumkaH JpkymakoBoi (ActaHa, KasaxcTaH) «MckyccTBo nHTepnpetauun Po3bl barnaHoBoi: Ha nepeceyeHnu
3CTPaSHOro U KaMepHOro CTUEN B Ka3axCKOW MecHe», COCPefOTOUEHHasA Ha U3yUYeHUN eAMHCTBA NecHW
N CTUIUCTUYECKOTO B3aMMOAENCTBMA 3CTPaAHOrO U akaseMMUYeckoro NCKYCCTBa B Ka3axCTaHCKOW MeceHHo-
NCMONHNTENBCKON NpaKTuKe. [epekpecTHoe BANAHME BHYTPUXKAHPOBBIX CTUAMCTUYECKMX TEHAEH LN
B Npow3BegeHnn «Tay camasbl» U B UCMONHEHUW 3HaMeHWTON neBuubl Po3bl barnaHoBol Hameyvaet Ba
B3aMMOHarpaBeHHbIX NpoLiecca Mexay TBOPYECTBOM KOMMO3UTOPOB W UCMOAHUTENeN. [o3ToMy Hapsaay
C YCTAHOBUBLUMMCA Pa3zeNbHbIM U3yUYeHeM Pa3sHOBUAHOCTEN NecHU (GONbKIOPHOW, akaseMNyecKom,
3CTPajHOM) METOA0NOTUYECKMN BaXKHBIM ABAAETCA €4UHCTBO HALMOHaNbHOW NECEHHOM KyAbTypbl.

3ynbdua Mypaposa (TawkeHT, Y3b6eknctaH) B ctatbe «KoHuepTHas yBepTiopa “LUyHuaku xa3un”
MycTado badoeBa B MHTEpTEKCTYaNbHOW NMPOEKLUW» NCCAeAYET NOAXOAbI KPYMHOTO y36eKCKoro My3bikoBesa
Hatanmun AHoB-AHOBCKON, KOTOpas pa3BUBaET CoAepiKaTesIbHbIe U CTPYKTYPHbIE MEXTEKCTOBbIE CBA3M
B MCTOPUKO-KYNbTYPHbIX PaMKaXx XyAOXeCTBEHHbIX CUCTEM KOHLEMNUMeNn MHTEPTEKCTYabHOrO ABYEANHCTBA
BOCTOYHOMN KOMMO3UTOPCKOW My3bIKW, KOTOPas NMOPOXAEHa ANaNOroM MOHOAUUHON 1 MHOFOrOJI0CHOM
A3bIKOBbIX CMCTEM. ABTOP apryMeHTUPYET Te31Cbl OCO3HAHWUA HaLMOHANbHOW My3bIKalbHOW Ky/IbTYpPOM
COBCTBEHHOM CaMOLIEHHOCTU B YCNOBUAX B3aUMOAENCTBUA CTPEMUTENbHbBIX U LLEeHTPOHeXHbIX GakTopos
ee pa3BUTMA U BbI3OBOB robannsauum. 3. MypagoBa Ha npumepe npovssegeHns Myctapo badoesa
noaTeep>Aaet BbiBoAbl H. AHOB-IHOBCKOW 06 yCMAEHUN CaMOAOCTaTOMHOCTM HaLMOHaAbHOW My3biKalbHOM
KyNbTypbl B MPOTMBOBEC TEHAEHUMAM rnobanmsauuu.

B nccnegoBaHmmn «O CMbICIOBOW MHOXECTBEHHOCTU MOHATUA MHTEPRPEeTaLIMM B My3blke» AHacTacus
MapTbiHOBa (AnMaTbl, KasaxcTaH) paccMaTpuBaeT npeameT CBOUX U3bICKaHWIA C MO3MLMN KOMMYHWUKATUBHOTO,
CTPYKTYPHO-CEMAHTUYECKOrO ¥ CTUNEBOro GpakTopoB. ABTOP NPesCTaBAseT CTPYKTYPY MHTeprpeTaLmm
B BMZE OpraHn3aLmmn KoMmnaekca CpeACcTB UCMOAHUTENbCKON BbIPa3UTENbHOCTM Ha TPeX OCHOBHbIX YPOBHSX:
bOHNYECKOM, CMHTAaKCUYECKOM Y KOMMO3MLMOHHOM. A. MapTbIHOBa CUMTAET, UTO «BCe CPEeACTBa
NCMONIHNTENIbCKON BbIPA3UTENbHOCTM 1 KOMMOHEHTbI COAEP>KaHMA, y4acTByHOLLME B CO3AaHMM
NCMONIHNTENBbCKON MHTepnpeTaLmmn, obnasatoT KauecTBaMum CTUAEBON cneumndUUYHOCTH, MPOSBAAIOLLMMUCH
Ha Pa3/IMYHbIX YPOBHAX CTUAA». Takum obpa3om, nccnegyemble GakTopbl 06ecrneumBatoT XyA0XKeCTBEHHbIE
0COBEHHOCTU U CTerneHb MHAMBUAYaNbHOCTU UCMONHUTEIbCKOW MHTEPNpPeTaLmn.

Asamat Mimanb6aeB v lanus berembetoBa (Anmarsl, KasaxcrtaH) B ctaTbe «Kasaxckas HapoAHas My3blka
B CaKCOMOHHbIX MPOM3BEAEHNAX KOMMO3UTOPOB Ka3zaxcTtaHa» n3yyatoT MHTeprpeTaLmMio Ka3axCTaHCKMMU
komno3utopamu Aptypom OpeHbyprckum, Annbu AbanHyposbiM 1 FOnnen SlebeaeBoli HapoaHOWM
N aBTOPCKOM My3bIKW B NMPOU3BEeAEHMAX 418 cakcodOHa. ABTOPbI KOHLEHTPUPYIOT BHYMaHWe Ha TBOpYecTBe
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1 3aMbIC/1aX KOMMO3UTOPOB, CGOPMUPOBABLLNX HALlMOHaNbHbIN penepTyap KOHLIEPTUPYIOLLMX NCNONHWTENE
1 0ByyaroLLMXCs. B HUX MPONCXOANT CAUSIHME COBPEMEHHbIX MY3blKa/bHbIX TEHAEHLMNIA, KOTOpbIe
NPOABAOTCA B IKCMEPUMEHTAX COYETaHWS fKa30BOV rapMOHMN 1 UMMPOBM3aLMK C Ka3axCKOW HapOAHOM
MY3bIKOM.

Aligoc CentxaH (ActaHa, KasaxcraH) npescraBaseT cTatbto «[lepeocmbicieHne MecTa YenoBeka
B COLIMOKY/IbTYPHOM KOHTEKCTE B KOHLEMNTe pexuccypbl Bragnmmpa TionbKMHa», B KOTOPOR aHainsmpyeT
TBOPYECTBO M3BECTHOIO Ka3axCTaHCKOro NocTaHOBLUMKa, paboTatoLero B cpepe AOKYMeHTalbHOro
knHematorpada. OTpaxkeHne COLMOKYNbTYPHbIX M3MeHeHWI KazaxcTaHa HaxoauT BbipaxeHune
B JIOKyMEHTaNbHbIX GUAbMAX, e pexnccepckans HTeprnpeTaumna NpoABAAETCA B KOHTEKCTE NePeoCMbICNeHNA
HaLMoHanbHOM nctopun. ABTop nccnegyet pabotsl B. TronbkuHa «lMosenuntens Myx» (1991), «He npo cobak»
(2010), «13 knunomeTpoBs» (2018), KOTOPbIE UANFOCTPUPYHOT aCNeKTbl Ka3axCTaHCKOW peanbHOCTY, BKIOYas
NoANTUYECKME NepPEeMEHbI, CoLMabHble MPOBaeMbl U INYHbIE UCTOPUM OBbIYHBIX Ntogein. Ocoboe MecTo
A. CenmxaH yaenaeT Bu3yasbHbiM 1 HappPaTUBHbLIM CTPaTErMaM, KOTOPble pexnccep NCnoab3yeT AN Co3AaHnA
MOLLHOTO 3MOLMOHa/IbHOrO BO3AENCTBUSA U MOHVMaHNA KOHTEKCTa COBBITUIA.

3aBepluaeT TPeTUI BbINyCK XypHana Saryn 3a 2024 roz peBbto AHHbI Ongdung (KoHyaw, FOxHas
KaposvHa, CLLA) «Lindposbie MeuTbl 1 COMHUTE/IbHbIE AOapbl: BbI30B UMMepCcBHOro BaH [ora».
YUeHsblil nccnesyet NonyAspHOCTb U MPOTUBOPEUNS BOKPYT XYAOXKECTBEHHbBIX LLUGPOBbLIX UMMEPCUBHbIX
BbICTABOK, OCHOBAHHbIX Ha XW3HW 1 TBOPYECTBE roNaHACKOro XyaoxHuKa BuHceHTa BaH lora. AsTop
NPUBOANT apryMeHTbI 3a U NPOTUB NMOAOOHbIX MPOEKTOB C TOUKM 3PEHUS BOCTIPUATUS 3pUTEIEM
N TeopeTnyeckme nepcnekTuBbl X nccnegoBaHma. Paccmatpusaembie A. Onadung BONPOCh! BKAKOYAKOT
B ceba paccy>AeHns O TOM, MOyYatoT N 3puTean NoJ0OHbIX BbICTaBOK MOAJ/NHHbIE XYAOXECTBEHHbIe
Bneyat/ieHns aMbo 3TO TONbKO BM3HEC-NPOeKTbl; CTAHOBUTCA JIN B 3TOM KOHTEKCTe UCKYCCTBO bosiee
JOCTYMHBIM MO0 OHO ABAAETCA BCEro NLWb CUMYASKPOM; ECAN JIOAW B SMOXY COLMaNbHbIX CETEN N3MEHAT
OTHOLLEHMe K NCKYCCTBY, TO Kak K 3TOMy npucrnocobsatcs myseun. Takum ob6pasom, aBTop oLieHnBaeT
pa3/iMyHble TOUKW 3peHUs 1 Npeanaraet bonee rubkuii NOAXOs K BOMPOCY, KOTOPbIV KOHLEHTpUpPYeT
OMbIT YYaCTHWKOB Haj MapKeTUHIOBbIMU 3aABAEHUAMMN N KPUTUYECKUMU BO3PaKEHUAMMU.

MoAuYepKHY, YTO NMPOLLECChI KOHTPOJA KayecTBa KaXkAol CTaTbl — 3TO NMOCTOAHHOE MPUK/OYEHNE
C HOBbIMW 1 HOBbIMW O6CTOATENBLCTBAMM 1 OMbITOM COTPYAHMYECTBa C aBTOPaMy, a Takxke C NMo-HacTosLLeMy
BE/IMKONEMHBLIMUN PELeH3eHTaMK, OKa3biBaloLMMMN 6€3B03Me3HYI0 1 LeApYHo NOAAEPXKKY XypHany.
Ha kaxxgoro aBTopa NpuXoAWTCS MUHVMMYM [Ba, @ MOPON U TPW peLieH3eHTa, KOTopble AapsAT SKU3HEHHOE
BpeMs Npu paboTe C aHOHUMHBIMW CTaTbAMK, AeNACb CBOWUM OMbITOM 1 NpodeccnoHann3mMoM. Pegakuunsa
XypHana Saryn BblpaxaeT OTAeNbHYH0 61arofapHOCTb YieHaM MeX/yHapOAHOro pesakLMOHHOro coBeTa
AHHe Ongdung v buprut Boimepc 3a KOHCYIbTaLMK 1 AeaTelbHOe yyYacTue B Pa3BUTMM XXypHana.

Ha ctpaHuuax Saryn cocecTBYIOT CTaTb JOKTOPAHTOB M Y>XKe COCTOABLUMXCA YYEHbIX, YTO AenaeT
KYPHaN CBA3YIOLLIMM 3BEHOM MEXJY PasHbIMU NMOKOJEHUAMY UCCNefoBaTeNeN, a Takke naaTtGopmMon
AN KPOCC-KYNbTYPHbIX KOMMYHWUKALMA U HayYHbIX MHEHU. Mbl 6aarofapHbl KaxgoMmy, KTO AenaeT BKAaZ
B Saryn, v oueHb HaZeeMmca, YTo, 61aroAapsa HalM UHTEHLIMAM Ha 3TOM CIOXKHOM MyTW U3AaHMA Hay4YHOTO
XypHana B 3aBepLuatoLLye rogbl nepBon yetsepTn XXI Beka, Mbl CMOXEM BHECTW CBOHO NIEMTy B MUPOBOE
NCKYCCTBO3HaHWMe.

[amup YpasbimbeTos,
pedakmop

MexayHapoAHbIA peueH3upyemMbln XypHan Saryn
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Abstract. This article aims to explore the unity of song and the stylistic interaction between pop

and academic art songwriting and performing practice in Kazakhstan. Using the performing art of Roza
Baglanova as an example, the study examines the role of song in the works of composers and performers
of Kazakhstan, analyzes the general features of R. Baglanova’s vocal art in the context of the development
of Kazakh sining during the Soviet period. It also identifies stylistic directions in her repertoire and individual
originality in sound production and intonation.

To overlap the pop and academic song styles are one of the trends in the works of composers in Kazakhstan.
They create songs along with operas and ballets, large-scale and academic vocals and orchestral productions.
One of the songs, “Tan Samaly” by Yerkegali Rakhmadiyev, carries the expressive features. Its uniqueness

lies in the organic plexus of Kazakh folk song-making, the academic vocals style and romance lyrics.

It got the features of a complex form in structure: a steady melodic growth based on the tonic triad singing.
The "Tan Samaly” song can be performed by both the “traditional-singing-style” pop artists and the academic
singers. R. Baglanova has created an unsurpassed example of interpretation of this masterpiece of Kazakh
music of the 20th century. She contributed to song culture, that is oriented to a broad audience.

The cross-influences of intra-genre stylistic trends in the song “Tan Samaly” and in the art of its interpretation

by R. Baglanova outline two mutually directed processes between the creativity of composers and performers.

Therefore, along with the established separate study of the varieties of songs (folklore, academic, and pop),
the unity of the national song culture is methodologically important.
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Tipek ce30ep: Po3a bafnaHoBa, XX facblpAafbl Ka3ak My3bIKachbl, XaablK aHi, 3CTPaAanbIk,
9H, «TaH Camanbl», CTUAbAEPIHIH, KMbINbICHI, XAHPILWINIK CTUAbAIK BaFbITTap,
aKaAeMuAAbIK, BOKa, 3CTPajasablk BOKa, ASCTYPAI 9H LUbIfFapMaLlblbIfbl.

AHgatna. byn MakanaHblH, MaKcaTbl — 9HHIH BipiriH XXaHe Ka3aKCTaHAblK 9H-OpbIHAAYLLbIIbIK MPaKTUKaZaFbl
3CTPajanblK XKoHe akaZeMUabIK OHEPAiH CTUANCTUKANbIK ©3apa iC-KMMbIbIH 3epTTey. Po3a bafnaHoBaHbIH,
OpbIHAAYLUbINbIK OHEPIHIH, MblCaNblHAA Ka3aKCTaHAbIK KOMMO3UTOP/IAP MEH OpbIHAAYLWbINAPAbIH
LblFapMaLLbIbIFbIHAAFbI SHHIH, Pei KapacTblipblabif, P. BafnaHoBaHbIH, BOKaNAbIK, ©HEPIHIH, >Kaambl
epekLueniktepi KeHec ekiMeTi XblagapblHAafbl Ka3ak, aHiHIH AaMybl TYPFbICbIHAH TanjaHAbl, OHbIH,
penepTyapblHAafbl CTUANCTMKAbIK BaFbITTap >XKaHe AblObIC PEXMCCYPAChl MEH MHTOHALMACLIHAAFDI

KeKe epeKLUeniri aHbIKTanabl.

JCTpasanblk XXaHe akafeMUAbIK 9H CTUNbAEPIHIH KMblbICbl — Onepanap MeH 6aneTrepMeH, CUMOOHUANDIK,
>KOHe Kamepasblk BOKanAblK XXdHe OPKeCTpIK LWblFapManapMeH KaTtap aHAep >Ka3aTblH KasakcraH
KOMMO3UTOPAaPbIHbIH, LWbIFapMaLlbliblK 6afFbiTTapbiHbIH Gipi. Epkefann PaxmaanesTiH «TaH Camanbl» aHiHiH
MaHep/i epekLenikTepi aHblkTanabl. OHbIH Gipereniri Kasak xasblk 9H LUblFapMaLLblabIfbl 43CTYPAEPIHIH,
KamepasiblK 9HHIH, BOKaNZAbIK CTUIMCTUKACBIHbIH, X9HEe POMaHTUKa/bIK IMPUKaHbIH OpraHuKasblK yiaeciMiHae
aTblp. OHbIH KypblabIMbIHAA KypAeai GopMaHblH epekLuenikTepi atan eTineAi: TOHUKablk TPUagaHblH,
TOHAAPbIH alTyFa Heri3genreH y3aikci3 ayesai eHy. «Tan Camanbl» SHiH ACTYP/i 9H alTy MaHepi 6ap acTpasa
apTicTepi Ae, Knaccukanblk akageMusablK SHLWiNep Ae opbiHAakabl. Po3a bafnaHoBa XX facbipAafbl Kasak
MY3bIKaCblHbIH, OCbl XXayhapblH MHTepripeTaLmanayblH, TEHAECCI3 YAriCiH Xacaabl. ON KeH, ayanuTopusFa
GafblTTaNfaH oH MaJEHMETIH BalbITTbI.

«TaH Camanbl» aHiHAeri XkaHe OHbl P. bafnaHoBaMeH MHTepnpeTauuanayAarbl XXaHPiLLiNiK CTUANCTUKANbIK,
TeHAEHLMANAPAbIH ©3apa 9Cepi KOMMO3UTOP/Iap MeH OpbIHAAYLLbIIaPAbIH, WblFapMaLlblibIfbl apacbiHAaFb!
e3apa bafbITTanfaH eki yaepicti 6enrineisi. COHAbIKTAH SHHIH TypaepiH (POoNbKAOPAbIK, aKajeMUAbIK,
3CcTpajanblk) 6enek 3epTreyMeH Katap YATTbIK 9H MaAEHMWETIHIH, BipAiri agicHamManblK TYpPFblaaH MaHbI3Abl
60bIn Tabblnagbl.
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Knroyessle cnoga: Poza barnaHoBa, kazaxckas My3sbika XX Beka, HapoAHas necHs,
3CTpasgHas necHs, «TaH camanbl», MepeceyeHmne CTuaen,
BHYTPUXXaHPOBbIE CTU/IEBbIE HanNpaBAeHWs, akageMNUYECKNA BOKa,
3CTPaAHbIM BOKa, TPAAULMOHHOE NeceHHoe TBOPYECTBO.

AHHoOTaumsA. Llenbto aHHON cTaTby ABAAETCA UCCNeAO0BaHNe e4MHCTBA MEeCHN 1 CTUANCTMYECKOTO
B3aMMOJENCTBUA ICTPAZHOTO M akaZieMU4eCckoro NCKycCTBa B Ka3axCTaHCKOM NeceHHO-NCMOAHNTENbCKOM
npakTvke. Ha npumepe ncnoaHUTeNbCkoro nckycctea Po3bl barnaHoBowm paccMOTpeHa poJib NeCHU

B TBOPYeCTBE Ka3axCTaHCKMX KOMMO3MTOPOB U UCMOHWTENEN, NPOaHaAn3npoBaHbl 0bLme ocobeHHOCTH
BOKa/IbHOTO McKyccTBa P. barnaHoBoW B KOHTEKCTe pa3BUTMA Ka3axCKOW NECHW B rofbl COBETCKOW BAACTH,
BbIB/IEHbl CTUANCTMYECKME HaMnpaB/ieHVs B ee penepTyape 1 NHAWBKUAyaibHOe cBoeobpasne

B 3BYKOPEXMUCCYpe N MHTOHALWN.

MepeceueHne 3CTPaZHOro U akaZleMMYeckoro NneceHHbIX CTUEel — OAHO W3 HarnpaBieHW TBopyecTBa
koMno3utopoBs KaszaxcTaHa, COUMHAIOLLMX NeCHU Hapagy ¢ onepamu 1 banetaMm, CUMPOHUYECKUMM

1 KaMepHbIMU BOKabHbIMU 1 OPKECTPOBLIMU Npou3BeAeHuaMU. OnpeseneHbl BbipasnTesibHble 0COBEHHOCTH
necHu Epkeranun PaxmagmneBa «TaH camanbl». E€ yHUKaNbHOCTb 3aK/t04aeTCs B OpraHnYHOM coueTaHum
TPaAMLMIA Ka3axckoro HapOAHOrO NeCeHHOro TBOPYECTBa, BOKaAbHOW CTUAMCTUKN KaMePHOW NecHU

N POMaHTUYECKOW IMPUKN. B eé cTpykType 0TMeuatoTca YepTbl CI0XKHOW GOpMbI: HernpepbiBHOE
MenoguMyeckoe npopactaHne, OCHOBaHHOE Ha NMeHUU TOHOB TOHUYeCKOro Tpe3Byuns. MecHio «TaH camanbl»
WCMOJHAIOT KaK 3CTpajHble apTUCTbl C TPAAWLMOHHOW MaHepPOM NeHus, Tak 1 Knaccuyeckne akageMmyeckme
nesubl. Po3a barnaHoBa co3zana HemnpeB3oWAeHHbIN 0bpasel, MHTeprnpeTaL M 3TOro WejeBpa Ka3axckou
My3blku XX Beka. OHa oboraTunaa neceHHyro KyibTypy, OPUEHTUPOBAHHYIO Ha LLIMPOKYHO ayAUTOPHMIO.

MepekpecTHOe BANSHUE BHYTPUXAHPOBbLIX CTUAUCTUYECKMX TEHAEHLMIA B NecHe «TaH camanbi»

W B UCKYCCTBE ee UHTeprpeTaummn P. barnaHoBoW HameuaeT fBa B3avMOHarnpaB/ieHHbIX MpoLiecca

MeXXZy TBOPYECTBOM KOMMO3WUTOPOB U UCMOHUTENEN. [103TOMY Hapsay C yCTaHOBMBLUMMCS Pa3AenbHbIM
M3yyeHnem pasHoOBUAHOCTEN NecHM (GONbKIOPHON, akageMUYeCKOW, ICTPaJHON) METOL0NOTUYECKN
BaXKHbIM SIB/ISIETCSA €AMHCTBO HaLMOHa bHOW NMECEHHOW KybTypbl.
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Introduction
In musicology, it is customary to investigate questions concerning the song in the aspect
of the genre and its specific samples related to any space of creativity (composer,
style direction, tradition, or culture), focusing on its differences in the field of folklore
and professional art. At the same time, a song that characterizes the properties
and patterns of mass culture, which historically represents an independent, “third” layer
(along with folklore and academic music), is much less often included in the sphere
of attention of musicologists (Konen 4). At the same time, intersecting paths are formed
in practice between theoretically differentiated types of creativity. Those intersections
formed in the 20th century numerous trends, indicated in combinations of compositional
and performance techniques and principals of more or less universal global genres
originated in Western classical music, locally and ethnically specific traditions of music
and so-called mass culture embodied in such styles as jazz, rock, pop-music and others
of the same genetics. Such cross-cultural and cross-traditional phenomena in music
are often referred as fusion.

Within the national cultures of many Asian countries such fusion undergone very
specific processes that require to re-define such common musicological concepts
as "classic”, "popular” and “folk” music within the contexts of ethnic traditions
in the condition of globalization. Discussing fusion as a broad tendency in contemporary
music, Ang Li offers some definitions. After Hauser, Chomsky, and Fitch, the researcher
notices: “In a broad sense, classical music refers to Western classical music under
the European cultural background that has been passed down from the Western Middle
Ages to the present” (Li 114). In national cultures, as Yiwen Ouyang notes in her thesis,
such kind of music is often defined like westernized following the idea of westernization
(“Westernization, Ideology and National Identity in 20th-Century Chinese Music” 60).
In Kazakh musicology the term seems inappropriate and colonial since mostly
the adaptation of classical compositional principles was initiated “from the inside”
by prominent Kazakh musicians and have always followed the cross-cultural patterns.
Here we'll rely on the term academic music, more common within musicological discourse
in Kazakhstan, to underline its origins without political or colonial connotations.

The folk or, as it is more appropriate to label, traditional music has many definitions.
Alan Lomax, a prominent ethnomusicologist, defined folk music as “the product
of a musical tradition that has been evolved through the process of oral transmission”
(7). It is the narrow sense. Other definitions illustrate various aspects of folk or traditional
music, including its oral transmission, cultural context, communal nature, and role
in expressing cultural identity and heritage. In a broader sense traditional music shares
some functions (especially, cultural identity and heritage) with other layers.

Observing musicological literature, it is obvious, that there is no clear definition
for the “pop music”. Ang Li focuses on such characteristics of pop-music as simplicity,
popularity, comprehensibility, and easy acceptance (115). For not to be confused
with pop-songs, in post-Soviet musicology all such genres as jazz, rock, pop
and their variations together with so-called Estrada (or variety) are united under
the umbrella term “mass music” synonymic to “mass genres”.
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So, we have academic, traditional and mass music — the three layers which social
functions were well-described by Valentina Konen (1). The song, as a genre included
in all three layers, convincingly shows their interrelation and unity, despite the fact
that it reveals a number of specific manifestations in accordance with the stylistic
properties and internal principles of their development. This universal status of the song
explains the intersection of the norms of pop and academic art, characteristic
of the songwriting of composers and for performing practice. Based on this position,
the purpose of this work is to use the example of the performing art of Roza Baglanova
to show the unifying role of song in the work of composers and performers of mass
and academic trends. We'll examine how composition and performance reflected
the complex relations of constant and mobile identities, changing and, in the same time,
preserving the "kazakhness” of music through the language and musical intonations.
The fusion of Kazakh traditions with globally accepted academic and mass genres
reflected the changing (contemporary) aspects of identities. As Razia Sultanova noted,
“The looming question ‘Who are we?’ inspired new developments in art and music,
which accompanied changes in language and people’s mentality, bringing to life a new
set of values and refashioning ethnic identities across the region” (133). Roza Baglanova'’s
art of performance and repertoire reflect these complex changes.

Roza Baglanova: a Singer in the Changing Cultural Context

A whole epoch in the development of the song art of Kazakhstan is connected

with the work of R. Baglanova (see Fig. 1). She is called a legend, the queen of the Kazakh
pop of the 20th century. The 100th anniversary of her birth
had been celebrated in 2022. She lived a long and eventful
life (1922-2011), covering the main events of the history
of Kazakhstan in the twentieth century: the formation

of a new national culture, the Great Patriotic War,

the post-war reconstruction of the country, the “thaw”

and flourishing in the 1960s and 1970s, the years

of stagnation and the December events in Alma-Ata

in 1986, the collapse of the Soviet Union,

and the formation of independent Kazakhstan in the 1990s.
Over the years, her creative biography has included
numerous tours to the cities and villages of Kazakhstan,

to all republics of the Union, and to foreign countries,
where she built “bridges” through songs. R. Baglanova was
an official of the Soviet multinational art by status; she
performed in front of prominent people of the world

Figure 1. The singer Roza
and statesmen. With the full protection of the authorities  Baglanova. 11.09.1958. Photo

and the obvious dependence of the singer on official by Stanovov. Credit: RIA Novosti.

recognition, her sincere civic position found expression in the most fateful moments

of history. One of them was a poignantly tremulous speech at the Congress of Deputies
of the Supreme Soviet of the USSR (1980s) criticizing the leaders who allowed the tragedy
of the Aral Lake as well as the extinction of nature and people to happen.
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Together with the history of the country, R. Baglanova went through all the stages
of the development of Kazakh sining in the Soviet period. The art of Baglanova's pop
singing, addressed to a mass audience, has always been in demand and admired.

The songs she performed are still considered the epitome of excellence

in their interpretation over the past two decades of the 21st century, although during
this time, there have been significant changes in the parameters of pop art, the technical
capabilities of communication between the performer and the listener, as well

as the artistic and aesthetic concept of the singer and voice.

Despite the fact that she has dedicated more than half a century to the service
of the musical art of Kazakhstan (since 1941), today the most general, informational
literature prevails about her life and work. R. Baglanova’s own memories of her life
in the book “Ainalaiyn khalkymnan yerkeletken” [Kazakh: Pampered by the Beloved
Peoples] are documentary in essence and indirectly relate to the actual scientific issues
of the singing art. The autobiographical statements form a kind of typological portrait
of the relationship between the artist and the authorities. The singer presents her life
through communication with famous cultural figures and with official, state-scale people.
In research of a scientific nature, her work and the songs performed by her have not been
comprehended in the context of the cultural history of Kazakhstan or from the point
of view of performing arts. The scientific systematization of her sound heritage would
be the first step in the study of interpretation issues.

It is symptomatic that in textbooks on Kazakh music, which reflect scientific research,
her surname is mentioned, but her work is not specifically considered (Kuzembayeva
and Yeginbayeva 92). This is due to the established priorities in musicology. Studying
mainly the issues of folklore and compositional creativity, it did not form a sufficiently
complete knowledge of no less developed mass musical culture. And in the characteristic
of the composers’ creativity, relying mainly on major achievements, on works in genres
that are indicative from the point of view of innovations in academic art (opera, symphony,
etc.), the song that most composers of Kazakhstan of different generations addressed
disappeared or was lost from sight line of musicological studies. There are unique
and inimitable examples among these songs. And unreasonably little, in comparison
with the huge role in musical practice, attention is paid to the work of songwriters
(Shamshi Kaldayakov, Ablakhat Yespayev, Asset Beiseuov, etc.), most often in connection
with some theoretical problem.

This article characterizes the features of R. Baglanova's performing style and defines
the features of vocal style in the interpretation of the song “Tan Samaly” by Ye. Rakhmadiyev.
To solve the tasks set on the basis of the biographical method, the main directions
in the repertoire are established. A comparative approach to sound recordings of songs
is used to determine individual originality in sound production and intonation. In order
to identify differences in the interpretation of the genre by composers of academic
and mass trends, songs for one text are compared. The method of holistic analysis
is projected onto the performance version of the “Tan Samaly” song.

R. Baglanova was a dedicated and passionate singer. She possessed the magic of stage
transformation and had an impact on a mass audience. At the same time, she sang simply,
without effort or tension, soulfully and sincerely, which is characteristic of chamber,
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lyrically individual singing. Her voice was not strong, not loud and small in range,
but sonorous and clear, especially in the upper register. Whoever listens to R. Baglanova
for the first time, regardless of auditory experience, will certainly pay attention to her
timbre. It is recognizable without any effort due to its specific colors. In the virtuoso
mastery of the voice, both conscious work and a natural sense of proportion and beauty
are felt. In conveying the emotions of words and music, R. Baglanova elegantly used
slowdowns and fermatas, an open and muffled sound. Her singing with a clear diction
of words came from a sincere conversation and a subtle understanding of the unity
of poetry and music. Her speech-kind intonation in singing directed the listener
to the meaning of the words.
On stage, R. Baglanova attracted attention with an emphatically exotic beauty;
she preferred national attire and ethnic elements of grace, brilliance, and wealth.
She was not characterized by excessively active movement or dancing (see Fig. 2).
But at the same time, artistry was manifested in facial expressions and vivacity in body
movements, which enriched the image of the song and the colors of the voice.
She could sing accompanied by piano, accordion, and small instrumental ensembles,
but her performances were especially colorful when accompanied by an orchestra
of folk instruments.
In the choice of songs, R. Baglanova had an amazing
ability to predict their artistic value. In her repertoire,
it seems, there were no insignificant songs, all
with meaning, a deeply sincere feeling, and a beautiful
melody. There are several stylistic directions of interpretation
in the variety of songs. She was very interested
in the songs of different nations and sang in different
languages (for example, in Russian “Ah, Samara gorodok!”
— Ah, Samara-Town!). The national-style intonation was
especially evident in the performance of Kazakh traditional
songs (“Yeki zhiren” and “"Ainamkoz"). Patriotic songs
of Soviet composers, praising the party, the country
and its heroes, she sang quite sincerely, without false
pathos, with great feeling, and brought vitality Figure 2. Roza Baglanova
to the politicized art (“Menin Kazakstanym” — My Kazakhstan). on the stage of the State Academic
The pop-style trend was most clearly manifested in love ﬁ;’f{‘ooéyzaeiirnzggig{;e 123"6;
songs (“Ademi-au” and “Asyl Arman”). She loved life Credit: RIA Novosti.
and enthusiastically sang about everything that inspires
love. Even in her external appearance and in the expression of her face, the world
of song inherent in her inner nature is reflected. She seemed to soar above life, trying
to embrace the most beautiful, joyful, and bright. Happy, upbeat, and lively songs essentially
make up the majority of her repertoire in terms of content. Instead of sadness and sorrow,
R. Baglanova chose songs that were playful, light, carried positive emotions to the listener,
and were uplifting. In the days of the harsh war, when there was death, fear, and devastation
around, with her art she carried a special light of the soul, the joy of life (“Na solnechnoi
polyanochke” — On a Sunny Glade).
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R. Baglanova perceived the songs of songwriters (Sh. Kaldayakov, A. Yespayev, etc.)
in their direct continuity with the traditional Kazakh song. As a rule, the word is primary,
and it is organized into simple musical forms where the melody is based on traditional
music. Therefore, the peculiar, pop-style manner of R. Baglanova's performance reveals
their characteristic orientation to a wide amateur audience, regardless of the place
of performance.

Many composers of Kazakhstan, whose genre range of creativity included operas,
orchestral, vocal-choral, ensemble, and solo instrumental music, also turned
to composing songs of the pop-music direction. In some samples of the song,
the influence of the academic manner is noticeable in the expanded and complex
forms of the internal structure, in the vocal technical capabilities, and, most importantly,
in the sublime figurative structure. The pop song approaches the song-romance lyrics,
intended for performance by professional singers and on the concert stage.

Such overlap between pop and academic song styles are clearly visible when composers
refer to one poetic text, but they are interpreted differently in terms of genre style,
which determines the resonance space of the song. So, there are two songs of the same
name for the heartfelt lyrical poem “Yesine meni algaisyn” — Remember Me by Mukagali
Makatayev (1931-1976). One belongs to the poet and songwriter Yelena Abdykhalykova,
known for her songs. This song performed by Madina Yeraliyeva (1954-2000), became
popular in the 1990s.

Immediately after the poet's passing, the composer Nurgisa Tlendiyev wrote a song
for the same text. M. Makatayev was his friend, and he painfully perceived the loss.

This is a song about farewell and about memory; it is distinguished by restraint and rigor.
It is sung, as a rule, in an academic manner by professional singers accompanied
by a folk orchestra.

Fusion in Performance Manner on Example of “Tan Samaly” song
The two stylistic directions of the song shown above are organically combined
in the performance of R. Baglanova and manifest themselves depending
on the characteristics of the song material itself. She is sensitive to these differences
and uses her individual vocal and interpretive capabilities. Such a stylistic crossing
of the properties of popular and academic art in the repertoire of the singer stands
out in the song “Tan Samaly” — A Morning Breeze by Ye. Rakhmadiyev (1932-2013),
which is one of the best songs of the composer, known for his works in academic genres
("Alpamys” opera, “Dairabai” symphonic kyui, etc.). It was written in moments of real
happiness, manifestations of ardent feelings, and was dedicated to the composer’s wife
(Bodaubai 100). This song is about love,
about the beauty of a woman, comparable E ) E
to the morning dawn, with the freshness .
of the wind that has burst into the soul,
and about the all-consuming rapture of
the awakening day (see Fig. 3).

The uniqueness of the “Tan Samaly” song is that it organically combines the traditions
of Kazakh folk song with the style of academic vocal singing. It is not simple.

Figure 3. Roza Baglanova,

“Tan Samaly”. Archived video
record. Source: www.instagram.
com/roza_baglanova_resmi/reel/
CVUFBc90objR/
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Because the verse and chorus are so intertwined and share a single emotional flight,

the structural elements are not distinct melodically. There are no repetitions in the “weaving”
of the melody. The extended chords of the stable steps of the major scale form one line
of ascent and descent in the verse. The melody, starting with the tonic, the lowest sound,
on the verge of verse and chorus, reaches the highest and most unstable sound

at the culmination (IV stage through an octave) and returns to the foundation.

The analysis of the tonal relations at the end and beginning of phrases showed

that the stable steps of major (D major) have an expressive and formative meaning:

they prevail over the unstable ones and are at the end and beginning of the verse

of the song. From the point of view of an ordinary mass song, this is a very complex
structure. Everything flows smoothly, calmly, and at the same time internally very
eventful: the mystery of feelings is replaced by an ardent revelation, and then pacification.

R. Baglanova managed convey, through the sound of her voice and only her inherent
intonation, the figurative palette of an intimately lyrical song-romance. She sang
with a thick, rich, then dark, transparent sound, then meekly, then openly. Her singing
reflected the shades of feeling described in the lyrics — thoughtfulness, fervor,
determination, and delight. In a word, everything that the then-young composer
put into his autobiographical declaration of love.

The song was first performed in 1963 on a tour of Kazakh cultural figures in Mongolia.
The composer himself have offered this song to R. Baglanova, apparently realizing
not only that the popularity of the pop singer could determine its fate but also that she
could convey the subtle emotional content and the sublime spirit of the song associated
with the traditions of western chamber vocal lyrics while at the same time counting
on a large audience.

Ye. Rakhmadiyev later noted more than once that this was the best interpretation.
And today, it remains an unsurpassed example of the disclosure of the composer’s idea.
Observations on other recordings of performers show that pop singers rarely sing it.
There may be different reasons for this, apparently. One of them consists in the very
complexity of the song, in the fact that it is not originally pop, not mass. More often,
it is sung by singers with western-style classical vocals (female and male voices).

But they are characterized by strict performance; without a bright palette of feelings,
the voice is shown more than the intonation characteristic of the song (Bibigul Zhanuzak,
Azamat Zheltyrguzov).

In the aspect of the unity of the art of song, it is noteworthy that there is information
about the performance of “Tan Samaly” by the traditional singer Bekbolat Tleukhan,
who sings accompanied by a dombra or solo. Among pop singers, Makpal Zhunusova
created the interpretation closest to the composer's idea after R. Baglanova. This singer
also has a bright personality, has her own unique repertoire, and is close in style to both
the author’s song and traditional culture. And yet, none of the subsequent performers
could convey this facet of the song, connected with academic vocal, in synthesis
with the song culture aimed at the mass listener in the way that the outstanding singer
R. Baglanova did at the time. She created an unsurpassed standard of interpretation
for this song-romance masterpiece of Kazakh music of the 20th century.
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The study of the intersections of academic and pop styles in Kazakh music
on the example of the art of interpretation of R. Balanova’s song “Tan Samaly”
by Ye. Rakhmadiyev allows us to draw conclusions. The song, in its historically
predetermined artistic mission of the “primary” genre, performs a unifying role.
In the aspect of typological differences of creativity (folklore, academic, pop), “the division
of culture, whatever it may be, fundamentally has no sharply defined and insurmountable,
opaque boundaries” (Zemtsovsky 31). Cross-influences and intra-genre stylistic trends
in the "Tan Samaly” song and in the art of its interpretation by R. Baglanova outline two
mutually directed processes in the song art of Kazakhstan. Composers of the academic
direction build connections with mass culture by referring to the song. Pop performers
do not limit themselves to song material within the stylistic limits of their creativity;
they expand their palette, showing individual capabilities. Therefore, along
with the established separate study of the varieties of song (folklore, academic,
and pop), the unity of the national song culture, which is historically mobile, dynamic,
and multidimensional, is methodologically important.
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Knrouesole cnoesa: vHteptekct, H. C. AHoB-AHOBCKasdA, HaLMOHa bHasA KyabTypa,
CaMOLeHHOCTb, NporpaMmHocTb, Myctado badoes, popma poHao,
uuTaTa, MHTEKCT, annto3nsa, metadopa.

AHHoOTaumA. Teopua nHTepTekcta, cGopmMmMpoBaBLLAACca B GMNOAOTUN, CEMUOTUKE N KYbTYypPONOTnK,
noay4ymaa paspaboTky B My3blKOBeeHUN B NocieaHen Tpetn XX Beka. [1oaxoa BUAHOrO NpeacTaBuTeNs
My3blkasbHOW Hayku Y36ekunctaHa Hatanmm ConomoHoBHbI AHOB-fIHOBCKOW (pog. B 1934) gononHseT 3Ty
Teoputo akTyalbHOW ANA psAAa BHEEBPOMNENCKMX My3blKasbHbIX KyAbTyp KOHLUEMNUMen MHTepTeKCcTyaabHOro
ZBYEeANHCTBa BOCTOYHOW KOMMO3UTOPCKOM MY3bIKW, MOPOXKAEHHOIO ANaNoroM MOHOAUUHOM

1 MHOTOrOJIOCHOW A3bIKOBbIX cUCTeM. Lienb cTaTbm — aprymeHTaums BbIBMHYTOrO YYeHbIM Te3unca

06 0CO3HaHWW HaLMOHaNbHOW My3biKaabHON KyNbTypOW COBCTBEHHOM CaMOLLEHHOCTM B COBPEMEHHbIX
YCNOBUAX B3aMMOAENCTBUA LIEHTPOCTPEMUTEbHbBIX U LIeHTPOHeXHbIX PakTOPOB ee Pa3BMTUA 1 BbI3OBOB
rnobanunsaumu. [ins ee JOCTUKEHNA NPUMEHEHBI CEMaHTUYECKUIA, CEMUOTUYECKUIA, FePMEHEBTUYECKII
NoAXoAbl, yUYTeH TEOPETUYUECKUIA ONbIT U3yUYeHUs GeHOMeHa NHTePTEeKCTYyalbHOCTU B My3biKe, AnTepaTtype
N Mejnanckyccrae.

Penpe3eHTaTMBHbIM 06bEKTOM M3bpaHa KOHLEPTHas yBepTropa-poHao «LUyHuakm xasma» y36ekckoro
komno3sutopa Mycrado badoesa (poa. B 1946), BnepBble pacCMOTPEHHan B acrnekTe packpbITLA
NPOrpaMMHOro 3amblcia NPUBAEUYEHHbIMU MHTEPTEKCTYabHBbIMW CpeacTBamMu. B pesynbtaTe aHanm3a
BbISIBNEHO, YTO COAEPIKaTeIbHON OCHOBOW AAaHHOIO NPOW3BEAEHMS ABU/ICS NOKa3 «3anagHoro»,
«BOCTOUYHOIO» N «HALMOHANBHOMO» KY/IbTYPHbIX CLlEeHapUeB B TPEX 3NM304ax PoHA0. PedpeH, BkatounsLIniA
y36eKCKyH NOCAOBULLY-MHTEKCT, CTaN BblpasuTeNemM TBOPUYECKOro Kpeao KOMMo3uTopa: nsydas

W BOCMPUHVMAs MHOHALIMOHA/IbHbIN OMbIT, HE TEPATb ayTEHTUUYHOTO «InLa», OCTaBaTbCs CaMUM COBOM.

MHTepTekcTyanbHbI annapat cocTaBuAW LuTaTa, anaosns, meTadopa, amanbrama, obpas, ctunmsaums,
ajanTaums, napoaus, NOANCTUAN3M, MEHTATOHMKA, MUKCT MHOrOroaoCcHon GakTypbl 1 TeMBpPOBOro Konoputa
HaLMOHaNbHbIX My3blKalbHbIX MHCTPYMEHTOB, MPOrpaMMHo-obycnoBieHHas popma poHAo. [leMoHCcTpupys
cBO6OAHOE MM BNaZeHVe 1N packpbiBas C ero NOMOLLbIO MAEVHbIN 3aMblcen yBepTiopbl, MycTtado

badoeB No3nLMOHMPYeT LIeHTPOCTPeMUTENbHYIO MAaTGOPMy CBOEro TBOPYECTBa, YTO XapaKTepHO

ANS KOMMO3UTOPCKOM LWKOJbI Y36eKncTaHa Ha HbIHELLHEM 3Tane pa3BUTUA Kak B NaaHe CTUAeBOro
06HOBJ/IEHUA, TaK U HALMOHaNbHO-MOYBEHHOIO ANCKYpCa. ITUM NOATBEPXKAAETCS CrpaBeAMBOCTb BbIBOAA
H. C. AAHoB-AHOBCKOM O PacTyLLeM OCO3HAHWM CaMOLLEHHOCTU HaLMOHaNbHOW My3bIKalbHOW Ky/bTypbl

B MPOTUBOBEC TEHAEHLMAM rnobanmsauuu.

BnarogapHocTtu. Beipaxkato nckpeHHtoto 6aarogapHocTb Kasaxckol HaLMoHaibHOW KOHCepBaTopun
nMeHun KypmaHrasbl, pefakLuu XypHana Saryn, peLeH3eHTam 3a BbICOKUI MPopeccroHanunsm, HyTkoe
n pobpoxxenatenbHoe OTHOLLEHWE, NONe3Hble KOHCYNbTaLMN M KOHCTPYKTUBHbIE OT3biBbl. CepAeyHas
NPV3HaTE/IbHOCTb — Xy/0XXECTBEHHOMY PyKOBOAMUTE/O ¥Y36EeKCKOro KaMepHOro OpKecTpa HapoAHbIX
NHCTpymeHToB «CorgmaHa», 3acy>XeHHOMY feaTento uckyccts PY3, npodpeccopy locyaapcTBeHHoOM
KoHcepBaTopun Y3bekuncraHa ®. P. AbaypaxnmMoBoit, Nt06e3Ho npeAocTaBMBLLEN aBTOPY NapTUTYPY
«LLyH4aku xa3unn».
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Tipek ce30ep: nHTepMmaTiH, H. C. AHOB-AHOBCKaA, YITTbIK M3AEHMET, O3iHAIK KYHABINbIK,
b6afgapnamanbik, Myctado badoeB, poHAO MilliHi, LuTaTa, MaTIHMaH,
anno3ns, metapopa.

AHpatna. dunonorvs, ceMmoTnka xaHe MajeHMeTTaHyAa KaabinTackaH MHTEPMaTIH Teopuackl XX FacbipablH,
COHFbl YLITEH BipiHAe My3blkaTaHyza AaMblfbl. ©36eKCcTaHHbIH, My3blKaTaHyblH KOPHeKTi ekini Hatanuns
ConomoHoBHa flHoB-AHOBCKasHbIH (1934 Xbinbl TyblfaH) Ke3Kapachkl 6yn TEOPUAHbI MOHOANANBIK,

>K9He Ken AaybICTbl TINAIK XXyhnenep AvanorbiHaH TybliHAaFaH LLbIFbIC KOMNO3MTOPALIK My3blKaHbIH,
WHTepTeKCTyanabl eKiyLWTbIbIFbl TYKbIPbIMAAMacbiMeH TONbIKTbIpaAbl. MakanaHblH MakcaTbl —

H. C. AHoB-AHOBCKaAHbBIH, YATTbIK My3blKa/blK MAEHUETTIH ©3iHAIK KYHABIbIFbIH OHbIH, Aamybl

MeH >ahaHgaHy CblH-KaTepaepiHiH OpTanblkka YMTbIAFbIL XOHe opTanblKTaH Tenkiw GakTopaapbIHbIH,
©3apa apeKeTTecyi XaFffanblHAa TYCiHY Typanbl Te3nCiH ganengey. OfaH KO XKETKIi3y YLWiH ceMaHTMKanbIkK,
CEMUNOTUKANbIK XXHE repMeHeBTUKabIK 9AiCTEP KOAAAHbIIAbI, COHbIMEH KaTap My3blka, 94ebuet

KOHEe MeAna eHepiHAEr MHTePTEKCTYaNAblK KyOblNbICTbl 3epTTeYAIH TEOPUANbIK TaXipnbeci eckeping,.

©36ek KOMMNo3MTOpPAaPbIHbIH 6ipi Myctado badoesTiH (1946 Xbinbl TyblAFaH) yBepTIOpa-poHAO TypiHAe
xa3sblnfFaH «LLyHuaku xasun» («XKaii a3in1») WeiFapMachl eKingik 06bekT 60bIN TaHAaNAbl, ON baFgapaamanbik,
acaKTaMa TYPFbICbIHAH >KdHe OHblH, LeHbepiHAe MHTePMBTIHAIK balinaHbICTap TYPFbiCbIHAH Kapanabl.
Tanpay HaTUXKECIHAE BYN XKYMbICTbIH, Heri3i POHAOHbIH, YL 3MN304bIHAA MOAEHUETTI amMbITyAblH «6aTbIC»,
«LUBIFBIC» XAHE «YATTbIK» XOAAaPbl KOPCETINreHi aHblKTanAbl. ©36ek Makaa-MaTiHMaHIH KOckaH pedpeH
KOMMO3UTOPAbIH, LLblFapMaLLblIbIK KPeAOChIHbIH KepceTKili 601bin TabblAbl: LeTenaik ToxipnbeHi 3eptren,
OHbI KabbliAal OTbIpbIN, WbIHaNbI «6ET-aNeTTi» XoFanTnay.

KongaHbinFaH MHTEPMITIHAIK KypansapAblH KaTapbiHAa LuTaTa, anntosms, Metapopa, amanbrama, beiiHe,
cTunbaey, beriimaeny, Napoans, NOANCTUANZM, MEHTAaTOHWKA, YATTbIK MYy3blKa/blK acnanTapAblH Ken AaybiCTbl
dakTypackl MeH TeMbpnik 60AybIHbIH, MUKCTI, 6aFgapaaMameH aHblKTanaTblH POHAO MiWiHi. Myctado
badoeB oHAa epKiHAIK TaHbITbIMN, OHbIH KOMeriMeH yBEPTIOPaHbIH NAEANbIK, KOHLLEMNUMACBIH alla OTbIpbIM,

©3 LWblfapMaLUbl/bIfbIHbIH OPTa/blKKa TapTKbILW TyFblpHAMachbiH NO3ULMsAiangbl, Oyn ©36eKcTaHHbIH Kasipri
JaMy caTbICbIHAAFbl KOMMO3UTOP/bIK MeKTebiIHE CTUNBAIK XKaHAPY TYPFbICbIHAH A3, YATTbIK ANCKYPC >KafblHaH
Aa TaH. byn H. C. AHoB-fAHOBCKasHbIH >XahaHAaHy TeHAEHLMANAPbIHbIH, afCbIHAA YATTbIK My3bIKaablK,
MOZAEHMETTIH ©3IHAIK KYHAbBINbIFbI Typabl XabapAapblfblH apTThipy Typasibl TY>KblPbIMbIHbIH, 9AINAITIH
pacrangpl.
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Article

Concert Overture
“Shunchaki Khazil”
by Mustafo Bafoyev
through Intertextual
Projection

A Tribute to the 90th Anniversary
of Natalia Yanov-Yanovskaya

MexXxayHapoAHbIA peyueH3npyemMbln XypHan Saryn



Ne 3. 2024 CSapyn

Keywords: intertext, Natalia Yanov-Yanovskaya, national musical culture, self-value,
program-conditioned rondo form, Mustafo Bafoyev, proverb-intext, quotation,
allusion, metaphor.

Abstract. The theory of intertext, having taken shape in philology, semiotics and cultural studies,

was developed in musicology in the last third of the twentieth century. The approach of the prominent
representative of musicology in Uzbekistan, Natalia Yanov-Yanovskaya (b. 1934), complements this theory
with the concept of intertextual duality in Eastern compositional music, arising from the dialogue between
monophonic and multi-voice language systems. The purpose of this article is to argue the thesis put forward
by N. Yanov-Yanovskaya about the awareness of national musical culture of its own self-value in modern
conditions of interaction between centripetal and centrifugal factors of its development and globalization
challenges. To achieve it, semantic, semiotic, hermeneutic approaches are applied, and theoretical experience
of studying the phenomenon of intertextuality in music, literature and media art is taken into account.

The concert overture-rondo “Shunchaki Khazil” (Just a Joke) written by Uzbek composer Mustafo Bafoyev

(b. 1946) is chosen as a representative object. For the first time it is considered in the aspect of revealing

the program idea with the help of the involved intertextual means. As a result of the analysis, it was revealed
that the content basis of this work was the display of Western, Eastern and national cultural scenarios

in three episodes of the rondo. The refrain, which included an Uzbek proverb-intext, became an expression
of the composer's creative credo: while studying and perceiving foreign national experience, try not to lose
your authentic “face”, just be yourself.

The intertextual apparatus contains quotation, allusion, metaphor, amalgam, image, stylization, adaptation,
parody, polystylism, pentatonics, mix of multi-voice texture and timbre coloring of national musical
instruments, and program-conditioned rondo form. Demonstrating its fluent mastery and revealing

the ideological intent of the overture, Mustafo Bafoyev positions the centripetal platform of his work

as characteristics of the Uzbek school of composers at the current stage of development both in terms

of stylistic renewal and national-soil discourse. This confirms the validity conclusion of Natalia Yanov-
Yanovskaya's about the growing awareness of the national musical culture self-value as a balance

to the trends of globalization.
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the editorial board of the Saryn journal and reviewers for high professionalism, friendly attitude, useful
consultations and constructive feedback. My heartfelt gratitude goes to Firuza R. Abdurakhimova, Artistic
Director of the "Sogdiana” Uzbek Chamber Orchestra of Folk Instruments, Honored Worker of Arts

of the Republic of Uzbekistan, Professor of the State Conservatory of Uzbekistan, who kindly provided
the author with the scores of “"Shunchaki Khazil".
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Hatanna ConomoHoOBHa AHOB-AHOBCKasA, UbA TMUYHOCTb U HayYHOE TBOPYECTBO He pa3
CcTaHOBUAMCb 06bekTOM buorpadpuueckoro (T. TonossHL u E. Melike; A. Ixxab6apos

n T. ConomoHoBa; A. XXab6opoB) 1 nccnegosatenbckoro (B. 3akmposa,

M. KamonnganHosa, 1. Kapomar, 3. MamagyxaHosa v [. XycaHoBa; H. XacaHoBa)
WHTepeca, NPUHAANEXUT K MOKONEHNIO My3bIKOBE0B, COBEPLUMBLUNX CEPbE3HbINA NPOPbIB
B M3yYEeHUN KOMMO3UTOPCKOW My3bIKi Y36ekncraHa.

MpW3HaHHBIM TEOPETNYECKMM 3aBOEBAHMEM YUYEHOrO CTaja BnepBble NpeaNoXeHHas
1 060CHOBaHHas TUMOOTM3aLLMA NPOLLECCOB OCBOEHMUA CUMPOHNYECKOrO XaHpa
y36€KCKOW MOHOANMHOW KyNbTypon. KOHLEeNT TpexaTanHOW 3BOIOLMMN (1EKCUKO-
A3bIKOBasA afantauna MHOroronocus; oiaseHne GpopmManbHO-KOMMO3ULMOHHbBIMMU
HOpMaTMBaMu M3BPaHHOrO XaHpa; ero TPakToBka B MOHOAMMHOM KOHTEKCTe) oKa3asics
NPUMEHVMbIM U K APYTMM 3aUMCTBOBaHHbIM B XX BeKe XaHpam.

Bonee TOro, 3T0T NOAXOA 0603HAUNA NOTUKY CNOXKEHMA ONEpPUpPYLOLWEer MOHOANMHO-
MHOTOr0JI0CHBIM OMbITOM KOMMO3UTOPCKOW LIKObI (Ha NpuMepe Y36ekuncTaHa),

YTO MO3BOJINNO NUCCNELOBATENO BbIABMHYTb BaXKHbI TEOPETUUYECKNIN TE3NC — «OAHA
HaLMOHanbHaa KyabTypa — ABe TPaanuLmm» (M3HavaibHasa 1 BO3HUKLWIAA B XX CTONEeTUM
coBpeMeHHas) («OaHa KynbTypa — ABe Tpaguunm» 26; xymaes 103, 106-107).

Ero ganbHenwemMy o60ocHOBaHWUIO NocBsLLeHa onybankoBaHHas B 2019 rogy MoHorpadpwus
H. C. AHoB-fIHOBCKOM «Teopus MHTEPTEKCTA B €€ NPOEKLMM Ha BOCTOUHYH MY3bIKY>».

OTa Teopwus, BO3HMKLLIAA BO BTOPOW NonoBmMHe XX Beka B CMY HOBOIO MOHMMaHUA
NHTEPTEKCTYaNbHOCTM KakK y3N10BOrO MOMEHTa B «MXOTOMWUMN COOTHOLLEHNA TBOPYECKOrO
CO3HaHMA N XyAO0XeCTBEHHOro TekcTa» (Bbicoukas 44), nepBoHayanbHO opopmunace
B dnaonorum, cemmoTurke, KyabTypoaornun, NoayumB 3ateM paspaboTky
“ B My3blkOBeAeHMW. Byayun 10 HesaBHEro BpeMeHW MPenmMyLLLeCTBEHHO HanpaBieHHOM
Ha BblIBNEHME MEXTEKCTOBbIX CBSi3e B paMKax €BPOMencKor My3blkW, OHa, Hapsay
C TpyAamum obobLiatoLero naaHa, 3atparmBaeT 1 Takme npobaemsl, Kak MHTEPTEKCT
B TBOPYECTBE OTAENbHbIX, B TOM Ync/ie y36eKCKNX, KOMMNO3NUTOPOB, METOAOOIMA
aHanu3a My3blK1 B MegmnaTtekcTe u gpyrue.

Moaxoa y36eKnCTaHCKOro My3bikoBeZa 0603HauUNA B HEW eLLe OAMH, Ype3BblYaHO
aKTyasbHbl ANS pPAja BHEEBPOMENCKUX My3blKaabHbIX Ky/bTyp, MPO6AEMHbIN ANCKYPC —
«ABYEANHYH NPUPOAY BOCTOYHOM KOMMO3UTOPCKON My3biku» (AHOB-fIHOBCKas, Teopus
uHMepmexkcma 5), 06yCNnoBAEHHYI NHTEPTEKCTOBBIM AMaN0rOM MOHOAUMHOM
M MHOTOTOJIOCHOWN CUCTEM.

O6paTmBLUMCL K JAHHOMY TPYAY, Mbl HE CTaBUAW Lieabo NOAPOBHO ero
oxapaktepu3oBaTb, MO0 cam aBTOP U3NOXWUJ CBOW Pa3MblLUAEHNA ACHBIM U TOYHbIM
A3bIKOM, JIOTMYECKN paccTaBMB BCe akLeHTbl. CKpOMHas 3ajava HacTosLLen cTaTby —
NpvBAeYb BHMMaHWe K O4HOMY 13 MHOXECTBa acnekTOB 3TOM MHTEPECHOM
N MHGOPMALIMOHHO HACbILLLEHHOW KHUTW. A MMeHHO K Tomy, uTto H. C. AHOB-AHOBCKOWM
0603HaY€eHO KaK «yCTPEMAEHHOCTb K OCO3HaHUIO COBCTBEHHOW CaMOLLEHHOCTH,
CaMOBbITHOCTY, <...> CaMOUAEHTUDUKALUN», «eCTECTBEHHAA PeaKLMa Ha TEHAEHLUN
rnobanvsaummn» BCieCTBME OOOCTPUBLUENCA AMANEKTUKN LEHTPOCTPEMUTENBHBIX
N LLeHTPOHEXXHbIX BEKTOPOB Pa3BUTMA HaLMOHaNbHbIX KyabTyp (Teopus uHmepmekcma 19).

OcBelyeHme yKa3aHHOro acnekta obyc10BMAOCh TeM, YTO CBOE TONKOBaHWE Teopum
MHTEPTEKCTa Y4Y€eHbI COOTHOCUT CO CTaAnanbHbIM Pa3BUTUEM KOMMO3UTOPCKOW My3bIKW
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Y36ekucraHa. Onpegensas HanpaBAEHHOCTb 3TOrO NpoLecca «OT BAVAHUA YydXKOro

K ero BO3eMCTBMIO U Jasnee — K B3aMMOAENCTBUIIO, e OTHOLLEHNA KynbTyp obpeTaroT
y>Xe AMHaMmnyeckoe TBopyeckoe paBHonpasue» (Teopua uHmepmekcma 118),

1 OTMeYan roTOBHOCTb HaLMOHA/NIbHOrO My3blKa/lbHOTO CaMOCO3HaHWNA «COrNacUTbCA

C HEMOXOXECTbO HOBbIX NPOSBAEHNI Ha CTapoOe, 3HAaKOMOEe», aBTOP B TO XKe BpeMs
yKa3bIBaeT, UTO «4eM CU/IbHEee TEHAEHLNN K OOBbeJVMHEHWIO, TEM aKTMBHee MObUan3yroTca
3alUUTHbIE CPeACTBA KOPEHHOW KyabTypbl» (19-20).

MpeacTaBnaOCh, UTO NOATBEPXKAEHNEM CNPaBEAANBOCTU M aKTyaslbHOCTU 3TUX
MbIC/IEN MOXET CNY>XUTb Npoun3BeseHne «LLlyHuakm xasmn» («Bcero anwb wyTtka»)
OAHOrO 13 BUAHbIX y36ekckmx komnosmnTopos Myctado badoesa (T. FonossHy,

n E. Meiike; A. XXab6opos; O. MaTskyboB), UbM TBOPUYECKME YCTAHOBKMN, NP BCEW
LWMPOTE NHTEPTEKCTyalbHbIX CBA3EN 1 MapLUPYTOB, AEMOHCTPUPYIOT NPUHLMNNaNbHOE
TATOTEHME K LEHTPOCTPEMUTENBHOM XYAOXKECTBEHHON NiaThopMe naTprapxa y36ekckomn
Komno3unTopckon wkobl MyTans bypxaHosa (1916-2002)".

36paHHOe coumHeHune, He yNoMAHYTOe aBTOPOM KHUIM B YMCAe NPUBAEKLLNX ero
BHMMaHuWe onycoB badoea (AHoB-AHOBCKan, Teopus uHmepmekcma 78-83), Bnepsble
paccMaTpuBaeTCs B acrekTe packpbiTUA MPOrPaMMHOro 3ambICia UCMOb30BaHHbIMU
WHTEePTEKCTYaNbHbIMU CPeACTBaMM, He Npec/iesys 3ajayvm LeloCTHOro aHanmnsa?.
YuunTbiBas, YTO TEPMUH «MHTEPTEKCTYaNbHOCTb» AOMYCKAeT «HEOAHO3HAYHOCTb
TONKOBaHM» (Bbicoukas n Mpuropbesa 8) n MHOroobpasne aHaIMTUYECKNX TPAKTOBOK
MY3bIKaNlbHOIO TEKCTa, COOTHOLLEHME «MPOrPaMMHbIN 3aMbICeN» — «NHTEPTEKCTYasIbHbIV
annapart» B J]aHHOM Onyce YC/JIOBHO onpejeneHo Hamu Kak GyHKLMOHaAbHasA CBA3b
obo3Hauaemoro (aeHoTaT) 1 ob603HavaroLero (CUrHMdmKaT), UTo NogpasymeBaeTt
obpallieHne K CeMaHTUYEeCKNM, CEMUOTUYECKUM Y FTepMEHEBTUYECKUM MOAXOAAM.

TeopeTnyeckon 1 nHGOpPMaLMOHHOW Ba3ol ncciesoBaHMs, MOMUMO paboT
My3blkoBeAoB Y3bekuncTaHa (A. xymaes, O. Mataky6os, P. PagmaH, H. AHoB-flHOBCKa#A),
NOCNYXWUAN TPYAbl MO NpobaemMam NHTePTEKCTyaNbHOCTHN, CEMaHTUKKW, CEMUOTUKM,
repmeHeBTMKM yueHbix CHI (M. ApaHoBckuii, M. Beicoukas, I'. Tpuropbesa,

1 MosicHUM: NoJ, LEHTPOCTPEMUTENBHOW
1 LeHTpobexxHon naatdopmamum H. AHoB-AHOBCKas
B JaHHOM C/lyyYae noapasymeBaet
NPOTUBOMONOXHOCTb MHTEPTEKCTYaNbHbIX
MapLLpPYTOB ABYX APKUX NpeacTaBuTenei
y36eKkcKkolr KOMNO3nTopCckon My3bikn M. bBypxaHoBa
n V. AkbapoBa. O6BACHAS 3TO Pa3HOCTbIO
NPUOPUTETOB 0BOMX XYAOXKHWNKOB B «J03MPOBaHUM»
chepbl POAHON Ky/IbTYPbl U MAACTOB KY/bTYPbl
€BPOMencKon, yYeHblll Ha3blBaeT X nocieoBaTenein
(Npw BCelt yCNOBHOCTM Takoro AeNeHuns) — BbIPOCLLMNX
Ha bypxaHoBckon «nouse» C. [xxanuna,
b. Ymuaxanosa, b. Jlytdpynnaesa, M badoesa
Y NPUMKHYBLLVX K akbapoBckoit «BeTBu» M. Tagxmesa,
M. MaxmygoBa, T. Kypbarosa, H. Tmsacosa
(AHoB-AHoBCKasA, Teopua uHmepmexkcma 41-49, 72).

2 AHanuns counHeHua «LLlyHuakun xasma» cogepxut
3awyuieHHan B 2014 roay marvucrepckas
ancceptauma P. . PagmaH, rae oHo urypupyet
Kak KOHLepTHasa yBepTiopa POHAaNbHON GOPMbI
(58-65). YkaxkeM, 4To aBTOPOM AMccepTaLmn JaHHbIN
Onyc He pacCMaTpUBAETCA B K/IHOUYEBOM ANA Hallel
cTaTby acnekre.

MexayHapoAHbIA peueH3upyemMbln XypHan Saryn

HO. MpnburHeHko, HO. 3axapos, J1. Aba4koBa,
C. NNaBposa, N. CtorHun, I'. Tapaesa,
B. YnHaes, J1. LLalnmyxameToBa,
E. A6noHckasn) 1 3apybexHbIX cTpaH
(P. de Castro, W. Everett, W. Gratzer,
T. Kneif, V. Kostka, Z. Lissa, S. Mausers,
J. Matson), a Takxe psj, Hay4YHbIX
M3bICKaHNI CXOA4HOM NpobaeMaTnku
B chepe CMeXHbIX 'YMaHUTaPHbIX HayK
(C. ABepuHues, T. bounHa, O. JoHckunx,
tO. Kapaynos, H. Kpuyns, O. Pabyxa,
M. Topon, A. TpowwHa, G. Allen, W. Irwin,
N. Piaget-Graw un ap.).

KoHuepTHas ysepTiopa «LyHuaku
Xa3ua» Oblna HanvcaHa aas Y36ekckoro
KaMepHOro opkecTpa HapOAHbIX
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NHcTpymeHToB «CoranaHa» B 2013 roay. Hapsaay ¢ AOBOAbHO HECTAHAAPTHOM

ANR 3TOTO XaHpa PoHAaAbHON GopMOoK (TpW 3Nm3oaa ¢ pedpeHOM) OHa COAEPKUT
BepOanbHbIN TEKCT, INN30ANYECKM NPONEBaEMbI OpKeCTpaHTaMUn MO XOAY UCMONHEHWS.
DTOT TEKCT COCTOUT U3 COYMHEHHBIX KOMMO3UTOPOM ANANOrMUYECKNX Penank 1 y36ekckomn
MOCNOBULbI-LMTaTbl, O MECTE U 3HaYEHMM KOTOPOM B 3aMblC/ie Mpou3BeaeHns byaert
CKa3aHo Huxe.

MNMomMrmMo BepbHanbHOrO KOMMOHEHTa MHTePTEKCTyalbHOE NOoJe yBepPTOPbl CO3aeTcs
OTCbIZIKAMW K My3blKaJlbHbIM TeKCTaM, @ UMeHHO uuTatam m3 baxa («LyTtka»)

n beTxoBeHa (PUTM «MOTMBA CyAbbbl») B MEPBOM 3MN304€, «KUTAaNCKON» NEHTAaTOHMKE
BO BTOPOM, Y36€KCKOMY My3blKaJbHOMY Hacneaunto B «auue» byxapckoro Lawmakoma
n Xopeamckoro ceoga LLlectn ¢ No10BMHOM MakOMOB — B TPETbEM.

MoauepkHem, YTo obpalyeHne K yKkazaHHbIM KOMMO3MTopam 0byCn0BlEHO He TONbKO
XyAOXEeCTBEHHbIMM npeanouTeHnammn badoesa (Matakybos 60, 69; AHOB-AHOBCKaS,
Teopus uHmepmekcma 82, 83) 1 BbICOKOW pedepeHTHOCTbHO NPUBAEYEHHbIX LUTaT —

NX TBOPYECTBO MaHUPeCTUPYyeT KAtoUeBble JOCTUXKEHNS eBPOMENnCKOn My3bIKu

B NOAMPOHNYECKON N TOMOGOHHO-rapMOHMYecKon cdepax. TOUHO Tak Xe NeHTaToHMKa
n3bunpaeTcsa B KauecTBe Hanbosiee Nerko pacrno3HaBaeMOoro 1aL0BOro 3Haka KMTarckon
(umpe — fanbHEBOCTOYHOM) My3bIKW, @ MaKOMbI — Kak JOMWHaHTa y36eKCcKoro
MY3bIKaJbHOIO Hacneaus.

Bce 310 noaTBepxXAaeT NoguYepKMBaEMyO NCCeA0BaTENAMUN NPUBEPXKEHHOCTb
badoeBa K MHTepTeKCTyanbHOMY pacLUMPEHNIO CBOEro TBOPYECTBA, OTKPbITOCTb
K WHbIM, AAaneko OTCTOALLUM APYr OT Apyra TPagnumaM 1 KyabTypam, NaaHeTapHOCTb
N 4MaNOrMYHOCTb MblLLIeHNs, cBOBOAHOe oneprpoBaHme «rMNeprnpoCcTPaHCTBOM»
pa3HbIX 3MOX N TPaHCKYNbTYPHbIX cBA3ein BocToka v 3anaga (Matakybos 73-74, 77;
AHoB-AHoBCKas, Teopus uHmepmekcma 81-83). V1 Ha nepBbIi B3I AaeT OCHOBaHMe
rOBOPUTb O MPOABUXEHUN UM UAeW rnobanm3aumm n MHTEPHaLMOHAAN3aLMN NCKYCCTBA.

OaHako 6onee npuctanbHOe BHMMaHMe K ero pabote Haj 3aMMCTBOBaHHbIM TEKCTOM
B JA@HHOM OrycCe BbIBAAET BUPTYO3HOE BAaJEHME NPUEMOM anNto3MM — MHOCKA3aTeIbHOW
1 3a4aCTyr0 UPOHNYHO-NMAPOAMIMHOM UTPbl C ayauTopuen. Ero cyTb cocTouT B TOM,

YTO BKIHOYaEMbIA O6BEKT «NOAaeTCA B U3MEHEHHOM BUAE», MOABEPrasCh «COKPALLEHUAM,
aedopmMaumam, KOMNUAMPOBaHMIO 1 NepedpasvpoBaHNIO», B Pe3y/ibTaTe YEro «Hy>XXHbIi
3pPeKT AoCTUraeTca 3a CUeT NoABAEHNA B 3HAKOMOW LiMTaTe COBEPLUEHHO HEOXMAAHHOTO
KoMmnoHeHTa» (Kpusyna 154).

MosobHbIV 3PPeKT B MepBOM 3MM304€e CO3aeTca NapafoKCaibHbIM HallOXeHNeM
6axoBCKOW LiUTaTbl «B UCMOJHEHNW Has, pybaba, AyTapa v ruaxkaka» Ha «6eTXOBEHCKME»
PUTMbI yAapHOW rpynnbl opkecTpa (PagmaH 60), napoanpyemMble «yCyabHbIM» NepPecTyKoM
(c™m. npumep 1).

Bo BTOpOM 3nm304e — coyeTaHneM COUMHEHHOW bapoeBbiM NEHTaTOHHOW Menoann
M HaCbILLEHHOW MOAYTOHOBbIMU COMPAXEHUAMN BEPTUKANbHO COMPOBOXAEHUS
(cM. npumep 2).

HakoHeL, MO NpM3HaHWIO CaMOro KOMMO3MTOPA, «LIyTKa TPEeTbero anm3oAa cocTouTt
B MeNoAun (Toxe aBTOPCKOW — 3. M.) — OHa OAMHAKOBO MOXOAMUT Kak Ha bByxapckyto,

Tak 1 Ha Xxope3mckyto» (PagmaH 64) (cMm. npumep 3). YKaxeM, UTo BO BCEX NepeuncaeHHbIx

MexXxayHapoAHbIA peyueH3npyemMbln XypHan Saryn
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Cyyasx KOMMO3UTOP UCMO/b3YET NPYEM aManbrambl — CNIaBAEHNUS Pa3HbIX KOMMOHEHTOB
B €MHOE Liesoe.
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MpvmMep 3. 3nu3og TpeTnin. PparMeHT «MakoMHOW» MeNoAUN.
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ANNKO31K, aKTyann3mpya «CKpbITble CMbIC/bl 1 BbI3blBas acCoLMaLMm», ABASIOLWMECS
«4eM-TO 6OAbLUMM, YUeM NMPOCTO 3aMeHa 3Haka» (Irwin 288), 06bIYHO «BOCNPON3BOAATCS
He TO4YHO, a Yepe3 Hamek» (Kpusyna 140, 142). OaHako B Hallem Cayyae OHWU
«aelwmndpoBaHbl» obbaBAeHNeM nmeH baxa n betxoseHa («by W. C. bax — 6ytok Luaxc.

By /TroaBur BaH beTxoBeH») 1 penankammn-nosackaskamm («by Xvtonmm é AnoH?»;
«by Xopa3m, byxopo»), uTo 3acTtaBaseT 3asymMaTbCs O HEKOEM «MOACMYAHOM» 3ambiCie
aBTOpa 1 0bpaTnUTbCs K M3bpaHHOW MM BepbasbHOM LuTaTe.

B kauecTBe TakoBOM BbICTynaeT NocioBULa «/LWLOHMarnH AycTMHrra — COMOH TUKap
NYCTUHITa», 4OCNIOBHO O3Hauvatowas «He Bepb (UWOHMazuH) apyry (OycmuHa2a) — CONOMbI
(comoH) HabbeT (Mukap) B TBOK LUKYPY (nycmuHea2a)» (cM. npumMep 4). Ee nepeHOCHbIN
cMblcn — «He Bepb apyry, 6o oH MOXeT npeBpaTnTb Tebs B cBoe Nnogobune (CONOMeHHOoe
yyyeno)» — 630K pycckum nanomam «He Bepb 6paTy pogHOMY, BEPb CBOEMY a3y
KpuBoMy!», «Ha 6ora Hagelcs, a cam He naowar» (danb).

1] -
(mets) EEEE:
y = = = =
9 T T | — | I i T I 1 I
Nay |i{zy T ——1 7 ——— e — P e — —
AN’ o—o - < R ————
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( mets)
y —F—— : — =
Q.nay |Hes i C—— e —— " e - P — " —a
&) o —o o—o
v HwoH MaruH  AyCTHHr ra g —— CoMOH THKap  MYCTHHr ra

Mpumep 4. PedpeH (bparmeHT).

MocnoBuua, Kak ciesyeT U3 ee onpeseneHns, — 3To «xkaHp donbknopa; obpasHoe,
adopuCTUYeCKn CKaToe n3peyeHne <...>, CoAepKallee HeKYH XXUTENCKY MyApPOCTb
W MMetoLLiee Ha3nAaTeNbHbI CMbICA, KOTOPbIA MOXET 6bITb OYKBa/sIbHbIM Y MEPEHOCHbIM
<...> WAV TONbKO NepeHOCHbIM» (bosbwas pocculickas 3Hyukaonedus). byayun uenbHowm
N NaKOHWYHOW, OHa 06/1aaeT CMbICIOBOW, CTPYKTYPHOM, KOMMYHUKaTUBHOW LLEHHOCTbHO
1 BblpaXkaeT TONbKO OAHY Mbicab (BounHa 19). A Mbicab 3Ta — He Bepb (1) apyry —

HWKaK He NoATBepXAaeT npeacTaBaeHne o badoese kak CTOpOHHUKe rnobannsauunun.
Ee conoctaBnieHuve ¢ cogepkaHnemM ann3oaoB yoexaaet B MeTapOpPUUHOCTM 3amblcia
KOMMO3MTOpPa, «KOrAa, roBopsi 06 0O4HOM», OH MMEET «B BUAY coBceM apyroe» (JoHckux 30).

Bbibop 3TOro npeueseHTHOro (06LLEen3BECTHOrO B KOHKPETHOW KybType) N3peyeHns
[eNaeT ero «CeMaHTUYeCKN HaCbILLLEHHOM YacTbto TeKCTa», MHa4e nHtekcToMm (Topon 39).
MHTeKcT, 3a4acTyto urpas «TeKCTOMOpPOXAaroLLYO PO/b B Nepejaye OCHOBHOW Uaen»
(Psabyxa 1 TpowmHa 138), «CyLLecTBEHHO 0borallaeT ngenHo-NPobaeMHOe cofep KaHne
npowvssegeHuna»-peunnuenta (Kapaynos 228) 1 BbINOJHAET KAOYEBYHO QYHKLNIO
B €ro pa3bACHEHUN.

VIMeHHO Takyto poJib UrpaeT 3a4aroLasn «HOBble KOOPAMHATbl MbICANTENbHbIX CXEM»
(JoHcknx 29) nocnosuua B «LLyHuakn xasma». KomMno3ntop noaTeKCTOBbIBaET eto pedpeH
(PagmaH 59), MHOrokpaTHoe nNpoBeAeHne KOTOPOro CMOCOBCTBYIOT 3aKpenaeHnto
ee coflep>KaHna B CyLlaTeIbCKOM co3HaHUK. OUeBMAHO, UTO HEOHXOAMMOCTb B TaKMX
NOBTOpPax-HanoMuHaHuax obycnoBmna Belbop GopMbl POHAO.

Taknm obpasom, pedpeH (BKyne ¢ pacCCMOTPEHHbIMU BbiLLe alF03UBHbBIMMN
NHTEHLMAMM) CAYXXUT KNHFOYOM K PacKpbITUIO MPOrpaMMHOro 3aMbliC1a, 03By4nBas
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Mecce K KOMNo3uTopa: NpusHaBasa He0obXoANMOCTb 0bpalleHNa K MHOHALMOHaNbHOMY
OMbITy 1 BaXXHOCTb ero nsydyerus, badboes npesocreperaet ot cnenoro, 6e3ayMHOro
NoApaXkaHNA TeM UAN NHBIM CTUAAM M obpasLuam (BkIOYas U My3blKkaabHble CUMBObI
POZAHOW KyNbTypbl), Kak 6bl COBEPLUEHHBI OHWU HW BblW. Takon Noaxos 6An30K MblCn
C. ABepuHLeBa 06 ONacHOCTM MHANPDEPEHTHOTO CMELLEHUA Pa3HbIX XYA0XECTBEHHbIX
NO3MLMIA, BAEKYLLEro «nornbenb, ecnm He Gusnyeckyro, To yxoBHYo» (12), noTepto

He TO/IbKO TBOPYECKOW MHAMBUAYANbHOCTW, HO U CAMODBbLITHOCTU KyNbTYpbl B LLEJIOM.

B 3TOM KOHTeKCTe 3nMmn304bl POHAO NMPeACTaroT KakK TPW KyAbTYPHbIX «CLIEHapUsA» —
«3anajHbli», «<BOCTOUHbIN», «<HALMOHANbHbIA», YTO NO3BOJISET €LLe pa3 OTMETUTb
afeKBaTHOCTb JaHHOW My3blkaabHOW GOPMbl MAENHOMY 3aMbIC/ly KOMMO3MTOpPA.

Konvpys nepBbiin n3 HUX anbo n3bmpas BTOPOKN, BOCNPUHUMAIOLLLAA KyAbTypa pUCKyeT
NpeBpaTUTLCA B HEUTO BTOPUYHOE (YyuesibHOe NoAobue), orpaHMUYMBasCb NeperneBom
MHOHALMOHaNbHbIX XYAOXECTBEHHbIX UAEW U My3blKaJIbHOTO f3blka — Hanpumep,
OTCYTCTBYHOLLEW B y30EKCKOWN 1alOBON CUCTEME NMEHTAaTOHUKM. MicnosHeHne xe 6axoBCcKown
unTaThl, rae daenty MMUTUPYET TEMOPOBO M TEXHUYECKN OT/IMUHBIN OT Hee Hal, oTCblnaeTt
K BypHbIM cnopam o LenecoobpasHoOCTN NepenoXKeHn eBPONenckor CUMPOHNYECKOM
KNaccrKuy Ans opkecTpa y36eKckMx HapoAHbIX MHCTPYMEHTOB (B NPUHATOW abbpeBnatype —
OHW)3. B aTOW CBA3M cneayeT yKkasaTb, UTo badoes, Ha NpoTAXKeHUN psaga et
BO3r/1aBAABLUMI NOA0OHbIE NCMOAHUTENbCKME KoanekTusbl (B 1980-2000 rogax —
AVIpVIXKEP, TNaBHbIV ANPUXKEP, XYAOXKECTBEHHbIV pykoBoauTenb OpkecTpa HapoAHbIX
WHCTPYMeHTOB MMeHn [JaHu 3akmpoBsa Y3tenepagmokomnanum, B 2000-2003 rogax —
rnasHbIii anpuxep OHU «Y36ekpakc»), onpesenn CBO NO3ULMIO COUMHEHMEM
[ECATKOB NMPOM3BEAEHWI AN Pa3NINYUHBIX, B TOM YMC/IE U CMELLAHHbIX, COCTaBOB
(aBe «BocTOoUHbIE MUHMATIOPbI» A/1A @HTAMIACKOro poxka, robos n OHW, Xopesmckoe
kanpu4yuno, daHtasma «byxopoua 3aHr» gnsa doptennaHo n OHW), npeanouts
COBCTBEHHYH KOPPENALMIO «HALMOHANbHOIO — MHTEPHALMOHAIbHOTO».

Bbibop e TpeTbero nytun, Hapaay € NOrpy>XeHnem B POAHYHO My3biKalbHYH CTUXUIO,
noTeHLManeH pasHoobpa3HbIMY, B TOM YMUCIE N UHTEPTEKCTYaNbHbIMY, YPOBHAMM
ee OCMbIC/IeHNA 1 MHTeprnpeTaunun. B aTom nnaHe nokasatenbHbl cnosa badoesa
O MeNoANN N3 3aKNHUUTENbHOrO 3Nn3oaa yBepTiopbl: «CoyeTtasn pas3inyHble (MaKOMHble —
3. M.) Tpagmumm, a1 CMOT OAHOM TEMOM NoKas3aTb e4NHCTBO HaLLEro HapoAa,
€ro KyNbTypHOro Hacneamsa» (PagmaH 64), uem 03ByYeH ero CO6CTBEHHbIN Ananor
C ayTEHTUYHbIM My3blKa/bHbIM Hacneanem.

Vtak, nporpammy yBepTHOpPbl MOXHO CUMTaTb BblpasuTenem TBOPUYECKOro Kpeao
KOMMO31TOpa, KOTOPOe OH 3akaMydAnpoBan Noj «nepBoanpenbCkuUin po3birpbiLL»,

oKpy>xas pedpeH-HasngaHue
3 MepenoxeHns NponsBeseHNI eBPOMENCKON My3blku «XOXO4YYLWMMUN>» OPKECTPOBbIMA
B naccaxamm, nposoupys cryuwatens
«MHTEPHALMOHA/bHYI0» YaCTb. «OTPbIBKM a//ItO3MBHbBIMY LIUTaLMAMMN N 3aKaH4YMBan
n3 npovssegeHnii Yakosckoro, Betynaenue k onepe yBepTIOpY O6'b$|BﬂeHI/IeM, 4TO BCe

"KapmeHr” bu3e, “BeHrepckume TaHubl” bpamca, crouTbl

I'pmra 3By4asn WYMHO, NecTpo v HeO6bILIHO, yanBaaa npo3ByanLuee —«N pOCTO LIJyTKa»,
ayANTOPWIO, 0COBEHHO MHOCTPaHHYHO, CBOEN

3K30TUKON. HO CumTaTh CepbesHoit My3bIKoii n6o «bupuHum (Tak B naptutype — 3. M.)
noAobHOe NCMONHEHME BbIN0 HeNb3s <...>, anpenb — HUKOMY He 8epb». ST0T

N KaXJOMy YyTKOMY C/lyLIaTeto CTaHOBMIOCh BUAHO, o

HACKOJ/IbKO 3TO UCKYCCTBeHHO» (MaTaky60B 66-67). «PEeEXNCCEPCKMU» XO04 O4AHOBPEMEHHO
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OTCbINAET N K «BaXTUHCKOM» CMEXOBOU KYNbTYpPe, N K 330MOBY A3bIKY TPaAMLMOHHbIX
ackus ([nanornyeckoro CocTa3aHna OCTPOCAOBOB), TAe BHELLUHE HEBUHHOE, NOJ B3PbiBbl
3pUTENbCKOrO XOXOTa, MOALLYYMBaHME 3a4acCTyro CKPbIBAET U CaTUPy, U UPOHUIO, N efKoe
BbiICMenBaHune?*.

Mo3nunoHnpys TakumM 06pa3oM HaLMOHaAbHO-MOYBEHHYH OCHOBY CBOErO
TBOPYECTBA, NPUAEPXKMBAACb BYpXaHOBCKOro «B3raa4a “cBoero” Ha “uyxoe"», badoes
OZAHOBPEMEHHO AEMOHCTPUPYET CBOOOAHOE BlajleHNe COBPEMEHHOW MOZENbIO
NHTEPTEKCTa, «KOTopas Npeanonaraet He NPOCTO OTCbIIKY K Yy>KOMY TekcTy, byab
TO UMTaTa, aNNro3nsa AN NOYeprnHyTasa naes, a HapallMBaHWe LLeaoro KyabTypHOro
CN105 BOKPYT ONpeAeneHHOro Xya0xectBeHHoro obvekra» (CtorHmin, «Mogaycol
NHTEPTEKCTYaNbHOCTM B My3bike» 28).

MNoaBOAA NUTOT, CYMMUPYEM MHTEPTEKCTyaNbHble NPUEMbI, NCNOJ/Ib30BaHHbIe
B yBepTiope «LLyHuakn xa3un». Hapsgy ¢ nporpaMMHO-06yc10BAEHHON GOPMOL POHAO,
B3anMMoZencTBMeM BepbHasbHOro 1 My3blKalbHOro Hayaa, OTCbINKOW K MHOCKa3aTe/lbHbIM
Ananoram ackuabo308, ykaxkeM Ha Takue CpesCcTBa U YPOBHW, Kak LiMTaTa, afnro3ns,
meTadopa, amanbrama, obpas, cTuansauus, agantaums, napoans, Metadopa, a Takxe
NONUCTUANCTUKE, MEHTATOHMKA, MUKCT MHOTOTOI0CHOW $aKTypbl 1 TeMOPOBOro Koaoputa
HaLMOHaNbHOrO MHCTPYMEHTapums.

«3anajHbli» N «<BOCTOYHbIW» 3KCKYPCbl JAHHOTO COUYMHEHUS, OTpaxkaroLme
«TPaHCKYbTYPHbIN» KOMMNOHEHT CTUAS KOMMO3MTOPa, NPUCYTCTBYHOT U B feCATKaX APYrux
ero npovsseseHnin®. Bce OHM MHTEPECHbI B aCnekTe U3yUYeHUs MHTEPTEKCTyalbHbIX CBA3EN,
YTO NOAPa3yMeBaeT He CTO/IbKO BbIAABJEHHOE «3anMCTBOBaHME A3bIKOBOrO MaTepuana,
0bpasHOro cTpos <...>, XyA0XeCTBeHHO-PUNOCOPCKOM naen», CKONbKO OCO3HaHNe
N OLEHKY «CMbICIIOBbIX GYHKLMI» U «NOTUKM MPUMEHEHMA 3aMMCTBOBAHHbIX 3/1EMEHTOB»
B aBTOpPCKOM TekcTe (CTOrHuiA, «/IHTepTeKkcTyanbHOCTb B My3bike. Baprauum Ha Temy» 85-86).

MpucyLee XyA0XHMKY CTPeMAEHNE OTPa3nTb BCHO CNOXHOCTb NCKOHHO MOHOANNHOM
TPaAaVLMN NOCPEACTBOM aKTUBHOIO OMEepPUPOBaHNA TPAHCKYNbTYPHbIM NPOCTPAHCTBOM
MY3bIK/ COBPEMEHHOW XapaKTEPHO A1 KOMMO3UTOPCKOW LIKO/bI Y36ekncTaHa. ITnm
NoATBep>KAaeTcs cnpaBeannBocTb BbiBoga H. C. AHoB-AHOBCKOW 06 ycMneHUM 0CO3HaHWS
CaMOLEHHOCTM HaLMOHaAbHOW My3blKalbHOW KyAbTypbl, MOO «MO 3akoHaM obpaTHOM
nepcnekT1Bbl He TONIbKO CTUAM U MPOU3BEAEHMA NPOLLUAOrO GOPMUPYHOT NPEAbICTOPUIO
HaCTOALLEro, HO M TO, YTO CO34AETCA Ha HaLLWX rna3ax, OWyTUMO BAUAET Ha paHee
BbICKa3aHHOE, <...> OTpMLAA WaKW, HaNnpoTUB, NOCTYANPYA NPEXHUE CMbICAbI» (BblAeNeHO
MHOWM — 3. M.) (BbicoLkas 44).

OTHIOAb HE NpeTeHAysA Ha eANHCTBEHHO BO3MOXHYHO TPaKTOBKY CTO/Ib 6oratoro
ABHbIMW 1 CKPbITbIMU CMbICIaMu counHeHma Myctado badoesa, Leankom pasgenss
MHEHWe, YTO «CTU/Ib KOMMO3UTOpPa
06yC/NIOBIMBAET N MaHepy nccaegoBatena», 4 B octpocatvpuyeckom, papcoBom Kakoye peluena

BbadoeBbiM opaTopusa «Xag>xHoMa» («3annckm
aBTOp CTaTby B MEPY CBOErO NOHMMaHWA O Xajxke»), rae BbICMENBAETCSH TEHAEHLNS
n BO3MO>KHOCTel\/’| CTapancﬂ 3TOMy CTUNHO KOMMepuUmannsaynmn naloMHN4eCTBa B MeKKy‘
CreAOBaTL. Hackonbko 310 yARNIOCk a8 Crioke ncrouniron crpaBouAKaK
CyAUTb YNTaATENIO. 3a 2018 rog, a Takxe Ha cainte Coto3a KOMMO3UTOPOB
1 bactakopoB Y3b6ekucraHa (www.commus.uz/index.

php/ru/struktura/index.php?option=com_content&
view=article&id=219).
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Knrouessbie cnosa: ncnonHutenbckas MHTeprpeTaLms, CMbIC10Bas MHOrO3HaYHOCTb,
CPeACTBa UCMONHUTEIbCKOM BbIPA3UTENbHOCTU, My3bIKa/ibHbIW A3bIK
W peyb, CTPYKTYPHbIA YPOBEHb, COAepKaTeNbHbIl YPOBEHb, aBTOPCKas
KOHLLenuus, NCNONHUTENbCKUIA CTUIb.

AHHoTaums. «/IHTepnpeTaums» B My3blKaJbHOW NCMONHUTENbCKOW AEATENBHOCTM OTHOCUTCA K Yncay
Hanbonee YacTo NCMONb3YEMbIX MOHATUA N UMEET JOCTaTOYHO LUMPOKUIA KOHTEKCT MPVMEHEHNS.

B naHHOM cTaTbe paccMaTpmBatOTCA KOMMYHWUKATUBHbBIW, CTPYKTYPHO-CEMaHTNUYECKNIN 1 CTUAEBOM daKTopbl
MHOTO3HaYHOCTN aHaIN3NPYEMOTrO MOHATUS.

MeTO,ﬂ,OJ’IOFVIﬂ o6ycn03neHa 0CcobeHHOCTAMM nccnejoBaHMAa CTPYKTypbl WNCMONHUTENBCKOMN MHTEpnpeTaynn.
TEOPETMMGCKOIZ OCHOBOM nocny>Xnnm pa6OTbI OoTeYdeCTBEHHbIX U 3apy6e>KHb|x MYy3blKOBEA OB, NOCBALLEHHbIE
BONpocaM MeToANKN MY3blKa/ibHOTO MCNONHUTENIbCKOIO UCKYCCTBa U, B YaCTHOCTWU, CKPUMUNYHOTO
NCMONHNTENbCTBA, a Tak>XXe pa6OTbI Nno NCTOPUN N TEOPUN MY3bIKA. Vicnonb3oBannco MeTOoAbl COAaBHUTEJ/IbHO-
NCTOPUYECKOro, TMNoa0orM4eckoro nsyyeHunA, LenocTtHoro, CtTniesoro n MCNOJHUTENbCKOroO aHaiunsa.

OnpegenaroTca TpU OCHOBHbIX GakTopa MHOrO3HaYHOCTU MHTEPMNPeTaLumn B UCNONHUTENbCKOM My3blKalbHOM
NCKYCCTBE: KOMMYHWKATVBHbIW, CTPYKTYPHO-CEMaHTUYeCKNn 1 cTuneBor. Cneumdnka KOMMYHUKATUBHOTO
dakTopa NposABAseTCs B CyOBLEKTUBHON HaMpPaBAeHHOCTU UCMONHUTENbCKOW AeATEeNbHOCTU K 06 beKTUBHOCTH
3amblcNa KOMMO3WTOpPa, KOTOpas onpesenseT BblIbop CPeACTB NCMONHUTENBCKONW BbIPAa3UTENbHOCTM U
KOHLeNTyanbHoe cogep>kaHune. CTpyKTypa MHTepnpeTaLmmn npescTaBieHa B BUAE opraHm3aLmnm Komnaekca
CPeACTB NCMONHUTENBCKOW BbIPa3UTENbHOCTM Ha TPEX OCHOBHbIX YPOBHAX: POHNYECKOM, CUHTaKCUYeCKOM

N KOMMO3MLUMOHHOM (Ha3sankunHckuid). MapannenbHo 3ToW opraHv3aumnm CpeacTB My3blKaabHOrO A3blka

N peyn NposBASETCSA COAepP>KaTeNbHbI YPOBEHb, Ha TPeX 3Tanax KOTOPOro pasBuTUE XYAOXKECTBEHHbIX
06pa3oB GOPMUPYET CHOXKET, a ero UTOroBOE PasBUTUE MPUBOAUT K BbIPaXKEHUIO aBTOPCKOM KOHLIEMLMN.
Bce cpescTBa MCMONHUTENBCKON BbIPA3UTENbHOCTU 1 KOMMOHEHTbI COAEP>KaHWA, y4acTBYHOLLME B CO3A4aHNM
NCMONIHNTENBbCKON MHTepnpeTaLmmn, obnasatoT KauecTBaMm CTUAEBON cneumndUUHOCTH, MPOSBAAIOLLMMUCA
Ha Pa3/IMYHbIX YPOBHAX CTUNA.

Pa3nnuyHoe coyeTaHvie N B3aUMOZEWCTBME BbIPa3unTeNbHbIX CPEACTB B Mpejenax OTMeUeHHbIX GakTopos
MHOTFO3Ha4YHOCTW NHTEpMpeTaLmn — KOMMYHUKATUBHOIO, CTPYKTYPHO-CEMaHTUYECKOro U CTUAEBOro —
obecneyrBatoT XyA0XeCTBEHHblE OCOBEHHOCTU U CTENEHb MHANBUAYaNbHOCTY UCMONHUTEbCKOM
NHTeprnpeTauuu.

BnarogapHocTu. ABTOp BbipaxaeT rnybokyro 61arofapHOCTb HayYHOMY PYKOBOAMUTENIO, KaHAMAATY
NCKYCCTBOBEAEHWS, AOLEHTY Kadespbl My3bIKOBEAEHNS N KOMNO3MLMM Ka3axckon HaLMoHanbHOM
KOoHcepBaTopuu MMeHn KypmaHrrasbl Butanuto AnekcaHgposuyy LLliannnoBy 3a LieHHble COBEThI U 3aMeyaHus
npv NAaHNPOBAHUM NCCAEA0BaHWSA N HanMCcaHUK CTaTbu.
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Tipek ce3dep: opbiHAAYLLbIbIK, MHTEPNIPETALMSA, KONMMaFbIHaNbIbIK, OPbIHAAYLLbIABIKTbIH
MaHep/ey Kypanaapbl, My3biKablk Til XXoHe ceiney, KypblibIMAbIK AEHTeN,
Ma3MYHAbIK AeHrer, aBTOP/blK, KOHLEMLMSA, OPbIHAAYLbIAbIK CTUJb.

AHpaTna. My3sbikanblk OPbIHAAYLUbIIbIKTaFbl <MHTEPMPETaLus» eH, Wi KONAaHbINaTbIH YFbIMAAPAbIH, 6ipi
601bIN TabblNabl XoHe KoAaHy asckl eTe KeH. byn Makanaga TangaHaTbiH YFbIMHbIH, KOMMafbIHAAbIFbIHbIH,
KOMMYHMWKATUBTIK, KYPbUIbIMAbIK-CEMAHTMKA/bIK XOHE CTUANCTMKaIbIK GaKTopaapbl KapacTbipblaagbl.

OJicTeMe OpblHAAYLLbIbIK UHTEPMPETaLMs KYPbIJbIMbIH 3epTTey epeKLUenikTepiMeH aHbIKTanazbl.
Teopusnblk, Heri3 OTaHAbIK XoHe LeTeNAiK My3blkaTaHyLblIaPAbIH MYy3blKajblK OpbIHAAYLbIAbIK, OHEP
dicTepiHe XaHe, aTan anTkaHAa, CKpurka opbliHAayblHa apHaifaH XXyMbICTapbl, COHAAR-aK My3blka Tapuxbl
MeH Teopwuscbl 6oblHLa eHbekTep 60s4bl. CanbiCTbipMasibl-TapPUXKL, TUMOJOTUA/LIK 3epTTeY, TyTac,
CTUNBAIK XKSHE OPbIHAAYLLbIIbIK Tanday a4icTepi KOAAAHbIAbI.

OpbiHAAYLWbbIK MYy3bIKa/blK OHepAeri MHTEpPrpeTaLVaHbIH KOMMaFbiHaNbIFbIHbIH Heri3ri yiw dhakTopbl
aHbIKTaNZbl: KOMMYHWUKATUBTI, KYPbUIbIMABIK-CEMAHTUKabIK XaHE CTUbAIK. KOMMYHUKaTUBTI GakTopabiH
epeKLeniri opbiHAAYLLbIIbIKTbIH KOMMO3MTOP MAEACBIHbIH OObEKTUBTININIHE CyObEKTUBTI 6aFbITTbI/IbIFbIHAA
KepiHes|, 6y/1 OpbIHAAYLUbUIBIKTBIH, KypasAapblH TaHAaYAbl XX9He KOHLENTyanAbl Ma3MyHbIH aHbIKTalAbl.
VIHTepnpeTaLms KypbiibiMbl OpbIHAAYLbIILIKTBIH, MOHEPIEY KypanAapbl KELUEHIH ybIMAACTbIPY TYPiHAE YL
Heri3ri geHrelige 6epinreH: GOHMKaNbIK, CUHTAKCUCTIK XaHE KOMMO3ULMANbIK (HazahkmnHckmiz). My3bikanbik,
TiN MEH cerney KypaniapblHblH YbIMAACTbIPbITYbIMEH KaTap Ma3MyHAbIK AeHrel nainga 6onagbl, OHbIH, YL
[9VieKTi Ke3eHAepiHAe KepKeM beliHenepsiH Aamybl CHOXETTi Kypalifbl, an OHbIH COHFbI JaMybl aBTOPJIbIK
KOHLenumsaHbl 6ingipyre akenegi. OpbiHAAYLbIAbIK MHTEPNPETaLUAHBIH, KYPblayblHa KaTbiCaTbiH 6apbiK,
OpbIHAAYLLbINbLIK KypanAapbl MeH Ma3MyHAbIK kypamaac 6enikrepi CTUAbAIH SPTYPAI AeHrennepiHae KepiHeTiH
CTUbAIK epeKLUesikke ve.

VIHTepnpeTaumaHbiH KenMaFblHaAbIfbIHbIH aTan eTiireH gakropaapsl WwWeHbepiHaeri MaHepaey
KypangapgabiH opTypai yinecyi MeH e3apa apekeTTecyi — KOMMYHVKATUBTIK, KypPblIbIMAbIK-CEMaHTUKaNbIK
XKOHe CTUANCTMKA/bIK — OPbIHAAYLLbIbIK MHTePrpeTaLMaHbIH, KOPKeMAIK epekLuenikTepi MeH gapablk
JdpexeciH KamTaMachI3 eTesi.

Ansgbic. ABTOP FblIbIMU XKETEKLLICI, BHEPTaHY FbUIbIMbIHbIH, KAHAUAATHI, My3blKaTaHy KHE KOMMO3ML 1S
KadpeapacbiHbIH goLeHTi Butanmii Anekcanaposuy LLlannnoBka 3epTTeyi xocnapay >kaHe Makana >kasy
Ke3iHAe KyHAbl KEHecTepi MeH nikipaepi yLWiH yKeH anfbiCbiH bingipea,.
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Keywords: performance interpretation, communicative factor, expressive performance
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author's concept, style specificity, factors of interpretation ambiguity.

Abstract. “Interpretation” in musical performance is one of the most frequently used concepts and has a fairly
wide context of application. This article examines the communicative, structural-semantic, and stylistic factors
related to the polysemy of the analyzed concept.

The methodology is determined by the peculiarities of studying the structure of performance interpretation.
The theoretical basis was the works of both domestic and foreign musicologists, focusing on the methods

of musical performing arts and, in particular, violin performance, as well as historical and music theory works.
Methods of comparative historical, typological, holistic, stylistic and performance analysis were used.

Three main factors contribute to the polysemy of interpretation in performing musical art: communicative,
structural-semantic and stylistic. The specificity of the communicative factor is manifested in the subjective
orientation of performing activity towards the objectivity of the composer’s intent, influencing the choice
of expressive tools and conceptual content. The structure of interpretation is presented as the organization
of a complex of expressive performance tools at three main levels: phonic, syntactic and compositional
(Nazaykinskiy). In parallel with this organization of musical language and speech tools, a content level
appears, at three successive stages of which the development of artistic images forms the plot, and its final
development leads to the expression of the author’s concept. All expressive performance tools and content
components involved in creating a performance interpretation possess qualities of style specificity

that manifest at various levels of style.

Various combinations and interactions of expressive tools within the noted factors of interpretation
ambiguity — communicative, structural-semantic, and stylistic — provide artistic features and the degree
of individuality of the performance interpretation.

Acknowledgments. The author expresses deep gratitude to the academic supervisor, Candidate of Art
History, Associate Professor of the Musicology and Composition Department, Vitaly Shapilov, for valuable
advices and comments in planning the study and writing the article.
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BBepeHue

MNoHATNE «MHTepnpeTaLyma» B CUAY CBOEN CMbICIOBOM MHOTO3Ha4YHOCTM BObUpaeT B cebs
MHO>ECTBO acreKTOB UCMONHUTENbCKOM AeATENbHOCTU U MPOSBASETCA B 0O03HaUeHUN
LUIMPOKOrO CNEKTPa UCMONMHUTENbCKUX NpoueccoB. NpobaemMa 3TO MHOTO3HauYHOCTH
npeanosaraeT HeOHXOAMMOCTb NCCNEL0BaHNA MOHATUA «MHTepNpeTaLma» B KOHTEKCTe
Pa3NnUHbIX GaKTOPOB, BbIABAEHWNE KOTOPbIX COCTABASAET LieNb AaHHOW paboTbl.

Ans pocTmxeHns 0603HaYEHHOW Lenn OnpesensatoTcs cesyroLine 3ajaun:

— MpoaHann3nMpoBaTb Hanbosee ynoTpebuTebHble 3HaUEHMA MOHATUSA
«MHTepnpeTaunsa» B My3blKalbHOM UCKYCCTBE;

— paccMoTpeTb cneumduky KOMMYHUKATMBHOIO $akTopa MHTepnpeTaumu;

—  M3y4uTb MHOTOM/JIAaHOBOCTb CTPYKTYPHO-CEMaHTUUYECKOW OpraHv3aumnm
MY3bIKaJlbHOTO NMPOV3BEAEHNS, BOMJIOLLAOLLYOCA B UCMONHUTENIbCKOW
NHTepnpeTauny;

—  paccMOTpeTb OCHOBbI MHOFO3HAaYHOCTW NOHUMaHWA MHTeprnpeTauum
B VICMOJNIHUTENBCKOM CTUNE.

B pamkax gaHHOM paboTbl OpraHM3aLma NCNONHUTENbCKUX CPEACTB Bblpa3nTeIbHOCTH
Kak AIBJEHWU My3blKalbHOTO A3blKa U peyy, a TakKe opraHv3aumns cogepkaHuns
npeAcTaBfeHbl B BUAE CXEM.

Mpw N3yyeHUn fmanekTMyeckon Npupoabl NCMOAHUTENBCKOM MHTEPRpeTaLmm
HeobXo0ANMO 06PaTUTLCA K TEHE3MCY MOHATUA B KOHTEKCTE BPEMEHM, T0KaAN3aLmnu,
Oonupascb Ha KOMMJIEKCHOE N3yYeHne CEMaHTUYECKOro, CTPYKTYPHOrO, TEXHUYECKOro
N CTUNEBOrO acneKToOB MCMONHUTENBCKOW AeATeNbHOCTU. [TponCXoXAeHe NOHATUSA
«MHTepnpeTauns» (0T nat. interpretato — pa3bsACHEHWE, NCTONKOBAHWE) CBA3aHO
C repMeHeBTMKOM — HayKOW O MOHWMaHuK cmbicna (LlypraHosa 185), nasectHom yxe
B paHHeM Wysaun3me, JpeBHerpeyeckon puaocodum 1 BNOCAEACTBMM NpeAcTaBIeHHOW
B XPUCTUAHCKOM Teonormn. B My3bikanbHON Hayke repMeHeBTUKA Kak HanpaB/ieHne
Hay4HOro 3HaHWA ellle He NoJly4nna JOCTaTOYHOro PasBUTKA, B OTANYNE
OT INTepaTypoBefEeHs, HO TakXKe «OXBaTbIBaeT LMPOKOe NPOCTPaHCTBO
MHOr0acnekTHOro My3blKaJbHOro aHaan3a, AO/KEHCTBYIOLLLErO MPUBECTU
K MOHVMaHU IO XyA0XeCTBEHHOro npounsseseHnsa» (MynaHuukas 18).

MoHATME NHTEpNpeTaLmn B MOJHON Mepe NPUMEHMMO He KO BCEM BUAAM MCKYCCTB.
B npon3BegeHnAx NpOCTPaHCTBEHHbIX MCKYCCTB, KOTOPble NpeAcTaBieHbl B CBOEM
3aBepLUEHHOM BUAE, XyLOXKeCTBEHHasA KOMMYHUKaLIMA peannsyeTca HenocpeaCcTBeHHO
MeXXAy TBOPALLUM M BOCNPUHUMAIOLWNM, UcKatouaa urypy ncnoaxumtens. Vickyccrea
MOTYT 6bITb K1accMdMLMPOBaHbI Ha OCHOBE Pa3/iMuHbIX KpUTepueB. Hanpumep, B naaHe
XYAOXXECTBEHHOro BOCMPUATUS YA0HOHO NPOBECTN pa3zesieHne Mexay UCKYCCTBaMM,
BOCMPUHMMaEMbIMW 3PUTE/IBHO — XXMBOMUCHIO, CKYNbNTYPON, apXUTEKTYPOM,
NMaHTOMWMOW, N UCKYCCTBaMW, BOCMPUHUMAEMbIMU Ha CAYX — My3bIKOW, YCTHOW NO33Men,
a TaK>Ke TeMU, BANAHNE KOTOPbIX 3aBUCUT OT COYETaHNA 3TUX [BYX KJ1aCCOB UCKYCCTB —
ApamaTMyecknm TeaTpoM, onepowu, banetom. Takxke UCKYCCTBA MOXHO pa3fennTb Ha Te,
npov3BeAeHna KOTOPbIX 3aPUKCMPOBaHbI B CBOEM 3aBepLUEHHOM BUAE — CKYNbMATYPY,
apXUTEKTYpPY, KMHO, U Te, B KOTOPbIX HabtofaeTcs coBnaseHne «npouecca AesTesbHOCTH
“ NpoayKTa 3Toro npouecca» (NypeHko 32-33) — UCNOJHEHWE TeaTPaNbHOM Mbeckl, TaHLa
NAN My3blKaNbHOTO MPOU3BEAEHMS, KaXA0€e N3 KOTOPbIX NpeAcTaBaseT cobon yHUKanbHoe
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ABJIEHNE, KOTOPOE MOXET HbITb MOXOXEe Ha APYrne NCMONHEHNA TOTO Xe NPON3BEAEHNS,
HO HMKOTZa He HBbIBaeT NAEHTUYHO UM (TakKe BBUAY HaNNUNSA «31eMEHTa CUFOMUHYTHOM
MMNPOBU3aLNOHHOCTW») (PabuHoBMY 52). HEBO3MOXHO A0MYCTUTb, «4TO KaKon-1nbo
KOHKPETHbIV CNOCOH MCMONHEHMA NPOU3BEAEHMA ABNAETCA OKOHUATENbHbIMY,

HO «TO, Kak KOMMO3MTOP NULLET NAPTUTYPY, MOXET HanpaBUTb NCNONHUTENEN

(W Tex, KTO UMTaeT NapTUTYpy) K onpeaeneHHou nHTepnpetaymm» (Kun).

3TV MCNOAHUTENbCKNE, NN «aKTUBHble», uckyccTBa (Kpemnes 63-64) npeanonaratot
BPEMEHHYIO NPUPOAY CBOEW peann3aLnm 1 MMeLT OAHY ObLLyHO YepTy — BCE OHU

TakK Uan nHadve 6a3npyroTCca Ha MCXOAHOM TeKCTe Npou3BeAeHns B Buae Habopa
BM3YaJibHbIX CUMBOJIOB, KOTOPbIe NepeaaroT 3aMbiCesl aBTOpa UCMONHUTENIO, @ Yepes
Hero — caywartento nam 3putento (dapt 11). Mo cnosam bopuca Acadbesa, B chepe
MY3bIKaJbHOW XyZA0XXECTBEHHON KOMMYHMKaLMU UMEHHO MCMONHUTENO NPUCBOEHA POJb
NPOBOAHMKA «<KOMMO3UTOPCTBA B Cpeay caywaTenen» (296).

Metoabl

TeopeTnyeckor OCHOBOW NOCAYXWUAM PaboTbl OTEUECTBEHHbIX 1 3apyOeXHbIX
MY3blKOBE/0B, MOCBALLEHHbIe BOMPOCaM METOANKN MY3blKaJbHOTO MCMOJAHNTENbCKOTO
MCKYCCTBA W, B YaCTHOCTU, CKPUMMUYHOTO UCMONIHUTENLCTBA, @ Takxke paboTbl

No UCTOPUN U TEOPUM MY3bIKK. ICMOAb30BannCb MeTOAbI CPaBHUTENBbHO-UCTOPUNYECKOTO,
TUMOJNIOTNYECKOro U3yYeHus, LLleNOCTHOro, CTUIEBOTO U UCNOJIHUTENIbCKOrO aHaamnsa.

Auckyccna nam obcyxaeHne

MoHATME «MHTepnpeTaLmsa» MHOFO3HauYHO, HO ero 6a3oBoe 3HayeHne B My3blke CBA3aHO
C UCMONHEHMEM MY3blKalbHbIX MPOU3BEAEHWN, B KOTOPbIX BblpaXX€HO onpeaeneHHoe
NMOHVMaHWe 3aMbiC/la KOMMO3MTOpa U NPenoAHeceHne ero B AOCTYNHon popme
cnywartento. B cooTBETCTBMM C OAHUM U3 NMEPBbIX OMPeAeNIeHNN «<MHTepnpeTaumns —
XYAOXeCTBEHHOE MCTONKOBaHWE MeBLIOM, NHCTPYMEHTaANCTOM, AUPUXKEPOM, KAMEPHbIM
aHcambiem My3blKaNbHOrO NPOM3BEAEHNS B MPOLLECCe ero UCMONHEHWS, PackpbiTUe
NaeHO-06pa3HOro CoAep KaHna My3bikM BblPa3nUTENbHbIMW U TEXHUUYECKUMW CpesCcTBaMu
NCNONHNTENbCKOrO UCKYCCTBa». Takxke NoAg4YepKMBaETCA, YTO «MHTeprnpeTaumsa
npeanonaraeT MHAVBUAYaNbHbIN NMOAXOZA K UCMONHAEMOM My3blKe, aKTUBHOE K Hel
OTHOLUEHWE, HaInure Yy UCMONHUTENSs COBCTBEHHOW TBOPUECKOW KOHLIEMNLUMM BOMIOLLLEH WS
aBTOPCKOro 3ambicia» (AMnonbckunin 549).

B 3TOM 1 gpyrux 6osee no3aHWX onpeseneHnsax nHtepnpetaunn (Jlebenes;
KopbixanoBa 23) BbIABAAETCA 4BONCTBEHHAS, CYyObEKTUBHO-OOBEKTUBHASA 06YCIOBIEHHOCTb
«MPOAYKTMBHOrO» N «penpoayKTMBHOro» xapaktepa ([Bo3zes 88). [NepBoe npeactasaseT
cobol COTBOPYECTBO, BHOCUT B MHTEPMpETaLLMio HOBbIE, MOPON HEOXMUAAHHbIE CMbIC/bI
” 3HauyeHus. Bropoe HanpasaeHne nogpasymeBaeT MakCMManbHOe CefoBaHue
aBTOPCKOMY 3aMbIC/ly HA OCHOBE MMeOLLLerocst HOTHOro TekcTa. NpPOTBONOAOXHOCTb
3TUX HanpaB/JIeHN CO34aeT onpeaeneHHbI KOHPAMKT MHEHUI B XY,0XXECTBEHHOM
MCNONHNTENbCKOM Npouecce. B nepBom cnyyae n3BneveHmne cMbicaa U3 HOTHOTO
TekCTa AonyckaeT BapnaHTHOCTb, KOTAa Ha OOBbEKTUBHO CyLLECTBYHOLLLeE, MaTepuanbHO
3admKCcMpOBaHHOE NPon3BeAeHME HakablBaeTCA CyObekTMBHOE HaMepeHme
NCNONHUTENSA NPEACTaBUTb ero MHANBUAYaAbHbIM 06pa3omM caywaTtento. Bo BTopom
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C/lyYae HOTHbIV TEKCT KaK onpejeneHHbln Habop 3HaKOB, MOA/IEXaLLNX 03BYUMBAHMIO,
paccMaTpmBaeTcs B pakypce GOpManbHOro 1 ycpeaHeHHoro cobatogeHms
NCNONHNTENbCKMX 0603HAUEHMI NOJ06HO «roBopsALMM napTutypam» (“talking scores”)
NNN «OMOCPELOBAaHHOCTM» HOTaLMK, onucbiBaeMbiM ®nopucom LLynamHrom

Kak BCMIOMOraTe/lbHOW TEXHOIOTUW A/1A CNEMbIX U CNaboBUAALLNX MYy3bikaHTOB (LUynnuHr).

OTn ABa BEKTOpa UCMONHUTENBCKOM OPUEHTALLMN Y HEKOTOPbIX aBTOPOB Oblan
3aKpenieHbl B MOHATUAX <MHTEPMPETALNNA» U «UCNOJHEHNE». 10 MHeHUtO EBreHuns
['YPEeHKO, CMbICIOBOE 3HaUYEHME MOHATUSA «MHTepnpeTaLma» BbipaXaeT OTTEHOK
NHAMBWAYaANN3NPOBAHHOIO NMPOYTEHNS, @ 3HAUEHME MOHATUSA <UCMOJIHEHME>
orpaHuumBaeTca 06beKTMBHO TOYHOW Nepejayeit aBTOPCKOro 3ambicna (73).
VHAanMBMAYanM3npoBaHHOE NPOUYTEHWNE BbICTYNAaeT NPU3HaKoOM HOBOMO KOHLEMTYabHOMO
OCMbICNIEHUA MY3bIKaJlbHOTO NPOU3BEAEHNA N B 3TOM C/ly4ae NPOTMBOMNOCTABAAETCS
NCMNONHEHMIO KakK TaKOBOMY. TO CBUAETENLCTBYET O PacnpOCTPaHEHHOW MpakTuKe
MCNONb30BaHNA NCCNEAYEMOTO NMOHATUA A8 0603HaUEHWNs LIMPOKOro cnekTpa
NCMONHNTENbCKMX NMPOLLECCOB, MMERLLNX NOBCEAHEBHbIV XapaKTep M 3aMeTHO

pacwnpAaroWnX MOHMMaHWE MHTEPNpeTaunn.

Pesynbrathbl

Kak n3BectHo, peHOMEH NHTeprpeTaunm chopMmMpPOBaCa B EBPONENCKON My3blKalbHOM
KynbType Ha pybexe XVIII-XIX BekoB BCIeACTBUE pa3feneHns AeaTelbHOCTH
KOMMO3UTOpa 1 NCNOAHUTENA. B 3noxy poMaHTU3Ma yTBepAniack POib My3blKaHTa-
WHTepnpeTaTopa, KOTOPbIA NCMOAHAN YY>KYHO My3bIKY C MO3ULNIA CBOEN TBOPYECKOW
NHAMBUAYaNbHOCTU (AMNoabcknin 549; «My3bikanbHbIn cnoBapb I'poysa» 1103). B ToT
Xe Nepuoa cpeamn UCNoHWTeNen (a TakKe NCMOHUTENEN-KOMMO3UTOPOB) CTaAHOBUTCA
pacnpoCcTpaHeHHbIM 3anuncbiBaTb CBOW MHTeprpeTaLmmn B BUAE TpaHCKpunuun', pag
KOTOpPbIX CO BpeMeHeM npurnobpenn 661bLLyo NONYAAPHOCTb, YEM OPUTUHANBbHBIV
BapuaHT NPou3BeAeHUs, N B NpoLecce obyyeHns, 1 B KOHLLEPTHOW AeATeNIbHOCTL.

1 VccnepoBatens H. M. KopbixanoBa, paccmaTpmBas
NCMONHUTENBCTBO Kak POJ, XYAOXKECTBEHHOIO
TBOPYECTBa, a Tak>Ke aHaAun3npya OTHOLLEHne
BblJaoLLMXCA My3blkaHTOB XIX Beka K NposaBAEHNIO
WHAVBWAYaNbHOCTU apTUCTa, OTMeYaeT,
4TO «yTBEPXAEHWE PONN NCMONHUTENA Kak TBOPLa,
cBOOOAHO BbIpaXatoLLLero B HTEprnpeTaLuy CBOo
apTUCTUYECKYH NHAMBUAYaNbHOCTb, C 0cOboM
0YEBUAHOCTBIO NPOABUIOCH B KyNbTVBMPOBaHUN
TPaHCKPUMLMIA, KOTOPbIE ABAAIOTCA HE YeM WHbIM,
Kak WHTepnpeTaLel B ee KpalHeM BblpaXKeHWN.
VIMeHHO Tak paccmaTpvBany TPaHCKPUMLMEO
60/1bLIMHCTBO BeAYLLMX My3bIKaHTOB TOrO BPEMEHU»
(7).

2 B My3blKanbHO-KpUTUUECKMX cTaTbax eTp
YalnKoBCKUIA OTMeYaeT «XyA0XKeCTBEHHYO
06BbEeKTMBHOCTb, KOTOpas OTanYaeT
3aMeyaTeNbHenLMX CLeHNYEeCKNX aesTenen»,
CHMCKaBLUMX MNONOXUTENbHYHO OLEHKY, OTHOCUTENbHO
BEPHOCTU UX ncnonHeHuns. Conocrasasemas
C «B/JOXHOBEHHOW MOPbIBUCTOCTbIO CYyOBLEKTUBHOTO
BOCMPOUN3BEAEeHNA» CNOCOBHOCTb «06BEKTUBHOTO
MPOHWKHOBEHWA B AyX NCMONHAEMOro» NPoV3BeAeHNs,
no cnosam [Metpa YakoBckoro, AOCTyMNHa AWLLb

-->  orpaHV4eHHOMy uncay ncnonHutenen (146, 171, 186).
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MPUHATO cuMTaTh, YTO 3Moxa
POMaHTU3Ma «y3aKOHWAa» NpaBo
CybbEKTUBHOW MHTEpnpeTaLmm, KoTopas
BbICTYMNaeT «BTOPbIM TBOPEHNEM>»
npov3sseseHnsa (PybuHwrenH 22).
HekoTopble 13 MHTEPNpPETaTOPCKMX
KOHLENLUNA «He TONbKO MPOU3BOAAT
HeunsrnagMMoe HenocpeacTBEHHOe
BMeyvaT/IeHne — C HUX HauMHakoTCA
Kak 6bl cneaytowme rnaebl B brorpadumsax
JaHHBIX Mbec», — nuweT Jasuna
PabuHoBwny (20). OaHAKO B TOT Xe
nepuoj MHOrve KOMMo3nTopbl, B Yyncie
koTopbIx MeTp Yankosckui, Lie3apb
Kron n apyrve BblaaroLnecs My3bliKaHTbl,
CUMTAOT U3NULLHEN NPOABIEHNE
WHANBUAYANbHOCTN UCMIONHUTENS?,
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Tak KaK 3aMblCe aBTOpa BbIpaXeH B HOTaX JOCTaTOYHO MOJIHO, @ UCMONHEHME MY3bIKM
AOKHO MPOM3BOANTL BreYvaTaeHne, Kakoe MbICINA0Ch caMoMy TBopLy. NpaBo
NCKYCCTBa MHTepnpeTaLmm Ha CyLLecTBOBaHME Kak CyObeKTMBHOIO MCMOAHUTENBCTBA,
NpPY PacCMOTPEHUN MONOXUNTENbHBIX M OTPULATENbHBIX MHEHUI CO CTOPOHbI
KOMMO3MTOPOB M APYrMX My3blKa/lbHbIX AesTeNel, B MepByr0 ouepesb onpeaensercs
NX CTEMNEHbIO CTPOrOCTN B OTHOLLEHMM MY3bIKaJIbHOIO TEKCTA, @ TakXKe HEKMM «0BEpUEM>»
npodeccnoHann3my 1 My3bikaabHOMY BKYyCy ncnonHutens. B XX seke npogoaxaert
pa3BMBaTbCA CTPEMIEHME KOMMO3UTOPOB K Hanbonee TOUHON PUKcaLMm CBOEro 3ambicaa
4,0 MenbYalmnx NoAPOBHOCTEN, faxe KaCatOLLMXCA CTENEHU «HaXMMa» CMblUKa
Ha cTpyHy (JlaBpoBa 49). 3To1 TeHAEHL MM NPOTUBOCTOUT ONMO3MLMA B NLLE
KOMMO3MTOPOB, KOTOPbIE CaMUN He NPUAEPKMNBAKOTCA CTPOro onpeaeeHHoM
WHTepnpeTaLnm cOBCTBEHHBIX COUMHEHWIA, OXMAAA TOTO Xe OT UCMONIHUTENA 1 NoNarasch
Ha ero BbICOKYH CTeneHb KOMMETEHTHOCTU. AHaNOTMMYHbBIM MPOTUBOMOCTaBAEHNEM
cTpeMaeHunto k bonee TOUHOM PUKCaLMM 3aMbiCla KOMMO3MTOPa BbICTyMNaeT aneatopuka
KakK MPUHLMMN KOMMO3ULNN, «B TOWN NI MHOW Mepe AOoMNycKarownii BO34enCTBUE dpakTopa
Cy4aNHOCTM Ha NPOLLeCC CO3AaHnA AN UCMOJHEHMA My3blKalbHOrO MPON3BEeAEHNNA»
(MepeBep3ea 20), B pe3yibTate Yero NCMOJHUTENb CTAHOBUTCA COAaBTOPOM. Takmm
obpazom, npeobnagatowas ceobosa MHTEpPNpETaLMN B POMaHTUYECKMI NEPUOZ TakxKe
OTHOCUTENIbHA, KaK ¥ CTpeMaeHne K 06bekTnBM3aL MM ncnoaHeHns B XX Beke.
Komno3utopbl ncnonb3ytotT 0603HayeHns B COOTBETCTBMMN C TPaAULMAMY CBOErO
BpemeHun. CresyeT OTMETUTb, UTO HOTHaA 3anucCb, UCMONb3yeMasn CeroAHs, npeacTaBaseT
cobon sornyeckoe pasBuUTUE TOW, KOTOPas MCMONb30Basacb B NPeXHNe BpeMeHa.
Mo cpaBHEHWIO C NpeabIAYLMMM cToNeTUAMM, € XIX BeKa B HOTHOM 3anucn 6onee
NoAPO6HO yKa3bIBaKOTCA NCMONHUTENBbCKME OB03HAUEHNs — TEMN, AMHAMWKA, apTUKYAALUSA,
arorvka, ossia n 7. A. Ho Ao cvx Nop CyLLecTBYOT pa3nyHble BapnaHTbl TPAKTOBKM
CPeACTB UCMONHUTENBCKOMW BblPa3nTENbHOCTW, KOTOPbIE NPEACTABAAOT BaXKHYHO
TBOPYECKYHO 3aga4y ana ncnonHutens. OgHako BapMaHTHOCTb B MCMOJHEHUN BO3MOXHa
[0 Tex NMop, Moka OHa He AOCTUraeT BEPOATHOCTU MCKaXXeHWS My3blKaJbHOrO TeKCTa.
MHOro3HauyHOCTb MOHATUA MHTEPrPeTaL MM ONpeAenseTca He TONbKO cneundukon
XYAOXECTBEHHON KOMMYHMKaLIMK, HO U MHOTOM/IaHOBOCTbIO OpraHu3aumm Gopmel
(A3bIKa 1 peun) n cofep>kaHna My3blkaabHOrO NPOM3BEeAEHNS, BbICTYMarOLLLEro raBHbIM
06BEKTOM MCMONHUTENBCKOW AeATEbHOCTU. B COOTBETCTBUM C nonoxeHnem EBreHuns
Ha3anknHckoro o «macluTabHO-BpeMEHHON Nepapxmm My3bikaabHOTO NPOU3BEAEHMUSA»

MHTEPNPEeTaLMAa NPOABAAETCA Ha TpeX
--> [logBepratoLyeeca KpUTMKE UCMONHUTENLCTBO

YPOBHAX OpraHn3aynu: gﬁOHU‘-IeCKOM, B CTaTbsAX Llesapsa Krov paccmatpusaetcs ¢ TOUKu
3peHna «Lienen MysblKaabHbiX», KOTOPbIMU YacTo
CUHMakcu4eckom n KOMnosuyuoHHoM npeHebperatoT apTUCTbI, BeJOMbIe MUYHBIMU LEeNAMM
(«Jloruka My3bIKaﬂbHOI‘/II KOMMO3nuUnm» 3apaboTka 1 cnaBbl. B 60bLIMHCTBE CBOEM
o «3TU CNYXXUTEIN NCKYCCTBa», NCMOb3yA
57). PaBBOpal-II/IBaﬂCb B BV CTPYKTypHON pacnpocTpaHeHHble «POKYChl TEXHUKM»
nocneAOBaTen bHOCTW OT HU3LWero ypOBHﬂ n «3noyr|0Tpe6neHme 3BYKOM>», UCKa>XXatoT aBTOpCKI/II7I
3ambICeN U «3aJep>KUBatoT pasBuTMe BKyca Mybankm».
opraHusaunm K BbiClLeMy, UHTepnpeTaumna Lle3apb Kron ocobeHHO noguepkmBaeT posib
3aTparnBaeT BeCcb KOMMAEKC CPeACTB MCMONHMTENA KaK MPOBOAHMKA BbICOKMX naen, )
. MCTONKOBATENA FreHNaNbHENLLNX NPOV3BEAEHNN,
NCMNOJHNTEJIbCKOWU BbIPa3nNTE/IbHOCTA nocpeaHviKka Mexzy TBopLoM 1 nybankon, nopumuas

- TOro apTUCTa, KOTOPbIV He NocBsLLaeT cebs BceLeno
or OCO6eHHOCTeM 3ByKOM3BnequMﬂ CNYy>XEeHUHO UCKYCCTBY, a BUAUT B HEM «TOJIbKO

(TyLIJe), aApTUKynaLmnn, TeM6pa, yepes CPeacTBO ANsA AOCTMXKeHMs ycnexa» (319-321).
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3aKOHOMepHOCTU GpPasmMpoBKK, arornkn, AMHaAMUKK, TeMna K LLeJoCTHOMY OXBaTy
BCEM KOMMO3MLMN, Ha OCHOBE KOTOPOM 0bpa3syeTtcs cneumdmuUeckn NCMONHUTENBCKOE
«YyBCTBO HOPMblI».

HecmoTpsa Ha CTPYKTYpHble pa3rpaHNyeHns, YpoOBHN OpraHmn3aLmm He HaxoaAaTcs
B 060C06/1€HHOM ApYr OT Apyra OTHOLUEHWK, a8, HaNPOTUB, UMEHT KOHCTPYKTUBHO-
CMbICNIOBbIE CBA3M, 0ObecneunBaroLLMe NIaBHOCTb MEPEXOAO0B HMXKENEXALLNX YPOBHEN
B 60/1ee BbicOKME. 3ByKOM3BAEYEHME, KaK NepBMYHan Gopma Bblipa>keHNa 3BYyKa,
COCTaB/AE€T OCHOBY GOHUYECKOrO YPOBHS, rAe Takxke 06pasyroTcs TeM6p 1 apTUKYA[LmS,
nocnesfHAsA U3 KOTOPbIX B BONbLUEN CTEMEHW NPOABASET cebA Ha ypOBHE CMHTaKCUCA.

B cBOtO ouepesb, CMHTAKCMYECKUIA YPOBEHb BKIOUAET B cebA GpasnpoBKy

W arorunky, a Takxe Temn v JUHaMUKY, KOTOPble Y4acTBYOT B 0GOPMAEHNN BbICLLIErO
KOMMO3MLMOHHOIO YPOBHA OpraHM3aunm My3blKalbHOrO NPOM3BeAeHNs, Ha KOTOPOM
NPOABAAETCA LEeNOCTHOCTb, CTPYKTYPHOE eANHCTBO 1 1ornyeckas 060CHOBaHHOCTb
MY3blKa/lbHOrO NPOU3BeAeHMA, KOTOPble Ha UCMONHUTENBCKOM YPOBHE BblpaXkaroTca
B Tak Ha3blBaeMOM «4yBCTBe popMbli». [10 Mbiciv FeHpuxa Heliraysa, 6eckoHeuHoe
pa3Hoobpasne NCNONMHUTENbCKUX CPEACTB HEOBXOAMMO NMOHOCTBHO COTIacoBaTh

He TO/IbKO C coAep KaHNeM NPOU3BeAEHNS, HO U C ero «popmanbHOW CTPYKTYpPOI —
APXUTEKTOHMKOW, C CAaMOW KOMMO3ULMen», 4To ByaeT BbICTynaTb NPU3HaKoM 0COb0oM
CTeneHn MacTepcTBa My3bikaHTa (43). B 3ToM «uyBCTBe Lenoro», «ANMHHOM MbILLAEHNN»
eVHULIeN N3MEePEHNA PUTMa My3bIKN «ABAAIOTCA He TakTbl, ppa3bl, MEPUOAbI, YacCTK,
a BCe npowussegeHune B Lenom» (50).

A3bIKOBOW ypOBEHb MHTEPMNPETALMM BbICTYNaeT COCTaBHOW YacTbO UCMOAHUTENBCKOM
TexXHVKM, onpegensemol EBreHnem JinbepmaHom Kak KOMMAEKC «yMeHul, Hagblkos,
npuemos», Npu NOMOLLN KOTOPbIX UCMONHUTENb A0ONBAETCA XyAOXKECTBEHHOTO
pe3ynbTaTta (8). Hannume onpeaeneHHbIX YMEHUI N HAaBbIKOB — HEOHBXOANMOE YCI0BME
OBJ/IAZeHVA NCMONHUTENBCKUMU NMpreMamMun. VI ymeHns, n HaBbiKM pa3BMBatoTCA
Ha OCHOBE OMbITa, HO B YMEHMAX JOMUHUPYIOLLMM NPU3HaKOM ABAAIOTCA
NHAMBWUAYabHblE CMOCOHBHOCTN K BOCMPUATUIO 3BYKOBBICOTHOCTW, PUTMa, CTPYKTYpPbI
W T. 4., @ HaBbIK NpexJe BCero npegnosiaraeT MHOTOKpPaTHOE NOBTOPEHME AeNCTBUN,
3a cyet yero BblpabatbiBatoTca pedaekcbl. VicnoaHeHne pa3nnyHbix NpueMoB
Ha My3blKalbHOM MHCTPYMeHTe TpebyeT BrajeHua kak dbusnyeckumm (MOTOPHbIMU
N CEHCOPHbIMM), TakK N YMCTBEHHbIMW (MbICANTENBHBIMW) HaBbIKaMW, @ TakXKe COLMabHbIMMU
HaBblkamu (HeBepbasbHasa KOMMYHMKaLMA).

Ha ocHoBe ymeHWiA 1 HaBbIKOB B chepe 3BYKOM3BAEYEHUS, apTUKYAALUKN, TemMbpa
n 4p. GOPMUPYHOTCA NCMONHUTENBCKME npuemsl. B cBA3M ¢ ocobeHHOCTAMM
MCNONHUTENBCKOrO annapara, MCNoIb3yeMOoro nNpu Urpe Ha CTPYHHO-CMbIYKOBbIX
WNHCTPYMEHTaX, B YaCTHOCTW Ha CKPWMKe, NpreMbl apTUKYAALMN TPAAULIMOHHO
pa3fenAloTCsa Ha ABa TUMa: NPUeMbl 1€BOW M NpaBou pyku. [epBbii TMM NpYemMoB
BK/IHOYaeT B cebsi TEXHNKY BMOPATO, INCCaHAO, ABOMHbIX HOT, akkOpA0B, G1aXkoNeTHyo,
MUKPOTOHOBYHO TEXHUKY U T. 4. BTOpon Tnn npeacTaBAeH LUMPOKUM CNEKTPOM LUTPUXOBOM
TEXHWKM, KnaccudunLMpoBaHHOM B CBA3UN C apTUKYAALNOHHBIMUN NPU3HaKaMu —

NMBO CO CMEHOM aKyCTUYECKUX NPOoLEeccoB (aTaka, MPOTAXKEHHOCTb U OKOHYaHWe)
(MypatoB), 1Mb0 Mo 3BYKOBOW XapaKTEPUCTUKE (CBA3HbIE N OTPbLIBUCTbIE),
nnbo no cnocoby 3BykounssaeyeHUs (MPOTAXKHbIE, MaPKUPOBAHHbIE, MpbIratoLme,
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CMeLlaHHble). YeTbipe obLwenpuHATbIe rpynnbl LUTPUXOB NPeacTaBieHbl MPOTAXKHbIMUN —
son file (Bblpa3nTenbHbIW, BblAEP>KaHHbIN 3BYK), detache (CMeHa HanpaBaeHUs CMblYKa

6e3 oTpbIBa OT CTPYHbI), legato (CBA3aHHOE, N1aBHOE COEANHEHME HOT), portato
(noauepkHyTOE UCNONHEHME, Mexay legato u staccato), bariolage (bbicTpoe yepesoBaHue
CTPYH); MapKMpOBaHHbIMW — martele («OCTPbI», aKLEHTUPOBAHHbIN LTPUX), <TBEPAOE»
staccato (OTPbIBMCTOE 3BYKON3B/IEUYEHME HECKOIbKNX 3BYKOB MPW BeAEHUM CMbIYKa B OA4HY
CTOPOHY), WTPUX BUOTTW, MyHKTMPHbIE WTPUXM; MpbIratowmmMm — spiccato (oAnHapHbIN
6pockoBbIn WTpKX), sautiller, staccato volant («netyyee» staccato), ricochet (6pockoBbIn
LUITPUX, NPV KOTOPOM CMbIYOK MOCAE yAapa O CTPYHY OTCKakMBaeT HECKO/IbKO pa3
6narosaps Npy>xnHe TpocTn), tremolo (HenpepbIBHO MCMOAHAEMbIN BBEPX U BHU3
CMbIYKOM ricochet); cMeLlaHHbIMUN — LUTPUXM, COYeTatoLL e HECKOIbKO MPMEMOB OZLHOM
WAN pasHbix rpynmn. Takxe K NprUemMaM Urpbl BTOPOro TMMna OTHOCATCA: pizzicato (LLMMNKOM),
sul ponticello (Ha noactaske), sul tasto (y rpuda), a Takke MeHee pacnpocTpaHeHHbIe:

air noise (lwymoBble 3pPeKkTbl 6e3 OTUETNMBOWN 3BYKOBLICOTHOCTK), andertons (TEXHWKa
nepexunma) 1 np. HemanoBaxkHyto POJib B 3BYKOU3BAEUEHWM UTPaeT HaKJIOH (YacTUYHoe
1 MONHOE MCMOAb30BaHME NIEHTbI BONOCA), CKOPOCTb BeAEHUs U 061aCTb MCMONb30BaHNSA
CMblYKa.

CpeacTtBa MCMONHUTENBCKOW BbIPa3UTENbHOCTM OTHOCATCA K ABAEHMAM MY3blKalbHOTO
A3blKa U peyn, HeMAEHTUYHOCTb KOTOPbIX B My3blke BO MHOTOM aHa/sorm4yHa
pa3rpaHNYEeHMIO 3TUX MOHATUIN B INHrBUCTMKE. OCHOBaTeNb CTPYKTypannsma OepanHaHa
ae Coccrop co3gan obLuyto Teoputo A3blka, 06beanHNB yXKe chOpPMyIMpPOBaHHbIe
€ro npeALwecTBeHHMKaMMN N COBPEMEHHMKaMM NpobaeMbl 3Ton ob6aacTu. A3bik
npeacTaBaseT cObOM CMCTeMY 3HAKOB, KOTOPas CYLLECTBYeT MeXAy YNeHaMWn KONNEKTUBA,
3aKIFOUMBLUMMM CBOETO poZa AOroBop O ee PYyHKLMOHMPOBAHUU. A3bIK «eCTb HEYUTO
couManbHOE NO CyLeCTBY U HE3aBUCMMOE OT MHAMBUAA» (26), TO, UTO yCBaMBaeTCs
y>e B rOTOBOM BUAE Kak Habop CTaHAAPTHbIX CMMBOJIOB M HOPMaTMBOB OpraHu3aLuu.
Peub, HANPOTUB, KaK «MHANBMAYANbHbIV aKT BOAW U pa3yma» (22) peannsyet
NOTEeHLMaNbHblE BO3SMOXHOCTU A3bIKa, NPMAaBas eMy KOHKpPEeTHble GopMbl,
npeAcTaeT B BUAE LLeNOCTHbIX, OnpeseneHHbIM 06pa3oM OpraHnM30BaHHbIX U NO3TOMY
NHAMBUAYaNbHbIX 06bEKTOB. HOBM3Ha 1 cBOoeobpasne peyun B TOM, YTO OHa «BOMIOLLAET
HEMOBTOPUMYHO MbIC/Ib B HEMOBTOPMMOWN dpopme» (MeayieBckuii 14) Ha ocHoBe
HencuYMcAMMOoro 3anaca cBOH60AHON KOMBUHATOPUKN CPEACTB MY3bIKaJIbHOTO A3bIKa
(Coccrop 22-23; MeayweBckuin 16).

B My3blkanbHOW TeOpUK A3bIK NPEeACTaBAEH OTAE/bHbIMU CPEACTBAMU
BbIPa3nTENbHOCTU B MePaPXUYHOMN CUCTEME NPUEMOB, B KOTOPbIX, B OTNYME
OT IMHIBUCTMKM (POHU3M OTHOCUTCA K PEYU U TONbKO KOCBEHHO K f3blKY), POHNYECKINI
YypOBEHb ABAAETCA OCHOBOMNOAararowmM. B npouecce macutabHo-BpeMeHHOro
pa3BepTbIBaHNSA NCMOJHEHNS MY3blKaNbHOrO MPOU3BEAEHUSA OTAENbHbIE 3BYKM
boHMYeCKOoro ypoBHs, BOCMpPMHMMaeMble Mo CBOEN BbICOTE, ANNTENbHOCTM, TPOMKOCTH,
TeMOpPOBOW XapaKTEPHOCTM KaK 31€MEHTbI My3bIKalbHOTO f3blka, 0POpPMAASACL Ha bonee
BbICOKMX YPOBHAX CMHTaKCMCa N KOMMO3ULMK, B 6osiee CIOXHbIX ABAEHUAX apTUKYAALMM,
AVHaMUKK, GPa3nMpoBKU 1 Ap., MPEACTaBAAOT cO60M 06pa3Libl My3blKaabHOW peyn
KOHKpeTHOro ncnonHutena. OTHOLWEHMA A3blKa U peyun B NpoLuecce MHTepnpeTaLmm
obnazatoT ABYCTOPOHHEN HAaNPaBAEHHOCTbIO B3aMMOAENCTBMA. A3bIK KaK OBLUMPHBbIN
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CNeKTp CMMBOJIOB M HOPMATMBOB, BOMJIOLLAACH B peUb, CY>XaeTca B AnanasoHe
MCNONb3yeMblX CPeACTB A0 ONnpeAeneHHOro Yncaa 31emMeHToB. Peub, B CBOO ouepesb,
opraHusyeTt HeoHXoANMble 31eMeHTbI A3blka U, GOPMUPYS U3 X KOMOUHALWUA HOBble
3HaYeHUs, packpbIBas X AOMOJHUTE/bHbIE CMbIC/bI, Peaan3yeTcs B MOJHOLEHHOW
WHANBUAYaNM3NpoBaHHON Gopme. OpraHn3aLmsa UCMONHUTENBCKUX CPEACTB
BbIPa3nUTENbHOCTM B COOTBETCTBMM C MaCLUTabHO-BPEMEHHOW nepapxmnen My3bikaabHOro
npoun3BeAeHnsa oTpaxeHa B pucyHke 1 (cm. puc. 1).
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Puc. 1. I/Iepavam opraHnsaunn NCNONHUTENBCKNX CPEeACTB BblPasnTE/IbHOCTU.

VicnonHutenbckme cpescTBa My3blKaJbHOTO A3blKa U peyun NpoABaatoT ceba Ha Bcex
YPOBHSX OpraHv3aLumm My3blKasbHOrO NpounsBeseHnsa, obecneyrBas LLeJOCTHOCTb
CTPYKTYpPbl U pa3HOM/IaHOBOCTb COAePXXaHWA, Pa3BMBatoLLErocs B COOTBETCTBUN
¢ Tpragon EBreHna HazanknMHCKOro «xapakTepucTnyeckoe — SMOLMOHaNbHOE —
nornyeckoe» («Jlornka my3sbikaabHou koMno3smuum» 70). DoHNYeCKMIA ypOBEHb
BbIPaXXaeTCA B «XapaKTePUCTUUECKNX» OCOBEHHOCTAX XyA0XKECTBEHHOro 0bpa3a, KOTOPbIN
BbIAABASIET CBOW CYLLLHOCTHbIE NMPWU3HaKN B TOHaX U MHTOHaumMsAX. CUHTaKCMYeCKui YPOBEHD,
Ha KOTOPOM KOMbMHaLmmn 06pa3oB GOPMUPYIOTCA B CHOXKETHYHO IMHULIO, NpeACcTaBaseT
Hanbonee cneumdryeckyto AN My3blKi SMOLIMOHANbHYIO CTOPOHY COAep>KaHWs,

a KOMMO3MLMOHHBIN — IOTUKY OpraHn3aLmm My3bikasbHOW GOPMbl COrNacHO KOHLEMLUN
npowvssegeHus («Jlornka My3bikaabHOW koMno3nuum» 112).

Cogep>kaTenbHbl YPOBEHb TakXXe pa3BMBAETCA MepapXnMUHo, obpasys Tpu
nocnesoBaTeNbHbIX 3Tana, B NpoLecce KOTOpbIX GOPMUPYIOTCA XyA0XKEeCTBEHHbIe 0bpasbl,
nocnesoBaTeNbHOCTb KOTOPbIX CKAAZAbIBAETCA B CIHOXET?, @ ero UTOroBoe passutme

NPUBOANT K BblpaXKeHUO asmopckoli
3 CroxeT B My3blke Obln nccnefoBaH B pabotax o
A. H. Metposa (MeTtpos), M. I'. ApaHoBckoro («Te3ucsl KoHYyenyuu — NAENHO-XYA0XECTBEHHOTO

0 My3blKaJibHOM cemaHTuke»), b. A. Kaua (Kaw), COAEPXaHUs My3bIKaJbHOrO
A. H. Coxopa (Coxop) v ap. «®eHOMeH My3bIkabHOro
CHOXKEeTa BO3HWUKAET TOrAa, KOrja 31eMeHTbl TekcTa npounseseneHuns.

BbICTPaNBALOTCA B OMpeAeNeHHY0 Noc/ies0BaTelbHOCTb
CObbITWIA», — KOHCTaTMpyeT Mapk ApaHOBCKMiA I/IepapxmueCKaﬂ CTpykTypa

(«My3bIkanbHBbI TEKCT: CTPYKTypa U CBOWCTBa» 328). CMbICN1I0BbIX KOMMOHEHTOB MY3blKaJIbHOTO
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npov3BeseHus, npeanoxerHHas Jltogmunon KasaHueBow, BbiCTpamMBaeTCs B BUAE
nocnesoBaTeNbHOCTM TOHA, MHTOHaLUUK, 0b6pasa, TeMbl U naen. TOH Kak 3n1eMeHTapHas
efMHMLLa 3TON Nepapxmm «OrpaHNUMBAET HUXXHUIN Npeaen CTpyKTypbl cogep>kanHus» (11).
Ha ocHoBe oTAe/IbHbIX TOHOB Ha GOHMYECKOM YPOBHE GOPMMPYHOTCA MHTOHALUN

B KauyecTBe MaTepurana My3blkalbHblXx 06pa3oB, KOTOPbIE, B3aUMOAENCTBYA U Pa3BMBasCh
Ha ypOBHEe CUHTaKcnca, OQOPMAAIOTCA B OMNPeAeeHHYO TeMy*, CHOXXET, UITOroBOe
Pa3BUTUE KOTOPbIX MPUBOAMUT K BbIPaXKEHWUIO B COAEP>KaHUMN XYJ0XKECTBEHHOW naen —
KOHLEeNLMN, B MOJHON Mepe peannlyeMon Ha KOMMO3ULMOHHOM YPOBHE MY3bIKaJlbHOMO

64

nponsseneHns.

AHACTACKA MAPTbIHOBA

MNepBOHay4anbHOE pa3BUTME COAEPXKaHMA B cMcTeMe 0O6pa30oB CKOHLEHTPUPOBaHO
B MHTOHALMOHHbIX KOMMaekcax. IHTOHaums Kak «3MOLMOHaAbHO-CMbICNOBOM
TOHYC» OCMbIC/IMBAETCA B PA3/IMYHbIX 3BYKOOTHOLLIEHWUAX KaK «PEe30HAHC OLLYyLLEeHWI»
(Acadbes 240). Apkune n BbipasuTenbHble NOAbEMbI, AMPUYECKUE N CEHTUMEHTaNbHbIE
cnagpl, AMHaMUYeCcKne NN TEMMNOBbIE KOHTPACTbI, KaK Y ONpeAeseHHbI TeMbp Tembl,
0COH6EHHOCTU 3BYKOU3B/IEUYEHWS, pacUNeHeHNs MOTMBOB 1 Gpas 1 Apyrne n3MeHeHns
CPeACTB Bblpa3nTeIbHOCTH, BOMIOLLAKOTCA B COOLITUAX MY3bIKaJIbHOTO CHOXKETa.
Cneunduka COXKETHO-TEMATUYECKOM CTOPOHbI MHTEPNPeTaLMmM MHCTPYMEHTaNbHOTO
Npoun3BeAeHMA, B OTANUME OT TeaTpasbHOWN NbeChl, MPOABASETCA B ONPEAENEHHON Mepe
abCTpakTHOCTW®, Npeanoaaratolent 4OCTaTOUHYHO CBOBOAY «MepPeBOMNIOLLEHMS»

(Acadbes 144).

KoHLenTyanbHbI ypOBeHb
cofep>aHusa npeanonaraet oCMbICIeHNe
XyAOXeCTBEHHOro Matepuana, Tpebytollee
rnyboKoW MHTeNNeKTyalbHOW NpopaboTku.
NaenHo-KoHuenTyanbHas HanpaBAeHHOCTb
npov3BeseHnsa onpejenaeTcs
XYAOXECTBEHHbIMU TEYEHUAMM IMOXH,
onpeAeneHHbIMN TEHAEHLNAMN
N CTUNEBBIM pa3HoobpasnemM B UCKYCCTBE,
3aBMCUMbIMUN OT OBLLECTBEHHO 3HAUNMBbIX
SBNEHNIN B KOHTEKCTE MCTOPUYECKOTO
BPEMEHW M NPOCTPAHCTBA, a TakXKe
BblpaXkaeT HaLNOHaNbHYHO
MPVHAAEXHOCTb N COLMaNbHYHO MO3MLMIO
KOMMO3WUTOPa, ero obLecTBeHHbIe naeanbl
M MPUYACTHOCTb K OMpejeneHHoMy
MUPONOHMMaHNt0. OCHOBHOE BANAHWNE
Ha 3TOM YpPOBHe MMeeT TaK Ha3biBaeMblii
«AyX BPEMEHM» — UCTOPUYECKM
chopmumpoBaBLLMIiCH 06pa3 1 CTUb
MbILUIEHNA ONpeseNeHHON 3MoxXM.
KoHuenuun «Tparnyeckoro ryMaHvm3ama»
6apokko® (Ppuapux MeHgens, NoraHH
bax), paunoHanbHble NAen BEHCKOro

5

4 B tpakToBke J1. . KazaHueBo Tema —

«obLeacTeTMyeckas KaTeropus», a He HOCUTeNb
XyZO0XeCTBEHHOro obpasa (My3blkaibHbI TEMaTU3M).

Tak, HanpumMep, cpaBHUBas My3blKaibHble Nnensaxw
(Mycoprckoro, BarHepa, [lebroccu v ap.)

C @aHaNOrMYHBLIMU MO XaHpPYy NPOV3BeAeHNAMM
xusonucy, A. H. Coxop oTMeuaeT: «/1306paxeHne
Takoro poja MatepuasbHbIX ABJEHWUI NoayyaeTca
B My3blKe ropas/fo MeHee MOJIHbIM U HaMHOro
6onee yCNOBHbIM, HeonpeeneHHbIM,

yeM B U306pasmnTesbHbIX UCKyCCTBax» (84).

6 Kak otmeuaet T. H. /luBaHoBa, «Tparnyeckuii

rymaHumsm XVII Beka, fymaetca, onpegenni
BaXkKHeNLwre 0cObeHHOCTN KaK nTepaTypsl,

TaK 1 XMBOMWUCK, KaK TeaTpa, Tak 1 My3blKu TOW
nopbl, — BO BCAKOM C/ly4ae, B UX BEPLUMHHbIX
focTukeHusx» (62). Kpome atoro, 6apokko
BbICTyMNaeT npejcTaBuTeNeM akNacCUyeckmx anox,
[ANS KOTOPbIX XapakTepHO «BHUMaHue
NPenMyLLEeCTBEHHO K NMPOTUBOPEYMAM, KOHPANKTaM,
AVCTapMOHUM», K 3TO — «Tparnveckne NnpoTMBOpPeYmns,
He CHMMaeMble HECKOHYaeMbIM pPa3BUTMEM

N n3MeHeHneMm xusHm» (bapcosa 18).

Takxe He cayyariHo y ntobutenelt My3blku
pacrnpocTpaHeHO MHEHWUE O TOM, UTO «MUHOPHbIN»
bax nHTepecHee «maxopHoro». B nnaHe
npeobnagaHns TparMyeckoro MMpPOOLLYLLIEHNSA

B My3blke 6apOKKO nokasaTesibHo HabatogeHve

B. A. LlykkepmaHa o npeobsiagatoLiem naze —
MWUHOPHOM B TeMax 6acco-OCTUHATHbIX BapuaLmi
6apOKKO ¥ — Ma>KOPHOM B BEHCKMX KNAaCCUUECKMX
Bapuaumax: «Cpesan 6acco-oCTMHATHbIX TEM
npeobaasatoT MUHOPHbIE, BENMUaBbIe, HEPEAKO
cypoBble. HanpoTuB, B TBOpYeCTBE BEHCKMUX
KIaCCMKOB MaXKOPHbIE TEMbI CBET/IbIE, CMIOKONHbIE
(pa>ke Becesible) aBNAOTCA NpaBuioM» (14).
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Knaccmumama (I7Io3ec|> FangH, Bonbdranr Mouapt, /lroasur BaH beTxoBeH), Koanmzmm
POMaHTUYECKOrO «ABOEMNPUA» B MPOTUBOMNOCTABIEHUN MEYTbl U PeaNbHOCTU
komno3utopoB XIX Beka (PpaHy, LLybepT, PobepT LymaH 1 ap.), 3CTETU3M B KONOPUTHbIX
3apucoBkax nmnpeccrmoHusma (Knog ebroccn, Mopuc Pasens), klangfarbenmelodie
(Menoans TembpoB) ApHosbaa LLIEHGepra (3ennep), KOHLENTbI UTPbl, MPOCTPAHCTBA,
CTPYKTYypbl B HOBOM My3blke noctcepuanmama’ (Hmc Kcenakuc, JpxoH Kengx, bpanaH
®epHuxoy, XenbmyT SlaxeHMaHH n ap.) (JlaBposa 70-74, 95-97), dopmanbHbie

dyHKUMKM B aTOHanbHOW My3bike (Xnep), «teopusa cuta» (AHnc KceHakwmc) (becaaa)
npeacTaBafoT COHOM TUMUYHbBIE KOHLIEMNLWW, XapaKTepusytoLive naenHble NckaHna
Pa3INYHbIX NCTOPUYECKMX MEPUOAOB B 3aMaHOEBPOMENCKOM My3bike. B KazaxcTaHCKOM
KOMMO3WUTOPCKOM TBOPYECTBE MOCNEAHMX AeCATUNETUI NOAYyYMAa PacnpoCTpaHeHme
MWpPOBO33peHyecKan KoHuenuua meHepuaHcmsa (b. Amanxon, A. Paumkynosa,

b. Kaabipbek, C. bantepekoBa, E. XycanHoB 1 ap.).

Mos06HO KOMMNO3MTOPCKOMY TBOPYECTBY, KOHLEMLMA B UCMONHUTENBCKOM UCKYCCTBE
BbICTyMaeT onpeAenstowmm GpakTopom nHTeprnpeTaLmMm Kak CBoeobpasHbIi aHanor
CBepx3afjayy CLEHNYECKOro Ae/CTBNA B TEOPUM aKTepckoro nckyccrea KoHcTaHTMHa
CraHucnasckoro (Anekcees 50; Ctanuncnasckuii 385). OT NOHWMaHUA NUCMOAHUTENEM
KOHLLeNTya/bHOro CoAep>KaHusa 3aBUCUT BbIOOP CPeACTB UCMONHUTEbCKOM
BbIPa3nTENbHOCTU M OCOBEHHOCTU MHTOHALMOHHOTO PeLLeHNs OTAE/bHbIX KOMMOHEHTOB
cogep>kaHus. [MoaTomy BblgaroLLmecs My3blKaHTbl MPOABAAIOT 60/bLLOE BHMMaHWe
K npoueccy novcka n otbopa BbipasuTenbHbIx cpeacTs. asng OnNcTpax «3anucbiBan
Ha MarHUTOPOH AeCcATKM BapMaHTOB OAHOMW dpa3bl, C TeM UTODbI pasbickaTb CPean HUX
Ty eANHCTBEHHYIO, KOTOpas MOra JieUb B KOHTEKCT ero nHreprnpetauunn», — nuwet Oner
Wynbnakos (327-328).
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Puc. 2. CTpoeHve cogepkaHus.

7 Moctcepuanuam nccneayetca B pabotax CTpoeHme cogep>KaHnAa B COOTBETCTBUM
H. A. MeTpyceBoWi B 4UCKypCe aHTaroHUCTUYECKNX o o
ABWXEHUI My3blka/lbHOM coBpeMeHHOCTH. [laHHoe C MaCLUTa6HO’BpeMeHH0M nepapxmen
HanpaBsJ/ieHWe B U3yYeHUN My3bIKV 1 KOMMO3MLAN My3bIKalbHOTO MPOU3BEAEHUS OTPaXKEHO
Mbep bynes Hauan nsnaratb B cepeanHe 60-x
rogos (Metpycesa). B PUCYyHKE 2 (cm. pwnc. 2).
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VicnonHuTtensckas nHTepnpeTauma npegnonaraer eCTeCTBEHHYH Hepa3pblBHYHO
CBA3b CTPYKTYPHOTO N COAEPXKATENBbHOIO YPOBHEW U UX NepapXMYecKoe COOTHOLLEHME.
3BYKOW3BAEYEHME KaK TEXHMYECKasa CTOPOHa BOCNPOU3BeAeHNs OonpeaeneHHoro ToHa,
HaZensaeMoro COOTBETCTBYHOLLMM 06pa3y TEMOPOM 1 apTUKYASLMOHHBIMU NPU3HaKaMW,
npeAcTaBaseT eanHCTBO GOpMbI U cogepkaHusa Ha 6a3oBoM GOHMYECKOM YPOBHE.

Ha ueHTpanbHOM CMHTaKCMYeCKOM YPOBHE BOMAOLWEHNA NHTeprnpeTaumm 3TO e4NHCTBO
bopmMmupyeTca Ha OCHOBE NOAUNHEHUA arOornKn 1 GPasnpoBKU NOTUKE CHOXKETHOW IMHUW,
a Ha YpOBHE KOMMO3MLUN — MOCPEACTBOM TeMMa U AMHAMWUKKN B MacluTabe LLesoCTHOro
pa3BUTMA NPOU3BEAEHMA, TPYNMUPOBKM My3blKalbHOIO Matepmnana u CKBO3HOro

oxBaTta GOpMbl NPONCXOAUT NTOroBOE GOPMUPOBAHNE KOHLLEMNLMN MY3bIKaJbHOrO
npov3BeAeHus.

Bce cpeacTBa MCNONHUTENBCKOW BbIPA3UTENBHOCTM U KOMMOHEHTbI COAEP>KaHWS,
y4yacTByHOLLME B CO34aHNM NCMONHUTENBCKOW MHTEpRpeTaunn, obaasaroT kKayecTBamm
CTUNEBOW CneundrUHOCTY, OnpesenstoLlen eanHCTBO GopMbl U cogepkaHus. EBreHni
HazanknHckmi onpesenser CTuab Kak «OTANYNTEIbHOE KauyeCTBO My3blKa/lbHbIX
TBOPEHWA, BXOAALLUMX B TY UM UHYH KOHKPETHYH reHeTuyeckyto obwHoCTb» («CTnnb
1 XKaHp B My3bike» 20), NpesCTaBAAOLLYH OANH N3 MHOrOObpa3HbIX yPOBHEN
NPOABAEHUA CTUAA — IMOXM, reorpadmnyeckoro pernoHa, Xy40XKeCcTBeHHOro Hanpas/ieHus,
LLIKO/bI, KOMMNO3UTOPA, OTAE/bHOrO Npoun3BeAeHus. B nctopnyeckom npouecce 3aMeTHO
nocnesoBaTeNbHOE pa3BUTME TEHAEHUNN UHAMBUAYANM3ALUN CTUAS, MPUBOAALLEN
B XX BeKe K CO3aHNI0 My3bIKa/JibHOTO NPOU3BEAEHNA Ha OCHOBE «UHAUBUAYATIbHOIO
npoekTa» (Xononos 81) — NpakTVKe, XapakTepHOM A/ aBaHrapAHOW My3bIKW.

CreneHb MHAMBUAYaANbHOCTN UCMONHUTENBCKOW MHTEPNpeTaumm onpeaenseTcs
COOTHOLLUEHMWEM BbIPa3nUTe/IbHbIX CPEACTB B 30HaX KOMMO3UTOPCKON N MCMONHNTENbCKOM
komneTeHumn (Matresa 36-38). B xoae nctopmyeckor 3BoHOLUN HEOBXOANMO
yUYMTbIBaTb TPAHCMO3ULMIO (NepemMeLleHme) psga NnapamMeTpoB U3 OLHOM 30HbI
KOMMeTeHUMn B Apyryro. VIX HenoBTopuMasa KOHGUrypauma cay>KUT OTANUYNTENbHBIM
NPWU3HAKOM Pa3/INYHbIX UCMONHUTENBCKNX CTUNEN, BbIBNEHHbIX HaTanben [pay
Ha MaTepuane 3nox 6apoKKo, Knaccmumsma u pomaHtnama (41-44), a Takke OCHOBHbIX
NCNONHUTENbCKMX TEKCTYabHbIX CTPATErni: CTapUHHOM, K1acCMKO-POMaHTUYECKOM
1 HoBelwwen (MaTtueBa 54).

McnonHUTENbCKNIA CTUAb KOHKPETU3UPYETCA Ha Pa3InUHbIX YPOBHSAX CBOEro
NPOoSBAEHMUA, HO, B OTAINUME OT CTUAA KOMMO3MUTOPA, HEPeAKO BOMJ/IOLLAIOLLErocs
B XapaKTePHOCTW OTAE/IbHbIX 31IEMEHTOB CTUINCTUKN (M3ALLECTBO Menoanku BoabdraHra
MouapTa, Bonesble putMbl Jltogsura beTxoseHa, Koa0KoAbHbIE 3By4HOCTM Cepres
PaxmaHWHOBa 1 Ap.), B MHTEpNpeTaLnm My3biKaHTa UMeeT TEHAEHLMIO NPOABAATLCA
B KOMMJEKCe BCeX CPeACTB MCMONHUTENbCKOW BblPa3nTENbHOCTM 1 NpuobpeTtaert
UTOTOBOE eANHCTBO B MacLUuTabax NCMONHUTENbCKOW KOHLEMLUN.

3akntoueHue

Taknm 06pa3oM, MHOrO3HaUYHOCTb MCMONHUTENBCKOW MHTEPMPEeTaL MM 1 NCMO/b30BaHMeE
3TOro MOHATUA A1 0603HaUEHMA LUMPOKOrO CrekTpa UCMONHNTENbCKUX NMPOLLECCOB

B My3blke obecneumBaeTca JencTBremM KoMnaekca GakTopoB:
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1. cneundunKon XyA0>XKeCTBEHHON KOMMYHMKaLMK, B KOTOPOW BbiABAAETCA
ABOVCTBEHHas, CyObeKTMBHO-06bEKTNBHAsA 06yCNOBAEHHOCTb MHTeprpeTaLmm,
oTpakaroLas XyJ0XXeCTBEHHbIV 3aMblCeNl KOMMO3MTOPa U UCMOAHUTENS,
BbICTYMNAatOLLEro B POJIM NPOBOAHMKA «<KOMMO3UTOPCTBA B CpeAy CyLuaTenein»
(Acadbes 296);

2. MHOrOmnaaHOBOW OopraHu3aLmei My3blkalbHOrO MPOV3BEAEHWS, NPeACcTaBAAIOLLLEN
nepapxmnro POHNYECKOro, CUHTAKCMYECKOrO 1 KOMMO3WLIMOHHOTO YPOBHEMN,

Ha KOTOPbIX BbICTPaNBatOTCA OCHOBHbIE KOMMOHEHTbI CoAep>KaHusa 1 GopMbl,
3a,e1CTBYHOLLLEN BECb KOMMAEKC CPeACTB UCMONHUTENBCKOW BbIPa3nTENbHOCTY;

3. cTvneBou cneumdUUYHOCTLIO, KOTOPasA NPOABAAETCA Ha Pa3NNYHBIX YPOBHAX —

OT NCTOPUYECKOW 3MOXM A0 OTAENbHOIO MPOM3BEAEHNA — N XapaKTepu3yeTca
NCTOPMYECKN NMOABUXKHBIM COOTHOLLEHWEM BblpPa3unTe/bHbIX CPeACTB B 30HaX
KOMMO3UTOPCKOWN N NCMOAHUTENbCKOW KomneTeHuumn (MaTtunesa 36, 38).

Pa3nnuHoe coyeTaHne 1 B3aUMOZENCTBNE BbIPa3nTebHbIX CPEACTB B Npesenax

OTMeYeHHbIX GaKTOPOB — KOMMYHUKATUBHOTO, CTPYKTYPHO-CEMaHTUYECKOTO 1 CTUIEBOrO
— obecneunBaeT Xy0XeCcTBeHHble OCOOEHHOCTU U CTeneHb NHAMBUAYaNbHOCTM
NCNONHUTENBCKOW MHTepnpeTaummn. Viccnegyemoe NoHATME, B CUTY CBOEW CMbICIOBOM
MHOrO3Ha4yHOCTW, Bb1paeT B cebs MHOXECTBO acnekToB cogep>XaHuna n Gopmbl
MY3bIKa/IbHOTO MPOW3BEAEHMSA, a TaKXKe UCMOJHUTENbCKOWN JeATebHOCTY, KOTOpble
HeobxoANMO yunTbIBaTb B NPpOdeccroHanbHOW NOArOTOBKE My3blKaHTa.
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Abstract. This article is about studying the saxophone works of Kazakh composers Arthur Orenburgsky,
Alibi Abdinurov and Yulia Lebedeva, based on Kazakh folk music. These compositions have become

an important part of the performing and pedagogical practice of saxophonists in Kazakhstan, and they
are regularly performed at major concert venues, festivals and competitions. The purpose of the work

is to study the process of creating compositions, their role in the formation of the national repertoire
and the development of performing practice, as well as to identify the characteristic features in style
and performance technique.

The authors use various methods in their research: complex approach, including analytical and historical
that includes collection and exploration of archival material, as well as anthropological method like interviews
with Kazakh composers and teachers of saxophone class of the Kurmangazy Kazakh National Conservatory.

The study revealed the main musical characteristics of saxophone compositions corresponding to Kazakh
traditional music: metrical freedom, improvisation, uniqueness of rhythm, shaping and timbre. The studied
works represent the authors’ reinterpretation of traditional primary sources, through imitation of rhythmic
elements of dombra playing and sound production characteristic of folk wind instruments. These elements
define the national color in music and can be considered as “ethnic identity”.

From a practical point of view, this work will be useful for musicians, teachers and researchers interested
in the synthesis of folk and contemporary music, unique stylistic features and new possibilities of using
the saxophone in Kazakh musical culture.
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Tipek ce30ep: cakcOPOH, ka3zak, Xxanblk My3bikacbl, KazakctaH KoMNo3uTopaapbl, YATTbIK
penepTyap, cCakcopoHAarbl OpbIHAAYLLbINLIK, WbIFapMa, YATTbIK 6osy.

Axgatna. byn makana kasak komnosuTtopaapbl Aptyp OpeHbyprckuid, 9aibun 964iHypoB XaHe Konus
JlebeaeBaHblH, Ka3ak xablk My3blkacblHa Heri3genreH cakcCoPoH/bIK WblFapManapblH 3epTTeyre apHaafaH.
Byn weirapmanap KasakcraHaasbl cakCOOHLLbINAPAbIH OPbIHAAYLLbIILIK XXOHE OKbITYLUbIIbIK TOXIPUBECiHIH,
MaHbI3abl HeniriHe ariHanZbl, 0nap YAKeH KOHLEPTTIK anandapaa, pectnBanbiepae xoHe balikaynapaa xui
opblHAanaabl. XXyMbICTbIH, MaKcaTbl — LblfapManapablH Xa3blay YAepici MeH onapAblH YATTbIK penepTyapabl
KanbINTacTbipysafbl XXaHe OpbIHAAYLbIIbIK TOXIPUOEHi AaMbiTyAafbl POiH 3epTTey, COHbIMEH KaTap OpbiHAaY
CTUAI MEH TEXHWKACbIHbIH, ©3iHe TOH epeKLUeNiKTepPiH aHblKTay.

ABTOpnap 3epTTeyae apTypAi d4icTepsi KonjaHabl: KelleHAi T9CiN, OHbIH, illiHAe aHaNUTUKaNbIK, TapUXu —
MypafaTTbiK MaTepuanibl XXMHay XXKaHe 3epTTey; aHTPOMOoNOrmsA/bIK — KasakcTaH KOMMO3MTOpaapbIMEH

oHe KypmaHfasbl aTbiHafbl Kazak yATTbIK KOHCEPBAaTOPUSAChIHbIH, CaKCODOH ChbIHbIObIHbIH, OKbITYLbLIaPbIMEH
cyx6at Xyprisy.

3epTTey bapbICbiHAa Ka3aKTbIH, 43CTYPAI My3blKacbiHa CaMKEC KeNeTiH cakcODOHAbIK LblFapManapAbiH,
Heri3ri My3biKanblk epekLIenikTepi aHblKTaaAbl: METPUKA/bIK ePKIHAIK, UMNPOBM3aLMs XXaHe bipFak, NilliH
KanbinTacybl MeH TeM6p Giperenniri. 3epTTenreH LWbifapManapza 4OMObIpaHblH, bIpFakTblK 31eMeHTTepiHe
>KAHe Xablk YPMesi acrnanTtapbiHa TaH AblObIC LWblFapyFa enikTey apKblabl 43CTYPAI TYNAepeKTepai kanTa
KapacTblpy 6enrineHesi. byn anemMeHTTep My3bikagafbl YATTbIK HaKbILLTbl aHbIKTalAbl XXaHEe onapsbl
«3THUKanNbIK BiperennikTiH» 6enrinepi peTiHae KkapacTbipyfa 6onagpl.

Taxipunbenik TypfblAaH anfaHia Kasak My3blka MOAEHMETIHAE CakCODOHAbI KONAAHYAbIH ©3iHAIK CTUABbAIK
epekLuenikTepi MeH XaHa MyMKIHAIKTePiH allaTbiH 6y XXYMbIC Xablk, My3blkacbl MeH Ka3ipri 3amaHfbl My3blka
CUHTE3iHEe KbI3bIFYLLbIbIK TaHbITATbIH My3blKaHTTapFa, yCTasjap MeH 3epTTeyLlinepre nangansl 6oamMak.

Ansbic. AsTopsiap KypmaHfasbl aTbiHAafbl Kasak yATTbiK KOHCEPBATOPUACHIHbIH, MypafaTbiHa XoHe Anmarsbl
KanacblHbIH MeMEKeTTiK MypafaTblHa YCbIHbIIFaH MaTepuangapsbl ywiH, KypmaHfasbl aTbiHAasbl Kasak yatTbik
KOHCEPBaTOPMAChIHbIH CaKCOPOH CbIHbIObIHbIH Npodeccopsbl W. LLybuHre, komnosutopaap A. OpeHbyprckuia
meH HO. JlebeseBara KeHecTepi YLUiH, COHAaN-ak aHOHMMAI peLieH3eHTTepre Mikipiepi MeH YCbIHbICTapbl YLLiH
anfbic bingipeai.

ABTOpnapAblH KOCKaH yeci

A. K. MmaHb6aees — mypafaTTblK MaNiMETTEP MEH XapuanaHfaH gepekkesaepai XuHay, KypmaHFfasbl aTbiHAaFbI
Kasak yaTTbiK KOHCEPBATOPUACH! CAKCOPOH CbIHbIObIHbIH, OKbITYLLbIAPbIMEH X9HE KOMMO3UTOpAapMeH
cyxbatTacy, MaTiH Xas3y, AepeKKke3aep Ti3iMiH pecimaey.

I. 3. Bezembemoea — MaKana >ocCnapblH Ty3eTy, MaTepuanabl Xyrieney, MaTIHAI pefakumsanay, aHaatna xasy.
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Knroueesie cnosa: CaKCOCIJOH, Ka3axCkada HapoaHaA MY3blKa, KOMMNO3MTOPbI KazaxcTtaHa,
HaLJ,MOHafIbeII7I penepTtyap, NCNONHUTENBCTBO Ha CaKCO(bOHe,
npomssegeHune, HaLLMOHaﬂbellyll KONOpPUT.

AHHoTauuma. Hactoswas ctatba NOCBALLEHA N3YUYEHNIO CaKCOPOHHbIX MPOU3BEAEHWNI Ka3aXCTaHCKMNX
komno3utopos Aptypa OpeHbyprckoro, Annbu AbanHyposa n Fonun JlebeaeBor, OCHOBaHHbIX Ha Ka3axCKow
HapoaHOW My3bike. [laHHble KOMMO3MLMKN CTaW BaXKHOW YacTbrO MCMONHUTENbCKOW 1 Mesarornyeckomn
NpakTnky cakcoboHNcToB KasaxctaHa, Ux peryaspHO UCMOHSAIOT Ha KPYMHbIX KOHLEPTHbIX MAOLWaAKaX,
decTmBansx n KoHkypcax. Llenb paboTbl — U3yunTb NPOLLECC CO3LaHUA COUYNHEHNN, UX POJb B GOPMUPOBaHMM
HaLMOHabHOrO perepTyapa 1 PasBUTUM UCMONHUTEIbCKOWN MPaKTUKK, @ Tak>Ke BbISIBUTb XapakTepHble YepThl
CTUNA N TEXHUKWU UCTMIONHEHWS.

ABTOPbI NMPUMEHSIOT Pa3/iiHble METOZbI B NCCIEA0BAHMN: KOMIMIEKCHBIV MOAXOA, BKAOUAOLLWA
aHaIMTUYECKUIA, UCTOPUYECKNIA — CBOP 1 N3yYeHWe apXMBHOTO MaTepuasa; aHTPOMOI0rMyYeckunii — becespl
C Ka3aXCTaHCKMMW KOMMO3MTOpamu ¥ npernoAaBaTtensmu kaacca cakcopoHa Kazaxckoi HaLMoHaibHOM
KOHcepBaTopun nMeHn KypmaHrasbl.

B xoae vnccnenoBaHus Bbiav BbisiBNEHbI OCHOBHbIE MY3blKa/lbHbIE XapakTEPUCTUKM CaKCODOHHBIX COUMHEHWN,
COOTBETCTBYHOLLME Ka3axCKOM TPaAWULIMOHHOW My3bike: MeTpryeckas cBo604a, MMMNPOBM3aLMOHHOCTb,
YHMKaNbHOCTb puTMa, dopmMoobpasoBaHus 1 TeMbpa. 3yueHHble NponsBeseHns NpeacTaBastoT coboin
aBTOPCKOE MePEOCMbICIEHNE TPAANLMOHHBIX MEPBONCTOYHNKOB MOCPEACTBOM MMUTALMN PUTMUYECKMX
3/1eMEHTOB AOMBPOBON MrPbl U XapakTePHOTO AS HAPOAHBIX AYXOBbIX MHCTPYMEHTOB 3BYKOM3BAEUEHMS.
3TV 371IEMEHTbI ONpPesenstoT HaLMOHaNbHbIN KOJIOPUT B My3blKe Y MOTYT paccMaTpuBaThCs Kak MpU3HaKu
«3THUYECKOW UAEHTUYHOCTU>.

C I'IpaKTI/IHeCKOI?I TOYKWU 3peHna AaHHaA pa60Ta, packpbiBarowaa yHKanbHblie CTUANCTUYECKNE ocobeHHOoCTH
M HOBble BO3MOXXHOCTN NCMNOJIb30BaHUA CaKCOCbOHa B Ka3aXCKOW My3bIKa}'IbHOVI KyNnbType€, 6yp,eT nones3Ha
MYy3blKaHTaM, npenojaBatesiaM N nccnegoBatenam, MHTeEPeCyrownMca CUHTE3OM HapO,ﬂ.HOIZ n COBpeMeHHOI7|
MY3bIKW.

BnarogapHocTtu. ABTOpbI BbipaXkaroT 6i1arogapHocTb apxmBy Kazaxckor HaLMOHaabHOW KOHCEPBATOPUM
nmeHn KypmaHrasbl 1 FocyaapcTBEHHOMY apxvBy ropoja AnmaTtsl 3a NpesocTaBAeHHble MaTepuantl,
npodeccopy knacca cakcopoHa Kasaxckon HaLmMoHanbHOW KOHcepBaTopumn nMeHn KypmaHrassl

W. ly6uHy, komnosutopam A. OpeHbyprckomy u HO. JlebeseBoi 3a KOHCY/IbTUPOBaHWE, a Tak)kKe aHOHUMHbIM
peLieH3eHTaM 3a 3aMeyYaHusa 1 pekoMeHAauunun.

Bknaa aBTOpOB

A. K. UmaHb6aees — c60p apXx1BHbIX CBeEeHWI 1 ONyHAMKOBaHHbIX MCTOYHUKOB, becesa ¢ npenoaBaTtenamum
knacca cakcopoHa Kazaxckon HaLMoHanbHOW KOHcepBaTOpun uMeHn KypmaHrasbl 1 KOMMo3nuTopamu,
HamvcaHue TekcTa CcTaTbu, OPOPMAEHMNE CNCKa NCTOYHMNKOB.

I. 3. Becembemosa — pa60Ta Haj njaHOM CTaTbW, CUCTEMATM3aLNA MaTepmrana, peaakTtypa TeKCTa, HannmcaHne
aHHOTaUunwn.
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Introduction

Kazakhstan like other many countries of Central Asia has faced a new type of performing
practice atypical for traditional musical culture since the 1930s of previous century.

This period is associated with active introduction of new forms and genres of musical

art for Kazakh culture after the change of social system. The foundation of Almaty State
Conservatory was a striking phenomenon that took place in 1944. Today it is known

as Kurmangazy Kazakh National Conservatory. From this moment the mastering European
orchestral instruments, related forms of music-making and performance began.

And saxophone became one of them.

It is important to note that the main milestone in the development of saxophone
performance of the 20th century on the post-Soviet territory was the active performing
and teaching activity of Margarita Shaposhnikova (People’s Artist of USSR, Professor
of Gnessin Russian Academy of Music (1973-2024), who worked from the first days
of the saxophone class to present. This period of the musical culture development clearly
demonstrated all the innovative ideas in the sphere of saxophone performance able
to be defined in bold and unexpected syntheses of various musical genres.

A noticeable increase in musical and creative activity took place as well, bearing
completely new works for saxophone and combining different musical genres
and performing techniques. They were: Concerto for Saxophone and Symphony Orchestra
Es-dur Op. 109 by Aleksandr Glazunov (1934), Concerto Capriccio for Saxophone
and Wind Orchestra by Grigory Kalinkovich (1970), Sonata for Saxophone and Piano
by Edison Denisov (1970), Concerto for Alto Saxophone and Wind Orchestra by Mikhail
Gotlib (1974), Concerto for Alto Saxophone and Orchestra by Alexander Flyarkovsky (1984)
and many others. In these works, the saxophone stands out as a solo instrument in a joint
performance with an orchestra or a piano.

The repertoire of the saxophone becomes more varied and technically complicated.
Timbre expressiveness of the instrument and the variety of performance possibilities
for conveying artistic ideas should be noted as well. The improvement of performing skills
and expansion of repertoires for saxophone were the result of accumulated experience,
development of new methods of teaching how to play saxophone and improvement
of all the instrumental techniques. The point is that the saxophone with its wide range
of performance possibilities, is able to express composers’ most surprising artistic ideas.
The instrument’s unusual sound range has found its use both in classical academic music.
This is especially true of contemporary works using new playing techniques, as well
as jazz, as the object of performing experiments and creative discoveries of composers,
who helped to make the instrument popular and increased the interest in it.

The saxophone appeared in the performing and composing practice of Kazakhstan
rather recently. Training of professional staff and saxophone performance specialists
began in 1984 at Kurmangazy State Conservatory in Almaty. A special saxophone class
had been opened at that time. The problems of repertoire and development of new
methods stood out acutely. Saxophonists desperately needed original works from Kazakh
composers as well as various methodological recommendations of experienced teachers
to help the performing process in the country to grow. Gifted young performers
and teachers including Yakov Tkachenko, Gersh Geller, Igor Shubin and Batyrkhan
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Shukenov, gave the necessary impetus to the creative searches of the composers who
created the first works for playing the saxophone in Kazakhstan.

Another important point, is that not only composers of different generations worked
on creating music for saxophone. Performing musicians took an active part, supporting
the educational process, solving pedagogical problems and developing professional
trainings. They've created an actual modern performing repertoire with numerous
arrangements of Kazakh folk music. The first experiments of the national composers
in the field of saxophone music were a bold fusion of different styles and trends. It turned
out to be a number of unique sound combinations, timbres and performance techniques
that have great success among performers and listeners.

The compositions for saxophone occupy a very small place among the total number
of works by Kazakhstan composers. That's why it is rather difficult to discuss the repertoire
for saxophone that exists since the beginning of the second half of the 20th century.

The creation of the first original composition for this musical instrument with the use

of Kazakh folk songs was preceded by the history of mastering saxophone at the Kurmangazy
Kazakh National Conservatory (1984) as well as the Concerto for Saxophone and Symphony
Orchestra by Kuddus Kuzhamyarov (1985) together with the founder of the saxophone
class and concerto's first performer Yakov Tkachenko. The opening night took place

in 1985 at the Zhambyl Kazakh State Academic Philharmonic.

Currently, the saxophonists’ repertoire includes about seventy works of various
genres and a number of original works among them. It also includes different
arrangements as well as solos accompanied by the piano or an orchestra including
compositions for various instrumental ensembles (most of works are in the collection
Pieces by Kazakh Composers Arranged for Saxophone and Piano by Pavel Serebryannikov).
The following ones should be highlighted among the existing works written
by Kazakhstan composers: Concerto for Alto Saxophone and Orchestra by Kuddus
Kuzhamyarov (1985), Elegy for Alto Saxophone and Symphony Orchestra by Tles
Kazhgaliyev (1989), Romance by Mault Rakhimbayev (1989), Pamyati stranica (Memory
Page) by Aleksandr Romanov (2000), / povtoritsya vse... (And Everything Will Be Repeated...)
for Saxophone, Soprano, Viola and Piano by Dmitry Ostankovich (2000), Dialogues
for Saxophone and Piano by Kuat Shildebayev and Batyrkhan Shukenov (2002),
Bakhytzhan for Saxophone and Piano by Balnur Kydyrbek (2008), 25 for Alto Saxophone
and Piano by Alibi Abdinurov (2003), Capriccio for Alto Saxophone and Piano by Marat
Sutyushev (2007), Adagio for Soprano Saxophone and Piano (2017), Sonata for Alto
Saxophone and Piano (2012), works for saxophone ensemble: Saxophonia No. 1
for saxophone sextet (2012), Polyphonic Improvisation for four instruments (2012)
by Artur Orenburgsky and others.

The majority of the presented works in the repertoire of saxophonists are based
Kazakh folk music (see table 1), lyrical songs in particular. They are organically combined
with the saxophone due to its melody and length. There are also a number of pieces
where composer focuses on the timbre consonance of the saxophone sounding
organically with ethnic instruments such as sybyzgy, syrnai and kernei. One of the brightest
examples among them is Concerto for Alto Saxophone and Orchestra by Kuddus
Kuzhamyarov (1985) where the saxophone possesses its own charming timbre. It sounds
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Table 1. List of saxophone works by Kazakhstan composers based on samples of folk music

Instrumental . .

N[} Name Composer composition Genre Applied material

1 Otrazhenie Artur Orenburgsky | Alto Saxophone Piece “Aittym salem,
(Reflection) and Piano kalam kas”

2 Fantasy Artur Orenburgsky | Saxophones: Soprano, Piece Abai's song
for a quintet 2 Alto, Tenor, Baritone “Kozimnin karasy”
of saxophonists

3 Kusni Korlan Artur Orenburgsky | Alto Saxophone Piece Variations

and Piano for a Kazakh folk
song “Kusni Korlan”

4 Variation Piece Artur Orenburgsky | Tenor Saxophone Piece Kazakh folk song

and Piano “Ak Bayan”

5 Concert piece Artur Orenburgsky | Alto Saxophone and Piece Abai's song “Zhelsiz

Piano tunde zharyk ai”

6 From KZ Concert Yulia Lebedeva Soprano Saxophone Three- Concert
for Saxophone and for the first movement, | movement | for the theme
Wind Alto Saxophone Concerto | "Bir bala”
Orchestra for the second and “Kara zhorga”

movement, Baritone
Saxophone for the third
movement
7 25 Alibi Abdinurov Alto Saxophone Piece Kazakh folk song
and Piano “25"

8 Moldabaidyn ani Alibi Abdinurov Saxophones: Soprano, Piece Kazakh folk song
(Song of Moldaba) 2 Alto, Tenor, Baritone “Moldabaidyn ani”

9 Shashu Alibi Abdinurov Saxophones: Soprano, Piece Kazakh folk kui

2 Alto, Tenor, Baritone “Shashu”

10 | Syldyrmak Alibi Abdinurov Saxophones: Alto, Tenor | Piece Kazakh kui

and Piano "Syldyrmak”

11 | Zholga shuktym bir | Alibi Abdinurov Alto Saxophone Piece Abai's song "Zholga
zhym-zyrt tunde and Piano shuktym bir zhym-
zhalgyz zyrt tunde zhalgyz"

(I Go Out on the Night
Road Alone)

12 | Nurgisa Tlendiyev | Alibi Abdinurov Alto Saxophone Piece Tlendiyev's
shygarmasyna and Piano musical themes
fantazia (Fantasy
on Tlenldiyev's Works)

13 | Kara Kesek Yelena Nikonova | Alto Saxophone Piece Madi's theme “Kara

and Piano Kesek”

14 | Fantasia Artem Pestov Alto Saxophone Piece Fantasy
for Saxophone and and Piano for Kurmangazy's
Piano “Kyzyl Kaiyn” kui “Kyzyl Kaiyn”
(Red birch)

Today it can be stated that performance
practice of the saxophonists has its own

theoretical and methodological base.

The main problems of growth and quality
requirements in contemporary saxophone

The surnai / zurna is a woodwind musical instrument

with a double reed, common in the Near and Middle
East, India, Central Asia, the Caucasus, and the Balkans.

2 Sybyzgy is a Kazakh wind instrument of the whistle
type, traditionally made of reed or wood, later
and less frequently of silver.
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performance as well as the existing technical methods of playing the instrument were
investigated in the proceedings listed below: Vladimir lvanov’s thesis “Osnovnie problemi
teorii i praktiki igri na saksofone v voennom orkestre” (Basic Problems of Theory
and Practice of Saxophone Playing in Military Orchestra) (1988), Vladimir lvanov's
doctoral thesis “Sovremennoe iskusstvo igri na saksofone: problemi istorii, teorii
i praktiki ispolnitelstva” (Modern Art of Saxophone Playing: Problems of History, Theory
and Practice of Performing) (1997), Anne Nykanen's doctoral thesis Methods
for Specification of Sound Quality Applied to Saxophone Sound (2004), Antonina Ponkina's
“Saksofon v muzikalnoi kulture XX veka (na materiale sonatnogo tvorchestva zarubejnih
i ukrainskih kompozitorov)” (Saxophone in the Musical Culture of the 20th century
(on the Material of Sonata Works of Foreign and Ukrainian Composers)) (2009), Sergey
Kirillov's “Tehnika igri na saksofone i problemi interpretacii originalnih proizvedenii”
(Technique of Saxophone Playing and Problems of Interpretation of Original Works) (2010),
Mariya Begovatova's “Sovremennoe ispolnitelstvo na saksofone v aspekte rasshireniya
zvukovih vozmojnostei instrumenta” (Contemporary Saxophone Performance in the
Aspect of Expanding the Sound Possibilities of the Instrument) (2012), and Sukh-Ochir
Bayarsaikhan's dissertation “Traktovka saksofona v proizvedeniyah dlya simfonicheskogo
i duhovogo orkestrov” (Saxophone Interpretation for Symphony and Wind Orchestras
Compositions) (2018).

The following proceedings and articles written by foreign saxophone teachers also
helped students in comprehending the diverse phenomena and processes that occur
in the musical and performing creativity of saxophonists: High Notes for Saxophone
by Santy Runyon (1974), Saxophone High Tones by Eugene Rousseau (1978), Preliminary
Exercises and Etudes in Contemporary Techniques for Saxophone by Ronald Caravan (1980),
Les sons multiples aux saxophones by Daniel Kientzy (1982), Extended Techniques
for Saxophone: an Approach through Musical Examples by Patrick Murphy (2013),
The Poetics of a Multiphonic Landscape by Torben Snekkestad (2016).

There are numerous works of Kazakh musicologists, who were studying the historical
development and theoretical aspects of Kazakh folk music in its various formats.
Articles, monographs and dissertations describing particular methodological significance
and value have been written by different theoreticians, and were dedicated to the history
of the Kazakhstan's composer school, to the engagement problems of tradition
and innovation, to the system of genres and style trends. These musicologists are:
Nurgiyan Ketegenova, Sara Kuzembai, Umitzhan Jumakova, Tamara Dzhumaliyeva,
Valeriya Nedlina, Aizada Nussupova, etc. However, the saxophone compositions based
on Kazakh folk music have not yet received a comprehensive and holistic coverage
in academic studies. It can be said, that from the position of defining performance
features, musical content, development of the Kazakh performing repertoire,
the presented study is relevant and fresh.

Results and Discussion

After proclaiming the independence in Kazakhstan, it became necessary to develop ethnic
musical culture as well as to form a pronounced ethnic style in the art of composition.
Young and promising composers like Alibi Abdinurov and Artur Orenburgsky eagerly
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began to compose various musical forms for saxophone, including concertos, sonatas,
fantasies, pieces, ensembles of different number of musicians.

The compositions of the talented composer Artur Orenburgsky especially stand
out as solo works for saxophone and for ensembles. They can be characterized
by a depth of musical ideas and an original style of performance. Some of them
demonstrate the composer’s ability to create complex and multi-layered musical
compositions. Among such works are based on the song art of the Kazakh people:
Reflection on the theme of Abai’s song "Aittym salem, kalam kas” (Hello to You,

a Thin-browed Girl); Fantasy for a saxophone quintet on the theme of Abai’s song
“Kozimnin karasy” (The Light of My Eyes) and Kusni Korlan, a variation on the theme

of the Kazakh folk song of the same name; Variation Piece on the theme of the Kazakh
folk song “Ak Bayan” and Concert Piece on the theme of Abai's song “Zhelsiz tunde
zharyk ai” (A Bright Moon on a Windless Night).

Artur Orenburgsky possesses a lot of significant achievements besides his composing
and teaching. The musician’s versatile creativity has not been fully explored by Kazakhstan
scholars and musicologists. The scope of his activity and musical heritage that enriches
the musical world require a more careful study.

First of all, the style of composer is defined with a refined taste and original musical
language. His works contain a complex combination of intellect and emotion, a keen
modernity sense and romantic tension. It is ensured by his numerous works in the style
of jazz, modern arrangements of folk melodies with jazz harmonization and transcriptions
of Baroque music in a contemporary key. A unique feature of his compositional style
is a masterful combination of jazz music with the rich heritage of Kazakh culture. He keeps
the basic musical ideas in their original form. Most of his works are orientated to a wide
audience and are intended for mass perception.

The compositions for saxophone play an important role in works of Artur Orenburgsky.
This instrument helps him to expand the aesthetic space of music thanks to its characteristic
timbre and expressive possibilities. Saxophone opens up new horizons and inspires
the composer to create bright, contemporary works, as well as to experiment with atypical
ensembles (mixed ensembles of European and Kazakh musical instruments). Artur
Orenburgsky supposes, that creating music is a very hard-labor process that requires
deep knowledge and confidence to choose compositional techniques aimed at achieving
an artistic idea. He pays serious importance to creativity, addressing different genres
and instruments. The works for saxophone occupies a special place in his oeuvre
whether for solo instrument, orchestra or ensemble (Imanbayev 10).

In this case, it's necessary to keep its basic melody, sequence of supporting tones,
main functions of voices, harmonic and metrorhythmic features, as well as its form
and stylistic unity (Medvedeva).

Musical style of Artur Orenburgsky clearly traces ethnic traditions and world
canons of the composer’s school. One of his works is called “Otrazhenie” (Reflection).

It was composed on the theme of Abai’s song “Aittym salem, kalam kas” for Alto
Saxophone and Piano (ex 1). It was created in 1995 while he was a student. First time
this work was performed by Igor Shubin, a professor of the saxophone class
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at the Kurmangazy Kazakh National Conservatory. Later it became popular among
performers and started to be regular performed at various concert events.

This piece is divided into three parts, conveying the emotional depth, subtle longing
and soft lyricism of Abai’s song. As Boris Yerzakovich points, “this Abai’s song represents
a peculiar step in his creative development and demonstrates similarities with the Russian
democratic song and romance” (22).

The first and the final parts of the composition are written without changes to Abai’s
basic musical material, except the moment the composer transferred it to a different
tonality that was more convenient for saxophone. The middle part takes the form
of a development based on the song with jazz harmonization. Artur Orenburgsky
added a virtuoso cadenza as a new thematic element to imitate the theme of the song.

Ex. 1: Source: Artur Orenburgsky. “Otrazhenie” (Reflection) on the theme
of Abai's song “Aittym salem, kalam kas”, bars 5-163. 1995.

The song called “Aittym salem, kalam kas” is often found in various composer

arrangements and transcriptions due to its popularity among the audience and musicians.

During the years famous Kazakh singers like Amre Kashaubayev, Zhusupbek Yelebekov,
Temirbulat Argynbayev and many others were the performers of this song. It has entered
the performing repertoire not only for folk singers, but also for instrumentalists. “Aittym
salem, kalam kas” can be found in various editions, musical and stroke interpretations
and in various tonalities (most often presented in d-moll and e-moll). The singularity

of this interpretation lies in the saxophone’s imitation of the human voice through

fine vibration and warm exhalation inherent in folk singing. It gives velvety sound

to the instrument.

Lyrical folk songs are often the material of works created for saxophone
in the compositions of Artur Orenburgsky. That's because saxophone is an instrument
that speaks the language of the soul. He can be both bright and sad, and always
captivates with its melodious sound. Margarita Shaposhnikova, professor of Gnessin
Russian Academy of Music and USSR People’s Artist, believes regarding the sound
of the saxophone that it speaks of love, passion, longing, and creates music that gains
the hearts of people forever (Turchinsky).

Assessing the quality of performance, we first of all emphasize a clean intonation.
That why saxophonists need to reach a quality bond in interval leaps, to have a clear
work of lip muscle apparatus and a dense sound in all registers. A slight increase

in the air jet during the performance

3 Artur Orenburgsky. Reflection www.arturorenburgskij. can ruin a perfect performance or cause
musicaneo.com/ru/sheetmusic/sm-163729_ .
otrazhenie.html (audio and music sheet of the piece). breakdowns that will later affect the sound
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or intonation “boosts”. On the other hand, the excessive caution in playing can cause
a certain uncertainty and sound “rattling”. Therefore, the attention should be paid

to the correct balance of air blown capacity and the active work of the performing
apparatus. To be careful to fine vibrato and sustain of all durations, as the correct work
of embouchure plays a key role in the correct tuning of the instrument, affecting the lip
position, pressure force and airflow pressure in the mouthpiece of the alto saxophone
(Ukshini and Dirckx, “Influence of Lip Position”).

It is important for each performer to be broad-minded and cover the entire musical
material, because the development of the theme is realized by intensifying the sound
from the nuance of p to f, and by gradually changing the register of the sound.

At the same time, the quality of the performer’s breath should never change, only

the quantity of exhaled air. In other words, the quality and traits of his own sound
maintained with any dynamics. For example, at fortissimo one must not lose the nobility
and volume of the playing sound and, meanwhile, not slip into a shouty and forced one;
pianissimo gives clarity, stability and expressiveness but without outbursts or any other
sound.

That kind of performance on saxophone is very important, because the thin reed
is placed on the mouthpiece in a way that forms a narrow gap between the tips
of the instrument and the mouthpiece. The reed is made of elastic fibers that gradually
tapers towards the tip. The player places the lower lip on the cane and both lips form
a tight seal around the mouthpiece (Ukshini and Dirckx, “Time-resolved Strain”).

The works for saxophone created by Artur Orenburgsky are also turned to the song
"Zhelsiz tunde zharyk ai” (A Bright Moon on a Windless Night). Concert Piece for Saxophone
and Piano (2017) (ex 2), based on the motifs of Abai’s song, is a lyrical and melodic
composition that reflects deep feelings and has dreamy lyrics. This composition
demonstrates that the author used chords of non-terza structure and melodic turns
inherent to Kazakh musical tradition.

Ex. 2: Source: Artur Orenburgsky. Concert Piece for Saxophone Alto and Piano
on the theme of the song “Zhelsiz tunde zharyk ai"4, bars 13-31. 2017.

The structure of the piece consists of three parts where the outermost sections
are exactly repeated. The introduction precedes the main theme of the song, where

the intonations and rhythmic motifs
4 Artur Orenburgsky. Concert Piece for Saxophone

are eaS”y recognlzable. The piece and Piano, www.arturorenburgskij.musicaneo.com/ru/
is characterized by a bright melody, sheetmusic/sm-303430_koncertnaya_pesa_dlya_alt-

k saksofona_i_fortepiano.html (audio and music sheet
the use of chords and melodic phrases. of the piece).
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They create a sense of calmness. The main theme of the song becomes a leitmotif
that seeps through all the parts of the piece, varying in the accompaniment of auxiliary
musical motifs as well.

The arranged version of this song reflects the texture of the piano accompaniment
throughout the whole piece. It emotionally supports the soloist without any disturbance.
In spite of a slight change in Abai's original musical material for the soloist’s part, it only
touched the tonality and in the enlargement of notes, the subtle lyricism in the musical
landscape of Abai’'s moonlit night is supplemented with emotional content, reflecting
the motility and rhythmic development of the music right up to the cadenza that uses
arpeggios built on a chromatic basis. The composer skillfully modifies the melody
structure and chordal accompaniment, subtly conveying the emotional state and images
of nature. Special attention is paid to various elements of the song, such as interval
structure, harmonic combinations and the rhythmic pattern.

The piece is not particularly difficult in terms of performance. It requires the basic
knowledge of technique from the musician (attack, introduction, connection and termination
of sound). The performing apparatus is essential as well as the movement technique
of the performer’s fingers and the quality of nuance and phrasing. Last, but not least
is the choice of the right cane that can show all the variety of colours and timbres
of sound. Saxophone players have an expression: “If you want the instrument to sound
good, choose a singing reed”. It means that musicians should “sing” the instrument,
not just play it. A good reed can convey the necessary volume of sound, allows to keep
a quality timbre in all registers (at leaps in the melody and sudden changes of nuances),
and stimulates the crystal-clear intonation and playing vibrato.

An important factor is the content and quality of intonation. It is important to master
a musical timing. Slow solo sections should be performed wisely. Even the slowest tempo
as adagio or largo requires a definite movement and has its own core speed. The notes
of long duration, half and whole, used for creating slow music provoke rhythmic passivity.
The loss of counting during performance leads to the internal music amorphousness.

In this case, we should pay special attention to the sound to achieve its melodiousness
and hover, and also fill the sound palette with colourful timbre. The sound should

be felt, touched, as something material, alive, hovering, resonating, piercing. It must
not be extinguished or directed during the rehearsal and concert period.

Deep immersion into the world of artistic images of the composition and its high-quality
performance will certainly give invaluable creative experience. It can help to spread
the performing thinking and to sharpen the skills of the saxophonist. In addition,
it is also important to gain experience of stage performance.

Artur Orenburgsky’s creative portfolio also includes works for ensembles and orchestra.
We can highlight some of the them, for example Fantasy for quintet of saxophones (2013)
(soprano saxophones, two alto saxophones, tenor saxophone and baritone saxophone)
that was encouraged by Abai's song “Kozimnin karasy” (The Light of My Eyes). This song
appears in a completely new guise for the audience due to the substitution of composer’s
habitual jazz chord filling with contemporary non-chord consonances.

This song is one of the most famous one in Abai’s works. It remarkably reflects
the soul of the Kazakh peoples, its beauty and musical skills. The song is performed
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not only locally but all around the world in different languages and musical instruments,
on different stages and events. It epitomizes the spirit of the Kazakh nation, its wisdom
and creative heritage.

Fantasia for saxophone quintet written by Artur Orenburgsky (ex 3), captures a subtle
lyricism, calmness and peace. The soloing instrument, in this case the soprano saxophone,
has a delicate sound with a rich timbre, that smooths and adds a “velvet” sounding
the song. At the same time, other instruments serve as a counterpoint addition
and accompaniment. At first performance, this composition may seem a bit
incomprehensible, and the song melody itself can be heard only in the soprano
saxophone part due to the complex harmonization and non-chord consonances.
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Ex. 3: Source: Artur Orenburgsky. Fantasy® for saxophone quintet, bars 9-21
(soprano saxophone solo is highlighted in red).

The parts include interval leaps easy to play but there are risks of inaccurate
intonation due to the dissonant sound. There is also a medium fast section presented
as a polyphonic cadenza structure on marcato sixteenth notes in the quintet parts.
At fast tempo performance, it is necessary to demonstrate all the skills of mastering
the instrument as well as virtuosity, finger technique, competent breathing, nuance
finesse and purity of intonation. Because of the fast tempo, the question of stability
of “bearing” technical material arises acutely. The aphorism of Timofei Dokshizer is quite
appropriate here. He always actively stood for the ground rules, saying: “Do not push fast
music and do not pull the slow one” (Dokshizer 209).

Abai's song “Kozimnin karasy” is often performed in repertoire of saxophonists
both in solo and ensemble versions. The example of such work can be presented
by a composition for wind orchestra 5
with a group of saxophones called Kazakh
Souvenir (2007) (see fig. 1) written

Artur Orenburgsky. Fantasy for saxophone quintet,
www.arturorenburgskij.musicaneo.com/sheetmusic/
sm-186254_fantaziya_dlya_kvinteta_saksofonov.html
(audio and music sheet of the piece).
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by Aleksandr Fedyanin, Professor of the Department of Wind and Percussion Instruments
of Kurmangazy Kazakh National Conservatory. Saxophonists perform here as soloists.

This energetic and incendiary
composition created on the basis
of abovementioned Abai's song is
characterized by the influence of jazz
music. The work is notable for its colour
and performing drive. Starting
with the lyrical introduction goes the saxophone ensemble solo, continues
with the improvisational part and finalises with an orchestral “tutti” resembling
West European and American jazz big bands.

The ensemble improvisation of saxophonists in the middle of the composition
is presented in a virtuoso structure and variety of musical details. A quick change
of rhythms and textures of the part performed in a swing style is especially striking.

It is also worth to mention the orchestral accompaniment, energy and scale
of the orchestra’s sound reminiscent of the Gordon Goodwin'’s.

The correct execution of strokes is important as well since they build a figurative
sphere of the entire work and each one has its own characteristics and consonance,
but while interacting they do not replace each other. This is carried out with switching
from one stroke to another in accordance with the changes in the music nature.

The statement of Aleksandr Fedyanin himself about the peculiarities of the performing
strokes is intriguing. He says that “the sound gradation of the strokes can be infinitely
increased, depending on the personality of the performer. This is especially true
of dynamic shades and technical quality of performance. All this creates the opportunity
to achieve different sound nuances within one stroke, constituting together a palette
of stroke colours. The more diverse and richer the palette, the more skilled is performer
and more expressive his performance.” (Imanbayev — Fedyanin).

The long-term performing and pedagogical experience of Aleksandr Fedyanin makes
it possible to achieve a good performing result for every musician investing his work
and talent in studying. These musicians are not random persons in music and have set
themselves the goal of productive process achievement.

In addition to Artur Orenburgsky, whose composing for saxophone enriched
the repertoire with various concert works, there are some other masters in Kazakhstan.
Alibi Abdinurov is an active composer with distinguished works and wide range
of musical genres and his own approach. He skilfully uses elements of Kazakh music
capturing its unique sound and contemporary trends. He works with various forms
and genres of music including symphonic, chamber, opera and film music. Alibi
Abdinurov’s pieces are full of emotional depth that makes them memorable and inspires
emotion among audience. In compositions he turns to historical and cultural themes
of Kazakhstan, forming the fund for preservation and transmission of cultural heritage.

One of the frequently performed Alibi Abdinurov’s compositions for a quintet
of saxophonists is based on the folk song of the same name “Moldabaidyn ani”

(Song of Moldabai) (see fig. 2).

Figure 1. QR-link to the video
Kazakh Souvenir by Aleksandr
Fedyanin.
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Figure 2. QR-link to the video
“Moldabaidyn ani” (Song

of Moldabai) by Alibi
Abdinurov performed

by the quintet of saxophonists
of the Kurmangazy Kazakh
National Conservatory.

The ensemble recreates the natural
sound and rhythmic similarity
with a folk song accompanied by dombra
with its characteristic rhythmic patterns.
“Moldabaidyn ani” allowed the author
to experiment with a combination
of Kazakh folk song melody and jazz harmony, introducing the variation part
of the song in the blues style with a syncopated and swing rhythm. It should also be
noted that the composer’s innovative ideas and elements such as imitation of laughter
on the saxophone, trampling on a weak fraction during performance, ensemble-performing
dialogue, which expresses itself in the decomposition of the musical theme into all parts
by the performers.

The concise and dynamic work is based on the virtuosity of saxophone parts, on a fast
and staccato attack of performance, colour and contrast of sound. The saxophone part
is diverse and technically complex, with fast passages and connections in all performance
registers as well as ensemble sequence and coherence. During the performance
of this work musician must carefully listen to the original song since it is based
on imitation of the figurative nature of Moldabai's comic song and the motor skills
of playing the dombra.

Ensemble contact of all performers is required in performance, particularly in fast
tempo, by methods of both gesture and eye contact. Although movement is not
the purpose of music making, it is an important behavioural marker as it is closely
linked to the cognitive processes underlying musical experience as a form
of communication and interaction (Moura and Serra).

The piece is quite complex in performing terms since it contains characteristic
touches of dombra performance, quick passages on staccato and syncopated phrases.
Ensemble unison is especially important, despite the presence of a solo instrument.
The performance of the piece requires, first of all, concentration among the ensembles,
since the phrases are distributed over the entire quintet picking up and alternating sound
at a fast pace. A slight stop or delay in execution will lead to a slowdown in the pace
and loss of a scanty character.

Here it is necessary to learn how to determine the structure of a musical work correctly
(motives, phrases, sentences, periods, etc.) as well as to install and perform caesuras;
to identify and embody climaxes; to convey the genre-stylistic features of music, etc.
Due to the variability and repeat of the sound, phrasing and dynamic shades acquire
special importance. Reasonable use of dynamic colours and verified phrasing
significantly revives the musical performance, deprives it of monotony. In this regard,
it is recommended to think in phrases since the musical movement goes to the end
of the phrase and to a larger duration.

Also, one can find Kazakh folk themes in the genres of instrumental concerts.
The parts of such works are performed as separate concert numbers. A vivid example
of that is the From KZ Concert for Saxophone and Wind Orchestra by Yulia Lebedeva,
a leading composer-arranger of the State Wind Orchestra. Many of her compositions
are distinguished by a free interpretation of genre foundations, the active use of elements
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typical of Kazakh folk music. She appeals to national means of expression in particular
such as characteristic metro-rhythmic pattern, quarto-quintal vertical structure, timbre-
sound properties inherent in Kazakh folk instruments and folk singing style.

From KZ by Yulia Lebedeva is featured by the distinctiveness of interpretations
of Kazakh folk music, an unusual approach in choosing a solo instrument (different type
of saxophone is used in each part of the concert: soprano, alto, baritone). An elaborate
choice of the solo instruments was made on the estimation of individual characteristics
of the sound, performing capabilities and timbral characteristics of each type
of saxophone. An alto saxophone (es) was chosen for the first part of the concert
as the most stable and vivid kind among the saxophone family. The second part is written
for a soprano saxophone (b), which has the most lyrical timbre for performing musical
fragment, based on the Kazakh folk song “Bir bala”. The third part is the Kazakh folk
dance “Kara zhorga” (Black Pacer) is meant for a saxophone-baritone (es).

The Concert for Saxophone by Yulia Lebedeva is one of the most striking examples
that reflects the composer’s love for the nature of his homeland with its landscapes
and mountains, lakes and rivers, scenes of folk life and festivities. The distinctive side
of the concert lies in the construction of musical and thematic material, demonstrated
in brightness and contrast of musical content, in the free interpretation of ideas
and variability causing the dynamic development of the images. The parts of the concert
are formed on the ethnic features of musical folklore and song traditions as well
as instrumental art. It shows itself in the epic presentation of the material,
use of consonances of a non-terza structure, variety of fret plexuses, variable meter,
triols and dotted rhythms and rhythmic ostinato (Imanbayev and Nussupova 176).

The Concert presents a consistent change of artistic images, from contemplation
excitement and pressure to a rapid emotional upsurge. About the performing terms,
it is possible to say that the work cannot be underestimated. The performer will be
faced with the task of playing “dangerous” compounds built on abrupt octave intervals,
achieving smooth sound science, playing light notes with a staccato stroke and correct
nuance. At the same time, to show the ability to master the techniques of contrast
dynamics in the construction of musical phrases is a key.

Music like a fabric is saturated with a variety of texture and melodic elements.

The performer needs to know musical space and technological process of performance.
All this depends on the experience and level of performing skills of the saxophonist
himself. To master different instruments equally is a particularly difficult task. That kind
of approach to perform is rather uncommon not only for Kazakhstan but also beyond
its aisles, since saxophonists mainly specialize on one type on a professional level.

The second part of the concert is a spiritual and floating lyrical centre of the entire
concert musical construction, that carried out “in one breath”. The music is formed
as a free interpretation based on the topic of the folk song “Bir bala”. Here a soprano
saxophone is used (ex 4), and its gentle and melodic timbre complements the depth
and colour of the solo musical presentation. The melody is transparent and pure
without any sharpness and emotional outbursts. The difficulty of performing lies
in the competent nuance and combination of phrases. The quality of intonation
is also essential.
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Ex. 4: Source: From KZ Concert for Saxophone and Wind Instruments Orchestra by Yulia Lebedeva,
the theme of the song “Bir bala” from the 2nd movement in the soprano saxophone part.

All saxophonists and those who know the specifics of performing on a soprano
saxophone know that this instrument is one of the most unstable types, and has
its own difficulty in pure reproduction of intonation and the ability of connecting sounds.
It shows itself in the second octave and above. Working on the text, musicians should
pay attention to the places of rational change in breathing, to the stable maintenance
of the sound-altitude system by the saxophone player. If intonation correction
is necessary in ascending and descending movements, the embouchure should change
its position to a lesser extent.

Otherwise, unacceptable defects may appear during performance such as: “burning”
of sound, uneven registers, tone breakdowns and sound “bubbles”. The latter is one
of the most common things when performing on a saxophone. Its characteristic feature
is the instability of certain notes, futile entrances and inflations, wide vibration and poor
filleting or its absence. A special approach is needed when choosing canes for this part.
It should sound at all nuances with the same high quality for the most expressive
transmission of an artistic idea.

The third part of the concert is a scanty beginning of the composition, the artistic
image of it shows a folk festival and joy. The theme is based on the melody of the folk
kui “Kara zhorga” in the form of an exposition show. This statement is explained
by the fact that the development of music takes place on the basis of metro rhythmic
drawings, meanwhile the theme itself is listened to only at the beginning. The high-speed
and fast-paced fragment passes like a whirlwind, a light staccato based on the eighth
and two sixteenth notes, draws the image of a steed. Here, the saxophone-baritone
stands as solo instrument. It's not typical for the instrument to execute such fast
and fluent compositions.

Conclusion

The works for saxophone, presented for the study, composed by Artur Orenburgsky,

Alibi Abdinurov and Yulia Lebedeva are important both for the development of musical
art in Kazakhstan as well as the school of saxophone performance. A review of the most
significant works for saxophone created by composers of Kazakhstan based on the material
of Kazakh folk music was carried out in order to identify the features of musical content
and performance issues.
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The results of the study show the importance of saxophone compositions based
on Kazakh folk music. It forms and improves the performing repertoire and the school
of playing the saxophone in contemporary academic music in Kazakhstan. They also
reflect an important result of cooperation between composers and leading performers
of Kazakhstan in searching new means of expression and performance techniques.

The research identified several key musical features of saxophone compositions
that align with Kazakh traditional music, including metric freedom, improvisation,
rhythmic characteristics, form, and timbre. The examined works represent a new concert
format that is based on traditional sources. They include incorporating elements of folk
singing styles, rhythmic patterns of dombra playing, and the sound production techniques
of folk wind instruments like sybyzgy, syrnai and kernei. All of them are vividly expressed
by the saxophone. These elements often carry “ethnic flavour” and can be seen
as indicators of “ethnic identity”.

The conclusions on this study open up new prospects for a deeper understanding
of the progress made in academic saxophone music in Kazakhstan. It will help to arouse
the interest of local instrumental musicians to perform new works for the instrument.
This exploration confirms the importance and progress potential of academic music
for the saxophone which has become an independent form of national art in Kazakhstan
over the forty-year period of its development.

The results obtained can be used in educational programs of secondary and higher
musical institutions on such disciplines as “special instrument”, “history of Kazakh music”,
“instrumentation and instrument making”, “history of performing and musical culture
of Kazakhstan”. It can also set the foundation for the practical work of saxophonists
while studying works of Kazakhstani composers.

The author hopes that this article will contribute to the popularization of saxophone
works among performers. It is quite obvious that the process of their creation
is in construction. It opens up new opportunities for further study of the selected topic.
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Kntouessie cno8a: fokymeHTanbHoe kKMHO, knHematorpad KasaxcraHa, Bnagumup
THOIbKMH, pexunccepckme Nprembl 1 cTpateru, Apamatyprus
HeurpoBOro KMHO, TBOPYECKOE Hacieamne, Teopus aBTOPCTBa.

AnHoTaumsa. CTatba nccaeayeT 3BOMHOLMIO LOKYMEHTaNbHOro KnHeMatorpada KasaxcraHa nepuoga
He3aBMCMMOCTV Yepes NpusMy TBopyecTBa Bragnmupa TronbknHa. B paboTte aHanmsmpyeTcs, kak oTpaxkeHune
COLMOKY/IbTYPHbIX M3MEHEeHWI CTPaHbl HaXOAMUT BblpaXkeHve B JOKYMEHTaNbHbIX GUibMax, BbIABAAA CBA3b
JNNYHON MHTepnpeTaLmn pexmnccepa B KOHTEKCTE NepPeoCMbICIEHNA HaLMOHaAbHOW NCTOPUN.

Vicnonb3oBaHue MeTogonornm 3ayapaa JybpoBckoro: «noctaHoBKa Npo6/ieMbl», <repoi, OTpakaroLnii
CyTb MPOBAEMbI», «MEPBUYHAA ApamMaTMyeckas CUTyauus» U «MeToj BOMIOLEHUSA» — MO3BOANNO

He TOJIbKO BbISIBUTb OCHOBHbIE ApamMaTtypruyeckme Kateropmum B uabmax THONbKMHA, HO U UCCes0BaTb,
Kak pexuccep CTPOUT AManor Co 3puTesieM, pa3BopaunBas coLmanbHble U UCTOPUYECKME HapPaTUBDI.

[ns nckyccTBoBeAYECKOro aHanm3a BblbpaHbl 4OKYMeHTaNbHble uabMbl «[loBennTens Myx» (1991),

«He npo cobak» (2010), «13 knnometpos» (2018), 40 HACTOALLErO BPEMEHWN He MOYUMBLUNE JOCTATOUYHOIO
aHanu3a. 3T GUabMbl UANKOCTPUPYHOT Pas3iMYHble acreKTbl Ka3axCTaHCKOW peanbHOCTY, BKIOYast
NOAUTUYECKNE MepPeMeHbl, COLMabHble MPOBAEMbl U INYHbIE UCTOPUM OBbIUHbIX Atogel. OCHOBHOe
BHUMaHWe B aHaAn3e yaeneHo BU3yasibHbIM U HAPPaATMBHbIM CTPaTernsaM, KOTOpble pPexXnccep ncnosbyet
ANS CO3/aHNS MOLLLHOTO SMOLIMOHANLHOTO BO3AENCTBUS U NMOHMMAaHUA KOHTEKCTa COBbITUN.

HoBuW3Ha nccnesoBaHUsA 3aKNHOYAETCA B aHaNM3e Tpex paboT pexnccepa, KOTopble packpbiBatoT
€ro aBTOPCKYH KOHLEMLMIO, HaMpaBAeHHY0 Ha NCUXOI0TMUYeckoe UCCiesoBaHne YenoBeKka U ero
B3aMMOZAENCTBUSA C OKPY>KAFOLLMM MUPOM, OTKPbIBAsi HOBbIE TOPU30HTHLI B3aMMOZAEWCTBUSA KMHO

C COLMOKYbTYPHbBIM KOHTEKCTOM.

BnarogapHocTu. ABTOp BblpakaeT rnybokyto 6aarogapHocTb pexxuccepy Baagumupy TronbkuHy
3a NoAAepP>KKY B MpeLoCTaBNeHNM JOCTyNa K cBoel duabmorpadun. Ocobas GrarogapHoCTb —
NHHe CMannoBol 3a HayYHOE PYKOBOACTBO U KOHCY/IbTaLMK MO peAakTMPOBaHUIO TeKCTa CTaTby.
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Tipek ce30ep: pepekTi kMHO, Ka3zakcTaH KMHOCHI, Bnagnmump TroAbKUH, pexunccepnik
94iCcTep MeH cTpaTtermanap, 4epeKkTi KWHO ApaMaTypruschl, WblFapMaLlblabIK,
Mypa, aBTOpPJibIK Teopums.

AHgatna. Makanaga Tayencisgik keseHiHgeri KasakcraHzarbl AepekTi KWHOHbIH, 3Bo/IOLMACH Baagnmmp
THONBKWH LbIFapMaLUblibIFbIHbIH, MPU3Machl apKblibl KapacTblpbliagbl. XXYMbICTa enjeri a1eyMeTTiK-MaeHM
e3repicTepain, AepekTi punbMaepae Kanar KepiHic TankaHbl TaagaHbln, YATTbIK TapUXTbl KariTa KapacTblipy
asCblHAA PEXNCCEPAIH, XXeKe MHTeprpeTaLmsacbiMeH banaHbIC allblnazbl.

3eptTey TroNIbKMH GUAbMAEPIHAETI HEri3ri ApaMaTypruanblk KaTteropuanapAbl aHbikTayga S4yaps,
[ly6pOoBCKUIAIH, «MaCeNEHIH KOMbIYbI», «MICEeNeHIH MaHiIH kepceTeTiH kahapmaH», «bacTankbl gpamanbik,
XaFfanT» XaHe «ky3ere acblpy sAici» ajicTeMeciH NaganaHbin, pexuccepsiH kepepMeHMeH ANanortbl
Kanan KypaTbiHbIH, COHbIMEH KaTap KypAeni aneyMeTTiK XXaHe Tapuxu aHriMenepAi allyfa HerisgenreH.
ABTOP/bIH LblFapMallblbIFbIH Tangay MakcaTbiHga «LbibbiHAap amipLuici» (1991), «AtTep Typansl emec»
(2010), «13 knnometp» (2018) aepekti unbmaepi TaHAaAAbl. By TybIHABINGP BYTiHTI KYHre AeliH XeTKiNiKTi
TepeH >XaHe XaH-XakTbl TangaHbaraH. Punbmaep KasakcraHAblK 60NMbICTbIH 9PTYPAi acneKTiNepiH, COHbIH
iLiHAe casacy e3repicTepdi, aneyMeTTiK Macenenepai XaHe ayKbIMAbl TapuXu YAepiCcTEPAIH acepiHeH 3apaan
LeKKeH kapanalibiM asamaapabiH Keke okuranapbiH beriHenengi. XyMbIC pexunccepain, KyLUTi SMOLMOHaNAb!
acep XaHe OKMWFanap KOHTEKCTIH TepeH, TYCiHY YLUiH KoAAaHaTbIH KepHeki XaHe basHgay cTpaTernsnapbiH
aHbIKTayFfa bafblTTasNFaH.

3epTTeyAiH XaHanblfbl XeKe aZlaM XaHe OHbIH CbIPTKbl 9/IEMMEH 9PEKETTECYiH MCUXONOTUSBIK TYPFblAaH
3epTTeyre H6afbiTTaNfaH PeXNCCEPAiH, ©3IHAIK TY>KbIPbIMAAMACIH allaTblH, KUHOHbIH, d1eyMeTTIK-MIAeHU
KOHTEKCTMEH ©3apa dpeKeTTECYIH TYCIHYAIH, XaHa KOKXKMNEKTEPIiH allaTbiH YLU KMHOTYbIHAbIHBIH, TangayblHAa
GenrineHea,.

Ansbic. DunbMorpaduscbIMEH XXYMbIC XKacayfa KoaAay KepceTKeHi yLWiH pexxuccep Bragumup TronbkuHre
anfblc anTaMblH. ViHHa CMaunioBafa FbiNbIMU XKETEKLINIM XKaHe MaKanaHblH, PejakLMabIK XYMbICbl XOHIHAe
KeHec bepreHi yLUiH epekLue anfbliCbiMAbl Hingipemin.
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Abstract. The article investigates the evolution of documentary cinematography of Kazakhstan

during the period of independence through the prism of films by Vladimir Tyulkin. The work analyzes
how the reflection of the country’'s socio-cultural changes expresses itself through the documentary films,
revealing the connection between the director’s personal interpretation and historical transformations.

The use of Eduard Dubrovskiy’'s methodology such as “problem statement”, “hero reflecting the essence

of the problem”, “primary dramatic situation” and "method of embodiment” allows us to identify the main
dramaturgical categories in Tyulkin's films, as well as to explore how the director builds a dialog with the
audience, unfolding social and historical narratives. The documentary films chosen for art historical analysis
are: Lord of the Flies (1991), It's not about Dogs (2010), and 13 Kilometers (2018). These films have not yet
received a sufficiently deep and comprehensive analysis in academic literature. They show various aspects
of Kazakhstan's reality, including political changes, social challenges and personal stories of ordinary
people influenced by big historical processes. The analysis focuses on the visual and narrative strategies
that the filmmaker uses to create a powerful emotional impact and a deep understanding of the events
context.

The novelty of the study lies in the exploration of these three works that reveal the author’s concept
of directing, aimed to the psychological review of a human being and his interaction with the surrounding
world. It opens new horizons for understanding the interaction of cinema with the socio-cultural context.

Acknowledgments. The author is grateful to the director Vladimir Tyulkin for his support in providing
access to his filmography. He also expresses his special gratitude to Inna Smailova for her guidance
and consultations on editing the text of the article.
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Knaccndukauma 3Tanos CTaHOB/IEHMA Ka3axCKoOro JOKYMEeHTaNbHOro KMHO, NpeaioXeHHas
KnHoBezoM Ha3smpor MykyLueBon, oxBaTbiBaeT LWMPOKMI BPEMEHHOW NEPUOS, BKIKOYas
COBETCKYH M nocTcoBeTckyto anoxu (17). OgHako ana 6onee feTanbHOro aHanmsa

[ OKYMeHTaNbHOro kKnHematorpacda nocrcoetckoro KasaxcraHa uenecoobpasHo
pasaenutb Tpetuin 3tan (1990-2020 rr.), cBA3aHHbIN C BO3BPALLEHMEM K NCTOKAM
HaLMOHaNbHOrO CO3HAHUA N HAPOAHOMW NCTOPUYECKOW MaMATH, Ha ABa OTAENbHbIX
nepvoaa. MepBbiii Nepuog — NepexosHblin (Hayano 1990-x rofoB) — xapakTepuayeTcs
NMONCKOM HOBbIX GOpM 1 Tem B ycnoBuax pacnaga Cosetckoro Cotoda 1 GopMmpoBaHua
He3aBucumoro KasaxcraHa. 910 BpeMs HeonpeaeneHHOCTH, KOoraa KuHemMaTorpaducTbl
HauMHaKOT UCCNesoBaTb HOBbIE NYTU CaMOBbIPAXEHMSA, He OrPaHNYEHHbIe
MAE0NOrNYECKMMM paMKaMmn COBETCKOro BpeMeHW. BTopol nepmog — cTaHoBAeHMA

N ykpenneHus HezaBucnmoctu (¢ 2000-x rogoB) — oTMeueH cTabuamsaumen
MONNTUYECKOW M COLMaNbHOM CUTyaL KN B CTPaHe, YTO OTPa3naoCh Ha KnHematorpade.

B 3TOT Nepuog ycunmeaeTca BHUMaHMeE K HaLMOHaNbHOW UAEHTUYHOCTH, Ky/bType

N UCTOPUKN N NOABAAIOTCA BONee CNOXKHbIE N MHOTOCNOWHbIE KMHeMaTorpaduyeckme
paboTbl, KOTOPbIE NCCNEAYIOT YHUKANbHbIV Ka3axCTaHCKUA OMbIT B rN106anbHOM KOHTEKCTE.

Bnaanmup THONbKMH — OAWMH U3 HEMHOTUX Ka3aXCTaHCKMX PEeXMNCCEPOB, KOTOPbIN
Ha NPOTAXEHUN JeCATUNETUI NPOAOIXKAN aKTUBHO CO34aBaTb GUAbMbI, UCCaeayroLme
CyAbbbl NPOCTbIX XUTENEN cTpaHbl. HauaB cBoto kapbepy B nepuog pacnaga CCCP,

OH He TONbKO CTan CBUAETENEM, HO M YYaCTHUKOM K/IKOUEBbIX COObITUI B MCTOPUN
KazaxcraHa, 4To fipKO OTpa3naoCh B ero TBOpYECTBe. B faHHOM cTaTbe aHann3npytoTcs
paboTbl Bnagumupa TronbkMHa C aKLLEHTOM Ha pa3BUTME ero yHUKaabHOro CTuas

N NCNO/Ib30BaHNE XY 0XKECTBEHHbIX MPUEMOB; MOKa3aHo, Kak HEUrpoBOe KMHO

MOXET CY>KUTb 3epKaioM COLManbHbIX TpaHCGOPMaLMIA U CPEACTBOM aBTOPCKOM
NHTepnpeTaunmn peanbHOCTH.

Teopusa aBTOopcTBa dHAPHO Cappuca, OCHOBaHHAs Ha TPeX KPUTEPUAX — TEXHNUECKOM
KOMMETEHTHOCTH, YHUKANbHOCTUN JINYHOCTU pexunccepa n BHYTPEHHEM CMbIC1e TBOPYeCTBa
(Sarris 42), MOXET CNY>XUTb MNONE3HON OCHOBOW A/1A UCCAeA0BaHMA TBOPYECTBa THONbKMHA,
0COBEHHO ecnn NPeAnOAOXMUTb, YTO ero GuabMbl 061a4at0T BHYTPEHHUM CMbIC/IOM,
OTpaXkatoLUM IMYHOE BUAEHME COLIMANIBbHON peanbHOCTM B CTPaHe.

[ns cTpyKTypupoBaHUs aHanun3a KapTWH pexuccepa B JaHHOM paboTe MCNob3yroTCs
ApamaTypruyeckmne KaTeropum, Takme Kak «noctaHoBKa Npobiembl», «<repow,
OTpakatoLuii CyTb NPO6aEeMbI», «NePBUYHAA ApaMaTyecKas CUTyaunsa» N «<MeToZA
BonJiowweHuna» (Jybposckuin 51). XoTa 3Tv KaTeropum He ABAAIOTCA CNeLMPUUHBIMU
ANA LJOKYMEHTa/IbHOTO KMHO, OHW NO3BOAAKOT YETKO 0603HaUNTb KNHOYEBbIE NEMEHTbI
HappaTUBHOW CTPYKTypbl GUAbMOB, UTO OCOHEHHO NMOAE3HO NPU aHaAn3e NPOU3BEAEHUI
C BblpaXKeHHOM aBTOPCKOM No3numen. BaxkHO 0TMETUTb, YTO MCMONb30BaHNE ITUX
KaTeropui He orpaHM4YMBaEeT UCCAeA0BaHME, a, HaNPOTUB, AOMONHAETC aHaIN30M GOpPMbI
d1AbMOB B M306pa3nTeNbHOM M TEXHONOTMYECKOM acnekTax, YTo MoOMOraeT BblBUTb
CBA3b MeXAY TEXHUKOWN CbeMKkn 1 naeonorvein punoma (Commoli 421).

Bnaanmup TronbKuH 3a CBOKO Kapbepy cHA 6onee 20 Henrposbix GrUabMOB
B NMPOAOJ/IKNTENbHbIN TPUALATUNETHUA BPEMEHHOW nepuoa. Ha ocHoBe
npeABapuTENbHOrO M3yyeHnsa buorpadum pexunccepa, KPUTUYECKMX OT3bIBOB
N [OCTYMHBIX MHTEPBbLIO ObINN onpeaeneHbl Hanbosee 3HaUMMble paboTbl, KOTOPbIE
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MO>HO pa3fenunTb Ha JiBa ero TBOpYeckmx 31ana. MNepsbln Nepunog BkatoUYaeT GUabMbl,
CO3,aHHble B KOHLIe COBETCKOW 3MOXM M Ha 3ape He3aBucnMmocTn KasaxcraHa: «byay
3awmwatbes cam» (1987), «Knetka» (1990), «[Mosenntens myx» (1991), «OnbIT kpecTa»
(1995) n ppyrue. Bropon nepuog BkatoyaeT 6onee nosgHne GpuibMbl, CHATbIE B YCIOBUAX
He3aBucmmoro KaszaxctaHa: «He npo cobak» (2010), «<bomba» (2017) n «13 knnometpos»
(2018). B paHHOM cTaTbe ByayT paccMOTpeHbI TpU Guibma THOIbKMHA, KOTOPbIe
Hanbonee 6A13KN K aBTOPCKOMY KMHO: «[ToBennTtenb Myx» (1991) — nctopus ctapuka,
BO30OMHMBLUEro cebs 6orom; «He npo cobak» (2010) — dnabM O B3aMMOOTHOLLEHWNAX
NOAEN M XKNBOTHBbIX; «13 Knnometpos» (2018) — KapTMHA O CIENOM MY>KUMHE,
npeoaoseBaroLLEM AOATUM MYTb. TN PaboTbl OCOBEHHO MHTEPECHbI TEM, UTO aBTOP

cam bbin X MHULMATOPOM, B OT/IMUME OT BONBLUMHCTBA APYTUX GUABMOB, CO34aHHbIX

Mo rocyfapcTBeHHOMY 3aka3sy. K Tomy xe BbIbop GUAbMOB 13 KaXKA0ro AecaTuneTus
MOMOXET MPOCAeANTb IBONHOLMIO CTUAA N NOAXOAA K AOKYMEHTaNbHOMY KMHO pexuccepa
Bnaanmupa TrobkMHa.

Apamatnueckasa cutyaums. Vickycctsoses VpuHa EBTeeBa gaet cnegyrowee
onpeseneHune KaTeropum NepBMYHON gpaMatnyeckomn cutyaunn: «O4HUM U3 caMblx
Ba>KHbIX A9 AOKYMEHTaNNCTa KauyecTB AO/KHO BbITb yMeHMe pa3riajeTb B XXU3HU
KOHQIMKTHYHO CUTYaLMIO U NMoKa3aTb ee vepes cyabby KOHKpeTHOro vesnoBeka» (99).

B cBeTe gaHHOro onpeaeneHuns Kao4YeBbIM MOMEHTOM B paboTax Bnagnmupa TronbkuHa
CTAHOBUTCSA MMEHHO 3KCMO3MLMA, TAe pexmnccep He TONbKO 3aAaeT OCHOBHOM TOH CBOEro
nccneaoBaHMA, HO U BBOAUT 3puTensa B CyTb NpobaemMbl Yepes cyabbbl CBOMX repoes.
Pexxnccepcknin nprem npescTaBaeHUs B Kagpe repoes, 3aHNMAatOLLMXCS TBOPUECTBOM,
6yab TO Urpa Ha banananke B «[loBennTene Myx», UteHme CTUXOB B «He npo cobak»

WAV NeHne HapOAHbIX NeceH B «13 KMaomeTpax», pacnonaraet Ha APY>XeCTBEHHYHO
OTKPOBEHHY0 H6ecesy. IMEHHO B 3TOT MOMEHT OHW MPEACTatOT 3pUTEeNAM B CAMOM
CMVPEHHOM BWJe€, BbI3biBas yyacTne 1 CMMNaTmio.

OtkpblBatolan cueHa «Moeenautens myx» (1990) HauMHaeTCa Kamepon,
ONNLETBOPAIOLLEN CYyOBEKTUBHbBIV B3rns4 Myxu, bykBasbHO 3aneTatoLLelr B rON0BY
CMAALLEro Nocpesmn CKOTHOrO ABopa rnaBHOro repos. LLnpokoyronbHbln 06BbeKTUB,
noAYepKmnBas NCKaXXeHHOe BOCMPUATNE PeaNbHOCTU, MOXOAUT B CBOUX CTUANCTUYECKNX
peLLeHnAX Ha KapTUHbl HUAEPAaHACKOro XygoxHuka VepoHuma bocxa «Cag 3eMHbIX
HacnaxaeHumn», «/ickyweHme cBAToro AHTOHMA» N «CTpaLLHbIA Cya», TO U AeNno
BO3HMKatoLwme Ha poHe TUTpoB drabMa, HaMeKas Ha U3BeYHYyro 6opbby uenoseka
3a UNCTOTY CcBOEW Aywn. My3bikanbHble KOMMO3ULMK, CUMBON3MPYHOLLIME COBETCKYHO
AEVCTBUTENIbHOCTb, JOMONHAOT M306pakeHne HOBbIMM KOHTEKCTaMM, CPaBHUBasA MyXy
C YesIOBEKOM B becnpaBHOM naeonornyeckomn cucteme. MzobpasntenbHas KOMNO3nLUS
BOCCeAAtoLLEro Ha TPOHE rN1aBHOrO repos, Y KOTOPOro HauMHaT NOABAATLCA aTpUbyThI
npaBieHVs B BUAE LLIAMNKU-«KOPOHbI», MaNKM-«MOCOXa» N XNBOTHbIX-«MOAAAHHbIX»,
BBOAMT 3puUTens B TeMy Baactu (cm. puc. 1, 2).

®unbm «He npo cobak» OTKpbIBAETCSA NOCBALLEHNEM I1aBHOM repounHe, yLlleaLlein
N3 XXU3HW. 3ByUNT PparMeHT KoMNo3umumm «TaHew, 61arocNoBeHHbIX AyXOB» 13 OMnepbl
Kpuctoda MNtoka «Opden n IBpuarika». IT0 MENOAMA U3 BTOPOTO akTa onepb,

B koTopom Opden NprbbiBaeT B NOA3eMHOe LLapCTBO, CTPEMSACh BEPHYTb CBOO NHO6UMYHO
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Puc. 1, 2. Kagpbl 13 punbma «losenuntesnb myx».

IBPUAVKY B MUP XMBbIX. B dnabme B poan arobauiero yenoseka BbiCTynaeT cobaka,
rnasamm KOTOPOW 3puTenb BUAUT HEYXOXEHHYH MOTUY XO3AMKM.

Cnepyrouas cLeHa — BbiCTaBka cobak, rae Ntoan 4EMOHCTPUPYIOT YANBUTENbHOE
CXOACTBO CO CBOMMM NUTOMUAMW. 3ByUnT Hoapas KOMMNO3MLMA, BLOXHOBAEHHAA
FOXKHOAMEPUKAHCKUMW aHACKUMUN TPaAULMAMM, CUMBOIM3NPYIOWMMU eANHEHNE
yesioBeKa C MPUPOAON, KOTOpas Pe3ko 0bpbIBaeTCA 3BYKaMM METaNNINYeCcKon nanku,
coBepLuatoLLiei yOMINCTBO Ha r1a3ax PaBHOAYLWHbIX MPOXOXMX. TUTPbI Guabma
noABAAOTCA Ha PoHe BarpoBOro 3akara, CONPOBOXAAEMOro OTbe30M Kamepbl,

B pe3y/bTaTe Yero B Kagpe NoABAATCA ABa CTOA6a, HanoOMMHaroLme 6OoXeCTBeHHble
BopoTa B HebecHoe LlapcTtso.

KaptuHa «13 knnomeTpoB» HauMHaeTC CMMBOJIMUYHBIM Mer3aXeM Ka3axCckown cTenu,
MO KOTOPOW CesyeT OANHOKWIA CEMON MYTHWUK, PacreBaoLLMA MECHU O POAHbIX
Kpasx, 3agaBas Gpnua0coPCKyro TOHaNbHOCTb GuabMy. Ero Bek yxe yuien, yreepxaaer
repoil, 0603Hauas rnaBHyr TeMY KapTWHbI — MOUCK 1 OBpeTeHne NoKos Ha ncxose
NpoXuUTbIX JIeT. [lpama cienoro YesoBeka, OTNPaBUBLLEroCA B JajibHee NnyTellecTBue,
060paunBaeTCca M3bICKAHHOW NPUTYEN O XXM3HEHHOM MyTN YesoBeKa B MONCKaX CBOEro
Aoma. B BM3yasbHOM naaHe THonbkMH obpallaeTca K MOTMBaM CBOeW paHHen paboTbl
«Knetka» (1990), rae, onmpascb Ha TPaANLMM HALMOHAIbHON ONEePaTOPCKON LLIKObI,
aKLLeHTUPYeT BHMMaHMe Ha NPUPOAHbIX NaHAladTax Kak Ha KAHUeBbIX d1eMeHTax
noBecTBOBaHWsA. Hanpumep, repoit pactBopsieTcs B 6eckpariHen ctenu, ero gpurypa
TepAaeTcs CpeAn MPUPOAbI, NMOAYEPKMBaA HE3HAUMTEIbHOCTb YesloBeKa Nepes, Bemunem
oKkpy>katoLLlero Mupa. B apyrom anvsoge repoii nogHMMaeTcs Ha 6ecKoHeuUHyto ropy,
YTO CMMBOJIM3MPYET ero CTpeMJIeHNEe K MPEO0NEHNI0 BHYTPEHHNX Y BHELLHNX
npensatcteuii. CMeHa BpeMEH roja, NokKasaHHas Yepes CMeHy NPUPOAHbIX Ner3axeln,
co3aeT oulyleHne UMKANYHOCTM BPEMEHN, KOTOPOe pa3MblBaeT YeTkre BPeMEHHbIe
PaMKW 1 BbI3bIBAET Y 3pUTENA YUyBCTBO BEUYHOCTM M HEN3DEXHOCTH (CM. puc. 3, 4).

Mpobnematnka punbmoB.. Bragmump THoNbKMH BOCMPUHMMAET CBOE TBOPYECTBO
KakK K/JH0YEBOW MHCTPYMEHT MCUXONOTMYECKOrO UCCNeA0BaHWs, NO3BOAIOLLErO rybxe
MOHATL YenoBeka 6e3 NpAMoro ocyxkaeHuns. B ero pabotax NMyHble nCTopun repoes
oTpaxkatoT bonee WNPOKME COLMabHbIE MPOLLECChI, CBA3bIBAA MHAMBUAYaNbHOE
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Puc. 3, 4. Kagpbl 13 ¢puabMa «13 KMAOMeTpoBs».

C obLecTBeHHbIMK KaTeropuamMu. [NpakTnyeckn Bo BCeX KapTUHaX 4EMOHCTPUpPYeTCA
B/IMAHME COLMANbHOrO KOHTEKCTa Ha CyAbObl OTAENbHbIX NH0AeN, OTpaatoLwmne
ncropmyeckme cobbITUSA, Bbl3BaHHbIE CMEHOW 3MOX M XKN3HBIO B YCIOBUAX TOTaUTapPHOW
CTpaHbl. B nponsseaeHnsax paHHero nepnoga, Takmx kak «byay s3awmwatbca cam» (1987)
n «OnbIT KpecTa» (1995), TronbkKH, 3aTparveas Temy cBOb6oAbI U BbIGOPA, 3a4aeT BONPOChHI
O CNOCOBHOCTU YesloBeKa COXPaHUTb CBOE JOCTOUHCTBO U UHAMBUAYANbHOCTb B YCIOBUAX
orpaHuyeHnin. K npumepy, B CBOen KypCoBOW CTyaeH4Yeckon paboTe «Knetka» (1990)
aBTOP pa3MbllLAAET O TOM, KaK caMKa renapga npuxoauT K peLleHnio 406poBOabHO
OCTaBaTbCA B HEBOJIe, MpeArnoyYmTas cTabuabHyro 1 6e30MacHyr0 XW3Hb B 3aTOUYEHUN.
®unbm «MNosenntenb myx» (1990) nokasbiBaeT OAMHOKOrO CTapuKa, XXepTBy
aBTOPUTAPHOWN CUCTEMBI, CTABLLErO ee OTPaXKeHNeM B CBOMX MOCTYMKax M MbICAAX.
MNepBoOHayYanbHOE BNeYat/ieHne o repoe MeHAeTCs, MOCTeNeHHO pacKkpbiBas ero
AECNOTUNYHYHO CYLLIHOCTb C MaHWaKalbHbIM CTPEMIEHNEM K KOHTPOJIKO U yNpaBaeHNIO
«CBOVIM» FrOCYylapCTBOM He TOJ/IbKO B C/I0BaX, HO U M3006pa3nTenbHO, HanoNHAS Kaapbl
AA0BUTBIMW KPOBABO-KPaCHbIMU OTTEHKaMM U LBeTaMu. Duabm nccnesyet rybutenbHoe
BO3/EMCTBME BNAaCTV Ha YesI0BeKa, BbISIBNSAS HECOBEPLUEHCTBO Ye/I0BEYECKON NPUpPOAbI.
DTOT acneKkT HaxoAMT aHanornto B CTISHPOPACKOM TIOPEMHOM 3KcrnepuMeHTe (Zimbardo
211), Koraa y4aCTHUKM 3KCNepuMeHTa Tepaan YyBCTBO COCTPaAaHWA, MONYUYMB BAACTb
Hag ApyrMu. Takxke 1 repovt Guabma NocTeneHHo yTpaunBaeT YeNOBEYHOCTb
W cocTpajaHune, YTo 0COBEHHO 3aMeTHO B CLiEHE, Te OH OAHUM ABMXeHneM ybusaet
OrPOMHOE KOMYECTBO MyX, 3a/1MBas UX KMMATKOM.

CNoXHOCTb N MPOTUBOPEYMBOCTb YE0BEYECKOW HaTypbl OCOBEHHO CU/IbHO HAaXOAMUT
oTpaxeHue B duabme «He npo cobak» (2010). JleHTa MOCTpOEHa Ha KOHTpacTe ABYX
repoeB N pe3knx NepexosoB MeXAy HUMW, KOrAa MbICNb OAHOMO 3aBEPLUAETCA peybto
BTOpOro. Pasnnumns nepcoHa)ken NposBAAIOTCA BO MHOXECTBe AeTanen, byap
TO n30bpaxkeHune Vincyca n KNeTkn Ha 3aZHem naaHe UM CMeHa COJIHEYHOro CcBeTa
Ha XONI0AHble CUHMe TOHa. [10 Mepe pa3BUTUA CloXKeTa BCe 3afjaHHble aKLeHTbl HauMHatoT
obpeTaTb HOBble GOPMbI U CYLLECTBYHOLLME BHELLHME NPOTUBOPEUNSA HaUMHAKOT
NPOABAATLCA BHYTPU KaXA0ro oTaenbHoro repos. Kagp ¢ TeMHbIM OCBelleHeM
N OKHOM, 13 KOTOPOroO najaeT CBeT, HaNOMWHaeT PaboTbl XyAO0XXHNKOB 3MOxXn 6apoKKo
B TEXHVKE «KbAPOCKYPO» U NPEeACTaBAAEeT HaM rNaBHYH FrePOUHIO B OKPY>KEHUN CBOMX
MHOrO4YMCNeHHbIX NMTOMLEB. Kamepa CHUMaeT TO OKHO, 3apocLuee nayTMHOMW,

TO CTAHOBWTCA B3r1440M cobaku, Mepexoasa Ha YepHO-6ebll MOHOXPOM, EMOHCTPUPYS
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HeNVLEeNpUATHbIE CLeHbl ApaK MexXay obutaTensiMm npuroTa U nx niavyeBHble
dur3nyeckme cocToaHmA. B 310 Bpems o4eTbin B APKYHO OpaHXeBYyH pyballky aHTUrepowu
onpaBAblBaeT CBOKD XXECTOKOCTb 6e30MacHOCTbIO A1 AeTel U GMHAHCOBOM 3a60TOM
0 HOBOObGpeTeHHOW ceMbe. [NaBHbI repo HECKObKO pa3 MOBTOPAET B KaMepy:
«[Mpodeccns y MeHs XecTokas, HO Mo HaType A NaCKOBbIV», — OAHAKO y>e B C/IeAytoLLem
Kagpe, 6aarogaps MOHTaXHbIM PELLUEHUAM PeXxmMccepa, OH NokasaH CANParOLLUM KOXY
€ ybuTbIX cobak Ha rnasax y ux XKMBbIX cOpoauyen. B aopyron cueHe npusHaHue repovHm
O TOM, YTO Hayano 6e3HpPaBCTBEHHbIX BPEMeEH fBaseTcs cneactenem 70 net
CyLL,EeCTBOBaHMNSA TOTAIMTAPHON CUCTEMBI, CMEHAETCA KPYMHbIM NJIaHOM OKPOBaB/JEHHOW
pykun cobayHwmka.

He meHee BaxkHOe MeCTO B TBOPUYECTBE pexmccepa 3aHMMatoT PeIrMo3Hble
N fyXOBHble BONPOChI. [epon ero ¢puabmMoB pasmblnstoT o bore, nocewatoT LEepKoBb
WAN MONSATCS, TAE 3TO MO3BONAIOT TEKYLLUME YCNOBUS, HO 3a4acTyto He HaxOoAAT OTBETOB
Ha CBOWM MCKaHWA. Ha3BaHWA KMHOKAPTUH, Taknx Kak «Mosenntens myx» (1991), «OnbIT
kpecta» (1995), «AHren-xpaHutenb» (1998), HaNpAMYO OTCbINAKOT K PEANTMO3HbBIM
KOHLENUMAM, MOAYEPKNBAA BHYTPEHHNE N BHELLHME KOHPAMKTbI nepcoHaxen. KapTuHa
«13 knnometpos» (2018), UCTOPUS CIENOTO MY>KUNHBI, KOTOPbIM, HECMOTPS Ha CBOW
bur3nyecknIi Heayr, NPOAOIKAET XUTb MONHOLEHHOW XU3HbHO, TakXKe CNY>XUT anneropuen
AYXOBHOTO MyTW KaXA0ro yenoBeka. TeMa JOporu 3aTparvBaeT eLe OAHY BaXKHYHO
npobiemaTuky B paboTax THoNbKMHA — MOMUCKM YENOBEKOM CBOEro MecTa B C/I0XKHOM
OKpY>KaroLLlen peanbHOCTU. «[ae Tbl, MOW aybln?» — MOET CTapuK, NPEOA0AEBAs AOATUN
N TEPHUCTBIA NyTb. JTa Xe UAes HaxoAUT oTpaxkeHne 1 B bonee paHHeln paboTe
pexunccepa «bocrkom no cHery» (1988), rae >XM3HEHHbIN NyTb repos, NPeACTaBAEHHOTO
COBETCKMM VHTENIMTEHTOM, NMOABEPTLLMMCA PenpeccusmM, CTaHOBUTCA MeTadpopou
6one3HEeHHOro Nomcka AoMa 1 caMomaeHTubrKaLmm.

lepon, oTpakatowmii cyTb npobaembl. B kauectBe cBoux repoes Bragnmmp
TrHONIbKMH BbIBMpPAaeT YHUKaNbHbIX IMYHOCTEN, KOTOPbIE CeAy0T CBOUM COBCTBEHHBIM
>KM3HEHHbIM YCTaHOBKaM W onpesenéHHbiM 06pa3oM CTaHOBATCA Katouamm kK bonee
rny6oKOMy MOHMMaHMIO 3aTPOHYTbIX TeM. Ero BHUMaHWe npuBaekatoT KasaxcTaHupl
13 pa3HbIX YrOJKOB U CI0€B OOLLEeCTBa, YTO MNO3BOASET CO34aBaTb MCKPEHHWUA N OTKPbITHIN
Amnanor ¢ reposimm cBoux GuAbMOB. Jlerko 3ameTuTb 60bLLYH CUMMATUIO aBTOPa
K BbIBpaHHbIM XapakTepaM, KOTOPYH OH BMOCAEACTBUN OCO3HAET KaK HaXxoXAeHne
yactu cebs B apyrux. Yacto reposiMm ero paboT CTaHOBATCA NFOAM, OCYXKAEHHbIe
3aKOHOM, TaK KakK pexunccep BUANT B HUX BObLLYH YECTHOCTb M MCKPEHHOCTb
B MOCTYMKax 1 CNoBax, MPOTMBOCTOALLMX O6LLECTBEHHBIM CTaHAapTaM. [epoi KapTuHbI
1989 roga «bygay 3awmaTbca caMm», XMTPOYMHbIV KPUMUHAbHBIA aBTOPUTET, O6BUHAET
B CyZle MOXOXMX Ha HErO MOTEPMNEBLUMX — HOBbIM 3apPOXKAAtOLLMIACA CNON ByayLLMX
npeanpuHUMaTenen, KOTopble BCKOPEe CTaHyT OCHOBOM HOBOW 3KOHOMMWUYECKOW CUCTEMDBI
CTpaHbl.

lepou TroNIbKMHA ABASIOTCA XXMBbBIMW MOCTaMU K Pa3MblLLNEHUAM O COLIMANbHBIX,
MOpPaJIbHbIX W MCUXONOTMYeCcKnx Npobaemax, Ha3peBLUMX B obLiecTBe. [NaBHbIA repom
dunbma «Mosenntens myx» (1990) npeacTaéT nepes 3putenemM B poau yeAMHEHHOTO
CTapua, HeKorja «CblHa Bpara Hapoga», ydactHuka Benvkoit OTeuecTBEHHON BOWHDI,
efBa He pacctpensHHoro HKB/ 3a onnowHOCTb Ha paboTe, 1 caM, KaxkeTcs, nyTaeTcs
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B MHOXaLLMXCA YCTAHOBKAX U CY>XAEHUAX. DPPEKTUBHBIN MPUEM C YMHOXEHNEM

B Kajpe obpasza repos NojyYepKnBaeT NPOTUBOPEUMBOCTb €r0 AEACTBUI U MbICNEN,
YBOZA He TONbKO M306paxkeHre repos, HO 1 BOCNPUATME ayaAUTOPUN B Pa3INYHble
CTOPOHBI. [ToCcTeneHHOo repo HaunmHaeT BOCNPUHUMATBLCSA OAHOBPEMEHHO

N KakK XepTBa TOTa/JIMTaPHOrO PeXMMa, N Kak ero oTpaxeHwve, CTaBa nepes 3putenem
BOMPOChI O HEOHXOAMMOCTN NEPEOCMBbICEHNA COBLITUI MPOLLAOTO C TOUYKMN 3PEHUS
CerofHsALHero AHs.

B3rnag pexxuccepa Ha NpaBo YesoBeka CNesoBaTb COBCTBEHHbLIM NMyTEM ONMLLETBOPAET
repouHs HuHa BacunbeBHa 13 duabma «He npo cobak» (2010) — 06pa3s >KeHLMHbI,
H6pocmBLLIEN BbI3OB COLMANbHOW HECMPABEAINBOCTY, YKOPEHMBLLENCA B 0bLLecTBe.

OHa BegeT 60pbby He CTONbKO C KOHKPETHBIMU IF04bMM, CKOJIbKO C CUCTEMOW LIeHHOCTEeN,
[onycKaroLLen 1 faxke NOOLLPAOLLLEN XXeCcToKoe obpalleHure C XUBOTHbIMU. MeaieHHas
naHopama cemeliHbix GoTorpaduin, Ha KOTOPbIX ee POACTBEHHUKMN N306paXKeHbl

C XXMBOTHbIMW B OBHMMKY, NoAYepKMBaET ee rnyboKyr NPUBA3aHHOCTb K 3TUM
cywiectBam. [pyCTHble BOCMOMUHaHNA O 1t0bMOM OTLe 1 bpaTe, CTaBLUMX XXepTBaMu
aHOHVMHBIX JOHOCOB, KOTOPbIE OHa CPaBHUBAET C XUBOAEPaMM, YCUANBAKOT ApaMaTi3m
ee 60pbObl. AHTUTEPOU TOW e KapTUHbI, MPOABASIOWMIA N30LLPEHHYH XECTOKOCTb,
3aKMAbIBast XXMBOTHBbIX B KJETKY, HEOXUAAHHO NMPU3HAETCH, YTO Obl1 BbIHYXAEH
YyCTPOUTbCA Ha 3Ty paboTy Noj AaBAeHWeM OTuLa W 13-3a 6be3paboTtuubl. Ero moHonor

B MalUMHe CONpPOBOXAaeTcs Kagpamu pbiHka 1990-x rog0B, HANOAHEHHOTO NHOAbMU, TAe
60/IbLLUIMHCTBO HaceNIeHNA HaXOANNO BO3MOXHOCTM AN 3apaboTka 1 camopeanmsaumu.
Ewe oaHMM repoem B aHHOM

burnbme CTaHOBATCA XUTEAN rOpoAa,
HabtozatoLLne n3breHne XKMBOTHbBIX

N LEMOHCTPUPYHOLLME NacCUBHYHO
NpUHUMatoLLyto no3uumio. «Mpobrema
TepnMMOoCTM 0bLecTBa K OTKPbITbIM
NPOSABAEHMAM CaMOro BO3MYTUTENBHOTO
3BepCTBa BO3HMKaeT cama cobol,

6e3 BcAkow puTopumkm» (MatuseH 23)
(c™m. puc. 5, 6).

Pogutenn Cepuka, repos ¢punbma
«13 knnometpos» (2018), otcmaenn
no 16 neT B CTaNMHCKUX narepsx,

W, Kak ByATO B OTBET Ha XXEeCTOKOCTb 3TOro
MWPa, Y HEro C AeTCTBa HaYMHaKTCH
npobsiembl cO 3peHnem. Ho, HecmoTps

Ha CBOHO GM3MUECKYHO CNEMOTY, OH
obnasaeT BHYTPEHHUM BUAEHMEM,
MO3BO/IAIOLLMM eMY BUAETb U LIEHUTb
>KV3Hb ropasAo apye MHOTUX BUAALLMX
ntoAen. Ha cBoeM MyTu rnaBHbIN repon
BCTPEeYaEeT apXeTUMHBIX NEPCOHaXeN,

Puc. 5, 6. Kagpbl u3 dpunbma «He npo cobak». TaKuMX Kak opajmaH, BEpHYBLUNACA
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Ha UCTOPUYECKYH POAMHY, pebeHOK, yKa3blBatoLWMn BEPHbIV NyTb, AW BCTPeYHas
MaLlMHa, MOPOXAatoLLasa ero NYHbIe BOCNMOMUHAHUA. 3pUTeNb CAbILUNT BHYTPEHHWN
MOHOJIOT repos, KOTOPbIA OTKAMKAETCSH 3XOM B MPOCTPAHCTBE U CYXXUT OPUEHTUPOM
A8 CNENnOro CTPaHCTBYHOLLErO, UCMOJHAA POJb F1a3, CMOCOOHbBIX YNaBAMBaTb
OTpa>KeHWs 3BYKOB OT MOBEPXHOCTN BOKPYT Hero. Vimsa Cepuk, KOTOpoe € Ka3axckoro
NepeBOANTCA KaK «MOMNYTYMK», a TakK>Ke Ha3BaHMe POAHOro ayaa n uMa matepwu,
O3HayvaroLme «Hagexzay», NoAg4epKMBatoT CMMBONYECKOE 3HaYeHMe ero nyTeLecTBus.
«Korga Mbl roBOPUM O HaLMOHaAbHOM, UMEEM B BUAY... UTO-TO OYEHb BaXKHOE

B MEHTaAUTeTe Hapo/a, KOTOPOeE BbipaXkaeTcsa vepes A3bIK, LYTKN, MOAENN NOBEAEHNS,
B3aMMOOTHOLLEHNA MeXAY NtoabMun» (Abukeesa 66).

MNepcoHax AgaHHOro GpuabMa CTOUT OCOOHAKOM B NaHTEOHe repoeB Baagnmupa
TroNbKMHa He TONbKO M3-3a ero YHMKaAbHOro Xxapaktepa 1 OTCYTCTBUS BHYTPEHHMUX
KOHGAMKTOB, HO 1 MOTOMY UTO NPeACTaBAAeT TUTYIbHYIO HaLMIO, UTO ABNSETCA PeaKnM
NCKAOYEHNEM B MpakTuke pexunccepa. B ceoem kmHematorpapmueckom TBOpUecTBe
ypo>xxeHel, ropoga CemmnanatnHcka (HbiHe ropog Cemei) NpenmMyLLEeCTBEHHO
bokycmpyeTcs Ha NpeaCcTaBUTENAX HAPOAOB, UbW NPeAKM BblNN BbIHY>XXAEHHO NepeceneHsbl
B Ka3zaxcTaH B nepuog NoanTMYeCcKnX penpeccuin uan HanpasaeHbl B PErMOHbI B paMKax
COBETCKOW NOJIUTUKWN KagpOBOro pacnpeaeneHus. Takum obpa3om, THONbKUH akLLeHTMpyeT
BHUMaHWeE Ha MY/IbTUKYNbTYPHOW CTPYKType Ka3axcTaHCKoro obLecta, noguyepKkmBas
CNIOXHble nctopuyeckme nepenneteHuns (Daminov 10).

Metog BonnoweHnuna. ObpazoBaHme Bnagnmmpa TronbkrHa, OXBaTblBatoLLee
BOEHHOe Aeno, pusnyeckne Haykm 1 B nocaesyrowem npopeccmoHanbHoe obyyeHne
TeNlepexnccype, 3a10XXKNN0 HEOObIYHbIN CMHTE3 3HaHWI U XXM3HEHHOTO OMbITa,
NO3BO/IAIOLLNIA pexmnccepy paspaboTaTb CBOW HEMOXOXMIA MOAXOA K CO3AaHWNI0
KMHoNpou3BeseHu. VIHTyMTMBHOE BOCNpuAaTME MUpa C 0byYeHnem Ha BbICLLMNX
pexuccepckmx kypcax y lpuropus Yyxpas urpoBomy KMHO CAENaN0 XyAOXKECTBEHHbIN
CTUb pexunccepa 3HaUNTENBHO CMeNiee ero Koaser n3 chepbl HEMTPOBOTO KUHO.
Cepbe3Hoe yBeUeHMe pexnccepa No33nen NprBeso K TBOPYECKOMY CO34aHUIO B Kajpe
NHAMBUAYaNbHOIO MO3TUYECKOro BOCMPUATNA XU3HW. TnaBHas naea GuabMoB Yalle
BbIpaXkaeTcsa BM3yasbHO, 6€3 NOMOLLM CNOB, @ repon YacToO BbIrOBapUBatOT CBOU MbICAN
N COCTOSIHUA Yepes CTUXM 1 MecHU, ByATO ncuyepnas 3anac pa3roBOpHOW peun. B dunbme
«He npo cobak» cabllWHbI CTUXM BeHnamunHa baaxeHHOro «3acTynuch 3a MeHs, cobaka,
B KapTUHe «[oBennTesb Myx» repor npomsHocuTt ctuxm CemeHa HagcoHa «Kn3Hb»,

a repoit «13 KMOMeTPOB» NEPUOANYECKMN NOET KazaxCkMe HapOAHble MECHN O NPUPoLe
N poauHe.

THONBbKMH aKTUBHO BKJ/IHOYAET B CBOW PaboTbl OOLLIMPHBIA KyNbTYPHbIA KOHTEKCT, Aenas
OTCbINKN K N306pa3nTenbHOMY UCKYCCTBY, My3blke 1 antepatype. NprMepomM ToMy Cay>XuT
ero obpatleHue K npousseseHnsm MeporHnma bocxa B «[osenntene myx» (1991)
nnv Mutepa bpenrens B kapTHe «3awmiatbes byay cam» (1987), uto no3sonset
CO3/,aBaTb COXHYH anneropuyeckyro atmochepy nponsBeseHun.

Cmenble n3obpasuntenbHble pelleHns, NCNOoNb30BaHNe Pa3nYHbIX OO beKTMBOB, CMeHa
paKypCoB, Urpa ¢ LBETOM M CBETOM JE€MOHCTPUPYIOT APKUIA, HEMOBTOPUMbIV CTWUb
pexwuccepa. B kaptuHe «13 knnometpos» (2018) oH ymeno nonb3yetcs 6ar0p-a3pdekTom,
YTObObI NOKa3bIBaTh CLLEHbI BOCMOMUHAHWI, COYeTas 4OKYMEHTaNbHYO JOCTOBEPHOCTb
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C XYA0>XKEeCTBEHHOWN Bblpa3nTenbHOCTbI0. PabMbl MacTepa — pe3yabTaT ANNTENbHOTO
TBOPYECKOro NnpoLecca, a cosgaHne puabma NogoH6HO NpoLeccy BbiCEKaHWUA CKYAbMTYpPbI
13 BpeMeHn. OH BHMMaTeNbHO MU3y4aeT CBOUX repoeB 1 CUTyaL MK, B KOTOPbIX OHU
HaxoAATCA, NO3BOAAS GUAbMY MOHTaXXHO CHGOPMUPOBATLCA B TEYEHUE AONTUX NET.
®unbm «He npo cobak» (2010) pexkxnccep CHUManN Ha NPOTAXKEHUN CEMHaALATL €T,

a KapTuHy «13 kunometpos» (2018) — 6bonee aBajLaTV neT.

My3blKanbHbIV PAj, BAPbUPYHOLLMNCA OT K1aCCUYECKUX MPOU3BEAEH W
£,0 06LLe3HaKOMbIX MY3blKa/bHbIX 3aCTaBOK, UTPAET KJIHOUEBYHO PO/b B CO3aHUM
HacTpPOeHWs 1 Nepeaave aMounin B duabmax TrosbknHa. K npymMepy, cLeHa TUTPOB
C Ha3BaHveM dunbma «lloBennTenb Myx» NOABASETCA NOZ NaHOPaMMUPYIOLLYHO KaMepy
B COMPOBOXAEHMM BOAPOI My3blKasibHOW 3aCTaBKM Mporpammbl «<Bpems», aeastoLLencs
CUMBOJIOM 3pbl TeNEBU3MOHHBIX HOBOCTeW B CoBeTckoM Coro3e M MOCTCOBETCKOM
Poccun. Ewe 6onee 3noBeLer B 3Toi paboTe 3ByUUT Neprosmyeckin BCnabiBatoLLas
Ceabmas cumdoHums LLloctakoBmnya, n3BeCcTHas Takxke Kak JIeHUHrpaackas cumMpoHus,
accoLMmpyoLancs ¢ eé posibto MOpasibHOW NoaAepXKn B Hopbbe NpoT1B HaLMCTCKOM
lepmaHuu.

MoBTOPAOWMMAUCA MOTMBAMU B KapTUHAX pexxmccepa cayxat obpasbl HabatogaroLwmx
3a YeNoBeYeCKOW AeATeIbHOCTbIO 3IEMEHTOB OKpY>KatoLLLero mmnpa, 6yab To ay4m ConHua
CKBO3b BETKW fepeBbeB MO0 rn1asa XXMBOTHbIX, BONPOCUTENbHO ObpalleHHble B KaMepy.
B LLesoM TeMa XXMBOTHBIX M HACUANA HAZ HUMW, YAaCcTO BO3HMKAKOLWAA B KapTUHaXx
TroNIbKMHa, BO3MOXHO, ABASAETCA NOCNEACTBMEM AETCKMX BOCMOMUHAHWIA, CBA3AHHbIX
c npodeccrer ero matepu, kotopas paboTana BeTeEpMHAPOM Ha rOPOACKOM
MAacokoMbuHare.

MHTepeceH NpoBOKaLMOHHbIA MpUeM BTOPXXEHUSA aBTOpa B MPOCTPAHCTBO CBOMX
KapTWH, KOTOPbIA YacTO MPOUCXOANT B MOCNeaHelN TpeTn GuabMoB. B «[Mosenntene myx»
pexunccep, BO3MYLLEHHbIN PacCy>KAeHUAMU repos, HauMHaeT 3aJaBaTh YTOYHAOLLME
BOMpPOCHI NPAMO B kagpe. B pabote «He npo cobak», 4Tobbl 3aBEPLUNTD SMOLMOHANBHO
TAXENYH0 KapTUHY, OH MPUHOCUT B NOAAPOK reponHe KNeTKy ¢ nonyraamu. B dpuabme
«13 KNOMETPOB» pexxmccep BMeCTe CO CbeMOYHOW FPynnon npasgHyeT 3aBepLueHne
CbEMOK. DTOT HEOOBIUHBIN AN TOFO BPEMEHWN NOAXOA NpuaaeT pabotam ocobyro rnybuHy,
BbIAENAA VX CPeAN APYTUX Ka3axCTaHCKUX AOKYMeHTalbHbIX GUAbMOB 1 ycuaneas
NX aBTOPCKMI xapakTep. He MeHee nHTepeceH Nprem BbIICHEHUSA Pa3MblLLAEHNN
repoeB 0 dMabMax, B KOTOPbIX OHM y4acTBYHOT, Kak B «[loBeantene Myx». B dmnabme
«He npo cobak» pexwuccep, ncnonbsys metog «CrHeMa BepuTe», CTalkKMBaeT ABYX
NPOTUBOHOPCTBYHOLLMX NEPCOHAXeN B OLHOM peanbHOM NPOCTPaHCTBE, Habarozan
3a ux gvanorom. NoaobHble NpM3HaKM aBTOPCKOro KMHO B paboTtax pexunccepa
BMNOC/NEACTBMM OKa3aan 3HaunUTeNbHOE BAVAHME Ha NOCAeAytoLL e NOKONEeHNA
AokymeHTanuctoB KasaxcraHa, yunTbiBas, uto Bragmmup TronbkvH Ben Mactepckme
B Kazaxckoi akagemMunmn nckyccTs, nepesaBas CBOW 3HAHWSA U OMbIT MONOAbLIM pPexXmnccepam.

VIHTepecHO OTMETUTb, UTO C TEYEHNEM BPEMEHU NOAXOZ THOIbKMHA K BbIBOPY TeM
1 n306pa>keHnto repoes CTaHOBUTCA Bce Honee TepnnmbiM. B ero paHHux pabotax, Takmx
Kak «byay 3awmwateca cam» (1987), «[Moseantenb myx» (1991) n «OnbIT kpecta» (1995),
LleHTpabHbIMUN NepcoHaXkaMu bblan aHTUrepow. B sanbHenwem, HanprumMep B Guabme
«He npo cobak» (2010), nossaseTca 6banaHc MeXAy repoem 1 aHTUrepoeM, MO3BONAOLLMM
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rnybxxe nccnesoBatb MOpasbHble AunemMbl. B ero nocnegHnx pabotax, Takmx Kak
«bomba» (2017) n «13 knnometpos» (2018), pokyc cmeLLaeTca Ha MONOXUTENBHOTO
repos, CBUAETENbCTBYS O TOM, YTO C rogamMu THONbKUH BCe BOAbLLe CKAOHAETCS

K MO3UTMBHbIM W T'YMaHNUCTUYECKMM acnekTam B CBOEM TBOpPYECTBe, CO34aBas
MPOCTPAHCTBO ANS PAa3MbILUJEHNA O BEYHbIX LLEHHOCTSIX.

AHanunz ¢mnbmoB Bnagmmumpa TronbkmHa nokasasn, uto, ob6sasas opuUrmHaabHbIM
CTUNEM, OH CTPEMUTCA K rNyOOKOMY packpbITUIO COLMaNbHbIX KOHDOANKTOB Yepes
CyAbbbl OTAENbHBIX IMYHOCTEN. ITO AeaeT ero KapTUHbI BaXKHbIMW A5 MOHUMaHMWA
COLMOKYNbTYPHOIO KOHTEKCTa NO34HECOBETCKOro M He3aBMcMmoro KasaxcraHa.
Pexxnccep co3gaeT yHUKanbHOE MPOCTPAHCTBO AJ/1A Pa3MblLUNEHMI O MeCTe YenoBeka
B MUPE, €ro KOPHAX U KYNbTYPHOM Hacneamnu, 4Yto genaet ero pabotbl ocobeHHO
LEeHHbIMW B KOHTEKCTE COBPEMEHHbIX NCCNEL0BaHUN.
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Keywords: Immersive Van Gogh, digital immersive, immersive art-themed exhibits,
art for profit.

Abstract. The purpose of this study is to discuss the popularity, questions, and controversies surrounding
art-themed digital immersive exhibitions based on the life and paintings of Dutch painter Vincent Van Gogh
(1853-1890). Since 2019, art-themed immersive exhibits have become extremely popular, with attendance
that outstrips many museums showing the same artists, spawning controversy and challenging the fine

art world. This study examines the rise of immersive art experiences, arguments for and against immersive
spectacles as a way of experiencing artwork, and theoretical perspectives. Methodologies include research
into historical, cultural, and commercial contexts including reviews, analyses, critiques, and participant
observation. The study discusses components of the exhibition and presents specific arguments

for and against them by producers, art critics, critical theorists, and spectators. Questions considered include:
Are these exhibitions offering authentic art experiences, or are they exploiting great art for profit? Are they
making art more accessible, or are they leading people away from seeing original paintings? Is the way people
relate to art fundamentally changing in the age of social media, and if so, how will museums adjust?

This study is novel in that it presents and evaluates diverging viewpoints on these controversies and proposes
a more flexible approach that centers participant experiences over marketing claims and critical objections.
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Tipek ce30ep: vmmepcmBTi BaH lor, undpabik MIMMEPCUBTINIK, UMMEPCUBTI KOPME,
NMMEePCUBTI ©Hep TakbIPblObIHAAFbI SKCMOHATTap, MAPKETMHITIK 3epTTey,
a/NeyMeTTiK Meana Aayipi, nanaa.

AHgatna. byn 3epTTeyaiH, MaKcaTbl rofnaHamANbIK cypeTwi BuHceHT BaH ForTbiH (1853-1890) emipi

MEH KapTUHanapbiHa Heri3AenreH Kepkem Lndpabik MMMEPCUBTI KEPMeENepAiH aliHanacbiHAaFbl
TaHbIMaNAbIbIKTbI, CypakTapabl XXaHe KalrlblabiKTapAbl Taskblnay 6oabin Tabbinagbl. 2019 xbingaH 6epi
KepKeM TakblpbINTapfa apHaafaH MMMePCKBTI KepMesiep eTe TaHbiMan 6ona 6acTtagbl, MyHAa KenyLiinep
6ip cypeTwinepai kepceTeTiH KONTEreH MypaxkanapaH acbin Tyceai, MyHZam Xafaan gay Tyabipbin,
6eliHeney eHepi anemiHAe TyYpAi CbiHaKTapFa anbin keagi. byn 3epTreyse UMMEpPCKBTI KOPKEM TaXipMOeHiH,
ecCyi, eHep TyblHAbINAPbIH Ce3iHIN Kabblagay Tacini peTiHae MMMepPCUBTI KepCeTINIMAEPAI KonganabiH

>K9HEe OfaH Kapchbl Aanenfep, CoOHAan-ak TeoOpUANbIK NepcrnekTuBanap septrenesi. 3epTrey ajictemenepi
TapUXM, MOJEHU XaHE KOMMEPLMANbIK KOHTEKCTTEPAEri 3epTTeyNepsi, COHbIH, ilLiHAE LWOonynapabl, Tansaysbl,
CbIHAbI >XXdHe KaTbICyLUblIapMeH cayasHaMa eTKi3yai kaMTuabl. Makanaza KepMeHiH, kypamaac 6enikrepi
Ta/KblNaHabl XXaHe NPOAFOCEP/IEP, OHEPTaHYLLbINAP, ChIHLLIbI TEOPETUKTEP XOHE KOpPepMeHAep TapanbiHaH
MyHAal KepMenepAi KOALaNTbIH XaHe onapFa Kapcbl HaKTbl Adfenaep yCbiHbliaAbl. KapacTbipbiifaH
cypakTapfa MblHanap xatagbl: byn kepmenep LblHanbl KepKkeM TaxipubeciH ycbiHazbl Ma, aa4e onap
>KOFapbl eHepai Nanga yLwiH nanganaHa ma? Onap eHepai KOMKeTIMAI eTe Me, anje afaMaapabl TYNMHYCKa
KapTVHanapabl KepyaeH anllakTaTbin XaTblp Ma? OieyMeTTik Meana AsYipiHae ajamaapabiH eHepre
KaTblHacbl Tyberenni e3repin xaTblp Ma, erep cosnar 6osca, Mypaxkanap ofaH kanau berimaenesi?

Byn 3epTTey xaHalbil 60/1bIN Tabbliagbl, OATKEHI 01 OCbl KalllblablkTap O0MbIHIWa apTypAi Ke3kapacTapsabl
YCbIHaZbl XXaHe TanAalifbl, COHbIMEH KOCa MapKETUHITIK MaliMAEMeNep MeH CbiHU KapCbliblKTapFa
KaTblCyLblNapAblH TOXIPMOECiH OpTanbiKTaHAbIPATbIH MKEMAI TACINAI YCbIHaAbI.

Ansbic. bakpblnayfa KaTbicy KesiHge KacbiMaa 6onfaH, GoToKyKaTTaMa >KacayFa KeMeKTeCkeH, KOpPMeHi
MeHiMeH bipre Taskpbinan, 6actankbl xobara TyciHikTeme 6epreH Makc CeHapcnaHfa anfbiCbiMAbl 6ingiprim
kenegi. MakanaHblH, COHFbl HYCKaHbIH AaiblH 60ybIHa OHbIH KOCKaH yaeci 3op. CoHaaii-ak Saryn
>KyPHabIHbIH, PeAaKLMACbIHA XHe OCbl XXYMbICTbI XXaKcapTyFa XaHe OHbIH Xapblk KepyiHe MYMKIHZiK
6epreH peLieH3eHTTepre aafbiC anTaMbiH.
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Knrouessie cnosa: vivvepcnsHbIv Ban lor, LdpoBoe norpykeHve, MMMepCcnBHble
BbICTABKM Ha XyAOXECTBEHHYH TEMATUKY, NCKYCCTBO WM NPUBLIIb.

AHHoOTaumsa. Llenbto JaHHOro ncciefoBaHna ABASETCA 06Cy>XXAeHWe NonyaspHOCTM, BOMPOCOB

1 MPOTUBOPEUNIA BOKPYT XYAOXKECTBEHHbIX LIUPPOBLIX MMMEPCUBHbIX BbICTABOK, OCHOBAHHbIX Ha >KN3HM

N KapTUHaX roanaHaCckoro xyaoxHuka BuHcenTa BaH MNora (1853-1890). C 2019 roga MMepcunBHbIe BbICTaBKM
Ha XyZAO>XXeCTBEHHY TeMaTUKy CTasv Ype3BblHaHO MOMNYAAPHbLIMU, MX MOCELLAEMOCTb NMPEBOCXOANT
MHOrVe My3en, JEMOHCTPUPYHOLLME TEX XKe XYAOXKHWKOB, YTO MOPOXKAAET CNopbl 1 BpocaeT BbI30B

MUPY N306pas3nTeNbHOro UckyccTa. B paboTe aHanM3npyeTcs pocT UMMEPCUBHOIO XYA0XKECTBEHHOTO
OMbITa, apryMeHTbl 33 1 MPOTUB MOrPy>KaroLWnX B BUPTYabHYH Cpesy 3penvL kak crnocoba Bocnpuatus
npov3BeAeHN NCKYCCTBa, a Takxke TeopeTnyeckme nepcnekTebl. MeTof010rnn cogepkat nccieaoBaHns
NCTOPUYECKOTO, KyNbTYPHOrO M KOMMEPUECKOro KOHTEKCTa, BK/ItoUas 0630pbl, aHanns, KpUTUKY

M MPUCYTCTBME YYaCTHMKOB. B cTaTbe 06Cy>KAatoTCA KOMMOHEHTbI BbICTaBKN Y MPUBOAATCH KOHKPETHbIe
aprymeHThbl 3a M MPOTUB HUX CO CTOPOHbI NMPOAKOCEPOB, NCKYCCTBOBEAO0B, KPUTUUECKMX TEOPETNKOB

1 3puTteneit. PaccmaTtpmBatoTcs cneaytoLne BONpOChl: MpeaaaratoT A 3TU BbICTaBKN MOAAMHHbIN
XYZAOXECTBEHHbIW OMbIT UAN UCMOB3YHOT BENNKOE NCKYCCTBO ANA MOAYyYeHUa npubblin? [enaroT am oHu
NCKYCCTBO Bos1ee JOCTYMHbIM WA YBOAAT NtOAEN OT NPOCMOTPa OPUTrMHaNbHbIX KaPTUH? VI3meHunTca

M GyHAAMeHTaNbHO OTHOLLEHMWE IFOAEN K NCKYCCTBY B 3MOXY COLMaNbHbIX CETEN, U eCan Aa, TO Kak

K 3TOMYy npurcnocobatca Mysen? ITo nccaefoBaHne ABASETCS HOBAaTOPCKMM, MOCKOJIbKY OHO NpeAcTaBaseT
1 OLeHMBaeT pas3/inyHble TOUKM 3PEHNA Ha yKa3aHHble MPOTUBOPeYNs 1 Npegaraet bonee rmbknii NOAXo4,
KOTOPbIW CTaBWT OMbIT YH4AaCTHUKOB Bbllle MapPKETUHIOBbIX NMPETEH3MI N KPUTUYECKMX BO3PaXKeHUN.

BnarogapHocTu. ABTOp BbipaXaeT npusHaTesbHoCTb Makcy CeHapcaaHy, KOTOpbIVi CONMPOBOXAas, MoMoran

¢ boToa0KYMEHTaLMeEN, 06Cy>KAan BbICTaBKY U KOMMEHTUPOBaJ NMepBOHaYabHbIA BapyaHT NCCIeA0BaHMS.
Ero Bk/1aZ BO MHOTOM CMOCO6CTBOBAs HanMcaHuio GUHaNbHON CTaTbi. ABTOP Hrarofaput pesakuoHHYH
KONNErnto Saryn v peL,eH3eHTOB 3a OT/IMYHbIE OT3bIBbl Y1 BO3MOXHOCTb YAYULINTb U ONy6MKOBaTh 3Ty paboTy.
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Introduction

The purpose of this study is to discuss questions and controversies surrounding

the current popularity of art-themed digital immersive exhibitions, focusing

on productions based on the life and paintings of Dutch painter Vincent Van Gogh
(1853-1890). In 2009, Annabelle Mauger created the first Van Gogh-themed digital
immersive exhibit, Imagine Van Gogh and the Van Gogh immersive phenomenon has
been growing ever since. The genre went large-scale in 2019 with the Culturespaces
exhibit Vincent Van Gogh, la nuit étoilée at the new digital exhibition space L'Atelier
des Lumieres in Paris. In 2020, the character Emily in the Netflix show Emily in Paris
visited the exhibition, creating a viral sensation on social media and a demand

for similar experiences. This demand was quickly met in Europe and North America,
and the phenomenon soon became global as rival large-venue entertainment companies
jumped to spawn new productions, including Van Gogh: The Immersive Experience
(Exhibition Hub), Immersive Van Gogh (Lighthouse Immersive), Beyond Van Gogh:

The Immersive Experience (Paquin Entertainment Group), and Van Gogh Alive (Grande
Experiences).

These competing digital immersive Van Gogh-themed exhibitions are created
on a similar model and include the same basic components: staged in huge spaces
that feature gigantic digital replications of Van Gogh's paintings projected by hundreds
of cameras to create a 360-degree exhibition, often animated with atmospheric music
and voice-overs. During the experience, visuals, words and sound effects create storylines
taken from Van Gogh's biography, fine-tuned to evoke the drama of his struggles with
mental health. Most immersives include add ons for a price, such as Virtual Reality,

Al experiences, or yoga classes, as well as Van Gogh-themed merchandise for sale.

Some have taken place in art gallery spaces, but many are staged in empty commercial
spaces in malls and former big box stores. Other art-themed immersives created in the
same wave include shows based on Claude Monet, Pablo Picasso, Gustav Klimt, and Frida
Kahlo, but, as John Faller, executive producer of “"Van Gogh, the Immersive Experience”
says, Van Gogh is the “rockstar” of the genre (Brown), and there are more Van Gogh-
themed experiences touring in 2024 than any other type.

Art-themed experiences are only part of the digital immersive pantheon produced
by these production companies. Dozens of digital immersive exhibitions tour the globe,
catering to popular themes from Harry Potter and ancient Egypt to the Smurfs.
Art-themed immersives, however, stand apart for the questions they raise: Are these
exhibitions offering experiences of “art,” or are they exploiting great art for profit?

Are they making art more accessible, or are they leading people away from seeing
original paintings? Is the way people relate to art fundamentally changing in the age

of social media, and if so, how will museums adjust? These questions have spurred
improbable claims by exhibition producers, fervent disagreements in the art world,

and critical challenges for museums. This study is novel in that it presents and evaluates
diverging viewpoints on these controversies and proposes a more flexible approach
that centers participant experiences over marketing claims and critical objections.
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Methodology

This study is based on research on digital immersive arts and digital immersive
art-themed entertainment, including background, analysis, criticism, theory, and reviews.
Sources consulted include peer-reviewed academic journals, newspapers, magazines,

and websites. | engaged in participant observation by attending an exhibition

and interviewing others to get viewpoints from people of different ages and backgrounds.

Discussion

Artists have been pioneers in the genre of digital immersive art for over 30 years.

As of current writing (2024), digital immersive exhibitions are becoming popular
additions to traditional museum experiences. Sophisticated art installations such

as Random International’s Rain Room (2012 debut), which allows participants to walk
into a room filled with rain but not get wet, have contributed to the growing interest

in art experiences rather than art objects. Digital Immersive art has brought visitors back
to museums after the pandemic and are having significant success (Barber and Szanto).
Art exhibition spaces dedicated to digital immersive arts, such as Miami's Superblue,
London’s Frameless, and Shanghai’s teamLab Borderless, are opening around the world,
and traditional museums are increasingly under pressure to consider adding digital
immersive art (Barber and Szanto).

Immersive art includes unique artwork created in a digital medium. Van Gogh-
themed immersive exhibitions, which feature huge, animated projections of Van Gogh's
paintings, are in a different category altogether. These high-budget and heavily marketed
commercial exhibitions tour from city to city, showcasing flashy digital experiences
drawn from the talent, popularity, and mystique of Vincent Van Gogh. These exhibitions
promise spectators extraordinary experiences: “Have you ever dreamt of stepping
into a painting? Now you can!” (Van Gogh: The Immersive Experience); “Step into Vincent's
psyche and discover the man behind the masterpieces!” (Beyond Van Gogh: The Immersive
Experience); "Experience the organic landscapes of Van Gogh'’s imagination and journey
through his brilliance and madness!” (Immersive Van Gogh Exhibition). As John Zaller,
the executive producer of Van Gogh: The Immersive Experience, explained, “For us, what
this immersive experience is, it's from the minute you walk into the minute you leave
that you're fully enveloped in the spirit of van Gogh” (PBS). While "the spirit of Van Gogh”
seems as if it could be a challenge to resurrect, these experiences promise just that and
more. As an advertisement that appeared in my inbox describes,

Explore his life, his work, and his secrets as never before through cutting-edge 360-degree
digital projections, a one-of-a-kind VR experience, and a uniquely atmospheric light

and sound show.... Become completely immersed in the works of art around you and feel
the shift in reality as you dive deep into the world created by Van Gogh's brush strokes.
Get your tickets for Van Gogh: The Immersive Experience in Tucson! (Van Gogh Tucson
Exhibit Website).

Who could resist that? In 2024 | had a chance to visit Van Gogh: The Immersive
Experience, which was touring smaller American cities such as Tucson, Arizona, after
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making the rounds of major US cities since 2019. The experience was digitally mediated
before | even arrived, as | was required to buy tickets online for a specific time

and instructed to expect to spend about 1 hour and 15 minutes. | declined expensive
add-ons such as "immersive yoga” classes and headed to the exhibit with my son.

The venue was in a suburb outside of Tucson, and when we arrived, we realized it was
inside a shopping mall, which we understood when we saw the enormous size

of the room needed to hold the immersive experience. The ticket takers, friendly local
teenagers dressed in jeans and Van Gogh: The Immersive Experience! t-shirts pointed
us to a door festooned with huge papier maché sunflowers.

Entering the first room we were caught in the gaze of a 15-foot sculptural Van Gogh
head staring out from a recessed chamber as projections drawn from his paintings
washed over in colorful waves. Continuing on, we were offered a short biographical
film, emphasizing Van Gogh's “tragic genius.” Backlit digital educational panels offered
information about Van Gogh's style, evoking his distinctive “brush strokes,” accompanied
by another digital on plaster exhibition, a huge vase with various Van Gogh flower
paintings washing over it in an ever-changing palette of color shape. A gallery of glowing
digital reproductions of about twenty of his paintings offered a career retrospective.
Going on we found a walk-in room with a physical reproduction of Van Gogh'’s
“The Bedroom at Arles” (1888), with life-size furniture to sit on, and a mark on the floor
to guide anyone taking a photo of you (several other floor marks similarly indicated
ideal selfie positioning).

Figure 1. The entrance to the exhibits at Van Gogh: The Immersive
Experience. Oro Valley, Arizona. August 8, 2024. Photo by Anna Oldfield.
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But that was all prelude — the heart
of the show was the immersive exhibit.
Walking through a set of heavy black
curtains, we emerged in a huge rectangular
warehouse type room two stories high,
edged by beach chairs while the carpeted
floor offered cushions to sit or lie on.
We were initially disoriented by a dark
room with projections of a huge oceanic
expanse swirling over walls, floor, ceiling,
and our bodies as the scene changed
into a scene recalling Van Gogh's “Two
Crabs” (1889), with animated crabs
swimming all over the room; | inadvertently
jumped as one headed for my feet
and noticed children in the room running
around, chasing the crabs. The swirling
scenario melted, fused, and changed
into a scenario drawn from “Fishing
in the Spring” (1887) with boats cruising Figure 2. The author contemplates a gallery
around the room and fish leaping of glowing digital “paintings”. Van Gogh:
out of the water. The projections The Immersive Experience, Oro Valley, Arizona.

.. . . August 8, 2024. Photo by Max Senarslan.

reproduced the paintings in detail,
imagining them beyond the frames
and in motion, with dabs of light swirling
out to represent the “brush strokes”.
The projections cycled through painting
after painting, using visual devices to break
up the image into splashes of moving ol woutd tife ot '
color which then reconverged into another Bt = STl s i
motif, turning into fields (with flying =
crows), almond trees (with petals swirling
like snowflakes), and flowers (with flying
butterflies), among other images too fluid
and varied to completely take in before
another would replace it. Atmospheric
classical music played throughout,
and Van Gogh quotations such as “l dream

L. . " Figure 3. A wall size digital image displays a Van
my painting, and | paint my dream” would Gogh quotation: “What would life be if we had

boom out, narrated by a disembodied voice. no courage to attempt anything”. Photo by Anna

The highlight of the show, based Oldfield.

on "The Starry Night” (1889) flowed
in with deep blues and violets while whirling stars in bright golds threw off glowing flecks,
filling the room with dabs of glowing light and dark cypresses blew dramatically in the wind.
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The exhibit continued in this way, becoming darker and stormier as it approached the end
of Van Gogh'’s life, but ending with a light filled retrospective with hundreds of paintings
projected over the walls. The 35-minute show begins again without a pause, cycling
through in a ceaseless flow of movement.

Spectators of the exhibition variously sat in chairs or lounged on floor cushions,
while some walked around the room. It felt more like a public park than a museum;
people moved randomly in the 360° space with flying light images moving all over
their bodies, and children ran around freely, laughing and chasing the lights. Some people
in the room chatted with their companions, others gazed, transfixed, while others walked
around with phones in hand, taking photos and videos. The experience was absorbing,
colorful, impossible to look away from (where would you look?), and sensory, with little
time to think or reflect between the rapidly changing scenarios.

Figure 4. Families with children relax in the immersion room as digital
trains chug by. Photo by Anna Oldfield.

Figure 5. A digital "Starry Night” inspires cell phone photography
among many visitors. Photo by Anna Oldfield.
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After leaving the Immersion room, you
could pay extra to experience “Van Gogh's
places” through VR glasses, and for just
a bit more you can invite your child
(or inner child) to sit and create original art
on paper with crayons. Then you will hit
the “merch”: Van Gogh-themed hats,
umbrellas, mugs, keychains, aprons,
potholders, t-shirts, bathrobes, pens,
tote bags, placemats, etc., and posters
of Van Gogh paintings, signed “Van Gogh:
The Immersive Exhibit” in the corner in place
of the artist’s distinctive signature. Before
you exit you are invited to “Become
an influencer!” by posting your Van Gogh:
The Immersive Exhibit pictures on Instagram
or other Social Media platforms.

Did the exhibit deliver the “shift

Figure 6. Max Senarslan is covered in flying "brush n realllty and “deep d_lve into Van
strokes”. Photo by Anna Oldfield. Gogh's world as promised? Not to me -

Figure 7. Van Gogh merchandise greets visitors Figure 8. Copies of Van Gogh'’s self-portrait
as soon as they step out of the exhibit. Photo appear to contemplate “Starry Night”
by Anna Oldfield. merchandise below. Photo by Anna Oldfield.
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but the huge projections of Van Gogh'’s paintings were luminous and beautiful,

the animations fun, and the effects, although sometimes gimmicky, were sometimes
thrilling or moving. My son also enjoyed it, commenting as we left, “We should paint
more.” Local reviews were often very enthusiastic and seem to justify the advertising
claims, such as this one from the online newsletter Southern Arizona Guide:

“It made us feel as though we were living inside his paintings...The scenes changed
continuously. We watched as hummingbirds and butterflies flickered by and trees waived

in the breezes as scene after scene passed in front of our eyes and melted into other scenes.
It was mesmerizing .... Southern Arizona Guide rates this Van Gogh Exhibit Five Saguaros
...Best of the Best! Truly stunning and not to be missed” (Van Gogh Exhibit: An Adventure
Review)

“Amazing immersive experience! The art, the history of Van Gogh and his family was
informative. His quotes and his art blended perfectly into a completely awe, inspiring artistic
expression. | left the experience feeling like | knew him a tiny bit better, and certainly have

a new appreciation for his work. Worth going!!!” (Van Gogh Yelp Reviews)

The potential impact of a Van Gogh-themed immersion in a small city such as Tucson,
where many residents have had no opportunity to see an original, is clear, but big-city
venues have also seen remarkable success. In a quantitative study of a data set taken
from reviews of immersive Van-Gogh themed exhibits in urban locations, researchers
found that 80% of reviewers conveyed positive emotions (Africa, et. al.). Applying Robert
Pluitchik’s scale, they reported that “the positive emotions of joy, anticipation, trust,
and surprise prevail over the negative emotions of anger, disgust, fear, and sadness
in terms of frequency (Africa, et. al.). And this success has translated into financial success
for the producers. Zaller estimates that Van Gogh: The Immersive Experience costs
1 million dollars to set up and exhibit, but the profits far outweigh the expenses (Brown).
In 2021 Corey Ross, president of Toronto-based Lighthouse Immersive, crowed that they
had “passed 3.2 million tickets sold, which, as | understand it, makes it the most successful
attraction in the world on Ticketmaster” (Quoted in Capps). Millions more tickets have
been sold since that time.

Although they are art-themed and involve artists as designers, the producers
of immersive Van Gogh exhibitions are large entertainment corporations specializing
in digital entertainment. Zaller has produced digital immersives such as “Titanic:

The Exhibition,” “Jurassic World: The Exhibition,” and “Star Trek: The Exhibition.”

In a 2023 interview, Faller uses the language of business to explain why Van Gogh is such
a successful choice from a commercial perspective: “"He is such a public figure. He is kind
of like a rock star or a brand name in the art world. It's incredibly emotive, and people
can connect with it. It doesn't necessarily require an art degree to approach and engage
with a Van Gogh, a Van Gogh painting” (Brown).

Of course, millions of people have seen Van Gogh's paintings without art degrees,
but Zaller's point is clear: immersive exhibits make Van Gogh accessible to a much wider
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audience. While museum directors may cringe at Zaller's reduction of Van Gogh

to a "brand name,” Zaller has a point, as Van Gogh-themed immersives have thrived
while US museums are still only up to 71% of their pre-pandemic levels (museumfacts.
org). Surely having more people exposed to art in any form is a laudable goal,

and there are positives inherent in increased accessibility. Kate Morales writes

that according to their producers, art-themed immersives “complement” rather

than “take away from” museum displays and are perfect for introducing art to children,
who may be too small to see the paintings on museum walls, especially a Van Gogh
that might have a crowd around it (Morales). More significantly, Morales notes

that immersives replace “often rigid museum etiquette” with “a looser atmosphere filled
by music, lounging and chitchat” (Morales), which children could find more welcoming
and fun. As Kelly Crow, art market reporter for The Wall Street Journal, explains,

people do want to be wowed and they do not want to feel like they're being preached at.
They don't want to feel like they're in trouble when they go into an art museum, and art
museums have traditionally been places where you are told not to touch. You're told not
to take pictures. You're told not to take pictures with flash. You sort of feel like you have
to be on your best behavior. There's just a different barrier of entry (Lindbaugh).

The displacement of Van Gogh'’s art from the urban museum space is an important
aspect of increased accessibility. Many people will never be able to see an original
Van Gogh in a big city museum or may find museums uncomfortable or intimidating.
Unless you already live there, big cities can be confusing, difficult, and expensive to visit.
This can restrict access for non-city dwellers who simply don't have the ability to travel
to an urban center like New York or Los Angeles. The producers of Van Gogh:

The Immersive Experience estimate that about 50 percent of their audience has never
even set foot in a museum (Jefferies). Many visitors probably will never in their lives
get a chance to see an original Van Gogh painting. Van Gogh-themed immersives bring
the paintings to them.

There are those in the art world who would agree that more people seeing more art,
even if it is a digital remix, is better. Nadine Granoff, a fine art appraiser, agreed that these
shows have “the potential to be really helpful in understanding the whole artist instead
of seeing something just isolated on the wall. It can really make it come alive” (quoted
in Morales). And a majority of the reviews written by visitors who are not art critics are
joyful and enthusiastic. However, is what these visitors are experiencing “art,” or even
comparable to it? Art-themed exhibitions, just like "Harry Potter: The Forbidden Forest”
and many others, are created by entertainment companies as commercial products;
however, it is important to consider the contributions of artists who have conceive
and designed these exhibits with artistic goals in mind. Italian multimedia artist
Massimiliano Siccardi, who designed The Immersive Van Gogh for Lighthouse Immersive,
recreates each exhibit to adapt to the site and carefully crafts the experience. Drawing
from his background in dance and cinema, he creates immersive spaces in order to create
a dramatic shift the spectator’s perspective:
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“The immersive installation is brilliant because you constantly move from one space

to another and constantly change your point of view, and then you make a montage
inside your head, that is, you are online with yourself, you walk in this world that | created
for you, thinking of you. If you noticed a central theme, it is subjectivity; that is, you never
see Van Gogh, you are Van Gogh. You are inside his head. You, the spectator, you,

the audience, you are inside his head, and you are immediately catapulted into this world
(Bellacosa 176).

Exhibition Hub Producer and Artistic Co-Director Mario lacampo explains his vision
more as an educational experience:

"Digital media in itself is art because we're not just taking paintings and showing them -
you know — as a picture. What we're doing is we're exploring each painting. We're animating
each painting. We're going a little bit further and really presenting his [Vincent Van Gogh's]
works within the context of when he painted them" (quoted in Miner and Spindler).

And while remixing, animating, and contextualizing paintings has long been a part
of the art world, some of producers' claims seem overly boastful. According to Faller,
for example, Van Gogh himself might have wanted to create immersive exhibits: “We're
doing what Van Gogh might have done if he had the technology that we have today”
(Brown). Faller comments elsewhere that “We're using his works to create the next version
of his works by adding the motion, adding the animation, adding the energy to bring
the life to his work that is already there” (quoted in Miner and Spindler). That there would
be a "next version” of an original work or that a Van Gogh painting would need digital
additions to "bring the life” to it reveals the disconnect between the intentions behind
these exhibits and the concerns of many in the art world.

And indeed, many critics “with art degrees” have been forceful in bringing
that disconnect out: “these multi-sensory experiences are not art. They're a form
of entertainment” the director of the Metropolitan Museum of Art states unambiguously
(quoted in Linebaugh). And in his op-ed for the Wall Street Journal,” Glitch in the Museum
Matrix; Large-scale Virtual Presentations of Famous Works of Art Obscure Rather
than llluminate their Sources,” prominent American art critic Terry Teachout
is uncompromising in his condemnation of these exhibitions (which he refused
to even attend):

Attending "Immersive Van Gogh" is not even remotely like the intensely involving experience
of encountering a painting up close. Instead, the work of one of the greatest of all visual
artists has been turned into something more like a giant video game (Teachout 1).

Jason Farago, an influential art critic for the New York Times, similarly attacks
the immaturity of those who enjoy these exhibits, noting that “Babies...and others
with similar taste will find great pleasure in our culture’s latest virally transmitted
spectacles, which distill fin-de-siecle French painting into an amusement as captivating
as a nursery mobile” (Farago). Farago's ungracious comparison of audiences who enjoy
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these exhibits to "babies” smacks of elitism and reveals why some people may find
the American fine-art scene arrogant and unappealing.

On a more substantial level, Farago and others express frustration at the immense
difference between seeing an original and attending a digital immersive, often citing
the "brush strokes” that are absent in the digital reproductions. As Farago laments:

If you go to MoMA to see “Starry Night” ...you can spend as much time as you like
examining Van Gogh’'s mastery of impasto — that is, the thick application of paint that gives
the paintings their nervous, shuddering quality. In these wall-size screen savers, impasto
has to be mimicked through motion: dancing brush strokes, falling leaves, flapping crows”
(Farago).

Farago further points out that MoMA is no more expensive than a Van Gogh-themed
Immersive exhibit, so better pay to see the original — but of course not everyone will have
a chance to visit New York to see the original. To be fair, | have been fortunate to visit
MoMA, and | had to work through a crowd to get close enough to “The Starry Night”
to even see the impasto. Thus, the argument for accessibility may be a good one.
lacampo puts it this way: “[W]e don't look at it as ‘Come and see paintings of Van Gogh.’
We look at it [as] ‘Come and experience Van Gogh.” (lacampo). As Kate Mondloch notes,
exhibition producers

"bypass the issue of authenticity, trumpeting instead their efforts to promote accessibility
and anti-elitism, to preserve the aging and ‘over-visited' Van Gogh originals, to offer a more
comprehensive representation of Van Gogh'’s vast oeuvre than any single museum could
accomplish, and to provide “socially transformational” educational experiences” (Mondloch).

Thinking of the value of authenticity recalls cultural theorist Walter Benjamin’s
1936 article, “The Work of Art in the Age of Technological Reproducibility.” Benjamin calls
the authentic, “cult value” of a work of art the “aura” which is embedded in its unique,
physical existence (Benjamin 21). This aura is diminished when an image is reproduced
and dispersed. As he explains,

“what withers in the age of the technological reproducibility of the work of art is the latter’s
aura .... the technology of reproduction detaches the reproduced object from the sphere
of tradition. By replicating the work many times over, it substitutes a mass existence

for a unique existence. And in permitting the reproduction to reach the recipient in his

or her own situation, it actualizes that which is reproduced” (Benjamin 22).

Benjamin contends that the technological reproduction of art causes “a massive
upheaval in the domain of objects handed down from the past-a shattering of tradition”
(22). However, Benjamin’s purpose is not to mourn the loss of the aura but to celebrate
the transformation of art from the elite to the popular sphere as a precursor for social
transformation. As he observes, reproductions can easily travel: “technological
reproduction can place the copy of the original in situations which the original itself
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cannot attain. Above all, it enables the original to meet the recipient Halfway” (Benjamin
21). In this sense, these touring, art-themed exhibits based on digital replications could
be seen in Benjamin’s sense as a democratization of Van Gogh's art, “a mass existence”
that can meet the audiences "Halfway.” And this approach may continue to resonate well
in contemporary culture; as Julia Scott-Stevenson explains in "Virtual Futures: A Manifesto
for Immersive Experiences": "So why take a user out of the 'here and now’ and attempt
to situate her somewhere else? One reason is to take her somewhere she cannot
otherwise go” (Scott-Stevenson).

However, along with the positive aspects of anti-elitism and accessibility, there is also
a blatently commercial aspect to these Van Gogh-themed digital immersives, created

soley to hook visitors into spending money. As Mondloch points out:

“fee-based extras run the gamut from various techno-gimmicks — a VR journey through
some of the landscapes on which Van Gogh's paintings were based; an Al component
where you can ‘write Van Gogh a letter’ on your phone and receive a response immediately —
to special events featuring commercialized intimacy-the Los Angeles installation

of Immersive Van Gogh, for example, markets “immersive” yoga, meditation, and date
night packages prominently sponsored by Lifeway Kefir”.

Exhibition producers do not hide that they are “unapologetically for-profit enterprises”
(Mondloch). Ironically far removed from Van Gogh's own financial struggles during his
lifetime, these exhibitions exploit free public-domain images of his artwork and even his
mental health struggles to awe the public and make a profit. These aims seem removed
from Benjamin’s hopes for the impact of technological reproductions, in which
“the shattering of tradition” would lead to a Marxist transformation of society. Instead,
these immersives exploit the awe generated by Van Gogh'’s talent to serve wholly
capitalist interests.

To be fair, museums also need to make money, and along with selling sometimes
pricey entrance tickets feature for pay special exhibitions, add-ons, and gift shops.

And now, there is a serious concern about whether Van Gogh-themed immersives

are preventing people from going to see the real thing. As Crow relates, in 2021

the Dallas Museum of Art exhibited a unique collection of Van Gogh'’s olive grove
paintings; the exhibit took 9 years to curate and included paintings that had never been
exhibited before. However, at the same time, there were two different Van Gogh-themed
immersives playing in Dallas, and more people chose to go to the immersives than to see
the original paintings: “they can't get people in the door to see the real thing” (quoted

in Lindbaugh). It becomes not just a matter of expanded accessibility, but of devaluing
the experience of seeing the original, the "withering of the aura.”

Clearly, the meteoric rise of immersives has raised a challenge for traditional art
museums, and many are scrambling to adjust. Museums that have run digital immersive
art have reaped rewards: for example, in 2017 Yayoi Kusama's “Infinity Mirrors” exhibit
broke records at the Hirshhorn with over a million visitors. The article “Immersive Art
Is Exploding, and Museums Have a Choice to Make" points out that museums need
to work out how to compete with the lure of the flashy, fun, kid-friendly art-themed
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digital immersives down the road (Barber and Szanto). The former Indianapolis Museum
of Art met the challenge by recreating itself. The institution dropped the name “museum,’
changing its name to Newfields, cleared the artwork out of an entire floor of gallery
space, and installed over 100 projectors for a new digital immersive artspace called
“The Lume” (Capps) — and the first show in The Lume was not original digital artwork
but, you guessed it, a digital exhibit titled “"Here we Gogh!” Much like the commercial
enterprises, the exhibition promises visitors a “multi-sensory digital display of Vincent
van Gogh'’s paintings” complete with extras: “the charming Café Lumiére that will serve
up thematic bites and festive French sips. The Gogh Play activity space will boast
a life-sized diorama of Van Gogh'’s picturesque Bedroom in Arles” (Schlagenhauff).
And of course, "merch,” stated a bit more elegantly: “Complete your trip with a visit
to The Shoppe where you can find the perfect keepsake to take home” (Schlagenhauff).
The exhibit also invites social media sharing, promising visitors that “the brand-new
Sunflower Room will be the photo-op of the season. You'll glow surrounded by seemingly
endless fields of sunny flowers” (Schlagenhauff). In any case, the line between
the entertainment business and the art world can be razor thin.

This pressure on museums raises the question of whether artistic spectatorship
is changing profoundly as generations grow up in a digitally mediated world. There is
no doubt that social media sharing has become an important way of interacting with art
in the last decade, and people often take selfies with original artwork in Museums.
But as Mondloch points out, the Van Gogh-themed immersives have built social media
sharing into the fabric of the experience, noting that while “phone-reliant viewing now
verges on being normative even in ‘traditional’ art museums...the Van Gogh immersive
experiences... take these phone-mediated experiences to a new level, deliberately
designing a screen-based, social media-centric environment” (Morales). The producers
of the Van Gogh-themed immersives are enthusiastic about the social media aspect
of their exhibits. A producer from Impact Museums, the company behind Immersive
Van Gogh, claims breathlessly that the sharing of digital immersive experiences on social
media can create a “movement” to “make a difference”:

1

“Our vision for the business is to build experiences that tell those incredible stories where
people feel inspired to share on their social media and become a part of the movement

and feel less helpless and feel their individual actions can actually make a difference because
they see all of the individuals they come through with, plus their hundreds or thousands

of millions of followers engaging, and we become an amplifier for a movement” (quoted

in Baltin 2021).

The actual aims of this "movement” are undefined, and they forget to mention
that being an “amplifier” on social media primarily provides enormous free publicity
for the producers. Mondloch reads this as a business strategy: "by rewarding social media
habits and explicitly rejecting ‘elitist’ art museum protocols, these immersive exhibitions
allow viewers to literally see themselves within Van Gogh's art — your own selfie inside
the image of ‘The Starry Night,’ shared on Instagram” (Morales). It fulfills the fantasies
that the marketing promises of ‘stepping into a painting’ — at least for those already
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immersed in the digital world.

Social media engagement with art is certainly better than no engagement, and it could
alternatively be viewed as a positive way to engage more younger viewers in a meaningful
way. Changing spectatorship and the rise of digitally mediated participation in art is
an emerging topic of both academic and art market research. In “How Selfies Are Changing
the Way We Interact with Art,” Rebecca Carlson reconceives the spectator’s personal
journey with art as an “"adventure,” contending that social media provides “a place
to document experiences and share those adventures with followers.” While traditional
museums feature exhibits framed and contextualized by experts, selfies can “empower
‘art consumers’ to develop their own ‘narratives and identity projects,” allowing them
to participate more in the creation of their own experience (Piancatelli, et al).

In “#artoninstagram: Engaging with Art in the Era of the Selfie,” Elizabeth Hunter
echoes the empowering quality of the selfie, arguing that

“museums perform institutional control over displayed objects through guards, vitrines,
and motion sensing alarms that beep if visitors get too close, but museum selfie takers
steal a little control back, using the presence of their bodies in the frame to commandeer
the viewer's attention” (Hunter).

The selfie becomes an anti-elite force that, thinking back to Benjamin, disrupts
the "aura” of the original by reproducing a copy that now belongs to the phone holder.
It is a very 21st-century way of meeting spectators "halfway.”

But do spectators using selfies and social media really meet the claims of producers
to feel “less helpless” and “make a difference” by making meaningful social media
connections with followers? (Baltin). Farago observed the opposite tendency during
the Van Gogh-themed immersives he attended: “Individual absorption, rather than shared
wonder, is the order of the day now. From every vantage point you will fill your phone’s
backlit screen with glowing imagery...and there’'s more than enough space to crop
out other visitors and frame only yourself” (Farago). Perhaps these exhibitions simply
fuel the alienation of the digital world? Or is the urge for digital mediation and social
media part of a larger phenomenon of the pervasiveness of “digitally mediated
and profit-driven 24/7 immersive attention in art and in everyday life” (Mondloch).

Is the social media culture of Van Gogh-themed immersives making it too difficult
for people to pay attention to small paintings that do not move?

Mondloch warns that the impact of Van Gogh-themed digital immersives will have
dire cultural consequences, predicting that

“for production teams such as Impact Museums, reworking Van Gogh's life and paintings
into easily digestible, art-themed multisensory presentations is just the beginning.

The long-term influence of the consumerist, screen-based immersive attention they foster
in art and in everyday life remain to be seen” (Mondloch).

Farago sees the exhibitions as a crisis that diminishes Van Gogh'’s art issuing a call
to action: “I want everyone to discover, right there in the thick grooves of the oil paint,
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the wonder and vitality of art that needs no animation... There has got to be a way
to lead people back to that discovery” (Farago).

Mondloch and Farago may be giving Van Gogh-themed immersives more power
and influence than they actually command - surely, they are more of a consequence
of the screen-based attention culture than they are a cause, and their impact on the art
world could be a healthy wake-up call to address issues of accessibility, as well as how
to engage younger people — goals that many artists themselves have taken on. Siccardi
hopes that his Immersive Van Gogh may bring people back to the paintings:

One no longer sees art because it is boring, or because the visit takes ten hours straight
from start to finish. One goes to see an immersive installation and maybe after that, one
wants to see the painting in person. | don't know, it's wishful thinking, | guess (Bellacosa 179).

Whether that happens or not, the museum business will surely benefit
from the self-reflection.

More seriously problematic than the social media aspect of these exhibits
is the manipulative quality built in to trigger visitor emotions as a commercial policy.
Exhibition producers make no secret of their intentions to mine the emotional riches
of Van Gogh's troubled life and enhance their impact with sensory experience.

As an exhibition designer describes, “The cool thing about the immersive world in general
is that we are able to play with smell, taste, sight, and all these other things that are sort
of built-in natural emotional triggers” (quoted in Baltin). Siccardi’'s Immersive Van Gogh,
in which “you walk in this world that | created for you, thinking of you” (Bellacosa),
expresses a manipulative shade along with the nurturing intention.

While this may not be threatening in itself, marketing, narration, and emotional
triggers mediate the artwork for the viewer in optimally dramatic ways, raising
the stereotype of “Van Gogh as a lone, tortured genius rather than a figure of history”
(Farago). The immersives have a chronological ‘storyline’ that opens full of light
and promise, growing ever darker and stormier as they approach the end of the painter’s
life. In Van Gogh: The Immersive Exhibit, the biographical film instructs viewers
that the cypress tree in “The Starry Night” is a sign of Van Gogh'’s growing madness,
while later in the immersion room, giant digital cypresses toss in a fierce howling wind,
bringing a menacing quality to the “The Starry Night” projection, while the words “I put
my heart and soul into my work, and | lost my mind in the process” boom out from
a disembodied voice. Marking copy makes promises such as to “experience the organic
landscapes of Van Gogh's imagination, and journey through his brilliance and madness”
(Immersive Van Gogh), drawing on the romantic and emotional appeal of the painter’s
personal tragedies.

As entertainment producers know, emotional triggers impact audiences (Bagozzi, et al.
184). Orpee Cataldo, artistic co-director of Van Gogh: The Immersive Experience, is clear
on the choice of Van Gogh precisely for that reason: “we had an interest in Van Gogh's
paintings because it's [sic] full of emotions...when you look at his tableaus, they're already
immersive” (quoted in Baltin). He goes on to consider how this impacts the exhibition’s
overall design, claiming that Van Gogh has “done the work for you. You just have
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to expand it” (quoted in Baltin). Similarly, the Van Gogh-themed digital immersives
“do all the work for you” — all the spectator needs to do is sit back and receive it.

When every moment of an encounter with artwork is digitally mediated, pre-interpreted,
and set with emotional triggers, the spectator loses the power to perceive the painting
directly without interference. A visitor to a museum can stand in front of a painting
and evolve their own aesthetic and emotional relationship to it over time. Surely
this is a more essential form of empowerment than a selfie or an Instagram post.

Van Gogh-themed digital immersives bombard the spectator with overwhelming sensory
input and change so fast there is no time to reflect. University of Washington Art History
Professor Marek Wieczorek reflects that during a Van Gogh-themed digital immersive
“what is taken away from you by being presented an image of Van Gogh that is not

Van Gogh is the essence of your participation. In a way, you're robbed” (Brown).

Nonetheless, Van Gogh-themed digital immersives bring joy to the majority
of their visitors. Recalling Benjamin, perhaps the disconnect between the opinions
of art critics and general audiences represents a cultural divide that exists in many
societies between average people and the intelligentsia: “The masses are criticized
for seeking distraction [Zerstreuung] in the work of art, whereas the art lover supposedly
approaches it with concentration. In the case of the masses, artwork is seen as a means
of entertainment; in the case of the art lover, it is considered an object of devotion”
(Benjamin 22). To an art critic who privileges the original, the immersive exhibit is a mere
copy, even an insult; but to the visitor who cannot even dream of seeing an original
Van Gogh, it can be an authentic, even transformative, aesthetic, and emotional
experience.

Conclusion

The Van Gogh-themed digital immersive phenomenon has precipitated a commercial
explosion, a social media phenomenon, a storm in the art world, and a crisis in museums.
Yet under examination, it is neither the transformative, utopian experience described

by producers nor, despite the warnings of critics, the destruction of art as we know it.
While these immersives are not exactly art, they are not wholly ‘just entertainment’
either, but something in between.

When [ first read the advertisement copy asking if | had ever dreamed of 'stepping
into a Van Gogh painting,’ | recalled the section “Crows” in Akira Kurosawa's film Dreams
(1990). In “Crows,” a young painter silently studying an exhibit of Van Gogh's paintings
suddenly finds himself inside the world of “Le Pont de Langlois a Arles” (1888) is suddenly
transported, with his easel, into the world of the painting. He searches through the French
countryside filled with streams, fields, cottages, and living people, and finds Van Gogh
in a field, painting. After he has a conversation with the master, the young painter takes
a joyful journey through larger than life three-dimensionally constructed paintings,
sometimes sliding down the famous brushstrokes. The segment ends as we watch
Van Gogh walk away over the horizon, easel on his back. The scene is a tribute
to the power of art to immerse the heart, the soul, and the imagination, from the inside.

While there is no comparison of the grace of Kurasawa's film with the bluster
of the Van Gogh-themed immersives, there is a kernel of similarity in the dream, perhaps
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an ancient one, to bring a painting to life. It is a dream that perhaps the visitors
to Van Gogh-themed immersives share with the great Kurasawa. Whatever
Van Gogh-themed immersives are, they are not “video games” or “nursery mobiles.”
Although their patrons are not visiting museums, it is encouraging that among
all the digital immersives that are out there, Van Gogh-themed immersives are
by far the most popular and reflect a draw to the awesome and beautiful that goes
deeper than a search for entertainment. And Kurasawa reminds us that art is to be
recreated, enjoyed, and played with. The children running and playing in the immersives,
dappled with colored lights, may indeed be drawn to seeking more art and beauty
in their lives.

In the Van Gogh-themed immersive exhibits, the authenticity is gone, the impasto
is gone, and even the paintings are gone — but a nucleus of the magnificence
of Van Gogh'’s artistry remains, shining through and untarnished by the voice-overs,
the VR, and the merch. There is a core of his art that cannot be removed, even in the most
commercial and socially mediated enterprise. When | attended the exhibition, | noticed
several older visitors, watching quietly, with deep attention, without cell phones, and joy
shining in their faces. The creators of the digital immersives cannot replace Van Gogh,
but they cannot ruin him either.
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KocbiMLUa

YmumkaH [>kymakosa

Po3a bafnaHoBaHbIH MHTepnpeTaums eHepi: Ka3sak aHiHAeri
XasblK, 3CTPafanblk XaHe KaMepanblk CTUNbAEPAiH KMblAbICbIHAA
(aFblnwibIHWA)

OHwi Po3sa bafnaHosa. 11.09.1958. ®oto aBTOpLI: CtaHoBOB, PVIA HoBOCTW.

Po3a bafnaHoBa KCPO MemnekeTTik akageMusanblk boablwon TeaTpbiHbIH
caxHacblHga. 1967. ®oTo aBTOpPbLI: ANekcaHap HesexuH, PVIA Hosoctu.

Po3a bafnaHoBa «TaH Camasnbl». MypafaTTbik beliHexasba.
[Jepexkes: www.instagram.com/roza_baglanova_resmi/reel/CVUFBc90bjR/

3ynbdpua MypagoBa
Myctado badoesTiH «LLyHUaKn xa3na» KOHLEPTTIK yBepTIOpachl
WHTEPMBITIHAIK Npoekumnaga (opsiciia)

BipiHLWi a3nm304. BaxTblH, «D3iNi» XaHe «TaFAblp MOTUBTEPIHIH»
«ycyni» GparMeHTi.
ExiHWi anm3oa. «KbiTa» ayeHiHiH, dparmeHTi.

YwiHwi anunsog. «Makom» ayeHiHiH, y3iHgici.

PedpeH (y3iHai).

AHacTtacma MaptbiHOBa

Mys3blkanblk OpblHAAYLbIAbIKTaFbl MHTEPRpeTaLus TYCIHIriHiH,
KernmarblHabIFbl Typanbl (0p6/CLLIA)

MaHepneyAiH OpbiHAAYLUbUIBIK KypaaapbiH YbIMAACTBIPY NepapXUsAChl.

Ma3myHZAbI Kypy nepapxuchi.

Azamat VimaHb6aes, Nannsa berembetoBa
Kasak xanblk My3bikacbl KasakcTaH KOMNO31MTOpAapbIHbIH, CAKCOPOHABIK,
LWblFapManapbliHAa (a6 bIHL)

Xanblk My3bIKacbIHbIH, yATiNepi HerisiHAe cakcoPoHFa apHaifaH
KaszakctaH KOMMNo3nTopaapbl LWblfapManapbiHbIH, Ti3iMi.
Xanblk My3blKacbIHbIH, yATiNepi HerisiHAe cakcoPoHFa apHaifaH

KasakcTaH KoMno3uTopapsl LblfapManapbiHbIH Ti3iMi.

A. OpeHbyprcknin. AbangblH «AATTBIM CaaeM, KasaM Kac» dHi HerisiHze
acanfaH «OTpaxeHwne», 5-16 TakTinep.
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A. OpeHbyprckunin. «XKencis TyHAe Xapblk, ain» aHi TakblpblbbiHAa CakCODOH-
anbT NeH dopTenunaHoFa apHaifaH KOHLLepPTTIK nbeca, 13-31 TakTinep.

tO. JlebeseBa. «<From KZ» cakcodpoH xaHe ypmeni opkecTpre apHaafaH
KOHLLepT, ekiHLwWi 6enimgeri «bip 6ana» aHi TakplpblObIHAAFbI CAKCODOH-
COMpaHOo NapTUACHI.

A. PepsaHNHHIH «Ka3axckuii cyBeHUp» LWbifapMackl 6ertHebasnHbIHa
QR-cinteme.

KypmaHfasbl aTbiHAafFbl Kasak yTTbiK KOHCEPBATOPUACHIHbIH
cakcoOHLUbIIAP KBUHTETIHIH OpbIHAAYbIHAAFbI ©. O6AIHYPOBTbIH,
«MongabariabiH oHi» 6eliHebasHbiHa QR-cinTeme.

Anpoc CeltimxaH

Bnaavmup THoNbKUH PEXMCCypachl KOHLENTIHAET 91eyMETTiK-MaeHM
XaFffar KOHTEKCTiHAE aflaMHbIH OPHbIH KaiTa KapacTblpy (0pbiciia)

«LbI6bIHAAP aMipLUici» GUabMIHEH Kaapaap.
«13 knnometp» GUAbMIHEH Kagpaap.

«/ITTep Typanbl eMec» GUAbMIHEH Kazpap.

AnHa Ongdung,

Lndpnbik apmaHaap xaHe KyMaHAi naiga: uMMmepcunTi BaH Fortbin,
CbIHaKTapbl (7 bI/1LLbIHLLA)

«BaH lor: 6ayny Taxipmbeci» kepmeciHe kipebepic. Opo-Bannu,
Apu3oHa. 8 Tambi3, 2024. AHHa OnadunaTteiH, GoToCk.

ABTOp >XapKblpafaH LMPIbIK «KapTUHanap» raaepeacbiHaa.
«BaH lor: bayny Taxipubeci» kepmeci. Opo-Banawn, ApusoHa.
8 Tambli3, 2024. Makc CeHapcnaHHbIH GOTOCHI.

BaH lorTbiH, Kabblpfagafbl LMTaTacbiHbIH, LMdPAbIK HeiHeci:
«Erep 6i3ge bipAeHe >kacayra 6aTblAbIK XeTrece, eMip KaHAan
6onap egi». AHHa OngdunartbiH GoTOCHI.

bananapbl 6ap otbacbiiap bayny benmeciHge Lndpabik Nombi3gap
JaybICbiHa Aemanbin xaTkaH caT. AHHa OnaduaATbIH GOTOCHI.

Lindpabik «XKynabi3abl TYH» KeNTereH KenyLwinepai OHbl ecTenik yLiH
cypeTke Tycipyre wabbiTTaHablpazbl. AHHa OngdunateiH GOTOCHI.

Makc CeHapcnaH yLbin 6apa xaTkaH «kKbliKanaMm XKafblHAblnapbl»
6enHeciHae. AHHa OnaduaaTbIH GOTOCHI.

KepmegeH wbifa Hepicte kenywinepai Ban F'or kapTuHanapbiHbIK,
bparmeHTTEPiIMEH KdAeChINap Kapchl anagbl. AHHa OngdunatbiH GoTOChI.

BaH orTbiH, aBTONOPTPETIHIH KeLlipMenepi XaHe OHblH, «KyaAbi34bl TyH»
6acnacbl 6ap Tayapnap. AHHa OnaduaaTbiH, GoToChI.
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Appendix

34 50 Zulfiya Muradova

Concert Overture "Shunchaki Khazil” by Mustafo Bafoyev
through Intertextual Projection (in Russian)
Ex. 1 Episode 1. Fragment: “Jest” by Bach and "Usul” by "Motif of Fate".
Ex. 2 Episode 2. Fragment of the "Chinese” melody.
Ex. 3 Episode 3. Fragment of the “Makom"” melody.

Ex. 4 Refrain (fragment).

5 1 7 3 Anastassiya Martynova
On the Polysemy of the Interpretation Concept in Music (i1 Russian)
Figure 1 The hierarchy of the organization of expressive performance tools.

Figure 2 The structure of the content.

9 5 1 1 1 Aidos Seitzhan
Rethinking the Position of a Human Being in a Socio-Cultural Context
in the Concept of Film Director Vladimir Tyulkin (in Russian)

Figure 1, 2 Stills from the film Lord of the Flies.
Figure 3, 4 Stills from the film 73 Kilometers.

Figure 5, 6 Stills from the film /t’s not about Dogs.
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[Mpnno>xeHune

YmumxaH [>xymakosa

WckycctBo MHTeprpeTtauun Po3bl barnaHoBow: Ha nepeceyeHnmn
HapOAHOrO, 3CTPaAHOrO U KaMepPHOro CTWU/ei B Ka3axCKon necHe
(Ha aHenutickom)

MeBunua Po3a barnaHosa. 11.09.1958. AsTop doto: CraHosoB, PVIA HosocTu.

Po3a barnaHoBa Ha cueHe ocyaapCTBEHHOrO akagemMmnyeckoro
Bosnbworo teatpa CCCP. 1967. Astop doTo: AnekcaHap HeexuH,
PWA HosocTtu.

Po3a barnaHoBa «TaH Camanbi». ApxvBHasa BUAEO03aNnUCh. VICTOUHMK:
www.instagram.com/roza_baglanova_resmi/reel/CVUFBc9objR/

Asamat imaH6aes, lNanna beremb6eTtoBa

Kasaxckaa HapogHasa My3bika B CAKCOPOHHbIX MPOV3BEAEHNAX
Komno3utopoB KasaxcraHa (+a aresutickom)

Cnvcok npousBeAeHnii komnosutopos KasaxctaHa ans cakcopoHa
Ha OoCcHoBe 06pa3L0B Ka3axCKoW HAPOAHOW My3bIKH.

A. OpeHbyprckumit. «OTpaxeHne» Ha TeMy necHn Abas «ARTTbIM canem,
Kanam kKac», 5-16 TakTbl.

A. OpeHbyprckuin. KoHuepTHas nbeca ans cakcopoHa-anbra
n dopTenmaHo Ha TeMy necHu «Kencis TyHAe Xapblk an», 13-31 TaKTbl.

A. OpeHbyprckuii. PaHTazns Ans KBMHTETa cakcoPpoHoB, 9-21 TakTbl
(KpacHbIM BbleneHa cobHas NapTusa cakcoPoHa-cornpaHo).

FO. NlebeseBa. KoHuepT ana cakcodoHa 1 yxOBOro opkecTtpa
«From KZ», Tema necHu «bip 6ana» 13 BTOpOI Yactv B napTum
cakcopoHa-conpaHo.

QR-ccbinika Ha BUAeo «Kazaxckuin cyBeHup» A. PegsHunHa.

QR-ccbiika Ha Bugeo «Mongabaniapbit, aHi» A. AbanHypoBsa
B MCMOJIHEHUW KBUHTETa CakCOPOHUCTOB KasaxcKol HaLMoHalbHOWM
KOHcepBaTopun UMeHn KypmaHrasbi.
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1 1 2 1 35 AnHa Ongdung,
Lindposbie MeuTbl 1 COMHUTENbHAA NPUObLIIbL: BbI3OB UMMEPCYBHOTO

Ban lora (ra arznuiickom)

PucyHok 1 Bxog Ha BbicTaBKy «BaH l[or: onbIT norpy>keHuns». Opo-Bannn, ApnsoHa.
8 aBrycra 2024. ®oto AHHbI Onaduna.

PucyHok 2 ABTOp B rajsiepee CBETALLMXCA LUPPOBBIX «KapTUH». BbicTaBka
«BaH lor: onbIT norpy>kenHunsa». Opo-Baann, ApnsoHa. 8 asrycra 2024.
®oto Makca CeHapcnaHa.

PucyHok 3 LindpoBoe nsobpaxeHue untatbl BaH [ora Ha cTeHe: «Kakoi Bbina
6bl XW3Hb, EC/IN Y HAC He XBaTW/IO Bbl CMENOCTU YTO-TO NMPEANPUHSATBL>.
®oto AHHbI Ongdung,.

PucyHok 4 CeMbM € eTbMUW OTAbIXAtOT B KOMHATE MOTPY>KEeHWUA Nog, NbixTeHne
undposbix noeszos. Poto AHHbI Onaduna.

PucyHok 5 LindpoBas «3Be3zHas HOUb» BAOXHOBASET MHOIVX NMOCETUTENEN
cAenatb CHUMKW Ha namaTb. ®oto AHHbI Ongduna.

PucyHok 6 Makc CeHapcnaH B ETAWMX «Ma3kax Knuctm». ®oto AHHbl Ongduna.

PucyHok 7 CyBeHupbl ¢ parMeHTaMu KapTuH BaH Fora BCcTpeyatoT noceTmtenen
Ha BbIXoZe C BbicTaBkn. PoTo AHHbI Ongdung,.

PucyHok 8 Konunn aBTonoptpeta BaH lora 1 ToBapbl C NPUHTOM ero «3Be34HOoM
Houm». ®oTo AHHbI Ongdung.
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