ISSN 2960-2351 (online)

) Kazakh National ISSN 2960-2343 (print)
Conservatory

The music voice of Kazakhstan

Volume 13

International Peer-Reviewed Journal

No. 3

2025



Kypmanraspr arbinparsr Kasak yATTBIK

OHCEPBATOPH ACBI

Kasaxemansuay sysuixasons dayoice

XANbIKAPA/bIK PELLEH3UATAHATBIH XXYPHAJ r/)
K

MEXAYHAPOAHbIN PELLEH3UPYEMbIN XKYPHAJ

Tom 13

2025

¢ )aryn



(Sa[’yn N2 3. 2025

XYPHAN TYPAbI

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, NHAEKCTEY XKOHE 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 201 6yipblfbl) FblAbIMU KbISMETTIH, HETi3r HATUXENEPIH Xapuanay
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 KFAW (KazakcTaHabIK FblbIMN Aa1ieKce3 NHAEKC), YMFTCO (¥ATTbIK MEMAEKETTiK
FbINbIMU-TEXHMKaNbIK capanTama opTasbiFbl), RILM (Répertoire International de Littérature
Musicale), PFAW (Peceinik fbinbiMu gaekces nHaekci), Knbep/leHnHkasa nHaexkcrenes,.

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 HacmxaTTayFa 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 xapwusanay 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 OpHanacTblipca a, Peno3nTopuiire 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. 201 dated 25.01.2024) for publication
of the main results of academic activity (category “Arts and Humanities”). Besides, Saryn
is indexed by KCI (Kazakhstan Citation Index), NCSTE (National Center of Science
and Technology Evaluation), RILM (Répertoire International de Littérature Musicale),

Russian Science Citation Index, 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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PACNPOCTPAHEHUE, NHAEKCUPOBAHUE U APXUBVPOBAHWE

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 BkatoueH B Cnivcok 2 lNepeuns nsgaHnii, pekoMmeHayemMbix Komutetom no obecneveHmto
kayecTtBa B cdepe Hayku v Bbiclero obpasoaHus (KOKCHBO) MuHmcTepcTBa Hayku U BbICLLETO
obpazosaHus Pecnybamnkm KasaxcraH (npmkas N2 201 ot 25.01.2024) gns ny6avKaLmMm OCHOBHbIX
pe3y/nbTaToOB Hay4YHOW AeATeNbHOCTH (pa3gen «/IcKycCTBO v ryMaHUTapHble HayKu»).

Momumo 3toro, Saryn nHaekcmpyetca B KMHL, (KaszaxctaHCckom nHAekce Hay4YHOro
untnpoBanus), HUMHT (HaumoHanbHOM LieHTpe rocyapCTBEHHOW HayUYHO-TEXHNUYECKON
akcnepTm3bl), RILM (Répertoire International de Littérature Musicale), PUHLL, (Poccuitckom
WHAEKCe HayYHOro LTMpoBaHusa), KnbepJleHnHke.

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 NPUBeYb
ymTaTenel, NoBbLICUTb Y3HABaEMOCTb U CAenaTb onybanKoBaHHble B Saryn ctaTbu 6onee
AOCTYMHbIMK Ana noucka B VHTepHeTe. [lns Toro utobbl 06e3onacuTb PyKONMCKU OT MPUCBOEHUA
He,06pOCOBECTHLIMM aBTOPaMK, CaefyeT yKkasbiBaTb bk Ha DOl naun ccbiaky Ha cant
XypHana Saryn, rae onybavkoBaHa UCxoAHas Bepcus cTaTbu. ITO NO3BOIUT 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 3arpy3unTb 1x
B HE3aBUCUMbIA Peno3nTopuii unm 6asy AaHHbIX NPy opraHu3auunm, apGUaMpPoBaHHOW C HUMM.
CraTbs, onybankoBaHHas B COaBTOPCTBE, MOXET ObITb pa3MeLLleHa B Perno3nTopum, Jaxe ecan
COaBTOpPbI Pa3MeCcTWIN ee B 3NeKTPOHHbIX BrbanoTekax Apyrux opraHusauuii. Baaumogeicremne
C APYTVIMU PENO3MTOPUAMM NO3BOJAET YBEANUNTL YNTATENbCKYHO U LUTUPYIOLLYIO ayAUTOPUIO,
AiaeT BO3MOXHOCTb KOJIIeraM v CTyZleHTaM 03HaKOMUTLCS C UCCNef0BaHUAMM, 063aBecTUCh
€MHOMbILINEHHMKaMW U HOBbIMW BO3MOXHOCTAMM.
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KipiCcnE ce3

KypmeTtTi okbipmaHaap!

Saryn >cypHanbiHblH, 2025 Xbinfbl KbipKyek abiHAaFbl HOMIpi KasakctaH Pecnybavkacs! fbiibiM
>KHe XKofapbl 6iNiM MUHUCTPAIMIHIK TananTapbiHa XXaHe peLeH3nANaHaTbIH XypPHangapAbl Wbifapy XeHiHaeri
XanblKapanblk CTaHAapTTapFa Carkec pesakLMaiblK KEHCce MyKUAT ipikTen anfaH MatepuangapiaH KypanfaH
WHTEepHaLMOHan aBTopaap KypaMblHbIH MaKananapblHaH Typagbl.

[Janusap bepxanpakoB (Anmartbl) neH Xako6o lacnap MpaHaanbabiH (Buro) 3eptreyi MaHyanb
ae ®anbaHblH «CUKbIpAbl MaxabbaT» 6aneTiHaeri «Maxab6aT cafblHY dHi» aTTbl TYbIHABICbIH Taajay+a
HerizgenreH. ABTOp/iap LWblFapMaHbl akaZeMusablk, KOHTeKCTeri GoNbKAOPbIK ASCTYPAIH TEMOPIK
PEeKOHCTPYKLMACBIHbIH, YATICI peTiHAE KapacTbipazbl, YATTbIK YH MeH M3AEHUN KOATbI XEeTKi3yAeri TeMOpaiH,
peniHe Hasap aysapagbl. )KyMbICTa KaHTe XOHAO 3/IeMEHTTEPiH BOKaNAbIK XaHE OPKeCTPAiK ApaMaTyprussa
€Hri3y TeTikTepi aHbIkTanbIM, XX facbipAasbl eyponanblk My3blka ApPamMaTypruscbiHbliH MYMKIHAIKTEPIH XKaHa
KblpblHaH MarbIMAayFa >0/ allajpl.

BuonetTta FOHycoBaHbIH (Mackey) Makanacbl My3bikaTaHyLubl >KnBaHW MuUxainoB yCbiHFaH My3blKablk-
M3ZEHM ASCTYP TY>KbIpbIMAAMaCbIHa XaHe «My3blKkanblk rnobyc» Aen aTanatblH PErMOHUPARY XKYyNeciHe
apHasnfaH. ABTOP 3epTTeYLUiHIH 9N1eMAiK My3blKablk MAAEHWETTI TeK reorpadusablk Wekapanap apkblibl
faHa eMec, aKIMLUINIK, TiNAIK XaHe giHn-dunocodusanbik GakTopaap TypFbiCbiHAH NarbiMAayFa Heri3genreH
KaHa My3blka TapuXbIH Xacay TacifiHe Ha3ap aygapabl. Muxaiinos eHbekTepiHiH, Mackey My3blkasblK
M3ZeHMeTTaHy MeKTebiHiH, KanblnTacyblHAaFbl MaHbI3AblNblfbl ALLbIbIM, ayTEHTUKAbIK MY3blKajblK
TEPMWUHONIOTUAHBIH, POJI MeH A3CTYPAEPAI KeLLeHAi 3epTTey KaXeTTiNir Typanbl MAaesnapbliHbiH ©3€eKTiAIr
KepceTines,.

Akmapan baikyatoBa meH PaywaHn HypTtasaHblH (AcTaHa) XXyMbICbl Ka3akK My3blKajblK ASCTYPIHAET
3THOTepanus GeHoMeHiIHe apHanfaH. ABTopaap A3CTYpAi AblObICTbIK ToXKipnbenepair cayblKTbipy a1eyeTiH
3epTTen, oNapAblH SMOLMOHaNAbIK Tene-TeHAIKTI KaanblHa KenTipyAeri, MOAEHW CONKECTIKTI HblFaTyAafbl
KaHe Tepanuanblk AblbbICTbIK OpTa KaablNTacTbipyAasbl peiH kepceTesi. XyMblC 3aMaHayun My3blkaTepanus
dAiCTepPiH Ka3ak, My3blKaCblHblH, CMMBOAMKACkl MEH acnanTblK dPTYPAINIFIH TangayMeH yLTacTbipbir,
3THOTEePaNUANbIK TACIAAEPAT KONAAHYABIH XaHa MYMKIHAIKTEPIH aluazbl.

3aype CmakoBa (AnmaTbl) MeH l'ynbHapa Kys6akoBaHbiH, (AcTaHa) eHberi Ka3ak 4oMbbipa KynaepiHiH,
6asHfa apHanfaH eHAeynepiH YATTbIK A4SCTYP MEH eyponasblK acnantblk TaXipnbe KUblAbICbIHAAFbI
Kpocc-mageHV GeHOMeEH peTiHAe KapacTbipaibl. ABTOpAAp XKaHPAbIH TapUXM XXaHe CTUbAIK epekLLenikTepiH
alikblHAaM, KapanabiM TpaHCKpUNuusiapaaH 6actan scTpasanbik-AXa3ablK CTUAb INEMeEHTTepI bap
BMPTYO3AbIK OHAeYyepre AeRiHri aykbIMbIH Tangangbl. XymblicTa 6asHAbIK MHTepripeTaumanap Kynanepai
MOZanbAblK-MHTOHAUMANBIK TabWFaTbIH CakTan KaHa KoWMaw, acnanTblH KeHenTiareH dakTypasblk XaHe
TeMBpPAiK MYMKIHAIKTEPI apKblibl OHbl TYPAEHAIPETIHI aTan KepceTiin, opbIHAAYLLbIIbIK XaHe nejarornkanbik,
ToXipnbenep yLiH XaHa NepcrnekTnaBanap albiaagbl.

Hewmipai asakTainTeiH AHMna KycaHoBa (AnmaTbl) MeH DainxaH LLopabekTiH (Hirae) makanacel
Tenecepuangapgaasbl xopeorpadusaHbl MaAEHW XaHE KPOCC-MBAEHN KOATapAbl berHeney kypasbl peTiHae
KapacTbipazbl. by kepiHicTepi Kypaeni aneyMeTTiK ANCKYPCTapAbl XKETKI3yre XXaHe 3KpaHablK 6asHAayAbIH,
ApamMaTypruscbiH KywwenTtyre kabinetti Bepbansbl eMec KOMMYHUKaLMA XyNeci peTiHAe TangaHagbl.

XKyMbic xopeorpadpusaHbl NanganaHy MeanamaTiHHIH KOPKEMAIK MYMKIHAIKTEPIH KEHENUTETIHIH KaHe YATTbIK
xopeorpaduanbIk 43CTYPAEPAI OTaHAbIK Tenexobanapfa NHTerpaumsaaay nepcnekT1BanapbiH allatbiHbIH
KepceTtes,.

Bi3 Saryn >xypHanbiHa MakananapbiH YCbiHFaH aBTOpP/apFa afbiC alTambl3, COHAaN-aK ap peLeH3eHTKe
(6ip Makanara Ma3MyHZbIK epekLLeNiriHe Kapaw eki XoHe OZ.aH fja Kern peLieH3€eHT KaTbicabl) Koixkaszbanapfa
nikipaepiHze kacibu keHecTepiH agMal 6enickeHi yLWiH pu3aLllbiibiFbIMbI3Abl 6ingipemis. bis ywiH Saryn
XapvisnaHbIMaapbl KypcbiHa agan 6obin, pefakumsaibik cascaT aikbiHAafaH MakcaTTapfa cail bosy epekiue
MaHbI3Zbl. PesakunsaHbIH TaHAaNFaH 3epTTey HaFbiTbiHa KOCKaH LWafblH YAeCi FblabIMU BiNiMHIH, 4aMybiHa
bIKNan eTesi Aen YMITTEHEMI3.

Jamup YpasbimbeTos,
6ackapyuwel pedakmop
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FOREWORD

Dear readers!

The September 2025 issue of Saryn consists of articles by an international group of authors, meticulously
selected by the editorial office from the submitted materials adhering to the requirements of the Ministry
of Science and Higher Education of the Republic of Kazakhstan and international standards for the publication
of peer-reviewed journals.

The article by Daniyar Berzhaprakov (Almaty) and Jacobo Gaspard Grandal (Vigo) analyzes
“The Song of Love Longing” from Manuel de Falla’s ballet “Love the Magician.” The authors present
the work as an illustration of the timbral reinterpretation of folklore tradition in an academic context,
focusing on the role of timbre in conveying national sound and cultural identity. The study reveals
the mechanisms of integrating the elements of cante jondo into vocal and orchestral drama, providing
a new outlook on the interaction of folklore and academic traditions and expands the understanding
of dramatic potential in European music of the 20th century.

The study by Violetta Yunusova (Moscow) is devoted to the concept of musical and cultural tradition
and the "Musical Globe" regionalization system proposed by musicologist Jivani Mikhailov. The author focuses
on the researcher’s approach to constructing a new history of music, which is based on understanding world
musical culture through the prism of commonality of management, languages, the specifics religious
and philosophical factors, and not only geographical boundaries. The author reveals the significance
of Mikhailov's works for the formation of the Moscow school of musical cultural studies, emphasizing
the relevance of his ideas about the role of authentic musical terminology and the need for a comprehensive
study of traditions.

The article of Akmaral Baikuatova and Raushan Nurtaza (Astana) is devoted to the phenomenon
of Ethnotherapy in the Kazakh musical tradition. The authors explore the healing potential of traditional
sonic practices, highlighting their role in restoring emotional balance, strengthening cultural identity,
and shaping a therapeutic soundscape. The work combines the contemporary music therapy with an analysis
of the symbolism and instrumental diversity of Kazakh music, new possibilities for the use of ethnotherapeutic
methods.

The study by Zaure Smakova (Almaty) and Gulnara Kuzbakova (Astana) examines button accordion
(bayan) treatments of Kazakh dombra kuis, viewing them as a cross-cultural phenomenon at the intersection
of national tradition and European instrumental practice. The authors identify the historical and stylistic
features of the genre, following the range from straightforward arrangements to virtuoso transcriptions
with elements of pop and jazz stylistics. The work emphasizes that button accordion interpretations
not only preserve the modal-intonational nature of the kui, but also reshape it through the expanded
textural and timbre capabilities of the instrument, which opens up new horizons for performing
and pedagogical practices.

The final article by Anipa Kussanova (Almaty) and Adilkhan Shorabek (Nigde) examines choreography
in television series as a tool for representing cultural and cross-cultural codes. Dance scenes are analyzed
as a non-verbal communication system that can convey complex social discourses and enrich the dramaturgy
of screen narration. The work demonstrates that the use of choreography expands the artistic potential
of the media text and opens up prospects for the integration of national dance traditions into local television
projects.

We are grateful to authors for their interest in publishing in Saryn journal, and we also express our
gratitude to every reviewer (there are two or more reviewers for each article, depending on the content
of the reviews) who generously shared their professional insights in the reviews of the manuscripts. It is crucial
for us to remain committed to the chosen publication path and adhere the goals set by the editorial policy.
We sincerely hope that the modest contribution of the editorial team to our chosen research field will advance
the development of academic knowledge.

Damir Urazymbetov,
Managing Editor
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(Sa[’yn N2 3. 2025

16

BCTYNUTENBHOE C/IOBO

[Joporue untatenn!

CeHTA6pbCKUIA HOMep Saryn 3a 2025 roz COCTOWT U3 CTaTel MHTEPHALIMOHaNbHOIO COCTaBa aBTOPOB,
TLWaTeNbHO OTOBPaHHbIX PeAakLMOHHBIM OPUCOM U3 MPUCIAHHbBIX MaTePUaNoB B COOTBETCTBIN
¢ TpeboBaHNAMN MUHUCTEPCTBA HayKW U BbiCLLero obpasoBaHus Pecnybamnku KazaxcrtaH n MexXayHapoaHbIMU
CTaHAapTaMy U34aHUA PeLeH3MPYeMbIX >KyPHaIOB.

Vccneposanne [laHuspa bepxkanpakosa (Anmartbl) 1 Xako6o lacnapa MpaHgans (Buro) ctpountcs
Ha aHanuze «[lecHn ntoboBHOM TOCKM» 13 BaneTa «J/1Ito60Bb — BoAWwebHULa» MaHyans ge Panbn. ABTOPbI
paccmaTtpurBaloT NPoW3BeseHNe Kak npumep TeMOPOBOW PEKOHCTPYKLMM GONbKNOPHOMN TPaZMLMK
B aKaZ,eMNYeCKOM KOHTEKCTE, yAenas BHYMaHue poaun TemMbpa B nepeAave HaLMOHaNbHOTO 3ByYaHus
N KyNbTYPHOTO Koga. B paboTe BbIABAAIOTCH MEXaHU3Mbl MHTErPaLLMN 31EMEHTOB KaHTE XOHAO0 B BOKaJIbHYHO
1N OPKeCTPOBYHO ApamMaTypruto, YTo NO3BO/AET NMO-HOBOMY OCMbICAUTL B3aUMOAeNCTBUE GOBKIOPHbIX
N aKaZeMUyeckmx TPaauLMA N paclumpseT NpeacTaBaeHns O BO3MOXHOCTAX ApaMaTyprv B eBpOnericKom
My3bike XX Beka.

CraTbs Buonettbl FOHycoBoi (MockBa) NocBsLLeHa KOHLEMNLMUM My3blKaabHO-KYAbTYPHOW Tpagmumum
N cUCTEME PernoHNpPoBaHNa «My3bikanbHbIA TN06YC», MPeANOXEeHHON My3blkoBeAOM [>knBaHN Muxannosbim.
B LieHTpe BHMMaHMS aBTOpa — MOAXOS, UCCNe0BaTENsA K CO3AaHNI0 HOBOWM UCTOPUM MY3biKW, B OCHOBE Yero
JIEXXNT OCMBbIC/IEHVE MUPOBOW My3bIKasIbHOW KyNbTypbl Yepe3 Npu3my aAMUHUCTPATUBHBIX, A3bIKOBbIX
N penmrmosHo-ounocodpckmnx GakTopos, a He TObKO reorpapuueckmx rpaHumL,. ABTOp packpbliBaeT 3HaueHme
TPyAOB MuxainoBa /15 CTaHOBAEHNA MOCKOBCKOM LLKOJIbl My3blKaNbHOM KY/IbTYpPOAOrMK, OTMeYas
aKTya/sbHOCTb €ro UAein 0 Poau ayTeHTUUYHON My3blKabHOW TEPMUHONOTUM N HEOBXOANMOCTU KOMMIEKCHOTO
N3yyeHns TpaauLnii.

Pabota Akmapan baiikyaTtoBoii 1 PaywaH HypTasa (ActaHa) nocesiyeHa GeHoMeHy 3THoTepanmm
B Ka3aXCKOW My3blKasbHOM TpaauLmn. ABTOPbI MCCEAYHOT 0340PaBABatoLWMIA NOTEHLMAN TPAANLMOHHbIX
3BYKOBbIX MPaKTUK, AEMOHCTPUPYA X POJIb B BOCCTAHOBNEHWUM SMOLIMOHAIbHOTO PaBHOBECUS, YKPENIeHUN
KyNbTYPHOW MAEHTUYHOCTN 1 GOPMUPOBaHUN TepaneBTNUECKOW 3BYKOBON cpesbl. PaboTta coueTaeT MeToAbl
COBPEMEHHOW My3bIKOTEPanuun C aHaaM30M CUMBOJIMKWA N MHCTPYMEHTaNbHOIO pasHoobpasms Ka3axckowm
My3bIKW, OTKPbIBasA MNEePCNeKTUBLI ANA MPUMEHEHWA STHOTEPaNeBTUYECKMX MNOAXOAOB.

B tpyse 3aype CmakoBow (Anmarbl) 1 N'ynbHapbl Ky3bakoBoi (ActaHa) n3yyatotcst 6asHHble 06paboTku
Ka3axckux JOMBPOBbIX KIOEB, pacCMaTpUBaeMbIX Kak KpOCC-KyNbTYpPHbIA GeHOMEH Ha nepeceyeHnm
HaLMOHaNbHOW TPaAWLIMN 1 eBPOMENCKON MHCTPYMEHTaNbHOM NPaKTUKW. ABTOPbI BbIAABASIOT NCTOPUYECKME
N CTUANCTUYECKME OCOBEHHOCTU XXaHpPa, MPOCAEeXMBas AMana3oH OT NPOCTbIX NEPENOXKEHNUI L0 BUPTYO3HbIX
TPaHCKPUMLMIA C 31eMEHTaMMN 3CTPaAHO-AXAa30BOWN CTUANCTUKM. PaboTa Npu3biBaeT K TOMY, UTO BasHHbIe
WHTepnpeTaumun He TONIbKO COXPaHAIOT MOZabHO-UHTOHALIMOHHYHO MPUPOAY KHosl, HO 1 TpaHChOpPMUPYOT
ee 3a cYeT pacLluMpeHHbIX GakTypHbIX U TeMOPOBbIX BO3MOXHOCTEN UHCTPYMEHTA, UTO OTKPbIBAET HOBbIE
nepcneKkT1BbI A5 MCMOJHUTENbCKOM M Nefarormnyeckon NpakTmk.

3aBepLatoLas Homep ctatbs AHuNbl KycaHoBoi (Anmartsl) 1 DainxaHa LLopabeka (Hurae) paccmatpuBaet
xopeorpaduio B Tesiecepmnanax Kak CpescTBo pernpeseHTaLmmn KyabTyPHbIX Y KPOCC-KYbTYPHbIX KOZOB.
TaHLEeBaNbHble CLIeHbl aHaNM3UPYHOTCA Kak HeBepbasibHas cMcTeMa KOMMYHMKaLLMK, crnocobHas nepeaaBatb
CNOXHble coLmanbHble ANCKYPChbl U YCUAMBATbL ApamMaTyprito 3KpaHHOTo noeecTBoBaHWsA. PaboTa
AEMOHCTPUPYET, UTO UCMOJb30BaHMeE Xopeorpadun paclUMpeT Xy[0XKeCTBEHHbIE BO3MOXHOCTV MeAMaTekcTa
N OTKPbIBAET MePCreKTVBbI MHTErpaLmMn HaLMOHaNbHbIX XOpeorpadunyeckmx TpaanLMin B OTeUeCcTBEHHble
TenenpoeKThbl.

Mbl 6narop,apV|M aBTOPOB 3a nHTepec K ny6nvn<au,|/w| B >XXypHane Saryn, 6narop,apV|M Ka>XAo0ro peueH3eHTa
(a Ha O4HY CTaTblo NPUXOANTCA ABOE, @ TO N 60/blUe B 3aBUCMMOCTU OT CoAep>KaHnaA peu,eH3|/|17|),
KTO Weapo gennnca CBOMMu I'IpO(')eCCVIOHaJ'IbeIMI/I COBETAMM B OT3bIBax K PyKOMUCAM. ,ﬂ.]’lﬂ Hac 0cobeHHOo
Ba>XHO OCTaBaTbCA NMPUBEPXKXEHHBIMU KypCy I'Iy6}'IVIKaLI|I/IVI Saryn N COOTBETCTBOBATb LUeNAM, onpegeneHHbIM
pe,ﬂ,aKLl,I/IOHHOVI noanTnkon. OueHb HajgeemMca Ha TO, UTo CKpOMHbIVI BKaaj pefakunn XXypHana B Bbl6paHHO€
HaMW HanpaBJieHNe I/ICCJ'Ie,CI.OBaHI/I[/'I 6y,u,eT cnocobcTBoBaTh Pa3sBUTUO HAyYHOIO 3HaHWUA.

[amup YpasbimbeTos,
ynpasasarowuli pedakmop

MEXAYHAPOAHbBLIA PELEH3UPYEMbBIA XYPHAN SARYN
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Berzhaprakov, Daniyar, and Jacobo Gaspar Grandal. “Representation of the Flamenco
Tradition in "El Amor brujo’ by Manuel de Falla.” Saryn, vol. 13, no. 3, 2025, pp. 17-35.
DOI: 10.59850/SARYN.3.13.2025.310.

KEYWORDS Timbre, flamenco, Manuel de Falla, musical identity, sonic memory, cante jondo.

ABSTRACT. The article analyses The Song of Love Longing from the ballet Love the Magician (El Amor brujo)
by Manuel de Falla — a piece combining academic compositional technique and folkloric features

of the flamenco genre. This work is a unique model of timbre reconstruction of folk tradition within
symphonic music. The relevance of the study arises from the current interest of musicology in musical
identity and sonic memory. The role of timbre reaches a higher level as a mean of authentic national sound
in the context of post-folkloric consciousness. Against this background Falla’s reference to seguiriyas

as a profound canon of cante jondo becomes not a mere stylisation but an artistic act of cultural code
interpretation. The scientific novelty identifies mechanisms of timbral transmission of folkloric intonations
articulation and rhythms by means of academic music. The structure of folkloric form emerges for the first
time as a foundation of academic movement construction and the representation of genre elements such
as llamada, remate and marcaje in orchestration and vocal line. The methodology of the study incorporates
timbral and modal harmonic analysis of rhythmic structure and vocal tessitura in comparison with Andalusian
folk traditions. The results of the study demonstrate that The Song of Love Longing constitutes a unified
carefully devised composition where timbre rhythm and form function as a coherent expressive system
conveying the affective essence of cante jondo and unveiling new perspectives of folkloric dramaturgy

in academic art.

CONTRIBUTIONS OF AUTHORS

Daniyar Berzhaprakov — data analysis and systematization, writing the main text of the article, editing
of the text at all stages, including sources engagement, compiling the references.

Jacobo Gaspar Grandal — classification of the material, the selection of appropriate sources, adjustment
the article text, setting of the research goal and objectives, conceptualization of the results.
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Bep>canpakos, [aHusap, xaHe Xakobo lacnap MpaHaanb. «<MaHyanb ge OanbsHblH
“Maxab6at cafblHy aHiHAeri" dnameHKo aacTypi». Saryn, 1. 13, N2 3, 2025, 17-35 6.

DOI: 10.59850/SARYN.3.13.2025.310. (AfblALWbIHLLIA)

TIPEK CO3AEP Tembp, nameHko, MaHyanb ge ®anbs, My3blikanblk Hiperennik, 4bl6bICTbIK XKaabl,
KaHTe XOHZO.

AHAATNA. Makanaga GnameHKo 6afbITbIHAAFbI aKageMUAIbIK, KOMMIO3MLMABIK TOCINLEPMEH Xa3blifaH
MaHyanb ae PanbaHbiH «CuKbIpabl Maxabbat» baneTiHaeri «Maxabbat cafbiHy aHi» TangaHbliaabl. bya WweiFapma
XablK ADCTYPAEPAIH TEMOPIIK XKaKTapblH KaWTa XaHFbIpTyAblH, epekLue yarici 6onbin Tabblnazbl. 3epTreyaiH,
©3eKTiNiri 3amMaHaym My3sblkaTaHyAblH, My3blKablk Hipereinik neH AblObICTbIK Xazbl MacenenepiHe aereH
KbI3bIFYLLbIIbIFbIMEH aiKblHAANaAbl. By TypFbiaa TeMOP WbIHAMbl YATTbIK AbIObICTI WbIFAPY KYpasbl PeTiHAE
epekLue MaHpi3fa ne 6onagpl. e PanbaHbIH KaHTe XOHAOHbIH, TePeH, KAHOHbI PETIHAET CUTUPUIAFA XKYTiIHYI
CTUAN3aUMAHBIH, LIEHOEPIHEH LUbIFbIMN, M3ZAEHM KOATbI TYCIHAIPYAIH KOpPKeM akTiciHe aliHanaabl. 3epTTeyaiH,
FbUIBIMW KaHa/IbIFbl aKaZeMUAbIK My3blka Kypangapbl apkblibl GOAbKAOPbIK MHTOHALMUSAHbBIH, TeMBpiK
KaFblH XEeTKI3y, apTUKYAALMsAHBI XXSHE bIPFaKTbIK KYPblIbIMAAPAb! aHbIKTay 60/bIN Tabblnagbl. Affall pet
donbknopbik Gopma akageMusAbIK My3blKasblK ApaMaTyprysHblH, HETi3iHAe KapacTbipblaadbl, an tdamada,
pemMame XaHe Mapkaxe CUAKTbI XXaHP/bIK SNEMEHTTEP OPKECTPOBKaZa XaHe BOKaNAbIK Xenige 6ankanazbl.
OJicHaMa aHAaNy3MANbIK XasblK ASCTYPAEPIMEH Ca/bICTBIPMa PETIHAE XacaifaH bIpFakTbiK KYPblIbIM MeH
BOKa/ZAblK TECCUTYPaHbIH, TEMBPIK XXoHe MOZAANbAbIK-TapPMOHUSABIK TangayblH KaMTUAbl. 3epTTey HaTUXKeNepi
6owblHWa e PanbsHbiH «MaxabbaT cafblHy aHi» BipTyTac, oMNacTbipblfaH KOMMNO3WLMA PETIHAE XKa3bliFaHblH
aHbIKTayfa 60nasbl, OHZa TeMOp, bipfFak XaHe dopma BipbIHFall MaHepi Xye peTiHAe KapacTbipblaazbl.

By KaHTe XOHAOHbIH, addEKTUBTI MOHIH XaHe akaZeMusAblK eHepaeri GOobKAoPAbIK ApamMaTyprisiHbiH XaHa
nepcnekT1BanapbIH allagbl.

ABTOPNAPAbIH, YNECI

A. B. bep>xanpakoe — fepeKTepsi XuHay, Tansay >xaHe xyneney, MaTiH xa3y, bapablk Ke3eHzepae Makana
M3TIHIH pejakumanay, Aepekke3aepMeH XyMbIC iCTey, Aepekkesaep Ti3iMIH Xacay, MakanaHbl peciMaey.

X. Facnap paHdane — MaTepunanibl XXyneney, nanganaHblifaH Aepekke3sepai TaHaay, Makana MaTiHiH
XXOHAeY, 3epTTeyAiH MaKcaTbl MeH MIHAETTEPIH aHbIKTay, Makana MaTiHIH peAakuusanay, HaTuxxenepai
TY>KbIpbIMZAY.
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Bep>canpakos, [anusp, n Xakobo lacnap MpaHganb. «Tpaguums daameHKo
B “lNecHe ntoboBHOM Tockn” MaHyans ge Panbun». Saryn, Tom 13, N2 3, 2025,

c. 17-35. DOI: 10.59850/SARYN.3.13.2025.310. (Ha aHrannckom)

KJIFOUEBBIE C/IOBA Tembp, dnameHko, MaHyanb ge ®anbs, My3bikaabHas MAEHTUYHOCTb, 3BYKOBas
namsTb, KaHTE XOHZAO.

AHHOTALMA. B cTaTbe aHanv3npyetcs «llecHs Nr060BHOM TOCKU» U3 6aneta «J1toboBb-BOALLEOHMLA»
MaHyans ge ®anbu — Npon3BeAeHNEe, COYeTaroLLee akageMnyeckre KOMMO3NLMOHHbIE MPUEMbI

¢ GONbKNOPHBIMU YepTaMu GpaMeHKO. DTO COUMHEHUE MPEeACTaBASET COBOW YHMKaNbHbIV NpUMep
TEeMBPOBOV PEKOHCTPYKLMW HAPOAHOW TPAAULMN B CUMOOHNYECKOM KOHTEKCTE. AKTYasIbHOCTb
nccnesoBaHNsA onpeaensieTcss COBPEMEHHbBIM MHTEPECOM My3bIKO3HaHWS K BOMPOCaM My3blKabHOWM
WAEHTUYHOCTM 1 3BYKOBOM NamMATn. B 3ToM KoHTekcTe TeMbp nprobpeTtaeT ocoboe 3HaueHmne Kak CpeAcTBO
nepesauv NOANMHHOIO HaLMOHaIbHOTO 3BYYaHUs B YCIOBKAX NOCTHONbKAOPHOrO co3HaHusA. ObpalleHne
ae Panbu K curnpuine Kak rnybuMHHOMY KaHOHY KaHTe XOHAO BbIXOAUT 3a paMKu CTUAM3ALIMMN U CTAHOBUTCS
XyL,0XKECTBEHHBIM aKTOM MHTEPPeTaLMmn KyIbTYPHOTO Koga. HayuHas HOBM3Ha UCCeA0BaHUSA 3aKkaroYaeTcs
B BbISIBJIEHUW MEXaHU3MOB TeMOPOBOW Nnepesaunt GOIbKIOPHON MHTOHALMK, aPTUKYAALIMN U PUTMUNYECKUX
CTPYKTYp CPefcTBaMu akajeMUYeckol My3bikv. Bnepsble cTpykTypa $onbkIOpHOM GopMbl paccMaTpuBaeTcs
KaK OCHOBa aKaZleM14ecKon My3blKalbHOWM ApamaTypriu, a XXaHpoBble 3/1eMeHTbI, Takme Kak tamada, pemame
N Mapkaxe, NPOCAEXUBALOTCA B OPKECTPOBKE U BOKaJIbHOW IMHWW. MeTOA0N0rUA BKAOYAET TeMOPOBbIN

1 MOZAIbHO-FaPMOHNYECKUA aHaNN3 PUTMUYECKON CTPYKTYPbl Y BOKa/NbHOW TECCUTYPbI B COMOCTaBAEHUM

C aHAANY3CKUMU HaPOAHbIMW TpagMUMaMu. Pe3ynbTaTbl MCCNEA0BaHUA AE@MOHCTPUPYHOT, UTO «[lecHs
NtoboBHOM Tockm» e Panby NnpeacTaBaseT CO60M LEeNOCTHYHO, TLATeIbHO MPOAYMaHHYH KOMMO3NULMIO,

B KOTOPOW TeMbp, puTM 1 dopma GYyHKLIMOHMPYIOT Kak eAunHas BblipasutenbHas cuctema, nepeaaroLas
abPeKTVBHYHO CyTb KaHTe XOHAO W pacKkpbiBatoLLlas HOBble MNepcrnekTBbl GOIbKIOPHON ApaMaTyprium

B aKaJeMUYECKOM UCKYCCTBE.

Bknap ABTOPOB

,4. b. Eep>KanpaKoe — aHaan3 n cmcrtemMaTmsauna AaHHbIX, HanncaHe OCHOBHOIO TeKCTa CTaTbyW, peaakTypa
TeKCTa Ha BCeX 3Tanax, pa60Ta C UCTOYHMKaMWK, O(bOpMJ'IeHVIe CNncka NMCTOYHMKOB, oq)opMneHme CTaTbW.

X. Facnap paHdane — cnctemaTtnsaLma Mateprana, NoAbop NCCaesyeMbIX MICTOYHUKOB, KOPPEKTMPOBKa
TeKCTa CTaTbW, ONpejeneHne Lienen 1 3agay NcciefoBaHns, pejakTypa TekcTa, KOHLenTyannsaums
pe3ynbTaToB.

MEXAYHAPOAHbBLIA PELEH3UPYEMbBIA XYPHAN SARYN
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Introduction

The rapid development of information technology and the expansion of intercultural
interaction lead musical art increasingly to its origins — to the fundamental elements
that have shaped national identity over centuries. A reevaluation of folkloric heritage,
its stylistic and expressive characteristics, occurs alongside this process. A clear
manifestation of this phenomenon appears in early twentieth century academic
compositional practice when composers faced the task not simply of quoting folk
material but of deeply artistically rethinking its content structure and timbral aspects.

The study of this problem reveals new methods of interpreting cultural identity
through the modal and timbral aspects of the music and allows the understanding
of the creative legacy of major composers of the past and present at a deeper level.
Examples of such timbre synthesis include the works of Igor Stravinsky, Béla Bartok,
Edison Denisov, Rodion Shchedrin, Tan Dun and others.

One of the most striking examples of this approach is the work of Spanish composer
Manuel de Falla in the ballet Love the Magician or El amor brujo by means of combining
Andalusian folk flamenco and European symphonic tradition. The compositional solution
of the movement The Song of Deep Longing performs more than mere sound colouring
and becomes an expression of deep emotional states and a foundation of imagistic
system and structural organisation. The composer draws on his own ethnomusicological
experience and impressions from live folk performance to shape a unique model
of musical expression in which voice and orchestra interact on principles of organic
fusion of folk and academic elements.

The relevance of the study identifies the need to comprehend mechanisms
of integration between folkloric and academic thought in the example of a key work
of twentieth-century musical modernism. Contemporary musicology seeks not merely
to describe stylistic features but to identify principles of timbral organisation formal
structuring and symbolism that determine the artistic content of works. The analysis
of The Song of Love Longing as a segment of a larger form acquires particular significance
allowing the tracing of how elements of folk music become reinterpreted within
a professional compositional framework.

The aim of the study is to identify the features of timbral-rhythmic organization
and modal dramaturgy of The Song of Love Longing from the ballet Love the Magician
by Manuel de Falla and analyses the interaction of vocal and instrumental elements
as an artistic model of synthesis between folkloric and academic tradition.

The following objectives were formulated to: (a) analyse the modal-harmonic structures
and identify the modal systems employed in the piece; (b) examine the vocal part
for intonational and rhythmic patterns characteristic of flamenco music; (c) investigate
the timbral solutions in the composer’s orchestration in relation to their folkloric
counterparts; (d) identify the specific interaction between timbre, rhythm, and melody
in constructing the expressive space.

Methodology

The methodology of this study combines several scientific approaches to analyse
Manuel de Falla’s El Amor brujo. A comparative method has been employed to juxtapose
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academic and folk musical expressions, allowing for a nuanced understanding of their
interplay. Additionally, an ethnomusicological approach (the significance of performance
features, the functional method, the identification of key dialectal features of the folk
music tradition) has been utilized to identify authentic flamenco characteristics and their
reinterpretation within the academic tradition.

The timbre analysis plays an important role in identifying the sound nature
of instruments, the manner of performance and their functional significance in the overall
dramaturgy of the work. The elements of the structural analysis and the intertextual
approach allow considering The Song of Love Longing as a text saturated with cultural
and musical quotations referring to the deep layers of the Spanish folk tradition.

Discussion
The creative output of Manuel de Falla represents a pinnacle achievement of the Spanish
compositional school of the twentieth century. The key aspect of his phenomenon lies
in careful attitude toward folk creativity and the attempt to synthesize national folklore
and early-century European compositional technique. Falla was inspired by guitar riffs,
impassioned singing of the Gypsies, Spanish zarzuelas, jota navarra. He succeeded
in vividly conveying the idea of the rich folk timbral diversity of the Iberian Peninsula
as far as he paid great attention to this aspect.

‘The musical leaders of these countries M. de Falla, E. Villa Lobos and C. Chavez
created their musical masterpieces El Amor brujo, Bachianas brasileiras and Caballos
de fuerza relying on experience accumulated both in classical music and in the folk
treasury collecting and studying folklore implementing its elements in their compositional
practice in the process of forming new national schools in Spain and Latin America
(Brazil and Mexico)' (Abdrakhmanova, Dzhumaliyeva 18).

De Falla noted, 'l would advise those who compose music in a strictly national style
to listen carefully to folk orchestras (in my region — guitars, palillos and tambourines)
as far as they can create the only desirable national tradition that cannot be found
in anything else’ (Falla 42).

The ballet Love the Magician (El Amor brujo) (1915) plays special role in Falla’s oeuvre
embodying the Spanish flavor and peculiarities of the composer's own musical style.
It became one of the most popular compositions and widely recognized by both listeners
and musicians.

The poignant story of the young Gypsy woman Candela, struggling to free herself
from a ghost of the past, became a benchmark embodiment of the flamenco image
in the twentieth-century ballet music and its timbral dramaturgy played a significant role
in its most popular pieces like The Song of the Will-o-the-Wisp, The Dance of the Game
of Love and Morning Bells.

Despite the consistent interest in Manuel de Falla’s work from Western European
and Russian scholars (Nadezhda Kryazheva, Lyudmila Mikheyeva, Olga Gladkova, Marina
Yakushevich, Leonid Martynov), the majority of studies dedicated to his compositions
focus primarily on the general stylistic features of the ballet El Amor brujo.

For instance, the works of Teresa Cascudo, Maria Dolores Cisneros Sola, Robert
Stevenson and others are directed to the issue of Spanish identity on the example
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of the pieces The Song of Love Longing, Fire Dance and Morning Bells and the use

of flamenco conventions in the context of national self-awareness. The ballet is examined
within the framework of Spanish folklore in academic music in Russian musicological
tradition in the writings of L. Mikheyeva, L. Martynov, and N. Kryazheva. The focus

here is placed on the ballet as a whole in the context of the analysis of Spanish folklore
in academic music. However, the focus tends to shift toward the cultural dimension

and general poetics, while a timbral-modal analysis that systematically connects

the vocal and orchestral levels remains virtually unexplored.

Let's consider The Song of Love Longing (Cancion del amor dolido) from the perspective
of modal, rhythmic and timbral organization as it vividly and consistently addresses
the task of incorporating folklore genres into a symphonic context being focused
on its timbre organisation and the implementation of the timbre ideal of traditional
flamenco art in academic music and modern Spanish ethnomusicology pays great
attention to flamenco as a phenomenon coexisting at the intersection of tradition
and modernity (Pradera 7).

In terms of mode and harmony, de Falla constructs the piece using some of the most
frequently employed modes in flamenco music: The Phrygian mode and the so-called
Andalusian mode, a variant of the Phrygian with a variable third (the latter appears
in measure 61 due to the entrance of the note E in the flute part). The vocal part begins
with the 5th bar and a typical Flamenco call-and-response llamada (plea in Spanish)
characterising many genres: por buleria, por solea, por sigiriya, por tanguos and others.
This chorus represents the four tones of the lower tetrachord of the Andalusian mode
sounding against the background of a hollow chord of Quinte and Quarte from the first
sound of the harmony — C (ex 1).
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Ex. 1: The bars 1-5 of The Song of Love Longing."

However, Falla does not limit himself to one harmonic system conveying the national
character of the piece but, on the contrary, he freely combines elements of the Phrygian
mode with harmonic minor creating a number of hybrid harmonic structures or polymodality.
A clear example can be found in the bars 8-21, where the vocal line is based in the lower

_ tetrachord of the lonian mode, while
1 The source for this and the subsequent examples:

Falla, Manuel de. El Amor Brujo (Second Version). the accompaniment continues the melody
Chester Music, 1925. Score. The set of musical H . .
notations was carried out by D. Berzhaprakov using in the Ph'jyglan mOde. together formmg_

the Finale 2024 programme. the Phrygian-and-Dorian mode centered in C.
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Table 1 below shows the modal organisation of the piece The Song of Love Longing:

Table 1. The modal organisation of the piece The Song of Love Longing

The horizontal modal organization of measures 8-21 in Falla’s Song
of Love Longing

c des es f g as b — the Phrygian mode

Orchestra part
cdes es e f g as b —the Andalusian mode

Voice part cdes es f g ab—the Phrygian mode

Falla achieves a unity of the musical language, and integrates elements of both folk
and academic traditions into a single coherent structure through this juxtaposition
and compositional technique of the modal interplay. The modes here express the deeply
dramatic content that permeates the entire work.

The piece opens with chordal strikes from the strings, while the piano part creates
a dramatic and tense atmosphere. This technique is widely used across various flamenco
genres, most often in guitar performance. It is known as marcaje (Spanish for ‘accents’)
and serves as an important marker by which folk musicians often identify the genre.

The dense Quinte converge with guitar tablatures are characteristic of its accompaniment.
The kinship between the two string groups (plucked and bowed strings) as well
as the fundamental role of timbre in different musical spheres defines the timbral
dramaturgy of the introduction because in flamenco tradition the guitar serves
as the basic timbral voice like the plucked string section in symphonic music (ex 2).
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Ex. 2: The string instruments part — the bars 1-6.
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The string part is based on the siguiriyas genre in rhythmic terms. This is one
of the oldest and most well-known styles (palo) of flamenco representing the oldest
historical layer.

The great Spanish poet of the XX-th century Federico Garcia Lorca wrote,

... the composer Falla claims that the gypsy sigiriya is the basis of the fundamentals

of cante hondo and is deeply convinced that it is the only one on our continent to have
preserved in purity the style and structure of ancient oriental songs'. He also noted
that, 'l — as a hardened poet — meant Gypsy Sigiriyas as an endless lonely road

to the spring of infant poetry even before | became acquainted with his works. It was

a road where the first bird died and the first arrow rusted. The Gypsy Sigiriya begins
with a desperate cry that cuts the world in two. It is the death cry of the faded
generations, a burning lament for the bygone ages and the high heat of love under

a different moon and on a different wind’ (Lorca 143).

The references to widely known texts, genres and styles of culture (in this case,
siguiriyas) that form certain archetypes or patterns in the listeners’ consciousness
indicate the so-called precedent phenomenon of intertextuality usage by de Falla
in music. This phenomenon occurs when specific ‘texts’ become significant for cultural
bearers and are repeatedly employed in art as models, standards or symbols conveying
profound meanings.

It is crucial to understand that in this specific case the text is the siguiriyas, interpreted
as one of the cultural codes of flamenco music. The researcher Roland Barthes viewed
the text not as a thing but as a process, always immaterial. ‘The text is a multidimensional
space where various types of writing combine and dispute with each other, none of which
is original; the text is woven from quotations referring to thousands of cultural sources’
(Barthes, 4).

It is worth noting that in Falla’s work similar examples of intertextuality can be found
in other major compositions — Seven Spanish Folk Songs for voice and piano, the ballet
El sombrero de tres picos, the opera La vida breve and the cycle Nights in the Gardens
of Spain. Siguiriyas typically follows a twelve-beat compds (meter) with accents
on the beats one, three, six, eight and ten. It traditionally begins on the twelfth beat.
Table 2 below shows the structure of the flamenco beats.

Table 2. The structure of the beats

Accents in the traditional siguiriyas

1212345678910 11

This siguiriyas bar structure in this case is effectively made up of two triple-beat
and three duple-beat rhythmic units (3+3+2+2+2) creating a shifting meter within
a single bar that was noted by Guillermo Castro Buendia in his article ‘Originality
and the Musical Nature of Flamenco Singing’ (Berlamga 350).

However, Falla transposes it into an ordinary triple meter preserving all the original
accents carefully to convey the rhythmic characteristics rooted in the siguiriyas tradition
being aware of the complexity of counting flamenco shifting meter (ex 3):
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Ex. 3: The viola part — the bars 1-4.

Thus, here we observe how the 12-beat structure of a flamenco rhythm is transformed
into four bars of 3/4 time with accents placed exactly as in the siguiriyas. Meanwhile,
the main pulse is set by eight notes at an Allegro tempo.

Table 3 below presents the features of the metro-rhythmic organisation of the piece.

Table 3. The features of the metro-rhythmic organisation of the piece The Song of Love
Longing

Traditional Sigiriyas 3/4:123-123-123-123

Cancion del amor dolido 12/8: 12 1234567 89 10 11

Let us note the features of the number’s form-building relying on the traditional
flamenco forms. As a rule, a sigiriya circle consists of 4 stanzas and has a syllabic verse form.
Table 4 below presents the vocal text of the piece The Song of Love Longing.

Table 4. The vocal text of The Song of Love Longing

Vocal text Translation

Yo no sé qué siento ni se que me pasa | don’t know what | feel or what is happening to me.
Cuando este maldito gitano me falta When will this damn gypsy stop bothering me?
Candela que ardes The candle you lit burns brighter

Mas arde el infierno que toita mi sangre Than the flames of hell, raising my blood

abrasa de cielos! to the heavens!

Cuando el rio suena que querra decir? What does the river's noise want to tell me?

Por querer a otra se olvida de mi! Is it not that it has found another and forgotten me?
Cuando el fuego abrasa | see this in the flame of the fire,

Cuando el rio suena | hear it in the river's noise.

Si el agua no mata el fuego If the water does not extinguish the flame,

A mi el penarme condena! Torments will lead me to death,

A mi el querer me envenena! If love does not poison me,

A mi me matan las penas! Sorrows will finish me off!

As a rule, there is no pause between the third and fourth stanzas (or the third
and fourth lines if the stanza has four lines). Therefore, the metric rhyme scheme
of The Song of Love Longing can be expressed as 1+2 from the point of view of the academic
analysis and the folk form of the sigiriya determined the form of the ballet piece being
based on the definite stanza variation.

The Song of Love Longing serves as a vivid example of de Falla’s meticulously crafted
approach to his scores in terms of dynamics. The composer avoids sharp fortissimo
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passages focusing on an intense Piano and Mezzo forte saturated with inner tension.
This constrained sound creates an effect of emotional restraint aligning with the aesthetics
of cante jondo, where the cry is not an outburst but an internal combustion.

Articulation markings such as con dolore, espressivo, appassionato, con tremor,
affrettando suggest to the performer that at the core of the vocal line lies the emotion
of pain — not technical virtuosity. The singing should be spoken (casi parlando) like
a prayer or an inner monologue.

The vocal part in The Song of Love Longing occupies a central role in the dramaturgical
structure of the scene and serves as a prime example of the successful adaptation
of the folkloric vocal style cante jondo (deep song) within a symphonic form.

Here, the voice is not merely a carrier of the melodic line but becomes an expression
of affect, an archetype of suffering, pain and inner struggle — dominant themes

in the aesthetics of flamenco. However, in creating the vocal part, Falla — while drawing
on the timbral palette of the traditional flamenco vocal line, which is difficult to capture
through standard notation — employs academic notation tools compensating

for its limitations through precise articulation of dynamic markings (poco a poco
crescendo, con dolore, molto espressivo) and the use of extended melismas.

Composer Eduard Artemyeyv, studying the features of electronic music, writes
the following, ‘From the vast sea of sounds, acoustic music selects only those transmitted
by conventional instruments (violin, flute, trumpet, etc.), but there are vast layers of sounds
that academic music cannot use because there are no instruments for them’ (Lectures).

Thus, despite the richness of its system, academic music is limited in conveying
the full spectrum of sonic and expressive possibilities that exist in live intonation
and cannot be fully captured by notation means (traditional music, electronic music,
and others).

An important role in the timbral character of cante jondo melodies is played by vocal
tessitura and the register-related timbral component. Falla notes that a distinctive feature
of cante jondo is its use of a range that rarely exceeds a Sexte. At the same time,
the composer remarks, ‘It is clear that this Sexte does not consist of nine semitones
merely as it is in the case with the tempered scale’ (Falla 54). That makes the voice heavy,
strained and timbrally coloured cante jondo. The range corresponds to a minor Septime
in this particular case (c1-b1). Such a vocal line is close to the traditional sigiriya, where
the voice generally does not strive for virtuosity or academic beauty of sound but focuses
on the authenticity of emotion instead.

One of the main expressive means used to convey Candelas’ intense inner conflict
(the main character of the ballet, from whose perspective The Song of Love Longing
is performed) and also a key element of the timbral and stylistic embodiment of flamenco
—is melismatic ornamentation imitating the vocal manner of cante jondo. De Falla
employs broad intonational embellishments allowing the vocalist a certain degree
of interpretive freedom despite the strict structure of the musical canvas. This aligns
with the practice of flamenco, where the performer is not merely a bearer of a fixed form
but an active co-creator of it.

Many phrases of The Song of Love Longing allow for expansion. The vocal cadences
and syncopations seem stretched to the limit of emotional expression. A vivid example
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is the third and final line of the first verse, 'The candle you lit is burning brighter
than the flames of the hell, / raising my blood to the heavens! It is evident that this phrase
is charged with emotional intensity and carries an improvisational and poetic character.
As a result, the melody of this stanza is active, dynamic and driven by a pull toward
the lower tonic of the Phrygian mode — so characteristic of Andalusian folk music.
Melismatic freedom combined with modal specificity not only enhances expression
but also forms a distinctive timbral layer where individual performance merges
with the collective archetype of the folk tradition. In Falla’s interpretation, the vocal
timbre becomes not merely a colourful detail but an archetype of emotional tension,
a unique 'sound image’ of suffering. ‘As long as we believe in a knowable, stable sound,
we are compelled to identify it and trust that this identification reflects its essence’
(Hawson 83). In the case of The Song of Love Longing, this essence is perceived
as the 'voice of Andalusia’, embodying the tragedy and effect of cante jondo.
Thanks to the timbre of cante jondo, Falla was able to emphasize the drama and tension
of The Song of Love Longing and align his music with the flamenco aesthetic, where
the voice is perceived more as a ‘resounding cry’ than as a classical vocal line.
The technique remate (ending in Spanish) is a special signal to the guitarist that he
is finishing his phrase, in traditional performance. The researchers Alfonso Vargas Macias
and Sebastian Gdmez Lozano write, ‘One of the fundamental characteristics of flamenco
is improvisation and spontaneity. To facilitate understanding during live performances,
flamenco has developed a communication system invisible to the audience.
One of these signals is the so-called remate’ (Macias, Lozano 1). The composer uses
the following solution to emphasise this peculiarity switching off the accompaniment
gradually at the beginning of the third stanza of the first verse and leaving listeners
alone with the timbre-colour of the ‘voice of Andalusia’. Also, he writes the remark
colla voce, i.e., follow the voice as well as affrettando — hurriedly and ritenuto — slowing
down, emphasising the paramount importance of the voice in the timbre drama of these
five bars. In other words, the vocal part is subordinated to the free agogic and rubato
principle (ex 4):
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Ex. 4: The vocal and piano parts — the bars 22-27.

In Falla’s interpretation, the voice functions not merely as the bearer of the melody
of The Song of Love Longing but as a distinctive instrumental timbre embodying
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the archetype of emotional tension. It lacks academic ‘polish’ and aims to create

an authentic sound that brings the symphonic form closer to its source — the live singing
of the cantaor. This understanding of the vocal part breaks down the boundaries between
singer and instrumentalist, forming a new type of musical expressivity where immediate
emotional impact prevails over form.

The pauses in the vocal part deserve special attention. They are not just a pause
or a rhetorical embellishment but an important expressive resource. The singer often falls
silent during the performance in folk flamenco as if immersed in himself finishing inside.
De Falla faithfully reproduces this feeling: interruptions of the vocal line are emphasised
by orchestral cues or left in complete silence. Thus, there is also the sound of suffering
in the silence expressing particularly in the middle of the piece, where the voice
disappears giving a way to the slowly developing orchestration transforming even
silence into a kind of timbral material.

This is where the fundamental feature of musical experience emerges. Researcher
Hou Yi in the article ‘Timbre as a Sound Phenomenon in Music Education’ notes:

‘There is no world without sound, just as there is no world without timbre’ (398).

That is, although silence does not belong to the category of ‘timbre” in the academic
and acoustic senses, from the artistic and aesthetic perspective of the twentieth century
silence can be regarded as a ‘timbral gesture’, a ‘negative timbre’, or part of timbral
dramaturgy, where a pause is coloured by the preceding sound and the listener’s
expectation (examples include John Cage’s 4:33, Gyorgy Ligeti's Atmospheres and Helmut
Lachenmann'’s Pression). The timbre enters various sound paradigms, reflecting shifts
in musical thinking, and thus it is through timbre that we perceive music as existing
not only in sound but also in its absence — in the tense expressivity of silence. The nature
of flamenco pauses is very accurately noted by Juan Vadillo, ‘The force of the beat manages
to emphasise silence, to make it paradoxically audible and, in turn, vivid. Flamenco seeks
silence to leave it fertilised with its entire essence. Flamenco pauses imply the deepest
silence, the quietest, perhaps the most resounding’ (‘Flamenco Seeks Silence’).

It turns out that pauses also have their own timbre colouring within the context we are
considering (ex 5):
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Ex. 5: The vocal and string parts — the bars 61-68.
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The instrumental part is full of timbre allusions to traditional Spanish instruments.
Falla sought to recreate the sonic ideal of Andalusian music not only by translating
the vocal colours of the cante hondo but also by paying due attention to the orchestra.
The piano part, for example, is 75 per cent arpeggiato (53-71 bars) imitating the guitar
overdubbing of the accompaniment.

The elastic and clear pulsation inherent in the fast genres of flamenco music is usually
set by the clapping of palmares (clapping of hands) observed in the staccato rhythms
on pizzicato of the strings (violas and cellos). This creates the illusion of a flamenco
ensemble in a symphonic space as if the flamenco action comes to life and a theatrical
effect is created thanks to the timbre properties of the musical instruments. The use
of the oboe and English horn deserves special attention — their timbres give the scene
a melancholic and piercing sound characteristic of flamenco, especially in the sigiriyas.
This kind of insertion is played by the guitar in the lower registers on 5-6 strings
traditionally. Their range is equal to pure Quarte and melodically it is a play of a twice
repeated Phrygian tetrachord (Andalusian cadence).

Such techniques in Falla’s music demonstrate that in the twentieth century timbre
ceases to be merely a ‘colour’ and begins to form a distinct sound space, creating
an effect of stage depth for the listener (similar phenomena can be found in the works
of Falla’s contemporaries: Igor Stravinsky, Claude Debussy, Felipe Pedrell). As noted
in the article 'Timbral Experiments of Composer Igor Pinkhasov and His Electronic Music’,
‘The work with space in the creative searches of twentieth-century composers gives rise
to the concept of texture background. The texture background orients us toward a certain
background, a certain distance; we subconsciously construct this distance’ (Ganikhanova 26).

In other words, de Falla’s orchestral fabric in the piece under study not only imitates
a folk ensemble but also creates a multidimensional acoustic space where timbres acquire
a spatial and dramaturgical function (ex 6):

Flute 1

Flute 2

Oboe

Ex. 6: The oboe part — the bars 5-6.

Results
The analysis of The Song of Love Longing from the ballet Love the Magician (ELl Amor
brujo) by Manuel de Falla allowed to obtain a number of significant results that deepen
the understanding of the interaction between academic and folkloric musical tradition
due to the timbre dramaturgy of the music:
a. thevocal part in the piece retains the principles of traditional cante jondo
performance: small range, emotional expression, reliance on recitative,
rich glissando and the special role of the pause as a semantic centre.
These characteristics allow us to classify the vocal line as reconstructed folk
expression stylised in academic form;

SARYN INTERNATIONAL PEER-REVIEWED JOURNAL



REPRESENTATION OF THE FLAMENCO TRADITION IN ‘EL AMOR BRUJO' BY MANUEL DE FALLA No. 3. 2025 C ;apyn

b. application of the Andalusian and Phrygian modes is revealed in the harmonic
structure of the work as well as hybrid modal turns, which testifies to the composer's
immersion in the nature of the folk sound order, not limiting himself to quoting
folklore;

c. de Falla's orchestration demonstrates outstanding flexibility and depth:
the symphonic ensemble imitates the sound of a traditional flamenco ensemble
(guitar, percussion, palmas), while the orchestral timbres do not simply imitate
but expand the expressive spectrum of folk instrumentation. Particular attention
is paid to the woodwind and pizzicato strings entering into a timbre dialogue
with the vocals;

d. the work is organised in the form of a verse variation allowing it to be regarded
as a stage reconstruction of a folklore rite. The development is based on the repetition
of melodic material with a gradual increase in emotional tension, where each verse
becomes a new stage in revealing the image of the suffering heroine;

e. the timbre becomes not only a means of colour design but also the main carrier
of dramaturgy. It organises the form, determines the climaxes, directs the development
and conclusion of the scene identifying the timbre dramaturgy as an independent
artistic principle;

f. de Falla's basic aesthetic, sonic and philosophical principles, his aspiration
to combine the ancient and the modern, the academic and the folk in one integral
artistic gesture are concentrated in the analysed work.

Key points

The ballet piece The Song of Love Longing is founded on the principle of timbre

and modal reconstruction of folk cante jondo allowing to fulfill a deep stylistic fusion
of folk and academic tradition as far as:

a. the timbre of the piece acts as a form-forming factor being in constant connection
with rhythmic and intonational patterns. It determines both the sound content
and the structure of emotional tension;

b. the orchestral accompaniment interacts with the vocal as an equal interlocutor
recreating the timbre palette of the flamenco ensemble with the help of symphonic
orchestration. Thus, a special model of vocal-instrumental dialogue is manifested
in this interaction;

c. the harmonic structure is based on the Andalusian and Phrygian modes
supplemented by polymodal turns creating a sonic space where Eastern, Moorish,
Spanish and Western European layers are combine bearing a syncretic sound.

d. the composer consciously resorts to the imitation of folkloric structures —
not as a direct quotation but as a strategy of stylisation where the tradition comes
to life in new artistic conditions assisting to consider the piece as a model
of a musical archetype in the form of an academic representation.

Thus, The Song of Love Longing is an integral core of the ballet Love the Magician

(EL Amor brujo) by Manuel de Falla and its sonic and semantic axis embodying the author’s
concept of the sacred and psychological depth of Spanish folk consciousness.
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Conclusion

The analysis of the piece The Song of Love Longing is an integral core of the ballet
Love the Magician (El Amor brujo) by Manuel de Falla reveals not only the compositional
and timbre features of this work but also its philosophical and artistic significance.

De Falla creates a unique model of sonic thinking in which the voice and orchestra
interact as equal partners and the timbre becomes an expression of the deep archetypes
of Spanish culture. The composer achieves the highest degree of symbiosis between
academic form and folk content.

Candelas’ song serves as a bridge between authentic folk art and the academic stage,
preserving the power, authenticity and aura of the Andalusian soul. This approach
became a model example of refined flamenco stylisation, in which the folkloric element
is not lost but revealed in a new light. The work’s timbral richness, the precise
reproduction of both vocal and instrumental flamenco intonations, its rhythmic structure,
and modal foundation all demonstrate the composer’s deep immersion in the flamenco
tradition.

The work is not an imitation of a folk genre but an artistic reworking of it, opening
up new levels of expressiveness and interpretation. Overall, the composer’s work
exemplifies how the national can become universal without losing its authenticity.

It was highly praised by de Falla’'s contemporaries and continues to inspire researchers
and performers to explore Spanish musical identity.
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ABSTRACT. Within the concept of Global Music History, and the problem of creating a new history of music,
the study of historical experience in this area becomes relevant. In this regard, the experience of Soviet

and Russian musicologist, composer and educator Jivani Mikhailov (1938-1995) is noteworthy. He taught

at the Tchaikovsky Moscow Conservatory and was a founder of the Moscow school of musical cultural studies.

The aim of this article is to present the concepts of the famous Soviet and Russian scholar as an important
historical experience in studying the Musical Cultures of the World from the standpoint of musicology.
The author relies on a historical approach, employing the methods of historical research withing music
science, and her personal experience of communicating with Jivani Mikhailov.

The article introduces Mikhailov’'s concept of the musical-cultural tradition, his “musical globe” regionalization
system, and key issues in musical terminology. The musical-cultural tradition included both material aspects
and a system for selecting and training musicians, along with criteria for creating and assessing musical texts.
His regionalization of global musical culture was based not so much on geographical boundaries, but more
on features like administrative structures, languages, the specifics religious and philosophical traditions.

A key factor for Mikhailov was the study of authentic musical terminology, established in culture

and adequately reflecting its unique characteristics. Many of the problems he addressed in his works

are still relevant and deserve special study.
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FOHycoBa, BuonetTa. «My3blKaiblK-MEHW ASCTYP Ty>KblpbIMAaMachl XaHe [XuBaHn
MuxannoBTbiH "My3bikanblk rnobycel”». Saryn, Tom 13, NQ 3, 2025, 36-47 6.

DOI: 10.59850/SARYN.3.13.2025.298. (AfbinLWbIHLLIA)

TIPEK CO3AEP Fnobangbik My3blka Tapuxbl, J>xxvBaHu Muxalinos, My3bikablK F100Yc, perMoHupaey
XyWeci, My3blkanblk-M3AEHN ASCTYP, My3blKablK TEPMUHOIOIMS, My3blKaTaHy.

AHAATIA. Global Music History TyXbipbiMZamachl ascbiHAa XaHa My3blKasblk, TapUXTbI Xacay Maceneci
e3ekTi 60bIN oTbIp. OChl TYPFbIAa KEHEC XKaHEe peceliik My3blkaTaHyLLbl, KOMMNO3UTOP XaHe neaaror
[>xvBaHn MuxaiinostbiH, (1938-1995) taxipubeci manbizgpbl. On M. L. YalikoBckunin aTbiHAaFbl Mackey
KOHcepBaTopusacbiHAa cabak 6epin, Mackey My3bikanblk M3AEHNETTaHy MeKTeBIHIH HETi3iH KanaFaH.

MakanaHblH MaKcaTbl — 6erii FanbIMHbIH, TY>KbipbIMAaManapbiH AYHUEXY3iNiK My3blKablk MaAEHNETTePAI
My3blKaTaHy TYPFbICbIHaH 3epTTeyAeri MaHbI3zbl Tapuxu Taxipmnbe peTiHae yCbiHy. ABTOP Tapyxv 94iCTi KoaAaHa
OTbIPbIN, My3blKajblK fblIbIMAaFbl TAPUXN 3epTTey TaCIAEPIH NaiaanaHagbl xaHe [xuneaHn MuxainosneH
Xeke aHrimenecy TaxipubeciHe cyrieHegi.

Makanaga MyxaifoBTbIH My3blKablK-MAEHM A3CTYP Ty>KbIpbIMAaMachl, OHbIH «My3biKanblk r106yc»

aTTbl PErMOHMPIIEY XKYMeCi XaHe My3blKasblK TEPMUHONOTMAHbIH, HETi3r Macesenepi KapacTblpblifaH.
My3biKanblK-M3AEHW A3CTYP TeK MaTepuanibik Kbipaapabl faHa eMec, COHbIMEH KaTap My3blKaHTTapAbl ipikTey
MeH Aaspnay >KyMeciH, CoHzal-ak, My3blKablk MaTIHAEPAI Xacay MeH baFanaypblH e/1WeMAepiH KaMTblFaH.
OHbIH, 91€MAIK My3bIKa/blK, M3AEHVETTI PETMOHMPIEY XYMeCi KanbinTackaH reorpadusibik WwekapanapaaH
repi 81em anmakTapblHbIH LLAPYaLLbIbIK TYPAEPiHIH, OPTaKTbIFbIH, TIAEPIH, AIHU-GUNOCOPUANBIK MBAEHM
LDCTYPAIEPIHIH, epeKLueniriH kebipek eckepai. MyxaliioB yLiH MOAEHNETTE KalbINTacKaH XKoHe OHbIH,
epekLueniktepiH 6apabap kepceTeTiH ayTeHTUKabIK My3blKa/blK TEPMUHOAOTUAHBI 3ePTTEY MaHbI3zbl pakTop
60n4bl. OHbIH, eHbeKTepiHAE KeTepiareH kentereH Macenenep HyriHri KyHi ge ©3eKTi 60bIN, apHalibl 3epTTeYAi
Ka>KeT eTesi.
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JLNsi LUTUPOBAHMS FOHycoBa, Buonetra. «KoHLenuus My3bikasbHO-KYbTYPHON TpazmLum
1 "Mys3blKanbHbIN rnobyc” Axneanu Muxainosa». Saryn, Tom 13, N2 3, 2025,

c. 36-47. DOI: 10.59850/SARYN.3.13.2025.298. (Ha aHrannckom)

KJIFOUEBBIE C/IOBA FnobanbHas UcTopus My3biky, [knBaHn Muxainnos, My3biKaabHbIl T106Yc,
cUcTeMa PErvoHNPOBaHKUS, My3blKanbHO-KYAbTypHas TPaanLns, My3blkaibHas
TEPMUHOIOTNSA, My3bIKOBEAEHME.

AHHOTALMA. B pamkax koHuenunn Global Music History aktyanbHa npobaema co3saHus HOBOW UCTOPUN
My3bIKW. B 3TOM KOHTeKCTe 3HauMMbIM NPeACTaBAAETCA OMbIT COBETCKOrO U POCCUICKOrO My3blKOBeAa,
Komno3sutopa v nezarora JxuneaHun Muxarinoa (1938-1995). OH npenogasan B MOCKOBCKOW KOHCepBaTopumn
nmenm . N. YankoBckoro 1 6611 0CHOBaTENIEM MOCKOBCKOW LLKOJbl My3blKaAbHOWN KyAbTYPOAOTUN.

Lenb cTaTb — NpeacTaBuTb KOHLEMLMN M3BECTHOTO YUYEHOTO KakK BaXKHbIA NCTOPUYECKUIA OMbIT B U3YUeHMU
My3bIKaJbHbIX Ky/AbTyp MUpPa C MO3ULMN MYy3bIKOBEAEHWS. ABTOP NPUMEHSIET MCTOPUUECKMI MOAXOA,
NCMOoJb3yst METOAbI UCTOPUYUECKOTO NCCNEA0BaHNA B My3blKalbHOWM HayKe, a Tak)Ke OMMpPaeTcs Ha JINYHbIN
onbIT 0bueHns ¢ xxmeaHn MuxaiaoBbIM.

B cTaTbe npeacTaBieHbl KOHLENUMUA My3biKalbHO-KYJ/IbTYPHON TpaguLmmn MuxaiiioBa, ero cucrema
pernoHnpoBaHuns «My3blKaibHbIN I0OYC» 1 KAKOUYEBbIe BOMPOChI My3biKalbHOW TEPMUHONOTUN.
My3bikabHO-KybTYpHasA TPaANLMS BKIIOYaNa Kak MaTepurabHble acrnekTbl, Tak 1 cucteMy otbopa 1
MOATOTOBKW My3bIKGHTOB, @ Tak>Ke KpUTEPUM CO3AaHUA U OLLEHKM My3blKalbHbIX TEKCTOB. Ero cnctema
PErMoHNpPOBaHNA MUPOBOI My3blKaJlbHOW KyJIbTYpPbl YUNTbIBaa HE CTOJIKO CIOXMBLLMECS reorpaduryeckme
rPaHuLbl, CKOJIbKO OBLLHOCTb TUMOB XO3ANCTBOBAHWSA, A3bIKOB, CNELMPUKY PeNnrmo3Ho-prnaocopckon
KyNbTYPHOW TPaAWLIMM PerMoHOB Mupa. BaxkHbiM dakTopom ansa Muxannosa 66110 n3yyeHre ayTeHTUUYHOM
My3bIKaJbHOM TEPMUHONOTMM, CNOXKMBLLENCA B KyNbType 1 aZlekBaTHO OTpaxkatoLLlen ee 0CO6eHHOCTU.
MHorue npobaembl, 3aTPOHYTbIE B €10 TPyZAax, OCTatoTCA akTyasbHbIMU U 3aC/y>KMBALOT CreLmanbHOro
U3yyeHus.
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Introduction
Nowadays, the ICTMD research group is working on the concept of Global Music History.
This project requires an analysis of past experience and addresses several key topics:
departure from Eurocentric perspectives in music history, the importance of studying
traditional music and its role in the global regional culture (Blum), the influence
of globalization on the new musical and historical process, and the search for an adequate
methodology that combines the methods of ethnomusicology, historical and theoretical
musicology, and other humanities. Many scholars have covered this topic, among them
are Tobias Janz, Reinhard Strohm, Dominic Sachsenmaier and many others, thus indicating
the relevance of the article.

In this context, the concepts of Soviet and Russian scholar Jivani Konstantinovich
Mikhailov (1938-1995) offer valuable insight into the work of our predecessors. | had
a chance to contact him in 1987, and to work with him at his Department of Musical
Cultures of the World at the Tchaikovsky Moscow State Conservatory in 1992-1995".
The aim of this article is to present the concepts of the famous Soviet and Russian scholar
as an important historical experience in studying the Musical Cultures of the World
from the standpoint of musicology. The author relies on a historical approach, employing
the methods of historical research withing music science, and her personal experience
of communicating with Jivani Mikhailov.

Jivani Konstantinovich Mikhailov is a renowned composer, scholar, educator
and founder of the “Musical Cultures of the World” scientific discipline in our country.
In the 1970s and 1980s, he worked at the Cairo Conservatory, gave master classes
in various countries of the world, carried out many ethnomusicological expeditions
to African countries, and was engaged in research work. At the same time, J. Mikhailov
conducted active pedagogical and educational activities. Since the mid-1970s, he taught
courses “Music of Asia, Africa and America”, later a number of regional courses
and generalizing “Musical Cultures of the World". J. Mikhailov organized a research
group, office, sector, and later — the Department of Musical Cultures of the World
at the Moscow Conservatory (from 1984 to 1995), supervised the writing of master’s
theses. Under his scientific supervision, the largest record company in the USSR “Melody,”
released a series of vinyl discs “Music of the Peoples of the World” (Yunusova 107).

Jivani Mikhailov’s “musical globe”
The accumulated experience convinced him to move away from the Eurocentric model
of the music history, which was typical not only for the Soviet, but also for the academic
musicology of many countries of the world. The methodological basis for this new
perspective was provided by cultural studies, a field that developed rapidly in the USSR
during that time.

The new direction, called the "Musical

Cultures of the World,” was based on 1 The abstract of the article was presented at: Joint
a systematic and regional-civilizational Symposium of the ICTMD Study Groups on Music
and Dance in the Turkic World and Global History
approaCh to the StUdy of the 9|0ba| of Music "Echoes of Heritage: Navigating the Legacy
music. The scholar rightly considered of Music and Dance”. September 18-22, 2024. Baku,
] . Azerbaijan. Previously not published. About Mikhailov,
the systematic approach to be the basis see also our article (Yunusova, Alpatova).
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of "a musical worldview, a global picture of the world expressed in sounds and music”
(Mikhailov, “Musical Culture of India” 42). He described the regional-civilizational approach
as "most fully meeting the task of system formation; its application should be accompanied
by an accurate alignment of oppositions such as ‘universal-unit’, ‘general quotient'.
The system model of musical culture based on this approach has all the universal
features, which ensures its maximum scientific objectivity”. He believed that this approach
provides an analysis of the individual culture not as isolated or the East-West opposites,
but as “phenomena of global order” (Mikhailov, “Musical Culture of India” 43).

Based on the presented methods, he created the so-called “musical globe,”
which encompassed many of the world's cultures (see Table 1).

Table 1. Jivani Mikhailov's “musical globe”

Central and Southern

Europe Asia Africa America
Western South Asia Western Northern
Eastern Near the Middle East, Central

Northern Africa
Central Asia Eastern Latin
Far East South
South-Eastern Asia Countries of the North
of Africa
North Asia
Oceania

The presented table was partially reconstructed from notes of conversations
with the scholar and was not previously published. His musical globe included four
regions: Europe (divided into Western and Eastern), Asia (which consists of North Africa,
Australia and Oceania), Tropical Africa (parted into five sub-regions), and America
(divided into North and Latin).

The regions were split on the basis of the geographical environment, administrative
structures (agricultural, nomadic, etc.), linguistic and confessional communities,
the cohesion of material and spiritual cultural traditions, the identity of musical traditions.
Their boundaries might not coincide with the generally accepted geographical division.
Centralized and decentralized regions were allocated. For example, he did not consider
Europe as a centralized region, especially its eastern part. On the contrary, he emphasized
the centers of the Far East and Southeast Asia to be China and India respectively.

J. Mikhailov also divided musical cultures based on the formation of specific networks:
“A musical civilization-region is defined by a commonality of cultural phenomena,
organized on the principle of networks within a certain territory in their maximum scale
<...> networks that link together identical cultural institutions throughout the entire
region, and across neighboring regions as well” (“Musical Culture of India” 38).

The scholar saw a strong manifestation of such networks in Southeast Asia, Far East
and Middle East, as well as in certain cultures, for example, in India.

He also considered similar networks of the past that influenced the current state
of the whole range of cultures (see Fig. 1).
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Spain, Portugal, Philippines,
Latin America

Iberian world

Spain, Portugal, Philippines,

e s Tl Latin America

Poland, the Baltics,
the Americas

Mediterranean Italy, Greece, Yugoslavia

Outreach to Finno-Ugric
peoples of the USSR

Germanic world

Finno-Skandia

Fig. 1. Europe's regions in relation to other cultures.

In this regard, he distinguished: the Iberian world, which included Spain, Portugal,
the Philippines, and Latin America; the British world, which also included the USA,
Australia, New Zealand, Canada, South Africa; the German world with the Baltic states,
North and South America, Austria, Switzerland. He also emphasized the specific
Mediterranean region, including Italy, Greece and Yugoslavia, which then existed
as a single state. He also pointed out the network of Finno-Skandia, which included
the Finno-Ugric peoples of the USSR. He did not have time to develop this classification
to the end, however, the promotion of one or another principle of classification changed
the boundaries of musical regions. Mikhailov formed his “musical globe,” focusing
not on the prevailing geographical borders of countries and regions, but on musical
and cultural phenomena, which can be in demand today.

The concept of the musical-cultural tradition
As the core unit for studying and classifying global musical cultures Mikhailov proposed
the comprehensive concept of a musical-cultural tradition (MCT). This concept became
foundational to the Moscow school of musical culturology he established. He pointed
to the limitations of the scientific apparatus in studying such phenomena as music, dance,
theater, etc., and set the task "not only to consider the full variety of the effectiveness
of a set of phenomena of various arts in the context of the complex cultural
and social context of a distinct society, a specific country, but also to reach the level
of generalizations, taking into account the cultural experience of a number of civilizations”
(Mikhailov, “To the Problem” 3), which would make it possible to study, for example,
not music, but musical culture. He found the concept of musical-cultural tradition
more accurate and complete in comparison with the music term. He based his work
on the research of both Russian and international culturologists, sociologists,
and ethnomusicologists. In his lectures and discussions, he frequently cited Eduard
Markaryan, Sergey Arutyunov, Basil Bernstein, John Joseph Becker, Robert Redfield
and others.

Emphasizing the definition of musical culture, in comparison with a more abstract
culture as a whole, the scholar proposed the following formulation of the musical
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and cultural tradition: “This is a specific sociocultural system that includes a certain
musical phenomenon along with the entire set of means of its life support” (Mikhailov,
“To the Problem” 5).

In the theory of musical-cultural tradition, he defined and described in detail
a number of interacting factors that ensure its functioning: “1) a fund of musical
texts (or a set of cliché stereotypes through which these texts can be built),
as well as the means of preserving it; 2) rules that serve as a general guide for building
a musical text and a code of criteria for evaluating these texts; 3) specialist musicians
(including their selection, musical preparation and content); 4) specific forms
of sound implementation and audience organizations; 5) material support for the music
making process (first of all, the creation of the artificial acoustic environment,
and the manufacture of musical instruments” (Mikhailov, “To the Problem” 7).

These parameters function in the system of two interconnected triads: civilization-
culture-tradition and culture-tradition-genre (Mikhailov, “To the Problem” 5). Noting
the uniqueness of the musical and cultural tradition among different peoples
and in different historical periods, Mikhailov identified three vectors that ensure
its functionality: spatial, temporal and “circulating” in different social stratum
(“To the Problem” 12).

He was also concerned with issues of musical terminology, and paid special attention
to the terms of different world cultures, which can be correlated with the generally
accepted music term, as well as the problem of diverse terminology. This problem
also arises in the Global Music History project.

J. Mikhailov traced the historical path of ideas about music, starting with the ancient
civilizations of the East and emphasized its close connection with the phenomenon
of sound, which is a key element of musical cultures and plays an important role
in its global concept. He wondered: "What was the music for the ancient Chinese,
Indians, Egyptians, Babylonians — either a specific substance, a special kind of energy,
or maybe a message from other worlds?” (Mikhailov, “Reflections” 6). The scholar showed
the difference between concepts similar to music in other cultures, emphasizing that this must
be taken into account in studies on these cultures. He urged to study not only the specific
terminology of these cultures but also the wider general cultural and historical context,
noting (in a reference to J. Blacking) (Blacking 26-27, 30, 39, 47, 85, 90, 123) that cultures
contain relatively few purely musical terms (Mikhailov, “Reflections” 8). He called
not to replace the terms of the culture being studied with their European counterparts.

According to Mikhailov, terms related to the concept of music, even in ancient
civilizations “covered a rather wide sphere of existence: the initial sound — its special
cultivation (selection, subtlety, refinement) as a type of spiritual and creative activity —
and the focus of this activity on achieving a certain desired state (joy, fun, inner freedom
or spiritual concentration, finding harmony with other worlds, etc.)” (“"Reflections” 6-7).

About musical terminology

Based on those factors, the scholar distinguished three types of terminology. He classified
the first type as a “sum of concepts that that grew out of specific performing practices

(a specific type of music, genre, etc.)”; the second one was “a body of terms <...>
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from a developed subculture (court music, cult forms of music, etc.”, which usually

has a scientific basis and descriptions. The third type was “a dictionary of terms related
to the musical culture of a particular country or region” (Mikhailov, “Reflections” 10).
He urged researchers to work on all three types at the same time. It should be noted
that the first type of term is known to ethnomusicologists as performance terminology
and it is often studied in detail, sometimes alongside the second type.

J. Mikhailov objected to the juxtaposition of certain things between West and East,
where each side was assigned special qualities (tonal thinking and modality, sonata
form and improvisation, etc.). He argued for “the universality of the sound phenomenon,
sounding and the effectiveness of each its methods of organization, and the dominance
of a certain principle in culture and a particular era” (Mikhailov, “Reflections” 16).

The scholar spoke of the need to create a universal terminology, emphasizing

the importance of the process of universalizing both the terms themselves

and the musical-conceptual system. To do this, in his opinion, it is necessary to reach

the global level of thinking and abandon all kinds of centrism (European, Asian, etc.),

as well as to make a deep comparative and typological study of “various musical cultures
with their entire set of components” (Mikhailov, “Reflections” 18-19).

For a deeper understanding of the specifics or commonality of cultures, the Mikhailov
expressed the need for research universalism, which is hindered by the fragmentation
of scholars from different fields (such as musicologists and philologists), and even
within musicology itself, where academic musicologists study serious music,
and ethnomusicologists study folk music (“Reflections” 9). This problem is still relevant
today.

Conclusion

The concept of sound and the theory of the musical-cultural tradition of J. Mikhailov

is actively used in Russian musical cultural studies, ethnomusicology, and the history

of music. The Moscow Conservatory has the Scientific Center “Musical Cultures

of the World”, which advocates his legacy. J. Mikhailov's ideas — his regionalization system,
theory of musical-cultural tradition, and views on musical terminology — have proven
relevant for our time and continue to be developed in musicology of Russia. He proposed
an original methodology of Global Music Cultures that requires further development.

This historical experience will be interesting to scholars and will help in creating a modern
Global Music History.
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ABSTRACT. This study explores the therapeutic potential of Kazakh traditional music, focusing on the acoustic,
emotional and symbolic power of sound and timbre. By adapting ancient musical practices to contemporary
conditions, Ethnotherapy promotes emotional support, internal balance and reinforces cultural identity.

The study methodology combines theoretical frameworks from global studies with empirical methods

such as observation, questionnaires and interviews. A structured data analysis considers the age, motivation,
emotional response and long-term impact, ensuring reliability and relevance of conclusions. Thirty traditional
instruments were employed to craft a therapeutic soundscape, aiming emotional layers and archetypal
memory. Instruments included various types of membranophones (such as bass saz-syrnai, mys-syrnai,
shynyrau, uildeuik), idiophones, and wind and string chordophones (dombyra, kyl-kobyz, nar-kobyz).

The results demonstrate that participants experienced significant emotional release, improved internal
balance and strengthened connections with cultural roots. The therapy consists of three structured

stages — introductory, main and final — each designed to guide listeners through emotional purification,
reconnection and reintegration. The sounds of national instruments amplify the vibrational resonance
between performer and participant, fostering holistic healing without direct verbal intervention. The cultural
symbolism of the sessions, including the image of the World Tree (Baiterek), reflects a deliberate therapeutic
model rooted in Kazakh cosmology.

The findings emphasize the continuing relevance of traditional sound-based healing in addressing
modern emotional challenges. Ethnotherapy represents an organic bridge between ancestral wisdom
and contemporary needs, offering a universal model of gentle, culturally rooted support for emotional
resilience.
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TIPEK CO3AEP STHOTepanus, KasakTblH A3CTYPAI My3blKacbl, AbIObICTbIK OPTa, iLLKi YANECiMAiNIK,
M3ZeHM bipereinik, My3blKablk Tepanus, SMOLMAbIK KanmblHa Keny.

AnsbiC ABTOpAap Saryn xxypHanblHbIH pefakLMACbIHa XXaHe peLieH3eHTTepre 6y
3epTTeyre Kbi3bIfyLbIblK TaHbITbIM, MaKanaHbl Xapuanay 6apbicbiHAaFbI

YCbIHbICTapbl MEH KOMEKTEPI YLUiH LWblHalbl anfbICTapbiH Oingipes,.

AHAATIA. by 3epTTey Ka3aKTbiH, A3CTYPJi My3blKacbIHbIH, Oipereii caybiKTbIpy a1eyeTiH KepceTin,
OHBbIH, aKyCTMKablK, IMOLMANBIK XKOHE CUMBOABIK KAaCUETTEPIH KapacTbipadbl. JTHOTEpanus KeHe
My3blKanblk TaXipubenepai Kasipri 3amaH TanantapbiHa 6erimzen OTbIPbIM, SMOLUMANbIK XeHinaeyAi,
ILKi yrneciMai KanmblHa KenTipyAi >kxaHe MaseHW BiperennikTi HblFanTy bl KaMTamachI3 eTes;.

3epTTey agicTeMeci xxahanapblk, My3blKaablk Tepanus canacbliHAarbl TEOPUANbIK TaCingepai, bakbliay, cayaiHama
>KoHe cyx6aT CUAKTbI SMIMPUKaNbIK 94iCTEPMEH yLuTacTbipabl. KypblibiMaanfaH cayasHamaHblH Tangaybl
KaTbICyLLblNAPAbIH XKac epeKLIeNikTepiH, MOTUBaLMACLIH, SMOLMOHaNAbIK CE3iHYIH XaHe y3aK Mep3iMai acepiH
baranay KepceTKilUTepiH eckepe OTbIpbIN XYPri3ingi. byn 3epTreyaiH HOTUXKENEPIHIH CEHIMAINIT MeH ©3eKTiNiriH
apTTbipagbl. TepanusblK AblObICTbIK OPTaHbl KYPY YLUiH OTbI3 ASCTYPJi acnantap KoaaaHblagbl. OnapabiH
iWiHe MembpaHopoHaap (6ac-cas-cbipHal, 6ac-CbipHaW, WbIHbIpay, yingeyik), nanodoHaap, ypmeni,
COHAaM-aK LepTre XaHe ieKTi XopaodoHAap (40MObIpa, Kbl KOObI3, Hap KO6bI3) Kipai.

HaTnxenep kepceTkeHael, KaTbICyLUblIap akTapbliKTark SMOLMANBIK XEHINZAIK, LUK YANECiM XKaHEe MajeHN
Tyn-TaMblpaapbiMeH 6anaHbICTbIH, HbiFaroblH ce3iHai. CeaHcTapablH CUMBOJIMKACHI, COHbIH, iLLIiHAE
[yHunexysinik araw (bantepek) 6erHeci, kasak, KOCMOIOIMACbIHA HETi3AEe/reH NHTErPaTUBTI TEPANUA/IbIK
YAriHi 6eiHeneni. 3epTrey HaTUXKeNepi A43CTYPI AblObICTbIK TaXipubenepaiH Kasipri SMOLMANbIK
CypaHbICTapAbl KaHafaTTaHAblpyafbl ©3eKTiNIrH anensengi.

Ocbinarila, 6y XXyMbIC YATTbIK, MyPaHbl 3aMaHayun 9iCHaMalblk ToCiNLEPMEH YLUTACTbIPbIMN, STHOTEPanUAbIK,
ToXipnbenepsi benimaey MeH MaZeHMeTapanblk, anMacyAblH XXaHa MyMKIHAIKTEPIH awwazbl.
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JLNsi LUTUPOBAHMS balikyatoBa, Akmapan, u PaywaH HypTasa. «JTHOTepanusa B ka3axckom
My3blKabHOW TpagMLuu: 3ByKOBas CpeAa v BHYTPEHHAA rapMoHus». Saryn,

T. 13, N2 3, 2025, c. 48-62. DOI: 10.59850/SARYN.3.13.2025.290. (Ha anrauniickom)

K/I'OUYEBBIE C/IOBA DTHOTepanus, Kazaxckas TpaguLMOoHHas My3blka, 3ByKOBas cpesa, BHYTPEHHAA
rapMOHWS, KyAbTypHas UAEHTUYHOCTb, My3blKalbHaa Tepanus, SMOLMOHalbHOe
BOCCTaHOBNEHME.

bnAarogapHOCTU ABTOPbI BbIpaXatoT CBOO 61aroAapHOCTb pefakLimMmn XXypHana Saryn

W peLeH3eHTaM 3a NPOSIBAEHHbIN MHTEPEC, a Tak>Ke 3a MOMOLLb B NMOATOTOBKE
JaHHOW cTaTbk Kk nybankauun. Ocobas brarogapHocTb Bbipaxkaetcs Cepuky
HypmMonzaeBy 3a ero Bkaag, B HaCTosLLyHO paboTy 1 3a BO3MOXHOCTb
03HaKOMUTLCA C €ro MAesMM Kak aBTopa MeToAa 3THOTepanum.

AHHOTALMA. [laHHOe 1cCne0BaHNe JEMOHCTPUPYET YHUKaNbHBIV 030PaBANBaOLLMIA MOTEHLMAN Ka3axCKoM
TPaAVLIMOHHOW My3bIKW, PacKpbiBas ee akyCTUYeCKMe, SMOLMOHA/IbHbIE Y CUMBOJIMYECKNE CBOWCTBA.
DTHOTepanus afanTupyeT APeBHME My3blKa/bHble MPaKTUKKM K COBPEMEHHbIM YCN10BUAM, obecneuviBas
3MOLMOHaIbHOE 0CBOBOXAEHWE, BOCCTAHOBNEHVE BHYTPEHHEN FapMOHUM U YKperieHne KyabTypHOM
NAEHTUYHOCTY.

MeTogonorns nccnesoBaHns obbenHAET TEOPeTUUECKME MOAXOALI MMPOBON My3bIKOTEpanum

C AMMUPUYECKMMU UHCTPYMEHTaMM: HabAtOAeHNEM, aHKETUPOBAHVEM W HTEPBbIO. AHaIN3 JaHHbIX
YUWTbIBAEeT BO3paCTHbIe TPyMMbl, MOTUBALMIO YHACTHNKOB, SMOLMOHANbHbIE PeaKLMN 1 AOTOCPOYHbIE
3ddeKTbl, UTO MOBBILIAET JOCTOBEPHOCTb U PENEBAHTHOCTb BbIBOAOB. /11 CO3/aHWA TepaneBTMUecKon
3BYKOBOW Cpefbl UCMO/Ib30BaNNCh TPUALATL TPaAVLMOHHbBIX MHCTPYMEHTOB PasiNYHbIX TUMOB —
MeMb6paHOdOHbI, NANODOHbI, JyXOBble, LMMKOBbLIE N CMbIYKOBbIE XOPAOPOHBI (AO0MEPa, Kbli-KOObI3,
Hap-KobbI3).

Pe3ynbTaThl MOKa3bIBatOT BblpaXkeHHOE 3MOLMOHaNbHOE 0b1eryeHne, ycuaeHne BHYTPEHHEN rapMOHMM
1 yKpeneHne CBA3W C KyNbTypHbIMU KOpHAMU. CUMBOJIMKA CEaHCOB, Bkatouas obpas Muposoro gepesa
(baviTepek), oTpakaeT MHTErpaTMBHYO TePaNeBTUYECKYHO MOZE/b, OCHOBAHHYHO Ha Ka3aXCKoW KOCMOIOMMM.

MCC}'IGAOBaHVIe nogvyepknBaeT akTyalbHOCTb TPaANLUMOHHBIX 3BYKOBbIX MPakKTUK ANA COBPEMEHHbIX
3MOULMOHAbHBIX MOTPEBHOCTEN U MX MOTEHLMAN KakK MOAEAW KYbTYPHO YKOPEHEHHOW NMOAAEPIKKM,
NMPUMEHVMOW B MEXAYHapPOAHOM KOHTeKCTe. TakvM obpa3om, paboTa 06beuHAET HaLMOHaNbHOE Hacneane
N COBpPEMEHHbIE MeTOA0N0TNYECKME NOAXOAbl, OTKPbIBaA NePCneKTBbl KPOCC-KYIbTYPHOIo obmeHa

M agantaynn 3THOTEPaNEeBTUYECKNX NPaKTUK.

BknAp ABTOPOB

A. K. Batikyamoea — GbopMy/MpoBaHMe NCCNeL0BaTENbCKOM KOHLEMNLMM, ONpeseneHne OCHOBHbIX LieNe 1
3afau, paspaboTka METOLONOTMN UCCIEA0BAHMSA U NMPOBEAEHVE HTEPBBIO.

P. C. Hypmasa — nogrotoBka o63opa imTepaTtypbl, CPaBHUTE/IbHbIN aHan3 COOTBETCTBYHOLLIMX NCTOUYHMKOB,
cmcTtemMaTtmsauna nccnepoBatesibCkMx MaTepuanos, aHaln3 U HTepnpeTauma pesyabtaTtoB NccaesoBaHUA.
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Introduction

Traditional music holds profound healing capacities, deeply intertwined with cultural
memory, emotional expression and sensory resonance. In Central Asia and particularly
among the Kazakh people, the use of sacred sound has long been a central part

of spiritual and communal life. However, compared to global music therapy practices,
the use of music as a cure in this region is underrecognized and insufficiently studied.

This article presents a pilot study exploring how sound and timbre, embodied
through thirty traditional Kazakh instruments, serve as powerful mediums for influencing
the internal emotional states. The study investigates the following research questions:

1. What emotional and psychological responses are evoked by structured exposure

to traditional Kazakh instruments?

2. How do cultural symbols and timbral textures function in the therapeutic

mechanism of Ethnotherapy?

3. Can sound-based rituals be integrated into modern psychosocial practices?

This paper presents the theoretical background and empirical study of Ethnotherapy
as a culturally rooted, contemporary practice. It examines the stages of the therapy
process, participant experiences and the broader significance of traditional music
as a living instrument of emotional healing and resilience.

The theoretical foundations and cultural context
Throughout human history, music has been regarded not only as an art form, but also
as a means of emotional and physical restoration. Ancient Greek philosophers such as
Pythagoras, Aristotle and Plato emphasized the role of musical harmony in establishing
balance within the cosmos and the human soul. In early Eastern civilizations — notably
India and China — music was deeply intertwined with philosophical and medical systems.
For instance, Indian Ayurveda utilized musical modes (ragas) for harmonizing the energy
centers (chakras) and restoring inner equilibrium (Gardner-Gordon and Sundar 397-407).
In the Islamic world and Central Asia, renowned physicians such as Avicenna described
music as a non-pharmacological intervention for mental and emotional disturbances.
These cross-cultural perspectives reflect a long-standing understanding of music
as a bridge between body, mind and spirit — a principle that continues to inform Kazakh
traditional music practices.
Kazakh culture preserves a unique understanding of music’s role in human
life, reflected in the sacred of musical instruments and the concept of the kui —
an instrumental composition embodying emotional and existential narratives.
The term kui itself translates as “state” or “condition”, underscoring the music's
function as a carrier of emotional and internal states.
Historically, Kazakh bagsy (shaman) used sound as a means of communication
with the spiritual world, as well as a tool for restoring balance within individuals
and communities. Sacred instruments like kyl-kobyz and shang-kobyz were seen as living
entities, capable of transmitting cosmic energy through natural materials (wood, leather
bone and hair).
In contemporary Kazakhstan, these traditions are revitalized through practices,
for instance, Ethnotherapy, which adapt ancestral healing methods to modern needs
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while maintaining the original focus in timbral resonance, emotional regulation
and internal restoration. The therapy draws upon deep cultural symbols — the Baiterek
(World Tree) — to evoke archetypal memory and support personal transformation
through sound.

This study positions Kazakh traditional music within the broader historical continuum
of global healing practices, proposing that its emotional and sensory functions continue
to meet the psychological and existential needs of individuals in the modern era.

Statement of the problem
Music therapy, as one of the primary modalities of art therapy, has become increasingly
integrated into contemporary healthcare and wellness practices. Despite a global
across clinical and community settings, its systematic application within the Central
Asian context remains underdeveloped. While rich traditions of healing through music
exists in the region, they are practiced unofficially and lack theoretical framing within
contemporary psychotherapeutic discourse. There is a gap between ingenious musical
practices and structured, evidence-based models of psychosocial support.
Ethnotherapy, as presented in this study, offers a culturally embedded approach rooted
in Kazakh symbolic and sonic traditions. However, empirical validations and theoretical
integration of such approaches into broader field of music therapy are limited.
Therefore, the present study seeks to address this gap by exploring how structured
use of traditional instruments and compositions, within a culturally coherent therapeutic
settings, can foster emotional integration, symbolic awareness and internal stabilization.

Literature review

A growing body of scholarship has explored the role of music in emotional healing

and psychosocial development. Kenneth Bruscia's extensive research "An Introduction

to Music Therapy” (2018) presents music therapy as a process involving the use of musical
elements to achieve specific restorative and developmental goals. His study discusses
various approaches, including receptive (listening) and active (performing) formats,
explaining how music can help alleviate physical discomfort, emotional imbalance,

and internal stress. In “Music as Medic. The History of Music Therapy Since Antiquity”
(2004), Gary Ansdell explores how different societies understood the healing function

of music and used it for restorative purposes.

The preventive potential of music is examined by Ivan Tarkhanov in "About the Influence
of Music Therapy on the Human Body" (1893). His experimental data on the restorative
influence of music on muscles and its relation to pitch and timbre provided a foundation
for future explorations. Another study of note is Wendy Knight and Nikki Rickard'’s review
"Relaxing Music Prevents Stress-Induced Increases in Subjective Anxiety, Systolic Blood
Pressure, and Heart Rate in Healthy Males and Females" (2001), which examined
how music affects subjective and physiological stress responses. The results confirmed
that music acts as calming agent, preventing the usual rise in stress-related indicators.

The emotional-supportive role of music therapy is examined in Christian Gold's “Effects
of Music Therapy for Children and Adolescents with Psychopathology: A Meta-analysis”
(2004), which confirms the positive influence of music therapy on children
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and adolescents with psychopathology. Monica Geretsegger's review (2022) examines
the role of music therapy for autistic individuals, documenting improvements

in communication, engagement and affective attunement. Kenneth Aigen’s more recent
work on Nordoff-Robbins music therapy (2023) shifts the focus to music-centered
practice, wherein musical interaction itself becomes the medium of change rather

than a secondary tool. This aligns with the concept of ethnohearing and is elaborated
on in the Discussion section. Its relevance becomes particularly evident when discussing
the culturally encoded perception of timbre and musical archetypes.

In both clinical and traditional models, the therapist plays a central role in guiding
the healing process. As noted in contemporary music therapy literature (Bruscia 2018;
Aigen 2023), the therapist’s attunement, musical presence and relational sensitivity
significantly influence therapeutic outcomes. In the context of Ethnotherapy, this role
also includes the transmission of emotional and symbolic energy through culturally
embedded performance practices.

In contemporary European models, the therapist actively engages with the client
through improvisation and dialogic interaction. In contrast, in Ethnotherapy, rooted
in Central Asian traditions, the receptive format is emphasized. However, this should
not be mistaken for passive listening. Instead, it constitutes a focused and emotionally
resonant form of auditory engagement, in which the listener participates through internal
imagery, bodily attunement and symbolic perception. This active inner involvement
enables therapeutic transformation, grounded in culturally familiar sound structures
and ancestral resonance.

The table below offers a comparative overview of core principles across models
(see Table 1).

Table 1. The essence of the different approaches to music therapy on modern Europe
and Central Asia

Central Asia
Europe (Active Format) (Receptive Format with Active
Engagement)
Client involvement Active participation (performing, Internalized participation (listening
improvisation) with reflection, vocal/motor mirroring)
Music selection Individually tailored Culturally familiar traditional melodies
Cultural influence Less emphasized Based on “ethnohearing” and internal
auditory tuning
Therapist role Facilitator and co-performer Selector and guide
Therapeutic goal To harmonize and balance internal To activate emotional memory
states through culturally familiar sounds
Methodology

The study combines international theoretical knowledge with local empirical data.
It is based on a pilot session involving ten participants (three males, five females
and two children). Given limited sample size, results are exploratory and serve

as an initial step toward broader applications.
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A structured questionnaire was administrated to assess emotional impact. It included
sections on participant demographics, motivation, emotional responses before and after
the session, as well as mental imagery, and perceived long-term effects. Responses were
coded and grouped by thematic categories using manual content analysis. This allowed
to identify the archetypal patterns and recurring emotional themes.

The methodology includes observation to identify participant reactions,
as well as a structured questionnaire that provided the following results:

« Traditional music had a noticeable influence on the internal state of participants

« Compositions performed on thirty traditional instruments contributed to an altered

perceptual state among listeners

« Traditional music embodies the worldview of Kazakh bagsy (shaman), thus,

performance using sacred instruments led to inner balance and emotional stability.

An in-depth interview with the therapy’s author — Serik Nurmoldayev, the creator
of the Ethnotherapy method — was conducted on January 5, 2024 in the OzgeEpic space,
which made it possible to understand the session’s conceptual structure and identify
the core element of its healing resonance — the use of thirty traditional instruments
in a systematic and purpose-driven format.

Results

This section presents the results of a pilot Ethnotherapy session conducted with ten
participants. The session consisted of three distinct phases — Introductory, Main and Final,
each designed to correspond with specific emotional stages. Data were collected through
observational notes and a structured post-session questionnaire. Participants responded
to 13 questions evaluating emotional states, physiological shifts, imagery and instrument
perception. A thematic analysis was used to assess recurring patterns in participant
responses.

The Introductory Phase included three compositions. The first is live performance
of the Kazakh song “Yapurai” on the sybyzgy (longitudinal flute), served to establish
a shared tonal field and prepare participants for deep listening. This was followed by two
prerecorded compositions — “Baiterek” (symbolizing the World Tree, No. 2) and “Keruen”
(translated as “The Caravan”. No. 3), performed by musicians from the “Turan” & “Steppe
Sons” ensembles. These compositions were described by the creators as authentic
transmissions of the musicians’ emotional states at the time of recording. Participants
frequently described imagery associated with the World Tree and a caravan crossing
a desert, despite receiving no prior information. These results suggest the presence
of culturally encoded sound archetypes activated through timbral and rhythmic cues.

In the Main Phase, three compositions facilitated a guided emotional progression.
The piece “Inir” (translated as “An Early Sunset”, No. 4) symbolized primordial fear,
elicited tension and music contractions. The subsequent piece “Syrlasu” (translated
as "A Heart-to-Heart Conversation”, No. 5), was associated with feelings of warmth,
grounding and ancestral support. The final composition in this phase, “Zharmak”
(translated as “The Divisibility”, No. 6) produced the most intense emotional responses —
seven out of ten participants exhibited tearfulness, indicating emotional release
and affective processing.
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The Final Phase focused on integration and return to a regulated state. The lullaby
"Ansa Zhanym"” (translated as “"Long for My Dear”, No. 7) featured a simplified
two-chord structure and was characterized by participants as comforting and maternal.
The final piece, “Tuma” (translated as “The Beginning”, No. 8), was described as uplifting
and stabilizing. Several participants reported a renewed sense of clarity and personal
continuity following the session.

Across all three phases, participants identified timbre and rhythm as the most
influential musical elements. Instruments such as sybyzgy and kyl-kobyz were consistently
named as particularly impactful due to their distinctive tonal color and cultural resonance.
Many participants emphasized the unique vibrational quality of instruments made from
natural materials — wood, leather, bone and hair, which they associated with a deeper
emotional response. This aligns with Saule Utegaliyeva's classification of traditional
Kazakh instruments into ‘living” (organic, natural) and non-living (synthetic, industrial)
categories, where “living” instruments are believed to retain a vital connection to nature
and therefore possess heightened expressive and healing capacities (238). The frequent
mention of this organic resonance in participants’ feedback suggests
that the emotional navigation, symbolic processing and sensory attunement are deeply
rooted in cultural memory and embodied experience.

The Table 2 demonstrates the presentation of the purpose of each phase, compositions

58

and lines.
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Table 2. Presentation of the purpose of each phase, compositions and lines

The block of work

The Introductory
stage

Purpose

Preparation for reflection
and self-awareness,
formation of the necessary
state to enter an altered
consciousness

Applied compositions

1. "Yapurai” (Kazakh folk
song)

2. "Baiterek” (“The Symbol
of World tree”)

3. "Keruen” (The Caravan”)

Insight lines

tension, overcoming
negative feelings.
Stabilizing the level

of psychological activity,
internal balance

8. "Ansa Zhanym”
("Long for My Dear")

The Main stage Expansion, awareness 4. "Inir" ("An Early Sunset”) Primal fear
of negative emotions, 5. “Syrlasu” (“A Heart-to- The state of love
intensive expression Heart Conversation”)
of internal emotions. 6. “Zharmak” The test of life
Recognition of the source (“The Divisibility")
of tension, elaboration
and deep understanding
of the internal condition
The Final stage Relieving emotional 7. "Tuma ("The Initial Stage”) | Support status

A state of balance,
self-acceptance, returning
to reality and realizing
who and what surrounds
at the moment

These structural elements, introduced in Table 2, are further interpreted below
in the context of the symbolic significance of participant responses.
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Discussion

The study reveals the potential of Kazakh Ethnotherapy as a culturally resonant,
symbolically charged and emotionally impactful form of therapeutic sound work.

While distinct from European clinical models, it shares a universal human foundation:
the use of structured sound to facilitate psychological integration and healing.
Participants’ responses to the Ethnotherapy session demonstrated consistent emotional
and symbolic resonance, particularly during the middle and final stages. As supported
by the questionnaire data, over 70% of adult participants reported feelings of sadness,
nostalgia or emotional release. These experiences reflect not only momentary reactions,
but also deep activation of archetypical emotional memory. According to Carl Jung's
theory of the collective unconscious, archetypes across cultures are often triggered

by symbolic stimuli such as sound, rhythm and mythic form (65).

The concept of sound archetype is thus particularly relevant: participants described
visual imagery (e. g., desert journeys, ancestors, cosmic connection) without any prior
information about the compositions, suggesting that traditional instruments and musical
forms accessed universal perceptual channels. The effect was not limited to semantic
understanding but engaged what Zemtsovsky termed “ethnohearing” — a culturally
and biologically shaped inner filter of sonic experience (Zemtsovsky 528). The prevalence
of emotional response across age groups and ethnic backgrounds supports
the hypothesis that culturally rooted musical material can activate internal resonance
and emotional transformation even without cognitive preparation.

These mechanisms of musical perception can be conceptualized following
Zemtsovsky's model, which includes three interconnected layers:

1. universal sound archetypes;

2. culturally encoded intonational memory (ethnohearing);

3. musical signs interpreted within a specific cultural framework.

See Fig. 1 for a visual representation of Zemtsovsky's model.

Fig. 1. Zemsovsky's Model of Musical Perception
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Furthermore, contrary to the assumption that Central Asian therapy is entirely passive,
participants demonstrated multiple layers of active internal engagement, including
breath synchronization, focused visualization and post-session verbal expression.

These behaviors are consistent with broader understandings of active music therapy,

not only limited to instrumental performance, but extending to embodied and emotional
participation. This suggests a hybrid modality of Ethnotherapy: combining receptive
listening with internalized psychophysical activation.

A meaningful comparative framework is the Nordoff-Robbins model, developed
by composer Paul Nordoff and educator Clive Robbins. Rooted in the belief that every
person possesses an innate musical sensitivity — “musical child”, this approach centers
on spontaneous musical improvisation as the core of therapy. In Nordoff-Robbins’
sessions, the therapist improvises music in real time, often singing about the client'’s
actions or emotional state, while co-therapist supports behavioral participation.

This method is especially impactful for individuals with developmental disabilities,
where verbal language may be inaccessible.

While Kazakh Ethnotherapy does not use improvisation, it shares the central tenet
of Nordoff-Robbins model: music itself is the medium of transformation. The difference
lies in structure — Ethnotherapy uses pre-composed or symbolically arranged music.

Beyond this, the study aligns Ethnotherapy with global traditions of musical healing,
particularly in ritual and shamanic contexts. As noted by Moreno, many tribal
and non-technological cultures continue to practice healing through music without
naming it as such (271). In these contexts, the shaman acts as a transdisciplinary figure,
combining sound, gesture, chant, image and movement to guide the healing process.
The Kazakh healer-musician historically served such a role and modern Ethnotherapy
carries traces of this legacy — especially in its symbolic focus, ritual structure and use
of "living instruments” made from organic materials.

According to the Bonde and Bruscia, the distinction between music therapy and musical
healing lies in their ontological and operational assumptions (Bruscia 564). Music therapy
typically operates via a triadic model: client — therapist — music, in which structured
interaction leads to psychological insight, growth or symptom reduction (Bonde 216).

In contrast, musical healing attributes transformation to vibrational, universal or sacred
energies inherent in sound itself. While music therapy emphasizes human agency

and measurable change, healing often situates music as a spiritual mediator

that reconnects the individual with a cosmic order or ancestral lineage.

The ethnotherapeutic approach bridges these models. On one hand, it follows
a structured process with therapeutic intention, on the other, it leverages vibrational
qualities and symbolic soundscapes in a way more typical of musical healing.

Ritual structure also plays a central role. As Bonde notes, therapeutic rituals may derive
from traditional (shamanic, religious) forms or be adapted for modern practice (217).

In Ethnotherapy each composition within the session functions as a ritualized phase:
an opening access memory and prepare bode (through the composition “Yapurai”),
a central image of symbolic struggle and transformation (“Baiterek”) and a resolution
through the journey and meaning (“Keruen”). This triadic architecture mirrors both
therapeutic models and mythic structures found globally (initiation, crisis, return).
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Finally, this approach resonates with ecological music therapy, as defined by Bruscia
(233). Music is not simply a technique, it is an environment, a context and a relational
field. The idea of "holarchy” — nested levels of musical experience and social integration,
applies directly to this setting. Ethnotherapy restores a sense of belonging, cultural
identity and internal coherence in a way that bridges personal, cultural and cosmological
dimensions.

In summary, this study contributes to the broader understanding of music
as a therapeutic agent across diverse models: clinical, spiritual, cultural and artistic.
Ethnotherapy is not a universal method, but a culturally situated, symbolically rich practice
that demonstrates music’'s enduring power to restore balance, affirm identity and open
emotional pathways toward healing. Future research should deepen comparative analysis
of such hybrid models and integrate both subjective and physiological indicators
to further evaluate efficacy.

Table 3. Key data from a survey among participants of Ethnotherapy

Gender A Purpose The impact Evoked emotions The effects
(quantity) of the therapy visit of the stages of the elements
M 18-24 To discover Final Sadness Rhythm
and experience and nostalgia
something new
F 25-34 Increase energy Final Sadness All elements
and motivation and nostalgia
F 25-34 To feel a connection Final Faith in yourself, Sound/timbre
with roots and culture in life, in success
F (2) 45-54 Increase energy Introductory Sadness Sound/timbre
and motivation and nostalgia
M (2) 45-54 To feel strength Final Poise and balance | Sound/timbre
F 55+ Coping with stress Final Sadness Sound/timbre
and nostalgia

Conclusion

This pilot study highlights the therapeutic potential of Kazakh traditional music when
integrated into structured healing sessions. By combining acoustic resonance, symbolic
imagery, and organic instrumentation, the therapy facilitates emotional release, cultural
reconnection and psychological stabilization. Participants reported deep emotional
responses — sadness, clarity and revitalization, suggesting that traditional sound practices
activate archetypical memories and non-verbal forms of healing. Ethnotherapy offers

a culturally anchored model for addressing emotional imbalance through receptive
musical engagement. However, limitations in sample size and measurement tools point
to the need for expanded clinical trials, inclusion of physiological indicators and deeper
theoretical integration with existing psychotherapeutic models.
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CmakoBa, 3aype, n lN'ynbHapa KysbakoBa. «basHHble 06paboTki Ka3axckoro
LOMOPOBOro KOs Kak KPpOCC-KyNbTypHbIV heHoMeH». Saryn, T. 13, N2 3, 2025,

¢. 63-85. DOI: 10.59850/SARYN.3.13.2025.289.

KAFOYEBBIE C/IOBA Kazaxckmin fombpoBbIi Ktol, basiH, basHHas obpaboTka, nepenoxeHue,
TPaAHCKPUMLMSA, NCMONHUTENBCKOE NCKYCCTBO KasaxcTaHa, KpocC-KyabTypHble
B3aUMOZENCTBISA, My3blKaJbHas TpaauLus.

ABTOpbI BblpaxatoT 6aarogapHocTb Kasaxckol HaLMoHaibHOW KOHCepBaTopun
nMeHn KypmaHrasbl, pefakLuu xypHana Saryn, peLeHseHTam 3a BHUMaHue
1 BbICOKMI NpodeccroHanunsm, JobpoxenaTesbHoe OTHOLLEHWE, Nose3Hble
KOHCYNbTaLMWN 1 OT3bIBbI, MHTEPEC K UCCNeA0BAHMIO, @ TakKe 3a LieHHble
pekoMeHAaLMN B NOATOTOBKE CTaTby K NybanKaLuu.

AHHOTALMA. CTaTbsA NOCBALLEHA UCCNe0BaHM0 BasHHbIX 06paboToK Ka3axcknx JOMOPOBbIX KlOeB

Kak XyAOXeCTBEHHOTO fBAEHNs, GOPMUPYHOLLErOCA Ha CTbIKE HALMOHAbHON TPaaMLUN U €BPOMENCKOM
WHCTPYMEHTaIbHOM KyAbTypbl. HayuHas npobiema 3ak/itouaeTcs B OTCYTCTBUM KOMMIEKCHOTO aHann3a
3TOrO XaHpa € NO3ULMI KPOCC-KyAbTYPHOrO noaxoaa. Llenbto paboTbl ABASETCA BbiSBAEHUE UCTOPUYECKUX,
CTUANCTUYECKUX U UCTIONHUTENBCKUX OCOBEHHOCTEN aZanTaLmm Krosi Ha BasiH 1 OCMbICNeHNe ee Kak GOopMbl
Ky/ZIbTYPHOTO Ananora.

MeToA0M0rMA ONMPAETCA Ha UCTOPUKO-KYbTYPHbIA U KOMMAPaTUBUCTCKUIA aHaU3, My3blKaabHO-
TeopeTnyecknin pa3bop GopPMbI, PUTMUKH, NaJ0-UHTOHALMK U aKTYPbI, @ TaK)Ke Ha KPOCC-KYbTYPHYHO
Teoputo Knanga KnakxoHa o peHoMeHax Ky/bTypHOU Anddy3nun, 3BoOLMUN 1 HEOBPATUMOCTU.
McTouHnkoByto 6a3y coOCTaBUAN HOTHbIE U3faHWA KloeB 1 6asHHbIX 06paboTokK, ayAno- 1 BUAEO3aMNMCH,
aHTOJIOMMN N yUebHble MOCOBVMA Ka3axcTaHCKMX 6asiHUCTOB, a TakXe TPYZAbl MO 3THOMY3bIKOIOTN

¥ My3bIKasbHOI Mejaroruke.

B xo4e vccnenoBaHms yCTaHOBEHO, UTO HasiHHbIE 06PaboTKM OTpaXKatoT pasnYHbIe YPOBHM
KPOCC-KyNbTYPHOrO B3aVIMOZENCTBUS: OT 3IEMEHTAPHbIX NEPENOXKEHUN, GUKCUPYHOLLMX UCXOAHBIV MeNoc,
JL0 BUPTYO3HbIX TPAHCKPUMLMIA 1 aBTOPCKMX 06paboToK C 31eMEHTAMU 3CTPAAHO-AKa30BON CTUANCTUKM.
MNMokasaHo, UTo HasiHHas NpaKTVKa He TOIbKO COXPaHAET MOAaIbHO-MHTOHALMOHHYO NMPUpoay KHos,

HO 1 NpeobpasyeT ee NOCPeACTBOM NOAMDOHM3aLMN baKTypbl, PaCLLMPEHNS FAPMOHNYECKOTO A3blkKa

W NPYMEHEHNS CreLndryecknx TEMBPOBbIX BO3MOXHOCTEN MHCTPYMEHTA.

HayuHas HOBW3Ha CTaTbW 3aK/IOYAETCS B MPUMEHEHUN KPOCC-KYNbTYPHOM ONTUKM K CMCTeMaTM3aLmm

XaHpa v nNpeanoXxeHnn Tunoaorum ¢opm basHHON 06paboTkm No cTeneHn TpaHchopmaLm Mateprana.
MpakTnyeckas 3Ha4MMOCTb PaboTbl CBSI3aHA C BO3MOXHOCTLIO UCMONb30BaHWsA ee pe3ynbTaToB

B 06pazoBaTeNbHbIX NPOrpaMMax, NCMOJHNTENbCKON AeATENbHOCTU U MPU CO34aHUM HOBbIX apaHXNPOBOK

Ha oCcHoBe GONbKJOPHBIX 06pa3LoB. [MepcnekTUBbI AaNbHENLINX UCCAEA0BAHNA OTKPbIBAIOTCS B HanpaBieHWM
conocTaBaeHNst 06paboToK Ka3axCcKom My3blKM C aHaNOrMYHbIMU MpoLeccaMu B KyabTypax LleHTpasbHown
A3umn n BoctouHow EBponbil.

BKnAAd, ABTOPOB

3. H. Cmakosea — cbop v cucteMatmnsaLma Matepmana; noabop NCTOYHUKOB, paboTa C HOTHbIMK Obpa3Lamu,
aHanams n cncTteMatmnsauma AaHHbIX, HanncaHWe TeKCTa, KOMIJieKCHaa peaaktypa n ,u,opa6on<a TeKCTa CTaTbU
Ha BCeX 3Tanax, KoOHLUenTyaansaumsa pesyibtatoB, odopmaeHme cTaTbi.

I X. Ky36aKoea - paspa6on<a HanpaBaeHnAa n MeToa0o/10rMn ncciegoBaHnd, aHannm3 Hayl‘{HOIk/] NNTEPATYpPHI,
q)OpMVIpOBaHI/Ie KoHUenumn nccnegoBaHus, KpMTI/NeCKVIIZ aHanuns, NoCTtaHOBKa Uenn n 3ajad nccaegoBaHua,
HanucaHne TeKCTa, KOMNaekCHaa pejakTypa TeKCTa CTaTbM Ha BCEX 3Tamnax, KOHUeNTyaan3auma pesyanbtaToB.
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CwmakoBa, 3aype, xaHe lN'yabHapa Kysbakosa. «Ka3ak 4ombblipa KylinepiHiH, 6asHFa
eHAeyNepi Kpocc-MageHN peHoMeH peTiHae». Saryn, T. 13, N2 3, 2025, 63-85 6.
DOI: 10.59850/SARYN.3.13.2025.289. (OpslicLua)

Kasak goMbbipa Kkyii, 6asH, 6asH eHaeyi, naiibikTay, TpaHckpunums, KasakcraHaarb
OpbIHAAYLWLbIIbIK BHEP, KPOCC-MaAeHN 6aiinaHbICTap, My3blkablk 43CTYP.

An¥biC ABTopnap K¥pMaHF33bI aTbiHAafbl KasaK YATTbIK KOHCEPBATOPUACBIHAG,
Saryn >KYPHa/blHbIH pejakunAaCbiHa XXoHE peleH3eHTTepre onapAablH inTunatol

MEH >OFapbl KaCiOUAIiri, 4OCTbIK KapbIM-KaTblHAChl, NalAanbl KeHecTepi
MeH nikipaepi, 3epTTeyre AereH Kbi3blfyLWblAblfbl, COHAAN-ak MakanaHbl bacnara
JalibiHaay 6apblCbiHAAFbI KYHZAbI YCbIHBICTaPbl YLUiH LblHAMbI anfbiCTapbiH bingipeai.

AHAATMA. Makana yATTbIK A3CTYP MEH eyponablk acnanTblK M3AEHMWETTIH TOFbICKAH TyCblHAA KasblnTackaH
KepKeMaik KyOblabIC peTiHae Ka3akTbiH AOMObIpa KynaepiHiH 6asHAbIK eHAeYyepPiH 3epTTeyre apHaafaH.
FbbIMKU Macene — Byn XkaHpAblH KPOCC-M3AEHM KO3Kapac TYPFbICbIHAH XaH-XaKTbl TanjayAblH XOKTbIFfb.
XKyMbICTbIH, MakcaTbl — KyiaepaiH 6asHfFa 6eniMaenyiHiH Tapyuxm, CTUbAIK XoHe OpbiHAAYLWbIAbIK,
epeKLUeNikTepiH aHbIKTay XaHe OHbl M3JEHW ANanorTbiH, 6ip Typi peTiHAe 3epaeney.

DAicTeMe TapUXM-MIJEHN XaHe canbICTbipManbl TangayFfa, Gopma, bipfak, af-MHTOHALMACH

MeH baKTypaHblH, My3blKa/blK-TEOPUSABLIK TajayblHa, COHAan-ak Knaig KnakxoHHbIH MageHn anddysus,
3BOJIFOLLMS XKIHE KANTLIMCbI3AbIK GEeHOMeHAepi XeHiIHAer KpOoCC-MaeHN TEOPUSAChIHA HETI3AeNTeH.
[Jepekke3gik 6asaHbl KyWnepAiH XaHe basHfa apHaafaH eHaeynepaiH HoTaablk 6acblabiMAapbl,

ayAmo- xaHe beiHexasbanap, kasakcTaHAblK 6asHLbINAPAbIH aHTOAOTUANAPbl MEH OKY Kypanaapsl,
COHJlali-ak, 3STHOMY3bIKOJIOTUS MEH My3blKasblK Nnearorvika 60MbIHLLIa eHbeKTep Kypagabl.

3epTTey bapbicbiHAa basH eHAeyNepi KPOCC-MaAEHW ©3apa SpeKeTTeCYiH apTypi AeHrennepiH beriHenenTini
aHbIKTanAbl: 6actankbl MeNOCTbl TYCIPETIH KapanarbiM AaibiKTayfapaaH, 3CTpaja-AXKa3ablk, CTUANCTIKA
3NeMeHTTepi 6bap BUPTYO34bIK TPaHCKPUMNLMANap MEH aBTOPJIbIK ©HAeyepre aeliH. basH Taxipnbeci

KYMAIH, MOZaNbAi-MHTOHAUMABIK TabUFaTbIH faHa cakTan Konmal, oHbl dakTypaHbl NOANDOHUANAHABIPY,
rapMOHUSABIK TiIIH KEHEWTY XHE acnanTblH, ©3iHAIK TeMOPAIK MYMKIHAIKTEPIH KONAAHY apKblibl
TYPNEHAIPETIHI KepceTingi.

MakanaHblH FblIbIMU XaHablfbl — KPOCC-MZAEHW ONTUKaHbI XXaHPAbIK TYPFblAa dKyeni kongaHyblHAa
KoHe MaTepuangbl TpaHchopmauusnay geHreliHe carikec basH eraey NiWiHAEPiHIH TUMONOTNACHIH
YCbIHYbIHAA. XKYMbICTbIH NPaKTUKaablK MaHbI3Abl/blfbl OHbIH HaTUXenepiH binim 6epy bafaapaamanapbiHAa,
OpbIHAAYLLbINbIK Kbi3MeTTe XaHe GONbKAOPAbIK YAriep Heri3iHAe XaHa apaHXX1poBKanapabl >kacay
6apbicbiHAa Nanganary MyMkiHgirimeH 6alinanbicTbl. OfaH apfbl 3epTTeynepiH nepcrekTrBanapbl kasak
My3blKacblHbIH eHAeyepiH OpTanbik A3na meH LbiFbic Eypona mageHneTTepiHaeri ykcac yaepictepmen
CanbICTbIPy BafbiTbiHAA allblAajbl.

ABTOPNAPADIH, YNECI

3. H. Cmakoea — MmaTepuanfbl X1HaKTay XaHe Xyleney, nalifanaHblifaH jepekke3aepai TaHaay, My3blkabik,
YArinepMeH XyMbIC iCTey, epeKTepai Tangay >aHe capanTay, MakanaHblH 6ap/ibik Ke3eHAepiHAe XaH-XaKTbl
eHJey XaHe KalTa kapay, MaKanaHbl 6e3eHgipy.

I XK. Ky36akoea — 3epTTeyAiH, 6afbiTbiH XaHe d4iCTeMeCiH a3ipey, FbibIMU 94ebueTTepai Tanzay, 3epTrey
TYKbIpbIMAAMacChIH KasbINTacTbIpy, CbiHW Tangay, 3epTTey MakcaTbl MeH MiHAETTEPIH KO, MaTIHAI Xa3y,
MakanaHblH 6ap/iblK Ke3eHAepiHAE XaH-XKaKTbl OHAEY, HOTUXKeNepai KOHLEeNTyansay.
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ABSTRACT. The article focuses on the study of button accordion (bayan) arrangements of Kazakh dombra
kuis as an artistic phenomenon formed at the intersection of national tradition and European instrumental
culture. The research problem lies in the lack of a comprehensive analysis of this genre from a cross-cultural
perspective. The aim of this paper is to identify the historical, stylistic, and performance features of adapting
kui to the button accordion as well as to interpret it as a form of cultural dialogue.

The methodology is based on historical-cultural and comparative analysis, music-theoretical examination
of form, rhythm, modal-intonation and texture, as well as on Clyde Kluckhohn's cross-cultural theory

of cultural diffusion, evolution, and irreversibility. The source base consists of sheet music editions of kuis
and button accordion arrangements, audio and video recordings, anthologies and method books

by Kazakhstani button accordionists, and works on ethnomusicology and music pedagogy.

The study establishes that accordion arrangements reflect various levels of cross-cultural interaction:

from simple transcriptions capturing the original melos, to virtuoso adaptations and authorial arrangements
with elements of pop and jazz stylistics. It is shown that button accordion practice not only preserves

the modal-intonational nature of the kui but also transforms it through polyphonic textures, expansion

of harmonic language, and the use of the instrument’s specific timbral capabilities.

The innovative aspect of the article lies in applying a cross-cultural lens to the systematization of the genre
and proposing a typology of accordion arrangements based on the degree of material transformation.
The practical significance of the work is associated with the possibility of using its results in educational
programs, performance practice, and in creating new arrangements based on folk models. Prospects

for further research open up in the direction of comparing Kazakh arrangements with similar processes

in the cultures of Central Asia and Eastern Europe.

CONTRIBUTIONS OF AUTHORS

Zaure Smakova — material collection and systematization; selection of sources, work with musical
notation examples, data analysis and systematization, text writing, complex article editing and adjustment
at all stages, conceptualization of the results, formatting the article.

Gulnara Kuzbakova — formulation of the direction and methodology of the study, analysis of academic
literature, formation of the study concept, critical analysis, setting the goals and objectives of the study,
text writing, complex article editing and adjustment at all stages, conceptualization of the results.
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BBepeHue

[loMBpOoBbIN KW — >XXaHpP Ka3axCKoW YCTHOW HapOAHO-MPOdeCcCMOHaIbHOM
WHCTPYMEHTa/IbHOW Ky/bTypbl, OTpaXkatoLmin Guaocodpckme, nctopmyeckmne

W KYNbTyPHblE CMbIC/Ibl HOMaANYECKOWN LnBuan3aumun. B ero dopmmpoBaHum npossuiocs
B3aVIMOAENCTBME NOKaNbHbIX TPAAULIMIA N CTUNEBBIX LLKOJ, CNOXMBLUMXCA B XOZ4e
MHOTrOBEKOBbIX 3THOTeHeTU4eckmx npoueccos LieHTpanbHom Asnn.

TpaAULMOHHBIN KIOW NpUB/IEKan BHUMaHMe akageMmnyeckmx My3blkaHToB. Cpeawn
nepBblX, KTO 06paboTan ka3axckyto My3biKy, Ob1 AnekcaHAp 3aTaeBuy; No3gHee
nepenoxexus ana poprennaHo co3gasanu EBreHnin bpycmnosckuii, bopuc Ep3akosumy,
AnekcaHgp 3unbbep, Amutpuin MauyumH, Mocnd Aybosckuni, /lateid Xamman,
ans ckpunkn — Mocnd KoraH n ap. CoBeTckas KyabTypHas NoamTuka cnocobcrsosana
nepeHocy GOAbKIOpa B akageMnyeckoe NpocTpaHCcTBO, PopMmnpysa NoTpebHOCTb
B penepTyape A8 NPodecCoHaNbHbIX UCMONHUTENEN N y4ebHbIX 3aBeeHNIA. BaxkHbIM
3Tanom crasa nonysaapusaums Kroes Ha 6asaHe B 1940-e roabl (KoHcTaHTH Owwnakos),
YTO 3a/105KM1I0 OCHOBbI YCTOMUYMBOWN NPakTUKN BasHHOM 06paboTkK XKaHpa.

Bo BTOpoOW nonosuHe XX Beka Ka3axCKUil KIOW CTan NpeAMeTOM Hay4YHOro
nccnegosanus. Tpyabl bargayneta AmaHoBa, Acun MyxambetoBoWl, MN'ynb3agsl OmapoBoi,
Abaynxamuta PanmbepreHoBa 1 Apyrvx BbIABUAN CTUANCTUYECKOE N MCTOPUKO-
Ky/IbTYpHOE CBOeObpa3me XaHpa, a BOnpockl 6asHHOM 06paboTkn aHanM3npoBanmcb
AHatonvem lancuHbiM, [locmyxamegom TyakbaesbiM 1 3aype CMakoBOWA.

B nocnegHune gecatunetna B ryMaHUTapHbIX Haykax akTMBHO obcyxzaetca npobnema
KPOCC-KYy/IbTYPHOrO B3aMMOZAENCTBMSA, YTO NO3BOINAO CHOPMMPOBATh KOHLLEMLNIO
«KPOCC-Ky/NIbTYPHOTO peHOMeHa», OTpaXkatoLLero 3akOHOMePHOCTN B3aMMOAENCTBUA
Pa3NYHbIX KyJbTypHbIX cnctemM. OfHaKo cncteMaTnyeckoro aHanmnsa 6asHHbix obpaboTok
KI0eB B KPOCC-Ky/NbTYPHOW NepcrnekTnBe noka HeT. AKTyaNbHOCTb NCCef0BaHMNA
obycnoBaeHa HeOHXOAMMOCTbIO OCMbIC/IEHMA B3aMMOAENCTBMA Ka3aXxCKOW 1 eBPOMencKom
My3blKa/IbHOM TPaAMLNIA B YCNOBUAX r1obanv3auum, 4To NopoxaaeT HoBble GOpPMbI
XyAOXECTBEHHOTO CUMHTe3a.

Lenb paboTbl 3aknto4aeTcsa B BbIABIEHUN U XapaKTePUCTMKe 0COBeHHOCTeNn
6asHHbIX 06paboTOK Ka3axCKnx AOMOPOBbLIX KFOEB Kak KPOCC-KYAbTYPHOTO GeHOMeHa,
NPOABAAIOLErOCsA B XXaHPOBbIX, CTUAEBbLIX 1 HaKTypPHbIX TpaHCHOPMaLIMAX NCXOAHOTO
mMaTepuana. HayuyHas HOBM3Ha UCCAef0BaHNA COCTOUT B MPUMEHEHUW KPOCC-KYNbTYPHOTO
noaxoga v npeanoxeHun tunonorum G¢opm nepepaboTtku (MepenoxkeHmne, TPaHCKPUILUMS,
obpaboTka) ¢ yueTom rybuHbl TpaHCPOPMaL MK MaTepuana 1 3aay UCMONHEHNA.
MpakTnyeckas 3Ha4MMOCTb OnpeaenaeTca BO3MOXHOCTbIO NCMOb30BaHNA Pe3y/bTaToB
KOMMO3MTOpaMu, UCMOJHUTENSMM 1 NeAaroramu Npu Co34aHNM HOBbIX BEPCUN KHOeB
“ B 0bpa3oBaTesibHON AeATeNbHOCTU.

Matepuanbl n metoabl
Matepuanbl uccnegoBanusa. Kopnyc MCTOYHNKOB B paboTe 0b6beanHAET:
a) HOTHbIEe N3JaHWA: aHTONOTMM N COOPHUKIN BasHHOW anTepaTypbl KasaxcTaHa,
XpectomaTum 1 yuebHble Mocobus, WKOAbl Urpbl Ha basHe, COOPHMKM JOMOPOBbIX
KtoeB, cOopHMK PopTenmaHHbIx Nbec E. Bpycnnosckoro;
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6) ayavo- n BugeomaTepuanbl: 3anncK KroeB 1 nx basHHbIX Bepcuii (pagno-
n Tenepecypcol, rpamsanucu, CD, YouTube);

B) [OKYMeHTa/lbHble NCTOYHWKMN: KOHLEPTHbIE U KOHKYPCHbIE MPOrpaMMbl; UHTEPBbLHO
C BeAywmMm basHncTamm pecnybamky;

) TeopeTuMKO-MeToZoNornYeckas amtepatypa: paboTbl NO KPOCC-KYAbTyPHOWM
npobnematuke 1 My3biko3HaHuto (I. MpokoneHrs, J1. MNouebyT, A. MauymoTo,

K. KnakxoH v ap.), TpyAbl O TEPMUHOAOTNM BTOPUYHBIX XaHpoB (B. Knimosa,
H. NBaHuen, ®. Jlunc, b. bopoawnH);
4) HayuHble nccnegoBaHuns gombposoro ktos (b. AMaHoB, . OmapoBa,
A. PanmbepreHoB); basHa (CmakoBa, basHHoOe uckyccmeo 8 Ka3axckou
My3bIKaa6HOU Ky/lbmype).
Metoabl uccnepoBaHua. B nccnegoBaHnv NPUMEHAOTCA KNacCMyeckme MeToapbl
MY3bIKO3HaHWA B COYETaHUM C KPOCC-KYbTYPHbIM NOAXOAOM:

—  WUCTOPUKO-KYNbTYPHbIA METOZ UCMOAb30BAACA NMPU ONMMCAHUN Ka3aXCKOro
aombposoro ktos (b. AmaHos, I'. OmapoBa, A. PanmbepreHos); 6asHa,
€ro 3BOJIOLMNY, UCTOPUM MPOHUKHOBEHMWA B KynbTypy KasaxctaHa, a Takxe
4NA BbIABNEHUA COLIMOKYNbTYPHbIX GakTOpoB, CMOCOBCTBOBABLUMX €ro ajantaumm
ana 6asHa (CmakoBa, basHHoe uckyccmeo 8 Kazaxckol My3biKaae6HOU Ky/semype);

—  KOMMapaTUBUCTCKUIA METOZ — AN COMOCTaBNEHNA OPUTMHAIbHBIX ZOMOPOBbIX
KroeB 1 nx H6asHHbIX 06paboTOK, a TakxKe CcTpaTermii pasHbix aBTOPOB;

—  My3blKOBeAYECKNI aHann3 — AN AeTanbHoro pasbopa GopMbl, pUTMUKHK, Nago-
MHTOHaLMW, rapMOHMK 1 dakTypbl 06paboTok; Ana onpeaeneHns 3KBUBaNEHTHbIX
H6asaHHbIX MPUEMOB JOMOPOBbLIM;

—  KOHTEHT-aHa/Au3 — A1 KOJIMYECTBEHHOTO aHaM3a Kopryca onybaMKOBaHHbIX
0bpaboTok (MoacyYET No aBTOpPaM, BU3yanunsaumsa BKNaja).

Kpocc-kynbTypHbI NOAXOA NPUMEHEH Kak pamMKa MHTeprpeTaumnm agantaumi Kros

Ha eBponenckmi MHCTPYMeHT (/1. MouebyT, P. TaHranbiuesa, I. MpokoneHs, [. MauymoTo).
Vicnonb3oBaHa KoHUeNuma NaTv GeHOMEHOB KPOCC-KY/IbTYPHOTO B3aUMOZENCTBUA

K. KnakxoHa (anddy3usa, «B3pbiBHbIE» MU3MEHEHWS, IBONIOLUSA, HEOBPaATUMOCTb/
n3bmpatenbHOCTb, ANMHCTBO MaTeEPMaNbHOrO U JyXOBHOIO Hauvan).

B TepmuHonormm no nepepaboTke Kaszaxckoro AOMH6pPOBOro KA B UCCAeA0BaHUN
NPUMEHEHbI YCTOABLUMECA B HasHHOW npakTuke aeduHnumn. Tak, nepesoxeHue
npeacTaBnseT cobor aganTtaLuio NnponsseaeHns ans H6asHa, NPU KOTOPOM «A0MyCKaeTcs
Hebo/blLOE N3MEHEHME TeKCTa OPUTMHana B Liensix ero bonee ybeantenbHon nepegaun
cpeacTeamu basHa»; B TBOPUYECKYHO 3aady aBTopa NepesioXKeHNa BXOANUT TakxKe
HaXoX/AeHWe afeKBaTHbIX MPUEMOB, LUTPUXOB U T. 4. <...> BAN3KUM MO CMbICAY K MOHATUIO
nepenoxeHve ABNAETCA apaH>XXMpPOBKa (B NepeBoje C HEMELKOrO — NPUBOANTL B MOPAAOK,
yCTpamBatb) — NpucnocobieHne hakTypbl OpUrnHana K 4pyromy MHCTpymeHTy (Jiunc 11).
TpaHckpunyusa — KOHLEPTHOE NPOoM3BeAeHNe, B OCHOBE KOTOPOrO IEXUT Nbeca,

B OpUrnMHane HannucaHHasa Ana Apyroro MHCTpyMeHTa. B TpaHckpunumm gonyckaerca
M3MEHEHWe CTPYKTYpPbl MPON3BEAEHWS, BCTaBKa KaZeHLMI, 3HaUnTeIbHOEe BUAOV3MEHEHME
dakTypbl (Jlunc 11). O6pabomka — BUPTyO3HaA MHCTPYMEHTa/IbHas Nbeca Ha TeMbI
HapOAHbIX NeceH, TaHues 1 T. 4. (Jlunc 11).
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Paznnuns MeXAY NOHATUAMK onpeaenaroTca CTeneHbo TBOp‘-IeCKOI7I TpaHCCI)OpMaLI,I/IM
NCXOA4HOIO TeKCTa, Xy40XXeCTBEHHbIMW 3alav4aMK aBTOpPa, a TakKxke CaMUM NCTOYHNKOM
(aKaAeMMl-IeCKOG, TpaagnumoHHOEe np0|/|3Bep,eHme). TpaHCKpMI'ILI,VIH, TakK>Xe Kak “ o6pa60T|<a,
MMeeT CaMOCTOATENIbHOE XYy40XXECTBEHHOE 3HAaYEHNE.

Pe3ynbraTthl nccnepoBaHns

Biknag 6asHucrtoB KasaxcraHa B pa3ButMe xaHpa obpaboTim

Bknag 6asaHncToB KasaxctaHa MOXHO Bblpa3vTb B MPOLLEHTHOM COOTHOLLEHUN.

Tak, KOIMYEeCTBO CO3AaHHbIX 06paboTOK Ka3axCKMX KHOEB BblpaXkaeTcs CeAyroLLMMu
undpammn n HazBaHMAMU HeKoTOpbIX M3 HMX: Ownakos — 30 (Kybbiw «LLlonTnkonb»,
Typkeww «Kapabac», HapoaHbIn ktoi «LLankbima» n ap.), NlerkyHew, — 3 («KeHec»),
bacaprun — 4 (Jaynetkepen «Koc anka»), XononanHeH — 5 (TactaHoB «bu»),

FacuH — 8 (Jaynetkepen «baixxyma», bixnac «EpgeH»), Abaynnaes — 6 (KypmaHrasbl
«AKkcak Knmk»), TyakbaeB — 8 (TattumbeT «Chinkbingak»), lemueHko — 2 (AxMeabapoB
«Kocbacap»), CmakoBa — 7 (KypmaHrasbl «Akbain»), EbpemeHko — 6 (MaxambeT
«OkumHMW»), KoHbicbaeB — 3 (HapoaHbIv kKo «Kok byka»), Myctadun — 15 (Cyryp
«bo3bIHreH»), CyntaHoB — 6 (JyriceH «OTnaH»), YTO OTPaXXEeHO B KPYroBOW AnarpaMme
(cm. Puc. 1).

Oamunp CyntaHoB

Anekcen EdppemeHKo

MepenxaH KoHbicbaes
KoHcTaHTuH Ownakos

3aype CmakoBa

Bonat MycTtacduH

®epnop JlerkyHew,

BaneHTnH BacapruH

" " CytoHreH CenTxaHoB
Bacunuin XononanHeH

OHpacuiH A6pynnaes AHaTonun MancuH

Hocmyxamep Tysik6aes

Puc. 1. Bknag 6asHucToB KasaxcraHa B co3gaHue obpaboTok kroes'.

Yucnosble gaHHble 0b6paboTaHbl No H6ase 50 GasHHbIX 06PaboTOK JOMOPOBbLIX KIOEB
13 aBTOpOB, co3gaHHbIx B 1950-2020 roabl. Kputepunem noacyéta gonen nocay>xmno
obLee KONMYeCTBO OnNyHAMKOBaHHbIX
1 [ns nocTpoeHust KpyroBoii AnarpaMMbl B CTaTbe HpOMBBeAeHMVI.
MnCnoJsib3oBaH I/ICKyCCTBeHHbII‘/II NHTEeNNeKT (MOAe}]b HeO6XOAMMO OTMeTMTb, yTO Ha3HaueHue

GPT-40, OpenAl), obecrneunBLIMi aBTOMATNYECKYHO
reHepaLuio B13yanmsaLmn. O6pa6OTOK 3HaUYNTENDBHO Pa3HUTCA.
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Tak, o6paboTkm OwnakoBa, JlerkyHua, bacapruna, Abaynnaesa, KoHbicbaeBa, MyctadmHa
6blA HanNncaHbl B NeJarormyecknx Lensx u npegHasHayeHbl s obyueHns B CpesHeM
N MAajLeM 3BeHbAX My3blkasbHOro obpasoBaHuma. O6pa3ubl 06paboToK HEKOTOPbIX
ktoeB bonata MycrtaduHa (poa. 1943), npeactaBneHHble GparMeHTapHO, HOCAT
no3HaBaTe/IbHbI 1 06pa3oBaTeNbHbIV XapakTep. Npoun3BeseHNs JaHHbIX aBTOPOB
n3AaHbl B penepTyapHbix cobopHukax ana ML (Ownakos, MyctaduH). K TexHn4eckm
CNIOXKHbIM, BUPTYO3HbIM 06paboTkam, BXOAALLMM B TUMOBbIe y4ebHble MporpamMmbl
ANA My3blKaNbHbIX By30B, OTHOCATCA Npoun3BeaeHnsa MancmHa, Tyskbaesa, EppemeHko,
CyntaHoBa, CmakoBoM, [lemueHko. KoHuepTHble 06paboTku MancmHa n Tyskbaesa
«Apan», «<banbpaybiH» ABAAIOTCA 06A3aTeNIbHBIMY MPOM3BEAEHNAMU PecnybAMKaHCKNX
N MeXAYyHapOAHbIX BasHHbIX KOHKYPCOB.

Tunbl 6asHHbIX 06paboToK OTpaxkeHbl B Tabanuax 11 2 (cm. Taba. 1, 2).

Tabavua 1. CpaBHUTENBHAA XapakTepuctika obpabotok basHucToB KasaxcraHa

UcnonHutenbckue

Tun o6pabotkun ”
NpUEMBI

(O] n
= =
s zy S
2| ¢ | g 3|3 5
o s © = I =
®UNO aBTOpa = S o g E § o 5 3 E
o o é o O SO T > m
o o = X o 22| 9% 3
o 0 g £ S | "o | 8| ©
= o O - s o
o ) < o 18| =5 2
g C |E' S \g o =
o v 5 [ o
= S g §~.
o o
C ™
1 KoHctaHTnH Ownakos (1916-1987) + + + +
2 | ®epop JlerkyHel, (1934-1972) + +
3 BaneHTtnH bacaprun (1925-2002) + + + +
4 | OHgacbiH Abaynnaes (1948-2023) + + + + + +
5 | Jocmyxameps Tyskbaes (poa. 1953) + + + + +
6 | AHatoawuii MancuH (poa. 1952) + + + + + +
7 | 3aype CmakoBa (poa. 1959) + + + + +
8 | Anekcen Eppemerko (poa. 1973) W + + + +
9 | Aamup CyntaHos (poa. 1975) + + + +
10 | bonat MyctaduH (pog. 1943) + + + + +
11 | Bacunni XononaviHeH (1923-1985) + + +
12 | CytoHreH CelitxaHoB (pog. 1950) + + + +
13 | MegenxaH KoHbicbaes (1945-2023) + + +
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Tabavua 2. CpaBHUTENbHAA XapakTepucTka HanpaBaeHnin ob6paboTok basHNCTOB
KasaxctaHa

UcTouHuk
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1 KoHctaHTuH OwnakoB + + + +

2 ®epop JlerkyHeu, + + &

3 | BaneHtuH bacapruH + + +

4 | OHpacblH Absynnaes + + +

5 | Aocmyxameq Tysakbaes + + + + + +

6 | AHatonun FancuH + + £ + +

7 | 3aype CmakoBa + + + + + +

8 | Anekceli EppemeHko + + + + + + +

9 | Aamup CyntaHoB + + + +

10 | bonat MycTtaduH + + + +

11 | Bacuauin XononamHeH + + +

12 | CytoHreH CeiTxaHoB + + + o

13 | MeaenxaH KoHbicbaes + + + +

Tabanua 1 feMoHCTpUpYyeT pasnumne NoAXoA0B Npu pabote ¢ kroem. JlerkyHet,
1 bacaprvH orpaHn4MBanCb rapMOHM3aLIMen MeNOANN, COXPaHAs e€ B yNPOLLEHHON
dopme. OwnakoB n AbaynnaeB NPUMEHANN PErnMcTpoBble U GaKTypHble pecypcbl basHa,
4TO NPMBAN3NIO 3ByYaHMNE K OpUrMHaNbHOW JombpoBor dakType. Tyskbaes n MancuH
MCMOb3YHOT TPAHCKPUMLMM 1 aBTOPCKME apaHXUPOBKY, FAe HaLMOHabHbI MeNoc
WHTErpupyeTcs B KOHLEPTHO-BUPTYO3HbIV XaHp. B Lienom Tabanua BbIABASET ABUXKEHME
OT 3/1IeMeHTapHbIX NeAarornyecknx nepesoXXeHnin K CI0XKHbIM MHTeprnpeTaumam,
OTpa>karoLMM KPOCC-KYAbTYPHbIN MOTEHLMan XaHpa.

BasiHHble 06paboTkmn Kasaxckoro 4O0Mb6POBOro Kios B acrekTe

KPOCC-Ky/IbTYPHOTO B3aMMOAENCTBUA

BasHHble 06paboTkM Ka3axcKMx KHOeB MpPesCcTaBAftoT CO60M He TONbKO Pa3HOBUAHOCTb
NCMONHUTENbCKON MPaKTUKKN, HO U KPOCC-KyNbTYypHbIM peHoMeH. VIx xyaoxkecTBeHHas
cneundmrKa 3aKNroYaeTca B COYeTaHM MOAaAbHO-MHTOHALMOHHOW NPpUpPOoab! OMO6POBOro
OpUrMHana € BbIPa3nTENbHbIMN N TEXHUYECKMMM BO3MOXXHOCTAMM €BPONenckon 6asHHOM
LWKO/bl. Takon cMHTE3 GopMMPyeT HOBOE XYAOXKECTBEHHOE KayeCTBO: MPW COXPaHeHUn
MeI0ANKO-PUTMMNYECKON OCHOBBI KHOSl pakTypa noAsepraetca NoAnPoHm3aLmm,
rapMOHMYecKmi A3blk oborallaeTca aleMeHTaMu akajeMnyeckom Tpaanumn, a TeMbposas
nannTpa pacluMpsaeTcs 3a CHET PerncTpoBbix pecypcos basHa (cm. Taba. 3).
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Tabauua 3. Kpocc-kynbTypHOE B3aUMOZENCTBUE AOMBPOBLIX KHOEB W HasHHbIX 06paboTok

1

P

YPOBHU KPOCC-KY/IbTYPHOIO B3AMUMOZENCTBUA

3

3AYPE CMAKOBA, I'Y/IbHAPA KY3BAKOBA

4
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o9 oboraTtns CKNX BO3MOX-
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o) S Ayano- NCMONHEHWN,
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o) ®E KHOMLLW, o C apaHXnpoB- .
3 038 NCMONHEHWI C My3blKaHTamu, | caywatenew,
2 'Q napTuUTypbl, 6 KaMu B pa3sHbIx )
I =3 Ha 6asiHe, HOTbI BbICTYMAEHUA | Mpecc-pennsbl,
= o) nepenoxeHuns CTUASAX,
< 57 '8 aBTOPCKUX Ha pagmo, bectmBanm
0 o) ans KOHUEpPTHbIE
5 obpaboTok TeneBnaeHuu,
g < dopTennaHo nporpammbl UHTEpHET-
s N OpKecTpoB
= npocTpaHcTBe
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o =00k MNepeocmblc- CueHunueckan
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333 ans basHa perncrpos, TEXHUKA,
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g 3 KyNbTypHOM CpeacTBaMu MY3bIKaHTOB
© WNAEHTUYHOCTU

Tabavua 3 cucTemaTmM3npyeT acnekTbl KPOCC-KYAbTYPHOrO aHaim3a 6asHHbIX
obpaboTok kroeB. o BAVAHNEM Pa3NNYHbIX KyabTyp Aombpa oboratuaach
HOBbIMW >XXaHpaMu, MPUeMamMun Urpbl: paclUMpPeHe KOHCTPYKTUBHbBIX U My3blKaabHbIX
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BO3MO>XHOCTEM NMHCTPYMEHTA, BHeAPEHMNE HOBbIX N1aZl0B, PUTMUYECKNX PUCYHKOB,

bopM nponsseseHUI, NCMONb30BaHNE BONee CIOXKHbBIX U BblPa3nUTENbHbIX TEXHUK UTPbl.
B pa3Hbix pernoHax NosBUANCH Pa3HOBUAHOCTM AOMbPbI C pa3Ho GOpPMOW Kopnyca,
ANMHOW rpuda, ymciom nagos. Hanpmmep, kasaxckas, Horarvckas, balikmnpckas

1 y3b6ekckas AOMOPbI MMEIOT Pa3iumsa B KOHCTPYKLMM, YTO CBA3AHO C NOKaNbHbIMW
TPaAULMNAMU U BAUSHUEM COCEAHUX HAapOAOB. [apMOHMYecKkas BepTUKab
WHTepNpeTMpyeTCA NaZ0BO-MOZAANbHON CUCTEMOW C UCMOAb30OBaHNEM Pa3NNYHBbIX
NnapoB (MeHTaTOHWMKA, AMATOHMKA, MUKCONUANNCKNIN, NOHWICKMIA 1 ap.). Vicnonb3oBaHmne
OTKPbITbIX CTPYH NapannenbHo C ABUXKYLLMMCA MeNOANYECKMM [BYXTONOCMEM CO3AaeT
aKyCTU4YecKoe OLLyLLeHNe rapMOHNYECKOW NOAHOTbI M OPKECTPOBOW MHOMOMIaHOBOCTY.

MoandukaLma KOHCTPYKLMM AOMOPbI B CBA3M C OPKECTPOBLIM 1 aKageMUYeCcKnm
KOHTEKCTOM MOBAMSAAA HA OPraHONOrMYECKYH XapakTepucTuky 4oMOpbl: BHeAPEeHWe
XPOMaTNYECKOro CTPOA, 3aMeHa >XXMbHbIX CTPYH Ha CMHTEeTUYeCcKMe (ecka), Hapaay
C TPAAVLMOHHBIMUN TBEPALIMU MOPOAAMUN EPEBLEB NCMO/b30BaHME KPAaCHOTO AepeBa
ANnA kopnyca u rpuda.

Ha ncTopmko-kybTypHOM YPOBHE NMpocaexmnsBaetcs npowecc anddysnm n 3BoaroLmm
>aHpa: Ko NepeXoANT 13 YCTHOW TPaAWLIMM B akaZeMUYeckyro NpakTuky. OpraHonormyeckuii
ypoBeHb GUKCUPYET B3aMMOAENCTBNE ZOMOPOBON MHTOHALMW C BO3MOXHOCTAMM HasHa,
BK/HOYAsA PerncTpoBble CABUIM 1 AMHAMUYECKOe BapbMpoOBaHMe. Ha NCNOHUTENbCKOM
YPOBHE BbIAENAKTCA Pa3INUHbIE LLKOJ/Ibl MHTEPMPETALLMN — OT Nejarormyeckomn
[0 KOHLUEepTHOW. HakoHew, KOMMYHUKATMBHOE 3MepeHne nogyepkmuBaeT MeamaTopCckyHo
posib 6asiHa: UMEHHO OH 06ecneyYrBaeT BbIXOJ, Ka3axCKoro KHos B MeXAYHapPOAHbIV
MY3bIKaJibHbI/ KOHTEKCT. TakuM obpasom, Tabaunua 2 cny>xmt o6o6Liatowenn Moaenbio,
noka3sblBatoLLe MHOFOCIOMHOCTb KPOCC-KYNbTYPHOro GeHOMEHa.

O6cyxaeHue

UcTopunueckme atanbl 6asHHON 06paboTkm 0M6pPOBLIX KIOEB

Ha HauanbHOM 3Tane ocBoeHMa 4oMBpoBOro penepTtyapa Ha basHe nepepaboTku
HOCUAM XapakTep NpocToro nepenoxenusa. flerkyHeuy, n bacaprmy B 1950-1960-e rr.
obpawannce kK Tekctam GopTenmaHHbIX NepenoxkeHnin 3ataesmya nam bpycmnosckoro,
BOCNPOU3BOAA X Ha BasHe C NCNOAb30BaHMEM rOTOBbIX Ma>KOPHO-MUHOPHbIX aKKOPZAOB,
YTO COOTBETCTBOBA/IO My3blKa/IbHOW peAakLmy Uan nepenoxeHuto. Hanpumep,

B NepenoxeHuu kros «KeHec» bpycnaosckoro JlerkyHeL, COXxpaHua aBTOPCKYHO GakTypy,
rapMOHM30BaB TUMUYHBIMMN BasgHHBIMUW akkopaamu (cm. npumep 1):

A~ A~ Q
04 o Y PP PPy
i e s et L et s o et e e s .
~V b 3 il T T ! 1 % 1 ! ! 1 1 T 1 1 }
o it | 1 | 1
>*\p —_— | T
s B B
oit.2 ~E £ £ 55855 8 8 £ £t
~ aa 1| 1 T T T 1 1 I T T T T 1 I
/Pl B W N ol N . B ol ol e T o o ® o et O ol N
e e e S e e = B e SN

Mpumep 1: HapogHbin ko «KeHec» B popTenunaHHom obpaboTtke EBreHns bpycunosckoro
B nepenoxeHun ana basHa Pegopa JlerkyHua.

Nctounmk: CmakoBa, 3aype, n MegenxaH KoHbicbaeB, coctaButenn. AHmosi02us Kasaxcmackoli 6asHHot
aumepamypel. Yacme 2. Anmatbl, LieHHble 6ymaru, 2013.
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KonebaHwue cTpyH AoMOpbI NOPOXAAET MHOXECTBO O6EPTOHOB, PE30HMPYHOLLMX
B KOpryce 1 co3gatownx rnybokumii o6bémHbi Tembp. PaHee gombpa yacto
HacTpauvBanacb Ha 1,5-2 TOHa HMXe cOBpeMeHHOro cTpos («b6oc Bypay» — cBOOOAHbIN
CTPOW), @ MeHee Tyroe HaTsXXeHne CTPYH YCUIMBaNO KayaHue 1 pe3oHaHc. [prém
BMBpaL MK, KOTOPbIM KIOWLWW MPOANEBAtOT 3BYK, ObOralLlaeT ero psAoM MUKPOTOHOBbIX
06epTOHOB. B pe3ynbTaTe HanoXeHMA NOCTENEHHO 3aTyXatoLLero OCHOBHOTIO 3BYyKa
1 ero 06epToOHOB BO3HMKaET 3IPHEeKT MHOroroNoCcHOro nocnesyumsa. Ecam 6yksanbHo
NPUAEPXXNBATLCA ABYXTOJIOCHOTO TEKCTA KOS, TO UCMOHEHWE Ha BasiHe 3BYYMT OLLYyTUMO
MeHee HacbllweHHee opurnHana. Oco3HaHMe 3TOro akyctnyeckoro ¢eHomeHa NnpuBeno
K MOWUCKY CrieynanbHbiX NPUEMOB BasHHOW TPAHCKPUMLMK, KOMMEHCUPYHOLLNX
yTpaveHHoe obepToHOBOEe HOraTcTBo.

B 1970-e roapl 6asHNCTbI OTXOAAT OT rapMOHM3aL MM KIOEB CTaHAAPTHBIMWU akKopAaMmy,
CTPeMACb NPUBAN3UTL 3ByYaHNeE K TeMOpOoBON Npupose Aomb6pbl. CpaBHUM AOMOPOBBIN
opurnHan (cm. npumep 2) n basHHble 06paboTkM pa3HbIX aBTOPOB.
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Mpumep 2: PparmeHT «banbpayH» KypmaHrassbl.

Vctounmk: KypmanFasbl. Kytisep. Kypactbipywbiiap AliTxkaH TokTafaH »oHe Mypat 96yfasbl. Anmartsl, bisim,
2005, 216 6.

YcnoxHeHne OwnakoBbiM KBapTO-KBUHTOBbIX U CEKYHAOBBIX MHTEPBAZIOB OKTaBHbIM
yABOEHMEM NPUHBAN3NI0 CYXOBOE BOCMPUATUE K aKyCTMUeckoMy 3ddekTy 06 beMHOCTH
1 06epPTOHOBOW HaCbIWEHHOCTU 4OMOPOBOro 3ByYaHus (CM. npumep 3).
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Mpumep 3: «banbpayH» KypmaHrrasbl B 06pabotke KoHcTtaHTMHa Olunakosa.

Mctounmk: Ownakos, KoHCTaHTWH. LLkosna uepel Ha 6asHe: [aa cmydeHmos nedsy308 u My3. yqduauwy. Y. 4
Anma-Ata, XanbiH, 1979, 200 c.

YunTtbiBas CTpeMUTENIbHbIN TEMMN NPON3BEAEHNSA, HEU3OEXHO BO3HUKAN TEXHUYECKME
TPYAHOCTU C UCMONHEHNEM aKKOPAOB B LUIMPOKOM PacnofioXeHUWN. 3anoaHeHne cpesHero
1 BbICOKOTFO PErmcTpoB B NapTuM MPaBOM PyKW HapyLLWIO 3BYKOBOM BanaHC Mexay AByMs
KnaBmatypamu. V13-3a MCnoaHNTeNbCKOro HeyaobcTBa gaHHas obpaboTka He noayunna
pacnpoCTPaHeHNs B KOHLLEPTHOW MpaKTuKe.

TBOpYeckas AeATeNbHOCTb CeAYHOLWEro NoKoieHa 6asHUCTOB COBMana C NosBAeHNEM
yCOBEpPLUEHCTBOBAHHOIO MHOroTeMHPOBOro roToBO-BbI6OPHOrO MHCTPYMeEHTa. Teneps,
WHTepBaibHble COYETaHWNS IETKO UCMONHAANCL B TPEXKPATHOM YCUAEHUN Yepe3 OKTaBbl
3a CYeT BKIOYEHNS KOMOMHMPOBAHHBIX PErMCTPOB. Y TPaHCKPUNTOPOB NOSBUAACH
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BO3MOXHOCTb NOAYEPKMBATL HOBblE pa3gesnbl (bybiHbl) Kros (AMaHOB; PanmbepreHoB)
pas3NnyHbIMU TeMBpoBbIMK Kpackamu. K npumepy, 6ac 6ybiH (OCHOBHOW pa3gen)

N KyNbMWHALMOHHbIE pa3jenbl (Cara) UCMOAHANNCE HACbIWEHHbIM PErncTpom «tutti».
OprTa 6ybIH (CpeaHMin pa3sen) KOHTpacTMpoBan bonee pa3psxKeHHbIM TEMOPOM «opraHa»
nnn «dparota». JleBasa BbibopHas knaBmaTypa packpbiBana LWMPOKME GakTypHble,
NaforapMOHNYecKne 1, CnefoBaTeNbHO, XyA0XKeCTBEHHbIE BO3MOXHOCTU.

TpaHckpunuma KNaBMpHOro BapunaHTa ktos «banbpaybiH» EBreHuns bpycmnosckoro,
BbiNoAHeHHas Jocmyxamesom TysakbaeBbiM, ABAsieTCA 06pa3LoBbIM BapuUaHTOM
NnepeocMbIC/IEHMA OPKECTPOBOWN apaHXMpPOBKN cpeacTBaMu basHa. KombuHmpoBaHHas
rapMOHM3aLma C COYETAHNEM HU3KMX FOTOBbIX HACOB C BbIGOPHbBIM 3BYKOPAAOM,
NPUMEHeHNe KOPOTKMX MaXXOPHbIX aKKOPAOB Ha c1abyro Aoto, B 6bICTPOM Temne
He BbI3blBAeT YyBCTBa OTTOPXKEHWS M3-3a HaPYLLUEHNS HaLMOHalbHOW 6ecTepLOBOM
rapMOHWW, XapakKTepn3yemMon HeonpeaeneHHbIM N1aZl0BbIM HaKJOHEeHWeM (CM. npumMep 4).
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Mpumep 4: «<banbpayH» KypmaHrasbl no o6pabotke bpycunosckoro
B TPaHCKpUNLUMuM ans basHa TyskbaeBa.

NcTouHuk: AHmosozus: lMNMonyaspHsie npoudsedeHus komno3umopos KaszaxcmaHa 019 6asHa u akkopoeoHa.
CocraButens OHgacbiH A6aynnaes. Aamatsbl, 2010, 202 c.

B uncne anemeHTOB HaLMOHaNIbHOrO CBOEOOpasna Ka3axCKOM MHCTPYMEHTaIbHOW
Ky/bTypbl ABAAIOTCA NPUEMbI 3BYKOM306pa3nTeNIbHOCTH, OTOBpakaroLLme 3ByKu NPUPOAbI,
XMBOTHbIX, NTML,. Eciv B Hauane sombpoBoro kros «KoHbIp Ka3»
MOYTW 3pUTENbHO NepesaeTCa HeYKItoXKan «BnepeBanoyky»
noxogaka rycs (cm. puc. 1), To no3>e BO3HMKAKOT accoumaLmm
€ro noneta, NOTPAXMBaHUA Kpbbllwek U T. 4. 3aype CMakoBa
pa3BMBaeT 3ByKON3006pa3nTENbHOCTb, 3a/1I0XKEHHYHO B Ktoe «KoHbIp
Ka3», 4OMOAHASR My3blKaNbHYO KapTUHY MPOH3MTENbHbIM IYCUHbBIM
rorotaHuem. lcnonb3oBaHme pa3HbIX PerMcTpoB nogyepkneaet Puc. 2. Binan blckakos —
KOHTPACT MeXJy pe3KMMWN aKLeHTMPOBaHHbIMW BO3raacamm rycs — "KoHblpka3” (SLiMTait).
PErUCTP «OpraH» 1 UANININUECKOW KapTUHOW 03epa — perucTp «paror».  Victodnmk:

K o 6 o YouTube, 3arpyxeHo

aXAbIN 13 6asHNCTOB BHEC CBOW BK/I1aZ B pPa3BMTMeE XKaHpa HOJIb30BATENOM
06paboTkK, IKCNepUMeEHTMPYA C GOPMON, rapMOHU3aLmnen DombyraTV, 29 mapta
© 2021, youtu.be/
N TEXHUKOU ncnoaHeHus. B 1980-e roabl BbINyCKHMUK Y
. A y . kKH2CpahLnA.
HoBocmbunpckon KOHCepBaTOpUM, MacTEPCKM BAAAEBLUMA HOBbIM
AN151 TOTO BPEMEHN MHOTOTEMBPOBbLIM rOTOBO-BbIGOPHBLIM HasHOM, AHaTonui FancmH
3a/1e1CTBOBA BCE €ro Bbipa3nTe/ibHble BO3MOXHOCTU. B ero koHuepTHbIX 06paboTkax
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NprYMeHeHa MoZasibHas rapMOHUA NapTUK IEBOIN PYKW, OXBaTbiBatoLLLas 1 6ackl,
N aKKOPAO0BYH GUrypaLmio, a B MPaBOW — MNAOTHbIE OKTaBHbIE YABOEHUA N YTPOEHUS
MEeNOAMYECKUX JIMHWI, YUTO MMUTMPYS aKyCTUKY JOMOPSbI (CM. Mpumep 5).
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Mpumep 5: «Apain» KypmaHrasbl B o6paboTtke AHaTtonms laricuHa.

Wictoununk: AHmonoeus: [NonynsipHele npoussedeHus komMnoumopos Kasaxcmara 015 6asHa U akkopOeoHa.
CocraButens OHgacblH Abaynnaes. Anmatsl, 2010, 202 c.

FaCcKH BbICTPOUA BUDYHKLMOHANBbHYO FraPMOHMUYECKYHO
BepTMKanb 13 6amxanLumx o6epToHOB OCHOBHbIX 3BYKOB, yMesO0
MCNoNb30BaN HOBeNLIME NPUEMBI UTPbI MEXOM ricochet, vibrato,
HeTeMnepupoBaHHoe glissando v ap. Ana AOCTUXKEHMA SHEPrn
ABVXKEHWNSA, HACbILWEHHOTO 3ByYaHNA OH NPUMEHWUA Npuem
tremolo mexoMm, aHanornyHbIM JOMH6POBOMY, NepeaaroLLero
Puc. 3. basH. «Capxaiinay».  |1eeyCTPEM/IEHHOCTb Pa3BepTbiBaHUA My3blKaibHOrO 06pasa.
tl,pOK N% 9. Vicrounyik: BmecTo peneTMLMOHHON NasbLEBON TEXHUKM MY3bIKaHT

ouTube, 3arpy>KeHo . N
nonb3osatenem El kz, NpPaKTMKOBaN TPUNOAbHbIV pukowem, acCOLMNPYHOLLNIACA
13 asrycra 2021, C LOMBPOBBIM UJIbME KaFbIC.
youtu.be/StmWUx8D2tM. .

HoBble nepcnekTnBbl B 6asHHON 06paboTke KazaxCKMx Kroes
OTMeYaroTCA B Bblpa3nTeNbHbIX 3CTPajHO-AXKa30BbIX MUHMaTIOpax A. EppemeHko,
rae XaHp obpén coBpeMeHHOe 3ByYaHue, BbIXOAA 3a PaMKM akaeMUyeckomr CTUANCTUKM.
Hanpumep, B ktoe «Cap>xarnay» Tattumbeta (cm. puc. 2).

BHUMaHMA 3acny>KMBaeT BMAeO3anmch KoHLepTa «Beuep 6asHHON My3bikn» (AnMaTbl,
27.03.2013), rae B conpoBoxaeHun opkectpa nMeHn KypmaHrasbl 6asHUCTb [anbiMxKaH
HapbimbeToB 1 Tanrat MNonatoB ncnoaHAT 06paboTkm Ka3axckux KroeB (CM. puc. 3).

Takum obpasom, B obpaboTkax ka3axckux KroeB Ans 6asHa NPUMEHEH LIMPOKMM
CNeKTP CTUANCTUYECKUX PELLEHWNIA — OT NPOCTbIX NepenoXeHUN, akajeMn4eckmx
KOHLEPTHbIX TPAHCKPUMLNNA, CTPEMALLUMNXCA K ayTEHTUYHOCTH, JO CMEJbIX aBTOPCKMX
apaH>XXMPOBOK B 3CTPaZHO-A>Ka30BOM CTUJIe.

[na aHaAMTNYeCKOro OCMbICIEHMA MHOTOO6pasna afanTMBHbIX PeLleHNin
LenecoobpasHo o0bpatnTbes K KoHuenumm Knanga KnakxoHa o natyv ¢eHomeHax
KPOCC-KYy/IbTYPHOrO B3aMMOZAENCTBMA. DTN OPUEHTaL MM MOMOratoT aHaAn3mMpoBaTh
B3aMMOZEeNCTBUNE KybTyp, OCOBEHHO NpW NepeHoCce AN aganTauum 31eMeHTOB O4HOM
KyNbTypbl B ApYyryto. basHHble 06paboTkm AOMOPOBbLIX KIOEB B KOHTEKCTE TEOPUM
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LLleHHOCTHbIX OpueHTauuii KnakxoHa paccmaTtpuBatoTcs
Kak KpPOCC-KybTYPHbIN GeHOMEH, TAe:
e KKV — 3TO TpaAMLMOHHas GopMa Ka3axCKown
WHCTPYMEHTaIbHOM MYy3bIKW
Ha ZOMbpe, TECHO CBfA3aHHas C UCTopuen, dpunocoduen

W AyXOBHOCTbIO,
+  6asH — 3TO eBPONENCKNIA/PYCCKUI MHCTPYMEHT, puc. 4. «Kypmarirassl -

B . "Anain” (obpaboTka
MPUHECEHHDBIV B Ka3axcKyto KyNbTypy U3BHE, anA GasHa A. Taiicya)»,
+ ob6paboTka Ktos Ha HasHe TpebyeT MHTeprpeTaLun Wctounnk: YouTube,

. . . 3arpy>KeHo rnosib3oBatesnem
Ka3axckou Tpaagnunm B HOBOW MY3blKaJlbHOU CUCTEME. Talgat Polatov

MepBbln PeHOMEH XapakTepu3yeTcs KakK ABAEHME KYAbTypPHOW 6 anpens 2013,
andoysnm (KﬂaKvXOH 84). 310 NpuHATME MK OTTOPXeHMe Zgg&gg‘g;::ﬁc‘)’;?ﬂ\;v3i?fh»
HOBLLECTB OHOW Ky/bTypbl CO CTOPOHbI Apyron. Kasaxckas Tanrata MNonatosa
KyNbTypa TPajNLMOHHO OPMEHTUPOBAHA Ha FapMOHUIO (6asH). Cono Ha basHe
C NMPUPOAON N CPeson, BKAKOUAsA My3blKaabHYHO. basH, ;zﬁ';;'\:)'lfﬂ;:TiF;b'M6eT°B’
KaK Yy>KepPOAHbIN MHCTPYMEHT, He Obl1 OTBEPrHYT, a, HAO6OPOT,  anpwxep Ep6onat
afanTMpPOBaNCsA B CYLLECTBYHOLYH MYy3blKaJbHYH CUCTEMY. fgg/;g‘;’lgg:ﬁif;xc'(”“
C 1940-x rogoB B pecrnybvke MOBCEMECTHO OTKPbIBAINCh aKazeMmnueckmii opkecTp
Knaccbl basHa, acCoLMMpPYOLLLErocs C BbllWeAL M nmeHun KypmaHrasbl,

“3 ynotpebieHna CbipHaeM. Anmarsl, 27 mapta 2013.

Bropoi deHoMeH duKcmpyeT TEHAEHLMIO K BHE3aMNHbIM B3PbIBHbIM U3MEHEHWAM
B Ky/IbType.

MHOrocTopoHHMe Ka3axcKo-TaTapckme KynbTypPHO-3KOHOMUYECKME B3aMMOCBA3N,
OCHOBAaHHbIE Ha NCTOPUKO-3THUYECKOM, A3bIKOBOW U KOHPECCHOHaNbHON 0BLWHOCTY,
CNoCco6CTBOBaIM NPOHUKHOBEHMWIO TaTapCKOW rapPMOHW B My3blKabHbl ObIT Ka3axoB
(CmakoBa, baaHHoe uckyccmeo 174). Hn3kunii Tembp rapMOHMKM COOTBETCTBOBAJ
3THUYECKOMY 3ByKOouaeany «KoHblp» (CmakoBa, basHHoe uckyccmeo 66—67).

BmecTe ¢ coumanbHO-3KOHOMUYECKMMU pakTOpaMu 1 TOProBO-KyAbTYPHbIM O6MEHOM
B3PbIBHbIM M3MEHEHWEM B CTEMHOW Ky/bType BMIOCh NepemeLLeHne HapoAHO-
npodeccnoHanbHbIX My3blKaHTOB M3 FOPTbl HA OTKPbITYHO MECTHOCTb B YCIOBUAX
fApPMapoK, rae NoTpeboBancs MHCTPYMEHT, 061aaBLUINIA BbICOKUMWU ANHAMUYECKUMU
BO3MO>XHOCTAAIMU Nepes MHOTOTbICAYHOW ayanTopuren. PopMmnpyetcs HOBbIN TUM
HOCUTENEN YCTHOW TPaAULIUN — dHWI-CblpHalitibl, aKbIH-CbIpHAlWbl, XblpUbl-ColpHaliulbl.
Habntogaetca dyHKLUMOHaAbHAA B3aMMO3aMeHAEMOCTb JOMOPbI U TaPMOHUKN MpU
akkomnaHemeHTe neHunto. B 1930-1940-e roabl dopmupyeTcsa ropoackas cpesaa,
noABAAOTCA HOBble GOPMbI AOCYra, pa3BMBAETCA MacCcoBas My3bikaabHas Ky/bTypa,
4TO NPMBOAMT K NepemMelLeHnto BasHa B KOHLepTHbIe 3abl. Kak oTmeuatoT Kapoan
1 ArOCTUHENIV, KOHLIePTHbIE 3a/bl BCE Yallle pacCMaTPUBAOTCA «eCTEeCTBEHHbIM
aKTVMBHbIM WHCTPYMEHTOM, BKIOUEHHbBIM B NapTUTypy komnosutopa» (“Concert Halls
as Nearly Adaptive Spaces”). B oTHoweHun xaHpa 6asHHON 06paboTkm K0S B3PbIBHbLIM
M3MEHeHWeM cneayeT cumMTaTb TBOPYECTBO [alicuHa.

TpeTnin peHoMeH ONmnCbIBaeT 3aKOHOMEPHOCTW KY/IbTYPHOW 3BONIOLMN, TAe KaXjoe
HOBOE MOKOJIEHME HaKananBaeT 1 TpaHCHOPMUpPYET KyAbTypHbIM onbIT. o KnakxoHy,
KyNbTypHOE pa3BuTMe MPOCIEXMBAETCA KakK P OANHAKOBBIX LLIAroB, KOTOPble CTAHOBATCA
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HeobpaTumbiMK (87-88). OpneHTauuns BO BpeMeHu (MpoLunoe — HacTosLlee — byayLiee),

T. €. HaNpPaBJEHHOCTb KYNbTYpPbl B TPAAWLNN, COBPEMEHHOCTb UAK NpOrpecc.

Ko — My3bika NpOLLAOro, CTaBLlas Tpagnumen, Ho 6asHHOe UCMOIHEHWE NepeHoCUT

ero B HacTosilee n byayuiee. lombpoBbIv Ko B basHHOW 0bpaboTke ABASETCA CUHTE30M
BPEMEHHbIX OpUEHTaLMNA: UCMOIb30BaHWe COBPEMEHHOTO NHCTPYMEHTa ANs nepejayun
TPaAVLMOHHOTO COAEepP>XKaHWA.

YeTBepTbln PEHOMEH Ky/bTypbl MO KnakxoHy — 3To «pediekcus», T. e. CNOCOOBHOCTb
Ky/IbTypbl OCMbICAINBAaTbL CaMy cebs, CBOM M3MEHEHUA N pa3BuTMe. B paHHMXx obpaboTkax
AOMBPOBBIX KHOEB MOXHO HabarogaTb BAUAHME 3anajHOEBPONenckmMx MeTo0B
rapMOHM3aLMK, YTO B OTAENbHbIX CyYasx MPUBOANIO K yTpaTe OPUrMHaNbHOTO
3By4YaHua. OgHako B 6bonee no3aHMx obpaboTtkax HabarogaeTcs BO3BpaLLeEHNE K KOPHSM,
rae UCMONHUTENN CTPEMATCA COXPaHUTb ayTEHTUUHOCTb, NCMOJIb3YA COBPEMEHHbIE
NpVeMbl U TEXHWUKW, He Tepsas CBA3W C Tpaguumen. Taknm obpasom, camopedaekcms
CTaHOBUTCS KNHOUEBBIM GaKTOPOM B Pa3BUTUN XKaHPa, NO3BONAA My3blKaHTaM HaXOAUTb
6anaHc Mexay MHHOBALMAMMN N COXPaHEHMEM KY/bTYPHOrO HacaeAns.

MATbIN GEHOMEH KyNbTypbl COCTOUT B €4UHCTBE MaTepPUanbHOM U AyXOBHOW NPUPOAbI.
«KynbTypa BO3HMKaeT, — nuwweT l'eopr 3uMmesnb, — NpU CAUAHUK ABYX 3/1EMEHTOB,

N3 KOTOPbIX HN OAMH HE MMeET Ha Hee HobLIero nNpaea, Yem APYron: CybbekTUBHOM
AyWwn 1 06BEKTMBHOIO NPOAyKTa Tpyaa». «B 0CHOBe Ky/NbTypbl 1EXMNT... MyTb AyLUN

K camon cebe» (21). EguHaa npuposa My3blkaabHOMW KyAbTypbl, MPOSBAAIOLLAACA

B 6asHHOW 0bpaboTke JOMOBPOBOro KHsl — 3TO KaK Urpa Ha rpaHun Mexxay Tpaguumen

N MHHOBALMEN, MeXAy AyXOBHbIM BOOOpaXKeHNeM ¥ KONNEKTMBHbIM BOCMIPUATUEM.
basHHaa obpaboTka O4HOBPEMEHHO BbICTYNaET Kak OTPaXKeHne KyNbTyPHOro Hacneams
1 Kak niathopmMa AN HOBAaTOPCKMX UAEN, COeANHASA npoLunoe ¢ byayLimm, co3aaBas
MHOTrOrpaHHble CBA3M MeXAY Pa3HbIMU 3MOXaMun 1 HapoAamMu.

basHHble 06paboTKM OTBEUAIOT KPUTEPUAM KPOCC-KYAbTYPHOrO GeHOMEHa, TaK Kak:

s Ccofep>KaT APKO BblpaXKeHHble KyAbTypHO-cneynbuyeckne anemMmeHTbl — MeNOANKO-
PUTMNYECKYHO OCHOBY 1 06pa3HbI CTPOM Ka3axcKoro KHos;

*  UCMONb3YHT MHCTPYMEHTANIbHO-CTUANCTUYECKNE CPEACTBA EBPOMENCKOM BasHHON
LUIKO/Ibl C €€ MHOrOroNIoCHOW $GakTypomn N rapMOHUYECKMMIN BO3MOXKHOCTAMU;

¢  BO3HWKaeT HOBOE KayecCTBO — OpuUrMHanbHaa GakTypa, NnoamdoHNYeckne peLleHms,
pacLMpPeHHbIN TeMOPOBBINA Anana3oH, He NpucyLLme JoMbpe;

*  MPOUCXOAUNT UHTErpaLMa KybTyp: COXPaHAETCA ayTeHTUYHBIN XapaKTep NCXOAHOrO
KHOS, HO OLHOBPEMEHHO OH BKIHOYAETCA B rNobanbHOE KyNbTypPHOE NPOCTPaHCTBO
(KoHLepTHanA cLeHa, MeXAyHapOoAHble KOHKYPCbI U T. A.).

basHHbIe 06paboTKM JOMOPOBBIX KHOEB MOXHO CPaBHUTL C 06paboTkon HapoAHOM
MY3bIKW B ApYrux KyabTypax. Tak, ®puaepuk LLloneH nHTerpupoBan HaumoHa bHble
>aHpbl NONbCKOro GoNbkAOpa — Ma3ypKy U MONOHE3 B aKaZeMUYECKYHO KYAbTypy
XIX Beka. Actop lMbsALL0MNa BO3BEN XaAHP TaHIO Ha BbICOKOXYA0XKECTBEHHbIN YPOBEHb.

3aknroueHue

MNpoBeaéHHOE nccneaoBaHMe Nokasano, YTo basHHble 06pPaboTKM Ka3axcKmx
AOMOPOBbIX KFOEB ABAAOTCA 3HAYMMbIM KPOCC-KYNbTYpPHbIM GEHOMEHOM, B KOTOPOM
HaLuMOHaNbHaA TPaANLMA U eBpPONenckas MHCTPYMEHTalbHas KyabTypa obpasytoT HoBoe
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XyAOXeCTBEHHOe KayecTBO. 3T 06paboTkuM BbIXOAAT 3@ paMKM BCMOMOTaTe/IbHbIX
nepenoXxeHum: oHn GOPMUPYHOT CaMOCTOATE/bHbIN NMAACT HaLMOHaAbHOTO penepTyapa,
BHOCAT BK/1aZ, B COXPaHeHWe 1 pa3BuTMe Kros U CNocobCTBYHOT ero agantaumm

K aKkaZieMNYeCcKOW 1 KOHLEPTHOW cpeae.

WcTopunyeckuin aHann3 BbiSIBUA HECKONbKO 3TarnoB CTaHOBAEHMA XaHpa. Ha paHHem
sTane B obpaboTtkax JlerkyHua, Ownakosa 1 bacapruHa npeobnagann yuyebHole
nepenoXeHWs, rNaBHON 3asayeri KOTOpbIX ObII0 OCBOEHME Ka3axCKoro Mesoca
cpeacTBamu b6asHa. B cepegmHe XX Beka akTMBHO pa3BMBatOTCA TPAHCKPUMLUN,
rfae coxpaHaeTca CTPYKTypa Ko, OAHAKO BBOAATCA HOBble rapMOHMYeckme n GakTypHble
cnown. B 6onee no3gHui nepmog GopmMmnpyeTcs KOHLEPTHbIN niact obpaboTok MancmHa,
TyskbaeBa 1 CMakoBOM, OTAINYAIOLLMIACA BUPTYO3HOCTbIO, MPOrPaMMHOCTbHO
N yCNOXHEHHOW dopmoi. CoBpeMeHHble nHTepnpeTaunn EbpemeHko n apyrmx
aBTOPOB AEMOHCTPUPYIOT TEHAEHLMIO K CMHTE3Y C dNeMeHTaMU AXasa, YTo paclumpsaert
rpaHunLbl XXaHpa 1 BBOAMWT ero B rnobasbHOe My3bikasbHOE NPOCTPAHCTBO.

AHanun3 xyAoXKecTBeHHbIX NPUEMOB Nokasan, YTo 6asaH NO3BONAET 3HAUNTENBHO
oboratntb $akTypy KroA: OT ToMOPOHHO-aKKOPAOBOIO U3NOXEHUSA A0 NOANGOHUYECKUNX
N UMUTALIMOHHBIX TeXHWK. B pe3ynbTaTte TpagMLMOHHAsA MOHOAMYECKasa OCHOBA
AOMBPOBOro KA MOyYaeT HOBble M3MEPEHMA: Pa3BMBaETCA PErMCTPOBBIA AManasoH,
AVHaMM4yeckasa nannTpa n tTeMbpoBas BapMaTUBHOCTb. J1Ia40BO-UHTOHALIMOHHAA NpUpoAa
KHOSl MPY 3TOM COXPaHAETCs, HO NOoABepraeTcs rapMOHNYECKOMY NepeoCMbICNEHWIO:

B OAHMX 0BbpaboTkax coxpaHAeTCs MOAanbHO-NaA0Bas OCHOBA, B APYrnX BBOAATCA
dYyHKLMOHaNbHbIE KaZlaHCOBble 060POThI, yCUaMBatoLWwme gpamatmam. [okasaTenbHo,

yto B 0bpaboTkax «banbpayH» Ownakosa v [alicMHa NPOCAEXNBAETCSA IBONOLLUA
aHpa: OT COXPaHEHMA NCXOAHOWN CTPYKTYpPbl O KOHLEPTHOrO Pa3BUTUA C KyJlbMUHALUEN
N KOJ0MN.

ConocTaBneHme NoNyYeHHbIX Pe3ybTaToOB C KOHLUenumen KnakxoHa noatBep>aaeT,
yTo HasHHbIe 06pPaboTKMN KHOEB BOMJIOLLALOT KatoUeBble GeHOMEHbI MEXKYAbTYPHOrO
B3anMogencTeus: anddy3nto (3aMMCTBOBaHME 31EMEHTOB MHOW MHCTPYMEHTaIbHOW
TPaANLMK), aKKyIbTypaLmio (aganTaumnio XaHpa B akaseMNUYeckor cpesae), 3BONHOLMIO
(ycnoxHeHve GopM 1 NpUEMOB), HeObPaTUMOCTb (YKOpeHeHMe basHa B Ka3axckou
MY3bIKaNbHOWM Ky/NbType) Y MHTErpaLmnto MaTepranbHOro 1 AyXoBHOrO Hayan (coyeTaHue
€BPOMNEeNCKON MHCTPYMEHTANIbHON TEXHUKM U HALLMOHAIbHOTO MHTOHALMOHHOTO
MbILLNEHNSA).

MpakTnyeckas 3HaUMMOCTb UCCAeA0BaHMA 3aKAH0YaETCA B BO3SMOXHOCTU NPUMEHEHNSA
€ro pe3ynbTaToB UCMONHUTENAMU NPY GOPMUPOBAHNN KOHLIEPTHOIO W Nejarormyeckoro
penepTyapa, KOMNO3UTOpaMn — Npu CO34aHMM HOBbIX aPaHXMPOBOK, a TakXe
B 06pa3oBaTenbHbIX MporpaMmax. lNepcnekTmBbl JanbHENLLNX UCCAEL0BaHUIA CBA3aHDI
C CpaBHUTE/IbHBIM aHaIM30M ajanTaLMii Ka3axckor My3blKU A8 APYTMX akafeMunyeckmx
WNHCTPYMEHTOB, a TakXXe C U3y4YeHNEM aHaNOrMYHbIX MPOLLECCOB B Ky/bTypax
LeHTpansHomn A3un n BoctouHow EBponbi.

MEXAYHAPOAHbBIA PELEH3UPYEMbBIA XYPHAN SARYN

81



CSaPyn Ne 3. 2025 3AYPE CMAKOBA, ['Y/IbHAPA KY35AKOBA

CnncoK NCTOYHUKOB

Cairoli, Maria, and Sofia Agostinelli. "Concert Halls as Nearly Adaptive Spaces.” Applied
Sciences, vol. 14, no. 8, 2024, article 3250. DOI: 10.3390/app14083250.

Anvbom b6asHucma. Boinyck 1, CoctaButens [locmyxames Tyskbaes, Anmatbl, OHep, 1988,
134 c.

AmaHosB, bargaynet. «<KomMnosnLoHHas TepMUHOOTUA AOMBPOBLIX KloeB». bargaynet
AmaHoB 1 Acua MyxambetoBa. Kaszaxckas mpaduyuoHHas mMy3sika 8 XX eeke. Anmarsl,
Javik-TMpecc, 2002, c. 229-235.

CmakoBa, 3aype, 1 MegenxaH KoHbicbaes, coctaButenu. AHmMo02usA KazaxcmaHckou
6asHHoU aumepamypel, Yactb 2, Aamarsl, LieHHble 6ymarw, 2013, 478 c.

AHmounozus. [NonynspHeie npouseedeHus komMno3umopos Kazaxcmara 04 6asHa
u akkopdeoHa, coctaButenb OHaacbiH A6aynnaes, Aamartsl, 6. u., 2010, 202 c.

BopoauH, bopuc. Micmopus popmenuarHHol mpaHckpunyuu: 380at04us HanpasaeHud,
cmusneli u Memodos 8 KoHmMekcme xydoxecmeeHHoU Kyaemypel. Mocksa, [eka-BC, 2011,
508 c.

Bbpycmnosckuin, EBrennin. 16 neec 013 hpopmenuaro. 2-e n3g., Anmvarsl, XanbiH, 1979, 72 c.

[JaBnetbapoBa, AlimaH. «O6paboTkn JomMbOpoBbIX KtoeB B TBopuecTse . C. AbapalleBoit».
Saryn, 1.9, N2 1, 2021, cc. 45-57, sarynjournal.kz/saryn/article/view/135. [lata gocTtyna
12 anpens 2025.

Xymabekosa, [laHa. CkpunuyHas kynemypa KazaxcmaHa: neda202ukd, UcnoJIHUMe16cmao
U KoMno3umopckoe meop4yecmso (om ucmokoe 0o cospemerHHocmu). 2015, MarHutoropck,
MarnuToropckas rocygapcrseHHas koHcepsatopua nMmenn M. V. TamHkn, gncceptaumsa
JoKTopa nckycctBoBegeHus, 470 c.

3ataeBuny, AnekcaHap. 500 kasaxckux neceH u kroes. Anmarsbl, Javik-MNpecc, 2002, 374 c.

3ummens, Teopr. @uaocogus Kynemypel. MepeBog ¢ HemeLkoro AnekcaHapa [ipaHosa
n ap., peaaktop CeetnaHa JleBut, Mocksa, FOpuct, 1996, 671 c.

VBaHueli, Hatanba. @opmenuaHHas mpaHckpunyus e pycckoli My3biKaasHol Kysaemype
XIX seka. 2009, PocToB, PocToBCkas rocysapcTBeHHas KoOHcepBaTopuma (akagemMus)
nmenn C. B. PaxmaHnHOBa, aBTOpedepar guccepTaummy KaHamaaTta ncKyccTsoBegerms, 32 C.

KnakxoH, Knana. 3epkasno 015 yenoseka. BeedeHue e aHmponosnozuro. MNepesog
C aHrAnICKOro, peaakTop AnekcaHap MaHueHko, CaHkT-MNeTepbypr, EBpasms, 1998, 352 c.

KnnmoBa, BepoHuka. «O peHoMeHe TpaHCKPUMLIMU: TEPMUHONOTUYECKWIA acneKT».
BecmHuk bawkupckozo yHusepcumema, 1. 18, N2 3, 2013, c. 871-877, cyberleninka.ru/
article/n/o-fenomene-transkriptsii-terminologicheskiy-aspekt. Jata goctyna 12 mapta 2025.

KypmaHfasbl. Kylnep [Krou], coctaButenn AiimkaH TokTafaH u Mypat ©6yFa3sbl, Anmatsl,
Binim, 2005, 216 6. (Ha Ka3axckom)

JNunc, Ppuapmx. 06 uckyccmae basHHolU mpaHckpunyuu. Mocksa, Mysbika, 2007, 136 c.

MauywmorTo, [3Bua. Yesnosek, kynemypa, ncuxonozus. CaHkT-INeTepbypr,
MepeBog c aHraniickoro Onbrn Fonybesow, u ap. Mpanm-EBPO3HAK, 2008, 668 c.

Owmaposa, lN'ynb3aga. Kasaxckuli krol: KysiemypHO-ucmopuy4eckuti KoHmekcm
U pe2uoHasbHele cmuau. Anmvarel, 6. n., 2018, 372 c.

OwnakoB, KoHcTaHTUH. LLkosa uepel Ha b6asHe: 015 cmydeHmMo8 nedsy308 U My3. yHuauLy,
yactb 4, Aama-Ara, XKanbiH, 1979, 200 c.

82 MEXAYHAPOAHBLI AN PELEH3UPYEMBIW XYPHAN SARYN



BAAIHHbIE OBPABOTKM KA3AXCKOTO JOMBPOBOTO KIOA KAK KPOCC-KY/IbTYPHbI ®EHOMEH Ne 3. 2025 (‘ ;apyn

MouebyT, Jltoamuna. Kpocc-KyibmypHas u smHu4eckas ncuxosiozus: Y4ebHoe nocobue.
CankT-Metepbypr, Mutep, 2012, 336 c.

MpokoneHs, ManvHa. «CemaHTVKa NOHATUS “KpoCc-KybTypHbIV NOAXOA " ». BecmHuk
Criery. MexayHapodHele omHoweHus, N2 3, 2007, cc. 63-70, cyberleninka.ru/article/n/
semantika-ponyatiya-kross-kulturnyy-podhod. [lata goctyna 12 anpens 2025.

PalibiMbepreHoB, Abaynxamut, n Calipa AMaHoBa. Kyl kaliHapel [[on0ca HapoOHbIX My3].
Anmartbl, OHep, 1990, 288 c. (Ha Ka3axCKOM 1 PyCCKOM)

CmakoBa, 3aype. basHHoOe uckyccmeo 8 Ka3axckol My3eikaabHoU Kynemype. 2023,
Buwkek, NHCTUTYT dunocodun, npasa v coLmanbHO-NONNTUYECKMX OTHOLLEHWIA
nmeHn Acbinbeka AnTbiMblbaeBa, Ancceptauma KaHanaaTa ckycctBoBeaeHus, 352 c.

TaHranbiyesa, Pymus. «K Bonpocy 0 MeTof010rnn KpOCC-Ky/IbTYPHOrO UCCNEf0BaHMA».
Teneckon, 2022, N2 4, c. 44-49. DOI: 10.24412/1994-3776-2022-4-44-49.

MEXAYHAPOAHBI AN PELEH3UPYEMBIW XYPHAN SARYN 83



CSaPyn Ne 3. 2025 3AYPE CMAKOBA, ['Y/IbHAPA KY35AKOBA

84

REFERENCES

Al'bom bayanista. [Button Accordionist’s Album], compiled by Dosmukhamed Tuyakbayev,
vol. 1, Almaty, Oner, 1988. (In Russian)

Amanov, Bagdaulet. “Kompozitsionnaya terminologiya dombrovykh kuev.”
["Compositional Terminology of Dombra Kuis."] Kazakhskaya traditsionnaya muzyka
v XX veke [Kazakh traditional music in the 20th century] by Bagdaulet Amanov

and Assiya Mukhambetova. Almaty, Daik-Press, 2002. (In Russian)

Antologiya. Populyarnye proizvedeniya kompozitorov Kazakhstana dlya bayana
i akkordeona [Anthology. Popular Works by Kazakh Composers for Bayan and Accordion],
compiled by Ondassyn Abdullayev, Almaty, n. p., 2010. (In Russian)

Antologiya kazakhstanskoi bayannoi literatury [Anthology of Kazakhstan Bayan Literature],
edited by Zaure Smakova and Medelkhan Konysbayev, vol. 2, Almaty, Tsennye Bumagji,
2013. (In Russian)

Borodin, Boris. Istoriya fortepiannoi transkriptsii: evolyutsiya napravlenii, stilei i metodov
v kontekste khudozhestvennoi kul'tury [History of Piano Transcription: Evolution

of Directions, Styles, and Methods in the Context of Artistic Culture]. Moscow, Deka-VS,
2011. (In Russian)

Brusilovsky, Yevgeniy. 16 pes dlya fortepiano [16 Pieces for Piano]. 2nd ed., Alma-Ata,
Zhalyn, 1979. (In Russian)

Cairoli, Maria, and Sofia Agostinelli. “Concert Halls as Nearly Adaptive Spaces.” Applied
Sciences, vol. 14, no. 8, 2024, article 3250. DOI: 10.3390/app14083250.

Davletyarova, Aiman. “Obrabotki dombrovykh kyuev v tvorchestve G. S. Abdrashevoi.’
["Arrangements of Dombra Kuis in the Works by G. S. Abdrasheva.”] Saryn, vol. 9,

no. 1, 2021, pp. 45-57, sarynjournal.kz/saryn/article/view/135. Accessed 12 April 2025.
(In Russian)

4

Ivanchey, Natalya. Fortepiannaya transkriptsiya v russkoi muzykal'noi kul'ture XIX veka
[Piano Transcription in Russian Musical Culture of the 19th Century]. 2009, Rostov,
S. Rachmaninov Rostov State Conservatory, PhD thesis's abstract. (In Russian)

Klimova, Veronika. “O fenomene transkriptsii: terminologicheskii aspect.”

["On the Phenomenon of Transcription: Terminological Aspect.”] Vestnik Bashkirskogo
universiteta, vol. 18, no. 3, 2013, pp. 871-877, cyberleninka.ru/article/n/o-fenomene-
transkriptsii-terminologicheskiy-aspekt. Accessed 12 March 2025. (In Russian)

Kurmangazy. Kuiler [Kuis], compiled by Aitzhan Toktagan and Murat Abugazy, Almaty,
Bilim, 2005. (In Kazakh)

Kluckhohn, Clyde. Zerkalo dlya cheloveka. Vvedenie v antropologiyu [Mirror for Man:
The Relation of Anthropology to Modern Life]. Transl. from English and edited
by Alexander Panchenko, St. Petersburg, Evraziya, 1998. (In Russian)

Lips, Friedrich. Ob iskusstve bayannoy transkriptsii [On the Art of Bayan Transcription].
Moscow, Muzyka, 2007. (In Russian)

Matsumoto, David. Chelovek, kul'tura, psikhologiya. Udivitel'nye zagadki, issledovaniya
{ otkrytiya [Culture and Psychology]. Transl. from English by Olga Golubeva, et al.
St. Petersburg, Praim-EVROZNAK, 2008. (In Russian)

Omarova, Gulzada. Kazakhskii kyui: kul'turno-istoricheskii kontekst i regional’nye stili
[Kazakh Kui: Cultural-Historical Context and Regional Styles]. Almaty, n. p., 2018.
(In Russian)

MEXAYHAPOAHbBLIA PELEH3UPYEMbBIA XYPHAN SARYN



BAAIHHbIE OBPABOTKM KA3AXCKOTO JOMBPOBOTO KIOA KAK KPOCC-KY/IbTYPHbI ®EHOMEH Ne 3. 2025 (‘ ;apyn

Oshlakov, Konstantin. Shkola igry na bayane [School of Bayan Playing], vol. 4, Alma-Ata,
Zhalyn, 1979. (In Russian)

Pochebut, Lyudmila. Kross-kul'turnaya i etnicheskaya psikhologiya: Uchebnoe posobie.
[Cross-Cultural and Ethnic Psychology: Textbook]. St. Petersburg, Piter, 2012. (In Russian)

Prokopenya, Galina. “Semantika ponyatiya 'Kross-kulturnyi podkhod"." ["Semantics
of the Concept of ‘Cross-Cultural Approach'.”] Vestnik SPbGU. Mezhdunarodnye
otnosheniya, no. 3, 2007, pp. 63-70, cyberleninka.ru/article/n/semantika-ponyatiya-
kross-kulturnyy-podhod. Accessed 12 April 2025. (In Russian)

Raiymbergenov, Abdulkhamit, and Saira Amanova. Kui kainary [Kui Spring]. Alma-Ata,
Oner, 1990. (In Kazakh)

Simmel, Georg. “Filosofiya kul'tury” ["Philosophy of Culture.’] Transl. from German
by Alexander Dranov, et al., edited by Svetlana Levit, Moscow, Yurist, 1996. (In Russian)

Smakova, Zaure. Bayannoe iskusstvo v kazakhskoi muzykal'noi kul'ture [Bayan Art
in Kazakh Musical Culture]. 2023, Bishkek, A. Altymyshbayev Institute of Philosophy,
Law and Socio-Political Relations, PhD thesis’s abstract. (In Russian)

Tangalycheva, Rumiya. "K voprosu o metodologii kross-kul'turnogo issledovaniya.”
[“Cross-Cultural Research: Definition, Typology, Limitations, Examples and Requirements."]
Teleskop, no. 4, 2022, pp. 44-49. DOI: 10.24412/1994-3776-2022-4-44-49. (In Russian)

Zataevich, Alexander. 500 kazakhskikh pesen i kyuev [500 Kazakh Songs and Kuis]. Almaty,
Daik-Press, 2002. (In Russian)

Zhumabekova, Dana. Skripichnaya kul'tura Kazakhstana: Pedagogika, ispolnitel'stvo i
kompozitorskoe tvorchestvo (ot istokov do sovremennosti) [Violin Culture of Kazakhstan:
Pedagogy, Performance and Compositional Creativity from the Origins to the Present].
2015, Magnitogorsk, M. Glinka Magnitogorsk State Conservatory, PhD thesis's abstract.
(In Russian)

MEXAYHAPOAHBI AN PELEH3UPYEMBIW XYPHAN SARYN 85



C ;apyn N2 3. 2025 ISSN 2960-2351 (oHnaiin) ISSN 2960-2343 (6acbinFaH)

86

UDC 5527.7.094
DOI 10.59850/SARYN.3.13.2025.300

AHnna EpnaHkbi3bl KycaHoBa*

®unocodus goktopsl (PhD), Kasak yATTbIK Kbi34ap negarornkanblk YHUBEPCUTETIHIH,
xopeorpadus XaHe apT-MeHeAXMEHT KapeApacbIHbIH, KaybIMAACTbIpbIafaH
npodeccopablH, MiHZETIH aTkapyLwbl (Anmathbl, KasakctaH)

ORCID ID: 0000-0001-7353-5215
email: a.kussanova@gmail.com

OginxaH AlynceHbekynbl LLlopabek

Huinge ©Mep Xanncaemmp yHUBEPCUTETIHIH, Pajuno, Teneansap XaHe KMHO
kadeapacbiHbiH PhD kanguaatsl (Hulige, Typkus)

ORCID ID: 0000-0003-2596-2567
email: shorabekadilkhan@gmail.com

JDKPAHAAFbl BU: XOPEOTPADWA
TEJNECEPVNANAAPAOAFBl MSAEHWU
)KOHE KPOCC-MaAEHUN KOATAP/AbI
BEVIHENEY KYPAJIbl PETIHAE

Asmopsap Ko/mka3baHbiH COHFbl HYCKAcbiH OKbiN, Maky10adsl xaHe Mydoesep KakmeblfoiCbl X0k 0en Maaimoelio.

* Xayantbl aBTOp
email: a.kussanova@gmail.com

Pepakumsra Tycti: 12.06.2025
BacbinbimMfa kabbingaHabl: 24.09.2025

@oee

© 2025 The Author(s). Published by Kurmangazy Kazakh National Conservatory. This is an Open Access article distributed under the terms of the Creative
Commons Attribution-NonCommercial-NoDerivatives License (http://creativecommons.org/licenses/by-nc-nd/4.0/), which permits non-commercial re-use,
distribution, and reproduction in any medium, provided the original work is properly cited, and is not altered, transformed, or built upon in any way.

SARYN XAanKAPAI'IbIK PEUEH3UWANAHATbBIH XYPHAN



N2 3. 2025 (Sapyn

KycaHoBa, AHuna, xaHe SainxaH LLopabek. «IkpaHaaFrbl 6u: xopeorpadus
Tenecepuanfapaarbl MOLEHM XaHe KPOCC-MajeHN KoaTapabl beiHeney Kypasbi

petiHge». Saryn, 1. 13, N2 3, 2025, 86-107 6. DOI: 10.59850/SARYN.3.13.2025.300.

TIPEK CO3AEP Tenecepvan, xopeorpadus, MOAEHN KOZ, CEMUOTUKA, KOPKEM ANCKYPC,
MeAnaMadeHueT.

AHAATNA. Makanaga 3amaHayu Tenecepuangapiasbl xopeorpadbus MaLeHM XaHe AEONOTUANLIK MOHAEPA
6eliHeni KepKeMm Tifl apKblibl XXETKI3eTiH PENPe3eHTaTUBTIK Kypan peTiHAe KapacTblpblnaibl. 3epTTeyain,
©3eKTiNir ayAnoBu3yansblk OHIMAEPAIH MOAEHWN XKaj, NeH a1eyMETTIK LbIHABIK Typasibl YXKbIMAbIK TYCIHIKTepAi
KaablNTacTblpyAaFbl POAiHiH apTybIMeEH ailkbiHAaNaAbl. XXYMbICTbIH, MaKcaTbl — 61 3Nn304Tapbl apKblbl
TYAFaNblK TPAaHCPOPMALMAHbI, 9/1€YMETTIK CTPAaTUPUKALIMAHDBI, MOAEHN KOATAPAbl XXOHE TapuXM XKaATbl
penpeseHTauuanay CEMUOTUKAIbIK TETIKTEPIH aHbIKTay. 3ePTTEYAiH, FblIbIMU XKaHanblfbl XopeorpadusHbl
MeAnaMaTiHHIH, KenkabaTTbl MafblHaNbIK ©PICiH KanbiNTacTbipaTbiH Bepbanbl eMeC KOMMYHMKaL NS XYMeCi
peTiHAe TyCiHAipyZe KepiHic Tabaabl.

dMnupukanblk 6asafa Flesh and Bone, Dance Academy xaHe Step Up: High Water Tenecepunangapsbl eHgi.
MeTozon0ormAbIK Kypangap CeMUOTUKaNbIK, Ma3MYHZbIK-KYPbIAbIMABIK, CablCTbIpMaibl XXOHE MOAEHN-
Tanzamanblk dA4iCcTepai kamTuabl. MyHzal Tacin xopeorpadusHbiH cepuran gpamMaTyprusinbik KypblabIMbIHAAFbI
bYHKLUMANAPBIH XoHe KepepMeHMeH 3MOLMOHaNAbIK ballfaHblC OpHaTyAafbl PeiH KeleHai TypAe Tangayfa
MYMKiHZIK 6epegi.

3epTTey HaTuXenepi xopeorpaduaHbIH KYpAei aneyMeTTiK ANCKYPCTapabl — FeHAePAIK TeHCI3AiKTI,
HaCINILLINAIKTI, WblFapMaLLblblK, KbICbIMAbI XXOHE Ty/faHblH, iLKi KypeciH — kepkeM dopmaga Timai
XKETKI3EeTiHIH KepceTesi. bu kepiHicTepiHiH ApaMaTyprus sKCNPeccuBTINIMNH KYLLUEWTIMN, SMOLMOHaNAbIK
TepeHAiK NeH 3KpaHAblK MITIHHIH KOMMYHWUKATUBTIK d/1eyeTiH KeHENTETIHI aHblkTansbl. XXyMbICTbIH
NpPaKTUKanblk MaHbI34blNbIFbl YATTbIK XOpeorpadus anemeHTTepiH BipikTipin, MaAeHN KYHAbIbIKTapAbl
KeH, ayAUTOpWsFa YCbIHATBIH OTaHAbIK TENENPOAYKLMANAp Xacaya KO XeTKi3iNreH KopbITbIHAbIIAPAbI
nanganaHy MyMKiHAiriMeH 6annaHbICTbI.

ABTOPNAPADIH, YANECI

A. E. KycaHoea — fblnibIMy Jiepekke3aepai capanTay, afebu wony asipaey, 3epTTey aAicTepiH Herizaey,
Tenecepunangapiasbl Xopeorpaduaiblk caxHanapablH ApamMaTyprusblk XXKOHe CeMUOTUKaNbIK, KbI3MeTiH
Tangay, Herisri 6enimaepai xasy.

©. 4. llopabek — MaKana >oCrnapblH Ty3eTy, MaTepuanibl xyneney, aHaatnaHbl XaHe KOPbITbIHAbIHbI
Kasy, MITIHAI peAakumanay.
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ABSTRACT. This article examines choreography in contemporary TV series as an integral component

of the artistic media text, and a representational tool for transmitting cultural and ideological content

through an expressive artistic language. The relevance of the study lies in the growing influence of audiovisual
media on the formation of cultural memory and collective perceptions of social reality. The aim of the work

is to identify the semiotic mechanisms that represent personal transformation, social inequality, cultural codes,
and historical memory through choreographic episodes. The novelty lies in the interpretation of choreography
as a non-verbal communication system that forms a multi-layered semantic field of the media text.

The empirical base of the study consists of the TV series Flesh and Bone, Dance Academy, and Step Up: High
Water. The methodological tools include semiotic, content-structural, comparative, and cultural-analytical
methods. This approach allows to analyze the functions of choreography within the dramatic structure

of the series and its role in building an emotional connection with the viewer.

The results of the study show that choreography in its artistic form effectively conveys complex social
discourses such as gender inequality, racism, creative pressure, and an inner struggle of the individual.

It was found that dance scenes amplify the expressiveness of the drama, create emotional depth, and expand
the communicative potential of the screen text. The practical value of the work is related to the possibility

of using the findings in the creation of domestic television series that integrate elements of national
choreography and represent cultural values for a wide audience.

CONTRIBUTIONS OF AUTHORS

Anipa Kussanova — analysis of academic references, compiling a literature review, justification
of the methods of study, examination of the dramaturgical and semiotic functions of dance scenes
in TV series, drafting the key sections.

Adilkhan Shorabek — revision of the article structure, systematization of material, writing the abstract and
conclusion, text editing.
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[Nf LMTUPOBAHUS KycaHoBa, AHuna, n SginxaH LLlopabek. «TaHel, Ha 3KpaHe: xopeorpadus
KaK CpeACcTBO penpeseHTaLmmn KyabTyPHbIX Y KPOCC-KYNbTYPHbIX KOA0B

B Tenecepwmanax». Saryn, Tom 13, NQ 3, 2025, c. 86-107.
DOI: 10.59850/SARYN.3.13.2025.300. (Ha ka3axckom)

K/1HFOUYEBBIE C/IOBA Tenecepuan, xopeorpadus, KyJbTypPHbIN KOA, CEMUOTMKA, XyL0XKECTBEHHbI
BUCKYPC, MeAMaKyIbTypa.

AHHOTALMA. B cTaTbe xopeorpadus B COBPEMEHHbIX Teslecepuanax pacCMaTpuBaEeTCa Kak pernpeseHTaTUBHBbIN
WHCTPYMEHT, obecrneumnBatoLunii nepesayy KyabTypPHbIX U MAEONOTUYECKMX CMbICTIOB NMOCPESCTBOM
BbIPA3UTEIbHOTO Xy0XKECTBEHHOTIO A3blKa. AKTYallbHOCTb MCCAEe40BaHMS ONpeenseTcs Bo3pacTatoLLel
POJIbIO ayANOBM3yaNbHON NPOAYKLMN B GOPMUPOBAHNN KYAbTYPHOW NaMATV U KOMIEKTUBHbIX
npeacTaBAeHUn O COLManbHON peanbHOCTU. Lienb paboTbl 3ak/toyaeTcs B BbIIBAEHUM CEMUOTUYECKMX
MeXaHU3MOB penpeseHTaLuy JIMYHOCTHOW TpaHChopMaLMK, COLManbHON cTpaTudUKaLmm, KyabTypHbIX
KOJOB M UCTOPUMYECKON NamMATH Yepes TaHLeBabHbIE 3MN304bl. HayuHas HOBU3Ha COCTOUT B MHTepNpeTaLmm
xopeorpadun kak HeBepbanbHOW CUCTEMbI KOMMYHMKaLUKU, GOPMUPYHOLLLEN MHOTOCIOMHOE CMbICNIOBOE Moe
MeguaTekcTa.

SMnupudeckyto basy coctaBuaun Tenecepwuansl Flesh and Bone, Dance Academy v Step Up: High Water.
MeTogonornyeckuii UHCTPYMEHTapuii BKAtOUYaeT CEeMUOTUYECKUI, COAepKaTelbHO-CTPYKTYPHBIN,
CPaBHUTENIbHBIV U KYNIbTYPHO-aHaANTUUECKNA MeTOZbl. TakoW NoAX0Z No3BOASAET KOMIMIEKCHO
aHanu3npoBaTb GYHKLMM Xxopeorpadum B ApamaTyprnueckon CTpyKType cepuana 1 ee pojb B MOCTPOEHUN
3MOLMOHA/ILHOW CBA3U CO 3pUTENIEM.

Pe3ynbTathl nccnegoBaHna NokasbiBatoT, YTO xopeorpadusa 3PpPeKTVBHO TPAHCANPYET CIOXKHbIE COLMaabHbIe
AMCKYPCbl — TeHepHOe HepPaBEHCTBO, Pacu3M, TBOPUYECKOE AaB/ieHMe U BHYTPEHHIO0 60pbby NMYHOCTY —

B XYZOXeCTBEHHOI Gopme. BbisBAeHO, UYTO TaHLeBabHbIE CLIEHbI YCUAMBAKOT 3KCMPECCUBHOCTL ApamMaTypriu,
CO3/,at0T IMOLMOHANbHYIO FNYyBUHY 1 PacLUMPAIOT KOMMYHUKATVBHbIN NOTEHLIMaN SKPaHHOTO TeKCTa.
MpakTnyeckas 3Ha4MMOCTb PaboThbl CBA3aHa C BO3SMOXHOCTbIO MCMOJIb30BaHNA MONYYEHHbIX BbIBOJOB

NPV CO3AaHUN OTEYEeCTBEHHbIX TENEMPOAYKTOB, MHTErPUPYIOLLMX 3N1E€MEHTbI HaLOHaNbHOW Xopeorpadpum

N penpe3eHTUPYHOLLNX KyNbTypHble LIEHHOCTU ANA LUIMPOKON ayANTOpUN.

BknAL ABTOPOB

A. E. KycaHoea — aHann3 NCTOYHVKOB, MOArOTOBKa UTepaTypHOro ob63opa, 060cHOBaHME MeTOAOB
NCCnefoBaHWs, MPOBEAEHNE aHanm3a ApamMaTyprmyeckmx n CEMMOTUYECKNX GYHKLMI Xopeorpadrnyeckmnx
CLieH B Teslecepmranax, HanvcaHne OCHOBHbIX Pa3jenoB.

©. 4. llopabek — KOpPeKTMPOBKa MaaHa CTaTby, CUCTEMATU3ALMA MaTepuana, HanncaHne aHHoTaLMK
1 3aK/I0YeHNA, pejakTMpoBaHme TekcTa.
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Kipicne

Tenecepuangapaasbl xopeorpadusa — 61 eHepiHiH KOPKEMAiK-3KCNPEeCCUBTIK
MYMKIHZIKTEPIH NanganaHa oTbipbin, KEpPKeM HeliHeHI KanbiNTacTblpy MeH basHAaybIH
MaHbI3/bl TETIriHEe alHanfaH MaAeHN peHoMeH. by KybbinbIC Kasipri TeNeBU3NANBIK,
eHiMAepAiH Typai dopmanapbiHaa: Hakay >xobanapsbl, peanvutu-wwoynap, ken 6enimai
Apamanbik Tenexnkaanap MeH CTPUMUHITIK niatpopManapFa apHanfaH cepnangapaa
KeHiHeH KepiHic Tabysaa. MyHaal xobanapsa 6u Tek Kocankbl KOPKEMAIK 3N1EMEHT eMeC,
KepicCiHLWwe, KeMinKepAiH, NCUXONOTUANBIK Xal-KyRiH, ILKi XaH AYHWNeCiH XeTKi3eTiH
CUMBOJIABIK >XdHE HapPaTUBTIK Kypaa Kbi3MeTiH aTkapaapbl.

3epTTeyaiH 60mKaMbl — 3KpaHAbIK XopeorpaduaHbIH MOHTaX-bIpFak, XoHe KO3FablC
CEMMOTUKACHI MAEONOTUANDIK PErncTpaepai (reHAepAiK, 9NeyMeTTiK, STHUKaNbIK/YNTTbIK)
KOHCUCTEHTTI TypAe TyAblpagbl; Oya yarinep KasakcraHAblk TeNeeHIMaepae YATTbIK
nAacTuka apkbiibl KaiTa KoATanybl MyMKIiH.

3epTTey bipHelue cypakTapfa xayan 6epegi. Onap, RQ1 — xopeorpadusanbik CErMEHTTIH,
KO3fasbIC IEKCMKAChl + MOHTaX-blpfak, + My3blKa YLUTIr KaHAak MAe0N0rMsAbIK MaFblHa
TyAblpasbl?

RQ2 - yw cepuanga (FB, DA, SU:HW) ocbl yWTiKTiH KOHPUrypaLmanapbl Kanan
e3repegi?

RQ3 — 6yn kKoHbUrypaumanapapbl kasak 61 naactmkacbIMeH yLWTaCTbIPbIM, YATTbIK
penpe3eHTauMAHbIH KaHAau 3KpaHAbIK LewiMAepiH Xacayfa 6onagpbl?

XopeorpaduaHbiH Teneceprangapaasbl penpeseHTaumachl OyriHri KOFaMHbIH M3AeHM,
9N1eyMETTIK XXoHe NAEONOTNANBIK YAEPICTEPIH OeNHeNeNTIH MaHbI3Abl KypaniapAblH,
6ipiHe aHanabl. byn cepnansapsa 6u eHepi apkbiibl 9N1€YMETTIK TEHCI3AIK, XXbIHbICTbIK,
XK9HE 3THOCTBIK CAMKECTIK, yprnakapanblk TyCiHIiCMeyLwinik, oTbackl XaHe Tyafaapanbik,
KaTblHacTap Topi3Ai Macenenep KOpPKeMAIK TypFblaa MHTepnpeTaumanaHagsl. Jemek, 61 —
kepkeMm HelHeHiH 6ip 6eniri faHa emec, aneyMeTTiK ANCKYPCTbI XeTKI3yAiH CEMUOTUKANbIK
XYMeCi peTiHAe Ae KbI3MEeT eTe,.

J1. K. Bbiuy>kaHoBa e3 3epTTeyiHge xopeorpapuaHbl MaAEHN-CUMBOJIMKAbIK, Ti
peTiHAE KapacTblpbIn, OHbIH 91€YMETTIK XXdHE NAEONOTUAbIK, MaHIH aikbiHAaMAbI (15).
fanbim 61 eHepiH Tek 3cTeTUKanblK PopmMa emec, KoFaMablK, MaFbiHa MEH KYH/AbINbIKTbI
XKETKI3YLWIi Kypan peTiHae cunattanabl. On xopeorpadusHbiH IMOTMBTIK, KOHHOTATUBTIK
XXK9He rapMoHUANbIK GYHKLMANAPBIH atan eTin, 61 KepiHicTepi apKbl/ibl 91eyMeTTIK
AVCKYPC NEH TYNFaNblK Ma3MyHHbIH KepiHiC TabaTbliHbIH Adnenaenai.

Tenecepuangapgaasbl xopeorpaduma kepkemaik Gopma faHa eMec, MaAeHuU
XXOHEe NAONOrMANbIK Ma3MyHAbI XETKI3YAiH MaHbI3Abl Kypabl peTiHAe TaHblnajbl.

A. T. MongaxmeToBaHbIH 3epTTeyiHAe xopeorpadus benHeneysiH CMMBOAABIK Tii peTiHAe
cunaTtanazbl (21). ABTOp pexunccepnik MHTepnpeTaumsa apKblibl 61 KOWbIIbIMAAPbIHbIH,
KepkeMm belrHeaeH Henek, Tapuxm CaHaHbl XeTKI3eTiHiH aTan eTei. by Ty>XbIpbim
Tenecepvangapaasbl 61 caxHanapbiHblH Aa KEPEPMEHTe NAeANbIK-91eyMETTIK Ma3MyH
YCbIHaTbIH penpe3eHTaTUBTIK KYPblbIM €KEHIH alnkbiHAANAbI.

bu eHepi 3amaHayn Meama KeHICTIKTE M3AEHN MafblHa MeH NAEANbIK Ma3MyHZbl
XeTKI3yAiH KepKemaik TiliHe aiHanbIn oTbip. by acipece Tenecepunangapaarsl
xopeorpadusanbik caxHanapaa akbiH KepiHic Tabagbl. by kepiHicTepi apkbibl
KerinKepAiH, ilKi Kyri faHa emMec, KoFaMAafbl KYHAbINbIKTAP XYMNeCi MeH aneyMeTTiK
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AVICKYPCTap Aa KepepMeHre xeTkisineai. OcbifaH H6arinaHbICTbl XopeorpadusiHbiH,
M3AeHM XaHe punocodmanbik HerizgepiH A. b. LLlaHknbaeBa 6u eHepiH agam 60AMbICHI
MEH M3JEHWN PaMi3ZepAiH TyTac Xyneci peTiHae KapacTblipaabl (34). byn TyXbipbim
Tenecepvangapaasbl xopeorpaduaHblH, penpe3eHTaTUBTIK KbI3METIH TYCiHYre TEOPUANBIK,
Heri3 6epeai. lemek, xopeorpadus Tenecepman KeHicTirinae Tek beHeney Kypanbl faHa
emec, NAeoNOrnANbIK-PYHKLMOHANAbIK Ma3MyH/bl TapaTyLUbl MOAEHM apHa peTiHAe Ae
MaHbI34bl OpblH anagbl (1-wwi cypeTTi KapaHbi3).

TYNIFANDIK JXOHE

MB/IEHV PEMPE3EHTALLMA WAEANOTVANIBIK BAFAAP NMCUXUOIOTUABIK,
BU APKbI/Tbl YITTbIK TEHZEPIK Ll BN ISRy Lo s i
OHE SNEYMETTIK PONIEPIH TAPATY, HOPMAJIAP MEH KEVIMKEPAIH, ILLIT XAH
CIMBOSIbIK BEVHESEHY! CTEPEOTUMTEPAI KYLIEATY JYHWECIHIH, B MIACTUKACHI
HEMECE KAWTA NANBIMIAY APKbl/Tbl KOPKEM TYPZE
ALLBIYbI
3MOLMANBIK- 3CTETUKA/BIK-
KOFAMAbIK, )XOHE
SMEYMETTIK AMCKYPC T A T PpRTs
aJL'EJEAKEJJ',\';;'E_&ﬂ;%'K' BEPBAJ1Zbl EMEC BAMJIAHbIC CTUbAIK, MAACTUKANBIK,
TAKBIPBIMTAPbIH KOPKEM OPHATY, KOPEPMEHTE SCEP ETY PUTMVIKAJIBIK, KY¥PbIbIMb
TUIMEH SKETKIZY MEXAHV3MI PETIHAE APKbI/bl KOPKEMZIK SCEP
KONAAHbBINYbI TYbIPY

1-wi cypet. TeneBusmnanblk xopeorpadusHbiH, MIAEHN penpe3eHTaumusacbl MeH NAEO0NOTUANbIK-
bYHKUMOHaNAbIK Ma3MyHbIHbIH KYPblabIMAbIK acnekTinepi (J1. Bbluy>xxaHoBa eHOeKTepiHiH HeriiHae).

By TyxbipbiMaap 6i3aiH 3epTTeyimizbeH Tikenen yHaec. Cebebi kasipri Tenecepuangapaasbl
xopeorpaduanblk caxHanap A1 OCbl CUMBOJAbBIK MafblHa apKblibl KOPEPMEHTE a1eyMETTIK,

MOAEHW XHe TyNFanblK MaHAEPAI XeTKizeai.

TeneBusumanbiK xopeorpadusa — TeneHappaTuTiH beHenik (kagp, pakypc,
MW3aHCL,EHA), MOHTaXAbIK (bIpFak, TEMM) XKaHe AblObICTbIK, (My3blKa, CayHA-AN3aMH)
KOATapbIMEH MHTerpaumaga MaH TyAblpaTbiH KOWbIIbIMABIK 61 dopmachkl; on AeHenik-
KEeHiCTIKTIK KO3faNbICTap apKblibl 9N1€yMeTTIK-M3AeHN naeanapabl Bepbansabl emec
XONMeEH KoATanabl. Makanaza yCcTaHbIM: TENEBU3UANBIK XOpeorpadus — CeMUOTUKANbIK,
Xyne (MKOHABIK, NHAEKCTIK, CUMBOAAbIK Benrinep), api NAEONOrNANbIK MeanaTop
(reHAep, Tan/CbiHbIMN, 3THUKA/bIK X9HE YATTbIK COUKECTIK perncrpaepi). Teopuabik,
Heri3 — a1eyMeTTiK CEMUOTUNKA XIHEe 3KPaHAbIK b1 3epTTeyaepi; aHannTuKanbik Hipaik —
Kagp/aHfaH xopeorpapuanblk CErMeHT, Tanjay ealemaepi — KO3fanblC NEKCUKAChI,
MOHTaX-bIpfaK, My3blKanblk kabaT, HappPaTUBTIK PYHKLMNSA, NAEONOTUANLIK PErnCTp.

3epTTey aaicTepi XkdHE MICE/IEHIH, FbI/IbIMU TYpPFblAa 3epTTeNy AeHreni

3epTTeyaiH 94iCHaMasbIK Heri3iH CeMNOTMKabIK, Ma3MyHAbIK-CTPYKTYpabik,
CaNbICTbIPMaJsibl XXaHe M3 eHN-aHaINTUKaNbIK TaCiNAep Kyparabl.
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Ocbl aaicTepai TaHAAYAbIH FbIAbIMWU HETI3i ONapAblH, 3ePpTTeY HblCaHbIHbIH, KYPAEeNi
ceMMoTUKanNbIK TabufaTtbiHa cankec kenyiHae. CeMMoTrKanbik Tangay xopeorpadumanbik
CaxHanapablH M3AEHN KOATapbl MEH CUMBOAAbBIK MaFblHaNapbIH allyfa MYMKIHAIK
Hepegi, ananaa OHbIH WeKTeYyi — UHTepnpeTaunanblik CyObeKTUBTINIKTIH XOfapbl 60yblI.
Ma3MyHAbIK-CTPYKTYpasbIK d4iC TenecepuansapibiH, KOPKEMAIK KYPbIAbIMbIH XYAeNi
cunaTTayfa Xon awagabl, 6ipak o Kenge KOHTEKCTyanAblk, epekLlenikTepai ToNbIK,

KaMTh anmangbl. CanblCTbipMasbl Tangay sapTypAi Teneceprangapaasbl oprak,

XOHEe alblpMaLLbINbIKTbI 6enriepai aHbikTayfa TUIMAI, AereHMEH OHbIH, LieKTeyi —
TaHJaNfaH MaTepuangap aykbiIMbIMEH faHa LekTenyi. MageHn-aHaanTuKanblk TaCin
xopeorpadusaHbl KEH dN1€yMETTIK-M3JEHM ANCKYPCTa KapacTblipyfa MyMKIHAIK 6epesi,
Bipak Oy SAICTIH 9NCI3Airi — HITUXKENEPAIH, cananblk cunatTa 6acbiM 60aybl. DaicTEPAiH,
OCblNanla apTbIKLLUbIIbIKTaPbl MEH LLEKTEeYepiH eckepy 3epTTeyAiH 0O6beKTUBTINIrH
apTTbIPbIN, ajblHFaH KOPbITbIHALIIAPAbIH, FbIAbIMU HETI3AINIMNH KYLeUTeA.

MaceneHiH, fbINbIMK TypFbiAa 3epTTENY AeHreniHe Kencek, Kasipri Tanga xopeorpadus
MEH MeAMaMaAEeHMETTIH TOFbICbIHA apHaNfaH KeLLeHAi 3epTTeyep CaHbl LWeKTeyi.
[Oerenmen, J1. K. BeluyxkaHoBa (78), A. T. MongaxmetoBa (45), A. b. LLlaHknbaeBa (61)
CbIHAbI 3epTTeyLinep 61 eHepiHiH CeMUOTMKANbIK, MIAEHM XaHe GrUA0CoODUANbIK KblpaapblH
cunatTan, OHbIH, KOPKEMAIK Kypaa peTiHAeri aneyeTiH Heri3gereH. Xanbikapanbik,
3epTTeyLinepaiH eHoekTepi 61 KO3FanbICbIHbIH, MOAEHM MAHI MEH KepepMeH KabbinaayblHAafbl
OpHbIHa epekLue Ha3ap aygapasbl (Mengjie Hu xaHe T. 6. 148).

Byn FbIAbIMK anfbilapTTap Kasipri Teneceprangapgarbl xopeorpadusaHbl XXeke 3epTrey
HblCaHbl PeTiHAE KapacTblpyAblH MaHbI34blbIFbIH akbiHAaKAbl. OCbifaH 6anaHbICTbI
3epTTey HapbiCbiHAa TenecepuaniapablH, xopeorpaduranblik caxHanapbl penpeseHTaTmMBTIK
KYPbINbIM, M3JEHN KOZ TacbiMaaAayLLbl XXaHe NAEONOTUANbIK-QYHKLNOHANABIK MEXaHN3M
peTiHAEe KapacTblpbliAbl.

3epTTeyaiH XaHanbiFbl Tek WeTengik Tenecepuangap (“Flesh and Bone”, “Dance Academy”,
“Step Up: High Water”) mbicanbiHaa 6enrini ngesanapabl karitanaymeH LUeKTeNMenai.
XKymbicta 6yn ceprangapgarbl xopeorpadusanbik penpeseHTaumanap KasakcTaHablk,
MeaMaMajeHmeTneH cabakTacTbipblia KapacTbipblabin, ONapAblH YATTbIK M3AEHMU
KOATapAbl XeTKi3yaeri aneyeti ankbiHAanaabl. Ocbl TypFbija Kasak, v eHepiHiH, AaCTypi
3NeMEeHTTEepPIH TeneBnsnanblk popmaga KongaHy bonallak 3epTreyaep yWwiH MaHbi3Abl
6afbIT peTiHAe YCbiHbINAAbl. By TACIN XXYMbICTbIH, FbINbIMU XaHaNbIFbIH KYLLENTIMN,
XaNnblKkapanblK TOXKIpMOEHI OTaHAbIK M3JEHN KOHTEKCTMNEH YLITacTbIpyFa MyMKIHAIK 6epeai.

Byn 3epTTeyae aHbikTanfaH KOHGUrypaumanap (Ko3fanblC NEKCUKACh], KaMepa, MOHTaX,
My3blKa, UAEO0NOTUANBIK PEFNCTP) Ka3aKCTaHAbIK TeneeHiMaepre YATTbIK NaacTUKaHbl
€Hri3y apkbiibl 6enimaenesi. MyHaafbl YATTbIK MAACTUKa Kasak OuiHiH pamisgik
KMMbINAAPbIH XXaHe GONK-MOAEPH CUHTE3IH KamMTuabl. [TpakTukanbik, Mogenbaep:

M1 — «MIH1umauma» gpamatypruacel (kac Keminkepaid, kanafa Kenyi): kamepa — opta/
Xannbl NaaH, GONbKAOPAbIK, MOTUBTEPMEH MUHUMANUCTTIK My3blka, MOHTaX — OpTa TeMn;
perncTp — aneyMeTTik MOBUAbAIK.

M2 — «[1aCTyp MEH MOAEPH» LUMENEHICI: KOHTPACTTbl KO3fabIC AeKcmKachl (Poak
VS XMIM-XOM), MOHTaXAa KPOCC-KaT; PErucTp — ypnakapanblk/KyHAbIIbIKTbIK,

M3 — «KaybiMaacTblik 6ui»: aHcambabAik CUHXPOH (ayna/MeTpo/KeLenik KeHICTiK),
KOA/MblK NAacTMKacbl apKblibl 3STHO-KOA, PErUCTP — a3amaTTblk Bipik.
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3epTTey MaTepuanbl peTiHAe Xanblkapanblk PEUTUHITEPAE XOFapbl OPbIH anfaH
X9He apTypAi enjepae kepepMmeH bikbliacbiHa ne 6onfaH “Flesh and Bone”, “Dance
Academy”, “Step Up: High Water” cbiHabl Tenecepunangap anbiHabl. byn TybiHAbINApAAFbI
xopeorpaduvsaHbIH, ApamMaTyprusblk KypblabiMFa biknaabl, KEMiNKepaepaiH, cesiMiH
XKETKI3YyAeri peni XaHe kepkemaik-punocodusanbik actapbl capantanagbl. CoHgan-ak,
xopeorpaduaHbIH TeNEBU3MANBIK Mefnagasbl TapuxM AaMyblHa KbiCKalla LLOJY Xacanbir,
3aMaHayun KepepMeHHiH, Kabbligay epekLueniktepi ge Kapactblpblnagbl (1-wi kectere

KapaHbli3).

1-wi KecrTe. Tenecepmanp,app,afbl XOpeOFpaq)l/IFIHbIH| Ma3MyHZAbIK CaiblCTblpMabl KecTeci

Cepwman ataybl Bu Typi Npeonornanbik MasMmyHbl Kepkempaik epekweniri

MNepdekunoHnsm mMeH

MCUXONOTUANBIK, KbIChIM, Mcyxonornanbik ApamMaTnam,

Flesh and Bone banet reHAepik TEHCI3AiK, eHep 6anet niacTMkacbl apKblibl iLLKi
MeH KanuTaaunaM apacbiHAafbl | >KaH AyHUEHi KepceTy
KaKTbIFbIC

XKacecnipimaepaiH, TyafanbIk, OMoLMaFa HEri3Aenrex
fAamybl, Toapbure MeH Apamatyprus, 6uai esiHaik Tin
oTbacbiNbIK bikNas, ilKi CEHIM | peTiHae KoazaHy

Knaccukan blK >XXoHe

Dance Academy R

Hacingik TeHci3gik, aneymeTTik | KapkblHAbI AMHAMWKa, XWM-
KapCblblK, ©3iH-63i TaHy, XOM 3/1eMeHTTepi apKbl/bl iLLKi
ePKiHAIK CUMBOIbI KypecTi >eTKi3y

Step Up: High Xun-xon, kelwue
Water 6unepi

TeneBusumagafbl xopeorpaduanbik woynap 1950-wi xbigapel 6acray anbin,
¥nblbputanuagarsl “Come Dancing” (1950-1998) xaHe AKLL-Tafbl “American Bandstand”
(1952-1989) >xobanapbl OCbl XaHPAbIH anfalkbl yarinepi 6onabl. Onap 6u MageHWeTIH
bykapanblk AeHrerae HacuxatTan, KepepMeHHiH, 3CTeTUKabIK TaafaMblHa biKnaa eTTi.

“Come Dancing” 6puTaH KOfaMblHa COFbICTAH KEWiHTi Ke3eHAe 3CTEeTUKabIK CepriH
6epin, 2004 xbinbl “Strictly Come Dancing”aTaybiMeH >XaHfblpabl. byn xxobafa KaTbICTbl
KapeH Byg (2012) 61 apkbinbl ayaUTOPUAHBIH, SMOLMANBIK BarinaHbICbiH Adnensece,
KeoH Bect (2012-2021) paybic 6epy CTaTUCTMKACbIHAH 3THUKANbIK AMCKPUMUHALUAHDI
anKbiHAAAbI.

XopeorpadusHbl TepeH allkaH TyblHAbINap KaTapbiHaa “Flesh and Bone” (Starz 18)
epekLle atanagbl (2-wi cypeTTi Kaparbi3). byn cepranga 6anet anemiHgeri nepHekLMOoHN3M,
NCUXONOTUANBIK KbICbIM, dNIMXETTIK, reHAEPAIK TEHCI3AIK XX9HEe OHepAiH, KanuTanfa
Toyenainiri xopeorpaduanbik KepiHicTep apkblibl awbliagsl. Capaniubiiap OHbl 6aneTTin,
KaTa/ WbIHAbIFbIH KOPCETKEH LWblfapma Aen 6afanagbl.

“Dance Academy” (ABC3, 2010-2013) >xxacecnipimaepre apHaafaH jpaMa peTiHae
61 eHepiH Ty/IFanblK KasbinTacyMeH cabakTacTblpagbl. Kerinkepaepain, NcMxonorvsnbik,
Xafgannapbl buaeri TpaH3mUMaAnap, CTUAb TaHAay XXoHe KUMbINAAP apKblabl HerHeneHin,
aTa-aHa Topbueci MeH aneyMeTTik opTa GakTopaapbIHbIH, bikMaabl alkbiHAANAAbI
(3-wi cypeTTi KapaHbl3).

“Step Up: High Water” (2018-2021) xvn-xon neH Kelle bunepiH anfa LWbifapbim,

61 eHepiH e3iH-63i Taby, asIeyMeTTIK KMbIHABIKTaH apbliy Kypasbl PeTiHAe KepceTesi.
KeninkepnepaiH 6v cTuni onapAabliH iLKi XXaH AyHUECIMeH, aneyMeTTik MapTebeciMeH
XHe KOfaMAafbl OPHbIH i34eYyiMeH TbiFbl3 6arinaHbICTbl (4-LUi CypeTTi KapaHbl3).

SARYN XANBIKAPANBIK PELEH3UWANAHATbBIH XYPHADN 95



(‘ ;apyn Ne 3. 2025 AHUMNA KYCAHOBA, 94INXAH LUOPABEK 3KPAHAAfbI BU: XOPEOTPA®UA

2-wwi cypeT. “Flesh and Bone” ¢uabMiHeH kepiHic. Jepekkes: YouTube, xyktenai shannonsuxx,
13 aknaH 2016, youtu.be/vCdR4_JHRZ4?. KapacTbipblnfaH mep3iMi 10 HaypbI3 2025.

3-wi cypet. “Dance Academy” ¢unbMiHeH kepiHic. Jepekkes: Dance Academy-0iH X-meai
pecmu napakwiacel, 15 xentokcaH 2016, x.com/danceacademyau/status/809134571094556672.
Kapactbipbiifan mep3imi 10 Haypbi3 2025.

YouTube Red

ORIGINAL SERIES

4-wi cyper. “Step Up: High Water” ¢unbmiHeH kepiHic. epekkes: IDMb,
imdb.com/title/tt7369974/mediaviewer/rm3037282816/. KapactbipbinfaH mep3imi 10 Haypbi3z 2025.
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Xannbl anfanga, 6yn yw cepuan xopeorpaduaHbiH 3KpaHAbIK penpe3eHTaumnajarsl
KenKbIp/bl PeiH allajbl: ON 3CTETUKaNbIK KaHa eMec, MAe0N0TANbIK, 9N1eyMeTTIK
XKOHE MCUXONOTUANBIK MOHTe Ne M3JEHWN KOJ PeTiHAE KopiHesi.

3epTTeyae opbip TenecepunangpiH, xopeorpadpuaibik KOpiHiCTepi XXeke->Keke
cunaTTanbin KaHa KoviMaw, onapAblH, KypblbIMAbIK-UAE0N0rMANbIK KOHPUrypaLmanapbl
casbICTbIpMasbl TypAe TangaHabl (2-1wi kectere KapaHbi3).

2-wi kecTe. Xopeorpaduanbik CErMeHTTIH MAE0N0TUANbIK KOHOUTYpaLMACH

Backim Kamepa/ Happatuerik WUpaeonorusnbi
KO3FaJbIC P My3sbika PP A % Kintri Tesuc
MOHTaXX dyHKUMA perucrp
JNleKcuKachbl
banet KakbiH MiHci3gik KynbTbl
Flesh (3kcTpemanabl | nnangap, | Heo- lwki kyn3enic, | FeHaep + CbIHbIN | AEHEHI TOPTIN
and Bone | nepdekumo- | y3ik KJlaccuka | KbICbIM (eHep/kanuTan) | obbekTiCiHe
HW3M) MOHTax ariHangblpagbl
Opra et ot
Dance Knaccuka + nnaHgap, | Mon/Heo- | Eceto, Ortbacbl/Topbue TeHre iMLij'
Academy | MogepH KyMcaK | knaccuka | MHWUmMaums | (KyHAbIAbIKTap) Hrep
Kecim TYIFabIK

areHTTiKTI ecipesi

Ko3fanbICTbiH,

Anramnk. KONNEeKTUBTI
Step Up: Xun-xon/ Kamepa, < | Kapcbinbik, Hacin/kana
. buT-gpans h o CUHXPOHBI —
High Water | ctput Xblagam e3iH Taby KeHicTiri
KaybIMAACTbIKTbIH,
MOHTaXx
JaybICbl

TenecepvangapAaH LblFapMallbliblK TONTbIH, XMM-XOM, 6perk AaHC CUAKTbI KeLue
B6unepiHiH, Ae TepeH 3MOLMA MeH KOPKEMAIK MaHI 6ap eKeHiH kepceTyre TbipbliCKaHbl
6ankanagbl. bu — aneymeTTik-cascu Xynere KapcCblablk KOPCeTy TiNi peTiHAe
Ae KongaHbiagabl. MyHAafbl Ken xopeorpaduanblik KOWbIIbIM HICINLLINAIK MEeH XXacTapAblH,
eHberiH baranamay, famynapbiHa KeAepri KenTipy CUAKTbl KOFaMaaFbl 94iNeTCi3iKTepai
cunatTrangbl. Cepransasbl Tafbl 6ip MaHbI34bl MAEONOTUANBIK TaKblPbINTbIH, Oipi —
reHaepnik TeHaik. Knaccukanbik 6anetre bugeri ep MeH avien peni benrini 6onca, kewe
bunepiHae Tapasbl TeH, Kbi3gap MeH XIriTTepaiH, KUMblgapbl CUHXPOHABI, Bipaen.

Hatukenep >xaHe Tankbinay
XKannbl, yw ceprangbiH, aibipMallblibliKTapbiHa TOKTanatblH 6oacak; “Flesh and Bone”
cepvianbl 3AUTaNbIK OHEPAIH Kenwinik 6ine 6epMenTiH KapaHFbl XaKTapblH CypeTTensi.
CaxHanap TbiM ayblp. KeninkepaepiHin, >a3blIManTbIH XaH Xapanapbl Kemn, COHAbIKTaH
4a byubifbl, TbiM KaTires. On xapanapbliH ce36ey yLWwiH TOHAEPIH Ae aamanibl. ToHAepi
6acekere TeTen bepyLwi Kypan faHa. Onap 6uai 6ip ymiT KepreHimeH, 6anetreri
MaHcanTapbl YLWiH e34epiH KypbaHabikka wanfaHaap. KepepmeHi HerisiHeH epecekTep,
H6aneTke Kbi3bIfyLlblNap MEH CON CaflaHblH, MamMaHAapbl.

“Dance Academy” cepwmanbl 6onca xacecnipiMaep MeH >KacTapAblH ecenin, epxeTy
Ke3iHAEri KMbIHAbIKTapMEH KYpecyi, Ty/Ifa peTiHAe AaMbliM, epecekTep aeMiMeH TaHbICybl
Xaunbl. b — onapabiH apmaHfa XeTy, 83iH AaMbITy, KOFaMHbIH, 6ip MyLueci peTiHae
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KanbINTacTblpaTblH Kypas. OMipae 601aTbiH KeW XaFbIMCbI3 LWbIHAbIKTAPAbI, Ke34eceTiH
KeAeprinepai kabbingan, 3 XOJblH COFaH CaMKeC Xocnapaai anfaH XaH faHa 6acekere
TeTen Hepe anagbl. Xacecnipimaepre otbacbiIMeH Kepyre apHanfaH cepuan.

“Step Up: High Water”-ae >xxactapfa apHanfaH. byn >xxepae 61 — emip yLiH Kypec.
“Flesh and Bone" cepuanbinzaFbl Keninkepaep 3usanbl opTagaH abblpoi isgen, anuTa
ekingepi 6ony xonbiHAa kypecce, “Dance Academy” cepuanbiHaa buik nayasbiMaa
6onmaca Aa, aneyMeTTiK CTaTyCbl XXOfapbl, ayKaTTbl HEMece opTa TanTafbl OTOacbiHaH
WbIKKaH >acTap Tyafa 60bIn Kkanbintacy ywiH eHbekteHeai. An “Step Up: High Water”
TenecepuanbiHAafbl XacTapAblH Xanfbl3 KYHAbINbIFbl — eMipaepi. by — onap yLwiH
elwkaHaamn cratyc, 6bana keszeri apmaH faHa eMec, emip YLiH Kypec. ©3aepiH, e3aepi
WbIKKAH OpTaHbl KOFaMHbIH 6ip 6esweri ekeHiH KepceTy XOobl.

fanbimpaap MeHuze Xy meH [Jn ®aH xopeorpaduablk KO3FanbICTbIH PUTMMEH
YMANECIMAINITT MEH MBAEHWN CTUNbAIK ePEKLLENIKTEPIH 3ePTTEN OTbIPbIN, 61 BHEPIHIH
CEeMMNOTUKANbIK XXoHEe IMOLMOHANABIK bIKNalblH CaHAbIK Typfbiaa HerigereH (109).
ABTOpnap xopeorpadusaHbl kKepkeMaik Gopma faHa eMec, M3AEHU MafblHa MeH
naeanapAbl TacbiMangayLbl KypblabliM peTiHAe KapacTbipagbl. Onap Ko3fanbic
naTTePHAEPI apKbl/ibl KEPEPMEHTE dCEp eTYAiH MeXaHU3MAEPiH alla oTbipbIn, BuAiH
BepbHanabl emec KOMMYHUKaLMA peTiHAEr peniH HakTblanabl. byn TyXbipbiMaap
Tenecepuangapaasbl xopeorpaduaHbl MAEONOTUANBIK-QYHKLMOHANABIK Ma3MyH
TypFbICbIHaH Tanjaysa MaHbl3abl Heriz 6ona anaabl. Cebebi ceprangarbl 61 KepiHicTepi
A€ IMOLMAHDI, KOHPIVKTIHI XXdHE MBJEHWN KOATapAbl KOPKEM KO3fasblC apKblibl
XKETKI3YAiH KyaTTbl Kypasbl peTiHAe KONAaHblAaAbl.

Kazipri MmegrnamaseHmnetTeri xopeorpadma — Tek KOPKEMAIK 3N1EMEHT KaHa eMec,
M3AEHWN ecTeniKTi XXaHe naeonornanblK bargapnapabl KOPHeKi TYpAe XeTKi3eTiH KyLwTi
ceMuoTUKanblK Kypan. Tenecepnangapsa 6u apkblibl YATTbIH, AYHUETaHbIMbI, TAPUXM
>KaAbICbl, 91€YMETTIK KYPbIIbIMbl MEH PyXaHW KYHAbIbIKTapbl 6eHeneHes,.

MaceneH, "Flesh and Bone” (Starz), “Step Up: High Water” (YouTube Red/Starz)
xoaHe "Dance Academy” (Netflix) Tenexvikasanapbl 9n1eMHiH apTypi engepiHae KeH,
ayaMTOopmA XMHan, opTa ecenneH 4—6 MUAMOHHAH acTaM KepepMeHre >EeTKeH.

Byn kepceTkilTep aTanfaH >xxobanapsa KeTepinreH reHaepik TEHCI3AiK, WblFapMaLlblbIK,
KbICbIM, HOCINIAIK XXOHE dNeYMETTIK MepapXmns MaCeNeNepiHin, Xanbikapanblk AeHrense
©3eKTiNirH ganengengi. lemek, xopeorpaduns apKblibl XeTKI3INETIH OCbl MafbiHanap
TeNeHappaTUBTIH, XXaanbl afam3aTTblK Ma3MyHfa e eKeHiH KepceTea,.

Ananga, KasakctaH kofaMblHAa 6y Macenenep a3sipre KeH KofamAblk ANCKYCCUAHBIR,
Heri3ri e3eriHe ailHana KolifaH >oK. Ocbl TypFblAaH anfaHAa, xopeorpadpus
Teflecepvangapsa MaeHv pami3aepai, Tapuxun KoaTapabl XXaHe naeansik 6afgapnapasl
Kepkemaik GopmMaza BMU3yanabl XeTKi3yAiH NopMeHZi KypasbiHa aiHanybl MyMKIH.

AngpiveH, A. b. LLlaHknbaeBa e3iHiH «Ka3ak xopeorpadpuacel: popmanapabiH
XKIHE KepKeMAiK KypansapablH Aamybl» aTTbl MOHOrpaduacbiHAa Ka3ak 61 eHepiHiH
Tapuxu KanbinTacybl MeH Kepkemaik popmanapblH TepeH Tangangbl (64). ABTop
xopeorpadusagafbl HakblLLTapAbl, 6eHeNep XYMeCiH XaHe NAacTuKanblK TiAAIH
epeKLeniKTepiH alla oTbipbIn, 6UAI MeHTaNNTETTI beriHeneyaiH Kypanbl peTiHae
cunaTTangbl. byn TyKbipbiM Teneceprangapaa A3CTypai 61 aNeMeHTTEPIHIH, KepKeM
penpe3eHTaLManaHyblH 3epTTeyAe aca MaHbi3abl.

SARYN XAﬂbIKAPAI'IbIK PEUEH3UWANAHATbBIH XYPHAN



TENECEPUANAAPAAFBI MOJEHU XOHE KPOCC-MOAEHW KOATAPAbI BEVIHEJIEY KYPAJIbl PETIHAE Ne 3. 2025 (‘ ;apyn

I. T. XymaceunToBa «KasakctaH xopeorpadusacbl. Tayencisaik keseHi» atTbl
eHberiHae Tayencizaik XblngapbiHaafbl xopeorpadusaga opbiH anfaH KOHLENTyanaplK
XK9He CTUANCTUKANbIK e3repicTepai kepceteai (159).

3. B. CbiToBa 3epTTeynepiHae xopeorpadpusaHbiH TOPOUENiK XXaHe 3CTETUKANbIK,
aneyeTiHe epekwe MaH bepeai. On 6uaiH 6ananap MeH xacecnipiMaepAaiH, pyxaHu
JAaMyblHa, 3TUKanblk, 6afaapiapbl MEH MIAEHU KYHAbIbIKTapFa bafaapaaHybiHa
blknan eTeTiHiH ganengenai (CoitoBa 178). byn ke3kapac Tenecepuangapsa bananap
MeH oTbacblfa bafbiTTanfaH caxHanapza xopeorpadusaHbiH KONAAHbINY epeKLUeniriH
Tanjayha Manpi3fa ne 6onagbl.

®donk-MozepH CTUNIHIH TeopuACbIH KapacToipFaH C. B. YcTtaxuH aactyp
MeH >aHaLUbINAbIKTbIH, CUHTE3I apKbl/ibl XKaHa KOPKEMAIK MIHAEP TyAblpY MeXaHN3MiH
cvnatTangpl (98). Teneceprangapaa GONbKAOPAbIK 3NEMEHTTEPAIH 3aMaHayu NHTeprpeTauus
apkblibl Hepinyi KepepMeHre XakblH 9pi CUMBOAABIK TYPFblAa TEPEH MBHTE Me KOPIHIC
Tyablpasbl. byn cepnangbiv, MaaEHM KOATbI XKeTKi3y QYHKLNACIH KYLLeNTesi.

M. Xy, XaHe T. 6. eHberiHae xopeorpadusabik, KOMbIIbIMAAPALI MOAENbAEYAE
«KINTTIK Kagpabl 6ackapy» agici TangaHagbl (111). 3eptrey 61 KO3FanbiCTapbiH CTUABAIK
TYTaCTbIfblH CaKTal OTbIPbIN aBTOMATTaHAbIPYFa MYMKIHAIK 6epeTiH TEXHONOTNANbIK
TaCinAi ycbiHaabl. byn >xymbic xopeorpadusaHbiH TeK 8HEp FaHa eMec, COHbIMeH bipre
aNropuUTMAIK KypblibiIM pPeTiHAE KapacTblpbliaTbiHbIH KepceTedi. MyHaal agicHamMmanbik
KafaM TeneBmnsnanbiK xopeorpaduagasbl KO3fanblC CEMUOTMKACLIH Tanjayza nanganbl,
cebebi apbip KMMbINAIH, CTUAbAIK KOABIH CakTal OTbIPbIM, OHbIH, M3AEHMU
XOHEe NAEONOrMANbIK MafblHACbIH allyFa XafAan >kacanabl.

MaaeHwn penpeseHTaumsa Teopusnapbl TypfbicbiHaH C. Xonn (Stuart Hall) penpeseHTaumsaHbiy,
MAEONOTUANBIK CMNATbIH alwbin, 6eHeney GopmManapbiHbiH apaaribiM 6enrini 6ip
SNeyMeTTIK KYLUTEPAIH bikNaiblHAA KypblNaTblHbIH anfa TapTajbl.

3epTtTey b6apbicbiHaa A. b. LaHknbaesa, I'. T. XKymacentoBa, 3. B. CbiToBa, C. B. YcTaxuH,
B. FO. HukntmH, J1. K. Beiuy>xxaHoBa, C. Xonn, Mengjie Hu, Di Fan cekingi 3eptreywinepain
eHbekTepiHe cyMeHe OTblpbIn, XopeorpaduaHbiH, CUMBOAbIK, CEMUOTUKANbIK
XHe UAEONOTVANbIK KbI3METTEpPI XYyeni Typae capanaHabl. byn eHbekTep Tenecepuan
KeHicTiriHae 61 eHepiHiH penpe3eHTaTUBTIK KyaTblH allyfa TEOPUAAbIK dpi dAiCHaManbIK,
Heri3 Kanagbl.

Ocbl 3epTTeyaiH HaTUXenepi xopeorpadusaHbl Tefecepmaniap MeH MeanaeHimaepae
TapWXu CaHa, M3AEHMN KYHAbIIbIKTAP XaHe naeonornsanbik 6argapnapapl 6enHeneyain,
MoPMeHZi Kypasibl peTiHAe KapacTblpy KaXeTTiriH kepcetesi. Xopeorpadusa Tek Kepkem
dpeKeT eMec, O/1 — dNEYMETTIK KaTbIHaCTap MeH TyJ/Ifablk 60AMbBICTbI TaHYAbIH Aa Kypasbl.
Byn megmamaTiHAEp MeH KepKkeM eHep apacbiHAafbl LeKapasapabl ewwipin,
xopeorpaduvsaHbl Megunanblk KOMMYHUKALMAHBIH MaHbl3Abl TYPiHE alHanablipajbl.

Kasipri megmnamaseHueT KeHICTiriHae xopeorpadma Tek KOPKeMAIK-3CTeTUKANbIK,
acepre b6afbiTTasfaH eHep dopmMachkl FaHa eMec, 91eyMeTTIK, TapUXM XXaHe NAEONOTUANbIK,
Ma3MyHAapAabl kepkeM GopmMaza penpeseHTaLnananTbiH KenkKabaTrbl CEMUOTUKANbIK
Xyie peTiHae kepiHic Tabaabl. Tenecepuangapia xopeorpadusanbik caxHanap apkbibl
TapUXM Xaabl, TYIFanbIK 4aMy MeH KOFaMAblK KypblibiM 6eHeneHin, kepepmMeHmeH
TepeH, CUMBO/AbIK-KOMMYHUKATUBTIK 6alinaHblC OpHaTblNaAbl.
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YaKbIT NeH KeHICTIK enwemMiHae 6u eHepiHiH TpaHCPOPMaLMACHIH KapacTblpFaH
T. O. I3im xopeorpadusiHbiH, MaAEHU-TAPUXN KOHTEKCTE AaMybIH YakbITapablK CaHa
MeH belHeney Xyneci peTiHae KapacTbipagbl (42). ABTOpAbIH NabiMAayblHLa, 6U —
©3iHiH, Ma3MyHbl MeH GOpMachl apKblabl TAPUXM KE3EHHIH PyXaHW cMMnaTTapblH
XKWHaKTan, acTeTukanblik popmaga ycbiHa anatblH GeHomeH. byn TyXXbipbIM cepuanabik,
xopeorpaduvsajafbl TapUXM KOATaPAbIH, KOPKEM penpe3eHTauusaChbiH Tangayaa TEOPUANbIK,
Heri3 6on1a anajpl.

Xopeorpaduanbik KOWbIIBIMHbIH, penepTyapblk XaHe CUMPOHNANBIK Ma3MyHbIH
kapacTbipfaH J1. A. XyiikoBa MeH [l b. EceHTaeBa Ka3ak 6anet TeaTpbiHbIH,
cueHorpadmacbl MeH KOMMO3ULMANBIK KYPbIIbIMbIH Capanan OTblpbIn, XopeorpadusHbIH,
dopManbIK, TiNliH My3blKanblK ApamMaTyprusiMeH Tbifbi3 6alinaHbicTa cunatrangbl (57).
Byn cuHTETUKanNbIK TaCiN Tenecepmangapiasbl CaxHaiblk XOpeorpapusaHbIH KOpPKeEM
TYTaCTbIfblH, KEPEPMEHTE dCEpP eTyLi KOPKEMAIK Kypan peTiHAe TUIMAINITIH TyCiHAIpyre
MYMKIHAIK 6epesi.

P. C. 3apunos neH E. P. BanseBa 61 gpamaTtyprmscbl MEH KOMMNO3ULMACbIHA
apHanfaH eHberiHae KO3fabICTblH MAaCTUKaNbIK NOTMKaCkl MEH Xopeorpadusanbik
CaxHa KYPYAbIH, HeTi3ri 3aHAblIbIKTapbliH TEOPUAIK XIHE dAiCTEMENIK AeHrenae
erxen-terxkenni cunatrangbl (351). ABTopaap 6m KypbiibIMbIHbIH, UAEANBIK XXYKTEMECIH,
CaxHasblK KEeHICTIKTe NAEsSHbI KUMbI apKblbl ally ToCiNAepiH HaKTblAalk OTbIpbIn, buai
CEMaHTUKaNbIK KYPbIIbIM peTiHAe KapacTblpadbl. byn Tacin Tenecepuangapsa 6vait
CHOXKET KypYLUbl Kypasfa aiHanyblH XX8He OHbIH, MAE0N0TUANbIK Ma3MyHAbl KOPKEMAIK
AeHrerae KanbinTacTblpyAasbl PONiH A2MeKTi TypAe allajbl.

. Ypa3bimbeToB xaHe T. Monganim xopeorpaduanbik xxobanapfa apHanfaH My3blika
XacayablH 6afbITTapbl MEH TaCINAEPiH 3epTTelr OTbIPbIN, My3blka MEH KUMbI KO3FabIC
apacblHAafbl ©3apa 6annaHbIC MOAebAEPIH HAKTbl KEMCTEP apKblibl cunatTangbl (78).
My3blKanblK KypblibiIM MEH BUAIH PUTMUKANbIK-KOMMO3ULMANBIK HETI3iHIH, yAaeciMAiniri
cepvangafbl xopeorpaduanbik caxHanapAblH SMOLIMOHANAbIK XXaHE CEMUOTMKANbIK SCEPIH
apTTbIpbIN, KOPKEMAIK TYTaCTbIKTbl KAMTaMachl3 eTej,.

Kazipri megmnamaseHunetTeri xopeorpadumsa Tek 3CTeTUKaNbIK acepre HafbiTTanfaH
KepkeM Ppopma FaHa eMec, a1eyMeTTIK ANCKYPCTapAbl, MaAeHN KoaTap benHenenTiH
CEMUOTUKANBIK XYIe peTiHae 3epTTenin keneai. CoOHfbl fblabIMM eHbeKTepae
xopeorpadusanbiK KO3FanblCTbIH, KYPblIbIMbl MEH CUMBOABIK, MaHI MeAnanbIk,
penpe3eHTaLMAHbIH, HETI3r 31eMeHTI peTiHAe KapacTbipblnagbl. MaceneH, H. Onnopa-
TpwaHa (Natalia Ollora-Triana) 6ipneckeH aBTopaapMeH 61 KOVbINbIMbIH MafblHa
Kypay YAepici peTiHae cmnaTTan, KepepMeHHiH Kabblngaybl MEH NHTEpNpeTaumnach
xopeorpadusaHbIH, CEMUOTUKANbIK TONbIKTbIFbIH aHbIKTANTbIHbIH AanengereH (57).

Byn nikipai A. MaiopaHunaa (Arianna Maiorani) 6ipseckeH aBTopaapMeH Koazangabl.
Onap 6anet caxHanapbl MeH TeNEBU3MANBIK XOpeorpadusaHbl KO3FanbiCKa HEri3genreH
CEMUOTUKANbIK XYyihe peTiHae 3epTTen, OuaiH KypblbIMAbIK XX9HEe Ma3MyHZbIK
3/IeMEHTTEPIH SMNUPUKaNbIK SAICTEPMEH TanjayAblH MyMKIHAITIH KepceTkeH (Maiorani,
et al. 98). MyHgaal Tacin Tenecepuangapaafbl Xxopeorpadusaiblik, caxHanapAbliH, iLwKi
ApamaTypruacbiH, Kehinkepaiy, sMoLMoHan bl TPaHCPOPMALMACHIH FbINbIMU TYPFblaa
cunatTayfa MyMKiHAIK 6epegi.
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B. JlntoaH (Van Leeuwen) KO3FanbICTbiH KEHICTIKTE 6epinyiH, MOBUAAINIK NEH KMMbINABIH
M3AEHM KOAKA allHaNyblH dN1€YMeTTIK CEMUOTUKAHbIH, MaHbl3bl O6bEKTICI peTiHae
KapacTbipagbl. OHbIH, NaribiMAayblHLIa, 61 — TEK AeHE KMMbIIbl eMEeC, 9/1eyMeTTIK MaHi 6ap
mageHu apekeT (Van Leeuwen 190). by Ty>XbIpbiM Tesleceprangapgasbl xopeorpadusHbl
KPOCC-M3AEHN ANCKYPCTbl KOPHEKI XeTKI3eTiH Kypan peTiHAe KapacTblpyAblH ©3€eKTiNiriH
KywenTes,.

Xopeorpaduanbik ceprangapabiH bykapanbik MageHUeTTeri OpHbl MeH biKnabl
TeK KOpKeM Ma3MyHMEH LLIEKTENIMEN, KEH, ayANTOpPUAMEH BalrinaHbiC OpHaTyAaFbl
aneyeTimeH epekuweneHesi. byn opariga M. ManoH (Michael Malone) “Flesh and Bone”
Tenecepvanbl apKblabl 6aneTTiH KeNeHKenNi KblpaapblH KOPCETIN, aen ayanTopuACbIH
TapTy XXONAAPbIH 3epTTenai (nexttv.com). ABTOpAbIH NanbiMAayblHLLA, 6aneT aneMiHiH
LWbIHaWbI XXaHE Kelze KaTires KepiHicTepi KepepMeHre gpamMasblk TapTbiMAblAbIK Hepesi,
6yn xopeorpaduaHbIH KOPKEMAIK KaHa eMec, aneyMeTTiK QYHKLMACLIH Aa nall eTes,.

I>x. Puannc-®Penn (Jesse Phillips-Fein) e3 ke3eriHae xactap ayAUTOPUACBIHbIH,
TaHbIMblHZAa 61 TenecepransapbliHblH 9CEPiH capanai OTbIPbIN, MyHAa KOHTEHTTIH,
M3AEeHM KoATapabl KabblijayFa, CTEPeOTUNTEPAI YFbIHYFa MYMKIHAIK 6epeTiHIH aanenaenai
(“"How We Dance"). X. XappuHrtoH (Heather Harrington) 6onca, 6u KoHKypcTapbl MeH
dNeyMeTTIK Xeninepae 6v TynfacbiH TYTbIHYLbI PETIHAE KanbiNTacTbIpy YAEPICiH cunaTTan,
Ka3ipri 3amaHfbl Tenecepmnansap MeH aneyMeTTiK Meana apacbiHAafbl MOAEHN AMaNOrTbl
awagbl (“Consumer Dance Identity”). byn 3epTTeynep xopeorpadusanbik, ceprangapsibiH
Ka3ipri MoAEHW KeHICTIKTEr KypAeni api Kenkblp/bl PeiH ainkblHAaN OTbIPbIM, ONlaPAbIH,
3CTETUKANbIK, 91I€YMETTIK XX9HEe MeZMaapablk ©3apa 9peKeTiHiH ©3eKTi eKeHiH kepceTesi.
3epTTey b6apbICbiHAA LWETeNaik Tenecepunangapiarbl xopeorpadbusanbik,
penpeseHTaumanap 3CTeTukanblk, CUMBOAbIK XOHE NAEONOTUANbIK Ma3MyHAAPAbI
XKETKI3YAIH TMiMAai dopmackl peTiHae TangaHabl. Anaiiga, ocbl ToXXipnbenepai oTaHabIK
MeAnaMaZeHMeET KeHICTiriMeH cabakTacTbipa KapacTblpy — MaHbI3bl HafbITTapablH,
6ipi. byn acipece Ka3zakcTtaH KOfaMblHbIH, M3AEHN-KOPKEM AMHAMMKACHIH, 91€YMETTIK
AVCKYPCTapblH XaHe KaAp/blK d1eyeTiH eCKepreHae o3eKTiNikke ne.

CoHfbl Xblngapbl KasakctaHaa xopeorpadusanbik 6inim 6epy KeHICTiri aTapsbikTan
KeHewin, kacibn MaMaHAapAbl AaapaanTbiH OKY OPbIHAAPbIHbIH, YAeCi apTTbl. Ocipece,
Kasak yntTbiK xopeorpadus akagemusacbl MeH A. B. CenesHeB aTbiHAafbl AnMaThl
xopeorpaduanbiK yUNANLLEC] CEKINAI MEKEMENEPAEH XbIl CalblH KOMTEreH AapblHAbI
6anet apTicTepi Tyaen weoifagpl. byn kagpablk 6a3a — oTaHAbIK Tenecepmangapaa
xopeorpaduanbik Ma3MyHAbl canabl XaHe Ma3MyHZAbl TYPAE XYy3ere acblpyablH, HaKTbl
anfbllwapTbl. Anainga, 6ya WblFapMallblibiK 91eyeT KeH ayAnTopus+a ToNblKTak TaHbIMa
60o/1a KONFaH >OK.

Ocbl TypfblAaH anfaHaa, xopeorpadbuanblk Tenexmkasnap Tek MaojeHn Koatap
MEH d/1eyMeTTIK ANCKypCTapAbl 6enHeney Kypasbl faHa eMec, Xac TaNaHTTapAblH
LWbIFaPMAaLLbINbIK XONbIH TaHbIMaN €Ty, OTaHAbIK XopeorpaduaHbl Xanblkapanblk KEHICTIKKe
WbIFapy MYMKIHZAIr peTiHAe KapacTbipbliybl TWIC. bykapanblik ayantopusmMeH 6annaHbic
OpHaTy apKblibl MyHZan cepurangap >ac OyblHHbIH 3CTETUKANbIK TOPOUECiHE, Kacibn
6afapnaHybiHa biknan eTin, eHep MeH KOfaM apacbiHAafbl Kenipre arHanybl bIKTUMan.

CoHpan-ak, OTaHAbIK Tenecepuanjapia xopeorpadusaHblH, KEMEriMeH aneymeTTiK
TEHCI3AiK, OHipapanblk AncbanaHc, MUTPALMANBIK KUbIHABIKTAP, MOAEHWN XHE YATTbIK
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naeHTMdrKaumnsa Macenenepi KepKeMaik-naacTMkanblk TIIMEH XeTKisince, byn kepepmeHae
©3iH TaHy MeH opTafa bevimaeny yAepicTepiH TepeH yFbIHyFa >0 awagbl. Kananbik
XKOHe ayblNAblK MEHTANNTETTIH KaKTbIFbIChl, A3CTYP MEH 3aMaHayn KYHAbINbIKTapAblH
LIMeNIeHicCi, ypnakapasblK TyCiHICneyLifiK CbIHAbI TakblpbiNTap Aa 6u caxHanapbl apKbibl
acepni cmnaTtTana anajpl.

ByriHge xahaHabIk TpeHAKe ariHanfaH xopeorpaduansik ceprangap — kepkem popma
apKblNbl KOFaMAbIK ANCKYPCKa apanacyAblH NopMeHai Xonbl. KasakcTaHablk MageHneTTe
6yn HaFbIT 91 XXyWeni KanbinTacnafaHbIMeH, TOXIpMbeniK XXaHe LblFapMallblablk Heri3
XKETKINIKTI. ENiMi3aiH Tapuxu >kaabl, PONbKAOPAbIK BeliHeNep MeH pami3gep, 3aMaHaym
xopeorpadus 3neMeHTTePIMEH YIIeCiM TaybIM, KpeaTUBTI CLLIeHapUniK WweLlimgepre
ynacca, byn cana Kepkem Ae MAEONOrUAbIK TYpFblaaH 6al TeneeHiMaepain nanaa
6onyblHa Heri3 6onagpl.

3epTTey HaTUXKENepi KepPCeTKEHAEN, XOpeorpadusabik Tesnecepuangap — Kasipri
MeAnaMaAeHNETTIH, 3CTeTUKabIK, CEMUOTMKaNbIK XaHe Topbuenik yHKUUANapbIH
TOFbICTbIPA OTbIPbIN, KOFAMAbIK CaHaAa MaHbI3zbl TpaHchoOpMaLmanap TyablpaTbiH
Meanapopmara ariHanbIn OTbIp.

KopbITbiHABI

Bonawakra xopeorpaduanbik MasmyHzafbl Tesiecepuan >XaHpblH AaMbITy — OTaHAbIK
TeNeBM3MNSA YLLIH CTPaTErnabIK XaHe M3JEHW TypFblaaH ©3eKTi bafbITTapablH, Hipi.

Byn canaga 6v MeH ApamaTyprusiHbl CUHTE34ey apKbliibl KOPKEM-UAEONOTNANbIK Ma3MyHbI
TepeH TeNeHappaTUBTEP KaabIiNTacTblpyFa TONbIKKAHAbI anfblluapTrap 6ap. 3amaHaym
xopeorpaduvs MeH A3CTypi NAacTUKaHbl yaecTipe oTbipbin, KasakcTaHaafbl ypbaHu3aums,
dNeyMETTIK CTpaTUdMKaLMA, KYHABINbIKTbIK TPaHCPOPMALMA XXaHEe MUTPaLMANbIK YAepicTep
CeKingi Kypaeni kofamablk KyoblnbiCTap KOPKEMAIK-NAACTMKANbIK Tinge beriHeneyain,
HaKTbl TETIKTEPIH Xacay KaXXeTTiiri TybIHAAWUAbI.

MpakTukanblk TypFblAaH anfaHAa, CHOXKET HETi3iH OHIPAEH LWbIKKaH >ac ajaMHbIH,
MeranonuncTeri kacibn 6u mekTebiHAe Ty/IFaNbIK XXaHEe a1eyMETTIK KaablnTacy Xobl Kypa
anasbl. MyHAal cueHapuinepae aybln MeH Kana MEeHTaNUTETIHIH KaKTbIFbICbl, A3CTYP
MeH MOJEepPH apacbiHAafbl MSJEHW WneneHictep, ypnakapasablk TyCIHICNeyLwinikK,
NeyMeTTIK MOBUABAINIK, WblIFapMaLUbINbIK €PKIHAIK MeH LueKTeyaep Kepkemaik
CMMBO/IVIKA apKblabl alwbinagbl. Keninkepain xopeorpadusansik TiiHAer TpaHcPopmaLms
OHbIH, iLLKi AYHWETaHbIMAbIK 3BOOLMSACH MEH 91eyMeTTiK berimaeny MmexaHuamMaepiH
HakTbl beriHeneyre MyMKiHAIK 6epesi.

Xopeorpaduanbik Tenecepuangap reHaepik KaTblHacTap, »XacecnipimaepaiH 6o0ambic
i34eHicCi, NeyMeTTIK TeHCI3AiK, 3CTeTUKaNbIK TOPOUEHIH KYHABIIBIKTbIK 6afaapaapbl CUAKTbI
Macenenepsi Kepkemaik-naactvkanblk AeHrense KepceTy apKblibl ayaUTOPUSMEH TepeH,
M3AEHM Ananor opHaTa anagbl. MyHzaan xxobanap xopeorpadusaHbl Tek Kepkemaik dpopma
eMeC, KEpepMeH CcaHacblHa acep eTeTiH MaAEHU-TOPOMENiK MeaMaMaTiHre aiHanAblipaabl.

OcbifaH opai, 6i3 kenellek 3epTreynepae Keneci bafbiTTapFa Hasap aysapysabl
yCbIHaMblI3:

«  CueHapuinik Mogenbaepai OTaHAbIK KOHTEKCTKE beriMmaey — 3aMaHayu

xopeorpaduvsa apkbinbl Ka3akCTaHAbIK KOFaMAafbl MOEHW WNeneHicTepa,
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KYHADBINbIK AaFAaPbICbIH XaHe TyAfanblk TpaHCOOPMaLMAHbI KOPKEMAIK TYpPFblaa
XKETKI3YAiH HaKTbl KypPblAbIMAAPbIH Xacay;

+  MbaaeHM-KepKeM NHTErpaLmsaHbl Xy3ere acblpy — A3CTYPAiI 61 anemeHTTEpI
MEH Kelle, 3aMaHayun 61 CTUibAepiH ApaMaTyprusablk MakcaTneH yLTacTbipy;

+ XopeorpadusaHbl KepepMeH Kabbligaybl TypPFbICbIHAH 3epTTey — KOpKeM
Ma3MYHHbIH 971€yMETTIK 9CEpPiH aHbIKTay YLUiH canabl XaHe CaHAblK 3epTTey
DAICTEPIH KONAAHY;

e DcTeTuKanblk TopbreHi xopeorpadusaablk HappaTMB apKblibl XXYy3ere acblpy —
ac ypnaKkTblH M3AEHM TaffaMblH, WblFapMaLlblblk 91eyeTiH KaabinTacTblipyfa
HafbITTasFaH apHavibl Meanaxkobanap yCbiHy.

3epTTey HaTUXeNepi Ka3aKCTaHAbIK MeAnaMaeHMNeT YLLIH e MaHbI3Abl. ¥ATTbIK,

xopeorpadus 3neMeHTTePIH (Ka3ak BuiHIH paMi3AiK Ni1acTMKackl, 43CTYPAI PONbKAOPAbIK
MOTUBTEP, TaPUXM CaxHas/bIK KOWbIAbIMAAP) Ka3ipri TenecepuangapablH, 4paMaTypruanbik
KYPbINbIMbIHA €HTi3y M3AEHW KOATapAbl CakTayAblH, XXoHe KepepMeHMeH bannaHbic
OpHaTyAblH, NdPMeHAI Xonbl 6ona anagbl. byn Tacin TeneeHimaepae yATTbiK MaAEHNET
MeH Tapuxum XaATbl KepkeMaik popMasa benHeneyaiH TMiMai kypanbl 60abin Tabbliagbl.
KopbITbiHAbINAN Kene, xopeorpadusanbik Tenecepuansap — Kasipri MegmamMaeHueTTer
penpeseHTaums, naeHTMdMKaLMsa XaHe NAeANbIK TPaHCAALMA YAEPICTEPIH TepEH api
KepKkeM AeHrerae benHeneyre MyMKiHAIK 6epeTiH TniMai kypan. byn 6afbiT OTaHAbIK,
M3AEHWN eHIMAEPAIH, iLUKi Ma3MyHbIH 6aibITbIN, KOPEPMEH CaHaCbiHAA d1eyMeTTiK-
MaFblHa/blK, O TyZAblpaTbiH XaHa GopmaTTapabl KanbiNTacTbipyFfa KON allajbl.
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[Bu dpamamypeuscel xaHe komno3uyuscel]. CaHkT-Metepbop, JlaHb, 2015,
768 6. (OpblicLua)

13im, ToliFaH. Yakbim xaHe 6u eHepi, pepaxkTop Kapabifaw Alitkanvesa, Aamatel, Mup,
2008. 190 6.

MongaxmetoBa, Anvma. Pexxuccepckas uHmepnpemayus Kasaxcko2o maHya

8 xopeozpaguueckom uckyccmee KazaxcmaHa koHya XX — Ha4yana XXI eeka [Ka3zak 6u
eHepiH pexuccepaik uHmepnpemayusnay: XX facelpdsiH coHel — XXI FaceipdelH 6ace!
xopeozpagpusnbik eHepiHOe]. 2020, Anmarsl, T. K. XXypreHoB atbiHAafbl Kazak, yATTbIK
eHep akagemusachl, punocodus goktopsl (PhD) ancceprauumacel, 164 6. (Opbiclua)
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CbiTOBa, dneoHopa. Xopeozpaguyeckoe UCKyccmao u demu: scmemudeckue

U HpascmeeHHele achekmel sBocnumarus [Xopeozpagusneik eHep xaHe bananap:
scmemukansik xaHe mapbuenik acnekminep]. 2001, Aipocnasnb, K. [. YwnHckuni

aTblHAafbl ApPOCNaBAb MEMIEKETTIK Nejarormkanblk YHUBEPCUTETI, KAHAUAATTbIK

avccepTtauumscel, 237 6. (Opsbiciua)

Ypa3bimbeToB, Jamup, xaHe TofkaH Monganim. «Xopeorpadusanbik xobanapra
My3blKa Xacay (kafgannap MeH bafbittap)». Saryn, 1. 12, N2 2, 2024.
DOI: 10.59850/SARYN.2.12.2024.210. (AfbliWbIHLLIA)

YcraxuvH, Cepreid. @eHomeH ¢ok-ModepH maHya 8 cospemeHHol xopeozpaguu [Kazipeai
xopeozpagpusidarsl posk-modepH bu peHomeH(]. 2006, CapaHck, H. IN. Orapes aTblHAafbI
MopAoBMS MeMAeKeTTIK YHUBePCUTETI, KaHANAATTbIK agnccepTtauums, 190 6. (Opbicua)

LLlaHknbaesa, Anua. Kasaxckas xopeozpagus: pazsumue opm u xy0oxecmeeHHbIX
cpedcme [Kazak xopeozpagpusicel: popmanapObiH xaHe kepkemOik KypandaposiH damysi].
Anmarbl, UM Bonkosa H. A, 2011, 152 6. (OpbicLia)
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KOCBbIMLLA

[JaHunap bep>xanpakos, Xako6o lacnap paHaanb
1 7— 3 5 MAHY3/1b AE PANbAHBIH, «MAXABEAT CAFbIHY SHIHAEN»
®JIAMEHKO ACTYPI

1-wi kecTe. «FalbIKTbIK CafbIHbILL SHIHIH» MOAaNbAbIK KYPblbIMbI

2-1wi kecTe. blpFakTblK CypeTTiH KYpblIbIMbI

3-wi kecTe. «FalbIKTbIK CafblHbILL SHIHIH» METPO-bIPFAKTbIK YMbIMAACTLIPLINY epeKLuenikTepi
4-wwi kecTte. «FalbIKTbIK CafblHbIL SHIHIH» BOKaNAbIK MITiHi

1-wi mMbican: «FalwbiKTbIK cafblHbILW dHi», 1-5 TakTTap. OCbl XaHe Keneci Mblcangapaasbl
aepekkes: Falla, Manuel de. El Amor brujo (Second Version). Chester Music, 1925. MapTuTypa.
Hotanbik MaTepuangpbl Tepyai . bepxanpaskos Finale 2024 6afgapnamackl apKblbl Xy3ere
acbipabl.

2-wi mbican: lwekTi acnantap napTyscel, 1-6 TakTTap.

3-wi mbican: Ckpunka naptuacel, 1-4 TakTTap.

4-wi mbican: Bokan meH popTenmnaHo naptuanapsl, 22-27 taktrap.
5-wi mbican: Bokan MeH ilekTi acnantap napTuackl, 61-68 takTTap.
6-wbl Mbican: Fobor napTuscel, 5-6 TakTTap.

Buonetta FOHycoBa

3 6 — 4 7 My3bIKANbIK-M3AEHW A9CTYP TYXbIPbIMAAMACHI

XXOHE XXMBAHN MUNXANNOBTbIH, «MY3bIKANbIK

F0BYCbI»

1-wi kecte. [>xnBaHn MuxainoBTbiH, «My3blKabik r106ycbi»
1-wi cypet. EyponaHbiH 6acka MaAeHNeTTEPre KaTbICTbl aliMaKTapbl.

Akmapan baiikyaTtoBa, Paywan Hyprtasa

4 8 — 6 2 KKA3AK MY3bIKANBIK, ASCTYPIHAET DTHOTEPAMNA:

AblBbICTbIK OPTA XXOHE ILLKI YVIJ'IECIM,D,II]IK

Afol1wbIHWAG

1-wi kecre. Kasipri Eypona meH OpTtanbik A3unsgasbl My3bikaablk Tepanussa apTypi
Ke3KapacTapblH, MaHi

2-wwi kecte. Opbip Ke3eHHiH MaKcaTbIH, KypaMblH XaHe 6afblTTapblH YCbIHY

3-wi KecTe. «ITHOTEPaNMA» My3blKasblk TepanuacbiHa KaTbiCyLbliap apacbiHAafb!
caya/HaMaHbIH, Herisri gepekTepi

1-wi cypert. . 3eML0BCKUIAAIH My3biKanblK Kabblagay Mogeni: e3apa 6ainaHbiCTbl YL AeHTei.
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3aype CmakoBa, lN'ynbHapa KysbakoBa

63 o 8 5 KA3AK AOMBbIPA KYWJIEPIHIH, BASHFA OHZEY/EPI

KPOCC-M3/JEHN ®EHOMEH PETIHAE

1-wi kecte. KasakcTaHablK GasHLUbINApAbIH OHAEYAepiHe canbiCTbipMabl crnaTrama

2-wi kecte. KasakcTaHHbIH 6asH OpbIHAAYLLbIIAPbIHbIH, ©HAEY 6aFbITTapbIHbIH, CaNblCTbiPpMabl
cunatTamacsl

3-wi kecte. [lombblpa Kyiinepi MeH 6asH eHAeyNepAiH KPOCC-MaeHN ©3apa biKNanAacTblfbl

1-wi mbican: ®opTenvaHofa apHanfaH EBreHuin bpycunosckuiigin enaeyiHgeri ®egop
NerkyHeLTiH 6asHfa nalibikTaraH «KeHec» xanblk kyni. Jepekkes: CMakoBa, 3aype

xoHe MegenxaH KoHpicbaes, KypacTbipyLubliap. KasakcmaH 6asaH adebuemiHiH aHmMoa02UACkI,
2 6enim, Anmartbl, KyHabl kafasgap, 2013.

2-wi mbican: KypmaHfasbl «banbblpaybiH» KyiHeH y3iHai. Jepekke3s: KypmaHfasbl. Kylisep,
KypacTbipyLbinap AnmkaH TokTafaH xaHe Mypat 96yfasbl, Anmarsl, binim, 2005. 216 6.

3-wi mbican: KoHcTaHTUH OLunakoBTbiH eHgeyiHAe KypMaHfasbiHbIH Kyiti «banbbipaybiH».
Jepekke3s: Ownako, KOHCTaHTUH. basH ylipeHy mekmebi: neda2o2ukaibik Xofapsl oKy
0pbLIHOAPLI MeH My3bIKAbIK yqunuwenep cmyoeHmmepiHe apHanraH, 4 6enim, Anma-Ara,
XanbiH, 1979, 200 c.

4-wi mbican: EBreHnii bpycunosckningiv eHaeyiHgeri Tyskbaes TpaHcKpunuusanasaH
KypMmaHfasbIHbIH Kyii «banbbipaybiH». [lepekkes: AHmonozus: basH xaHe akkopOeoHFa
apHasnFaH KazakcmaH KoMno3umopaapbiHelH MaHsIMaa WelFapmMaadpsl, KypacTbipyLibl
OHgacbiH Abaynnaes, Anmartsl, 6. ., 2010. 202 c.

5-wi mbican: AHaTonuni FacnHHiH, eHaeyiHaeri KypMaHfasblHbiH, Kyii «Agaii».

[Jepekkes: AHmosnozus: basH xaHe akkopOeoH+a apHafaH KasakcmaH KOMNO3Umop/apblHsiH
madeIMan welFapmanapsl, Kypactolpywsl OHaackiH Abaynnaes, Aamartsl, 6. x., 2010. 202 c.

1-wi cypet. KasakcTaHablk 6asHWbINApAbIH KyWepAi eHAey iciHgeri yaeci.
2-wi cyper. «binan blckakos — “KoHpbipka3” (Swimtait)». [epekkes: YouTube, Dombyra TV
naviganaHyLubl xykrereH, 29 Haypbi3 2021, youtu.be/kKH2CpahLnA.

3-wi cyper. «basH. "Capxaitnay”. N2 9 cabak». lepekkes: YouTube, El kz nargananyLbl
ykTereH, 13 Tambi3 2021, youtu.be/StmWUx8D2tM.

4-wi cypet. «KypmaHfasbl — “Agan” (A. FlancuHHbIH 6asiHFa apHanfaH eHgeyi)». [lepekkes:
YouTube, Talgat Polatov nangananyLbl xykrtereH, 6 cayip 2013, youtu.be/1eaAvOOW664.
Tanfat MonatoBTbIH, «basH My3bikackl keLwi» (basH). basH conockl: FanbiMxaH HapbimbeTos,
Tanfat Monatos. [npwxep: Epbonat Axmesbspos. KypmMaHfasbl atbiHAafbl Kasak memaekeTTik
aKkageMusbik opkecTpi, Anmatbl, 27 Haypbi3 2013.
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APPENDIX

Zaure Smakova, Gulnara Kuzbakova

63 8 5 BUTTON ACCORDION ARRANGEMENTS OF KAZAKH DOMBRA
Kui As A CROSS-CULTURAL PHENOMENON

In Russian

Ex. 1: Folk kui Kenes in piano arrangement by Yevgeniy Brusilovsky in arrangement for bayan
by Fyodor Legkunts. Source: Antologiya kazakhstanskoi bayannoi literatury [Anthology

of Kazakhstan Bayan Literature], edited by Zaure Smakova and Medelkhan Konysbayev,

vol. 2, Almaty, Tsennye Bumagi, 2013. (In Russian)

Ex. 2: Kurmangazy, Balbrauyn. Fragment. Source: Kurmangazy. Kuiler [Kuis], compiled
by Aitzhan Toktagan and Murat Abugazy, Almaty, Bilim, 2005.

Ex. 3: Kurmangazy, Balbyrauyn, arranged by Konstantin Oshlakov. Source: Oshlakov,
Konstantin. School of Bayan Playing, vol. 4, Alma-Ata, Zhalyn, 1979.

Ex. 4: Kurmangazy, Balbyrauyn, arranged by Yevgeniy Brusilovsky in the transcription

for bayan by Dosmukhamed Tuyakbayev. Source: Anthology. Popular Works by Kazakh
Composers for Bayan and Accordion, compiled by Ondassyn Abdullayev, Almaty, n. p., 2010.
Ex. 5: Kurmangazy, Adai, arranged by Anatoliy Gaissin. Source: Anthology. Popular Works

by Kazakh Composers for Bayan and Accordion, compiled by Ondassyn Abdullayev, Almaty,
n. p., 2010.

Fig. 1. The contribution of Kazakhstan accordionists to the kui arrangements creation Source:
Made by artificial intelligence (GPT-40 model, OpenAl), which generates automatic visualiza-
tion.

Fig. 2. “Bilyal Iskakov — ‘Konyrkaz' (Ashimtai)”. Source: YouTube, uploaded by DombyraTV, 29
March 2021, youtu.be/kKH2CpahLnA.

Fig. 3. "Bayan. 'Sarzhailau’. Lesson no. 9". Source: YouTube, uploaded by El kz, 13 August 2021,
youtu.be/StmWUx8D2tM.

Fig. 4. "Kurmangazy - 'Adai’ (arranged for bayan by A. Gaissin)”. Source: YouTube, uploaded
by Talgat Polatov, 6 April 2013, youtu.be/1eaAvOOW664. "The Evening of Button Accordion
Music” of Talgat Polatov (button accordion). Button accordion solos by Galymzhan
Narymbetov, Talgat Polatov, conductor Yerbolat Akhmedyarov, Kurmangazy Kazakh
Academic Orchestra, Almaty, 27 March 2013.

Table 1. Comparative characteristics of arrangements by Kazakh button accordion performers
Table 2. Comparative characteristics of the styles of Kazakh button accordion performers

Table 3. Cross-cultural interaction of dombra kuis and accordion arrangements
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Anipa Kussanova, Adilkhan Shorabek

8 6 ’I 07 DANCE ON SCREEN: CHOREOGRAPHY AS A MEANS
OF REPRESENTING CULTURAL AND CROSS-CULTURAL
CODES IN TELEVISION SERIES R Z)

Fig. 1. Structural dimensions of cultural representation and the ideological-functional content
of television choreography (based on L. Vychuzhanova's works).

Fig. 2. The scene from the TV series “Flesh and Bone". Source: YouTube, uploaded by shannonsuxx,
13 February 2016, youtu.be/vCdR4_JHRZ4?. Accessed 10 March 2025.

Fig. 3. The scene from the TV series "Dance Academy"”. Source: Official X account of Dance
Academy, 15 December 2016, x.com/danceacademyau/status/809134571094556672.
Accessed 10 March 2025.

Fig. 3. The scene from the TV series “Step Up: High Water". Source: IDMb, imdb.com/title/
tt7369974/mediaviewer/rm3037282816/. Accessed 10 March 2025.

Table 1. Comparative table of choreography content in TV series
Table 2. The ideological configuration of the choreographic segment
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[TPNNOXEHWME

Janusp bepyanpakos, Xako6o lacnap MpaHpanb

'I 7 3 5 TPAAMLMA GNAMEHKO B «[MECHE IFOBOBHOM TOCKM»
MAHY>15 AE PANbLU

Tabauua 1. MoganbHas opraHusaums «[lecHn Nto60BHOM TOCKM»

Tabnauua 2. CTpyKTypa pUTMUYECKOrO PUCYHKa

Tabavua 3. OCO6eHHOCTV METPO-PUTMUYECKOW OpraHmn3aummn «fecHn 1to60BHON TOCKM»
Tabanua 4. BokanbHbI TekcT «[lecHu 11060BHOM TOCKMN».

Mpumep 1: «MecHa Nt0OOBHOM TOCKM», TakTbl 1-5. B 3TOM 1 nocneaytowmx B ctaTbe nprumepax
ncroynuk: Falla, Manuel de. El Amor brujo (Second Version). Chester Music, 1925. MapTuTtypa.
Habop HoTHOro maTepuana ocylectsieH [l. bepxanpaBkoBbIM C UCMONb30BaHNEM
nporpammbl Finale 2024.

Mpumep 2: MapTna CTPYHHBIX UHCTPYMEHTOB, TakTbl 1-6.

Mpumep 3: MapTtna ckpunku, TakTel 1-4.

Mpumep 4: MapTun Bokana 1 optenuaHo, TakTbl 22-27.

Mpumep 5: MapTnm Bokana 1 CTPyHHbIX MHCTPYMEHTOB, TakTbl 61-68.
Mpumep 6: Maptus robos, TakTbl 5-6.

Buonetta FOHycoBa

3 6 47 KOHLEALMA MY3bIKAIBHO-KYIbTYPHOM TPALULMMN
N «My3bIKANbHbIV F10BYC» AXNBAHU MUXANNOBA

Ha aHanutickom

Tabauua 1. «My3bikanbHbIn rnobyc» [AxuneaHn Muxanniosa
Puc. 1. PervioHbl EBpOMbl NO OTHOLLEHWIO K APYTMM Ky/bTypam.

Akmapan baiikyaToBa, PaywaH Hyprasa

48 62 STHOTEPAMMS B KAZAXCKOM MY3bIKAZIBHOM TPALULMM:
3BYKOBAS CPEZIA V1 BHYTPEHHAA TAPMOHMUS

Ha aHanutickom

Tabanua 1. 3HaueHMe pasIMUHbIX NOAXOAOB K My3blKasbHOM Tepanun B COBpemMeHHon EBpone
n LleHTpanbHoi A3nn

Tabnuua 2. MpeacTaBneHve Leaun, cocTaBa U HarnpasaeHWA Kaxoro 3tana
Ta6avua 3. MOCHOBHbIE AaHHbIE ONPOCa CPEAM YHACTHUKOB My3bIKalbHON Tepanuu «3THoTepanus»
Puc. 1. Mogenb My3bikabHOro Bocnpuatus V. 3eML0BCKOro: Tpy B3aMMOCBA3aHHbIX YPOBHS.
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AnHuna KycaHoBa, 9ginxaH LLlopabek

8 6 'I 07 TAHEL, HA DKPAHE; XOPEOTPA®WS KAK CPEACTBO
PEMPE3EHTALMM KYJIbTYPHBIX U KPOCC-KY/IbTYPHbIX
KOZOB B TEJIECEPVAJIAX

Puc. 1. CTpyKTypHble acnekTbl KyNbTypHON penpe3eHTaLuv v naeonoro-gpyHKLMOHa bHOro
cofep>KaHus TeNeBM3MOHHOM Xxopeorpadum (Ha ocHose TpyAoB J1. BbiuyxxaHOBOW).

Puc. 2. Kagp n3 ¢unbma “Flesh and Bone”. Victounwuk: YouTube, 3arpy>keHo shannonsux,
13 dpespansa 2016, youtu.be/vCdR4_JHRZ4?. Nlata gocTtyna 10 mapTta 2025.

Fig. 3. Kagp v3 ¢unbma “Dance Academy”. Victounuk: OguyuansHelas cmpaHuya Dance Academy
8 X, 15 pekabps 2016, x.com/danceacademyau/status/809134571094556672. [lata foctyna
10 mapTa 2025.

Fig. 3. Kagp v3 ¢unbma “Step Up: High Water”. ctounuk: IDMb, imdb.com/title/tt7369974/me-
diaviewer/rm3037282816/. [lata goctyna 10 mapta 2025.

Ta6auua 1. CpaBHUTeNbHAs TabanLa cofepaHnsa xopeorpadun B Tenecepranax
Tabauua 2. Vigeonornyeckas KOHGUrypaLms Xopeorpapryeckoro cerMeHTa
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