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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 >xypHanblHblH, XXeNTOKCaH alibiHAaFbl caHbl 2025 Xbingbl Ka3ipri 3aMaHfbl KOPKeMZik npakTukanapsa,
My3bIKablK >X9HE TeaTpblk, LblFapMaLLblIbIKTbIH TapUXbl MeH BYriHri 60AMbICbIHA, COHAAN-akK, 3epTTey
dflicHamanapbiH XXaHapTyFa bafbiTTanfaH Makasianap TonTaMacbiIMeH KOPbITbIHAbINARABI. ¥CbIHbIFaH
3epTTeynep umMbpblik TpaHCcPopMaLManap MeH NaHapanblK YAepicTep XafaanbliHAa YATTbIK ASCTYPAEPAI
TepeHipek TyciHyre apHanagbl. Onap My3bikaTaHy, TeaTpTaHy >XaHe MdJEHNeTTaHy cananapblHAa XaHa 3epTrey
KOKXMeKTePIH KanbinTacTbipasbl. Hemipgeri apbip Makana KOMMO3UTOPbIK MSTIHHIH, repMeHeBTUKaChI
MeH caxHanblk dopmanapAblH 3BOAOLMACBIHAH BacTan, MeanaTexHONorMANapAbl XXaHe aBTOP/bIKTbIH,
KOFHUTUBTIK MOAeNbAEPiH TanjayFa AeWiHr O3iHAIK FbIIbIMN ONTUKaHbI YCbIHAZAbI.

®epy3za Myxamegosa mMeH Aunsapa Ucnamosa (TawwkeHT) «[nnopom CalilammHoBaHbiH GopTenmnaHobIk,
LblFapMaLLbINbIFbIHAAFbI YATTBIK A4SCTYP XXOHE 3aMaHayu AblObIC 91eMi» aTTbl MakanacbiHAa «XaksMMeH
Avanor» GopTenuaHoblK LIMKIIH ©36ek Menocbl MeH 3amMmaHayy KOMMO3UTOPAbIK TEXHUKanapablH biperei
CUHTE3i peTiHAe 3epTTeiai. ABTOpaap repMeHeBTUKaNbIK TaCINAI KEHeNTireH daktypanap MeH Tembpnepai
TanZayMeH yLITacTblpa OTbIPbIM, KOMMNO3UTOPAbIH, LblFapMaLlblblk SAICIHIH Heri3iHAe XaTkaH CeMUOTUKabIK,
XYWeHi KaiTa nabiMaayfa MyMKiHAIK 6epegi. Makanaga coHgal-aK A9CTypAi eMec AbIObIC Wbifapy
ToCiNAEePIMEH >KYMbIC iCTEMTIH >Kac OpblHAAYLWbIIaPFa apHaNfaH UHTeprnpeTaLnsablk YCbiHbICTap HepinreH.

botaros KaskeHHiH, (ActaHa) «EBreHunii bpycunosckuningiH "Kpi3 Xibek” onepacbIiHbIH caxHabIK,
WHTeprpeTaLmnanapbiHblH 3BOAIOLMACH: ASCTYPAEH Kasipri 3aMaHfa AeiiH» aTTbl 3epTTeyiHje onepa >y3
XblIIFa XYbIK CaxHanblK FYMbIPAbIH AMHaMMKaCbiHAA KapacTblpblnagbl. XXyMbIicTa KEHECTIK A3CTYpAEH
6actan 2005 >aHe 2017 Xxbligapaarbl KOVbLIbIMAAPFa AEViIHTI Ke3eHAe KOpKeMAiK bafaapaapablH Kanai
©3repreHi XaHe Kasipri pexxuccepnik TaCiNgepaiH, annKanbik MaTepuanabl Kanam TypaeHAipeTiHi kepceTines,.
KonblnbiMaapFa >kacanfaH Wonysa aBTop Herisri YpAiCcTepAi TMNoaoruaiayFa XeHe Tapuxum KOHTEKCTinep
MeH caxHasblK KOpKeMAIK iCKe acblpyAblH 3CTETUKA/bIK d4icTepi apacbiHAafbl 6alinaHbiCTapAbl avikblHAAYFa
Ha3sap ayzapagbl.

JKaHenb CadueBa MeH PayliaH [>kymaHuA30BaHbIH (AnMaTbl) «My3blka MeH XacaHAbl MHTENNEKTTIH,
opTak TycTapbl KaHAaW? OaeMAiK XoHe Ka3aKCTaHAbIK eHepaeri 6ackapbinaTbiH reHEPATUBTI/IIK» aTTbl
MaKkanacbl Ka3akCTaHAbIK My3blkaTaHy YLiH CMpeK KOMbINaTbiH MACeNEH] KeTepesi: XacaHbl UHTENNEKT
XX facblpZblH, KOMMNO3MLMAbIK TEXHMKaNAPbIMEH Kaall apakaTbiHacka Tycesi. ABTopaap «anroputMainik /
reHepaTuBTINIK / Backapblny» aTTbl CaNblCTbiPMabl aHANAUTUKANbIK KaHKaHbl €Hri3in, XacaHAbl UHTeNNeKT
aBTOPJIbIK KaTErOPMAChIH XKOKKa LblFapMai, KepicCiHLLe My3blKablk >Ka3yablH OypbIHHAH KaabinTackaH
npoLesypanblk KafuganapbiH pagvkangaHablpaTblHbIH KepceTedi. 3epTTeyaiH XaHaiblfbl dneMZaiK
aBaHrapATbIk ACTYPAEri HakTbl WblFapManapabl kasipri 3aMaHfbl XV-mMogenbaey npakTvkanapbiMeH
CaNbICTbIPYAa XaHe Ka3aKCTaHAblk akaZieMUanblk KOMNO3ULMA YLLIH djicHamanblK bafgapaap ycblHyaa
KepiHic Tabasbl.

AHenb Myp3arynoBaHbiH (AcTaHa) «Ka3akcTaH TeaTpblHbIH Xegen unbpnanysaH XW-6araapnaHfaH
nepcrekTMBanap+a etyi: “ActaHa banet” TeaTpbIHbIH KeicCi» aTTbl Makanacbl «ActaHa banet» TeaTpbIHbIH,
MblCanblHA@ LMPPAAHAbIPY MEH 9NeYMETTIK XeninepaiH TeaTpblk, KOMMYHMKaLMAFa 9CepiH Tangangbl. ABTop
KepepMeHZiKk NpakTuKanapAblH ©3repyiH, pexxuccepik TingiH TpaHCPOPMaLMAChIH XaHe TeaTpablH, TMOpPUATI
MeAMaKeHiCTiKKe KeLlyiMeH bainnaHbICTbl TybIHAANTBIH CbiH-KaTepaepsai KapacTbipaibl. 3epTTeyse Teatp
eHepiH faMbITyablH X-6afaapnaHfaH NepcnekT1Bachl YCbIHbIIbIMN, CaxHa/blK OHEPAIH IMOLMANbIK TabuFaTbiH
OFfanTnan, >xaHa Meaunanbik xaraaninapra berimgeny Moaeni TyKblpbiMaanasbl.

Caunpa CattbibaeBa MeH Haprtait EckeHanpoBTbIH, (AcTaHa) «Kasipri kasakctaHabik 6anet
cueHorpaduUACbIHbIH MOAEbAEPI: TUMONOTUA, YATTbIK epekLLEeNiKTep XaHe MejnanpakTukanap»
aTTbl ayKbIMZbl MaHapanblk XyMbICbiHAa Ka3akCcTaHHbIH >eTekLwi 6aneT TeaTpaapbIHbIH, COHFbI Ceri3
MayCbIMAaFbl KbIPbIK CMeKTak/b MaTepuabl HerisiHae cLeHorpaduabik Wwewimaep TangaHagbsl. ABTopaap
cueHorpadUsaHbIH, YW TYpaKTbl TUMONOTUACBIH — aKaZeMUANbIK, STHUKabIK XXaHE MybTUMEANANbIK-
3KCMEPUMEHTTIK — alikbIHAAM, CNeKTakbZiH My3blKablk XaHe BU3yanablk TyYRiHAEPiHIH ambeban
«CANKECTIK KapTacblH» Xacahapbl. 3epTTey ToCiNiHIH, epekLleniri MeagrnagpamaTyprusHbl Gopmanmsaumsanayra
>K9He OHbI KOWVbINbIM YAEPICiHIH Aepbec onepauunanblik KabaTtbl peTiHAe cunaTtrayfa yMTblybliHAA. XKymblcTa
MeAuaspamMaTyprusHbl OHAIPICTIH epTe Ke3eHAepiHae eHri3yaeH 6actan 3STHOKOATapAbIH LMbpabIK
KiTanxaHanapblH KypyFfa AeMiHri HaKTbl YCbIHbICTap bepiareH.
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Hemipgeri 6apsblk Makananapzbl YATTbIK A3CTYPAI KapKbIHAbI ©3repin XaTkaH MaAeHN KEHICTiK
XafAarblHAa KaiTa nabiMAayFa AereH YMTbIbIC BipikTipeai: 6y eH XaHa caxHasblk TexHoornsnap
60/CbIH, onepanblk >aHe HbaneTTik dopmManapbiH TpaHchopMaLmMAaCkl 6ONCBIH, KOMMO3UTOPAbLIK ASCTYPAIH
Kasipri TEXHNKaNapMeH AManorbl HeMece My3blKasblK OllayFa XacaHAbl MHTENNEKTTI eHri3y 6OAChIH.

Pesakuums fblabIMU AUCKYPCTbI AaMbITyFa KOCKaH yaecTepi yLiH 6apsibik aBTopaapfa, an 6acblibIMHbIH,
XKOFapbl JEHreNiH cakTayFfa biKnan eTKeH KaCibU YCbIHbICTaphbl YLUIH PeLeH3eHTTepre anfbic bingipeai.

Bi3 Saryn >xypHanblHbIH NoHapasblk 6afbIT, ©3eKTiNiK XaHe Ka3ipri 3aMaHfbl KePKeMAIK YAepicTepAi TepeH,
Tanzay KypcblH XanfacTblpbin, Oy HOMIp Ma3MyHfa 6ait 2025 XblaAblH, MaHbI34bl KOPbITbIHAbICbIHA
aliHanazbl Aen YMITTEHEMI3.

Banepua Hepgnuha,
FblI6IMU pedakmop
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FOREWORD

Dear readers!

The December issue of Saryn finishes the year 2025 with a collection of articles unified by a focus
on contemporary artistic practices, the history and current realities of musical and theatrical arts,
and the renewal of research methodologies. The featured studies are dedicated to deepening
the understanding of national traditions in the context of digital transformation and interdisciplinarity.
They mark new research horizons in musicology, theater and cultural studies. Each article in this issue
offers its own perspective — from the hermeneutics of a composer’s text and the evolution of stage forms
to the analysis of media technologies and cognitive models of authorship.

Feruza Mukhamedova and Dilyara Islyamova (Tashkent), in their article "National Tradition
and Contemporary Sound in Piano Music of Dilorom Saidaminova,” explore the piano cycle Dialogue
with Khayyam as a unique synthesis of Uzbek melos and contemporary compositional techniques.

The authors combine a hermeneutic approach with the analysis of extended textures and timbres,
allowing for a reinterpretation of the semiotic system taken as a basis of the composer’s creative method.
The article also offers a practical component: interpretative recommendations for young performers
working with non-traditional sound production techniques.

In the study “Yevgeniy Brusilovsky's ‘Kyz Zhibek' Opera Stage Interpretations: From Tradition to New
Approaches” by Botagoz Kazken (Astana), opera is presented through the dynamics of nearly a century
of stage history. The work traces the changes in artistic orientations of the productions — from the Soviet
tradition to the staging decisions of 2005 and 2017 — and examines how contemporary approaches
in directing transform epic material. In this review of stage productions, the author focuses on typologizing
key trends and establishing links between historical contexts and the aesthetic methods of stage embodiment.

The article "What do Music and Al have in Common? Controlled Generativity in Global and Kazakhstani
Art" by Zhanel Safiyeva and Raushan Jumaniyazova (Almaty) presents a research question rare
for Kazakhstani musicology: how Atrtificial Intelligence relates to the historical composition techniques
of the 20th century. The authors introduce a comparative analytical framework — "algorithmicity / generativity
/ manageability” — and demonstrate that Al does not negate the authorship but rather radicalizes existing
procedural principles of musical writing. The novelty of the study lies in the juxtaposition of specific
works from the global avant-garde tradition with modern Al-modeling practices, as well as in proposing
methodological guidelines for Kazakhstani academic composition.

Anel Murzagulova (Astana) in her article "From Emergency Digitalization to Al-Oriented Perspectives
of Kazakhstani Theater: A Case Study of the Astana Ballet Theater” analyzes the impact of digitalization
and social media on theatrical communication, using the Astana Ballet Theater as a case study. The author
traces changes in audience practices, transformations in directing, and the emerging challenges associated
with the theater's transition into a hybrid media environment. The study proposes an Al-oriented perspective
for the development of performing arts and formulates a model for adapting the theater to new media
conditions without losing the emotional base of stage art.

In their extensive interdisciplinary work, “Scenographic Models of Contemporary Kazakh Ballet:
Typology, National Specifics, and Media Practices” Saida Sattybayeva and Nartay Yeskendirov (Astana)
analyze scenographic solutions of Kazakhstan's leading ballet theaters, based on forty productions
from the last eight seasons. The authors identify three stable scenographic typologies — Academic, Ethnic,
and Multimedia-Experimental — and create a universal “correspondence map” of the musical and visual
nodes within a performance. The originality of their research approach lies in the attempt to formalize
media dramaturgy and describe it as an independent operational layer of the staging process. The work
also offers specific recommendations, ranging from the integration of media dramaturgy in the early stages
of production to the creation of digital libraries of ethno-codes.
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All the articles in this issue are united by a common effort toward the reassessment of national traditions
within a rapidly changing cultural space — be it through advanced stage technologies, the transformation
of opera and ballet forms, the dialogue between compositional traditions and modern techniques,
or the integration of Al into musical thinking.

The Editorial Board is grateful to all the authors for their contribution to the development of scholarly
discourse, and the reviewers for their professional recommendations that maintain the high standards
of this publication. We continue to follow the course of Saryn’s commitment to interdisciplinarity, relevance,
and the profound analysis of contemporary artistic processes. It is our hope that this issue will serve
as a significant conclusion to a prolific 2025.

Valeriya Nedlina,
Academic Editor
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BCTYNUTENBHOE C/IOBO

[Joporue untatenn!

[Jexkabpbcknin HoMep Saryn 3aBepluaet 2025 rog nogbopkorn crateit, 06beANHEHHbIX BHUMaHUEM
K COBPEMEHHbIM Xy0XXeCTBEHHbIM NPakTUKam, K UICTOPUW N COBPEMEHHBIM PeannsaM My3blKaabHOrO
W TeaTpasibHOrO TBOPYECTBA, a TakXe K OOHOBJIEHMIO NCCef0BaTENbCKMX METOAONOTNIA. MNpesacTaBNeHHble
nccnesoBaHUA NOCBSALLEHbI YTNYONEHNIO MOHUMaHNA HaLMOHaNbHbIX TPAAULIMIA B YCAOBUAX LNPPOBBIX
TpaHchopMaLmii U MexAnCLMNANHapHOCTU. OHU GOPMUPYIOT HOBbIE NCCNeAO0BaTENbCKNE TOPU3OHTBI
B MY3bIKOBEZEHNW, TeaTPOBEAEHUN U KynbTyponoruu. Kaxgaas ctatbs HoOMepa npeanaraeT COOCTBEHHYHO
OMNTUKY — OT FepMeHeBTUKN KOMMO3UTOPCKOro TEKCTa U 3BOHOLMM CLeHUYecknx Gopm Jo aHanm3a
MeANaTEXHOIOTUIN 1 KOTHUTUBHbBIX MOZAeei aBTOpCTBa.

®epysa Myxameposa v [lunapa Ncnamosa (TawwkeHT) B cTaTbe «HaumnoHanbHaa Tpagmumsa
N COBPEMEHHbIN 3BYKOBOM MUP B GopTenmaHHoM TBopyecTee nnopom CainsaMUHOBOM» NCCNeAyoT
dopTenunaHHbIl Lk «[nanor ¢ XaksaMoM» Kak YHUKaAbHbIA CUHTE3 y36eKCKOro Menoca U COBPEMEHHbIX
KOMMO3UTOPCKNX TEXHUK. ABTOPbI COEAUHAIOT repMeHEBTUYECKMUIA MOAXOS, C aHaIM30M PacCLUMPEHHbIX
bakTyp 1 TeMBpPOB, YTO NO3BONSET NEPEOCMBICANTL CEMUOTUYECKYHD CUCTEMY, SIEXKaLLYyO B OCHOBE
TBOPYECKOro MeToga komnosutopa. Ctatbs npegsaraeT v NPakTUYeCKNn KOMMOHEHT — MHTEPMPEeTaLMOHHbIe
pekoMeHZAaLIMN MONOALIM UCMONHNTENAM, PabOoTatoWmMM C HETPAANLMOHHBIMU TEXHUKaMU 3BYKOM3BIEYEHWA.

B nccnegoBaHnmn «3BostoLMS CLIEHMYECKNX MHTeprpeTaunii onepbl "Kbi3 XXnbek” EBreHuns bpycuaosckoro:
OT TPaAMLMN K coBpeMeHHOCTV» botaros KaskeH (ActaHa) onepa npeacrtaeT B fUHaMUKe MOYTU CTONIETHErO
cueHn4Yeckoro beiToBaHus. PaboTa oTCciexXMUBaET, Kak MEHSANCD XYAOXECTBEHHbIE OPUEHTUPBI MOCTAaHOBOK —
OT COBETCKOW TpaamLumm Ao peweHmii 2005 n 2017 rogos — 1 KakvM 06pa3oM COBPEMEHHbIE peXMCccepckmne
noaxogpbl TpaHCHOPMUPYIOT INNUecknin Matepman. B o63ope noctaHoBOK aBTOp PoKycmpyeTca
Ha TMMONIOTN3aLIMN KNHOUEBbIX TEHAEHLMI 1 BbICTPaUBaHWUMN CBA3EN MeEXAY UCTOPUYECKUMUN KOHTEKCTaMU
N 3CTETUYECKMMUN MEeTOAaMVM CLLEeHNYECKOTO BOM/IOLLLEHNS.

Cratba «Y10 0bLero y mysbiku n NN? Ynpasnsemas reHepaTMBHOCTb B MMPOBOM W Ka3aXCTaHCKOM
nckycctse» XXaHenb CadpueBon v Paywan [pkymaHusasoBoli (Anmatbl) npegiaraet peskyro
[19 Ka3aXCTaHCKOro My3bIKOBEEHMs MOCTaHOBKY Bomnpoca: kak VI cooTHoCUTCA ¢ cTopuyeckmmm
TeXHMKamMmn KoMnosmumm XX Beka. ABTOPbI BBOAAT CPaBHUTENbHbIN aHaAUTUYECKUIA KapKac —
«@NrOPUTMUYHOCTb / FreHEePaTMBHOCTb / YNPaBAAEMOCTb» — U MOKa3blBaOT, YTO UCKYCCTBEHHbI UHTENNEKT
He OTMeHseT KaTeroputo aBTOPCTBa, a PajnKanunsyeT yxxe CyLLeCcTBYOLLME NpoLeAypPHble MPUHLMIMbI
My3bIKaJbHOrO NMcbMa. HOBW3Ha MCCef0BaHNA — B COMOCTaBAEHUN KOHKPETHbIX MPOU3BEAEH
MWPOBOW aBaHrapAHOM TPaaMLMKN C NPaKTUKaMu coBpemMeHHoro MN-mozennpoBanus 1 B NpesioxXeHnm
METOAONOrMYECKNX OPUEHTMPOB ANS Ka3axCTaHCKOW akajeMnyeckor KOMMO3ULIMK.

Cratba «OT 3KCcTpeHHOW LmdposusaLmmn k N-oprmeHTMpoBaHHbIM NepcrekTMBaM Ka3axcTaHCKOro
TeaTpa: keic "ActaHa banet”» AHenb Myp3arynoBoli (AcTaHa) aHann3mpyeT BAUAHWE LMPPOBU3aLUN
M CoLManbHbIX CETEN Ha TeaTpasibHYH0 KOMMYHMKALIMIO, NCMOb3ys Keic TeaTpa «AcTaHa baneT». ABTOp
NPOCAEXNBAET U3MEHEHWA 3PUTENbCKMX MPAKTUK, TPaHCPOPMaLIMN PEXMCCEPCKOTO A3blKa 1 BO3HMKaroLWMe
BbI30BbI, CBA3aHHbIE C MEPEXOAOM TeaTpa B rmbpuaHyto Megmnacpesy. B nccnegosaHmmn npegioxera
MN-opreHTpoBaHHas nepcrnekTBa pa3BMTUA TeaTPasbHOTO UCKYCCTBa, a Takxke chopmyanmpoBaHa Moaenb
aZianTauum Teatpa K HOBbIM MeAUIHBIM YCI0BUAM 6€3 MOTEPU SMOLIMOHANbHOWM MPUPOAL! CLIEHNYECKOTrO
NCKYCCTBaA.

B obwmpHoi mexancumnanHapHon pabote Canabl CattbibaeBoli 1 Haptas EckeHgupoBa (ActaHa)
«CueHorpadpuyeckme Moaenn COBPEMEHHOTO Ka3axCTaHCKOro baseTa: TUMONOrus, HaluMoHalbHble
0COBEHHOCTU 1 MeAManpakTUKn» NPOBOANUTCA aHan3 cLeHorpaduueckmnx peLleHnii BegyLmx 6aneTHblx
TeaTpoB Ka3zaxcTaHa Ha MaTepurase COpoKa CrnekTakien NocaesHNX BOCbMUN Ce30HOB. ABTOPbI BbIAENAIOT
TPV yCTOMUMBbIE TUMONOTMMN CLieHOrpadun — akaieMUYeckyro, STHUYECKYH Y MybTUMEANAHO-
3KCMEPUMEHTA/IbHYHO — 1 CO34at0T YHMBEPCAIbHYHO «KapTy COOTBETCTBUMA» My3blKaNbHbIX U BU3YyasbHbIX
y3108B crnekTakas. OpuUrMHanbHOCTb UCCAEL0BaTENbCKOrO NOAXOAa 3aKArouaeTcs B NonbiTke popmann3osaTb
MeAvaspamMaTypruto 1 onucaTb ee Kak CaMOCTOATENbHbIV OnepaLyoHabHbI NAaCT MOCTAHOBOYHOTO
npouiecca. PaboTa npeanaraet n KOHKPETHblE PEKOMEHAALIMN — OT BHEAPEHWUA MenaApaMaTyprum Ha paHHNUX
3Tanax NPoOu3BOACTBA 0 CO3AaHNA LMbPOBbIX BMBIMOTEK STHOKOAOB.
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Bce ctaTtbu HOMepa O6'be,D,VIHﬂ8T cTpemMnieHmne K nepeoCMbICNEHUNHO HaLI,VIOHaJ'IbHOVI Tpagnunn B yCnoBuax
CTPEMUTE/IBHO MEHARLEroca KysbTypHOro npocTpaHCTBa, 6yﬂ,b TO HOBeliLWNe CUEHNYECKME TEXHONOTUN,
Tpchq)opmau,vm ONepHbIX N 6aneTHbIX CI)OpM, Ananor KOMI'IOBVITOpCKOVI Tpaanumn ¢ COBpeMeHHbIMA
TEXHVUKaMUN NN BHEAPEHNE NCKYCCTBEHHOIO NMHTENN1EKTA B MY3blKa/IbHOE€ MbILLIJIEHNE.

PEAaKLl'I/Iﬂ 6naro,u,apV|T BCEX aBTOPOB 3a BKNaj B Pa3BuUTMe Hay4dyHOro AnCKypca, a peueH3eHTOB —
3a npoq>ecc1/|0Haanb|e PeEKoOMeHauunn, nogaepXxmBarowimne BbICOKMI CTaHZapPT U3gaHua. Ml npogokaem
KypcC Saryn Ha MeXanCUMNANHaPHOCTb, akKTyaJlbHOCTb U F.I'Iy6OKVII‘/JI aHan3 COBPEMEHHbIX XyAO0XXECTBEHHbIX
npoueccoB N Hageemcd, 4To 3TOT HOMep CTaHeT 3HaYNMbIM UTOTOM HacCbIWEHHOTO 2025 roga.

Banepusa HepgnvHa,
Hay4HbIl pedakmop
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[Nf LMTUPOBAHUS Myxamegosa, Pepysa, n Auaapa Vicniamosa. «<HaunoHanbHas Tpaguums
1 COBpPEeMeHHbII 3ByKOBOW MV B popTenmaHHOM TBopyecTse [uaopom

CaigamuHoBoW». Saryn, 1. 13, N2 4, 2025, c. 20-34.
DOI: 10.59850/SARYN.4.14.2025.311.

K/TFOUYEBBIE C/IOBA Avnopom CangammHoBa, GopTennaHHoe TBOPYECTBO, Lk «[lnanor ¢ Xansamom»,
HauMoHaAbHas TPaauLMsA, COBPEMEHHbIN My3blKabHbI A3bIK, KOMMNO3ULMOHHbIE

NPWEMbI, UHTEPTPEeTaLMS.

AHHOTALMSA. B cTaTbe aHaAM3NpyeTCs TBOPUYECTBO COBPEMEHHOTO y36eKCKOro komnosutopa Juiopom
CainlaMMHOBOW B KOHTEKCTE B3aMMOZENCTBUS HaLMOHa/bHbIX TPaAMLIMIA 1 3anaZHOEBPOMENCKON
My3blKabHOM KyAbTypbl. OBBbEKT McCaef0BaHNS — GOpTENMaHHOE TBOPYECTBO KOMMO3UTOPA, a MPeaMeT —
eé unkn «[Jmanor ¢ XassMomM», pacCMaTprBaeMbI Kak 0COBbIV XyA0XECTBEHHbIN GEeHOMEH.

AKTyaJ'IbHOCTb pa6OTbI onpeaenaetcAd HEO6XOAI/IMOCTbI'O packpbITNA C/IOXXHOW CTUIEBOW CUCTEMBI
KOMMNO31TOpPa, KOTOpad coyeTaeT 06beKTUBHbIE (baKTOpr (HaLI.VIOHa}'IbHaﬂ LIKO/1a, KOMNO3UTOPCKan
TEXHMKA) U Cy6'bEKTI/IBHbIe 3/1IEMEHTbI (VIH,D.VIBI/I,D.yaﬂbeIVI CTUb, MNPOBO33pEHYECKME yCTaHOBKI/I),
q)OpMI/IpyH repMeHeBTNYeCKYHro KOHUEeNuno nponsseaeHus.

MeTogonorvs nccaesoBaHns coueTaeT aHain3 MHTOHALMOHHO-1aJ0BbIX OCOBEHHOCTEW Y36eKCKoro
HapOZAHOro Mesoca C U3yYeHNEM COBPEMEHHbBIX KOMMO3UTOPCKUX NMPUEMOB, BKAOUAsh COHOPVIKY, aleaTopuky,
MyaHTUAN3M U pacLUMPEHHbIE TEXHUKN GOpPTENMaHHON Urpbl. ICNonb3yroTcs CpaBHUTENbHO-aHANIUTUYECKIN,
UCTOPVKO-CTUIEBON U CTPYKTYPHO-GOPManbHbIi noaxogsl. Ocoboe BHUMaHWE yieNeHO repMeHEBTUYECKOMY
MeToZy, MO3BO/IAOLLEMY BbIIBUTb CMBOJIMKO-GUIOCODCKME CMbIC/bI TEKCTA M MOHATHL €ro 0bpasHoe
MbILLJIEHWE, OTANYNTENBHYH OCOBEHHOCTb BCAKOTO MCKYCCTBA.

ViccnesoBaHue dokycnpyetcs Ha CTPYKTYPHbIX, PakTypHbIX U TEMOPOBbLIX OCOBEHHOCTAX LKA, packpbiBas

NX CMMBOJIMYECKOE N 3CTETUYECKOE CoAep>KaHme, BaXKHOE ANS XyL0XXECTBEHHOrO BOM/IOLLEHNA NPOV3BeAeHNA
B KOHLLePTHOM MpaKT1Ke MOOAbIX MMaHUCTOB. B cTaTbe NpescTaBaeHbl MeTogMueckme pekoMeHAaLnm,
HampaB/iEHHblE Ha PacKpbITME UHTEPMPETALNOHHON Fy6UHbI counHeHus . CangaMrMHOBOWN, a Takxe

Ha pa3BuMTME HaBbIKOB PaboTbl C HETPAAULMOHHBIMU NPUEMaMM 3BYKON3BIEUEHNS.

Pe3yanaTb| nccneaoBaHMA NoOKasblBakoT, UTO q)OpTeI'IVIaHHbIIZ LnKn «,U,I/Ia}'IOF C Xanamom» npeacraBageT cobon
yHVIKa)'IbeII;I CMHTE3 TPpaANLUN N HOBATOPCTBA, ra4e HauMoHalbHaa WAEHTUYHOCTb Noay4YaeT CoBpeMeHHOoe
XyAO>XKeCTBeHHOEe npo4yTeHne B NpocTpaHCTBe COBPEMEHHOVI MbeIKaﬂbHOVI MbIC/IN.

BknAL ABTOPOB

®. H. Myxamedoea — aHanun3 n cuctemMaTsaLms MaTepuana, onpeseneHne OCHOBHbIX Lienel 1 3asav,
HamnucaHne OCHOBHOTMO TEeKCTa CTaThby.

A. P Michamosa — aHanv3 nutepaTypHbIX MCTOYHWKOB, MOArOTOBKA M HanvucaHne aHHoTaLuy,
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[SNEKCO3 YLIH MyxamezoBa, Pepysa, xaHe [unapa Vicnamosa. «[nnopom CangamMvHOBaHbIH
dopTennaHobIK LbiFapMaLlblbIFbIHAAFbI YATTbIK ASCTYP XKSHEe 3amMaHayu Ablobic

anewmi». Saryn, 1. 13, N2 4, 2025, 20-34 6. DOI: 10.59850/SARYN.4.14.2025.311. (Opbicwa)

TIPEK CO3AEP [Jnnopom CarigammnHoBa, GOpPTENMAHONbIK LWblFaPMaLLbIAbIK, «XaNsiMMEH gManor»
LKA, YATTBIK ASCTYP, 3aMaHayu My3blKasblk, Til, KOMMO3ULUABIK TaCiNAep,
NHTEpnpeTaums.

AHAATMA. Makanaza 3aMaHayu e36ek komno3sutopsbl unopom CaigaMMHOBaHbIH, WblFapMaLlblablfbl
YATTbIK ASCTYpAEp MeH 6aTbIC eyponasnblK My3blKajblK M3AEHWETTIH ©3apa apeKeTTecyi TypFbiCbiHaH
TanjaHazbl. 3epTTey HbiCaHbl — KOMMO3UTOPAbIH, GOPTENVAHOAbIK LblFapMalUbl/bIfbl, an 3epTTey NaHi —
epeklue Kepkemaik GeHOMeH peTiHAe KapacTbipblaaTbiH «XakAMMEH ANanor» LK.

JKYMbICTbIH, ©3€eKTiNir WblfapMaHblH, repMeHeBTUKabIK TYXKbIPbIMAAMaCbIH KabiNTacTblpa OTbIPbIM,
06BbeKTUBTI pakTopAapAbl (YATTblK MeKTer, KOMMO3UTOPbIK TEXHWNKA) XXaHEe CYObeKTUBTI aneMeHTTepsi
(>keke CTW/Ib, AYHWEeTaHbIMABIK Ke3KapacTtap) BipikTipeTiH KOMMNO3UTOPAbIH, KYpAei CTUb XYMeCiH ally
KaXKeTTiNiriMeH aHbIKTanajbl.

3epTTey agicTemeci ©36eK Xablk MeNOChbIHbIH MHTOHALMANBIK-NAATbIK epeKLuenikTepiH Tanjaysbl COHOPUKa,
aneatopwka, MyaHTUAN3M XaHe GOopTenMaHO OMbIHbIHbIH, XKETIIAIPINTeH 94iCTepiH Koca anfaHAa, 3aMaHaym
KOMMO3UTOPAbIK dAicTepAi 3epTTeyMeH bipikTipeai. CanbiCTbipMabl-aHaNTUKANbIK, TAPUXU-CTUbAIK XXaHe
KypPbIIbIMABIK-GOpManbabl TaCiZep KonAaHbliaabl. MaTiHHIH, cMMBOAAbIK-OUNOCOPUANBIK MaFbiHaAAPbIH
aHblKTayFa XKaHe OHbIH 6eliHeni olinayblH, 9P ©HepAiH aripbiKlla epekLweniriH TYCiHyre MyMKiHAiK 6epeTiH
repMeHEeBTMKabIK 9iCKe epekile Hasap ayjapblaagbl.

3epTTey LUMKAAIH KYPblabIMAbIK, GaKTypablk XaHe TeMOpAik epekluenikTepiHe Ha3ap ayAapa OTbIpbim,
0/1apAbIH, Xac MMaHUCTTePAiH KOHLEPTTIK TaxipmnbeciHAe LWbifapMaHbl KepKeMAIK TypFblAa Xy3ere acblpy YLUiH
MaHbI3Zbl CUMBOIMKAbIK 9Pi 3CTETMKa/bIK Ma3MyHbIH awaabl. Makanaga [. CalifaMUHOBaHbIH, LWblFapMachiH
WHTEpMpeTaumsaibiK TYPFbiAaH TEPEH, MeHrepyre, COHAaN-aK AblObIC LWblFapyablH ACTYPAEH ThIC TaCINAePIMEH
XKYMBIC iCTey AafAblnapblH AamblTyFa HafblTTasfaH a4icTeMenik yCbiHbiCcTap 6epinreH.

3epTTey HaTUXKenepi «XanaMMeH ananor» GopTeNMaHONbIK LMK ASCTYP MEH XaHalblNAbIKTbIH, Hiperei
CUHTE3i eKeHiH, OHAA YATTbIK, HONMbICTbIH Ka3ipri 3aMaHfbl My3blKablk, Oy KEHICTiriHAe 3aMaHayu
KepKeMZiK TypFblaa >KaHalla nanbiMaanatbiHbIH KepceTei.
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Mukhamedova, Feruza, and Dilyara Islyamova. “National Tradition and Contemporary
Sound in Piano Music of Dilorom Saidaminova.” Saryn, vol. 13, no. 4, 2025, pp. 20-34.
DOI: 10.59850/SARYN.4.14.2025.311. (In Russian)

Dilorom Saidaminova, piano works, cycle Dialogue with Khayyam, national tradition,
contemporary musical language, compositional techniques, interpretation.

ABSTRACT. The article analyzes the work of the contemporary Uzbek composer Dilorom Saidaminova
within the context of the interaction between national traditions and Western European musical culture.
The object of the study is the composer’s piano works, and the subject is her cycle Dialogue with Khayyam,
viewed as a unique artistic phenomenon.

The relevance of this study is determined by the need to uncover the composer’s complex stylistic system,
which combines objective factors (national school, compositional technique) and subjective elements
(individual style, worldview attitudes), thereby forming a hermeneutic conception of the work.

The methodology combines the analysis of the intonation-modal features of Uzbek folk melos with the study
of contemporary compositional techniques, including sonorism, aleatoric music, pointillism, and extended
piano performance techniques. Comparative-analytical, historical-stylistic, and structural-formal approaches
are employed. Special attention is paid to the hermeneutic method, which allows to identify the symbolic
and philosophical meanings of the text and to understand its figurative thinking, a distinguishing feature

of all art.

The research focuses on the structural, textural, and timbral features of the cycle, opening their symbolic

and aesthetic content, which is important for the artistic realization of the work in the young pianists’ concert
practice. The article presents methodological recommendations aimed at revealing the interpretational depth
of Saidaminova’s composition, as well as developing skills in working with non-traditional techniques

of sound production.

The results of the study show that the piano cycle Dialogue with Khayyam represents a unique synthesis
of tradition and innovation, where national identity receives a contemporary artistic interpretation
within the space of modern musical thought.

CONTRIBUTIONS OF AUTHORS

Feruza Mukhamedova — material analysis and systematization, definition of the main goals and objectives,
writing of the main text.

Dilyara Islyamova — analysis of literature sources, abstract preparation and writing, manuscript formatting.
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MHorocMbIcn0Bast CTPYKTypa My3blKa/lbHbIX TEKCTOB TPebyeT Ha CEroAHAWHUNA AeHb
pa3paboTKn MexaHW3MOB VX OCMbICNEHWNSA, MO3HAHMA U NPUHATUA. «[TprMeHeHne
repMeHeBTUKM K My3blKe eCTECTBEHHO Y OYE€BMAHO, MOTOMY YTO MaTepuan My3biku
(npexae Bcero — abcontoTHOW, “uncTton”) Gonee CIOXKHO 1 ONOCPEAOBAaHHO CBA3aH

C OKPY>KatoLWmMM MUPOM, YeM B C/TyYae C XKMBOMUCHLO, CKYAbMTYPOW, NINTEPaTYPON,
TeaTpom» ([Mbinaes 17). B coBpemeHHOM popTenraHHOM KOMMO3UTOPCKOM TBOPYECTBe
Y3bekncTaHa KOHLLeNTyasbHbI 3aMblCeN KOMMO3MTOpPa NPOSABASETCA Yepe3 My3blKabHble
CPeACTBa, BKNOYas BBOAHOTOHOBOCTb, 06epTOHbI, MENN3MATUKY, Naf0Bble OCOBEHHOCTH
HapOAHOWM My3bIKW, MOApaXxaHne TeMbpam y36eKCcknX MHCTPYMEHTOB (yCYNbHOCTb,
pUTMUYeCcKoe cBoeobpasune), a TakXke HaLMOHaAbHbIN CTUIb B COYETaHUN

C YHUBEPCa/NbHbIMU TEHAEHLMAMY COBPEMEHHOIO My3blKalbHOrO UCKYCCTBA.

DTV 31eMeHTbI BMeCTe C ABJEHUAMWN KyNbTYPHON UHTErpaLm GpopMnpyroT HOBbIe
bopMbl BbIPa3nUTENIbHOCTU U CMbICIOBOE HaMOJIHEHWE My3blKalbHbIX MPOU3BEAEHUN.

Ncxopsa 13 aToro ytBep>KAeHWs, MHOroobpasHble ABAEHNA UHTErpaLmmn Apyrmux
Ky/NbTyp ABAAKOTCA NapaaieNbHbIM ABUXKYLLMM BEKTOPOM MY3bIKaJlbHOIO UCKYCCTBa,

YTO HaMoOJIHAET ero HOBbIM COZep>XXaHNeM, poxjaeT HoBble GOPMbI U CpeacTBa
BbIPa3nTENbHOCTW, MPOrpeccuBHbIe Naen, 0COHeHHO Koraa BO B3aMMOAENCTBME BCTyMNakoT
NPUHLMNNANBHO pa3/inyHble XyJ0XecTBeHHble cucteMsl (Jasbigosa 28).

Komno3utopsl ¥Y36eknctaHa rnyboko NpOHMKaOT B OCHOBY HapOAHOro Menoca,
TLWaTeNbHO OTOMpPatOT Hanbosiee xapakTepHble, CaMObbITHbIE YePTbl U MPY 3TOM
[AOMONHAKOT €ro, MCNob3yA COBPEMEHHbIE TeEXHUKM NucbMa. MNogobHoe eanHeHne
TPagVLMM N HOBaTOPCTBa HaXOAWUT CBOE OTPaXKeHne B TBOPYECKOW AeATeNIbHOCTU
Annopom CarigammnHoBor. KOMNo3nUTop paclumpseT rpaHuLbl My3blKK, akyCTUUYECKM
pa3gBuras 3ByKOBOe MPOCTPAHCTBO CBOMX POPTENMMAHHbIX COYMHEHWNI 3a cyeT
paclIMpeHna Anana3oHa, 3aTArMBaH1A 3By4aHnsa, Npu KOTOPOM BO3HMKAKOT
MeXXUYyBCTBEHHbIE accoLMaLMm Kak HEOTbeM/IEMbIN KOMMOHEHT aBTOPCKOro TeKCTa.
OaHvmM 13 BeayLwmx GbakTopoB B TBOPUECTBE KOMMO3UTOPA ABAAETCA YMeHMe 0O6beANHATD
MY3bIKY 1 GUIOCOPUIO NPU CO34aHMM CBOUX MPOU3BeAeHNI. My3biKaabHbIA CTUAb
4. CaljaMUHOBOW, MO HalEMY MHEHMIO, GOPMUPYETCSA NOA BAUSHNEM TPaANLMNIA
pybexxa XIX—XX BekoB, oboralLasch 3a CHeT Bbipa3nTeNbHbIX CBOUCTB 1 GOPM
y36eKCKoW TPaAMLIMOHHON MY3bIKW. ITO NPOABAAETCA B CTPEMIEHUN K CYObEKTUBHOMY
NepeoCMbICIEHMIO FNYOMHHBIX HAaLMOHA/IbHbIX NCTOKOB B COBPEMEHHOM WX
npeactaBaeHuu. Mo yTeepxaeHnto My3bikoBega ApHonbaa Coxopa, «caMmoe TpyAHoe
3aK/Il04aeTca B TOM, YTOObI COXPaHUTb TPaAMLMIO 1 B TO Xe Bpema oboratutb ee» (21).

Annopom AxmatoBHa CarisamMunHoBa (poamnack B 1943 rogy) — ApKnin NpeacTaBuTeNb
COBPEMEHHOW KOMMO3UTOPCKOW LWKOAbI Y3b6ekncTaHa. OHa sBaseTca uneHom Corosa
KOMMO3UTOPOB Y3bekuncraHa, Mocksbl, a Takke AMepuKaHCKOro obLectsa KOMMNO3MTOPOB,
aBTopoB un n3gatenein ASCAP (The American Society of Composers, Authors and Publishers),
YTO NOAYEepPKMBAET NPU3HaHME eé TBOPYECTBa He TOIbKO B HALlMOHabHOM,

HO 1 B MeXAyHapoaHOM MacluTabe. E€ Bknag B pasButne My3blKasbHOrO MCKycCTBa
pecnybanKn oTMeYeH BbICOKMMWN rOCyapCTBEHHbIMU U MEXAYHaPOAHbBIMW Harpasamu,
CpeAv KOTopbIX OpAeH MNepBoW roAoBLLMHBI HE3aBUCMMOCTU Pecnybankn Y3b6ekucraH,
cepebpsaHaa meganb Global Music Awards (CLUA, KaandopHus), a Takxe 3BaHUs naypeata
Pa3INYHbIX PecnybANKaHCKUX U MEXAYHAPOAHbBIX KOHKYPCOB.
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COBPEMEHHbIA 3BYKOBOW MVP B ®OPTEMMAHHOM TBOPYECTBE AWJIOPOM CANAAMUHOBOM Ne 4. 2025 C ;apyn

A. CangamMnHOBa — Pa3HOCTOPOHHUI KOMMO3MTOP, Ybé TBOPUECTBO OXBATbIBAET CaMble
pa3inyHble XaHpbl 1 GopMbl: popTenraHHasa n cumboHnYeckas My3blika, KaMepHble
aHcamMbn, BOKasbHble LUKl U ApyrMe HanpaBieHnsa. B Kaxaom npounsseseHnn
OHa HEN3MEHHO CTPEMMUTCA K CUHTE3Y BOCTOUHbBIX M 3anajHblX TPAAULNUNA, K Ananory
Ky/NbTyp, B LLleHTPe KOTOPOro — rnyboko IMYHOe, AyXOBHOE OCMbICNeHne Mupa. My3bika
CanzaMNHOBOW BbIAENAETCA NHTENNIEKTYaNbHOW HACbILWEHHOCTBHO M SMOLIMOHAIbHOW
rnybuHown. E€ coumHeHns oTanYatoTca BHUMaHNEM K MHTOHALMOHHOW NepBOOCHOBE,
durnocoPpnuHoOCTbIO 06Pa3HOro CTPOA, HOBU3HOW PakTypPHbIX peLLeHui 1 cBoHo0M
KOMMO3NLMOHHOrO MblwwneHns. Ocoboe MecTo B eé TBOpYeCTBe 3aHMMaeT y3bekckan
TPagMLUMOHHAA My3blka, KOTOPYHO OHa He TOJ/IbKO NMepeoCMbICANBAET, HO U akTyanunsmpyet
B COBPEMEHHOM Ky/IbTYPHOM KOHTEKCTe, BHEAPAA NEeMEHTbl HAPOAHOIO MYy3blKalbHOrO
A3blKa B COBPEMEHHYIO MY3bIKa/lbHYHO TKaHb.

3HaunTeNbHOE MeCTO B TBOPYECKOM HacaeAnn KOMNO3nTopa 3aHMMaeT dopTenmaHHas
My3blka, KOTOpasa NpeAcTaBaseT cobon CMHTE3 HOBATOPCTBA, TOHKOMW XyA0XXECTBEHHOW
BbIPa3nTENbHOCTN N rNy6OKOro MHTeANEKTyanbHOro Hayana. B aTom HanpaBaeHnu
. CajamMmnHOBa NPoOABASET MOCTOAHHOE CTPEMIEHNE K MHANBUAYAaNbHOMY CTUAHO,
roe dopma AMKTYyeTCs cogepkaHneM nNpu akTMBHOM UCMOb30BaHUM TEXHUK COBPEMEHHOM
KOMMO3WULMK, B YaCTHOCTU COHOPUKMN, OCHOBAHHOWM Ha HaLMOHabHO-UHTOHALIMOHHOM
mMaTepuane npu BbIABAEHWUW €ro KPaCOUHbIX, KONOPUCTUYECKMX KavecTB. B pesynbTaTte
neHTaTOHOBas MeNoAnA TPaHCHOPMUMPYETCA B COHOPHYHO, UTO MPOUCXOAMUT TakKe
6narosaps TembpoBon paboTe N pUTMMUYECKOMY OpopMaEHUIO. Tak, eé Npon3BeAeHs
He NOAJArTCA OAHO3HAUHOW KiaccudurKaLumm; OHU BbIXOAAT 3a Npeenbl TPaAULMOHHbIX
>KaHPOBbIX KAHOHOB, HACbILEHbl 3KCMEPUMEHTOM U MOUCKAMMN HOBbIX CMbICNIOB,

HO MPW 3TOM COXPaHSAHOT MPOUHYHO CBA3b C y36eKCKOW My3blKalbHOW KyNbTypOW

n eé ayxoBHbIMKN nctokamu. Kak otmeyvaet LWownncra NaHMxaHOBa, «TPaANLNOHHbIE
MenoAnYecKne TUMbl 1 Cnocobbl Nx cneunduueckoro pa3BepTbiBaHMA B MPON3BEAEHNAX
Cy>kaT cBOeobpa3HbIMN MHAMKATOPAMMU My3blKaNbHO-KY/bTYPHOW Tpagnummn

B KOMMO3UTOPCKOM MblwneHun» (Ganikhanova 48).

B dopTenmaHHbIx coumHeHnsax CagaMUHOBOM, Taknx KakK «[oCBALWEHME NO3TY»,
«TokkaTuHa», «Canépa», «[Noama», «Mpentoana N2 1», umknbl «CTeHbl ApeBHen byxapbi»,
«@Ppeckn Abpacnaba» 1 apyrvx, NPOCAEXNBaOTCA pa3HOObpa3Hble CTUANCTUYECKME
C/IOV: OT MHTOHALMOHHO-/1aJ0BON OCHOBbI Y36E€KCKON HAPOAHOWN My3bIKM A0 aBaHrapAHbIX
NpnémoB nnucbmMa. KoMnosntop cMeno akcnepuMeHTpyeT ¢ Gopmoi, GakTypon,
PUTMOM, TOHa/IbHOCTbIO, CO3JaBas MPOM3BeAEeHNS, TpebytoLme OT UCMNONHUTENS
He TO/IbKO BbICOKOM TEXHNYECKOW MOATOTOBKM, HO U rNyHOKOro MOorpy>eHus B 3ByKOBOM
1 GMN0CcodCKNN MUP Kaxkaoro counHeHus. Mo cnosam Camymna PertHbepra, «dukcmpys
CBOW 3aMblCesl NOCPEACTBOM HOTHOW 3anuncu, OH [KOMMNO3UTOP] TUNN3MPYET 3BYKOBbIE
06pasbl 1 co34aeT HOTHYH CXeMy KakK HOCUTE/IbHULY CaMbIX CyLLLECTBEHHbIX CTOPOH
KomMno3unymm» (395).

[na nuaHncToB ncnonHeHne My3biku . CailaMMHOBOM — 3TO HE MPOCTO TEXHUYECKUI
BbI30B, @ NepdOPMaTUBHbINM OMbIT, B KOTOPOM HEOBXOAMMO CoYeTaTb aHaIUTUYECKMI
NOAXOA C repMEHEBTUYECKMM MPOYTEHNEM CMbIC/IOB. B eé My3bike 0cobyto ponb urpaet
NNaCTUYHOCTb MENOANKHN, HEPEAKO MOCTPOEHHOM Ha MUKPONa0BbIX N3MEHEHMSX,
TOHKas arorvka, urpa BHyTPEHHEN N BHELLHEN ANHAMMWKW, @ TaKXKe MOCTOSAHHbIE
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M3MEHeHMA 3BYKOBOW MepCrneKTnBbl. TN acneKTbl TPEOYHOT OT UCMONHUTENS PA3BUTUA
TOHKOTO CIlyXOBOrO BOOGpaXKeHms, CNoCOHBHOCTU K TMBKon ppa3mpoBke, a Takxe

K MMMNPOBM3aLMOHHO-NHTEPMPETALMOHHOMY MbILUEHWUIO. B slaHHOM HanpaBaeHun
OCTaeTcsi OYEBUAHBIM TO, YTO NHOOOW MHTEPNPETALMOHHBIN akT fomnyckaeTt
PacxoXAeHWs B TONKOBaHWM, YTO B ONpejeneHHbIX pamMmkax BHOCUT BapnabenbHOCTb
€ro repMeHeBTUYECKOro CMbICaa. VICMONHUTENbCKMIA MPOLLECC MOXHO ONpeaenunTb

Kak AMHaMWYHOE AManeKkTu4eckoe eAMHCTBO ABYX NMPOTUBOMONOXHbIX TEHAEHLUN —
HeobXOAMMOCTM CyLLLECTBOBAHUA B paMKax YCTaHOBUBLLNXCA Ky/bTYPHO-UCTOPUYECKNX
NCMONHUTENbCKUX TPAAULMIA N HEOHXOANMOCTU BblpaXKeHNs HOBOTO IMYHOCTHOTO
[AYXOBHO-3CTeTUYeckoro onbita (HukmtuHa 3).

®opTenmaHHbIr LmKkn «uanor ¢ Xanamom» (2010) npeactaBaseT cobom ApKuin
n cBoeobpasHbIv obpasel, popTenmaHHON My3biku XXI Beka. ITO He NPOCTO My3biKaabHas
WHTepnpeTaLma No3TMyecknx 06pa3os, a NOANNMHHOE PUNOCOPCKO-XYAOXKECTBEHHOE
pa3mbilNeHMe, B KOTOPOM MepecekaroTcs ABa AYXOBHbIX MPOCTPAHCTBA — MUP BOCTOUYHOWN
Mmyapoct Omapa XansiMa 1 MUP COBPEMEHHOM TBOPUYECKOM JMYHOCTIN, KOMMO3UTOpa-
durnocoda, pa3mMbILLNAIOLLETO O BEYHbIX BOMPOCax ObITUSA, BpeMeHW, CyAbbbl N UCTUHBDI.
TV ABa Hayana CnieTaroTCca B My3blkalbHOM TEKCTE He Kak MPOTMBOMOCTaB/EHNE,

a Kak B3aMMHOe OTpaXKeHWe, BAOXHOBNEHHOE Pa3MbILLIEHUAMM MO3Ta U MHTYUTUBHbIM
nocTmxeHnem ero punocodunmn yepes 3syk. KOMnosntTop c10BHO BCTynaeT

B MeAMTATMBHYO becesy C BEMKMM NO3TOM, TpaHCchopmupys ero obpasbl, HACTPOEHUS
M Maen B My3blKasbHYHO TKaHb, HACbILLLEHHY MHTOHALMOHHOW NAACTMKON, TEMOPOBLIMM
HIHOAHCaMW 1 TOHKOW ApamaTypruen.

Lmkn «uanor ¢ XansiMoM», COCTOSILLMIA 13 BOCbMW YacTel, CBOEro pPoAa My3blKa/bHbIN
MeMOopWas, KOTOPbIA «npeanoaaraeT HeMoCPeACTBEHHYH CBA3b PA3INUHbIX CTUIEN,
3MOX WAV MHAMBUAYaNbHOCTENn. MeMopwan, Kak NpPaBmao, COAEPXKUT OTPaXKEHNE Yy>KOro
CTUAA B NPOU3BEAEHNN, aBTOPCKYHO, YeSI0BEYECKYHO, STUYECKYHO NO3ULMtO. <...> Memopwuan
OCHOBbIBAETCA Ha NoAYepKMBaEMbIX CBA3AX C TPAAULMEN, B HEM YaCTO UCMOb3YeTCA
"TeXHMKa NPUNOMUHAHUA" <...>, CMIMBOJINKA, CO3ar0TCA YCTOMUMBBIE accoLmaLmm
C "npoLwbIiM”, yyxxnum cnoBom» (JlTobaHoBa 159). B kaxxgoi MuHMaTOpe Lukia
NPOABASIOTCA UX Pa3Hble MMOCTacy, CaedytoLine Apyr 3a 4PYroM M co3zatoLine Ananor
ABYX MUPOB, B KOTOPOM 3aTparnBatoTC puTopuyeckmne BOMpoChl O XX13HW, 0 BceneHHoW,
O CMbIC/E CyLLEeCTBOBaHUA.

My3bIKaNbHbIM A3bIK LUKAA OTANYAETC BHYTPEHHEN HaNpPAXEHHOCTbH, TOHKOM
rapMoHun4eckon paboTou, cBO60AHOW GOPMOK 1N KOHTPACTHbIM PakTypHbIM
HanonHeHneM. B HekOoTOopbIX YacTax npeobnasaeT MeaMTaTUBHBIN XapakTep C TArOTEHNEM
K MOHOTEMHOCTU, B APYrMX — NPOABAAETCA KOHOANKTHOCTb, ApamMaTypruyeckoe passutume,
UMUTUPYIOLLIEE AMaNeKTMKY NPOTUBOMOAOXKHbIX B3rNS40B. ABTOP akTMBHO MCMOb3yeT
nonndoHnYeckne Npuémsbl, NaZ0Bble CMELLEHMSA, MUKPOMOAYNALIMK, KONOPUCTUKY
pPerncTpoB, NpuaaBas Kaxzaou MUHMaTIOpe HeNMoBTOPMMOE 3BYKOBOE NMPOCTPaHCTBO.
VicnonHutenb B TakOM Clyvae CTaAKMBAETCA C HEOPAMHAPHbBIMU 3aZia4aMm: OH JO/IKEH
He ToNbKO nepegatb Grnocodckyro rnybuHy Npon3BeseHMs, HO U PacKpbITb TOHKYHO
Urpy Mexay MosYaHueM 1 3BYKOM, MeXAY paLOHaNbHbIM U MpPaLMOHabHbIM.

370 TpebyeT OT NMaHNCTa He TONbKO TEXHWNYECKOrO MacTepCTBa, HO U BbICOKOWN CTemneHu
XYAOXECTBEHHOW 3Pes0CTH, CNOCOBHOCTU K BHYTPEHHEMY COCPEAOTOUEHMNIO U AyXOBHOMY
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conpuyactumio. 34ecb BakHa yMEPEHHOCTb TeMNa, rMbKOCTb GPa3nMpoBKK, OPraHNYHoe
MCNoNb30BaHMe Nejann n NPoAyMaHHOE BbICTPanBaHME KyJIbMUHALMOHHBIX TOYEK.

«/[Ananor ¢ XassMoM» HauyMHaeTCs C Nokas3a S3HEPrMYHOro, 3SMOLMOHANbHO SPKOro
obpaza camMoro KOMMO3nToOpa, UYTO BbIPaXKaeTCA NOCPEACTBOM MPUMEHEHNS COHOPHbIX
Kpacok Ha 60bLLON 3BYKOBOM ANHAMMKE. BaxkHyHO Bblpa3uTesibHYHO POJib UrpaeT
OCTMHATHOCTb, CO3/aroLLLas OLLYLLeHNe NOCTYNaTeIbHOrO ABUXKEHWNS, HEYMOJIUMOTO pUTMa
BPEMEHM U BHYTPEHHErO HanpsixXeHus. MraHnUCTy caesyeT UCMOHATb TeMaTUYECKU
maTepuan 3dPekTHO, BPOCKO N MMMNYNBCUBHO, COXPaHAA MPU 3TOM YETKOCTb MHTOHALMK
N CTPYKTYPHYH OPraHnM30BaHHOCTb MY3blKalbHOrO BbiCKa3bliBaHMA. Heobxoammo ocoboe
BHVMMaHWe yAennTb AMHAMUYECKOW rpasaumnn: gaxe B npesgenax forte v fortissimo BaxxHo
BbICTpPanBaTh penbed 3BydYaHUs N n3beratb MOHOTOHHOM rPOMKOCTN. COOTBETCTBEHHO,
NPOTMBOPEUMS, BO3HMUKAIOLLME B 3STOM NpPOLLecce, pacCMaTpUBarOTCA NOCAeA0BaTENbHO:
OT BO3HMKHOBEHMA 3aMbicia K opMaM NpoTeKkaHmsa ero akTyaamsaumnm, K 1ormke
opraHusauumn AencTBMM, NOCTaHOBKM 3aZia4y U MOMCKOB NMyTEW X PeLLeHNI, K Hen3bexxHoMy
Ha 3TOM NyTV Npeobpa3oBaHMIO BapMaHTOB 3ambicia (ManvHkoBckas 16).

[na nepegayn COHOPHOro CnekTpa PeKOMeHAYeTCA aKTUBHOE UCMO/b30BaHMe
Pa3/INYHbIX TUMOB 3BYKOM3BAEUEHMWA: OT Pe3KMX, YAAPHbIX aKLEHTOB A0 MArKUX, NEBYYMX
NPUKOCHOBEHNN. OCTUHaTHbIE GUTypbl TPEOYHOT YCTONUMBOrO MOTOPHOIO ABUXKEHWS,

HO C MOCTOAAHHLIM BHYTPEHHMM HamnpsXXeHVeM U MUKPOAMHAMUYECKON paboTon,

yTO6bI M36EXATh MEXaHUCTUYHOCTW. MNesannsaumsa AoaKHa ObiTb NPeseNbHO akKypaTHOW:
nejanb NPUMEHNETC 403MPOBAHHO, YTOObI HE pa3MbiBaTb FAPMOHNYECKYHO ACHOCTb,

HO MpPW 3TOM yCUAMBaTb OB6BEM N aKyCTUUYECKYH HaCbILWEHHOCTb GopTenmaHHoOro TemMbpa.

B nHTepnpertauunm 3TOro pasgena nMaHNUCTy BaKHO He NMPOCTO TEXHUYECKM
BOCMPOU3BECTN HOTbI, @ CO34aTb Bblpa3nTe/bHYHO 06pa3Hyto aTMochepy COBPEMEHHOIO
MUpa — C ero 6eCKOHEYHbIM ABUXKEHNEM, MONSPHOCTHHO IMOLMIA, PE3KUMU KOHTpacTaMu
N HaNPs>XEHHOW BHYTPEHHEN XM3Hb. DTO CBOErO POoAa My3blKa/lbHbI MOPTPET aBTOPa,
B KOTOPOM OTPaXkaeTcs ero MMpPOOLLYLLLEHME, CMAa XapaKTepa U XyA0XKeCTBEHHOE Kpeao
(cm. npumep 1).
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Mpumep 1: 4. CagamuHoBa «uanor ¢ Xanamom». MNprumep Ncnonb3oBaHUs KOMMNO3UTOPOM PUTMUYECKOA
MPOrpeccunn B COYeTaHUM C COHOPWKOW, MPOSBAAIOLLENCS Yepes ryCTyro nejanunsaLmio.

WcTounuk: Saidaminova, Dilorom. Dialogue to Khayam for Piano. Manuscript. Tashkent, December 2010.
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Myapo-durnocodcknin obpas nosta-MbiCAUTEN Xaksima Npeanonaraet NHble
NCNONHUTENbCKME NOAXOAbI. 34eck CanfamMnHOBa CTPEMUTCA NepesaTtb aTMocdepy
MO3TUYHOTO CO3epPLAaHUSA, TULLWNHbI, Pa3MbILUNEHWA, BHYTPEHHETO MOKOA, CBOVCTBEHHOTO
MeANTaTUBHOMY BOCNPUATUIO Mupa. [na 3Toro komnosutop npuberaet
K MPOTMBOMOIOXHbBIM Bblpa3nTebHbIM CPeACTBaM — akkopAaM ¢ popLunaramu,
TAHYLLMMCA 3BYKOM 1 rnybokon neganmsaumen. TemMbpoBoe 3By4YaHue Takmx GakTyp
accoummpyetcs € y36eKCKMM HapOAHbIM MHCTPYMEHTOM KaHYHOM, Ybe 3ByYaHue
OT/IMYAETCA MATKOM 3BYKOBOM BONIHOMW W NJIABHOCTbIO MHTOHALMUN. B JaHHOM OTHOLLIEeHUN
YMEeCTHO BblCKa3blBaHWe bepTbl KpemeHwwTeliH: «lpoLuecc no3HaHWsa 3aKOHOMEPHOCTEN
NCKYCCTBa AUTENIEH N NPOoTUBOPeUYnB. MHOroobpasmne NposBAeHUI O4HOTO N TOTO Xe
3akOHa, ero N3MeH4YMBOCTb, OTHOCKTE/IbHbIM XapaKTep U Anana3oH AeNCTBUs — BCE 3TO
OTKPbIBAETCA AN y4alleroca janeko He cpasy. FoBOpUTb O 3HaHWUM 3aKOHA MOXXHO
NNLWb TOTAa, KOrga My3blKaHT MOCTUTHET HEMOBTOPUMOCTb Pa3/IMUHbIX €ro NPOABAEHUMN,
KpacoTy M NPaBOMOYHOCTb (MOXHO CKa3aTb — 3aKOHOMEPHOCTb) NCKAKOUEHNI» (22—23).

VicnonHeHwe aTtoro pasgena TpebyeT OT MMaHWCTa TOHYaWLLen 3ByKOBOW YyBCTBUTEIbHOCTY
n rmbkon neganuzaunn. dopunar cnegyeT He MPOCTO «MPOUTPbIBaTb» MEXaHNYECKMN,

a VCMOHATb KaK MHTOHALMOHHO OCMbIC/NIEHHBIN 3N1EMEHT, B KOTOPOM MPOABAAETCA
AblxaHne ¢pa3sbl. Kaxabii 3ByK AOKEH ObITb MaKCUMaibHO NMPOUHTOHUPOBAH: OH CIOBHO
NPOZOIXKAETCA B TULLMHE, HE MPEpPbIBAETCA, @ 3aMUpPaeT, COXpaHAa BUMOPaLNOHHYHO aypy.
Kak otmeuana AHactacns Mapsu, «MHCTPYMEeHTalbHOe MHTOHMPOBAHWE — CMbICI10BOE
HanoO/NHEeHHOe 3BYKOM3B/eYeHNE Ha My3blKaJlbHOM UHCTPYMeHTe» (9).

Mepanb cnesyet NCNOb30BaTb OCTOPOXKHO U TMOKO, UTOobbI 06UTLCA 3ddekTa
«TAHYLLLErocs 3BykKa», HO MPW 3TOM He 3aTyLleBaTb FapMOHMUI0. MOXXHO MPUMEHSTb
nonyneaanb, coveTas eé ¢ 1erkMMu NPUKOCHOBEHUAMUW AN UMUTALIMKN 3BYYaHMA LLIMMNKOBOTO
KaHyHa. FapMOHWM AOMXKHbI 3ByYaTb MPO3PaYHO, YNCTO, C BHYTPEHHUM PE3OHAHCOM,

Kak ByATO KaXAas U3 HUX — 3TO OTAE/IbHbIN CMbICIOBOWN aKLLeHT, dunocodckas MbiCib,
oTneyaTok namaTu. IcnonHuTenb AONXKEH CTPEMUTLCA K MATKOMY, OKPYT/IOMY 3BYKY,
n3beras peskmx akLLeHTOB WM Ype3MepPHON ANHAMUKK. 34eCb BaXKHO He TObKO TO,

YTO 3BYUWT, HO M UYTO OCTAETCA HECKa3aHHbIM — B May3ax, B MHTEPBanax MeXAay 3ByKaMu.
3TO My3blKa pa3MblLLNEHNS U T1yOOKOWN BHYTPEHHEN TULLNHBI, TAEe KaX bl TOH
npeBpaLLaeTcs B BOMNPOC — O 6bITUN, BPEMEHN, BEUHOCTU. VIHbIMU CI0OBaMK, OCHOBHas
3alaya NMaHUCTa 3aKNYaeTCs 34eCb B CO34aHNM OLYyLLLEeHNS Ananora C BEYHOCTbIO,

B KOTOPOM 3BYKM CTAHOBATCA GUAOCODCKMMM KaTeEropuamMm, a UICNOSHEHME — aKTOM
[LYXOBHOTO OBLEeHMA C BEAMKUM NMO3TOM Yepes My3blKy (CM. nprmMep 2).
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Mpumep 2: 4. CangammnHoBa «[uanor ¢ Xaksmom». Mprumep ummutaumm 3syka y36ekckoro HapoAHoro
WHCTPYMEHTa KaHyHa.

Mctounumk: Saidaminova, Dilorom. Dialogue to Khayam for Piano. Manuscript. Tashkent, December 2010.
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OT™MeTnM, 4To TeMbpanbHOCTb (MMUTaLMA Pa3anYHbIX TeMOpOoB, TembpoBble aHanorum),
Hanbonee cBOMCTBEHHas popTennaHHOMY TBOpUeCTBY GpaHLLYy3CKOro KOMMNo3uTopa-
nmnpeccnonmncta Knoga ebroccn (KonokonbHOCTb B «3aTOHyBLUEM cobope», «MepTBbIX
NNCTbAX», 3ByYaHue rutapbl B «<Beuepe B peHase», «[pepBaHHOM cepeHae», 3ByyaHne
dnenTbl B «<ManeHbkoM nactyxe» n3 «/leTckoro yroaka» u 4p.), 4acto BCTpeyaeTcs
1 B counHeHusx [. CangammHoBOW. B eé My3bike nMUTaLMA 3ByHaHUA Y30EKCKMNX
HapPOAHbIX NHCTPYMEHTOB CTAHOBUTCSA HE MPOCTO KPACOUYHOM HAaXOAKOM, @ BaxXHENLLIUM
Bblpa3nTeAbHbIM MPUEMOM, POPMUPYIOLLMM COAEP>KaHNe 1 XxapakTep obpasa.

MnaHncTy cneayeT BOCNPUHUMATL 3Ty TEeMOPOBOCTb He KakK BHELLIHIOK CTUAMU3ALIMIO,
a KaK MHTOHALMOHHO-TTy6OKYH Xy0XXEeCTBEHHYHO 3aAady, HaLle/IeHHY0 Ha BOCCO3jaHue
>KMBOTO HaLMOHaIbHOTO 3ByYaHMA C MOMOLLbIO BO3MOXHOCTEN POSAA.

B onyce «[lnanor ¢ XansiMom» aBTop MCNOAb3yeT 6oratbli apceHan TeXHUK
paclMpeHHOro GopTennaHo 1 BbipasnTeabHbIX CPEACTB My3blKaJlbHOIO aBaHrapAa
XX Beka. 310 NyaHTWUAM3M, KnacTepbl, COHOPUCTMKA, aneaTopuka, IUCcaHAo C neaanmsaument
Mo CTPyHaM, a Takxe LUMMNKN CTPYH, YAapbl MO AeKe AW Urpa Ha CTPyHax BPYUHYHO,
yTo TpebyeT OT UCMONHUTENS HE TONBKO BbICOKOW TEXHNUECKOW TOTOBHOCTH,

HO M NCUXONOTMYECKON OTKPLITOCTU K 3KCMEPUMMEHTY 1 3BYKOBOWM urpe. C MeToAnYecKom
TOYUKM 3PEHMA NPU NOAFOTOBKE N MCMONHEHMM 3TOTO LIMKAA MMAHNCTY HEOBXOANMO:

1. OCO3HaHHO NOAXOAUTb K TeMOpPY KaXA0ro 3ByKa 1 KaXkAoro co3By4us, pa3BrBas

3BYKOBOE BOOHpaXKeHMe 1 NMOCTOSHHO CTPEMSACh K OPUTMHANbHOCTU MHTOHaLUMN.

2. BHumaTenbHO paboTaTth € NeAanbro — He TONbKO Kak CPeACcTBOM COeANHEH WS
3BYKOB, HO 1 KaK MOJHOLEHHbIM BblpPa3nTeNbHbIM MHCTPYMEHTOM, CO34atoLLnM
COHOPHbIe NepennBbl N HEOBXOANMYHO OKPaCKy NPOCTPaHCTBA.

3. Bnagetb coBpeMeHHbIMU TEXHUKAMU: OT TOUHOW apTUKYAALMM MYaHTUAUCTCKMX
dpa3 go cB06OAHOroO NCMONL30BAHNA aneaTopuky, rae Tpebyetca gona
MMMNPOBU3aLNOHHON CBOBOAbI, HO B paMKax OCO3HAaHHOW XyAOXEeCTBEHHOW 3aaun.

4. N3yunTb TEXHUKM pacliMpeHHOro GopTtennaHo 3apaHee Ha MHCTPYMEHTe,
obpalyas BHUMaHMe Ha TO, Kak MOXHO peann3oBaTb HECTaHAAPTHbIE
3BYKOM3BAEYEHNA (LLMMKN, yAapPbl, CKONbXEHUSA, HAaXaTUA Ha CTPYHbI 1 AeKy)
6e3 Bpesa AN UHCTPYMEHTA.

Lmkn «uanor ¢ XansiMoOM» — 3TO BHYTPEHHUI GUNOCOPCKUIA AManor KOMMNO3MTopa

¢ npocetutenem Xl Beka. OH Npm3bIBaeT K NPOSBAEHUIO TEPMEHEBTUYECKOTO
MbILLNEHWA, KOTAA Ba>XXHbl HE TOIbKO TEXHUYECKME HaBblKK, HO U pediekcnsa, yMeHne
cnywatb U nepeAaBaTb HEBUANMOE ABUXKEHNE MbICNM, BHYTPEHHEE 3BYYaHMe TEKCTa.
Ero nporpamMmmHoe Ha3BaHWe BbISIBAAET UAEHD, KOTOpas B NpoLiecce MHTepnpeTaumnm

M MOCTUXKEHWNA NPEBPALLAETCA B CBOEro poja CybCcTaHUMIo, onpeaensitoyro rnybuHHbIN
CMbIC/1 My3bIKa/IbHOTO BbiCKa3blBaHWA aBTopa. BauecnaB MegyLueBckuin cumntaer,

4TO Cpean APYrux UCKYCCTB My3bIKy BblAensieT ocobas cuna HemocpesCcTBEHHOro
3MOLMOHANIbHOTO BO34ENCTBUSA, ee CNOCOBHOCTb HE MPOCTO ONMCaTb CUTYyaLIMIO YyBCTBa,
HO Kak 6bl «M3HYTpW» BoCnpou3secTn ero (MeayLueBckuin). To, UTO YacTn LmKna

He MMerT KOHKPETHbIX 3aroJIOBKOB, TOBOPUT O BbICOKOM CTEMEHW MHTEPNPETaLNOHHOW
cBobObl, KOTOpas, BNpoyeM, TpebyeT OTBETCTBEHHOCTU: MMAHNUCT JOIKEH CaM HaUTH
CMbICNIOBYIO TPAEKTOPMIO 3TOMO AMaNora, BbIABUTb CBA3WN MeEXAY YacTAMM, NOTNYEeCKM
BbICTPOMTb IMOLIMOHA/IbHOE U fyXOBHOE pa3BUTME BCETO NPOM3BEAEHNS.
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OcobbIM BbI30BOM CTaHOBUTCS MOUCK TEMOPOBOW NannUTPbl, afeKBaTHOM BHYTPEHHEMY
COZEPXaHUIO Kaxaoro pasgena. 1o Tpebyet TOHKOW paboTbl Has ANHAMUKOW,
apTVKynaumnen, ANNTENbHOCTBIO MOCAE3BYUNIA, MHANBUAYANBHOIO NOAXOAa K XapakTepy
aTaku, rmbkom KoopAMHaLUKN ABUXKEHUI PYK U NanbLeB. TeMbp 34ecb CTaHOBUTCS
HeOTAEe/NIMMOM YacTbho My3blKasIbHOM MbIC/IW, U €r0 3HaUYEeHMe CTOJb XXe BENKO,

KaK ¥ PUTMUKO-MHTOHALMOHHOeE. [Npexae YyemM NpUCTynnTb K MCMOAHEHUIO AAaHHOTO
LMKAa, MONOABIM NMUAHUCTAM CneayeT TLaTeNbHO 03HAKOMUTBLCA U U3YYUTb NPUEMbI
dopTenmaHHOM TexHUKN XX Beka, a Takxke TEXHUKWN pacCLUMPeHHOro GopTennaHo, 4tobbl
[0BUTLCA «NepeHacTPOrKM» NCMONHUTENBCKOTO annapaTa, NpeoAoeB akasgemMnyeckme
MMaHUCTUYECKME OLLYLLEHMA, C YEM CBA3aHA CIOXHOCTb MHTEPMPeTaLMn COUNHEHNS.

Tak, y obyyatowmxcs dopmupyetcs npodeccmoHanbHas negarornyeckas tpeboBaTeslbHOCTb
K COBCTBEHHOMY MCMONHUTENbCKOMY MacCTEPCTBY, YTO NPEACTaBASET OTAUYHYIO
BO3MO>HOCTb AN PAa3BUTUA aHAIMTUYECKOW MbICIUTENIbHOW AeATENbHOCTH

“ nocnegoBaTeNbHOro 0606ueHna Cob6CTBEHHOTO My3blKalbHO-UCMONHNTENBCKOTO

1 neaarornyeckoro onbita (Konbiwesa v MNMeyunHa).

Takum obpasom, nHTepnpeTaumns doptenmaHHoro umkna «Aunanor ¢ Xanamom»
TpebyeT OT UCMONHUTENSA HEe TONbKO NPOdeCcCcMoHaNbHOrO MacTepCTBa, HO 1 MO3TUYECKON
BOCMPUMMYMBOCTU, AyXOBHOM 3pEAOCTN 1 FNy6OKOro NOHMMAaHUSA COBPEMEHHOTO
3ByYaHunsa popTennaHo Kak MHCTpymeHTa-duaocoda. Kaxkgomy nmaHmUCTy OTKpbiBaeTca
NPOCTOP AN HOBbIX XYA0XXECTBEHHbIX PELLEHWI, MO3BOAIOLLNX HONee TOUHO PacKpbITh
obpaszHoe cofepikaHne NPON3BEAEHNSA, YEM HayUYHO-TeopeTuYeckne HabarogeHms.
Kpome TOoro, 3To nog4€pkmBaeT APKUN MHANBUAYANbHbINA CTUb, CUHTE3NPYHOLL NI
yepTbl KyNbTypbl 3anaga u Boctoka, komnosutopa Annopom CarijaMUHOBOM, BHECLLEN
HEeOLLeHNMbIV BK/1aZ B Pa3BUTME My3blKalbHOW KyAbTypbl Y36eKkncraHa.

MEXAYHAPOAHbBLIA PELEH3UPYEMbBIA XYPHAN SARYN



COBPEMEHHbIA 3BYKOBOW MVP B ®OPTEMMAHHOM TBOPYECTBE AWJIOPOM CANAAMUHOBOM Ne 4. 2025 C ;apyn

CnnMcoK NCTOYHUKOB

Ganikhanova, Shoyista. “Two Generative Models of Uzbekistan's Musical Culture.” Saryn,
vol. 13, no. 1, 2025, pp. 37-50. DOI: 10.59850/SARYN.13.1.2025.264.

[aBbinoBa, TaTbsiHa. «B3anmooboralleHne KynbTypHbIX TpaauLumi Boctoka n 3anaga

B CUMPOHNYECKOM TBOPYECTBE KOMMO3UTOPOB Y3bekncraHa». AkmyaseHele npobiemsl
cospemMeHH020 My3biko3HaHuUs. COOpHUK cTaTel PecnybarkaHCKOM HayYHO-NPaKTUYeCKon
KoHdepeHuun. TawkeHT, 2020, c. 27-32.

Konbiwesa, TatbAHa, n NpuHa MeunHa. «PednekcrBHble TeEXHOAOTMM B GOPMUPOBAHIM
TBOPYECKMX KOMMETEHLMIN ByayLlero negarora-My3blkaHTa». My3elkaibHOe UCKYCCMBo
u obpazosaHue, N2 2 (14), 2016, c. 35-45.

KpemeHwteinH, bepta. BocnumaHue camocmoamensHoCmu y4auje2ocs e Kaacce
cneyuaneHo20 popmenuaHo. Mocksa, Knaccuka-XXI, 2009, 128 c.

JlobaHoBa, MapuHa. My3bikaibHeIl CMU/b U XaHp: UCMOpUsi U cospemMeHHocmb. MOCKBa,
Cosetckuii komnosutop, 1990, 312 c.

ManuHkoBckas, ABrycra. «/lnanektnka Kkak MeTos UccaefoBaHNs My3blkaslbHO-
negarornyeckoro npouecca: Kk 100-neturo b. J1. KpemeHwTtenH». My3bikaisHoe Uckyccmeo
u obpazosanue, T. 11, N2 2, 2023, c. 9-27. DOI: 10.31862/2309-1428-2023-11-2-9-27.

Mapsu, AHactacus. OcobeHHocMu 8ocnumMaxus Kysemypel oopmenuaHHo20
UHMOHUPOBAHUSA 8 Npoyecce My3blKaabHO-UHCMPYMeHMasabHolU nod2omosku cmydeHmos
nedaeozuyeckozo 8y3a. 2023, Tam60B, TaMbOBCKMI rOCYAaPCTBEHHbIN MYy3blKasbHO-
negarormyecknini MHCTMTYT uMenn C. B. PaxmaHnHOBa, aBTopedepat KaHANAATCKOM
AnccepTauum, 28 c.

MeaywieBckuii, Bauecnas. MIHmoHayuoHHas gpopma my3wiku. Mocksa, Komnosutop, 1993,
268 c.

HwvkutrHa, Jlapuca. lepmeHesmuyeckue KOHmMekcmel hopmenuaHHO20 UCNOJIHUMEbCKO20
meopuyecmsa. 2010, KazaHb, KazaHCKNA rocyAapCcTBEHHBIN YHUBEPCUTET KyAbTypbl
M MCKYCCTB, aBTopedepaT KaHAMAATCKON anccepTtaumu, 27 C.

Mbinaes, Muxaun. Mpobaemsr meopuu u ucmopuu egponelickoli My3bIKU 8 Hay4HOM
Hacneduu Kapna fanexaysa. 2016, MockBa, MockoBckas rocy,apCTBeHHas
KoHcepBaTopus nmenn M. U. Yainkosckoro, aBTopedepat JOKTOPCKOM ancceptaumm, 48 c.

Coxop, ApHonbga. Cmameu o cosemckol My3eike. JleHuHrpag, My3bika, JIeHUHrpaackoe
otaenerne, 1974, 215 c.

®ennbepr, Camyun. MuaHusm kak uckyccmeo. Mocka, My3bika, 1969, 609 c.

MEXAYHAPOAHBI AN PELEH3UPYEMBIW XYPHAN SARYN 33



(Sa[’yn N2 4. 2025

REFERENCES

Davydova, Tatyana. "Vzaimoobogashchenie kul'turnykh traditsii Vostoka i Zapada

v simfonicheskom tvorchestve kompozitorov Uzbekistana.” ["Mutual Enrichment

of Cultural Traditions of East and West in the Symphonic Works of Uzbek Composers.”]
Current Problems of Contemporary Musicology, proceedings of the Republican
Scientific-Practical Conference, Tashkent, 2020, pp. 27-32. (In Russian)

Feinberg, Samuil. Pianizm kak iskusstvo. [Pianism as an Art]. Moscow, Muzyka, 1969.
(In Russian)

Ganikhanova, Shoyista. “Two Generative Models of Uzbekistan's Musical Culture.” Saryn,
vol. 13, no. 1, 2025, pp. 37-50. DOI: 10.59850/SARYN.13.1.2025.264.

Kolysheva, Tatyana, and Irina Petsina. “Refleksivnye tekhnologii v formirovanii
tvorcheskikh kompetentsii budushchego pedagoga-muzykanta.” ["Reflexive Technologies
in the Formation of Creative Competencies of a Future Music Teacher.”] Musical Art

and Education, vol. 14, no. 2, 2016, pp. 35-45. (In Russian)

Kremenstein, Berta. Vospitanie samostoyatel’nosti uchashchegosya v klasse spetsial’nogo
fortepiano [Education of Student’s Independence in a Special Piano Class]. Moscow,
Klassika-XXI, 2009. (In Russian)

Lobanovaa, Marina. Muzykal'nyi stil’ i zhanr: istoriya i sovremennost’ [Musical Style and
Genre: History and Modernity]. Moscow, Sovetskii kompozitor, 1990. (In Russian)

Malinkowskaya, Augusta. “Dialektika kak metod issledovaniya muzykal'no-pedagogicheskogo
protsessa: k 100-letiyu B. L. Kremenshtein.” [Dialectics as a Research Method of Musical
and Pedagogical Process: To the 100th Anniversary of B. L. Kremenstein.”] Musical Art
and Education, vol. 11, no. 2, 2023, pp. 9-27. DOI: 10.31862/2309-1428-2023-11-2-9-27.
(In Russian)

Maryach, Anastassiya. Osobennosti vospitaniya kul'tury fortepiannogo intonirovaniya
v protsesse muzykal’'no-instrumental’noi podgotovki studentov pedagogicheskogo vuza
[The Peculiarities of Educating the Culture of Piano Intonation in the Process of Musical
and Instrumental Training of Students of a Pedagogical University]. 2023, Tambov,

S. V. Rachmaninov Tambov State Music and Pedagogical Institute, PhD thesis's
abstract. (In Russian)

Medushevsky, Vyacheslav. Intonatsionnaya forma muzyki: issledovanie [Intonation Form
of Music: A Study]. Moscow, Kompozitor, 1993. (In Russian)

Nikitina, Larissa. Germenevticheskie konteksty fortepiannogo ispolnitel'skogo tvorchestva
[Hermeneutical Contexts of Piano Performance Art]. 2010, Kazan, Kazan State University
of Culture and Arts, PhD thesis. (In Russian)

Pylayev, Mikhail. Problemy teorii i istorii evropeiskoi muzyki v nauchnom nasledii Karla
Dal’khauza [Problems of Theory and History of European Music in the Scientific Succession
of Carl Dahlhaus]. 2016, Moscow, Tchaikovsky Moscow State Conservatory, PhD thesis's
abstract. (In Russian)

Sokhor, Arnold. Stat'i o sovetskoi muzyke [Articles about Soviet Music]. Moscow, Muzyka,
Leningradskoe otdelenie, 1974. (In Russian)

34 MEXAYHAPOAHBLI AN PELEH3UPYEMBIW XYPHAN SARYN



ISSN 2960-2351 (oHnariH) ISSN 2960-2343 (neuaTHbIin)

UDC 782
DOI 10.59850/SARYN.4.14.2025.303

(DG

BY NC ND

boraro3 MypartoBHa Ka3keH

Marunctp nckyccrs, JOKTOPaHT kadepbl My3blKOBeAeHMA 1 KoMNo3mLmn Kasaxckoro
HaLMOHaNbHOTO YHMBEPCUTETa UCKYCCTB UMeHun Kynaw balicenToBoi, npenogaBaTtenb
MUK no obweobpazoBatensHbiM gucLmnanHam Ka3axckoin HalMoHanibHOM akagemum
xopeorpadun (ActaHa, KasaxcraH)

ORCID ID: 0000-0002-2640-7883
email: kazkenbotagoz@gmail.com

CTATbA

JBOMOUMA CLUEHUYECKNX
MHTEPMPETALWW OMEPBI

«KbI3 )KNBEK» EBFEHUNA
bPYCMNOBCKOTO: OT TPAANLUUNI
K COBPEMEHHOCTU

Aernop hpoyumanu OaO6le/7 OKOHYame lbHbIl 8apuaHm pykonucu u 3asesisem 06 omcymcmeuu
KOH¢/IUKmG UHMepecos.

Moctynwna B pegakumto: 11.08.2025
MpuHaTta k nybavkauumn: 27.11.2025

© 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.

MEXAYHAPOAHbBIA PELEH3UPYEMbBIA XYPHAN SARYN

N2 4. 2025 CSaPyn

35



(Sa[’yn N2 4. 2025

36

[NA LMTUPOBAHUSA KaskeH, botaros. «3BostoLma CLEeHnYeckmx nHTepnpetauuii onepsbl “Keiz Xnbek"
EBreHvsa bpycnioBckoro: oT TpaamLmm K CoBpeMeHHoCTu». Saryn, 7. 13, N2 4, 2025,

c. 35-55. DOI: 10.59850/SARYN.4.14.2025.303.

KAFOYEBBIE C/IOBA «KbI3 XKnbek», kazaxckas onepa, onepHas nocraHoska, KasHTOB nmeHn Abas,
Teatp «ActaHa Onepa», 3BONOLMNA OMEPHOro UCKYCCTBa, CLieHorpaduma, pexxnccypa
onepsl.

bnaarogApHOCTU ABTOp BblpaxaeT 6aarofapHoOCTb HayUHOMY PYKOBOAUTESIO, OKTOPY

NCKYCCTBOBEAEHMS YMUTXKaH PaxmeTynnoBHe [J>KymMakoBoOW 3a LieHHble COBETbI
1 NMOAAEP>XKKY NPV HanncaHUy CTaTbi, a Tak)Ke aHOHWMHbBIM peLieH3eHTam

3a BHVMMaHWe K UCCIeA0BaHMIO Y PEKOMEHAALMM B MOATOTOBKE CTaTbk

K ny6avkaumn.

AHHOTALMA. CTaTbs NOCBALLEHA NCTOPUN CLLEHNYECKOro BomioLLeHns onepbl «Kbi3 Xnbek» EBreHus
Bpycunosckoro. AKTyanbHOCTb NCCEL0BaHUA ONPesenseTca BO3POCLIMM UHTEPECOM K HaLMOHaabHOM
OMepHOW KJacchke B COBPEMEHHON TeaTpasbHON NpakTuke KasaxcrtaHa, 06yCcnoBAEHHbIM COLMOKYIbTYPHBIMM
N3MEHEHWAMUN Y HOBALMAMU B OCYLLECTBAEHWUM NMOCTaHOBOK.

PaboTa n3yyaeT npoLeccbl M3MEHEHWI B XKaHPOBOW U XyAOXECTBEHHON TPaKTOBKe onepbl. PaccMaTpusatotcs
KaK crekTakan COBETCKOro BpeMeHu, Tak 1 bonee nosgHne Bepcum Ha npumepe noctaHosok 2005 roga

B Kasaxckom HaumoHanbHOM TeaTpe onepsbl 1 baneta nmeHn Abas 1 2017 roga B FocyaapcTBEHHOM TeaTpe
onepsbl 1 baneta «ActaHa Onepa». OHM 4eMOHCTPUPYIOT pa3Hble MOAXOAbI K MHTepnpeTaumnn «Kbi3 Xnbek»

B YCNOBUAX Pa3BUTUA MY3blKaJlbHO-T€ATPaIbHOIo TBOpYeCTBa.

MCCﬂeAOBaHI/Ie OCHOBaHO Ha KOMNJEKCHOM noaxoge C NUCnosib30BaHNEM NCTOPUKO-CPAaBHUTEJIbHOTO

N TUNON0TrM4YeCcKoro aHainsa, 4Tto No3BOJINN0 NPoOCNeanTb USMEHEHUA B NPOYTEHUN Onepbl B 3aBUCMMOCTA

OT 3CTETUYECKNX 3ajay N XyLOXXEeCTBEHHbIX OPUEHTUPOB Pa3HbIX NepnoaoB. Ocoboe BHMMaHKe yaenaetca
COOTHOLWEHNIO aBTOpCKOIZ KoHuenuunm ¢ CoBpeMeHHbIMU Noaxo4aMun K BONJIOWEHNHO 3NMYecKkoro Mmatepmana.

[laHHas paboTa BHOCUT BKJ1aJ, B OCMbIC/IEHME CLIeHNYeCcKoW cyAbbbl «Kbi3 XXnbek» n JeMOHCTpUpYeT,
Kak MeHAN0Cb NpeAcTaBieHne 06 3TOM NPOn3BeAEeHNN B KOHTEKCTE 3BOJIIOLIMM OMNEPHOro NCKYCCTBa
KasaxcrtaHa. Kpome Toro, noguepkunsaetcs 3HaveHme noctaHoBkun 2017 roga kak 3tana, ob6besHMBLIETO
CNOXMBLUMECS NMOAXOAb! C HOBbIMU GOPMaMKM CLLEeHNYECKOW BblPa3nNTeNbHOCTU.

MCCHEAOBaHI/Ie CLJ,eHI/I'vIECKOI\/] ncTopum onepsbl «KbI3 Xnbek» OTKpbIBaeT NepcneKkTMBbl 4NA Aa}'leeﬁLUEFO
n3ydyeHna My3blKaabHO-CUEHNYECKUX pe;LaKLl.I/II;I APYrnx Kasaxckux onep, oTpa>katolmx npoLecchbl
0b6HOBIEHMA NX TPaKTOBOK U 3pUTENBCKOIO BOCNPUATUA. C I'IpaKTWvIECKOI\/’I TOYKW 3peHna pesynbtaTtbl pa6OTbI
MoryT ObITb NCMOb30BaHbI B TeanaanoM NpPaKTnKe n My3bIKafIbHOI71 nejgarorumke npu nNsyyvyeHnn nctopummn
Kasaxckom MY3bIKM N ONEepPHOro NCKyccTBa.
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[laVEKCO3 YLIH KaskeH, botaros. «EBreHuii bpycnnosckuiigin, “Kpiz Xibek” onepacbiHbIH, caxHabIK,
MHTepnpeTaLMaAnapbiHbiH 3BONFOLIMACKL: A3CTYPAEH Kasipri 3amaHfa AewiH». Saryn,

7. 13, N2 4, 2025, 35-55 6. DOI: 10.59850/SARYN.4.14.2025.303. (OpbicLua)

TIPEK CO3AEP «KbI3 Xibek», Kazak ornepachl, ornepa KomnbiabiMbl, Abaln aTbiHAafbl Kasak, yATTbIK,
onepa >xaHe banet Teatpbl, «ActaHa Onepa» TeaTpbl, ONepa pPexxmccypacsl, cLieHorpadus.

ABTOp MakanaHbl AallbiHAayAafbl KYHAbl KEHECi MeH KOAZaybl YLLiH FblIbIMU XKeTeKLUiCi,
eHepTaHy JOKTOpbl YMiTKaH PaxmeTonnakbisbl XKymakoBaFa, COHAal-aK 3epTreyre
KOHiN 6enreHi xaHe MakanaHbl 6acnafa AanblHAayAafbl YCbIHbICTaPbI YLUiH aHOHUMAI
peLieH3eHTTepre anfbiCbiH Hingipeai.

AHAATNA. Makana EBreHunii bpycunnosckuniigin, «Kbi3 Xibek» onepacbiHbiH, caxHablK KOVbLIbIMAAPbIHbIH,
TapwxblHa apHanfaH. 3epTTeyiH ©3ekTiniri — kasipri KasakcraH TeaTp eHepiHAe YATTbIK onepa KaaccmkacbiHa
JlereH KbI3bIfyLUbINbIKTbIH apTybl XX8HE OHbl CaxHanayAafbl XXaHa KepKeMaiK TaCinAepAiH, i3geHici. byn ypaic
9/1eyMeTTIK-M3,eHN e3repicTep MeH pexxunccepik WeLlimgepaeri XaHallblablkTapMeH TyCiHAipines.

3epTTeyae onepaHbiH XXaHPJIbIK KaHe KepKeMAiK MHTeprpeTaLuacbiHAafFbl ©3repicTep KapacTbipbliagbl.
KeHecrik ke3eH, kolblnbiMaapbiMeH katap, 2005 xbinbl Abali aTbiHAafbl Kasak yATTbIK onepa xaHe banet
TeaTpblHAa XaHe 2017 xbinbl «ActaHa Onepa» TeaTpblHAa CaxHanaHFaH Hyckanap Mbicasfa anbiHajpl.
Byn kolibinbiMaap «Kbi3 Xibek» onepacbiH My3blKasblk XaHe TeaTpJblK WbiFapMaLlblibIKTblH AaMybl
XafAanblHAA SPTYPi TOCIAEPMEH TYCIHAIPY XKONAAPbIH KepceTesi.

Tapuxun-canbiCTbipMasbl XXaHe TUMONOTMANBIK, TaNAay dAiCTEPIHE HEri3A4eNreH KeLLEHA 3epTTey ap Ke3EeHHIH,
3CTeTUKaNbIK MIHAETTEPI MEH KepKeMzik bafaapaapbiHa Kapal NHTeprnpeTaumnsHbIH, e3repy AnHaMUKachiH
alikblHAayFa MYMKIHZIK 6epai. ABTOp/bIK TyXKblpbiMAama MeH Ka3ipri 3aMaHbl 3nvKablk MaTepuanibl caxHanay
TCINAEPiHIH apakaTbliHachl 4a apHalibl KapacTbIpblAAbI.

3eptTey Hatxenepi «Kpi3 Xibek» onepacbiHbIH, CaxHanbIK TaFAbIPbIH TePeHipek nabiMaayFfa, CoHAan-ak
2017 XbInFbl KOVbIIbIMHBIH, ASCTYPI TOCINAEPA] dKaHa caxHasblK ©PHEKTEPMEH YLITACTbIPY apKblibl YATTbIK
ornepaHblH JamyblHAaFbl MaHbI3Abl Ke3eH peTiHAEr pesiH KepceTyre MyMKiHAiK bepesi.

AnbIHFaH KOPbITbIHABLIAP Ka3ak, onepanapbiHbiH 6acka ga My3biKaiblK-CaxHabIK HYCKanapbliH 3epTTEYre 5O
allagpl, onapablH 3aMaHayu MHTEprpeTaLmsiapbl MeH KepepMeH KabbiigayblHAafbl e3repicTepAi aikpiHAaAbI.
MpakTrKanblk TypFblgaH anfaHaa, Oyn HaTUXKeNep TeaTp TaxipubeciHae XaHe My3bikaiblK 6inim bepy
YAepiciHae, atan aiTkaHAa, Kasak My3blkacbl MeH orepa eHepi TapuXbiH OKbITYAa KONAaHbITYbl MYMKIH.
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ABSTRACT. The article is devoted to the history of the stage embodiment of Yevgeniy Brusilovsky's opera
Kyz Zhibek. The relevance of the study is determined by the increased interest in national opera classics
within contemporary theatrical practice of Kazakhstan, dictated by socio-cultural changes and innovations
in the implementation of stage productions.

The work studies the processes of changes in the opera’s genre and artistic interpretation. It examines

both Soviet-era productions and later versions, exemplified by the 2005 stage productions at the Abai Kazakh
National Opera and Ballet Theater and 2017 at the Astana Opera Theater. These productions demonstrate
different approaches to interpreting Kyz Zhibek amid the development of musical and theatrical creativity.

The study is based on a comprehensive approach using historical-comparative and typological analysis,

which made it possible to trace the changes in the opera’s reading depending on the aesthetic objectives

and artistic guidelines of different periods. Particular attention is paid to the relationship between the author's
concept and modern approaches to the embodiment of epic material.

This work contributes to the understanding of the stage destiny of Kyz Zhibek and demonstrates

how the perception of this work has changed in the context of the evolution of opera art in Kazakhstan.
Furthermore, the significance of the 2017 stage production is highlighted as a milestone that combined
established approaches with new forms of stage expressiveness.

The research of the stage history of the opera Kyz Zhibek opens up prospects for further study of musical-
stage editions of other Kazakh operas, reflecting the processes of renewal in their interpretations

and audience perception. From a practical point of view, the results of the work can be used in theatrical
practice and music pedagogy when studying the history of Kazakh music and opera art.
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BBepeHue

Onepa «Kbi3 Xunbek» EBreHns bpycrnnoBckoro npescraBaset cobomn 3HakoBoe
npov3BejeHne B UCTOPUN Ka3axckoro mMysblikanabHoro teatpa. OHa ABuaacb NepebiM
06pa3LoM B ONEPHOM XaHpe 1 obLLenpr3HaHa B OTeYEeCTBEHHOM My3blKOBEAEHWM
Kak Hayano npodeccmMoHanbHOro onepHoOro nckyccrea B KasaxcraHe. Tak, ctaB
06BEKTOM BHUMaHMA MHOTUX nccnegoBatenen, onepa «Kbiz XXnbek» paccmaTtpmBanacb
NPenMyLLEeCTBEHHO C My3blKasbHOW CTOPOHbI. MHOXeCTBO paboT ocBeLLano BONPOCh
MCNONb30BaHNA N B3aMMOAENCTBUA TPAAULNOHHOIO MaTepuana B KOMMNO3ULNOHHOM
CTPYKType NPOU3BEAEHUNS: MPUHLMM alTbica B gpamaTyprum onepbl (OMaposa),
HaLuMoHanbHble ocobeHHOCTM peunTaumm (MycarynoBa), obpaboTka ktoeB B onepe
(KnpuHa). NMpobaema cLLeHNYeCckoro BOMIOLWEHMs Onepbl bblna BTOPOCTENEHHOM

B Hay4YHOM nose. VIHbopmaumsa 0 NocTaHOBKax cofepykana TObKO KOHCTaTaLmio MMeH
ee co3jaTesieil M YYaCTHUKOB, a TakXkKe HEKOTOpPbIe BbICKa3blBaHWUA AeATeNe NCKYCCTB
B NMEPUOAMNYECKUX M3LaHNAX. ACMeKTbl CLieHnYeckoro BonaoLeHns «Kbiz Xnbek»
BnepBble H6blM paccmMoTpeHbl [anven berembeToBOW B pakypce NCMOAHUTENbCKNX
ocobeHHoCTel BoKanbHbIX NapTui B onepe (berembeToBa).

CueHnyeckasn xmn3Hb onepbl «Kbi3 Xnbek» npoTekana v pa3BmMBasacb Ha MNPOTAKEHNN
BCEro nepmoja cyLiecTtsoBaHma onepHoro nckyccrea Kasaxcrana (1934-2025).
MNMpownsseseHne npeTeprneBano pasnNyHbie NHTeprpeTaumnm, oTpaxas XyAoXXeCTBEHHbIe
NCKaHWA 1N COLMOKYNbTYPHbIE N3MEHEHMA KaXA0W 3noxu. B gaHHOW cTaTbe
paccMaTpmBaroTca ABe noctaHoBkM onepbl «Kbi3 Xnbek» — 2005 roga B Kazaxckom
HaLMOHaNbHOM TeaTpe onepsbl 1 6aneta uMeHn Abas (aanee — KasHTOB nmenun Abas)

n 2017 roga B [ocypapcTBeHHOM TeaTpe onepbl 1 6aneta «ActaHa Onepa» (aanee —
Teatp «AcTtaHa Onepa»). OHM OTHOCATCA K COBPEMEHHOMY Mepuoay, HO AEMOHCTPUPYHOT
pa3inyYHble pexmnccepckme NpoyuTeHus. Vix nccnegoBaHmne npeactaBaseT onpeseneHHbln
HayUHbI MHTEPEC C TOUKWN 3PEHUS TEHAEHLMN N3MEHEHNA MY3blKaNbHO-CLIEHNYECKNX
peLleHni.

Bonpoc noctaHoBKM onepbl cTan NpeAMeToOM akTUBHOIO Hay4YHOro AMcKypca
BO BTOpOU nosoBuHe XX Beka B CBA3N C AOMUHUPOBAHNEM PEXMNCCEPCKOM NO3ULIUN.

B LeHTpe BHMMaHMA 0Ka3aancb pasivuHble pexmnccepckme Noaxoabl: C OAHOW CTOPOHBI,
NHTepnpeTauunm, CTpeMALLMEeCA K COXPaHEHMIO aBTOPCKOro 3aMblC/1a KOMMNO3UTopa

n nnbpettncta (Abbate), c apyroi — NnoCcTaHOBOUHbIE peLIEeHNs, AEMOHCTPUPYHOLLME OTXOA,
OT NEPBOUCTOYHMKA B NOJIb3Y CYOBEKTUBHOM TPAKTOBKM, HepeaKo odopMAstoLLLencs

B KOHLLeNTyanbHbIV cnekTakab (Pavis; Levin). Takne nameHeHuns Bbi3Banu MHTEpeC
nccnesoBatenein K BOnpocam rpaHuL, MHTepnpeTaLmm, COOTHOLEHWS TEKCTa

N CLLeHNYecKoro BonsoleHus. B poccniickmx nccnesoBaHmnsax stm 0CO6eHHOCTH
N3/10XKeHbI, B YacTHOCTW, B Tpyaax bopuca MNokposckoro, EBreHns AkynoBa, leoprus
AHcumoBa, Jlnm Potbaym m ap. MpakTrkamum My3bikaibHOro Teatpa 0cobo noauvepkmBancs
MPWUHLMM, COTNIAaCHO KOTOPOMY KOMMO3UTOPCKNIM TEKCT CNY>XKUT OTNPABHOMN TOUKOM

AN GOPMMPOBaAHMA CLLEHNYECKOW KOHLLENLMK.

Onupascb Ha CIOXUBLLUMIACSA KOPMYC UCCNeA0BaHUM, NOCBALLEHHbIX ONEePHOMY
NCKYCCTBY 1 NpobiemaM CLLeHNYeCcKon MHTepnpeTaLmm, BKIYas Tpyabl,
paccmaTtpumBatowme onepy «Keiz XXubek» E. bpycmnoBckoro, gaHHaa paboTta HanpaB/ieHa
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Ha M3yUeHue 3BOIIOLUM €€ NPesCTaBNeHNI B YCIOBUAX MEHAOLLLErOCS KYIbTYpPHO-
NCTOPMYECKOrO KOHTEKCTa.
B cBA3M € 3TMM onpeaenaroTca caeayroLine 3agaun:
1. PaccMOTpeTb UCTOPUIO CLEHUYECKNX MHTepnpeTaumii onepbl «Kbi3 Xnbek»
C MOMEHTa €€ CO34aHunA J0 COBPEMEHHbIX MOCTaHOBOK.
2. BbIaBUTb XyA0>KeCTBEHHbIE U COLMOKYNbTYPHble GakTOpbl, MOBAUABLLME
Ha GopMMpOBaHME N pa3BUTUE NOCTAaHOBOYHOM TPaaMLMKN 1 cneumdurKy TPakTOBOK
B pa3Hble Nepuosabl.
3. Oxapaktepwnsosatb criektakam 2005 n 2017 rogos kak npumepbl TPAANLUMOHHOTO
1 COBPEMEHHOTO MPOYTEHMA', pacKpbIBatOLLME Pa3NyMsA B TBOPUYECKMX KOHLLEMLMSAX.

MeToabl

Ncxoasa 13 noHMMaHna onepbl Kak CUHTETUYECKOrO UCKYCCTBa, B UCCAeA0BaHUN

«Kbi3 XXnbek» kak NOCTaHOBKWN MCMOb3YyeTCA KOMMAEKCHbIN MOAXOS, YUNTbIBAOLLMM

MY3blKaJbHbIW, CLLeHOrpadUYeCcKnin, ApamMaTyprnyeckinia, UICMOAHUTENbCKNI aCcneKTbl.

[JaHHbIA MeTOoA CNoCcobCTBYET PaCKpPbITUIO KaXKA0ro KOMMOHEHTa B X B3aMMOCBA3M

n obecneymBaeT LLeNOCTHOE NOHNMaHME My3blKalbHO-CLIEHNYECKOM UHTeprnpeTaLuu.
cTopunKo-cpaBHUTENbHBIVM METOZ, MO3BOIAET PACCMOTPEThb CLLEHNYECKYH >KM3Hb

onepbl, onpeennTs GakTopbl, BAUABLUNE HA U3MEHeHUA B ee nHTepnpeTtauun. OH agaeT

BO3MO>HOCTb BbIIBUTb MPEEMCTBEHHOCTb MEXJAY Pa3/IMyHbIMM 3Tanamm CLLeHNYEeCKOn

UCTOPUM NPOM3BEAEHNA, @ TaKKe ONPeAeNNTb MOMEHTbI Ka4eCTBEHHbIX U3MEHEHWU B €ro

TpakToOBKe.

BbisBNEHNIO OCOBEHHOCTEN pexXmnccepckmx NOAXOAOB, UX TUMM3aLMK CNocobCTBOBa
TUMONOTMYECKMI METOS, MO3BOIMBLLUMIA MPOBECTN CONOCTaBUTENbHbIV aHaAN3 MOCTaHOBOK
M KnaccnduumpoBaTb UX B paMKax pas/iMyHbIX PEXMCCePCKMX CTpaTerni.

Matepuvanbl nccnegoBaHus BkaroyatoT knasmp 1981 roga, pykonucHeln knasmp 2016
roga, Buaeo3anucu cnektaknen ot 2 pespans 2012 roga B KasaHTOB nmeHn Abas
“ NpeMbepHOro cnekTakasa B Teatpe «ActaHa Onepa» ot 11 ¢pespana 2017 roga, a Takxe
apxuBHble MaTepuanbl LieHTpanbHOro rocygapcreeHHoro apxusa Pecnybankm KasaxcraH.

Pe3synbraTtbl n 06cy)kaeHne

NcTopus cueHnueckown xunsHm onepbl «Kbi3 XKnbek» o3HaMmeHoBanach pagom

npeacTaBieHnI, 60/blIas YacTb KOTOPbIX OblNa OCYLLECTBAEHA B COBETCKUI NEPUOL —

npwv xwn3Hu E. bpycrnnosckoro. B 310 Bpemsa popmMmnpoBanncb OCHOBbI CLLEEHNYECKON

WHTepnpeTaLMm, OPUEHTUPOBaHHbIE Ha 3aja4M NPOPEeCcCMOHaNbHbIX aBTOPCKMNX

HamepeHWI, a Tak>Ke B 3HaUNTENbHOW CTEMEHW Ha NAENHO-XYA0XKeCTBEHHbIE

yCTaHOBKM TOro BpemeHu. [Tocne cMepTn KOMMNO3MTOpa penepTyapHas Xu3Hb onepsbl

NpojoskKanacb, OfHaKo HOBble MOCTAHOBKM CTaAuN PeAKMMU U HTEPEC K MPOU3BEAEHNIO
B HonbLUEN CTeNneHW NoAjep>KMBanca

1 Mo TPaAVLIMOHHBIM NPOUTEHMEM MOHMMAETCS T ALMOHHBIM BOCADOM3B HveM
WHTeppeTaLys onepbl B COOTBETCTBUN C UCTOPUYECKM paanumo ocnpoviseeAeHne
CNOXMBLUUMUCA My3bIKaNbHO-CLIEHNYECKMMY YCTOSIBLUMXCA CLLEHMYECKUX BOMNOLLEHWIA.
W ApamaTypruueckumm Hopmamu. CoBpemeHHoe C .
npouTeHUe OTpaxaeT TBOPUECKyH, aBTOPCKYH YWECTBEHHbIN CABUT B NHTEPNPETaLUn
MHTEPNIPETALIIO NOCTAHOBILVIKA, BKAKUAIOLLYIO npov3BeAeHVs NpousoLlen B
N3MEHEHUA CLLeHNUeCcKol KOHLeNLMM, BU3yanbHOro
0hOPMAEHNA 1 My3bIKaNbHOW COCTABAAOLLEN. MOCTCOBETCKOE BPEMSA, KOrga naMmeHnnacb
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XYZLOXeCTBEHHasA 1 KyNbTypHasa noantmka ctpaHbl. Cnektakam 2005 1 2017 rogos
ABNAIOTCA Hanbonee NokasaTe/NbHbIMW NPUMepPaMu 3BONOLNN NPeACTaBAEHNA Onepbl
«KbI3 XXnbek», oTpaxkas coBpeMeHHble TeaTpasibHble NOAXOAbl, 06YCNOBNEHHbIE

KakK aKTyasbHbIMW TEHAEHLMAMMU, TaK U CTPYKTYPOU CaMOW onepbl.

Mpwn co3parHnm onepsbl «Kbi3 XKnbek» (1934) nepea E. bpycmnoBckmnm ctosna 3agava
OCBOEHWs OMEPHOrO XaHpa B Ka3axCkoW My3blKasbHOW KynbType. KomnosnTtop
CTPEMMUACA K TOMY, YTOBbl NpOn3BeAEeHNE BOCNPUHNMANOCh Ka3axCcKol ayAnTopuen
yepes MHTOHALMOHHO 6113KMI GONBKIOPHbIA MaTepman, YTo 06yCI0BMAO HaCbILLEHWe
onepbl HAPOAHbBIMMN NECHAMW U KoAMW. HaunHas cBoi NyTb B onepHOM >aHpe ¢ «Kbi3
XKnbek», bpycmnoBckmii 0coO3HaBan 0COBbIN CTaTyC JaHHOTO NPOU3BEAEHUA CPEAN CBOUX
AeBATn onep, co3gaHHbix B 1930-1960-e rogbl. HecMoTps Ha TO UTO Npou3BeaeHme
onpeaensanoch Kak ornepa ¢ MOMeHTa CBOEro nosABAEHMA N COXPaHAET 3TO XXaHPOBOe
0603HaueHVe B HacToALLee BpeMs, CaM KOMMO3MTOP MPOABAAA OCTOPOXKHOCTb
B OTHOLUEHWM NOAOHHON KaTeropmsaLmm, xapakTepusys cBoe TBOpeHmne
KakK «3THOrpapunyeckmii COoOpHUK» AN «NONYPPU U3 HaPOAHbIX NeceH» (bpycnnoBckuii
203). laHHOe aBTOpPCKOe camoonpeAeneHne packpbiBaeT OCOOEHHOCTV NPOU3BeAeHN S,
KOoTOpble 0603HauUN/IM OCHOBHbIE HaNpaBAeHMA B €ro My3blKabHO-CLLeHNYECKMX
peLleHmaxX Kak B Nepnoj Xn3Hnm KOMNo3nTopa, Tak 1 B NOC/IeAyroLW X TeaTpaabHbIX
WHTepnpeTauunax.

Cam bpycunoBckunin B nucbMe k AnekcaHapy 3aTaeBuuy nucan O CMeLUaHHbIX YyBCTBaxX
nocne npembepbl onepsbl: «CnekTak/b BbILLEN HEMAOXOW, HO, Ha MOW B3r/1ag, ycrnexa
y Wwmpokon nybavkm He nmeer. NMpuumnHa MHe noka HenoHsATHa» (Ep3akoBuu).

OH oTMeyan, uTo CcTpeMuacs n3bexatb «HarPOMOXAEHUI N Pa3HbIX UHTEANNUTEHTHOCTEN»
(Ep3akoBuy), TO €CTb U3NNLLHEN YCNOXHEHHOCTU MY3bIKaJIbHOTO A3bIKa, KOTOPas MOra
6bl 3aTPYAHUTb BOCNPUATME OMNEPbI MAaCCOBOM ayANTOPUEN.

HecmoTps Ha To uTO «KbI3 Xnbek» odumumanbHO cumTanm onepoin, bpycunosckui
He BUZEN 3HaYMTeNbHbIX OTIMYNIA B 3TOW NEePBON MOCTaHOBKE OT MPEXHMX CLLEeHNYECKMNX
npeAcTaBAEHUIA My3blKaabHOWN Apambl?: «[10 popMe OH Mano OTAMYAETCS OT MPEXHMUX
MOCTaHOBOK, W, BEPOATHO, KaYeCTBO 34€eCb UrpaeT oTpuLaTesbHyto ponb. [ornaanm,
yto ByseT ganblie» (Ep3akoBuny). Takum 06pa3om, onnpasch Ha COHCTBEHHbIE BNeYaTIeHns
OT MPEeMbePHOro CnekTak/aA U Y4nTbiBas MHEHUA COBPEMEHHNKOB, KOMMO3UTOP
onpezenvn Hanpae/ieHWe JanbHenlen paboTbl HaZ OCBOEHMEM OMEPHOrO XaHpa.

Co3paaHue crieymnanbHON aBTOPCKOM My3blkanbHOM pegakummn «Kbi3 XXnbek»

B 1944 rogy 66110 06YCNOBAEHO 3HAYNTENBbHBIM PAa3BUTUEM XYAOXKECTBEHHbIX
BO3MOXHOCTEN TeaTpa 3a NnpoluejLiee AecATUAETME, YTO MPUBENO K MOCTaHOBKE

1945 ropa. Poct npodeccmoHanibHOro YpoBHA Ka3axckoro onepHoOro UCKyccTBa

B 1940-x rogax NoATBEP>XKAAETCA PAJOM 3HAKOBbIX COObITMIA. MNMocne yyactus B MNepBoin
AeKaje Ka3zaxcKow amtepaTypbl 1 nckycctea B Mockse (1936) Habatoganocb 3aMeTHoe
OXXWBJ/IEHME MY3bIKaNbHOWN >XXN3HU

B Ka3saxctaHe (Imayo and Begembetova

243). Ha HOCﬂG,ﬂ,yI-OLLI,GVI TpeTbeVI 2 Otkpbithin B 1926 roay B Keizbin-Opge My3bikaabHO-
o JApamaTvyeckuniin TeaTp NpenMyLLecTBEHHO NPeACTaBas
A€Kaze My3bIKn pecny6nvu< CPeAHeVl npou3sBeAeHNs HaLMOHaNIbHON ApamaTyprum: «<EHank-
A3um n KasaxctaHa B TalukeHTe (1944) Kebek», <<BaVI6VILLIe-TOKf/'I», «KapaKoa»vM. Ay3308Ba3,
o «KbI3bln CyHkap» C. CendynnnHa, «MangaH»
Kazaxckum TeaTp ornepbl 1 6aneta B. Mainaunna v ap.
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NPOAEMOHCTPMPOBaN CyLLeCTBEHHOE MOBbILLEHWE NCMONHNTENbCKOrO MacTepCTBa.
YBenmumaca coctaB opkectpa TeaTpa. B Tpynny Bowav Monoable neBLbl, NOAy4YMBLLME
0bpazoBaHMe B Ka3axCKon cTyamn npyv MOCKOBCKOM roCyAapCTBEHHOM KOHCEPBATOPUN
nmenu M. U. Yankosckoro (banrann JocbimxaHoB, Puwat n Mycanm Abaynnmuel, LLaban
BelcekoBa 1 ap.).

Mocneaytowan pabota bpycnaoBckoro Hag onepoi cBA3aHa ¢ HeOHXOAMMOCTbIO
pefakLuun Npon3BeEeHNS B COOTBETCTBMU C ODULIMANbHON KyNbTYPHON NOANTUNKON
1950-1960 rr. B Te rogbl onepa fABUAaCb UHCTPYMEHTOM «3PHEKTUBHOWN rocyapCTBEHHOM
NOANTUKM B 061aCTV My3bikm» (Bnacosa 104). AGMUHNCTPATMBHbIE CTPYKTYPbI,
KypupyHoLme XyA0XKeCTBEHHbIE KONNEKTUBbI, KOHTPOANPOBaAU GOPMbl BblpaxeHWs
W cofep>kaHue My3blKaNbHON KyNbTypbl HaLMOHaAbHbIX pecnybauK, NbiTascb 0603HaUNTb
K/tOUeBble aCneKTbl HALMOHAIbHOIO CaMOCO3HAHWUA — NCTOPUYECKYHO NaMATb,
reHAepHbIe POAN N ITHUYECKYH MAEHTUYHOCTb (Shin; Abrahamyan; O'Connor 617).

Tak, B 1951 rogy Ha ypoBHe MapTUIHbIX 3acefaHunii 6bi10 CPOKYCMPOBAHO BHMMaHWe

Ha AeATeNbHOCTM Ka3axCKOro OnepHOro Teatpa M OTMEYEHO, UTO CreKTak/au NOBeCTBYHOT
«O MPOLUNOK XU3HM Hapoga» (ToHuapoBa 80). Onepa «Kbi3 XXnbek» npnBoamnach

B NPUMep Kak «MAeanm3aLma nepBobbITHOro KoueBba», «deoAanbHO-NaTpnapxasbHOro
N xaHcKoro 6biTa» (83). Kpome 3T0ro, My3bikasibHas CTOpOHa ornepbl bblna oTMeyeHa
PAZAOM HeAO0CTAaTKOB: Masioe KOJIMYEeCTBO XOPOBOTO MeHUs U OTCYTCTBME aHcambien (85).
Kputnkamm npsamMo KoHCTaTMpoBanacb HEOBXOAMMOCTb CyLLLEeCTBEHHOW nepepaboTku
onepsl. [Mocne cepbe3Hbix 3amevaHuii B gekabpe 1951 roga onepa «Kbiz Xnbek»

6blna cHATa C penepTtyapa, U AN NPOAOIKEHUA ee CLLEHNYECKOW XN3HM NoABUAaCh
06BbEeKTMBHAs HEOBXOAMMOCTb B HOBOW pesakLmu.

TpeTbs aBTOPCKasA pedakums, co3gaHHas B 1954 rogy ¢ yueTom KpUTUYECKUX
3aMeyaHuin, nerna B ocHoBy cnekTtakas 1955 roga. Co3gaHve HOBOM My3blKaibHOW
peaakumm Hauyanocb ¢ nepepaboTkmn nmbpetto. OCHOBHOW aBTOp NMbpeTTo abuT
MycpenoB coBMecCTHO ¢ pexunccepoM KypmaHbekom xkaHaapbekoBbIM BHECN
KOPPEKTUBBI B TPAKTOBKY LLeHTPasIbHbIX MEePCOHaXeW, CTPEMACh He akLLeHTMPOBaTb
BbICOKUI COLManbHbIN cTaTyc TonereHa n XXnbek B cnoBecHoM psige. [JaHHbI NOAXOZ4
NpuBEN K XyA0XXEeCTBEHHOMY NPOTMBOpeUMto B noctaHoBke 1955 roga. HecmoTtps
Ha U3MEHEHWA B TEKCTE, POCKOLLHbIe KOCTHOMbI [1aBHbIX FrepOeB MPOA0/KaaM
BM3ya/lbHO MOAYEPKMBATb UX MPUBMIETMPOBAHHOE MONOXEHME U BbIAENATb U3 06LLero
CLEHNYECKOro OKPY>XXeHMA.

CtpemneHne nMbpeTTMCTOB 3aByaanpoBaTh COLManbHY0 NpobiemMaTunky Takxe
OTPa3nioCh B CLLEHNYECKOM 0POPMAEHMN BTOPOro AeNCTBMSA. B oTanumne ot npeabiayLimnx
CLEHNYECKNX BOMIOLWEHUIA, MPU BbICOKOM COLMaAbHOM NMOOXEHUN xaHa ba3apbas,
ybpaHCTBO CLeHbl n3obpaxkano begHoe KoUeBbe.

Vi3MeHeHns B My3blKabHOM TeKCTe B TPETbEW pesaKkLum onepbl B3aMMOCBA3aHbl
¢ 06bHOBNEHMAMW B IMBPETTO M OblIM BHECEHBI B PaMKaX OTMEYeHHbIX He40CTaTKOB.
YBenmueHne My3bikasbHOro MaTepuana B HOBOW pegakLmm Bblio CBA3aHO C NpUAaHNEM
MY3blKaNbHOMY TEKCTY pa3BMBatOLLMX CBONCTB. bpycMnoBCKkunin BHEC B ee CTPYKTYpYy
3NemMeHTbl cuMpOoHM3aLmm (cLeHbl TaHueB «Laly» 13 BToporo aencremsa, «AnTbl Ka3»

N3 TPETbero AencTeums, apmo3o TonereHa ns TpeTbero Aencreuns). Takxxe O6blan BBEAEHbI
XopoBble pasgenbl («XKactap xXaHbl Xaw TanTbl...») MeXAY CONbHbIMU HOMepamu
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rnaBHbIX repoes. CyLecTBeHHble M3MEHEHWNA KOCHYNCH cueHbl «CoH XKnbek».
[ns ee cueHMYECKOro pas3BMTMA KOMMO3UTOP BKAOUMA HaneTHOe afaXkmo Ha OCHOBE
necHu «TonKbIMa».

Mocne otbe3aa E. bpycmnosckoro B Mocky (1969) n ero cmeptu (1981) pabota
Haz onepoi «Kbi3 XXnbek» npogoixuaacb B paMkax aBTopckon pegakumm. OgHoum
M3 HUX CTaN CnekTakab pexuccepa banranam [locbimxaHoBa, NpeMbepa KOTOPOro
coctoanack B 1984 rogy B KasaHTOB nmeHu Abas. [laHHaa noctaHoBKa 6bina obycnoBaeHa
HeckonbkuMu dpakTopamu. Bo-nepsbix, OHa Obla OpMeHTMPOBaHa Ha HOBYHO Maessy
npodeccnoHanbHblx onepHblx nNesuos (Hypxkaman YceHbaeBa, Mypat LLlanabaes,
bakbimxaH CkakoB) (MykaH 44). Bo-BTOpbIX, BepHyAacb NepBOHaYabHasa TPakTOBKa
06pa30oB rnaBHbIX repoeB. Takaa aTHorpabryeckm OpMeHTMpPOBaHHasa MHTepnpeTauma
B PEXMCCEPCKOM PELUeHUN CTana BO3MOXHOM nocne «oTtrenenn» 1960-x rogos.
My3blKanbHbI/ TEKCT ONEPbl, OCHOBaHHbLIM Ha pegakumnmn bpycunosckoro 1954 roaa, 6bin
coxpaHeH 6e3 3MeHeHWNI, B TO BpeMs Kak pexunccepckas koHuenumsa b. locbimxaHoBa
npeAcTaBuaa HOBYHO CLEEHNYECKYHO BEPCUIO, Peaan30oBaHHYO B paMKax aBTOPCKOro
3amblcna.

OgzHako OHa noslyunna psjg KPUTUYECKUX 3aMeyaHnin, B TOM Yncae 1 oT aBTopa
nnbpetto I'. Mycpenoga. MNpu3HaBas AOCTUXKEHUS AAaHHOW NOCTAHOBKMW, OH OTMETUA
HeobXxoAMMOCTb AOMONHUTENBHOW NOArOTOBKM apTUCTOB C pexmnccepom. Mo ero MHeHuto,
OAHOW yCMNEeLHO UCMOAHEHHOW UHANBUAYANbHON POIbE0 HEBO3MOXXHO MOJHOCTbIO
YAYULLNTb XYA0XeCTBEHHOE KavyecTBO cnekTakna (MykaH 45).

K pexxunccepcknm HepelleHHbIM NpobaeMam, BbiTeKatoLWw MM HENOCPEACTBEHHO
13 My3blKaJIbHOrO MaTepuana onepsbl, IMOPETTUCT TakxKe OTHEC Pa3PO3HEHHOCTb
TaHUEBalbHbIX HOMEPOB MO OTHOLUEHUIO K Pa3BUTUIO CHOXKETHOM ANHUN. MNogyepkmBas
3HayeHwue TaHUa B HaLMOHanbHOW onepe, MycpenoB ykasblBaa Ha ApaMaTypruyeckyto
HeybeanTeNIbHOCTb OTAE/bHbIX XOpeorpapuueckmx CLeH, Takmx kak «XXambbl aty»

n «CoH XKnbek», n HeobxoammocTb nx obHoBaeHns (MykaH 45). MoctaHoBka 1984 roga
noa pykoBoacTBoM [loCbIMXaHOBA, CTPEMUBLLAACA COXPAHWUTb MPEeMCTBEHHOCTb

MO OTHOLLEHWMIO K KNacCMYeckor Bepcum, OAHOBPEMEHHO aKTyann3npoBasa BHyTPEHHNE
NPOTMBOPEUUS, 3a/IOXKEHHbIE B €€ KOMMO3ULMOHHOW U XXaHPOBOW CTPYKTYpe.

Cnepyrowmia atan cueHndeckon nctopmm «Koiz Xnbek» oxsatbiBaeT NOCTaHOBKY
2005 roga, 0603HauMBLLYHO HOBbIV MOAXOZA K OCMBICNEHMIO K1aCCUYECKOTO Hacneaus,

n Bepcuto 2017 roga, peanr3oBaHHYHO € y4acTMEM MEXAYHapOA4HOro TBOPYECKOro
konnektna. Oba NpeAcTaBAEHMA OTKPbIBAOT COBPEMEHHbBIN NEPUOA B MHTeprnpeTaLmm
onepbl, XapakKTepPU3yLWMINCA MOMCKaMM HOBBIX XyAOXECTBEHHbIX pPeLleHWN.

[o 2005 roaa B KaaHTOB nmeHun Abas ncnonHsnace noctaHoska b. locbimxaHoBa.
K 100-neTtuto kasaxckoi onepsbl Hbi1a NOAFOTOBAEHA HOBas BEPCUS NMOA PYKOBOACTBOM
pexwuccepa Madumza EcumoBa, npeMbepa kKoTopon coctosnack 8 agekabps 2005 roga.

OH nogyepkmBan, UTO COXPaHUI HEM3MEHHbBIMM KakK My3blKabHbIN, Tak U 1MTEPaTypPHbIN
TEKCT Npoun3BeAeHus.

BHe 3aBMCMMOCTM OT HEKOTOPbIX PEXMCCEPCKMX HOBLLECTB aBTOPCKUN My3blKaabHbIl
MaTepman MCNosb30BaH NocieAoBaTesbHO. VckntoueHme coctaBaatoT paHdapbl
N OPKeCTPOBbLI HOMep «bypsi» BO BTOPOM AENCTBUN. B JaHHON NocTaHOBKe pexxuccep
obpatuicsa K nepBoHaY4aNbHOMY 3aMblC/ly KOMMO3UTOPA, BBEAA Pa3roBOPHbIE ANANOTIK,
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HamoMWHaBLLME O CBA3M Ka3axCKOW onepbl C MPaKTUKOW My3blkaabHO-ApamMaTnyeCcKnx
cnekTaknen. MpeeMcTBEHHOCTb C NPeAbIAYLLMM CLLeHNYECKMM OMbITOM NMPOABAAETCA
Tak>Xe B 3HaYMTENbHON POAUN TaHLEBa/IbHbIX HOMEPOB.

OcobeHHOCTb My3blKa/bHO-CLLEHNYECKOTO peLleHns CBA3aHa C pOMaHTM3aLmen
3NNYecKoro croxeta n obpasos. CueHNYeckoe peLleHre XxapakTepu3yeTca CTaTUMHOCTbHO:
KOIMYECTBO MMU3AHCLIEH N ABUXKEHWS apTUCTOB OblNM OrpaHUYeHHbIMY, YTO 0ByCNOBAEHO
Kak cneundukon My3bikanbHOrO MaTepurana, Tak U pexmnccepckum ctpeMaeHnem
K 3N1MYecKkoMy MOBECTBOBAHUIO.

MNMoctaHoBska . EcumoBa npeasoxuna HOBOe BM3yabHOe peLleHne crekTakas.
[Aexopauunn xyaoxHmka OpbiHH6acapa XXaHbbIpLureBa OTIMYaOTCA MUHMMANIN3MOM,
CO3/al0LLMM MPOCTPAHCTBO A/ Pa3BUTMA ANNYECKOro AencTBus. Pexxunccep cosHaTenbHO
OTKa3ancs oT 3THorpaduueckon getanmsalmm B NoAb3y NO3TUYECKOW CUMBOJMKW:

Ha CLleHe JOMMHUPYET NPUPOAHBIA NaHALWAdT, INLLIEHHbIA ObITOBbIX NOAPOBHOCTEN.
B nepBOM feACTBUM LIEHTPaNbHbIM 3/1IEMEHTOM CTaHOBUTCA ronyboe 03epo Ha 3ajHeM
naaHe (cm. puc. 1) — No3TMYecknii 06pas, BONIOLW AWM 1ebefNHY0 CUMBONKY
UYNCTOTbI M BEPHOCTU, KNKOUEBYHO A5 CHOXKETa onepbl.

Elena Petrova 3 [f3 ) PetroPhoto.kz|

Puc. 1. CueHa 3HakomcTBa Xnbek n TonereHa (1 genctaue). Pexxuccep ladpus Ecumos.
KazHTOB nmeHun Abas. 2005. PoTo EneHsbl MNeTposoin. 2017.

[JexkopaLusa nepBoro AencTemA NOBTOPAETCA B YETBEPTOM AeNCTBUN. Tparnyeckyro
pa3BA3Ky Apambl n306pa3nTenbHO NepesatoT BONHbI CMMBOMYECKOro obpasa o3epa.
O6HOoB/IEHVEM XYA0XKECTBEHHOTO PeLLeHMs CNeKTakasa CTaso NosBaeHne B AeKopaLmax
ronybokynoabHOM MeyeTn C MMHapeTOM, CMMBOIN3MPYIOLLEN OCceaioe Hauyano
B TPaAVLIMOHHOM KOYEBOM MUpE.

CueHa BTOpOro aenctsua B fome basapbas nonyumna ocoboe opopmneHune B Buge
OTKPbITOW FOPTbI C MaclITabHbIM LWaHbIpakoM. B LieHTpe pacnonoxuaca amdureartp,
OKPY>XEHHbIN KONOHHaMK Mo Tpem CTopoHam (cM. puc. 2). Vix ncnonb3oBaHune npuaasano
MPa3AHNYHOCTb N TOPXKECTBEHHOCTb aTMOCHEpPBI B TOH 3BYyYallleln My3bIKe.

Nutepnpetaums I'. Ecumoa 2005 rosa npeacraBaseT co60iM BaXKHbIN 3Tan B 3BONOLMM
cueHmnyeckunx TpaktoBok onepbl «Kbi3 XKnbek». CoxpaHas TpagnLMOHHOE NPOYTEHNe,
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Puc. 2. OpopmneHme cueHbl Ko BTOpoMy geicTeumto onepsbl «Kbi3 XKnbek». MoctaHoska Madursa Ecumosa.
KazHTOB nmeHun Abas. 2005. CKpMHLLOT 13 BMAeo3anuncu cnektakns ot 2 ¢espans 2012 roga.

OHa B TO Xe BpeMs aKTyaansmpyeT CroXeT, Npubamxkas onepy K COBpeMeHHOMY
Bocnpuatuo. Ecan b. locbiIM>XKaHOB 3a/i10XWa OCHOBbI A/1A NepecMoTpa
pernameHTMPOBaHHbIX COBETCKMUX TPAKTOBOK, TO . ECMMOB pa3Bua 3Ty TeHAEHL IO,
co3gaB 60see MHOrOrpaHHyr 1 MCTOpUYeckn 0OBOCHOBAHHYHO CLIEHNYECKYH BEPCUIO.

Tpaanumnmn nepeocmbicneHmns u npuobuermns «Koiz Xnbek» K ctaHfapTaM OMepHOro
>aHpa C y4eTOM COBPEMEHHbIX TeaTpasibHbIX TEHAEHLMIN N 3pUTENBCKUX NPEANOYTEHNIA
NPOAOIKNANCE TBOPUYECKMMUM KONNEKTUBAMU APYTnX TeaTpoB CTpaHbl. B 2017 roay Teatp
«AcTtaHa Onepa» npeacTaBuA MPUHLMMNMANABHO HOBYHO NOCTaHOBKY onepbl «Kbi3 XXnbek»,
NPW3BaHHYHO CO34aTb MNOJHOMACLUTabHbIV cnekTakab. OCHOBOM A/1A 3TOrO CLLEHNYECKOro
NpouTeHMA CTana My3blKasbHas pesakunsa NPOV3BeAEeHNSA, NOAroTOBEHHas
avpwxkepom Ab3anom MyxuTamMHOBBIM. TBOPYECKYHO Tpynny BO3rAaBuA NpUraalleHHbIn
poccuiickmii pexxnccep Muxaunn MaHaxkaBuase, KOTOpbI paboTan B COTPYAHUYECTBE
C Ka3axCTaHCKMMU XyAOXHUKaMu-cLeHorpadamu Masnom JparyHosbiM 1 Codben
TacmarambeToBOM, UTO 06ecneunsio cMHTE3 3apybexXHOro NPOPeCcCMoHaNbHOTO OnbiTa
1 rnyboKOro NOHMMaHUA HaLMOHaNIbHOW crieundurKm Npon3BeAeHs.

Pexxunccepckas koHuenumsa M. MNaHaxxaBua3e onvpanacb Ha TWaTesbHbIA aHanmn3
napTuUTypbl N cobatosana aBTOPCKUIM 3aMbicenl 6e3 BBEAEHNA LOMONHUTENbHbIX
NHTepnpeTaunoHHbIx cnoes (HekpacoBa). B noctaHoBke «Kbi3 XXKnbek» OH coxpaHumn
NCXOAHYH BEPCUIO CHOXKETA C MCTOPUYECKM TOYHBIM BPEMEHEM U MECTOM AEeNCTBUS,
COCPeaoTOUMB yCMANA Ha Npeobpa3oBaHNN NPOU3BEAEHMA B MOJHOLLEHHYIO OMepy,
OTBEYAIOLLYHO COBPEMEHHBIM TeaTpaibHbIM TpeboBaHMAM. Takum obpa3om, bbiin
HahAeHbl Te CPeACTBa M BO3MOXHOCTH, KOTOPble HblI HAMeYEeHbl B TBOPYECKMX MOMCKax
E. BpycnnoBCKOro B OCMbIC/IEHNM OMEPHOrO XXaHpa B KOHTEKCTE HaLMOHabHOro
MY3bIKalbHOro NckyccTBa. [na peaansaunm JaHHOTO 3ambicaa KatoYeBbIMM dakTopamu
CTann HOBas TPAKTOBKa NMepPCOHaXxew 1 cLueHorpaduyeckoe peLleHme.

B HOBOW MHTepNpeTaunmn LEeHTpabHbIX NepcoHaxen — TonereHa, XXnbek n bekexaHa —
pexuccep akLeHTMPOBaa BHUMaHWE Ha BHYTPEHHEM KOHOANKTE M MCUXONOrMYECKON
MOTMBALMM, OTKa3aBLUNCh OT TPAAULIMOHHOTO AeNeHNA Ha NMONOXKUTENbHbIX
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N oTpuuaTtenbHblx repoes. baarogapsa asTomy noaxoay obpasbl 06penr MHOronaaHOBOCTb
N fpamaTMyeckyro Bblpa3ntenbHocTb. O6pa3s TonereHa bbin NepeocmbICaeH

KakK AeMCTBEHHbIA NepPCOHaX, CMOCOOHbIN K BHYTPEHHeN 6opbbe 1 CONPOTMBAEHNUIO
BHELLUHEeMY JaB/eHMIO.

O6pas bekexxaHa NONy4YMA NCUXONOTNYECKN YrayONeHHY0 TPpakToBKY. Bmecto
NpeXHero x1aZHOKPOBHOIO aHTaroHWUCTa OH NMPeACTaBAeH 3MOLMOHANbHO HECTabuabHbIM
YesI0BEKOM, YbsA HaBA3uMBan Nt060Bb K XXnbek NpnBoanT K TparnyeckmmM nocneAcTBUAM.
B nHTepnpetaumm MNaHa>aBra3e repori OCO3HaET COAEAHHOE, packanBaeTcsa 1 B puHane
nepexunBaeT BHYTPEHHWUI Kpax, YTO NpuAaéT obpasy ApamMaTnyeckyto MHOTOCIONHOCTb.

[na MHOrorpaHHoro packpbitis obpasa Xunbek pexumccep MCNob30Ban
BMAEOMPOEeKLMIO, BU3yalbHO COOTHOCH €€ SMOLMOHaNbHbIe COCTOSHUA C NPUPOAHBIMU
MeTapopamu: BeCEHHee LBeTeHME — C PaZoCTbi, JOXAb U MpayHoe Hebo —

C TpeBOrou. B KoHLenLmMm NocTaHoBLLMKa reporHsA NpruobpeTaeT cakpasbHbIW CTaTyC,
YTO NOAYEpPKMBAETCA €€ CMMBOIMYECKMM MNPUCYTCTBMEM Ha cueHe. PuHan onepsl,
COMPOBOXAAEMbI BUAEOPALOM 3UMHErO MNer3axa, MHTeprnpeTmpyeTcs kak MeTadopa
yTpaTbl 1 Nepexosa B MHYH peanbHOCTb («[1OCTaHOBLLMK OnepbI»).

CueHorpadus, cooTBeTCcTBYIOLWaA KoHuenummn M. MNaHgxasunase, obbeamHana
3pPeNvLHOCTb 1 3THOrpaduryeckyo CTUAN3aLMIo, YCUANBAS XYA0XKECTBEHHYHO
BbIPa3nTeNbHOCTb CneKkTakaa. [TpocTpaHCTBEeHHaa opraHun3auna cueHbl bbiia pasgeneHa
Ha TPW CaMOCTOATENbHbIX KOMMO3MLMOHHBIX 610Ka: XONMMCTas MECTHOCTb, XaHCKMNM
ABOpeL, 1 CTenb, YCTAaHHasA LBETYLWMMN MakaMnu. TO feNeHne BU3yaabHO OTpaXkano
K/JtOUeBble MOBOPOTHbIE MOMEHTbI ApaMaTyprum 1 cnocobcTBOBaAO NOrMYeCcKoMy
Pa3BUTMIO CLLEHMYECKOro MOBECTBOBAHMSA.

OdopmieHVe NepBOro AeVCTBUA COAENCTBOBAIO PACKPbITUIO HOBOW MHTEpRpeTaLmm
obpaza Xunbek, a TakKe NPeaCcTaBAEHNIO KOYEBOTO BbiTa N KY/IbTYPHbIX TPaAULUIA
Ka3axCKoro Hapoga. B atom genctBum 6b1am 3akntoueHbl ABa LLeHTPaabHbIX 3N13o4a:
BCTpeya XKunbek ¢ bekexxaHom, npeaBeLatowas 6yayLnin KOHGANKT, U €€ 3HAaKOMCTBO
¢ TonereHoMm, NONOXKMBLLEE HAaYaN0 UX NFOOOBHOW NNHUM (CM. puC. 3).

Puc. 3. CueHa 3HakomcTBa Xnbek n TonereHa (1 genicteme). MoctaHoBka Muxanna MaHgyxkaeuaze. 2017.
WNcroununk: OduumanbHas ctpaHuua «ActaHa Onepa» B Instagram, 6 Hos6psa 2023,
instagram.com/p/CzTbaOvIRNu/. [lata goctyna 10 aBrycra 2025.
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AHanornyHblM o6pasom cueHorpadms BTOPOro AerCTBUA CKOHLEHTPMPOBaHa BOKPYT
nepcoHbl basapbas, oTua TonereHa. MaccvBHble AekopaLmmn CpeAHEeBEKOBOTO ABOpLLa
C BbICOKMMWN KaMeHHbIMW CTEHaMV 1 BHYTPEHHMM 3a10M OANLETBOPAAN HoraTcTtBo
1 Besn4me xaHa. [pn CTaTMYHOCTM CHOXKETHOIO PasBUTUA 3PENNLLHOCTb CReKTaks
obecneunBanacb AMHAMUYHBIMU MU3aHCLEHaMK, OTPaXKaroLWMMKM 31eMeHTbl bbiTa —
TOProBas Ha BOCTOYHOM 6a3ape, KOBKa MeTanna, M3roToOBNEHME LaHbIPakoB U Ap.

BHyTpW ABOpLa, B KONOHHOM 3ase, yKpalleHHOM KanutensMu 13 rosoB apxapos,
NPOXOAMA LePeMOHMaNbHbIA MapLl MONOAbIX BOMHOB Nepes BOCCeAaBLUMM Ha TPOHE
baszapbaem (cm. puc. 4). PazBepHyBLIaACA nepes H1UM urpa «XKambbl aTy» (CoCTA3aHne
NYYHVKOB) NpepBasiacb METKMM BbICTPesIOM bekexaHa, Ybe nosBaeHMe HapyLLIMAO
TOP>XKECTBEHHOCTb CLiEHbI 1 3aBEPLUNIOCh OTKa3oMm bazapbas B cBaTtoBCTBe Tonereny.

Puc. 4. CueHa Bo gBopLe xaHa ba3sapbas (2 gerictBue). NMoctaHoBka Muxauna MaHaxasuaze. 2017.
WNcrounmk: OdurumanbHas ctpaHmua «ActaHa Onepa» B Instagram, 6 Hos6ps 2023,
instagram.com/p/CzTbaOvIRNu/. flata goctyna 10 aBrycra 2025.

[encTBne TpeTbero n YeTBEPTOro akTOB Pa3BOpaYMBaeTCa B CTEMNW, MOKPbLITON anbIMu
mMakamu. CueHnyeckoe opopMaeHme BbIMONHEHO MUHUMANNCTUYHO, C UCMOAb30BaHMEM
aTpMBYTMKM CO CKPbITBIM CMMBOJIM3MOM. Tak, APKO-KpPacHOe MakoBOe Moje B LieHTpe
CUEHbI, HaMOMMHatoLLee LBET KPOBU, CUMBOAN3NPYET NPUBANXKEHME TPArnyeckom
pa3Basku. OANHOKOe 3acoxLlee AepeBo CTaHOBUTCA MeTadopol yTpaTbl 1 pa3pbiBa
no6Bu TonereHa n Xnbek. XonM ¢ KaMeHHbIM MaMATHUKOM UHTEPMNPETMPYeTCS
Kak anneropmyeckoe Mecto Ux CUMBOANYECKOro norpebeHuns. BusyanbHoe peleHune
ABYX NOCNEAHWX aKTOB MOAYEPKMBAET ApamMaTn3aM GuHana 1 yCManmBaeT SMOLIMOHaNIbHOE
BO3/EMCTBME TParmyeckoro ncxoaa. Takum obpasom, aHanuns npesnpuHaTbIX
cueHorpadpunyeckmx pewenui cnektakna 2017 roga no3BOAWUA YCTaHOBUTb, YTO €ro
KoHLenuma 6bina paspaboTtaHa C yueTOM Kak NCTOPUYECKON LOCTOBEPHOCTH,

Tak W XyL,0XEeCTBEHHOW 3KCMNPEeCccum, NO3BONMBLLEN MaKCUMaNbHO NMOJHO Nepeaathb
atmocdepy TOW NoXM.

My3bikanbHasa pegakumsa A. MyxutamHoBa 6bi1a OpraHMYHO COOTHeCEeHa
C PEXMNCCEPCKON KOHLIENLUMEN 1 cLeHorpadmyeckmmM peLlleHmemM, CnocobCTBys
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$GOpPMMPOBAHUNIO LLEENOCTHOTO XYAOXECTBEHHOIO MPOCTPaHCTBA NOCTAaHOBKN. PaclunpeHne
MY3bIKa/lbHOrO MaTepvana B NEPBOM 1 BTOPOM JeACTBUAX 0becrneyunno HenpepbIBHOCTb
MY3bIKa/JlbHOTO Pa3BUTUA N YCUEHWE ayANOBU3YabHOW BblPa3UTEIbHOCTN CMEeKTaKAA.

K npumepy, Ha4yano nepBoro AencTBnA OTKPbIBAETCA HOBbIM MY3blKalbHbIM

MaTepranom — moamTeon «CybxaHa3nib», 3a KOTOPOU cneayeT TPEXKPaTHOe NOBTOPEHME
HoMepa «KoLl KepyeH», OpraHMYHO COMpPAXEHHOrO CO CLEHOW KoyeBbA. Bo BTopom
AEeVCTBUM BBEAEH HEABTOPCKUIA MaTepunan — daHdapHOe NpoBeseHne TeMbl Ha OCHOBE
necHu «Antban» bup>xaH cana KoxarynoBa, MONOXEHHbI B OCHOBY MOHYMEHTa/IbHOM
CLleHbl OTKpbITUS BOPOT ABopua. MNMocneaytoulee daHdapHoe BCTyNAeHNE Y MeAHbIX
AyxoBbIX (kepHes) u3 «fonoca Asnm» Aguna bectbibaeBa cTano Npu3bIBOM K MPOBEAEHMIO
TOP>XXECTBEHHOr0 MapLua MOJIOZbIX BOUHOB.

B TpeTbem AencTBmmM, HaNnpPoOTMB, COKpaLLeHne My3blKalbHOrO COAep>KaHmsa OTpasno
N3MeHeHVe ApaMaTyprnyeckmnx akLLeHTOB 1 CTPEMIEHNE K NAKOHWYHOMY U3/IOXKEHMIO
cobbITnin. B pesynbtate nepepabotka NapTUTypbl CNOCOBCTBOBANA YCUIEHNIO
ApamaTMyecKoro HanpsXXeHus, MaclITabHOCTN CLUEHNYECKUX 3MU3040B U NPUOBLLLEHNIO
K COBPEMEHHbIM TeaTpaibHbIM TEHAEHLMAM.

CnekTtaknb 2017 roga AEMOHCTPUPYET COBPEMEHHbBIN MOAXOA K CLLEHUUYECKOMY
BOTMJIOLLIEHNIO, CYLLLeCTBEHHO OTXOAALLMI OT YCTOABLUENCA TpakToBKM onepbl «Kbi3
XKnbek». NepeocmbicneHHasa MHTepnpeTauma ABMAaCk pe3ybTaToM npouecca
OCBOEHMSA XXaHPOBbIX 3aKOHOMEPHOCTEN onepsbl. ViccnegoBaHne nokasano, Yto JaHHas
NMOCTaHOBKa OT/IMYAETCA OPraHWYHbIM B3aUMOZAENCTBMEM CEAYIOLNX 31IEMEHTOB: MY3bIKU
W CLEEHMYECKOrOo AeCTBUA, IMOLMOHANBbHOCTN 1 3PEANLHOCTH, MPOCTPaHCTBEHHOCTH
N KPaCOYHOCTU, MEHUA N aKTEPCKOTO ABUXKEHWNSA, BOKAJIbHOTO U MHCTPYMEHTa/IbHOTO,
CO/IbHOTO 1 aHcamMbneBoro, CcMMGOHNYECKOTO 1 XOPOBOrO NUCMOAHEHNA. B KOHTekcTe
cueHmnyeckon nctopum «Koiz XXnbek» 31a Bepcusa ctana ybeantenbHbIM NOATBEPXKAEHMEM
BO3MO>HOCTN COBPEMEHHOM TPAKTOBKMN HaLMOHAIbHOTO K1aCCUYECKOro Hacleaus.

3aknroueHune
M3yueHmne asontoumm onepbl «Kbiz XXnbek» OT ee co3gaHNA 0O COBPEMEHHbIX
CLEHUYECKNX BOM/IOLWEHW NO3BONAET CAENaTb PSAJ BbIBOAOB O Pa3BUTMM Ka3axckoro
onepHoOro nckycctea. Bo-nepsbix, nccnesoBaHne AeMOHCTPUPYET CNOXKHbIN
M NPOTUBOPEUMBBIN NpoLecc TpaHchopMaLMK TPAANLNOHHOTO GONbKIOPHOTO
MaTepuvana B akajeMuueckyto onepHyto dopmy. MNepBoHayanbHas Bepcus
E. Bpycunosckoro 1934 roaga, co3saHHas B KOHTEKCTE COBETCKOW Ky/NbTYpPHOW
NOANTUKK, NPeACcTaBasna coOboM KOMMPOMUCC MeXay TpeboBaHUAMN NAE0NOTUYECKOM
L,enecoobpazHOCTU 1 XyAOXKECTBEHHOW LLEHHOCTM HaLMOHaIbHOIO HacieAms.
Komno3untop cymen coxpaHuTb MesIoaNYecKyto OCHOBY Ka3axckoro ¢oabkaopa,
OAHOBPEMEHHO aZanTnpys ee K eBPONENCKMM OMNePHbIM KOHBEHLMSAM, YTO 3a10XKUI0
OCHOBbI AN5 JaNbHENLLIEro pa3BmTmA XaHpa.

Bo-BTOpbIX, aHaNM3 NOCTaHOBOK Pa3HbIX MEPUOAOB BbISBAAET YETKYHO TEHAEHLMNIO
K MOCTENeHHOMY OCBOBOXAEHWIO MPOM3BEAEHMA OT UAEONOTNYECKUX HAaCOeHNI
N NPUBANXKEHMIO K NOANNHHO onepHon ¢opme. CueHnyeckas Bepcus b. [locbiMxkaHoBa
CTana nepesioMHbIM MOMEHTOM B 3TOM NMPoLecce, UHULUNPOBAB MepPexos OT HAPOAHO-
NeceHHOM MaHepbl UCMOJHEHUA K aKaZeMUYeCKOMY BOKaIbHOMY CTUII0. Pexxnccepckue
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peweHuns . ECMMOBa pa3Buamn 3Ty TEHAEHLNIO, MOAYEPKHYB YHMBEPCaAbHble
yenoBeYeckme CMbICbl U MCUXONOTNYECKYHO TNYy6MHY 06pa3oB, UTO MO3BONNO
NPOV3BEeAEHMIO BbINTW 3@ paMKM 3THOrpaduyeckon cTuansaumm.

B-TpeTbux, cnektaknb Teatpa «ActaHa Onepa» 2017 roaa npeactaBaseT KayeCTBEHHO
HOBbI 3Tan B cLieHn4Yeckon nctopun «Kbiz XXnbek», 4EMOHCTPUPYS BO3MOXHOCTU
TBOPYECKOro NepeoCcMblCIeHMA HAaLMOHAAbHOrO ONePHOro Hacneama. My3bikanbHas
pesakumna A. MyxutamHoBa u pexxumccepckoe pewwenme M. MNaHaxasnase cosganm
nosHoMacwTabHyo onepy B KNacCMUYECKOM MOHUMAaHWK, OPraHNYHO 06beANHUBLLYIO
ayTEHTUYHOCTb HaLMOHaAbHOW TPajMLMN C COBPEMEHHbIMU TPpeBOBaHNAMM
My3bIKaJIbHOrO TeaTpa.

Taknm obpazom, «Kbi3z XKnbek» MOXHO paccMaTpuBaTb He TOIbKO KaK BblgaroLeecs
npoun3BeAeHMe Ka3axCKoro OnepHOro UCKYCCTBa, HO U Kak 3HaYMMbIA CUMBOA KY/bTYPHOW
NpeeMCTBEHHOCTM 1 TBOPYECKOro obHoBeHuA. ViccnesoBaHve ee CLLEEHNYECKOW MCTOpUK
OTKpbIBaeT NepcrnekTMBbl A1 AaNbHENLIErO N3yUYeHNs My3blKalbHO-CLEHUYECKMX
pefakLunii APpYTrnx KazaxcKnx onep, oTpakatowmx AMHaAMUKY N3MEHEHWNIA NX TPAKTOBOK
N 3pUTENBCKOrO BOCIPUATUA.
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[Nf LMTUPOBAHUS CadueBa, XaHenb, 1 PaywaH [pxymaHunasoBa. «41o obLiero y Mysbiku n VIA?
Ynpasnsemas reHepaTMBHOCTb B MMPOBOM U Ka3axCTaHCKOM UCKycCTBe». Saryn,

1. 13, N2 4, 2025, c. 56-75. DOI: 10.59850/SARYN.4.14.2025.341.

KJIFOUEBBIE C/IOBA WcKyCCTBEHHBI MHTENNEKT B My3bIKe, yrpaBasemMas reHepaTMBHOCTb,
bopmManmzaLmsa KOMNO3UTOPCKOro NpoLLecca, cepuanmam, aneatopuka,

CTOXacCTnkKa, MMHUMann3m, NOJINTEXHUKaA.

AHHOTALMA. B npeacTaBieHHOW paboTe nccaesyeTca BONpPOC, B KaKo Mepe NpakTUKM NCKYyCCTBEHHOTO
WHTe/NeKTa B My3blke NMPOA0KatoT ANHMIO GOopManmnsaLm KOMNO3UTOPCKOro MNPOoLLecca, CIOXMBLUIYHOCA

B XX Beke. Llenb paboTbl — 060cHOBaTb NOHVMaHWE NCKYCCTBEHHOTO MHTeJIIeKTa He Kak CTOPOHHEro aBTopa,
a Kak TeXHMKN KOMMO3ULMK, COU3MEPUMON C NCTOPUYECKMMU Cocobamm opraHn3aLn My3bikaabHOTro
MaTepuana. Metogonornyeckas pamka coyeTaeT NOCTCTPYKTYPasNCTCKYO ONTUKy aBTopcTea (PonaH

BapT, Muwwenb ®yko) 1 AUXOTOMUIO PaLMOHaNbHOMO U YyBCTBEHHOTO Havana (AnekcaHap Cokonos).
AHannTnyeckas YacTb OXBaTblBaeT MNATb TEXHWMK KOMMO3WLMM NPOLLAOTrO CTONETUA: CEPUMHOCTb/Cepranm3m,
aneaTopwKy, CTOXacTUKy, MUHUMaM3M W NOANTEXHMKY. [lna nx conoctaBaeHns GUKCMPYHOTCA Tpn
Habntogaemble KaTeropuu: anrOPUTMUYHOCTL (CTeMneHb SBHOW NpOoLeAyPHON 3aaHHOCTK), reHepaTUBHOCTb
(peXXMMbI MOPOXAEHMA) U YNPaBASEMOCTb (YPOBHM U CNOCO6bI KOHTPOAA NapameTpoB). [TpoBeAeHHbIN
aHaNn3 onMpaeTca Ha KOHKPETHbIE MPOU3BEAEHWA: A8 CEPUMHOM TeXHUKM — Bapunaumm op. 27 AHTOHa
BebepHa; ana ynpasnsemon aneatopukm — «My3bika nepemen» [xxoHa Kengxa; ans ctoxactmkm — Achorripsis
AlHHnca KceHakuca; ans MmuHumanuama — Piano Phase Ctusa Parixa; ans nonvtexHukm — onepa «Ep-Toctuk»
AnekcaHgpa MaHoLkoBa. BbifiBaeHO, UTO cepuiiHaa TexHWKa 3aAaeT MakcMMa/lbHbI YPOBEHb YNPaBAfeMOCTH
Yepes 3apaHee GMKCUPOBaHHbIE OnepaLnn Haj PAAOM; yNpaBaseMas aneatopuka BCTpanBaeT Cy4anHoCTb
B CUCTEMY MPaBWUJ; CTOXaCTUKa NePeBOANT CNYHaMHOCTb B CTaAMIO COUMHEHWNA 1 KaanbpyeT ee CTaTUCTUYECKH;
MUHVMaAN3M JeMOHCTPUPYET reHepaTMBHOCTb M3 MPOCTbIX MPOoLeAYpP; NOANTEXHWKA NHTErpupyeT
pa3HOPO/Hble TEXHWNKM B eANHOM MNpoLiesypHOM aape. MNonyyeHHble pe3yabTaTbl MO3BOAAIOT 3aKAOUNTb,

YTO COBPEMEHHbIE MOAENN NCKYCCTBEHHOTO MHTEANEKTa PaAMKaAN3YHOT yXKe NPUCyTCTBYyoLMe

B MY3blKa/IbHOM NPaKT1Ke NPUHLMMbI (paboTy ¢ NpaBuaamMu, BEPOATHOCTHbIMU NPOGUAAMU

M MpoLeccyanbHOCTbIO) U TeM CaMbIM 3a4atoT NPOAYKTUBHOE MoJe AN AajbHenllen pepaekcunm

N BHeJpPEeHWA B aKkafeMUyeckyro KOMMO3ULIMOHHYHO NpakTuky KasaxcraHa.

BknAAd, ABTOPOB

X. A. Cagpuesa — dbopmMynnpoBKa UccaeoBaTeIbCkOM KOHLEMLMY; HancaHne pa3zaenos «BeegeHuve,
<<P63yJ'IbTaTbI n o6cy>|<,qu|/|e>> n <<3a|<m0qu|/|e>>; BbINOJNIHEHWE aHANUTUYECKOM YacTK nccnenoBaHmA,;
noaAroToBka OCHOBHOIO TeKCTa CTaTbW.

P K. ,q)KyMGHLIFIB‘OBG - pa3pa6OTKa TEOPETUKO-METOAONOTNYECKNX OCHOBaHUI nccaeaoBaHMA; HanncaHne
N pejakTnpoBaHmne pasgena <<MeTOAbI>>; YTOUHEHWNE KNHYEBbIX TEOPETUHECKNX I'IOJ'IO)KEHMVI; Hay4yHoe
pPefakTnpoBaHMe TeKCTa CTaTbW.
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[lONEKCO3 YLLIH CadweBa, XaHenb, xaHe PayliaH [xxymaHuna3oBa. «My3bika MeH XacaHzbl NHTENNEKTTIH
opTak TyCTapbl KaHAal? Dnemaik XaHe KaszakcTaHablk eHepaeri 6ackapblaaTbiH

reHepatuBTiNik». Saryn, 1. 13, N2 3, 2025, 56-75 6. DOI: 10.59850/SARYN.4.14.2025.341.
(OpbicLia)

TIPEK CO3AEP Mys3bikagaFbl XacaHabl UHTENNEKT, 6ackapbliaTbiH reHepaTUBTINIK, KOMMO3UTOPbIK,
yAepicTi bopmanuzaumsnay, 6ipaeckeH KOMMNO3WLMS, CEpUaNn3m, aneatTopuka,

CTOXacCTnkKa, MMHUMannm3m, NOJINTEXHUKaA.

AHAATMA. Makanaza My3blkaZaFbl XXacaHbl MHTENNEKT TaxipmnbenepiHii XX facbipfa KanbintackaH
KOMMO3ULMANBIK yAepicTi opManmsaumanay XoblH KaHLLaAbIKTbl XXaafacTblpaTblHbl KapacTblpblaadbl.
3epTTeyaiH, MaKcaTbl — >XkacaHAbl MHTENNEKTTI 4epbec aBTop peTiHAe eMec, My3blKasblk, MaTepuansbl
YMbIMAACTbIPYAbIH, TAPUXW TOCINAEPIMEH B/ILLEHETIH KOMMO3MLMA TEXHMKAChI PeTiHAE TYCiHYAI Herizaey.
ogictemenik WeHbep aBTOPbIKTbIH MOCTCTPYKTYPaANCTIK onTukackiH (PonaH bapT, Muwenb ®yko)

XaHe ratio/sensus gnxoToMusacbkiH (AnekcaHap Cokonos) ylTtacteipazbl. Tangay XX facblpabiH, 6ec
TeXHMKaCbIH KaMTUAbl: CePUAbIK OnNay/ceprannsm, aneatopmka, CToxactuka, MUHUMann3m

XaHe noantexHuka. Onapabl yw 6arkaynbl KaTeropms apkblibl CanbICTbIPy YCbIHbINAAbI: aArOPUTMAINITI
(NpouenypaHbiH arikbiH Hepinic Aapexxeci), reHepaTUBTINIr (BapuaTUBTINIKTI TyAbIpY pexumaepi)

XaHe backapyLublablfbl (MapameTpaepai 6akbiiay geHrennepi MeH Tacingepi). XacanbiHFaH Tanzay HakTbl
MblCanzapfa Heri3ZenreH: cepuanbik TexHnka — AHTOH BebepHHiH «Bapunaumsanap», op. 27; 6ackapbliaTbiH
aneatopwka — [xxoH KergxaiH «My3bika nepemMeH»; ctoxactnka — AHHMC KceHakmncTiH «Achorripsis»;
MUHUMann3m — Ctue PaixTbiH, Piano Phase; nonntexHuka — AnekcaHap MaHoLKOBTbIH «Ep-TecTik»
onepachbl. 3epTTey HaTUXECIHAE CEPUANbIK TEXHMKA KaTapFa anjblH ana OekiTiireH onepauusiap apkbibl
6ackapyLblbIKTbl 6apblHLIa apTTbipaTbiHbl; 6ackapblnaTbiH aneaToprkaja Ke34encokTbik epexenep
>KYMECiHe eHri3ineTiHi; cToxacTukaza Ke3gemcoKTblk KOMMO3ULMS AeHreliHe ayblCTbIpblbIM, CTaTUCTUKaNbIK,
MeJILLepIeHEeTIHI; MUHUMaNn3MAe KapanarbiM onepaumsanapsaH YAepicTik reHepaTuBTiik Nainga 60onaTtbiHbI;
NosIMTEXHMKaa SPTeKTI TexHWKanap bip npouesypanbik e3ekke HipikTipineTiHi aHbikTanabl. AnblHFaH
HaTMXXeNep >KacaHbl MHTENNEKTTIH 3aMaHayu yarinepi My3bika TaxipnbeciHae bypblHHaH H6ap kafuganapabl
(epexxenepMeH >XyMbIC icTey, bIKTUManablk NpoduabAepi XaHe yYAepICTiK) KyLLIenTin, onapabl KasakcraHHbIH,
aKaZeMUAbIK KOMMNO3ULMANBIK TOXIpUOECiHe eHri3y MeH oZaH api pedaekcuns xacay yLiH Trimai
anfblllapTTap KasbiNTacTblpaTbiHbIH KepceTes,.

ABTOPNAPADIH, YNECI

XK. A. Cagpuesa — 3epTTey Ty>XbipbIMAaMacblH Kanbintactbipy; «Kipicne», «<Hatuxenep mMeH Tankbinay»
XaHe «KopbITbIHAbI» 6eniMAepiH Xa3y; 3epTTeyaiH aHannTKanblk 6eniriH opbiHAay; MakanaHblH, Heri3ri
MOTIHIH AalblHAAY.

P. K. [>xymaHusi308a — 3epTTeyiH TEOPUSAbIK-9AiCHaMasbIK, HETI34epiH a3ipaey; «Daictep» 6eniMiH
a3y XaHe pefakLumanay; Herisri Teopuanblk TY>KbIPbIMAAPAbI HAKTbIAAY; MakanaHblH MATIHIH FblIbIMM
pesakuusnay.

SARYN XAHbIKAPAﬂhIK PEUEH3UWANAHATbBIH XYPHAN

59



C ;apyn No. 4. 2025 ISSN 2960-2351 (online) ISSN 2960-2343 (print)

UDC 78.021.2
DOI 10.59850/SARYN.4.14.2025.341

Zhanel Safiyeva*

1st year PhD student, Musicology and Composition Department,
Kurmangazy Kazakh National Conservatory (Almaty, Kazakhstan)

ORCID ID: 0000-0002-7912-8765
email: zhanelsafiyeva@gmail.com
Raushan Jumaniyazova

PhD in Arts, Associate Professor, Musicology and Composition Department,
Kurmangazy Kazakh National Conservatory (Almaty, Kazakhstan)

ORCID ID: 0000-0001-5191-0547
email: raushanjumaniyazova@gmail.com

WHAT DO Music AND Al HAVE
IN COMMON? CONTROLLED
GENERATIVITY IN GLOBAL

AND KAZAKHSTANI ART

The authors have reviewed and approved the final manuscript and affirm that there is no conflict of interest.

* Corresponding author
email: zhanelsafiyeva@gmail.com

Received by editorial: 28.09.2025
Accepted to publish: 12.12.2025

@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.

60 SARYN INTERNATIONAL PEER-REVIEWED JOURNAL



No. 4. 2025 (Sapyn

Safiyeva, Zhanel, and Raushan Jumaniyazova. “What do Music and Al have in Common?
Controlled Generativity in Global and Kazakhstani Art.” Saryn, vol. 13, no. 4, 2025, pp. 56-75.
DOI: 10.59850/SARYN.4.14.2025.341. (In Russian)

KEYWORDS Artificial intelligence in music, controlled generativity, formalization of the compositional
process, serialism, aleatoric music, stochastic music, minimalism, poly-technique.

ABSTRACT. This article examines the extent to which contemporary practices of artificial intelligence

(Al) in music continue the line of formalization of the compositional process established in the 20th
century. The goal of this work is to justify understanding artificial intelligence not as an external author,
but as a compositional technique comparable to historical methods of organizing musical material.

The methodological frame combines a poststructuralist optics of authorship (Roland Barthes, Michel
Foucault) with the dichotomy of the rational and the sensual principle (Alexander Sokolov). The analysis
covers five techniques of the previous century: serialism, aleatoric music, stochastic music, minimalism,
and poly-technique. To perform their comparison, three observable categories are defined: algorithmicity
(the degree of explicit procedural specification), generativity (modes of production), and controllability
(levels and methods of parameter control). Case studies include: Anton Webern's Variations, op. 27

(serial technique); John Cage’s Music of Changes (controlled aleatoric music); lannis Xenakis's Achorripsis
(stochastic music); Steve Reich’s Piano Phase (minimalism); and opera Yer-Tostik of Alexander Manotskov
(poly-technique). The study shows that: serial technique maximizes controllability via pre-fixed operations
on the row; controlled aleatoric music embeds randomness within a system of rules; stochastic music
relocates randomness to the stage of composition and calibrates it statistically; minimalism demonstrates
processual generativity from simple operations; and poly-technique integrates heterogeneous techniques
within a unified procedural core. The results suggest that contemporary Al models radicalize principles
already present in musical practice (working with rules, probabilistic profiles, and processuality), thereby
creating a productive framework for further reflection and integration into the academic compositional
practice of Kazakhstan.
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BBepeHue

B nctopun my3sbikanbHOWM KyabTypbl XX BEK CTan BpeMeHeM rnobanbHbix TpaHchopmMaLmi,
CBfI3aHHbIX C NEPEOCMbICIEHNEM NMPUHLMMOB My3blKaJlbHOrO TBOPYECTBa. VicTopmyeckume
CObbITUA, KPU3NC KNACCUKO-POMAHTUYECKOWN CUCTEMbI, yTpaTa TOHAbHOMO LEeHTPa
CTUMY/IMPOBAAN NMOUCK HOBbIX CNMOCOBOB OpraHM3auumn 3ByKOBOW TKaHWN —

OT ABEHaALATUTOHOBOW TEXHUKM A0 CTOXaCTUUYECKNX U CMEeKTPaNbHbIX MOAENEN.

3TV npoueccbl 0603HaYNIM NOCTENEHHbIV NEPEXOA OT MHTYUTMBHOTO aBTOPCKOrO
nMcbMa K NpoLeaypHOCTU 1 GOpMannM3oBaHHbIM MOAENAM, YTO MPUBENO K U3MEHEHUIO
npeacTaBieHWI O GYHKLUN KOMMNO3MTOPa.

B 3TOM nepcnekTvBE NOABAEHNE UCKYCCTBEHHOIO MHTENNEKTa B My3blKaNbHOM
KOMMO3MLMMN He BbIMAANT BHELLUHUM TEXHOOTMYECKUM BMeLlaTenbcTBOM. COBPEMEHHbIe
MOZEeNW reHepaunmn My3bikM ONMParOTCA Ha aHain3 3aKOHOMepPHOCTen 1 paboTy
¢ 6bonbMmMKM KopnycaMn gaHHbIx. My3bikoBeg MapuHa MNepeBep3eBa, 3a4aBasnchb
BOMPOCOM, YTO IEXXMT B OCHOBE a/irOPUTMa CO3aHNA My3blKM, MOAYEPKMNBAET:

«OBLWNA NPUHLMN PaboTbl UCKYCCTBEHHOW HEMPOHHOWM CETU 3aKIHOYAETCs B TOM,

YTO OHa OCBaMBaET M aHaNN3UPYET OFPOMHOE KONNYECTBO MY3blKalbHbIX MPOM3BEAEHWNN,
BXOAALLUMX B 6a3y AaHHbIX, N CO34aeT HeYTo Nof06HOe NO aHaNorMM 1 B pesyabTaTe
aHanun3a, cpaBHeHUsA 1 oTbopa. B ocHoBe H6O/NLLUNMHCTBA aNTOPUTMOB MY3bIKK
MCKYCCTBEHHOTO MHTENNEKTa IeXaT aBTOKOAMPOBLUNKN U reHepaTUBHO-COCTA3aTe bHble
MaTemMaTuyeckme 1 NporpamMmMHble MOAENN, MOCTPOEHHbIE MO MPUHLUMY OpraHu3aLmm

N GYHKLNOHMPOBaHWSA BMONOrMUECKX HEMPOHHbIX ceTel» (13). ViccnegoBatens nosaraer,
4TO TakMe MoAenn NMbo KOAMPYHOT My3blKalbHbI MaTepunan B 0606LLIEHHYIO CXeMY,

13 KOTOPOW 3aTeM BOCCTaHAB/IMBAOT HOBbI 3BYKOBOW pe3yabTat, anbo paboTtarot
COPEBHOBATENBHO: OfHAa MOZAE/b reHepupyeT My3blKalbHYH NOCNEL0BaTENbHOCTb,
Apyras oueHuBaeT ee 61M30CTb K «3TalIOHy», U TakuM 0bpa3om obe mogenm yayyiiarot
NCXOAHbIV MaTepuman.

[na Hawew paboTbl JaHHaA xapakTepUCTUKa NPUHLMMIMaAbHA. TO, UTO B MCKYCCTBEHHOM
WHTENIEKTE peain3oBaHO CPeACcTBaMU CTAaTUCTUKN U BbIYMCAEHWI, B KOMMO3ULMOHHbIX
npakTukax XX Beka NposBASANOCh Ha YPOBHE UAenN — B CEPUMHOCTK, aneaTopuke,
CTOXacCTuKe, MMHMManm3me u ap. 3 atoro BbiTekaet Lenb paboTbl, chopmMynMpoBaHHas
cnepyroLmnm obpa3omM: BbIsiIBUTb B TEXHWKAX KOMMO3nLumn XX Beka NpUHLMMBbI
opraHv3aunm My3blkalbHOro MaTepurana, COOTHOCUMbIE C aKTyasbHbIMW KaTeropuamm
AMCKypca 06 NCKYCCTBEHHOM MHTenekTe. B COOTBETCTBMM C 3TON LieNbio NcCaesoBaHne
HanpaB/ieHO Ha aHaAM3 Tex NPoLeAyPHbIX MEXaHN3MOB, KOTOPbIe ONpPeAenstoT
NOTUKY MOPOXAEHWA MaTepuana, 3a4atoT napameTpbl BapnMaTMBHOCTM 1 GOpMUPYOT
PEeXUMbI KOHTPOA BHYTPW KOMMO3ULMOHHOIO npoLecca. Takon pakypc no3BonseT
paccMaTpmBaTb UCKYCCTBEHHbIN MHTENNEKT HE KaK aBTOHOMHOMO «HOBOTMO aBTOpa»,

a Kak OZMH 13 cnocoboB opraHM3aLmm My3blKaJlbHOTO MaTepuana, BCTPOEHHbIN

B Ky/IbTYPHO BbipaboTaHHble MOAeNV aBTOPCTBA M COaBTOPCTBa. [N Ka3zaxcTaHCKOro
aKaZleMMYeCcKoro KOHTEKCTa 3TOT NMOAXOJ, BaXKeH TEM, YUTO BOMPOChI popManmsaLmm,
aNroOPUTMUYHOCTM N B3aUMOZLENCTBUA YeNoBeKa C TEXHONOTMeN OKa3biBatOTCA He TONbKO
TEeOpPEeTUYECKMMM, HO M MPaKTUUYECKMMN — OT paboTbl C HALMOHANbHBIM MaTePUaIoM

£,0 OCBOEHUs LdpPOBOM Cpeabl.
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Metoabi

Hactoswaa paboTa BbINOAHAETCA B pyc/e My3bIKO3HaHUA U UCMOAb3YeT KOMMAEKCHbIN
noAxos, CoYeTatowMin UCTOPUKO-CTUNEBOM aHaaN3, aHaIMTUYECKOe PacCMOTPeHNe
NapTUTYp 1 CONOCTaBUTENbHbIV MeToZ. MeXANCUMNANHAPHOCTb NCCef0BaHNA
NPOABAAETCA B NPUBIEUYEHUN TEOPETUUECKMX KOHLIEMNLUMUIA (MOCTCTPYKTYPaANCTCKMX
npeacTaBieHn 06 aBTOPCTBE, MOAeIe PaLMOHaNbHOTO Y YyBCTBEHHOTO MbILLIEHMA
XX Beka), KOTOpble NO3BOAAOT TOUHEE OnMcaTbh NPOLECChl OPraHn3aLnm My3biKaabHOrO
mMaTepuana n ero NoOpoXAeHUs.

[ns paboTbl Mbl GUKCMPYEM MUHUMANbHO HEOBXOANMBIN TEPMUHONOTMYECKNI
annapat, KOTOPbI MO3BOAAET KOPPEKTHO COOTHECTU TEXHOIOTMYECKMe KaTeropmum
COBPEMEHHOrO AncKypca 06 MCKYCCTBEHHOM MHTeNNeKTe C TEXHUKaMN KOMMO3UL MK
XX Beka. B nepByto ouepegb 370 algorithmic composition (anzopummuydeckas
KOMNo3uyus) — cnocob COUMHEHMA MYy3bIKMN NOCPEACTBOM GOpManmdyeMbiXx METOAOB,
KOHTPONMPYEMbIX Ha OCHOBE MaTemMaTuyecknx MHCTpykumin. Kapaoc pHanaec-OnnsaH
n Xoce PamoH benbTpaH yTBEp>KAatoT: «B pamkax anroputMmyeckon KoMnosunumm
CyLLLeCTBYeT HECKOIbKO MEeTOA0B, TakmxX Kak Mozenn MapkoBa, reHepaTuBHble
rpaMMaTnKu, KNeTOUHble aBTOMaTbl, FeHETUYEeCKMEe anropuTMbl, CETU NepPexosoB NN
Teopus xaoca» (Hernandez-Olivan and Beltran 1). Ewie oa1H BaXXHbIN TEPMUH —
generative music (2eHepamueHas My3bika), B KOTOPOWN My3blKaibHbli MaTepuan Co3aaeTcs
Ha OCHOBe Kopryca AaHHbIX 1 ycnoBui. [eHepaTMBHOCTb y nccaegosatenen (Pons, et al.),
MCMONb3YHOLLMX 3TOT TEPMUH, MOHMMAETCA Kak MeAnyM, CMOCOHBHbIN MOpoXAaTh
BapuaTVBHble peLleHna B pamKax 3aaHHON Komno3nTopoM yctaHosku. Controllability
(ynpasnsemocme) B TpakToBKe adPEeKTUBHON My3bIKM, CO3AaHHON NCKYCCTBEHHbLIM
WHTENIEKTOM, MOHUMAETCA KaK yrpas/eHne LiesieBbIMX napaMeTpamm ()kaHpoBO-
CTUNEBbIE YCTAHOBKMW, 3MOLIMOHabHbIN Moayc, dopMma, cpeacTBa My3blKaabHOW
BbIPa3nTebHOCTU U T. A4.), peann3yemMbiMu Yyepe3 ONTUMU3ALNOHHBIE U MHTEPAKTUBHbIE
npoueaypbl.

MeToz0n0rnyeckn ncciefoBaHve onnupaeTca Ha BbiBAEHWE [JBYX B3aUMOCBA3aHHbIX
aHaIMTUYECKMX YPOBHEW: aBTOPCTBA M TEXHOIOIM3aL MM KOMMO3UTOPCKOro npoLiecca.
Ha ypoBHe aBTOpPCTBa Mbl UCXOANM U3 MOCTCTPYKTYPANNCTCKOro nepecmMoTpa Gpurypsl
komno3utopa. PonaH bapTt onuncbiBaeT TEKCT Kak «MHOrOMepPHOEe MPOCTPaHCTBO,
COTKaHHOE 13 y>e CyLLecTBYHLWNX KOAoB 1 uuTat (388); TeM cambiM aBTOP NMLLIAETCA
cTaTyca eAMHCTBEHHOrO MCTOYHMKA CMbICAA M NPeBpaLLaeTCa B OpraHM3aTopa A3blIKOB
“ NpaBua nx covetaHnsa. Muwwens Pyko, B CBOKO oyepesb, NepeocMbiCafeT aBTopa
Kak GYHKLIMIO, peryavpytoLLyto cyllecTBoBaHWe 1 obpalleHre AnCKypCcoB
B coobuectBe (Pyko). [NepeHeceHHas B My3blKabHOe MoJe, 3Ta onTuka pukcnpyert
CABWI OT POMaHTNYECKOro aBToOpa-reHmsa K KOMNO3nTopy Kak NpoeKTUPOBLLNKY
YCIOBUI MOPOXAEHMA My3bIKN: OH 33JaeT NpaBua, CLLeHapun UCNMOSHEHUA N PaMKu
BapWaTMBHOCTW, BHYTPW KOTOPbIX MaTepmnan MOXeT BO3HMKATb N pa3BOpaumnBaThbCA.

B 3TOM Nnoruke NCKyCCTBEHHbIA MHTENNEKT MOHUMAETCS He KaK «BTOPXKEHWE BHELLHEro
cybbekTa», a Kak HoBas TexHMKa KOMMO3nLmMmn — cnocob opraHm3aumm 1 ynpaBaeHns
nopoxgeHnem mMatepuana. Eciv nepeHectu aTy pamky B My3blKasabHOE Mose, CTaHOBUTCA
0YEeBUAHO: NAea «eAMHCTBEHHOrO aBTOPa My3blKW» JaBHO He ABAAETCS HEMTPaibHOW.
Ecam oTTankmBaTbhCs HE OT POMaHTMYECKOW MOZENN aBTOpa-reHns, a OT TON KapTUHBI,
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KOTOpas CkNaAblBaeTcs B Ky/bType BTOPOM NONOBMHbI XX BeKa, TO NCKYCCTBEHHbIN
WHTENNIEKT OKa3bIBAETCA ropasso MeHee Uy>kepoaHbIM. OH MOXKET 6bITb MOHAT

He Kak HOBbI CyObeKT/akTop, a Kak HOBas TeXHMKa KoMno3uumm. o TexHnkomn
KOMMO3ULMM 34eCb MOHUMAETCA CNOCcob opraHnsaumm My3bikaabHOro Matepuana

1 cnocob ynpaBaeHWs ero NopoxaeHneM. B 3ToM cMblicie NCKYCCTBEHHbIA UHTENNEKT
Npojo/KaeT Ty ANHMIO GopManm3aLmnm KOMNO3MTOPCKOro NpoLiecca, KotTopas yxe
Hblna 3an0XeHa B My3blike XX Beka.

Bropow BekTOp CBfi3aH C TepMuUHONOrMen mysbikoBeaa AnekcaHapa Cokonosa (25),
KOTOPbIN paccMaTpmuBaeT My3blkaibHOE MbineHre XX Beka Kak B3aMMOoAencTeme
MeXAY ABYMS YHUBEPCANbHbIMWU TEHAEHLMAMMN — ratio 1 sensus, TO eCTb paLnoHanbHoe
W 4YyBCTBEHHOE Hayana. [1o MHeHWo nccnegoBaTtens, HaMBbICLLEro pacLBeTa
paLMOHaNbHOE MbilUNEHWE AOCTUraeT K CepeanHe Beka B CBA3U CO CTPYKTYPaaN3MOM.
Bropas e nonoBunHa XX Beka AeMOHCTPUPYET peakuuto Ha 3Ty TeHAEHLNIO: MHTepec
K HeonpeaeNeHHOCTH, CNYyYalHOCTW, UHTYUTUBHbIM MeToAaM. CepuMHOCTb
N CreKkTpanbHOe MbllNeHVe PaanKann3npyroT CTOPOHY ratio — bopmanmsyemble
npoueaypbl, aHaANTMKa 3BYKOBOM MaTepUu; aneaTopmka N MHTYUTUBHbIE NPaKTUKK
YCUAMNBAIOT SeNsus — HenpeaCcKkasyemoCTb, UCMOAHUTENbCKYH TeNeCHOCTb, CUTYaTUBHOCTb;
CTOXacCTMKa U MMHUMaAN3M COeAMHAIOT 0ba Noatoca B pexnmmMax BEpOATHOCTY,
MOBTOPHOCTM 1 NpoLecCyanbHOCTN. TakmuM 06pa3om, nCTopruyeckoe pa3BuUTMe BbIABASET
He 3aMeHY <UHTYUTUBHOIO» «CUCTEMHbIM», @ YCTOMUMNBYHO ANANEKTUKY MEXAY HUMMU,
rae KOMNO3uTop NOCTENEHHO MbICANTCA KaK apXUTEKTOP NMPoLEeccoB, paboTaroLmnx
C NpaBuMaaMu, BEPOATHOCTAMU N BO3HUKAOLWMMU GOpMaMK.

MocKONbKY CyLLeCTBYeT MHOXECTBO TPAKTOBOK TOrO, KaKMMW KaTeropusamm
onepupyet N B My3bike, B paboTe Mbl PUKCUPYEM NNLLb T, KOTOPbIE PESE€BaAHTHbI
NPSAMOMY COMOCTaB/IEHUIO C TEXHMKaMM KoMno3numm XX Beka. Mbl cO3HaTeIbHO
OrpaHM4YMBaeM UCTOPUYECKUI KPYT TEXHUK TeM HabOopOM, KOTOPbIV cumMTaeM Hanbonee
penpe3eHTaTVBHbIM: CEPUMNHOCTb/Ceprnan3m, aneaTopuka, CToxactmka, MUMHUMaAMU3M,
nonnTexHuka. Ha Hal B3rnsg, OHW OXBaTbIBaKOT KAOUEBbLIE CMOCOOLI yNpaBaeHuUs
MaTepuanom: OT XECTKUX MPaBuA 4O BEPOATHOCTHbIX NPoLeayp.

HakoHeL, ypOBHW NpUMEHEHNSA NCKYCCTBEHHOTO UHTENNEKTa B My3blKaNbHOM MpakTuKe
Mbl YUNTbIBAEM B TON Mepe, B KaKON OHN COOTHOCATCS C akajeMNUeckom Tpaguumnen.
AsTopbl nccnegoBaHusa “Music and Artificial Intelligence: Artistic Trends” («My3bika
N MCKYCCTBEHHbIV UHTEANEKT: XYAOXKECTBEHHbIE TEHAEHLUW») AndDdepeHLMPYOT NPaKTUKK

"non "nou

€ro npuvMeHeHunsa cnegyrowmm obpasom — “Al composition”, “co-composition”, “sound
design”, “lyrics generation”, “translation” (Pons, et al.). B pamkax saHHOW CTaTbh Mbl
dokycnpyem BHUMaHWe MMEHHO Ha “co-composition” (KO-KOMMO3uMLns, COBMECTHOe
COUMHEHME), MOCKO/IbKY 3TOT PeXUM MpeacTaBaseTca Hanbosee nokasatenbHbIM

ANA aKkafeMNyeckor KOMMNO3ULMK U HarNsAHO AEMOHCTPUPYET BMELLATENbCTBO

TEXHONOTUI B KOMMNO3NTOPCKNE MPaKTUKN.

Pe3synbraTtbl n 06cy)kaeHne

B My3blkanbHOM KOMMO3UMLMK ObpaLLeHne K NCKYCCTBEHHOMY UHTENNEKTY COOTHOCMMO
npexge BCero ¢ cepmanmamMom Kak KaoueBbiM 3TanomM dopmannsaLm KOMNO3UTOPCKOro
npouecca. 34ecb BaXXHO OrOBOPUTb, UTO CaM NMpUHLMNI GopmMannsaunm My3blkaabHOro
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MbILUNEHMA BO3HUKAET He B XX BEKE 1 BCSA NCTOPUSA NPOdEeCcCUOHaIbHON eBPOMNENCKOM
MY3bIK 061yeT NOAOOHBIMU MPUMEPaMUN: KOHTPaMNYHKT CTPOroro ctmas, bapoyHas
dbyra, nafjorapMoHMYeckme OTHOLLEHMUS B KNAaCCMKO-POMaHTUYECKMIA NEPUOA.

OaHako MMeHHO B XX Beke MPOUCXOAUT MPUHLMMMANBHBIA CABUM — KOMMO3UTOP
co3gaet GakTUyeckn anropuT™M UAN CUCTeMy Kak KOMMNOHEHT NpounsseseHus. B ceasn

C 3TUM Mbl 1 obpalLaeMcs K CEpUNHON TexHuKe, koTopyto Litnpaa Koroytek TpakTyert
Kak MeTOJ, COYMHEHMS, OCHOBAHHbIV Ha MOBTOPEHMAX (MPOBEAEHMAX) CEPUN, C APYTOW
CTOPOHbI — METOZ, UCMONb3YHLLNA NNLb BbICOTHbIE cepum (107). B noruke HacTosLen
paboTbl Ham 6113Ka TpakToBKa JleBOHa AKOMsAHa, KOTOPbIN XapaKTepu3yeT CePUNHYHO
TEXHWUKY KaK MeTOZ, KOMMO3ULMK, YbA CTPYKTYpHaa opraHu3aLmsa cBazaHa C MPUHLUNOM
cepuu, AeNCTBYHOLLMM B O4HOM WM HECKO/IbKMX NapamMeTpax; Mpu 3ToM gojekadoHus

N cepuann3M BbICTYMarOT Kak UCTOPUYECKME N TUMONOTMYECKNE PAa3HOBUAHOCTY
cepuiiHoro Mbiwnenmns (Myssika XX seka 187). CepuiiHas TexHMKa NpeacTaBAseTcs

HaM SPKOW MOZEbIO AN MOHMMaHMA TOro, KakumM 06pa3oM YCTpOoeHa anroputMmnyeckas
KomMno3unumsa. icxoaHble gaHHbIe 1 4ONYCTMMble OnepaLummy 34ech 3ajaHbl 3apaHee,
MO3TOMY COUMHEHME MOXKET ObITb TPAKTOBAHO Kak pe3y/bTaT Npoueayp Haj My3blKasbHbIM
MaTepuaaom.

B ueHTpe cepuliHol TEXHUKM — PAJ BMECTE C €ro KOHEYHbIM MHOXECTBOM 3/1EMEHTOB
(12 3BYKOB) 1 Habop Mx NpeocbpazoBaHul (MpsMas, UHBEPCHKS, PaKOXOA N PakoXoAHas
MHBEPCKA C BO3SMOXHOCTbIO MX TPAHCMOHMPOBaHUA U KOMBUHUPOBaHMA). TeM caMbim
onpegzenseTcs onepauoHHOe NPOCTPAHCTBO, rAe KOHTPOIb peasn3oBaH A0 3ByYaHUA
Npoun3BeAeHMA — LOMYCTMMO NNLLb Takoe pa3BepTbiBaHNE, KOTOPOE He HapyLUaeT npasul.
B KOHTeKcTe Hallero nccnefoBaHUs 3TO BapuaHT anropUTMUYECKOM KOMMO3NULNK,
rae npoueaypa npeawecTyeT NMCbMY, a yNpaBaseMOoCTb JOCTUraeT MakCMMyMa,
MOCKO/bKY MHTePBa/bHble CTPYKTYPbl, TUMbl CUMMETPUIA, MOPAAOK UX pPa3BepTbiBaHMA
bUKCMPYOTCA Ha YPOBHE 3aMbICNa W HaNpPaBAAOT AajbHelLIee pa3BUTUe.

MokazaTteneH npumep Bapurauwnin op. 27 AHTOHa BebepHa. 34eck cepus BbiCTynaet
KaK 84p0 anroputMmM4eCcKon KOMMO3nLMM: KOMMO3UTOP onpeaenseT npasuia
n fONyCTMMble OnepaLmm, a Npoun3BejeHe pa3BopaymnBaeTca Kak nocaeaoBaTeNbHOCTb
3aflaHHbIX NpoLeayp. 9To obecneunBaeT BbICOKMI YPOBEHb YNPaBaseMOCTH: CTPOro
NPOEKTUPYHOTCA FPaHMLbl BAPMATUBHOCTM, MOPAAOK UCHepnaHns 3BYKOB, TMMa
3epKanbHbIX CUMMETPUIA, CNOCOObI CLienaeHns pajoB U T. 4. Tak, B pa3BepHyTOM
aHanumze 341CoH [leHncoB NokasbiBaeT, UTO MaKpOypOBEHb GOPMbI CTPOUTCA Ha
BapuaymoHHoM npuHuwmne (205-206). Mpwu obLyen cepun Kaxzas us Tpex yacten nMeeT
CBOW CTPYKTYPHbIW, PUTMUYECKUIA, AMHAMUYECKMI N TOHANbHbIA 0BANK, @ CKPbITbIE
N ABHbIE CBA3M MEXAY YacTaMu obecneymBatoT HENPEPbIBHOCTb Lnkaa. Ha M1kpoypoBHe
nocnesoBaTeNbHO AENCTBYET «3epKabHas» Urpa (cMm. nprumMep 1) No ropmusoHTanu
N fMaroHanu; NokanbHble CABUTM METPOPUTMA COOTHOCATCA C PYHKLMEN passena;
YCTOMNUMBbBIE CYETHbIE MNATTEPHbI, IKOHOMUS aKKOPAUKN 1 NPOAYMaHHas NornMka CepPUMHbIX
MOZYNALUNA GUKCUMPYHOT YCTONUMBDIV NMOOC paLmoHanbHoro (mo A. CokoioBy), TO ecTb
NPeAnuCbIBatOT, KaK UMEHHO NOPOXAaTb My3blKalbHbI MaTepuan.

Mpwy 3TOM YyBCTBEHHOE Hayano B 3TUX YCNOBUAX HE MCYe3aeT, a BCTpanBaeTcs
KaK KOHTpO/Mpyemas 30Ha BapMaTUBHOCTU: PermcTpoBas naactuka, apTukynaums,
AVHAMMKa, WTpuxn. Tak NpOsABASAIOTCA ABa NapamMeTpa, KPUTUYHbIE A1 COMOCTaBAEHNN

MEXAYHAPOAHBI AN PELEH3UPYEMBIW XYPHAN SARYN 65



(‘ ;apyn Ne 4. 2025 XXAHE/Ib CA®UEBA, PAYLWAH AXXKYMAHWUA3O0BA YTO OBLLEFO Y MY3bIKU U NN?

66

|

)

'—a| b b —
2 3 /4 ' 5 6 7
9 Q iy f i § Y ”»
%.7 e — i e
7 7 7 7 b:‘ L b:l 7 7 T 7 " 2 7
PP P 0eD ' Oely N
) 9 1 Y )| oy 1]
D < L7 L2 cam| DN ]
7 T lolte e o V2 5 v 7 g o
1 ] LA I ==
d L oL ] d
C C
\_/

Mpumep 1: A. BebepH Bapunauun op. 27. Bapuaumsa N2 1.

Wcrounmk: lenncos, SancoH. CogpemeHHas My3bika u npobemsl 380/1H04UU KOMNO3UMOPCKOU MexHUKU.
Mockga, CoeTckuii komnosutop, 1986, c. 168-206.

C NpakTMKaMu NCKYCCTBEHHOTO UHTENNeKTa: FreHepPaTUBHOCTb (BapnaTUBHOCTb BO3HMKAET
KaK cnefCcTBue BbINOJHEHMA NPaBWa) U yNpaBAseMOCTb (NapaMeTpbl MOPOXAEHNA
3apaHee onpegeneHbl U orpaHuyeHbl). B 3ToM cmbicie cepuiiHas TexHMKa MOXeT
CUNTaTbCA 3aJaHHOW AEeTEPMUHUPOBAHHOCTBIO, B KOTOPOW KOMMO3UTOP BbICTyNaeT
apXMTeKTOpPOM npouecca, a popma CTaHOBUTCA pPe3yNbTaTOM UCMNONAHEHUS aaroputma

C OrpaHMYEHHOW 30HOW NCMOTHUTENBLCKON CBOBOAbI. IMEHHO 3Ta XecTkas AeTepMUHaHTa
OT/INYAET CEPUNHYIO TEXHWKY OT APYruX, FAe BapuaTMBHOCTb MPOEKTUPYETC MHauYe
(4yepes nons AONYCTUMOW CYyYaMHOCTW, BEPOATHOCTHbIE PacnpeseneHns, NpoLeaypHble
dba3oBble NpoLecchbl N T. 4.).

Mepexoasa OT TOTaNbHOW perynaumnm, pacCMOTPUM TEXHUKY, B KOTOPOW onepupyet
napameTp C/ly4aliHOCTU — aseamopuka. MNokasaTenbHO, YTO UCTOPUYECKN OHa Bbi3peBana
B MPOTMBOBEC CTPOroMy Cepuann3my, rae Bce napameTpbl pernameHTupyroTcs
Ha NpPesKOMMO3NLMOHHOM YpOBHe. AneaTopvka npeacTaBaseT cCobomn TeXHUKY
MY3bIKaJlbHOW KOMMO3MLMW, B KOTOPOW GakTop CAy4anHOCTU onpeaensiet NocTpoeHme
W pa3BepTbiBaHNE My3blKaJIbHOrO MaTepuana. B pesyabrate nameHseMbIMU OKa3biBaOTCA
M NOoKanbHaa opraHnsaums, n Tn Gopmbl, U CaM 3ByKOBOW OBANK MPOU3BELEHUS.

Ha nepBbIi B3rnag 3ta TEXHMKA MOXET NMoKa3aTbCa Yy>XAOW HalleMy UCCaesoBaTeIbCKoOMY
BOMPOCY B CBA3M C aKLLEHTOM Ha C/ly4allHOCTU U HeonpeaeneHHocTn. OagHako
CNyYalHOCTb 34eCh LiesieHanpaBaeHHO BCTPanBaeTca B CUCTeMy NpaBui. B My3biko3HaHMM
pa3/NyYatoT ABa K/JKOYEBbIX BUAA aNeaTopuky Ha YPOBHE KOMMO3ULIUMN — HEOTPaHUYEHHYHO
(abCoNtoTHYHO) N OrpaHMYeHHyo (ynpaBasemyto). B nepBom ciyyae KoMno3mTop 3agaet
NNLWb CUTYaTUBHBIN GPEVM 1 JOMYyCKaeT OTKPbITYHO KOHPUIypaLmio cobbITUIA, BO BTOPOM
Xe — npeanucbiBaeT bosee pa3BepHyTbI Habop NapaMeTpoB. [eHepaTUBHOCTb B TaKOM
KOHTeKCTe onpeAenserca Kak cucTema, NopoxaatoLlas BepcmMm CNoaHeHns (0cobeHHOo

B HEOTpaHWYEHHOW aneaTopwke), TOrAa Kak ynpaBaseMoCTb TPAKTYeTCA Kak cTerneHb

n cnocob KOHTPOAA MapameTpoB.

®opTenmaHHbIr LmKkn IxoHa Keligxa «My3bika nepemeH» — NpuMep yrnpasaseMom
aneaTtopuku, rae Cy4amHOCTb BKAKOYEHA B CTPOrO CMPOEKTUPOBAHHOE MPOCTPaHCTBO
X0A0B 1 npasua. KOMNO3nTop 3apaHee KOHCTPyMpyeT Tabavubl napaMeTpoB (BbICOTbI/
WYMbl, ANNTENBHOCTM U Nay3bl, AUHAMUYECKME KOMBUHALMW, TEMMbI, MIOTHOCTb
daKTypbl) C KOHEYHbIM HABOPOM AYeek 1 NPUMEHSET NpoLeaypy Bbibopa (MOHETHI,
«KHura nepemeH») ana agpecaumm ayeek N NocaefoBaTelbHOro CONPAXEHNA ITUX
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napameTpoOB B My3blKa/bHbI/ TEKCT. 34eCb CTeneHb yNpaBAseMOCTV pacnpeseneHa
no3TanHo. MakcmanbHbIA KOHTPOJIb COCPEAOTOUEH B MPOEKTMPOBaHMM: Kenax
3apaHee KOHCTpyMpyeT 1 nepapxmnsmpyet Tabaunubl, drukcmpyet nopsagok obpalleHus

K HUM 1 NpaBwuaa Bbibopa. [anee BBOAUTCA KannbpoBaHHas HeonpeaeneHHOCTb — cepus
ClyYalHbIX BbI6OPOB MO aHanorum ¢ «<KHUrom nepemMeH» BHyTPU 3apaHee 0YepUYEHHOro
NPOCTPaHCTBa BO3MOXHOCTEN. 3aK/IHOUNTENbHbIV 3Tan CHOBa BO3BPaLLaeT BbICOKMNM
YPOBEHb KOHTPOIS: pe3y/ibTaT AaHHbIX BbIOOPOB GUKCMPYETCA B TOYHOMW HOTALMW.

Tak, npon3BeAeHne JeTEPMUHUPOBAHO Ha BCEX YPOBHSAX, HO CTaAnNA COUYMHEHUS
peanu3yeTcs Yyepes KOHTPONMPYEMYHO Cy4aHOCTb. B Hallel npusme 310 coyetaHve
aNropuTMMUYECKON opraHv3aLmm 1 reHepaTMBHOM NpoLeaypbl: TabavLbl NapaMeTpoB
BbICTYNatOT ABHbIMU NpPaBMAaMKN 1 OnepaLuaMmn HaZ MaTepuanoM, a My3blKaabHbll TEKCT
BO3HWKAET KaK BbIObOpP 13 3apaHee onpeaeneHHbIX MHOXECTB C MOMOLLbHO BHELLHErO
HocuTensa nHdopmaunn.

ABTOpckas no3uumsa Kengxa B 3ToM npounsBeseHnn cGopmyampoBaHa cneayrownm
obpazoM: «ToT dpakT, uto “My3bika NepemMen” Bblla COYMHEHA C MOMOLLIO CyYalHbIX
onepauuu, aEHTUPULMpPYyeT KOMMNO3UTOpa C NH0H60M BO3MOXKHOW CUTyaLMnen.

Ho 1o, uTO ee HOTaLUMA BO BCeX OTHOLLEHUAX NpejonpeseneHa, He No3BonseT
NCMONHUTENO OTOXAECTBAATL CebA C Helt: ero paboTa YeTKO NponmncaHa nepes HUM.
Mo3TOMY OH He MOXEeT UCNONHATL ee N3 CBOero COHCTBEHHOMO BUAEHWA, @ AO/KEH
OTOXAECTBAATL Ce6S, HACKO/NBKO 3TO BO3MOXHO, C LLEHTPOM NPOU3BEAEHMSA, KaK OHO
HanucaHo» (Cage 36). B atoi norvke nepepacnpesensietcs aBTopcTBO: KOMMNO3UTOP
CTAHOBUTCS apPXUTEKTOPOM YCNOBUA MOPOXKAEHUSA N FPaHWUL, BapUATUBHOCTH,
CNy4aNHOCTb BbICTYNaeT MHCTPYMEHTOM BHYTPW YCTaHOBNIEHHOW paMKK, @ UCMONHUTENb
HeceT Ha cebe dyHKLMIO areHTa peanvsaumm 4eTepMUHUPOBAHHOIO TekCTa.

Tem cambIM KeWaxKeBCKkas MOAeNb AEMOHCTPUPYET YNpaBASeMyto reHepaTUBHOCT:
dbopmMa BO3HMKAET KaK TPAEKTOPUSA UCMOJHEHWUS 3alaHHOTO aAropmuTMa C Peryampyemom
30HOW HeonpeaeneHHOCTU. TOT pexmnm, KOTOpPbI CONOCTaBUM C COBPEMEHHbIMM
npakTMKamMu NCKYCCTBEHHOTO UHTENIEKTa B My3blKalbHOM KOMMO3MLIUN.

Cmoxacmuyeckas TeXHWKa UCXOAUT 13 TOTO, YTO 06LLMIA 3ambicen U dopmanbHas
paMKa Npoun3BeAeHMA pernaMeHTUPYHOTCA 3apaHee, a YacTHble COObITUSA BHYTPU
3TOWN pamMKK pacnpesenstoTca No BEPOATHOCTHLIM 3aKoHaM. Takmm obpasom,

Mbl HabAOAaeM ynpaBAsemMyro reHepaTUBHOCTb: MOAEb 3aaeT CNocob NOPOXAEHNS,

a cTeneHb KOHTPOAA onpesenseTcs BbIbOPOM pacnpeseneHur, AnanasoHoB

n ponyckoM. CToxacTmyeckoe Nnpov3BejeHne B TaKOM Cayyae npeacTaBafeTca npoLeccom
ynopsAoYeHns — 13 NoTeHuaabHO 6€CKOHEYHOTO MHOXECTBa BO3MOXHOCTEWN
aNropuTMMUYECKn oTOMParoTCs MU pacnonarakoTcs KOHKPETHbIE My3blKalbHble COObITUSA.
34ecb BaXKHO, YTO CTOXacTMKa OMNUCbIBAET 3TOT OTOOP HEe eAVHUYHBIMU PeLLeHNAMY,

a cTaTUCTUKOM pelweHui. KntoueBas urypa ctoxactmyeckom My3bikn — AHHUC KceHakuc,
KOTOPbIA caM BBOAUT TEPMUH «stochastic music» 1 NepeHoCHT B KOMNO3NLMNIO

3aKOHbl TEOPUM BEPOATHOCTEN U 60AbLLMX Yncen. J1. AKONAH yKa3blBaeT, YTO «AHHUC
KceHaknc chopmynmpoBan NpUHLMMNbLI OpraHM3aL M CTOXacTMYeCckon KOMMNO3MLIMM

MO YPOBHAM — MaKpOKOMMO3ULMSA U MUKPOKOMMO3uLMaA. Ha MakpoypoBHe
NpoeKTUpPyeTCA Normyeckas KaHBa LLesoro 1 BbiIbMparoTca 3ByKOBbIE CYLLHOCTY;

Ha MUKPOYPOBHE A8 3TUX CYLLHOCTEN 3a4atoTcA GYHKLMNOHANbHbIE N BEPOATHOCTHbIE
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OoTHowweHus (“anrebpa BHe BpeMeHun" 1 "anrebpa Bo BpemeHW"), Nocae Yero cncrema
NPUBOANTCS B AEACTBME BHYTPM MaKpPOCXEMbI, HAaMoOHAS €€ peaibHOW 3Byyallen
cybcTaHumen» («3akoHbl My3blku KceHakmnca, He ChOPMYAMPOBaHHbIE UM CaMUM>»).
OTa no3TanHasa Normka CToXxacTM4yeckon KOMMOo3mL MM COOTHOCKTCA C Hallen
MeTOA0/I0TNeN: KOMMO3UTOP KOHCTPYMPYET MOZAENb, PaLMOHaibHOe Havyano NposBaseTcs
B BbIbOpe 1 KanmbpoBke pacnpeseneHnii, Y4yBCTBEHHOE — B UCMOJIHUTENbCKOM MOAOCE.
lNoka3aTesibHbIM B 3TOM HanpaB/JeHUU ABASETCA couMHeHne AHHnca KceHaknca
Achorripsis ans 21 nHctpymeHTa. Mo mHeHuo CBeTnaHbl JTaBpoBOW, «4/1 TOro
4YTO6bI 0CNABUTL BO3MOXHYHO NpeackasyeMocTb, KceHaknc mogenvpoan npexae
BCEro C/lyYaiHble BapuaHTbl pa3BuUTUA CObbITUIA. MNpuUMeHeHne Teopum xaoca
K aNropuTMMYeCcKon KOMMO3NLMN NPUBENO K Pa3/IMYHbIM YpaBHEHUAM 13 061acTu
HEJIMHENHOW ANHAMUKM, KOTOpPble Oblan BbIBEAEHbI U3 MPUPOAbI U UHBIX XaOTUYECKUX
CTpYKTYp> (88). B Lesnom KoMno3nTop AenuT nbecy Ha paBHble MO ANUTENbHOCTH
CErMeHTbl, 3ala€T OrpaHMYeHHbI Habop TMMOBbLIX 3BYKOBbIX OOGBEKTOB M pacnpesenseT
WHTEHCMBHOCTb COBbITMIA NO 3aKoHY [MyaccoHa. 3akoH onpeaenseT, Kakon CerMeHT
ByAeT «HyNeBbIM», «€AMHNUYHBIM», «4BOVHbBIM» U T. . BHYTpY 3TUX METOK YTOUYHAIOTCS
NoKanbHble MapaMeTpbl (CKONbKO aTak B TakTe, Anana3oH AJMTeNbHOCTEN, Npeaenbl
N3MEHEeHMA BbICOTbI, HarnpaB/ieHne/CKOPOCTb ABMXKEHNA My3blKaJlbHOrO MaTepuana
N T. 4.). IlHaye roBops, COUMHEHMNE CTPOUTCA MO NPUHLMUMY aaropuTMnUYEecKon
KOMMO3uULMK (C ABHO 3aaHHOM NpoLLeAypoin MOPOXAEHNSA), TAe CblLLMManN
reHepaTVMBHOCTb — 3TO KOHKPETHas peasnn3aumns cTaTUCTUYECKM ONMUCaHHOW CTPYKTYpbI,
a ynpaBaseMOoCTb COCPeLOTOUEHA B HACTPOMKE CaMOW CTPYKTYpbI (Bbibope
pacnpeaeneHnii, CpeAHUX 3HaUEHWI, JONMYCTUMBbIX YCN0BUIA). B saHHOM cnyyae pasanune
C aneaToOpMKON HabatogaeTca U3HYTPKM NpoLiecca. B HeorpaHnyeHHoOW aneatopuke
CNYyYaNHOCTb AEMCTBYET B MOMEHT UCMOJIHEHUA U CTEMEHb KOHTPOASA HMXE: KOMMO3UTOP
onpeaenser CMTyaTMBHOCTb, He 3aaBas BEPOATHOCTHOrO Npoduns pesynbraTa.
Y KceHakunca xe «cnyyan» nepeHeceH B CTafu0 COUNMHEHNSA U CTAHOBUTCA NPesMeTOM
TOYHOW KanmbpoBku. IMeHHO Takas opraHuM3aLmsa «aBHas npoueaypa — BapmaTtuBHas
peannsaumnsa — napameTpuyeckas ynpaBasemMocTb» AeNaeT CTOXacTUKy OpPraHUYHbIM
MOCTOM K COBPEMEHHbIM MPaKTUKaM UCKYCCTBEHHOTO MHTENNEKTa B MYy3blKaJlbHOW
KOMMO3nLMK.

[eHepaTMBHOCTb OYEBUAHO NPOCAEXMBAETCA U B MUHUMAAU3Me, TAe peayKuma
MaTepuana obopaymBaeTca ycmneHmem npoLesypHocTn. AHactacus 3BArvMHa oTMevaer:
«B My3bIKaslbHOM MUHWUMaNN3Me CAUANCb OYEHb Pa3Hble UCTOKM, CPEeAM KOTOPbIX 0COHbIM
BAVAHWEM MONb30BaNOCh HAacAeAne My3biKaJbHOrO M HEeMY3blKaAbHOroO aBaHrapaa
(Catn, gagan3m, BebepH), abCTpakLMOHUCTCKUIA 1 MPENMYLLLECTBEHHO BMU3YalbHbI
Minimal art, akcneprMeHTaNbHbIV ayAMOTEXHULM3M N akKLIMOHM3M, obpalleHne
K HeeBPOMeNCKUM KynbTypam» (451). B Hawwen npmu3mMe 310 03Ha4YaeT, YTO KOMMO3UTOP
npoeKkTnpyeT cnocob NopoxaeHns, GUKCMpPYeT PexKMMbl BapUaTUBHOCTU 1N MOPOTU
dburkcaunn, a My3blkaabHbIl MaTepuan BO3HUKAET Kak 3GHEKT MHOroKpaTHOro
NPOXOXAEHMA onepaLun BO BpeMeHW. Tak, aaroputMmumyeckas KoMnosunumsa 3aecb
ABNAETCA OpraHu3auuen npasua ¢pa3oBoOro CABuUra, reHepaTMBHOCTb BOCNPON3BOANTCS
Ha ypOBHEe pa3BepTbiBaHNA MHOXECTBA KOHPUrypaLmii AeCTBUS OAHON onepaLunm
(BapraTMBHOCTb 34eCb NOPOXKAAETCA NPOoLLeAypPHO), yNpaBASeMOCTb NpeacTaBafeT
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cobow My3bikanbHO OnpeseneHHble rpaHuLbl npoLecca (TemnoBble, GakTypHble,
aPTUKYNALNOHHBbIE).

Penpe3eHTaTMBHbIV NpMMep MUHMMaAM3Ma B akajeMUUeCckoin My3bike — Piano Phase
CrtvBa Paiixa gnsa aByx dopTtenunaHo (uam ana oprennaHo n MarHTodoHa). 3aech
npaBuia NOPOXAEHMA My3blkalbHOIO MaTepurana CBeAeHbl K NpeAesibHO NPO3paYHOM
onepauumn: OANH 1 TOT Xe 12-3ByKOBOM MOAY/lb MHOTOKPaTHO NMOBTOPAETCA 4BYMSA
NCMONHUTENSAMU, TAE NEePBbIA YAepPXNBAET CTabubHbIN NyAbC, @ BTOPOW MOHEMHOTY
YCKOPSAET A0 CNeAytoLLero cCoBnajeHns n GuKCMpyeT HOBbIN CABUT. OTa MUHMMabHasA
onepaumsa 1 ecTb A4p0 3aaHHOro anroputTMa Aenctemin. PyHKLUMA KOMMO3UTOPaA B TaKMX
YCN0BUAX 3aKr0YeHa B MPOEKTUPOBAHUN NpoLeaypbl U JONYCKax ee BbIMONHEHM .

Tak NposABAAeTCA BblCOKasA YNpaBAAeMOCTb: NapamMeTpbl, KPUTUYHbIE A8 GOPMbI,
3aflaHbl 3apaHee, ofHaKo caMa GopMa pa3BepTbIBaETCA U3HYTPU AENCTBUA NPaBuAa,
a He 13 Habopa NpeAnmncaHHbIX COBLITUIA.

CooTHOLLEeHNe paLnoHanabHOro 1 YyBcTBeHHOro (no A. CokonoBsy) 3aecb 0GOpPMIEHO
Kak pacnpegeneHve dyHKLMI. [Toaroc paumoHanbHOro — B CaMOM MpoekTe npoLecca
(KOHCTPYKLMA MOAYAA, MexaHVKa $pa3oBOro CABUra, 10rvka CMeHbl AJIHbI LnKaa Mexay
pasgenamu), To ecTb B Gopmanmaunm cnocoba nopoxaeHus. Nonroc 4yBCTBEHHOTO —
Ha ypOBHEe BOCNPUATUA TOTO, Kak CAyX rpynnupyeT pUTMUYECKYHo peLleTky, Kak perucrp
N AMHaMMKa OTpaXkaroT pe3ynbTupyroLmne anHun. VicnoaHntens B JaHHOM CMbIC/ie
OCTaeTCcA COaBTOPOM B Mpejeniax 3a,aHHON CXeMbl: OH KOHKPETU3MPYET MUKPOYCKOPEHME,
MOMEHT Pukcaumm dasbl, apPTUKYNALMOHHYHO COBPaHHOCTb, He MEHAA NMPWU 3TOM anroOpPUTM.
l'eHepaTMBHOCTb B Piano Phase cibiwmmMa BykBanbHO: MO Mepe GpasvpoBaHuA
BO3HMKaOT NOHBOUHbIE 31eMeHTbI MpoLecca — pesyabTmpytowme Gurypbl, akLeHTHble
MUPaxK, KBasnnoandoHn4eckmne y3opsbl, KOTOpble OTAEbHO aBTOPOM He BbIMKMCaHbI,

HO 3aKOHOMEPHO BO3HWKAKOT U3 HANOXEHNA ABYX JIMHUIA APYT Ha Apyra. BaxHo,

YTO 34eCb He NCMOo/b3YyeTCA CIYHalHOCTb (B OTIMYME OT YNpaBAfeMOW aneaTopuKm):

BCe AeTePMMHNPOBAHO NPOLLEeAypPON, a BapMaTUBHOCTb — 3TO CNEKTP KOHbUrypaLmi,
KOTOpble NOABATCA MPY NOCNeA0BaTeIbHOW peannsaunv caABuros. 1o 3Ton npuynHe
3TON Npom3BeseHVe MOXHO OMNpeenvTb Kak NokasaTelbHy MOAe b aNropuUTMMYeCcKon
KOMMO3MLMKM, B KOTOPOM NpaBuaa XOTb 1 MPOCTbIE, HO UX BOCMPOM3BeAeHMA 06pa3yroT
CNIOXKHOE aKyCTMyeckoe NoJsIoTHO.

Be3ycnoBHO, UTO TeXHMKM KOMNO3MLMKM XX BEKa HE MMEHOT OJHO3HAaYHOro
3BOJIFOLIMOHHOIO BEKTOPA, BEAYLLEro K MHTerpaLmm NCKYCCTBEHHOro nHTennekta. OgHako
KNtoUeBble NPUHLMMBI ero paboTsl y>ke Oblnn BbipaboTaHbl B My3blKaJbHOM NpakKTUKe:
MOZeNNpPOBaHMe N NapaMeTpruyeckoe ynopsagoumBaHne Matepmana, aaroputmmyeckas
opraHusauua, pacnpegeneHve 1 NoBTOpHOe KOHGUTypupoBaHMe aBTOPCKUX QYHKLMN.
MNMoka3aTenbHOW B 3TOM CMbIC/Ie ABAAETCA NOUMEXHUKA KaK CMeLLIaHHbIA PeXxinm,

B KOTOPOM KOMMO3UTOP CO3HaTe/IbHO COeANHAET HEOAHOPOAHbIE TEXHWKM B €MHON
ynpasastowen cxeme. [NprvmMep cMeLlaHHOro pexxrMa, Korga KoMno3uTop co3HaTebHO
COoeANHAET HEOAHOPOAHbIE TEXHMKM B €4MHOWN YNPaBAAoLWEeN CXeme, NpeacTaBaseT
«MONNTEXHUKA», TAE «COEAMHAIOTCA HOBO- N CTaPOTOHa/bHble MOAA/IbHbIEe TEXHUKM,
LMTaTbl U3 YYy>KOW My3bIKM HOOBIX CTUAEN, MyaHTUAN3M, COHOPMKA N COHOPUCTUNKA,
UMUTaL NS 3ByYaHUA HAPOAHOW MAN BOCTOYHOM MYy3blKW, 12-TOHOBOCTb BO BCEBO3MOXKHbIX
acnekTax, MMKpOXpomaTuKa, aneatopuka u 1. 4.» (Teopus cospemeHHolU komno3uyuu 563).
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MonnTexHnKa NpUHLMNNaNbHA TEM, YTO HEOAHOPOAHOCTb CPEACTB CBOAUTCA
K MPOEeKTUPOBAHWNIO €4MHOIO NPOLLEAYPHOrO A4Pa, B KOTOPOM KaXKAbl BUZ TEXHUKN
nosy4vaet onpeaeneHHyro GyHKLUMIO U Habop AOMNYCKOB.

B onepe AnekcaHgpa MaHoukoBa «Ep-TocTuk» ncxogHas Mojesib COOTHOCUT
MepCcoHaXew ¢ nNiaHeTamu, rae Bce NponopLmm TEMMNOB U BbICOTHOM OpraHmn3aumnm
NnoAYMHeHbl neprojam obpalleHuns naaHeT CoONMHEUHOW cucTeMbl. B mapTutype kaxzaomy
NnepCcoHaXy Ha3zHauyeHbl COOCTBEHHbIN TEMM U 3BYKOBbLICOTHOCTb, 13 YEro cneayer,
4TO BCA My3blKa NPeACTaBAAeTCs KOMOUHALMAMMN, BBIBOAUMBIMUN U3 HaYabHOW
TEMMO-3BYKOBbLICOTHOWN BepTMKanu (cM. nprmMep 2). Tak 3ajaeTcs MHOronapamMeTpoBbIi
LeHTPa/IbHbIN SNEMEHT CUCTEMBI, U3 KOTOPOTO Pa3BepTbIBAETCA ApaMaTyprus:
BOKa/ibHble MapTUKN AeKkAaMalnOHHOIO TUMna yAep>XnUBaroT 3aA4aHHYH BbICOTHOCTb,
WHCTPYMEHTa/IbHblE — LLIeHTPOBEXHO CTPEMATCA K Ha3HAaUYEHHbIM OMopaM, a Ha YpPOBHe
TeUeHMs BpeMeHU peannsyeTcs NnoanTeMnoBas ogHoBpeMeHHoCTb. OTcroaa
06pa30BbIBAOTCA CNOXKHbIE MOANPUTMbI U KAHOHNYECKME HANIOXKEHMA N3 TOYHO
COOTHECEHHbIX TeMMOB. MNpKn 3ToM cBOOOAA BCTYMIEHNIA NNLLIb UANHO30PHAS, MOCKOAbKY
Y KaXA0ro yyacTHMKa MMeeTCs HAMBUAYaNbHbIN KAUK-METPOHOM. [103TOMYy MOMEHTbI
BCTYNAEHUA N NOCAef0BaTeIbHOCTM OMNPeAensatoTca He UMNPOBU3ALMOHHBIM
HayasoM, a Yepe3 CMHXPOHU3aLMIO TOKaNbHbIX METPUYECKUX KOHPUTYypaLmK.
3TO 1 eCTb paLMOHaM3aLMa B YCTOMYMBOM BUAE: LLEEHTPAJIbHbIN SNEMEHT 3a4aeT PaMKu
[ONyCTUMOrO AeNcTBMA (KTO, B KAKOM TEMIE M K KaKoW BbICOTE TArOTEET), a Aa/bHelLee
pa3BepTbiBaHNE — Yepea pa3peLleHHbIX KOMOUHALMIA BHYTPW 3TON MaTpULbI.
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Takol NOANTEXHUYECKUI PEXUM BaXKEH A5 HALLEeN CPaBHUTEIbHOW IMHUM MO ABYM
npuv4YrHaM. Bo-nepBbiX, OH AEMOHCTPUPYET, KaK Pa3HOPOAHbIE TEXHUKN NOAUNHAIOTCA
eMHOMY NpoLesypHOMY APy — MapamMeTpuyeckon Mosenn, KoTopas 3apaHee
pacnpesenseT poan, KaHajbl B3aMOZAENUCTBUSA U rPaHULLbl BAPUATUBHOCTU.

Bo-BTOpbIX, OH HaNPAMYH COOTHOCUTCS C HAWMM TEPMUHONIOTNYECKUM PAZOM:
arOPUTMUYHOCTb — B SBHOM 3adUKCUPOBAHHOM «LIEHTPASIbHOM 3/1IEMEHTE>

M NpaBuaax CMHXPOHM3aLMK; yrpaBasemMas reHepaTMBHOCTb — B TOM, UYTO 3BYy4allue
BEPCUN BO3HMKAKOT Kak TPAeKTOPUN 3BYYaHUs 3apaHee 3aZaHHbIX KOMOVHaLMI;
nepepacnpegeneHHoe aBTOPCTBO — B pa3gesieHnn GyHKLMIN MexXay KOMMO3UTOPOM,
3a/laBLUNM YCNOBMSA, UCMONHUTENEM KaK areHTOM TOUHOW peanmsaunm.

Takum obpazom, ana paboTbl 3HaUUMbI TPU pe3ynbTaTta. Bo-nepBbix, cTeneHb
bopmManmnzaLmm pasnmunma n namMeprmMa: ot MakCumasabHOW AeTepMEeHNPOBAHHOCTY
npaBuA (CEPUIMHOCTb) K BEPOSATHOCTHOW HaCTPOKe (CTOXacTuka) 1 K npoLeccyanbHOm
reHepaumu 6e3 cay4yaiHOCTU (MUHUManM3M), @ TakxKe K TMbpuAHbIM NoAsAM (aneaTopuka,
NOANTEXHMKA). BO-BTOPBIX, CTENEHb KOHTPOS MOXET BapbMpPOBaTbCA: NpeanucaHms
[0 3ByYaHus, pacrnpeseneHme Mexay 3Tanamm COUYMHEHUN 1 UCMONHEHMWS
WAW BO3BPaLLLEHNe Ha CTafuto TOYHOM HOTauuMKn nocae npoLeaypHoro Bbibopa.
B-TpeTbux, aBTOPCTBO Be3ze NepepacrnpeseneHo, Ho No-pa3HOMY KOHPUIYpPUPOBaHO:
OT apXxuTeKTopa anroputMa Ao opraHv3aTopa B3aMMOAENCTBMA Pa3HOPOAHbIX TEXHUK.
VIMEHHO B 3TMX KOOpAMHATax COBPEMEHHbIE NPaKTUKM KO-KOMMO3ULUN C yYacTUeM
MCKYCCTBEHHOTO MHTENNEKTa OKa3blBakOTCA NCTOPUYECKM OOBACHUMbBIMU N TEXHUYECKM
COOTHOCKMMbIMU C penepTyapom XX Beka. ConocTtaBieHne npeAcTaBieHHbIX TEXHUK
OoTpaxkeHo B Tabanue (cm. Taba. 1). B uenom 3aech e HY>XHO NOAYEPKHYTb, YTO Mbl
CO3HaTe/IbHO He CTPEMMUNCH K NMOJIHOTE UCTOPUYECKOTO PsAja U He BKIOYaIM COBCTBEHHO
reHepaTVBHYO My3blKy KaK OTAENbHbIN pa3jen, MOCKObKY B paMKax CTaTbW Ham
BakHee NnokasaTb, Kak reHepaTUBHOCTb YXKe AeACTBYeT BHYTPM CyLLECTBYHOLLMX TEXHUK
kKomno3uummn. OTMETUM NNLLb, YTO, COBCTBEHHO, reHepaTBHas My3blka B COBPEMEHHOM
ynoTpebaeHnn nMeeT HENOCPEACTBEHHYHO CBA3b C UCKYCCTBEHHbLIM MHTENIEKTOM.

Ta6fII/ILI,a 1. CpaBHeHme TEXHUK KOMMO3nNLU N XX Beka no napamMeTpam, peneBaHTHbIM

npakTtnkam NI

TexHukKa

CepwiiHas TexHuKa

OnepauuoHHOe
NpPOCTPaHCTBO

Cepua n ee
npeobpasoBaHus:
npsmas, UHBEPCHS,
PaKoXxoZ, pakoxojHas
MHBEPCUS, TPAHCMO3NLMW;
nopazoK KOHUrypaLmm
B popme

UcTouHuk
BapuaTUBHOCTU
BHyTpucepwiiHble
onepauun un nx
KOMBUHaLmn

B pa3BepTbiBaHNN GOpPMbI

YnpaBnsemoctb

MakcumanbHas:
npoueaypa
npeAaLecrsyet
Npou3sBeAeHnIo

1 HanpasaseT
JanbHellee pa3BuTne

Aneatopuika
(orpaHvyeHHas)

TabauLbl napameTpos,
paMKu1 JOMYCTUMbIX XOJ0B,
nopsazok obpalleHms

K MHO>XeCTBaM 3HaueHwu

KoHTponnpyemble
Cny4aiHble BbIOOPbI
BHYTPM 3aZaHHbIX
MHOXeCTB; 3aTeM TOYHas
dukcaumsa B HoTaLmm

Bbicokas,
pacnpesesneHHas
no 3Tanam
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Aneatopuka CuTyaTuBHbIN dpeinm be3 Vcnonnntensckas/ CpeaHasn; KOHTPOJIb
(HeorpaHuyeHHas) | aeTanbHOW cneundmKaLmm cLueHuYeckasn CMeLleH B UCNOoNHeHne
napameTpos KOHbUrypaums cobbiTui N CUTYaTUBHOCTb
B peasibHOM BpeMeHun
MuHumannzm MaTtTepH n npaBuia MpoueaypHoe CpegHas; rpaHuLbl
$a30Boro/noBTOPHOrO pasBepTbiBaHWe: pa3oBble | MpoLecca 3ajaHbl,
npovecca CABUTY, «MOBOYHbIE» CNy4anHoOCTb
nepuentuBHble GUrypsl, He 1cnonb3yeTcs
KBa3MnoandoHmsa
Croxactumka BepoaTtHocTHas mogenb Peanunsaumm Bbicokas; KOHTpOAb
cTaTmcTuyeckux npoduneit | B Boibope
B 3ByKE pacnpezeneHuii
N Kanmbposke
napamMeTpoB Ha CTaaunmn
COUYMHEHMA
[MonntexHuka EanHoe npoueaypHoe KombuHaTopuka 3apaHee | Bbicokas; Mogenb
AAPO, 0ObeAMHAOLLEe Ha3HaYeHHbIX NMHWNIA pacnpegenser GyHKLMN
HEeoAHOPOAHbIE TEXHMKM 1N COOTBETCTBUI BHYTPU N rpaHnLbI
obLLent cxembl BapuaTMBHOCTM

VcTouHmk: PaspaboTtka aBTOPOB.

3akaroueHue

VccnepoBaHme nokasano, UTo KtoUeBble MeXaHW3Mbl, XapakKTepHble A8 UCKYCCTBEHHOTO
WHTEeNNeKTa B My3blke, BbipaboTaHbl 1 anpobupoBaHbl B TEXHUKAX KOMMO3ULMK
XX Beka. Popmanuzauna npoueayp (CepUnHOCTL), KanmbpoBaHHaa HeonpeseNeHHOCTb
1 ynpaBasemas Cly4aHOCTb (aneaTtopuka), BEPOATHOCTHOE MOAENNPOBaHNE
N CTaTMCTMYEeCKan HacTporika NapaMeTpoB (CTOXacTnKa), MpPoLeccyanbHOCTb
M NepuenTUBHas reHepaLms U3 NpPocTbix onepayui (MMHUMann3Mm), a Takke CMeLLaHHble
PeXUMbI C e4MHBIM NPOLEAYPHBIM AAPOM (MOAUTEXHMKA) — BCE 3TU NOAXOAbI
AEMOHCTPUPYHOT OAMH U TOT XKe BEKTOP: KOMMO3UTOP MbICAUT NPOU3BeAEeHNE
Kak CMCTeMy MOPOXAEHMA, rAe NpaBuia, pacnpeseneHmsa 1 4onyckn 3afaroTca 3apaHee,
a Npov3BeseHne BO3HUKAET Kak TPaekToOpms UCMONHEHUSA S3TON CUCTEMbI.

3TO HanNpPsAMYH COOTBETCTBYET MOCTaBAEHHOW LieIV — BbISBUTb MPUHLMMbI
opraHm3aunm My3blkalbHOro MaTepmana, COOTHOCUMbIE C KaTeropuaMmM COBPEMEHHOTO
AncKypca 06 MCKYCCTBEHHOM MHTennekTe. B pamkax npeasoxeHHoW paboTbl 31O
BbICTPanBaeT YCTOMUYMBYHO MOJAENb «MpoLeaypa — BAPUAaTUBHOCTb — KOHTPOJIb».
Bo Bcex pacCMOTPEHHbIX Clyyasx reHepaTMBHOCTb He CBOAMUTCA K CAMOCTOATENbHOMY
CO3JaHMIO MaTepuana: OHa LieaeHanpaBaeHHO CKOHCTPYMPOBaHa Yepes cepuiHbie
npeobpazoBaHus, CTporne TabanLbl CayyYaHbiX XO40B, BEPOATHOCTHbIE Mpoduam
MHTEHCMBHOCTW CObbITUI, Ga30Bble CABUMM U MOANPUTMUIO U T. A. [pn 3TOM BanaHc
paLMOHaNbHOrO 1M YyBCTBEHHOTO B 3TUX YCIOBMAX HE MCYE3aeT, a nepepacnpeaenseTcs.
OcyLecTBNAEHHbIV aHaM3 NO3BOAAET pacCMaTpMBaTb MCKYCCTBEHHbIA MHTENNEKT
KaK eLle OfHY TEXHMKY KOMMO3ULUN — MEXaHW3M, KOTOpbIA 6epeT Ha cebs yacTb
npoueaypHour paboTbl, 0OCTaBasCb BCTPOEHHbIM B KY/IbTYPHO BblpabOTaHHYHO JI0TUKY
aBTOPCTBA M NCMONHNTENbCKOM COAaBTOPCKOW POJIW.

Takum obpasom, nccnesoBaHne NOATBEPANIO UCXOAHBIN TE3UC: NCKYCCTBEHHBbIN
WHTENIEKT He NMPOTUBOMOCTABAAETCA UCTOPUYECKUM MOAENSAM OpraHn3auumn matepuana,
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a NPOA0/IKAET JIOTUKY NPOLEAYPHOM KOMNO3nLUMmn XX Beka. OTO NO3BOASET
paccMmaTpmBaTh €ro Kak BCTPOEHHYH B MY3blKa/IbHbIN NPOLECC TEXHONOTMIO MOPOXKAEHWS,
paboTatoLLyto B paMKax Ky/lbTYpPHO BblpaboTaHHbIX MOZeNelr aBTOPCTBa M COaBTOPCTBA.
[N Ka3axCTaHCKOro akaeMmnyeckoro NpoCTpaHCTBa Takne BbiBOAbI 3HAYMMbI

M B TEOPETUYECKOM, M B MPUKIaLHOM acrnekTe, MOCKOAbKY OMpesensitoT BO3IMOXHble
NOAXOAb! K MHTEerpaumm LMGpoBbIX TEXHONOTMIA B 0ByUeHne, aHaan3 1 KOMMNO3ULUIO,

B TOM uncae npu paboTe C HaLUMOHaAbHbIM MaTepuanoM. B ganbHeliwem paboTa

MOXeT ObITb pa3BMTa B HECKO/NIbKUX HaMpPaBAeHUAX: YTOUHEHWE NepLenTUBHbIX

MOPOroB pa3nyeHns NpoLeayp B peaibHOM CyLIaTeNbCKOM OMbITE; CONOCTaBAEHNe
TMnoB MIM-mozenen ¢ NCTOpUUYECKMMM TEXHUKaMM Ha YPOBHE BOCMPOU3BOANMbIX
3KCNepUMeEHTaNbHbIX MPOTOKOOB; pacluMpeHme KOpyca KEeMNCOB 3a CYET akaseMn4eckom
N COBPEMEHHOM NpaKTukKn LleHTpanbHoOM A3umn; onncaHne pexxmMoB co-composition

C y4acCTMeM UCMONHUTENEN N AUPUXKEPOB U UX BANSHUA Ha yNpaBaseMoCcTb GOPMbI;

a Takxxe nejarorvyeckas anpobauuns MaTpuLbl B Kypce KOMMO3ULUK 1 aHaim3a.

TakoW MapLUpyT MO3BOAUT HE TO/IbKO YrAyOuTb TEOPETUYECKYHD YacTb, HO 1 MepeBecTn
pe3ynbTaTbl B NPUKAaAHbIE METOANKM — OT aHANUTUKN NapTUTYP 4O NPOEKTUPOBaHWS
KOMMO3UTOPCKNX CUCTEM C y4acTMeM UCKYCCTBEHHOTO UHTENNEKTA, T4e COXPaHAeTCs
6anaHCc Mexay paunoHanbHOW NPOoLEesypPOW, UyBCTBEHHO-NCNOHUTENbCKOW peannsaumnen
N cneundrKom HauMoHaAbHbIX TPAANLMNA.
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ABSTRACT. This article examines the impact of emergency digitalisation on contemporary Kazakhstani
theatre in context of national culture, focusing on the transformation of artistic practices and audience
engagement during the COVID-19 pandemic and its aftermath. Particular attention is given to changes
in the representation of national theatre art and to shifts in audience participation within the context
of digital media reality.

The research problem is defined as the need to identify how digital tools reshape theatrical production,
communication, and cultural accessibility within Kazakhstan's national culture. The study aims

to determine the mechanisms through which digitalisation influences the evolution of national theatre,
and to conceptualise the role of the Astana Ballet Theatre as a leading national institutional model
shaping contemporary artistic and media practices.

The methodological framework combines comparative cultural analysis, media studies, and performance
research. The empirical base includes digital archives, social media analytics, official documentation

of the Astana Ballet Theatre, as well as national digital initiatives such as the 'Digital Kazakhstan’ programme
and the 'Digital Bridge’ platform.

The applied approach makes it possible to follow gradual changes in institutional strategy, audience
perception, and the artistic language of national theatre. The results demonstrate a coherent digital
transformation of Kazakhstani theatre, manifested through livestreamed performances, educational online
projects, hybrid scenic forms, and the development of the ‘Theatre 360 Degrees’ streaming platform.

Special attention is given to new forms of digital scenography and media integration, including advanced
video technologies and emerging Al tools as part of post-pandemic digital trajectories, such as Higgsfield Al.

The article concludes that digitalisation constitutes a long-term structural shift in the evolution
of Kazakhstan's national theatre, with practical implications for cultural policy, institutional planning,
and the formation of hybrid theatrical forms in the twenty-first century.
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[loVEKCO3 YLUIIH Myp3zarynoBa, AHenb. «Ka3akcTaH TeaTpbIHbIH XKeAen LmppaaHyaaH acaHabl
WHTeNNeKTKe BafaapaaHfaH nepcrnekTMBanapa etyi: “ActaHa banet” TeaTpbliHbIH,

Kenci». Saryn, 7. 13, N2 4, 2025, 76-94 6. DOI: 10.59850/SARYN.4.14.2025.339.
(AfblNWbIHLLIA)

LindpnaHabipy, yaTThIK MageHueT, KasakctaH TeaTpbl, «ActaHa banet» Teatpsl,
undpAbik TpaHchopmaumsanay, LMdpbIK cueHorpadus, rM6PUATI TeaTp HblcaHAAPbI,
Higgsfield Al.

AHAATMA. Makanaga COVID-19 naHAeMUAChl Ke3eHIHAE XXaHe NaHAeMUsaLaH KENiHTi Ke3eHAe YATTbIK MaJeHNeT
neH KepKkemaik Taxipubenepsi TpaHchopmMaLmanay KOHTEKCTIHAE 3aMaHayn Ka3akCcTaHblK TeaTpFa LWyFbi
undpaaHAbIPYAbIH 9Cepi KapacTbipbliagbl. ¥ATTbIK TEATP OHEPIH KOPCETY HblCaHAAPbIHbIH, ©3repyiHe, COHAa-ak,
unbpAbIK Megnapannam xaraaribiHAa ayAUTOPUAHBIH TapTbilyblHa epeKLue Ha3ap aygapbliajbl.

3epTTey maceneci KaszakCTaHHbIH, YATTbIK MBAEHWN KEHICTIriHAEe LMPpPAbIK KypanaapablH TeaTpablK OHAIPICTI,
KOMMYHUKaLMAHBI XXaHe M3AEHMU KOMKETIMAINIKTI Kanan e3repTeTiHiH aHbIKTay KaXKeTTiNiriMeH akblHAanazbl.
3epTTeyAiH, MakcaTbl — LdpaaHabipyAblH YATTbIK TeaTPAbIH JaMyblHa 9cep eTy KypanfapbliH aHblKTay

oHe «AcTaHa baneT» TeaTpblH 3aMaHaymn KOPKeMAiK XXaHe Meaunanblik ToXipubenepai KanbintacTblpaTbiH
>KETeKLi YATTbIK MHCTUTYLIMOHAAAbIK MOAENb PeTiHAE Tanaay.

3epTTeyaiH, a4icHamarblK Heri3i canbiCTbipMasbl MaAEHVNETTaHYbIK TanAayAbl, Meauactaausnapabl
>KaHe nepdopMaTMBTIK 3epTTeynepAi bipikTipesi. IMnunpurkanblk 6asara LMPPAbIK apXUBTEP, dNEYMETTIK
naatbopManapablH Meamua ctaTucTukacsl, «ActaHa banet» TeaTpbIHbIH PeCMU Ky>KaTTamachl, COHAan-ak
«Lndpnbik KazakcraH» memaekeTTik 6argapnamackl MeH Al Digital Bridge naatdopmace! kipeg,.

KongaHblnFaH TaCin yATTbIK TeaTpAbIH, MHCTUTYLIMOHaNAbIK, CTPaTermacbiHAaFbl, ayAMTOPUABIK Kabbligayaasbl
>KOHe KepKeMAiK TiNAeri 4ONeKTi e3repicTepAi aHbIKTayFa MyMKIHAIK Bepeai. 3epTTey HaTUXKeNepi KasakCcTaHabIK
TeaTpablH TyTac LMPpPIbIK ©3repyiH KepceTedi, 01 CrneKkTakbAepAiH Tikenei TpaHcasLmanapbiHaH, 6iniv 6epy
6aFbITbIHAAFbI OHNANH-X0banapAaH, IMOpuUATI caxHanblk dopmanapaaH xeHe Theatre 360 Degrees CTPUMUHITIK
naaTopMacbiHbIH, KypbllyblHaH KepiHic Tabagbl. COHbIMEH KaTap, nocTnaHAeMuUanbiK Ldpablk 6afsapaapablb,
6ip Geniri peTiHAe 03blK 6elHe TEXHOOTUANAP MEH AaMbIM Kese XKaTKaH >acaHzAbl MHTENNEKT Kypangapabl,
COHbIH, ilWiHAe Higgsfield Al-gi kongaHyfa HerizgenreH LMdpAbik cLeHorpadusHbiH, XaHa dopmanapbiHa
epekLue Hazap ayzapbliagbl.

KopbITbiHAbI 6eniMae undpnaHabipy KazakcTaHHbIH, YATTLIK TeaTpbIHbIH, AaMyblHAaFbl y3aK Mep3iMai
KYpPblIbIMZAbIK, ©3repic eKeHi atan eTifeii, 0N M3AEHW cascaTka, MHCTUTYLIMOHAAbIK XocnapaayFa
sxoHe XX| facbipabiH, rmbpuaTi TeaTpablk GopManapbiHbIH, KasbiNTacyblHa biknan eTeai.
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[Nl LUTUPOBAHMS Myp3arynoBa, AHenb. «OT 3kcTpeHHON undposmsaunm k I-opreHTMpoBaHHbIM
nepcrnekTMBam Ka3axcTaHCKOro Teatpa: keic “"ActaHa banet”». Saryn, 1. 13, N2 4,

2025, c. 76-94. DOI: 10.59850/SARYN.4.14.2025.339. (Ha aHranickom)

KJIFOUEBBIE C/IOBA DKCTpeHHasn LUndpoBM3aLMs, HaLMOHa bHas KyAbTypa, Ka3axcTaHCKMM
HauMoHanbHbIV TeaTp, TeaTp «AcTaHa baneTt», undposas TpaHchopmaLms,

undposas cueHorpadus, rnbpuaHele TeatpanbHbole dopmbl, Higgsfield Al

AHHOTALMA. B cTaTbe paccMaTpuBaeTcs BAUAHME 3KCTPEHHOW LiMdPOBU3aLLIMM Ha COBPEMEHHbIN
Ka3axXCTaHCKWI TeaTp B KOHTEKCTe TpaHCHOPMaLIMK HaLMOHaNbHON KyAbTYpPbl U XyAOXKECTBEHHbIX MPaKTUK
B nepwog naHaemun COVID-19 n B noctnaHzeMmninHbin neprog. Ocoboe BHUMaHME yAeNseTca U3MeHeHNAM
bopM penpeseHTaL MM HaLMOHaAbHOrO TeaTpalbHOIO UCKYCCTBA, a Tak)Ke BOBNEYEHHOCTU ayAnTOpUn

B yC10BUAX LMPOBOIA MeAnapeanbHOCTH.

VlCCI'Ie,D,OBaTeJ'IbCKaH rlpo6ne|v|a onpejaendaetca HeO6XOAI/IMOCTbP0 BblABUTb, KaKUM o6pa30M LI.I/IquOBbIe
NHCTPYMEHTbI Tpchq)opMlewa TeaTpaibHOE NPOU3BOACTBO, KOMMYHUKALNIO N KYJNIbTYPHYHO AOCTYNMHOCTb
B pamMKax HauMOHaNbHOTO Ky/AbTYPHOIO NPOCTPaHCTBa KazaxcraHa. LLEJ'II: nccnefoBaHMA 3akKaro4YaeTca

B onpejeneHnn MexaHn3moB BOBAEI\/’ICTBI/IH LI.VId)pOBI/I3aLI|I/II/I Ha pa3BuUTMeE HauMOHalbHOro TeaTpa

M B KOHUeNTyaamsaunm poau teatpa «AcTaHa banet» kak Be,quLLeI;I HaLU/IOHaJ'IbHOI‘/’I MHCTMTyLLMOHaﬂbHOIZ
Mogenwu, ¢OpMI/IpyPOLLI|EI\/'I COBpPEMEHHbIE XyA0>XXKeCTBEHHbIE U MeJNaibHble NPAaKTUKWN.

MeTogonornyeckas OCHOBa UCCNeAOBaHWUA 06beAMHAET CPAaBHUTENbHbIN KYNbTYPOAOrMUYECKUA aHaun3,
MeanacTagnu 1 nepdopMaTrBHbIE NCCAEAOBaHMA. IMNUPUYecKyto H6asy coctaBaAoT LMdpPOoBbIe apXmBbl,
MeamacTaTMcTKa coumanbHbix naatdopm, odrumanbHaa AoKyMeHTauma Teatpa «ActaHa baneT», a Takke
HauuoHanbHble LiMdpPOoBbIe MHULMATYBBI, Takne Kak nporpamma «Lndpposoi KasaxcrtaH» n nnatdopma
Digital Bridge.

MPVUMEHEHHbIN NOAXOA MNO3BONAET NPOCNEANTb MNOC/E0BaTE/bHbIE N3MEHEHUSA B MHCTUTYLIMOHANbHOM
cTpaTernu, 3puTesIbCKOM BOCMPUATUN 1 XYAOXKECTBEHHOM A3blKe HalMOHaabHOro TeaTtpa. PesyabTathl
nccnefoBaHNA 4EMOHCTPUPYHOT LeNIOCTHYHO LiMdpOoBYHO TpaHCHOPMaLMIO Ka3axCTaHCKOro TeaTpa,
NPOABAAOLLYHOCA B NMPAMbBIX TPAHCAALMAX CnekTakaein, obpa3oBaTe/ibHbIX OHAAMH-MPOeKTax, r’MOpPUAHbIX
cueHnvecknx Gopmax 1 cosgaHnum cTpummnHrosor naatdopmsl Theatre 360 Degrees. Ocoboe BHMMaHWe
yAensetcs HoBbIM GopMam LiMdpoBOM cLeHorpadumn 1 MeananbHOM UHTErpaLmm, BKAtoUas nepesosble
BUAEOTEXHONOTMN 1 popMmupytomecs VIN-MHCTPYMEHTbI Kak 4acTb NOCTNaHAEMUHBIX LndpPOBbIX
TpaekTopwii, B ToM yncne Higgsfield Al.

B 3akntoueHve NoguEPKMNBAETCS, UTO LIMPPOBU3ALIMA NPeACTaBafeT COBOW JONTOCPOUHBIV CTPYKTYPHBbIN
CABWI B Pa3BUTUM HaLMOHaIbHOTO TeaTpa KasaxcTaHa, okasblBas BAUAHUE Ha KyAbTYPHYHO MOJANTUKY,
WHCTUTYLIMOHaNbHOE MIaHNpPOBaHne U GopMMpOoBaHmne TMBpUAHBIX TeaTpanbHbix Gopm XXI Beka.
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Introduction

In today's world, where a majority of the audience relies on digital devices and consumes
cultural content through open-access platforms, engaging audiences with traditional
theatre has become increasingly challenging. The outbreak of SARS-CoV-2 in 2019

and the subsequent global lockdowns triggered an abrupt transition to online modes

of interaction. Work, education and social communication shifted to digital environments,
transforming daily routines and altering expectations surrounding cultural participation.
(Selen et al.) The performing arts, which have historically relied on physical presence

and shared temporality, were among the sectors most affected by this shift.

Prior to the pandemic, Kazakhstan had already adopted a national strategy
for technological modernisation. In 2017, during a national forum on digitalisation,
the Minister of Education and Science A. K. Aimagambetov presented the 'Digital
Kazakhstan’ programme, which centred on the development of digital tools,
the automation of management processes, and the training of IT specialists
(Abdrakhmanova and Alipkaliyeva). Although initially created for educational
and administrative purposes, these initiatives indirectly shaped the digital environment
in which cultural institutions, such as theatres, were later to operate.

During the lockdown period, global theatres opened unprecedented online
access to their repertoires, featuring Giselle by Akram Khan, ‘Gaga technique’ classes
from the Batsheva Dance Company, and Martha Graham'’s foundational vocabulary taught
by the principal artists of her troupe. Major opera houses and ballet companies, including
the Bolshoi Theatre, Metropolitan Opera, Royal Swedish Opera, Les Ballets de Monte-
Carlo, and the Paris Opera, made productions available online, offering Kazakhstani
audience a unique opportunity to explore diverse aesthetic approaches and the distinctive
features of global practices (Aslanova). This increased international exposure also
reshaped audience expectations regarding accessibility, communicative formats
and the role of digital mediation in cultural consumption.

As widespread vaccination efforts facilitated a return to public life and the resumption
of in-person gatherings, including theatre visits. However, theatre attendance remains
noticeably low. The decline is not merely a lingering effect of the lockdown period
but also a result of increasing digital dependence and habitual consumption, which have
significantly altered how individuals engage with content and experience art (King et al,;
Dixit et al.).

This article examines how the emergency conditions of the COVID-19 pandemic
triggered the rapid digitalisation of theatre sector. Rather than addressing psychological
effects in a literal sense, the study considers how altered modes of cultural participation
(Amar et al.) and mediated perception shaped institutional responses. Building
on this analysis, the article also outlines emerging trajectories of digital development,
including the growing role of Al-based tools in Kazakhstani theatre sector.

Furthermore, the study investigates the impact of digitalisation on contemporary
Kazakhstani theatre within this broader theoretical and technological context.

While global developments offer valuable points of comparison, Kazakhstan presents
a distinct case due to its geographic scale, uneven cultural infrastructure and rapid
state-driven digital modernisation. The Astana Ballet Theatre, established in 2012,
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serves as the principal case study, demonstrating how a cultural institution can
strategically integrate digital tools not only as a temporary response to crisis but as part
of the transformation of Kazakhstan's national theatre under conditions of emergency
digitalisation. Through an analysis of its digital initiatives during and after the pandemic,
the research examines how technologies influence aesthetic practices, audience
engagement, and the evolving role of theatre in a media-saturated society.

The analysis examines post-pandemic transformations in audience participation

and theatrical reception. These changes reflect shifts in behavioural patterns and visual
engagement amid excessive digital consumption (Amar et al.; Szostak et al.; Leguina

et al.). These perspectives are complemented by studies on digital and hybrid theatre
forms, media perception, and the integration of virtual environments into performance
practices (Walton; Khvostova; MacKinnon).

Together, these studies provide a framework for understanding emergency

digitalisation in theatre not only as a technical response to crisis, but as a catalyst
for long-term transformations, including the emergence of Al-based tools within
contemporary theatrical practice.

In this context, the article addresses the following questions:

« How did the emergency case of COVID-19 and forced digitalisation of art
institutions reshape modes of theatrical production and audience engagement
in the Astana Ballet Theatre?

« How do emerging Al-based tools indicate a transition from emergency
digitalisation toward longer-term digital trajectories in contemporary Kazakhstani
theatre?

Methodology

This study employs comparative and interdisciplinary analysis to examine how digitalisation
influences contemporary theatre, with particular attention to audience practices

and institutional strategies in Kazakhstan. The methodological approach includes

theatre and cultural studies, media theory, allowing for a systematic examination

of transformations occurring at the intersection of art and technology.

These artistic and technological transformations are considered in relation
to the accelerated development of social media and digital media technologies,
which continue to shape new modes of production and reception in contemporary
performance.

Particular emphasis is placed on the Astana Ballet Theatre. Its digital initiatives during
the pandemic illustrate emerging models of hybrid performance, remote audience
communication, and multimedia integration.

Moreover, the study analyses digital content produced by theatres, including
livestreamed performances, educational programming, virtual festivals, and online
interviews, which serve as primary materials for understanding new forms of interaction
between artists and audiences. Data obtained through a targeted audience questionnaire
are used as supplementary material to identify patterns of cultural participation
and reception within the Kazakhstani context.
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By comparing practice emerging from Kazakhstani and international cases,
the study seeks to identify both shared tendencies and distinctive local developments.
This methodological combination facilitates the detection of recurring patterns in digital
theatre practices and provides insight into how Kazakhstan's performing arts sector
navigates global technological change while responding to local cultural needs.

Discussion and results

The transformation of audience behaviour in the post-pandemic period has become

a central theme in contemporary performance studies, as theatres increasingly confront
new perceptual habits shaped by constant interaction with digital media. A scholarly
discourse has examined how digital environments alter cognitive rhythms and behavioural
patterns.

Existing research in this field confirm that the form of cultural participation (physical)
has a measurable impact on contemporary modes of theatrical reception. Large-scale
empirical research conducted during the COVID-19 pandemic demonstrates
a pronounced decline in social participation and collective cultural activities
under conditions of home confinement (Ammar et al.). These findings show the sharp
decrease in attendance at live cultural events, including theatre, observed during
and after the pandemic period.

At the same time, studies of digital consumption indicate a parallel of engagement
with screen-based artistic formats. Quantitative research on visual arts participation
conducted across 22 countries (N = 87) revealed that the online mode of participation
significantly affects the perceived quality of aesthetic experience, with digital formats
becoming a dominant point of access during the pandemic (Szostak et al. 47).

To identify recurring post-pandemic patterns, this study presents findings
from an author-conducted audience questionnaire administered in 21 April 2021.

70 visitors were asked about their tendency to go to Astana Ballet Theatre before
and after the pandemic (N = 70). Results showed a dramatic decline of visiting
the theatre after the lockdown.

Table 1. Frequency of On-Site Theatre Attendance at the Astana Ballet Theatre before
the COVID-19 Pandemic

Frequency | %
Once a week 12 171
Once a month 30 429
Once a year 28 40.0
Total 70 100

Source: An author-conducted audience questionnaire. Author’s Survey, 21 April 2021, N = 70.
As shown in Table 1, prior to the pandemic the majority of respondents attended

performances at the Astana Ballet Theatre on a monthly or annual basis, while weekly
attendance constituted a smaller segment of audience participation.
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Table 2. Attendance at the Astana Ballet Theatre after the Reopening

Attendance after reopening N %
NO 41 58.6
YES 29 414

Total 70 100

Source: An author-conducted audience questionnaire. Author’s Survey, 21 April 2021, N = 70.

The survey reveals patterns consistent with trends identified in recent international
research on cultural participation during and after the COVID-19 pandemic (Table 2).

Table 3. Frequency of On-Site Visits to the Astana Ballet Theatre after the Reopening

Frequency | %
Once a week 4 13.8
Once a month 19 65.5
Once a year 6 20.7

Total 29 100

Source: An author-conducted audience questionnaire. Returned Audiences Only, 21 April 2021, N = 29.

As shown in Table 3, among respondents who returned to on-site attendance
after the reopening, monthly visits became the dominant pattern, whereas weekly
attendance remained limited. This shift suggests a transition toward more selective
forms of cultural participation.

Similar to previously discussed studies, these results indicate a decline in regular
on-site attendance and a reconfiguration of audience engagement with theatre.

The purpose of the questionnaire was not to identify the motivations behind audience
reluctance to return to the theatre, but rather to trace the pandemic'’s influence on modes
of theatrical perception and patterns of cultural participation. In this regard, the survey
functions as a qualitative indicator of broader transformations in audience behaviour,
complementing the analysis of emergency digitalisation and institutional responses within
the Kazakhstani theatrical context.

It has become essential to reignite audiences’ desire for live theatre after two years
of isolation, to sustain the attention of spectators accustomed to digital overstimulation,
and to craft an atmosphere in which they feel comfortable stepping away from their
online personas. Importantly, recent cultural research suggests that the quality of digital
cultural experiences has a lasting influence on future patterns of cultural participation
and audience behaviour (Leguina et al. 111).

Adam Hayes, in the article 'Attention and Digital Media Consumption’, highlights
compulsive patterns of notification monitoring and rapid attentional switching.

These tendencies directly influence audience engagement in theatre, which traditionally
relies on immersion, continuity, and shared presence. The implications of these
behavioural shifts align with theoretical discussions in digital performance studies.

SARYN INTERNATIONAL PEER-REVIEWED JOURNAL 85



(‘ ;apyn No. 4. 2025 ANEL MURZAGULOVA FROM EMERGENCY DIGITALISATION TO AI-ORIENTED PERSPECTIVES

86

These dynamics are particularly relevant in Kazakhstan, where fast digital
modernisation influenced cultural consumption patterns, especially among younger
audiences. To open better local digital perspectives, this study draws on the work
of Irina Lunga and Meruert Zhanguzhinova ‘Review of the Implementation of Digital
Educational Technologies in Cultural Institutions of Kazakhstan’. As scholars note
in their research on the digital transformation of cultural communication, Kazakhstani
spectators increasingly encounter artistic content through mediated environments
such as livestreams, short-form videos, and online archives, establishing perceptual
frameworks that differ significantly from traditional theatre-going practices (Lunga
and Zhanguzhinova 99).

Understanding digital spectatorship as a product of evolving cognitive, technological,
and cultural conditions is therefore essential. Rather than viewing these tendencies
as obstacles, this study treats them as factors that inform new artistic and communicative
strategies within the theatrical sector.

The period of isolation emphasized the significance of art in daily lives, as it became
a crucial tool that helped many people endure the unexpected lockdown. In the current
post-pandemic time, global theatres, museums and galleries have started to popularise
art through digital platforms. It is crucial to emphasize that under these new conditions,
the relevance and necessity of art as an important social phenomenon has become
even more evident. Consequently, this study aims to examine and justify the role
and importance of art within the framework of contemporary society and in the context
of the current spiritual and emotional state of Kazakhtani people.

The global theatre community, along with all those involved in the arts, has adapted
effectively to current realities, actively pursuing its core mission: to educate
and popularise all forms of art. For example, many museums launched remote tours.
Ballet lovers were granted a unique opportunity to simultaneously watch Swan Lake
by Pyotr Tchaikovsky in Yury Grigorovich's choreography at the Bolshoi Theatre,
and Patrice Bart's version at the Berlin Opera. Another significant digital broadcast
was Sergei Prokofiev's ballet Romeo and Juliet (choreographed by Mats Ek), offered
by the Royal Swedish Opera. The famous Les Ballets de Monte-Carlo presented Pyotr
Tchaikovsky's Sleeping Beauty, edited by Jean-Christophe Maillot. The Mariinsky Theatre
provided access to Rodion Shchedrin’s Anna Karenina by choreographer Alexey
Ratmansky, performed by Ulyana Lopatkina. Furthermore, for seven days, the Nederlands
Dans Theater (NDT) celebrated its 60th anniversary by providing access to unique
productions of world-renowned choreographers who collaborated with the troupe
at different times. Viewers worldwide were able to experience works such as Hans van
Manen's Short Cut, Crystal Pite's The Statement, Marco Goecke's Midnight Raga, Edward
Klug's Mutual Comfort, and Sol Leon and Paul Lightfoot's Stop Motion, among others.

It should be noted that the introduction of the viewer to dance art and the increase
in interest toward both the theatre and the troupe’s repertoire were supported by limited
viewing periods. Each of these works was available to the public for no more than one
week. In an environment saturated with digital content, theatre managements specially
developed time-restricted access in order to actively motivate global audiences
to watch these unique productions under temporary conditions. Such access to content
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and information was made possible only through the advancement of new technologies
and digitalisation. This shift represents a significant benefit for the arts, fostering a more
dynamic relationship between the institution and its virtual audience.

Theatre basically is a synthesis of diverse art forms. At the end of the twentieth
and the beginning of the twenty-first centuries, theatre began a new chapter in its history,
as theatre directors started to integrate advanced technologies in live performances.
That's how a ‘visual theatre’ was born, a genre where media and digital technologies
are employed to fundamentally enhance audience perception. While there are
the controversial debates about the positive and negative sides of visual theatre,
it is obvious that to maintain cultural relevance, theatrical practices must evolve to meet
the demands of a digitised world. As Robert Ellis Walton argues, contemporary virtual
and extended reality technologies no longer function merely as supplementary elements
but actively come to matter within artistic practice, reshaping how presence, space,
and embodiment are experienced in performance (799).

Today, digital technology has become the language of theatre. As a result, directors
no longer need large sets and heavy props, because technology has developed
to a point where experienced programmers can add visual effects instead. This shift has
popularised the concepts of intermediality and hybrid performance, where physical
and virtual components coexist within each other. As Taisia Khvostova observes,
contemporary digital theatre emerges at the intersection of stage practice, screen media,
and networked communication, forming a distinct mode of performance shaped
by internet culture and mediated perception (71). Within this framework, digital
technologies — including VR-based (virtual reality) environments — do not replace
traditional theatre. On the contrary, they transform the ways performance is structured,
expanding the spatial and temporal boundaries of performance.

It could be argued that theatre has become a universal language through
the application of digital effects. This shift is further articulated in studies of online
mediated theatre. Sam MacKinnon emphasizes that digital theatre platforms introduce
new configurations of space, time, and reactivity, enabling performances to operate
simultaneously across online and offline environments (111). Such hybrid structures
foreground intermedial dynamics, where ‘liveness’ is negotiated through interaction
between performers, audiences, and technological systems. Together, these perspectives
underscore how contemporary theatre adapts to digital mediated conditions
by integrating virtual and physical aspects into consistent performative experiences.
The pandemic changed everything and forced a migration of culture to online spaces
in attempt to offer the viewers what they had previously received offline (Aslanova).

As mentioned above, theatres globally have undergone a process of digitalisation,
integrating practices such as VR, hybrid and pure digital performances. In Russia,
for example, this trend has formed as early as 2005 with the launch of the ‘Theatrical
Russia’ project. This initiative was designed to showcase the best performances
from across the country and to build a national video archive of Russian theatre
productions. This also gave audiences the chance to see performances honoured
by the Golden Mask, the prestigious Russian National Theatre Award.
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Among Kazakhstani theatres, the Astana Ballet Theatre stands out as the unquestioned
leader and primary trendsetter in the field of digitalisation. It is, therefore, the central
focus of this study. The analysis is supported by statistical data collected from the theatre's
official Instagram and YouTube platforms, which, during the pandemic, became
the principal channels of communication between the institution and its audiences.
Following President Kassym-Jomart Tokayev's directive of 13 March 2020 to suspend
all public events, theatres in the capital entered a period of mandatory lockdown.

The Astana Ballet Theatre was among the first cultural institutions in the capital
to rapidly adapt to these unprecedented circumstances. The speed and scale
of its transition indicate that the Theatre had already formed internal capacities
that enabled it to respond strategically rather than reactively. During the pandemic
and the nationwide lockdown, three metropolitan theatres demonstrated particularly
high levels of digital engagement, maintaining a degree of creative activity comparable
to that of their in-person performance seasons.

For instance, the State Theatre Astana Musical, operating under the concert
organisation Kazakhconcert, released more than fifty livestreams featuring its performers
and published recorded excerpts from both international and Kazakhstani musicals.
These included arias such as ‘Daughter of Mine’' from Romeo and Juliet (Gérard Presgurvic)
and 'Belle’ from Notre Dame de Paris (Riccardo Cocciante). After the lockdown, the theatre
continued to expand its digital initiatives and launched the podcast series ‘Ne angime?’,
designed as a platform for dialogue with public, where spectators shared their
impressions of returning to live performances. These examples demonstrate
that Kazakhstani theatres did not limit themselves to passive survival strategies
but actively experimented with new formats of communication and audience
engagement.

Despite the proactive digital engagement of these institutions, the most flexible
and forward-thinking theatre in adapting to the new digital era was the Astana Ballet
Theatre. Established in 2012 in the heart of Kazakhstan's capital, the leading national
ballet institution of Kazakhstan occupies a distinct position in the cultural landscape
of the nation. Its contemporary repertoire, unmatched by other theatres, showcases
a creative potential through new choreographic voices, innovative productions, and
performances that invite modern audiences to reflect on fundamental questions of human
existence, interpersonal interaction, and the intrinsic connection between individuals,
society, and the natural world.

The pandemic served as a critical test of institutional resilience, and in this context,
the initiatives of the Astana Ballet Theatre can be viewed as a model of purposeful
digital transformation rather than a temporary crisis response. The scope and intensity
of its work were considerable, yet several components merit close attention in this article.
The first of these is the Theatre's educational activities.

According to data from 2020, by the end of the Theatre's seventh season — the shortest
in the history of the company due to the introduction of strict quarantine measures —
the institution, with the support of the Ministry of Culture and Sports, has launched six
unique online projects.
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As reported in the Theatre’s official summary of the seventh season, the overall
audience reach of its online programmes amounted to 346,800 viewers. In addition,
the theatre published 225 posts on Instagram, which accumulated more than 99,855
likes, according to the content analytics service SpeedSpy (Astana Ballet Theatre).

These indicators clearly demonstrate not only the Theatre's exceptional adaptability
but also the rapid formation of a stable digital audience. This marks a significant shift
in the cultural consumption patterns within Kazakhstan.

A closer chronological analysis of these online initiatives shows that the first project
introduced during lockdown was the interview series ‘Theatre Online’, launched as early
as 4 April 2020. This project with renowned artists of the global ballet community
achieved a total reach of 163,000 viewers.

The Astana Ballet Theatre organized live broadcasts featuring its leading dancers.
Dilara Shomayeva — a PhD student at the Kazakh National Academy of Choreography
(for that moment) and a leading soloist of the Theatre — hosted engaging online
conversations with prima ballerinas, members of the corps de ballet, and internationally
renowned performers. As a result, the Kazakh public and ballet enthusiasts were able
to learn more about prominent figures in the ballet community: Aliya Tanykpayeva,

Etoile of the Hungarian National Ballet; Aidos Zakan, Tanzer of the Dortmund Theatre

in Germany; and lana Salenko, Principal Dancer of the Berlin State Ballet. All of these
artists are alumni of the Alexander Seleznyov Almaty Choreographic School and continue
to represent the Kazakh ballet tradition with pride on the global stage.

The Astana Ballet Theatre, along with leading ballet institutions worldwide, provided
free access to a selection of its repertoire. Recognising the vital role of culture
in sustaining public morale, the Theatre began broadcasting recordings from the Eurasian
Dance Festival as early as 17 April 2020. By providing open access to festival materials,
the Theatre positioned itself as a cultural mediator during a period of restricted mobility,
maintaining continuity in artistic exchange.

On 20 April, the Theatre streamed an online gala featuring ballet artists from Russia,
Portugal, the Netherlands, Germany, and Kazakhstan. This was followed on 22 April
by a broadcast Escencia Flamenca by the Spanish trio Castro Romero, and on 24 April
by a performance from the National Ballet of China. To commemorate the 75th
anniversary of Victory Day, the Theatre streamed two emblematic works: Heritage
of the Great Steppe by various Kazakhstani choreographers (7 May), and Mukaram Avakhri's
Zhussan (9 May), the first one-act ballet in the history of Kazakhstani choreography.

By 19 May 2020, as part of the author’s project ‘On Stage \ Online’, Shomayeva
released a series of broadcasts and interviews with choreographers, artists,
and production departments. This project expanded the audience’s understanding
of theatrical labour and reinforced the social function of the Theatre during isolation.

The Astana Ballet Theatre emerged as the only institution in the country that not only
adapted global digital practices but successfully contextualised them within local artistic
traditions, managing to retain and expand audience interest after the pandemic. Although
only two episodes of ‘On Stage \ Online’ were released before epidemiological restrictions
intervened, the project generated 98,000 views.
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These programmes enriched local audiences and sparked international interest
through high-quality visual production and thoughtful content. Together, these initiatives
demonstrate a coherent institutional vision: digitalisation was not merely an auxiliary tool
but a strategic extension of the Theatre's artistic mission.

In celebration of Constitution Day, on 27 and 30 August 2020, the Theatre relocated
its stage outdoors, followed by a series of online presentations filmed within the Botanical
Garden. These hybrid outdoor-digital performances serve are a significant example of
how the institution began to rethink spatial boundaries and reimagine the relationship
between the performer, the environment, and the viewer.

The Theatre's director at that time Alexandr Sovostyanov noted, that adapting
performances for the digital format represents ‘a completely new stage’, highlighting
the Theatre’s potential to integrate new technologies into contemporary performing
arts (Astana Ballet Theatre).

Before the pandemic, the Theatre already placed emphasis on video design,
and after lockdown, this expanded into professional dance films and commercial projects.
A definitive example is Dance of Nature, a new artistic format for Kazakhstan (premiere:
11 December 2021). This project synthesises folklore, choreography, cinema, and national
landscapes. As Avakhri stated, the project demonstrates not only the creative but also
the digital potential of the theatre.

Another key innovation was the ‘Theatre 360 Degrees’ platform, launched on
28 December 2020. Functioning similarly to Netflix streaming service, it enabled global
dissemination of Kazakh ballet and represented a conceptual shift: performances were
created specifically for the camera rather than being merely recorded. This marks
a decisive movement toward digital-born theatrical forms in Kazakhstan.

As part of this initiative, the media team filmed two productions: Cinderella by Georgy
Kovtun and The Legend of Turanga by Anvara Sadykova. Although the full launch
of the platform was limited in the post-pandemic period, the project reflects an important
developmental trajectory.

A notable example of digital scenographic synthesis is Avakhri's ballet, Sultan Baybars.
With video design by Leonid Basin, the production employed digital projection, spatial
mapping, and immersive media environments. This case demonstrates how digital
scenography is beginning to reshape the visual and narrative structure of Kazakhstani
ballet.

Finally, a critical role was played by the implementation of the ‘Ashyq’ platform,
developed by the ‘Digital Innovation and Transformation’ company in 2021. The system
was designed to reduce the risk of COVID-19 transmission and to support infection-
control measures at public venues. The Astana Ballet Theatre became a digital pioneer
to initiate a technologically supported, safe return to live performances after the lockdown.

Taken collectively, these developments indicate that Kazakhstan's digitalisation
of Theatre was not an improvised reaction to the crisis, but a structured process shaped
by institutional strategy, technological opportunity, and cultural ambition. As a key
national institution, the Theatre demonstrates how digital tools can become integrated
into artistic language, audience communication, and national cultural policy, forming
a distinctive model within the broader landscape of global digital theatre.
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Regarding the outcomes of digitalisation, the first year of implementing the ‘Digital
Kazakhstan' state programme in 2018 saw a significant investment growth within
information and communications sector, showing a raise of 40.3 percent in one
year, reaching 92.5 billion tenge. According to International Data Corporation, direct
investment in digital transformation between 2020 and 2023 will amount to 7.4 trillion
dollars. Also, by 2023, the share of spending on digitalization is expected to rise
to 50 percent of all Information and Communication Technologies investments,
compared to the current 36 percent (Kazakhstanskaya Pravda).

Furthermore, since 2018 there have been several national initiatives aimed
to strengthen the digital potential of Kazakhstan. One of the most influential platforms
is the 'Digital Bridge' technological forum, which has become a catalyst for large scale
digital innovation in Central Asia. Over the years, the forum has gathered more
than 127,000 participants, 1,500 speakers, 600 start-ups, and over 500,000 investors
from more than 100 countries. The 2025 edition of the forum marked a new
developmental milestone: by presidential decree, the forum was transformed
into ‘Al Digital Bridge’, coinciding with the establishment of the Ministry of Artificial
Intelligence and Digital Development on 18 September 2025 (The Astana Times).

These developments indicate that Kazakhstan is actively forming an institutional
environment capable of supporting rapid technological progress, which, in turn, shapes
the broader cultural and creative industries.

It is believed, that these rapid changes within the digital sphere will have a positive
influence on theatrical art. Kazakhstan has already demonstrated significant progress
in digital video production through the integration of artificial intelligence (Al). In October
2023, a new video-creation platform, Higgsfield Al, was launched in the country.

By December 2025, Higgsfield Al became the first Kazakhstani ‘unicorn’ startup, valued

at over $1 billion. This achievement carries not only symbolic meaning but also substantial
practical significance. The emergence of such a technological entity — a privately held
startup reaching such financial milestone — directs heightened global investor attention
toward Central Asia, creating structural incentives for developing national IT infrastructure
and expanding the technological ecosystem.

Higgsfield Al allows users worldwide to produce cinematic, high-quality video content
using Al, eliminating the need for traditional filming or post-production. In the near
term, the company intends to shift its strategy from mass-market users to corporate
clients: studios, agencies, and brands that require assured quality, operational stability,
and scalable output. While the full effect of such tools on theatre is yet to unfold,
the combination of a high-potential digital startup and a technologically progressive
institutions like the Astana Ballet Theatre suggests fertile grounds to anticipate new
possibilities for live performance.

In theory, generative platforms such as Higgsfield Al enable the creation of dynamic
digital scenography, animated projections, and cinematic visual environments that expand
the expressive choreography of directors and designers while reducing the material
and financial demands of traditional set construction. However, Al operates
simultaneously as a creative tool and a disruptive force, pushing theatre toward
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mixed-reality forms while provoking ongoing debates regarding authorship, liveness,
and the preservation of theatre’s embodied human core.

Eventually, the digitalisation of theatre brings both positive and negative aspects.
Nevertheless, theatre has once again proven itself to be an engaging, present,
and relevant part of human existence. Theatre reflects the contemporary world.

Just as it can reconstruct distant historical epochs, it can also tell the stories that are most
relevant to modern society. Theatre interacts with its audience through the language

of visual imagery, and at the same time remains poetic — expressing metaphors, symbols,
signs, and allusions far more vividly than fixed or literal meanings. Visual theatre provides
a special, semiotically rich form of communication with the audience, similar to cinema,
often using quotations, references, and commentary that connect to other art forms.

The most important factor in every sphere of life is progress, which simply means
being open to reality and change. Theatre, perhaps more than any other art form, excels
in this regard. This capacity for adaptation ensures that this art form remains not only
a reflection of contemporary society but also a vital force in its future development.

It is, therefore, evident that the balance between digitalisation and traditional theatrical
practice will generate some of the most compelling works of the twenty-first century —
artistic achievements that will become a meaningful legacy for future generations.

Conclusion

The COVID-19 pandemic accelerated a significant transformation in the relationship
between national theatre and its audiences in Kazakhstan. What initially appeared
as an emergency response gradually evolved into a sustainable mode of cultural
production.

In the Kazakhstani context, digitalisation expanded access to theatres and demonstrated
its potential to enrich artistic language, as illustrated by the case of the Astana Ballet
Theatre. These developments indicate that digital tools are becoming a structural
component of the national cultural ecosystem.

In summary, looking beyond emergency digitalisation, emerging Al-based
technologies suggest further trajectories for theatrical practice, particularly in the areas
of scenography, hybrid performance, and audience engagement. When integrated
thoughtfully, digital and Al-driven approaches can support artistic innovation while
preserving traditional theatre and essential human core.
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ABSTRACT. This study summarizes the scenographic designs of ballet productions by three leading

Kazakh theaters — the Abai Kazakh National Opera and Ballet Theater, the Astana Ballet Theater,

and the "Astana Opera” State Opera and Ballet Theater — across 40 performances from the 2016/17-2024/25
seasons, considering repertoire dynamics and scenographic solutions. The goal is to identify consistent
scenography typologies and establish their relation to musical dramaturgy. Methods include a comparative
analysis of classical, national, and contemporary productions; content analysis of visual assets (sets, costumes,
lighting, video); mapping the “musical score < visual score” correlation; and verification via programs,

press releases, and reviews. Materials were compared using uniform criteria, and recurring techniques were
isolated. Three stable typologies are identified: Academic, Ethnic, and Multimedia-Experimental. Growth

in multimedia practices in contemporary ballets and their targeted use in national productions is noted.

A universal "correspondence map” of key musical nodes and visual solutions (exposition, development,
climax, denouement) shows the scene’s shift from static background to dynamic participant. The study’s
novelty lies in the unified typological framework for the three repertoire blocks and the operationalization
of media dramaturgy concepts through practice-oriented correspondence maps. The discussion stresses
balance between tradition and innovation, the risks of technological redundancy, and personnel

and infrastructural limits. Practical steps: early inclusion of media dramaturgy, digital libraries of ethnic
codes (ornaments, palettes, lighting/projection presets), phased equipment renewal, and specialist training.
Prospects include expanding performances, audience surveys, and piloting AR/VR for the development

of a hybrid scenography model.
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TIPEK CO3AEP CueHorpadus, 6aneT, KasakCTaHAblK TeaTpaap, TUMOAOIUSA, COKECTIKTEP KapTachl,
Mezuagpamatyprus, 4aCTyp, MHHOBaLMS.

AHAATIA. byn 3eptTeyse 2016/17-2024/25 maycbimaapbl apanbifbiHiafbl 40 crnekTakib 60MbIHLLA
penepTyapablH XXaHapy AVHaMUKacbl MeH caxHablK-TeXHMKaAblk WeLliMaepi eckepise oTbipbin, KasakcTaHHbIH,
YL XeTeKLi TeaTpblHAafbl — «AcTaHa baneT» Teatpsl, «ActaHa Onepa» MeMAEKETTIK onepa XaHe banet TeaTpbl
aHe Abali aTbiHAaFbl Kasak yATTbik ornepa >aHe 6anet TeaTpbl — 6anet KomblIbIMAAPbIHbIH, CLieHOrpadusaibIK
WweLliMAepiHe KaTbICTbl MaTepuanaap >XuHaktanagbl. XXyMbICTbIH MaKcaTbl — CLileHOrpaduUAHbIH, ASNeKTi
TUNONOTVANAPbIH aHbIKTay XoHe 0l1apAblH My3blKablk ApamaTypruameH HanaHbICbiH KepceTy. 3epTTey
9iCTepi KnaccunkablK, YTTbIK XoHE 3aMaHayu KOMblAbIMAAPAb! CablCTbipMasbl TangayAbl; BU3yanablk,
Kypanjapfa (Aekopaumsanap, KOCTFOMAEP, >Kapblk, 6eiHemMaTepuangap) XyprisinreH KOHTeHT-Tanzayabl;
«My3bIKasblK NapTUTypa < BU3yaajbl NapTUTypa» KaTblHAaCTapblHbIH KapTacblH, COHAAN-aK AepekTepsi Teatp
6araapnamManapsl, Npecc-pennsaepi MeH peLeH3nsnapbl apkblibl Tekcepyai kamMtuasl. Matepuangap 6ipkenki
KpWTepuiinep apKblabl CanbICTbIPbIIAbLI XoHe KalrTanaHaTblH aicTep aHblkTanAbl. CLeHorpaduaHbIH YL
TypaKTbl TYpi aHbIKTanAbl: akaAeMUAbIK, STHUKa/bIK XXaHE MYAbTUMEANANbIK-IKCNePUMEHTTIK. Kasipri 3amaHfbl
6anettepze MynbTUMEAUANbIK TOXIpUOenepaiH ecyi xXaHe onapAblH, YATTbIK KOWbIAbIMAAPFa MaKcaTTbl TypAe
eHriinyi atan eTingi. My3bikanblK KypblIbIMHbIH, HETi3ri TYWiHAEPI MeH BM3yanablK WeLlliMAepAiH, (3kcno3unuus,
JaMy, KyJIbMUHaLMs, LWeLLiM) apakaTblHaCblH aiKbIHAANTbIH 9Mbeban «CaKecTiKTep KapTacbl» YCbIHblIaAb!;

O/l CaxHaHbIH cTaTUKanblK GOHHaH dPEKETTIH ANHaMUKabIK CEPIKTECIHE aliHany YAepICiH kepceTeai. 3epTTeyaiH,
>KaHasblfbl YL penepTyapiblk, 610KKa apHanfaH HipblHFali TUNMONOTMANBIK, LWEHOEPAI KanbiNTacTbipyMeH

XaHe MeamaspaMaTyprusHel Toxipnbere bafgapaaHfaH CONKECTIK KapTanapbl apKblibl
onepauMoHann3aumanayMeH avkbiHaanagbl. Taakbinay 49CTYP MeH MHHOBALMA apacbiHAaFbl Tene-TeHAIKTI,
TEXHOJIOTNANbIK apTbIKLbLIbIK TOyeKeNgepiH, NepcoHan MeH MHPPaKYPbIIbIMABIK LUEKTeYAepAi aTan KepceTeai.
KopbITbIHAbIAA MPaKTUKabIK Kajamaap KepceTiireH: caxHanay yAepiciHe MeanapamaTyprusHel eprepek
€Hri3y, 3STHOKOATapPAbIH LIMPPAbIK KiTanxaHanapbliH (O0-epHeKTep, Naautpanap, Xapblk NeH NPOeKLMANapabiH,
MiHE3-Ky/IbIKTbIK NpeceTTepi) Kypy, XababikTapabl Ke3eH-Ke3eHMeH XaHapTy, MaMaHAapabl AakbiHAay.
MepcnekTBanapbl — CrekTak/ibAep KOPMyCbiH KEHENTY, KepepMeHaepre XYpPrisifneTiH cayanHamanap

aHe cueHorpadusaHbiH TrMbpuaTi MmogeniHe apHanfaH AR/VR TexHonornsnapbiH NUAOTTbIK CbIHAKTaH eTKi3y.

ABTOPNAPADIH, YNECI

C. 4. Cammeibaesa — 3epTTeyAin Ty>XblpbIMAaManblK HEri3zeMeci; MakcaTTap MeH MiHAeTTepai benriney;
d4icTeMECiH a3ipsiey; SMNUPMKabIK MaTepUanbl XUHay xaHe yiibiMaacTbipy; «Kipicne» xaHe «MaTtepuangap
MeH agicTep» benimaepiH AanblHAay; MITIHHIH 6acTankbl HycKachl.

H. P EckeHOupoe — asicTemMenik BepndurkaLms; HOTUXKeNepAi Tanaay XXoHe CypeTTep MeH Kectenepai
AavibiHaay; «OaebueTTik Wwony», «Tankbinay» xaHe «KopbITbiHAbI» 6eniMAepiH AalibiHAAY; MATIHAI eHAeY
KaHe KalTa Kapay; Ko/xkazbaHbl Xapuvsanay TanantapbiHa COMKeC KenTipy.
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JINs LUTVPOBAHMA CatTbibaeBa, Canga, n Haptait EckeHanpos. «CueHorpaduryeckne Mogenu
COBPEMEeHHOro Ka3axCTaHCKoro 6aneTa: TUMNOAOrvs, HalMoHa bHble

0COBEHHOCTU 1 MeamanpakTuku». Saryn, 1. 13, N2 4, 2025, c. 95-116.
DOI: 10.59850/SARYN.4.14.2025.317. (Ha aHrauimckom)

KJIFOUEBBIE C/IOBA CueHorpadws, 6aneT, kKazaxcTaHCKMe TeaTpbl, TUMONOTUS, KapTa COOTBETCTBUN,
MezunazpamaTtyprus, TpaauLms, MHHOBaLMN.

AHHOTALMA. B HacTosLLeM nccnegoBaHum 0606LatoTca MaTepmanbl cueHorpadryeckmx peLleHunii 6aneTHbix
NMOCTaHOBOK TPEX BeAyLLMX Ka3axCTaHCKMX TeaTpoB — TeaTpa «ActaHa banet», locysapcTBeHHOro Teatpa
onepsbl 1 baneta «ActaHa Onepa» 1 Kasaxckoro HaLmoHanbHOro Teatpa onepbl U H6aneta nmeHn Abas —

no gaHHbIM 40 cnekTaknen ce3oHoB 2016/17-2024/25 rr. ¢ y4éTom AMHaAMWUKM OOHOBAEHWSA penepTyapa

N CLEEeHOTEXHUYECKUX pelueHnin. Lleab paboTbl — BblAENNTb YCTONYVIBbBIE TUMOAOTN CLEeHOTrpadum 1 nokasatb,
Kak OHW COOTHOCATCA C My3blKaJibHOW ApamaTtypruei. MeTofbl CCIef0BaHNA BKIKOYAKOT COMOCTaBUTEbHbIN
aHann3 Knaccmyeckmx, HaLMOHa/IbHbIX M COBPEMEHHbIX MOCTaHOBOK; KOHTEHT-aHa/n3 BU3yaibHbIX CPEACTB
(AekopaLmm, KOCTIOMbI, OCBeLLeHNe, BUAEO); KapTUPOBaHWeE CBA3eW «My3blkalbHasa NapTUTypa < BU3yasbHas
napTuTypa» 1 NPoBepKy AaHHbIX MO TeaTpaibHbIM NPOrpamMmKam, npecc-peavsam u peLeHsnam. Matepuansl
COMOCTaBAANNCH MO e1HbIM KpUTepraM, GUKCUPOBAANCL MOBTOPAOLLMECA MPUEMbI. BbigeneHbl Tpu
CTabuWbHBIX TMMNa CLEeHorpadun: akaieMUUYeckinii, STHUYECKUA 1 MyAbTUMELNNHO-3KCNEPUMEHTaNbHbIN.
OTmeYeH poCT MyAbTUMEAMIHBIX NPaKTUK B COBPEMEHHbIX BaneTax n Ux To4eYHOe BHejpeHne

B HaLMOHabHble MOCTaHOBKW. [pesnoxeHa yHMBepcaabHas «kapTa COOTBETCTBUIN» KNHOUEBbIX My3blKalbHbIX
Y3/10B U BU3yasibHbIX PeLleHnl (3KCNo3nL s, pa3BuTMe, KyJbMUHALMS, Pa3BA3Ka), MOKasbiBatoLLas nepexos,
CLeHbI OT CTaTUYHOro POHa K AMHAMUYHOMY COyYacTHUKY AencTBMA. HOBM3Ha McCaefoBaHNA 3ako4aeTcs

B eAAVHON TUMOJOTNYECKON pamKe A1A TPEX penepTyapHbIx 6H10KOB 1 onepaLoHann3aLmm
MeAvajpamaTyprum yepes NpakTMKo-opueHTMPOBaHHbIE KapTbl COOTBETCTBUI. B 06cy>xaeHUn akLeHTMpyeTca
BHVMMaHWe Ha BanaHce MexAy TpaauLMen 1 MHHOBaLMUAMM, PUCKaX TEXHONOMMYECKON N36bITOYHOCTK,
KaZpOBbIX N MHPPACTPYKTYPHbIX OrpaHnyeHmnsx. B 3akntoueHnm pabotsl chopmyanpoBaHbl NpakTnyeckme
Laru: paHHee BKItOUEHVe MejnaZpamMaTyprim B MOCTaHOBOUHbIM NPOLLece, co3gaHne undposbix bubanotek
3THOKOZA0B (OPHaMeHTbI, MAANTPbI, MOBeAEHYeCK/e NpeceTbl CBeTa U NPOeKLMI), No3TanHoe obHOBAEHME
TEXHWKW 1 NMOAroTOBKa CreLmanncTos. MepcnekTBbl — pacluvpeHne Kopryca crnekTakaen, onpockl ayantopum
n nunotmposaHue AR/VR ans rubpuaHon mogenun cueHorpabum.

BknAap ABTOPOB

C ,4 Cammeoibaesa — KOHLI,eFITyaﬂbeIf/] 3aMbiCen nccnegoBaHud; NOCTaHOBKa Uenn 1 3ajaud; pa3pa60TKa
MEeToA0N0rnn; C60p nynopagoyeHme smnmpmyeckoro matepmana; NnoArotoeka pasgenos «BBegeHne»
n «I\/IaTepmanbl N MEeToAbl»; HanncaHne ﬂepBVIHHOVI BEPCUKN TEKCTa.

H. P EckeHOupoe — meTog00rnYeckas Bepudmnkaumsa; aHaans pesynbtatoB 1 NOArOTOBKa PUCYHKOB 1 Tabany;
noArotoBka 1 HanucaHve pasgenos «O630p nutepatypbl», «O6CyKAEHNE» 1 «BbIBOAbI»; pesakTMpoBaHme
n popaboTka TekCTa; NpUBeAeHNe pyKonucu B COOTBETCTBUE C TpeboBaHMAMM K Nybankauuw.
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Introduction

Scenography shifted from 19th-century decorative backdrops to 21st-century digital
media: in the 20th century, under Adolphe Appiah and Edward Gordon Craig,

the stage was conceived as a volumetric lighting system; mechanization, new fixtures,
and film/video projections made it an active participant. In the 21st century, mapping,
AR/VR, and algorithmically controlled lighting turned rigid sets into interactive
environments responsive to movement and sound — marking a move from backdrop
illusion to a dynamic partner in choreography (Howard; Hann). This evolution forms
the conceptual backdrop for the analysis of Kazakhstani material in the present study.

Persistent problems: limited integration of ethnic codes with dramaturgy; uneven
technical infrastructure beyond flagship venues; dependence on canonical plots; shortage
of media-design and interactive-light specialists; budget constraints for original scores
and scenography; aesthetic clichés that exoticize nomadic imagery; weak preservation/
archiving of digital scenography and choreographic notation; fragmented collaboration
among choreographers, composers, and visual teams; insufficient audience development;
and a thin critical discourse that slows canon renewal:

« institutional — limited production budgets, dependence on government subsidies;

« personnel — a shortage of set designers with competencies in AR/VR and media

design;

« technological — incomplete equipment of the sites with equipment for projection

mapping and interactive systems.

Thus, Kazakhstan's specificity boils down to finding a balance between the careful
preservation of national cultural traditions and the active implementation of digital
scenographic technologies. This tension between continuity and innovation shapes
the institutional context and simultaneously serves as a central framework for interpreting
scenographic and musical-dramatic choices in individual productions.

Despite existing histories of Kazakh ballet/scenography, no study integrates classical,
national, and contemporary productions within one methodology. While English-
language scholarship advances “performative design” and “scenography as a second text,”
a practice-theory gap persists in Kazakhstan, evidenced by: absence of a comprehensive
“musical score < scenography” correspondence scheme for ballet; insufficient empirical
comparisons across stylistic scenographies; poorly described mechanisms for embedding
national codes in digital stage environments. Accordingly, an approach is required
that purposefully “translates” theoretical concepts into an operational framework
for analyzing specific performances.

In this regard, using case studies of six performances from three leading venues —
the Abai Kazakh National Opera and Ballet Theater (Abai KazNOBT), the Astana Ballet
Theater, and the "Astana Opera” State Opera and Ballet Theater — is a reasonable
approach, allowing us to identify consistent patterns and formulate practical
recommendations. The chosen cases are treated not as isolated examples, but as material
through which the proposed typology and the concept of the “visual score” are put
to empirical verification. From a total of 40 productions, six of the most informative
and contrasting performances were selected. These, taken together, represent all three
scenographic vectors — academic, national-ethnic, and multimedia-experimental —
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as well as three venues with permanent ballet companies and symphony orchestras.
The focus on the Abai KazNOBT, Astana Ballet and Astana Opera is due to the fact
that these institutions systematically produce full-length narrative ballets and maintain
extensive scenographic documentation (photo and video archives, programs, reviews),
providing a comparable and sufficiently rich empirical basis for analysis. Other significant
actors in the Kazakh dance landscape are not examined in detail and are outlined
as independent areas for subsequent specialized research.
The aim of this work is to characterize the specifics of scenographic solutions
for Kazakhstani ballet productions in classical, national, and modern styles and to trace
the evolution of their interaction with musical dramaturgy and technological innovations.
Research questions:
« What types of scenography — academic, ethnic, multimedia-experimental —
predominate in the repertoire of Kazakhstani ballet theaters?
« How do lighting, sets, and multimedia relate to musical dramaturgy and influence
audience reception?
« How are national codes being introduced into digital scenography, and what
opportunities does this open up for hybrid forms?

picturesque light and plasticity projections multimedia, AR/VR,
scenery (static (Appiah, Craig; and mechanization interactive scenes
illusion of space) emphasis (the first multimedia (the digital

on the environment and technical environment

and the director's integrations) as a "partner”

whole in choreography)
- c \/

Fig. 1. Scenography: the path from static design to an interactive environment’.

Fig. 1 captures the stages of transformation: 19th-century painted backdrops —
20th-century light sculpture — early 21st-century mechanized and projection-based
solutions — 2020s multimedia interactive formats. This is the transition from an “illusory
backdrop” to scenography as an independent dramatic entity, where technology
and space co-perform and enhance the musical and choreographic structure.

In the next sections, this overall trajectory is specified through the analysis of particular
works rehearsed and staged in Kazakhstan.

The study builds on historical-theoretical scenography and Kazakhstan's ballet
context, where academic tradition, national codes, and multimedia intersect. Addressing
the theory—practice gap, it undertakes a systemic analysis and a six-production case study
across three leading theaters to model evolutions and ground practical recommendations

for reconciling tradition and innovation.

1 This and the following figures and tables (except
Fig. 3) were developed by the authors themselves.
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Materials and methods

Empirical base: 40 ballets at Astana Ballet, Astana Opera, and the Abai KazNOBT,
2016/17-2024/25. Unit of analysis: scenographic version (premiere or revised
with set/light/video changes); unchanged revivals excluded. Exclusions: concert numbers,
training shows, touring guests. Sources: programs and press releases, poster archives,
photo/video materials, reviews.

The following criteria were used to organize the material:

« Style: classical / national / contemporary;

« Genre: romantic, epic, symbolic, experimental;

« Scenography: static / dynamic / hybrid;

« Degree of multimedia use;

« Level of symbolism;

« Functional role of the scenography: background / supplement / integration

into the action;

« Dramatic coordination with the musical score.

Six representative productions were selected for comparative analysis:

« Classical: Giselle (Astana Opera), Swan Lake (Abai KazNOBT);

« National: Kyz Zhibek (Abai KazNOBT), Kozy Korpesh — Bayan Sulu (Astana Ballet);

« Contemporary: Touch the Light (Astana Ballet), Bolero (Abai KazNOBT).

The selected examples demonstrate three established types of scenography: academic,
ethnic and multimedia-experimental. For each production, an identical analytical scheme
is used: stage composition, materials, costume and make-up, lighting and projections,
symbolic layer, the dynamics of transformations, and, most importantly, their alignment
with the key musical-dramatic phases (exposition, development, climax, denouement).

Methodological framework: comparative analysis (traditional/national/contemporary);
content analysis of sets, costumes, lighting, multimedia; mapping musical reference points
to a visual score; interpretation for dramatic integrity. Reliability ensured by uniform
classification criteria and consistent operationalization. This methodological uniformity
helps to avoid fragmentary description and positions each production within a wider
typological and dramaturgical framework.

A representative corpus and clear classification enable fair comparison across classical,
national, and contemporary scenography. Six case studies support detailed analysis
of three stable models and their dramatic functions. Combining comparative and content
analysis with a “"correspondence map” yields a holistic reading of stage space,
with scenography integrated to music and choreography. In other words, the empirical
section acts not as an illustrative appendix, but as the main space for testing theoretical
premises at the level of specific visual and musical solutions.

Results and discussion

Contemporary scenography treats the stage as an interdisciplinary environment of image,
sound, and movement: Appia privileges spatial and luminous plasticity over painterly
illusion (125), while Craig asserts the director’s artistic primacy over text (Palmer 93).
These ideas establish the stage as an "environmental composition” in which light, texture,
scale, and tempo-rhythm cohere into a single dramatic organism.
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In English-language discourse, Pamela Howard defines scenography as the “organization
of meanings” via space, props, costume, light, and sound (25); Rachel Hann shifts
attention to eventfulness and distributed authorship (107); Joslin McKinney and Scott
Palmer trace the turn from décor to performative design across theater, dance, exhibition,
and hybrids (76, 94); Arnold Aronson underscores the visual's autonomy and its productive
frictions with narrative (55); and Christopher Baugh reads 20th-century technology
as a developmental pivot (98). Together, they frame ballet analysis as a synthesis: music
provides temporal grid, movement a kinetic structure, and scenography an environmental
context. The triad of score, choreography and environment serve as the backbone
of our correspondence map and underpins the subsequent case studies.

Projection mapping, AR/VR, and algorithmic lighting radically extend ballet's
expressivity: millisecond “live” mapping on mobile costumes aligns digital layers
to bodies; high-frequency, markerless tracking stabilizes staging and deepens immersion
(Stuart and Curson 261). Theory posits “live immersion” and a dual bodily presence —
physical and on-screen — reframing composition, scale, and audience focus (Lee 185;
Milovanovi¢ 130). Practically, this recasts light and projections as choreographic partners
and necessitates media dramaturgy, rehearsal-based setup tests, timecode calibration,
and a media operator as co-performer. In leading European and Asian venues,
these solutions have already formed a recognizable standard of media-saturated ballet
staging, and it is against this background that the Kazakhstani developments considered
in this article should be viewed. These international scenographic practices act as both
a technological and conceptual benchmark for Kazakhstani theaters: the introduction
of mapping, AR and interactive lighting follows global tendencies, but is mediated
by local infrastructural and training limitations, which corresponds to recent analyses
of post-digital choreography and digital performance environments (Milovanovi¢ 131).
At the same time, the Kazakhstani material shows not only the borrowing of tools but
also their reworking — for instance, immersive light environments are used to highlight
national mythopoetic motifs rather than for purely abstract experimentation.

These tools also reset decision frameworks: the engineering layer (media dramaturgy,
timecodes, roles) must match ballet's semiotics. Live mapping, generative graphics,
and interactive lighting succeed when semantic motifs become controllable digital
structures — ornament libraries, stable color-light palettes, behavioral presets,
and synchronization rules with choreography. Thus, technology shifts from end to means,
actualizing tradition and localizing theatrical language. From a Kazakhstani vantage,
this is a turn “from technology to meaning”: digital media articulate ornament,
mythologemes, and epic poetics, redirecting research toward integrating ethnocode
into contemporary scenography. In the empirical part of the article, this logic is followed
through specific choices — where lighting cues reflect leitmotifs, projections track melodic
development, and ethnic symbols are woven into digital textures rather than applied
as superficial ornament.

In the Kazakh perspective, the technological turn is read through a cultural-semantic
code: ornament, steppe mythologemes, epic poetics, and color-light solutions form
a scenographic “dictionary” to be integrated into contemporary stage language (Omarova
44). Sangul Karzhaubayeva and Kabyl Khalykov systematize domestic scenography,
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highlighting its philosophical-cultural context and stylistic stages (408); materials on Shara
Zhienkulova document the early linkage of national plasticity and stage form, setting

a stable visual tradition (costume, textures, ornament, color) (Orazbekova). In the post-
Soviet frame, this aligns with post-dramatic practices and “minimal” stage aesthetics
(light-body-space). For Kazakhstani stages, two strategies follow: preserve a recognizable
ethnic code; translate it into digital scenography (projections, generative graphics,
interactive light) to avoid “museumization.” The following cases demonstrate that both
strategies coexist: some productions rest on conservative ethnographism, while others
experiment with translating this code into multimedia environments.

Amid a substantial English-language corpus on scenographic theory and performance
design, research on Kazakhstani ballet scenography remains fragmentary. Existing articles,
reviews, and proceedings on national choreography/scenography and biographical
sources lack: a holistic “music—choreography—environment” model applied to specific
Kazakh ballets; a comparable corpus of classical, national, and modern productions
assessed by uniform criteria (light, projections, texture, symbolism); empirical perception
data (viewer/expert surveys, attention metrics in media-rich scenes). Recent scholarship
on digital and technology-mediated scenography adds further detail to this picture.
Studies of media-intensive theater highlight how networked and screen-based
environments redistribute authorship and audience attention, advancing the idea
of "interconnected dramaturgy,” in which digital layers organize shared experience rather
than simply embellish it (Patti). Practice-based research on interactive dance reveals
the frictions that emerge when motion tracking, projections, and sensor systems
are woven into choreographic work, underlining the need for close cooperation between
artists and technologists and for iterative “fine-tuning” of media during rehearsal (Barros
133). Design-oriented work on technology-mediated theater extends the spectrum
of potential audience layouts and interaction formats, presenting digital scenography
as a field of participatory experience rather than solely visual attraction (Esaki and Nagao).
A broader historical overview of digital scenography reconstructs three decades
of experimentation with projections, real-time graphics, and responsive environments,
showing how these tools have moved from marginal trials to a recognized international
model of performance design (Jovi¢ et al. 421). Against this background, the Kazakhstani
cases examined here can be seen as a specific version of this global turn, in which emerging
media-dramaturgical practices are systematically anchored in national visual codes
and epic plots rather than developed in culturally “neutral” settings. This deficit defines
the study’s aim: a unified-method case analysis of productions by Astana Ballet, Astana
Opera, and the Abai KazNOBT to describe patterns of synthesizing national codes
and digital technologies and to propose practical recommendations for media
dramaturgy and the artistic integrity of stage space. Thus, the theoretical review not
only outlines the topic but also directly informs the empirical design, which concentrates
on how scenography, understood as a “visual score,” interacts with the musical
dramaturgy of specific works.

Analysis of 40 productions at Astana Ballet, Astana Opera, and the Abai KazNOBT
shows stable patterns: classics *40% (Giselle, Swan Lake, The Sleeping Beauty,

The Nutcracker) with predominantly static scenography aligned to musical-dramatic logic;
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national works =#25% (Kyz Zhibek, Kozy Korpesh — Bayan Sulu, Zhussan, Alem) with ethnic
scenography — ornament, stable color codes, costume textures — recently hybridized
via projections and yurt symbolism; contemporary experiments =35% (Touch the Light,
Nine, Bolero, Love Fear Loss) employing dynamic multimedia — video art, light installations,
mapping — integrated into dramaturgy. Here, the quantitative ratios are understood
not only in statistical terms but also in dramaturgical ones: each segment corresponds
to a distinct way of “reading” and organizing the musical score in space.

The dynamics of multimedia are indicative: in the 2000s, techniques were
episodic, but in the 2020s they are already recorded in ~60% of contemporary ballets
and are penetrating the classics (e. g., Cinderella, Carmen Suite), shifting the balance
towards hybrid forms in line with global trends in scenography.

Table 1. Distribution of productions by types of scenography (summary data from
three theaters; N = 40)

Scenography Type Number of Share (%) Examples of performances
productions

Classical Static 16 40 % Giselle, Swan Lake, The Nutcracker

National/Ethnic Static 6 15 % Kyz Zhibek, Kozy Korpesh — Bayan Sulu

National with Multimedia 4 10 % Zhussan, Alem

Modern Minimalism/Symbolism | 6 15 % Bolero, Love Fear Loss

Modern Multimedia 8 20 % Touch the Light, Nine

Total 40 100 % -

As Table 1 indicates, each scenographic type is linked to particular dramaturgical
functions: classical productions stabilize and “frame” the canon, national pieces articulate
identity, and contemporary multimedia projects probe the boundaries of immersion
and formal experimentation. This pattern lies behind the subsequent choice of six key
cases.

m Classical Static
m National/Ethnic Static
National with Multimedia

Modern
Minimalism/Symbolism

®m Modern Multimedia

Fig. 2. Diagram of combinations of scenographic principles (based on 40 productions).
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The diagram (see Fig. 2) indicates a dominant classical, static scenography (40%),
evidencing repertoire stability. Contemporary works (35%) — multimedia/minimalist —
are the main innovation channel. The national segment (25%) splits into “purely
ethnic” and "hybrid with multimedia,” showing Kazakh codes’ integration into digital
scenography. Overall, tradition-innovation balance holds, with multimedia consolidating
and shaping new practices.

Kazakh ballet balances classicism and innovation: multimedia complements rather
than replaces tradition, shaping a distinct cultural code. A six-production analysis
(classical, national, contemporary) maps scenographic solutions across composition,
materials, costume/make-up, lighting/projections, symbolism, dynamic shifts, alignment
with musical-dramatic logic, and audience perception. In this way, the overall typology
is anchored in specific stage events, making it possible to shift from aggregate statistics
to a more detailed dramaturgical reading.

1. Giselle (Astana Opera) is a classic with a static set design (premiere — June 14, 2019).
Music — Adolphe Adam; Choreography/Direction — Altynai Assylmuratova; Set Design —
Ezio Frigerio; Costumes — Franca Squarciapino; Conductor — Arman Urazgaliyev. The stage
space is built on traditional picturesque scenery (a forest, a village), creating a stable
background. Costumes and makeup are strictly maintained in the aesthetics
of 19th-century Romanticism. Lighting is predominantly static, with a soft palette.

The symbolic level is built on the contrast between the “earthly” and “otherworldly”
worlds. Changes are rare and smooth. The set design fully follows the musical dramaturgy,
maintaining a romantic intonation. The audience is impressed by classical integrity

and immersion in tradition. Within the correspondence map, the exposition

and development are accompanied by even, low-contrast lighting, while the climax

of the “white act” is singled out through a cool palette and pronounced spatial depth,
visually prolonging Adam’s harmonic tension and the transition into the supernatural
realm.

2. Swan Lake (Abai KazNOBT, updated version — November 27, 2016) is a classic, static
set design. Music — Pyotr Tchaikovsky; Choreography — Marius Petipa, Lev lvanov (classical
version); Edition/Choreographer — Gulzhan Tutkibayeva; Set and Costume Design —
Vyacheslav Okunev; Music Director — Askar Buribayev; Lighting — Yuliya Karakayeva.

The sets present picturesque panoramas of the castle and the lake in an academic
manner. The contrast of white swans and black images emphasizes duality. The lighting
solution accentuates the alternation of day and night. The symbolic series is built

on the images of water and swans as metaphors of purity and tragedy. The dynamics

of the changes are moderate. Tchaikovsky’s musical dramaturgy is supported by smooth
lighting accents. The viewer's experience is one of strong emotional involvement thanks
to the combination of music and symbolic scenography. The dramaturgical curve

of the score — from lyricism to catastrophe — is echoed in the scenography: the bright,
open exposition of the court scenes is progressively replaced by more contrasting,
shadow-filled night-time tableaux, so that the final episodes visually compress

the musical crescendo into a sharp confrontation of light and darkness.

3. Kyz Zhibek (Abai KazNOBT, ballet version) — national, static/ethnic; premiere —
December 26-27, 2020. Director — Mikhail Pandzhavidze (Russia); Dance Choreography —
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Aigul Tati; Dance Production — Gulzhan Tutkibayeva; Conductor — Kanat Omarov.

The stage composition relies on ethnographic elements (yurt, carpets, ornaments),
which form a stable background. Costume and make-up are stylized as traditional
wedding and military outfits. Warm, natural-looking lighting enhances the ethnic
flavor. Symbolism is conveyed through color, ornament, and attributes (dombra, yurt),
creating an expressive cultural code. The dynamics of changes are minimal, the stage

is predominantly static. The scenography organically follows the folk song dramaturgy.
The viewer is left with an immersion into the national epic and historical context.

Here, the exposition aligns with the lyrical opening songs through a calm, warm palette;
as the conflict grows, denser stage compositions and more saturated colors draw focus
to key dramatic points, while the denouement returns to a single dominant symbol
(yurt, ornament) that “condenses” the musical resolution.

4. Kozy Korpesh — Bayan Sulu (Astana Ballet) — national, static/epic; premiere —

July 2-3, 2021. Music — Aktoty Raimkulova; Choreographer — Georgy Kovtun; Set
Designer — Andrey Zlobin; Costumes — Anna Ipatyeva; Video Design — Dmitry Shamov.
The stage composition is designed for a large scale and epic scope. The sets combine
ethnic motifs with symbolic images of the steppe and sacred signs. The costumes

are vividly ethnographic and meticulously detailed. The lighting solution is contrasting,
enhancing the drama. The symbolic layer of the epic is read through mythologemes
(the steppe as a sign of eternity). The dynamics of the scenes are limited, but built

on lighting contrasts. The correspondence to the music is high: the set design accentuates
the dramatic peaks. The viewer is impressed by the heroic-romantic structure

and the feeling of being involved in national mythology. The score’s alternation

of lyrical and battle episodes is highlighted by transitions from open, horizontally built
stage images to densely filled vertical compositions, so that the scenography signals
the shift from intimate motifs to public, epic ones and strengthens the musical form.

5. Touch the Light (Astana Ballet) — contemporary, dynamic/multimedia; premiere —
June 28-29, 2024. Music — Philip Glass; Choreography — llya Zhivoy; Video Design —
Pokras Lampas; Lighting — Konstantin Binkin; Costumes — Sonya Vartanyan. The stage
composition is built on abstract light installations and calligraphic projections.

The costumes are extremely laconic to emphasize the light pattern. Light and multimedia
act as the central construct of the space. The symbolic plan is light as a metaphor

for energy and movement. The dynamics are high: the stage is constantly transforming.
The musical score is accompanied by visual improvisations. The audience experience

is an immersive effect and a stay in a "live" digital space. Glass's repetitive patterns serve
as a framework for the media dramaturgy: recurring musical cells set off variations of light
calligraphy, so that the climax aligns with the highest density and speed of this visual
“writing,” while the denouement is signaled by the progressive “erasing” of projections,
mirroring the musical fade-out.

6. Bolero (Abai KazNOBT) — contemporary, dynamic/minimalistic; premiere —

April 27-28, 2019. Composer — Maurice Ravel; Libretto — Otavio Coral based

on the poems of Bodies in Bolero; Choreography and Staging — Ricardo Amarante
(Brazil). Set and Costume Designer — René David Salazar (Brazil); Lighting Designer —
Yuliya Karakayeva. The stage design is an open space where the main role is played
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by corporality and movement; scenery is minimal, the stage is shaped by light

and plasticity. The costumes are simple, monochromatic. The lighting is dynamic

and emphasizes the rhythmic structure. The symbolic layer is extremely laconic:

the emphasis is on the pure energy of movement. The dynamics of changes are high

and follow the escalation of the music. Ravel’s score is visually supported by the escalation
of light. The viewer's perception is a strong emotional effect with a minimum of expressive
means. In this instance, the correspondence map is nearly direct: each surge of orchestral
crescendo is matched by heightened light intensity and more intricate spatial patterns,
so that the scenographic peak aligns exactly with the final orchestral climax.

Table 2. Comparison matrix of six cases based on key criteria

Ballet S Multimedia Symbolism  Functionality T el
Type Correspondence Effect

Giselle Static, No Earth/ High (stable | Full alignment Harmony,

(AO) classical otherworld backdrop) with the romantic | “classical
dichotomy score illusion”

Swan Lake | Static, No Swan/ Medium Support of Emotional

(KazNOBT) | classical water Tchaikovsky's engagement
as metaphors contrasts

Kyz Zhibek | Static, ethnic | Partial Ornaments, | High Complete match | Immersion

(KazNOBT) (limited yurt, with folk motifs in the ethnic

projections) | traditions epic

Kozy Static, epic No Mythological | High Support of Heroic-

Korpesh images climaxes romantic

— Bayan of the steppe effect

Sulu (AB)

Touch Dynamic, Yes Light as High (stage Partial match, Immersion,

the Light | multimedia (projections, | energy changes with | with visual “living” space

(AB) lighting) the music) improvisation effect

Bolero Dynamic, No (lighting | Energy Maximal Absolute match | Strong

(KazNOBT) | minimalist only) of (space = with the musical | emotional
movement body + light) | crescendo impact

The matrix in Table 2 indicates that, despite stylistic variation, all six productions
exhibit a clear logic of coordination between visual and musical scores. Static academic
scenography anchors the canonical structure; ethnic scenography intensifies the semantic
layer at key musical points; multimedia and minimalist approaches shift part
of the dramaturgical burden onto light and projections, which start to act as co-authors
of the musical development.

A comparison of six productions reveals three models of scenography:
classical — static, without multimedia, precise adherence to the music (Giselle,

Swan Lake);

national — ethnic symbols and epic imagery with moderate dynamics (Kyz Zhibek,
Kozy Korpesh — Bayan Sulu);
modern — dynamics, multimedia and minimalism, where light and projections
are independent dramatic elements (Touch the Light, Bolero).

Overall, the balance of traditions and multimedia practices forms a multilayered
cultural code and expands the expressive possibilities of ballet. Thus, the empirical
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analysis refines the initially stated typology and shows how each scenographic model
reshapes the relationship between choreography and musical dramaturgy. In comparative
perspective, these three models broadly align with international scenographic trends
— academic revivalism, heritage-focused national productions, and media-saturated
experimental formats — but the Kazakhstani case reveals a distinct configuration:
the national—ethnic strand is not a peripheral niche but a structural core that is gradually
hybridized through digital media. This sets the local trajectory apart from many European
and North American contexts, where multimedia experimentation often develops
in stylistically “"de-nationalized” settings and only weakly engages with identity codes.
A summary analysis of performances at three theaters reveals consistent principles
and typological models of scenography that reflect a balance of three vectors: academic
continuity, the integration of national codes, and the active implementation of multimedia
innovations.
1. Classical academicism presupposes picturesque scenery, historical costumes
and lighting, strictly coordinated with the musical and dramatic canvas.
2. The national-ethnic style is based on traditional motifs — ornaments, costumes,
symbolic images — which emphasize the Kazakh cultural identity.
3. Modern minimalist and symbolic aesthetics are based on the utmost laconicism
of forms, the reduction of decorative layers, and the promotion of light
and the plasticity of movement as the main means of expression.
4. The multimedia scenography uses projections, light installations, digital backdrops,
and video art to create a fluid, transformative space.
5. The synthetic approach combines classic and contemporary elements, translating
ethnic motifs into digital form and creating a hybrid expressive language.

Table 3. Scenographic principles in the productions of Astana Ballet, Astana Opera and the
Abai KazNOBT

Characteristics

Scenographic Principle

Examples of Ballets

Classical Academicism

Realistic sets, period costumes,
traditional lighting design

Giselle, The Nutcracker, Swan Lake,
The Sleeping Beauty

National-Ethnic Style

Ethnic motifs, ornaments,
traditional costumes and symbols

Kozy Korpesh — Bayan Sulu, Kyz
Zhibek, Zhussan

Contemporary Minimalism/
Symbolism

Abstract forms, minimal sets,
emphasis on light and movement

Bolero, Love Fear Loss, A Fuego
Lento

Multimedia/Digital Scenography

Use of video installations,
projections, light graphics, digital
backdrops

Touch the Light, Nine, Alem

Synthesis of Styles and Genres

Combination of classical

and contemporary means;
hybridization of tradition and
innovation

Romeo and Juliet, Carmen Suite,
Cinderella

The set design of Kazakhstani ballet is poly-stylistic: from established academic style
to experimental multimedia, with a key national component. Looking ahead, the synthetic
model is likely to be strengthened: classical heritage and ethnic motifs are given a digital
interpretation, and new technologies are organically integrated into the language
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of the performance. These principles illustrate how the synthesis operates at the level
of specific artistic choices rather than remaining on a purely declarative plane.
Kazakhstani productions “translate” national codes into stage visuals: ornamentation
is carried over to costumes and projections; blue-green and gold palettes evoke
the steppe and tradition. Symbols of the yurt, dombra, and sacred signs function as props
and digital graphics. Thus, folklore merges with technological aesthetics, forming a code
where tradition seamlessly integrates into the innovative language of the stage.
Multimedia — projections, video graphics, 3D lighting — go beyond the confines
of the set and become a dramatic force in their own right: a "second character"
that heightens emotion and atmosphere. In Touch the Light, projections partner
with the choreography; in Bolero, the escalating light echoes the musical swell.
Technology ceases to be a backdrop and becomes an active element of the narrative,
expanding the ballet's expressiveness.
Table 4 presents a universal “correspondence map” between musical dramaturgy
and scenographic techniques, summarizing six cases: Giselle, Swan Lake, Kyz Zhibek, Kozy
Korpesh — Bayan Sulu, Touch the Light, Bolero.

Table 4. Correspondence map between musical nodes and visual solutions of the cases
under consideration

Musical Stage Sets / Materials Lighting / Costume / Symbolism
Dramaturgy =~ Composition Projections
Exposition Static backdrop Traditional Restrained color Historical / ethnic
elements palette stylization
Development | Changing Symbolic accents | Gradual lighting Enrichment
compositions transitions with symbolism
Climax Dynamic shifts Contrasting sets | Bright contrasts, Maximum expression
multimedia effects
Denouement | Minimalism Limited details Calm lighting solution | Return to a symbolic
detail

The set design follows the musical dramaturgy: the exposition is static and traditional;
the development is symbolism and smooth transitions of light; the climax is contrasts,
multimedia, and maximum expressiveness of costumes; the denouement is minimalism
and restrained symbolism; the visual score is a parallel layer, reinforcing the narrative.

In practice, this scheme turned out to be suitable for all six case studies, which confirms
its heuristic value for further research on media dramaturgy in ballet.

The scenography of Kazakhstani ballets is a multilayered synthesis of tradition
and innovation: academic and ethnic continuity is combined with multimedia,
transforming the stage into an independent dramatic component; a poly-stylistic model
is formed in which classical, national, and contemporary approaches mutually reinforce
each other, expanding artistic possibilities and global integration. In this way, theoretical
notions of performative design and digital scenography “come back” into practice
as instruments for describing and structuring specific stage solutions.

The results are consistent with the findings of foreign authors regarding the need
to combine tradition and innovation: according to Howard and Hann, scenography
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is increasingly becoming a “second score,” which is confirmed by Kazakhstani
productions, where light and multimedia perform dramatic functions. At the same

time, the material reveals an important divergence from many international cases:

while Western studies focus on experimental, immersive forms that often loosen ties
with stable cultural codes (Murray and Keefe 115), in Kazakhstan technological integration
remains spotty and is frequently anchored in national motifs. This combination of partial
digitalization and strong ethno-symbolic anchoring forms a distinctive model of hybrid
scenography rather than a direct replication of foreign patterns. Our material suggests
that the next step is a more deliberate media dramaturgy, in which choices about
projections and light are made not ad hoc, but in direct coordination with the musical
structure and semantic layers of the work.

Even with the expansion of multimedia practices, theaters face the following problems:

« Finance — production budgets often do not allow for the full implementation

of advanced digital solutions;

« Personnel — there is a shortage of set designers and lighting designers

with expertise in AR/VR and projection mapping;

« Infrastructure — many venues are not technically prepared for the stable operation

of multimedia systems;

« Preserving Tradition — there is a risk that excessive technologies will “overshadow”

ethnic and classical codes.

Therefore, a balance is needed: digital means should enhance artistic expression,
and not replace the cultural basis of the performance. In this respect, the correspondence
map and typology put forward in the article can function as practical instruments
for calibrating this balance already at the planning stage of new productions.

For Kazakhstani audiences, the set design is a bridge between national culture
and contemporary forms: ballet becomes a visual statement, where solutions
translate epic, myth, and ethnic imagery into tangible symbols. Ethnically oriented
set design provides recognition and connection, while multimedia provides novelty
and a heightened emotional response; the audience remains a bearer of cultural
memory and a participant in a visual and technological experiment.

Methodological guidelines: integrity — elements function as a single organism;
functionality — sets and multimedia support the performance and blend seamlessly
with the choreography; symbolism — visual solutions convey meaning and draw
on cultural codes; digital technologies are integrated in a way that does not blur
the classical and national heritage. These guidelines crystallize the connection between
the theoretical bases of scenography, the empirical examination of particular productions,
and the practical recommendations formulated for theater practitioners.

The matrix (see Fig. 3) identifies four trajectories: academic without multimedia -
stability and continuity; national without technology — preservation of the ethnic code;
multimedia without a national component — innovation and immersion; hybrid — national
ballets with multimedia, where symbols are enhanced by digital means. The greatest
potential lies with the hybrid model, which combines cultural identity and technological
innovation, creating a competitive international product.
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High degree of national motifs

National without multimedia

. National with multimedia
(Kyz Zhibek, Kozy Korpesh— (e, A

&
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5] Bayan Sulu) : N

S TN Hybrid model, new practices
©

=

Nel

5

<

=

2

5

= Classics without multimedia Contemporary multimedia without national
5 (Giselle, Swan Lake) codes (Touch the Light, Bolero)
5 Stability, academism Innovation, immersion

No national motifs

No multimedia Technology Use Level Active multimedia

Fig. 3. Matrix of the relationship between national motifs and technologies®.

Results: The set designs of Kazakhstani ballet theaters are shaped by a blend
of continuity and innovation; preserving the academic and ethno-national foundations
supports the cultural code and audience engagement, while multimedia expands
expressiveness, transforming the set designs into an independent dramatic resource.
In terms of the research questions, this means that academic, national and multimedia
scenographies not only coexist, but also redistribute dramaturgical functions between
music, movement and visual layer. Within this configuration, the hybrid model
that combines national motifs and a digital environment emerges as the most
productive: it preserves identity and creates a competitive, contemporary image
on the international stage.

Conclusions
The scenographic practices of three venues (Astana Ballet, Astana Opera, and the Abai
KazNOBT) across 40 productions (2016/17-2024/25) have been systematically classified,
which made it possible to trace a poly-stylistic trajectory: the parallel existence and mutual
influence of academic, national-ethnic, and multimedia-experimental scenography.
A comparison of six representative examples reveals the stage's shift from a static
backdrop to a “co-performer” of choreography: light, projections, and digital graphic
layers assume autonomous dramatic functions while maintaining cultural continuity.
In aggregate, this directly answers the research questions: it identifies the dominant
scenographic types, shows how they
3 To construct a matrix of the rel'ations'hip bgtyveen correlate with musical dramaturgy
national motifs and technologies, this artificial . . .
intelligence (the GPT-40 model) was used to provide and audience percept|on: and eXphcateS
a visual comparison of the levels of technological the ways in which national codes are

sophistication and the saturation of national motifs . . o
in the scenography of Kazakhstani ballet productions. introduced into digital scenography.
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Key findings can be summarized as follows:

« The academic tradition remains the mainstay of the repertoire: motionless scenic
sets and historical costumes maintain “classical integrity” and a stable connection
with the score.

« National-ethnic scenography translates ornamentation, textures, and symbols
(the yurt, dombra, steppe metaphors) into a stable visual code of identity;
with the selective use of multimedia, it creates hybrid solutions without losing
authenticity.

« The modern trend shows an increasing role of light and digital media:
from minimalism and symbolism to immersive formats with highly dynamic
stage transformations.

« The "correspondence map” of musical nodes and visual devices (exposition—
development-climax—-denouement) has proven its practical usefulness as a tool
for coordinating media dramaturgy, lighting, costumes, and stage composition
with musical time.

« The key vector of development is a hybrid model: the translation of ethnic code
into digital forms (ornament libraries, color-light palettes, behavioral light/projection
presets), where technology enhances meaning rather than replaces it.

« Existing constraints — budget, lack of AR/VR competencies, and infrastructure gaps —
require strategic measures: a phased upgrade of technology, targeted training
of specialists, and the inclusion of media dramaturgy in the standard production
process.

« Compared to international scenographic practice, where multimedia often develops
in relatively “neutral” visual environments, the Kazakhstani material demonstrates
a different configuration: the digital layer is consistently tied to ethnic symbols
and epic imagery. This linkage of media technologies with a strong cultural code
constitutes the main contribution of the study and enhances its academic novelty.

Overall, the scenography of Kazakh ballet follows a mature formula of “tradition

and innovation”: academic and ethnic foundations support cultural stability, while digital

technologies expand the expressive potential of the stage. In this perspective, hybrid

scenography that digitally rearticulates national codes while relying on academic
technique becomes the key direction of development, simultaneously strengthening
national identity and enhancing the international competitiveness of Kazakh ballet.

By connecting theoretical ideas of scenography as a “second score” with a systematic

analysis of particular productions, the article narrows the distance between conceptual

discourse and stage practice and proposes a framework that can be used both

for academic reflection and for concrete scenographic planning in Kazakhstani theaters.
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KOCbIMLLA

®depysa Myxamegosa, lunsapa Ncnsvosa

2 O —_ 3 4 AnnopoM CAMAAMNHOBAHbIH ®OPTEMMAHOBIK

LIbIFAPMALLbI/IbIFbIHAAFbI YATTbIK ASCTYP
>KOHE 3AMAHAYW [bIBbIC SJIEMI

1-wi mbican: [. CangammHoBa. «XansiMmeH guanor». KoMnosutopablH, KasblH negannsaums
apKblibl KOPIHETIH COHOPUKaMeH yLTackaH PUTMAIK NPOrpeccusiHbl KoaAaHy YArici.
Jepekke3s: Saidaminova, Dilorom. Dialogue to Khayam for Piano. Manuscript. Tashkent,
December 2010.

2-wi mbican: [l. CarigamuHoBa. «XaisMMeH Auanor». ©36ek xanblk acnabbl — KaHyHHbIH,
AblbbIckIH enikTey yarici. Jlepekkes: Saidaminova, Dilorom. Dialogue to Khayam for Piano.
Manuscript. Tashkent, December 2010.

botaro3 KaskeH

3 5 —_— 5 5 EBreHnmn brycmnoeckmmaiH, «Kbi3 XXIBEK» OMEPACBIHbIH,
CAXHAJbIK VIHTEPTPETALMANAPBIHbIH 3BOFOLMACHI:
[ASCTYPZEH KA3IPTI 3AMAHFA JEVIH

1-wi cypert. Xibek neH TesnereHHiH, TaHbIcy KepiHici (1 akT). fFapus ECiMOBTIH, KOWbIbIMBI.
Abali atbiHaaFbl Ka3¥OBT. 2005. EneHa MeTpoBaHbiH, cyperi. 2017.

2-wi cyper. «Kpi3 Xibek» onepacbiHbIH ekiHLLi akTiCiHe apHasfaH caxHasblk 6e3eHgipy.
Fadus EcimoBTiH KolblnbiMbl. Abali atbiHAaFbl Kaz¥OBT. 2005. 2012 xbinablH, 2 aknaHbIHAaFbI
crnekTak/iHiH 6eliHexasbacbiHaH poTocyperT.

3-wi cyper. Xibek neH TenereHHiH, TaHbicy kepiHici (1 akT). Muxavnn ManaxKaBUA3eHIH
KonbinbIMbl. 2017. [lepekkes: «<AcmaHa Onepa»-HelH pecmu Instagram napakuwiacel, 6 Kapalua
2023, instagram.com/p/CzTbaOvIRNu/. KapacTbipbinfaH mep3imi 10 Tambi3 2025.

4-wi cypet. XaH bazapbai capalibiHbIH, KepiHici (2 akT). Muxawn MaHAXaBrA3EHIH KOWbIIbIMBI.
2017. flepekkes: «<AcmaHa Onepa»-HelH pecmu Instagram napakuwacel, 6 kapatua 2023,
instagram.com/p/CzTbaOvIRNu/. KapacTbipbinfaH mep3imi 10 Tambiz 2025.

Kanenb Caduesa, Paywan [)xymaHnasosa

5 6 —_ 7 5 My3bIKA MEH XACAH/bl NHTE/IJIEKTTIH, OPTAK TYCTAPbI
KAHAAN? DNEMAIK XKIHE KASAKCTAH/bIK OHEPET
BACKAPbIJIATbIH TEHEPATUBTI/IK

1-wi kecte. XX Facblp KOMNO3MLMANbBIK TeXHUKaNapbiH Al-npakTrkanapbiHa KaTbICTbl
napameTpsiep 60MbIHLLIA CabICTbIPY

1-wi mbican: AHTOH BebepH, Bapuauusanap, op. 27, Bapuauus N2 1. lepekkes: [JeHNcoB,
SamncoH. CospemeHHas My3bika u npobsiems! 380104UU KOMNO3UMOpPckoli mexHuku. Mackey,
CoBeTckuii komnosutop, 1986, 168-206 6.

2-wi mbican: TemnTik/abi6bIC BuikTiri 3nemeHTi. Jepekkes: MaHoukos, AnekcaHap. Ep-Tocmik,
unu Et, Adam! Komkazba. 2019, 117 6.
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76 — 94 KA3AKCTAH TEATPbIHbIH, XXEAEN LU®PAAHYAAH XACAHZAbI
WHTENNEKTKE BAFOAPNAHTAH MEPCMEKTUBAJIAPFA ©TYI.

«ACTAHA BANET» TEATPbIHbIH, KENCI

1-wi kecte. COVID-19 naHgemuscbiHa geWiHri «ActaHa banet» TeaTpbiHa odaaiH bapy >Xuiniri.
[lepekke3: aBTOp XYypri3reH kepepmeHaep cayanHamackl. CayanHama 2021 xbinfbl 21 cayipae
eTKi3ingi.

2-wi kecte. KbI3MeTi KaiTa XaHAaHfaHHaH KeWiHri «ActaHa banet» TeatpbiHa 6apy geHreni.
[lepekke3: aBTOp Xypri3reH kepepmeHaep cayanHamackl. CayanHama 2021 xbinfbl 21 cayipae
oTKi3ingi.

3-wwi kecTe. KbI3meTi KaiTa XaHAaHFaHHaH KeliHri «ActaHa banet» TeaTpbiHa odnaitH bapy
Xuiniri. lepekkes: aBTop XyprisreH kepepmeHzep cayanHamacsl. CayanHama 2021 xbinfbl 21
cayipae eTkisingi.

Caunga CatTbi6aeBa, Haprali EckeHgupos

9 5 _1 1 6 KA3IPTI KASAKCTAHZAbBIK BAJIETTEN CLLEHOTPA®UAJIbBIK,

MOJENBAEP: TUMONOTUAChI, YATTbIK EPEKLLIENIKTEPI
SKOHE MEZMATPAKTUKANIAPI

1-wi kecte. CueHorpadums Typepi 6oMbIHIWA KOWbIAbIMAAPAbBIH, Tapanybl (YW TeaTpabiH,
XKUbIHTBIK AepekTepi; N = 40).

2-wwi kecte. Heri3ri Kputepumnnepre cokec anTbl XafanablH CanblCTbipManbl MaTpULaCh.

3-wwi kecte. «ActaHa banet» TeaTpbl, «AcTaHa Onepa» MeMaeKeTTik onepa xaHe 6anet
TeaTpbl, Abaii aTbiHgafbl Kasak yaTTbik onepa >aHe 6aneT TeaTpbl KOMbIIbIMAAPbIHAAFbI
cueHorpadusblK NPUHLMNTEP.

4-wi kecTe. KapacTbipbl/ibin OTbIpFaH XafjaiinapAa My3bikanblk TyRiHAEP MeH BU3yanjbl
LweLliMAEPAIH COMKeCTeHAipy KapTachl.

1-wi cypet. CueHorpadus: cTaTukabik An3aiHHaH MHTEPAKTUBTI OpTafa anapap >o.

2-wi cypert. CueHorpaduanbik NPUHLMNTEPAIH KOMBMHALMANAPbIHbIH, AMarpaMMach
(40 KOWbIIbIM Heri3iHAE).

3-wwi cypeT. ¥ATTbIK MOTUBTEP MEH TEXHONOTUANAP apacblHAaFbl GalaHbICTbIH MaTPULLAChI.
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APPENDIX

Feruza Mukhamedova, Dilyara Islyamova
2 O 3 4 NATIONAL TRADITION AND CONTEMPORARY SOUND
IN PIANO Music oF DILOROM SAIDAMINOVA

Ex. 1: D. Saidaminova. “Dialogue with Khayyam.” An example of the composer’s use

of rhythmic progression combined with sonorism, manifested through dense pedaling.
Source: Saidaminova, Dilorom. Dialogue to Khayam for Piano. Manuscript. Tashkent,
December 2010.

Ex. 2: D. Saidaminova. "Dialogue with Khayyam.” An example of the sound imitation

of the Uzbek folk instrument kanun. Source: Saidaminova, Dilorom. Dialogue to Khayam for
Piano. Manuscript. Tashkent, December 2010.

Botagoz Kazken

3 5 5 5 YEVGENIY BRUSILOVSKY'S “KYz ZHIBEK” OPERA STAGE
INTERPRETATIONS: FROM TRADITION TO NEW APPROACHES

In Russian

Fig. 1. Scene of Zhibek and Tolegen's first meet (Act 1). Production by Gafiz Yessimov.

Abai KazNTOB. 2005. Photo by Yelena Petrova. 2017.

Fig. 2. Stage design for the second act of the opera "Kyz Zhibek”. Production by Gafiz
Yessimov. Abai KazNTOB. 2005. Still from a video recording of the performance,

2 February 2012.

Fig. 3. Scene of Zhibek and Tolegen's first meet (Act 1). Production by Mikhail Pandzhavidze.
2017. Source: Official Instagram page of Astana Opera, 6 November 2023, instagram.com/p/
CzTbaOvIRNu/. Accessed 10 August 2025.

Fig. 4. Scene of Khan Bazarbay's palace (Act 2). Production by Mikhail Pandzhavidze. 2017.
Source: Official Instagram page of Astana Opera, 6 November 2023, instagram.com/p/CzT-
baOvIRNu/. Accessed 10 August 2025.

Zhanel Safiyeva, Raushan Jumaniyazova

5 6 —_— 7 5 WHAT DO Music AND Al HAVE IN COMMON? CONTROLLED
GENERATIVITY IN GLOBAL AND KAZAKHSTANI ART

Ex. 1: Anton Webern, Variations, op. 27. Variation no. 1. Source: Denisov, Edison. Sovremennaya
muzyka ( problemy evoliutsii kompozitorskoi tekhniki [Contemporary Music and the Problems

of the Evolution of Compositional Technique]. Moscow, Sovetskii kompozitor, 1986. (In Russian)
Ex. 2: Tempo/pitch element. Source: Manotskov, Alexander. Er-Tostik, ili Ei, Adam! [Yer-Tostik,
or, Hey, Man!] Manuscript. 2019.

Table 1. Comparison of 20th century compositional techniques by parameters relevant

to Al practices. Source: developed by the authors.
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AHenb Myp3sarynosa

76 94 OT 3KCTPEHHOM LIN®POBU3BALLNM
K VN-OPVNEHTUPOBAHHBIM MEPCMEKTUBAM
KA3AXCTAHCKOTO TEATPA: KEMC «ACTAHA BANET»

Ha aHanutickom

Tabavua 1. Yactota ouHbIX NoceLLeHnii TeaTpa «AcTaHa baneT» go naHgemun COVID-19.
WcTouHmk: aBTopckoe aHkeTupoBaHue ayautopun. Onpoc coctosanca 21 anpens 2021 roga.

Tabnuua 2. MocelleHre TeaTpa «ActaHa banet» nocne Bo306HOBEHNS paboTbl. VICTOUHMK:
aBTOpCKOe aHKeTpoBaHue ayautopun. Onpoc coctosnca 21 anpens 2021 roga.

Tabnuua 3. YactoTa oUHbIX NoceLLeHnin TeaTpa «AcTaHa baneT» nocne Bo306HOBAEHMA
paboTbl. VIcToUHMK: aBTOpckoe aHkeTupoBaHue aygutopun. Onpoc coctosnca 21 anpens 2021.

Caunpa CatTbibaesa, Haptaii Eckenanpos
9 5 'I 'I 6 CLLEEHOTPA®UYECKVE MOZEN COBPEMEHHOIO
KA3AXCTAHCKOTO BAJETA: TUMONOTSA, HALIMOHA/bHbIE

OCOBEHHOCTU N MEAWAMNPAKTUKN

Puc. 1. CueHorpadus: NyTb OT CTaTUYHOTO AM3aiiHa K MHTEPaKTUBHON cpee.
Puc. 2. Cxema coueTaHunii cLeHorpaduyeckmx npuHUMnos (no matepunanam 40 NoCTaHOBOK).
Puc. 3. MaTpuua B3avMOCBA3M HaLMOHaNbHbIX MOTUBOB U TEXHOIOTUA.

Tabnuua 1. PacnpeseneHvie NOCTaHOBOK MO TUMaM cLleHorpadum (CBOoAHble faHHble TPEX
TeaTpos; N = 40).

Tabavua 2. MaTpviLa CpaBHeHWS LLIECTU KECOB MO KAHOUEBbIM KPUTEPUAM.

Tabauua 3. CueHorpaduyeckmne NPMHUMMLI B MOCTaHOBKax «ActaHa banet», «ActaHa Onepa»
1 KasHTOB umenun Abas.

Tabnunua 4. Kapta COOTBETCTBUS MEXAY MY3bIKaNbHbIMM Y3/1aMU 1 BU3yabHbIMW PELLEHNAMU
paccmaTpriBaembiX KEVCOB.
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