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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 >XxypHangblH, MakcaTbl MeH FbIbIMWU ayKbIMbl YATTbIK ©HEPAIH 3epTTey
>KOHe dficHaManblk MaceseNepiH, OHbIH 3aMaHayyn AamyblH, COHAaM-aK AaCTyp
MeH M eHveTapablk YHKaTbICy afcCbiHAaFbl KOPIHICIH KapacTblpaTblH ©HEpPTaHy
canacblHAafbl FbIbIMU MaKananapabl >kapusaay 60abin Tabblnagbl.

Pepakumsfa yCbiHbIFaH MaAIMETTEP Xyheni cananblk HEMece CaHablK AepekTepAi
Tanzayabl KaMTUTbIH TEOPUANBIK XXHE IMMNUPKKaNbIK 3epTTeynepre; 6ap 6iniMai anTapbikTan
pacTalTblH HEMece KEHEWTETIH KblCKalla 3epTTey ecenTepi MeH Xa3banapblHa; KiTantapra,
TeaTp KOWblNbIMAAPbIHA, My3blKanblk aibboMaap MeH KOHLepTTepre, KNHoGUAbMAEpTe,
KepmMesiepre xaHe backaga wonynapsa HarbITTanybl MyMKiH. Saryn-aa fblibiMy Avanortap
KynTanagpl. Pesakums aBTopaapabl KypAeni TepMuHoaorusgaH aynak 60bin, xanbikapanbik,
oKblpMaHAapMeH balinaHbIC OpHaTyFa KaMKOPJbIK, Xacal OTbIpbIr, TYCIHIKTI XXaHe KO XeTiMai
Tinge >asyfa wakplpadbl. XypHan MLA (Modern Language Association) galiekces kentipy
CTWUANIH KONJaHaAbI.

Saryn-pa >XapvianaHfaH Makasia NapAblH aBTopaapbl MaTIHAEPAIH Ma3MyHbIHa,

COHJAaN-ak, YLWiHLWI TyfanapablH XaHe/HeMece Makananapabl XXapusaaay HaTUXKeCiHAe KacakaHa
eMecC 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 AepeKKe3re CiNTeEMeHI KepceTy KaxeT.

Saryn pepakumsacbiHa TyckeH Hapablk MaKananap, OHblH, ilLiHAE >KacaHAbl UHTENeKT
apKplabl XKa3blAfaH Hemece ayfapblifaH MaTIHAEP NiarMatTbl TEKCEPY PACIMIHEH OTeAl XXaHe
MaMaHZapAblH, eKi PeT «XKacblpblH» LLOAYbIHAH KEWIH XapuanaHagbl.

Saryn-pa aBTOpAbIK FblJIbIMY 3epTTeyep, Nikipaep, peLeH3unsnap xaHe cyxbatrap
TeriH xapuanaHagbl. XypHan peaakLmanblk XXyMblCTapFa XXaHe Makananapgbl Xapuanayra
6ainnaHbICTbl GapAbIK WbIFbIHAAPAB! ©3 MOWHbIHA anaabl. Pegakumssa yCbiHbIAFaH
MaTepuaniapabl XapusnaraHbl YLWiH Tenem TeneHbensi.

XKypHangablH, pegakumaiblK cascatbl XafblkapasblK YbIMAAPAbIH FblJIbIMY XapusnaHbiMaap
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.

2 SARYN XANBIKAPANIBIK PELEH3NANAHATbBIH XYPHAI



2026 (Sapyn

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.

Saryn publishes scholarly articles in the field of art studies and focuses on research
and methodological issues in national art, its contemporary development, and its manifestation
through tradition and intercultural contexts.

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 editorial office asks authors to write in a clear and accessible language,
avoiding any complicated terminology and taking care about international readership.

The journal follows the MLA (Modern Language Association) citation style.

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 — mexzyHapoAHOe Hay4Hoe peLieH3npyemMoe n3jaHre, OpUeHTMPOBaHHOe
Ha nybavKaLuio akTyanbHbIX UCCef0BaHMM, MePeBOAHbIX MaTePUaNoB 1N peLieH3nn
Ha aKaZieMmyeckume TeKCTbl, My3blKaibHble aibbOMbl, KWHOPWUAbMbI, BbICTAaBKW U Apyrue
Npou3BefeHVs Hayku 1 KyAbTypbl MO HanpaBAeHWto «V/ICKycCTBO U r'yMaHWUTapHble HayKu».
OcHOBHO Lienbto nybavkauuii Saryn sBasatoTCA UCKYCCTBOBeAUeCKMe CTaTby, B KOTOPbIX
obcy>xaaloTCa nccaesoBaTesibCkme U METOAONOTNYeCcKe BONPOCh HaLVOHaNbHOIO UCKYCCTBa,
€ro COBPeMeHHOro pa3BUTUA 1 MPOABNEHNSA Yepe3 TPaANLIMKN N MEXKYNbTYPHbIA KOHTEKCT.
Matepuanbl, NpeAcTaBaeHHble B pefakLMIo, MOTYT BbiTb COCPeAOTOUEHbI Ha TEOPETUYECKMX
1 AMMMPUYECKMX NCCEAO0BaHUAX, COAePKaLLMX CUCTEMaTMUECKNA KaUYeCTBEHHBbIY
WK KONNYECTBEHHDBIN aHan3 AaHHbIX; KpaTKme nccnejoBaTesibCkne oTUeTbl U 3aMeTKy,
KOTOpble CyLLeCTBEHHO MOATBEPXAA0T AW PaCLLUMPAIOT CYLLLECTBYIOLLME 3HaHUS; 0630PbI KHHT,
TeaTpasibHbIX CNeKTakael, My3blkaibHbIX albOOMOB 1 KOHLEPTOB, KMHOGUIBMOB, BbICTABOK
n apyroro. B Saryn npnBeTcTBYtOTCA Hay4Hble Ananoru. Pejakuma npusbiBaeT aBTOPOB NMcaTh
SCHBIM W AOCTYMHbIM A3bIKOM, U36eras CI0XXHON TEPMUHONOTUM 1 3a60TACE O KOMMYHMKALUK
C MeX/yHapOZHOW YnTaTenbCko ayautopuein. XypHan npuaepxmBaeTcs CTUAS LUTUPOBaHMA
MLA (Modern Language Association).
ABTOpbI CTaTel, ONy6IMKOBaHHbIX B Saryn, HeCyT MNONHYO OTBETCTBEHHOCTb
3a cofiep>KaHvie TeKCTOB, a Tak>Ke 3a YeCTb, JJOCTOMHCTBO U AeOBYIO peryTaLuio TpeTbux
2L, /AN opraHn3aLmnin UK CTpaH, KOMY MOXEeT BbITb MPUUMHEH HeyMbILWAEeHHbIN yuiepb
B pe3ynbTaTe nybankaLum ctateil. MHeHve pejakLuy MOXeT He coBnagaTb C MHeHVeM
aBTOPOB M COZepKaHneM cTaTen. Mpu LUTMPOBaHMN 06A3aTe/IbHO yKa3aHWe CCbIIKM Ha aBTopa
N NCTOUHMK.
Bce cTaTbu, noctynatoLme B pefakLuio Saryn, NPoxoaaT npoLesypy nposepku
Ha naaruat, BKto4as TeKCTbl, HanucaHHble MU NepeBefeHHble NCKYCCTBEHHbIM UHTEEKTOM,
1 NyBAMKYHOTCA NOCAE MONOXMUTEIbHOTO JBOMHOIO CNEMNoro peLieH3npoBaHmns crneLuannctamu.
ABTOpCKME HayUHble NCCae0BaHMs, 0030pbl, PeLleH3UN 1 MHTEPBbIO B Saryn nybamnkyrotca
6ecnnatHo. XypHan 6epeT Ha ceba Bce pacxofbl, CBA3aHHbIe C pefakLMOHHbIMU paboTaMm
1 nybavkauusamm cratei. 3a nybankaLmio npeAocTaBieHHbIX B peAakLMio MaTepranos
roHopapbl He BbIMaynBatoTCs.

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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(Sa[’yn 2026

KipiCcnE ce3

2026 blInFbl Saryn >ypHanblHbIH BiPiHLLI CaHbl My3blKanblk XaHe 61 M3AEHWETIHIH dpTYp/i acnekTinepiHe
apHasfaH 3epTreynepAi bipikTipeai — A49CTYpAi OPbIHAAYLLbIILIK ToXKipMbeaeH 6acTtan My3biKaHblH, Kasipri
Mesuna dopmMaTTapbiHAafbl KepiHiCTEpiHE AeliH. ¥CbIHbIIFaH MakKananap KeH reorpadusibik XaHe
TaKbIPbINTLIK KaMTyabl kepceTegi: batbic Abpvika My3biKaablk A9CTypaepiHEH 6acTan Kasak acnanTbik,

©Hepi, 3cTpaja My3bikacbl XaHe KasakcTaHHbIH 61 MajeHUeTiHe aeliH. ABTopaapAblH 6acTbl HazapbiHAa —
MaZeHU cabaKTacTbiK, OPbIHAAYLLbIIbIK MHTEPNPETALMS XaHe My3bIKablK ToxXipubenepaiH e3repin oTbipFaH
SN1IeyYMETTIK XaHe Mejua XaFaarnapsa TpaHchopMaLmsacsl Macenenepi.

Hemipai BeHngykamuH AMmakbe-boateHrTiH, (J/leroH) makanachl awagbl, oHaa MaHagafbl Tabom

KaybIMbIHbIH, My3blKablK A3CTYpAepiH cakTayAaFbl wWebep bapabaHLubl Ipuk Opapkeeit MOPTOHHBIH,
(Eric Odarkwei Morton) peni kapacTbipbliagbl. STHOrpaduAabIK 3epTTeyre CyieHe OTbIpbIM, aBToOp
Agbe aHcaMb1iH My3blKanblK ASCTYPAIH, TYPAKTbINbIFbIH LISKIPTTIK XYle, peneTuumanbik Taxipnbenep
aHe Hakblaayabl MHHOBaLMANAP apKblbl KAMTaMachl3 €TETiH MHCTUTYLIMOHANAbIK, KYPblbIM PeTiHAE
Tanganabl. XXyMbIC 42CTYpAi My3bIKanblK XyMenepai caktaysblH, MeXaHU3MAepi XXeHiHAer Kasipri

3THOMY3bIKONOTUANBIK, TaNKbliayapFa MaHbI3Abl Y€C YCbIHaAbI.

layxap TacbepreHoBa MeH Epmek KypmaHaeBTbiH (AMaTbl) Makanacbl Kasak acnantbik,
OPbIHAAYLUbINbIFbIHBIH, @3 3ePTTENreH acnekTiNepiH — My3bIKaHTTbIH, KMMbIA TiliH KapacTbipazbl.

ABTOp/AP KMMbINAbI OPbIHAAYLUBIIbLIK YAEPICTIH CEMUOTUKANbIK XaHe KepKeMAIK kypamaackl peTiHae,
My3blKablK MHTOHALMAHBIH, KalbiNTacyblHa, WblfapMaHblH, KypPblibiMblHa XXaHe Kynai kabbingayFa acep
€TeTiH 3/1IeMeHT peTiHAe Tanganbl. 3epTTey OpbiHAAYLLbIbIK ASCTYPAEPAI CakTay MaceneciH keTtepin,
My3blKablk MaeHmeTTe beriBepbansbl KOMMYHUKALMUAHBIH, MaHbI3AblNbIFbIH aiKbIHAANAbI.

KyaHbiw PbickynoBTbiH (AcTaHa) MakanacbiHaa KeHec [yricekeeBTiH «Canem cafaH, TyFaH esn»
3CTpajanblK WblfapMacbiHbIH y3aK MaJeHW emip peHoMeHi TangaHaabl. My3sbikanblk 6inim agicTepi
MeH UndpAbIK 'yMaHNTapbIK 3epTTeynepsi 6ipikTipe oTbipbin, aBTOP SHHIH, 9PTYPAI OPbIHAAYLUbIbIK,
HyCKanapblH CanbICTbIpbIN, OHbIH YouTube naatdopmacbiHAafbl KabblagaHyblH 3epTTeigi. XXymbic
My3blKablk MypaHbliH LMdpablk opTaga Kanan TpaHchopmaLmanaHaTbiHbIH XaHe XXaHa MajeHN
KOHTeKCTTepe Kanan eMip CypyiH KkepceTegi.

[Jana M6parnum meH MN'ynbHap AnbnencoBaHblH, (AcTaHa) 3epTTeyi Ka3ak MaJeHMeETIHAE ASCTYP
peTiHAe faHa eMec, COHbIMEH KaTap epeklle AyYHWETaHbIMAbIK NapasurMma peTiHAe cakTanbin Keae xaTkaH
My3blKablK-3ye3gik canblC MPUHLMNTEPIHe apHanfaH. Kasak aiTbIC 49CTYpPiH eyponanblk My3blKablk,
apblc GopManapbIMeH CanbICTbipa OTbIPbIM, aBTOPAAP arOHUCTUKAHbIH, KYPbIAbIMAbIK XaHe neppopMaTmBTiK
MeXaHV3MZAEPIH aliKbIHAANAbI XX8HE OHbIH, dPTYPJi MAEHN KOHTEKCTTEPAE XKYMbIC iCTeYiH CMNaTTaluTbiH
TeopUANbIK MOZAeNb YCbiHagbl. XXyMbIC aliTbICTbIH, MOAEHW KOMMYHWKaLMA XaHe Binim 6epy npakTmkacsl
peTiHAeri aneyeTiH kepceTes,.

Hewmipai [laHa KyaHbiw6ekoBa MeH Airynb KynbbekoBaHbIH, (ACTaHa) Makanachl KOPbITbIHAbINANAbI,
OHZa TapUXU-TYPMbICTbIK Bunep MeH onapabih, KasakcraHaafbl Kasipri MHTeprnpeTauusnapbl KapacTbipblaazbl.
ABTOpnap 6anAblk ASCTYPAIH 3BOAOLMACHIH — eyponasblk Tyn-TaMblpaapbliHaH XaHe KeHec Ke3eHiHaer
6enimaeynepaeH 6actan, Kkasipri MageHn KepiHic dopmanapbiHa AeliiH Tanjanabl. 3epTTey KepceTKeHAeN,
TapVXU-TYPMbICTbIK OB1 3aMaHayn KofaMAa KpOCC-MaEeHN e3apa apekeT NeH KepkeM pedaekcms anaHbl
peTiHAEe KbI3MET eTeji.

SpPTYpAi YATTBIK ASCTYPAEPAIH 3aMaHayn MaAEHUETIHAEr MyNAeM abipbiKLia GeHOMEHAED, 9P KblpblHaH
3epTTenin, TypAi agicteMenik Tacingep KoNAaHblFaHbIMEH, My3blKablK ACTYPAEPAI caKkTay XXaHe kalTa
OMNacTblpy apKblibl yiinecimainikke xeTkisineai. Onap MageHu albl MeH 3aMaHayun eHep YAepICiHin,
MaHbI3Zbl 3/1eMeHTi 60bIN Kana OTbIPbIM, ASCTYPAEPAiH, UHCTUTYLMOHANALIK dopManapablH XaHe XaHa
MeZua opTanapabiH, KUbIbICbIHAA MY3bIKabIK ToXipubenepaid, kanan JamMuUTbIHbIH KOPCETEA.

Banepusa HepgnuvHa,
FblIbIMU pedakmop
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FOREWORD

The first issue of the Saryn journal for 2026 brings together research dedicated to various aspects of musical
and dance culture — ranging from traditional performance practices to contemporary media-based forms

of musical existence. The presented articles demonstrate a broad geographical and thematic scope:

from the musical traditions of West Africa to Kazakh instrumental art, popular music, and the dance culture
of Kazakhstan. In the focus of authors’ attention are issues of cultural continuity, performance interpretation,
and the transformation of musical practices within shifting social and media environments.

The issue opens with an article by Benjamin Amakye-Boateng (Legon), which examines the role
of the master drummer Eric Odarkwei Morton in preserving the musical traditions of the Tabom community
in Ghana. Based on ethnographic fieldwork, the author analyzes the Agbe Ensemble as an institutional
framework that ensures the sustainability of musical tradition through apprenticeship systems, rehearsal
practices, and regulated innovation. This work offers a significant contribution to contemporary
ethnomusicological debates regarding the mechanisms of persistence within traditional musical systems.

An article by Gaukhar Tasbergenova and Yermek Kurmanayev (Almaty) addresses an under-researched
aspect of Kazakh instrumental performance: the musician’s gesture language. The authors treat the gesture
as both a semiotic and artistic component of the performance process, one that significantly influences
the formation of musical intonation, the structure of the composition, and the overall perception of the kui.
The study raises the issue of preserving performance traditions and highlights the vital importance
of non-verbal communication within musical culture.

An article of Kuanysh Ryskulov (Astana) analyzes the phenomenon of the enduring cultural life
of Keness Dyuissekeyev's popular song, “Sdlem sagan, tugan el” (Greetings to You, My Native Land).
Integrating musicological methods with Digital Humanities, the author compares various performance
versions of the song and analyzes its reception on YouTube. The work demonstrates how musical heritage
is transformed within the digital environment and continues to function across new cultural contexts.

A study by Dana Ibragim and Gulnar Alpeissova (Astana) explores the principles of musical and poetic
competition, which persists in Kazakh culture not only as a tradition but as a specific world-view paradigm.
By comparing the Kazakh tradition of aitys with European forms of musical competition, the authors
identify the structural and performative mechanisms of agonistics and propose a theoretical model
of its functioning across various cultural contexts. The work demonstrates the potential of aitys as a form
of cultural communication and educational practice.

The issue ends with an article by Dana Kuanyshbekova and Aigul Kulbekova (Astana), dedicated
to historical and social dance and its modern interpretations in Kazakhstan. The author examines
the evolution of the ballroom tradition — from its European origins and Soviet adaptation to contemporary
forms of cultural representation. The study demonstrates that in modern society, historical and social
dance serves as a space for cross-cultural interaction and artistic reflection.

In conclusion, these seemingly disparate phenomena of modern culture — stemming from distinct national
traditions and examined through diverse methodological lenses — are unified by the dialectical interplay
between the preservation and reinterpreting musical heritage. They illustrate how musical practices continue
to evolve at the intersection of tradition, institutional structures, and new media environments, remaining
a vital element of both cultural memory and the contemporary artistic process.

Valeriya Nedlina,
Academic Editor
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BCTYNUTENBHOE C/IOBO

MepBbIit HOMep >XXypHana Saryn 3a 2026 ros 06beANHAET UCCNEL0BAHNS, MOCBALLEHHbIE Pa3/IMYHBIM acrekTam
My3bIKa/lbHON U TaHLIEBaNbHON Ky/IbTYpbl — OT TPAAULMOHHBIX UCMOTHUTENbCKUX NMPAKTUK 40 COBPEMEHHbIX
MeZuniHbIX GOpM BbITOBaHMA My3bikU. MpescTaBaeHHbIe CTaTbW 4EMOHCTPUPYHOT WMPOKMIA reorpaduryeckmii

M TEMaTUUECKUIA OXBAT: OT My3bIKabHbIX TPaAMLuiA 3anagHon AbGprKK J0 Ka3axcKoro MHCTPYMEHTa bHOro
MCKYCCTBA, 3CTPaAHONM My3bIKM U TaHLLeBaNbHOM KyabTypbl KasaxcTaHa. B LieHTpe BHMMaHWs aBTOpOB
HaxoAATCsA BOMPOCHI Ky/bTYPHON NPeeMCTBEHHOCTU, UCMOJHUTENBCKON MHTEPMpEeTaLun U TpaHchopmMaLmm
My3blKalbHbIX MPAKTUK B MEHSIOLLMXCSA COLMaNbHBIX U MEAUAHbBIX YCIOBUSX.

OTkpbiBaeT HoMep cTaTbs beHa>kaMmnHa Amakbe-boateHra (J/leroH), NocBALWEHHasA POAN MacTepa-
6apabaHiymka dpuka OgapkBes MoOpTOHa B COXPaHEHWM My3blKalbHbIX TPAAWLMIA cOobLLecTBa
Tabom B [aHe. Ha ocHoBe 3THOrpaduryeckoro nccieoBaHmna aBTop paccMatpuBaeT aHcambab Agbe
KakK MHCTUTYLIMOHAbHYHO CTPYKTYpPY, 0becrneumnBatoLLyto YCTOMUMBOCTb My3blKaabHOM TPaAMLMKN Yepe3
CUCTEMY YUYEHNYECTBa, PEMETULIMOHHBIE MPaKTUKN 1 KOHTPOAMPYeMble MHHOBaLMKW. PaboTa npeanaraet
BaXXHbI BKN1aJ B COBPEMEHHbIE AUNCKYCCUM STHOMY3bIKONOTUM O MeXaHM3MaxX COXPaHEHUA TPaANLMOHHbBIX
My3bIKaJbHbIX CUCTEM.

Cratbs layxap TacbepreHoBoi 1 Epmeka KypmaHaeBa (Anmartbl) obpallaetcs K Masonccaes0BaHHOMY
acnekTy Ka3axckoro MHCTPYMEHTaIbHOrO NCMOHUTENBCTBA — XXECTOBOMY A3blKy My3blKaHTa. ABTOpbI
paccMaTpUBatOT XEeCT Kak CEMNOTUYECKNI U XyJ0XKECTBEHHbI KOMMOHEHT UCMOIHUTENBCKOTO MpoLecca,
BAVSAOLWNI Ha GOpMUPOBaHUE MY3biKaibHOW MHTOHALMK, CTPYKTYPY MPOU3BEAEHUS 1 BOCMIPUATUE KIOA.
VccnepoBaHve nogHMMaeT npobaemy coxpaHeHUs CMOAHUTENBCKUX TPaAULNIA N MOAYEPKMBAET 3HaUeHne
HeBepbasbHON KOMMYHMKaLMN B My3blKaJbHOW Ky/bType.

B ctatbe KyaHbiwa PbickynoBa (ActaHa) aHannsmpyetca GeHOMEH AOArON KyAbTyPHOM XXNU3HM
acTpagHoro npowvssegeHns Keneca [lyvicekeeBa «Canem cafaH, TyfaH esi». CoeNHAA MeTOAbl My3bIKOBEAEHWA
N UMdPOBBIX 'YMaHUTaPHbIX UCCeA0BaHWM, aBTOP COMOCTaBAAET Pa3iNyHbie NCMONHUTENbCKME BEPCUM
MecHW 1 aHaau3upyeTt ee peuenuuio Ha naatdopme YouTube. PaboTa geMOHCTpUpyeT, Kak My3blkaibHOe
Hacnezme TpaHchopMmpyeTcsa B LiMdPOBON cpese 1 NposoakaeT GYHKLMOHNPOBATb B HOBbIX KY/IbTYPHbIX
KOHTeKCTax.

WNccneposarve Aanbl Mbparum v NynbHap AnbnencoBoii (AcTaHa) MOCBALLEHO NPUHLIMNAaM
MY3bIKaJlbHO-MO3TUYECKOrO COCTA3aHMNA, COXPaHAIOLLErocs B Ka3axCKOW Ky/IbType He TOIbKO Kak Tpasamuus,
HO 1 Kak cneymdunyeckas MMpoBo33peHyeckas napagurma. ConoctaBasns Kasaxckyto TpaguLmio
alTbica C eBponencknMu Gopmamm My3blKasbHOTrO COPEBHOBAHWSA, aBTOPbI BbIABAAOT CTPYKTYPHblE
1 nepdopmMaTBHbIE MEXaHW3Mbl arOHUCTUKW U NpesaaratoT TeopeTUYeckyro Mogenb eé GyHKLMOHMPOBaHWSA
B Pa3/INYHbIX KYJIbTYPHbIX KOHTEKCTaX. PaboTa AeMOHCTPUPYET NOTEHLMaN anTbica Kak GOPMbl KyAbTyPHOM
KOMMYHMKaLMN 1 06pa3oBaTeNbHOW NPaKTUKN.

3aBepLuaeT Homep cTaTtba [aHbl KyaHbllwbekoBoin 1 Anrynb Kynbb6ekoBoii (AcTaHa), NocBALLEHHasA
NCTOPUKO-HbITOBOMY TaHLLy U ero COBpeMeHHbIM MHTeprpeTaumam B KasaxctaHe. ABTop paccMmaTtpvBaet
3BOJIIOLMIO BaNbHOW TPaaULIMK — OT eBPOMENCKMX MCTOKOB M COBETCKOW afanTtaumum Ao COBPeMEHHbIX Gopm
KyNbTYypPHOW penpeseHTaLuu. ViccnesoBaHune nokasblBaeT, YTO UCTOPUKO-HbITOBOW TaHeL, B COBPEMEHHOM
o6LecTBe BbICTYNaeT NPOCTPaHCTBOM KPOCC-KYbTYPHOrO B3aVIMOAENCTBUA U XYAOXKECTBEHHON pedaekcmm.

CosepmeHHo He nepecekarowmneca q)EHOMeHbI COBDEMGHHOVI Ky/NbTYpPbl Pa3HbIX HalMOHabHbIX
Tpap,mu,w7|, N3y4YeHHbl€ B Pa3HbIX paKypcax n ¢ npyMeHeHnem paBHOO6pa3HbIX MEeTOo40N10rnM4YeCckmnx noaxoaos,
O6'beAVIHﬂET AnanekTnyeckoe eaMHCTBO COXPaHEHNA N NepeoCMbICIEHUNA MY3blKalbHbIX TpaAVILI‘I/IVI.

OHM Noka3sbIBatoT, Kak MY3blKa/ibHbl€ MPAaKTUKKN NPOAOJIXKAKOT pa3BMBaTbCA Ha NepecevyeHnmn TpaAVILl.VIVI,
MHCTUTYLUMNOHANbHbIX q)OpM M HOBbIX MEAI/IVIHbIX cpea, oCtaBaACb Ba>XHbIM 3/1€EMEHTOM Ky!'leypHOI7I namMAaTn
N COBPEMEHHOIO Xy40>KeCTBEHHOro npouecca.

Banepusa HepgnuvHa,
Hay4Hell pedakmop
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Eric Odarkwei Morton, Tabom music, Agbe Ensemble, cultural preservation, master
drummer, musical innovation.

Al-assisted tools, ChatGPT and Quillbot, were used only to support language
editing and stylistic refinement during the preparation of this manuscript.
The research design, data collection, analysis, interpretation, and all scholarly
arguments remain entirely the author’s original work and responsibility.

This article examines the role of master drummer Eric Odarkwei Morton in preserving Tabom
musical traditions through his leadership of the Agbe Ensemble in Accra, Ghana. The Tabom community,
descendants of Afro-Brazilian returnees who settled in Ghana during the nineteenth century, maintains
a distinctive musical heritage, characterized by Agbe performances that include drumming, singing,
and dancing.

This study shifts the focus from the transatlantic cultural significance of Morton’s performances, as highlighted
by previous scholars, particularly Juan Diego Diaz, to the internal organization of the Agbe Ensemble

and the institutional mechanisms that sustain its musical traditions. The article explores Morton’s musical
journey, teaching methods, and rhythmic innovations through ethnographic fieldwork, which involves
semi-structured interviews, participant observation, and content analysis of recorded performances.

The results indicate that Tabom musical traditions continue to exist because of a formal apprenticeship
system, correction practices based on rehearsals that control how rhythms are played, and controlled
innovation within the established Agbe rhythmic structures. The study demonstrates that traditional musical
systems endure through ensemble organizations and performances rather than solely through symbolic
heritage discourse.

This article contributes to ethnomusicological discussions on the preservation of traditional musical systems
in modern contexts, emphasizing the impact of institutional musical practices on continuity and adaptation.
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Amakbe-boateHr, beHaXaMUH. «/IHCTUTYLMOHaNAbIK Taxipnbenep kaHe My3blKablk,
cabakTactblk: Agbe aHcambii xaHe dpuk Ogapkseli MOPTOHHbIH, KeLbacLblbIfbl»
Saryn, 7. 14, N2 1, 2026, 17-46 6. DOI: 10.59850/SARYN.1.14.2026.301. (AfblLLbIHLLA)

Spwuk Opapkeeit MopToH, TaboM My3bikackl, Agbe aHcaMbi, MaeHN MypaHbl cakTay,
webep AabbinLLbl, My3blKablK MHHOBALIMA.

ChatGPT xaHe Quillbot cnsakTbl XacaHabl UHTENNEKT Kypansapsbl

OCbl MaKasiaHbl gaiblHAay 6apbiCbiHAA TEK TiNAIK peaakuusanay

MeH CTUANCTVKaNbIK TY3€eTy4i Kongay yWiH nanganaHbiigbl. 3epTTeyai
a3ipsey, AepeKkTepai XXuHay, Tangay, TyCiHAIpY >KaHe 6apblK FblabIMU
TYKbIpbIMAAP TO/IbIKTaN aBTOPFa TUECINi XaHe OHbIH XayankepLiniriHae.

Makanaga webep gabbinwbl Ipuk Ogapkseint MopToHHbIH Akkpagarbl (TaHa) Agbe aHcaMb6iH
Hackapy apKblaibl TABOMHbIH, My3blKaJblK ASCTYPAEPIH caKTayafbl peni kapacTbipbiagsl. XIX facbipaa laHarfa
KOHbIC ayaapfaH abpobpasnaunsiblk penaTpraHTTapaH LblkkaH TaboM KaybiMAaCTbifbl 4abbln OMHay, 8H alTy
XoaHe buai kKamTUTbIH Agbe opbiHAAYbIMEH CMMaTTanaTbiH epeKLUe My3biKasblk MypaHbl CakTakzbl.

Byn 3epTTeyse bipHelue xymbicTapaa, atan antkaHaa Juan Diego Diaz 3epTreynepinge kepceTiireH MOpPTOHHbIH,
OpblIHAAYAAPbIHbIH, TPAHCATAAHTMKAbIK MOAEHN MaHbI3bliHAaH Ha3ap Agbe aHcaMbBiHIH, iLKi yibIMAaCyblHa

>K9He OHbIH, My3blKa/blK ASCTYPAEPIH cakTayFa MYMKIHAIK 6epeTiH MHCTUTYLMOHaNAbIK MexaH3Maepre
ayAapbinagbl. Makanasa MoOpTOHHBIH, LbIFapMaLLblbIK >KOJbl, OHbIH, Nejarornkanbik aaictepi

>KoHe 3THorpadusa/bIK 3epTTeyaepre HerigenreH pUTMAiK MHHOBaLMAapbl TangaHadbl, 0N XapTblaan
KypblabiMaanfaH cyxbaTTtap, KaTbiCyLbl 6akKblnay >XaHe Xa3blfaH OpbliHAayNapAblH, KOHTEHT-aHaIM3iH KaMTUAbI.

Hatuxxenep kepceTkeHae, Tabom My3blkablK ASCTYpAEPi WAKIPTTiK GopManbibl Xyie, peneTuuuanbik yaepic
HerisiHAe Xy3ere acblpblaaThiH TY3ETYLLINIK NPaKTUKanap >XaHe pUTMAEPAI OpblHAAY TaCINAEpiH PETTENTIH
aAicTep apKplibl, COHAaN-aK Agbe aHCcaMbBiHIH, OPHbIKKaH PUTMAIK KypblibiMAaPb! WeHbepiHae bakblnaHaTbIH
WHHOBaLMANap apKacbiHAa cakTanagpl.

3epTTey ASCTYpAi My3bIKabIK Xyenep Tek CUMBOALIK Mypa ANCKYPChl apKblbl faHa eMec, eH, angbiIMeH
aHcambbepaiH KbI3MEeTi MeH OpblHAAY TaXipMbeci apKblibl cakTanaTbiHbIH kKepceTeai. Makana Kasipri
XaFfanaa AacTypai My3bikasblK XKyNenepai cakray Typasbl STHOMY3bIKONOTUANbIK NiKipTanactapFa yaec Kocaapl,
6y cabakTacTblk NeH berimaenysi KamTamachI3 eTy YLUiH UHCTUTYLMOHaNAbIK My3blKasblK ToXipnbenepain,
MaHbI3AbIbIFBIH KOPCETEA.
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[LNA LMTUPOBAHUSA Amakbe-boateHr, BeHaxaMuH. «IHCTUTYLIMOHa IbHbIE MPAKTUKKN U My3blKa/ibHas
npeeMCcTBEHHOCTb: aHcambib Agbe n nngepctBo dpuka Ogapkses MopToHa».

Saryn, 1. 14, N2 1, 2026, c. 17-46. DOI: 10.59850/SARYN.1.14.2026.301
(Ha aHranmnckom)

KNIOUYEBBIE C/IOBA Spuk Opapkselt MopToH, My3bika TaboM, aHcambab Agbe, coxpaHeHme
Ky/IbTYPHOrO HacneAms, mactep-6apabaHLumk, My3bikanbHas UHHOBaLUS.

3AABJIEHUE OB MCMOJIb30BAHUN VIHCTPYMeHTbI C MoaAep kKON UCKYCcCTBEHHOTO MHTennekTa ChatGPT

MHCTPYMEHTOB UCKYCCTBEHHOIO 1 Quillbot ncnosnb3oBannch TONbKO AN5 MOAAEPXKKN A3bIKOBOTO

CL AL pesakTMpOBaHUSA U CTUINCTMYECKOW A0PaboTKM BO BPEMS MOArOTOBKM
3ToW cTaTby. Pa3paboTka ncciegoBaHus, cOOp AaHHbIX, aHaAu3,
WHTeprpeTauus 1 BCe HayUYHble apryMeHTbl MOHOCTBLIO MpUHaAnexaTt
aBTOPY M HaxoAATCsA NOJ ero OTBETCTBEHHOCTLHO.

AHHOTALMA. B cTaTbe paccMaTpuBaeTtcs posib MacTepa-bapabaHiimka Ipuka Ogapkees MopToHa

B COXpPaHeHUW My3blKalbHbIX TPaAULIMI TaBOM Yepes ero pykoBOACTBO aHcambnem Agbe B Akkpe (FaHa).
CoobuecTtBo Tabom, Nponcxoasilee oT appobpasnabCckmx penaTpraHToB, nepecenmBLunxca B FaHy

B XIX Beke, coxpaHaeT caMObbITHOE My3blkalbHOE HacNeANe, XapakTepm3yoLweecs NCMONHEHUAMN
Agbe, Bkntouatowmmu nrpy Ha 6apabaHax, neHue v TaHeL,.

HacToswee nccnesoBaHne cMeLaeT akLEHT € TPaHCaTaHTUUYECKOTO KyAbTYPHOrO 3HaUeHUs BbICTYMIEHWI
MopToHa, OTMeUYEHHOTO B NpeAblayLmx paboTtax, B yactHocTv y Diaz (2020), Ha BHYTPEHHIOK OpraHmn3aLmnio
aHcambns Agbe N NHCTUTYLMOHaNbHbIe MeXaHU3Mbl, obecneynBatoLLe COXpaHeHe ero My3blkalbHbIX
Tpaguuuii. B ctatbe aHann3MpyroTCs TBOPYECKUA NyTb MOPTOHA, €ro negarornyeckme MeToAbl ¥ pUTMUYecKme
WHHOBAaLMM Ha OCHOBE 3THOrpaduUUecKoro NCCaeA0BaHNA, BKIKOYAOLLEro NoayCcTpyKTypupoOBaHHbIe
WHTEPBbHO, BKIHOUEHHOE HabAtoAeHME N KOHTEHT-aHaAN3 3anuCaHHbIX BbICTYMAEHWUN.

Pe3y/ibTaTbl MOKa3biBatOT, YTO My3blKalbHble TPaAMLMM TaboM coxpaHstoTcs baarogaps GopMann3oBaHHON
CHCTEME YUYEHNYECTBA, KOPPEKTUPYIOLYMM NPaKTUKaM, OCHOBAaHHbIM Ha PENETULMOHHOM NpoLecce

Y PerysmpyroLym crocobbl UCMOIHEHUSI PUTMOB, @ TakXke KOHTPOVMPYEMbIM MHHOBALMAM B pamKax
YCTOSBLUMXCSH PUTMUYECKKX CTPYKTYp Agbe.

ViccnepoBaHvie JEMOHCTPUPYET, UTO TPAAULMOHHBIE My3biKa/bHble CUCTEMbI COXPAHSAIOTCS He TObKO

yepes ANCKYPC CUMBOJIMYECKOTO Hacaeus, HO MPeXAe BCEro Yepes AesTeNbHOCTb aHCaMbaen U NpakTuKy
ncnonHexus. Ctatbs BHOCUT BKaZ, B STHOMY3bIKOIOTMYECKME JUCKYCCUM O COXPaHEHUUN TPaAULIMOHHBIX
My3bIKa/lbHbIX CUCTEM B COBPEMEHHbIX YC/OBUSX, MOAYEPKMBAs 3HAUEHWNE UHCTUTYLIMOHA/IbHBIX MY3blKalbHbIX
NpaKkTUK 4ns obecneyeHns NPeeMCcTBEHHOCTY U aganTaLuu.

MEXAYHAPOAHbBLIA PELEH3UPYEMbBIA XYPHAN SARYN
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1. Introduction

The Tabom' people, descendants of Afro-Brazilian slaves who returned to Ghana

in the early 19th century (Amos and Ayesu, “I Am Brazilian”), have a rich cultural

heritage that has been integrated into Ghanaian society. Central to their cultural identity
is their music, also known as Agbe, which encompasses singing, drumming, and dancing.
This musical genre has been preserved and adapted over generations. The Agbe Ensemble
stands out as a prominent group dedicated to the preservation and performance

of Tabom music, with Eric Odarkwei Morton at its helm as the master drummer,

or Agbetse?. This paper explores Morton’s pivotal role in sustaining and evolving

the musical traditions of the Tabom people through his work Agbetse with the Agbe
Ensemble.

Historical and Cultural Timeline of the Tabom Community and Eric Morton's Legacy
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Fig. 1. Timeline highlighting key historical events in the development of the Tabom community in Accra
and the legacy of master drummer Eric Odarkwei Morton, from the arrival of Afro-Brazilian settlers
in 1836 to the Agbe Ensemble’s international performance. Made by the author.

The timeline illustrated in Figure 1 contextualizes Morton'’s career within the extensive
historical framework of the Tabom community, emphasizing the ongoing connection
between Afro-Brazilian returnee heritage and modern musical leadership.

Master drummers in West African music serve as both performers and custodians
of cultural knowledge (Idamoyibo, “The Impact of Dundun Drummers”). They lead
ensembles, instruct on rhythms, and ensure the continuity of musical legacy. John Chernoff
conciders the master drummer in three typical roles: a leader in performance, a teacher
in instruction, and a cultural historian in the preservation of tradition.” Morton exemplifies
these roles through his dedication to the Agbe Ensemble, preserving traditional Tabom
cultural practices within contemporary contexts.

The Tabom people, with origins in Brazil, brought a blend of Nigerian and Brazilian
cultural elements. Their music reflects this hybrid identity, combining Yoruba text, West
African rhythm, and Brazilian art forms. According to Marco Aurelio Schaumloeffel
and Ato Quayson, the Tabom community
has maintained a distinct cultural identity
2 Agbetse is the local term for master drummer while integrating into the broader

which means "Father of Agbe”. Ghanaian society (Tabom the Afro;

1 Also known as Tabon.
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Oxford Street, Accra). Under Morton'’s leadership, the Agbe Ensemble plays a crucial role
in cultural preservation and adaptation.

Morton’s journey to becoming the Agbetse was marked by training, mentorship,
and commitment to his cultural roots. His early exposure to music and training under
master drummers equipped him to lead the Agbe Ensemble effectively. Morton's
contributions extend beyond performance; he teaches younger generations and ensures
continuity of Tabom'’s musical traditions.

This study discusses Morton’s musical journey, methods of preserving Tabom
traditions, and the cultural relevance of his collaboration with the Agbe Ensemble.

By exploring these elements, the paper demonstrates Morton's efforts to preserve

and rejuvenate traditional Tabom music for modern listeners. Furthermore, it investigates
his leadership in promoting cultural identity and continuity among the Tabom people.
The analysis focuses on how traditional music is preserved in contemporary performing
ensembles, with a focus on apprenticeship hierarchies, rehearsal-based corrective
processes, and adding new rhythmic elements into Agbe patterns. The research
explores how various instructional, organizational, and artistic processes preserve
traditional musical practices in a contemporary ensemble. Ultimately, by capturing

the work of master drummer Eric Odarkwei Morton, the study offers both a tribute

to his achievements and a rigorous analysis of the Tabom musical legacy in a changing
environment.

While previous scholarship, notably Diaz, has explored various facets of Morton’s work,
analysis of his visit to Bahia as a significant moment of Afro-Brazilian reconnection
(“The Musical Experience of Diasporas”). However, these studies predominantly emphasise
the transatlantic cultural implications of Morton's performances. In contrast, the present
study focuses on the internal musical and institutional dynamics of the Agbe Ensemble.
By examining apprenticeship structures, rehearsal-based corrective processes,
and rhythmic innovation, the article demonstrates how these mechanisms facilitate
the preservation and adaptation of Tabom traditions in modern contexts.

Beyond documenting the activities of a prominent master drummer, this work
contributes to ethnomusicological discourse on the persistence of traditional systems.
The analysis reveals that cultural preservation is not merely an abstract notion; rather,
it is manifested through the ensemble’s organizational framework, redirecting
the analytical focus from symbolic heritage discourse to internal organizational
mechanisms that facilitate the maintenance and adaptation of musical traditions.

2. Literature Review

The body of work concerning Tabom musical heritage encompasses several interrelated
themes: historical investigations of Afro-Brazilian returnee communities, ethnomusicological
studies of master drumming traditions in West Africa, and contemporary research
exploring transatlantic musical interactions involving the Tabom diaspora. This review
contextualizes the current study within existing research frameworks to clarify its analytical
contribution. This section synthesizes existing research to provide a foundation

for understanding Morton’s contributions to Tabom'’s musical heritage.
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2.1. The Tabom Community and Afro-Brazilian Return Migration

The Tabom population in Accra represents a substantial West African Afro-diasporic
return migration. The group originated in the 18th century, when formerly enslaved
Africans and their ancestors returned from Brazil to the Gold Coast (Amos and Ayesu;
von Hesse and Yarak). Returnees lived in Jamestown and Ussher Town, Accra, where they
formed a separate cultural group with Brazilian, Yoruba, and Ga influences. The repatriates
used a term derived from the Portuguese phrase “ta bom” (“it is good”) in everyday
communication to refer to their descendants. According to scholars, the Tabom kept
Afro-Brazilian culture despite merging into coastal Ghanaian society (Schaumloeffel,
Tabom the Afro). This composite background can be seen in architectural, gastronomical,
religious, and musical characteristics.

Figure 2 below shows Brazil House in Jamestown, built by Afro-Brazilian returnees
in the nineteenth century and a Tabom community icon. As noted by Hermann von
Hesse and Larry Yarak, urban space played an important role in the life of the Tabom
community in Accra, serving both residential functions and supporting the preservation
and transmission of cultural practices such as music, dance, and ritual performance.
Brazil House is more than just an architectural legacy; it provides a spatial setting
for understanding how cultural traditions like Agbe performance were integrated
into Tabom life.

Fig. 2. Brazil House, Jamestown, Accra. Built by Afro-Brazilian returnees in the nineteenth century,
the building remains a central historical landmark of the Tabom community and illustrates the architectural
and cultural heritage associated with their settlement in coastal Ghana. Photo made by the author.

In addition, the Brazil House in Jamestown has become a prominent symbol
of the community’s historical presence and diasporic identity. At the same time,
the Tabom people participated in the cultural and economic life of Accra, contributing
skills in masonry, carpentry, tailoring, and trade (von Hesse and Yarak, “A Tale of Two
‘Returnee’).
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Recent scholarship has increasingly focused on the diasporic dimensions of Tabom
cultural life. Juan Diego Diaz provides the most detailed ethnographic account
of Morton, particularly in relation to his return visit to Bahia, Brazil. Diaz interprets
this visit as a symbolic act of diasporic reconnection, highlighting how musical
performance facilitates transatlantic cultural dialogue between Ghanaian and Afro-
Brazilian communities (“The Musical Experience of Diasporas”). The study demonstrates
that Morton’s engagement with Afro-Brazilian musicians reflects broader historical
continuities between the Tabom and their Brazilian counterparts.

The review article “Tabom in Bahia”, published in Ethnomusicology, provides further
insight into the transatlantic dimension of Tabom cultural history.® This study evaluates
the documentary film by Juan Diego Diaz and Nilton Pereira, which chronicles Morton’s
visit to Bahia and the musical interactions that occurred during that event, highlighting
how these exchanges reveal the ongoing cultural discourse between West Africa
and the Afro-Brazilian diaspora, especially in the context of ritual drumming
and performance practices. In contrast, the present research shifts the analytical focus
toward the everyday institutional practices of the Agbe Ensemble in Accra. Rather
than focusing solely on the symbolic significance of diasporic interactions, this article
examines how traditional music is maintained within a contemporary community context.

However, Diaz's work primarily examines the symbolic and transnational significance
of Morton’s musical activity. Less attention is given to the internal mechanisms through
which Tabom musical practices are reproduced within the community itself. In particular,
the processes through which Agbe musical knowledge is taught, rehearsed, and regulated
within the Agbe Ensemble remain underexplored. The present study addresses this gap
by examining Morton'’s pedagogical practices and rehearsal leadership as central
mechanisms sustaining Agbe performance.

2.2. Agbe Music and Community Performance

Agbe music plays an essential role in Tabom cultural life. It is a structured ensemble
performance that mixes drumming, singing and dance, and is performed during funerals,
festivals and community meetings. Even though the music includes rhythms from
the Yoruba culture, it has created its own local features in the Tabom community,
like special instruments and unique singing styles that show its cultural background.

The ensemble usually includes a bell timeline, supporting drums, a lead drum,
vocal sections, and dancers. The bell pattern serves as a structural reference point
for the ensemble, guiding its coordination. The supporting drums articulate overlapping
rhythms, while the lead drum offers changes to cue transitions and interact with the dancers.
This form reflects rhythmic organizing concepts common to West African percussion
traditions (Anku, “Principles of Rhythm Integration in African Drumming”).

Agbe performances have several societal functions. Aside from its musical features,
they encourage communal engagement and strengthen community relationships.
Participation in ensemble performances frequently follows hierarchical patterns based
on expertise and apprenticeship. Younger musicians usually start with supporting instruments
before moving to more complex parts.

While current research acknowledges 3 Eﬁﬁﬂbiﬁciﬁg; Sci)tli'rggf‘h ';)T'amr;‘fzi?iaﬁ
the cultural relevance of Agbe music, DOI: 10.5406/21567417.69.1.14.
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few studies have investigated the underlying educational processes that sustain these
practices. The majority of talks focus on historical backgrounds or performance venues
rather than the day-to-day rehearsal techniques that keep the tradition alive.
An ethnographic analysis of these procedures is therefore required to understand
how Agbe musical expertise is passed down across generations.
2.3. Musical Authority and Master Drumming Traditions
Ethnomusicology has long emphasised the master drummer in African ensembles,
who coordinates ensemble interaction (Nketia, The Music of Africa). To ensure structural
integrity, the lead drummer announces musical section transitions. Anku’s study
on rhythmic integration demonstrates the organization of complex polyrhythmic patterns
around a temporal pattern (“Principles of Rhythm Integration in African Drumming”).
He believes ensemble cohesiveness hinges on performers internalising this time frame
and coordinating their rhythmic sections. Thus, the lead drummer regulates rhythmic
interactions and synchronises the ensemble in addition to improvisation (Anku 235).
Chernoff underscores that the authority of master drummers stems from more
than technical proficiency; it is rooted in professional longevity, spanning rigorous
apprenticeships, extensive performance experience, and ensemble leadership (70-71).
While existing ethnomusicological discourse provides a broad conceptualization
of such hierarchies, it often lacks site-specific application. Consequently, applying
these frameworks to the Agbe Ensemble offers a unique opportunity to examine
how drumming authority is negotiated and maintained within a specific diasporic
community.
2.4. Oral Pedagogy and Musical Learning
African musical traditions are usually passed down through oral pedagogical
techniques rather than written notation. Alan Merriam emphasizes that musical
knowledge is learned through participation, imitation, and social interaction
(The Anthropology of Music). In such systems, learning takes place in the context
of performance practice rather than conventional classroom instruction,
which is exemplified by the apprenticeship model prevalent in many West African
drumming traditions, where students learn directly from experienced musicians. Young
musicians study from seasoned performers and learn rhythmic patterns through frequent
engagement. This technique enables apprentices to internalise both the structural
and social aspects of musical performance (Nketia, The Music of Africa), which are crucial
for their development as musicians in collaborative settings. Recent research into African
ensemble traditions has also highlighted the value of mnemonic strategies in oral
instruction. Vocalized syllables and rhythmic phrases are frequently used to encode drum
patterns, allowing trainees to memorize complex rhythmic frameworks. Such strategies
aid in the transmission of musical information while keeping performance flexibility,
which is essential for adapting to different musical styles and improvisational contexts.
Although these teaching strategies have been extensively recorded in ethnomusicological
literature, little research has investigated how they are used in Afro-diasporic returnee
communities, such as the Tabom, who are descendants of Africans that returned
to their ancestral lands. Investigating Morton'’s teaching practices offers a critical
perspective on how oral pedagogical systems function in modern urban settings.
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2.5. Research Gap and Analytical Approach

While existing scholarship clarifies the Tabom community's historical context
and the broader organization of West African drumming, significant empirical gaps
persist. Specifically, the intersection of oral transmission and modern urban adaptation
remains under-researched.

First, prior studies have primarily focused on historical and transnational aspects
of Tabom cultural identity, overshadowing the internal mechanisms that sustain Agbe
performance within the community. Second, while theoretical discussions of master
drumming emphasise artistic authority and apprenticeship, there is a lack of research
investigating how these concepts work in specific ensembles.

The current article addresses these deficiencies by conducting ethnographic fieldwork
on Morton's leadership of the Agbe Ensemble. By examining rehearsal techniques,
pedagogical interactions, and ensemble coordination, the study provides empirical
evidence regarding the function of musical authority and oral pedagogy in contemporary
Tabom musical life. Consequently, the article contributes to existing literature bridging
the gap between theoretical models of master drumming to the lived experiences
of a particular community ensemble. This approach underscores the value
of anthropological observation in understanding how orally transmitted musical
traditions adapt to modern urban settings.

3. Methodology

3.1. Research Approach

An ethnographic approach was employed to investigate how musical knowledge
and authority function within the Agbe Ensemble of the Tabom community in Jamestown,
Accra. This method is particularly effective for studying music in social contexts
because it allows the scholar to observe how musical practices are taught, rehearsed,
and performed in everyday community life (Rice, Ethnomusicology: A Very Short
Introduction; Barz and Cooley, Shadows in the Field). Rather than focusing exclusively
on formal musical patterns, this approach views music as a lived practice shaped
by social interactions, cultural memory, and performance experience.

The study utilized participant observation, semi-structured interviews,
and performance analysis to examine how Morton teaches and conducts the Agbe
Ensemble. These methodologies allowed to investigate both the musical architecture
of Agbe and the social processes through which the repertoire is disseminated.

3.2. Fieldwork Context

Fieldwork was conducted in Jamestown, Accra, between May 2019 and August 2024.
As the historical center of the Tabom community, Jamestown remains the primary location
for Agbe rehearsals and performances. During this period, the author attended six
ensemble rehearsals and several public performances. Notable observations included
the funeral rites of woman called Mamuna Cofie, a former leader of the ensemble,
and the 47th ICTM World Conference in Accra, where the ensemble presented
a lunchtime concert featuring Tabom music.
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Field observations focused on three core aspects of ensemble activity: rehearsal
organization, teaching practices, and the interaction between the lead drummer
and other performers. Field notes were recorded during sessions and expanded shortly
thereafter to capture details of musical interaction, rehearsal corrections, and teaching
demonstrations. Such reflective documentation is a central component of ethnographic
research, enabling the scholar to record both observed actions and contextual
interpretation (Emerson, et al., Writing Ethnographic Fieldnotes).

3.3. Interviews

Semi-structured interviews were conducted between 2022 and 2024 in Accra, Ghana,
with Morton, members of the Agbe Ensemble, and senior figures within the Tabom
community. This format was selected because it enables participants to describe
their experiences in their own terms while remaining focused on specific research themes
(Kvale, Interviews: An Introduction). The interviews explored Morton’s musical training,
pedagogical methods, and leadership role, as well as the perspectives on cultural
preservation.

In total, four interviews were held with Morton, each lasting between forty-five
and sixty minutes. Additional informal conversations with ensemble members
and community elders offered contextual information regarding the history of the group
and the social significance of Agbe within Tabom life.

During an interview conducted at Brazil House, Jamestown, Morton explained:

"Agbe music is not something you learn from books. You must stay with the elders, listen to the bell,
and learn how the drum speaks. The drum teaches you when you are ready.”

This statement illustrates the oral and experiential learning process described
by Nketia, in which musical competence emerges through immersion and apprenticeship
rather than formal instruction (The Music of Africa). Morton's emphasis on prolonged
engagement reflects the embodied transmission systems characteristic of West African
musical pedagogy.

Additional interviews with ensemble members confirmed the centrality of demonstration
and imitation in learning. One apprentice drummer stated:

“When he plays, we watch his hands and listen carefully. He does not explain everything with words.
You learn by doing.”

This reinforces Merriam’s theoretical framework that musical knowledge in oral
traditions is transmitted primarily through participation rather than abstract explanation.
In another interview, Morton emphasized the foundational role of the bell pattern

in Agbe performance:

“If you don't understand the bell, you cannot lead Agbe. Everything follows the bell.”
This clarifies how ensemble members conceptualize rhythmic structure and leadership

in Agbe practice. All interview recordings were transcribed and analyzed in relation
to observations collected during rehearsals.
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The interview material produced numerous pages of transcribed dialogue.
Selected excerpts from these transcripts are integrated into the analytical sections
below to elucidate the empirical foundation of the argument.

The interviews revealed three primary themes pertinent to this study:
(1) the apprenticeship hierarchy that musicians navigate from bell player to supporting
drummer and ultimately to lead drummer; (2) the rehearsal correction practices employed
by Morton to ensure rhythmic precision within the ensemble; and (3) the incorporation
of new rhythmic variations that enhance the expressive capacity of Agbe music while
maintaining its structural integrity.

3.4. Participant Observation

Participant observation played a central role in the research. By attending rehearsals
and performances, the author was able to observe how Morton interacted with other
musicians and how musical knowledge was communicated within the ensemble.
Ethnomusicologists have long emphasized the importance of such observations
for understanding how musical traditions are maintained in practice rather than merely
described in theory (Barz and Cooley).

During rehearsal sessions, Morton typically demonstrated rhythmic patterns
on the lead drum before asking other performers to repeat them. When mistakes
occurred, he corrected them through demonstration rather than verbal explanation.
This practice illustrates the embodied nature of musical learning in many African
ensemble traditions, where repetition and imitation form the primary means of acquiring
musical competence (Nketia; Rice).

Observation also revealed how ensemble coordination was maintained. Morton
frequently introduced rhythmic phrases that signaled transitions between sections
of the performance, thereby guiding the ensemble’s structure in real time. The other
musicians immediately recognized this cue, demonstrating a shared understanding
of performance conventions.

3.5. Content Analysis

Content analysis was employed to examine the recordings of Agbe Ensemble’s
performances and instructional sessions. This method involved systematically analyzing
the content of these recordings to identify patterns, themes, and significant elements
(Krippendorff). The analysis focused on both musical and contextual elements,
such as the structure of the performance, use of specific instruments, and cultural
narratives conveyed through the music. The recordings were transcribed and coded
to identify recurring musical patterns and innovations, Morton'’s teaching techniques,
and audience reactions and engagement during the performances. Attention
was focused on the recurring bell-timeline structures, lead-drum cueing patterns,
and call-and-response vocal entries evident in various recordings of the ensemble’s
performances. This section addresses specific examples from the recorded performances,
focusing on musical innovations and performance adaptations.

3.6. Review of Historical Documents and Previous Research

To contextualize the findings, the study included a review of historical documents
and previous research on the Tabom people, their musical traditions, and the roles
of master drummers in West African music. This review provides a historical and cultural
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framework for understanding Morton'’s contributions. Key sources for this review include
historical accounts of the Tabom people’s migration and settlement in Ghana (Schaumloeffel),
academic studies on the musical traditions of the Tabom people and the fusion of African
and Brazilian performance practices (Amakye-Boateng), and research on the training

and roles of master drummers in West African music (Chernoff; Nketia).

Employing these diverse methodological approaches provided the study
with a comprehensive understanding of Morton’s contributions to the Agbe
Ensemble and the preservation and evolution of Tabom music.

The subsequent sections utilize these data sources directly. The interview material aids
in reconstructing Morton’s musical trajectory, while observational field notes shed light
on rehearsal practices and pedagogical dynamics. Additionally, content analysis
of recorded performances offers evidence for discussing rhythmic innovation within
the ensemble, highlighting specific examples of how these innovations have influenced
the overall sound and style of the group’s music.

4. The Journey of Eric Odarkwei Morton

Eric Odarkwei Morton, pictured in Figure 3, is widely known within the Tabom community
simply as Odarkwei. Born on 19 December 1955 in Jamestown, Accra, his musical career
developed within the social environment of the Tabom community, where drumming

and ensemble performance are integral of everyday cultural life. Like many musicians

in West African percussion traditions, Morton's early musical experiences began informally
during childhood. In an interview conducted during one of the rehearsal sessions in 2019
at Jamestown, Morton revealed that his first attempts at drumming involved improvising
rhythms on empty tomato tins and other household objects — an activity that allowed

him to experiment with rhythmic patterns long before receiving formal instruction.

L P g
et A e O

Fig. 3. Eric Odarkwei Morton, master drummer and leader of the Agbe Ensemble
in Jamestown, Accra. Photo made by the author.
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In his youth, he traversed his community and engaged in musical performances
for personal enjoyment. His compositions, such as “Yeee jole ejofoie shi me” (My lover
has left me) and “Nimgbe matso manale” (Where would | discover her?), were individual
expressions rather than traditional Tabom songs. At this juncture, Odarkwei had not
yet been exposed to the Tabom drumming tradition; however, his innate inclination
towards rhythm and performance presaged his future musical endeavors. In an interview
conducted during the fieldwork for this study, Morton described this early period
as follows:

“At that time | was not engaged with tradition. | was just playing rhythms that | felt. Later the elders
showed me that what | was doing already had structure.”

This reflection illustrates how informal experimentation was later integrated
into the structured apprenticeship that organises Agbe drumming knowledge.

Morton's introduction to Agbe performance occurred during his adolescence,
when he began observing rehearsals conducted by senior drummers in the community.
These early encounters with the ensemble marked the beginning of a long process
of apprenticeship. In many West African musical traditions, apprenticeship constitutes
the primary pathway through which performers acquire technical skill and musical
authority (Nketia; Chernoff). Rather than learning through written notation or formal
instruction, young musicians gradually develop competence through observation,
imitation, and repeated participation in rehearsals and performances.

Morton described this process during an interview conducted on the University
of Ghana campus in June 2023:

“When | started, | didn't play the lead drum. | watched the elders and learned the bell first.
If you don't understand the bell, you cannot lead Agbe.”

In many African percussion ensembles, the bell pattern functions as a rhythmic
reference that guides the coordination of all other instrumental parts (Anku, Principles
of Rhythm Integration in African Drumming). Learning the bell therefore represents
an essential stage in the development of musical competence. Only after mastering
this foundational role can an apprentice progress to more complex instrumental parts.
Morton's apprenticeship followed this hierarchical progression. His earliest
responsibilities within the ensemble involved playing the bell and observing
the interaction between the supporting drums and the lead drummer. Over time,
he began performing supporting drum patterns, gradually developing the ability
to synchronize his playing with the bell timeline and with other ensemble members.
Such incremental learning processes are characteristic of oral musical traditions,
where knowledge is accumulated through sustained engagement rather than formalized
lessons (Rice).
As Morton'’s skills and experience increased, senior members of the ensemble
began to recognize his musical abilities. Community recognition plays a central role
in the formation of musical authority in many African performance traditions. According
to Chernoff, master drummers acquire authority not simply through technical proficiency
but through long-term participation and the trust of other musicians (70-71). In Morton'’s
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case, this recognition was demonstrated when elder drummers gradually allowed him
to assume more prominent roles during rehearsals and performances.

Eventually, Morton assumed the position of lead drummer within the Agbe Ensemble.
This role involves more than performing complex rhythmic patterns; it requires the ability
to regulate ensemble interaction. During performances, the lead drummer introduces
rhythmic phrases that signal transitions between musical sections and coordinate
the movements of dancers and singers. Morton’s ability to perform these functions
effectively established his reputation as a master drummer within the community.

4.2. Participation and the Development of Musical Competence

Odarkwei completed elementary school in 1974, but his passion for drumming had
already shown itself the year before. When he performed Agbe, a traditional drumming
technique, in 1973 at the age of 17, he attracted the attention of local elders. They invited
him to take part in their concerts after they realized how talented he was. These seniors
included respected drumming practitioners J. H. Commey, Fotozo Nelson, George Aruna
Nelson, and Ataa Tawiah.

Odarkwei’'s appearance during performances caused the elders to comment on how
well he could mimic their movements. They were so confident in his abilities that it was
normal for one senior to willingly give up their position so that Odarkwei could take over —
a remarkable privilege for someone so young. His musical development began
with the bell, moved on to the supporting drum, and ended with his mastery
of the lead drum.

This learning and development pattern is consistent with Nketia's findings regarding
the function of drummers in Akan society, which show that young drummers usually
start out playing supporting instruments before switching to the lead drum. Anku
outlined the fundamentals of rhythmic integration in African drumming, emphasizing
that it requires a complex balancing act between structure and improvisation; thus,
the selection process is not random but is based on demonstrated skill and the ability
to react to rhythmic cues (Procedures in African Drumming).

As a performer and a steward of tradition, Odarkwei received guidance from the elders.
They left him their legacy, bestowing benedictions and a musical legacy, as they were too
old to perform any more. Odarkwei is currently the only one of his original groups still playing
Agbe, as one fellow trainee has passed away and other has stopped playing the drums.

One of Odarkwei’s unique qualities was his ability to combine singing and drumming —
something his masters did not typically perform. He learned the songs while practicing
drums, using his keen sense of hearing to acquire melodies from the older female
members of the group. Women such as Auntie Amina, Agyei Nyz Kuma, Auntie Fatima,
and Mante Nyz provided essential musical instruction. Odarkwei was able to understand
and internalize the rhythms and underlying meanings of the songs because some of these
ladies, who were fluent in Yoruba, provided translations and contextual explanations.

Nketia, who stresses the value of oral learning in African musical traditions, states
that the transmission of both drumming and song traditions is consistent (13-15,

24-26). He clarified that young drummers learn from their surroundings rather
than just from formal instruction. Anku further explains this approach by discussing
the use of mnemonics and encoded verbal phrases to teach intricate rhythms (28-35).
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4.3. Agbe Performance and Ceremonial Practice in the Tabom Community

Today, Odarkwei acts as a guardian of Agbe drumming, safeguarding traditions
passed down to him. His story encompasses not just musical expertise but also resilience,
commitment, and cultural stewardship. More than a mere percussionist, he serves
as a living archive of rhythms, tales, and customs. As the only active performer remaining
from his original group, Odarkwei's role extends beyond performance. He embodies
the continuation of musical heritage, safeguarding the rhythms and traditions of his
people for future generations.

Fig. 4. Eric Morton performing at the initiation of the Shango Priestess in July 2014.
Photo made by the author.

Figure 4 illustrates Eric Odarkwei Morton performing in a ritual context during
a Shango Priestess initiation ceremony in Jamestown in 2014. Participation in ceremonial
events reinforces familiarity with the ensemble’s repertoire. Many Agbe pieces are socially
controlled, and performers must recognize the sequence in which pieces are presented
during an event. Experience gained through repeated performances allows musicians
to anticipate transitions and maintain coordination between instrumental parts,
which is crucial for ensuring that the performance aligns with the socially controlled
structure of Agbe pieces.

Chernoff describes the master drummer as a “cultural historian” tasked
with conserving, interpreting, and conveying traditions (92-95, 140-150). Likewise, Anku
suggests that drumming surpasses artistic skills, functioning as a means of storytelling
and shaping identity, which is essential for preserving cultural narratives and fostering
community connections (28-35, 70-85). By carrying forward the Agbe legacy, Odarkwei
ensures that upcoming generations continue to experience and value the richness
of Ghanaian drumming traditions. His journey — from a child using tomato tins
as makeshift drums to a respected master drummer — illustrates the power of passion,
mentorship, and the lasting importance of West African drumming traditions.
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4.4. Key Milestones in the Musical Career of Eric Odarkwei Morton

Morton's career as a master drummer is marked by several key milestones that reflect
his growing influence and contribution to the preservation and evolution of Tabom
music. His appointment as the Agbe Ensemble’s lead drummer was a career highlight.
This position, traditionally held by the most skilled and respected drummer
in the community, allowed Morton to assume a leadership role and direct the musical
direction of the ensemble. Under Morton's leadership, the Agbe Ensemble has achieved
national and international recognition. Their performances at cultural festivals,* academic
conferences,® and international music events have showcased the unique sound
of Tabom music to diverse audiences. Morton's ability to blend traditional rhythms
with contemporary influences has been a key factor in the ensemble’s success. As noted
by Euba, the ability to innovate while preserving tradition is crucial for the survival
and relevance of cultural music (10-15, 219-223).

A significant chapter in Morton’s musical journey was his visit to Bahia, Brazil in July
2016. This trip represented the fulfillment of a lifelong dream for Morton, who saw
it as an opportunity to reconnect with the lands of his ancestors. Diaz revealed that,
while in Brazil, Morton participated in various musical and cultural exchanges, including
lecture demonstrations, workshops on Agbe, and performances with local Afro-Brazilian
musicians. These encounters were deeply emotional and spiritually significant for Morton,
as they affirmed the shared ancestry and cultural connections between the Tabom
in Ghana and the Afro-Brazilian communities in Bahia.

Diaz argued that Morton’s ability to bridge these cultural worlds was evident
in his musical interactions in Bahia. He effortlessly adapted to local musical styles
and rhythms, demonstrating a profound understanding of and respect for shared
musical heritage. One notable encounter was with Gabriel Guedes, a Candomblé drummer
from Salvador, with whom Morton shared a profound musical connection. According
to Diaz, their collaboration highlighted the similarities in their drumming traditions
and reinforced the transatlantic ties between their communities.

Contemporary engagement between the Tabom community and Brazil has also been
expressed through cultural and diplomatic initiatives that highlight the shared historical
experiences of Afro-Brazilian returnees and their descendants in Ghana. These initiatives
often involve collaborations between cultural organizations, researchers, and diplomatic
institutions, which aim to draw attention to the historical links between the two regions.

One example of such engagement occurred on the 25th anniversary of the Pan-African
Historical Festival of Brazil, when the Embassy of Brazil in Ghana organized a public
screening of the documentary Tabom in Bahia, directed by Pereira and Diaz. The event
brought together members of the Tabom community, scholars, and members of the public
to reflect on the historical and cultural connections between Ghana and Brazil.

Figure 5 presents the official

4 For several years, the Agbe Ensemble has featured poster issued by the Embassy of Brazil
in the Chale Wote Festival organised in James Town, . . .
Accra. in Ghana announcing the screening

5 The Agbe Ensemble performed at the International of the documentary. The event formed
Council for Traditional Music and Dance 47th part of broader cultural initiatives aimed
Conference held at the University of Ghana in July . .
2022. at strengthening dialogue between
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Afro-Brazilian and Ghanaian communities. Such activities demonstrate how the historical
legacy of the Tabom continues to be recognised within contemporary cultural diplomacy
and heritage programmes.

To celebrate the Afro-Brazilian Tabom people and %

the 25th anniversary of the Pan African Historical Festival
the Embassy of Brazil requests the pleasure of your company
at a special preview screening of

“TABOM IN BAHIA",
a film by Nilton Pereira and Juan Diego Diaz
On Friday 21st July at 5 pm

TABOM

rsvr:030 277 4921
secretary.acra@itamaraty.gov.or

Embassy of 8razil
1, Templesi Lane - Airport Residential Area

o I ovanssvorswszwarun [I1'e I

Fig. 5. Poster announcing the screening of the documentary Tabom in Bahia
at the Embassy of Brazil in Ghana, organized to commemorate the 25th anniversary
of the Pan-African Historical Festival of Brazil.

4.5. Pedagogical Practice and Musical Adaptation

Teaching within the Agbe Ensemble is primarily organized around demonstrations
and collective participation rather than formal instruction. Rehearsal sessions typically
begin with the establishment of a bell timeline, after which supporting drums enter
sequentially to reinforce the rhythmic framework. Within this structure, the lead drummer
introduces variations that guide transitions between musical sections. Through repeated
interactions with these patterns, ensemble members become familiar with the rhythmic
organization of the repertoire.

Instruction during these sessions relies heavily on demonstration. Instead of providing
detailed verbal explanations, the ensemble leader often performs a short rhythmic phrase
on the lead drum and asks other musicians to reproduce it. This method encourages
performers to focus on listening and synchronizing their plays with the established pulse.
When timing becomes inconsistent, the ensemble pauses briefly so that the relevant
passage can be repeated until the rhythmic relationship between instruments becomes
clear.

Figure 6 illustrates a teaching session in which Morton demonstrates rhythmic
passages to a group of students and ensemble members. The image captures
the informal yet structured environment in which instruction typically occurs. Participants
are seated in proximity, allowing them to observe hand movements, drum strokes,
and rhythmic cues directly. Such spatial arrangement supports interactive learning,
where students respond immediately to demonstrations by attempting the patterns
themselves.

Through this form of practical engagement, learners become familiar
with the coordination between the bell timeline, supporting drums, and lead drum
cues that structure Agbe performance.
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Fig. 6. Eric Odarkwei Morton demonstrates Agbe drumming techniques during an instructional
session with students at the University of Ghana, Legon-Accra. Photo made by the author.

Observations during rehearsals suggest that this approach helps participants
internalize rhythmic patterns through active engagement. Rather than treating learning
as a separate activity from performance, musical knowledge emerges gradually
through collective repetition of ensemble passages. This form of education emphasises
coordination among performers, allowing each musician to understand how their
individual parts contribute to the overall structure of the performance.

Teaching sessions conducted outside the immediate community context follow
a similar pattern. Workshops organized for students and cultural participants often begin
with a demonstration of the bell timeline, followed by the introduction of supportive
drum patterns. Participants are encouraged to repeat these patterns collectively before
attempting to perform them on instruments. This process allows learners to experience
the interaction between rhythmic parts while observing how the ensemble structure
is maintained.

Through this method of demonstration and repetition, participants gradually become
familiar with the rhythmic cues that organize Agbe’s performances. The approach
reflects a pedagogical emphasis on listening, imitation, and ensemble coordination
rather than on abstract theoretical explanation.

4.6. Oral Tradition and Practical Learning

Morton employs the oral tradition, a cornerstone of West African musical instruction.
This method involves learning through listening, repetition, and practice rather
than written notation. As Nketia notes, "music is learned through participation in musical
activities,” a process that enables students to internalize rhythmic structures together
with their cultural contexts (13). Morton'’s students learn by observing and mimicking

his drumming patterns and gradually developing their skills through continuous practice.

This pedagogical pattern was documented during the observation of rehearsals
in June 2023 at the University of Ghana. In the field notes, Morton is documented halting
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the ensemble — made up of students of the Department of Music — when the bell
player missed an entry point. He is found replaying the bell timeline and instructing

a supporting drummer to re-enter solely after rhythmic alignment had been
re-established. This observed interaction illustrates that instruction within the ensemble
functions via corrective repetition and embodied listening, rather than through verbal
theoretical explanation.

Participant observation during rehearsal sessions further illustrates this pedagogical
approach. In field notes documented on July 2014, Morton interrupted the ensemble
mid-cycle to replay the bell pattern independently, subsequently directing the supporting
drummer to re-enter only upon synchronization with the timeline. These corrections
illustrate that rhythmic precision is developed through embodied repetition rather
than through theoretical discourse.

4.7. Mentorship and Apprenticeship

Following the traditional apprenticeship model, Morton fostered close relationships
with his students by providing personalized guidance and feedback. This mentorship
extends beyond technical instruction, encompassing cultural education and the transmission
of values and histories associated with Tabom music. Many scholars highlighted
the importance of this holistic approach in cultivating not only skilled musicians
but also cultural custodians.

This mentorship framework elucidates the organizational structure of musical authority
within the ensemble. The progression from bell player to supporting drum and ultimately
to lead drum is not arbitrary; it is contingent upon the consistent demonstration
of rhythmic reliability in both rehearsal and performance contexts. Morton’s corrections
during rehearsals effectively dictate the allocation of prominent roles among musicians
within the ensemble. The continuity of Tabom drumming functions through a structured
hierarchy of apprenticeship, rather than relying solely on informal participation,
which ensures that each drummer is trained and evaluated systematically before
taking on significant roles in performances.

4.8. Adaptation and Expansion of Agbe Performance

Recognizing the need to engage younger generations, Morton incorporated
contemporary elements into his teaching. This includes using modern technology
to record and analyze performances, which enables students to review and improve
their techniques. Additionally, he adapted traditional rhythms to fit modern musical
contexts, making them more relatable to contemporary audiences, such as incorporating
elements of popular music genres that resonate with today’s listeners.

4.9. Musical Innovations

Morton’s contributions to the evolution of Tabom music are marked by several key
innovations that ensure its relevance and vitality:

4.9.1. Introduction of New Rhythmic Patterns

Morton introduced new rhythmic patterns and drumming techniques that expanded
the traditional repertoire of the Agbe Ensemble, allowing for more complex and varied
musical expressions in their performances. A notable song is “W> man joo ne”

(to wit “This is our music”), which is performed with a sense of pride and belonging
by the musicians. These innovations are not only technically challenging but also creatively
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enriching, offering fresh interpretations of traditional rhythms. This approach aligns
with the practice of continuous innovation seen in West African drumming traditions,
in which each generation contributes new ideas and styles (Chernoff, African Rhythm
and African Sensibility).

This assertion is grounded in a content analysis of performance during the initiation
rite of the Shango Priestess in July 2014, wherein a modified master-drum cue sequence
within the Agbe rhythmic cycle appears with a recurrence that diverges from the standard
cueing structure traditionally used to regulate ensemble transitions. The recording
specifically demonstrates a repeated cue pattern followed by a delayed ensemble entry,
effectively extending the phrase structure beyond the normative cycle. This renders
the innovation analytically verifiable rather than simply claimed.

In Agbe performance, the rhythmic organization is systematically structured around
a bell timeline, which serves as the temporal reference for the ensemble. An established
Agbe bell pattern exhibits a cyclical pulse structure, which can be represented
schematically as follows:

afrPrpptrd i

O S i ™ b

1 2 3 4  beats

Ex. 1: Agbe bell pattern
Source: based on field research of the author and earlier data.

In this framework, supporting drums delineate complementary patterns
that interconnect with the bell timeline, whereas the lead drum presents improvisational
phrases that signal transitions between sections of the composition. In the performances
examined in this study, Morton extends traditional phrasing by prolonging lead-
drum calls across multiple cycles instead of resolving them within a single cycle.

This modification enhances the expressive capacity of the ensemble while maintaining
the foundational rhythmic structure of Agbe music.

Morton's innovations do not supplant the established rhythmic structure of Agbe
music; rather, they function through controlled variation within that framework. Morton
enhances the improvisational capacity of the ensemble by extending lead-drum phrases
and incorporating subtle rhythmic displacements in relation to the bell timeline, all while
preserving the distinct identity of the Agbe rhythmic cycle.

4.9.2. Use of Technology and Modern Platforms

By embracing modern technology, Morton incorporated digital tools into his music
and teachings. This was evident in their performance at the International Council
for Traditional Music (ICTM) conference held in Accra in 2023, where the ensemble
utilized PA systems to enhance their production. He used recording equipment
to document performances and instructional sessions, allowing for detailed analysis
and broader dissemination. Additionally, he has appeared on national television, social
media, and online platforms to reach a global audience, showcasing Tabom music
to a wider community and attracting interest from international musicians and scholars.
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4.9.3. Educational Outreach and Workshops

Beyond the Agbe Ensemble, Morton conducts workshops and educational programs
in schools and community centers, such as those held at the Department of Music,
University of Ghana. These initiatives aim to introduce young people to Tabom music
and drumming, fostering an early appreciation for their cultural heritage. Morton'’s
outreach efforts contributed to the broader goal of cultural preservation by inspiring
the next generation of musicians and cultural enthusiasts (Locke, “Africa/Ewe, Mande,
Dagbamba, Shona, Baaka”).

4.9.4 Adaptation and Expansion of Agbe Performance

Alongside the transmission of established repertoire, Agbe performance has also
adapted to new contexts in response to changing performance environments.

While the core rhythmic structures remain recognizable, the ensemble has occasionally
incorporated variations that respond to contemporary audiences or performance settings.
One area of adaptation involves the presentation of Agbe in educational and cultural

institutions. Demonstrations and workshops conducted in universities and cultural
festivals require adjustments to the length and structure of performances to fit within
program schedules. In these contexts, shorter musical sequences may be selected

to illustrate key rhythmic patterns while still maintaining the character of the tradition,
allowing for a more engaging experience for the audience within the limited time
available.

The visual presentation of Agbe performances during public cultural events
demonstrates another form of adaptation. While the rhythmic structure of the repertoire
remains consistent with community practices, performances staged for festivals or cultural
programs often incorporate coordinated costumes and organized seating arrangements
that make the ensemble visually accessible to audiences.

Figure 7 illustrates the Agbe Ensemble performing in coordinated traditional attire
during a public cultural event. The arrangement of drummers and singers in a semicircular

TR

Fig. 7. Members of the Agbe Ensemble performing during a public cultural event in Accra.
The coordinated attire and semicircular arrangement illustrate how Agbe performance is adapted
for contemporary cultural presentations. Photo made by the author.
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formation allows participants to maintain visual contact with one another while

projecting the performance outward to the audience. Such staging reflects an adaptation
to contemporary performance contexts, where visibility and audience engagement
become important considerations, particularly in settings such as outdoor festivals

and large concert venues where the audience's experience is enhanced by the performers’
arrangement.

Participation in academic and cultural conferences has also contributed to the visibility
of Agbe performance beyond the immediate Tabom community. Such events provide
opportunities to present the repertoire within settings where audiences may include
scholars, students, and international visitors unfamiliar with the tradition. In these
contexts, performances often combine demonstration with brief explanations that help
audiences understand the structure of the ensemble. Figure 8 presents the promotional
poster announcing a lunchtime concert featuring the Tabom community during
the 47th World Conference for Traditional Music (ICTM) held at the University of Ghana
in July 2023. The performance formed part of the conference’s cultural program
and introduced participants to the rhythmic structures and performance practices
associated with Agbe music. The ensemble’s presentation in this setting exemplifies
the sharing of community-based musical traditions within scholarly and intercultural
environments, all while preserving their distinctive ensemble interaction.

ICTM
| UNIVERSITY OF GHANA e

DEPARTMENT OF MUSIC

47TH WORLD CONFERENCE FOR
TRADITIONAL MUSIC (ICTM)

ﬂewﬁ

Lunch time Concert withil

(AFRO BRAZILIAN COMMUNITY IN ACCRA)

SAT 15, July 2023 | 1PM-2PM
ETS Drama Studio, University of Ghana

Fig. 8. Poster announcing the lunchtime concert featuring the Tabom community during the 47th World
Conference for Traditional Music (ICTM) held at the University of Ghana, Legon, on 15 July 2023.

Such appearances illustrate how Agbe's performance continues to engage new
audiences while retaining its core rhythmic organization and ensemble structure.

Despite these adaptations, the essential features of the ensemble remain consistent.
The bell timeline continues to provide the structural reference for the performance,
while the lead drum guides transitions and coordinates interaction among musicians
and dancers. Through this balance between continuity and flexibility, Agbe performance
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remains responsive to new contexts while preserving the rhythmic relationships that define
the tradition, allowing for innovative expressions that still honor its cultural roots.

5. Discussion

The findings presented in this study offer clarity about how Agbe performance within
the Tabom community continues to operate as a structured ensemble practice shaped
by apprenticeship, collective rehearsal, and ceremonial performance. Observations

of rehearsal sessions, teaching demonstrations, and public performances suggest
that the organization of the Agbe Ensemble reflects broader principles identified

in the ethnomusicological studies of African drumming traditions.

One of the most prominent features observed during rehearsals was the central role
of the bell timeline in maintaining rhythmic coordination. The bell pattern functions
as a temporal reference that allows supporting drums and the lead drum to align their
rhythmic parts within a shared pulse. This structural role corresponds closely with Anku'’s
analysis of rhythmic integration in African percussion ensembles, where timeline patterns
serve as organizing frameworks for the interaction of multiple rhythmic layers (“Principles
of Rhythm Integration”). In the Agbe Ensemble, maintaining the clarity of the bell timeline
proved essential for sustaining ensemble coherence during both rehearsal
and performance contexts.

The interaction between the bell pattern and the supporting drums also reflects Anku’s
concept of interlocking rhythmic structures. Rather than functioning as independent
musical lines, the drum parts combine to produce a composite rhythmic texture in which
each performer contributes a complementary element. Observations of rehearsal practice
demonstrated that performers frequently adjusted their patterns in response to the bell's
timeline, reinforcing the idea that ensemble coordination depends on the collective
internalization of a common rhythmic framework.

A second important aspect of the findings concerns the role of the lead drummer
in coordinating ensemble interaction. During both rehearsals and performances, the short
phrases introduced on the lead drum served as cues that signalled transitions between
sections of a piece or prompted adjustments to the tempo. These cues were immediately
recognized by other musicians and dancers, allowing the ensemble to maintain
synchronisation without verbal communication. This coordinating function corresponds
with Nketia's description of the master drummer as the principal organizer of ensemble
performances. According to Nketia, the lead drummer is responsible for guiding
the ensemble by introducing signals that regulate the interaction of rhythmic parts
(78-86).

The observations in this study illustrate how this coordinating role operates in practice.
Rather than simply performing rhythmic variations, the lead drummer shapes
the progression of the performance through a series of cues that guide both musicians
and dancers. The ability of ensemble members to recognize these cues suggests that they
share a collective understanding of the performance conventions associated with Agbe
repertoire.

The social dimension of drumming traditions discussed by Chernoff also provides
a useful framework for interpreting these findings. He emphasizes that African ensemble
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performances are fundamentally collaborative, requiring musicians to listen closely to one
another and respond to subtle changes in rhythmic interactions (Chernoff, 94-98).

Evidence from rehearsal observations supports this perspective. Moments when
the ensemble paused to correct timing errors revealed how performers collectively
negotiate rhythmic alignment. Rather than relying on formal instruction, musicians
adjusted their playing through repeated interaction with the bell timeline and with one
another. These processes highlight the importance of listening and responsiveness
within ensemble performance.

The findings also illustrate how Agbe performance operates within broader social
and ceremonial contexts. Observations of community events and ritual ceremonies
demonstrated that drumming interacts closely with dance and ritual activity. Rhythmic
cues introduced by the lead drum often corresponded with shifts in dance movements
or transitions within ceremonial sequences. This interaction reflects Nketia's broader
argument that African musical performance is deeply integrated with social activity
rather than functioning as an isolated artistic form.

In addition to community ceremonies, Agbe performance has increasingly appeared
in educational and cultural settings such as workshops, festivals, and academic
conferences. Presentations at events like the ICTM World Conference at the University
of Ghana demonstrate the ensemble’s adaptability to unfamiliar contexts.

In these settings, demonstrations often include brief explanations of the bell timeline
and the interaction of drum parts, allowing listeners to understand the structural
principles of the music.

Despite these contextual adaptations, the core elements of Agbe performance
remain consistent. The bell timeline continues to provide the rhythmic foundation
of the ensemble, while the lead drum maintains its coordinating function. Supporting
drums reinforce the composite’s rhythmic texture through interlocking patterns
that depend on careful synchronization with the timeline, creating a cohesive sound
that enhances the overall performance of the ensemble.

Taken together, these observations suggest that Agbe performance illustrates many
of the structural and social principles identified in ethnomusicological studies of African
percussion traditions. The organization of the ensemble reflects rhythmic integration
as described by Anku, the coordinating role of the master drummer as emphasized
by Nketia, and collaborative interaction as highlighted by Chernoff.

By examining these processes within the specific context of the Tabom community,
the present study contributes to ongoing discussions about how African ensemble
traditions are maintained and adapted within contemporary urban environments.

The continued practice of Agbe drumming demonstrates how community-based
performance traditions sustain their structural principles while engaging with new
audiences and performance contexts, such as festivals and cultural events that celebrate
African heritage in urban settings.

6. Final Reflection

This study set out to examine how the leadership of Eric Odarkwei Morton within
the Agbe Ensemble illuminates broader processes of cultural transmission, authority,
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and adaptation in Afro-diasporic musical traditions. The findings suggest that Morton'’s
role provides a useful case for understanding how musical leadership and ensemble
knowledge are organized and sustained within the Tabom community.

First, the study demonstrates that long-term participation in ensemble practice,
rather than formal institutional training, constructs musical authority within the Agbe
Ensemble. Morton's progression from an early participant in rehearsals to the position
of lead drummer reflects a pattern of recognition that emerges through experience,
demonstrated competence, and acceptance by other musicians. This form of authority
corresponds with Nketia's description of the master drummer as the individual
responsible for guiding ensemble interaction through rhythmic cues and structural
knowledge of the repertoire (13-15).

Second, the findings illustrate how cultural transmission occurs through collective
musical practice. Rehearsals, ceremonial performances, and teaching demonstrations
provide the settings in which rhythmic patterns, repertoire sequences, and performance
conventions are learned. Rather than relying on written notation, knowledge is shared
through demonstration, repetition, and attentive listening among performers.

These processes support the kind of collaborative interaction described by Chernoff,
in which ensemble cohesion emerges through musicians’ ability to respond to one
another within a shared rhythmic framework.

Third, the study highlights how Agbe performance continues to adapt to changing
cultural contexts while maintaining its structural principles. Presentations at festivals,
educational workshops, and academic conferences demonstrate that the ensemble
can engage audiences beyond the immediate Tabom community. In these contexts,
the fundamental elements of the music — particularly the bell timeline and interlocking
drum patterns described by Anku — remain intact even as the performance setting
changes.

Taken together, these observations indicate that Morton’s leadership illustrates
how Afro-diasporic musical traditions are sustained through a combination of structured
ensemble interaction, shared community knowledge, and responsiveness to new
performance environments. Within the Tabom community, Agbe drumming continues
to function as both a musical practice and a social activity that links performers across
generations. By documenting these processes, the study contributes to a broader
understanding of how Afro-diasporic musical traditions maintain continuity
while engaging with contemporary cultural contexts.
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KNOYEBBIE C/ZIOBA A0M6posoe NCNONHNTENBbCKOE NCKYCCTBO, A3bIK XX€CTOB B MY3blKa/lbHOM
NCMNONHNTENbCTBE, HeBep6aanaﬂ XyAoOXeCTBeHHaa KOMMYHUKKaLuA, KI-OI7I,

Kasaxckaa MHCTpyMeHTalbHaA My3blKa, CEMUWOTUKA MY3blKaJlbHOIO A3blKa.

BAArofAPHOCTU ABTOpbI BbIpaXatoT CBOHO 61aroAapHOCTb pesakLnm XXypHana Saryn
W peLeH3eHTaM 3a NPOSBIEHHbI MHTEPEC, @ TakXKe 3a NMOMOLLb B MOArOTOBKe

AaHHOI;I CTaTbWn K r|y6n|/||<au,|/||/|.

3AABJIEHUE OB UCMO/Ib30BAHUN Mpw NOAroTOBKE CTaTbW MHCTPYMEHTbI UCKYCCTBEHHOTO MHTENIEKTa
MHCTPYMEHTOB NCKYCCTBEHHOTO (ChatGPT) nprMeHsAanCh B KauecTBe BCMOMOraTe/IbHbIX CPeACTB
UELTER A AN TeXHUYEeCKoW 06paboTKM OTAENbHbIX TEKCTOBbIX hparMeHTOB
1 cocTaBieHus Tabauu,. VIx ucnonb3oBaHve orpaHNMYMBanoCh
pesaKLMOHHO-TEXHUUYECKUMI 3aiauaMm Y He BAUAIO Ha Hay4yHoe
cofiep>KaHve 1 BbIBOAbI UCCIEA0BaHMA.

AHHOTALMA. B cTaTbe paccmMaTprBatoTCs akTyasbHble NpobaeMbl AOMOPOBOrO NCMONHWUTENBCKOTO UCKYCCTBA,
CBA3aHHble C POPMUPOBAHNEM N PA3BUTMEM KY/IbTYPbl XXECTOBOrO fA3blKa KakK BaXXHOrO KOMMOHEHTa
XyAO)KGCTBGHHOI;I BbIPa3nUTENbHOCTWN. XKecTbl aHaNM3NPYHTCA Kak CI'IeLLVIq)VIHECKaFI cncreMa MHTOHAUMOHHO-
BbIPA3UTENbHbIX CPEACTB, YYaCTBYHOLWMX B GOPMUPOBAHMMN NCMOJHUTENBCKON KOHLIEMLMK, PAaCKPbITUN
TEM6pOBO-BByKOBbIX HHOAQHCOB N XyAO)KeCTBEHHOI\;I copep>XaTteNbHOCTN MY3blKaabHOTO NpounsBeaeHnA.
Ocoboe BHNMaHUe yAensetTcs OCMbICNEHMH XecTa Kak ¢opMbl HeBEPOaNbHON XyA0XKECTBEHHOM
KOMMYHWKaLWN B KOHTEKCTE TPAANLIMOHHOIO Ka3axXxCKoro MHCTPYMEHTalbHOTO NCMOJIHUTENBbCTBA.
PaccmatpuBaeTcs npvpoAa My3blKasbHOMO A3blka Kak 3HAKOBO-CEMUOTUUYECKOW CUCTEMBI, BKAOUAOLLLEN
>KeCToBble ABVXKEHNA N MUMUKY KaK 31€MeHTbl NCMOJIHUTENbCKOTO npouecca. AHaﬂVIBVIpyETCFI
BB&VIMOAEVICTBVIG CNIYXOBbIX, 3pUTEJIbHbIX N CEHCOPHbIX q)aKTOpOB, BANAKOLWNX Ha BOCNPUATNE MY3blKalbHOIo
TEKCTa, MPOLLECC MHTOHMPOBAHMWA Y SMOLMOHaIbHO-NCUXON0TMYECKOe COCTOSIHWE UCTIONHUTENS.

MeTO,ﬂ.OﬂOFVIﬂ nccneaoBaHMA OCHOBaHa Ha MeXAUCUnninHapHOM noaxoAe, BKAr4YakoweM My3bIKOBEAHECKMVI,
CeMI/IOTI/I‘-IeCKI/II?I, KyﬂbTypOﬂOFMHECKMIZ n I'ICMXO(I)I/IBVIOJ'IOFVI‘-IeCKI/Iﬁ aHanms. Mlcnonb3oBaHbl MeTOoAbl
CprKTypHO-q)yHKLI.I/IOHaﬂbHOFO aHannsa, CpaBHUTENbHOIO aHaaM3a UCNONHUTENIbCKUX MPAaKTUK, a Tak>Ke
S/IEMEHTDI q)eHOMEHO}'IOFI/ILleCKOFO N nHTEepnpeTaymoHHOro nogxo40B, No3BOAAOWME pacCMaTpmUBaTh XeCT
Kak MHOFOMeprII7I ¢EHOMeH MY3blKa/lbHOTO MbILLAEHUA U WCMONHNTENbCKOMN AeATeNIbHOCTU.

B paboTe 3aTparvBatoTCsi CMbIC/IOBbIE OCODEHHOCTU KIS, €r0 CTPYKTYpHas LLeIOCTHOCTb U 3aBUCUMOCTb

OT VNCMOJIHUTENbCKMX AENCTBUN, NMNACTUKMN XKECTa U Xy0XKECTBEHHOTO MbILLIEHWS My3blKaHTa.
YCTaHOB/IEHO, UTO XEeCTbl B Ka3aXCKON MHCTPYMEHTaNbHOM My3bIKe BbICTYMatoT HE TOJIbKO BblPAa3UTE/bHbIM,
HO ¥ CTPYKTYpPOOOpPa3yoLLMM 3/1eMEHTOM, GOPMUPYIOLLUM XYZOXKECTBEHHYHO LI€JIOCTHOCTb NMPOU3BEAEHNS.
MoAuepkMBaeTCH BaXKHOCTb COXPAHEHNS 1 HAYUYHOTO M3YyUYeHWs A3blKa XXECTOB B TPAZULIMOHHON KyabType
B YC/IOBMAX rN06anv3aLum Kak o4HOro 13 GakTopoB COXpaHEHWA HALMOHaNbHOW NAEHTUYHOCTM

1 NMPEeMCTBEHHOCTN NCMONHNTENbCKUX TPAZULINIAL.

MpakTnyeckas 3Ha4MMOCTb UCCNeA0BaHNA 3aK/IOYAETCA B BOSMOXKHOCTU NPUMEHEHNS NMONYYEHHbIX
pe3ynbTaToB B MeAarormyeckon npakTnke — B 0by4eHUn urpe Ha JoMbpe, a Takxke B Kypcax TEOpUn My3blKu

1 conbdekno. BBegeHne XeCToBbIX KOMMOHEHTOB 1 y4eT MOTOPHO-ABUraTeNbHON 06pa3HOCTH
cnocobcTByeT 6onee ryboKoMy OCBOEHMIO MHTOHALIMOHHO-PUTMUYECKUX CTPYKTYP, Pa3BUTUIO My3blKaibHOTO
MbILLIEHWS W MOBBILLEHWIO KayecTBa MHTeprpeTaLuy, BKIOYas COXHbIe GOPMbI MOCTTOHaNbHON My3bIKU.
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MBAEHWNETIHAET KMMbINABIH, Tifli: CEMaHTUKAChl XaHe GyHKLmACkI». Saryn, T. 14, N2 1,

2026, 47-74 6. DOI: 10.59850/SARYN.1.14.2026.336. (OpsbicLua)

TIPEK CO34EP JloMBblpanbik OpbIHAAYLIbIILIK ©HEp, My3blKablK OPbIHAAYLUbIIbIKTaFbl bIM-MLLapa Tifi,
6enBepbanabl KOpKeM KOMMYHUKALLMSA, KYW, Ka3akK acnanTblk, My3blKacbl, My3blKablK

TiNAIH CEMUOTUKACHI.

AnfbiC ABTOpnap Saryn xypHanblHbIH pefakuusacbiHa XaHe peLleH3eHTTepre ocbl 3epTTeyre
KbI3bIFYLUbIIbIK TaHbITKAHAAPbI YLWUiH, COHAaM-aK OCbl MakaaaHbl XapusnayFa

JaliblHAayAafbl KOMeri YWiH anfbic bingipesi.

YKACAHAbI UHTEAMEKT MakanaHbl garbiHgay 6apbiCbiHAA XacaHAbl MHTENNEKT Kypanaapsi

KYPANIAAPBIH MANAANAHY (ChatGPT) >xekenereH MITIHAIK GparMeHTTEPAI TEXHMKabIK eHAeY

TYPANBIMIIMAEME XaHe KecTenep KypacTbipy VLUiH KeMeKLUi Kypan peTiHAe KONAaHbIAbI.
Onapapl Natganany pesakuusaibiK-TEXHUKANbIK MIHAETTEPMEH LueKTenir,
3epTTeyAiH FbUIbIMY Ma3MyHbl MEH KOPbITbIHABLIAPbIHA SCEP ETKEH XKOK.

AHpaATIA. Makanaza 0MObipanblk OpbIHAAYLbIIbIK ©HEPAEr KOPKEMZAIK MOHEPAIH, MaHbI3Zbl KypaMaac
6eniri peTiHAe bIM-ULLIapa MaAEHWETIHIH KanbinTacybl MEH JamybliHa 6alinaHbICTbl ©3eKTi Macenenep
KapacTtbipbliagpl. biM-uwapanap opblHAaYLWbIbIK TY>KbIPbIMAaMaHbl KaabiNTacTblpyfa, TeMOpPAiK-AbIObICTbIK,
PeHKTEpPAI allyFfa >KaHe My3blKablk, LblFapMaHblH, KOPKEM Ma3MyHbIH XeTKi3yre KaTbiCaTblH MHTOHALMANbIK-
MaHepAiK KypanAapAblH epeklie Xyheci peTiHae TangaHazabl. JacTypAi Kasak acnanTbikK OpblHAAYLbIbIFbI
KOHTEKCTIHAE bIM-MLLapaHblH 6eriBepbansbl KOPKEM KOMMYHWMKaL M dopmMack! peTiHAeri MaHiHe epeklue
Hasap aygapblaagbl. Mysbikanblk TingiH Tabufatbl bIM-MLWapa MEH MUMMUKaHbI OPbIHAAYLLbIAbLIK YAEPICTIH,
3NeMeHTTepi PeTiHAe KaMTUTbIH TaHbasbIK-CeMUOTUKANbIK XYe TypFbICbiHaH KapacTbipbliadbl. My3bikabik,
MaTiHAI KabbligayFa, MHTOHaLWANAY YAepicCiHe XaHe OpbIHAAYLLbIHBIH SMOLMANbIK-NICUXONOTUANBIK KYAiHe
acep eTeTiH ecTy, Kepy XaHe ceHcopbIk dakTopaapablH e3apa balinaHblCbl TanfaHazbl.

3epTTey sgicHaMachl My3biKaTaHy/blK, CEMUOTUKAbIK, MOAEHMNETTaHY/IbIK XXaHE NCUXOPU3NONOTUABIK,
TangayAbl KaMTUTbIH MaHapanblk Taciare HerizgenreH. KypbiabiMabIK-QyHKLMOHaNAbIK Tanaay,
OpbIHAAYLLbIbIK TOXIPUOEHI canbICTbipMabl Tangay sAicTepi, COHAan-aK biM-ULapaHbl My3blKasblk,
oiinay MeH OpblHAAYLLbIbIK KbI3METTiH, Kenkbipabl GeHOMeHI peTiHAe KapacTbipyFa MyMKiHAiK 6epeTiH
bEeHOMEHONOTUANBIK XXBHEe MHTEepPNpeTaLnabIK TOCIIAEPAIH 3NeMeHTTepi KOAaHbINAbI.

XKyMmbIcTa KYWAIH MafbiHaNblK, epeKLLenikTepi, OHbIH, KypPblIbIMAbIK TYTaCTbIFbl XXoHe OPbIHAAYLLbIIbIK
apekeTTepre, bIM-MLLIAPa NAACTUKAChIHA XXaHE MY3blKaHTTblH, KOPKEMZiK OiayblHa Tayenainiri
kapacTblipbliazbl. Kasak acnanTbik My3blKacbiHAa bIM-MLLApa TeK MaHepiK Kypasn faHa eMec, COHbIMEH kaTap
LUbIFaPMaHblH, KOPKEMZiK TYTaCTbIfbIH KaAbINTacTblPaTbiH KYPbIIbIMAbIK 3NEMEHT PETIHAE KbI3MET eTeTiHi
aHbIKTanzbl. AaCcTypsi MOAEHMETTETi bIM-ULIapa TiliH cakTay MeH FblJIbIMU TYPFbiZa 3epTTEYAIH MaHbI3AblbIfbI
>ahaHgaaHy xafAanibiHAa YATTbIK Biperelinik NeH opblHAAYLLbIbIK A4SCTYPAEPAIH, cabaKTacTbIfbIH CakTayAblH,
dakTopnapbiHbIH 6ipi peTiHAe aikbiHAaNAAbI.

3epTTeyAiH NpakTUKablK MaHbI3bl anblHFaH HATVXXeNepi nejarorvkanblk npakTukaga — 4oMbbipasa oriHayabl
OKbITyZja, COHZAN-aK My3blka TEOPUACHI MEH CONbGEAXKMO KypcTapbiHAa KONZaHY MYMKIHAiriMeH 6alinaHbICTbI.
bIM-1LLapa KOMMOHEHTTEPIH EHri3y XXaHe MOTOP/bI-KO3FaNblCTbIK GENHENINIKTI eckepy MHTOHALMANbIK-
bIPFaKTbIK KypPblbIMAAPAbLI TEPEHIPEK MEHrepyre, My3blKablk OnayAbl JaMblTyFa XaHe UHTepnpeTaLns
canacblH apTTbipyFfa, COHbIH, iLliHAE NOCTTOHaNAbIK My3blKaHbIH Kypaeni popmanapbiH TyCiHyre biknan eTesi.
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ABsTRACT. The article examines current issues in dombra performance art concerning the formation

and development of gestural language culture as an important component of artistic expressiveness.
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BBepeHue

CnoBecHas peub aBaseTca 6onee No3gHUM U OrpaHUYEHHbIM MPOABAEHNEM XXECTOBOW
peun, KoTopas npeacTaBaseT cobor aBTOHOMHYHO CTPYKTYPY B KOMMYHUKATUBHOM
CUCTEME U OTpaKaeT BHYTPEHHUI MUP U NepexunBaHns ncnonHutens. OcosHaHue
3HaKOBOW CUCTEMbI, TOHKMX ABUraTe/IbHbIX OLLYLLEHWI, 0BNajatoLWMX OTPOMHOM
MHPOPMALIMOHHOWN CTPYKTYPOW, MOMOTraeT NOHATb KyNbTypy A3blKa XXeCTOB, BU3yalbHO
N3yYatoLWNX XUBUTENBHYH CUNY MY3bIKW, SMOLIMOHANbHO-3KCMPECCUBHbIN GOH
MY3bIKa/NIbHOTO eiCTBa Kak XpaHWUTelei KybTYPHOW, MCTOPUYECKOW, COLMaIbHOM
namMaTn Hapogaa.

TeopeTnKo-MeToA0N0rMYECKY0 OCHOBY UCCAEA0BaHNA COCTaBUAN TPYAbI
Mo My3blkaabHOM 3cTeTnke Teogopa AfopHo, JleoHnaa beprepa, CbtozeH JlaHrep,
CemeHa Pannonopta, ApHonbaa Coxopa, BaneHTHbl X0N10MOBOW; KOHLENLMm
PUTMOWHTOHALMN Y MHTOHALMOHHO-ABUIaTeNbHON NPUPOAbLI My3blKaJbHOrO BOCMPUATUS,
pa3paboTaHHble bonecnaBom ABopckm 1 boprcom AcadbeBbiM, a Takxke UcCaef0BaHNA
MOTOPHO-ZABUraTebHOrO COAEeP>KaHMA My3blkM N OCOBEHHOCTEN ee BOCMPUATUSA
B pabotax BauecnaBa MeayweBckoro. CyLiecTBEHHOE 3HaUeHne MMeN NONOXEHMS
MY3bIKa/bHOW MCKMXON0TUK, NpeAcTaBaAeHHble B Tpyaax AHactacum TapacoBol 1 EBreHums
HazalkmHCcKoro, paccmaTpumBatoLLmx My3blKaabHO-ABUraTebHble aCNeKTbl BOCMPUATUSA.
B KOHTeKcTe aHanmn3a >kecta NCNoJIb30BaHbl UCCIeA0BaHMA B 061aCTN KMHECUKM
Ipuropums Kpengnnna, KOnmm KpncreBou, MOCBALLEHHbIE M3YUYEHMIO XXECTOB M XECTOBbIX
ABVXKEHWNN, a Takxke paboTbl bonecnaea ABopckoro, Onera Tpem3nHa n KoHcTaHTMHa
OnbxoBa, B KOTOPbIX AMPUXKEPCKOe NCKYCCTBO OCMbIC/IMBAETCA Kak 0CObbI «apceHan»
XyZOXECTBEHHO-BbIPa3nTeNbHbIX CPeacTB, GOPMUPYEMbIX MAACTUKON TENOABUXKEHWN.

YT0 XXe NoHMMaeTCca NoJ CN0BOM «KecT»? B «bosiblloM TONKOBOM cnoBape pycckoro
A3blka» AMuTpuna YwakoBa «xecT (Ppp. geste) — TenoaBuKEHNE, OCOBEHHO ABMXKEHME
PYKOIO, COMpOBOXAatoLLee peyb AN YCUIEHUA ee BbIPa3nTeNbHOCTU UK 3aMeHstoLLee
ee» (Ywakos 238). B nepeBose ¢ naTMHCKOTO gestus — «MONOXeHWe Tena, pyk, nosa»,
yKasbiBatoLLiee Ha ornpezesieHHbIV TUM 3KCMPeCCMBHOrO NOBEAEHMSA, B OCOBEHHOCTU
PYK (C Lienbto BblpaXKeHua YyBCTB). B My3bike XecCT npeacTaBaeH AByMa obnactamm:
NCMONHUTENBCKON N KOMMO3UTOPCKOW 1 O3Ha4aeT KayecTBO CIyXOBOrO M TBOPYECKOro
BOCMPUATUSA; B ANPUXKNPOBAHUM — KOHKPETHbIV TUM MY3bIKaJIbHOTO ABWUXXEHWSA, UMEHOLLUIA
bOpPMY M KOHTYP; XXECTbl B UHCTPYMEHTANbHOW Urpe UMET GU3NYECKyro Npupoay
(annaukaTypa, npuxaTue, SHeprua 1 T. 4.), B TO BPeMA Kak XeCTbl, NponcxoaaLine
N3 CIyXOBOrO BOCMPUATUSA, ApYrue.

MbI cunTaem, UTo XeCTbl eCTb TeleCHas BblPa3nTeNbHOCTb, OCHOBAaHHAA Ha XXM3HEHHbIX
BnevateHnsx, obnagaroLlas COHCTBEHHbIM 3HaYEHNEM U BblpaXkatoLLas MbICau
ropaszo Ap4e, SMOLMOHaNbHee, YeM CNoBO. [praaBas XUBOCTb, IHEPTUIO, IKCMPECCHIO,
A3bIK XXECTOB ABNAETCA LeNeHanpaBaeHHbIM, MPOAYKTUBHbIM 3BEHOM, 0beryaroLmm
NOHWUMaHVe NHTeNNEKTYalbHOro, KOHLLENTYyalbHOro CMbicNa Npou3seseHuns. XecTbl
npeacTaBAAOT BUANMYO N BHYTPEHHHIOH XMW3Hb MY3blKaHTa; C MOMOLLbIO TeNeCHbIX
NPOABNEHUI aKTUBU3MPYOTCA MOTOPHO-MbILLEYHbIE OLLYLLEHWS, CIMBAACh C MOTOKOM
3BYKOB W ABWXXEHWI. XKeCTbl BANAIOT Ha HEPBHbIE pPeLenTopbl, MPeABOCXULLAIOT MY3bIKY,
yNpaBAsIOT ABUraTeNbHbIMWU pPeakuusaMM, HaNoHAKOT MbIC/b SHEPrnen, APKoCTbHo,
co3aaBas COBCTBEHHbIE CMbIC/bI N 3HAYEHMS.
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Hawe onpegeneHne xecta 3HaUNTENBHO PacLLIMPUIOCh MOCAEe 3HAKOMCTBA C PAAOM
TPYAOB 3apybexXHbIX N OTeYeCTBEHHbIX UCCNef0oBaTeIei, MOCBALLEHHbIX aHan3y
CEMMOTMYECKMX OCOBEHHOCTEN 3HaKOBbIX CMMBOIOB. PpaHcya [enbcapT, TeopeTmK
CLLEHNYECKOro ABMXXEHWS, Ha3blBa XXeCTbl «<TEPMOMETPOM YyBCTB», CMOCOOHbIX
nepeAaBaTb HIOAHCbl MePeXMNBaHNN, HEO6XOAMMble ANA BblpaXkeHWs NpeAcTaBAeHNA
n 0bpa3oB. ABTOp BUAEN VX POJb B PELUEHNN XYAOXKECTBEHHbIX, 3CTETUYECKMNX 3a4ay:
BbI3bIBaTb acCOLMaTMBHbIE 0Opa3sbl, pUTMUYeckoe pasHoobpasne, MHTOHaLNOHHOEe
6oraTcTBO, NpeaBMAeTb AMHAMUKY NpejLlecTBytoLen gpamatyprin (Delsarte System
of Oratory 323). Oner XMUAAp CYMTAET, UTO MY3bIKAHT JOJIKEH AOMONHATH MUMUKOW,
MHTOHALMEN TO, YTO HE MOXET BblPa3nTb CIOBOM, A3bIK XXECTOB JO/IKEH AOMONHATb
MbIC/b, OH HEOBXOANM TOrAa, KOrja My3bIKaHT, «4yBCTBYeT 60/blUe, YeM MOXET CKa3aTb,
Korfa cepALe HarpeTo CTpacTbio, a 3BYKW He YCreBatoT 3a CKOPOCTbIO UyBCTB» (18).

Spuvk Knapk npegcraBaseT My3bikaabHOE NCMONHEHWE KakK NMPOLLECC, BKIOYAOLLMI
He TOJ/IbKO 3BYKOBbIE, HO W TeIeCHO-ABUraTeibHble KOMMOHEHThI, NoAAatoLnecs
aMnunpuyeckomMy aHanmnsy. OH paccMaTpmBaET XKECT Kak HEMOBTOPUMBbIN CEKTP
3KCNPeccun, SMOLIMOHANIbHOCTH, BbIPA3UTENbHOCTY, BUAUT B XXeCTax TBOPYECKYHO
peakLMio Ha 4yBCTBa, Nepeaatowime asmxkeHune aywm (Clarke 77-102). Llapab MioHLW
CUYMTAET, UTO «3ByYaHWE — HAYTO, €C/IM B HEM OTCYTCTBYET ABUXKeHMe». [10 MHeHuo
aBTOpPa, My3bIKaHT JO/KEH «MFHOBEHHO YNaBANBATb CBA3b MeXJY 3BYKOM W 3HAKOM;
obbeanHeHHble 06pa3HbIM MUPOM 3HaKM MTHOBEHHO ObecneynBaroT BXOXAeHne
B My3blKaibHbIA NOTOK» (56).

B3anmocBsasb xecTa 1 MHTOHauumn nogdepkmean b. Acadbes, xapakTepusys xect
KakK «HeMYyH MHTOHaumto» (232). Buktop bobpoBckuin, Bblaenss obuime ans xecta
KOMMYHMKaTBHble GYHKLMMW, Ha3blBaa A3blK XXECTOB «aHa0roM MHTOHauum» (92).

B. MepayLueBcKkuiA yBEPEH, UTO «My3blKa/bHas MHTOHALLMA TENIeCHA YXKe Mo CBOen popme:
NPOMbICANBaEMas AbIXxaHNEM, CBA3KaMMW, MUMUKOM, XeCTaMU — LLENIOCTHBIM JABUXEHUEM
Tena» (MHmoHayuoHHas gopma my3siku 123). B gpyroii pabote aBTop nuwert: «B cuny
obLent M3NONOTNUECKON OCHOBbI XXECTbl, peveBble MHTOHALMK 06yCNOBAEHbI OAHOM

W TOW Xe 3MOLMeEN, a OTCIOAA W BblpaXkatoLLme NX NaacTMyeckme 3Hakm 1 MHTOHaL MK
0Ka3bIBarOTCA CXOAHBIMU» (O 3aKOHOMepHOCMAX U cpedcmeax XydoxecmeeHHO20
go3delicmaus My3biKu 46).

Mcuxonoru Jles Beirotckmm, AnekcaHap Jlypus, Anekcein JleoHTbeB TakxKe
paccMaTpuBany B3aMMOCBA3b XecTa U MHTOHaUWW. J1. BbIrOTCKMIA Ha3biBaeT MHTOHALMIO
«HeBepbanbHbIM CybCTPaTOM YenoBeyveCckor KOMMYHMKALIMM», MOPOXAAFOLLMM JOTMKO-
3MOLMOHAbHBIN CNOM MblweHUs» (79). A. Jlypusa paclumpseT NOHATUE NHTOHALLUN
A0 HeBepbHasbHbIX CPEACTB BbIPa3nTeNbHOCTU — XecTa, MUMKKM (93). A. JleoHTbEB
CUNTAET UX <MCUXONOTNYECKOM COCTABASAIOLLEN MY3bIKaNbHOrO MbllwieHns» (106). PobepT
XaTTeH onpeaenseT Kak «3HepreTmyeckyto BpeMeHHyo GopmMy, HajeNeHHYH CMbICIOM,
accouuMmpyemMyto co 3BYKOBOM MaTepuen, Npuaaroweit BblpasuTesibHbli cMmbica» (111).

Kak BuamM, A3bik XXecToB, byAy4yn 3amecTuTeNbHon GOpMOoNn MAEN, SMOLMNIA, MPU3HaAKOB,
AENCTBUI, UCMONb3YeTCs BO BCeX chepax AeATebHOCTN — NPUPOAHON, COLMaNbHOM,
Ky/IbTYPHOWN — 1 peannsyetcs B UHPOPMaLMOHHOM, KOMMYHUKATUBHOM, MO3HaBaTE/IbHOM
npocTpaHcTBe. byayun maTepranbHO YyBCTBEHHBIM MPU3HAKOM, AENCTBMEM, CBOWCTBOM,
3HaKOBbIM fA3bIK BbICTYNaeT B KayecTBe pernpe3eHTaHTa MOTMBaLMOHHOW OCHOBbLI, 06n1asan
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MOZaNbHOCTbIO W 3KCMPECCUBHO-3IMOLMOHANbHOM NaUTPOM, OPHAMEHTaIbHOCTbHO,
TeMOpPOBbIMY, AMHAMUNYECKUMU U CTUANCTUYECKMMU OCOBEHHOCTSAMM, BbIMONHAET POJib
KOppeKLMN CTaTUCTUYEeCKUX GOpM apTUKYALMOHHOIO annapata, pyK, KUCTW, NajbLes,
naeva, NnpeAansieybs, Tena, roNoBbl, I1a3, MUMUKW INLA U T. 4.

MeToabl

B nccnepoBaHy NpYMEHANNCH METOABI U MOAXOAbI, UCNOAb3yeMble B My3bIKO3HaHUW,
TEeopun NCNONHUTENLCTBA, MCUXONOTNN TBOPYECTBaA, GUA0COPUN, SCTETUKE

NCKYCCTBA, OCHOBHbIMMW M3 KOTOPbIX ABUANCH METOAbl CPaBHUTE/IbHOrO aHau3a

M CUCTEMHOW CTPYKTypu3aumun. B neproa cbopa asmnunpmnyeckoro matepunana aBTopamm
MCNONb30BaNNCh MeTOAbI HabAOAeHMA Haj TBOPYECKMM NPOLEeCcCcoM (B TOM ymncae

Mo BUAEOMCTOYHMKAM), aHKETUPOBaHWe, becesbl, KOHCYIbTaLUN C BEAYLUINMMU
TPaANLMNOHHBIMWU UCMONHUTENAMMW, CAaMOHabAIOAEHMSA, B XOZ€e KOTOPbIX aHa/IM3MpPOBanuCh,
YTOYHANNCH W AeTaNn3npoBannCb OTAeNbHbIe MO3NLIUN.

B cucteme HeBepbanbHbIX CEMUOTUYECKNX 3HAKOB 0COHOe 3HaUYeHre Mbl NpuaaBanm
CeMaHTVKe, B YaCTHOCTW COOTHOLLEHMIO 3HaKa W 3HAaYeHWNS; CUHTaKTMKe, BK/IOYaroLL e
COOTHOLLEHMe 3HaKOB APYr C APYroM; nparmMaTuke, rae rnaBHy poJib UrpaeT OTHOLLEeHMe
3HaKa K TOMy, KTO MM MO/b3yeTcs, B HaleM C/lyvae — UCNOJHUTEIb-UHCTPYMEHTAIUCT.

B cBOei paboTe Mbl onnpanncb Ha TPAAULIMOHHbIE UCMONHUTENbCKNE LLKObI,
CTUNIEBbIE U CTPYKTYPHbIE XapakTepUCTUKM AOMOPOBLIX KHOEB, KOTOPbIE HaLAN
oTpaxkeHune B Tpyaax AxmeTa XybaHoBa, batbipa AMaHoBa, Acun MyxambeToBoM,
Akceney Cenanmbeka, Cayne Yterannesou, Abgynxamuta PanmbepreHoBsa, Kapvmbl
Caxapbaeoli, bakbiTkepes VckakoBa v ap.

MaTepunanom nccnesoBaHna NOCAYXKUA aHaAN3 UCNONHUTENbCKUX LLKOA
3anasHoKa3axcTaHCKoW 4omMbpoBor Tpaauuun. NpounsseaeH pa3bop NCNOAHUTENBCKOTO
MacTepcTBa BbICTYMAEHUI, KOHLEPTHbIX 3anuncein Mypata YckeHbaeBa, Hyprucol
Tnenavesa, CepxaHa WakpatoBa, Kapwbirn Axmeaunspoa, Abaynxammuta
PanmbepreHoBa, Anrynb YnkeHbaesou, AnTeiHan [pxymaranvesowu, EpxaHa
XameHkeeBa, xpaHawmxcs B doHae GonbknopHoro kabmHeta Kazaxckon HauMoHaAbHOM
KOHcepBaTOpun nmeHn KypmaHrasel. B 3HauntensHow mepe oboratuam Haly paboty
aHKeTMpoBaHue, becesbl, KOHCYNbTaLMW C TPAANLMOHHBIMW UCAONHUTENAMMN
A. PanmbepreHoBsbim, A. YnkeHbaesow, K. Caxapbaesow, E. )KameHkeeBbiM, Po3ow
AmaHoBol (KbiprbizctaH), A. kymaranaveBon 1 Ap., AaBWNMU LieHHble OObACHEHWS
MPVIMEHEHWNIO A3blKa XXECTOB B MHCTPYMEHTa/IbHOW MPaKTUKe, CBOE MOHUMaHWe XecTa
W ero CeMaHTUYeCKMX BO3MOXXHOCTEN.

Pe3synbrathl  06cyXkaeHne

My3blKanbHble XeCTbl KaK MUPOMOZAENNPYOLW MM GaKTOP CyLLECTBEHHO BAUAKOT

Ha KapTUHY MMpa B Ka3axCKoWn My3blKasbHOW Tpaanuun. KoueBHMKKM cosganm

1 NCMONb30BaAN A3blK XXECTOB BO BPEMSA OXOTbl U B BOEHHbIX NOxoAax. Ha OTKpbITbIX
npocTopax cTenu At060M 3BYK pacnpocTpaHsaaca 6e3 NpensaTcTBUiA U Obla CablLLeH

Ha 6osbioM paccToaHun. [Ina obnaBHOM 0XOTbl HeO6X0AMMO BbIIO pa3paboTaThb
cneumanbHy CUCTEMY XECTOB, YTOObI He cnyrHyTb 3Beps. OT MHGOPMaLNOHHOM
CUCTEMBI XXECTOB 3aBUCEN KOHEUHbIV pe3yabTaTt. KoMnapaTuBHas nekcuka KOYEeBHUKOB,
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AOCTUTHYB BbICOKOTO YPOBHS Pa3BUTUA Kak B NiaHe 6oratcTBa f3bIKOBOro MaTepuana,
TaK 1 B CTPYKTYPHOW OpraHun3aLmy, ykasbiBaeT Ha r1yboKyro CBA3b Mexay BepbasbHbIMK
A3bIKaMV HEKOTOPbIX MHAENCKMUX N THOPKCKUX HaPOA0B. ITO NOAPOBHO paccmaTpmBaeT
3THOMy3bIkoBeg P. AMaHOBa B cTaTbe «XKaHpoBas Npupoaa KbIprbi3CKUX KIOeB AN KOMy3a
(CMHKPEeTM3M MY3bIKWN U A3blKa XecToB)» (37).

TpaAMLIMOHHON Ka3axCKoW My3blke CBOMCTBEHHO NpeobiafaHne BU3yanbHbIX
CPeACTB Bblpa3nTeNbHOCTH, BbIBEPEHHbIX BpeMeHeM. Tak, 3HaKoBas cucTema genana
KOMMYHWUKaTUBHbIA MPOLECC MeXAY My3blKaHTOM 1 3puUTeNeM JOCTYMHbIM, MOHATHbBIM.
Cny>ka OCMbICIEHHOMY MOHUMaHWIO My3bIKaZlbHOrO MaTepuana, A3blK XeCcToB
npeacTaBifeT cobon YeTKMI annapaT Bblpa3nTe/bHbIX ABUXKEHWUW NabLeB, 3aMAcTbs,
KWCTW, NOKTS, TONIOBbI, KOPMyca, naey, rpyau, rnas. Kaxzaas ns atux yacten HeceT
CMMBOINYECKOE 3HaUYEeHWNE, BbINMONHAET OnpejeneHHble cneumdrnyeckne GyHKLUUN: nerkoe
NPVMKOCHOBEHME K CTPYHaM, Max pyku Npu TakTMpPOBaHWM, KacaHue, MOrNaXnBaHNe;
MPVKOCHOBEHWE K FOJI0OBKE MHCTPYMEHTA, CKOJIbXXEHME MO CTPyHaM; pa3Has cTerneHb
HaXXVMa Ha CTPYHbl, CONMPOBOXAaeMas YCKOPEHHbIM ABUXEHMEM, BbICTPavBaHMEM Temna
M XapakTepa 3By4aHus; PUKCMPOBAHHOE MONOXEHWNE KICTW, NafoHU — pebpoM BHU3,
NaZloHbO BBEPX, MPOKPYYMBaHME KNCTM BOKPYT CBOEW OCK; BbICTPbIN, MeAIeHHbIA TemMnN
3aBVCUT OT MEJIKMX ABUXKEHWUW KUCTW, AN Bonee CUAbHBIX YAAapPOB y4YacTBYeT Npejnieybe.

K BM3yanbHbIM CpeACTBaM BbIPa3nUTENbHOCTU OTHOCATCA LITPUXW. [JBUXKEHUS
AOMbBpUCTa CKNaAbIBatOTCA B MHOroobpasHble yCTOMUMBble KOMOUMHALMW, KOTOpble
MOBTOPSAIOTCA Ha NPOTAXEHUN ONpeseNeHHbIX PparMeHTOB, @ UHOTAA U BCEro KOs,
obecneunsas NOBTOPAEMOCTb PUTMUYECKNX PUCYHKOB C MX TEMBPOBO-AMHAMUYECKMMM
XapakTepUcTMkaMu. YCTonumeble KOMOMHaLUM 06pa3yroT LWMPOKNIA Habop WITPUXOB
AOMBPOBOM My3bIKW — KaFbICmMap, ABAAIOLLMXCA MaTepUanmn3aLven onpeseneHHbix
putModopmy . [oBTOpSAIOLLMEC Ha MPOAOIXKUTENBHBIX YYacTKax KOs LUTPUXOBbIE
puTMOPOPMYJbl 06pa3yroT 0CobbIN KOMMAEKC PUTMa, Tembpa, AMHAMUKW, 3aBUCALLNIA
OT TeMna 1 xapakTepa yaapoB. OHM He NPOCTO NOAAEeP>KMBAKOT 3BYKOBOM NMOTOK,
HO M BHOCAT B €r0 OpraHn3auunio NpUHLMN NepMoanyHocT. Menoamsa kros
accounmpyeTcs B CO3HaHUM JOMBPUCTa CO LUTPUXOBBIMM XXeCTamMun NPaBomn PyKM.
B yCcTHOW TpaavLumm LWITPUXM NPaBOW PyKN OMPeAenstoT U PUTMUYECKNI PUCYHOK,
AVMHaMUKY, XapakTep npou3BeseHus. Kaxablin pernctp obnasaet CBOUM, MPUCYLLAM
TOJIbKO eMy XapakTepOoM 3ByYaHWs, Tak Xe, Kak M NpueMbl Urpbl OTANYAKOTCA
cneymndunyecknmmn ocobeHHocTaMu. OfHaKO HEACHO, UTO CTOUT 3a 3TUM 3BYYaHMEM,
KaKyto UMEHHO cofep kaTeNbHyto 061acTb BOMoOLWA@eT B cebe TOT Wn MHOW Mpurewm,
Ta UK MHaA TembpanbHas okpacka. Mexay TeM HeKOTopble AaHHble CBUAETENbCTBYHOT
B MOJIb3y TOTO, UTO KaXAbli 13 3TUX INEMEHTOB NPeACTaBAAEeT CUHKPETUYECKoe eANHCTBO
Tembp-3ByKa, TeMBp-3Haka, WTPUX-3BYKa U LITPMX-3HaKa. OueHb MHOroe B LUTpUXax
NpaBoOW pPyKun HemepeAaBaemMo B HOTHOW 3aMunCu; WTPUXW — KaFbicmap: cunati Karsic
(Cckonb3AWMI yaap NoAyLwKaMun nanbLeB), mepic kareic (0OpaTHbIN yaap, yAap nNanbLamu
Mo CTPyHaM CHW3Y BBEPX), Kafbin olHAY — Ky/awiman Karein oUHAy (M3BnevyeHve 3ByKa
yAapoMm BCel KNCTK), wepmin oliHay (XapakTepu3yHOLLMIA LUTPUX UTPbI LLUMKOM,
B YaCTHOCTM Ha LuepTepe), mekne (yAap BCEN KNCTbHO).

B KroAx Mcnonb3yroTca Bce Nasblibl MPaBON PyKW, NeBas pyka BbIMOJAHAET NpUeMbl
U1in, Xol1XY, celpfy. [pn 3TOM NpaBas pyka ABUXKETCA B COOTBETCTBUM C TEMATUUYECKUM
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cosep>kaHveM Kros. KafbicTap ABAAFOTCA OAHWUM U3 TNaBHbIX MHCTPYMEHTOB,
LEMOHCTPUPYHOLLMX MAacTEPCTBO UCMONHUTENS U PACKPbIBAKOLLMX CMbICA KtoA. B cucteme
obyueHunsa JOMBPUCTOB CyLLEeCcTBYeT TPWU 3Haka AN 0603HaUeHUs Karbicmap, KOTopble
nepegaroTcs rpaduyeckn B HOTHbIX 3anucsx: V — BHU3 — 6ip memeH Kafeic; N — BBepX —
6ip xorapel Karbic; \VV — 6ip xxorapel, eki memeH — uime Karoic (O>xxymarannesa 351).
Kaxxgas TpagmumMoHHas NCNONHUTENbCKan LWKOAA UMeeT CBOW crieuuduryeckme npnemMsl
LUTPUXOB NPaBOW PYKWN Kak CBOEro poga TBopyeckmii Metos. K TepMmrHam annankaTtypbl
AOMbBpbI (Ha3BaHWAM NanbLEeB) OTHocATCA: bac 6bapmak (6ONbLIOW Nanew, raBHbIN),
CYK ko1 (yKa3zaTeNbHbl NaneL), KOTOPbIN MHOTAa HasbiBatoT 6as 6apmak (MeaoBbIv Nanew;
NPV HaXkaTuKM yKaszaTebHbIM MaabLieM Ha CTPYHY MOAyYaeTca MUKPOaNbTePUPOBaHHOE,
«CNaZiKoBaTOE» MNCCaHAO-BMOPATO), OpmaHfel Ko/ (CPEAHWIA NaneL), amel X0K KO
(6e3bIMSAHHbBIN), WsiHawak (MU3NHeL).

LLTpWX1 B MHCTPYMEHTANbHOM MCMOJIHUTENbCTBE €CTb apPTUKYNALIMOHHbIN
CnNocob BbIpa3nTENbHOTO MHTOHUPOBaHUA (MPOU3HECEHWNS) MY3blKa/lbHbIX TOHOB,
NPOANKTOBaHHbIA XyAOXKECTBEHHO CoAep KaTebHbIM TOIKOBaHNEM (MHTepnpeTaLmen)
NCNONHAEMOWN My3blkanbHOW ¢pa3bl. JocTvraemMble C MOMOLLBIO aAeKBaTHbIX MPUEMOB
3BYKOW3B/IEYEHW A, HEOOXOANMBIX 418 3BYKOBOrO BOMJIOLLEHNA XYAOXKECTBEHHO-
My3blKalbHOro 06pasa, WTPUXM NO3BONAIOT PaCUMPUTb UCMTONHUTENBCKNN
noTeHUMasn, HaLenTb UCMONHUTENS Ha JOCTUXKEHNE 3ByKOBOro addekTa nytem
WHTYWUTUBHOTO NPUMEHeHNs Hanbonee LenecoobpaszHOro NrPoOBOro AENCTBUA.
TepMUWHbI NCMONHUTENILCKOTO MacTePCTBA, MHCTPYMEHTaNbHOW KyAbTypbl, 60ratcTBoO
KOJIOPUCTUYECKON NannTpbl KOMOUHUPOBAHHBIX LUTPUXOB CBUAETENbCTBYHOT
06 YHWMKaNbHOWN TEXHUKE UCMONHEHNS, TBOPYECKOM daHTa3nm My3blikaHTa. LUTpuxm
n annavkaTtypa, obnagatolme 3HaKOBbIMU XapakTepucTMkammn, UMeroT BepbanbHO
ONUCbIBaeMble 3HaUYEeHNS, MOHATUNHO-CIOBECHYIO GOPMY, NapannenbHO OHU
dukcmpytotcs B rpaduuecknx popmax BolipaxeHusa. OTamMume XeCcToB 3akaryaeTcs
B OTCYTCTBMW B MYy3blKa/JIbHOM fi3blKe C/IOBECHbIX ANCKPETHbIX 0OBbACHEHWI; 0bnasasn
WANKOCTPATUBHBIM, N306pa3nTenbHbIM, 3BYKOBbIM, SMOLMOHAAbHBIM Y OPHaMEHTa/IbHbIM
XapaKTepoM, XeCTbl YCUANBAIOT AN OCNabAfOT IMOLIMOHAbHbIN HacTPOW
M NpeAnosiaratoT HENPEPbIBHOCTb ABUXKEHWSA MO ONpeaeneHHOM TpaeKTopumn.
Imes HepoCTaTOYHO NpoO3payHble KOHHOTaLMM, XKEeCTbl MPeACTaBASIOT MUTPUpPYLoLne
bOpMyNbl, UHTENNEKTYaNbHbIE CBA3W, MOMOrarLLmne n3bexarb C10BECHOTO
HarpoOMO>XAeHWs, HeonpaBAaHHOro NoBTopa. PUcys NpaBoi pyKow CTPYKTYPHO
3aBepLUEHHbIE U «MPOAYMaHHbIE UAMOTPaMMbl», My3blKaHT YNPaBAseT peanbHbIM
3ByYaHueM, NpugaBas KOMMYHUKATUBHbBIM CBSA3SIM JOCTaTOYHO 3P PEKTMBHYHO,
TOYHYHO B CMbICIOBOM OTHOLLEHWUWN 3aKOHUYEHHOCTb. XKeCTbl BHOCAT B UCMONHEHME
3MOLMOHANBbHOCTb, APKOCTb, aKLEHTUPYHOT BHYMaHWe Ha 3HaUMMOM ANS My3blKaHTa
dbparmeHTe NpounsBeAeHMs, BbICTYNatoT B KayecTBe 0643aTelbHOro KOMMOHeHTa 0bLeHMs.
Byayun He3akOHUYEHHbIM COObLLEHMEM, NPEACTaBAAA 3PUMYH MHTOHALMOHHOCTb, XXeCTbl
Kak MOAroTOBUTENbHbIA MPOLLECC MO3BOAOT NPOCNAEANTb POXAEHNE MHTOHALMOHHbIX
$opM, SMOLIMOHANbHO-3KCMPeCcCMBHOIO GOHa NPOM3BeAEeHNS.

B 6onbLiOM KONMYeCTBe N3aaHuM 3apybexKHOM, OTEYECTBEHHOW NnUTepaTypbl
CIOBO «XKECT» CTaN0 YacTo BCTPEYaThCA B 3HAYEHNN KOMMO3ULIMOHHON eAMHULLbI
AN MHTeHUUK. ECam cHavana OHO Ka3anocCb KakKMM-TO CTPaHHbIM U HEYA06HbIM,

MEXAYHAPOAHBI AN PELEH3UPYEMBIW XYPHAN SARYN 57



C ;apyn 2026 TAYXAP TACBEPTEHOBA, EPMEK KYPMAHAEB

58

TO MO Mepe AanbHeNLero 3HaKOMCTBa € ero NPYMeHeHNeM 1 OCMbICNIEHVEM MOABUAACH
YyBEPEHHOCTb B TOM, YTO H60/bLIas YacTb KOMMO3ULUN KHOSi B TOW UAN UHOW Mepe
OMNMPaeTCA Ha XeCT B Pa3HbIX ero 3HauyeHuax. [TonbiTka o4epTUTb 061aCTb A3bIKa XecTa
CTasa Lienibto 3Ton paboTbl. Mbl paccmaTpriBaeM XecCT, MOPOXXAAOLWNIA 3BYK, HE TONbKO
KaK 3ByKOM3B/leYeHNe B CyMMe TaKnX KayecTB, KaK TyLle, AUHaMWUKa, apTUKYAAaLMS,
MHCTPYMEHTa/IbHbIN LUTPUX, HO U KaK AUCTaHLMOHHYHO TakTUAbHOCTb, BU3YyaslbHbINA CTUMY,
POXAAOLLMIA My3blKaabHbIN OTKAMK BO B3aMMOAENCTBMM MYy3bIKaJbHbIX N TENECHbIX
>KeCToB.

A. PavmbepreHoB TpakTyeT >ecTbl Kak GeHOMEH 3HEePrumn, OCyLLLECTBASOLW MM
NpoekLmio GM3MYEeCcKoro ABMXEHMA, 3ByYaHNA, BOCMIPUATMA, NOAYEPKMBaAs UX
YHVBEPCaNbHOCTb, MPUHAANEXHOCTb 3HAKOBOW CUCTEME, Ha3blBas UX MHCTPYMEHTaNbHbIM
TeaTpoM, POXKAEHHbBIM 13 BHYTPEHHErO ABUXEHMUA Ayl My3blkaHTa. CMbIC/ B My3blke
nepeAaeTcs CUCTEMOM Pa3NNYHbIX 3HaKOOOPaA30BaHWI, rae XecTaM, CBA3aHHbIM
C onpefeneHHbIM 3HauYeHeM, NMPUHaANEXNUT ocobas posb B MepeAade 3CTeTUYECKOn
MHGOPMaLNK, «KeCT LWMpe 3ByYaHUS: 3aMblCe, BbIPaXKEHHbIA UM, MPEBOCXOANT
BO3MO>XHOCTN MHCTPYMEHTa, B pe3y/ibTaTe ABMXKEHWUI CO3/aeTca 3ByKOBas MaTepus,
3BYKOBas M0Tb, 3ByKOBasA KapTWHa UCMONHAEMOrO, UMEHHO ero Mbl M3Ha4abHO
BOCNpuHMMaem» (PanmbepreHos 106). [To MHeHMIO My3bikaHTa, HebonbLuve o popme
XKECTbl BbIMOJHAOT KOMMYHUKATUBHbIE N MHPOPMALIMOHHbIE QYHKLUKN, UTPaOT BaXKHYHO
poOb B MpoLecce 3ByKOU3BAEYEHMA. AMIINTYAA U CMEKTP XKECTOBbIX ABMXXEHWN,
NPYMeHSAEMbIX My3blKaHTaMW MPU UCMONHEHUN KOS, Ha NMEePBbIA B3rNA4 XaOTUYHbIE,
npeACTaBAAOT COBOM AOBO/ILHO CAaMOCTOATENbHYHO, aBBTOHOMHYH, CAaMOAOCTaTOYHYHO
3HaKOBYHO CUCTEMY.

B MHoroobpasHom cnekTpe ¢pyHKUMM A3bika xecToB K. CaxapbaeBa Ha3biBaeT
ynpaBaeHve, peryanpoBaHune, KOppekTUpoBaHue, MANKOCTPUPOBAHNE, F4e NePBEHCTBO
OTAaeT NHTeprpeTaLnmn, CONyTCTBYOLLIEN XYAOXKECTBEHHON KOMMYHMKauun. XXectoBble
ABV>KEHNA aBTOP pacCcMaTpmMBaeT He TObKO Kak CpeAcTBO OpraHn3aumm NCNoHEHNS,

HO 1 KaK cneundunyecknin A3biK, yCIOBHYHO MaHyaslbHYt0 MOAeb My3blKW, CPEACTBO
apPTUKYNALMK, XYAOXKECTBEHHO-BbIPa3nTENbHOE CPEACTBO, IIeMEHT TeaTpanansauumy,
cBOe0bpa3HbIN xyaoxkecTBeHHbIM peHoMeH (KypmaHaes — CaxapbaeBa).

CTPYKTYpPHO 3aBepLUEeHHbIN pparmMeHT, MO MHEHWIO My3blkaHTa, TpebyeT ocobom
COCPes0TOYEHHOCTH, NPOdeCcCMOHaNN3Ma, BbICOKOrO MacTepCTBa, TWaTeNbHOro nogbopa
>EeCTOB, B OCHOBE KOTOPbIX 1€XKUT MHOTOBEKOBOW TBOPYECKWNIA OMbIT MCMOJHUTENbCKON
AeATeIbHOCTW, OTWANGOBAHHBIN A0 COBEpLUeHCTBA. ABTOP NOAYEPKUBAET POJIb IMYHOCTU
co3gartens Kros, Tpagnumm, CTuas ncnoaHeHus. XKecrt ectb coobLieHne B «pamkax JaHHON
rpynnbl AFOAEN, 3TO He CTONbKO rOTOBOE, Ha/IMYHOE COObLLeHMe, CKONbKO NPOLLecC ero
BbIpaboTKM (MpoLiecc, KOTOPbIA OH CaM e M NMO3BOISET MPOCAEeANTb), XXeCT ecTb paboTa,
npeALwecTByroLan Co34aHnto 3Haka (CMbicna) B Xxode KOMMYyHuKaummn» (KypmaHaes —
CaxapbaeBa).

K xapakTepHbIM YepTaM f3blka XecToB A. YikeHbaeBa OTHOCUT 3HAKOBOCTb,
MHGOPMATUBHOCTb, TaKTUPOBaHMe: «Kazanocb 6bl, CTONb MPOCTON, CBOBOAHbIV
OT MHOXEeCTBa TEXHNYECKNX TPYAHOCTEN >KecT TpebyeT UeTKoCTH, SNeraHTHOCTH,
3/1aCTUYHOCTU, ICTETUYHOCTM "prUcCyemMoro"” ABUXeHMs. Ype3BblYaHO MATKMX —
AOCTaTOYHBIX INLLb ANA TOrO, YTOObI CTPYHa Hayana BMbpmMpoBaTb, 3anyckaTb BeCb
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npouecc "oxeaTta" 3Byka OT Hayasa A0 KOHLa KrosA». [10 MHEeHWIO My3blKaHTa, U3ALHOe
coyeTaHue IMHWUIA, KpacoTa PUCYHKa COCTaBASOT eANHCTBO OCHOBHOMO MOTUBA,
NPOABAAOLLEroCa B LLeJIOM U B AeTansax Ktos. PoxaeHne XxecTa onocpeayetca He MArkKnm
AVANOrOM C MHCTPYMEHTOM, CYUMTAET UCMONHUTEND, @ HAaNPAXEHHBIM MONCKOM HOBbIX
3ByYaLLMX MaTePUN TPAZNLIMOHHOIO MHCTPYMeHTapus. Mcnosb3oBaHMe MHCTPYMEHTa
JLOMKHO ObITb HE MeHee UyBCTBUTENbHbIM, YEM HaHeceHue Kpackn Ha xoncT (KypmaHaes —
YnkeHbaeBa).

K dyHKLMOHaNbHBIM OCOBEHHOCTAM >KECTOB OTHOCATCA: BblpaXKeHWe CMbIC/IOBOTO
3HaYeHNs, KOHLUEHTPaLMA XXM3HEHHbIX U KyJbTYPHbIX CMbICI0B, COXPaHeHne
MHPOPMaLMKN, MHOTO3HAYHOCTb M KOMMYHUWKATUBHbIA NoTeHuman. Kpome TOro,

OHM 061a4at0T KYNbTYPHOW LLEEHHOCTbIO, OTPaXkatoLLelh OCOBEHHOCTN MeHTannTeTa

N MMPOBO33pPEHMNe Ka3axckoro Hapoga. B foka3atensCTBO KOMMYHUKATUBHOCTM

N MHPOPMATUBHOCTM MOXHO MPUBECTU HECKOIbKO MPUMEPOB TPAANLMOHHOM
NHCTPYMEHTaIbHOW My3bIKkK, TAe AoMbpa coobLiaeT onpeeneHHyr BeCTb, My3bIKaHT
MCNONb3yeT 3HAaKOBYH CUCTEMY, PUTMUYECKYH CTPYKTYPY Ktosi, CMOCOBHYHO nepesaTb
HY>KHYHO Ans caywatens nHbopmaumto. V3BecTHble Krom-nereHabl — «TaHcaHLWwbl, onbaw,
TaHCaHLWbI», «Te3ek baTbip», «Akcak Ky/iaH», Ktou KypmaHrasbl «AMaH 60, WweweMm, amaH
6on», «<He kpunuw, He wymn» n ap. (PanmbepreHos 1 AmaHoBa 232).

P. AMaHoBa nuweT: «Kbiprbi3ckme Kroun Ans KOMy3a NpeAcTaBAstoT cobom
YHVKa/NbHOE CUHTETUYECKOE UCKYCCTBO, OObeAMHSAOLLLEE MY3bIKY, MO33MIO U XECTOBbIU
A3blK», B COBOKYMHOCTW BbICTyMatoLLMe Kak My3blKalbHO-CLieHUYeckoe AencTBO (37).
M3yueHure XxaHpOBOW MPMpPOAbl KFOEB MO3BOINAO aBTOPY BbISIBUTb 3aKOHOMEPHOCTU
NMOCTPOEHMS, OCOBEHHOCTU XYAOXKECTBEHHOW BbIPA3UTENbHOCTN, CUHEPTUIO Pa3INUHbIX
BMAOB MCKYCCTBA, COYETarOLLNX B cebe BOKaNbHYH, MHCTPYMEHTA/IbHYHO N XXECTOBYHO
cocTtaBastolme. 3ajaBas BONPOChl TPAANLNOHHbBIM UCMOJHUTENAM O CMbICIE U 3HAaUEeHWM
XKeCTOB, aBTOp NoJsiyvana oTBeTbl: «Tak NOAOXKEHO», «Tak Urpann Hawwm npeakn». MHorve
nccnefoBaTeNn CUNTANN XKECTbl «MOBEPXHOCTHBIMW yKpaLlaTenbCTBaMM, BbIMOAHAOLLMMM
pa3BiekaTenbHyr0 GYHKLMIO», YKa3blBaiM Ha «HECEePbe3HOCTb 3TOro MniacTa My3blKalbHOM
KY/IbTYPbl» — 1 3TO BbI3blBaJI0 BHYTPEHHWUA NPOTECT Y CNONHUTENbHULbI (36). Vrpas
HeKOTOopble KON «6e3 INWHNX YKpaLLaTeNbCKNUX» ABUXEHWM, My3blKaHT YyBCTBOBaa,

UTO «My3blKa TePSAET ryOnHY 1 BbIPa3nTENbHOCTb, «HEYTO TaKoe, YTO He nepesatb
CN0BaMU, HO B YeM 3akarovaetca cuna kros, ux Ayx» (37). «PaznnyHbie putmmnyeckmne
3NM304bl KHOSA, — AANTCA aBTOP, — OblAN MHE NoACKa3aHbl CAMUMM NanbLaMK, XecTaMu;
KakK CWJIbHblE BAOXHOBUTENWN, OHU NPOBYXAann NOACO3HaTENbHbIE MbICAN, KOTOPbIE MOFAN
6bl 6bITb HEPACKPLITLIMU; XapaKTEPUCTMKA TENECHOM NPUPOAbI MY3bIKW1 34€Cb TOBOPUT
cama 3a ceba» (37).

Mo MHeHuto A. [IkymaranmeBom, UHTYULNS BEAET K OCO3HAHUIO ANHAMUYECKON,
MCUXONOTMYECKOM NPUPOAbI XECTa, BEAYLLNX K NepexmBaHno apPekToB.
MHoroo6pasHble XXecToBble MPUEMbI UTPbl OXMBAAIOT KIOW. MoguepkmBas
AVaNornyeckyro posib XeCTOB B MHCTPYMEHTaIbHOM UCKYCCTBE, OCHOBAHHbIX Ha 0COboM
3BYKOBOW 3CTETUKE Ka3axCKOro Hapoaa, KOMMYHMKaLMOHHbIX OCOBEHHOCTAX, aBTOP
CUYMTAET, YTO KOMMYHMKALMA COBEPLLAETCA C MOMOLLBIO BHECUCTEMHbIX 0Bpa3oBaHunK,
TaKNX Kak LUTPUXWU, MUMUKA, XXECTOBbIe ABUXEHMA, BbICTyNatoLLMe B KayecTBe
dYHKLMOHaNbHbIX 3KBMBAJIEHTOB 3HAKOB BepbanbHOro s3blka. «B npouecce ncnoaHeHus
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Kro BaxkHasa GyHKLMA, BbINOHAeMas oberMu pykamu, BKArOYaeT B ceba pa3anyHble
yAapbl B pa3HbIX HanpaBaeHMAX, a Takxke NpuemMbl 1 3ByKOBble COYeTaHsA, CBA3aHHbIe

C HaXkaTMeM CTPYHbl IEBOW PYKOWN. B MOMEHT n3B/ieUueHMs 3ByKa NasbLaMu 1EBOW

PYKW KHOMLIN UCMONb3YHOT MPaByo PYKYy AN Pa3/IMYHbIX XECTOBbIX ABUXEHWN,

yTObbI MPMBAEYL BHYMaHWe CayllaTenen Uan NpoAeMOHCTPMPOBaTb CBOE MacTepCTBO»
(O>xymaranvesa 350). [pwn OTCYTCTBUN NUCbMEHHOCTU CEKPET COXPaHEHUA U nepesaun
MCKYCCTBA KA A0 HALUNX AHEN KPOeTCsH B 0COHEHHOCTAX ABUXEHNIN PYK BUPTYO3HbIX
NCMONHUTENEN, KOTOPbIE NepeAaBannCb NCKIKUYNTENBHO METOAOM «UM3 YCT B yCTa»
(O>xymaranvea 351). ccnenys apeBHENLWNIA BUA Ka3axCKOro JOMBPOBOro UCKyccTBa —
Kyt mapmeic, aBTOp akLLeHTMPYEeT BHYMaHWE Ha POAN NPaBOWN 1 NEBOWN PyKU (LUITPUXH,
BMOpaunn, annankaTypsbl), GOPMUPOBaAHUN FPadrNUECKMX LUITPUXOB NPaBON PyKK

B MCMOJIHUTENIbCKUX LLKOIaX COBPeMeHHOCTN — [AnHbl Hypnencoson, Mypata YckeHbaeBa.
Mpwn NCNONHEHWM KIOEB OTPOMHYHO POJib UTPatoT 0be pyKK, AN BbINOAHEHNS ABUXKEHUI
nasnbLeB, 3anACTUI, NPeAnaeYni, NOKTEN 1 naed TpebyeTcs 6oablLIOe MacTepcTBo,
CcUYMTaeT My3bIKaHT, KaXaoe ABUXEHNE VMeeT CBOe 3HaYeHne 1 OTANYaeTcs B
3aBUCUMOCTW OT COAEP>XKaHUA KHOA 1 MbICAN UCMONHUTENS.

E. XKameHkeeB cumTaeT, uTo XecT, BO34eNCTBYA Ha MNCUXMUKY UCNOAHUTENS, NobBy>KaaeT
K aKTMBHOMY Y4acTUIO B TBOPYECKOM npoLiecce. [naBHaa ero pyHKLUMUA — OTpaxeHne
MY3bIKaJIbHOTO CMbICNa, «BO3AeNCTBME XecTa bosiee 6e3rpaHNYHO, YeM Kakoe-anbo
Apyroe KOMMyHMKaTUBHOeE cpeacTBo» (250). Y AoMOPUCTOB B reHax 3a/105KeHO YyBCTBO
MOHMMaHMA UCMONb30BaHUSA XXECTOBbIX ABUXEHWN, NepesaBaemMblX 13 MOKONEHWS
B NMOKOJIEHME, 3aBUCALLNX OT OCOBOM UyBCTBUTEIbHOCTU K BOCMPUATUIO MY3blKalbHOrO
TekcTa, 3SMOLMOHaIbHOTrO GOHA, MHTYMLIMN CaMOTro UCMONHUTENA, YPOBHA MacTepcTBa,
npodeccnoHanmsma.

K HeBepb6anbHbIM BbIpa>keHWAM 3MOLIMIA aBTOP OTHOCUT Tak>Ke U IMLIEBbIE BblpaXeHus,
KOTOpble ABAAOTCA KybTYPHO-COLMANbHO-CNEeLMPUUYHBbIMK, MO-Pa3HOMY BblpaXkaroLMMum
mMoambdurKaLmIo BblpaxeHnin anua. K npumepy, ycuneHve ncnblTbiIBAEMOro My3blKaHTOM
YyBCTBa WM OcnabneHne; CMbIC/bI U YyBCTBA, NepesaBaeMble BblpaXKeHNEM rnas,
Ky/ZIbTYPHbIE N KOMMYHUKaTUBHbIE QYHKLMM rNa3 (He 3pAa ra1a3a Ha3biBaroT «OKHOM
B MUP, B AyLUy»), XECTbl, NO3bl, YAbIOKM, KOTOPbIE CAY>XKaT akTyanunsmpyowmmmn Gaktopamm
MEX/IMYHOCTHbIX OTHOLLEHWI N B3aMMOMOHVMaHNA MeXAY UCMONHUTENEM U CyLIaTenem
(PKameHkeeB 248).

Mo MHeHuto XKameHKeeBa, «HECMOTPSA Ha TO YTO Ka3axCKUiA KO — BeCbMa JaKOHUYHOE
MO BPEMEHHOM NMPOTAXKEHHOCTN XyAOXKECTBEHHOE TBOPEHME (0T NOyTOpa A0 5-6 MUHYT),
HeT TeM 1 TUNOB NPOrPaMMHOCTH, KOTOpble Bbinn bl HEMOABAACTHLI €MY; B TAKOM MaioM
NPOMEXYTKe KW yCreBaeT HEOAHOKPATHO BUAOU3MEHUTbL CBOE COAEP>KaHME: HavyaBLUMCh
CKOp6HO, 3aBepLuaeTcs BosieBOW 3Hepruer (Kypmanfasbl — “KilkeHTan"), pagoctb
nepexoamnT B 3ayMUYMBOCTb, MenaHxonuto (TattimbeT — "bec Tepe”), nogyepkmBas
HbICTPYHO CMEHY 3MOLMOHaAbHO-3KCNPEeCCMBHOro GoHa menoanm» (250).

A3bIK My3bIKK, A3bIK XecToB bargaynet AmaHoB n Acus MyxambeToBa paccMatpuBatoT
KaK «MHCTPYMEHT» ObLLEeHMSA, MOAENNPOBaHWNS, apTUKYAIMPOBaHWS, BO3AENCTBIS,
noby>aeHns, Kak BNOJIHE CaMOCTOATEIbHOE XYAOXKECTBEHHOE AB/EHNE cneLndunyeckoro
KMHETNYEeCKOro A3blka. KauectBO MCNOAHUTENBCKOW AeATENbHOCTU 3aBUCUT OT COBEPLLEHCTBA
NAACTUKM A3bIKa XKECTOB, BbIMOAHAIOLEro GyHKLUN XyAOXKECTBEHHO-MCUXONOrMYEeCKoro
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BO3ZEMCTBUA Ha C/yLLATENbCKYHO ayAUTOPUIO. YUeHble NCMONb3YHOT TEPMUH «XyA0XKECTBEHHO-
HeBepbanbHas KOMMYHMKaLMA», MO KOTOPbIM NOApPa3yMeBatoT nepegady
3MOLMOHa/IbHO-06Pa3HOro cofep>KaHNA My3blKalbHOrO MPOU3BEeAEHUS, TMYHOCTHOE
OTHOLLEHWe K HEMY MYy3blKaHTa, ero NCNOAHUTEeNbCKMeE, GM3nMoNormyeckme Kayectsa
(147). OTanyasch aHepreTmyeckor oGopPMAEHHOCTHHO BO BPEMEHM, «POPMUPYEMbIN
"YMCTBEHHbIM AblXaHNeM", pUTMOM, OQOPMEHHBIN B “MbICIMMOE MHTOHMpPOBaHWe"
A3bIK XXKECTOB NPUAAET My3blKaNbHON Ppase pa3anyHble OTTEHKM, BbipaXkaeT 3ByYHOCTb,
CNOCOHCTBYHOT OCMbICIEHWIO, BOMJIOLLEHNIO aBTOPCKOro 3aMbicna» (AMaHOB
n MyxambetoBa 297). VicchepoBaTtenn CUMTaroT, UTO, MCMOJb3YA HECKONbKO A3bIKOB,
COCTOSILLMX U3 CTPYKTYPHbIX NAACTOB 3HAaUEHWI — BEPXHErO YPOB  HA (34paBOro CMbICna),
YPOBHS 06bIEHHOrO CO3HaHWA, BbIPaXeHHOro HeBepbasibHbIM A3bIKOM, — My3bIKaHT
y>Ke Ha CTaAnn BO3HMKHOBEHMA KOMMYHUKATUBHOIO HaMepeHns OpueHTUpyeTcs
Ha MOJaNbHOCTb OOLLEHUNSA, Ha COLManbHbIM cTaTyc caywatens. CTpykTypupyeT
B3aMMOOTHOLLEHWE C ayAUTOPUEN, BAUAET Ha NPOLLECC KOMMYHMKaL MKW, npujaet
APKOCTb N AMHAMWYHOCTb. ABTOPaMM BblAeNeHbl OCHOBHblE KOMMYHUKaTUBHbIE aCneKTbl
YHVBEpPCaNbHOMW CXeMbl: «CybbeKTa — co3aTens A UCNONHUTENS; OPraHM30BaHHbIX,
MUMEIOLLIMX CMbICA 3BYKOB M 3HAKOB, NPEeACTaBAAOLLNX MHGOPMaLMIO; COOBLLIEHNS
ana koro-nnbo; o6bekTa — NnpuHMMatoLLero coobuleHme» (AmaHoB 1 MyxambeTtoBa 345).
AvHamuka v Bblpa3nTebHOCTb A3blka XecTa C NpeAeNbHON ACHOCTbIO MPOANKTOBaHa
XapakTepom npousseseHuns, cuntaet Viropb MauneBcknia. «XKecT yCTOMUMB, NOpPa3nTeNeH,
Hey/J10BMM, BO3JyLLUEH C CaMOro 3BYKa, €ro PO/b — OTTEHATb U YCUAMBATb ApamMaTUYecKyro
BbIPa3nTe/IbHOCTb NPOU3BEAEHNSA, PErYAINPOBaTh ANHAMUKY, YCUAMBATb MOLLb 3ByYaHus,
“BbITArMBaTL" 3BYK, OTTEHUTb, MPUTAYLWNTb, NPUAaBaTb OCOOYHD YTOHYEHHOCTb,
npo3payHocTb» (168). B TpasMLIMOHHOWN My3blKe KOHTaKTHas KOMMYHWKaLMA NMeeT
ocoboe 3HayeHne, MOCKO/IbKY CIYXOBOW M 3pUTEe/IbHO-MOTOPHbIW KaHaabl CIMBaKOTCA
B €MHbIV. Takoe CInsHME aBTOP XapakTepu3yeT Kak «ayAno-KMHe30-Bu3yaibHOe»
(Mauwuecknin 169). IHCTpyMeHTabHbIN TEKCT, Kak U CIOBECHOE UKW XOpeorpadpuyeckoe
npov3BejeHune, MaTepranmn3yeTca B MHCTPYMEHTE; NOCKONbKY UCMOHUTENO BaXXHO
nepesatb LEeNOoCTHOE BOCNPUATME MYy3blKalbHOrO NPOU3BeAEeHNs, TO OT My3blKaHTa
TpebyeTca OCBOEHME He TONbKO 3BYKOBbIX MAapaMeTPOB, HO U TEXHWUKW A3bIKa ABUXKEHUI
(Mauwesckuii 170).
Onupascb Ha MHEHUA BeAyLLUUX OTeUYECTBEHHbIX UCMONHUTENEN COBPEMEHHOCTH,
Ha nccnegoBaHMA 3apybeXKHbIX N OTeYeCTBEHHbIX TEOPETMKOB, MOCBALLEHHbIE
dYHKLMOHaNbHBIM OCOBEHHOCTAM ABUraTebHOrO anmnapara, Mbl MPULLAN K 3aKJHOYEHWIO,
YTO TPAHCAALMA TPAANLMOHHOM KYbTypPbl OCYLLECTBAANACh C MOMOLLbHO A3blKa XXeCTOB,
npeacTaBAAOLLErO 3HAKOBYHO CUCTEMY C HeNnpepbIBHbIM NPOLLECCOM nepeTekaHns O4HOro
coctosiHuA B gpyroe. OrpaHMyeHHble BpEMEHHbIMW pamMKaMu, NJaBHO U HEMpPepbIBHO
BKIFOYAACh B UHTENIEKTYaNbHbIA MOTOK, XECTbl BbIMONHAOT POJIb CAMOAOCTAaTOYHOrO
M CaMOCTOATENIbHOIO 3BEHa. YNPaBass U KOPPEKTUPYS NCMONHUTENbCKUIA NPOLECC,
OHM NOTUYECKN COEAMHAIOT NpeablayLune ABUXKEHMA C nocaeayrowmnmmn. Beipaxas
KOHTWHYaNbHOE, HeNnpepbIiBHOE TeYeHNe IMOLIMOHANbHbIX YYBCTB, XXeCTbl UrpatoT
POJib ONepeXXaroLLero 3By4YaHs, 3pUTE/bHbIX XYA0XXECTBEHHbIX BNeYaTaeHuH,
YyCUANBAIOT, AONONHAOT, oboraLLaroT nocaeayroLLne ciyxosble accoumauunn. Mpugasas
MHOTOrpaHHbIM OTTEHKaM 3BYy4alleil MaTepun Kroa 61eck 1 N3ALLEeCTBO, A3bIK XXeCTOB
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MIHOBEHHO HaXOAWT OTKAWK y CAyLuaTens, Bbi3biBaeT Oypro anjiognCMEHTOB U BOCTOPT.
Obnapas PyHKLMOHANBHOWN MHOTOrPaHHOCTBIO, MOZAANbHOCTBHIO, IHEPreTUYECKOM
HanNPAXXEHHOCTbHO, XeCTbl MPUAALOT APKOCTb, BbIPa3nTeNbHOCTb, SMOLMOHANbHO-
3KCMPECCMBHYHO OKPaCcKy NCMONHEHWNIO, PAaCKpPbIBatOT BHYTPEHHUI MUP, OTHOLLEHME K MUPY
NcnonHUTeNs. BeinosHAA KOMMYHMKATUBHYH U MHGOPMATUBHYHO pO/b, MOMOraroT
PaCKpPbITb XyA0XECTBEHHO-3CTETUYECKYHD, CUMBOANYECKYHO MPUPOAY KA, UHTOHALMOHHOE
60oraTcTBO, PUTMUYECKMI PUCYHOK N MMMNPOBU3aLMOHHbIE BO3MOXHOCTN UCMONHUTENS.

HabsatogeHve 3a urpon ncnosHuTeNner No3BoANIO KnaccudunLmpoBaTh XKeCToBble
ABVXXEHUWS NPaBOW PyKW Ha OCHOBHbIe rpynnbl. B nepByto rpynny BxoAaT yaapsl
C y4acTveM rnaeya, KOTopble MOAPa3AENAOTCA Ha ABa BUAA: NPOCTOW yAap v yaap
€ 3aMaxoMm (kak 6bl ¢ aydTakTOM), PN KOTOPOM KUCTb MOAHUMAETCA BbIlLe Maeya,

a MHOrAa 3HauYMTeNbHO Bbille roNoBbl My3blkaHTa. Caegytollas rpynna Bkaroyaert
OpHaMeHTa/bHble ABMXXEHMA KMCTbHO U NanbL@MWN: UCMONHUTENb BbIMONHAET UX Nepes,
3aMaxoM WMAN BO BpPeMsA ero, 0 HEMOoCpeACTBEHHOrO yaapa no cTpyHam. KucTb ABuxeTcs
Hag rpndom, He Kacasacb CTPYH, co3gaBas 3ddekT nornaxmBaHUs, 1E€rkoro KacaHus

N APYTUX BblpPa3uTeabHbIX XKeCTOB. [N yCMneHna BblpasnTeNbHOCTU NPUMEHAROTCA
XEeCTOBbIe ABUXEHWNSA, MPY KOTOPbIX N1af0Hb, CHaYana obpalleHHas K MCMONHUTENIO,
nocTeneHHo pa3BopayrBaeTca BBepx. [1ogbemM OCyLLEeCTBAAETCA CHN3Y BBEPX C HEOONbLLNM
OTK/NIOHEHWEM BNEBO, NMPU 3TOM XEeCT CTaHOBUTCA Bonee BbIPaXKeHHbIM U HACbILLLEeHHbIM —
npaBas pyka yBeAnumBaeT aMnAnTyay ABUXKEHUM, YCUANBAA X aKTUBHOCTb. 3aTeM

KUCTb BbINOHAET 0BpaTHOe ABUXKEHWE, MOCTENEHHO Onyckascb U3 6osee BbICOKOM
MNOCKOCTM, B KOTOPOW HaxoAmWNack nepej Ha4yanom 3ByvaHus, B bonee HM3Kyto. JlagoHb
nocTeneHHO pa3BopaymBaeTca K nybanke, a Kaxkaoe U3MeHeHne AUHaAMUKN >KeCTOB
oTpaxkaeT ycuaeHune nam ocnabneHve smMoumni, Bblpa3nTeNbHOCTU My3blKalbHOTO CTUAA

N HaCbILLLEHHOCTN AVMHAMNYECKMX OTTEHKOB.

MNepeaaya Tpagmumn B HapOAHO-NPOdECCMOHATIbHOM UCKYCCTBE OCYLLeCTBAAETCS
yepes NCNONHUTENbCKYHO LLKONY KaK onpeAeneHHOe XyAOXXeCTBEHHOe HanpasaeHme,
obnasatoLlee OTANUNUTENbHBIMW CBOMCTBaMMU. 104 LLUKONOW B Ka3aXCKOW NHCTPYMEHTaIbHOM
My3blKe MPUHATO NMOHUMaTb NCMONHUTENbCKNE TPAAULIMK, KOTOPblE COOTHOCATCA
C onpeAeneHHbIM PErMoOHOM BbITOBaHWS TOM UAN MHOW My3blkK. PenepTyap Kroes,
McnonHsembl B onpeaeneHHon yact KasaxcraHa, BkitovaeT B cebs TpakTOBKY, Kpyr
NCMONHUTENbCKNX MPUEMOB, CUCTeMy 06pa3HOCTN 1 OTHOLLEeHMe K popme. XapakTep
KOHTaKTa Co caywatensimun, MaHepa NoBeAeHUs, A3blK XXEeCTOB OT/IMYatOT NpeacTaBuTenei
OAHOW NCMONHUTENBCKOW KOl OT APYTrOn.

Ocoboe mMecTo B JOMOPOBOM MCMONHUTENBCTBE MHCTPYMEHTaIbHOM MY3bIKW Ka3axoB
3aHMMaeT MaHrncTayckas Wwkoia. ApkMM npeacTaBuTeNIeM AaHHON NCNONHUTENbCKOWM
Tpaanumnn seasetca OckeHbar KanmaHbetynbl (1860-1925). byayun pasHOCTOPOHHUM
MY3bIKaHTOM, OH MPOABUA ceba Kak co3aaTenb KroeB, neceH u ctuxoB. OckeHban
NPUHUMAN akTMBHOE y4yacTe B MHCTPYMEHTaNbHbIX COCTA3AaHMAX HE TOIbKO C Ka3axamu,
HO TaKk>Xe BCTynaj B TapTbiCbl C TYPKMEHCKMMU UCNONHUTENAMW. B ogHOM 13 cocTA3aHui
C TYPKMEHCKUM My3blkaHTOM Kynbaem OckeHbar cOunmHmMA Ko «KaHblaTnat»
(«CkoporoBopka»), KOTOpbI/ paccCMaTpVBaeTCs HaMn B UCMOJHEHUN CbiHa aBTopa —
Mypata YckeHbaeBa (1904-1982) n CepxxaHa LLakpatosa (poa. 1939). OcobeHHOCTb
[ @HHOTO KOSl 3aK/IF0YAETCA B TOM, UTO MYy3blKalbHbIA TEKCT COMPOBOXAAETCSA XECTOBbIMU
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PUCYHKaMM Kak NpaBOW, Tak U IeBOW PYKW. VICMOAHUTENbCKME MPUEMBI NEBOI PYyKU —
Npwv 3BYKOM3B/IEYEHUW KBAPTOBbIX MHTEPBAJIOB B annankaType Ucnosib3ytotcs 3 v 4
nanbLbl, @ TAKXKE NapanienbHbIM HaXaTueM TOIbKO 1 UK TONbKO 2 NanbLeB JEBOWA
PYKu KBapTa bepetcsa cBepxy rpuda gombpsl (M. puc. 1).

Puc. 1. icnonHuTenbckme npuemMbl 1I€BOW PYKW.

VcnonHutenbckne nprembl NpaBov pykn — NyTeM «06bIrpbiBaHNA» KaXK40ro nasbLia
NpaBoW PyKW BapbUpPYHOTCA XKECTbI NMPW 3BYKOM3BAEUEHMM (CM. pUC. 2), @ TakXKe ABUXKEHMNE
KNCTW BAOb rpuda Aombpsbl (CM. puc. 3).

Puc. 2. icnonHuTenbckme npruemMsl NpaBoi pyku.

Puc. 3. VicnonHnTenbckune npreMbl NpaBoin pyku.

M. YckeHbaeB — npogoKaTeslb MaHrbICTayCKOM NCMONHUTENbCKOM Tpaauumn. Manepe
My3blKaHTa CBOWCTBEHHA creunduryeckas apTUKyALIMSA XXeCTOB, B KOTOPON npeobnasaet
6onbluas amMnNanTyAa, peskne ABUXKEHMA PyK, a Takke cBo6oja B 0UepesHOCTH
XecToBbIX Kauwe. CTOUT OTMETUTb, UTO NPOYTEHNE OLHOTO M TOrO Xe My3blKaJbHOro
TekcTa B UcnonHeHnn M. YckeHbaeBa xapakTepu3ayeTcs rmbKOCTbHO PUTMUYECKOTO
pvcyHKa Menogun. Ero ncnonHeHve otamyaetcs raybokon sMOLMOHaNbHOCTbIO
Y Bblpa3nTesIbHOCTbIO B NepeAaye xapaktepa kios. CBoboaHas NHTepnpeTauus nossonseT
YckeHbaeBy BapbMpOBaTh XeCTbl Tak, Kak K 3TOMY pacronaraeT ayAuTopus cayLuatenen.
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Mo MHEHMIO MY3bIKaHTa, XXeCTbl, MPOMCXOAALLME N3 CNYXOBOrO BOCNPUATUSA, NepeaatoT
My3blKa/lbHble UHTEHLMN Ha 6olee BbICOKOM YPOBHE, YeM MPOCTas C/blLMMasn 3ByKOBas
BOJIHA.

AHann3npysa NCNONHUTENbCKME XECTbl Ha NpuMepe Kros «XKaHbIATNALL», Mbl MPULLAN
K BbIBOZY, UTO COBPEMEHHbIe ncnoaHutenu, Hanpmumep C. LLlakpatos, CKAOHHbI
K 6osee akaseMNUYeCcKOMY UCMONHEHMIO He TONbKO B MaaHe 3BYKOU3B/EUEHMS,

HO W B apTUKYNALMM XXECTOB. AMNANTYAa MCMONHUTENBCKUX MPUEMOB HEBEAMKA

n caep>kaHHa. Takas MaHepa MCMNOAHUTENBbCTBA 0BycoBNeHa TpeboBaHMAMM
CLLeHNYECKOTO BbICTYMNIEHWNS, XapaKTePU3YeTCA BblPa3nNTebHOCTbIO, TEXHUYECKMM
COBEPLUEHCTBOM JMHAMNYECKNX OTTEHKOB, CTPOrON 3ByKOBOW AUCLMIMANHON, KOTOpas
NCKNKOYAET BOIbHOCTM B apTUKYAALMKN, pUTMe 1 BanaHce 3ByYaHus. VicnoaHuTenb
CUMTAET, YTO XKEeCTaMW CTAHOBATCA HE TONbKO TENIOABUXKEHWNS, HO 1 3BYKOBbIE CTPYKTYPBbI,
BO3HMKaAlOLLMeE B pe3y/ibTaTe 3TUX TENOABUXKEHWI, M UTO IKCNPECCUS XeCTa BEAET

K MOHUMaHMIO MY3bIKW.

B TpaanuMOHHOM KyAbType 0CObbIN KOHTAKT C ayAUTOPUEN MOTAN YCTaHaBAMBATb
NPWU3HaHHbIE UCMONHUTENN, KOTOPbIX HAPOZA yBaxan n ntobun. MoMmMMo BUPTYO3HOTO
BNAAEHWNSA NHCTPYMEHTOM MY3blKaHTbl MOTF/M MO3BONTL cebe nCnonb3oBaHMe
npeAenbHbIX BO3MOXHOCTEN 3ByKOW3BAeUYEHMA. TaknuM My3blkaHTOM 6bin Hypruca
Tnenaves (1925-1998). Ero nrpa otanyanacb pasHoobpasnem, MacliTabHOCTbIO,
ApamaTypruyeckon MOLLbH, 3KCMPECCMBHOWN BbIPA3UTENbHOCTbIO, LUMPOKUM
3MOLMOHaNbHbBIM AMana3oHOM, YTOHYEHHOCTbHO, M3bICKAHHOCTbHO, CTAaHOBACH
€ro BU3UTHOWN KapTOUKOWN. My3bIKaHT CUMTas, UYTO C MOMOLLbIO XXECTOB MOXHO Bblpa3unTb
MY3bIKaJbHYO MbIC/lb, 06PUCOBaTh My3blKalbHYH KOHCTPYKLINKO, CTUAb, MOYepK,
MacTepcTBO. PYHKLMOHANBHO M CTUANCTUYECKM OKPaLLEHHbIE XECTbl, BbICTPOEHHbIE
napannenbHo 3ByYaHUIO, MepesatoT XxapakTep, TeMnepameHT My3bikaHta. Ocoboe
BHMMaHwue H. TheHaneB npuaaBan rnasHoMy KOHTaKTy, MUMUKE N1l Kak MHAMKaTopam
obpaleHus K cayliaTtento. B ero CNoaHUTENbCTBE NOCAEAHAS HOTa U CONMPOBOXAAOLL M
€e XecT, CIMBasfACb BOEANHO, CO3aBaan UANFO3UIO ANNTENbHOTO 3ByYaHUs, KOraa
OTrO/I0CKM 3BYYaHMs 4O0MOpbI MPOAOIKANM AOATO BUTATb B BO3AYyXe, MOKOPAS cepaLia
cnywatenen BUPTYO3HOCTbIO, 61€CKOM, 0COBbIM, MPUCYLLMM eMy TEMNEPAMEHTOM.
My3bIkaHT BCerga octaBacs BepeH cBOeMy COHCTBEHHOMY Maeany, OH Bbli KONOCCOM,
K KOTOPOMY Heslb3 MNOAXOANUTb C 06bluHON Mepkoin. Obnasas 60NbLINM YyBCTBOM
FOMOpPa, OH Obla1 FeHNaAbHbIM BUPTYO30M, BAECTAWMM MMAPOBM3aTOPOM C YTOHUEHHOM
N N3bICKAaHHOW MaHePOWN UCMONHEHWSA, MOJHOM OTHA U 3KCNPEeCCum.

H. TheHaMeEB, OTANYABLUNINCA B3PbIBHLIM TEMMEPAaMEHTOM, UCMONb30Ba XXECTOBYHO
NannTpy c HebbiBanbiM A0 Hero nckycctsoM. Cono ans AoMOpbl «OnKucca», «banammiuka» —
3TO TeaTp OAHOrO aKTepa: XxapM3ma, 3a4apoBbIBatOLLAs NOAYYNbIOKa, reHanbHas naactuka
nanbLeB, KNCTW, TeNa, MATKOCTb, MOYTU BO34YLLIHOE KacaHWe CTPYH € 3PpPekTom
YAAPHOrO MHCTPYMEHTa, NepeBOPOT AOMOPbI, M3ALLHbIE MEPEXOAbl OT AMPUYECKINX
[0 AMHAMUYECKMX 3MN3040B NOKOPAAN Ny6aMKY, Bbi3biBas LUKBAA anaoAMCMEHTOB.

Ha cneayrolimx pucyHKax npeacTtaBieHbl UCMOAHUTENBCKNE MPUEMbI MPABOM PYKM.
[BWXEHMA KNCTbIO Haj, BEpPXHEW AeKOW 4OMOpPbI BKAKOUAIOT LLEeIYKM NanbLiamm
MO ee NOBEPXHOCTU (CM. puC. 4), yaapbl MO HUXKHEN AeKe, MooYepeaHoe nepebuparHne
nanbLes (CM. puc. 5), a Tak>ke KMCTeBbIe YAapbl 3a MOACTaBKOW — muek (CM. puc. 6).
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Puc. 6. icnonHuTtenbckve npuemMbl MpaBoy pykW — Urpa 3a NoACTaBKOM.

B ktoe H. TheHgmeBa «Akky» («Jlebeab») XXeCTbl NCMOAHNTENS — MOLLHOE
Bblpa3nTebHOE CPEACTBO, KOTOPOE TOHKO M 3MOLIMOHAIbHO AOMONHAET pa3BuUTUE
MY3bIKaJbHOW TeMbl. XKeCTOBbIN PUCYHOK, XXECTOBbIN «TaHeL», OPraHNYHO COYeTanChb
C My3bIKOU, CTaHOBMACA Hosiee 3aBepLUEHHbIM 1 NpUAaBas 3MOLMOHaIbHOMY
BbIpaXXeHWto 0cobyto rnybuHy. MNnaBHble, HEMpPepbIBHbIE ABUXKEHNSA, NepeTekas Apyr
B ApYra, Co3aBann ouyepTaHus nebeas, npespaLlas pyKy B XyAOXECTBEHHbIN CUMBON
Kpblna. Markune n3rnbol MeNoaNYecKon IMHUN HaNoOMUHANN B3Maxu NebenHbIX KPblIbEB,
OTpaxkas ero Be/IMYECTBEHHYH OCaHKY, BHYTPEHHEE BOHEHWE, TOHKYH MaanuTpy YyBCTB.
TouHas 1 n3ALLHaA TEXHUKA MeNKNX KPYrOBbIX ABMXKEHUA rapMOHMpPOBana C 4acToTou
n CMNon yaapa no geke 4oM6pbl, NopaXkas CBOEW LUMPOTOM U NMAACTUUYHOCTbHO.

Bo BTOpOW yactn krost — 6bICTPbIE, pe3Kne BUXPEBbIE ABUMXEHMA KMCTWU, HAaNOAHEHHbIe
HOBbIM TEMMOM BMPTYO3HOW TEXHUKM, CIOBHO NMpOpe3anu BO34yX, CO34aBanu
KOHTPACTHYHO CMEHY Bblpa3unTe/ibHbIX CPEACTB, YCUMBAA ApaMaTuyeckoe Hanps>KeHue.
Bo3HukatoLme B npouecce Bocnpuatsa obpasbl, NnepesaBas apPeKkTUBHbIE ABUXKEHMS,
amMoumK, 06beaNHANN Pa3PO3HEHHbIE 31EMEHTbI KI0sl B HenpepbiBHble GOpMBI,
YyCUANBANN CUNY BO3AENCTBUS.

C NOMOLLbIO N3bICKaHHbIX KPYrOBbIX ABUXEHWW, MAABHbIX TMHUI My3blKaHT
nepesasan 6eccnNbHO OnajaroLme KPblbA PaHEHOW NTULbI, ZOMONHAA B3rNA40M,
TPEBOXHbIM W OTYaAHHbIM. B3maxu 3aTnxatoT, OCTaBaAA NNLLb OTTONOCKM ABUXKEHNS,
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NAaBHO NPOXOASALLME OT Naey A0 KOHUMKOB NasbLieB, MPOSBAAACL B UHTOHALMOHHOWM
n pUTMUYeckor Gopme, 1 MOCTENEHHO 3aTyxatoT.

Y KaXka0oro NCnosHUTENs ectb CBos 0COHBEHHOCTb, «buka». Hanpumep, y Kapwbiru
AxmeaunapoBa (1946-2010) nepepbiBbl 3By4YaHNA OblN UCKNKOUNTENBHO TOHKUMMY,
ef\Ba yNI0BUMbIMW, TPeBYHOLLMMM OCOHBOIN CHOPOBKM, MacTepcTBa, 60/1bLION
MY3bIKaNIbHOCTN, PUTMNYECKOWN 3KCTPaBaraHTHOCTU, MHOTOKPACOYHOW MaHyaabHOW
CHOpOBKN. DuaurpaHHaa TexHnka K. AxmeamapoBa No3BoiANa Bblpa3nTeNbHO NepeaaBaTtb
XyZAOXeCTBeHHble 06pa3bl, IMOLMOHaNbHYHO rybVHY aBTOpCKOro 3ambicna. OpraHuka
€ro XecToB, N1aCTUYHOCTb KMCTWU MPaBOWN PYKM MO3BOAAN IKCMPECCUBHO MCMO/b30BaTh
APTUKYNALNIO, AMHAMUYECKNE OTTEHKM U LWITPUXK. B ncnonHenmm kros KypmaHrasbl
«TepemypaT» AXMeAMAPOB COYeTas XXeCTOBbIE ABUXKEHWNSA, XXNBYHO NAACTUKY Anua
v rna3. C nepBbix akkOpAOB HEMMOBEPHO BbICTPOro TemMna nepej HaMmu BO3HMKaeT obpas
OrPOMHOro TabyHa, Myallerocs no 6eckpamHen CTenu, pasBeBatOLLMECA FPUBbI KOHEN,
WX NOJIET, Me/IbKaHWe KOMbIT; MOpaXkatoT MOJIHbIe FPpaLun, KpacuBble U U3ALLHbIE
nepexoabl Mexay annzogamu. Ocoboro BHMMaHUA B 3TOM KrOe 3aCay>KmBaeT
KyNbMUHALMOHHbIV pa3gen — cara. K. Axmeanapos, byayyun BeNMKONEMNHbIM
MMMNPOBU3aTOPOM, A0baBAseT GparMeHT C YHUCOHHbIM 3ByYaHMEM, 3aKaHUYMBaKOLLMIACS
ranccaHao. [laHHbln pparMeHT My3blKaHT MCMONHAET PacKpPbITOW NaflOHbIO, N3BAEKas
3BYK TOJIbKO YKa3aTe/NbHbIM NaabLEeM NpaBov pyKK, KaXAbliA ero MCMONHNTENbCKUIA XKeCT
rOBOPUT O Pa3BUTOW, HEMOBTOPUMOW KOOPAMHALIMM ABMXKEHWNIA, NpodeccroHannsme,
BbICOKOM MacTepcTBe, O COBEPLUEHHOM BAAAEHUN Pa3HbIMU CNOcobamMu 3ByKOM3BAEYEHMA
Ha JomMbpe. OTOT UCMONHUTENBLCKUI NPUEM, KOTOPbI BBeN AXMeANAPOB, LUIMPOKO
pacnpocTpaHeH y MONOAbIX JOMOPUCTOB 1 CBUAETENLCTBYET O BUPTYO3HOW TEXHMKE
BIaJ€HMA MHCTPYMEHTOM, B1eCTALLMX MMNPOBM3aLMOHHBIX CNOCOBHOCTAX. XKecToBble
ABVKEeHUA AXMeNAPOB He CBOAMA K My3blKabHbIM 31€MeHTaM, OTMeYas UX He3aBUCUMbIN
XapakTep, He cuMTan NpoCcTo PUTMUYECKMMN GOopMaMK; OH paccMaTpmBan Mx Kak eAnHULY
BOCMPWHMMAaEMOro HacToALLero, Kak NpaBmao, B NpeAenax HeCKONbKNX CeKYHS,
OpraHN30BaHHbIX MepapXMyecky, CNOCOBOHbIX HanNpPaBAATb BHUMaHWe cayliatenen
Ha CTPYKTypHble GOpPMbI, XXaHPOBYHO BblpPa3nTeNbHOCTb, OCOOEHHOCTM CTUAA.

Bo3MOXXHOCTM XecTa Kak 31eMeHTa TeaTpaim3alm CBUAETENbCTBYHOT O HalMunn
60NbLLIOro Xy[0XXEeCTBEHHOrO NOTeHLMaNa B UCNONHUTENIbCKOM AeATeNbHOCTH, CYMTaeT
A. YnkeHbaeBa. Kot «AkKy» B ee NCMONHEHUN NepeAaeT NerkoCTb U U3ALLECTBO,

a 3ByYaHve 2oMbpbl CO34aeT OLLyLLeHNe BO3AYLIHOCTM 1 nokos. Kuctesoe asmxeHne
MpaBOWN PyKW, rpaLmno3Hblie UCMONHUTENbCKNE YAapbl MepeAatoT B3Maxu Kpblibes,
NOMbITKY B3N€TeTb, OTYasgHHbIe KPUKM NTULbl. CTOUT OTMETUTb, YTO NCMONHUTENbCKAS
TpaKTOBKa My3blKaHTa XxapakTepu3yeTca TOMaHbiIM PUTMOM, HE3HaUNTENbHbIMU TOPT-
nay3amu, KOTopble NpuaatoT 0CobbIV KONOPUT 3BYYaHUIO KtosA. Koiwn BUAMT B XecTax
WHTErpnpoBaHHOE Xy 0XXeCTBEHHO-BbIpa3nTeabHOe CPeACTBO, MobyxaaroLLee JeCTBUE,
B/IMAOLLEE Ha BECb MY3bIKaJlbHO-TBOPYECKMNIA MPOLLEeCC B LeIOM, U pacCMaTpMUBaET XKeCTbI
KaK MMMyAbC-3amax, UMMYyNbC-CTPEMIEHNE, UMMYIbC-OTPaXKeHMe.

Vicnonb3oBaHme My3bikanbHOro xecta A. YakeHbaeBa CBA3bIBaeT C TpeMA 3Tanamm
npov3segeHua: 1) Npu co3jaHnM My3blKaJbHOW TKaHV NPOU3BeAEHNA — OCO3HaHWe
OTAENbHbIX 3/IEMEHTOB MY3bIKa/JIbHOTO A3blKa Kak CEMaHTUYeCKN 3HaUYMMBbIX eANHNL,
HaZleleHHbIX XapaKTePOM XecTa; 2) NPV NCMOAHEHNN — UCMONHUTENbCKUI XKECT HEe MeHee
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Ba>KEH A8 PaCKPbITUA CMbICAa XyA0XXEeCTBEHHOrO Npou3BeAeHns; 3) NPy BOCMPUATAN —
3MOLUMA CayliaTens, BO3HMKAKLWasn B CO3HaHNW NOJ BO3LENCTBMEM My3blKalbHOrO
addexTa; caylwatenbckas sMouma, cnocobHas nepeAaTb 3HaYEHWe TOro UK MHOTO
3NeMeHTa My3blKasbHOW TKaHW. [Tof06Has KOHUEeNUMA NCNONHUTENbHULLbI MPeACTaBASETCA
BMoJiHe 06OCHOBAHHOW, Tak Kak OXBaTbIBAET TPWU BaXKHENLUNX KOMMYHMKaTUBHbIX YPOBHS
MY3bIKaJlbHOTO UCKYCCTBa, BOMJIOLLEHHbIE B TPUAAE: KOMMO3UTOP — UCMONHUTENb —
cnywartens (KypmaHaeB — YakeHbaesa).

Pa3zHoobpasune Bcex GOpM XEeCTOBbIX ABMXKEHNA NpoaeMOHCTpupoBan A. PanmbepreHos
B Kt0e COHCTBEHHOTO coumHeHus «Cekiptne» («[py>KUHUCTbIN»), A8 HErO XeCTbl —
3TO NMOTOKM 3HEPTUN, POXKAAIOLLNE NPeACTaBaeHNE, HafleNIeHHble MOACO3HATENbHOM
MOTUBaLMEN, NepeaatoLine NHANBMAYabHbIE, HaLMOHa bHble OCOBEHHOCTU KHOS,
obpazHble XxapakTepuCTUKKM, CNocobbl MHTOHNPOBaHMA. My3bikaHT paccmaTpuBaeT
A3bIK XX€CTOB Kak MHOroacrnekTHoe, MHOrOypOBHEBOE, CAMOCTOATE/IbHOE U YCTONUMBOE
0bpa3oBaHue, 3N1eMEHT My3blKaJIbHOW TKaHW (OTAENbHbIA 3BYK, Nay3a, CO3By4Me, ppasa,
bopma aBUXKEHUA U T. 4.), NPOABASEMbIE Ha CNeAYHOLWMX YPOBHAX: KOMMNO3UTOPCKOro
3aMbICNa, UCMONHUTENBCKOTO BOMIOLLLEHWS, BOCMIPUATUA CayLllaTenein, noMoraroLLmne
BHUKHYTb B MHOroobpasue 3ByYallleil MaTepum Ktos, «BXUTbCA» B MUP UYBCTB
1 aMoumin. Kaxzaoe xecToBoe ABMXKEHMNE AONXKHO OblTb ACHBIM, TOYHbIM, CBOOOAHbIM,
HeHanpP>XXeHHbIM, KNCTb PYKW AOJIXKHA COCTaBAATb OAHY NIMHUIO, Aenas Urpy spkowm,
YeTKO BbICTPOEHHOW B pamKax 3BYKOM3BAEYEHNA N TEXHNYECKOrO MacTepCTBa.

B kroe «CekipTne» npeacTaBaeHbl NaaBHOE KacaHWe KUCTbIO PyKM MO BCeW AnMHe J0MOpbI,
MaxoBble yAapbl MO KOPMycy AOMOpPbI, UMUTUPYOLLME YAApPHbIe MHCTPYMEHTbI, KacaHue
CTPYH ¢ 6os1ee LWMPOKON aMMANTYAON BBEPX N BHU3, MOBOPOTLI AOMOPbI BEPTUKAIBHON
M TOPU3OHTaIbHOW MNNOCKOCTbLIO Ha MNJieye, Haj rosI0BOM, NMAaBHbIE, MOJHbIE FpaLmm
XeCTbl C BbIBPOCOM KMUCTW, NPOKpPYyYMBaHWe Kopnyca 4OMOpbl 1 BepTUKanbHasa yCTaHOBKa
Ha KoneHo. KaXAbl NCNONHUTENBbCKUIA LUTPUX ABUraTeIbHOrO annapaTta My3blkaHTa

BbIMOJIHAETCA JIETKO, BO34AYLLHO, rpaulo3HO, UTpPUBO, BNPUMNPbDKKY, ONpaBbliBad Ha3BaHME KHOA.

Kak BMAMM, XXeCTOBbIE ABUXEHUA B TENECHbBIX, BUAMMBIX 1 OCA3aeMbIx GOpMax ecTb
NPOLECC peanvsaumm UAEN, XXeNaHW, YyBCTB, SMOLMI, OBpaLLeHHbIX K ayAUTOPUN.
VIHTOHaLMOHHO OCMBICNEHHBIN CayLLIaTeNeM — 3pUTENEM A3bIK XXECTOB COCobeH
[LOPUCOBbBIBATb HY>KHYHO KapTUHY BUAEHUSA NPOU3BEAEHNSA, OTTEHATb U AOMONHATb
3BYKOBYH CUMQOHUIO APKMM HaKalOM UyBCTB, 3aCTaBAss BUOPUPOBATb CTPYHbI
B COOTBETCTBUW C HACTPOEM N BHYTPEHHUM COCTOAHMEM. ABAASCH CBOEOOPa3HbIM
OTPaXkeHNEeM KyNbTyPHbIX, MCUXONOTNYECKMX, GUNOCOPCKO-3CTETUUECKMX acNeKTOB,
A3bIK XKECTOB Kak MMPOBO33peHYecKoe ABJIeHMe, CBOeObPa3HbI pe3oHaTop
yesl0BEYECKON NPUPOALI Bbi3blBan rnybokune YyBCTBa. Bbipaxkas ABMXEHME MUPOBOTO
HbITWA, A3bIK XECTOB CNOCOOCTBOBAI NO3HAHWIO MUPa, NpUAaBas 0CobbIN cTaTycC
Ka3aXCKOW My3blke, HeC MHPopMaL o bonee rnybokyto, Hexenu NpeacTaBaeHs
0 XyJ,0XXeCcTBEHHOM TBOpYecTBe. B3aumogononHas aApyr Apyra, XXeCcToBble 3HaKn BHOCKMAN
CBOO IENTY He TONbKO B MPeACTaBAEHME O YeIOBEKE, MMPE, HO U O MHOToobpaszuu
CBfi3el YesoBeka M MUPa Kak KOMMOHEHTa Ky/bTypbl, HacneayeMoro n 6epexHo
COXPaHEHHOTO HaLLIMMK MpeaKamMu.

B ocHOBe KnaccndukaLMOHHbIX OCOBEHHOCTEN XECTOB IeXaT ceayrolme GyHKLMK:
addeKTMBHO-KOMMYHUNKATUBHAA — BblpaXeHWe YyBCTB, COCTOAHWI, BblpaXkeHne
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nepuUenTUBHbIX, MHEMUYECKNX, UHTENNEKTYaIbHbIX MPOLECCOB; MOAa/bHasA — BblpaXeHne
OTHOLLUEHWM, YCTaHOBOK; PEeryasaTMBHO-KOMMYHUKATUBHAsA — BCTYMNJ/IEHNE B KOHTAKT;
«3HAHasA» — 3aBepLUeHNe KOHTaKTa; NobyanTenbHas — akTMBaLnoHHas; MHGOPMaTUBHO-
KOMMYHWKaTVMBHas — HalleALlas BblpaXkeHne B Npe3eHTauumn nHpopmauum o cebe,

O NPOU3BELEHUN.

AHanms A3blKa XeCTOB C NMCUXONOTMYECKOW TOUKM 3PEHNS NMO3BOAUA HAM MPUIATH
K Clesyow M BbIBOZaM: MeKOE 1 MAaBHOE CKOJIbXEHME MoAyLleyek naabLes
Nno CTPyHaM CMMBOJ/IM3NPYET NPOSABAEHME YMa U UHTENNEKTa; YAap BCEM Ky/laKOM
Mo Kopnycy AOMOpbl — NPOSBAEHWE XapaKTepa; I0KOTb, MPWXaTbIA K TeNy, — PELUUTENbHOCTb
1 TeMMNepaMeHT; 3anAcTba — NepesaroT UyBCTBa; MPUMNOAHATOE NAeYO — BbICOKUNA
rpasyc aMOLMI; NpAMasn CrvHa, NOOXKEHWE FON0BbI, yBEPEHHbIE TENOABUXKEHNSA
CBMAETENbCTBYIOT O CAMOYBEPEHHOCTU N PELUUTENBHOCTM.

MbI NOMbITaAMChb BblAENNTb O6Pa3Hble N IKCMPECCUBHbIE MPU3HAKM XXECTOBbIX
ABVXKEHUI B KIOSX, KOTOPbIe He ABAAANCH JUCKPETHLIMU €AMHULAMY, HE Bblan
noABep>KeHbl onpeseneHHbIM NoacyeTam, 6yayyumn orpaHUYeHHbIMU BPEMEHHbIMM
pamMKamu, pa3Hoobpa3Hble N U3MEHUMBBIE B CUY CBOEW XNBOCTU U APKOCTU, MMES
HeBEPOATHbIN MOTEHLUMaN K Pa3BUTUIO, OHU NPeACTaBAANN COOKYCMPOBaHHYHO
My3bIKaJbHYHO UAer. Mbl pacnpeaennimv XecTbl MO MOZAasbHO-NCUXONOTNYECKIM,
>KaHPOBbIM, MPeAMETHO-06pPa3HbIM, TEXHNUYECKUM XapaKTePUCTUKAM, B OCHOBE KOTOPbIX

NexkaT MHTOHaUMOHHbIe ocobeHHOoCTH (cM. Taba. 1).

Tabnnua 1. TexHNYeckme xapakTePUCTUKN >KECTOB

N2 Ctunb AvHamMmuka

1 PUTYyaNbHO-HEXHBIN, MAaCTUYECKUI, LUMPOKas, YTOHYEHHO-YyBCTBEHHAA
YYBCTBEHHO-HEXHbI

2 YYBCTBEHHO-MCUXONIOTNYECKNI, MOTOPHO- KOHTPACTHO-3MOLMOHaNbHas, YyTOHYEHHas
N306pasnTenbHbIv

3 NAaCTUYECKNM, SMOLMOHANbHO-MOTOPHbIN CpesHe-TvXasn, SMOLIMOHa bHas

4 KapTUHHbIN KOHTPACTHO-3MOLMOHa/IbHas

5 NMCKUXONOMMYECKUIA, MOTOPHO-BOIEBOM LIMpOKasi, SMOLMOHANbHO-YTOHUEHHas,

KpelLeHApytoLLas

6 MCUXONOFUYECKUIA, HEXHBIA, SMOLMOHANbHO- | KOHTPACTHO-3KCMpPeccuBHas
NAacTUUYECKni

7 >KVBOMWCHbIW, 3MOLMOHaNbHO-MOTOPHbIN LWnpokas, IMHeapHas
MUPONOFMYECKUIA, MOTOPHO-MAACTUYECKUIA KOHTPACTHO-/IMHeapHas, poBHas

9 Kanpw3HO-yTOHUYEHHbIW, KOMOPUCTUYECKINIA LUMpOKas, YyBCTBUTEbHO-TOHKaS

10 >KMBOMUCHO-MCUXONOFMUYECKNI, MOTOPHO- cpeaHe-TuXas, 3KCNpeccnBHas
naacTuyeckum

12 YYBCTBEHHO-MCUXOIOTNYECKUI, HEXXHbIN 3MOLMOHAaNbHO-MNAcTUYecKas

13 N3bICKAHHO HEXHbIW, 3MOLMOHaIbHO- LUMPOKas, YyBCTBUTEbHO-TOHKaS
MAacTUUYECKni

14 SKMBOMUCHO-BO3AYLUHBIW, NEYaNbHO-HEXHbIW, | TUXas, yTOHUEHHO-UYyBCTBUTE/IbHASA
naacTnyeckum

15 BUPTYO3Hbl, TOKKaTHO-MOTOPHbIN LUMPOKas, YyBCTBUTENbHO-IMHEapHas

16 LEKOPATUBHO-U3SALLHbIN 3MOLMOHaNbHO-YTOHYEHHas
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MNepeuncneHHble XxapakTePUCTUKN A3blKa XECTOB, AEMOHCTPUPYHOLLME CTUb
N LMHAMWKY, NOPaXKarT TOHKOCTbHO CY>XXAEHUN, MHTUMHbIM, YTOHYEHHO-13bICKaHHbIM
CTUNEM BblCKa3blBaHWI; NOAYAC HECKO/IbKO 3araZlovHble, UHTPUTYIOLME NCMONHUTENbCKME
npueMbl CMOCOBHbBI KaXAblin pa3 NO-pa3HOMY O6bIrpbiBaTb MOBTOPSAIOLLMECA
mMenogunyeckme Gopmybl.

3akntoyeHune

B My3blke CyLLecTBYeT onpeseneHHbI KOMMAEKC XyAOXECTBEHHbIX CPeACTB, BKIKOUAOLLMX
XECTbl, MUMWKY, 3HaKN TeNOABWXEHWI, CNOCOBHbIX NepeaaBaTh CMbICIOBOE 3HaUEHMe,
durKcnpoBaThb 3Byyalliee C MOMOLLH 0COBOW cMcTeMbl 3HaKOB. VIcmonHuTenbckas
AeATeNIbHOCTb Kak cBOeobpa3zHbIvi NOCPeAHMK MeXAY My3blKaHTOM W ayanuTopuen
nepesaert MAe 1 3aMblCeN MPOU3BEAEHUSA, JOHOCUT 3CTETUYECKYH MHGOPMaLMIO

OT UCMONHUTENA K NMY6/IMKE C MOMOLLbIO CUCTEMBI MY3blKaabHbix >kecToB. Obnasas
cneumnduyeckMMm MexaHM3MaMy BO3eNCTBUSA, Ha3blBaEMbIMU B MY3bIKOBEAEHUN
XKECTOBOW TEXHUKOW, NIaCTUYECKMMU ABUXKEHUAMM, A3bIKOM XKECTOB, NCMONHUTEIbCKas
[EeATeNbHOCTb BbICTYMaeT B POV «HEMOW MHTOHauun» (TepmuH b. AcadbeBa), HepeueBom
dopMoin 0bLLEHNS, C MOMOLLBH KOTOPOM NMPONCXOAMT BCEMOIIOLLAMOLLLEE BO3AENCTBME
3ByuYaller MaTepun Ha caywiatens. B ocHoBe NONHOLEHHOrO BOCNPUATAA MYy3bIKU

NeXUT cooLLyLeHMe, MPeACTaBAfOWEee acCoLMATUBHYHO CBA3b CTYXOBbIX U 3pUTENbHbIX
dopwm; Brarogapa cMHecTe3nK, onepexxatowen 1 yCMAnBaroLLLen 3ByYaHmne, NponcxoauT
nepegaya xyAo>XecTBeHHON nHdGopmMauuu.

B pe3ynbTaTe NpeAnpuHATOM NOMbITKN HaMW BblgeneHbl 06pasHble 1 3KCNPeCcCUBHbIE
NpW3HaKK A3blKa XXeCToB, UX pasHoobpasme, n3mMeHuMBOoCTb. Obnasas BEPOATHLIM
3HEepreTMyYeckMM NOTEHLMANIOM, XXMBOCTbIO U APKOCTbI, OHU NPEeACTaBAAIOT
CPOKYCMpPOBaHHYO My3blKanbHYH Mzeto, 0cobble CpeAcTBa apTUKYIMPOBaHNA 3BYKOBOTO
MOTOKa, BbIPa3nUTebHOIO NPOU3HECEHUA MY3biKaJbHOW MbICAW. XKeCTbl, urpatome
KNHOUYEBYHO POJib B TBOPUECKOM MpoLiecce, ABAAACh MHTOHALMOHHbIM BOMIOLLEHMEM
MY3bIKaJlbHOTO NPOU3BEAEHUNS, OKa3blBakOT 3HAUNTENBHOE BAUAHNE HA Pa3BUTME
MCMONHUTENbCKOTO MacTepcTBa. Mbl paccMaTpuBan MHCTPYMEHTabHbIE XKECTbI
KakK CTPOUTE/NbHbIN MaTepuan MHTOHUPOBAHUA MO MOAANbHO-MCUXONOTUYECKNM,
NpeAMeTHO-06pa3HbIM, TEXHUUYECKUM XapaKTepucTukam. TBOpPUECKMiA MONCK
BbIPa3nTENbHOCTM 3BYyKa Kak Ba>XHEWLLEro CPeACTBa Nepesaun cogep kaHus,
3BYKOBbIPa3MTE/bHbIX BO3MOXHOCTEW XeCTa CYXXUT JOCTUXKEHWNIO KENAaeMOro
XYAOXECTBEHHO-3BYKOBOIO 3ddeKTa, rnybuHbl packpbiTUa 06pa3HbIX CMbICNOB
MCMONHAEMOro NPOM3BEAEHMS, XXMBOTO NPETBOPEHNA aBTOPCKOrO 3aMbICNa, IMYHOCTHBIX,
MCUXONOTNYECKIMX, 06Pa3HbIX, CTUANCTUYECKMX OCODBEHHOCTEN, NapaMeTPOB NyibcaLun
Ha rpaHuLLe NCUXMYEeCcKoro u Guanyeckoro.

TakrM 06pa3om, XXeCT OCMbICIMBAETCA KaK ABUXKEHWE, MOPOXKAatoLLee 3BYK,
bopma «ANCTaHLUMOHHOM TaKTUABHOCTU» N BU3YabHbIN CTUMY, UHALUUPYIOLLNIA
MY3bIKabHbI/ OTK/VK B UHCTPYMEHTabHO-BUPTYO3HOW NAOCKOCTU. OH BbICTynaeT
WHTOHaLMOHHO-PUTMUYECKMM HEHOMEHOM, BOM/IOLLAOLLMM My3blKaNbHOE Coep>KaHue,
N OLHOBPEMEHHO CPEACTBOM XY0XECTBEHHOW BbIPa3nUTeNIbHOCTH, GYHKLIMOHUPYHOLLUM
Kak naactmyeckas MHTOHaLMS, HEMOCPEeACTBEHHO BO3AENCTBYOLLLAA KakK Ha UCMONHUTENS,
Tak 1 Ha caylwatens. Xect obnagaet pagomM GyHKLMOHANbHbIX XapakTepucTuk,
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BK/IFOYas KOMMYHWUKATUBHYHO, MOAENNPYIOLLYHO, apTUKYASLIMOHHYH, MPOTHOCTUYECKYHO

n dukcnpyroltyto dyHKUMN. OCHOBaHHbIA Ha MHTEPMOZANbHOM B3aUMOAENCTBUN
nepLenTUBHBIX U MOTOPHbIX CUCTEM, XKECT NO3BONSET TPaHCHOPMUPOBATb IHEPrETUYECKYHO
bOopMy ABUXKEHNS BO BPEMEHM B 3HAUYMMbIE XYAOXECTBEHHbIE COObLITUSA, pacLLNPAS
WHTEPMPEeTaLMOHHbIE, KOMMYHUKaTUBHbIE, 3KCMPECCUMBHbIE M SMOLMOHa/IbHbIE BO3MOXHOCTH
NCNoNHUTENs U obecrneunBas ero MrHOBEHHOE BXOX/EHME B My3blKa/ibHbIN MOTOK.

B pamkax nccnegoBaHusa NpeanpuHATa NonbITKa OCMbICAEHUS U UHTepnpeTaLnm
CMbIC/IOBbIX KOAOB XXEeCTOBOrO A3blKa, OTPaXKatoLLMX AYXOBHbIE LLEHHOCTWN Ka3axCKoro
HapoZa, MapKMPYOLLMX STHUYECKYH Ccneunduky 1 onpesenstoLmnx 3HaueHme
HeBepbaNbHbIX KOMMOHEHTOB B My3blKa/lbHOM UCMONHUTENLCTBE. BbiiBNEHBI OCHOBHbIE
bYHKLMOHabHbIE TUMbI XXECTOB, MO3BOSAIOLLME Pa3rPaHUYNTb UX Kak KyNbTypPHO-
3HaKOBbIe AB/NIEHMA U KakK dusmonornyeckme ApmxeHuns; ob6o3HauveHbl KnaccudurkaLMoHHbIe
0ocobeHHOCTM apceHana HeBepbHasbHbIX CPEACTB Y 3aKOHOMEPHOCTU UX UCMONb30BaHUS
B MCMOJIHUTENIbCKOW MpakTMKe My3blkaHTa. [Toka3aHa posb >XecTa Kak CaMOCTOATENIbHOTO
MUPOMOZENNPYIOLLLErO 31eMeHTa, YA0BNETBOPAOLLIErO 3CTETUYECKME NOTPEeBHOCTM
3THOCA, CTPYKTYPUPYIOLLErO N FapMOHU3MPYHOLLEro NCMOAHUTENBCKUI NPOLLecE,
NpYAatoLLEero eMy BblpasnTeNbHOCTb U XYA0XXECTBEHHYHO LieNocTHOCTb. Ocob0
nos4YepkKnBaeTCcd MHOrOPyHKLMOHaNbHOCTb, CAMODBBITHOCTb U YHUKAAbHOCTb MUMMUKW,
TENOABVXEHWNIA U 3pUTENIBHOrO KOHTaKTa, KOTopble, 061a4as BbICOKON Bblpa3nTeNbHOM
CUIOW, BbICTYNAtOT KNHOYEBbLIMW KOMMOHEHTAaMM KOSt U CYLLLECTBEHHO BAUAIOT
Ha 3bbEKTUBHOCTb U rNyBMHY B3aMMOAENCTBUA MEXAY MYy3bIKaHTOM U ayAUTOPUEN.
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PbickynoB, KyaHbil. «/IcnonHnTenbCKas MHTepnpeTaLms 3CTpagHbIX NPOV3BeseHNi
KeHeca [lyincekeeBa: ot 3anucu go YouTube-peuenuumn». Saryn, 1. 14, N2 1, 2026,
. 75-98. DOI: 10.59850/SARYN.1.14.2026.318.

KeHec ﬂ.yl;lCGKeeB, Ka3axCTaHCKaa My3blkKa, MCNOJHUTEIbCKaA MHTEpNpeTauus,
3CTpajgHaA NecHs, YouTube—peu,enu,vm, um¢posaﬂ KyJ/ibTypa, My3blKa/ibHO€
Hacnegune.

B npouecce NoAroToBKM CTaTb MHCTPYMEHTbI MCKYCCTBEHHOTO
WHTeNeKTa NCMOb30BaANCh UCKAOYMNTEIbHO KaK BCMOMOraTeNbHble
cpescTBa 06paboTkM 1 NpeACTaBAeHUA AaHHbIX. B yacTHOCTW,
a3blkoBas Mogenb ChatGPT npumeHsanach A1 TEXHUUECKOM MOMOLLM
Npwv CTPYKTYPUPOBaHUN KOJIMUYECTBEHHbIX AaHHbIX, MOAYyYEHHbIX

¢ nnatdopmbl YouTube (MpocMoTpbl, Naiiku, KOMMEHTapu),

a TakKe 414 NoAroToBKMU TabauL, U rpadpuyeckmx BusyanmsaLmi.
Ncnonb3oBaHue faHHbIX MHCTPYMEHTOB HOCWUI0 BCMOMOraTe bHbIN
XapakTep 1 He 3aTparmBasio Hay4yHoe CoAep>KaHne NCCaefoBaHuA.
Bce atanbl oTbopa amMnupuryeckoro matepuana, ero nHTeprnpeTawlms,
dopmynmpoBaHmne HayUHbIX BbIBOLOB M OKOHYaTe/IbHasA peAakuus
TeKcTa 6blaM BbINOJAHEHbI aBTOPaMU CTaTbM.

AHHOTALMA. My3blkasbHOE HacneAmne BblAAtOLLErocs kasaxcTaHckoro komnosmtopa KeHeca [lylicekeeBa
3aHMMaeT 3Ha4yMMOe MEeCTO B HaLMOHaNbHOM Ky/ibType. byayun akageMnyecknm KOMMo3nTOpoM,

OH B CBOEM TBOpPYeCTBe 06paLLaeTca K XXaHpaM MacCoBOW KyNbTypbl. ICTpaAHas My3blka cTana Tom
NAOLLLAAKON, r4e KOMMNO3UTOP CMOT BbIPas3uTb COBPEMEHHYHO 3MOXY Y OTPa3UTb B CBOMX KOMMO3ULMAX
HaLMoHabHble Tpaguumn. Hactoawas cratbs, NPOAOAKaA JNHUIO UCCNe[0BaHWM, MOCBALLEHHbIX
MCMONHUTEIbCKONM MHTEPMpeTaLmmn 1 LdpoBOI peLienuum My3bikiu, GOKyCUpyeTca Ha cyabbe ofHOM

13 caMblX N3BECTHbIX MeceH KomnosuTtopa — «Canem cafaH, TyFaH es».

[ns KOMNEKCHOro M3yyeHns peHoMEHa A0roN KyNbTyPHOW XM3HW NMPon3BeAeHUs B paboTe 6bin
MOCTaB/IEHbI 3aauy, TPEBYHOLLME COBMELLLEHUS MY3bIKOBEAYECKOTO MOAXOAA U METOA0B LIMGPOBbIX
ryMaHWUTapHbIX nccnesoBaHunii. C 04HONM CTOPOHLI, MPOBEAEH CPaBHUTENbHBIV aHaAW3 KIHOUEBbIX
UCMOJIHUTENIbCKMX TPAKTOBOK, MpescTaBAeHHbIX Po3oi PeimbaeBol, rpynnoin KeshYou n MapxkaH
ApanbaeBoi, ¢ GOKYyCOM Ha VX BOKaJlbHble CTpaTErny, apaH>XNPOBOYHbIE PELLEHUS U My3blKalbHYH
komno3uumto. C 4pyroi — CUCTEMaTU3NPOBAHbI U MHTEPMPETMPOBaHbI KONMYECTBEHHbIE U KAUECTBEHHbIE
JaHHble naatdopmbl YouTube (cTaTcCTVKa MPOCMOTPOB, N1alikoB, KOMMEHTaPWEB), MO3BONAIOLLME MPOCIEANTD
AVHAMUKY MOMYASPHOCTY U XapaKTep ayAUTOPHOrO BOCMPUATUA MECHW B LbPOBON cpese.

MpoBeAeHHbIV aHann3 NOATBEPAWA YCTONUMBOCTb MO3ULIMM NPOM3BEAEHNA B penepTyape, OAHOBPEMEHHO
BbIIB/B 3HaUMTENbHYO TPaHCPOPMaLIMIO €ro 3By4aHNA B COBPEMEHHbIX Bepcuax. Ecam nHtepnpetaums

P. PbimbaeBoli coxpaHseT geknamaLMoHHYH0 U KaHTUEHHYH OCHOBY NecHM, To kaBepbl KeshYou

n M. ApanbaeBoi EMOHCTPUPYHOT CMELLEHME B CTOPOHY ANHAMNYHOW, PUTMUYECKN OCTPOW Mojauu,

YTO OTpaXkaeT U3MEHEHMNe SCTETUYECKUX OXUAAHWI ayUTOPUN HOBOWN 3MOXM.

HecmoTps Ha To UTO 06BEKTOM M3yUeHWs BbICTyNaeT ejuHUUYHOE NPou3BeaeHme, M3bpaHHas necHs

CNY>XKUT penpe3eHTaTUBHbIM KeCOM, eMOHCTPUPYIOLLMM ObLLMe MexaHU3Mbl MeanaTpaHchopmMaLmm

1 aKTyanmsaumm My3blKaabHOro Hacaeana KomMnosuTopa. MosyyeHHble BbIBOAb! PaCLUMPSAIOT HayUHble
npeacTaBaeHns 0 GYHKLMOHUPOBAHUM Ka3aXxCTaHCKOM My3biKU B LIMPPOBYO 3MOXY, BHOCSA BKIaZ B AUCKYCCUM
O Ky/JIbTYPHOI NamaTi, MeanapeLenumnm n TpaHcpopMaLmm KaHoHa.
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Pbickynos, KyaHbiw. «KeHec [lyricekeeBTiH, 3cTpasanblK WblFapManapbiHbIH,
OpbIHAAYLbINbIK MHTepnpeTaunsachl: XkazbagaH YouTube-Tafbl peLuenumsfsa AeniH».
Saryn, 1. 14, N2 1, 2026, 75-98 6. DOI: 10.59850/SARYN.1.14.2026.318. (OpbicLua)

KeHec [lyricekeeB, ka3zakCTaHAblk, My3blka, OPblHAAYLbIbIK MHTEPNPETaLIMS, 3CTPajabik,
oH, YouTube-Tafbl peuenuus, LdpabiK MaZEHWET, My3blKasblK Mypa.

¥CbIHbIIFaH MaKanaHbl JanblHAay Ke3eHiHAe XacaHzbl MHTeNneKT
Kypasgapbl Tek kaHa fepekTepsi oHAey XoHe YCbiHY YLUiH KoMeKLLUi

Kypan peTiHae KongaHbicka eHai. Atan ariTkanaa, ChatGPT Tingik mozeni
YouTube nnatdopmacbiHaH anbiHFaH LMbpAbIk AepekTepi (kapanbiMaap,
nawkTap, nikipaep) KypblibiMAayFa, COHAaN-ak Kectenep MeH rpadukanbik,
BU3yanusauusnapabl AavblHaayFa TeXHUKaNbIK KOMEK KepceTy MakcaTbiHAa
naviganaHbingsl. ATanfaH KypasgapAbl nanjanaHy kemekLi cunarra
601bIN, 3epTTeYAiH FbIbIMU Ma3MyHbIHa 9CEP €TKEH XXOK. IMMUPUKabIK
MaTepuanipbl TaHAayAblH, OHbl MHTEPNpeTaLuanayAblH, FblbIMU HaTUXENepai
TYKbIPbIMAAYAbIH, XKaHEe MOTIHAI TYNKINIKTI pegakuuanaybi 6apbik
Ke3eHJepiH Makana aBTopaapbl OpbiHAAAbI.

KepHekTi kazakcTaHablk komnosuTop KeHec yicekeeBTiH My3blKasblK Mypachl YATTbIK MaEHNETTE
eneyni opbiH anagpl. bacTbl akagemusbiK KOMNO3UTOP BOFaHbIMEH, O/1 ©3 LWbifapMalLbl/bIFbIHAA
TaHbIMasl MOZEHWNET XaHpaapbliHa 6eT BypAbl. DCTpagasbik My3blka KOMMNO3UTOPABIH XaHa A3YipAi
TaHbITaTbIH, WblFapManapbiHAa YATTbIK ASCTYPAI KOPCETETIH anaHfa aHanabl. OpblHAAYLIbIHbIH My3bIKaHbl
WHTepnpeTauusnaybl MeH LMdp/biK KabblagayblH 3epTTeyre apHanfaH 3epTrey ascbiHAa 6yn Makana
KOMMO3MTOPAbIH, €H TaHbIMan LWbifapManapbiHbiH 6ipi — «Canem cafaH, TyFaH ef» aHiHiH TafAblpbiHa Ha3ap
ayzapazbl.

LLIbiFapMaHbIH y3aK M3ZEHM 6Mipi KyObIIbICbIH KELLIEHA] 3epTTey MaKCcaTbIHAA XXYMbICTa My3bIKaTaHy/IbIk,
ToaCiNA UMPAbIK TYMaHUTaPAbIK 3epTTeyNep 9AiCTEPIMEH YLUTACTbIPYAbI Tanan eTeTiH MiHAEeTTep KOMblIAbI.
Bip xafbiHaH, Po3a PbiMbaeBa, KeshYou To6bl >xaHe Map>kaH ApanbaeBa yCbiHFaH Herisri opbIHAAYLLbIbIK,
WHTeprpeTaumsanapbiHa CabICTbIpMabl Tangay >yprisifin, onapAblH BOKanAbIK CTpaTersnapbiHa,
apaHXXMPOBKabIK LELLIMAEPIHE XaHE My3blKa/blK KOMMO3ULMACbIHA Ha3ap ayAapbiigbl. EKiHLWI XaFbIHaH,
YouTube nnatdopmacbiHaarbl LnbpAbIK XXaHe cananbik gepekTep (KapanbiMaap, aikTap, nikipaep
CTaTUCTUKAChI) XKYNeNeHin, nHTepnpeTaumsanarzbl, 6y sHHiH LMPAbIK opTajafbl TaHbIMaAAbIbIK,
JAVNHaMKKackl MeH ayAUTOPUANBIK Kabblnaay cunaTbiH bakblaayFa MyMKiHAIK 6epai.

XKyprizinreH Tangay wWblfapMaHblH, penepTyapaasbl OPHbIHbIH, TYPaKTbUIbIFbIH PacTalt OTbIPbIM, OHbIH, 3amMaHaym
HyCcKanapAafbl AblOblCTaNyblHbIH, aiTap/biKTal TpaHcpopMaLmsaFa yiblpaFaHbliH kepceTTi. P. PoiMbaeBaHbIH,
WHTEeprpeTaLmacbiHAa HHIH, AeKNaMaLMabIK XaHe KaHTUAeHabIK, Herisi cakTanca, KeshYou

MeH M. ApanbaeBaHblH KaBep-HyCKanapbl AUHaMUKaNbIK, bIPFaKTbIK >KafblHaH ©TKIPp OpblHAAY MOHepiHe kapaW
bIfbICYAbI KepceTeai, by XaHa AdYip ayAUTOPUACBIHBIH 3CTETUKabIK KYTiNIMAEPIHIH e3repyiH beliHenelai.

3epTTeyaiH, HbicaHbl Hip faHa LWbiFapMaHbl KaMTblFaHblHa KapamacTaH, TaHAa faH 8H KOMMO3UTOPZAbIH,
My3blKablk, MypacblHbIH MeanaTpaHCPOpPMaLMACLl MeH ©3eKTiNeHYiHiH, Xannbl TETIKTepiH KepceTeTiH
penpe3eHTaTMBTI KeC peTiHAe KbI3MeT eTegi. AlbiHFaH Ty KbipbiMAap KasakcTaH My3blkacbiHbIH, LIMPAbIK,
J2YipAeri KbI3MeTi Typasibl FblIbIMUN TYCIHIKTI KEHENTIMN, MaAEHW Kazbl, MeanapeLienLmns XoHe KaHOHHbIH,
TpaHcdopmaLmack! Typasbl NikipTanactapfa

yaec Kocaabl.
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In preparing this article, we, the authors of the article, used artificial intelligence
(Al) tools exclusively for linguistic editing, stylistic improvement and reformulation
of individual sentences to improve clarity. For these purposes and for the final
drafting stage, the ChatGPT (OpenAl) software was used. Al was not used

for scholarly analysis, interpretation of results, drawing conclusions or generating
data. All original ideas, the structure of the study, source analysis, and final
conclusions are the sole responsibility of the authors. The authors are liable

for the content of the article, the accuracy of the data presented, the correctness
of the citation and compliance with academic and ethical publishing standards.

The musical legacy of the outstanding Kazakhstani composer Keness Dyuissekeyev occupies
a significant place in national culture. While being an academic composer, he consistently engaged
with the genres of mass culture throughout his creative career. Pop music became the platform
where the composer was able to express the modern era and reflect national traditions in his compositions.
Continuing the line of research dedicated to performance interpretation and the digital reception of music,
this article focuses on the fate of one of the composer's most famous songs — “Sélem sagan, tugan el”
(Greetings to You, My Native Land).

To comprehensively study the phenomenon of a work's long cultural presence, this study sought to integrate
musicological analysis with methods from the digital humanities. On one hand, a comparative analysis was
performed on the key interpretations by Roza Rymbayeva, the group KeshYou, and Marzhan Arapbayeva,
focusing on their vocal strategies, arrangement choices, and musical composition. On the other hand,
quantitative and qualitative data from the YouTube platform (including views statistics, likes, and comments)
were systematized and interpreted to trace the dynamics of the song’s popularity and the nature of audience
perception within the digital environment.

The analysis confirms the work’s stable position in the repertoire, while simultaneously revealing a significant
transformation of its sound in contemporary versions. While R. Rymbayeva's interpretation retains the song's
declamatory and cantilena-like core, the covers by KeshYou and M. Arapbayeva demonstrate a shift toward

a dynamic, rhythmically sharp delivery, reflecting the changing aesthetic expectations of audiences

in the new era.

Although the study focuses on a single work, the selected song serves as a representative case study
demonstrating the general mechanisms of media transformation and the revitalization of the composer’s
musical heritage. The findings expand scholarly understanding of how Kazakhstani music functions

in the digital age, contributing to broader discourses on cultural memory, media reception,

and the transformation of the musical canon.
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BBepeHue

B My3blkanbHOWM KynbType Ka3axcTaHa BO BTOpPOM NosoBuHe XX BeKa NOABUACA PSS,
BbIJAOLLMXCA KOMMO3MTOPOB, KOTOPbIE MPUBHECNN HOBblE XYyAOXECTBEHHbIE OPUEHTMPbI
B HaLMOHabHYO My3biKy. B 1970-x rogax copMmpoBanoch Tak HadbiBaemMoe «TpeTbe
nokosieHne» komno3suntopos (KeHec [lylicekees, Taec Kaxrannes, XXonaH [acteHos,
TonereH MyxameaxaHoB, benbut JanaeHb6aes, Kyat Lnngebaes), TBOpUeCTBO

KOTOPbIX, Kak OTMeyYaeT YMutxKaH [J)kyMakoBa, «COBMano ¢ COLNanbHO-NOANTUYECKUMM
npeobpa3oBaHNAMMK, COCTABASET Y>KEe HOBYHO FreHepaLuio, <..> HaXOAALLYOCA B npoLecce
MOMCKa HOBbIX XYAOXeCTBEHHbIX Naern» (54-55). B 3TOT nepuog Kasaxckas My3blka
BbILL/IA 3@ PAMKW akaeMnyeckoro penepTyapa, OCBOWMAA XaHpPbl MONYASPHOM

(B mepBYytO ouepesb 3CTPAHOM) MECHU, U B paMKax My3blki KOMMNO3MTOpoB KasaxctaHa
chOpMMpPOBaANCA YHUKANbHbIV CMIaB HALMOHANbHbIX TPAANLMIA U MUPOBbIX My3blKalbHbIX
TEHAEHLN.

Ocoboe mecTo B 3TOM npouecce 3aHMMaeT TBopyecTBo K. yrcekeesa (1946-2020),
>KaHpOBas NasnTpa KOTOPOro BkAoYaeT cMMPoHMIo («[anam MeHiH»), onepeTty
(«Anpap-Kece»), Mro3nknbl («Maam», «AkKy Xibek»), KaMepHble Kbl
M MHOTOUMUCNEHHbIE 3CTPaAHble NecHW. ToxkaH ErmHbaeBa n ®apwusa basnosa
OTMEeYaltoT, UTO «B COBPEMEHHOM Ka3axckon My3bike K. [lyricekeeB y3HaBaeMm
Kak KOMMO3UTOP, ANPUKEP, MYy3blKallbHO-06LLECTBEHHbIV AeATeNb, MPU3HAHHbIA M3TP
acTpagHou necHu» (180). VI MeHHO MeceHHbI XaHp CTas AOMUHMPYHOLWNM
ana K. lyricekeeBa, 4TO BO MHOTOM OMNpeAeanI0 ero TBOPUYECKy MHAMBUAYaNbHOCTb.
BaxkHenLwen ocobeHHOCTbIO ero aBTOPCkOM No3numm 6b10 CTpEMAEHNE COBMECTUTb
6oraTcTBO Kasaxckor MeNoAMKM C MpremMaMu xasa, poka, Nomn-mMy3blku, YTO Aano
TONYOK K GOPMUPOBAHMNIO YHUKANbHOrO BOKabHO-3CTpagHoro ctuad. Kak cnpaseganeo
oTMeyvana lanusa berembetoBa, «KeHec [lyicekeeB OTHOCUTCS K TEM HaLUUM
COBPEMEHHMKaM, Yeln noyvepk y3HaeTcsa cpasy» (141).

B ka3zaxcTaHCKOM My3biko3HaHMK TBopYecTBO K. [lylicekeeBa NOCTOAHHO HaxoAUTCs
B pOKyce Hay4YHOro MHTepeca, O YeM CBUAETENbCTBYHOT aHanUTU4eckne paboTsbl
TonxxaH ErmHbaesor, Papusbl basnosoin, Nannn berembetoBoin, a Takxe NynbHap
AbapaxmaH, Asnmbeka [xambaesa, Onxaca banibekosa (ErnHbaesa v basnosa;
BerembeTtoBa 1 Abapaxman; A>xambaes; balibekoB), a Takxke ero CoO6CTBEHHbIE NyHANYHbIE
BbICKa3blBaHMA O cyabbe HaumoHanbHou scTpagpl (TypcyHoBa). OgHako cylecTByrowme
nccneaoBaHMA COCPeAOTOYEHbl MPenMyLLeCTBEHHO Ha bruorpaduyeckom m xaHpoBoO-
CTUANCTUYECKOM aHanu3e, B TO BpeMs Kak cyabba ero npov3BeseHnin B NPOCTpaHCTBe
MCMONHUTENbCKNX TPAKTOBOK M, YTO OCOBEHHO BaXXHO, B COBPEMEHHOWN LndpoBoin
cpefe oCTaeTcs HeM3yYeHHOW. ITOT Npoben cTaHOBUTCA BCe bonee CyLeCcTBEHHbIM
B KOHTEKCTE COBPEMEHHOW KYNbTypbl, B paMKaxX KOTOPOW MeanannatdopMbl, Takne
kak YouTube, BbICTynatoT B poav MeanaTopoB, NepeoCcMbICNMBas KOMMO3MTOPCKOe
Hacneaue 1 onpesenss ero BOCNPUATME HOBbIMWU MOKOAEHUAMWN CyLLaTeNen.

AKTyaNbHOCTb TakOro NoAxoza NoATBEPXKAAETCA PaCTyLMM MHTEPECOM MUPOBOW
Hayku K npoueccam LndbpoBor My3blkaabHOW peLenuun. Pas coBpeMeHHbIX
nccnegosanuii (Airoldi, et al.,; Ortega; Fraser, et al.; Dasovich-Wilson, et al.; Scott)
AEMOHCTPUPYET, KakK aropuTMbl peKoMeHAaLni, NpakTka Co34aHns KaBepoB
n cneuyndrka BUAEOKOHTEHTA TPAHCPOPMUPYHOT CIyLLATENBCKUM OMbIT, AaBas
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NCTOPMYECKMM NPOU3BEAEHNAM HOBYHO XM3Hb U BKJIKOYAA UX B aKTyaNbHbI Ky/bTYPHbI
Aananor. NpyMeHNTeNbHO K Ka3axcTaHCKOMY MaTepuany NojobHble nccaeAoBaHNsa HOCAT
eAVNHUYHBIV XapaKTep, UTO onpesenseT Hay4Hyr HOBU3HY HacToALLen paboTbl.

Takum obpaszom, kntoyeBas npobaemMa AaHHOW CTaTby 3aKArOYaETCA B MOMbITKE
NpeosoneTb CyLEeCTBYOLMI Pa3pbiB MEXAY My3blKOBEAYECKMM U3yYeHeM Hacneans
K. AyvicekeeBa 1 aHann3om LmdpoBbix GopM GYHKLMOHNPOBAHMNS ero My3blkin. Pokyc
Ha NCMONHUTENIbCKUX NHTepnpeTaumax 1 nx QyHKLMOHMPOBaHUN B Meanacpese no3BoaseT
npocnefnTb AUHAMUYECKYHO TPAEKTOPUHO XKU3HWU MEeCHWN: OT NepPBbIX CLEEHUYECKNX
BOMJIOLLLEHWNI 0 ee CyLLecTBOBaHMA B GopMaTe Noib30BaTeIbCKOro KOHTEHTA, 1alkoB
N KOMMEHTapKeB, YTO OTKPbIBAET HOBblE NEPCreKTUBbI ANA NOHUMaHNA MEXaHU3MOB
KyNbTYPHOM NaMATU W aKTyalbHOCTM My3blKaJbHOrO Hacieaus B LMGPOBYHO 3MoXy.

Lienbto nccnepaoBaHmns ABNAETCA BbiABIEHNE OCOOEHHOCTEN NCMONHUTENbCKUX
NHTepnpeTaunin necHn «Canem caraH, TyraH en» K. lylicekeeBa 1 paccCMOTpeHMe
UX MeANNHOTO QYHKLIMOHMPOBAHMA B KOHTEKCTe LMppPOoBOK KybTypbl. B pamkax
nccnefoBaHNA CTOAT CaeAyroLme 3a4aun:

1. VI3yyeHmne Hay4yHOW nntepaTypbl O TpaHchOpMaLMm My3biKaabHOTO BOCMPUATHA

B LIMPPOBYHO 3MOXY N ee coNnocTaBAeHMe C Ka3axCTaHCKMM KOHTEKCTOM.

2. AHanus necHun «Canem cafaH, TyfaH e/1» B KOHTEKCTE NCMOJHUTENbCKUX TPAKTOBOK.
CpaBHeHWe pa3NINUHbIX UCMONHUTENbCKUX BEPCUIA MECHM.

4. V3yuyeHuve AaaHHbIX C TpaHCAUMM Ha YouTube 1 KOHLIepTHbIX 3anuncen (MPoCcMoTpbI,

KOMMEHTapun, peakuns ayantopumn).
5. OnpeaeneHne ponn cCoBpeMeHHbIX Meana B COXPaHEeHUN 1 akTyanumsaumm
MY3blKa/lbHOrO Hac/ieAnsa KOMNo3nTopa.

B pamkax cTaTbu BnepBble MPOBOANTCA KOMMIEKCHbIN aHain3 BOKaJIbHbIX
NHTepnpeTaunin necHn «Canem cafaH, TyfaH en» [lylicekeeBa B KOHTEKCTE X LNDPOBONA
XXW3HW N BBEJEHWE faHHbIX B HayYHbIn 060poT. Ecam npegbigylime nccnegoBaHmsa 6uiam
CoCpeaoTOYeHbl Ha ero buorpadun, XxaHpOBO-CTUEBOM pa3HOObpas3nmn n mecte
B MCTOPWM Ka3axCTaHCKOW My3bIKW, TO Mbl Ae/laeM akKLeHT Ha NCMONHEHUN 1 peLenumm
Ha MeAnannatpopmax, YTO COOTBETCTBYET COBPEMEHHbIM TEHAEHLNAM B My3bIKOBEAEHUN
N KyNbTyPOJIOTUW.

Vicxoasa 3 31oro, Hactoswas crtaTbs paclumMpaeT npescTaBaeHns O BOKalibHO-
3CTPajHOM HacaeAnn KOMMO3UTOPA, a TakXKe OTKPbIBaeT HOBbIE NYTU AJA U3yYeHUs
MY3blKaNbHOM KyAbTypbl KazaxcTaHa B 3noxy undpoBoin TpaHchopmaLmm.

w

Matepuanbl n metoabl

MaTepuranom ans aHanvsa NoCay>KUam Tpu NCNONHUTENbCKUE BEPCUN MECHN

K. AyncekeeBa «Canem cafaH, TyfaH e/1»: OPUTMHabHas 3anucb B MCMOJAHEHNM

Po3bl PeimbaeBown (1980-e rr.), kaBep-Bepcus rpynnbl KeshYou (2017) n koHuepTHOe
ncnonHeHve MapykaH Apanbaesoi (2021). Bbibop obycnoBaeH penpe3eHTaTMBHOCTbHO
JaHHBIX BEPCUIA: OHW MPEACTaBAAIOT Pa3Hble UCTOPUYECKNE NEPUOAbI, Pa3Hble MOKONEHUA
NCNONHUTENEN 1N pa3Hble CTPaTErMy B3aMMOAENCTBUSA C UCXOAHBIM MaTepUasom —

OT KaHOHNYECKOro BOMIOLLEHNSA A0 COBPEMEHHbBIX XXaHPOBbIX TPaHCHOPMaLUNA.
JononHnTeNnbHO NpMBAEKANNCh apXMBHbIE Tese3anncK, HOTHble n3gaHua (C6opHMK
«TyfaH >Xep») N NybamumcTnyeckne Matepuanbl, CoAep>KaLlime BbiCKasblBaHWS KOMMO3MTOPA.
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MeTogonorvs nccnesoBaHus HOCUT KOMIMIEKCHBIV XapakTep U cOYeTaeT MHCTPYMEHTapuiA
TPaAVLMOHHOIO My3bIKO3HaHWUA C MeToZaMu LIMPOBLIX F'yMaHUTapHbIX Hayk.

OZHVM 13 OCHOBHbIX METOA0B ABASETCA UCTOPUKO-KY/IbTYPHBIA aHanus. Ha ocHoBe
M3yyeHns nuTepaTypbl U UICTOYHUKOB Bbl 0603HaUEeHbl OCHOBHbIE TEHAEHLMN Pa3BUTUSA
Ka3aXCKOW My3blKalbHOM Ky/bTypbl BO BTOPOWN NMOJIOBUHE XX BeKa, a TaKXKe KAtoYeBble
napameTpbl TBOPYECKOro Hacieama [yncekeeBa. ITOT METOZ MO3BOANA ONPeAEeNNUTb
MeCTO KOMMO3MTOpa B Yepese NOKONEHNIN U BbISIBUTb €ro POJib B Pa3BUTMN BOKaAbHO-
3CTPajHOro UCKyCCTBa, OCHOBAHHOIO Ha MHTErpaunmn HaLMOHaAbHbIX TPaAULNIA
N COBPEMEHHbIX MY3blKa/lbHbIX CTUNEN.

My3blKaNbHO-TEOPETUUYECKNIA 1 BOKANIbHO-UCMONHUTENbCKUA aHANN3 HanpaBaeH
Ha BbliBeHNEe 0COHEHHOCTEN BOKaAbHOW ANHUW, ANKLUWN, MENOAMNYECKOTO AbIXaHWs,
TeMbpanbHOM OKPaCKN 1 3ByKOM3BAEUYEHMA B KaXA0n 13 Tpex Bepcmin. Ocoboe BHMMaHMe
yAenaercs Tomy, kak putMmyeckas CTpykTypa, 1aZ0oBble 0COHEHHOCTU U 3NEMEHTDI
peuymnTaTnBa, 3aN10XXEHHbIE B KOMMO3UTOPCKOM TEKCTE, PeaNn3yroTcst B KOHKPETHbIX
NCMONHUTENbCKNX TPAKTOBKaX.

CpaBHUTENbHBIN aHaNN3 TPeX BEPCUA MPOBOAMUTCA MO CAEAYHOWUM KPUTEPUSM:

TeMn 1 pUTMMUYEecKas opraHv3aLms; BoKaibHas TeXHMKA (COOTHOLLEHME KaHTUEHDI

N feknamalmm, 3CTpasHas MaHepa NeHus); apTUKYAALMA U nojadva NO3TUYECKOro TEKCTa;
apaHXMPOBOYHbIE PELLEHNA Y MHCTPYMEHTaNbHOE COMPOBOXAEHWE; CLIeHUYecKas
npeseHTauus 1 BulyanbHoe opopmaeHune (a9 BUAEOBEPCULA).

BaxxHOW yacTbto METOANKMN ABAAETCA U3yyeHne GYHKLMOHNPOBAHWSA NeceH
K. JyncekeeBa B LMGpOBOM NPOCTPaAHCTBE, B MepBYyro oyepesb Ha YouTube, nostomy
Mbl MPUMEHUAN METOJ, KOHTEHT-aHann3a. Mbl cucTemMaTM3npoBanu AaHHble
0 NMPOCMOTpaX, akax, KOMMeHTapuax 1 gate nybavkaumu. Takor aHanv3 nos3sonseT
OLEHUTb MHTEepeC ayaMTOPUMN K Pa3INYHbIM BEPCUAM MECEeH U BbISBUTb MHAMUKY
NX NONynsapHOCTU. [onyyeHHble pe3ynbTaTbl MO3BOAAOT paccmaTpmBaTb YouTube
KakK aKTUBHYHO naathopmy Ans KynbTypHoU peuenunn (Fraser, et al.; Scott).

Tak>ke UCNONb3yeTcs METOA CEeTEBOrO aHain3a KaBepoB, KOTOPbIN NPUMEHAETCA
NPV UCcneaoBaHUM My3blKalbHbIX KABEPOB KaK NokKasaTens «XXu3HW» Npoun3BeseHus
(Ortega). B pamkax nccnegoBaHumsa 6b1v U3yUeHbl Pa3IyHble BEPCUM UCMONHEHUS:
OpPUrMHaNbHble 3aMnCcK, KOHLLEPTHbIE MHTeprpeTaL My, TENEBU3NOHHbIE N LUDPOBbIe
TPaHCAALMK, @ TaKXKe KaBEP-BepPCUM COBPEMEHHbIX UCMONHUTeNeN. s ux cuctemaTtmsaumnm
6bIIM coCcTaBeHbl TabMLbl M AnarpamMMbl, OTpaXKatoLme KOPPEensaLmo Mexay
NCMONHUTENSMM, BPEMEHM UCTMONHEHWS NMECEH N KONNYECTBEHHbIX NMoKa3aTenen
NPOCMOTPOB, 1IalikOB, KOMMEHTapueB. Takon NoAX0s NO3BOASET HaM OMPeAeNuTb,

KakK 3CTpajgHO-BokanbHoe Hacneaue K. [lyricekeeBa MHTErpupyeTcs B COBPEMEHHYHO
MY3bIKaNbHYH KYy/bTypy NOCPEACTBOM NPaKTMKM KPOCCOBEPOB M KaBEPOB.

WTak, meTogonoruna nccnegoBaHuns couetaet B cebe KauecTBEHHble (MCTOPUKO-
KOHTEKCTya/IbHbIA M BOKa/NbHO-TEOPETNYECKNA aHaNN3, CpaBHUTE/bHbIA aHanun3
NCMONHEHWA) N KONIMYECTBEHHbIE METOAbI (KOHTEHT-aHaW3, CETEBOWN aHa N3 KaBEPOB).
Mx komnnekcHoe NpuMeHeHWe NO3BOASET PaCCMOTPETb 3CTPaAHO-BOKaAbHOE Hacneane
KOMMO3MTOpPa He TOJIbKO Kak YacTb MCTOPUM Ka3axCKOM My3blKW1, HO M KaK AUHAMUYHBIA
KyNbTYpHbI GEHOMEH, KOTOPbIN NPOAO/IXKAET pa3BMBaTbCA baarosaps NCNOAHUTENbCKUM
WHTEepnpeTaLnsaM 1 COBPEMEHHOMY MeANNHOMY BOCMPUATHIO.
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B cTaTbe ncnonb3yeTca pacluMpeHHoe, MeXANCLMNANHAPHOE MOHMMaHWe TepMyHa
«peLenuma», TPakTyemMoro Kak COBOKYMHOCTb MPOLLEeCCOB BOCNPUATUSA, BEPCUY,
OLEHKM 1 aKTyanm3aLmm My3blKalbHOrO NPOn3BeAeHNs B UCMONHUTENbCKOMN,
ayAMTOPHOW 1 Meanacpese, Bkaroyas umdpooe npoctpaHcTBo YouTube. Takoe
NMOHWMaHVe NO3BO/IAET aHaNn3npoBaThb NecHo «Canem cafaH, TyfaH en» He TONbKO
Kak XyZO>XeCTBEHHbI TEKCT, HO U KaK ANHAMUYECKNIN KybTypHbIA GeHOMEH
COBPEMEHHOW MeAMaKOMMYHMKaLUW.

Awnckyccua

M3yueHune necHu K. [lyncekeeBa TpajMLMOHHO OCYLLECTBAAETCSA B pamKax
MY3bIKOBEAYECKOro aHann3a, GoKyCcmMpyoLeroca Ha >XaHpPOBO-CTUIEBbIX OCOBEHHOCTAX,
KOMMO3WULMOHHOM TEXHWUKE NN UCMONHUTENBCKMX TPAKTOBKAX, UTO NO3BOAAET rnyHoko
MOHATb BHYTPEHHIOK OpraHmn3aunto My3blikasbHOro Tekcta. OfHako ocTaeTca OTKPbITbIM
BOMPOC O TOM, Kak NPOu3BeAeHNs KOMMNO3MTopa GYHKLIMOHUPYHOT B COBPEMEHHOM
LNDPOBON Cpese, TAe UX «XKU3Hb» BCE B MEHbLUEN CTEMEHWN ONPEAENAETC OPUTMHANBHOM
Bepcren n Bce B 6onbLuen — MHOroobpasvem nHTepnpeTalmii, Noab30BaTeNbCKON
aKTVBHOCTbIO 1 NOTMKOW paboTbl naatdopm.

MexayHapoAHble NCCne0BaHWUA NOCAEAHNX NEeT NpeasiaratoT pPas KOHLEeNUMK,
peneBaHTHbIX A8 PeLleHns 3Ton 3agaum. Tak, B pabote Maccumo Aponam ¢ coaBTopamu
(Airoldi, et al.) zeMoHCcTpupyeTcs, UTO pekoMeHaaTenbHble anroputMel YouTube
He MPOCTO OTpaXkatoT MNPeANOYTEHNS NOb30BaTeNeN, HO aKTUBHO GOPMUPYIOT NaTTEPHbI
MY3bIKaJlbHOrO NOTPebeHNs, NPOKNaAbIBas HEOUEBUAHbIE CBA3N MEXAY CTapbiMU
M HOBbIMM 3anncAMW. A Hallero nccneaoBaHMA 3TO O3HaYaeT, YTO BbICOKas
NONyNSPHOCTb COBPEMEHHbIX KaBep-Bepcuii necHn «Canem caraH, TyFaH en» MOXeT
ObITb HE CNYYaNHOCTbIO, @ CNEACTBMEM aNroOPUTMUNYECKON NOTUKN NaaThopMbl,
«MOATArMBAIOLLEN» OPUTMHAN K HOBOM ayAUTOPUN Yepe3 LenoYkn pekoMeHaaLmm.

B cBOtO ouepesb, CETEBOM MNOAXOA K aHaNM3y KaBep-BEPCUIA, MPeasOXeEHHbIN Xoce
Jlyncom Oprterou (Ortega), no3BoAseT pacCMaTpMBaTb MHOXECTBEHHOCTb MHTEPpeTaLnii
Kak 06beKTUBHbIV NoKa3aTeNb Ky/JbTYPHOM YCTOMUMBOCTH Npoun3BeseHns. Yem 6onblue
>KaHpPOBbIX TpaHCHOPMaLMIA MOPOXKAAET KOMMO3ULMSA, TEM Bbille ee CMOCOBHOCTb

K aganTauum 1 TeM 3HauMMee ee MeCTo B My3blKaJlbHOW KybType.

[Jpyroe BaxHoe n3mepeHune LMdGpoBOM peuenLmmn CBA3aHO C MHTEPAKTUBHOCTbIO
1 BU3YyasibHbIM KOMMOHeHTOM. ViccnegoBanue TpucHacapun Opeinsepa n konner (Fraser,
et al.), nocBALEHHOE NpPaKTUKaM COBMECTHOTO OHNAMH-MPOCMOTPA, MOKa3bIBaeT,

Kak aKTMBHOCTb B KOMMEHTapUsAX YCUANBAET SMOLIMOHAbHbIN OTKAVK U dopmupyet
YyBCTBO OBLLHOCTU Cpeau cayliaTtenen. 1o HabatogeHne nprnobpeTaeT ocobyto
3HaYMMOCTb NpW aHanm3e necHu [lyricekeeBa, MOCKObKY NaTpUOTUYeCKas TeMaTnka
«CaneM cafaH, TyfaH e/1» 1 ee HOCTaNbrMyeckmii NOTEHLMaN MOTYT BbICTynaTh TPUrrepamm
A9 COBPEMEHHbIX MOb30BaTENbCKUX ANCKYCCUn. Kpome Toro, KoHUenTyaabHas pamka,
pa3paboTaHHas [yxoaHHou [lacoBuy-YuncoH un coastopamum (Dasovich-Wilson, et al.)

ANA aHaAM3a My3blKalbHOro BUAEO, MOAYEPKMBAET, UTO BM3yabHaA COCTaBAAOLLLASA
CO34aeT AOMNOJIHUTE/IbHbIE CMbIC/IOBbIE C/IOW, HANPSAMYHO BAUASA HA MHTEpnpeTaLmio
KoMno3uumun. B Hawwem cayyvae Mbl UMeeM efio € TPEMA NPUHLMMMANBHO Pa3HbIMU
BW3YyaNbHbIMW PELLEHUAMMN — OT TENEBU3MOHHOM 3cTeTnkn 1980-x rosoB A0 COBPEMEHHOTO
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KAMNa, — N MOHMMaHWe TOro, Kak 3TV peLleHns NpesioMAAIOT BOCNPUATME OAHOWM
1 TOW Xe KOMMO3MLIMM, CTAaHOBUTCA HEOOXOAMMBIM YCNOBMEM MOAHOLLEHHOrO aHaamn3a.

HakoHeL, MeToA0N0rnyeckyto CTPOroCTb HalleMy UCCAefoBaHMIo NpuaaeT obpalleHne
K paboTte Penuen CkoTT (Scott), NOCBALLEHHON aHaAN3y BOCNPUATUA My3bikin Ha YouTube.
CKOTT He TO/IbKO NpeasiaraeT KOHKPETHble NpoLeAypbl cOopa MeTasaHHbIX, HO U NoABepraet
KpUTUUYECKOW pedaekcumn orpaHuyeHmns LMdpoBbIX AaHHbIX: YAANE€HHbIA KOHTEHT,
pervoHanbHyto cneunduky AoCcTyna, akTMBHOCTb 60TOB. Ee rnaBHbIN BbIBOJ, — HEOBXOANMMOCTD
coyeTaHua «LMPpoOBOro smnunpmnsmMa» (aHanmsa NPOCMOTPOB, NaNKOB, AUHAMUKM
ny6ankaumnin) c Ka4eCcTBEHHbIM U3yYeHMEM MOb30BaTENbCKMX KOMMEHTapueB
N KOHTEKCTYaIbHOW MHTepnpeTaunen. IToT rmbpuaHbIi METOAONOTMYECKUA MPUHLMN
OKa3blBaeTCs BaXHbIM A5 Hallel paboTbl.

Ha3BaHHble 3apybe>xHble N3biCkaHWA MO3BOAAOT CGOPMMUPOBATL NCCNeA0BaTENbCKOE
HanpaB/ieHWe, BKItOYatOLLee: a) yYeT aNropuTMMYECcKon NOrnkn naatdbopm,
bopmupytoLLen undposoe «o0bHapyxeHne» My3blki; 6) MHTepnpeTaLuio
MHOXECTBEHHOCTM KaBEP-BEPCUI KakK NHAMKATOPA KY/JbTYPHOMN YCTONUMBOCTY;

B) @aHa/IM3 UHTEPaKTMBHOCTM M BM3yalbHOrO KOMMOHEHTa Kak HeoTbemieMbiX GakTopoB
BOCNPUATKS; T) pedaeKCMBHOE OTHOLEHME K LMPPOBbIM AaHHbIM. AfanTauns 3Toro
WHCTPYMEHTapua K KOHKPETHOMY My3blKaJbHOMY MaTepuany — necHe «Canem cafaH,
TyfaH ef» B YeTblpeXx pernpe3eHTaTUBHbIX BEPCUAX — MO3BONSET MEPENTM OT 0bLmMX
METOA0N0rMYECKNX PacCy>XAeHUM K cofep>kaTenbHOMY aHanmnsy. Kaxgas 13 nHtepnpetauumm
npeACTaBAfeT pa3Hble 3MOXMN U pa3Hble CTpaTerny B3aMMOAENCTBUA C UCXOAHBIM
MaTepranom. AHanuTnyeckas CoCTaBaAOLAa CTPOUTCA Ha BYX B3aMMOAOMONHAOLLMNX
YPOBHSX.

MepBblil ypOBEHb OCHOBbLIBAETCA Ha TPAAWLIMOHHOM MY3blIKO3HaHMM, KOTOPbI
AOMNOJIHEH BOKa/IbHO-UCMONHUTENBCKUM aHann3oM. MNapameTpbl ANKLNW,

TembpasbHOM OKpacku, GpasvpoBKN 1 AeknamaL My No3BOASAIOT 3adnKCUpPOBaTh,

Kak MMEHHO XyA0>XeCTBEHHOE BblCKa3blBaHNE KOMMNO3WUTOpa TpaHchopMupyeTca

B XXVIBOM WCMOJIHEHWW, KaKne CMbIC/Ibl YCUANBAIOTCA, Kakne peayLmnpyroTcs, Kakme
BO3HMKaOT 3aHOBO. JTOT YPOBEHb aHa/n3a JaeT OTBET Ha BOMPOC O TOM, Kak UMEHHO
WHTEPNPETUPYHOT MECHIO Pa3Hble NCMONHUTENN.

BTopoi ypoBeHb onmpaeTcs Ha MHCTPYMeHTapuini LMdPOBbIX 'yMaHUTapHbIX Hayk.
AHann3 MeTagaHHbix YouTube (MpocmoTpbl, naku, AMHaMuyKa nybavkauni), ceTeBom
aHann3 cBs3en MexZay BepCaAMU 1 KaYeCTBEHHOE N3yyYeHne Nosib30BaTeIbCKMX
KOMMeHTapveB NO3BOSIOT YBUAETb, Kak 3TU TPAKTOBKM XUBYT B LIMGPOBOW cpeje:

Kakas ayautopusa nx notpebnser, kakme obCyXAeHWA OHN NPOBOLMPYHOT, KakK anroputMbl
nnaTGopMbl CBA3bIBAKOT «CTapble» N «HOBbIE» 3aMUCH.

Mpeanaraembl HaMW TMOPUAHBIN NOAXOZA NO3BONAET YBUAETb, KaK KOHKPETHbIE
WHTepnpeTauun (HanpuMep, MaHepa NPOU3HeCeHMa TeKcTa Uan TeMbpasbHble aKLeHTbI)
KOPPEesMpYHOT C XapakTepOM MO/b30BaTENbCKUX KOMMEHTapUEB, a BU3yaibHas 3CTeTUKa
Kauna — ¢ AMHaMUKOWN NPOCMOTpPOB. NpeasioxeHHas MoAes b MOXET bbiTb B faNbHeNLLeM
NpVYMeHeHa Kak K ApyruMm npounssegeHunsam [yncekeea, Tak 1 K 6osiee LWMPOKOMY Kpyry
ABNIEHNI Ka3aXCTaHCKOW NMOMYAAPHON My3blKM, OTKPbIBas NepCnekTBY AN N3yYeHUs
TOro, Kak akaZemmyeckoe 1 3CTpagHoe Hacneamne NPoLwaoro GyHKLUNOHUPYET B YCAOBUAX
LUMPPOBON COBPEMEHHOCTM.
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Pe3synbTaTthbl

B 3ToM pa3gene oTobpaxkeHbl pe3y/ibTaTbl CPABHUTENBHOIO aHan3a UCMOHUTENbCKNX
Bepcuii necHu K. [lyncekeeBa «Canem caraH, TyfaH en» N UX LMppoBas NpescTaBieHHOCTb
Ha naatdpopme YouTube, a TakKe KOHLEPTHAA N MeAMMHAA «KN3Hb» 3TUX UHTeprnpeTaLui.
Kak yka3biBaeTcsa B cTaTtbe Apongmn n ap., «YouTube — nonyaspHbIN BUAEOXOCTUHT,
npvHagnexawnin Google, KOTOpbIV B HacToALee BpeMs ABAAETCA rnobanbHbIM
XpaHWAMLLLEM NOMYASPHON MY3bIKM U TOUKOW BXOAa AN OTPOMHOrO YMcaa CayLuaTenei-
notpebutenen, nwyLmx HoByro My3biky» (Airoldi, et al. 1).

Bbibop AaHHOM NecHW obycoB/eH ee CTabuabHbIM GYHKLIMOHUPOBAHUEM
B penepTyape BeayLMx ncnoaHutenen KasaxcraHna, a Takxke ee 3Ha4MMOW POJbHO
B POPMUPOBAHMIN HALMOHANbHOW MYy3blKaJlbHOM MAEHTUYHOCTM U MHOroobpasnem
nHTepnpeTaumii. ConoctaBieHve pa3anyHbIX BEPCUIN AaHHOM NECHN MO3BOAAET MOHATD,
Kak TpaHcdopmMmMpoBanacb BOKaabHaa nogava, CTUANCTUKA apaH>XXMPOBKM 1 XapakTep
nonynapu3saLmm NPon3BeAeHNa Cpeim COBPEMEHHbIX CyLlaTenen.

MecHa «Canem cafaH, TyFaH e1», HanucaHHaa B 1976 rogy, NnpoHn3aHa rnyboko
HaLMOHaNbHbIM XapakTepoM, KOTOPbI OTPaXKaeTca He TONbKO B MO3TUKE,

HO 1 B My3blKa/lbHOW TKaHW koMno3nuun. OHa HanvcaHa B TBOPYECKOM TaHAeMe
Keneca AlyicekeeBa v nosta Lomuwbas CapueBa. B 3Ton cBA3m cnegyeT OTMETUTD,
4TO OHM 06a BbIXOALb! 13 KbI3bIIOPANHCKOM 06/1aCTW, C AeTCTBa BNUTaBLUME B cebs
AYLLY 1 CTUXMIO 3TOTO CYpPOBOrO NMecyaHoro Kpas. BocnmMTaHHble COBETCKOWM 3Moxon,
OHU 6bINN eANHOMbILLIEHHNKaMW, NpeAaHHOo NHbuan poauHy 1 Bepuan Bo Bceoblyee
cyacTbe W CripaBesnBOCTb.

My3blKanbHaa CTUANCTMKA MECHN OCHOBbLIBAETCA Ha COYeTaHMM ABYX KOMMOHEHTOB.
MepBblin COAMXKAET MECHIO C TPAANLMOHHBIM XXaHPOM TePMe, Ha YTO yKa3biBaeT
ee peunTaTUBHbIV XapakTep, 7-8-cnoxHasa CTPyKTypa MNO3TUYECKOro TeKCTa, 6bICTpbIl
Temn, NOCTOAHHasA CMeHa MeTpa 1 putMa. HavanbHoe menoanyeckoe ABuXKeHNE
pa3BoOpayvMBaEeTCca B Npesenax KBUHTbI U CTPOUTCA Ha MHTOHALIMOHHOM CLenaeHnm
ABYX ManbIx Tepunii. JanbHeviee HenpepbiBHOE Pa3BUTME HOCUT NMOBTOPHO-
BapbMpPOBaHHbIA xapakTep. B To >ke BpemMs B Npon3BeAeHNN NPUCYTCTBYIOT YepThl
COBETCKOM MaCcCOBOW 3CTPaHOWN NecHW: MadOCHbIM «MOM» CO CKaHANPYIOLLMMM
WHTOHALMAMKN, CUHKOMMPOBAHHBIM PUTMOM, HANMOPUCTbIM ABUXEHNEM.

Komnosunuma necHn npyMeyatesibHa TeM, YTO 3amMeB, BKAKOYAOLLMA BOCEMb CTPOK,
COOTHOCKTCA C TMPAZAHBIM MPVHLMMNOM CTPOEHUS PEYNTATMBHBIX XaHPOB Ka3axCKOW
neceHHOW KyabTypbl. [Tpy 3TOM KynaeTHO-NpuneBHas Gopma yCAOXHAETCA 3a cyeT
AOMONHUTENBHBIX Pe3toMUPYLOLLMX CTPOK «CaneM cafaH, TyFaH en» nocae 3anesa
n npunesa. lNpnyem AByKpaTHOE MOBTOPEHNE CIOBECHO-MHTOHALMOHHOW GOpPMY bl
«Canem cafaH» B KOHLLe NMpMNeBa, BbINONHAKOLWEro GyHKLUNIO cBOeobpasHoro pedpeHa,
yCuvMBaeT NaTpuoTMUEeCKyHo HanpaBaeHHOCTb necHw. I. 3. berembeTtoBa yka3biBana,
YTO «MPUMEB BbICTYNaeT B PO/ UTOTa KynAeTHOM peumnTaumnm, 0606Lias MHTOHALWOHHbIN
MaTepuan kynaeta» (141). Takke oHa oTMeYana B TpeTbeln dppasze «...nepexos,

OT Aek/JlaMaLMOHHOro TMMa NoAayn BOKasbHOM NapTum K 6onee KaHTUNEHHOM».
ApceHan BblpasuTe/ibHbIX CPEACTB >XXaHpa TepMe 1 COBETCKON MaCCOBOW MeCHM
chopmmnpoBanu NaTPUOTUYECKMI XapaKkTep MPOU3BEAEHWS, YTO COOTBETCTBOBAJIO
3CTETUYECKUM TEHAEHLMAM 3MOXN ee Co3AaHuns.
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MepBol cnonHUTENbHULEN NecHW «Canem caFfaH, TyFaH en» ctana Po3a PbimbaeBa,
TaNlaHT, Xap13ma 1 BOKaJlbHOE MacTePCTBO KOTOPOW 0becneumnso en Wupokyto
nonynsapHOCTb. B ee ncnonHeHWW NecHs coxpaHAeT CBOW NepBUNYHbIN 0BANK, HOCKT
APKUA NAaTPUOTUYECKNIA XapakTep. PbiMbaeBa B OTAMUME OT COBPEMEHHbBIX MOOAbIX
ncnonHuTenen cosaaet bonee AekaamaLMOHHYHO Nojady TeKCTa, TWwaTeNbHO
BbIrOBapuvBas Kaxzgoe CN0BO, NoAYepKMBasa CUAbHble foAn Kaxaoro TakTa (1, 3, 5-a goan
B 7/8 pa3mepe), KaHTUNEHHO UCNOAHAA NpuneB. IMeHHO akueHTUpOBaHMe HaYvalbHbIX
CN0roB «byHaKOB» MO3TMYECKOro TEKCTA, IKCMPECCUs, opaTtopckas MaHepa UCMONHEHMWA
CnocobcTBOBaNV Nepesave APKOM HaLMOHaAbHOW XapakTepPHOCTW MeCHK, YTo No3BoaseT
Ha3BaTb ee UCMOJHEHWE «KIacCUUYeCKMM». MOLWHbIV 1 TembpanbHO 6oraTblii ronoc
PbiMbaeBOW, LWUINPOKUI BOKaJIbHbIM AMana3oH, Bbipa3nTesbHas AekiamaLMoHHas
MaHepa NO3BOJINAN LOHECTU NMOHATHbIE CMbIC/bI U 06pa3bl NecHW, YTo obecneumno
ee NOBCEMECTHYIO TPaHCAALMIO Ha PaAnO U TeNeBUAEHUN.

B ncnonHenuun PoimbaeBon cyLLecTByeT ABe BEPCUMN apaH>KMPOBKM: NepBas U3 HUX
1978 roaa (B Hawem aHanmse Bepcua 2015 roga) conpoBoOXaanach 3CTPaAHbIM aHCaMbaem,
B KOTOPOM MCMO/Ib30BaINCh Ka3axckme GOobKNOPHbIE NHCTPYMEHTbI, BTOpas apaHXnpoBKa,
HanuncaHHasa B 2000-x rogax (B Hawem aHanuze 310 Bepcus 2023 roaa), bonee coBpemMeHHas,
B CTWNE [pKa3-apT-pok.

Y rpynnbl KeshYou 3Ta necHs 3Byunt B 601€€ 3ameNeHHOM TeMne, peynTaTMBHO-
AEeKNaMaLMOHHO, KyMnieT U NPUMNEB HE N3MEHAKOTCA, HO MEHAETCA rapMOHUYECKUIA
cTpoi necHu. CTunb apaHXMPOBKM — NOM, XapA-pPok. VicnonHsaeT rpynna Tpw Kynaeta,
rae TPeTUA KynaeT 3ByUNT Ha NMOTOHA Bbllle. Takoe NoBbILLEHME TECCUTYPbI HbI10
XapaKTepHO A8 COBETCKOW MacCOBOW NMECHW 1 MPUBHOCU/IO B €e MeNomyeckoe
pa3BUTME SMOLIMOHANBbHYIO NPUMNOAHATOCTb. B MCNOAHWUTENBCKOM NlaHe JOMUHUPYeET
AEeKNapUPOBaHHOCTb, OTKPbITOE NPOBO3raalleHne naTtpmoTnyeckoro nadoca,

YTO CNOCOHCTBOBANIO aKTUBHOMY BbIPaXEHMIO HaLMOHaNbHO-AYXOBHOrO NoAbeMa
B 3MOXY HE3aBMCUMOCTW.

B TBOpuecTBe MapyxaH Apan6aeBow NecHsa n3noxeHa B ctune GOoNK-xapsa-pok:
3ByUUT OHa B0see CMOKOWHO M NMPOTAXEHHO, PacLUMPAACH 3a CYET BUPTYO3HOroO
aNeKcnmyeckoro NPUNeBHOro AonoaHeHus. [NpumMeyaTtensHoO, UTO MoandULMpyeTCa
MeTpopuTMMYeckas CTPyKTypa NecHuW, rae BMeCcTo CNOXHOro pasmepa 7/8 oHa
NPOBOANTCA B ABYAO0NbHOM pa3Mepe, YNpoLLasacb B UCNOAHUTENbCKOM MAaHe 1 Taroten
K Bosiee 3cTpagHOMY, POKOBCKOMY CTUAKD. B MCNOAHEHWM NeBULbI CraaXXmnaeTcs
TeMMNoBas arornka, CMeLLarTCa NHTOHALMOHHbIE aKLEeHTbI, yCUIMBAETCA BOKabHas
Menn3mMaTrKa, xapaktepHas ans ctuna Apanbaesoi. Ee cneunduyeckmii Tembp
noAvepKnBaeT TPaAMLMNOHHYH XaHPOBYHD OCHOBY MECHW.

MepenaemM K KOHTEHT-aHaNN3y UCMONHUTENbCKUX MHTEPMPEeTaL i, NpeAcTaBaeHHbIX
Ha YouTube-kaHane. Cnesyet oTMeTUTb, UTO ObpaLleHre K Buageomatepmasam
Ha naatdopme YouTube no3BonseT paccMaTpmBaTb COBPEMEHHbIE NCMONHUTENbCKNE
BEPCUM MECHU He TOIbKO KaK ayAuanbHbIA, HO U Kak ayAnoBM3yanbHbli GeHOMEH.

Kak nuwyT [lacoBmY-YUACOH 1 COABTOPbI, «ayAMOBU3YyanbHbIA GOopMaT CyLLECTBEHHO
TpaHchopMMpyeT NPOLLEeCChbl BOCNPUATUA. 3pUTENb KOHLEHTPMPYETCA HE TOIbKO
Ha MeNIoANKO-UHTOHALMOHHOW CTPYKTYpPe, HO U Ha BM3YyasibHbIX 3N1eMeHTax: cLieHorpaduu,
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HaLMOHaNbHbIX KOCTIOMAX, XXeCTax UCMONHUTENS, XOopeorpadryecknx KOMMOHeHTax,
MoHTaxe» (Dasovich-Wilson, et al.).

MpeactaBuM c60pP AaHHbIX 06 NCMONHUTENBCKUX MHTepnpeTaumax necHn «Canem
cafaH, TyfaH en» Ha YouTube B Buae Tabanupl. CKOTT nogyepkmnBaeT 3HaunmocTtb YouTube,
Tak KaK «MccaefoBaHme ero AaHHbIX NO3BOASAET NONYUNTb Bonee NONHY KapTUHY TOro,
KaK MCMONHUTENN W CyLllaTeN B3anMOAENCTBYHOT ¢ koMmno3uTopamu Lied B XXI Beke»
(Scott 657).

B Tabauue 1 npeactaBaeHbl OCHOBHbIE METPUKMN YeTbIpeX BUAE03aNMUCeN NECHN
Ha naatdopme YouTube (no coctosHmio Ha ceHTAbpb 2025 roaa). MNMepBsble aBa cTonbua
cozepxat nHdopmaumo 06 ncnonHuTene, roge co3gaHusa sugeosanucy, ee QR-koa
n paty nybamkaumn. B nocnegHmx tpex ctonbuax nocnesoBaTesibHO AaHbl
KOJIMYECTBEHHbIE MOKa3aTean NpPOCMOTPOB, JakoB, KOMMEHTapMEB.

HeobxoaMMO OTMeTUTb, UTO B 3aZj@4M HACTOSALLEW CTaTbW HE BXOAW aHaAN3 camux
KOMMeHTapumeB. XOTs, BOSMOXHO, 3TO 3HaUUTEbHO pacluMpmno bbl nccnesoBaTeNbCKU
KOHTEHT W BbIBEO Ha HOBbIE Hay4Hble rPaHK, KOTOpble MOXHO HabitoaaTh B CTaTbe
®penizepa n ap. ABTOpbI M3yunam BOCEMb BUAeO3anncen, TpaHcampyemoix Ha YouTube-
KaHane BO Bpems kapaHThHa B 2020 roay, v Aanm TeMaTUUYeCKUA aHaM3 KOMMEHTapUeB
K HUM. «B pe3ynbTate TeMaTU4eCcKoro aHaan3a KOMMEHTapMeB K BUAEO Obliv BblaeneHbl
NATb OCHOBHbIX TeM: Blanmogencteme, EANHCTBO, YcTonumBocTb, aeHTnuHoCTb
n dmounm» (Fraser, et al. 1).

Tabnunua 1. Cratnctuka nybavkaumi Bugeosanuncein necHn «Canem cafaH, TyFaH en»

N2 WcnonHurtenb / ponvk Aara MpocmoTpbl  Jlaiikn Kommen-
ny6avkauum Tapum
1. | icnonHeHwne necHun Po3on PeimbaeBoi (1981 | 24 aHBaps 2015 | 21 457 272 15
/ ny6avkaums Ha YouTube — 2015)
2. 8 mapta 2023 2 581 45 11
3. 11 ntoHa 2017 30 444 286 23
4. | NcnonHeHwe necHn MapxkaH ApanbaeBoi 15 Hoabps 2021 | 18 199 182 15
(2021)
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[Ana 6onee HarnafHOW BM3yanmnsaLmm pasvynii B KOMYeCcTBe NPOCMOTPOB
NpeACTaBUM MONyYeHHble AaHHble MPWU MOMOLLW AnarpaMmel (CM. gnarpammy 1).
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[Awnarpamma 1. Tpaduk npocmMoTpoB ncnonHeHuii necHn K. [lyricekeesa «Canem cafaH, TyFaH en»
Ha naatdopme YouTube (abCoNtOTHbIE 3HAUEHUS).
McTouHuK: coctaBneHO aBTOPOM Ha OCHOBe aHHbIx YouTube.

CTaTMCTMYeCKnin aHann3 BUAEOPOMKOB € necHewn [lycekeeBa «Canem cafaH,
TyfaH en» Ha niatdopme YouTube No3BOAAET HaM BbIABUTb Pas3/inyumns He TOJIbKO
B NMOMNYAAPHOCTN OTAENbHbIX BEPCUIN, HO N B ANHAMMKE UX LLUPPOBON «<KMU3HN».
AbcontoTHble MoKasaTesv MPOCMOTPOB MOKa3bIBaOT, YUTO Hanbosbluee KONNYEeCTBO
XMTOB K necHe 6b110 3apunkcnposaHo rpynnoun KeshYou, yba Bepcus, onybankosaHHas
B 2017 ropy, k ceHTabpto 2025 roga cobpana 30 444 npocmoTpa. Ha BTopom MecTe —
apxvBHas 3anmcb Po3bl PbimbaeBow B poabkaopHou aparxmposke 1981 roga, 3arpy>keHHas
B 2015 roay v HabpasLwas 21 457 npocmoTpoB. CoBpeMeHHas AXka3-apT-pOKoBas BeEpCUs
necHW B ncnonHeHnn Poimbaesow, onybavkoBaHHasa B 2023 rogy, Habpana Bcero
2 581 npocmoTp, B TO BpeMs kak Buaeo MapykaH ApanbaeBoi 3a yeTbipe roga cobpano
18 199 npocmoTpoB. Ncxoas 13 3TUX AaHHbIX, BUAHO, YTO ayANTOpUA pacnpeseneHa
HepaBHOMEPHO: MONOAblE NCMONHUTENW U Tpynnbl 6onee BocTpeboBaHbl B LMdpoBOM
cpefe, B TO BpeMs Kak Kaaccuyeckne Bepcun, XoTa U COXPaHAIOT Ky/IbTYPHYHO LIEHHOCTb,
yCTynatoT Mo nokasaTtento 3puTeNbCKon ayanTopumm. B To Xxe BpeMsa Mbl cornacHbl
C MHeHneM OpTern o ToMm, YTO «C/lefytoLe TPaKTOBKN NeCHM NoApasyMeBatoT KyNbTyPHYHO
N 3HAYMMYHO CBA3b MEXJAY OPUTMHaNbHBIM UCMONHUTENEM W NOCNEAYOWMMY apTUCTaMM»
(Ortega 4). B agaHHOM C/ly4ae opuUrMHanbHbIM UCMONHUTENEM aBTOP B CBOEM UCCNEA0BaHNN
yKa3blBaeT NepBOro UCNOAHUTENSA.

Mockonbky BUAEOPONMKM Bbliv ony6AnKOBaHbI B pa3HOe BPeMSs, A4/19 KOPPEKTHOTO
CpaBHEHMA Mbl pacCcunTann CpeAHerof0Boe KOMYeCcTBO NPOCMOTPOB (CM. Taba. 2).
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Tabanua 2. NMprMepHOE KONMYECTBO MPOCMOTPOB B rOA

Ucnonnutens / ponnk MpocmoTpbl Mpocmotpbi/rop,
P. PbimbaeBa (1981/2015) 21 457 2014
P. PbimbaeBa (2023) 2 581 1019
KeshYou (2017) 30 444 3681
M. Apanbaesa (2021) 18 199 4 737

[na 6onee HarnsagHOM BU3yanmsaumm pasinymii NpeAcTaByMM NONyYEHHbIE AaHHbIe
npwv NOMOLLM AnarpammMmbl (CM. guarpammy 2).
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[Awvarpamma 2. [MprmMepHoe KoANYecTBO NPOCMOTPOB UCMONHEHWI NecHN «CaneM cafaH, TyFaH en»
B roZ (HopmMasnv3aumnsa no BpeMeHn).
McTouHmK: cocTaBneHo aBTOpoM Ha OcHOBe AaHHbIX YouTube.

Kak nokaszaHo B Tabanue 2, yueT pakTopa rogM4yHOro BpeMeHn HeCKOAbKO MeHSAET
KapTuHYy. Mo cpeaHerofoBbIM NPOCMOTPaM AnampyeT Bepcus Apanbaesoli (4 737
NPOCMOTPOB B roa), 3a Heu cneayet KeshYou (3 681 npocmoTp). ApxmBHas 3anmch
PbiMbaeBOM AEMOHCTPUPYET CKPOMHBbIV pe3yabTat (2 014 NnpocMOTPOB B rog),

a ee coBpeMeHHas Bepcuns 3ambikaeT cnncok (1 019 npocmoTtpos). Ha ocHose 3TOro
nokasaTesid MOXHO CAenaTb BbIBOZ, YTO NMPWU OTHOCUTENbHO HEBOIbLIMX aBCONOTHBIX
nokasaTefix HOBble MHTepnpeTaL MM MOTYT Bbi3biBaTb 60/1€e WMPOKUIA OTKIMK

y cayliaTtenew, B TO BpeMs Kak CTapble 3anvch NpuBeKatoT NperMyLLecTBEHHO
CTabmnbHYHO, HO HEBObLLYIO ayAUTOPUIO.

VIHTepecHO OTMeTUTb, YTO pa3HuLLa B CTaTUCTUKE CBA3aHa He TObKO C CaMUM
NCMONHUTENEM, HO U C XapaKTepoM apaHXmpoBku. Knaccnueckas Bepcusa PoimbaeBon,
HeCMoTpsA Ha AaBHOCTb 3aMuncK, OCTaeTca NpuBAeKaTeNbHOW A/ 3pUTeNei MMEHHO
6narosapa cBoen ayTEHTUUYHOCTU U PO B KYNbTYPHOW NamaTh. HanpoTus,
ee CoBpeMeHHasn TPaKToOBKa, OPUEHTUPOBAHHAA Ha ICTETUKY A>XKa3-apT-poka,
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oKazanacb MeHee BOCTpebOBaHHOW, BO3MOXHO, M3-3a OTCYTCTBUS aKTUBHOW MeAUMHOM

NOAAEPXXKM U KOHKYpeHLMM ¢ bonee cBeXXMMM BbICTynaeHnamn. Bepcuna KeshYou

coyetaeT B cebe y3HaBaeMOCTb OPUTMHaNa C 31eMeHTaMU NOM- U POK-apaHXMpPOBOK,

YTO pacLumpAeT Kpyr caywatenen n jenaeT Takoe NCMOAHEHNe aKTyalbHbIM

ANA MONOAEXHOW ayanTopuun. B cBoto ouepesb, Bepcuns ApanbaeBoil Bbi3biBaeT

6oNbLION NHTEpPeC MMeHHO barogaps HeObbIYHON METPOPUTMUYECKON apaHXXnpPOBKE,

cneymduryeckomy BokaabHOMY MCMONHEHWIO, MPUBAMKAOLWEMYCS K POK-CTUHO.
CpaBHeHWe nHTepnpeTauuin NecH Ha OCHOBE BOB/IEYEHHOCTN ayAUTOPUM NpeacTaBuM

C YYETOM MONb30BaTENLCKMX TANKOB M KOMMEHTapueB (CM. gvarpammy 3).
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[AvarpamMma 3. BOBNeUEHHOCTb 3puTeneit (lalikn 1 KOMMEHTapUK) Npu NMPOCMOTPE UCTIONHEHWIA
necHu «Canem caFaH, TyFaH ef».
McTOUHWMK: cOCTaBNEHO aBTOPOM Ha OCHOBE aHHbIX YouTube.

[laHHbI aHann3 nokasbiBaeT, YTO Hanbobluee KONNYECTBO TakOB N KOMMEHTapUeEB
cobpanu TpakToBku KeshYou (286 narikoB, 23 KOMMeHTapwus) 1 apx1BHas 3anmcb PoimbaeBou
(272 navika, 15 KOMMeHTapueB). 3TO COOTHOCUTCSA C UX BbICOKMMM aBCONFOTHBIMU
nokasaTtesAsMun NpocMoTpoB. Bepcna ApanbaeBow npu cpesHemM ypoBHe MPOCMOTPOB
AEMOHCTPUPYET XOPOLLYH BOBAEYEHHOCTb (182 nalika), Toraa kak COBpeMeHHas Bepcus
PbimbaeBoWM nonyyaeT MUHUMaNbHBIV OTKANK ayamuTopum (45 narikos, 11 KOMMeHTapueB).
MO>HO NpeanonoXuUTb, YTO CTUb UCMONHEHUA UFPaeT 34eChb PeLlatoLLyo POob:
MOJI0/ible NCMOJIHUTEIN aKTUBHO MUCMO/Ib3YHOT COBPEMEHHbIE MeAnacpecTsa,

YTO MONOXKMNTENBHO BAMAET Ha PacNpOCTPaHEHWE NX BEPCUM.

ApxuBHas 3anuncb Peimbaesor (1981/2015) Bbi3biBaeT NpenmMyLLECTBEHHO
HOCTaNbrmyeckmne peakLmm, CBA3aHHbIE C IMYHOW MNaMATbIO U NPU3HAHWEM BbICOKOTO
cTaTtyca UCMONHUTENbHULbI. XapaKTepHbl KOMMEHTapun, OTCbiNaroLwme K OnbITy NPOLLOTO,
a cama neBuLLa YCTOMYMBO XapakTepmusyeTcs Kak «nereHaa» ¢ yHuKaabHbIM BOKaNOM.

CoBpeMeHHas Bepcua Poimbaesow (2023), HaNMpOTVB, AEMOHCTPUPYET MUHUMAIbHYHO
BOBJ/IEYEHHOCTb U OTCYTCTBME Pa3BePHYTbIX 0OCy>KAeHWN. KOMMEHTapun HEMHOTOYNCAEHHbI
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M 4acTo NpeACTaBAArOT cOBOM KpaTkme BbipaxkeHus noasepxkun. OguH n3 nosb3osatenei
OTMEYaeT 3MOLMOHANbHYH CUNY UCMOIHEHNS MEBULbI, OAHAKO B LLe/IOM KaueCTBEHHbIX
OTK/IMKOB CTaNo 3HaYNTENbHO MeHbLLE. ITO KOPPEANPYET C HU3KUMWN KONNYECTBEHHBIMU
rokasaTesiiMy BEPCUN U OTCYTCTBMEM BblpPaXKEHHOWN ayAUTOPHOM peLienLuuu.

MaHepa ncnosHenusa rpynnel KeshYou (2017) nopoxaaet 6onee pazHoobpaszHble
peakLmu. 3HaunTesIbHas YacTb KOMMeHTapueB GOKYCMpyeTCs Ha NepPCoHaNbHOM
cocTaBe rpynnbl, NPUYemM noib3oBaTeNn BbICOKO OLEHMBAIOT YYaCTHUL, Ha3biBas
NX «30/10TbIM COCTAaBOM». BCTpeuaroTcs 1 Kputnyeckme 3ameyaHuns: OAMH 13 KOMMEHTATOPOB
CTaBMWT MOA COMHEHME «KMBOE» UCMOJHEHWNE, UTO YKa3biBaeT Ha MOBbILLEHHbIE
TpeboBaHWs ayANTOPUN K Ka4ecTBy BOKasla B COBPEMEHHbIX TpakToBKax. [pucyTcTytoT
1 SMOLMOHa/bHble peakLnm 0g0bpeHns, 4acTo C UCNOAb30BaHNEM 3MOA3W. B Liesom
KOMMEHTapWM NOZ 3TOV Bepcrer NoKasbiBakoT, UTO ayAUTOPUS BOCTOPXKEHHO
BOCMNpUHMMaeT nHTepnpeTauuto KeshYou, oLieHnBas MCNONHUTENBCKOE MacTeEPCTBO,
CLeHNYeckni obpas 1 apaH>XMpPOBKY.

Bepcus Apanbaesoii (2021) otanuaetcs HambonblLUen KOHLEHTPaLMen KOMMEHTapPUEB,
CBSI3aHHbIX C My3bIKa/JIbHOM CNeunduKkon ncnosHeHms. MNonb3oBaTenn BbICOKO OLEHMBAKOT
[>Ka30BO-61H030BYHO CTU/IMCTUKY U ee cneunduyecknii ronoc. MHorve KOMMeHTapum
cofep>kaT KpaTkune BblpaXKeHMs BOCXULLEHMS U HaLMOHaIbHOM rOpAOCTM 32 CBOHO
pPOAVHY. Bbicokas o5 KOMMEHTapueB, OTMeYatoLLMX UMEHHO MY3bIKalbHO-
NCNONHUTENbCKME 0COHEHHOCTM (a>Ka30Bas MaHepa, HeObbIYHOCTL 06paboTkK),
cornacyertcs C npeBaavpOBaHNEM KaHTUAEHHOTO 3BYYaHWs, NPeAIOXEHHOrO NeBULEN.
IMEHHO 3TOT CTUNNCTUYECKUIA MOAXOA BbICTyNnaeT GakToOpPOM NpUBIEYEHNUs BHUMaAHUSA
ayantopum.

NTak, aHann3 KOMMEHTapMeEB AOMOJHSAET HaLLW PacCyXXAeHUs, BbiBAAS HOBble
rpaHn B peuenunmn Kaxzaon Bepcumn. ApxmBHas 3anncb PoimbaeBo GyHKUNOHNPYET
Kak 06beKkT HOoCTasbryeckor namsTy, Bepcus KeshYou BocnpuHnmaeTcs B aoruke
OL,EHKM NCMONHUTENIbCKOrO MacTePCTBa N CLIEHUYECKOM Npe3eHTaLmmy, MHTeprnpeTaLms
ApanbaeBoi Bbi3blBaeT MHTepeC Haarofaps CTUANCTUYECKOW HEOBbIYHOCTI, TOTAa Kak
coBpeMeHHas TpakToBka PbiMbaeBOM He CONPOBOXAaeTcs YCTOMUYMBBIMW Knactepamu
ob6CyKaeHMA.

ConocTtaBneHne KOAMYECTBEHHbIX JaHHbIX N Ka4eCTBEHHOrO aHa/iv3a No3BoaseT
caenatb psg 0600LLEeHNN OTHOCUTENBHO GYHKLNOHUPOBaHUA NPeACTaBleHHOM NecHN
[AyWncekeeBa B LdpoBOI Cpeae.

Bo-nepBbix, NOATBEPXKAAETCA TE3UC O TOM, UTO UCMOJHUTEIbCKAsA peLenLms
(BapmMaTMBHOCTb MHTEPMPETaLMIA) HEMOCPEACTBEHHO CBSi3aHa C ayAUTOPHOM peLenumen.
Bepcuu, npeanaratoime Hanbonee cMmesnble XaHpoBble TpaHchopmaumm (KeshYou,
ApanbaeBa), 4EMOHCTPUPYHOT YCTONUMBDIV 3PUTENLCKUIA MHTEPEC, OCODEHHO B NnepecyeTte
Ha rofoBble nokasatesnun. Knaccmyeckas 3anuncb PoiMbaeBoin coxpaHseT ayauTtopuio,

HO He reHepupyeT pocTa NPOCMOTPOB.

Bo-BTOpbIX, JaHHbIe CBUAETENILCTBYHOT O TOM, UTO B LMOPOBOIM Cpese nepBoe
NCNONHeHWe He Bcerga coxpaHseT MoHonoauto. Knaccnueckoe ncnonHeHve PoimbaeBol
n Bepcus KeshYou conoctaBmMMbl MO NONyAsipHOCTA, MPW 3TOM BTOpas paaukanbHO
nepeoCcMbICIAET UCXOAHBIA MaTepuan. ITO KOppennpyeT C pesyibTaTaMu CETEBON
MoZenn pacnpocTtpaHeHus My3biku (Ortega), cOrnacHoO KOTOPOM KyNbTypHOE BANSHNE
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Npov3BeseHMs N3MEPSAETCA He CTObKO MOMYAAPHOCTbIO OPUrMHaNa, CKONbKO
MHO>ECTBEHHOCTbIO €ro BepCuu.
B-TpeTbux, peako npocMaTpmBaemMble nybAMKaLMM COBPEMEHHOTO UCMONHEHWS
PbiMbBaeBOM Npu BbICOKMX MOKa3aTeNsxX ee Xe apXMBHOWN 3anncu NO3BOAAIOT rOBOPUTb
0 PeHoMeHe KyNbTypPHOW NaMATN: ayAUTOPUSA TATOTEET K «3HAKOBOMY>» 3BYYaHUIO,
3aKpensieHHOMY B KOJIIEKTUBHOM CO3HaHWUW, N C MEHbLUEN FOTOBHOCTbIO MPUHUMAaET
3KCMEePUMEHTbI, UCXOAALLME OT TOrO e UCMONHUTENS, HO B HOBOW MHTeprpeTaLum.
Takum obpasom, necHsa «Canem cafaH, TyfaH en» 4EMOHCTPUPYET TUMUYHbIE
AN LMbpPOBOW 3MOXM MexaHM3Mbl MeamnaTpaHchopMaLIMK: UCXOAHbBIN TEKCT NPOAOAKaeT
>XWNTb HE CTO/IbKO B HEM3MEHHOM BUAE, CKOJIbKO Yepe3 MHOXXECTBEHHOCTb MHTEPMpeTaLLUi,
KaXkzas U3 KOTOPbIX HaXoAWT cBOHO ayauToputo. YouTube B 3TOM npouecce BbicTynaet
TaKoW aKTUBHOW CPesiov, FAe CTaJKMBaKOTCA N B3aMMOZENCTBYIOT pa3Hble C0M
Ky/NbTYPHOW NamMATM — OT HOCTa/IbIMUYeCcKoro 40 3KCMepUMeHTanbHOro. MNonyyeHHble
pe3ynbTaTbl MOATBEPXKAAIOT, UTO M3bpaHHaA NeCHA ABNSETCA Penpe3eHTaTUBHbIM KENCoM,
NO3BONAOLLMM M3yYaTb 06LLME 3aKOHOMEPHOCTU QYHKLMOHMPOBAHNA Ka3axCTaHCKOM
My3bIKM B LLUGPOBYHO SMOXY.

3aknroueHune

MNpoBeaeHHOE nccnefoBaHE NPOAEMOHCTPUPOBANO, UTo necHa «Canem caraH, TyFaH en»
K. lyncekeeBa npeactaBaser cO60iM AMHaAMUUHbBIA GEHOMEH, Ubs Ky/IbTypHas XU3Hb
aKTMBHO GOpMMpyeTCA B MPOCTPAHCTBE UCMONHUTENbCKNX MHTeprpeTaumi n LndpoBon
cpeabl. AHaNN3 KNHOYEBbIX BEPCUI BbIABWA, KaK OPUTMHA/IBbHbIN NaTPUOTUYECKINN

MOCbI1 KOMMO3ULNK, COXPaAHAA CBOKO CMbIC/IOBYHO CepALIEBUHY, ObpeTaeT HOBbIe
CTUNCTUYECKNE U IMOLMOHANbHbIE N3MEPEHWNS B 3aBUCUMOCTU OT XyAOXKECTBEHHOW
cTpatermm ucnonHutens. Ecam tpaktoska Po3bl PeimbaeBoW akLeHTUpPYyeT AekaamaLmio

N KaHTUIEHHOCTb, YyTBEPXKAas XXaHPOBbIN KaHOH TepMe, TO MHTeprpeTaLumn rpynmnbi
KeshYou n Map>aH ApanbaeBoi cMeLLatoT NPOM3BEeAEHME B NOJIe COBPEMEHHOM NOM-

N POK-3CTETUKN, AEMOHCTPUPYSA €ro rmbkoCTb M CNOCOBHOCTb K ANANory ¢ COBPeMeHHbIMMU
3CTPaAHbIMU CTUNAMM.

MprmMmeHeHVe uMdpPOoBbIX METOAOB aHaNM3a, B YaCTHOCTU U3yYeHne MeTagaHHbIX
1 NONb30BaTENbCKOW aKTMBHOCTU Ha YouTube, N03B0/IMA0 06BEKTUBHO NOATBEPANTD
3TOT Te3unc. CTaTnctnyeckn 6osee BbICOKME TEMIMbI POCTa MPOCMOTPOB U BOBIEYEHHOCTU
(nalriky, KOMMeHTapuK) BOKPYr COBPEMEHHbIX apaHXNPOBOK yKa3blBatoT He Ha 3abBeHue
KJIaCCMYECKOrO UCMONHEHMSA, @ Ha NPOLLecC ero afanTMBHOW akTyannsaumnn. Lindposas
naatdopmMa BbICTyNaeT 34eCb B POAN COLMANbHO-CEMUOTNYECKOrO NPOCTPAHCTBA,

B pamMKax KOTOPOro KOANeKTUBHasA NamMATb U HaLuMOHalbHasA MAEHTUYHOCTb MOCTOSHHO
BOCNPOM3BOAATCA M MEPEOCMbICNAIOTCA Yepe3 MPaKkTUKM COBMECTHOrO NPoCMOoTpa,
KOMMEHTMPOBAHMA N PacnpOCTPaHEHNA KOHTEHTa.

[JaHHasa paboTta BHOCUT onpeseneHHbl BKAaZ B COBPEeMEHHOE My3blKO3HaHWe
KasaxcTtaHa, npeanaras n anpobupys Moaenb NCCNef0BaHNSA, OCHOBAHHYHO Ha
My3blKOBeAYECKOM, BOKaNbHO-UCMONHUTENBCKOM aHan3e 1 MeTOA00TUN LNPPOBbIX
rYMaHUTapHbIX Hayk. [lonyyeHHble pe3yabTaTbl UMEKOT MpakTUYeckoe 3HaYeHne
ANA NeAaroroB-BOKasMCTOB M My3blKOBEAOB, HarNf4HO NokasbiBas, Kak pa3bop
NCMONHNTENbCKMX NpuemMoB (Gpa3npoBKky, TeMOPa, arormkmn) MoxeT BbiTb COOTHECEH
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C f@aHHBbIMW O peabHOM BOCMPUATUN MPOU3BEAEHNSA ayANTOPUEN. DTOT CUHTE3
OTKpbIBaeT NepcnekTuBbl Ans 6onee rnyboKoro 1 KOMMIEKCHOro U3yYeHus BCero
Kopryca HaLMOHaAbHOrO My3blKalbHOrO HacaeAMs, MO3BONAA NPOCAEANTb HE TONbKO
TpaHchOpMaLMIO, HO 1 TPAeKTOPUIO ero HernpepbIBHOW XXM3HW B MEHAROLLLeMCA
MeAWMHOM npocTpaHcTBe. B ycnoBuax rnobanunsaumm nogobHbIA NOAXOA CTaHOBUTCA
HeOo6XOANMbBIM MHCTPYMEHTOM AN OCMbICIEHUA TOTO, KaK IOKa/lbHble Ky/bTypHbIe

KOZbl COXPaHAIOT CBOKO aKTyalbHOCTb, TPaHCHOPMUPYACH B AManore C TEXHONOTUAMM
N rnobanbHbIMU TPEHAAMMU.
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TIPEK CO3AEP My3bIKablK-MO3TMKaNbIK CaliblC, aUTbIC, My3blKa/blk arOHUCTUKA, Ka3ak MaeHUeT,
eyponasnblK MAEHWET, KYN TapTbIC, INMMKabIK, LLANKAC, arOHUCTIK XaZbl.

YKACAHAbBI MHTENNEKT bi3, Makana aBTOpaapbl, OCbl MakanaHbl AalbliHAAY Ke3iHAE dKacaHZbl

KYPANIAAPBIH MAAAANAHY nHTennekT (Al) kypangapbiH TeK MaTIHAI TINAIK pejakumanay, CTUANCTUKaHbI

TYPA/IbI MONIIMAEME XaKcapTy KaHe Xeke ceneMaepai kaita Kypy MakcaTbiHAa KOJAaHAbIK.
Ocbl makcaTtta ChatGPT (OpenAl koMnaHwusicbl) Hafaapaamanbik,
>acakTamachl KoAAaHblAbl.

XKacaHabl nHTennekt (ChatGPT) Tek MaTiHAI pesakumsanay Ke3eHiHae
KONZ@HbINAbI XXHEe Tanjay Xyprisy, HaTuxXenepai TYCIHAIPY, KOPbITbIHAbI
acay HeMece fiepekTepai Kypy YWiH KongaHbinmMaasl. bapabik naeanap,
3epTTey KypblbiMbl, epekke3aepai Tangay, HaTvxXenepai TyCiHAipy
>K9He KOPbITbIHABI TYXXbIpbIMAap 6i3re, Makana aBTopaapbiHa TVeCi.

Bi3, Makana aBTOpAapbl, MakKanaHblH Ma3MyHbIHa, YCbIHbIIFaH
JAepekTepaiH, AYPbICTbIFbIHA, A4ONEKCO3AIH, AYPbICTbIFbIHA XXAHE MOTIHHIH,
XapuanaHbIMAAPAbIH aKageMUAbIK XoHe 3TUKasblK CTaHAapTTapbiHa
COMKeCTIiriHe TO/bIK >KayanTbIMbi3.

ABpATIA. Makanaga Kasak >XKaHe eyponablk MajeHUeTTepAeri My3blKasblK-MO3TUKaNblK caliblcy
[ASCTYPAEPIHIH TapyXM Tamblpaapbl MeH Kasipri koFamaarbl peni kapacTbipbliadbl. 3epTTeyiiH MakcaTbl —
My3blKablK caiblCy ToxipubenepiHaeri aroHUCTUKaNblK MPUHLIMATEPAIH, KYPbIABIMAbIK, My3bIKasblK

KoHe nepPopMaTmBTIK MeXaHVM3MAEPIH aHblKTay XaHe onapablH Ka3ak NeH eyponanblk MajeHneTTepaeri
penpe3seHTaLMACkIH canbICTbIpy. ANTbIC ByA 3epTTey/e Kasak MaAeHW KeHICTirHAer aroHUCTUKaHbIH,
penpeseHTaTVBTI popmMackl peTiHAe TanjaHadbl. 3epTTeyAe canblCTbipMabl-Tapuxm a4ic (Kanbintacy
KOHTEKCTTEepPiH, Tapuxn cabakTacTbIKTbl 3epaeey), TMNONOrUANbIK TanAay (KaHPAbIK XaHe QYHKLMANbIK,
epekLUeNnikTepiH Xyeney), MafeHVeTTaHy bk Tangay (Kofamzaarbl CUMBOABIK POIH aHbIKTay) KelleHai
TypAe KongaHbiabl. COHbIMEH KaTap, STHOMY3bIKablK TOCIAAEP MEH KYPblabIMAbIK-Ppa3anblk canblCTbipy
HerisiHAe anTbIC NeH 6acka Aa UMNPOBU3aLMANBIK MOAENbAEPAIH NAATbIK, bIPFAKTbIK XXaHE UHTOHALMANBIK
KypblabIMAapbl 3epTTensi. AUTbICTbIH OpbIHAAYLLbIIbIK Lebepikke, MATIH MEH ca3 CUHTE3iHe, ayAUTOPUAMEH
Ananorka HerisgenreH aroHNCTVKanblK KypblibiMbl KepceTingi. Eyponanbik yarinepae cavbicy snemMeHTTepi
kebiHe Tapnxm-doNbKAOPbIK CUNaTTa cakTanfaH. ATbiC 3aMaHayn popmattapFa berimaenin, meavna MeH
Xanblkapanblk anaHgapfa WblKKaHbIMEH, MJEHW KOJ, PETiHAE MaHbI3blH XOfanTnafaH. AUTbIC — Kasak,
M3ZJEHUETIHIH, arOHNCTUKANbIK XajblCblH BeHeNelnTiH, Kacibu opbIHAAYLLbINbLIK MEH YATTbIK GiperennikTi
HbIfaliTaTbiH GeHOMeH. byn 3epTTey alTbICTbl KPOCC-M3ZAEHUN ©3apa blknangacTtbik neH 6inim bepy KeHicTiriHae
KONAAHYAblH XaHa TEOPUANbIK HEri3iH yCbiHaAbl.

ABTOPNAP/bIH, YNECI

A. T. Ubpazum — kepkemgiK OpbIHAAYLLbUIbIK MHTEPTNPETALMAHBIH, GYyHKLMANAPbI Heri3iHAe 3epTTey GafbiThl
MeH aZiicHaMacbIH a3ip/ey, AepeKKe3epMeH XXYMbIC, AePEKTEPA Tanjay XaHe Xyreney, MaTiH Xasy,
MakanaHbl pacimaey.
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Ibragim, Dana, and Gulnar Alpeissova. “Agonistic Principles in Musical-Competitive
Traditions: Kazakh and European Contexts.” Saryn, vol. 14, no. 1, 2026, pp. 99-120.
DOI: 10.59850/SARYN.1.14.2026.306. (In Kazakh)

FEIEEET  Musical and poetic competition, aitys, musical agonistics, Kazakh culture, Europen culture,
agonistic memory.

We, the authors of the article, have used artificial intelligence (Al) tools during
OF GENERATIVE Al the preparation of this manuscript exclusively for the purposes of linguistic editing,
stylistic improvement, and the rephrasing of specific sentences. For these purposes,
the ChatGPT software (OpenAl) was utilized.

ChatGPT was used only during editing stage and was not applied to conduct
analysis, interpret results, formulate conclusions or generate scholar data.

All ideas, structure of the study, source analysis, interpretation of results and final
conclusions are the original work of the authors.

We, the authors, are fully responsible for the content of the article, the reliability
of the data presented, the correctness of the citation, and the compliance
of the text with the academic and ethical standards of publications.

AssTRACT. The article examines the historical roots of musical and poetic competitive traditions

in Kazakh and European cultures and their role in modern society. The purpose of the study is to identify

the structural, musical, and performative mechanisms of agonistic principles in musical competition practices
and to compare their representations in Kazakh and European cultural contexts. From this perspective,

aitys is examined as a representative model of musical agonistics in Kazakh culture. A comprehensive
approach was applied to analyze aitys, including ethnomusicological methods (identifying modal, rhythmic,
and intonational features), systematization of genre characteristics, and cultural analysis (defining its symbolic
role in society). Furthermore, based on ethnomusicological methods and structural-phrase comparison,

the modal, rhythmic, and intonational structures of aitys and other improvisational models were examined.
Aitys demonstrates an agonistic structure based on performative skill, the synthesis of text and music,

and audience interaction. In European traditions, competitive elements are largely preserved within a historical
and folkloric context. Aitys, while adapting to modern formats including media and international platforms,
retains its significance as a cultural code. Aitys is a phenomenon that embodies the agonistic memory

of Kazakh culture, enhancing performers’ professional skills and reinforcing national identity. This study
provides a new theoretical basis for the use of aitys in cross-cultural interaction and educational contexts.

CONTRIBUTIONS OF AUTHORS

Dana Ibragim — development of the research direction and methodology based on the artistic functions
of performance interpretation; source study and archival research; analysis and systematization of data;
drafting the manuscript and conceptualizing the results; article formatting.

Gulnar Alpeissova — selection of sources and literature review; formation of the research concept and critical
analysis; setting the aim and objectives of the research; drafting the manuscript and comprehensive editing at
all stages; conceptualization of results.
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N9 LUTVMPOBAHMA WN6parum, flaHa, n lN'ynbHap Anbnencosa. «AroHUCTMKA B My3blKalbHO-
COpeBHOBATE/bHbIX TPAAULMAX: Ka3aXCKUI N eBPOMENCKNn KOHTEKCTbI». Saryn,

T. 14, N2 1, 2026, c. 99-120. DOI: 10.59850/SARYN.1.14.2026.306. (Ha ka3axckom)

KNOUYEBBIE C/IOBA My3b|Ka]’IbHO-I'I03TVI'vIeCKOG COCTA3aHue, aIZTbIC, My3blKaibHaa arOHNCTUKa,
Kasaxckaa KyabTypa, eBpOI'IEI\/’ICKaH KynbTypa, arOHNCTn4YecKasa namMaThb.

3AABNEHUNE OB UCMOJIb30BAHUM Mel, aBTOpbI CTaTbW, MPU NOATOTOBKE AaHHOW PaboTbl NCMO/Ib30BaNM
VLS R SR TEE el IHCTPYMEHTbI MCKYCCTBEHHOTO UHTenekTa (M) uckatountensHo

B LieNAX A3bIKOBOIO peAakTMpPOBaHMUA TEKCTa, YAyYLlEeHNs CTUANCTUKN
1 nepedOopMyIMPOBAHUNA OTAENbHbIX NPeANOXEHUA. s 3TUX Lienen
NPUMeHsIoCk NporpammHoe obecrneveHre ChatGPT (komnaHus OpenAl).

WNHTENNEKTA

M (ChatGPT) ncnonb3oBancs TONbKO Ha 3Tane peAakTMpoBaHus
TeKCTa U He MPUMEHANCA ANA NPOBeAEeHVA aHaAn3a, nHTepnpeTaumm
pe3ynbTatoB, QOPMUPOBAHNA BbIBOAOB MAN reHepaLmm HayYHbIxX
JaHHbIX. Bce naen, cTpykTypa nccnefoBanns, aHaam3 NCTOYHMKOB,
NHTepnpeTaLma pesyabTaToB Y OKOHYaTe/IbHble BbIBOAbI MpUHaanexar
HaM, aBTopam cTaTbu.

Mbl, aBTOpPbI CTaTbW, MONTHOCTbKO HECEM OTBETCTBEHHOCTb

3a cofep>KaHne nccnejoBaHMAa, 4OCTOBEPHOCTb NpeACTaB/€HHbIX
AAHHbIX, KOPPEKTHOCTb UNTUPOBAHUA N COOTBETCTBUE TEKCTA
aKkageMnyecknM n 3sTnyecknM CtaHaaptaM Hay4dHbIX ny6n|/|Kau,|/|[/'|.

AHHOTALMA. B cTaTbe paccMaTprBatoTCA NCTOPUYECKME KOPHU TPAAWULMIA MY3biKaNbHO-MO3TUYECKOTO
COCTsA3aHUs B Ka3axckow 1 eBPOMENCKON KyabTypax 1 UX pofib B COBpeMeHHOM obuiectse. Lienb
NCCNeA0BaHNS — BbIIBUTb CTPYKTYPHbIE, My3blKa/ibHble 1 NepdOpPMaTUBHbIE MEXaHU3MbI arOHUCTUYECKMX
MPUHLMMNOB B MPaKTUKax My3blKaJbHOIO COCTA3aHMS 1 COMOCTaBUTb UX PENpPe3eHTaLMM B Ka3axCKoM

¥ €BPOMNENCKOM Ky/lbTypHbIX KOHTEKCTaX. B AaHHOM pakypce aiiTbiC paccMaTpyBaEeTCsa Kak pernpe3eHTaTMBHas
MOZA€/b My3blKasbHOM arOHNCTUKIN B Ka3axCKoW KynabType. 115 aHanm3a aiTbica H6blav KOMMIEKCHO
NPUMEHEHbI METOAbI 3THOMY3bIKOIOTMYECKOTO aHaAn3a (BbisBJEHUE NAaf0BbIX, PUTMUYECKUX

Y MHTOHALMOHHbIX OCOBEHHOCTEN), CUCTEMATU3ALLMA XKaHPOBbIX XapakKTePUCTUK, KyAbTypPOIOrMUYecKnii
aHanv3 (onpegeneHve CUMBOMYECKOW posn B obLiecTse). Kpome TOro, Ha OCHOBE 3THOMY3bIKasbHbIX
MOAXOAOB U CTPYKTYPHO-(Pa30BOro CpaBHeHUs Oblav NCCIeA0BaHbI 1aj0Bble, PUTMUYUECKME

Y MHTOHALMOHHbIE CTPYKTYpPbl @iTbiCca W APYTX MMMPOBM3aLMOHHbBIX MOAenel. MokasaHo, 4To arTbIC
06/1aaeT aroHNCTUYECKON CTPYKTYPOW, OCHOBAHHOW Ha MCMONHWUTENbCKOM MacTepCTBe, CMHTE3E TEKCTa

1 My3bIKW, @ TakXXe Avanore C ayanTopven. B eBponencknx Tpagnumax 31eMeHTbl COPeBHOBATENbHOCTY

B OCHOBHOM COXPaHsoTCA B UCTOPUKO-PONbKAOPHOM KOHTEKCTE. ANTBIC, aAanTUpysicb K COBPEMEHHbIM
dopmatam, BkatOUas Megna U MeXAyHapOAHbIe MOLLAAKN, COXPAHSET CBOK 3HAUMMOCTb Kak KyabTypHbIN
KOA. AITbIC ABASETCS HEHOMEHOM, OTPaXkatoLLMM arOHNCTUUECKYHD MamsTh Ka3axCKON KyabTypbl,
YKPENAILWMM NpodeccroHaibHOe MacTepCTBO UCTIONHUTENEN U HALMOHaAbHYO UAEHTUYHOCTb. [laHHoe
UccneAoBaHve NpejaaraeT HOBYH TEOPETUUECKYD OCHOBY ANs MPUMEHEHMWS aliTbiCa B KPOCC-KY/IbTYPHOM
KOMMYHWKaLMM 1 0bpa3oBaTeibHON NpakTUKe.

BKnAAd, ABTOPOB

A. T. Ubpazum — pa3paboTka HarnpaBaeHUs 1 METOLONOMMN UCCAEA0BaHNSA Ha OCHOBE XyZ0XKECTBEHHbIX
bYHKLMA UCNONHUTENBCKON MHTEprpeTaLmm, paboTa ¢ UCTOUHMKAMK, aHaN3 U CUCTEMATU3aLMSA AaHHBbIX,
HanvcaHue TekCTa, KOHLenTyaan3aumna pesyibtatos, opopmeHme cTaTbu.

I. T. Anbneucosa — Nof60p UCMOb3YeMbIX UICTOYHUKOB, aHan3 HayuYHOW MTepaTypbl, GOpMUpoBaHme
KOHLLEMUMM UCCNe0BaHMs, KPUTUUYECKUIA aHanmns, MOCTaHOBKa LieNn 1 3a4ay UCCIe0BaHWs, HanucaHmne
TEKCTa, KOMIIEKCHas pefakTypa TeKcTa CTaTby Ha BCEX 3Tarax, KOHLEeNTyaav3aLms pesynbTaTos.
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Kipicne

My3blKanblK-NO3TUKaNbIK XXapblCTap — OyN eHepAiH, d1eyMeTTiK KOMMYHUKALMAHbIH,
XXOHE M3JEHW ASCTYPAIH TOFbICbIHAAFbI epeKLle KyOblablC. DAeM XanblKTapbIHbIH, PyXaHu
TaXipmbeciHae MyHAal carbiCTap exXengeH afiaM LblFapMallblibIFbIHbIH, MaHbI34bl TYpI
peTiHae KanbintackaH. OHbIH Herisri Kypamaac 6eniri — My3blKaablK arOHUCTUKA, O
3amaHayw 3epTTeyaepze MMNpoBu3aLMaHbl, nepdopmaTmBTiK spekeTTi (performativity)
XK9HE XapbIC ANHAMUKACLIH BIPIKTIPETIH KypAeni MoAenb peTiHAe KapacTbipblaajbl.
Joshua Bergamin my3bikanblk MMNpoBmU3auusaHbl “participatory sense-making” ¢opmacei
peTiHAe cMnaTTal OTbIpPbIn, My3blKanblk LWeLliMAepAiH TeK OpbliHAaYyLWblIap apacbiHAafbI
©3apa apeKeT HITUXeCIHAE FaHa eMecC, COHbIMEH KaTap MaTepuangblk opTa MeH yHeMmi
e3repin oTblpaTblH My3blKanblK XafaariMeH 6alinaHbiCTa KanblnTacaTbiHbIH aTan eTedi
(Bergamin 2). Michela Garda nikipiHLue, My3bikanblK UMAPOBU3aLMAbIK NpakTUkanap
aHa ecTy XoaHe MOTop/blK BannaHbICTapabl KaabliNTacTblpbin, Oyripaik ornay (“lateral
thinking”) meH Konannbl yakbITTbl 431 ce3iHy (“kairos”) kabineTiH JamblTasbl; HOTUXECIHAE
onap penpoaykTuBTI eMec, TpaHchopMaumanbIk yaepictepre Herizgeneai (8).

My3blkanblK CalblCy ASCTYPAEPIH arOHUCTUKANbIK MOAEHU MOAENb PETIHAE KapacTbipy
Ka3ipri 3STHOMy3blkaTaHy MeH MaAeHNeTTaHyAblH ©3eKTi 6afblTTapbiHbIH Hipi 60abIN
Tabbinagbl. byn TypFbiga Kasak auTbiCbl My3blKasblK arOHUCTMKaHbIH, penpe3eHTaTuBTI
bopmachbl peTiHAe epekLe FbIbIMU KbI3bIFYLLbIAbIK TyAblpaAbl. AUTbIC NeH eyponanbik,
MY3bIKa/lblK-MO3TUKANbIK CablC pOPManapbiH CanbICTbIPy My3blKaablK KYPbIIbIM,
OpblHAAYLLbINbIK CTPATErManap >xaHe NnepdopmMaTMBTIK MexaHU3MAEP AeHreniHAeri
yKCacTbIKTap MeH aribipMallblablKTapAbl aHbIKTayFa MYMKIHAIK 6epegi. OpTypai
©OpKeHMETTepAEri arOHNCTUKaNbIK TaXipnbenepai Tangay Mysbikanblk GopManapabiH
3BONIKOLMACHI MEH ONapAblH 91eyMeTTIK YHKLUMANAPbIH TEPEHIpeK TYCiHAIpYyre XaFaal
>xacanabl.

ANTBICTbIH, My3blKa/blk, TabUFaTbIH CUMATTAUTbIH NAATbIK, bIPFaKTbIK XaHe
WHTOHaUMANbIK NapameTpaep OyriHri 3STHOMy3blKaTaHy fblabIMbIHAA MMNPOBU3ALUANBIK,
Xynenepai canbiCTblpyAblH, HEFI3ri 84iCHaManblk eaWeMAepi PEeTIHAE TaHbIbIM OTbIP.

Ka3ak, anTbICbIHbIH, My3biKanblk TabufaTbiH FbIAbIMW TYPFblAa asfall >yrenereH
3epTTeywinepai 6ipi — Eaire TypcbiHOB. On alTbiC M3AEHWETIHIH, FTeHE3UCIH XblpayblK-
XbIPLWbIAbIK MeKTeNneH 6arnaHbICTbIPbIN, aNTbIC KYPbIAbIMbIHAAFbI PUTMAiIK dopMynanap,
OpbIHAAYLWbIHbIH MHTOHALMANBIK XXYPICTepi, COHAaM-ak 4JoMbbipa CyneMeniHiH,
9N1eyMETTIK-KOMMYHWUKaTUBTIK pei Typabl MaHbI34bl TY>KblpbIMAAP >Kacarabl
(TypceiHoB 150).

ARNTbICTbIH, My3blKablk XYWeCiHe apHanfaH eH, To/blK eHoek — XKaHryn
Ko>kaxmeToBaHbIH, «My3bika Ka3axcKoro antbica»' MoHorpadpusacbl. ABTOp auTbICTbIH,
My3blKanblK TabufaTblH Tangan OTbIPbIN, aNTbiCKEPAEPAiH, OpbIHAAYbIHAAFbl dYEHHIH
KYPbINbIMbl MEH OHbIH, KOPKEMAIK KbI3METIH cCunaTTanabl. 3epTTeyae auTblCTafbl
MY3blKablK KOMMOHEHTTIH MO3TWKabIK, M3TIHMEH Tbifbl3 BalinaHbICTa Xy3ere acaTblHbl,
OHbIH, KOPKEMAIK dCepAi KYLLUENTIM, Ma3MyHZAbl XeTKi3yaeri MaHbl3bl pes aTkapaTtbiHb
KepceTinesi. bya anTbICTbIH, NO3TUKANbIK XAPbIC KaHa eMeC, ©3iHAIK My3blKanblK
yMbiMzacybl 6ap UMNPOBU3aLMANBIK XXaHP ekeHiH ganengenai (Koxaxmetosa 13).

Eypona maaeHueTiHAe By KyOblabIC
1 Kasak alimbiCbiHbIH My3bIKackl — pefakLNsHbIH, yp 'u'_ . A Y ky .
ayAapmacsl. aHTUKaNbIK AdyipAeri rpek asarepi
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MeH pUTOpP/IapbliHbIH XapblCTapbliHaH H6acTay anbin, opTa facbipaapaafrbl Tpybasypaap,
TpyBepAep, MUHHE3VHIEPAEP MEH MENCTEP3MHIepaep NO3TUKANbIK CalbiCTapbiHAA
XanfacblH TanTbl. Byn XapbicTap Tek eHep kepceTyaiH dopmMackl faHa emec, COHbIMEH
KaTap KofaMAafbl MOpanbAblK YCTaHbIMAAP MEH AyHUETaHbIMAbl Bingipy KypaabiHa
ariHangbl. Kasak xankblHbIH 43CTYPIHAE aTbIC OCbl My3blKa/blK-MO3TUKA/bIK,
XapbICTapAblH biperen kepiHici peTiHAe epekLue OpbiH anajbl.

Kasipri ke3eHae arTbIC ©3iHiH YITTbIK CaxHa LUeHOePIHEH LWbIFbIM, XaHa MeanaMaeHmeT
anaHblHAa fambin kenegi. VIHTepHeT-anTbiCTap MeH TeneBusnanbik xxobanap byn aactypai
ac ypnakka >eTki3yaiH TniMai kypanbiHa anHangbl (Zhalgasbayeva 101). byn aTbICTbIH
3aMaHayun Kofamzafbl 91€yMETTIK-M3EHN POIH KyLlenTe TYCTi.

3epTTeyaiH MakcaTbl — My3blKasblk, CalbiCy A3CTYPAEPIiHAEr arOHNCTUKANbIK,
MexaH3MAEPAIH My3blKablK XXaHe nepPopMaTUBTIK TabuFaTblH alnKbIHAAY >KaHe
ONapAbIH, Ka3ak, NeH eyponablk MaAEHMETTEPAEN KOPIHICTEPIH CanbICTbIpy. ANTbIC
6yn 3epTTeyae Kazak MaAEeHWN KOHTEeKCTIHAEr arOHUCTUKaHbIH, penpe3eHTaTuBTI
Mozeni peTiHAe kapacTbipbliagbl. Ocbl TypFblAaH anfaHaa, My3blkaablk CalblCTapAblH,
afACblHZAa arOHNCTUKAHBIH, PBJIH XYWeni Typae 3epTTey e3ekTi 60/bIn Tabbinagbl.

Bbyn Makanaga aroHUCTKa eHep HacekenecTiriHib, KypblibIMAbIK HETI3i api
OpblHAAYLWbINbIK Webepik, daneyMeTTiKk MapTebe XXaHe MaAEHW bIKNanAblbIK,
KanbINTacTbIPyAbIH, Heri3ri dakTopbl peTiHAe KapacTbipbliagbl. Ka3zak anTbicbl MeH
eyponanblk, My3blKablK CalbICy ASCTYPAEPIH CaNbICTbIPy apKblibl arOHUCTMKAHbIH,
OpbIHAAYLbIHbIH TaHbIMaNAbIfbl MEH KOFamAasbl 6eseniH apTTbipyAafbl biknanbl
awbinazbl. Ocbl 3epTTey canasblk, CMNaTTafbl CaNbICTbipMabl TanAayfa Heri3genreH.
3epTTeyaiH 06beKTICi — My3blKa/blK-MO3TUKA/bIK, CalibiCy ASCTYPAEPIHAET arOHNCTUKANbIK
©3apa apeKkeT Moaenbaepi. 3epTTeyAiH NaHi — Ka3ak, auTblCbl MEH eyponanblk
MMMNPOBU3aLMANDBIK Calibic dopManapbiHAaFbl arOHUCTUKaHbIH, My3blKablK-KyPblAbIMAbIK,
XaHe nepdopMaTUBTIK MeXaHU3MAepi. 3epTTey afcbiHAa alTbiC PeHOMEHI eyponanbik
UMNPOBM3aLUNANBIK calribic dopmanapbiMeH (poetry slam, rap battle, jazz improvisation
duels) KypbInbIMAbIK XX8He My3biKa/blk NapameTpiep 6oMbiHLA CaNbICTbipblAabI.

9aebun wony
3epTTeyAiH TEOPUANDIK HETI3i peTiHAE arOHNCTMKA YFbIMbIHbIH, Ka3ipri ryMaHUTapbIk,
FbINbIMAAPAaFbl MHTEpripeTaumanapsl anbiHAbl. COHFbI XblAAapbl arOHUCTMKA
AEMOKPATUANBIK, ANCKYPCTbI, BiniM 6epyai >xaHe MeAnakOMMYHUKaLMsAHbI CUMATTalTbIH
aHanNTUKaNbIK MOZeNb PeTiHAe Xui konaaHblbin keneai. Asgeir Tryggvason eHberivae
aroHWCTIK Nejarorvka KakTbIfbICTapAbl XXOKOFa eMec, OnapAbl AEMOKPaTUANbIK ©3apa
apekeTTecy asacblHAa peTTen, 6inim bepy yaepiciHae nakjanaHyfa HerizgenreHi
KepceTiNeai; OCblfaH CaNKeC arOHUCTMKA KaKTbIFbICTapAbl KakTa ybiMAaCTbIpyFa
HafbITTasFaH KaTbiHaC popmackl peTiHge TyciHaipinesi (280). bysn Teopuanbik TyFbIp
MY3blKablK CanbICy ACTYp/EPiH Ae “agonistic arena” peTiHAe KapacTblpyfa, AFHU
opblHAaYyLWbINapAblH Wwebepiri faHa emec, COHbIMeH bipre aneyMeTTiK CTaTyChl,
KYHZbINbIKTapbl XXaHe NAEONOTUANBIK YCTaHbIMAAPbl alKbIHAANATbIH CaxHablk, KEHICTIK
peTiHAe Tangayfa MyMKiHAIK 6epegi.

Kasak alTbICbIHbIH, My3blKablk, dopMackl apTyp i 6onbIN Kenedi xxaHe benrini 6ip
KanblNTackaH ayeHAiK-KypblbIMABIK YATiNepre cyneHeai. ANTbICTa Heri3iHeH cTpodanbik,
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(9Hre XakKblIH) XXaHe Tupaganblk (Kblp, peumTaTmBke ykcac) dopmanap kesgeceai. Onap
kebiHe 2, 4, 6 Hemece 8 TapmaKTaH Typaabl, Kehje KarblpMaMeH, Keilje KkablpMachI3
anTbinagbl. byn dopmanap menoctpoda MeH MenoTUpaLa NPUHLMNTEPI apKblabl
Kypblnagbl XaHe ce3 6eH ayeH bip-6ipimeH Tbifbi3 HannaHbicTa 6onagbl. OcbiHAaN
epekuienikTepiHe H6annaHbICTbl AUTLICTbI ©3IHE TOH KypPblabIMbl 6ap My3blKabIK-
NO3TUKaNbIK XaHp Aen KapacTblpyfa 6onagbl (Koxaxmetosa 22).

My3biKanblk UMNPOBU3aLIMAFA apHafaH 3amaHayu 3epTTeynep aroHNCTUKaHbIH,
OpbIHAAYLWbINbIK NPaKTUKaja Kanan KepiHeTIHIH XaH->XaKTbl aicTepmeH awyaa. Veronika
Diaz Abrahan >aHe apinTectepi My3blkanblK UMMPOBM3aLmMa 6apbiCbiHAA KaTbICyLLbliap
apacblHZa e3apa apekeT neH HeriBepbanabl KOMMYHUKALMAHBIH, KYLLENETIHIH, COHAAW-
aK bipneckeH opblHAay yAepiciHae pensik 6eniHiC NeH ANanorTbik 63apa sapeKkeT
dopmManapbliHbIH KanbinTacaTbiHbIH kepceTedi (13).

3epTTey HaTUXeNnepi MMNPOBN3aALMAHbBIH, MAHI TeK LblFapMaLlblIbIK epPKiHAIKTE eMec,
HaKTbl yaKbITTa Xy3ere acaTtblH, ©3apa beniMaeny MeH >kayan spekeTTepiHe HerizgenreH
vaepic ekeHiH kepceTeai. Ocbl TypFblga My3blKaablK UMMNPOBM3aLNAAAFbI areHTTINIK,
Toyeken XaHe bakpblnay KaTblHacTapbl ©3apa cabakracTbiKTa KapacTblpblaajbl.

Bergamin deHoMeHONOIMANBIK Tangay HerisiHAe nMNpoBM3aumsa bapbiCbiHAA LWeLiM
Kabblngay My3bIKaHTTbIH, KaabiNTackaH AafAblnapbl MEH HAKTbl My3bIKasblk, Xafaamn
apacblHAafbl ©3apa dpEKETTECY HITMXKECIHAE XXYy3ere acaTbiHbIH aTtan eTeai (10).

An Garda neppopmaTumBTik Toxipnbenepai TyCiHAIpyAe yakbIT, 6akbliay xXaHe Tayeken
VFbIMAAPbIHbIH, ©3apa 6anaHbICbIH HeTi34el OTbIpbIn (2), OpblHAAY SPEKETIHIH benricizgik
XaffanblHAA XYy3€ere acaTblHbIH XaHe KaTeniecy MyMKIHAINIMEH KaTap XXYPEeTiHiH kepceTeai
(4); ocblfaH CoMKec Tayeken Ke3 KeNreH opblHAay TaXipnbeciHiH, MaHbI3Abl cMnaThl PeTiHae
kapactblpbinagpl (5). Takayuki Nozawa 6actafaH HelpoOFbInbIMU 3epTTey aHCaMbabaiK
MMMNPOBU3aLNA Ke3iHAE MYy3bIKaHTTap MUbIHbIH KOMNAeHrenai CUHXPOHAaHY ANHAMUKACbIH
Tangan (10), «suMnpoBU3aLMANbIK CaHa KyWi» HeFypabiM epkiH 60aFaH calibiH,
OpblHAAYLWbIAAP apacbiHAafbl YAAECIM MeH YXKbIMAbIK HBelrimaeny apTbin, Gipaecyai
KyPZAeni TeHrepimi KanbintacatbiHbIH Tabagpl (2).

VIMnpoBmM3aLmAHbIH Nejarornkanblk XaHe NCUXONOTUANbIK acreKTiNepiH KapacTbipFaH
XKYMbICTap Aa My3blKaablK arOHUCTUKAHbIH, KbIPJapbiH alla TyCcei.

Emily Sayers ConTycTik YHAI Knaccukanblk My3blKachl LLeHOepiHAe MMNPOBU3aLUANBIK,
XKQHe XaTTaNfaH penepTyap AafAblaapbl HETI3IHEH aybli3Llla YIUPETY, eNikTey XaHe
Bapuaumsanay apkblibl KasblinTacaTbiHbIH KepceTesi. Cabak H6apbicbiHAa WAKIPTTEP
yCTa3ablH My3blkanblk GpasanapbiH KaWTanan, onapabl ©3repTin HeMece TONbIKTbIPbIM
oTblpajbl, 6yn ©3 Ke3eriHAe LblFapMaLlbliblK ©3apa speKkeT NeH MMMNPOBM3aLMANbIK
ovnayabliH gamMyblHa biknan etegi (5-6). Christabel Heasman-Cossins xaHe apintecTepi
BOKaNAbIK KOYUUHT TaxipnbeciHae MMNPOBU3aLMAHbIH, My3blKa/blK OpPbIHAAY anAblHAAFbI
Ma3acbI3AbIKTbl TOMEHAETYre bikMnan eTeTiHiH kepceTesi. ABTOpaapAbiH NavbiMAaybIHLLIA,
MMNpoBM3aLna BapbiCbiHAA OPbIHAAYLLbI «AYPbIC OPbIHAAYFa» eMec, LblfapMallblblK
yAepicke Hazap ayzapaab! (10). Byn Xafaanabl arOHUCTIK TypFblAa KapacTblipyfa
6onazbl, ©NTKEHI OpbIHAAY YAEPIC KaTaH, Hakbliayfa eMec, ©3apa dPeKeTTeCcy MeH aLlblk,
HaTMXere HafbITTanfaH AUHAMUKaNbIK TaXipube peTiHae Xy3ere acagbl. AN KNNHUKaNbIK
UMNPOBM3aLMAFa apHafaH KOMMbIOTEPIK Tangay 3epTreyiepi TepaneBT NeH KANEHT
apacblHAafbl My3blKablk, ANANoOr TYpAepiH (KeTekTey, Kapcbl TYPY, KAKTbIFbIC, KENICiM)
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aBTOMATTbl TYPAE XiKTey MYMKIHAIrH kepceTeai; byn My3blkanblk KapblM-KaTbIHACTbIH,
[ia Ken Xafjanja peTTesireH KakTbIFbIC MeH KeNicce3 NormkacbliHa CyMeHeTIHIH
avikbiHaanabl (Vobig 15).

Eyponanbik KOHTEKCTTE My3bIKa/bIK-MO3TMKaIbIK CalbICy ASCTYPIHIH MaHbI3abl 6ip
TapMafbl — poetry slam (no33usanbik cnam), spoken word (ceriney bipfafbl) XXaHe Hacka
Aa caxHanbik noasua ¢opmanapsbl. Helen Thomas 3amaHayw noasmsa nepdopmaHcTapbIH
3epTTer oTbIpbIN, poetry slam caxHacblH TYpAi A4SCTYPAEPAiIH — XMM-X0on 6aTT/1, NabTbIK,
oKynap, TeaTp/blk, NepPopMaHC NeH MHTEPHET-MIAEHWNETTIH, — TOFbICKAH anaHbl peTiHae
cunaTTanabl; 6yn anaHga opbliHAAYLbI MOTIH canachl YLWiH faHa eMec, 3aiMeH baiiaHbic,
AeHe KMMbIbI, AaybIC bipFafbl apKblibl Aa XeHIC ywiH Kypeceai (5).

«MepdopmaTmBTIK ToXXipnbe MeH MeamaTM3aLns apacbiHiafbl ayanoasebm nossmnsa»
("Audio literary Poetry between Performance and Mediatization") >xxuHafbiHAaFbl poetry
slam-re apHanfaH Tapaynapga o/ pamkanblk Tangay TypFblCblIHaH KapacTblpblabif,
CalbICTbIH, >Xa36a MATIHHEH repi OKWFa, Xafan XaHe KaTbICyLblnap apacbiHAaFbl KyLU
KaTblHacTapblHa HerizgeneTiHi anTbliagbl (Fisco 102). MyHaa no33usblik neppopmMaHc
«KaCIbn dyeckonbIK» GeHOMeHIMeH cunaTtTanagbl: poetry slam TaxipunbeciHae
9YeCKOWAbIK 3CTETMKA KaCibM Typae KaliTa eHgipinesi xaHe aaebuv api meama
WHAYCTPUAZaH caHanbl Typae axbipatoiiagsl (Wehmeier 236).

Eyponanbik >xaHe amepuKanblk slam-caxHanap >XeHiHAeri aMnNupuKanblk 3epTreynep
6y KYObINbICTbIH, 91€YMETTIK-M3EHN ayKbIMbIH KeHenTeai. Mbicanbl, Camea Davis
spoken word aHe poetry slam KeHiCTiKTepPiH KaTbICyLUbl1apFa dN1EYMETTIK XaHe cancu
Macenenepai ketepyre MyMKiHAiK 6epeTiH KOMMYHMKaTUBTIK OpTa peTiHAe cunatranjpl,
an poetry slam opbiHaay dopmacbiHbIH 6acekenecTik cmnatbl epekile atan etinesi (118).

Ka3ak KOHTEKCTIHAEe aWTbIC XaHPbIH 3epTTereH 3aMmaHayy eHbekTep aroHNCTUKabIK,
A9CTYPAIH Tapuxmn cabakTacTbifbl MeH Kazipri TpaHchopMaymanapbiH bipHelue
6afbITTa KapacTbipagbl. Aigul Yerlanova >xaHe apinTectepi anTbICTbl MOCTKONOHUABIK,
ANCKYPC TYPFbICbIHAH Tanzan, OHblH Peceil MMNepuanbiK XaHe KeHECTIK KeseHaepae
NAEONOTUANBIK Kypan PeTiHAEe KONAAHbINFaHbIH, anania ocbl TapUXm yaepicrepre
KapamacTaH, alTbICTbIH, YATTbIK ©3iHAIK CaHaHbl CakTay/AblH XaHe oTap/blk ANCKYPCTbI
iLUTEH CbIHFa anyAblH ananpbl 60abIN Kana bepreHiH kepceteai (863). Makanasa
TOYENCI3AiK KE3EHIHAEr alTbICTbIH AEKONOHN3aLMSA, MOAEHM XaHFbIPY XoHe LNppIbIK,
nnatdopmManapra KoLy KOHTEKCTIHAE XaHa Ma3MyHMeH 6atobl, COHAaN-aK Mo3TMKanbIk,
TaPTbICTbIH, OYTiHFi Cascn-KoFaMAblK nikipTanactapMeH 6annaHbICbl alikbiHAANAAbI.

Nurgul Mursalimova >aHe Aigerim Oralbek akbiHAap alTbICbIHbIH, XWHaNy TapWXbiH
KoJ>Ka3banap HerisiHAe KapacTblpbim, alTbICTbIH, aliMaKTblK, MeKTeNTEPi MEH XEepPriiKTi
[DCTYP >KaNfacTblFbIH KY>XKaTTbIK AeHrenge kepceTtesi, 6yn auTbICTbiH TapuUXu TypFblaaH
KanblNTackaH MaAEHWN ASCTYpP PETiHAE AaMblfaHblH aanengengi (145).

KeHipek anfaHaa, Beibit Shangirbayeva enberi ka3ak kewuneni 4aCTypiHAEri «a4in
ce3 b6oCTaHAbIFbI» YFbIMbIH Tangan, 6u, Xbipay XaHe akblHAAP UHCTUTYTTapbl apKblbl
a3aMaTTblK XXoHe M3AEHU KYKbIKTapAblH, XY3€ere acy TETIKTEpiH cunaTtTanabl (445).
ABTOp Tapuxu AepekTep MeH Kasipri ToxipnbeHi 6ainaHbICTbipa OTbIPbIM, alTbIC
MeH >anmnbl WeLLeHAiK eHepAeri aroHUCTUKanbIK cenney dopManapbiHbiH OyriHri
KYKbIKTbIK >X9HE Cascn ANCKYPCKa dCEPIH KepceTesi: 94in ce3 — 6ip XafblHaH KapCblabIK,
eKiHLLI XafblHaH 971eyMeTTIK KeniciMre Keny MexaHu3Mmi. bya Ty>KblpbIM My3blKaTaHyibIK,
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emMec, KyKbIKTbIK-M3JEeHN pakypcTaH KapacTbipblifaHbIMeH, Ka3ak aTbICbIHbIH,
aroHNCTUKaNbIK TabUFaTbIH TYCIHAIPYAE MaHbI3Abl TEOPUAbIK TiPEK KbI3METiH aTKapazbl.

Ocbinanwa, 2022-2025 xbingapbl Xapblk KOPreH eHoekTep My3blKasblIk,
MMMpPOBU3aLLMs, poetry slam xaHe Kasak anTbiCbl LWeHbepiHAe arOHUCTUKaHbIH, TYpi
KblpAapblH — HENPOFbIIbIMK, Nedarorvkanblk, GeHOMEHONOTMANbIK, MOCTKONOHUANBIK,
KOHE KYKbIKTbIK-M3EeHN eleMAepiH — XaH-XakTbl cunatTangbl. [lereHMmeH, apebuveTtke
LWONY KepceTKeHAEN, Ka3aK alTbiCbl MEH eyponasblk, My3blKajblK-MO3TUKa/bIK,
cauvbicTapabl (poetry slam, rap battle, jazz improvisation duels >xaHe knaccukanblik,
calbicTap) 6ip opTak aroHUCTMKanblK MOAENb asACbiHAA KeLLeHAl TYpAe CanbiCTblpaTbiH
apHavibl 3epTTeynep ani e a3. Con cebenTizepTTeyAiH FbNbIMM XaHa blfbl alTbIC
beHOMEHIH aroHUCcTMKanblK My3blkablk MOAEb PeTiHAEe KapacTblpyblHAa.

Marepuangap meH agicrep

3epTTeyaiH SMNMPUKaNbIK XXoHe aHaAUTUKaIbIK MaTepranbl peTiHAe Ka3ak anTbICbIHbIH
ASCTYPAI XXdHe 3aMaHaywu yArinepi, CoHZan-ak, eyponanblk, My3blKasblK-MO3TUKa/bIK,
calbiCyAblH MMMNpoBM3aumanblk Gopmanapsl (poetry slam, rap battle, jazz improvisation
duels) anbiHabl. Eyponanbik >aHpaapabl ipikTey yL Heri3ri Kputepuii 6oMbIHLLIA XYy3ere
acbIpbINAbI:

1. nMnNpoBm3auMa d3NEMEHTIHIH 6onybl;

2. KepepMeHHIH Hemece KaybIMAACTbIKTbIH 6afanay GyHKLMACBIHbIH, CaKTanybl;

3. opblHAAYAbIH CaxHanbik-NnepdopmMaTUBTIK cC1NaThbl.

Tanpay bipaikTepi peTiHAe NaATbIK KYPbIbIM, bIpFakTbIK ybiMAacy, Gpa3nmpoBka,
WNHTOHALUMANBIK MOAENbAED XOHE OPbIHAAYLLbI MEH ayANTOPUA apacbiHAafbl MHTEPaKLMA
KapacTblpbIAAbl.

Byn 3epTTey My3bikanblK cavbiCy ASCTYPIHAEN arOHUCTUKANbIK MOAeNbAEPAi
KelLueHAi api Kenkbip/bl TaCiNAepMeH Tanjayfa bafbiTTansbl. 3epTTey NOrmKachl Tapuxm
3BONIOLMAHBI, MYy3bIKasblK KYpPblabiMAbl XaHe nepdopMaTnBTiK cunatTaMmanapabl bipTyrac
XyKre peTiHAe KapacTblipyFa Heri3gensi.

EH angbiMeH, canbiCTbipMabl-TapuXU SAIC KONAAHbINbIM, Ka3ak alTbICbIHbIH, COHAAN-aK
Eypona epkeHuneTTepiHAeri MMNpoBM3aLmanblik-6acekenik popmanapabiH Kanbintacy
Ke3eHAaepi MeH Tapuxun cabakTacTblfbl capanTangbl. byn Tacin ap MajeHn opTasa
Hacekenectik aneMeHTTepiHiH Narja 6ony cebenTepiH, 0NapablH 91€yMETTIK XaHe
AYHWETaHbIMAbIK Heri3fepiH, COHAalM-aK ACTYPAiH YakblT eTe TpaHchopMaumuanaHy
NOTMKACbIH aHblKTayfa MyMKIHAIK 6epai.

3epTTeyaiH Heri3ri @3eriH My3blKaablK-TUMONOTUABIK Tanaay Kypanabl. byn agic ainTbic
©HepiH TeK MITIHAIK Hemece OpbiHAAYLLbINbIK GEHOMEH peTiHAe eMec, TONbIKKaHAbI
My3bIKablK KyOblabIC peTiHAe KapacTbipyfa MyMKIHAIK 6epeai. Tunonorvanbik Tangay
H6apebicbiHAa aTbIC NeH Eyponagafbl 3aMaHayy MMNpoBM3aLnaabik GopmanapabiH
(poetry slam, rap battle, jazz improvisation duels) My3bikanbiK KypblabIMbl XXYAENi
TYPAE CanbICTbIpblAAbl. TangaysblH ©3eriH My3blKablk NapaMeTpsiep — NaATbIK Heri3,
bIPFaKTbIK yMbIMAACy, Gpa3vpoBKa CMMaThbl, UHTOHALMABIK ©PHeKTEP, NepdopMaTUBTIK
MoZynaumnanap — Kypagbl. ANTbICKa TOH KOHbIP XXoHe NeHTaTOHMANbIK MHTOHaLMA, conney
blpfafblHa KypblIfaH pUTMUKanblk GopmMynanap >aHe JoMbbipa cynemMeniHib pasanbik
AVMHaMMKacbiHa Kapama-Kapcbl, eyponanbik yarinepaeri MeTpik KaHOHAAp, panke ToH
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aKLeHTyanapl cuHKonanap, poetry slam-aeri ce3ai ApamaTyprusbik ynbiIMAACTbIPY,
COHZaN-aK AXa3 UMMNPOBU3aLMACBIHAAFbI aKKOPATbIK, MPOrpeccusFa Herisgenrex
dpaszanbik WeLimaep KeweHai TYpAe KapacTblpblajbl.

My3blkanblK CanbICTbIPYMEH KaTap OpbIHAAYLLbUIbIK TEXHWKA Aa 3ePTTeYAiH, MaHbl3Abl
aNieMeHTi 6onabl. ATbICTa JOMObIpa CyeMesi akblHHbIH, CO34iK MMMPOBMU3aLMACbIMEH
6iTe KaMHacbIn, AMHAMUKaNbIK Xayan bepyai kamTamacoi3 eTce, slam Hemece rap battle
bopmaTTapbiHAa bipFak akLEHTTepPI AayblC MHTOHALMACK! apKblabl KaabinTacaabl,
an pxas aysnbaepiHae 6acekenecTik Tikenen My3blkablk MMNPOBU3ALLIMA apKblbl
kepiHeai. Ocbl alblpMaLLbINbIKTap ascbliHAA 9P >KaHPAaFbl arOHUCTUKANbIK SNEMEHTTEPAIH,
KepiHy MeXaHW3Mi capanaHfbl.

MagzeHuneTTaHyNblK Tangay TYpAi ASCTYPAEPAIH dNeYMETTIK KbI3METIH, KOFaMAbIK,
nikip KanbINTacTblpyAafbl PEIH XXaHe CUMBOJIAbIK MaHbI3blH aHbIKTayfa HafbITTanabl.
ANTbICTaFbl PUTOPUKANLIK KAybIMAACTbIK, NE€YMETTIK CblH ATy TaXipnbeci MeH yATTbIK
M3AEHM XaATbl XaHFbIPTY TaCiNAepi slam-caxHagafbl a3amaTTblK YCTaHbIMAAPMEH,
rap battle-gafbl KapcbinbiK AMCKYPCTapbIMEH XXaHe AXKa3Aafbl LblfapMallbliblK
€PKiHAIK MoZenaepiMeH canbICTbipblia OTbIPbIN KapacTbipblagbl. byn aaic aroHncTnkaHbl
TeK 3CTeTMKaNbIK XXapbiC eMec, dN1eyMEeTTIK KOMMYHUKALUNAHbIH, MaHbI3Abl TETIM peTiHAe
navbiMAayfa MyMKiHAIK 6epai.

3epTTey MaTepuranbl peTiHAe eXenri XaHe opTafacblp/blk Aepekke3gepMeH KaTtap,
2021-2025 xbingapsbl >kapblk KOpreH mMysbikaablk MMnposusauuma, performative studies
XKOHE MdJeHM arOHNCTUKA XOHIHAETI FblIbIMU eHbeKTep, COHAAN-aK Ka3ak, alTbICbIHa
apHanfaH 3aMaHayu 3epTTeyaep navjanaHbingsl. Eyponanbik 3amaHayn mozgenbaepai
TaHAayAa VLU HETi3ri KpUTepUin cakTangbl: XXaHpaa MMNPOBM3aLLMA INEMEHTIHIH 6oaybl;
KepepMeHHIH Tepesik He HaFanay QyHKLUMACHI apKblibl 69CceKkenecTikK TETIMHIH aHbIK,
KOPIHYi; My3blKaiblK HEMECe NO3TUKa/bIK dPEKETTIH, CaxHanblK-nepdopMaTmBTIK cmnat
anybl. byn kputepuinnep antbiC NeH Kasipri eyponanbik UMNPOBU3aLMsa A3CTYPAEPIH
6ip opTak aroHUCTUKANbIK XYIe ascbiHAa CanbICTbipyFa MYMKIHAIK 6epai.

Ocbl aicTepaiH ©3apa ynnecimai KonaaHblaybl 3epTTenin oTblipFaH KyOblabICTbIH
TapUXn-OYHKLMOHANABIK HETi3iH, My3blKaablK KYPbINbIMAbIK epeKLIeNiKTepiH XaHe OHbIH,
3aMaHayun MaJeHW KeHICTIKTeri TpaHCPOopMaLMACbIH KOnacnekTil TypfbijaH TyCiHAIpyre
MYMKIHZAIK 6epai. 3epTTey HOTUXECI peTiHAEe MY3blKablK arOHUCTUKaHbIH, Ka3ak, XaHe
eyponanblk A3CTYpAepAEri KYPblIbIMAbIK, MepdOpPMaTUBTIK XOHE M3JEHWN MaFblHaNapbl
CanbICTbIpManbl TYPAE TEPEH allblNAbl.

Hatukenep >xaHe TankKbinay

3epTTey HOTUXKECIHAE MY3blKa/blK arOHUCTMKA 9P ASCTYPAE O3iHAIK NaATbIK, bIPFAKTbIK

XaHe dpazanbik MOAeNbAEP apKblibl KOPIHETIHIH aHbIKTayFa MyMKIHAIK 6epai.

Kasak antbiCbiHAa MMNPOBM3ALUANBIK CONEY aFblHbl dYEHAIK MEHTAaTOHUANbIK

bopmynanapMeH, kanTanaHaTblH MHTEPBaNAbIK KO3FaablCTapMeH XaHe A0MbblpaHbiH,

TypakTbl Nyabcaumnsanblk GpasvpoBKacbiMeH bipre xypesi. Op TapMak asKTaafaH caribiH

AOMObIpaHbIH, KaAeHUMANbIK CyneMeni UMNPOBU3aLMNAbIK Xayan peTiHae ecTines,.

Byn KypbIbIM alTbIC MMNPOBM3ALMACBIHBIH, HAaKTbl My3blKa/blK KapKacblH Kypaujbl.
Kazipri eyponanblk caxHanblK arOHUCTUKAHbIH My3blKanblk Heri3iH poetry slam, rap

battles >xaHe jazz improvisation duels cnakTbl UMMNPOBM3aLMANBIK XXaHPAAP Kypanibl.
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Poetry slam-aa nHTOHaumANbIK-NepdOPMaTUBTIK IKCNPECCUA HETI3ri pen aTkapca,

rap battle-aapaa putmukansbik, flow, akLeHTTIK NaHuYNanHAap >aHe beat KypblabIMbI
XapbICTbIH, ©3€eriH Kypahapbl. An A>ka3 MMNpoBM3aLmMACbiHAa OpblHAayLWbinap call-response,
phrasing >xaHe harmonic progression apkpiibl 6acekenec WwabbIT popmanapbiH
Xacangbl. Ocbl yW >XaHpAbl 6ip aroHUCTUKaNbIK, MOAENb ascbiHAa BipiKTIpeTiH GpakTop —
MMNPOBU3aLMNAHbBIH XapbICTbIK XXafAanaa, KepepMeH peakLMACbiHa Tikeneun Tayengi
TYpPAe Xy3ere acybl. byn onapzbl aTbiCNeH KypblabIMAbIK TYPFblAaH CanbICTbipyFa
MYMKIHAIK 6epesi.

ARNTbICTbIH, Ka3ipri gamyblH XYyreni TYpAe KONAanuTbIH XaHa MajeHu naatdopmanap —
pecnybavKanblk auTbiC MEKTENTEPI, OHIPAIK OKY CTYAUANAPbI XXaHE Xac auTblickepaepre
apHanfaH webepnik KypcTapbl. by MHCTUTYTTap MMNPOBU3aLMAHbBI — PUTMAIK peakuus,
Bepbanabl flow xaHe Pppasanbik >xayan bepy TexHuKackl — Kacibu AeHreriae ympeTeTiH
opTasbiKkTapfa aHanabl.

ANTBICTbIH, TYPaKTbIbIFbl OHbIH, My3blKablK KYPblIbIMbIHbIH ©3repMenTiH ©3erimeH
6arinaHbICTbl. JoMObIpa cyneMeniHiH MMNpoBM3aLuaabik, GOpMyaanapbl, NEHTAaTOHNANbIK
NaATbIK HEri3, conney-blpfakTbik GpPa3mMpoBKa XaHEe KapCblNacCTbIH, XONbIHA Aepey
MY3blKaNblK-MHTOHALMANBIK >kayan 6epy — XaHpZAbIH facbipiap 60Mbl cakTanfaH 6acTbl
epekweniktepi. TeneBnsmanbik GopmaTka eTce ge, OCbl My3biKablK NapameTpaep
anTbICTbIH 6acekenik TabufaTbiH Oy36ali, KepiciHLe Ka3ipri wapTrapfa b6erimaen oTbIp.

ANnTbICTaFbl 6aCEKENeCTiK TEK KYPbIIbIM AeHrehiHAe FaHa eMec, XXaHPJIbIK, dPTYpPiNiKTe
Ae cakTanabl. byriHri KyHre aeiH cype anTbIC (TE3iMAiNIK NeH TepeH binimai Tanan eTeTiH
y3aK >apbIC), KanbiM alTbiC (pudManbik Xongap TypiHAEr penavkanapMeH aamMacy),
eTipik antbic (abcypa 3nemeHTTEp Hap a3in-ocnak, napoamnsanblk Gopmar), XKXymbak
anTbic (kymbakTapAbl NarjanaHa OTblPbIM aUTbIC) CUAKTBI €XENTi alTbIC TYPAEpI XKeTin,
HenceHai narganaHbiayga. Op auTbIC TYPi ©3iHE TOH My3blKablK GpasnpoBKamMmeH
epekLueneHeai: cype anTbiCTa KeH Anana3oHafbl MenoANAbIK epic KOaAaHbIACa, KalbiM
anTbICTa TEMN Xblagamaan, pUTMAIK CUHKOMNanap Kylieneai. OTipik anTbicTa MPOHUSAAbIK,
WHTOHaUMANap, an XyMbak, auTbiCTa Nay3a MeH IorMKaablK akLLeHTTePAiH My3bliKaablk, pei
alikblH 6arikanagbl. Ocbl My3blKa/blK MapamMeTpaep XaHpaap apacbiHAaFbl KYPbIIbIMAbIK
aviblpMaLUbIbIKTapAbl HaKTblNaNAbI.

ANTbIC >XXaHpPAapbIHbIH, My3blKablk, KYPblAbIMAbIK aliblpMallblablKTapbl arOHUCTMKaNbIK
AVMHaMVKaFa Tikenewn acep eTedi: TeMn, naj, CMHKOMa XaHe $ppa3npoBKa XapbICTbiH,
XbINAaMAbIFbl MEH 3KCNPECCUBTIANIMNH aHbIKTarAbl (1-1Ui KeCTeHi KapaHbI3).

Op XaHp ©3iHiH, bIpFaKTbIK, NaATbIK XaHe ppa3anblk yMbiIMAACybIMEH epeKLleneHe,.
Mblicanbl, cype arTbiCTa KeH, TbiHbICTbI dpa3anap MeH 6asy TemMn, KablM anTbiCTa XblijaMm
PUTMUKaNbIK KYPbIBIM MEH CMHKOMA, an eTipik auTbiCTa epKiH ¢dpaszanbik MMNPOBU3aLUS
ToH. [loMbblpa cyrnemeni auTbiCTa PUTMAIK TipeK api MMMNPOBM3aLMANbIK HGaFbITTayLbl
KbI3METiH aTKkapazbl. OyeHAiK GopmMynanap OpblHAAYLLbIHbIH, CO3IHE CAMKEC AMHAMUKANbIK
TypAe e3repin, dppasmpoBKaHbIH, KapKblHbIH TeHecTipeai. Eyponanbik slam dopmatbiHaa
PWTM JaybIC MHTOHALMACK! apKblabl Kypblaaabl, an rap battle-gapaa beat-TiH meTpaix
KypblabIMbl flow-abIH TypakTbiNbIFbIH aHbIKTarAbl. Jazz improvisation duels-Tepae ayeHgik
>XKOHE rapMOHUANBIK >XayanTap TOJ/blK, My3blKa/blK UMMPOBU3aLMsaFa Kypblaasbl. MyHAafbl
aliblpMalUblNbIKTap arOHUCTUKAHbIH 8P MaAeHMeTTe TypAai GyHKLMA aTKapaTbiHbIH
KepceTesi: auTbICTa My3blKa/blk, UIMMPOBM3aLMA KOFaMZAbIK MiKip KaabiNTacTblpy
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MexaHM3MiHe aliHanca, pan neH slam-ge putmukansik battle aneymeTTik KapcbibIk,
TINHIH, Kypanbl, an jazz improvisation duels-Tepge rapMoOHMANBIK UMMPOBM3aLMA KacCibn
TEXHWUKaNbIK LWebepikTiH 6acTbl ©WEMIHE alHanajbl.

Kecte 1. ARTbIC TYpAepi XXaHe aroHUCTUKabIK acepi

Mysbikanblik,

- . Kbickalwa AroHucTuKanblik, NmnpoBusa-
Aiitbic Typi - KypbinbiM (naa, <.
cMnatTtama  epekuesnik uuA aeHreni
putm, Pppasza)
Cype anTbic ¥3ak, Tesimainik, 6inim, basy Temn, OTe Xofapbl
aNMKanblk | NormKanblk >XKyneninik | y3biH dpasanap,
anTbIC NEeHTaTOHMANDIK,
naj, KeHTbIHbIC
Kanbim antbic | Kbicka XKbingam peakuus, XKeingam metp, JKorapbl
pudmanblk, | TankblpabIK, CUHKONa,
anmacy KbICKa PUTMAIK
dopmynanap
OrTipik aliTbic | 93in-cbikak, | KpeaTtns, napoams EpkiH bipfak, Oprawa
daHTazmA VNPOHUANBIK,
WNHTOHAaLMS,
aKLeHTTep
Kymbakarntbic | XKymbak, WHTennexTyanabik, May3a, menoamaneik | OpTawa
KOro—LUeLy | LneneHic KepHey, akLeHTTiK
¢dpaza
KbI3 6eH XiriT | uanortblk | STUKanbIK Tene- Haszik abibbicTay, Oprawa
anThbIChI nnpukanblk | TeHaik, Bepbanabl opTalua Temn,
caWibic Ha3IKTiK NIMpUKanblk ayeH
bagik alTbicbl | EMaik- Putyanabik MoHOTOHAbI pUTM, | TemeH
MaruanblK | aroHWCTUKa KariTanaHbanbl nag
dopmynanapsl
XKap-xap KbI3 y3aTy Koramablk pengepai | Jactypni pedpeH, TemeH
Ananorsl bekity XM bIpFak,
AVanorTblK ayeH

Ocbinaniia My3blKanblk-MO3TUKabIK aroHUCTUKa BipTe-6ipTe OMbIH-CaybIKTbIH, M3AEHM
TYpiHE alHanfaH eyponanbik ASCTYPAEPAEH ablpMaLUbINbIFbl, Ka3aK M3AEHUETIHAE anTbIC
KOFaMAblK AManor, @3eKTi okuFanapabl 6aranay, MaseHu Topbue Hepy >kaHe 3THMKaNbIK,
BiperennikTi cakTay Kypasabl peTiHAe ©3iHiH 6acTankbl MaHIH cakTan Kangbl. by Tipi
ASCTYP My3blKanblk HacekenecTikTiH KopKeMaik KepiHiCiHiH, bip Typi faHa emec, COHbIMEH
KaTap MdJeHM ecTe cakTay MeH cabakTacCTbIKTbIH MaHbI3Abl MeXaHU3Mi eKEHIH KepceTeai.

Eyponanbik No3TMKanblk-My3blKaablk XapbiCTap TapuXu TypPFblaa anTbiCneH
yKcac 6onfaHbIMEH, 0OlapAblH, My3blKaablK KYPblIbIMbl YaKblT 6Te puTyangaHfaH api
KaHOHZanfaH cvnat angbl. Tpybagyp MeH MUHHE3VHrep No33unsacbiHAa anAblH ana
Xa3blnfaH Menoamnanblk dopmanap 6acbim 60ca, alTbiC UMMPOBN3ALMACBIHbIH,
My3blKablK KyPblIbIMbI Tipi, ©3repmeni, KapcblnacTbiH co3iHe bipaeH >ayan bepeTiH
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AVHaMUKKanblK TaburatbiMeH epekiueneHesi. Poetry slam-geri nepdopmaTtunsTik opbiHAay
KypblabiMbl, rap battle-gafbl beat neH flow, jazz improvisation-aafbl rapMOHWANBIK,
Bapuaumsaaap ocbl TapUxM abipMallblbiKTapAblH Kasipri KepiHici 60abin Tabbliagbl.

CoHbIMeH kaTap, poetry slam 3amaHayw Eyponasa keH, TapanfaH. by Ko3fanbic
1980 xbingapbl AKLL-Ta 6actay anbin, 2000 XxbingapaaH 6epi l'epmanumsa, paHums,
¥nblbputanusa, tanns, HuaepnaHg xosHe LLBeumasa yaTTblk YeMnMoHaTTap MeH anranap
XKYWMeci apKblibl MIHCTUTYLLMOHaNAbIK cMnaTka ne 60bin, TypakTbl 94e6n-caxHanblk,
KEHICTIKKE alnHanabl.

Poetry slam >apsbicTapbl Tikesen my3bikanbik H6arikay 60s1maca ga, onapably,
KYPbINbIMbIHAA CaXHa/bIK, KOWbINbIM, bIPFaKTbIK SKCMPECCUs XaHe Bepbanabl aroHUCTMKA
3aNleMeHTTepI kepiHic Tabaabl. Kelibip slam-dectnBanbaapaa (Mbicanbl, PpaHums
MeH lepmanunaga) opbiHZayLwbinap GOHAbIK My3blkanblk cyremengey, beatboxing
HemMece pUTMUMKaablk CUHKOMa TaCiNAepiH KongaHaabl. byn onapabiH, NO3TMKaNbIK
cavbic GopMachkiH anTbicka XakbiHAaTa Tyceai. CoHbIMeH KaTtap, poetry slam-Hih,
dN1eyMeTTiK TaKblpblNTapFa, UMNPOBU3aLMaFa XaHe TbIHAaPMaHMeH Tikenen e3apa
apeKeTKe Kypblaybl — Ka3ak, auTblCbIMEH OpTaK GYHKLMOHANAbIK CUMATTAPbIH KepceTesi.
Ocbl TypFblgaH poetry slam 3amaHayn Eyponasafbl NO3TMKaAbIK arOHUCTUKaHbIH, CaxHablK
9pi MdAEHM Xanfacbl peTiHAE KapacTblpbllybl OPbIHABI.

Kasipri Eyponaga My3bikanblk-no3T1KanblK MMNPOBM3aLIMAHBIH XaHa dopmanapbl
nanga 6onapl. icnanusa meH Moptyranvagarel repentismo, Vtannsagasbl ottava rima
contests, ®paHuunsagafel Grand Slam National, Fepmanuaaasbl Slam Bundesliga
(2021-2024) — no3TMKanblk UMMPOBU3aLMAHBI My3bIKablK bipfakneH BipikTipeTiH
Ka3ipri aroHUCTMKanbIK XaHpaap. bya xaHpnapaa MMNpoBM3aLmsa AeHTeni anTbicka
KapafaHaa LwekTeyni 6onfaHbIMEH, OlapAblH, OPbIHAAY KYPbIbIMbI, CaXHaNbIK,
H6acekenecTik cmnathbl XXoHe Kelnbip Xafaannapsa kepepMeH bafanaybl anTbicrneH
TUNONOTUANDIK YKCACTbIKTap KepceTesi.

ArOHNCTMKaHbIH, My3biKablK OPbIHAAYLbIbIK ©HEepre acepi OHbIH OPbIHAAYLLbIHbIH,
TeXHWUKaNbIK WebepiH, UMNPOBM3aLMaA KabiNeTiH, My3blKanblK-pPUTMAiIK ONaYbIH
XK9HE CaxHasblK XapuU3MacblH AaMbITybIMEH KOPiHei, an KepepMeHHiH 6enceHai KaTtbiCybl
MeH a/eyMeTTiK bafanaybl OHEPAIH, AMHAMMKACbIH KanbinTacTblpabl (2-Li KecTeHi

KapaHbli3).

2-wwi kecTe. Kasak anTbiCbl MeH Eyponanbik My3blKaablK-no3TUKaAbIK CallbICy
A9CTYpAEepiHAEri arOHNCTUKaHbIH, CanbICTbipMabl MOAENI

Eyponanbik aactypnep (Tpy6aaypnap,

Kputepuii Awntbic (KasakcraH) MUWHHe3uHrepaep, poetry slam, rap
battles, jazz improvisation duels)

LUbiFy TEri MeH Tapuxm Typki cyblpbin canma A3CcTypiHeH, | Exxenri rpek aroHgapbl — opTa facbip

Aamybl XKblpayiblK XaHe pyapanbik, Tpybaaypaapbl MeH MUHHe3MHrepepi
ce3 caiibicblHaH HacTay anagbl; — KeWiHri Ke3eHae puTyanjaHy xaHe
eMipLueHairi y3inmereH, XX-XXI KaHoHAaHy — XX-XXI| facbipnapgafbl
facblpAa TeNeBU3NANBIK, OHNAWH, | >kaHa dopmanap: poetry slam
xanblkapanbik popmaTtrapFa (1980-xbingapaaH 6acrtan), rap battles,
aybICkaH jazz improvisation duels.
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OpbliHaay dopmach!

[Avanortblk MMNpPOBM3aLMS;
Tikenen Kapcol xayan 6epy;
LOMbbIpa cyrnemeni; KepepmeH
anAblHAA HaKTbl yakbITTa eTegi

Opra facblpga — anfblH ana janbiHAanfaH
MaTiHAep; Kasipri slam/rap — >xapTblnan
nMmnpoBu3auus; jazz duels — Tasa
My3blKa/blK MMMPOBM3aLMs

My3bIKasibIK KYPblibIM
(nag, bipFrak, dpasa)

JlaaTbiK HEri3: KOHbIP/MEeHTaTOHWS;
blpfak, — celiney MHTOHaLMACbIHA
HerisgenreH; 4ombbipa
dopmynanapbl UMNpPoOBU3aLUsFa
XafAai xacanapl; ppasza

— KapCblNacTbiH, MaTiHIHe
AVHaMUKanblK xayan

OpTa facblp — KaHOHAbIKNaATap; Slam
— MaTIHAIK bipfak (spoken rhythm); rap
battles — beat-ke HerizgenreH metp;
jazz — akKOpATbIK MporpeccusiFa cait
MMNPOBM3aLMS

ATrOHUCTUKaHbIH, pei

Kapcbinac neH >xapbicy webepik,
6inim, puTopyrKa, My3blKasblK
WHTYULMSAHBI JaMbITagbl;
TbiHAapMaH — TepeLui

OprTa facblpza — webepik CbiHafbl;
slam/rap — caxHanblk, Xxapu3ma, Tiagik
LaniaHablK, 91eyMeTTIK NO3nLWs; jazz —
TEXHWKA + KPeaTMBTINIK XapbICbl

TexHuKanbIK >aH
ekepkeMaik Lwebepikke
acepi

CyblpbIn canma oiinay, My3blkabik
dpa3unposka, Tapuxu bisim,
putopuka xeTinegi

Slam — putopwkanbik 3kcnpeccus; rap
— flow, punchlines; jazz — TexHMKanbIK
Kypaeninik; 6ipak kebiHe cTUabAIK
wekTeynep bap

WmMnpoBu3aums geHreni

XKofapbl AeHren: MaTiH, bipfak,
MeNIOANANbIK >Kayarn TObIK
MMMpoBM3aLms

Poetry slam — opTalua umnpoBswusauus;
rap battles — >apTbinain MMNpoBu3aLus;
jazz duels — >xofapbl MNpoBu3aLus;
OprTa facblp NO33MACHI — TOMEH

XaHa TybiHAbINaPAbI
TyAbIpYbl

ANTbIC BapbICbIHAA >KaHa
MOTIHAEP, XXaHa MHTOHALMANbIK,
yArinep nanga 6onazbl; XanbiKTblk,
penepTyapfa eHegi

Slam/rap — >aHa MaTiHAep Xacanazbl;
jazz — >aHa cono ynrinepi; OpTa facbIp
JLACTypAepiHAe XaHa TyblHAbIAaH repi

KaHOH HacbIm

Peneptyapabl 6aiibiTy

AWiTbIcKepepaiH ayeHaiK,
noaTuKanblk Gopmynanapbl en
iLiHAe KeH, Tapanaabl

Slam/rap — >xeke opblHAAYLLbI
penepTyapblH HalibiTagbl; jazz —
MMNPOBM3aLUANbIK Tin Aamuabl; OpTa
facblp — dopmanap craHzapTTanAbl

ONeyMeTTIK XXaHe M3 eHU
dyHKUMA

Kofamabik nikip anaHbl;
aainetcisgik, Tin, Tapux, cascat
MacenenepiH awblk anTasbl;
2/1eyMeTTiK KaTapcumc

Poetry slam — actap anckypcsi,
reHzepAik/cascu TakbipbinTap; rap —
2/1eyMeTTIK KapCblbIK; jazz — 3CTETUKaNbIK,
apblc; OpTa facblp — capait MaAeHMETi

WHcTUTyUMOHanAbIKAaMYbI

AWTbIC MEKTENTEPI, OKY KypCTapsbl,
Tenexxobanap, xanblkapanblk
dectuBanbaap, FOHECKO mypa
Ti3imi

Poetry slam — ynTTbIK YeMnMoOHaTTap; rap
battles — kommepumanbiK avra; jazz festi-
vals — KoHKypcTbIK, popmaTt; OpTa FacbIp
[3CTYpi — My3elineHreH

Kasipri koFamaafbl OpHbI

Tipi MoAEeHN MHCTUTYT, Mejuna
apKblibl KeHeWreH; xactap
apacblHAa TaHbIMas; YATTbIK,
Gipereiinik Mapkepi

Slam/rap — ypbaHablK MaAeHMeT
TPeHAi; jazz — Kacibu opTasa; opTa
facbIp nNiwiHgepi — GONbKAOPIbIK
PEeKOHCTPYKLMA FaHa

OMipLUeHAIriHIH cebenTepi
/ @ncipey cebenTepi

AWNTBICTbIH, ©MipLUEHAIri:

KOfaM MeH Tikenen b6alnaHbic,
VMMPOBM3aLMA ePKIHAIr, YATTbIK
>KaA neH cabakTacTblk, 91eyMeTTiK
peni

Eyponaga ancipey cebentepi:
pUTyanv3aLuus, KaHOHW3aLMA, My3blKaHbIH,
KaCibuneHyi, No33unAHbIH Xa3balua
dopmatka KkeLuyi; bipak slam/rap — xaHa
dopmaga KaviTa xaHaaHy

BacekenecTik nornkacel

«Ce3 xeHeai» moaeni: Aanen,
TaI'IKpr]'IbIK, My3bIKaJ'IbIK
aKcnpeccus

Slam — kepepmeH gaybic bepegi; rap —
punchline vs punchline; jazz — TexHuka vs
KpeaTtvB

KepepmeH peni

ThIHAAYLWbI — HEFi3ri TepeLui;
peakLus eHepaiH 6afbITbiH
e3repregi

Slam — kepepMeH faybICbIMEH XeHiMMna3
aHblKTanazbl; rap — 3a1 peakLmAch
LIeLyLi; opTa facblpja — TepeLlinep
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My3blKanblk-CaxHasbIK, TeneBusmnsabIK alTbiC, OHAANH Slam — meawnara beliim; rap battles —

benimaeny alTbIC, Xanblkapasblk anTbIC YouTube/streaming; jazz battles —
decTnBanb caxHacbl

VIHTOHauuanbIk, Celiney MHTOHaLMACbIHA Slam — gaybic akueHTTepi; rap — punchline

Mogzenbaep HerizgenreH TONKbIHABI dpa3anap | intonation; jazz — blue-notes, chromatic

runs

Eyponanbik agactypnep (Tpybasypnap, MUHHE3UHrepsaep xaHe T. 6.) opTa facblpaapaa
LapbIKTay weriHe xeTegi, 6ipak cogaH KeliH KOFaMAblK MaHbI3AbINbIFbIH XXOFaNTajbl —
Ka3ipri yakplTTa XaHe acipece Ka3ipri yakblTTa ofap TeK KOHKYpCTap HeMece Kanta Kypy
TYPiHAE Kanaabl.

AN Kaszak alTbICbl, KepiCiHLUIe, anNunKanblk 6actaynapaaH OyriHri KyHre geniH, on ani Tipi,
TaHbIMa, MHCTUTYTTaHAbIPbIIFaH (Tenexxobanap, dectmBanbiap) >kaHe aneyMeTTiK
MaHbI34bl peN aTkapaTbiH YAeMeni ecyai kepceTea,.

CoHbIMEH KaTap, anTbIC OYTiHri KYHi Ka3akK KOfaMblHAafbl ©3€KTi Macenenepsai epkiH
KeTepe anaTblH CMpekK anandapabiH 6ipi peTiHae epekweneHesi. AKbIHAAP 9N1€YMETTIK
DAINETCI3AIK, XXEMKOPAbIK, XacTapAblH 6onalafbl, YATTbIK Til MEH PyXaHW KYHAbINbIKTAP
CUAKTBI KYPAENi TakblpbiNTapabl allblk TYPAE KO3Falrabl, Oy OHbIH, KOFaMAbIK,
AVCKYPCTaFbl MaHbI3AblIblFbIH apTTbipa TyCeA,.

CoHgzan-ak, anTbICTbIH, UHCTUTYTTaHAbIPbINYbI — apHalbl OKY KypcTapbl, 6ananap
MeH >acecnipiMaep apacblHAafbl alTbIC MeKTeNTepI, YATTbIK AeHrengeri bectnuBanbaap
apKblNbl — OHbl TYPaKTbl MOAEHN MEXaHM3M PEeTiHAE KaabINTacTblpbin OTbIP.

Byn — MaaeHn MypaHbl cakTan KaHa KOMMaW, OHbl AaMbITyAblH, TUiMAT Xobl. OcblnanLa,
auTbic Eyponagafbl aHanornsaablk XaHpaapaaH arviblpMallbliblfbl — MaAEHN KyOblbIC
peTiHAE Y3iIMEN, KepiCiHLIe, XXaHa KOFaMAblK LWapTTapfa UKeMAENIN, 63 MaHbli3blH
apTTbipa TyCKeH cnpek G¢eHoMeH 6oabIn OTbIp.

ANTBICTbIH, 91€YMETTIK MaHbI3AblbIfbl OHbIH, My3blKaablK TabUfaTbIMEH A€ Tbifbl3
6arnaHbICTbl. VIHTOHAUMAHBIH, XXOFapbl-TOMEH aybICybl, TEMOPIIK aKLLeHTTep,
AOMObIpaHbIH, 3KCMPECCUBTI TYCTapbl aKbIHHbIH, MO3ULMACBIH KYLLEWTIMN, 9N1eyMeTTIK
NiKipAiH 3MOLMOHaNAbIK blKNaiblH apTTbipazbl. by anTbiCTbl TEK CO3 CailbiCbl EMEC,
MY3bIKa/blK-NO3TUKaANbIK KOFaMAbIK ANANor anaHbl peTiHae cakTan OoTbIp.

KopbITbiHAbI

3epTTey HaTUXKeNepi Ka3ak alTbiCbl MeH Eyponagafbl My3biKanblK-NO3TUKaNbIK,
caunbICy ASCTYPAEPIHIH arOHNCTMKANbIK TabuFaTbiH My3bIKaablK, KYPbINbIMAbIK,

XaHe nepdopMaTUBTIK JeHrennepae canbiCTbipyfa MyMKIHAIK 6epai. ANTbICTbIH
UMNPOBM3aLMAFa Heri3AeNreH NaATblK, bIPFaKTbIK XXoHEe MHTOHALMANbIK XKYMeC
OHbIH, 63ceKeNik NO3TUKACBIHbIH, TYPaKTbl ©3€riH KYpPanTbiHbl aHblKTanabl. JJombbipa
CyMeMEeNiHiH, NyAbCalUanbIK KYPblIbIMbl, COUNEY MHTOHALMACBIHA HETi3aenreH
dpa3mpoBKa XaHe KapCbINacCTbIH, CO3IHE XeAen My3blkablk >ayan 6epy — auTbICTbIH,
facblpnap 60Wbl cakTanfaH My3blKaablK MOAENIHIH, HEri3ri KOMMOHEHTTepI.

Eyponanbik agactypnepzae (poetry slam, rap battles, jazz improvisation duels)
arOHUCTMKAHbIH, KOPIHICI 9pTYpAi AeHrenge bankanfaHbIMeH, 0napAablH, 6apabifbl pUTM,
Aaybic akueHTTepi, flow Hemece rapMOHMANBIK UMNPOBU3aLUNSA CUAKTbI My3blKabIK,
napameTtpaepre cyreHegi. Ananga tapuxu nepcnektmeaga 6yn dopmanap putyanmsaums

SARYN XANBIKAPANBIK PELEH3UWANAHATbBIH XYPHADN 115



C ;apyn 2026 OAHA UBPATUM, TYIbHAP AJIbMEVCOBA MY3bIKAbIK, CAABICY

MEH KaHOHZaNy YPAICiH 6acTaH Kewipin, auTbicka ToH KOFaMAblK AMANorTblk, GYHKLMUAHbI
TO/IbIK CaKTal anMaabl.

Ka3ak alTbICbIHbIH, ©MIPLUEHAITT OHbIH M3AEHW XXAHE dNEYMETTIK PenjepiHin,
KeHAiriMeH 6annaHbICTbl. AUTBIC BYTiHTI KYHI e KOFaMAblK MiKip KaabinTacTbipy,
SNEYMETTIK CbIH aWTy, YITTbIK XXaATbl XXaHFbIPTY XXoHE MaAEHN cabaKTacTbIKTbl caKTay
TeTiri peTiHae Kbi3MeT eTesi. My3bikanblk UMMPOBU3aLMAHBIH, AMHAMUKaNbIK KYPbIIbIMbI
aUTBICTbIH, 971eYMETTIK Ma3MyH/Abl EPKiH XeTKi3yiHe XaFfAaln Xacalgbl XXoHe OHbl Ka3ipri
caxHanblk, dopmaTTapfa benimaenyre kabinetri etes.

3epTTeyAiH FblAbIMU MaHbI3bl — My3blKa/blK arOHUCTUKAHbI KPOCC-M3AEHN MOAENb
peTiHAe KapacTblpy apKbl/ibl aTbICTbIH, My3blKaablK KYPbIIbIMbIH XaHa MHTepnpeTauuaa
Tanjay; NpakTKaablK MaHbI3bl — alTbIC MEH 3aMaHayy MMMNPOBM3ALUANBIK XXaHpPAapAbl
CaNbICTbIpMasibl OKbITYy MEH M3ZeHW xobanapza nanganaHy MyMKIHAIKTEPiH KepceTy.
ANbIHFaH HaTMXXENEep ITHOMY3blKaTaHy, OHEPTaHY XoHe M3JAEeHMETTaHy cananapblHAAFbI
bonaluak 3epTTeynepre agicHamanblk Heriz 6ona anasbl. Kazak anTbICbIHbIH, MYy3bIKabIK,
KYMECIH (TaaTbIK TipeKTepP, KaAeHUMANbIK GopMynanap, MHTOHaUMANbIK TUNTEP)
EyponaHbIH 3amMaHaym MMNPOBM3aLMANbIK CaXHaNapbIMEH CabICTblPy auTbICTbIH,

TeK Tapuxm GeHOMeH emMec, XahaHablK aroHUCTUKaNbIK MIAEHMETTIH, epekLue YAriCi
eKeHiH kepceTesi. AUTbICTbIH, My3blKablK-MO3TUKAbIK TYTACTbIfbl OHbIH, ©MipPLUEHAIrH
KamTamacbl3 eTeTiH Heri3ri pakTop 60abin Tabblnagbl. byn HaTUXENep My3biKanbik,
aroHWCTUKaHbl aMbeban MajeHM MexaHU3M peTiHAe KapacTbipyfa MyYMKIHAIK 6epes,.
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During the preparation of this article, artificial intelligence tools were used
OF GENERATIVE Al exclusively for auxiliary purposes. The Perplexity Al system was employed to search

for academic sources and to preliminarily verify their relevance to the research topic.
The GPT 5.2 (OpenAl) model was utilized to check the accuracy of the translation
and to perform stylistic editing of the English text. The use of these tools did not
affect the scientific content of the study. All conceptual frameworks, analytical
interpretations and conclusions, as well as the structure and argumentation
of the article, were developed independently by the author. The author bears
full responsibility for the content of the submitted manuscript.

ABsTRACT. The article examines historical and social dance as a distinctive phenomenon of dance culture
that reflects the transformation of forms of social interaction, norms of bodily behavior, and aesthetic
ideals within European and post-Soviet cultural traditions. Particular attention is given to the contemporary
interpretations of historical and social dance that have emerged in the early twenty-first century within

the cultural space of Kazakhstan.

The aim of the study is to conduct an art-historical analysis of the interpretation of historical and social
dance in contemporary national society of Kazakhstan in the context of the cross-cultural interaction
between the ballroom tradition and national culture.

The methodological framework of the study is based on historical-cultural and art-historical analysis,

the comparative method, and an interdisciplinary approach that allows dance to be examined as an artistic
form closely connected with social etiquette, performance space, and bodily communication. The study
traces the major trajectories in the formation of ballroom and social dance in Europe, with particular
attention to their reconfiguration under Soviet cultural conditions and the emergence of diverse
contemporary practices.

The analysis shows that historical and social dance does not lose its artistic or socio-cultural relevance.
Rather, it continuously redefines its functions in response to shifting social contexts. It is shown

that contemporary ballroom events in Kazakhstan — graduation, military, medical, and civic balls — function
as forms of actualization of ballroom tradition, while conceptual practices of the early twenty-first century,
including social dance formats, indicate a reinterpretation of everyday movement as an object of artistic
reflection.

In conclusion, historical and social dance is understood as a cultural process in which inherited forms and later
transformations remain in active interaction. The practical value of this study lies in its potential application

to further art-historical studies of dance culture, as well as for evaluating modern ways of representing
historical dance heritage within contemporary cultural contexts.
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KyaHLwbi6ekoBa, [aHa, >xaHe Alirynb KynsbekoBa. «Ka3akcTaHHbIH, Kasipri Kpocc-MafeHn
KEHICTIrIHAEr TapyXU-TYPMBbICTbIK BUAIH MHTepnpeTauuscel» Saryn, T. 14, N2 1, 2026,
121-137 6. DOI: 10.59850/SARYN.1.14.2026.344. (AfblNLLbIHLLA)

TIPEK CO3AEP Tapuxn-TypMbICTbIK 61, 3aMaHayy MHTeprnpeTauusnap, 6an MageHWeTi, d1eyMeTTiK 61,
61 MaseHMeTI, kepkemaik pedaekcums, KasakcraH.

YKACAHAbBI UHTENNEKT Ocbl MaKanaHbl garblHAay 6apbICbiHAA dKacaHAbl UHTENNIEKT Kypansapbl

KYPANIAAPbIH MANAANAHY Tek KemMekLi MakcaTTa KonaaHblagbl. Perplexity Al xxyrieci 3eptrey

TYPANIbI MONIIMAEME TaKblpblObIHA KATbICTbI FLIILIMU AEPEKKO3AEPAI i34€eY KaHe ONapAblH
peNeBaHTTbIIbIFbIH alAblH afna Tekcepy YWiH nanganarbingsl. GPT 5.2
(OpenAl) Mogeni MakanaHblH, aFbILLbIH TINHAET MITIHIHIH ayjapMacbIHblH,
JYPbICTBIFbIH TEKCEPY XoHe CTUAMCTUKANBIK pedakumusanay MakcatbiHAa
KONAaHbINAbI. ATanfaH Kypanjapabl NanganaHy 3epTreyain, fblibiMu
Ma3MyHblHa 9Cep eTKeH Ok, 3epTTeyaiH 6ap bk FblbIMN TY>KbIPbIMAAPSI,
Tangaynap, MHTeprpeTaumsanap, CoHaal-ak MakanaHblH, KypblibiMbl
MEH Ma3MyHbl aBTOPZAbIH, XeKe FblIbIMU XYMbICbIHbIH, HITUXECI 60bIN
Tabblnazgbl. ABTOP YCbIHbIIFaH FblbIMU MaTepuansbiH, MasmyHbl YLLiH TO/bIK
>KayankepLuinik anagbl.

AHAATIA. Makanaga Tapuxmn-TypMbICTbIK 61 eyponanblk, >XaHe MOCTKEHECTIK MOAEHW ASCTypaepaeri
aNeyMeTTiK e3apa apekeTTecy popmManapbiHbIH, 4EHE MiHE3-KY/IKbl HOPManapblHbIH XHEe 3CTETUKabIK
naeanfapAbiH, TpaHchopMaLMACbIiH beHenenTiH 61 MaZeHWNETIHIH epekiue GeHOMEHI peTiHae
kapactbipbinasbl. CoHbIMeH KaTap XX| facbipabiH, 6acbiHAa Ka3akCTaHHbIH, MZEHN KeHiCTir XaraanbliHaa
KaJblMNTackaH TapuUXMU-TYPMbICTbIK BUAIH 3aMaHayn MHTepnpeTaLmaiapbl TangaHakbl.

3epTTeyain MakcaTbl — 6an 49CTYPi MeH YITTbIK MOAEHMETTIH, KPOCC-MEeHM ©3apa dPEKeTTeCTir KOHTEKCTIHAe
Kasipri KasakCTaHAbIK KOFamAafbl TapUXU-TYPMbICTbIK BUAIH MHTeprpeTaLmsacbiHa OHepPTaHYLLbIAbIK Tasgay
acay.

3epTTeyAiH aficHaManblK HETi3iH TapUXN-MBAEHN XXaHE OHEPTaHYJIbIK Tafjay, CalblCTbipMasibl-CanfacTbipMabl
9Jic, coHAaN-ak buai aneymeTTiK STUKETMNEH, OPbIHAAY KEHICTIrNMeH XaHe AeHenik KOMMYHUKaLMaMeH
6annaHbICTbl KOpKeMAiK Gopma peTiHAe KapacTblpyfa MyMKIHAIK 6epeTiH NaHapasblK TaCiN Kypangbl.

3eptTey 6apbicbiHAa Eyponagafbl 6anaplk xXaHe TYPMbICTbIK 6UAIH KanbinTacy Ke3eHAepi, 0NapAblH KeHeCTiK
Ke3eHgeri berimaenyi XxaHe Kasipri KaszakCTaHAbIK Kofamaarbl 4amy popManapsl Xyneni Typae TangaHagpl.

3epTTey HOTUXECIHAE TapUXU-TYPMBbICTbIK BUAIH, KOFaMAbIK, KOHTEKCTTIH ©3repyiHe calikec TpaHchopMaLmsaiaHa
OTbIPbIN, ©3iHiH KEPKEMAIK XoHE dN1eyMETTIK-MIAEHN MaHbI3AblbIfbIH CAKTaUTbIHbI aHbIKTaNAbI.
KasakctaHgafbl 3aMaHayu 6anablk, ic-apanap — BiTipy KewwTepi, aCKepy, MeAnLMHaNbIK XIHEe Kananblk,
6angap — 6angplk ASCTYPAIH XaHFbIpy Gopmanapsl peTiHAe kapacTbipbliagbl. CoHbiMeH kaTap XXI facbipabiH,
6acblHAafbl KOHLeNTyanablk Toxiprbenep TYPMbICTbIK KO3FabICTbl KOPKeMAIK pedaekcnsa HblCaHbl peTiHae
KalrTa nambimgayfa MyMKiHZIK bepesi.

Kasipri keseHae TapuXmn-TYPMbICTbIK 61 A43CTYP MeH XaHallbliAblk ©3apa YMAeCeTiH y34iKCi3 MaeHW yaepic
peTiHAe KapacTblpbliagbl. 3ePTTeYAIH NPaKTUKaablK MaHbI34bLblfbl OHbIH HATUXeNepiH 61 MaAEHWETIH
©HEepPTaHY/bIK TyPFbIAaH api Kapal 3epTTeyAe, COHAa-ak TapuUXM-YATTbIK 61 MypacbkiH 3aMaHayu
penpe3seHTauuanay GopManapbiH TangayAa KoaaaHy MyMKIHAINIMEH alikbiHAanaab!.
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>KYMbIC Xacay, NnainganaHbinfaH afebuneTrep Ti3iMiH XXaHe MaKanaHblH, COHFbl HYCKacblH paciMAaey.

A. K. Kynbbekosa — 3epTTey MaTepuablHblH KYPbIIbIMAbIK-10TMKaNbIK XYWeneHyiH KamTaMachl3 eTy,
AepeKkKesaepAi ipiktey xaHe Tangayabl Xy3ere acblpy, 3epTrey MakcaTTapbl MeH MiHAETTepPiH aHbIKTay+a
KaTbICy, MOTIHIre TY3eTyNep EHri3y XoHe KOPbITbIHAbI TYXKbIPbIMAAP MEH HITUXeNePAiH TYXKblpbiMAaMasbIK
93ipNeMeciH Xy3ere acbIpy.

SARYN XAanKAPAI'IbIK PEUEH3UWANAHATbBIH XYPHAN



ISSN 2960-2351 (oHnaiin) ISSN 2960-2343 (neuaTHbiii) Ne 1. 2026 C ;aPyIl

UDC793.3
DOI 10.59850/SARYN.1.14.2026.344

[aHa MapaTtoBHa KyaHbiw6ekoBa*

[JlokTopaHT 2-ro kypca kadeapbl negarornkn Kaszaxckol HaunoHaabHOM
akagemun xopeorpadun (ActaHa, KasaxcraH)

ORCID ID: 0009-0002-6061-8278
email: dardanella@mail.-ru
Avirynb KeHecoBHa KynbbekoBa

[JlokTop negarornyeckmx Hayk, npodeccop kabeapbl Nesarormku
Kasaxckoli HaumoHanbHoM akazemum xopeorpadum (ActaHa, KasaxcraH)

ORCID ID: 0000-0003-2229-9958
email: kubelek_wkz@mail.ru

VIHTEPNPETALLNA MCTOPUKO-
EbITOBOIO TAHUA B COBPEMEHHOM
KPOCC-KY/1IbTYPHOM MPOCTPAHCTBE
KA3AXCTAHA

Asmopel npoyumasu u 09o6pusiu OKOHYamesbHeili 8apUAHM PyKONUCU U 3aA8/1510m 06 omcymcmeuu
KOHEIUKMAa UHMepecos.

* KoppecnoHamnpyroLuii asTop
email: dardanella@mail.ru

Moctynuna B pegakumto: 18.08.2025
MpuHsTa K ny6ankaumu: 17.03.2026

© 2026 AsTop(bl). Ony6anKkoBaHo Ka3saxckoii HauvoHanbHOW KOHcepBaTopueli MeHn KypmaHrasel. Hactoslwas ctaTba pacnpocTpaHaeTcs Ha YCI0BUAX
nuensum Creative Commons Attribution-NonCommercial-NoDerivatives (CC BY-NC-ND 4.0) (http://creativecommons.org/licenses/by-nc-nd/4.0/), kotopas
paspellaeT HEKOMMepPUeCKoe UCMoJIb30BaHUe, PacnpocTpaHeHUe 1 BOCMPOU3BeeHMe MaTepuaa Ha JIlo6oM HocuTesle NpU YCI0BUN HajJieXKalllero LUTMpoBaHus
OpUrMHanbHOM paboTbl, 6e3 BHECEHUsA N3MEHEHN, NepepaboTkn N CO3AaHNA NPON3BOAHBIX MaTepuaoB.

MEXAYHAPOAHBI AN PELEH3UPYEMBIW XYPHAN SARYN 125



(Sa]’yn N2 1. 2026

126

JLNsi LUTUPOBAHMS KyaHbiwbekosa, [laHa, 1 Aliryab KynbbekoBa. «/IHTeprnpeTauma Nctoprko-6bIToBoro
TaHLa B COBPEMEHHOM KPOCC-KybTYpHOM npocTpaHcTBe KasaxcraHa». Saryn, 1. 14,

Ne 1, 2026, c. 121-137. DOI: 10.59850/SARYN.1.14.2026.344. (Ha aHraminckom)

KFOYEBBIE C/IOBA WcToprko-6bITOBON TaHeL, COBPeMEHHbIe MHTeprpeTauny, banbHas KynbTypa,
COLManbHBbIN TaHeL, TaHLeBasbHasA KynbTypa, XyAoXKeCcTBeHHas pedaekcus,
KaszaxcTaH.

3AABNEHME OB UCMOJ/Ib30BAHUN B npouecce NoAroToBKM AaHHOW CTaTbW UHCTPYMEHTbI MCKYCCTBEHHOTO
MHCTPYMEHTOB NCKYCCTBEHHOTO VHTENNEKTa UCNONb30BaINCh UCKAHOUUTENBHO BO BCMOMOTaTebHbIX
MLIETERYA uensx. Cuctema Perplexity Al npyMeHsanach Ans novcka Hay4HbIx
WCTOYHWKOB U NpesBapuTeNbHOW NPOBEPKMN UX PeNeBAHTHOCTU
TeMe nccnegoBaHuna. Mogenb GPT 5.2 (OpenAl) ncnonb3oanacb
N7 NPOBEPKN KOPPEKTHOCTU NepeBosa 1N CTUAUCTUYECKOM
pesaKLMM aHrNoA3bIYHOrO TEKCTa cTaTbh. Icnonb3oBaHMe yKa3aHHbIX
WHCTPYMEHTOB He MOBAMUANO Ha HayuYHOE cogepyKaHue paboTbl.
Bce aHanuTMyeckre NONOXEHUs, MHTEpPNPeTaL MK, BbIBOAbI,
a TakKe CTPyKTypa v aprymeHTaLms ctatby 6bi1n pa3paboTaHsbl
aBTOpaMy CaMOCTOATENbHO. ABTOPbI HECYT MOJIHYHO OTBETCTBEHHOCTb
3a cofiep>kaHune nNpesCcTaBAeHHOro Hay4yHoro maTtepuana.

AHHOTALMA. B cTaTbe paccMaTpuBaeTcs NCTOPUKO-ObITOBOM TaHew, Kak YHUKabHbIA GeHOMEH TaHLeBalbHOW
KyNbTypbl, OTpaxkatoLwmi TpaHchopmaLiMio GOpM COLManbHOrO B3aMMOAENCTBYS, HOPM TENIECHOTO NMOBEAEHNS
N 3CTETUYECKMNX NAEaNOB B EBPOMENCKON N MOCTCOBETCKOWN KYNbTYPHOM TPAANLMK, @ TakXKe aHaan3npyoTcs
COBPEMEHHbIE MHTePrpeTaL M NCTOPUKO-ObITOBOro TaHLa Hayana XX| Beka B yCIOBUAX KybTypPHOMO
npoctpaHcTea KasaxcraHa.

Llenb nccnepoBaHns — NCKYCCTBOBEAUECKNI aHaU3 MHTeprpeTaLMmn NCTOPUKO-6bITOBOrO TaHLa
B COBPEMEHHOM Ka3axCTaHCKOM ObLLecTBe B KOHTEKCTE KPOCC-KYNbTYPHOrO B3auMoaencTems 6anbHom
TPaAULIMUN N HaLMOHaAbHOW KyNbTypbl.

MeTogon0ornyeckyro OCHOBY paboTbl COCTaBAAT UCTOPUKO-KYNbTYPHBIA N MCKYCCTBOBEAUECKUI aHanu3,
CPaBHUTE/IbHO-COMOCTABUTE/bHBIA METOA, @ TakXKe MEXANCLUMINHAPHbIA MOAXOA, MO3BONAIOLLMIA
paccMaTpuBaTh TaHeL, Kak Xy40XeCTBEHHYH GOpPMY, CBA3aHHYHO C COLMaNbHbIM 3TUKETOM, MPOCTPAHCTBOM
WCMOJIHEHUSA U TeNIECHON KOMMYHUKaLMeEN. B cTaTbe nocnesoBaTeNbHO aHaNM3NPYHOTCS KHOUeBble 3Tarbl
CTaHOB/IEHMS HanbHOro 1 BLITOBOrO TaHLa B EBpone, nx aganTtauus B COBETCKMA NEPUOZL U COBPEMEHHbIe
bopMbl pa3BUTHSA B Ka3axCTaHCKOM ObLLecTBe.

B pe3sysibTaTte MCCNeA0BaHUA BbIABIEHO, YTO NCTOPMKO-ObITOBOM TaHeL, COXPaHAET CBOKO XyZ0XKECTBEHHYH
1 COLMOKYNbTYPHYHO 3HaUYMMOCTb, TPAHCPOPMUPYACH B COOTBETCTBMM C M3MEHeHMeM O6LLeCTBEHHOTO
KoHTekcTa. CoBpemMeHHble HanbHble MeponpuaTMa B KasaxcTaHe — BbIMyCKHble, BOEHHblE, MeAULIMHCKNE

1 ropoAckue basbl — BbICTyrNatoT GopMamu akTyanmsauuv 6anbHON TpaaMLMK, @ KOHLENTyaabHble NPaKTUKK
Hayana XX| Beka, Bkatoyasa GopmaTbl 6bITOBOro TaHLa, CBUAETENLCTBYIOT O NepeoCMblC/IeHN 6bITOBOro
JBVXKEHUs KaK 06bekTa XyAoXKeCTBEHHOW pedaekcmn.

CerogHs MCTOPMKO-6bITOBOM TaHel, MpeacTaBaseT cCO6oM HenpepbIBHbIN OBLLECTBEHHO-KY/IbTYPHbIV NpoLiecc,
rfie OpraHNYHO COYETarTCA TPAAULIMK U HoBaLuu. MNpakTnuyeckas 3HauMMOCTb HayYHOW paboThl 3akaroYaeTcs
B BO3MOXHOCTV MPUMEHEHWs ee pe3y/ibTaToB ANs AalbHENLLNX NCKYCCTBOBEAYECKUX UCCEA0BAHN
TaHLeBaNbHOW Ky/IbTypbl, @ Tak>Ke /11 aHaNn3a COBPeMeHHbIX GOpM penpeseHTaLnmn NCTOprKO-
HaLMOHaNbHOTO TaHLIEBaIbHOrO HaCEAMS.

BKnAA ABTOPOB

A. M. KyaHeliwbekoea — ocyLiectBuAa KOMMAEKCHbIV aHanN3 U CUCTEMATM3aLMI0 HaYUYHbIX AaHHbIX,
NMoAroToBUAa OCHOBHYHO BEPCUIO TeKCTa CTaTby, obecrneumnna peAakTopckoe COMpPoBOXAEHNE Ha BCEX

3Tanax ee co3faHusA, nposena paboTty c bubanorpadryeckmMm NCTOYHNKaMK, obopmmna Cncok amTepaTypbl
1 GUHaNbHYIO BEPCUIO MyBanKauuu.

A. K. Kynbbekosa — obecneunna CTpyKTypHO-N0rMYECKyr0 cMcTemMaTu3aLmMio NCCaef0BaTeNbCckoro matepuana,
ocylecTBuaa oTOOP 1 aHaAn3 UCTOYHWMKOB, y4acTBOBaja B MOCTaHOBKE MCCeA0BaTeNbCKMX LieNen 1 3aad,
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Introduction
Historical and social dance holds an important place in the artistic culture of Europe
and in the wider post-European cultural sphere. It functions not only as a dance practice
but also as a form of cultural expression rooted in social norms, ritualized behavior,
and artistic traditions. The historical development of this phenomenon reflects not
only changes in choreographic styles and performance techniques but also broader
transformations in plastic culture associated with evolving behavioral norms, systems
of etiquette, patterns of bodily interaction, and aesthetic ideals characteristic of different
historical periods.

The relevance of this study lies in the need to interpret historical social dance
as a dynamic cultural phenomenon rather than as a static historical category. Examining
the forms of its existence and transformation across different historical periods makes
it possible to identify stable cultural meanings and the mechanisms through which they
are reinterpreted in contemporary sociocultural contexts. In the present-day sociocultural
conditions of Kazakhstan, historical social dance acquires new forms of expression within
the framework of national traditions and spiritual and social values.

In contemporary scholarly interpretation, historical social dance “as a representative
form of choreographic art inherited from the past, it preserves models of earlier dance
culture within contemporary art” (Yelistratova 181).

Methodology
The methodological framework combines historical-cultural and art-historical
approaches that allow the evolution of historical social dance to be examined as a socially
and artistically conditioned practice within dance culture. The research employs historical-
typological and comparative methods, which allow for the identification of patterns
in the transformation of ballroom dance across different historical periods —
from the court culture of the sixteenth to nineteenth centuries to the mass
and representative forms of the twentieth and early twenty-first centuries.

The study relies on a broad range of sources, including scholarly works on the history
of ballroom and social dance, research in the fields of cultural studies and art history,
as well as materials documenting contemporary forms of ballroom practice.

Particular attention is paid to the analysis of the sociocultural context of dance,
the spaces in which it is performed, and its social and artistic functions. These aspects
are examined within the framework of a structural-functional approach, which makes
it possible to relate the identified changes to broader transformations in cultural models.
The interdisciplinary character of the research makes it possible to interpret historical
social dance as an integral cultural process in which tradition, transformation,
and contemporary artistic interpretations interact dynamically.

Literature Review

The emergence of historical social dance is closely associated with courtly and secular
practices of European culture. As noted by the researcher of historical and cultural
aspects of ballroom dance Roman Lazhinsky, “Ballroom dance occupied an important
place in aristocratic social life, functioning as a means of status display, the formation
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of behavioral and educational norms, the reflection of the hierarchical order of society,
and the reinforcement of distinctions between social estates. In the era of absolutism,

it acquired a distinct political significance, becoming a ‘language of power’ in which
movement and gesture articulated an individual’s place within a rigidly stratified social
system, thereby transforming refined art into an effective instrument of social regulation
and the consolidation of absolute authority” (Lazhinsky 231). The formation of ballroom
culture was accompanied by the codification of dance forms, the consolidation of stable
models of partner interaction, and the development of a complex system of symbolic
meanings within which bodily movement acquired the status of a cultural sign.

During the Renaissance, dance began to be interpreted within the framework of
the humanistic intellectual tradition and gradually became the subject of theoretical
reflection. Among the key treatises of this period are the works of Domenico da Piacenza
(1390-1470), De arte saltandi et choreas ducendi (“On the Art of Dancing and Conducting
Dances,” 1445); Guglielmo Ebreo da Pesaro (1420-1484), De pratica seu arte tripudii
("On Practice, or the Art of Dance,” 1463); and Cesare Negri (1535-1605), Le Gratie
d'Amore (“The Graces of Love,” 1602). Taken together, these works laid the foundations
of an early “grammar” of dance, within which movement was understood as a conscious
artistic form rather than as an intuitive or purely everyday action.

Further development was associated with the establishment of the Royal Academy
of Dance under Louis XIV, which marked the institutionalization of dance and its integration
into the structure of court culture, thereby creating the preconditions for the formation
of stable models of courtly and secular dance art.

As emphasized by the ballet historian and scholar, Doctor of Art Studies and Professor
Vera Krasovskaya "The ideas of the Enlightenment contributed to the transformation
of ballet into an independent and serious form of theatrical art...” (278).

By the nineteenth century, historical social dance had finally taken shape as an important
form of social communication within which social hierarchies, gender roles, and culturally
conditioned conceptions of corporeality were articulated. “Ballroom dances helped
individuals not only to master the intricacies of choreographic practice, but also to acquire
the refined manners considered essential in society.” (Zhbankova, “Chto mozhet dat’
dorevolyutsionnyi opyt” 113).

Discussion and Results

The results of the study allow us to trace how the forms of historical social dance have
evolved in the context of sociocultural transformations of the twentieth and twenty-first
centuries. In the twentieth century, historical social dance underwent significant changes
associated with the democratization of social life. It moved beyond the boundaries

of elite salons and courtly spaces and spread into public dance halls, workers’ clubs,

and rural festive events — particularly in the post-war period and during the expansion
of mass leisure in the 1920s-1960s.

In the twentieth century, historical social dance underwent significant transformation
in the context of the democratization of social life. The secular model of leisure,
particularly in the 1920s, generated new forms of collective dance communication
and pubilic ritual. "Public dance became one of the symbols of the petty-bourgeois,
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philistine influence of the NEP period and therefore was subjected to extensive
criticism, as well as to specific bans and persecution” (Zhbankova, “Dosug sovetskikh
trudyashchikhsya” 140).

From an art-historical perspective, the first half of the twentieth century is of particular
interest, as European ballroom culture developed intensively through interaction
with American social dances. A significant number of dance forms of this period
were shaped under the influence of African American traditions and elements of African
folk heritage. As Nataliya Usanova notes, “the popular ballroom dances of Europe
in the first half of the twentieth century originated on the American continent,
where African American culture predominated and whose formation was influenced
to a considerable extent by the folklore of African peoples” (97).

In Kazakhstan, historical social dance has developed at the intersection of the European
ballroom tradition and the Russian cultural model. In contemporary cultural life it is not
limited to the status of borrowed European heritage but functions as an active artistic
practice represented in theatrical projects and within the system of professional
choreographic education. Today, historical social dance may be understood as a continuous
sociocultural process in which tradition and innovation remain in constant interaction.

From the perspective of the Kazakh cultural context, the relationship between
the national and the international-European dimensions of dance art acquires particular
significance. The scholar Yevgeniy Moiseyev argues that “the very existence of competitive
ballroom dance in Kazakhstan constitutes a unique example of how the art of dance
transcends national and cultural barriers” ("Problemy sootnosheniya” 110).

Ballroom dances of European origin are not directly connected with the Kazakh folk
tradition and therefore were initially perceived as an imported model of plastic culture.
However, their integration into the cultural environment of Kazakhstan was accompanied
by a process of cultural transformation, during which the European choreographic system
began to function within the framework of national social perception.

The history of the formation of ballroom dance in Kazakhstan confirms this thesis.

The institutional development of the field began in the 1960s: in 1968 a school

of European and Latin American dances was opened at the Palace of Culture

of the Alma-Ata House-Building Combine, and in 1969 the first ballroom dance
competition was held, marking the beginning of the active development of this art form.
In 1988 the first open championship in ballroom dance sport took place, and in 1992
the Federation of Sports Dance of the Republic of Kazakhstan was established.

These stages indicate the gradual institutionalization of the ballroom tradition

within the national cultural space (Moiseyev, "Problemy sootnosheniya” 111).

In Kazakhstan, the ballroom and historical social dance traditions are incorporated
into a broader process of national cultural development, within which the European
model of plastic culture is not reproduced mechanically but is adapted to the local
sociocultural context. Its institutionalization through the creation of professional
associations, the organization of competitions, and its integration into the system
of cultural events demonstrates the gradual inclusion of ballroom dance into the national
socio-artistic discourse. As a result, a form that is supranational in origin functions
as a space of cultural dialogue in which the European ritual-representational structure
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is reinterpreted in accordance with the historical, social, and value orientations
of Kazakh society.

As the contemporary Chinese scholar of performing arts Xun Peng observes,
in different cultures "dance serves not only as a conduit for individual emotional
expression but also bears the imprints of the corporeal language of society and culture.
Different cultures' dance forms reflect the values, rituals, and traditions of the respective
organizations. For instance, some cultures emphasize unity and collaboration within their
dance performances, accomplished through coordinated dance movements and collective
choreography, which symbolize the significance of each individual within the collective,
effectively communicating messages of teamwork and social cohesion” (95).

This perspective allows historical social dance to be interpreted as a specific type
of cultural code in which bodily plasticity is combined with a system of socially
significant meanings.

French, Italian, and Russian professional dance traditions developed within a shared
cultural space; however, over time each of them formed its own performance style
and aesthetic priorities. The French tradition was distinguished by refinement of manner
and softness of plastic expressiveness, whereas the Italian tradition was characterized
by virtuosity and clear structural organization of movement, which was particularly
evident in the system of the outstanding Italian dancer and ballet master Enrico
Cecchetti (1850-1928). The synthesis of these directions determined the development
of European choreography of the eighteenth and nineteenth centuries and contributed
to the formation of stable models of ballroom and historical social dance.

In Russia, the formation of ballroom culture was inseparably connected with the broader
processes of Europeanization in the eighteenth century. A turning point was the establishment
in 1738 of Her Imperial Majesty’s Dance School. Founded on the initiative of the French
dance master Jean-Baptiste Landé (1697-1748) with the support of Empress Anna
loannovna, the school played a key role in integrating dance into the institutional
and cultural structure of the Russian Empire. In the following decades, court and ballroom
dance developed under the influence of both the cultural policy of the court and sustained
intercultural contacts with Western Europe, which facilitated the selective transfer
and adaptation of Western European models within the Russian environment.

As Tamara Narskaya emphasized, “the scholarly value of historical dances lies in their
lexical and stylistic precision, as well as in the dynamic development of their movement
vocabulary and compositional structures. Dance acquires public significance as a social
phenomenon through its broad use in literature, music, and theatre, particularly in opera
and ballet” (5).

At the same time, the history of ballet theatre demonstrates that throughout
the nineteenth century ballroom and historical social dance in Russia developed
in the absence of rigidly fixed canons and unified normative systems. It should be
emphasized that the transmission of tradition was carried out primarily through direct
pedagogical contact, based on the oral transmission of experience and practical
interaction between master and performer. Such a model of continuity, on the one
hand, ensured flexibility and variability in dance practice, and on the other emphasized
its dependence on the individual artistic style of the choreographer and the specific
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cultural context. As a result, under these conditions historical social dance emerged
as a dynamic, plastically flexible, and multilayered phenomenon of artistic culture.

Contemporary research increasingly moves beyond traditional approaches
to the analysis of academic choreographic disciplines, opening the possibility
for a more complex theoretical understanding of the synthesis of historical social dance
with modern choreographic forms. Thus, the researcher of social dance Sergey Aksenov
notes, that “dance for all, now commonly referred to as social dance, is partly represented
in ballroom choreography by the Pro-Am movement. In this format, amateurs
and professionals share the same dance floor, creating a distinctive intersection
between everyday life and dance sport” (49).

In the twentieth century social dance gradually acquired a stable organizational
structure that included a network of dance studios, systems of mass instruction,
and the standardization of partner social dancing. Under these conditions the Pro-Am
(professional-amateur) format developed as a modern model of partner interaction
in dance sport, based on the joint performance of dance by a professional artist
and a trained amateur, thereby ensuring the stability of social dance practices
within the framework of mass culture.

Ballroom choreography and dance sport reinforce educational and socializing
functions through the regulation of bodily culture, the discipline of interaction,
and the development of skills of self-presentation and partner dialogue, all of which
derive from the foundational principles and methodological approaches of historical
social dance. In this sense, historical social dance proves relevant not only as a stylistic
reconstruction of the past but also as a living practice for the formation of cultural
competencies; as researchers Tatyana Kuzovnikova and Yevgeniya Bagirova note
“The educational functions of ballroom choreography lay a simultaneous foundation
for physical, social, aesthetic, gender-related, and professional development” (164).

By the end of the twentieth century historical social dance had lost its exclusively
elitist character, yet it did not disappear from the cultural space. In the twenty-first
century it has been enriched by new aesthetic and technical forms and has expanded
the range of its emotional-artistic and symbolic functions. Changes in sociocultural
conditions have led to a shift in the role of ballroom culture: from an everyday norm
of secular communication, it has transformed into a distinctive representative format
characterized by elements of ritual and public demonstration of cultural values.

In this context, contemporary balls are of particular interest, since at the beginning
of the twenty-first century they once again actualize historical social dance as a form
of collective artistic action and a bearer of cultural memory. Moreover, in contemporary
practices of social dance the ballroom repertoire is used as an effective instrument
for the development of communicative skills: it is based on regulated exchanges
of signals, the observance of distance, tactile etiquette, and the coordination
of tempo-rhythmic interaction between partners (Pan).

At the beginning of the twenty-first century large-scale social balls became a stable
element of the cultural life of Kazakhstan, forming a contemporary space in which
historical social dance has acquired renewed relevance. A representative example
of such a format is the Opera Ball (The Opera Ball, Almaty), which since the mid-2010s
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has established itself as one of the most significant cultural events in the country.

The scale of the project, its regular international participation, and institutional support
allow it to be considered not merely a social event but a contemporary form

of the existence of ballroom culture within a globalized sociocultural environment.

The Opera Ball combines elements of artistic representation and ceremonial
symbolism, reflecting broader tendencies in the development of contemporary cultural
life in Kazakhstan. Unlike chamber reconstructions of historical balls, it is structured
as a multi-layered event in which the dance ritual is integrated with operatic and symphonic
performance, charitable initiatives, and media representation. In this context, historical
social dance occupies a central position within the complex artistic structure while
preserving its organizing role in the overall composition of the event. In Kazakhstan
this model of ballroom culture acquires specific features determined by the combination
of European tradition and national cultural strategies of representation.

The contemporary ballroom tradition in Almaty began to take shape in 2007
with the organization of the first Viennese Ball, oriented toward European secular
models. Even at the initial stage, key elements of historical social dance were reproduced:
the participation of debutantes, a regulated opening ceremony, a strict dress code,
and a structured dance program.

The growth in the number of ballroom events in the socio-cultural calendar
of Kazakhstan corresponds with broader directions of cultural policy aimed at preserving
heritage and symbolically strengthening national identity. This tendency correlates
with state initiatives directed toward the development of cultural self-awareness
and the modernization of national identity (Nazarbayev). Thus, ceremonial
and representative formats function not only as forms of leisure but also as instruments
of symbolic expression and articulation of national values within the contemporary
cultural environment of Kazakhstan.

Today it can be argued that contemporary ballroom formats function as elements
of the symbolic consolidation of society. They create a model of public ceremonially
in which the European ritual structure is combined with the objectives of strengthening
national identity and presenting Kazakhstan as a modern cultural state.

In recent years, ballroom culture has also begun to develop within the academic
environment. University balls held in Astana, in particular the Presidential Ball at Magsut
Narikbayev University and the Astana Ball at Nazarbayev University, demonstrate
the institutionalization of the ballroom format within the educational sphere.

These events are oriented not only toward the representation of secular tradition
but also toward the cultivation of the values of academic culture, discipline, social
responsibility, and intercultural dialogue.

Historical social dance in this context functions as an educational instrument,

a symbolic language of collective identity within the student community, and a means

of integrating the European ballroom model into the contemporary cultural environment
of Kazakhstan. The university ball thus becomes part of a broader civic ceremonial culture
that combines elements of secular ritual, educational mission, and national cultural
self-awareness.
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The transition from the Viennese Ball (2007) to the Charity Ball (2009), and subsequently
to the Opera Ball, demonstrates the reinterpretation of ballroom tradition in accordance
with current cultural and social priorities. This evolution reflects an expansion of the social
function of the ball -from the observance of secular etiquette and ceremonial representation
to the inclusion of elements of civic engagement and philanthropy. The Opera Ball
serves as an example of the adaptation of tradition to the conditions of the twenty-first
century: it preserves the ritual structure, partner dynamics, and symbolic meanings while
simultaneously integrating them into a contemporary cultural context. The historical
repertoire — polonaise, waltz, and the formula “Alles Walzer!” — is performed not
as a mechanical reconstruction but as a living practice. The figure of the debutante
ensures the continuity of tradition: whereas historically the debut symbolized entry
into high society, today it is associated with academic achievements and social activity,
thereby endowing the ritual with new civic significance.

In professional interpretation, the ball is understood as a contemporary form
of historical tradition that does not imply a literal reconstruction of the nineteenth century
but is oriented toward preserving its stylistic spirit — nobility, symmetry, and the culture
of partner communication. Such an approach makes it possible to view the ball as a form
of cultural continuity adapted to the contemporary participant and audience.

The program of the Opera Ball includes traditional historical dances — waltzes, polka,
quadrille, and gallop. Although the performance does not always reproduce technique
in its strictly historical form, the stylistic recognizability and genre character of these
forms are preserved. In the contemporary cultural space, they function not as decorative
elements or costumed quotations but as a living tradition integrated into the current
cultural context.

It should be emphasized that when the vocabulary of movement is adapted
to the level of preparation of modern participants, the genre identity and stylistic
character of the dances are maintained. This allows us to speak not of stylization
in its formal sense but of a process of cultural adaptation in which the historical dance
vocabulary continues to function fully within the contemporary social environment.
Historical authenticity in this case serves as a stylistic foundation that ensures
the preservation of the aesthetics and culture of movement. Adaptation of the material
to the participants’ level of training is acceptable provided that the structural form
and genre identity are preserved.

From the perspective of contemporary staging practice, the ball is regarded
as a complex artistic and social form. Researcher Ye. Moiseyev notes that “the ballroom
format presupposes a synthesis of choreography, etiquette, protocol, and spatial
direction, where movement correlates with the organization of the hall, the ceremonial
structure of entrances, and the overall atmosphere of the event. In this case the work
of the choreographer extends beyond choreographic composition and includes
the formation of the visual image and status aesthetics of the event” (Kuanyshbekova —
Moiseyev).

An important factor determining the status of the Opera Ball is its institutional
structure and international orientation. The participation of musical directors of leading
opera theatres of the world as members of the honorary jury, the establishment
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of an international opera prize, and the invitation of internationally renowned

opera performers create a space of intercultural interaction around the project.

This demonstrates that the ball transcends the framework of a local event and becomes
integrated into the system of global cultural communication.

The analysis of contemporary secular mass events related to dance culture reveals
direct interdisciplinary connections of historical social dance with opera, symphonic music,
theatrical direction, and arts management. At the same time, cross-sectoral interactions
with social institutions and public culture can also be observed. Historical social dance
becomes involved in processes of personal development and interacts with pedagogy,
psychology, and other fields of the humanities. Such multidimensionality expands
the traditional understanding of the functions of the ball and confirms its relevance
within contemporary social space.

It can therefore be concluded that secular mass dance events — balls — confirm
that in contemporary culture historical social dance functions not only as an object
of scholarly analysis or stage reconstruction but also as an effective mechanism
for the formation of cultural identity, artistic reflection, and social communication.

At the same time, contemporary forms of existence of historical social dance are not
limited to large representative events. One such practice is everyday dance —a modern
form of social and domestic dance based on the principles of voluntary participation,
dialogical interaction, and the absence of the rigid hierarchical structure characteristic
of classical ballroom culture. Unlike historical balls, where social roles, distance,
and interaction models are strictly regulated, everyday dance foregrounds communication,
shared movement, and bodily dialogue as elements of everyday experience.

From an art-historical perspective, everyday dance may be interpreted as a way
of actualizing the historical social tradition through the reinterpretation of its key
structural components — partner interaction, musical-rhythmic organization, spatial
composition, and bodily etiquette. In this case, the historical vocabulary of movement
is not reproduced literally but is transformed in accordance with contemporary ideas
about bodily freedom, social equality, and individual self-expression.

In contemporary practice, everyday dance is often realized in the format of master
classes, open dance gatherings, lecture-concert programs, and performative projects
in which dance fulfills not only an artistic but also a communicative function. Such formats
contribute to the involvement of a wide audience and the formation of a new type
of spectator-participant for whom historical social dance ceases to be exclusively
a stage or museum object and becomes a form of lived cultural experience.

This indicates that in the twenty-first century the principles of historical social
dance develop not only through the reconstruction of ballroom traditions but also
within conceptual artistic practices that reinterpret everyday movement as an object
of choreographic reflection. So, a resident of Finland, Sandrina Lengren “is interested
in integrating movement and dance into situations and places where they have not
traditionally been experienced or seen” (Horila).

In the twenty-first century everyday dance may therefore be regarded as one
of the viable forms of existence of historical social dance, confirming its capacity
to respond to changes in the sociocultural environment and to retain artistic significance
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beyond the framework of the academic stage and traditional secular ritual. In a broader
sense, historical social dance appears as a continuous cultural process whose forms
are consistently transformed in accordance with social, aesthetic, and institutional
changes.

Conclusion. The analysis presented in this study allows historical social dance
to be understood as a dynamic cultural form whose evolution reflects transformations
in social practices, aesthetic attitudes, and models of artistic communication.
From the courtly and secular rituals of the sixteenth to nineteenth centuries to the mass
and representative formats of the twentieth century and the diverse interpretations
of the twenty-first century, ballroom traditions demonstrate a consistent transformation
of structural principles while preserving their functional concept.

Within the cultural space of contemporary Kazakhstan, historical social dance
continues to function as a form of cultural memory and public artistic representation.
Its integration into state, educational, and public projects indicate the inclusion
of ballroom tradition in processes of institutional reflection on cultural heritage.
At the same time, the European model of the ball is not reproduced mechanically
but is interpreted within the framework of national identity, the development
of ceremonial culture, and the formation of the public image of the modern state.

Thus, in Kazakhstan historical social dance functions both as an artistic practice
and as a means of symbolic social consolidation, within which European traditions
interact with national spiritual and cultural values. Its contemporary functioning confirms
the ability of this dance form to preserve structural continuity while adapting to changing
sociocultural contexts, allowing this phenomenon to be regarded as a stable yet adaptive
element of the national artistic landscape.
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CABAKTACTbIK: AGBE AHCAMBJII XOHE DPUK OZAPKBEW
MOPTOHHBbIH, KOLUBACLLbI/bIFbI

T-wi mbican: Agbe KOHplpay yArici.
[Jlepekkes: Makana aBTOPbIHbIH, Aananblk 3epTTeyaepi MeH BypbiH XapusaaHfaH JepekTep
Heri3iHAe KypacTbipblafaH.
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Xanblkapanblk KOVblibIMbIHa AeWiH. [lepekkes: Makana aBTopbl KypacTbipFaH.

2-wi cypet. bpasuaus Yii, JxxenmcrayH, Akkpa. XIX facbipga appobpasmansibik,
penaTpuaHTTap canfaH by fumapaTt Tabom KayblIMAACTbIFbIHbIH, HETi3ri Tapuxu eckepTKilli
60/1bIM Tabblnagbl XaHe onapablH, [aHaHbIH Xafanay/blK aiMaFbiHa KOHbICTaHYbIMEH
6alinaHbICTbl COYNET XXaHe MAAEHN MypaHbl kepceTesi. PoTo: Makana aBTopPbI TYCipreH.

3-wi cypert. Webep gabbinwbl Ipmk Opapkseit MopToH [xeimMctayHaafbl Agbe aHcambiHiH,
xxetekwici, Akkpa. PoTo: Makana aBTopbl TyCipreH.

4-1wi cypet. Spuk Opapkseinnt MopTtoH 2014 xbinfbl Wingese LaHro aynmneciHin Kipicne
pacimiHge eHep KepceTyae. POTO: Makana aBTopbl TyCipreH.

5-wi cypet. TaHagafbl bpasvans Enwiniringe Tabom Typansl Tabom in Bahia gepekri
OUNBMIHIH, KepCceTiNiMiH XapuanalTelH noctep, bpaswana MaH-Adpvika Tapyxu pecTuBaniHiH
25 XbINAbIFbIH aTan eTy MakcaTbiHAa YAbIMAACTbIPbIIFaH.

6-1wi cypet. dpuk Ogapkeer MopToH aHa yHmBepcuTeTi (JleroH, AKKpa) CTyAeHTTepiMeH
eTKi3inreH cabak 6apbicbiHaa Agbe fabbin oHay TeXHWKackiH kepceTyge. oTo: makana
aBTOPbI TYCipreH.

7-wi cypet. Agbe ancambni mywenepi Akkpaaafbl KOFaMzblk MaeHW Wapa bapbiCbiHAa eHep
kepcetyge. bipkenki kuim yarinepi MeH xapTbinal WweHbepai opHanacy Agbe opbiHAAYbIHbIH,
3aMaHayu MaZeHM Mpe3eHTauusanap ywiH Kana 6eriimaenreHin kepceteai. PoTo: Makana
aBTOPbI TyCipreH.

8-wi cyper. 2023 xbinfbl 15 wingeae MaHa yHuepcutetiHae (JleroH, Akkpa) etkeH Jactypni
My3blka 6oWbIHLA 47-wwi Dnemgik kKoHbepeHums (ICTM) kesiHae TabOM KayblIMAACTbIFbIHbIH,
KaTbICybIMEH ©TETIH TYCKi KOHLEepTTi XabapaanTbiH nocTep.

layxap Tac6epreHoBa, Epmek KypmaHaeB

47—74 ﬂ,aCTYPﬂI OPbIHAAYWbINbIK MBAEHWETIHAETT KUMbINAbIH,

TINI: CEMAHTUKACHI XXOHE ®YHKLMACHI

T-wi kecre. KUMbIngapabiH TeXHUKaNbIK cunatramanapbl

T-wi cypet. Con KoNAbIH OPbIHAAYLLbINbIK TACINAEPI.

2-1i cypet. OH KONAbIH OPbIHAAYLUbINbLIK TaCINAEPI.

3-wi cypet. OH KONAbIH OPbIHAAYLLbINbLIK TaCINAEPI.

4-1wi cypet. OH, KOAAbIH OpbIHAAYLbILIK TOCIIAEPI — WepTyaep.

5-1wi cypet. OH KONAbIH OpbIHAAYLUbIABIK TACiAAepi — caycak iNiMi.

6-11b1 cypet. OH KONAbIH, OPbIHAAYLWbILIK TaCiAAEPi — AOMObIPaHbIH TUETHEH TOMEH ONHay.
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KyaHbiw Pbickynos

7 5—9 8 KEHEC [lYMCEKEEBTIH, SCTPALAJBIK, LUbIFAPMAJIAPbIHbIH,
OPbIHAAYLUbINbIK MHTEPMPETALLMACHI: XXA3BALAH
YOUTUBE-TAFbI PELLEMUMAFA AEVIH [0

1-wi pnarpamma. KeHec [lyricekeeBTiH «CaneM cafaH, TyFaH en» aHiH OpbIHAAYAbIH,
Kapanbim rpaduri.

2-wi anarpavmva. Xbia calibliHFbl LLaMaMeH KapabiM CaHbl.

3-wi anarpamva. KepepmeHaepain 6encenginiri.

-1 KecTe. OHHiH, beliHeXa3banapblHbIH XXapusnaHy cTaTMcTMKachl
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APPENDIX

Gaukhar Tasbergenova, Yermek Kurmanayev

47—74 THE LANGUAGE OF GESTURE IN TRADITIONAL PERFORMANCE
CULTURE: SEMANTICS AND FUNCTIONS JIE 7

Fig. 1. Performing techniques of the left hand.

Fig. 2. Performing techniques of the right hand.

Fig. 3. Performing techniques of the right hand.

Fig. 4. Performing techniques of the right hand — clicks.

Fig. 5. Performing techniques of the right hand — finger tapping.

Fig. 6. Performing techniques of the right hand — playing behind a bridge.
Table 1. Technical characteristics of musical gestures

Kuanysh Ryskulov

7 5 9 8 PERFORMANCE INTERPRETATION OF KENESS DYUISSEKEYEV'S
WORKS: FROM RECORDINGS TO YOUTUBE RECEPTION

Diagram 1. Viewership trends for the performances of K. Dyuissekeyev's song “Salem sagan,
tugan el” (Greetings to You, My Native Land). Source: Compiled by the author based
on YouTube data.

Diagram 2. Estimated annual view counts for the performances of K. Dyuissekeyev's song
"Séalem sagan, tugan el” (Greetings to You, My Native Land). Source: Compiled by the author
based on YouTube data.

Diagram 3. Audience engagement metrics (likes and comments) when watching performances
of a song “Salem sagan, tugan el” (Greetings to You, My Native Land). Source: Compiled
by the author based on YouTube data.

Table 1. Publication statistics of the song's video recordings
Table 2. Estimated annual view counts

Dana Ibragim, Gulnar Alpeissova

99 'I 20 AGONISTIC PRINCIPLES IN MusICAL-COMPETITIVE
TRADITIONS: KAZAKH AND EUROPEAN CONTEXTS
In Kazakh

Table 1. Types of aitys and agonistic effects

Table 2. A Comparative agonistic model in the traditions of Kazakh aitys and European musical
and poetic competition
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[TPNNTOXXEHWUE

beHa>xxamunH Amakbe-boateHr

’I 7 46 VIHCTUTYLMOHANBHBIE MPAKTUKM U MY3bIKAZIbHASA
MPEEMCTBEHHOCTb: AHCAMBJ1b AGBE 1 JINAEPCTBO DPUKA

OnAPKBES MOPTOHA

[Mpumep 1: Obpasel, konokonbyvka Agbe
VICTOYHWK: OCHOBaAHO Ha MOJEBbIX UCCNe0BaHNAX aBTopa v 6osee paHHUX AaHHbIX.

Puic. 1. XpoHonorusa katoyeBbIX UCTOPUYECKNX COBLITUI B Pa3BUTUM OBLLMHBI Tabom

B AKKpe 1 Hacneaus mactepa-bapabaHiivka dpuka Ogapkses MopToHa — OT NpubbITUS
adpobpazumnbckux nepeceneHues B 1836 rogy A0 MeXAyHapOAHbIX BbICTYMNIEHNN aHcaMb1s
Agbe. CoctaBneHa aBTOpoM.

Puc. 2. flom bpasuanu, xenmcrayH, Akkpa. NMoctpoeHHoe B XIX Beke adppobpasmnnbckrmm
penaTpuaHTamu 3aHve ABAAETCA OAHMM N3 OCHOBHBIX MCTOPUYECKUX MaMATHUKOB OBLLIMHbI
TaboM 1 OTparxkaeT apxMTEKTYPHOE W KybTypHOe Hacneane, CBA3aHHOE C X NnepeceneHnem
B MPUGPEeXHbIV pernoH MaHbl. PoTo aBToOpa.

Puc. 3. Macrep-6apabaHLymnk Spuk Ogapkseit MopToH — pykoBoauTesb aHcambas Agbe

B [xelimcTayHe (Akkpa). PoTo aBTOpA.

Puc. 4. 3puk Opapkseit MOPTOH BO BpeMs BbICTYMEHUA Ha BCTYMUTENbHOW LLepEMOHMM
caToro LWanro, nronb 2014 roga. ®oto aBTOpa.

Puic. 5. MocTep, aHOHCKpPYOLWWIA NOKa3 AOKyMeHTanbHoro ¢uabma Tabom in Bahia
B Nnoco/bcTBe bpasvann B [aHe, opraHn3oBaHHbIN Mo ciyyato 25-netns bpasmabckoro
naHapprKaHCKOro NCTOPMYecKoro GpecTmsans.

Puc. 6. 3puk Opapkseli MOpTOH ZI@MOHCTPUPYET TEXHUKY Urpbl Ha BapabaHe Agbe Bo Bpems
3aHATUA CO CTyAeHTamn YHuBepcuteta laHbl (JleroH, Akkpa). doto aBTopa.

Puc. 7. YuactHukn aHcambns Agbe BbicTynatoT BO BpeMs 06LLECTBEHHOIO KYbTyPHOro
Meponpuatua B Akkpe. EfnHan cLueHnyeckas ogexaa v nosykpyroBoe pacrnoioxeHue
NCNONIHUTENEN EMOHCTPUPYIOT afanTaLunio ncnonHeHms Agbe Kk COBpeMeHHbIM popmMaTam
KyNbTypHOU npe3eHTaumn. doto aBTopa.

Puc. 8. MocTep, aHOHCMPYOLWMI 06efeHHbIN KOHLEPT € y4acTmem obLMHbl TabOM B pamKax
47-11 BcemupHoI KOHbepeHLMN No TpaanLmoHHo My3bike (ICTM), coctosBLueiics 15 nons
2023 roga B YHuBepcutete laHbl (JleroH, Akkpa).

[ana N6parum, N'ynbHap Anbnencosa
99 ’I 20 ATFOHUCTUKA B MY3bIKA/IbHO-COPEBHOBATE/IbHbIX
TPAAMNLIMAX: KABAXCKUI N EBPOMENCKUIM KOHTEKCTbI

Ha kazaxckom

Tabavua 1. Buabl antbica U aroHucTnyeckme addekTb

Tabnunua 2. CpaBHMTe}]bHaﬂ MOJelb arOHUCTUKN B TPagMLMAX Ka3axCkoro anTbica
n EBpOI'Ief/IICKOI'O MY3bIKa/lbHO-NMO3TUYECKOro CoCTa3aHuA
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