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XYPHAN TYPAbI

Saryn — «©Hep xaHe ryMaHuTap/bIK fblabiMAap» H6afbiTbl 6OMbIHLLA ©3€KTi 3epTTeyneps,
ayzapma MaTepuanzapbiH XaHe akaZieMusiblK MaTIHAepre, My3blkanblk ansbomaapra,
KnHopuabMaepre, kepmMenepre xaHe Hbacka ga fblibiM MeH M3JEHUET TyblHAblIapblHa
LonynapAbl Xapusanayfa bafbiTTanfaH xanblkapanblk fblibIMU peLeH3nanaHaTbiH 6acbibIM.

Saryn >xypHanAblH, MaKcaTbl MeH fbl/IbIMW ayKbIMbl YATTbIK ©HEPAiH 3epTTey
X9He dicHaMasblK MacenenepiH, OHblH 3aMaHayu JamyblH, COHAaN-aK A3CTyp
MeH MajeHuneTapanblk YHKaTbICy asaCbiHAaFbl KOPIHICIH KapacTblpaTblH ©HepTaHy
canacblHAafbl FblbIMU MakananapAbl xapusanay 60bin Tabblnagbl.

PepakumaFa yCbIHbIAFaH MaNIMETTEP XYMeni cananblk Hemece CaHAbIK AepekTepsi
Tangayabl KAMTUTBIH TEOPUANBIK XOHE SMMNUPUKaNbIK 3epTTeynepre; 6ap binimai anTapabikTain
pacTaiTbliH HeMece KEHEeMNTeTiH KbicKallla 3epTTey ecenTepi MeH xa3banapblHa; KiTantapra,
TeaTp KOWblbIMAAPbIHA, My3blKablk anbbomgap MeH KoHLepTTepre, KMHoGUAbMAEPTE,
kepMenepre xaHe backasa Lonynapfa 6afbITTanybl MyMKiH. Saryn-Aa fblabIMU gnanortap
KynTanagpl. Pefakums aBTopnapAbl Kypaeni TepMUHONOTMAAAH aynak 60bin, xanblkapabik,
oKblpMaHAapMeH balinaHbIC OpHaTyFfa KaMKOPJIbIK Xacai OTbIPbIM, TYCIHIKTI XXaHe KO XeTimai
TiNZe Xa3yFa Wakplpadbl. Bubanorpadusanbik cinTemenep MeH agebuettep TisiMiH pacimaey
KypHan HeMipi Xapblk KepreH KyHre kongaHbicta 6onfaH MLA (Modern Language Association)
f9eKces KenTipy CTUIHIH TananTapbiHa Cavikec Xxy3ere acbipblaagbl.

Saryn-pa xapuanaHfaH Makasa JapAblH aBTopaapbl MITIHAEPAIH Ma3MyHbIHa,

COHJali-ak, YLWiHLLi TyFanapAblH XXaHe/HemMece MakananapAbl Xapuanay HaTUXeCiHAe KkacakaHa
eMecC 3UsH Leryi MyMKiH yibiMAap Hemece engepsiH ap-HaMbiCbl, abblpolibl XXaHe ickepik
6eseni yLWiH TONbIK XayankepLuinikte 6onasabl. PegakuusaHblH Nikipi aBTopaapabiH, nikipiMeH
XoHe MakananapZblH Ma3MyHbIMeH Calikec kenmeyi MyMkiH. [laliekces kenTipreHzae aBTop

MeH JlepeKKesre CiNTeMeHi KepceTy KaxerT.

Saryn pepakumacbiHa TyckeH 6ap/blk MaKananap, OHbIH, iLIiHAe XacaHAbl NHTENeKT
apKbl/ibl XKa3blifaH Hemece ayjapbuifaH MITIHAEP NaarnatTbl TeKcepy paciMiHeH eTefi XXoHe
MaMaHZAapAbIH eKi peT «KacblpblH» LLIONYbIHAH KeWiH XapuanaHagbl.

Saryn-pa aBTOp/IbIK FbUIBIMU 3epTTeynep, Nikipaep, peueHsunanap xsHe cyxbatrap
TeriH >xapuanaHagbl. XXypHan pefakLumablk XXyMblCTapfa XXoHe MakananapAbl Xapusanayfa
6ainaHbICTbl Gapblk WbIFbIHAAPALI ©3 MOVHbIHA anazbl. PejakLuaFra yCbIHbIFaH
MaTepuanjappl xapuvsanafraHsl YLLiH Tefem TeneHbens.

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 PeAaKLMUAHbIH 31€KTPOHZAbI MOLWTackiHa
Xibepyre 6onaabl: editor@sarynjournal.kz.
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TAPATY, NHAEKCTEY XKOHE MYPAFATTAY

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

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

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

2. KypmaHfasbl aTbiHAaFbl Kasak yTTblK KOHCEPBATOPUACHIHbIH, PeCMU CaTbiHAaFbI Saryn

napakLuacsbl.

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

Saryn (25.01.2024 N2 201 6yipblfbl) FblAbIMU KbISMETTIH, HETi3r HATUXENEPIH Xapuanay
ywiH KasakcraH Pecnybankachbl binim >KaHe FblibIM MUHUCTPAITiHIH BinimM aHe fblabiM
canacblHAafbl canaHbl KamTamachi3 ety komuteTi (BxxFCBK) ycbiHFaH 6acbinbimaap
2-wi Ti3beciHe eHrisingi («kBHep >xaHe ryMaHUTapbiK FblabiMaap» 6eniMi). COHbIMeH kaTap,
Saryn KFAW (KazakcTaHabIK FblbIMN Aa1ieKce3 NHAEKC), YMFTCO (¥ATTbIK MEMAEKETTiK
FbINbIMU-TEXHMKaNbIK capanTama opTasbiFbl), RILM (Répertoire International de Littérature
Musicale), European Reference Index for the Humanities and Social Sciences (ErihPlus), PFAW
(Pecewnik fbibIMK Adiekce3 MHAeKCI), KnbepJleHnHkaaa nHaekctenea,.

Saryn >xxypHasbl aBTOpaapfa XapuanaHfaH Matepuangapipbl Tapatyfa dXaHe OKkblpMaH
KaybIMbIH KEHeWTyre, COHbIH, iLLiHAE XypHaNAbIH pecMun aneymeTTik xeninepinge (Telegram,
Instagram, Facebook) makananapgbl xapusanay apkblibl XaH-XaKTbl Koagay 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 xapusanay KyHiHe
KYKbIFbIHbI3Abl Adnenseyre MyMKiHAIK 6epesi.

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,
3NeKTPOHZbI KiTanxaHanapblHAa OpHanacTbipca 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 formatting of in-text citations and references is carried out in accordance with the Modern
Language Association (MLA) style guidelines current at the time of the journal issue's
publication.

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.

4 SARYN PEER-REVIEWED JOURNAL



2026 (Sapyn

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), European
Reference Index for the Humanities and Social Sciences (ErihPlus), Russian Science Citation
Index, and CyberLeninka.

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

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

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

Saryn — MmexayHapoAHOe Hay4YHOe PeLeH3NpyeMoe 13AaHne, OPUEHTVPOBaHHOE
Ha Ny6AVKaLWIo akTyanbHbIX UCCIEA0BAHMNA, MEPEBOAHbBIX MaTePUAIOB 1 PeLieH3n
Ha akaZeMnyeckme TeKCTbl, My3blkasbHble anbboMbl, KWHOGUABbMbI, BbICTABKW U Apyrie
Npowv3BeAeHNs HayKn U KyNbTypbl MO HampaBaeHWto «/ICKyCCTBO U FyMaHWUTapHble HayKu».
OCHOBHO Liesibto Ny6nKaLuii Saryn aBAsiFOTCA NCKYCCTBOBEAYECKME CTaTby, B KOTOPbIX
06y aatoTCa UccnesoBaTeNbCkre Y METOAONOMMYECKME BOMPOChI HaLMOHANbHOMO NCKYCCTBa,
€ro COBPEMEHHOTO Pa3BUTWA 1 MPOSBIEHNA Yepe3 TPaANLMN N MEXKYNbTYPHbINA KOHTEKCT.
MaTepwasbl, NpescTaBaeHHbIe B PeAaKLMIo, MOTYT ObiTb COCPEJOTOUEHb! Ha TEOPETUYECKMX
Y 3MMUPUYECKNX UCCNEA0BAHMAX, COAEPKALLMX CUCTEMATUUECKMI KaueCTBEeHHbIN
WM KONIMYECTBEHHBIN aHaNn3 AaHHbIX; KpaTKe NCCaef0BaTeNbCkie OTHETbI U 3aMeTKY,
KOTOpbIE CYLLECTBEHHO MOATBEPXAAFOT UM PACLUMPAIOT CYLLECTBYHOLLME 3HaHWUSA; 0630pPbl KHUT,
TeaTpabHbIX CrieKTak/Ien, My3blKa/bHbIX a/lbOOMOB W KOHLIEPTOB, KNHO(UIbMOB, BbICTABOK
n apyroro. B Saryn npuBeTcTBYtOTCS HayuHble gnanoru. Pegakums npusbiBaeT aBTOPOB N1caTb
SICHBIM W AOCTYMHbIM A3bIKOM, U36€eras CNOXKHOW TEPMUHONOTM 1 3a60TACH O KOMMYHUKALMK
C MeXAyHapOAHOW unTatenbckon ayautopuen. Odopmaerme bubamnorpaduryeckmx ccoliok
W Crncka MTepaTypbl OCYLLLECTBASAETCS B COOTBETCTBUN C TpeboBaHuaMu ctuns MLA (Modern
Language Association), aKkTya/bHbIMW Ha AaTy BbIXOJa HOMepa XypHasa.
ABTOpbI CTaTel, onybMKOBaHHbIX B Saryn, HECYT MOHYHO OTBETCTBEHHOCTb
3a cofiep>KaHune TEKCTOB, a TakKe 3a YecTb, JOCTOMHCTBO W e/0BYHO PEMyTaLMio TPETbUX
JVL, W/VAN OpraHn3aunii uav cTpaH, KoMy MOXeT ObITb MPUYMHEH HeyMbILLAEHHbIN yliep6
B pe3ysibTaTe Nybankauuv ctateil. MHeHWe pefakLmm MOXeT He COBMajaTh C MHEHUEM
aBTOPOB W cogep>kaHnem ctatei. Mpu LUTMPOoBaHNM 06s3aTeNbHO yKa3aHWe CCbIKM Ha aBTopa
N UCTOYHMK.
Bce ctaTtbu, nocTynatoLlve B peAakuuio Saryn, MpoxXoaaT npoLeaypy npoBepku
Ha maaruart, BKAtoYas TeKCTbl, HaMMCaHHble UAW NepeBeAeHHbIE UCKYCCTBEHHBIM MHTE/IEKTOM,
1 NyGANKYHOTCA MOC/E MONOXKMTENBHOTO ABOMHOO CIEMOro PeLieH3MPOBaHWs CreLmanncTaMmu.
ABTOpPCKME HayuHble NCCeA0BaHMA, 0630pbl, PELLEH3UN U MHTEPBBLIO B Saryn nybankytoTcs
6ecnnatHo. XypHan 6epeT Ha cebs BCe pacxoAbl, CBA3aHHbIE C PeAaKLMOHHbIMK paboTamu
1 nybankaumamm ctatei. 3a nybankaumo NpejoCcTaBieHHbIX B peAakLunio MaTtepuanos
rOHOpapbl He BbIMAa4YNBaLOTCS.

PeAakuUVOHHas NOANTIKA XXypPHaia OCHOBbIBAETCA Ha PEKOMEHAALMAX MEXAYHAPOAHbIX
OpraHu3aumin No 3TMKe HayuHbIX Nybavkaumin: KomvTeta no ny6ankaLMOHHOM 3TUKe —
Committee on Publication Ethics (COPE), EBponelickoi accoLmaLmmn 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), European Reference
Index for the Humanities and Social Sciences (ErihPlus), PUHL|, (Poccuiickom nHaekce HayyHoro
untnpoBanus), KnbeplleHmHke.

XKypHan Saryn BcecTopoHHe noajep>XvMBaeT aBTOPOB B Aefie 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 NPOABUraTh CTaTbM CPeAM CBOUX KOMNET 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, ClefyeT yKkasbiBaTb bk Ha DOl naun ccbinky Ha cant
XypHana Saryn, rae onybavkoBaHa UCXxoAHas Bepcusa cTaTbu. TO NO3BOIUT JoOKa3aTb CBOE
npaBo Ha pa3paboTky v AaTy nybankaumm.

PepaxkumnorHas konnermsa Saryn He npenaTcTByeT CBOVM aBTOpaM B pa3meLleHnn
ony6/IMKOBaHHbIX MaTepranoB Ha CTOPOHHMX pecypcax. ABTOPbI XypHana MOryT 3arpy3uTb 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,
fiaeT BO3MOXHOCTb KOJIIeram v CTyZleHTaM 03HaKOMUTLCS C UCCNef0BaHUAMM, 063aBecTUCh
€MHOMbILINEHHMKaMW N HOBbIMM BO3MOXHOCTAMM.
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KipiCcnE ce3

2026 XbINFbl Saryn >XypHasbiHbIH MayCbIM ailbiHAafbl caHbl 6eC MakanazaH Typazbl XXaHe My3bIKa,
xopeorpadusa MeH ayAnoBU3yansbl OHep KeHICTIrHAEr MaAEeHW Xagabl, YATTbIK Biperennik xaHe AacTypai
3amMaHayu Typfbl4aH naribiMAay MacenesnepiHe apHanfaH 3epTreynepai bipiktipeai.

Mmuna AnneBa (baky) 3 MmakanacbiHAa Y3ewip faxbibelininib, «Kepofabl» onepacbiH MHTepnpeTaLmsanay
MblCanblHAa Ka3ipri My3blkaTaHyafbl €yponaLeHTPUCTIK Tacingepre CblHU Tangay >kacalabl. 3epTTeyaiH,
@3eriHge YATTbIK My3blKasblK Xyhenepai 6atbICTbIk 3epTTey yArinepi apkblibl kabbligay Maceneci
Kapactbipbliagbl. COHbIMEH KaTap eyponablk eMec My3blKasblK MIAEHUETTePi TaajayFa apHaifaH XaHa
MeTaTil KanbINTacTbIPYAbIH KaXeTTiniri Herisgenesi. Makanaga Y3eiip faxblOelniHiH, NaATblk TEOPUACIHA,
YATTbIK MHTOHALMANBIK epeKLUenikTi cakTay TeTikTepiHe, coHgan-ak LLbifbic neH baTtbic apacbiHAafbl MaAeHN
JAVanor macenenepiHe epeklle Hasap ayAapblifaH.

Tatbsina XapnamoBa (AcTaHa) e3 3epTTeyiHae «Kbi3 XKibek» 3MoCbIHbIH KOPKEM MHTeprpeTauusnapbiHAaFbl
M3ZEHW XagAblHbIH, TETIri peTiHAe «AKKY—-TaKKYy» MHTOHaLMANBIK KeLLEHIHIH KaabinTacybl MeH AamyblH
KapacTbipazbl. ABTOP akKy GeMHeCiHiH, 3BONHOLMACBIH XXaHE OHbIH, ka3ak, &@HepiHiH apTypi XaHpaapbl —
XasblK 9Hi, ornepa, KMHO XdHe acnanTblk My3blka apkbl/bl YTTbIK KOPKEM CaHaZia OPHbIFY YAEPICiH Tanaangbl.
CoHbIMEH KaTap MHTOHALMAbIK cabakTacTblk MeH KOpKeM apXeTUNTiH TpaHCchopMaLMACkl MacenenepiHe
Ha3ap aygapblabin, onapabiH, Keiz Xibek 6eMHeciHiH, MafeHW AaCTypAe cakTanyblH KamMTaMachl3 eTyaeri pei
anKbiHAaNaAbl.

Amankengi Kysey6aii (Anmatsl) MeH [AnekcaHap XapyToHbiH| (Mackey) bipneckeH 3epTTeyiHae
ApKa SHLUINIK ASCTYPIHAEr PE30HAHCTbIK 9H CaNyAblH aKyCTUKablK epeKLlenikTepi AblObIC Xa3banapbiH
KOMMbOTEPIIK Tangay HerisiHge KapacTbipblaagbl. XymblcTa XKOFfapbl 9HLWINIK GOpMaHTaHblH, NapameTpaepi
MeH JaybIC Ty3iy MexaHU3MAepi TaaAaHbIn, onap aH canyAblH PE30HAHCTbIK Teopuackl MeH bel canto
KafuAanapbIMeH CanblCTblpblNazbl. ANbIHFaH HOTUXKENEeP OpPbIHAAYLLbIIbIK MEKTENTIH, aKyCTUKablK BeriHiH
HakTblnayfa MyMKIHAIK 6epin, akycTuKanblk Tanjay a4icTepiH STHOMYy3blKaTaHy, BOKaaAblk neAarorvka
XKOHe MaTepuaniblk eMeC MaZeHV MypaHbl 3epTTey cananapblHAa KONZaHYAbIH NepcrnekTuBanapbiH
alKbIHAANAbI.

MBaH ApgalwoB (AnmaTbl) ©3 MakanacbiHAa Kasipri Ka3akCcTaHAbIK aHUMaLMaAafFbl SKCNEPUMEHTTIK
aficTeMenep MaceneciH ocbl 6afbiTTa KaablnTackaH TYCiHIKTepre cyieHe oTbIpbIN KapacTblpadbl. 3epTTeyse
Heri3ri Macene Taxipnbenik i3geHicTepaiH XOKTbIFbIHAA eMec, ONnapabl dAiCHaManblk TypfblAaH cunatray
MEH WHCTUTYLIMOHANAbIK BEKITYAiH XKeTKINIKCI3 AeHreniHAe eKeHAir XXeHiHAe TYXKbIPbIM YCbIHbIAZAbI.

Byn pette yATTbIK KOMMOHEHT TYbIHAbBIHbBIH, KYPbIbIMbIHA bIKNan eTe anaTblH KOPKEM SKCMEPUMEHTTIH,
e3repmMeni napameTpi peTiHge TyCiHaipinesi. KazakcTaHAblK aHMMaLMAHbIH UHCTUTYLMOHaNAbIK OPTaChiH
Tanzay HerisiHze aBTOp 3KCMEePUMEHTTIK BafbITThl JaMbITyFa KaXeTTi anfblliapTTapablH, 6ap ekeHairi Typanbl
KOPbITbIHAbI >XKacanpbl.

TanaHT KnblwbaeB (AnmMaTtbl) Xas3faH PeBbIO XypHaN HOMIPIH KOPbITbIHAbIIAM OTblpbIn, XaHaT
baifapanblHbIH KeLUneni aNeMHiH M3AEHN TYCIHIKTePIH caxHanblK TypPFblAaH PEKOHCTPYKLIMANAUTBIH
xopeorpaduanblk TpuagacbiHa apHanfaH. «Faceipnap yHi», «Kypec» xaHe «LlepHunsas» KovblabiMaapbiHAa
HOMaATbIK M3AEHWETTIH TapUXU-MUGONOTUANBIK, CaKPaaabl-FyPbINTbIK XaHe aneyMeTTiK-mepeKkenik
kabaTTapbl alwbin kepceTineai. MaacTvkanbik Tingi Tangay xanblkTblk Xopeorpadus, putyanablk CUMBOAVKA
KSHE KOMMO3ULMANbIK LeliMAepaiH, YANeCiMi KeLLneni @pKEHNETTIH MOAEHN XafblH CaXHabIK,
penpeseHTaumanaysblH TyTac MOAENIH KaablNTacTblpaTblHbIH alikbIHAANAbI.

Ma3MyHZabl 3epTTey/iepi YLUiH aBTopaapFa, fblibIMU BiNiMHIH, TepeHAiriHe yKbINTbIAbIKNEH Kapar,
>KOfapbl Tanan KOWfaH peLeH3eHTTepre XaHe OPHbIKTbI AaMy XON4apblH i34ey Ke3eHiHAeri Kypaeni
yaKbITTa Saryn >ypHasblHa JereH TypakTbl KbI3bIFyLUbIIbIK TaHbITbIN Ke/e XaTkaH OKblpMaHAapFa
LWbIHAMbI anfbiCbIMbI3Abl Bingipemis.

Jamup YpasbimbeTos,
6ackapyuwisl pedakmop
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The June 2026 issue of Saryn comprises five articles, bringing together research dedicated to the issues
of cultural memory, national identity, and the contemporary interpretation of tradition within the realms
of music, choreography, and audiovisual art.

In her article, Imina Aliyeva (Baku) addresses a critical analysis of Eurocentric approaches in contemporary
musicology, as exemplified by the interpretation of Uzeyir Hajibeyli's opera Koroghlu. The study focuses
on the problem of perceiving national musical systems through the prism of Western research models.

It substantiates the necessity for a new metalanguage to analyze non-European musical cultures. Special
empbhasis is placed on Uzeyir Hajibeyli's modal theory, the mechanisms for preserving national intonational
specificity, and the issues of cultural dialogue between East and West.

Tatyana Kharlamova (Astana) explores the formation and development of the Agqu-Gaqqu intonational
complex as a mechanism of cultural memory in artistic interpretations of the epic Qyz Zhibek. The study
examines the evolution of the swan imagery and its consolidation within the national artistic consciousness
through various genres of Kazakh art: folk song, opera, cinema, and instrumental music. Attention is also paid
to the processes of intonational continuity and the transformation of the artistic archetype, which ensures
the preservation of the Qyz Zhibek image within the cultural tradition.

The joint study by Amankeldi Kuzeubay (Almaty) and [Alexander Kharuto] (Moscow) examines
the acoustic characteristics of resonant singing in the Arga tradition based on the computer analysis of audio
recordings. The authors analyze the parameters of the high singing formant and the mechanisms of voice
production, drawing comparisons with the resonance theory of singing and the principles of bel canto.

The findings allow for the refinement of the acoustic profile of this performing school and outline
the prospects of applying acoustic analysis to ethnomusicology, vocal pedagogy, and intangible cultural
heritage studies.

Ivan Ardashov (Almaty) addresses the issue of experimental methodologies in contemporary
Kazakhstani animation, drawing upon prevalent concepts within this field. The article puts forward
the position that the critical deficiency lies not in the absence of experimental practices, but rather
in the insufficient development of their methodological description and institutional consolidation.

Within this framework, the national is conceptualized as a variable of artistic experiment capable
of influencing the structure of the artwork. Based on an analysis of the institutional environment
of Kazakhstani animation, it is concluded that there are prerequisites for the development

of an experimental direction.

The issue concludes with a review by Talant Klyshbayev (Almaty), dedicated to Zhanat Baidaralin’s
choreographic triad, which is examined as a scenic reconstruction of the cultural concepts of the nomadic
world. The productions Gasyrlar Uni [The Voice of the Ages], Kures [Struggle], and Sherniyaz unfold
the historical-mythological, sacral-ritual, and socio-festive layers of nomadic culture. The analysis
of the plastic language demonstrates that the synthesis of folk choreography, ritual symbolism,
and structural compositional solutions shapes a cohesive model for the scenic representation
of the nomadic civilization’s cultural memory.

We extend our sincere gratitude to the authors for their insightful works, to the reviewers for their
diligence and commitment to the depth of scholarly knowledge, and to our readers for their steadfast
interest in Saryn during these challenging times of pursuing sustainable development.

Damir Urazymbetov,
Managing Editor
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BCTYNUTENBHOE C/IOBO

MioHbckunin Homep Saryn 3a 2026 rog cOCTOUT M3 NATW CTaTel 1 06beAMHAET NCCE[0BaHMA, MOCBALLEHHbIE
npobaemam KyabTypHON NaMATH, HALMOHANbHOW MAEHTUYHOCTM U COBPEMEHHOTO OCMbICNEHUSA TPaANLNK
B MPOCTPaHCTBE MY3blKKM, Xopeorpadun 1 ayAnoBM3yanbHOrO UCKYCCTBA.

MmuHa AnneBa (baky) B cBoei cTaTbe 0bpallaeTcs K KpUTUYECKOMY aHanm3y eBpOMOLEHTPUCTCKMX
NoAX0A0B B COBPEMEHHOM My3bIKO3HaHWUM Ha MpUMepe MHTepnpeTauun onepsbl Y3enpa Magxnbeiinm
«Képornbi». B LeHTpe paboTbl — npobaema BOCMPUATUA HaLLMOHabHbIX My3blKalbHbIX CUCTEM Yepe3
3anagHble nccnegoBatenbckne Mogenn. OBOCHOBbLIBAETCA Tak)ke HEOBXOAMMOCTb HOBOIO MeTas3blka
ANA aHanv3a HeeBPOMencknX My3blkanbHbIX KybTyp. Ocobblil akLLeHT cAenaH Ha 1ajoBON Teopumn Y3enpa
Fagxnbennm, MexaHn3mMax coxpaHeHus HauMoHaNbHOM MHTOHALIMOHHOM cneunduKkn 1 Bonpocax KyabTypHOro
Ananora Boctoka v 3anaga.

TatbAHa XapnamoBa (ActaHa) nccnegyet GopMMpOBaHNE N Pa3BUTME MHTOHALIMOHHOIO KOMMJIeKca
«AkKy-TaKKy» Kak MexaHW3Ma Ky/bTYPHOWN NaMATV B XyJ0XKECTBEHHbIX MHTeprpeTaLmsax anoca
«Kb13 Xunbek». ABTOp paccMaTpurBaeT 3BOIOLMNIO 0bpa3a nebess 1 ero 3akpenneHne B HaLMOHa bHOM
XYZOXECTBEHHOM CO3HaHWUM Yepes pa3/inyHble XaHPbl Ka3axcKoro NCKycCTBa: HapOAHYHO NeCHo, onepy,
KMHO N MHCTPYMEHTaNbHYHO My3biKy. YAeneHO Tak)Ke BHYMaHWe npoLeccaM UHTOHALMOHHOM
npeemMcTBEHHOCTM U TpaHCHOPMaLMM XyJ0XKECTBEHHOIO apxeTuna, obecneynBatoLLero coxpaHeHme
ob6pa3za Kbiz XXunbek B KyabTypHON Tpagmumuu.

B pa6ote AmaHrenbabl Kysey6as (Anmatbl) v [AnekcaHgpa XapyTo | (Mockea) akycTnueckue
0COBEHHOCTW PE30HAHCHOTO NEeHNsA B apKUHCKOM TPAAMLIMN UCCNeAYIOTCA HAa OCHOBE KOMMbHOTEPHOTO
aHanv3a 3ByKo3anucen. AHaNM3MpPYHOTCA NapaMeTpbl BbICOKOW NeBYeCcKOor GOpMaHTbl U MeXaHWU3Mbl
ronocoobpasoBaHus, CONOCTaBAAEMble C PE30HaHCHOW Teopuen neHus n npuHumunamu bel canto.
MonyyeHHble pe3ybTaTbl MO3BOAAOT YTOUYHUTb aKyCTUUYECKUA NPOdUAb UCMONHUTENBCKON LLKObI
1 0603HaUYNTb NepPCneKTUBbLI MPUMEHEHWSA aKyCTUYECKOro aHaan3a B STHOMY3bIKOJIOTMW, BOKaIbHOM
nezaroruke n NCcaef0BaHUAX HEMaTePUaNbHOrO KyIbTYPHOrO HacaeAuns.

MBaH ApgawoB (AnmaTbl) paccMaTpuBaeT NpobieMy 3KCNepUMEHTaIbHbIX METOANK B COBPEMEHHOM
Ka3axCTaHCKOM aHVMMaLMK, onmnpascb Ha PacnpoCTpaHEHHble NPeACTaBAeHNsA B JaHHOM HamnpaBieHNN.

B cTaTbe BblgBMraeTCs MOAOXKEHNE O TOM, UTO KAHOUYEBOMN AedDULNT CBA3AH He C OTCYTCTBMEM OMbITHbIX
NPaKTWK, a C HeAO0CTaTOYHON Pa3paboTaHHOCTBIO NX METOAUYECKOTO OMMCAHNA Y MHCTUTYLIMOHANbHOTO
3akpenseHmns. HaumoHanbHoOe Npu 3TOM NMOHMMAETCA Kak nepemMeHHas XyA0XeCTBEHHOrO 3KCNepuMEeHTa,
crnocobHas BAUATL Ha CTPYKTYpY Npowv3BeaeHns. Ha ocHoBe aHann3a MHCTUTYLIMOHaNbHOW Cpeabl
Ka3axCTaHCKOM aHVMaLMK AeNaeTcs BbIBOZ O HaMUMM NPEANOCLINOK Af Pa3BUTUA IKCMEPUMEHTaNbHOTrO
Hanpas/ieHus.

PeBbto TanaHTa Kabiwbaesa (AsMaTbl) 3aBepLUaeT HOMEp XXypHasia U NOoCBsALLLEHO Xopeorpaduryeckon
Tpwage XaHata balgapanunHa, paccMaTprBaeMon Kak CLeHnYeckas pPeKOHCTPYKLMA KyAbTyPHbIX
npeacTaBaeHNI KoueBoro Mupa. B noctaHoskax «facbeipnap yHi», «Kypec» n «LLlepHunsas» packpbiBatoTcs
NCTOPUKO-MUPONOTNYECKUI, CaKpaNbHO-PUTYaNbHbIA U COLMaNbHO-MPAa3AHUYHBIA NAaCTbl HOMaNYeCKOoM
KyNbTypbl. AHaNM3 NAacTUYECKOro A3blka NOKa3bIBaeT, YTO COUeTaHWe HapOAHOM xopeorpaduu, puTyasbHON
CUMBOJIMKM M KOMMO3ULMOHHBIX PeLleHnin OpMUpPYET LieSIOCTHYHO MOJAE/b CLLEHNYECKON penpe3eHTaLmm
KyNbTYPHOW NamAT KOYEBOW LMBUAN3ALIUM.

Mbl NCKpPpEeHHEe 6J1aro,u,apr| aBTOpPaM 3a cogep>kaTesibHble pa6OTbI, peueH3eHTaM 3a BHUMaATENIbHOCTb
n 3a60Ty [¢] Fﬂy6VIHe Hay4YHOro 3HaHNA N YUTaTenam 3a HEU3MEHHbI MHTEpeC K XXypHany Saryn B Takoe
CNIO>KHO€ BpPeEMA NMOnCKa yCTOVIHVIBOFO Pa3BUTUA.

Jamup YpasbimbeTos,
ynpaensrowuli pedakmop
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Aliyeva, Imina. "Myths and Pitfalls of Eurocentrism: Uzeyir Hajibeyli's Opera Koroghlu
through the Prisim of Western Musicology.” Saryn, vol. 14, no. 2, 2026, pp. 17-33,
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cultural colonialism, Orientalism, transdisciplinary approach, hearing, psychoacoustics.

The author expresses sincere gratitude to the Saryn's editorial office
for the invitation to publish this article and to the anonymous reviewers
for their positive evaluation of the manuscript.

ABSTRACT. Modern musicology demonstrates a noticeable research perspective: the national musical
component in academic genres is viewed as an ideological construct. The article analyzes Marina
Frolova-Walker's interpretation of Uzeyir Hajibeyli's creative breakthroughs in the opera Koroghlu through
the prism of such phenomena as nationalism, cultural colonialism, Orientalism, and socialist realism.

The denial of modal specificity in Koroghlu — an opera based on the modern theory of Azerbaijani modes
created by the composer — is capable of being extrapolated to the academic genres of other national
cultures that lack similar theoretical systems. Furthermore, the Eurocentric approach transmitted in Frolova-
Walker's work, as it diffuses throughout the scientific community, becomes a methodological foundation
for subsequent research. The relevance of this study is driven by the necessity for a critical deconstruction
of Eurocentric methodology and the substantiation of its insufficiency when analyzing national musical
cultures.

The cognitive approach serves as the primary method, evolving into a transdisciplinary one operating

at the intersection of musicology, informatics, psychoacoustics (Nikolai Garbuzov's concept of the zonal
nature of musical hearing), and the East-West discourse (Edward Said’s concept of orientalism and Yevgeniy
Smirnov’s theory of meaning-making). The concepts of “cognitively organized hearing” and “intuitive-
empirical hearing” are introduced into scholarly discourse as two interconnected components of professional
musical hearing. While intuitive-empirical hearing relies on sensory experience and musicality, cognitively
organized hearing is based on a theoretical understanding of music, including immanent national theories,
which necessitates the compulsory verbalization of knowledge to ensure an adequate analysis of musical
processes.

The intonational preservation of Azerbaijani modes under the conditions of 12-tone equal temperament
is explained by the resistance of their scale-degree functional relationships to pitch deviations within
Garbuzov's zones, whereas their “recognizability” in European genres is determined by the researcher’s
type of cognitively organized hearing. It is demonstrated that Uzeyir Hajibeyli's modal system represents
a conscious civilizational breakthrough that ensured the preservation and evolution of national tradition
at a new cultural and historical stage.

It is concluded that a new metalanguage must be applied to analyze the otherness of musical culture,
facilitating a peer-to-peer dialogue and overcoming the East-West dichotomy.
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Anvesa, ImuHa. «<EyponaueHTpusmMHiH MubTepi MeH pudTepi: Yaelip FaxbibenniHin,
«Kepofsbl» onepackl 6aTbiC My3blkaTaHyblHbIH aiHacbiHAa». Saryn, 7. 14, N2 2,
2026, 17-33 6, DOI: . (AFbINWbIHLLIA)

Y3eliip faxbi6enni, «<Kepofabi» onepacsl, MapuHa ®ponosa-Yokep, a3epbaiixaH
NaATapbl, MaAEHWN OTapLUbLIABIK, My3bIKablK YATTbIKWbLIABIK, OPUEHTANN3M,
KOTHUTMBTIK My3bIKaTaHy, TPaHCANCLMMINHAPIIBIK TOCIA, My3bIKablK €CTy, NCUX0aKyCTUKa.

ABTOp OCbl MaKanaHbl Xapusiayfa LakblpfaHbl YLWiH Saryn ypHasblHbIH pegakuus
afKacblHa, COHAaM-aK KokasbaHbl OH HaFanafaHbl YIiH aHOHUMAI peLeH3eHTTepre
LblHaMbI anfbiCblH bingipesi.

Kasipri My3blkaTaHyaa aikblH 3epTTey yCTaHbIMAapbl Halikanagbl: akafeMuabIK XaHpaapAafl
VATTbIK My3blKasblK KOMMOHEHT UAEONOTUANBIK KYPbIIbIM PeTiHAe kapacTbipbliadbl. Makanaga MapuHa
®ponosa-YokepgaiH, Y3eitip FaxbibeliniHiH, «<Kepofabl» onepacbiHAaFbl LblFapMaLlbliblK SKaHanbIKTapAbl
VATTBIKLWbIAABIK, M3AEHW OTapLUblIAbIK, OPUEHTaAN3M XaHEe COLIMaNNCTIK peannsM KybblabiCTapbl TYPFbiCbIHaH
TYCiHAIpYi TangaHazdbl. KOMNo3nTop KanbinTacTblpFaH Kasipri 3amMaHfbl 93epbalixkaH naATapblHblH, 1aATbIK
TeopuAcbiHa Heri3genreH «Kepofabl» onepacbiHafbl NaATblK epeKLLeiKTi XOKKa LblFapy YCTaHbIMbI
yKcac Teopussibik, XKylienepi oK backa YITTblk, MaAEHNETTEPAIH akageMUabIK XaHpaapbiHa OHaw
akcTpanonaumanaHagbl. CoHbiMeH katap, PposioBa-Yokep MakanacblHAa KepiHic TankaH eyponaLeHTPUCTIK
Ke3Kapac fblibIMV OpTaja Tapana OTbIpbIN, KENiHI 3epTTeyep YLiH djicCHaManbIK Herisre anHanysa.
3epTTeyAiH ©3eKTiir eyponaLeHTPUCTIK S4iCHaMaHbl CbiHW TYPFblAaH Tangay >KaHe YATTbIK My3blKasblk
MOZEHMNETTEPAI 3epTTeyae MyHAAN TOCINAIH XKETKINIKCI3AIMH Herizaey KaXeTTiniriMeH ankbiHAanazbl.

3epTTeyAin Heri3ri aici peTiHAe My3blkaTaHy, MHbopMaTHKa, Ncnxoakyctnka (Hukonar Mapby3oBThbiH,
MYy3bIKasiblK, €CTyZiH, 30HaNbIK TabuFaTbl TYKbipbIMAaMachl) aHe LLbiFbic—baTbic ANCKYPCbIHbIH, (S4BapA
CaunaTiH, opyeHTann3M TyXXbipbiMgamackl MeH EBreHnin CMUPHOBTbIH, MafbiHa KanbIMTacTbipy KOHLEMLMACI)
TOFbICbIHAAFbI KOTHUTUBTIK TOCIN KOAAAHbINAbI. FbIIbIMU aliHaibIMFa Kacibn My3biKablK eCTyAiH e3apa
6ainaHbICTbl eki Kypamaac 6eniri peTiHAe KOrHUTUBTIK YbIMAACKaH €CTy XKaHe MHTYUTUBTI-3MMIMPUKaNbIK

ecTy yFbiMaapbl eHrizinegi. VIHTyuTuBTI-aMnnpuKanblk ecTy cesimaik Taxipnbe MeH My3bikasblk kabinetke
Herizgence, KOTHUTUBTIK yMbIMAACKaH ecTy My3blKaHbl, COHbIH, iLIiHAE YATTbIK MOJEHMETTEPrE TOH UMMaHEHTTI
TYKbIpbIMAaManapabl TeOPUANbIK TYPFblAaH TYCiHyre cyieHeai. byn My3bikanbik yaepictepai HerypabiM 6apabap
Tangayfa MyMKiHAIK 6epegi.

ABTOp 93epbaii>kaH NaaTapbiHbIH, 12 caTblibl TEH TEMMepaLms XaFiarblHAA MHTOHALMANBIK TYPFbiAaH
cakTanyblH OnapAblH, caTbliapbl apacbiHAafbl GYHKLUMOHaNAbIK KaTbiHacTapablH [apby30B cvnaTTafaH 30Hanap
LweriHgeri AblbbIC BUIKTIr e3repicTepiHe KaTbICTbl PE3UCTEHTTINIMNIMEH TyCiHAIpesi. An onapabiH, eyponanbik,
>KaHpAapAarbl «TaHblybIH» 3ePTTEYLUIHIH KOTHUTUBTIK YibIMAACKaH ecTy TuniMeH 6ainnaHbICTbipapl.

ABTOp Y3enip FaxblbenniHiH NaaTbIK >XYNeci yATTbIK ASCTYPAIH CakTanybl MEH OHBbIH, XXaHa MaJEHU-Tapuxm
Ke3eHJeri 3BONOLMACBIH KaMTamachI3 eTKEH CaHalbl ©PKEHMETTIK ceprific 6oaFaHbIH KepceTeai.

3epTTey HaTUXeCiHAE e3re My3blKasblK MOAEHVNETTEPAI Tanaay 6apbICbiHAA TEHKYKbIbI FbIbIMU AMaA0OT OpHaTy
>aHe LLblfblic—baTbIC AMXOTOMUACHIH eHCEPY YLUIH XaHa MeTaTiNAl KOAAaHy KaXKeTTiNir Typabl KOPbITbIHAb
Xacanagsbl.
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AnveBa, VimuHa. «Mudsbl n pudbl eBponoLeHTpusma: onepa "Képorabl" Y3enpa
Fagxmbelnm B 3epkane 3anafHoro My3bikosHaHms». Saryn, 1. 14, N2 2, 2026,
c. 17-33, DOI: . (Ha aHrammnckom)

Y3eunp Fagxunbennn (Fagxmbekos), onepa «Képorabl», MapuHa ®Pponosa-Yokep,
asepbaigykaHckme Nagbl, KyNbTyPHbIA KONOHNANN3M, My3blKalbHbIA HAaLMOHAIN3M,
OpPWEHTaNN3M, KOTHUTUBHOE MY3bIKO3HaHWe, TPaHCAUCLUMINHAPHBIA NOAXOA,
My3blKaNbHbIV CyX, MCUXOAKYCTHKA.

ABTOp BbIpaxkaeT rybokyto 61aroapHoCcTb pesakLMoHHOMY oduCy XypHana
Saryn 3a npuvraaweHne K nybavkaLuy cTatbi, yBaXkaeMbiM @aHOHUMHbIM
peLieH3eHTaM 3a ofobpeHvie pyKOMuUCu.

B coBpeMeHHOM My3blKO3HaHWUW NMPOCIEXMBAETCSA 3aMeTHbIN UCCAef0BaTENbCKUI Pakypc:
HaLMOHabHbIA My3biKalbHbI KOMOHEHT B aKaeMUUeCcKMX XaHpax pacCMaTprBaeTCs Kak UAe0N0rMyeckuii
KOHCTPYKT. B cTaTbe aHanun3vpyeTcs nHtepnpetaums MapuHbl ®poaoBoii-Yokep TBOPUYECKUX OTKPbITUIA
Y3eunpa Magxvbeinn B onepe «KEporbl» CKBO3b MPU3MY TaKMX ABAEHWN, KaK HALLMOHANN3M, KyAbTYPHbINA
KOJIOHWaNN3M, OPUEHTAN3M, COLIMANNCTUYeCKuUiA peannsm. OTpuLaHne 1agoBo creumdukn B «<Képorbi» —
orepe, ONVparoLLENca Ha CO34aHHY0 KOMMO3UTOPOM COBPEMEHHYHO NaJJ0BYO TEOPUIO azepbanykaHCKmx
NafloB, — IETKO KCTPANOAVPYETCA Ha akajeMUUecKmne XaHpbl 4PYTUX HaLMOHaIbHbIX KYAbTYP,

He UMEIOLLMX MOA0BHbIX TEOPETUYECKMX CUCTeM. Mexay TeM TpaHcInpyemblii B ctatbe OposoBoii-Yokep
€BPOMOLIEHTPUCTCKMI NOAXO0S, PaCnpOCTPaHsAACh B HAYUYHOW Cpee, CTaHOBUTCS METOA0N0MMYECKO OCHOBOW
4151 NOCNeAYHOLWMX MCCAeA0BaHUIA. AKTyanbHOCTb PaboTbl MPOANKTOBaHa HEOBXOAMMOCTBIO KPUTUYECKOTO
pa3bopa eBPOMOLEHTPUCTCKOW METOA0N0MMN 1 ODOCHOBaHWA HeAOCTaTOYHOCTM TaKoro noaxoaa npu
aHa/M3e HaLMOHabHbIX My3bIKaNbHbIX KybTYp.

B kauecTBe OCHOBHOroO MeToZa NPUMeEHEH KOTHUTUBHBIA NOAXOZ, KOTOPbIN Ha CTbIKe MYy3bIKO3HaHWA,
NHGOPMATMKK, MCUXOAKYCTUKN (KOHLLENLMA 30HHOM NPUPOAbI My3blkanbHOro ciyxa Hukonas Fapbysosa)

n aguckypca Boctok — 3anaa (koHuenumsa opueHtannsma dasapaa Cavaa v cmbicnrononaraHva EBreHns
CMVpPHOBA) BbIXOAWT Ha TPAHCAVCUUMANHAPHbIN YPOBEHb. B HayuHbI 06MX04 BBOAATCA MOHATUA
KOTHUTMBHO OPraHW30BaHHOIO Y MHTYUTUBHO-3MMUPUYECKOrO CAyxXa Kak Ba B3aMMOCBSA3aHHbIX KOMMOHEHTa
nNpodeccnoHanbHOro My3blKasbHOTO cyXa. VIHTYMTUBHO-3MNUPUYECKUIA CTyX OCHOBAH Ha YyBCTBEHHOM
OnbITe N MY3bIKaJIbHOCTH, @ KOTHUTUBHO OPraHM30BaHHbIA — Ha TEOPETUYECKOM MOHUMaHUN My3bIKH,
BK/ItOYAA UMMaHeHTHble HaLMOHa/lbHble TEOPUK, UTO NoApa3lyMeBaeT 0bs3aTeNbHy0 BepbanmsaLmo

3HaHWI 1 NO3BONSET afleKBAaTHO aHaAN3MPOBaTb My3blKa/bHble MPOLLECChI.

MIHTOHaUMOHHasa CoxpaHHOCTb azepbana>kaHCKUX 1afoB B yCNOBUAX 12-CTyNeHHOW paBHOMEPHOW
Temnepauuy 06bACHAETCA aBTOPOM PE3UCTEHTHOCTbIO QYHKLMOHAAbHbIX OTHOLLIEHWI UX CTyNeHeln

K 3BYKOBbICOTHbIM M3MEHEHUAM B Npejenax rapby30BCKMX 30H, a MX «y3HABAaEMOCTb» B €BPOMENCKMX
>aHpax — TUMOM KOTHUTUBHO OPraHN30BaHHOTO Cyxa nccnegosatens. [lokasaHo, UTo flagoBas cucTema
Y3enpa lagxunbennn npeacrasaset cobort 0CO3HaHHbIN LMBUAN3ALIMOHHBIA NPOPbIB, 06ecrneyunsLLmni
COXPaHHOCTb 1 3BOJIFOLMIO HALIMOHa/IbHOW TPaANLMKU Ha HOBOM KY/IbTYPHO-UCTOPUYECKOM 3Tare.

C,qenaH BbIBOJ O HEO6XOAI/IMOCTI/I npuMeHeHna HOBOro MeTana3bika Npu aHannse NHAKOBOW My3b|Ka]‘IbHOI\/’I
KYNbTypbl AN NapPUTETHOIO AManora n npeoaoneHna AuXoToMmmn BocTok — 3ana,q.

PELEH3UPYEMBIW XYPHAN SARYN


https://doi.org/10.59850/SARYN.2.14.2026.365

2026 (Sapyn

The study of the historical heritage of the founders of national compositional schools
and professional opera in the former Soviet republics remains highly relevant
for contemporary musicology. These iconic creative figures are linked not only
by a shared historical era and similar socio-cultural conditions but also by the sheer
scale of the objectives they set and achieved. Within a short historical span, Azerbaijan
and the republics of Central Asia made a rapid transition from an oral monodic tradition
to European-style professional composition. This rapid civilizational breakthrough,
which historically spanned centuries in the evolution of music, defined the trajectory
of national art and integrated it into the global musical space as a fully-fledged branch
of academic music.
The music of these composers, profoundly revered in their respective countries,
remains vital and widely performed today. At the same time, how their work
is conceptualized by foreign music critics, representatives of different cultures,
is a question of compelling interest. It must be noted, that the number of English-
language publications is negligible!, with their authors’ research interest focusing
primarily on issues related to postcolonial discourse and the sociology of music.
Musicological and ethnomusicological issues inherently associated with the transition
to alternative "musical civilization” as defined by Izaly Zemtsovsky (11) rarely become
the object of in-depth study. Meanwhile, it is precisely the problems of musical tuning,
the reconstruction of traditional musical instruments, harmonization, and the preservation
of national modal-intonational systems that should form the basis for analyzing
the composers’ creative process. These aspects should serve as the foundation
for an objective evaluation of the artistic value of their works, shifting the analytical
focus from a perceived political commission to the highly complex process of adaptation
and survival of national modal systems within new cultural and historical contexts.
Topics such as “"debunking the myth of Russianness” in music, the concept of cultural
colonialism, the relationship between the artist and the authorities, and the construction
of a “new culture” in the Soviet Union have become mainstream in post-Soviet foreign
scholarship. A prominent place among these issues is occupied by the problem
of "musical nationalism” in the Soviet republics, which Western authors view
as an instrument of political engineering.
In her article National in Form, Socialist in Content: Musical Nation-Building
in the Soviet Republics, Marina Frolova-Walker? defines the subject of her study
as "unique and bizarre project: the attempt to create, within the Caucasian and Central
Asian republics of the USSR, national musical cultures that would reflect the musical
nationalism that grew up in Moscow and St. Petersburg during the previous century”
(331). Outlining the scope of her research, she adds that “the study of this music holds
great promise, provoking reflection on a constellation of topics: nationalism, cultural
colonialism, orientalism, and the history
1 This is evidenced, in particular, by the scarce of socialist realism” (Frolova-Walker 332).
bibliography in Gregory Salmon’s articles
on the state of opera in the republics of Central Asia The article is devoted
and Transcaucasia, published n the multi-volume to a reconceptualization of the creative
y of Opera (28).
2 Marina Frolova-Walker is a Professor at the University heritage of Russian COMPOsErs and those
of Cambridge, specializing in Russian and Soviet music. ~ from the republics of Transcaucasia
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and Central Asia: by questioning the very presence of the national element in national
operas, the author intends to “debunk the myth of the Russianness of Russian composers'’
musical language”® and the "myth of overcoming the traditions of Russian Orientalism”
by the composers of the Eastern republics.

In an attempt to shift the discourse from an ideological plane into the field
of theoretical musicology to strengthen her position, Frolova-Walker turns to an analysis
of Uzeyir Hajibeyli's* opera Koroghlu (See Fig. 1). This choice is not random.* Hajibeyli's
opera, for which the composer was awarded the Stalin Prize, is one of the most brilliant
and innovative musical-theatrical works of that era. In the preface to the first edition
of his book Foundations of Azerbaijani Folk Music (1945), he specifically emphasized:
“For me as a composer, my work on studying the foundations of Azerbaijani folk music
had the practical significance that | was able to write an entire opera, Koroghlu"
(Hajibeyli 6). Thus, the modern theory of Azerbaijani modes created by Hajibeyli
comes under the author’s intense analytical focus.

At first glance, the numerous citations provided in Frolova-Walker's article create
the impression of a well-grounded study. However, refracted through the author’s
personal interpretation, taken out of context, and accompanied by her own commentary,
these quotes tend to distort the actual 3 AsFrolova-Walker notes, "by the turn of the century,
picture. They testify either to the article it was already becoming painfully obvious that Russian
author's pronounced Eurocentrism composers’ claims to have created a national musical

language could no longer be taken at face value”

or to a bias shaped by political (National in Form 345). In another article, she observes:
“During the last few decades the tendency

conjuncture. to deromanticise Russian music history has become
Frolova-Walker writes: ”Gajibekov quite strong, owing to Richard Taruskin, Caryl Emerson,
i Robert Ridenour and others, but the hour of final
began, natura”y enough, with a careful victory still seems far off” (Frolova-Walker, On Ruslan
study of ’Azerbaijani’ folk music and Russianness 21). Beyond articles, presentations,
and conference papers, Frolova-Walker's personal
and on the basis of his findings contribution to bringing this "hour of final victory”

closer includes such major works as On Ruslan
and Russianness, Russian Music and Nationalism
from Glinka to Stalin, and others.

4 By agreement with the author, the editorial office
of the Saryn journal uses the spelling of the composer’s
surname as Hajibeyli across Kazakh, Russian, and English
languages. It should be noted that a number
of sources, including certain works cited in this study,
utilize the alternative spelling Hajibeyov.
These discrepancies are due to the existence
of differing traditions of surname transliteration
in academic and reference literature,
as well as the returning to historical national forms.
In turn, within the quotations from Frolova-Walker,
the composer’s surname is maintained as “Gajibekov.”

5 A substantial part of the publication is dedicated
to Hajibeyli. Suffice it to say that in an article whose
proclaimed topic was the creation of compositional
schools and the development of opera
in the Transcaucasian and Central Asian republics,
Hajibeyli's name appears 43 times (by comparison:
Mikhail Glinka — 22, Reinhold Gliere — 20, Nikolai
Rimsky-Korsakov — 13, Aram Khachaturian — 7,
Alexander Spendiarov — 5, Yevgeniy Brusilovsky — 3

Figure 1. Uzeyir Hajibeyli times; Zachary Paliashvili, Mukhtar Ashrafi, Vladimir
(18 September 1885 — 23 November 1948). Fere, and Abdylass Maldybayev appear fewer
Photograph restored using ChatGPT. than three times).
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attempted a theory of melodic modes. ...But when the time came for him to apply

his theories to his opera, he was immediately confronted with a series of excruciating
problems involving tuning, polyphony, harmony, and vocal style. He could not indulge
in hand wringing for long, however, since he had a job to carry out at the behest

of the Soviet authorities. In the end he was apparently unable to reconcile the demands
of his nationalist agenda with those of the task in hand, for his earlier pronouncements
are clearly at odds with the actual score of Keroglu” (355).

Discussing the tuning of the tar — a stringed Azerbaijani national instrument
with tied frets — Frolova-Walker compares two statements made by Hajibeyli: one from
1926 ("Musical Development in Azerbaijan”)® and another from 1939 (“On Folk Character
in Music”)’, utilizing the Russian translation she obtained from Zemfira Safarova’s study
The Musical and Aesthetic Views of Uzeyir Hajibeyov.?

Regarding the 1926 article, Frolova-Walker writes: “...Gajibekov lucidly described how
a modern piano would completely distort a folk melody that had a tonic on E, another
degree roughly the same as the piano’s E-flat/D-sharp, and a third, functionally distinct
degree falling between these two" (emphasis added) (355).

Frolova-Walker then quotes Hajibeyli's 1939 statement: “| myself ignore the groundless
claims of some musicologists that the international musical alphabet is not sufficient
for the representation of the characteristics of Azerbaijani music. This opinion is wrong,
since the chromatic scale satisfies us completely” (356).

The article’s author then offers the following commentary: “By 1939, however,
he (Hajibeyli) had enacted a rather bizarre volte-face, saying that Azerbaijani music
possessed no intervals smaller than the semitone and even adding, with peculiar
satisfaction, that ‘our semitone, in fact, is wider.’ By this stage of his career, Gajibekov
was no longer a mere nationalist of local standing, but a celebrated composer
of the Soviet Union. His change in status appears to have colored his judgment
considerably” (Frolova-Walker 356).

First of all, it must be emphasized that in the original text of the article “Musical
Development in Azerbaijan” (1926), Hajibeyli does not speak of functionally distinct scale
degrees. Rather, he discusses the major and minor semitones preserved in Eastern music
— in contrast to European music, where this distinction was eliminated following
the introduction of equal temperament. Nor is there any mention of functionally distinct
scale degrees in Safarova’s study.

What kind of “agonizing,” insoluble problems, in Frolova-Walker's view, did Hajibeyli
actually face? How does she explain the composer’s volte-face, which she finds so strange

— or rather, how does she understand

6  Hajibeyov, Uzeyir. "Musical Development the evolution of his musical thinking
in Azerbaijan (In connection with the report . .
of the Commissar of Education, Comrade Mustafa that U|t|mate|y led to the creation
Kuliev)."], Maarif va madaniyyat, no. 8-9, 1926. of the modern theory of Azerbaijani
(In Azerbaijani) .
) _ _ _ modes? Can we agree with Frolova-
7 Hajibeyov, Uzeyir. “On Folk Character in Music.” . .
Narodnoe tvorchestvo, no. 4, 1939, pp. 22-23. Walker when she attributes the shift
(In Russian) in Hajibeyli's views merely to a change
8 Safarovfa, Zeﬁnﬁra. The Musical andAej'sthetic Vigws in his status...? to the necessity
of Uzeyir Hajibeyov. Moscow, Sovetskii kompozitor, . . .
1973. (In Russian) of following Party directives...?
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or to the fact that he had “sincerely convinced himself of this orthodoxy of Soviet music”
(Frolova-Walker 356)?

Frolova-Walker writes that on matters of tuning, equal temperament, and European
notation, Hajibeyli was compelled to adopt the viewpoint of Mustafa Kuliev, the People’s
Commissar of Education of Azerbaijan at that time: “...there was probably little room
for disagreement” (355). In doing so, she fails to mention that European notation had
been utilized by the composer as early as 1907 during the composition of his first
mugham opera, Leyli and Majnun® — long before “M. Kuliev's reforms” or “ideological
pressure from Moscow.” For this opera, Hajibeyli used European notation to score
the Overture, song-and-dance episodes, choruses, and orchestral accompaniment
within the rast, shur, segah, chahargah, and shushtar'® modes. In 1913, Hajibeyli composed
his musical comedy Arshin Mal Alan, which achieved worldwide popularity. This musical
comedy was likewise written in various Azerbaijani modes (for instance, Askar’s Aria
from Act | in segah, Gulchohra’s Elegy in shushtar, and Gulchohra's Lament in bayati-
shiraz), and it, along with his two preceding musical comedies' and five mugham operas,
also employed European notation. It is crucial to emphasize that already in Hajibeyli's
earliest compositions, one finds neither clichés, nor stylizations of the Orient, nor “generic
Eastern intonations” (such as the augmented second, the flat sixth scale degree in major,
alternating major-minor keys, alterations, etc.), but rather clearly differentiated Azerbaijani
modes.

Regarding the issues of tuning, equal temperament, and European notation, it should
be noted that the intervals of Azerbaijani modes are comparable to Garbuzov's pitch
zones. The functional relations of their scale degrees are resistant to pitch variations
within the limits of these zones." This implies that the abstraction of European notation
and equal temperament is applicable to Azerbaijani modes to the exact same extent
as it is to any other musical phenomena. When performed on equal-tempered
instruments, Azerbaijani modes remain readily identifiable to the ear. This was the very
result — both artistic and practical — that the composer achieved in his earliest works,
testifying to the independent nature of his genius.

In developing the modern theory of Azerbaijani modes, Hajibeyli abstracting
from minor pitch and intonational variances, identified the essential and systematic
features of the modes. Having recognized an intonational affinity across more
than eighty mughams and their sections
under various names, he classified them
on the basis of this intonational similarity

9 The opera premiered on January 25, 1908.

10  Note on terminology: Following the established
convention in Azerbaijani musicology

into seven principa| modes, thereby and ethnomusicology, modes are written in lowercase
. . . . (e.g., rast) to distinguish them from the mugham genre

ascending to a next, hierarchically higher of the same name, which is capitalized (e.g., Rast).

level of generallzatlon. 11 The first musical comedy, Or va Arvad [Husband
When in his 1929 article® Hajibeyli and Wife], was written by the composer in 1909.

presents nine modes, Writing: 12 For a detailed discussion, see: Aliyeva, Imina.

. . . “N. A. Garbuzov's Theory of the Zone Nature of Musical

At present, Azerbaijani music, along Hearing and the Significance of European Notation
with its entire multitude of shobas for Azerbaijani Modes.” Musigqi dtinyas, vol. 51, no. 2,

d h he foll . 2012, pp. 20-25. (In Russian)
_an gushas, poss.esses the fo owing 13 Hajibeyov, Uzeyir. "On Azerbaijani Turkic Folk Music.”
independent tunings: rast, segah, shur, Na rubezhe Vostoka, no. 3, 1929. (In Azerbaijani)
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chahargah, shushtar, zabul, shahnaz, bayati-shiraz, and humayun. All Azerbaijani Turkic
folk music is based solely on the aforementioned tunings”; when in his 1939 article™
he asserts: “The chromatic scale completely satisfies us,” and further in the same text:
“There is an opinion that there are over eighty modes in Azerbaijani music. | have
concluded that we have only eight independent modes with their own distinct structures
<modes rast, segah, shur, chahargah, zabul, shahnaz, bayati-shiraz, and humayun>";
and when, finally, in the Foundations of Azerbaijani Folk Music (1945), he definitively
arrives at seven primary modes (rast, segah, shur, chahargah, shushtar, bayati-shiraz,
and humayun) and employs European notation for their presentation’ —
this demonstrates that the composer’'s mind had isolated, that his cognitive system
had definitively formed, what has today been conceptualized as the macro-intonational
schemata of Azerbaijani modes (Aliyeva, The Intonational System).'®

This represented a fundamentally altered, novel approach to modal categorization.
Hajibeyli distinguished the primary modes neither by the principle of melodic formula

(popevka in Russian) — that is, by their affiliation with a specific mugham, shoba, or gusha

— nor by the principle of fixed pitch relations within a 17-tone scale, which typically
underlies the classification of modal systems. Instead, he categorized them based

on their intonational affinity. This reveals an astonishingly modern comprehension

of the mode, one that stems from the capacity of human consciousness to generalize
"quantitatively” differing phenomena into a single quality — a cognitive mechanism
that serves as the foundation for Lotfi Zadeh's renowned fuzzy set theory. This process
of abstraction ultimately led Hajibeyli to his definitive decision to establish only seven
principal modes, reclassifying the zabul mode as a variant of the segah mode.

Frolova-Walker characterizes Hajibeyli's harmony at times as “impoverished”

and at others as producing a “startlingly inappropriate functional effect.” However,
the point is that the harmony of Azerbaijani modes is intrinsically linked to the physical

construction of the tar'” and the saz,

14 Hajibeyov, Uzeyir. “On Folk Character in Music.” as well as to the specific performance
Narodnoe tvorchestvo, no. 4, 1939, pp. 22-23. . . .
(In Russian) techniques unique to these instruments,
15  See: Hajibeyov, Uzeyir. Foundations of Azerbaijani where the musician executes the meIOdy
Folk Music. Baku, lzdatel'stvo AN Azerbaidzhanskoi SSR, on a single string while simultaneously
1945. (In Russian) o .. .
, , striking the remaining strings
16  For a detailed discussion, see: Aliyeva, Imina. . . .
The Intonational System of Azerbaijani Modes with a plectrum. The resulting vertical
in the Context of Contemporary Music Theory. 2017, sonorities are directly determined
Baku, Uzeyir Hajibeyli Baku Music Academy, PhD . y .
thesis's abstract. (In Russian) by the tuning of the variable drone
17 It should be recalled that Hajibeyli linked the scale strings, which varies depending
of the tar directly to the principles of mode formation ;
and regarded the instrument as the foundational On.the mu_gham bemg performed.
and most vital one. This technical feature generates quartal,
18  This harmonic feature of Azerbaijani modes was quintal, quartal-quintal, and other

discussed by Hajibeyli in his 1919 work "On the Music
of the Azerbaijani Turks." istiglal digest, 1919

(In Azerbaijani); it has also been the subject of research
by contemporary Azerbaijani musicologists, including
Tariel Mamedov, Vagif Abdulkassymov, Saadet
Abdullayeva, and Dzhamilya Hasanova. Hasanova
terms these sonorities as mugham harmonies

or mugham chords (66).
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to a major sixth chord (first-inversion triad), which Frolova-Walker misinterprets as merely
creating a "functional effect.”

Existing simultaneously across different civilizations — from monody to the creative
explorations of contemporary composers — Azerbaijani modes offer a unique
opportunity to trace how the evolution of musical thinking has unfolded over
the centuries. Therefore, it is not a surprise that Hajibeyli's harmony encompasses
mugham drones, canons, mugham chords, characteristic ashugh harmonic
accompaniment, and the polyphonic “combination of logically constructed
independent melodies” (Hajibeyov, Osnovy 33),
as well as the intersection of modality
with the norms of tonal-harmonic thinking,

a feature characteristic of early classical harmony.
As the Russian musicologist Mark Etinger writes,
"it is precisely within this synthesis that its (early
classical harmony’s) originality and peculiar charm
lie” (Ranneklassicheskaya garmoniya). Yuri Kholopov
discusses a similar phenomenon in European music
in his article "On the Harmony of H. Schiitz":
“In polyphonic music (already in the Middle
Ages, and particularly during the Renaissance),
the traditional church modes, which are monodic
by nature, were modified and essentially
transformed into something new — into modal-
harmonic modes (referring to the harmonic
system of the fifteenth to seventeenth centuries).
..What our ear perceives as an inconsistently
expressed tonality, ‘blurred’ here and there
by strange progressions, is in fact the very type
of seventeenth-century harmony that arises
on the basis of modality, yet is increasingly
permeated by the powerfully emerging system
of classical tonal functions” (134).
4 Finally, it is worth analyzing Frolova-Walker's
.v.;mmf,;g.; T =3 arguments regarding Aria from Act | of Koroghlu

' opera (See Fig. 2). Hajibeyli employed the segah
mode in this composition. Frolova-Walker, however,

Figure 2. Programme of the first
performance of Uzeyir Hajibeyli's

Koroghlu opera, 1937. hear — or rather, her cognitively organized ear
source: Abassova, Elmira. Uzeyir recognizes in this aria — nothing but an alternation
Hajibekov. Baku, Azerbaijan State . . . .

Publishing House, 1975, pp. 80-81. of major and minor and a minor subdominant

in a major key, which she labels as “cliché
of exoticism ...fully in line with the orientalism of Glinka or Gliere” (357). Based on her
own music-theoretical sets, Frolova-Walker asserts that “Gajibekov employs Western
tonal idioms' more crudely..., and this tended to obliterate the modes he employed
in his melodies” (357). Yet, despite the vast diversity of their manifestations across
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both traditional and European genres, Azerbaijani modes never forfeit their differential

intonational characteristics.

Such extensive quotations have been intentionally provided and commented upon
to demonstrate the confusion and distortions resulting from a superficial treatment
of the highly complex contemporary existence of Azerbaijani modes. It would be simpler
to accuse the article’s author of biased judgment; however, this is recognized as a broader
issue stemming from a Eurocentric approach to researching non-European music.

<19 A familiar argument stated by proponents
of the incompatibility of Western and Eastern musical
systems. As Marina Drozhzhina notes in her doctoral
dissertation, Young National Compositional Schools
of the East as a Phenomenon of Twentieth-Century
Musical Art, the thesis concerning the inevitable
destruction of the modal system and its absorption
by the more mobile and dynamic tonal-harmonic
(major-minor) system tends to appear as a “periodic
reminiscence”.

20  The concept of “epistemic injustice” was first
introduced and applied by Miranda Fricker in her
article: Fricker, Miranda. “Rational Authority and Social
Power: Towards a Truly Social Epistemology.”
Proceedings of the Aristotelian Society, vol. 98, no. 1,
1998, pp. 159-177. This publication laid the foundation
for her fundamental monograph: Fricker, Miranda.
Epistemic Injustice: Power and the Ethics of Knowing.
Oxford University Press, 2007. Miranda Fricker writes:
“"Where that imitation brings about a mismatch
between rational authority and credibility —
so that the powerful tend to be given mere credibility
and/or the powerless tend to be wrongly denied
credibility — we should acknowledge that there is
a phenomenon of epistemic injustice” (170). Projected
onto musicology, this concept highlights why
Eurocentric scholarship maintains an absolute
conviction that national music theory is applicable
only within traditional music-making and must remain
“"on the margins” of musicological analysis of academic
genres. The author’s concepts and terms introduced
in this article allow us to recognize and overcome
this rigid limitation.

21  Critique of Schenkerian analysis and the issue of racism
in musicology resonate actively and prominently
in the works of Philip Ewell. See: Ewell, Philip. “Tonality,
Racism, and White Indifference.” Journal of Music
Theory, vol. 68, no. 1, 2024, pp. 89-97; Ewell, Philip.
On Music Theory, and Making Music More Welcoming
for Everyone. Ann Arbor, University of Michigan Press,
2023.

22 These trends — ranging from the deconstruction
of Eurocentrism to the justification of local theoretical
and pedagogical models — constitute the common
field of the latest international research. See,
in particular: Li, Edwin, et al. “Introduction: Music
Theory in the Plural.” Music Theory Online, vol. 30,
no. 4, 2024, DOI: https://doi.org/10.30535/mt0.30.4.6;
Attas, Robin, and Margaret Walker. "Exploring
Decolonization, Music, and Pedagogy.”
Intersections, vol. 39, no. 1, 2019, pp. 3-20,
DOI: https://doi.org/10.7202/1075339ar; Chua, Daniel.
“Global Musicology: A Keynote Without a Key.” Acta
Musicologica, vol. 94, no. 1, 2022, pp. 109-126.
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the phenomena of Eastern musical culture. Western musicologists, for whom the system
of Eastern modes remains unmapped in a music-theoretical sense — which implies
a lack of a correspondingly trained, cognitively organized hearing — are unable to grasp
the grandeur of the task achieved by Hajibeyli. Furthermore, the intuitive-empirical
hearing of such scholars, having absorbed the opulence and rich coloration of “Eastern”
harmonies and timbres from Orientalist composers, evaluates Hajibeyli's music against
these “benchmark”.2® We should note, and indeed emphasize, that Frolova-Walker herself
admits: "While it is possible that a native Azerbaijani might detect in Keroglu some
faint traces of national characteristics, ... westerners are unlikely to share this perception”
(emphasis added) (357). This admission, however, does not prevent her from categorically
declaring: “As an anti-orientalist gesture, however, Keroglu was a failure” (Frolova-Walker 361).
Frolova-Walker's article serves as a vivid illustration of a broader problem:
the profound difficulty the West faces in understanding and accepting the East.
Adopting a deconstructivist stance toward Russian composers — thereby dismantling
the “myth of Russianness” — Frolova-Walker, when addressing the oeuvre of Hajibeyli,
falls captive to her own Eurocentric construct.
Consequently, the Eurocentric bias of the article under discussion converges
with its author’'s own Orientalism. Orientalism, as a mode of thought, is a direct product
of Eurocentrism — its continuation and its reverse side. Edward Said?*, in his prominent
work Orientalism, notes: "“Books are written and congresses held with ‘the Orient’
as their main focus, with the Orientalist in his new or old guise as their main authority.
The point is that even if it does not survive as it once did, Orientalism lives on
academically through its doctrines and theses about the Orient and the Oriental” (10).
However, if a Western listener fails to perceive what a native musician hears, this must
not imply that the phenomenon itself does not exist. In accordance with Eastern tradition,
the Azerbaijani modes of Uzeyir Hajibeyli are explicitly named, which aids in their
differentiation. It is impossible to “dispel the myth” of their existence. For a scrupulous
and profound scholar, this reality dictates a singular directive: one must endeavor to hear.
Attention is drawn to the extreme urgency of the problem for the current global
confrontation of confessions and peoples. Although institutions, conferences, congresses,
and publications are designated

. . 23 The concepts of cognitively organized hearin
to establish mutual understanding ’ J v o J

and intuitive-empirical hearing were introduced

between East and West, the problem by the author of this article as two interconnected
. . components of professional musical hearing. Intuitive-
remains prOfOUﬂd|y difficult to resolve. empirical hearing is grounded in sensory experience
Andrey Smirnov, the editor-in-chief and general musicality, whereas cognitively organized
hearing relies on a conscious, theoretical understanding
and co-author of the collected volume of musical structure, enabling the analysis of musical
: . : rocesses. For a detailed discussion, see: Aliyeva, Imina,
Otherness Problematized: Russia f’)On the Formation of Cognitively OrganizedyModaI—
and Islamic World, discusses Intonational Hearing Based on Azerbaijani Modes."
. . . Musigi dtinyast, vol. 53, no. 4, 2012, pp. 24-30.
the inevitable and systematlc effect (In RZssiang/; Aliyeva, Imina, A PracticF;F; Guide
of semantic refraction that occurs to the Study of Azerbaijani Modes and the Development

of Modal-Intonational Hearing. Baku, Adiloglu, 2010.

during the transition between two (In Azerbaijani and Russian)

cultural environments when their 24 Edward Said's epigraph features a notable quote
modes of information processing from Karl Marx’s The Eighteenth Brumaire of Louis

A Bonaparte: "They cannot represent themselves; they
differ. must be represented”.
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Differentiating between Eastern and Western cultures, Smirnov writes: “The method
of constructing the body of a culture... | term as the mode of meaning-positing.
The essence of the concept of a ‘'macrocultural area,” therefore, reduces to the indication
that the cultures comprising such an area rely on a mode of meaning-positing common
to them all. ...Two cultures represent otherness to one another if they differ in their mode
of meaning-positing” (19). Smirnov categorizes Eastern and Western cultures precisely
as such mutual alterities, distinct in their respective modes of meaning-positing.

"Oh, East is East, and West is West, and never the twain shall meet,” — this line
from Rudyard Kipling's ballad has become a classic sentence for researchers examining
the relationships between East and West. However, it is equally significant to consider
the subsequent lines of the ballad, which are frequently omitted:

But there is neither East nor West, Border, nor Breed, nor Birth,
When two strong men stand face to face, though they come from the ends of the earth!*

Hajibeyli succeeded in overcoming the East-West dichotomy: in his music, East
and West came together. He managed to bridge the otherness of musical thinking
characteristic of distinct macrocultural areas (in Smirnov's terms) and establish a new
musical civilization while preserving the pre-existing one (in Zemtsovsky's terms).
His desire to "bring something new to the common cause of world musical art” (Hajibeyli
127-128), and his brilliant foresight into the future of Azerbaijani musical culture, inspired
Hajibeyli to hear and grasp within mugham monody that Azerbaijani modes could
be adapted to European musical culture — not as a form of “conventional Orientalism,”
but as a manifestation of authentic national music that preserves its individual
intonational distinctiveness, and thus illuminated the path into the European musical
community for other Eastern musical cultures, thereby forging a truly universal human unity.

25  Rudyard Kipling. The Ballad of East and West.
First published in 1889.
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ABSTRACT. The article explores the formation and transformation of the intonational archetype Aqqu-Gaqqu
in interpretations of the epic Qyz Zhibek. It examines how the image of Zhibek became associated

with the swan symbolism long established in Kazakh culture. As a result, the epic narrative found expression
in folk song, drama, opera, cinema, and instrumental music. Particular attention is paid to the canonization
of the swan image as one of the heroine’s key symbols. The relevance of the study is reinforced

by the anniversary events of 2025 associated with the Sultan-Akhmet Khodzhikov's film Qyz Zhibek.

The research materials include the epic Qyz Zhibek, Ukili Ybyrai's song Gaqqu, Yevgeniy Brusilovsky's opera
Qyz Zhibek, Sultan-Akhmet Khodzhikov's film Qyz Zhibek, the kuis Aqqu by Ykhlas Dukenuly and Nurgissa
Tlendiyev, the songs Gaqqu, Qyz Zhibek, and Aqqu-kui published in Alexander Zataevich'’s collections.

The methodological framework combines historical-cultural and comparative-historical approaches,

Boris Asafyev's theory of intonation, intertextual analysis, and Jan Assmann'’s theory of cultural memory.

The study demonstrates that the swan image was not an original feature of the epic narrative. Rooted

in an earlier cultural tradition, it emerged through successive reinterpretation and is defined here

as the Agqu-Gaqqu complex. The findings show Gagqu, having absorbed earlier musical traditions,

became a foundation for later interpretations, while Nurgissa Tlendiyev's kui Aqqu represents the culmination
of this process. The study concludes that the Aqgu-Gagqu complex functions as a mechanism of cultural
memory, ensuring the continuity of the artistic image of Qyz Zhibek across diverse genres of Kazakh art.
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JaiiblHAay MeH >xapuanay bapbiCbiHa KOpCeTKeH koazaybl MeH KeMeri yLiH Saryn
XYpPHaNblHbIH pejakLuacbiHa TepeH pu3allbliblk bingipesi.

Ocbl Manimaeme apkblibl aBTop «"Kbi3 XKibek” 3M0oCbIHbIH KOpPKeM
NHTepnpeTaumanapbiHAarbl MaAEHM Xadbl MexaHn3Mi peTiHgeri “Akky—TakKky”
WHTOHALMANIK KelleHi» aTTbl MaKanaHbl JaibliHAay 6apbIiCbiHAA XKacaHabl
WHTENNEKT KypanaapblHbiH TEK KOMeKLLi Kypan peTiHAe KOAAaHblIFaHbIH
xabapnangbl. ATan anTkaHaa, XacaHAbl MHTENNEKT Kypanjapbl: MATIHAI ka3ak,
XK9He afbl/ILWbIH TingepiHe ayaapy KesiHge TiAgik pacimaenyiH Tekcepy

XaHe XeTingipy makcatbiHaa (ChatGPT Hepokenici). XXacaHabl MHTeneKT
FbINbIMUN HOTUXKENEPAi XKacay, 3epTTey Ty>KbIpbIMAAPbIH KanblinTacTbIpy,
JAepekTepai Tangay, 3epTrey Ty>KblpbIMAaMacblH 33ipiey HeMece FblbIMU
Ma3MyHZAbl reHepaLumsanay MakcaTblHAa KOAAaHbINFaH XOK. ABTOP MakanaHblH,
Ma3MYHbIHa, YCbIHbIIFaH AepekTepAiH AypbICTbIFbIHA, Aepekke3gepre
cinTeMenepsiH, KOpPeKTIiriHe XXaHe XXYMbICTbIH, FbIIbIMY 3TWKa TananTapbiHa
ColKecTiriHe TO/bIK Xayan bepea,.

Makana «Akky—-TaKKy» MHTOHaLUMANLIK apXeTuniHiH «Kbi3 XKibek» 3nocbIHbIH KepkeM
WHTEprpeTaLmanapbiHAaFbl KaabinTacybl MeH TpaHCchOpMaLMACkiH 3epTTeyre apHanfaH. XX facbipga XKibekTiH
3nuKanblk 6enHeci kasak MaZeHMeTIHAE OypbiHHAH KanbiNTackaH akky CMMBOJIMKACbIMEH cabakTachim, SnMKabIK,
CHOXKET XaslblK dHi, ApaMaTyprus, onepa, KMHO XaHe acnanTblk My3blka CUAKTbI SPTYPJIi Kepkemaik dopManapaa
KepiHic TanTbl. Epekiue Hazap akKy 6eMHECiHIH BipTiHAEN KeNinkepAiH, Heri3ri CUMBOAAPbIHbIH, BipiHe alHany
yAepiciHe ayzapbinazbl. TakblpbinTbiH ©3ekTiniri 2025 Xblifbl MEPEUTOMIK OKUFaNapMeH arkbiHAaNazbI.

3epTTey MaTepuanbl peTiHae «Kbi3 XKibek» anocsl, Ykini blobipaigblH, «[akKy» aHi, EBreHnid bpycnnoBckuniigiy
«Kbi3 Xibek» onepacsbl, CyntaH-AxmeT KoxbiKoBTbIH, «Kbi3 Xibek» ¢puabmi, blkbinac [ykeHynbl meH Hypfuca
TineHAMEBTIH «AKKy» Kyinnepi, COHAan-ak AnekcaHap 3aTaeBuy XnHakTapbiHaafbl «FaKy»', «Kpi3 XKibek»
XoHe «AKy-KroW»? aH-Kyinepi nanganaHbligbl.

3epTTeyaiH a4icCHaMabIK HETi3iH TapyXM-MaEHM XHe CabICTbIpMabl-Tapuxu Tacingep, bopuc AcadbeBTin,
WHTOHALMANbIK TEOPUSACHI, UHTEPMITIHAIK Tangay >aHe AH ACCMaHHbIH MaJEeHW Xaj TeopUsAChl Kypanabl.
3epTTey akky BelHeciHiH anvKanblK CFOXKETTIH bacTankbl cMnaTtbl eMec ekeHiH kepceTTi. On gacTypaeH bactay
anbin, Kern MapTe KepKeM KaiiTa nanbiMaay HITUXKECIHAE KaibiNTackaH >KaHe OCbl XYMbICTa «AkKy—-TaKKy»
KelleHi peTiHae 6enrineHesi. «[akky» aHi e3iHe geRiHri 4acTypaepAi boMbIHa CiHipin, KeriHr nHTepnpeTaumsnap
YLWiH Heri3 6onabl. Hypfuca TineHAMEBTIH, «AKKy» KyMi OCbl MHTOHALMA/bIK apPXETUMN 3BOHOLMACBIHbBIH,
KOPbITbIHAbI KE3EHi peTiHAe KapacTbipbliazbl. KopbITbIHAbI peTiHAe «AKKY—TaKKy» KelleHi MaeHM XaaTblH
MaHbI3bl MexaHu3Mi peTiHae 6afanaHbin, Kbi3 XKibek 6eMHeciHiH Ka3ak eHepiHiH, apTyp/i XaHpaapblHAa+bI
cabakTacTbIfblH KAMTaMachbI3 eTeTiHi AanenaeHesi.

1,2 Pepakuusa atayabl cakTanfaH HoTaablk Matepuangap
HerisiHge KepceTesi.
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XapnamoBa, TatbsiHa. «/IHTOHaLMOHHBIV KoMnaekc “Akky—Takky”

Kak MeXaHV3M KyJbTyPHON NaMATV B Xy[0XXECTBEHHbIX MHTeprpeTaLmnsax
anoca "Kbi3 XXubek"». Saryn, 1. 14, N2 2, 2026, c. 34-54,

DOI: . (Ha aHrauiickom)

KbI13 XKnbek, anoc, lakky, Akky, obpa3 nebess, MHTOHALMOHHBIA apXeTun, KyabTypHas
namsTh, Kazaxckas My3blKasibHas Ky/bTypa, Ka3axckas orepa, Kasaxckuii Guibm.

ABTOp BblpaxkaeT 6aarofapHOCTb OpraHmn3aTopam v yyacTHUKaM apT-Auasnora
«KbI3 Xibek: 55 net cnycrsa». baarogapHocTb paboTHWKam GoHza 61nbanoTekn
Ka3saxckoro HauMoHanbHOro yHUBepcuTeTa UCKYCCTB MMeHn Kynsw balicentoBon
3a KPOMOT/IMBbLIV TPYZ B COOpe 1 COXPaHEHMM BaXKHbIX MCTOPUYECKMX CBEAEHWN
13 MaTepuanoB NnepruoaMyeckol nevatu. Fnybokas 6aarogapHoCTb peLieH3eHTaMm,
yaenmelwnm CBOE LeHHOe BpeMA U AaBLUMM NMOJIE3HbIE peKoMeHaalnn

419 YAYULeHWs UCCe0BaHuns, a Takxke pedakLmmn XypHana Saryn 3a TepnesvBbii
TPYZ Y MOMOLLb B U3JaHWU CTaTbM.

Hacroawum 3asBneHveM aBTop OTMeYaeT, UTo NpK NoAroToske
cTaTby «/IHTOHaUMOHHbIN KoMnaekc "AkKy—Takky” Kak MexaHu3m
KyNbTYpHOW NaMATU B Xy0XECTBEHHbIX MHTeprpeTaLuax anoca
"KbI3 XKnbek"» MHCTPYMEHTbI MCKYCCTBEHHOTO UHTE/IIeKTa
NPUMEHANNCb UCKNOUNTENBHO B Ka4YecTBe BCMOMOraTelbHOro
cpencTBa. A UMEHHO /19 MPOBEPKU 1 yAYULLEHNS A3bIKOBOrO
opopMeHNs TeKCTa NPK NepeBoe Ha KazaxCKUii U aHTNACKN
A3blkn (HeripoceTb ChatGPT). VckyccTBEHHbIN MHTENNEKT

He NCMOoNb30BaCA A1 CO3AaHNA HayYHbIX Pe3y/bTaToB,
dopMuMpoBaHUA BbIBOJOB, aHan3a AaHHbIX, pa3paboTku KOHLIenLum
nccnefoBaHNA UAU reHepaLn Hay4YHOro cogepskaHus. ABTOp HeceT
MOJIHYtO OTBETCTBEHHOCTb 3a COZep>XKaHune CTaTbi, JOCTOBEPHOCTb
npeacTaBAeHHbIX AaHHbIX, KOPPEKTHOCTb LIUTUPOBaHUA UCTOUHVKOB
1 cooTBeTCTBME PaboThl TpebOBaHWAM HayUYHON STUKM.

CraTbst NOCBALLEHa NCCAEAO0BaHMUIO MPOLLECCOB GOPMMPOBaHUA 1 TpaHCPopMaLUm
MHTOHALIMOHHOrO apxeTuna «AKKy—TakKy» B Xy0XKeCTBEeHHbIX MHTeprpeTaLmax anoca «Kbi3 Xubek».
PaccmaTpuBaeTCs 4MTeNbHbIN NPOLLECC NepeoCMbICIEHUA 3M0Ca, B X04e KOTOporo B XX Beke MpouCcXoAnT
cbamkeHmne anmyeckoro obpasa XKubek ¢ cyLecTBOBaBLUEN paHee B Ka3axCKOW KyAbType CMMBOJNKOM
nebess. Bcneactsme yero anmueckmin CLOXXET NMOAYUNA BOMIOLWEHME B Pa3/IMYHbIX XyA0XeCTBEHHbIX popmax:
HapOAHOW necHe, ApamaTypruu, ornepe, KuHematorpade 1 MHCTpPyMeHTanbHOM My3bike. Ocoboe BHUMaHne
yAensaeTca MexaHU3My KaHoHW3aLumn obpasa nebeas, KOTOPbIV NOCTENEHHO CTAaHOBUTCA OAHUM U3 KAOUEBbIX
CYMBOJIOB repOuHU. AKTyaNbHOCTb ObpaLLeHns K aHHOW TeMe yCUanBaeTcs tobraeHbIMmU COBbITUAMM
2025 roga.

Matepuanom nccnegoBaHmsa nocayxunam anoc «Kuiz XKnbek», necHs «akky» Ykuau blbbipas, onepa

«KbI3 XKnbek» EBreHuns bpycmnosckoro, dpunbm «Kbiz XKnbek» CyntaH-AxmeTa XOAXKMKOBA, KHOW «AKKY»
blkbinaca AykeHynbl 1 Hyprucel TheHameBa, a Takxke necHu «faky»3, «Kbi3 XKibek» n «Aky-Kron»*

13 cbopHunkoB AnekcaHapa 3ataeBnya. MeTof010rMYeckyto OCHOBY COCTaBUAN UCTOPUKO-KYbTYPHbIN

N CPaBHUTENbHO-NCTOPUYECKU NOAXOAbI, MHTOHALMOHHan Teopua bopunca AcadbeBa, MHTepTEKCTYaNbHbIN
aHann3 1 Teopus KyabTypHON namaTu AHa AccmaHa.

B pe3ynbTaTe Uccief0BaHNA YCTaHOB/EHO, YTO 0bpa3 nebess He ABAAETCA N3HaYalbHO 3aJaHHOM
XapakTepPUCTUKOM 3MMUeckoro croxketa. OH NCXoaunT 13 Tpagmumnmn u GopMmpyeTcs B NpoLiecce ero
MHOFOKPaTHbIX XyAOXECTBEHHbIX NEePEOCMbICAEHWUN. [JaHHbIN MHTOHALMOHHbIN apxeTnn obo3HavaeTcs
Kak kommnaekc «Akky—Takky». NMokasaHo, UTo necHs «lakKy», BObpaBLUas NpeALecTByOL e TPAAMLMN,
CTaHOBUTCSA OCHOBOW ANs1 MOCAEAYHOLWMNX MHTeprnpeTaumnin. Kol «Akky» Hyprucel TaeHgmeBa paccMaTpuBaeTcs
KakK UTOF MHOTFOJIETHEN 3BOJIFOLUM MHTOHALIMOHHOTO apxeTunna, cbopMmnpoBaHHOTO B NpoLecce
XYZOXECTBEHHbIX NPOYTEHMI 3noca. [lenaetcs BbIBOA O TOM, UTO MHTOHALMOHHbIN KOMMIEKC «AKKY—TaKKy»
BbICTYMaeT BaXHbIM MEXaHU3MOM KyAbTyPHOM

3,4 HasBaHua NPUBOAATCA pedakumeit B HanucaHmuu, namaTv 1 obecneynBaeT NPeeMCTBEHHOCTb
3adUKCMPOBAHHOM B COXPAHMBLUMXCA HOTHbIX XyZOXecTBeHHOro obpasa Kbiz XXnbek B pasnnuHbIx
MaTepuanax. >KaHpax Ka3axckoro UCKyccTBa.
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Introduction
The history of any national culture represents a continuous process of preserving
and reinterpreting artistic images. In many cases, particular symbolic and semantic
complexes prove to be more enduring than the works in which they first appeared.
As these images pass from oral tradition into written and artistic forms (including
literature, music, theatre, cinema and other arts) they retain their fundamental semantic
core. At the same time, throughout their historical development, they acquire new artistic
functions and meanings. This process gives rise to a distinctive dialogue among authors
of different eras, in which each creator not only interprets an existing text in a unique way,
but also enriches it, turning a new work into a creative continuation of the previous work.
One of the most significant examples of such cultural continuity in Kazakh art
is the epic Qyz Zhibek. Originating within the oral lyric-epic tradition, its narrative
underwent a long process of historical development. Initially, it existed in multiple
oral versions preserved in the performance practice of zhyrau and aqyns; later, it was
documented in written form and became the subject of scholarly study. Subsequently,
the epic inspired numerous artistic adaptations in drama, opera, cinema,
and choreography. Each new engagement with the narrative reflected the aesthetic
principles of its time and enriched the interpretation of its characters and events
with new layers of meaning.
The relevance of addressing this topic is reinforced by the anniversary events of 2025
associated with the history of the epic Qyz Zhibek, Sultan-Akhmet Khodzhikov's film
Qyz Zhibek, and the name of Yevgeniy Brusilovsky?, all of which have encouraged renewed
reflection on the mechanisms through which cultural memory is preserved in Kazakh art.
Of particular interest in this process is the gradual formation of the swan image as one
of the most enduring symbols associated with the image of Zhibek. Its emergence cannot
be explained solely by the epic tradition or by any single artistic work. Rather,
it is the result of a long process of interaction among poetic, musical, and stage
interpretations. A significant role in this development was played by Ukili Ybyrai's

song Gaqqu [Swan], in which the image
5 55 Years Later art dialogue, held on April 25, 2026,

of the beloved is metaphorlca”y embodied at the Tan Art Residency creative space. This event
through the symbol of the swan. This song was jointly organized by scholars from the Kulyash
. . Baisseitova Kazakh National University of Arts,
later became the basis for the musical the Foundation of the First President of the Republic
characterization of Zhibek in Brusilovsky's of Kazakhstan, and the Tan Art Residency community.
) ) The inspiring discussions regarding the artistic heritage
Qyz Zhibek, the first Kazakh opera, and interpretations of the Qyz Zhibek epic during
. this forum served as the primary catalyst
and decades later received a new for the present study. The ideas developed
interpretation in the cinematic adaptation in this article gained significant momentum through
. . . . the vibrant exchange of insights among researchers,
of the epic and in the music of Nurglssa film critics, artists, and cultural figures.
Tlendlyev~ Desplte differences in genre It is highly symbolic that this research was compiled
conventions and artistic objectives, all of these during a period marked by a series of major cultural
. . milestones in Kazakhstan. These include the historic
works preserve a set of stable intonational anniversaries of both the Qyz Zhibek epic and its iconic
features that makes it possible to speak film adaptation, alongside the centenary celebrations
L . . of the prominent composer Yevgeniy Brusilovsky
of a unified intonational-semantic archetype. and the acclaimed actress Meruert Utekesheva.

In this context. the formation These events have once again revitalized the discourse
! on cultural memory, artistic continuity,

and transformation of the Aqqu-Gaqqu and the preservation of national musical heritage.
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intonational archetype in Kazakh musical culture is of particular scholarly interest.
The present article examines this process as the result of a long-standing artistic dialogue.
It traces the evolution of the image from the epic tradition and the song Gaqgqu
to its embodiment in opera and, subsequently, in Tlendiyev’'s kui Aqqu. Particular
attention is paid to the mechanisms through which this intonational complex has been
preserved and reinterpreted, thereby ensuring the continuity of cultural memory across
different genres of Kazakh art.

The object of the study is the process of canonization of an artistic image through
the formation of a stable intonational symbol. The subject of the study comprises
the mechanisms of preservation and transformation of the Aqgu—-Gagqu intonational
archetype. It is important to emphasize that the swan image has an independent history
within traditional Kazakh culture. The song Gagqu and the numerous instrumental
kuis entitled Agqu represent different forms of musical embodiment of this image
that developed independently of one another (Amanova). Therefore, the present study
does not focus on the origins of these traditions; rather, it examines the process
of their artistic convergence and subsequent canonization in twenty—twenty first century
interpretations of the Qyz Zhibek epic.

For the sake of clarity, it should also be emphasized that the tradition of the Aqqu
kuis is not genetically related to the epic Qyz Zhibek and emerged long before
the artistic interpretations discussed in this article. Moreover, sound imitation based
on the reproduction of the voices of birds and animals belongs to the most ancient
layers of musical thought and is found in the cultures of many peoples. In Kazakh culture,
the image of the swan possesses a wide range of mythological and symbolic meanings,
including associations connected with ancient beliefs and shamanic practices.
Therefore, the Agqu kuis examined in this study are by no means regarded as derivatives
of the Qyz Zhibek narrative. Rather, they represent an independent cultural tradition
that was subsequently incorporated into the process of shaping the musical image
of Zhibek.

The body of literature employed in this research is of particular importance.
The aim is not to retell or reiterate well-established facts concerning the musical
thinking of different peoples, the phenomenon of sound imitation, the epic itself,
opera productions, or the creation of the film adaptation. These subjects have already
been extensively addressed in scholarly literature. Nevertheless, a concise review
and systematization of existing research are necessary for understanding the logic
of artistic continuity and for identifying the mechanisms through which enduring
cultural symbols are formed. Examining diverse interpretations within a unified historical
and cultural context makes it possible to trace the consolidation of the swan image
as one of the key symbols accompanying the evolution of Zhibek's artistic representation.

Thus, the present study draws upon a wide range of scholarly sources reflecting
different stages in the existence and interpretation of the epic. The use of works devoted
to the history and poetics of the Kazakh epic tradition, ethnographic studies, research
on the variability and historical transformation of the plot, as well as musicological
publications examining Brusilovsky's opera and the music of Tlendiyev, makes it possible
to reconstruct a comprehensive trajectory of the development of this artistic image.

SARYN PEER-REVIEWED JOURNAL N|



C ;apyn 2026 TATYANA KHARLAMOVA THE AQQU-GAQQU INTONATIONAL COMPLEX AS A MECHANISM

42

Particular importance is attached to classical studies of Kazakh folklore and epic
tradition by scholars such as Shokan Ualikhanov, Vassily Radlov, Grigory Potanin, Mukhtar
Auezov, Seyit Qasgabassov, and others. A significant contribution to the contemporary
study of the work has been made by research devoted to various national versions
of the epic (Rakhimov), its stage interpretations (Sattybayeva and Yeskendirov; Rakisheva
et al.), as well as its musical embodiment (Mussakhodzhayeva; Omarova; Kazken).

Taken together, these studies provide clear evidence of the enduring scholarly interest
in Qyz Zhibek as one of the key texts of Kazakh national culture. They also demonstrate
a gradual expansion of research perspectives — from questions of origin and genesis
toward issues of interpretation, artistic transformation, and cultural reception.

Reference to the works of Kazakhstani musicologists devoted to the traditional musical
culture of the Kazakhs and the Turkic world as a whole made it possible to consider
the image of the swan as an independent and multilayered phenomenon that existed
long before its artistic reinterpretation, as well as to identify the cultural and historical
prerequisites for the subsequent formation of the Aqqu—-Gagqu intonational complex.

In this regard, particular importance was attached to studies examining the Kazakh
musical tradition as part of the broader Turkic cultural sphere, as well as issues

of comparative research into Turkic musical cultures and the commonality of their
intonational and formal-generative processes. These questions have been addressed

in the works of Saida Yelemanova, Gulzada Omarova, Saule Utegaliyeva. Equally valuable
are studies devoted to the mechanisms of preserving vocal and instrumental traditions,
including the works of Dina Amirova, Abdulkhamit Raiymbergenov, as well as Saule
Amanova's research on the ancient Agqu kuis and related scholarship.

Texts from periodical publications of different years also occupied an important place
in the study®. Newspaper and magazine materials made it possible to reconstruct
the cultural context surrounding the creation and reception of particular artistic versions
of the work, to identify authorial intentions and the specific features of public and critical
reception, and to trace the process through which cultural memory surrounding
the image of Zhibek was formed in different historical periods.

The corpus of sources examined in this study includes the epic Qyz Zhibek, Ybyrai's
song Gaqqu, Brusilovsky's opera Qyz Zhibek, the feature film Qyz Zhibek with music
by Tlendiyev, the Aqqu kuis by Ykhlas Dukenuly and Tlendiyev, as well as the songs
Gaqqu, Qyz Zhibek, and Agqu-kui published in Alexander Zataevich’s collections.

Methods

The interdisciplinary nature of this research is determined by the need to consider

a work of art as part of a broader cultural and historical process. Throughout historical
development, individual artistic models, plots, and structural elements may be preserved,
reinterpreted, and endowed with new artistic functions while maintaining their connection
to earlier traditions. Accordingly, the methodological framework of the study combines
historical-cultural, comparative-historical,

musicological, and interpretive approaches. ¢  periodical publications dating from 1968 onward

The historical-cultural method made were provided from the collections of the Library
. . L. of the Kulyash Baisseitova Kazakh National University
it possible to trace the principal stages of Arts.
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in the existence of the Qyz Zhibek epic, identify the mechanisms of its artistic
canonization, and determine the place of individual interpretations within the broader
process of the narrative’s development. The comparative-historical method was employed
to examine and compare different versions of the work.

The principal musicological tool of the study is Boris Asafyev's theory of intonation.
Proceeding from the premise that intonation functions as a carrier of artistic meaning
and cultural memory, musical works are understood as processes of meaning-making.
This approach makes it possible to trace the continuity of intonational patterns across
works of different periods and genres, as well as to investigate the mechanisms
underlying the formation of the stable Aggu—-Gaqgqu intonational archetype associated
with the image of Zhibek.

An important role in the study is played by the intertextual approach, which makes
it possible to examine the epic, song, kui, opera, and film as interconnected cultural
texts linked through relationships of continuity, quotation, reinterpretation, and creative
extension. Within this framework, each new interpretation may be understood as part
of an ongoing cultural dialogue extending across generations.

Methodologically, the study also draws upon Jan Assmann'’s theory of cultural
memory. Within this theoretical framework, the image of the swan and the associated
intonational complex (Aggu-Gaqqu) are regarded as a stable symbolic code that facilitates
the preservation and transmission of artistic meanings between different generations
of authors, performers, and audiences. The application of this theoretical model makes
it possible to investigate not only direct instances of musical quotation and borrowing,
but also the more complex processes involved in the formation of collective cultural
associations.

Results and Discussion

The history of Qyz Zhibek represents a complex, multi-stage process: from oral tradition
to written fixation, from canonization to scholarly interpretation, and subsequently

to a wide range of artistic adaptations. It is essential to emphasize that there is no

single “original” text of the epic; rather, all versions should be regarded as equally valid
manifestations of a living tradition, while each new artistic realization may be understood
as a continuation of an ongoing cultural dialogue with the epic heritage.

The formation of the Qyz Zhibek epic is generally associated with the oral poetic
tradition of the seventeenth—eighteenth centuries. The work organically combines
elements of heroic narrative, love lyricism, and social as well as clan-related conflicts.

Its plot reflects the historical realities of nomadic society, including intertribal relations,
marriage customs, and concepts of honor, status, and duty. Researchers, particularly
Seyit Qasqgabassov, have noted that the narrative motifs can be traced back to events
of the fifteenth and sixteenth centuries connected with the formation of the Kazakh
Khanate, internal conflicts, and a complex political environment (Qasgabassov).

As Gulnara Nurpeissova observes, “By this time, the ethnic and political consolidation
of the Kazakh people had largely been completed, along with the formation of a unified
national consciousness. The people had acquired a strong and distinctive spiritual
foundation, and the poem Qyz Zhibek became the embodiment of this spiritual unity
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of the nation” (1). Nevertheless, these historical events underwent substantial artistic
transformation within the oral tradition; therefore, the epic should not be regarded
as a historical document. Rather, it represents a poetic reconstruction of social reality.

For a long period, Qyz Zhibek existed exclusively in oral form. Its principal bearers
were the zhyrau — guardians of epic memory, and the agyns — improvisational poets.
Each performance was inherently variable, depending on the individual performer
and incorporating elements of improvisation. Consequently, the epic does not possess
a single fixed version: differences appear in plot details, character interpretation,
composition, and poetic structure.

The transition to written documentation began in the nineteenth century within
the broader context of scholarly interest in Turkic folklore. A significant role in this
process was played by Radlov and Potanin. Their studies did not result in the creation
of a “canonical” text. Rather, their efforts were aimed at documenting individual narrative
motifs associated with the life of nomadic society and at recording the very nature
of the epic tradition, including its oral character and variability. The records of Qyz Zhibek
produced during this period were fragmentary in nature, and no unified version had
yet emerged. More broadly, the works of Radlov and Potanin provide valuable insight
into the mechanisms through which the epic tradition functioned.

The next stage is associated with the activities of Zhusipbek Shaikhislamuly,
who published one of the first complete versions of Qyz Zhibek in Kazan in 1894
This publication marked a transition from scattered recordings toward a more systematic
canonization of the text. According to researchers, approximately sixteen original versions
of Qyz Zhibek are known today, confirming the persistence of textual plurality even after
the epic entered written circulation (Nurpeissova 1).

In the twentieth century, the epic became the subject of systematic scholarly inquiry.
A particularly important role was played by Auezov, who introduced Qyz Zhibek
into the sphere of academic research (Ocherki istorii). He defined the genre of Qyz Zhibek
as a lyric-epic work, distinguishing it from heroic epics and thereby shifting the focus
from feats of heroism to the realm of human emotions. The work came to be understood
as a tragedy of love in which not only the sequence of events but also the inner
motivations of the characters are of central importance. Auezov analyzed the artistic
structure of the epic, compared its various versions, participated in their publication
and scholarly editing, and examined the work within the broader social and cultural
history of Kazakh society. In doing so, he effectively transferred Qyz Zhibek from the sphere
of oral poetic tradition into that of scholarly knowledge and theoretical reflection.

In parallel, the twentieth century also marks the beginning of the epic's artistic
reinterpretation. In the 1930s, Gabit Musrepov created the musical stage play Qyz Zhibek.
Written according to the principles of dramatic composition, the work intensifies
contrasting narrative lines and more clearly
delineates the characters. The epic material 7 Shaikhislamuly was not only a collector, but also

thus acquires the form of a Iiterary drama a performer (zhyrshy). In addition, he was an active
L . . ’ publisher of Kazakh oral folk heritage in various
In Musrepov's interpretation, the |OgIC cultural centers (Kazan, Ufa, Tashkent, and Saint
of conflict becomes more pronounced Petersburg). Owing to his efforts, such works
1

as Aiman-Sholpan, Alpamys, Kenesary—Nauryzbai,
the narrative gains compactness and others entered printed circulation.

SARYN PEER-REVIEWED JOURNAL



OF CULTURAL MEMORY IN ARTISTIC INTERPRETATIONS OF THE EPIC QYZ ZHIBEK 2026 C ;apyn

and stage-oriented structure, and the image of Zhibek acquires greater psychological
depth. The social dimension is also significantly strengthened, particularly the theme
of pressure exerted by clan-based norms and the tragic conflict between these norms
and individual choice (Qyz Zhibek. Muzykal'naya p'esa 14). This marks a shift from epic
narration to drama as a form of artistic interpretation.

Based on Musrepov's libretto, a musical play was created in 1934, followed by Brusilovsky's
opera Qyz Zhibek, which became one of the key milestones in the development of Kazakh
professional musical culture. The opera incorporates a substantial number of folk songs
and kuis (around fifty), which led the composer to hesitate in classifying it as a fully-
fledged opera. Brusilovsky himself referred to it as an “ethnographic collection”
and a "potpourri of folk songs” (Mussakhodzhayeva 33). The central number of the opera
— the aria of Qyz Zhibek traces its origins to the song Gaqqu by the agyn Ybyrai. It is precisely
at this point that the formation of an intonational-semantic complex begins, one that
later unites vocal and instrumental intonation. At this stage, this connection is not yet
conceptualized as an independent artistic phenomenon; however, even in Brusilovsky's
opera, the image of Zhibek becomes fixed through the musical symbolism of the swan.

The further development of the narrative is associated with cinema. In 1970,
director Khodzhikov created the film Qyz Zhibek, which consolidated a visual canon
for the reception of the epic in mass culture. At the same time, the screenplay of the film
differs both from the folkloric version and from Musrepov’s stage adaptation. The creators
sought to reveal, through cinema, the traditional way of life of the Kazakh people
and to reconstruct the historical atmosphere of the past. Particularly indicative are
Musrepov's reflections on the screenplay of the film: “What will our film be about?

The plot, at first glance, is traditional. The protagonists are driven by love — this eternal
feeling underlies every epic. But the film is not only about the love of two young hearts.
It is a philosophical reflection on the formation of a nation, the fate of its people,

their sorrows and aspirations, and their centuries-old dream of freedom” (“Segodnya
na Kazakhfil'me” 3). At the same time, the authors did not aim at a strictly historical
reconstruction. This indicates a continuing process of interpretation and adaptation

of the narrative within new cultural conditions. Nazira llyassova notes that “although
the film version of the epic tale about Qyz Zhibek is an original work, it shares many
similarities with the opera production of the same name by Ye. Brusilovsky” (3). This is
reflected both in the interpretation of the main characters and in the musical numbers.
Thus, similarly to the opera, which incorporated more than fifty examples of Kazakh
traditional music, the filmmakers also appeal to the “auditory experience of the viewer,
providing certain situations with additional semantic layers” (llyassova 3).

In addition to the operatic material, most notably the song Gagqu, which functions
as a kind of leitmotif in the film, the musical concept of the cinematic version
also incorporates a number of well-known traditional Kazakh compositions familiar
to the audience. Among them are the kui Konil Ashar by Torekesh (“The Scene
where Bekezhan and Tolegen Prepare for Battle with the Dzungars”, Episode 2),

Yerden by Ykhlas (“The Scene with the Suitors Who Arrive to Propose to Zhibek,

8 A detailed analysis of the musical score of the film Be!levmg Her to Be a Widow",
is provided in the study by Nazira llyassova. Eplsode 2), and others?.
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In the following decades, the epic continues to exist in various artistic forms,
including choreographic interpretations such as the ballet Gagqu, compiled
from music from Brusilovsky's opera (by analogy with Rodion Shchedrin’s Carmen Suite)
and staged by Bulat Ayukhanov with Shara Zhienkulova in 1967, and later in the musical
interpretation by Aida Isakova — the ballet Gagqu, dated 2006.

Thus, the narrative of Qyz Zhibek extends beyond literature, opera, and cinema,
retaining its capacity for new artistic reinterpretations. “The story of Qyz Zhibek
is a very rewarding subject. It is romantic, danceable, heartfelt, filled with tenderness,
femininity, humanity, and warmth. It can be developed in any genre,” notes Ayukhanov
in an interview (Sablina).

Despite the diversity of genre interpretations, a number of stable artistic constants
are preserved across all versions of the work. One of the most significant is the musical
image of Zhibek, associated with the song Gagqu and the symbolism of the swan.

This line is of particular interest to the present study.

The association of Qyz Zhibek with the swan gradually became firmly established
primarily through Brusilovsky's operatic interpretation of the epic. During the period
of creating the opera, the composer was actively engaged in ethnographic work, studied
Kazakh folklore, and perceptively recognized that the swan symbol in Kazakh tradition
extends far beyond a mere characterization of external beauty. This symbol embodies
ideas of spiritual perfection, purity, and the noble nature of womanhood.

The song Gaqqu by Ybyrai, in the process of cultural and historical transformation,
acquires the status of an intonational archetype, first of the image of Qyz Zhibek
and later, more broadly, of love, femininity, and strength, extending beyond its original
genre and functional framework®. It is also important that Gagqu did not exist
in a single fixed version, which is confirmed by the Brusilovsky's own words in a dispute
with Auezov regarding authorship: “You say that a song has an author. Are you unaware
of how a given song reaches us and how many authors it acquires along the way? Take,
for example, Gaqqu <...> Who is the author of this song? Ybyrai? But what he composed,
according to Zataevich's transcription, is absolutely not similar to the Gagqu performed
in the stage production. In the conditions of non-written, oral folk creativity, a song
lives in constant variation, dependent on the memory, creative talent, and vocal abilities
of the performer..." (qtd. in Mussakhodzhayeva 33).

In the collection of Zataevich, we identified several versions of the song'’s transcription:
Gaqqu under No. 159, recorded from Fatyl Beissembayev in the Pavlodar region
(500 kazakhskikh pesen 116) (see Ex 1); and Qyz Zhibek under No. 750, recorded from
Abish Ospanov in the Qarqaraly district (7000 pesen 279) (see Ex 2). The Gaqqu variant,
used as the basis for the aria of Zhibek and presented in the 1936 libretto brochure
prepared for the Decade of Kazakh Art in Moscow, represents an intermediate form
between these two examples (QyZ_Zhlbek' The origins of the song can be traced to the lyrical
Muzykal’naya pesa 20) (see Ex 3). tradition of the sal and seri singers of the second half

Each melody contains a stable set of the nineteer'ﬂh century. According to bc.)t.h oral

accounts and literary sources, the composition
of expressive features. Among them are emerged from the composer's personal romantic
a smooth cantilena, wave-like melodic experience connected with a young woman named

Khakima, whom he poetically addressed as Gaqqu
development, variability of melodic [Swan].
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Ex. 1: The song Gaqqu.

Source: Screenshot from Zataevich, Alexander. 500 kazakhskikh pesen i kyuiev
Adaevskikh, Bukeevskikh, Semipalatinskikh { Ural'skikh [500 Kazakh Songs and Kuis
of the Adai, Bukei, Semipalatinsk and Ural Regions]. Alma-Ata, Narkompros Kazakskoi
ASSR, 1931, p. 116. (In Russian). The collection was obtained from the Archive

of the National Electronic Library of Kazakhstan (https://kazneb.kz/ru/bookView/

view?brld=1553153&simple=true)'®
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Ex. 2: The song Qyz Zhibek.

Editorial Note: To improve the reproduction quality
of archival photographs, the images underwent digital
restoration using Al-assisted image generation
technologies (Gemini and ChatGPT). The restoration
process was limited to correcting visual defects,
enhancing image clarity, and improving the visibility
of details without altering the original content

of the photographs. However, it should be noted

that Al image generation algorithms may introduce
minor changes to certain visual characteristics.
Consequently, complete fidelity of the restored images
to the original photographs cannot be guaranteed.
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Source: Screenshot from Zataevich, Alexander.
1000 pesen kazakhskogo naroda [1000 Songs

of the Kazakh People]. Almaty, Daik-Press,

2004, p. 279. (In Russian). The collection

was obtained from the Archive

of the National Academic Library of the Republic
of Kazakhstan (https://nabrk.kz/bookView/
view/?brld=416749&simple=true&green="1#)
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Ex. 3: Gagqu. Zhibek's Aria.

Source: Screenshot from the libretto: Kyz-Zhibek. Muzykal’'naya p'esa v 4 deistviyakh

( 5 kartinakh Gabita Musrepova [Qyz Zhibek: Musical Play in Four Acts and Five Scenes
by Gabit Musrepov]. Alma-Ata — Moscow, Kazakhskii gosudarstvennyi muzykal'nyi
teatr, 1936, p. 20. (In Russian). The brochure was obtained from the Archive

of the National Electronic Library of Kazakhstan (https://kazneb.kz/index.php/en/
bookView/view?brld=15545658&simple=true#)

formulas, quartal intonations, and pentatonic structure. The incorporation of Gagqu

into the opera by Brusilovsky as the aria of the main heroine consolidated a specific
intonational version of the song. Notably, in the collection Gagqu, which includes arias
and songs from the repertoire of Kulyash Baisseitova, the operatic aria of Zhibek

is presented in two versions: the melody composed by the composer and the version
performed by Baisseitova. It was precisely her performance interpretation that became
fixed in collective perception a particular intonational image of Gagqu, and subsequently
it began to be perceived as a musical symbol of Zhibek, capable of existing beyond

the vocal genre (see Ex 4).
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Ex. 4: Gagqu. Zhibek's Aria from the opera.

Source: Screenshot from the libretto: Kyz-Zhibek. Muzykal’'naya p'esa v 4 deistviyakh

( 5 kartinakh Gabita Musrepova [Qyz Zhibek: Musical Play in Four Acts and Five Scenes
by Gabit Musrepov]. Alma-Ata — Moscow, Kazakhskii gosudarstvennyi muzykal'nyi
teatr, 1936, p. 20. (In Russian). The brochure was obtained from the Archive

of the National Electronic Library of Kazakhstan (https://kazneb.kz/index.php/en/
bookView/view?brld=15545658&simple=true#)

A comparison of the different versions of the song Gagqu makes it possible to speak
of a stable intonational core alongside significant variation in melodic formulas. Despite
differences in ornamentation and rhythmic organization, all the examined versions reveal
clear common features. First of all, one notes the predominance of smooth stepwise
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motion, wave-like developmental patterns, quartal melodic formulas, and intonational
movements within the interval of a fourth (fourth-third, second-fourth, third-second,
and other variants). An essential element is the ornamentation of structural tones, which
generates a characteristic decorative quality of the melodic line. Another shared feature
across all versions is broad phrasing and extended melodic unfolding. Thus, the collective
intonational core of Gaqqu is represented in the version performed by Baisseitova.
However, the formation of the musical image of Qyz Zhibek is not limited to the history
of the song Gaqqu. In parallel, Kazakh instrumental tradition developed its own line
of artistic interpretation of the swan image, represented by various versions of the kui
Agqu. In this regard, it is noteworthy that in Zataevich's collection, under No. 183,
a dombra kui Aqqu is recorded (500 kazakhskikh pesen 123), transcribed from Kushukbai
Dzhauyukov in Semipalatinsk (see Ex 5).

183. AKY-K10if.

(Kwoii ,, TeGennp)
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CKOpPO ¥ OJMHAKOBO. J—.xu. s rop. CeMEIANATHHCK.

Ex. 5: Aqqu Kui.

Source: Screenshot of a kui fragment from: Zataevich, Alexander. 500 kazakhskikh
pesen i kyuiev Adaevskikh, Bukeevskikh, Semipalatinskikh { Ural'skikh [500 Kazakh
Songs and Kuis of the Adai, Bukei, Semipalatinsk and Ural Regions]. Alma-Ata,
Narkompros Kazakskoi ASSR, 1931, p. 123. (In Russian). The collection was obtained
from the Archive of the National Electronic Library of Kazakhstan (https://kazneb.kz/ru/
bookView/view?brld=1553153&simple=true)

An important place in the history of Kazakh culture is also occupied by the qobyz
kui Agqu by Ykhlas Dukenov (see Ex 6). The very existence of such examples testifies
to the independent musical life of the swan symbol outside the epic narrative and outside
Ybyrai's song tradition.

Here we observe a different type of musical embodiment of the swan image.
While in the song Gagqu the swan is represented indirectly through a poetic metaphor
of the beloved, in the instrumental kuis it acquires a direct sonic and imitative expression.
The musical development is constructed through a gradual densification of texture,
increased rhythmic pulsation, intensification of dynamic tension, and expansion
of the melodic range. The kuis Agqu reveal the dynamic aspect of the image, creating
an impression of wing movement, flight, and the cry of swans.
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Ex. 6: Agqu of Ykhlas.

Source: Screenshot of a kui fragment from: Qylqobyzga arnalgan khrestomatiya [Anthology for the Qyl-Qobyz].
Compiled by Abdimanap Zhumabekuly, Almaty, Bilim, 2012, pp. 266-267. (In Kazakh). The collection was
obtained from the Archive of the National Electronic Library of Kazakhstan (https://kazneb.kz/la/bookView/
view?brld=11124818&simple=true#)

Of particular interest is the preservation in these kuis of certain intonational features
related to the song tradition, which supports Saule Utegalieva’s thesis that “on the one
hand, the human voice reveals the instrumental nature of music; on the other hand,
the musical instrument strives to imitate the voice” (23). Thus, the compositional
techniques of the kuis preserve wave-like motion, quartal intonational formulas,
and other elements already observed in the song Gaqqu.

"Despite its oral form <...> the tradition proved to be a stable yet at the same time
sufficiently flexible means of creating and preserving music” (Yelemanova 10). In Kazakh
musical culture, two independent yet complementary lines of musical representation
of the swan image gradually emerge. The first is associated with the song tradition
and became fixed the image of the swan as a symbol of idealized femininity and beauty.
The second is represented by instrumental kuis and reveals the plastic and sonic-
imitation characteristics of the image. Their gradual convergence allows us to speak
of the formation of a unified intonational-semantic complex Aqgu—-Gaqqu. This complex
is most fully realized in the musical dramaturgy of the film Qyz Zhibek with music
by Tlendiyev.

Unlike the opera, where Gaqqu exists as a complete vocal number, in the film its
intonational complex functions much more freely: it may appear in vocal or instrumental
form in scenes associated with the image of Zhibek, or emerge as individual intonational
allusions. At the same time, the Gaqqu intonational complex becomes part of the film's
soundscape and forms a stable system of associations between musical material and
visual imagery.

Significantly, the cinematic version further strengthens an important artistic motif first
introduced by Musrepov and subsequently consolidated by Brusilovsky through musical
intonation in the opera: the association of Zhibek with swan symbolism. According
to recollections of participants in the production process, the film was originally intended
to bear the title Agqu. Swans were specially brought to the filming location and were
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envisaged as one of the central visual symbols of the picture (llyassova). Although
the final title preserved the connection with the epic source, the image of the swan
remained an essential component of the film'’s artistic concept.

Such a development was not accidental. As demonstrated above, the consolidation
of the swan image as a symbolic embodiment of Qyz Zhibek resulted from a long
process of interaction between epic tradition, poetic imagery, and musical semantics.
Consequently, by the time the film was produced, the swan had already been perceived
as an established cultural symbol.

The kui Agqu, composed by Tlendiyev, represents a logical culmination of this process.
For the first time, the work so clearly unites two lines of artistic interpretation of the swan
image: the vocal tradition deriving from the song Gagqu and the instrumental tradition
represented by the kui genre.

Significantly, the intonational foundation of the composition is based on the canonized
version of Gagqu that had become firmly established in cultural memory through Brusilovsky's
opera. The opening intonations of the kui already reveal affinities with the characteristic
melodic turns of Gaqqu. At the same time, this is not a case of direct quotation. Rather,
the composer preserves only its most recognizable intonational nucleus.

On the other hand, the music of the kui demonstrates a clear continuity
with the instrumental tradition of representing the swan image, particularly
with Ykhlas's kobyz kui Aqqu. Like Ykhlas's composition, Tlendiyev's work is built
upon distinctive sound-imitative devices. Its musical language likewise evokes
associations with the beating of wings, free flight, and the cry of a swan (see Ex 7).
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Ex. 7: Aqqu of Nurgissa Tlendiyev.

Source: Screenshot of a kui fragment. The musical score was obtained from the website: https://kazakwa.ucoz.
com/load/notalar/n_tlendiev_quot_a_u_quot_i_variant/2-1-0-329

These analogies make it possible to speak of the preservation of a stable figurative
model. Tlendiyev's composition thus emerges as a unique point of convergence between
the two traditions, in which the intonational complex Aqqu—-Gaqqu attains its most complete
realization. At the same time, each tradition emphasizes different facets of the same
image: the song tradition shapes the semantics of femininity, while the instrumental
and sound-imitative elements convey the plasticity of movement, the sense of flight,
and the idea of freedom.
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It should therefore be emphasized that Tlendiyev's kui is not merely another artistic
engagement with the image of the swan, but rather the outcome of a long historical
interaction between the vocal and instrumental traditions. Within this composition,
the Agqu and Gagqqu traditions ultimately merge, resulting in the image of Qyz Zhibek
acquiring the status of a stable musical archetype within Kazakh culture.!

Conclusion

The present study has traced the process of formation and transformation

of the Agqu—-Gagqu intonational archetype in artistic interpretations of the epic

Qyz Zhibek. The analysis has demonstrated that the image of the swan was not

an original characteristic of the epic narrative and was absent as a central symbol

in its early versions. Its consolidation in cultural memory resulted from a long process
of artistic dialogue among different genres and forms of art.

A key role in this process was played by Ybyrai's song Gaqqu, in which the image
of the beloved is conveyed through swan symbolism. The incorporation of this song
into Brusilovsky's opera Qyz Zhibek as the musical characterization of the heroine led
to the formation of a stable intonational-semantic complex, subsequently reinforced
through the performance interpretation of Baisseitova.

At the same time, an independent line of artistic representation of the swan image
developed within the instrumental musical tradition, embodied in the various Aqqu
kuis. Unlike the song tradition, these instrumental works emphasized the plastic
and sound-imitative dimensions of the image, achieved through musical representations
of the bird's movements and calls.

The fullest convergence of these two traditions occurred in the musical dramaturgy
of the film Qyz Zhibek, particularly in Tlendiyev's kui Agqu. In this work, the canonized
intonations of Gaqqu are combined with the musical imitation of natural sounds
characteristic of the instrumental tradition. As a result, a unified intonational archetype
emerges, linking the image of Zhibek with swan symbolism.

The Agqu-Gagqu intonational complex, whose formation began long before the textual
fixation of the epic, functions as an important mechanism of cultural memory. It ensures
the continuity of artistic meanings across different artistic genres. Its development
demonstrates how stable musical intonations are capable of preserving and transmitting
culturally significant images and of shaping enduring symbols of national culture.

11 For purposes of illustration, a montage was created
from excerpts of musical works associated
with the swan image: Agqu (Ykhlas), Gagqu (Ybyrai),
Gaqqu — Zhibek's aria from Brusilovsky's opera,
and Aqqu (Tlendiyev). The excerpts were assembled
for comparative analysis of shared intonational features
and to identify the musical-semantic connections
that unite these works. The recording is available at:
https://youtu.be/5VnwvvUizYw.
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[JaHHas nybavkaums nocBALLAETCA CBETI0M NaMATU KOJern 1 coaBTopa

A. B. XapyTo, BHecLLero 3HaunTenbHbIN Bkaag B Ny6AnKyeMoe nccaesoBaHve.
A. Y. Ky3eybali BbipaxaeT 6aarogapHocTb B. E. HeannHol 3a LeHHble
pekoMeHAALMN N BECOMbIN BKAaJ B HayYHYH apryMeHTaLuio NONOXKeHUN
CTaTbW; peLieH3eHTaM 3a NpodeccroHabHble OT3bIBbl U PeKOMeHaaLunu,
CMOCO6CTBOBABLUVE MOBLILIEHWIO HAYyYHOrO YPOBHA CTaTbk; peAakLMmn XypHana
3a cofeNncTBMe 1 NOAAEPIKKY Ha BCeX 3Tanax NoAroToBKM TekcTa K nybankauuu.

MpV NOArOTOBKE CTaTbW MHCTPYMEHTbI MCKYCCTBEHHOTO MHTENIEKTa
(ChatGPT, Gemini, Deepl) ncnosb3oBannce NCKAHOUNTENBHO

NS TEXHNYECKOW U A3bIKOBOW 06paboTKM TeKCTa U He NMOBAUANN
Ha Hay4HOe cofep>KaHve 1 BbIBOAbI MCCIef0BaHMS.

AHHOTALMA. CTaTbs NOCBALLEHA NCCIEA0BAHMIO PE30HAHCHOTO MEHWA B TPAAULIMOHHON KynbType Ka3axoB
Ha MaTepuane apKMHCKON neBYeckor Tpagnumn. O6beKToM NcCaesoBaHUsA ABAAETCA BOKalbHOE MCKYCCTBO
Ka3axCKUX TPaAVLMOHHbIX MEBLIOB, MPEeAMETOM — aKyCTUUYECKMEe XapaKTEPUCTUKN PE3OHAHCHOI TEXHWKN

1 0cOBEeHHOCTV HOPMUPOBAHUSA NMEBUECKOTO TeMbpa B apKMHCKON Lukosie neHns. O6bekTUBHOE M3yyeHne
TPaZULIMOHHBIX BOKaNbHbBIX MPaKTKK, KOTOPbIE A0 HACTOALLEro BPEMEHU NMPEVMYLLECTBEHHO OMUCBIBANNCD
CPeACTBaMM NCTOPUYECKOTO, STHOTPadnUeckoro 1 My3blKOBEAYECKOrO aHain3a, No3BoseT 0b0CHOBaTb
Lenbii psg CyObeKTUBHbIX MPEANOJIOXEHN OTHOCUTENIBHO NMPOGECCUOHANBHON MOATOTOBKM apKUHCKMX
neBLoB. HECMOTPSA Ha 3HAUNTENbHbIN KOPMYC NCCNeS0BaHUI Ka3axCKOW NeceHHOM Ky/ibTypbl, OCO6EHHOCTH
ros0co0bpa3oBaHNs 1 PE30HAHCHON TEXHUKM A0 CMX NMOP MPAKTUYECKN HE N3yYannchb C MPUMEHEHVEM
COBPEMEHHbIX METOZ0B aKyCTUYECKOro aHaIun3a.

VccnepoBaHve BbINMOAHEHO Ha OCHOBE KOMMbHOTEPHOTO aHasn3a 3ByKo3anuncein npeacTaBuTesert apkMHCKon
Tpaamumm — Ampe Kawaybaesa v EpnaHa Pbickanu. Micnonb3oBaHbl METOZbI CNEKTPAIbHOrO aHaAmn3a
BOKa/lbHOrO CUrHana, N3y4yeHuns COHOrpaMM 1 OLeHKM MapamMeTpoB BbICOKOM nesyeckon dopmaHTsl (BMND),
pa3paboTaHHble B pamMKax KOMMbOTEPHOW STHOMY3bIKOIOTUN W aKyCTUYECKUX NCCAef0BaHNA NEBYECKOTO
rosnoca. [onyyeHHble ZlaHHble COMOCTaB/EHb! C MONOXEHUAMWN pe3oHaHCHOW Teopumn nexus B. M. Mopo3osa
N CYLLeCTBYOLW MMM NPeACTaBAEHNAMM O BOKalbHON TexHuke bel canto.

B pe3ynbTaTe UccnefOBaHMS YCTaHOBAEHO, YTO ANS1 aPKMHCKOM NeBYECKOW TPaAnLIMM XapaKTepHO

aKTMBHOE NCMOJ/Ib30BaHNE Pe30HAHCHbIX MeXaHW3MOB r0J10C006pa30BaHNsA 1 HasMume BblPaKeHHOM
BbICOKOW neByeckoi GopMaHTbl, 0becrneumBatoLLein 3BOHKOCTb U NMOAETHOCTb 3ByKa. BbisBieHO

CXOACTBO psifa aKyCTMUeCKMX NapaMeTpoB apKMHCKOrO NeHns ¢ TexHukon bel canto npu coxpaHeHun
cneundrUecknx 0CO6eHHOCTEN, BbIPaXKatoLLMUXCA B CMELLLeHUM 061acTy BbICOKON NeBUYeCcKOn GOpMaHTbI

B 60/1ee BbICOKOUACTOTHYHO 30HY CriekTpa 1 0COBOM pacnpeseneHnmn sHeprum obepToHoB. AHann3
ncropuyeckor 3anmcy Ampe KawwaybaeBa n0o3BoAUA NOAYUNTb O6BEKTUBHbIE JaHHblE O BblAAOLLUXCA
aKyCTUYEeCKMX KayecTBax ero rosioca v NoATBepamnTb CBUAETENbCTBA COBPEMEHHMKOB O €ro UCKAHUNUTENbHOM
NCMOJIHNTEIbCKOM MacTepcCTBe.
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TeopeTryeckas 3HaUMMOCTb UCCIIEAOBAHNSA 3aKIt0YaeTCs B PacLUMPEHVN NMPEeACTaBAEHNIn O MeXaHU3Max
TPaZULIMOHHOTO Ka3aXxCKOro BOKabHOTO UCKYCCTBa U BO3MOXHOCTAX MPUMEHEHWS1 METOA0B 06 BEKTUBHOIO
aKyCTMYecKoro aHanmsa B 3THOMY3bIKOIOrMK. [pakTuyeckas 3HaUMMOCTb PaboTbl CBsi3aHa C NepcrnekTMBamMm
MCMOb30BaHWA NMOJYUYEHHbIX PE3YNbTaTOB B MCCNEA0BAHUAX PETMOHA/IbHBIX MEBYECKUX LLIKOJI, B COXPaHEHUM
1 NepeAaye HeMaTepuaabHOrO KyNbTYPHOTO Hacleus, a Takxke B BOKaSbHON Nejarornke 1 peKoHCTpyKLm
UCMONHUTENBCKUX TPAANLMIA MPOLLOTO.

BKnAd, ABTOPOB

A. ¥. Ky3eyball — opraHnsaLms UCCIef0BaHNs, onpeseneHne Leanm 1 3ajad nccnesoBanms, GopmMmpoBaHme
HayHHOV’I KoHuenuwunu, C60p M NOAroToBKa MateprasioB U ayp,|/|03anmce|‘/’|, cncteMaTmsalymna nccnepoBaTtenbCkUX
AaHHbIX, y4aCT/he B aHaan3e pe3ynbTaToB, HanMCaHWe TeKCTa CTaTb U NOATOTOBKa K ny6n|/||<a|_|,vw|,
pesakTMpoBaHue PyKonucK 1 yTBEPXKAEHNE ee OKOHYaTeIbHOW BEPCUN.

— o6pa60TKa rnokasaTtesiel kayecTsa 3BYyKa U CNeKTpaJibHbIX XapakKTePUCTUK, pa3pa60TKa

N npuMeHeHne MeTognkn CpaBHUTENIbHOTO akyCTUYeCKOro aHaamsa BByKOBEI'IVICGI\/’I, CpaBHUTEIbHAA OLLEHKa
pe3ysbTaTtoB UCCNEAOBAHUA, y4HacTne B (I)OpMI/IpOBaHI/IVI BbIBOAOB nccneaoBaHua n pa3pa60TKe OCHOBHbIX
Hay4HbIX 3aK/IFOUEHWI Ha OCHOBE pe3ynbTatoB COaBHUTEJ/IbHOTO aHaAM3a.
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3THOMY3bIKONOTUA, GOHOrpPamMmmanapAbl 06bLeKTUBTI TanAay, Kasak aHLinepi,
owmipe Kaway6baes, EpnaH Pbickanu, xxofapbl aHLWiNiK dopMaHTa.

By >kapusnaHbIM OCbl 3ePTTeYiH XKy3€ere acybiHa eneyi yaec KockaH

>K9He MakanaHblH 6ipneckeH aBTopbl 6oFaH AnekcaHap ButanbeBny XapyTOHbIH,
pyxbiHa apHanagpl. A. ¥. Kyseybali MakanaHblH FblIbIMU TYKbIPbIMAAPbIH Herizaeyre
KOCKaH MaHbI34bl Yeci MeH KyHAbl YCbiHbIMAaphb! YLWiH B. E. HeanunHara anfbic
6ingipesi. CoHzan-ak, MakanaHblH, FblbIMU AeHreriH apTTbipyFa biKnaa eTKeH
KaCibW Mikipaepi MeH yCbIHbIMAAPbI YLUIH peLeH3eHTTepre, an MaTiHAI Xapusanayfa
AanblHAayAbIH 6ap/blk Ke3eHAepiHAe KopceTKeH KOaAaybl MeH KOMETi YLUiH XypHan
peaakumacbiHa py3allbliblFbiH Bingipes,.

MakanaHbl ganbiHgay 6apbicbiHga (ChatGPT, Gemini xaHe Deepl) xacaHgbl
WHTENNEKT Kypaniapbl MaTiHAi TEXHMKaNbIK XaHe Tingik eHaey MakcaTbiHAa
faHa KongaHbiagbl. Onapabl nanganaHy 3epTreyain, fblibiIMU Ma3MyHbIH,
HaTMXenepiHe XXaHe aBTopAapAblH, KOPbITbIHAbIaPbIHA 9Cep eTKEeH XOK.

Makana kasakTapAblH ASCTYPAi MdAEHWNETIHAET PE30HAHCTbIK 9H ailTy KybblabiCbiH ApKa SHLLINIK
J9CTYpi MaTepunangapbl HerisiHAe 3epTTeyre apHanfaH. 3epTTey HblCaHbl — Ka3akTblH, A9CTYPi SHLWINIK OHepi,
an naHi — Apka aHLWiNik MekTebiHAeri pe30HaHCTbIK AaybIC KanblNTacTblPyAblH akyCcTMKanblk cunaTTamMmanapbl
MeH SHLWINiK TembpaiH Kanbintacy epekwenikrepi. Ocbl yakblTKa AeMiH HerisiHeH Tapuxu, STHOrpaduAbIK,
X9He My3blKaTaHy/blK TYPFblfaH KapacTblpblbIM KeareH AsCTypai Bokangblk Taxipnbenepai 06bekTuBTi
3epTTey ApKa SHLUINepiHiH Kacibn gaspablfbiHa KaTbICTbl BipkaTap CyOBbEKTVBTI NiKipaepsai fblAbIMU TYPFblAaH
Herizgeyre MymMKiHAik 6epei. Kasak aH MaZieHMeTiHe KaTbICTbl 3epTTeYyepAiH MO KOpPbIHa KapamacTaH,
JaybIC KanbINTacTblpy MeH Pe30HaHCTbIK OPbIHAAY TEXHMKACIHbIH, epeKLLenikTepi Kasipri 3aMaHfbl
aKyCTUKanblk Tanjay afictepi apkblibl dAi Ae XETKINIKTI AeHrelije 3epTTeNMereH.

3epTTey ApKa aHLUINIK ASCTYPiHIH, KepHeKTI ekingepi — OMipe Kawaybaes neH EpnaH PoickannabiH, abiObiC
>a3banapblH KOMMNbOTEPIK TanAay HerisiHae Xyprisingi. XXymbicTa KOMMNbIOTEPIK 3STHOMY3bIKOAOTUSA

MEeH SHLUINIK AaybICTbl aKyCTVKabIK 3epTTey canacbliHAa KOAAAHbINATbIH BOKaAAbIK AblObICTbIH, CNEKTPAIK
Tasjaybl, COHOrpaMManapAbl 3epTTey XaHe XoFapbl dHLWINIK dopMaHTaHbIH, OKO®) napameTpnepiH baranay
aicTepi narigananbingbl. AnbiHFaH HaTuxkenep B. M. MoOpo30BTbIH, pe30HaHCTbIK 9H aiTy TEOPUACHIHbIH,
KafFuganapbiMeH xaHe bel canto Bokangblk TeXHUKACh! Typasibl KasbiNTackaH fbIbIMU K&3KapacTapMeH
CaNbICTbIPbIIADI.

3epTTey HaTuxeciHAe ApKa SHLUINIK ASCTYPiHe AaybIC KaabINTacCTblpyAblH, PE30HAHCTbIK MeXaHU3MAepiH
6esnceHAi NaganaHy >KaHe AblObICTbIH KOHbIP/bIFbl MEH asblCKa XeTYiH KaMTaMachl3 eTeTiH alikblH XOfapbl
SHLWINIK dopMaHTaHbIH 60/ybl TOH eKeHZiri aHblkTanabl. COHbIMEH KaTap, ApKa aHLWINiriHiH, bipkaTtap
aKycTukanblk napametpsepi bel canto TexHMKaCcbIMeH yKCacTblk TaHbITaTbIHbI, aAaija >XofFapbl SHLLIAIK
bOpMaHTaHbIH, CNEKTPAIH, XXOFapbl XMiNIKTI aiMaFblHa bIFbICYbl XXdHe 0BEPTOH IHEPTUACBIHbIH, epeKLle
Tapanybl CMAKTbI ©3iHAIK epeKLlenikTepi cakTanaTbiHbl alikbiHAANAbL. OMipe KallaybaeBTbiH Tapuxm >ka3bacbiH
TanAay OHbIH, JaybICbIHbIH, epeKLUle aKyCTUKablK KacneTTepi Typaibl 06bekTUBTI AepeKTep anyfa MyMKiHAiK
6epin, 3amaHjacTapbiHbIH OpbIHAAYLWbIbLIK Lebepiri XeHiHAeri NikipAepiH fblIbIMU TYpFblAaH pacTajbl.
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3epTTeyAiH TeOPUANbIK MaHbI3AbUIbIFbl Ka3aKTbiH, ACTYP/i BOKaAbIK OHEPIHAETI AaybiC KaabiMTacTbIpy
MeXxaHV3MZAepi Typabl TYCIHIKTEPAI KeHeNTyAe XaHe 3STHOMY3bIKOAorMsaAa 06beKTUBTI aKyCTUKabIK,
TanAay a4iCTepiH KOAAaHy MYMKIHAIKTEPIH aikbiHAayAa KepiHeai. [pakTukanblk MaHbI3AblIbIFbl aablHFaH
HaTUXKeNepAi OHIPAIK SHLLINIK MEKTENTEPAI 3epTTeyae, MaTepuaniblk eMec MdAEHN MypaHbl cakTay

MeH yprakKTaH-ypnakka >eTKi3yAe, COHAal-aKk BOKaAAblK Nearornkasa >kxaHe oTKeH Aayipaepaeri
OpbIHAQYLLbIIbIK ASCTYPAEPAi KalTa XaHFbIpTyAa NaganaHyfa 6onaTbiHAbIFBIMEH cunaTTanagsl.

ABTOP/IAPAbIH, YJIECI

A. Y. Ky3zeybali — 3epTTey >XyMbICbIH YIbIMAACTbIPY, 3€PTTeYAiH MakcaTbl MEH MiHAETTEPIH alikbiHAay, FblbIMU
TY>KbIpbIMZAaMaHbl KaabINTacTblpy, MafiymMmaTtap MeH AblbbIC Xa3banapblH XXMUHaKTay XaHe AalibiHAay, 3epTTey
MaTepwvaniapbiH Xyiheney, HoTUXKeNepAi TanjayFa KaTbiCy, Makana MaTiHiH Xas3y XaHe bacnafa ganbiHaay,
Ko/ka3baHbl pefakumsanay XXaHe COHFbl HyCKacblH BekiTy.

A. B. Xapymo| — abi6biC canacbl MeH CNeKTPAiK KOPCeTKILLTEPIH OHAeY, AblObIC Xa3banapbiHa CanbiCTbipMasbl
aKyCcTuKanblk Tangay o4icTeMeciH a3ipaiey XaHe KoajaHy, 3epTTey HaTVXKeNepiH CanbiCTbipMasbl TypAe

6aranay, 3epTTeyAiH, KOPbITbIHAbINAPbLIH KaNbiNTacTblpyFfa KaTbICy XoHe cablCTbipMalbl Tasgay HaTuUxXenepi
60WbIHLWa TYWIHAI FbIIbIMU TYXKbIPbIMAAPAbI 93ipAey.
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ABsTRACT. This article examines resonant singing in traditional Kazakh culture through the example

of the Arqa singing tradition. The object of the study is the vocal art of traditional Kazakh singers,

while the subject is the acoustic characteristics of resonant vocal production and the mechanisms of timbre
formation in the Arga school of singing. An objective investigation of traditional vocal practices, which have
until now been described primarily through historical, ethnographic, and musicological approaches, makes

it possible to substantiate a number of previously subjective assumptions concerning the professional training
of Arqa singers. Despite the considerable body of research devoted to Kazakh song culture, the processes

of voice production and resonant vocal technique have rarely been studied using modern acoustic methods.

The study is based on a computer-assisted analysis of audio recordings by representatives of the Arga
tradition — Amre Kashaubayev and Yerlan Rysqali. The research employs methods of vocal signal spectral
analysis, sonogram examination, and evaluation of the singer’s formant parameters, developed within

the fields of computational ethnomusicology and acoustic voice studies. The obtained data are compared
with the principles of Vladimir Morozov's resonant theory of singing and with existing concepts of the bel
canto vocal technique.

The results demonstrate that the Arga singing tradition is characterized by the active use of resonant
mechanisms of voice production and by the presence of a pronounced singer’s formant, which provides vocal
brilliance and carrying power. Several acoustic parameters of Arga singing were found to be comparable

to those of bel canto, while preserving distinctive features manifested in the displacement of the performer’s
formant toward a higher-frequency spectral region and in a specific distribution of overtone energy.

The analysis of the historical recording of Amre Kashaubayev yielded objective evidence of the exceptional
acoustic qualities of his voice and confirmed contemporary accounts of his outstanding vocal mastery.

The theoretical significance of the study lies in expanding current understanding of the mechanisms
underlying traditional Kazakh vocal art and demonstrating the applicability of objective acoustic analysis
in ethnomusicological research. Its practical significance is associated with the potential use of the findings
in the study of regional singing schools, the preservation and transmission of intangible cultural heritage,
vocal pedagogy, and the reconstruction of historical performance traditions.
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Pe30oHaHCHOe NeHune — oHa 13 BaXXHeNLWNX 0COHeHHOCTEeN NeBYECKOro ronoca.

EMy nocBALLeHbl MHOrOUMC/IEHHbIE BbICKa3biBaHUA BEANKUX MEBLIOB 1 Nejaroros Bokana
npownoro. MIMeHHO pe3oHaHC oTanyaeT rosioc npodeccroHana ot 6bITOBOro NeHus.
Wccnepoatens B. . Mopo3oB dpopmMyanpyeT nsaTb OCHOBHbIX MPUHLMMOB PE30HAHCHOTO
NeHus, B KOTOPbIX MOAYEPKMBAET, UTO OHO MpeAcTaBaseT cobor cnocob neB4eckoro
3BYKOMPOM3BEAEHMSA, MPU KOTOPOM OCYLLECTBAAETCA MaKCUManbHO 3PpPekTnBHOE
MCNoab30BaHMe Pe30HaHCHbIX CBOMCTB rONI0COBOTO annapata AAs AOCTUXEHWS

CWAIbl, MONIETHOCTU N BbICOKMX 3CTETUYECKMX KaYeCTB rosoca Npyu MUHUMaNbHbIX
bun3nYeckmx ycuamax nog KOHTpoaemM BUOPaLMOHHON YyBCTBUTENbHOCTA M NPaBUAbHO
OpraHn30BaHHOrO AblxaHua (VMckyccmeo pe3oHaHcHo20 neHus 365-367).

B HacToALee Bpema akyCTMyeckne nccnesoBaHnsa pe3oHaHCHOrO NeHNA MHOTO
NPOACHUAM B 3TOM PpeHOoMeHe. MNprposa pe3oHaHCHOrO MNeHNs CTaHOBUTCS OOBEKTUBHO
no3HaBaemol. B XX Beke, 6iarogaps NpUMEHEHNIO TOYHBIX aKyCTUYeCKkMx Npubopos
N KOMMbIOTEPHBIX TEXHOIOTUIA, B TOM YMCae pa3paboTaHHbIX OAHUM 13 aBTOPOB AaHHOW
CTaTbW, OKa3anoCb BO3MOXHbIM COBEPLUNTL MPOPbIB B U3yyeHn npobaemsbl. TexHoormsa
06BEKTMBHOIO aHaaM3a COHOrpamMmM NMo3BOASET OT CYyObEKTUBHbBIX OLLEHOK O KayecTBe
pe3oHaHCca NepenTn K TOYHbIM KOANYECTBEHHbIM XapakTepmucTnkam, BbipaXkaemMbiM CTPOTO
mMaTemaTtnuyeckn. OHa AaeT BO3MOXHOCTb TOYHOIO OMpPeseeHNs KayecTBa U KOANMYecTea
pe30HaHCa B MeHNN NeBLOB, BO3MOXHOCTb O6BEKTMBHOIO COMOCTaBAEHUA UX FOJ10COB
n TeM caMbiM KavectBa neHuns. OAnH 13 aBTOPOB AaHHOW cTaTb — A. B. XapyTo — cToan
Y UCTOKOB pa3paboTkm MeTosa KOMMbIOTEPHOrO aHan3a COHOrpamMmMm 1 NPOrPaMMHOro
obecneyeHuns ansa ero peanmsaymm’. Ha npoTaxKeHNN HECKONbKUX AeCATUNETUI AaHHbIN
METOZ U €ro MHCTPYMEHTAPWUIN NPOLUAN P YCOBEPLUEHCTBOBAHUI 1 anpobalmii
N CErofHA ABAAKOTCA BaXXHbIM MHCTPYMEHTOM B M3yUYeHUM BOKabHOIO 3ByKOOOpa3oBaHus
(Humphrey, et al.).

A. B. XapyTo fiBNSieTCs OAHUM U3 MEPBbIX UCCeL0BaTeNEeN, MPUMEHUBLUNX METO/bI
KOMMbIOTEPHOTrO aHaan3a 3ByKa B My3blKO3HaHWUW. Ero HayuyHasa aeAatenbHOCTb bbina
CBA3aHa C U3yYeHMEM UHCTPYMEHTabHOW N BOKa/JIbHOW My3bIKW Pa3/IMuHbIX TPAAULINNA,
BKtOUasA THOpPKCKMe. B cBoMX nccnegoBaHMAaX OH NPOBOAWNA aHaNN3 peanbHbIX
3BYKO3amnucen C LleNIbio BbIIBEHUA OCOBEHHOCTeN 3ByKOpAa, TeMbpa N MHTOHALMOHHbIX
XapaKTepUCTUK TPaAMLIMOHHON My3blKalbHOW NPakTUKX. HecMoTpsa Ha 3HaunTeNbHbIN
nporpecc B pa3BUTUN METOLOB KOMMbIOTEPHOrO aHaan3a Bokana, MHorne npobaemsl
B 061aCTN BOKa/IbHOrO MCKYCCTBA A0 CUX NOP OCTatOTCA HEAOCTaTOUYHO U3YUYEHHbIMMN.

OAWH 13 NHTEPECHENLLNX HayYHbIX BONMPOCOB B chepe Pe30HaHCHOTo NeHns —
COMoOCTaB/IeHNE PA3INYHbIX NMEBYECKMX TPAAULNIA, U Ka3axCKoe NneceHHoe UCKYCCTBO
NpeACTaBAAETCA YHUKANbHBIM 06bEKTOM nccnegoBaHuns. OAHOro NNLLb KOMMbIOTEPHOTO
MeToAa HeZOoCTaTOYHO AN BCECTOPOHHErO NMOHWMaHUA BOKaAbHOW TexHUKW. B cryuae
C TPajmMLmen onepHOro neHms (Takxke HasbiBaemMoro bel canto navn akageMmnyeckunin
BOKas) noTpeboBanocb 0606LeHMe HAaKOMAEHHbIX AaHHbIX OT CaMUX MacTepoB-
NCNONHUTENEN M COMOCTaBAEHNE UX C HayUHbIMU U3bICKAHUAMUN KOMaHAbl
nccnefoBaTeneni-BokaancToB U TexHMkoB (Mopo3oB). Tak 1 A/is U3yUyeHms Ka3axCcKunx

MeceHHbIX Tpaguummn Tpebyetca
1 MporpammHbIin komnaekc SPAX — asTop A. B. XapyTo, “
cuaeTenscteo Ory «PocnateHT» 0 perncrpauum COTPYAHWHECTBO HOCMTENEV-TIEBLIOB
Ne 2005612875 ot 7 Hoabpsa 2005 roaa. N y4eHbIX TEXHNYECKOTo I'IpOd)I/IJ'IFI.
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AMAHKENAI KY3EYBAN, ANEKCAHZP XAPYTO PE3OHAHCHOE MEHUE B TPAAVLVOHHON

Hawe nccnegosaHune ABseTCA NepBbIM TaKOro poja npoekTom. Bkiaz aBToposB MOXHO

onucaTb Yepes TPaeKTOPMIO ero pasBUTUA: MaTepuan UcciesoBaHusa (ayamo3sanmcu

Awmpe Kaway6baea n EpnaHa PbickanneBa) nogobpaH 1 onmcaH HOCUTENEM apKMHCKOM

Tpagnumm A. ¥. Kyseybaem, ero KOMMbIOTEPHbIV aHanu3 BbiMoaHeH A. B. XapyTo,

a UHTepnpeTauma AaHHbIX OCYLLLECTBAANACh B XOAE COBMECTHbIX OBCY>XAEeHMI BO BpeMs

cTaxunposku nepsoro B Mockse B 2014 rogy v B sanbHenwen nepenvcke ao 2021 roaa®.
KynbTypa neHuns Ka3axos yXOAUT CBOUMU KOPHAMMW B rNybuHy Bekos. MckyccTBo

TPaANLMOHHbIX Ka3axCK1X NeBLOB MO YPOBHIO NOATOTOBKW, HHOAHCaM MacTepcTBa

W 3CTETUYECKMM YCTaHOBKaM COMOCTaBMMO C UTaibAHCKUM bel canto, HO npu 3ToM

obnasaeT HeMOBTOPMMbIM CBOeObpasreM MMeHHO B 061acTn BokasbHOro Tembpa

N TEXHUKWN pe30HaHCa.

HemanoBaxHyto ponb B pOPMUPOBaHMM HALIMOHANbHOrO 3ByKOMAeana Urpaet cpesa
obutaHma Hapoga. Kak nuwert 3. KbiprbiC, «npupoHas cpesa (naHawadT) co3zaeT CBOKO
cneumduueckyro 3ByKOBYHO MannTpy, KOTopas B KAKOW-TO Mepe onpesenser 0CO6eHHOCTH
W XapaKTep poXAaeMou 34ecb My3biku... ObLas NnpupoAHO-KAMMaTMYeckas cpesa
06U1TaHNA THOPKOA3bIYHBIX HAPOAOB — MPENMYLLECTBEHHO FOPHO-CTEMHbIE PaOHbI
EBpa3unn. OHa co3gaeT 06beKTMBHbIE YC10BMA AN GOPMMPOBAHNA COOTBETCTBYHOLLLETO

en 3Byka» (118-119).

Ha Halu B3rnsg, B CTEMHbIX M TOPHbIX permoHax GopMrMpoBannCb NPeAnoChiaKm
cneumduuecknx MaHep 3ByKOn3BieyeHus, 06yCcnoBAEHHbIX OCOBEeHHOCTAMYU paboThbl
Pa3/INYHbIX PE30HATOPHbIX CUCTEM BOKa/lIbHOTO annapata. B HayuHow antepatype

noAYepKMBaeTCs, YTO NeBYECKUN

ro10C YenoBeka He ABAAETCA NPOCTbIM
NPOAYyKTOM reHepawum 3ByKa
rOJ1I0COBbIMM CKNafKaMM; OH CyLLLEeCTBEHHO
MOANPULMPYETCA CUCTEMOW PE30HATOPOB,
BKJIFOUAIOLLLEN MONOCTM PTa, HOCa,
HOCOI/IOTKM U rpyAHON obnactu,

YTO B/AMAET Ha TeMbpanbHble KauecTBa
3ByYaHMA 1 apTUKYAALMIO — raybokme
acnekTbl, OTPaXeHHble B Pe30HaHCHOW
Teopumn neHuns B. . Mopo3osa.

Mo ero yTBEpP>XXAEHWNIO, NCKYCCTBO
NeBYECKON TEXHMKW 3aK/IHOYAETCS

B MaKCMMabHOW aKTUBaL N
Pe30HaHCHOW CUCTEMbI TOIOCOBOTO
annapara (Mckyccmeo pe3oHaHcHo020
neHus 177) n 0CBOHBOXAEHUN rOpTaHK

1 TONI0COBBIX CBA3OK OT HaMpsXeHus

(50), uTO MO3BOAIAET AOCTUrATb XKENAEMbIX
3CTETMYECKNX NapaMeTpPOB 3BYYaHWS,
TaKMX Kak MOSeTHOCTb, 3BOHKOCTb

n 6oratctBO 06€PTOHOB — MPU3HAKOB
NpodpeccMoHanbHOro NcnosHeHus (68)3.

VccnepoBanue nybamnkyertcs Tonsko B 2026 roay,
MOCKO/bKY MOC/IE YXO/Aa U3 XW3HN OLHOTO U3 aBTOPOB —
AnekcaHapa ButanbeBunya XapyTo — gosiroe Bpems

He HaXxoAWNOCh CreLanncTa, CnocobHOro 3aBepLUnTb
MMEHHO TEXHUYECKYHO YaCTb UCCIEeA0BaHUS.

Mo 6onbLOMY CYeTy OHa OCTaeTCA He3aBepLLUEHHOM,
1nbo B JaHHOM MaTepuane He nybankyeTca 6onbluas
YacTb 3aMepOB, CBA3aHHbIX CO 3BYKOBbLICOTHbIMMU
napameTpamm UCMONHEHNs, MpUeMamMm BUb6paTo

W FANCCaHA0, CPaBHUTENbHBIV aHanv3 C eBPOMNenckMm
nesBLaMu. 3aBepLUEHNIO MMEHHO 3TOM YacTu

paboTbl, B OCHOBHOM MOCBSLLEHHON Pe30HaHCHOMY
acnekTy BOKaJbHOW TeXHWKK, CNOCOBCTBOBANO yYacTue
B UHTeprpeTauun AaHHbIX U peaakType TekcTa
My3blKOBeza, AoLieHTa Ka3axckon HaLMoHaibHOM
KOHcepBaTopuu nMeHn Kypmanrasbl Banepun
HeanunHol, KoTopow Mbl BbipaxaeM 61arogapHocTb.

o0 pesoHamopamu 8 gusuonoauyeckom

KOHMeKcme NOHUMAaromcsi NoA0CMuU U CMpykmypei,
Komopeble ycuausarom U oKpawuearom UcxooHsIll 38yK,
npodyyupyemsili 2010c08bIMU C8A3KAMU. TaK, FONI0OBHbIE
pe30oHaTopbl BKAOUAOT MOJIOCTU PTa, HOCA,
HOCOrOTKM 1 MPUAATOYHbIE Nasyxu, KOTopble
NpenMyLLecTBEHHO GOPMUPYIOT BbICOKOUACTOTHYHO
[0/110 CreKTpa ronoca, NpugaBas 3By4YaHNIo ApKOCTb

N «MONETHOCTb»; TPYAHOW Pe30HaTOp, NPesCTaBAEHHbIN
rPYAHOW KNETKOW, Tpaxeen U 6poHxamu, ycuamsaet
HM3KOYaCTOTHbIe KOMMOHeHTbI, 0becrneynsas obbem

¥ rny6uHy 3ByKa; HOCOBOW pe30HaTop M NpUAaTOUHble
HOCOBbIe Masyxun y4acTByrOT B GpuabTpaLm obepToHOB
¥ CO34atoT BUOPALMOHHOE OLLyLLieHMEe «MacKu»

B roJloce, YTO CroCobCTBYET KOHTPOHO TeMbpa

1 aKyCTMYECKON OKPacKn NCMOJHUTEIbCKOTO 3ByYaHus
(Mopo3os, Mckyccmeo pe3oHaHCHo20 neHus 44-45).
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FopHbIV naHAWwadT, MO HaweMy MHEHWUIO, NoBy>aaeT K paboTe roNoBHbIe pe30HaTopbI.
STOMY CNOCOHCTBYHOT BbICOTA rop, 60/bLUME PACCTOAHUSA MEXAY BepLUMHaMMU
C Pe30HUPYHOLWMMM yulenbsMmu Mexay HuMmu (Kyseybai 68-75). HecnyuyainHo danbLeTHbIN
CTWUAb NEeHNsA eBPONENCKMNxX ropues noanb (Hem. Jodler, Jodeln — HaneBbl anbnNUNCKNX
ropues B ABcTpuu, LLseliuapunm, KOxxHon baBapuu), Ans KOTOPOro xapakTepHbl pyaazbl,
CKAYKWN Ha LUMPOKME MHTepBabl, Nepexosbl OT rPYAHOro HU3KOro perncrpa roaoca
K BbICOKOMY, OCHOBaH MMEHHO Ha ux paborTe.

B neHWn apkMHCKMX CanoB 1 cepe onopa Ha roJIOBHOW U HOCOBOM Pe30HaTopbI
cTana npeobnasatb K cepeanHe XIX Beka B NepmoZ BbIABUXKEHNSA HA JOMUHAHTHbIE
NO3NLMM B NX CUHKPETUYECKOM TBOPYECTBE MMEHHO MY3bIKa/lbHO-3CTETUYECKOro Havana
(EnemaHoBa 62-73). VIx ncnonHutenbckas AesaTeNbHOCTb, YacTO OcyLecTBAAeMasn npu
60/1bLLIOM CTEUEHUN HAapPOAa, Ha OTKPBLITOM BO34yxe, obpeTana YepTbl KOHLEPTHOTO
NCNONHUTENbCTBA. JInpnyeckne NecHM OrpoOMHOro (MO CPaBHEHWUIO C NPeAblAyLLUM
neprvoaoM) AManasoHa, C NapsLLein Ha BbICOKUX 3BYKaX MENOAMEN LLUMPOKOTO AbIXaHNA
TpeboBasn 0cobOM CU/bl N MONETHOCTMN 3BYKA, MUHTEHCMBHOW PaboTbl BbICOKMX
pe30HaTOPOB — rOJIOBHOTO M HOCOBOrO. Halle MHeHWe, UTO UMEHHO FOpPHbIV NaHAwadT
nobyxaaet K paboTe ros0BHbIE pe30HATOPbI, MOATBEPXKAaeT HapoAHaa oLeHKa
60/1bLLOro NoNETHOro ronoca: «/laybiCbl anTbl KblpAblH aCTbiHAH LWbIFaabl» — «[onoc,
NpeosoneBatoLLMI LWECTb TOPHbIX BEPLUMH». B Hell 06HaXXeHHO BbICTynaeT CBA3b
BbICOKOIO MOJIETHOrO 3ByKa MMEHHO C FOPHbIMU BEPLUMHAMMU.

My3unympoBaHue B topTe BO BpeMsa «KOHaKacbl» («Tpanesa Ans rocta»), koraa
NCMNONHEHME MY3bIKM TECHO MepenaeTeHo C puTyanom roctenpummctea (MyxambeTtoBa
150-151), He TpebyeT TakoWn CUAbI U MOJETHOCTM 3BYYaHUA. ITO My3blKaJbHOE
TBOPYECTBO KAMEPHOro TMNa, U B 06BATUAX BOMIOUHbIX CTEH FOPTbI 3ByYaT MNeCHU
He TONbKO KOHLIePTHOrO naaHa, npeobaasaroT WYTOUHble, ObITOBbIE, KaMepHasa Anpuka
n punocopckme NecHU. ITOT TUN My3ULMPOBaAHNA OCHOBaH Ha paboTe rpyAHOro
pe3oHaTopa C NOAKAHOYEHNEM HOCOBOTO W FONOBHOTO.

dopmmrpoBaHMeE HaLNOHaNbHOTO TeMbpa NeHWA CKNaAbIBaioCh HE TOIbKO
noJ, BO34eNCTBMEM BHELHMX — aHAWAdTHBIX U KaMepHbIX — ycnoBui. CTONb XKe BaxHa
TecHast CBA3b MEBYECKOro ronoca 1 TeMbpoBbIX OCOBEHHOCTEN peun, C KOTOPOU OH
(neBUeCKMIi TEMOP) HAXOANTCS B HEPa3PbIBHOM eAMHCTBE. TEMOPOBO-PErncTpPOBbIN
«KOMMOHEHT BbICOTbI B LLe/IOM XapaKTepPeH A5 BOCMPUATUA peyu, B KOTOPOW pasinyeHmne
dboHem BO MHOrom onpegensetca TeMOpPOBbIMU N apTUKYAALMOHHBIMU MPU3HaKamMmn»
(HazankunHckui 59). B ka3axckoMm A3bike MPUCYTCTBYHOT 3BYKM K, £, MPU BOCMIPOU3BEAEHNN
KOTOPbIX HanpsAXeHHasa ropTaHb NpuaaeT cneumdbrnyecknin oTteHok TeMbpy. Hannune
ropTaHHOCTM B Ka3aXCKOM BOKaJlbHOM TeMbpe — OT Npm3ByKa A0 YUCTO FOPAOBOro
3BYyYaHMA KapMaK4YMHCKOW LLIKOJbl — €CTb peanbHOCTb, CBi3aHHas C PeYEBbIM CTPOEM.

B ka3axckom f3bike AeBATb OCHOBHbIX FMaCHbIX 3BYyKOB — 4, 3, €, 0, 6, Y, ¥, bl, | — B XX Beke
6blAN JOMONHEHDI eLle TPeMSA — U, y, 3 — BMeCTe CO C/1I0BaMW, 3aMMCTBOBaHHbIMU

13 pycckoro f3blka. Takoe obuane rnacHbix 06yc1oBnao ocobyto neByyecTb peun

n menoca.

NHTOHaLMOHHbIe 0COHBEHHOCTM peun GOPMUPYIOT My3bIKaabHYH PUTMUKY Ka3axCKUX
neceH, B KOTOPOMW, Hanpumep, B COOTBETCTBMM C MOJIOXEHWEM YyAapPeHNA Ha NOCAefHEM
3BYyKe C/1I0Ba PUTMUYECKN CaMbIM AJIMHHBIM B MYy3blKa/lbHON Ppa3e ABAAETCA NOCAeAHUN
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TOH (BanrackmHa). OCOBEHHOCTBLH Ka3axCKOro NeceHHOro MHTOHMPOBaHMSA ABAAETCA
pacneB Ha COrnacHbIX (@ He TOIbKO rNacHbIX) 3ByKax. MNpu TecHou cBA3n BepbanbHOM
peyun 1 NeHns y Ka3axoB HbIHe CyLLLeCTBYOT HECKO/IbKO TPaANLIMOHHbIX 10KaIbHbIX

LLKOJ, KOTOPbIE 3HAUNTENBHO OTANYAKOTCA CTUNEM MEHUS, MaHEPOW 3BYKOU3B/IEUEHWS,
TeMBpPOM 1 XaHPOBbIM COCTaBOM penepTyapa. OTanumnsa Mexay LKoAaMun NeHns

NMOpOW BeCbMa CyLLLECTBEHHbI. [1eHne apKUHCKON wkoAbl (LleHTpanbHbIN 1 BOCTOUHBIN
KazaxcraH) oTMyaeTca WMPOTOW AnanasoHa C JOMUHMPOBaHNEM BbICOKOTO PerucTpa,
pacneBHOWN MeNoANEN, CTPeMSALLENCA K BECKOHEYHOCTM 1 HoraTo yKpalLeHHOW
MeNM3Mamu, TMpUYECcKMM penepTyapom, YMCTbIM 3ByKOM (AMUpoBa). Yacto cobupartenwy,
nccnefoBaTenn U CTOPOHHME CayLlaTenn HaxoAAT CXOACTBO MeXAY apKUHCKMM CTUAeM
neHuns n bel canto. Tak, BOCXMLLEHHbIA A. 3aTaeBUY NMCan B NPeANCIOBMM K COOPHUKY
«500 Ka3axckux NeceH 1 KHeB», YTO MHOTME MeCHW «NpeaBapAroTca OYeHb FPOMKUMM

W AIMTEeNbHBIMY BbICOKMMU hepmaTamMu (Ha NMATOM CTyMeHM), KOHLbl KOTOPbIX CTArMBAKOTCS
BHW3 KOPOTKMMM Glissando (Yallie BCEro — Ha TepLMIO, a Y KapKapaauHLEeB — CTPOro

Ha nosaToHa)» (38), a MHOrMX NeBLOB-NPOdECCMOHANOB OH CpaBHMBAA C MacTepamm
UTaNbSHCKOW Onepbl.

MeBLbl KAPMaKYMHCKOW WKobl (KOro-3anaszHblil pervoH) NoT B HU3KOM U CPESHEM
perncTpe, Menoc — pe4ymTaTUBHBIN C BKIKOUYEHMEM KaHTUAEHbBI, penepTyap — MacluTabHble
M Manble ANnYecKmne >XkaHpbl, 3ByK — ropTaHHbIW, 6oraTblii 06epToHamMu BNIOTb
A0 noasaeHna adpdekTa BEPXHErO MENOAMNYECKOro ronoca, obpasyemoro nmu. B pabote
A. B. XapyTo u E. K. KapennHoW 370 siBeHne 0OBbACHAETCA HaIMUMEM «B CNEKTPE
60/1bLLOro Yncna AOCTaTOUYHO MOLLHBIX O6EPTOHOB, U3 KOTOPbIX UCMONHUTENb MOXET
chopMuMpoBaTh (3a CHET HACTPOMKM PE30OHATOPOB FOJIOCOBONO TPAKTa) HECKONbKO
dopMaHTHbIX 0bnactelt. Takme obnactu (B koanuectse 6onee AByx) 06Hapy>KMBatoTCA
B CMeKTpe Npw aHaaun3e CTUaein ropJoBOro NeEHNs, YTO yKa3blBaeT HA MHOrOKOMMOHEHTHOCTb,
C TOYKM 3peHNsA My3bIKOBEZEHNA, 3BYyKOBOro Mupa xoomes» (109).

MeBubl 3anagHoro KazaxcraHa nowoT NpenmMyLL,ecTBEHHO B BbICOKOM PErncrpe,
MeNoAMKa pacneBHO-AeKNaMaLOHHasA, XaHPOBbIN COCTaB ANMPO-3NNYECKUN.

Mpw 3TOM Hajo OTMETUTb, BepbanbHbIl A3bIK BCEX MEBUYECKMX LLKOA OOLWMA —
Ka3axXCKnii. HecMoTps Ha CyLLeCcTBOBaHME IOKalbHbIX FOBOPOB, Ka3axXCKUMN A3bIK
TPaAVLMOHHO XapaKTepu3yeTcs nccaesoBaTeNsiMmn Kak UpesBblyaliHO OLHOPOAHbIN,
€O cnabo BblpaXKeHHbIMU ANANEKTHbIMUW Pa3INYMAMK, YTO HEOLHOKPATHO OTMEYanoch
B TPyZax Mo Ka3axckou avanektonoruu®. NMpu sTom MHoroobpasue cTmnein neHms
(Npn eanHCTBE A3blKa) OOBACHAETCA TEM, UYTO Ka3aXCKUA STHOC, KOTOPBIA CIOXMUACS
K XV B. H. 3., BKNtOUMA B c€6A MHOXECTBO 3THOCOB, NCTOPUYECKM MPO>KMBaBLUNX
Ha orpoMHbIx npocTtopax AdewT-n-Keinuaka (Kasaxckon Crenn). HekoTtopsble 13
3TUX HapOAOB, BAMBLLMXCA B COCTaB Ka3axoB B KauyecTBe POAOB, BXOANAN B COCTaB
KPYMHbIX rocyiapcTBEeHHbIX 0bpa3oBaHuin npowunoro (Focysapcteo KapaxaHnzaos,
[peBHeTIOPKCKINI KaraHaT, foCcyAapcTBO KbiNYakoB 1 KMMakoB). OCHOBa Ka3axCKoro
A3blKa — A3bIK KbINYaKOB, Ha KOTOPOM B Ka3axCKoOM XaHCTBe CTaan roBopuUTb
npeacTaBUTEN MHOTOUYNCIEHHBIX POAOB, BOLLEALINX B COCTaB Ka3axckoro Hapoga.
Hannuve pasanyHbix neBYECKMX LLUKOA
NoKasblBaeT, UTo NP CIMAHUN NTOKabHbIX 4 HekoTopble pasanumsa Bce XKe MMeroTCA U CBA3aHbl

. C poAonaeMeHHOW CTPYKTYPOI Ka3axcKoro Hapoga
STHUYECKUX rpynn B eanHbIN Hapo (AmaH>onosB 7).
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n3MeHeHna BepbasbHbIX A3bIKOB M 0bpa3oBaHve eAnHOro, obLuLero Ans BCexX POAOB A3blKa
NPOUCXOAAT BbICTPEE, HEXENN N3MEHEHNSA «A3bIKOB» MY3blKa/bHbIX, T. €. MECEHHOrO
Menoca n CTUAA NeHns.

Mpy HaAMUMM JOBOIBHO OBLIMPHOrO Kpyra Hay4HbIX PaboT, MOCBALLEHHbIX
TPaANLMNOHHOWN NECEHHOW KYNbType Ka3axoB, K U3yYEeHNO OCOBEHHOCTEN NeBYECKMNX
roJ10COB Mbl NpUCTynaeM Bnepsble. Hafo OTMETUTb, UTO ONUCaHMA apTUCTUYECKNX
BbICTYMJ/IEHWI W 3ByYaHWA rO0COB BEVKMX NEBLLOB NPOLLAOro BO MHOXECTBE
CyLLEeCTBYIOT B IMTEPATYpPHbIX NPOM3BEAEHUNAX; HanpuMep, B pomaHe MyxTtapa Aya3oBa
«MyTb AbBasi» KpacoO4HO nM306pa>keHo NeHne BeNMKOro nesLa bupxxaHa, noceTmBLero
Abas. XXneonuvcaHusa Urpbl 1 NeHNs My3blIKaHTOB BCTPEYatOTCA B pOMaHax, MOBECTAX
N pacckasax MHOTMX Ka3axCKux nucaTenein n noatos®. B ouepkax A. XXybaHoBa Takxe
6oraTo npeacTaBaeHa nHGOpPMaLMA O NeBLAX U X MaHepe neHus. K coxxaneHuto,
3TW NO3TMYECKME OMMCAHWNA AatOT BO3MOXHOCTb CyAUTb CKOpee O BneyaTt/ieHnn, KoTopoe
NPOW3BOANAN BEIVKMNE MEBLbI Ha CBOUX CAyLLATENIeN, HO HE O PeasbHOM 3ByYaHUU
nx ronocoB. K ToMy >e B OLleHKe NneHna BaxkeH GakTop HaLMOHaAbHOIO BOCMPUATUA.

To, UTO NpeaCcTaBUTENN OAHOW HALMOHaNBHOW TPAAULMN BOCMPUHMMAOT Kak NpekpacHoe
neHne, NpeACcTaBUTENN UHBIX KybTYPHbIX MUPOB MOTYT OLLeHNBAaTb He Tak BOCTOP>KEHHO,
a TO 1 BoObLLLe He BOCMPMHMMATb Kak neHune’.

Hawa cTaTba nocesLeHa neBL.amM apKMHCKOW LLIKOJbI, C KOTOPbIMU Yy CaMUX Ka3axoB
CBA3bIBAETCA NpeAcTaBieHne 06 naeanbHOM Ka3axCKoOM neHnu. HeManoBaxkHo v To,

YTO apPKMHCKOE MeHre BOCMPUHUMANOCh (M BOCMPUHUMAETCA) CyLlaTeNaMmn eBpOnerckon
OpUWEHTaLMKN KaK UCTUHHOE MeHKre, MO C10BaM HEKOTOPbIX, 6an3koe utanbaHckomy bel canto.
Pe30HaHC — MIMMaHeHTHOE CBOWCTBO NEHUSA HE3aBMCMMO OT Ky/bTYPHOM Tpaanumuu,

K KOTOPOW NMpuHaanexuT neseL. MNpu BCex pasnnmumnax sSTHUUYECKNX, KyAbTyPHbIX

(W faxe LMBUAN3ALMOHHDIX) LLIKOA U CTUNEW NEHWS, ABNEHME pe30HaHca —

3TO Ta obLeyenoBeyeckas KOHCTaHTa, KOTOpas XapakTepuayeT UCTUHHOE NeHne

B OLLeHKax npeAcTaBuTenen ntobbix KyabTyp. HeBaXkHO, Kak OH Ha3blBaacsA B pPa3HbIX
LLIKOM1IaX, OCO3HABaICA UM HET, Kak OOBACHANACh ero poJib; B HAaCToALLEe BpeMs
HEeOCNOPMMO, UTO OH (PEe30HaHC) — OCHOBA UCTUHHOTO rosioca. AHann3 cnekTpa

C NPYMEHEHNEM COBPEMEHHbIX TEXHNYECKUX CPeACTB NMO3BOAAET MNONYUYNTb TOYUHbIE

5 JTO MTepaTypa, NOCBALLEHHasA U3BECTHbIM
npeAcTaBUTENIM NeCeHHON Tpaanuum: Abai
«[lombblipaFa Ko cokna», M. Dye3oB «Abaii Xosbl»,
C. MykaHoB «banyaH LLlonak», XK. KocbibaeB «Myxut»,
C. XyHicos «AkaH cepi», 3. Akble «XKasy Myca»,
«Mmanxycin», A. CyneiimeHoB «Agackak», |. XXakaHos
«AKKynap koHfaH aiablH ken», X. KapmeHos
«Maxab6art aHi» n Ap. PasHoobpa3Hble UCTOUHUKM
yKasbIBatOT Ha Ha/iMumne CTabuibHbIX XyAO0XeCTBEHHO-
3CTETUYECKUX YHUBEPCANWI BOKabHOW KyAbTypbl.

6 B Hawem 3kcnepumeHTe cTygeHTam Kasaxckow
HaLMOHaNbHOWN akaZeMun UCKYCCTB MMeHn Temumpbeka
XKypreHoBa 6b110 NpeasioxXeHo NpocayLiaTh
NCMONHUTENS SKYTCKOrO OIOHXO0. YacTb CTyAEeHTOB
He BOCMPUHAAN 3TO Kak neHune. [1o ux MHeHwuto,

370 6blna geknamaums. Mo HabArAEHNAM OTAENbHbIX
neaaroros (A. . MyxambeToBa), Kazaxw, BblpocLume
B TPAAVLMOHHOW Cpese, HepeAKo BOCMPUHUMAKOT
neHuve bel canto Kak NMUCKASBOE, Bbi3blBatoLLee
AVNCKOMOPT B yLIaX U axe roJoBHYH 60b.
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bur3nyeckme napameTpbl pe3oHaHca,
BKFOUAsA CUY 3BYKa OTAENbHbIX
06epTOHOB M YaCTOTHbIE XapaKTepUCTUKM
cnekTpa (XapyTo, KomMneromepHelli aHanu3
38yKa 8 My3blka/ibHOU Hayke 45, 326).

MeToanka aHasM3a 3ByKo3anuvcen
npeactaBuTenel TPagULNOHHON My3bIKM
C NCNONb30BaHNEM KOMMbHOTEPHbIX
nporpaMmM nosyymna pacnpocrtpaHeHne
B KOHUe 1990-x — Hauane 2000-x rogoB
XX BeKa, Korga TeXHONornm LmdpoBo
06paboTkm 3ByKa CTann AOCTaTOUYHO
AOCTYMHBIMW AN NCCNef0BaTebCKUX
3aZla4y 1 NO3BOIMAN My3blKOBEAaM
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nepexoauTb OT cyrybo ayamanbHOro NpoCayLWmnBaHNa K KOANYECTBEHHOMY aHanun3y
aKyCTU4YeCcKnx napaMeTpoB CUrHaNoB. B 3TOT nepnog MHOrme yyeHble NpoBeiv Hay4HO-
nccneaoBaTenbekyro paboTy NO OCBOEHUIO KOMMbIOTEPHbIX METOAOB aHaM3a 3BYKOBbIX
AAaHHbIX, BKIKOYas CeKTpasbHbIA U BbICOTHBIV aHaAun3, CTaTUCTMUeckyro o6paboTtky
3BYKOW3B/IEYEHWA U CPAaBHEHWE UCMONTHUTENbCKUX MNapaMeTpOB B TPAAWLIMOHHOMW My3bIKe.
Takune MeToAbl B fanbHenlweM 6bian MHTerpupoBaHbl B COBPEMEHHbIE MPOrpaMMbl
MY3blKaJbHOro aHann3a n MHPOPMaLMOHHO-KOMMYHUKALIMOHHbIE TEXHONOT Y,

YTO PacCLUMPUIO BO3MOXHOCTU U3yUYEeHNA UCMONHUTENEN N PONBKIOPHBIX TPaANLNNA.
NccnepoBaHma My3bikin THOPKCKMX HAPOAOB CTaan NPOBOANTLCA B paMKaX HOBbIX HaYYHbIX
HanpaBJeHWNA: KOMMbIOTEPHOW 3THOMY3bIKONOTUMN 1 KOMIMbIOTEPHOTO BOCTOKOBEAEHMA.
Pa3BMTUIO A4aHHOrO HanpaBaeHUs cnocobCcTBOBaNa AeaTeNbHOCTb co3aaHHoro B 2000 roay
MexayHapoAHOro obLuectsa noncka MysbikaabHon nHdopmauum — ISMIR (International
Society for Music Information Retrieval), kyaa Bownu yueHble n3 Typuun, Kutas, VipaHa,
Ncnanmm, CLUA v apyrux ctpaH (XapyTo, «KoMnbtoTepHas pacimnpposka poHorpamm
donbknopHoro neHuns» 325-336).

N3yyeHne TpaaMLIMOHHOW Ka3aXxCKOW MHCTPYMEHTaNbHOW My3bIKM C MPUMEHEHNEM
KOMMbIOTEPHbIX MPOrpaMM BrnepBble Obl10 OCYLLECTBNEHO B HAYYHbIX UCCIEA0BaHUAX
KaHAnzaaTta nckycctsosegeHuna XK. HaxxmeseHoBa 1 JOKTOpa UCKYCCTBOBEEHMA
C. Yterannesow (Yteranvesa v XapyTo), KOTOpble UCMOAb30BaAN LMPPOBbIE METOAbI
419 @aHaNM3a BbICOTbI 3ByKa M aKyCTUYECKMNX XapaKTePUCTUK UCMOHUTENbCKNX 0Bpa3LoB.
Takas meToz0/10rMA NO3BOAUAA Honee AeTaNbHO paccMaTpuBaTb GeHOMEH TPaANLMOHHOWM
MY3bIKV/ B Hay4YHOM acnekTe, coueTas TpaAnLMOHHbI GOHOTUNNYECKUA aHann3
C COBPeMEHHbIMU LMbPOBLIMU METOAAMMN aHanM3a ayAno3anmcein. 3To0 OTKPbIBAaET HOBble
BO3MOXHOCTUN AN OO EKTUBHOIO U3yYeHUs CTPYKTYPHbIX 0COBEHHOCTEN My3blKalbHOrO
MaTtepuana n napaMeTpoB UCMOJHUTENBLCTBA, YTO ABAAETCA BaXKHbIM 3Tarom B pa3BuTUM

OTEHECTBEHHOTO My3blKOBEACHUA. 7 [lna HacTosLero nccaefoBaHNA NCNoNb3oBaHa
l/Iccnep,osaHme 3anucen neHus, doHorpaduyeckas 3anucb necHn AkaHa cepi
«bankaguwa» B ucnonHeHun Ampe Kawaybaesa.
CA€NaHHbIX Ha q)OHOFpaCbe n no3>xe 3anuck 6blna nponsseseHa B Mapuxe B 1925 rogy
Ha yCOBepUJeHCTBOBaHHOVI BO BpeMs y4yacTvs nesua B MeXayHapoAHON BbiCTaBKe
o COBPEMEHHbIX JeKOPATVBHbIX 1 MPOMbILLIEHHbIX
3BYKO3aruncbiBarOLWen arnnapartype, nckyccTe. Jlonroe spems hoHorpaMma cumtanach
pacKpbIBatOT HaM TaliHbl NEBYECKOro ;/izpableHHon. B 1974 ropy nccnegoBatenb My3blku
apkblH LLlakapumos obHapyxun B poHaax
FO.ﬂOCOO6pa3OBaHI/IF| Ka3aXCKnx neesLoB MyLKNHCKOro AoMa apxuBHble 3anucy necex

«bankagunwa», «<XKanfbiz apwa», «YLW A0C», «Afall asK»,
NPOLWAOro N HactoAllero. «CMeT, «[lyaapaii», «<5ec Kaparep» 1 Apyrix

B Hawem pacnops>XXeHnn okasanacb NpOou3BEeAEHWN, XPaHALLMXCA KaK 3amnucu KUPru3ckoro

(npum. ped. — B gaHHOW NybavKaLMm coxpaHeHa
HyAOM COXpaHMBLUAACA 3anmncb NeEHNA aBTOpCKas opdorpadus, NOCKOIbKY OHa COOTBETCTBYET

AMpe KaLuay6aeBa' 3TOT r|eBe|_|I APXUBHOMY UCTOYHUKY N OTpa>KaeTt ocobeHHOCTH
BpPEeMeHW Co3AaHuna JoKyMeHTa) nesua Ampe

B 1925 roay npeacraeasn KasaxcraH Kaway6aesa. 3T Clyunock He Mo HeAOCMOTPY

Ha Me>|<,u,yHapo,u,H0|7| BbICTaBKe XpaHI/ITe}'IevVI. [lo peBONOLIMN Ka3axoB Ha3blBaAu
Knprus-karicakamu, a To U NPOCTO KMPrusamu.

COBpPEMEHHbIX AEKOPATUBHbIX Tak 3anucy nonanv B GOHZ KMPrM3CcKOn My3biky,

W NPOMBbILLNEHHbIX UCKYCCTB B |_|apI/I)Ke rfe UX HUKTO HUKOTAa U He nckan. [ocne TexHnyeckon

pectaBpaLmun 1 06paboTky OHM BbIM NepensgaHbl
(9KCMNO-1925). Ha atHorpadurueckom Ha rpamnaactuHke B 1975 rogy. B 2007 roay
no vHuumatmee A. Kyseybas donbkiopHbI KabuHeT

KOHL"epTe 3a NCrojsiHeHne HapOAHbIX Kazsaxckon HaLJ,VIOHa}'IbHOl‘/‘I KOHCepBaToOpnn MMeHN
neceH oH 6bin YAOCTOEH BTOpOI’O npwv3a KypmaHrasbl ocyuiectsnn nepesannch GOHOrpammbl

o 7 necHn <<Ea}'IKaAI/ILLIa>> C roaMniaCcTMHKM Ha KOMMNaKT-
n CepebpsiHon megann’. B KasaxcraHe anck (CD).

PELEH3UPYEMBIW XYPHAN SARYN



KYNIbTYPE KA3AXOB: OBbEKTUBHbIV AHAJIN3 HA MPUMEPE NEBLLOB APKMHCKOW TPAANLIN Ne 2. 2026 (‘ ;apyn

ero 3anucbiBan A. B. 3aTaeBnuy, KOTOPbIN 3aPpUKCUPOBaS CBOM BNEYaTNAEHNS O HEM B CBOUX
3HaMEHUTbIX 3THOrpadUUecknx cOopHMKax.

Hannumne 3Toi 3anvcn no3BonseT nccaefoBaTb ronocoobpasoBaHme 3HAMEHUTOTO
neBLa M OLEHNTb, HACKOIbKO BOCMOMUHAHNA COBPEMEHHUKOB COOTBETCTBYHOT KauecTBy
3ByYaHWA ero roaoca v NCNONHUTENbCKOrO MacTepcTBa. KoMnboTepHbIN aHanu3
3ByKa No3BosiAeT 3adpnKCcMpoBaTh TEMOpP NeBLa B BUAE CMEKTPOrpaMmbl U 3aMepuTb
KOZIMYEeCTBEHHbIE XapaKTepUCTUKN CUJIbl 3BYKA, BbICOTbI U pAja X MPOU3BOAHbLIX
(napameTpsbl ravccaHao, Bubpato, atakm 3ByKa n apyrve). Ha nepsom 3tane
B 06€PTOHOBOM CMeKTpe BbIAENAETCA Y>XKe XOPOLLO U3yUYeHHas xapakTepucrmka
BOKa/IbHOrO 3BYKa — A0/ SHEPTUM, 3aK/HOUEHHAsA B BbICOKOW NeBYECKON popMaHTe
(BIM®) (No OTHOLIEHMIO K MOAHOM 3Heprum 3ByKa). MNoapobHo o poan BN B BokasbHOM
3Byke nucan B. . Mopo3oB B MoHorpadum «/ckycctBo pe3oHaHcHOro neHunsa. OCHoBbI
PEe30HaHCHOWN TEOPUMN N TEXHWUKM».

Ha noagrotoButenbHOM 3Tane ¢ ayAno3anmncbio 6111 NpoBeseHbl HEKOTOPbIE
MaHunynaumun. ins o6beKTMBHOro aHaan3a HeobxoanMbl dparMeHTbl YACTOrO
3ByYaHMA ronoca neeua 6e3 MHCTPYMEHTaNbHOrO CONPOBOXAEHMA. VI3 doHOorpammbl
6bIAN N3BNEYEHbI HECKONBKO A0BONIBHO KOPOTKMX PparMeHTOB, COOTBETCTBYHOLLMUX
TpeboBaHUAM U UCCEeL0BaTENIbCKOW 3ajaue.

®oHorpamma necHun «bankagmiwa» 3anncaHa B cnektTpaabHol nonoce go 4000 Iy
(Hawwm obbluHble CD-3anncn — go 20000 Mu). BMN® noutn otcyTcTBYET, €e Aons
okono 1,6%. Ha pncyHke nokasaHa coHOrpamma HadanbHOro gparMeHTa 3anucuy,

T. €. NpeAcTaBAeHNs ANHAMNYECKOro (MeHARLWEeroca BO BpeMeHW) crnekTpa B Buae
MONYTOHOBOW KapTUHKW (TaM, rae sHeprus 6oblue, TOUKM TEMHEE) U B NPaBoOW

yactn — rpaduk CpesHer 3Heprum 3a BCe BPEMS 3ByYaHUsA 418 KaXKAOW M3 4acToT,
cozep>KaLmxcs B 3Byke (MCNosib3oBaHbl GparMeHTbl OKOIO OAHOM MUHYTbI C YAaNeHHbIMU
WNHCTPYMEHTaIbHbIMU MPOUrpbIamm) (Cm. puc. 1).

SPAX (C) AKharuto, 2000-2013 Source file: Balkadisha_Amre_Kashubaev44
Volume, dB

Time mean
f.Hz 1S () S(f). dB

10000

8000

4000

4000

2000

1

FTIRERS AT

0 " 0 -60
0.00 1,00 2.00 3.00 4.00 5.00 6.00 7.00 Time, s

Puc. 1. Ampe Kawwayb6aes. ®parmeHT ncnonHeHus necHn «bankaamwa» AkaHa Cepi.
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3/eCb NMHWA OCHOBHOTO TOHa NOYTK Be3je OTCYTCTBYeT, YTO CBUAETENbCTBYET NNLLb
O MJIOXOM KayecTBe 3amnuncK, HO BbICOTY Mbl OMpesensieM Ha C/lyX Mo BCEW cucTeme
06€epTOHOB, Tak YUTO MeNIOAMUA 3BYYUT MPABUIbHO U B 3TUX YCNOBUAX, XOTA 3ByYaHue
rofoca, HECOMHEHHO, He NepeAaeT BCceW KpacoTbl Tembpa. brarogaps coHorpamme
BO3MOXHO PEKOHCTPYMpOBaTh TeMbpoBble ocobeHHOCTU ronoca AMpe KawaybaeBa
6osee TOUHO, YeM NO CYyOLEKTUBHBIM OLLYLLEHUAM OT NPOCAYLUNBAHWA.

MpocaywmeaHune 3Byko3anucu Ampe KalwaybaeBa, HECMOTPS Ha ee TeXxHUYecKoe
HeCOBEpPLLEHCTBO M HMN3KOe KayecTBO COXPaHHOCTY, ybexzaaeT B TOM, uTo CepebpsaHyto
MeAanb neBeL, MNOAYUNA He CYyYalHO. Mbl CAbILLIMM CUAbHbBIV MONETHBIN ApamMaTUYeCcKnin
TEHOP C XOPOLWNM BepPXHUM pernctpom. Kasaxm xapaktepusyroT NoAobHbIe ronoca «Kymic
KeMeW, Xe3 TaHAan» — «cepebpsiHas ropTaHb, MegHOe HEGO». MNpn 3HaKOMCTBE
CO 3BYKO3aMnmncbio Cpasy Xe BO3HMKaeT BOMPOC: MOYeMy MMEHHO 3TOT, BOCMPOW3BOANMbIN
€0 TEHOP BblI3bIBa/l TakOM HEUCTOBbLIV BOCTOPT M 0b60XaHWe caywaTtenein? Beab cpean
TPaANLMOHHbIX NEBLOB Takue rofoca BCTPeyatoTcs, U Hepeako. Ho cyas no oT3biBam
COBPEMEHHMKOB, HUKTO B TO BPEMSA He Mnen Tak, Kak ux nrobrmeLl.

CoHorpaMma packpblia NPUPOAHYO OCHOBY BOCTOProB KakK €ro Ka3zaxcTaHCKMX
nouuTtaTenen, Tak n uneHos xropu IKCMNO-1925 B Mapuxe, Bpyumsmnx emy CepebpsHyro
meganb. OHa BbifiBUNA kayecmeo neayeckoli gpopmaHmel. Kak nuwet B. . Mopo3os,
«BblCOKasA neByeckas ¢popmaHTa (BMN®P) — 370 rpynna ycmneHHbix 06epTOHOB B OCHOBHOM
B 06nacTn pe-conb 4-i okTasbl (MpuMepHo 2400-2700 Iy, y My>cumnH 1 2700-3500 Ty,

Y >KEeHLUMH), NpuaaroLas ronocy 3BOHKOCTb U MONETHOCTb (McKyccmeo pe3oHaHCHO20
neHus 57).

Y Ampe KawaybaeBa feicTBUTENIbHO HabatogaeTcsl GOPMaHTHbIN MUK B 3BYKOBLICOTHOW
obnactun, cootBeTcTBytoLWen BIN®P. YHMKanbHOCTb ero roaoca COCTOUT B TOM, YTO Cua
KonebaHn B 061acTax pa3Hbix 06epTOHOB YObIBaeT paBHOMepPHO. K npumepy,

A9 eBPONencKnX NeBLOB AaHHas cMTyauna HeobbluHa. Y obnasaTteneil ronocos,
TPEHMPOBaHHbIX B Tpaanuusx bel canto, mexxay obnactamum Huskon (HMND — nepebii,
BTOPOW U TPeTnin 06epTOHbI) N BbICOKOW (06epTOoHbI 7-9-11) neBYeckmx GpopmaHT
HabatogaeTcs 3aMeTHbIV Ccnaj cubl 3ByKa. He MeHee nokasaTtesibHO TO, UTO NMUKK
obepToHOB (06aacTb Ha pyCyHKe 1 cnpaBa) aKTMBHO yracatoT JWLb MOC/e BbICOThI
npumepHo 3800 My, To ecTb 061aCTb BbICOKOW NeBYECKON GOPMaHTbI pacLuMpeHa.
XOTs Ha NpaKTUKe 3TO pacluMpeHne OXBaTbIBaeT AMana3oH KBapTbl (Ha NepBbI B3rnaz
He OYeHb LUMPOKMIA), Ha 3Ty 061acTb B 06epTOHOBOM 3BYKOPSAZE NPUXOAATCA
Tpu-yeTbipe 0bepToHa, 0bpasytoLne BmecTe ¢ Hosee HU3KMMM 0bepToHaMK
cneumdunyecknin akkopga-knacrep.

Tak>xe, HECMOTPSA Ha HECOBEPLLEHCTBO, MPOCNEXMNBAETCA U AOBOJIBHO 3aMeTHOE
kKonebaHne ToHa (BONHOOOpPA3HbIN rpaduk), OCOBEHHO Ha AOATUX FNACHbIX.

3710 oTObpakaeT BMHPATO 1 rAnCccaHAo, MPUCYTCTBYOLLME B rofoce AMpe.

[axxe HeboNbLLIOW NPOaHaNM3NPOBaHHbI GparMeHT 4EMOHCTPUpPYET pa3Hoobpasme
TEXHWK BMOpPATO M MacTepckoe BrajeHne 3TuM npuemoM. Ectb yuactkm ¢ HebonbLLMMK
KonebaHMsMU, NNAaBHO NepexoasLlme B cheayrowmnii 3syk (Mexay 3,2" n 4”), n rnacHble

c 6onee 3amMeTHbIMU KOoNebaHMAMY, YCUIMBAIOLLMMUCA Nepes NepexoAoM K CaeytoLemy
TOHY (Mexay 1,8-2,3"). MMKPOMHTOHALMOHHYO HHOAHCMPOBKY A06aBAsAOT HebonbLLMe
BOCXOZALLME NNCCaHAO B Hayane C/IoB. XOTA BONPOC BOKaJIbHOW apTUKY ALK, BUOPATO
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N FINCCaHAO He Obin LieNbio AaHHOTo aHanu3a, gaxe bernoe paccMoOTpeHue 3Toro
BOMpOCa CBUAETENbCTBYET O HATPEHUPOBAHHOCTM NEBYECKMX HAaBbIKOB AMpe 1 CTUNEBbIX
0COBEeHHOCTAX ero ncnonHeHuns. JanbHenwee, 6onee getanbHoe nccnegoBaHme

B NMEPCreKTMBe NOMOXET CPaBHUTb 3TOT acnekT MacTepcTBa NeBLa C NpeACTaBUTENAMM
WHBIX TPAANLMIA N C APYTMMU HOCUTENAMW apPKMHCKOTO NeCeHHOro MCKYCCTBa.

STV JaHHble MO MEeHbLUEeN Mepe CBUAETENLCTBYHOT O TOM, UTO ronoc Ampe Kawaybaesa
3By4Yas ropaszo 60siee 3BOHKO M NMONETHO, YEM MOXHO NPeACTaBUTb MO CTapON 3anuncu.
W 6onee TOro, Takon NONETHOCTbIO, 3BOHKOCTbIO U CTabUNBHOCTBIO, CYAA MO NPUBEAEHHBIM
B. . Mopo30BbIM CpeaHecTaTUCTUUYECKUM AaHHbIM, BPAZA X KTO U3 ero COBPEMEHHMKOB
MOT peasibHO 06/1aAaTb. YHMKaNbHOCTb ronoca Ampe KawaybaeBa noaTresep>aaeTcs
W Tem, YTO B apxmBe COHorpamm MpobiemMHOW HayYHO-UCCAeA0BaTENbCKON NabopaTopmm
My3blki MOCKOBCKOW KOHCEPBATOPUW HET MPUMEPOB TaKoro Xe He3aypasHOro
1 cTabunbHOro pe3oHaHca, KoTopbiM 061a4an nopa3ueLKi EBpony Benvkui
Ka3axXCckuin neseL,. Ha 0CHOBaHWMM 3TOrO MOXHO BbIABUHYTb NPEANON0XEHNE, YTO NeBeL,
BMPTYO3HO MCMO/b30Ban CBOMCTBA PE30HATOPOB TENA, HE 3a1eCTBOBAHHbIX B 06bIYHOM
OMEePHOM NeHUMW. DTO NPEANONOXKEHNE B MEPCNEKTUBE BO3MOXHO NOATBEPAUTD
(nnn onNpoBeprHyTb) 3KCNEepPMMEHTaNbHO.

MonyyeHHble faHHbIe — IULWb Manas Toamka nHdopmaumm o ronoce Ampe
KawaybaeBa, HO OHM OTKPbIBAOT MyTb K AaJbHEALWNM UccaefoBaHuAM. Mo nmetoLencs
COHOrpamme CpeAcTBaMM CMHTE3a 3ByKa BO3MOXHO PeKOHCTPYMpOBaThb ros1oc nesLia
[0BOJIbHO 611M3KO K OPUTMHANbHOMY 3BYYaHUIO. VIHTEpeC A COBPEMEHHbIX BOKaANCTOB
NnpeAcTaBAfeT U TakoW y3Kocneunpuyeckmii BONpoc, Kak apTUKyaauus nesBLoM
Pa3NINUHbIX F1AacHbIX. 9TW 3aAayn akTyasbHbl, HO He NepBOCTeNeHHbl. B cBeTe 3agaum
COXpaHEeHMA 1 Nepesayvn HemMaTepuasbHOTO HaCeAMA Ka3aXCKUX MEeCEHHbIX TPaauLImi
HeobxoAMMO B NePBYHO OYepesb COMOCTaBUTb F010Ca UX U3BECTHbLIX HOCUTENEN
MPOLLUIOTrO C COBPEMEHHbIMM MeBLLaMK, OLLEHUTb, Kak U3MEHWCA NMOAXOA K MOCTaHOBKeE
MeBYECKOro rosioca 3a npoLuejllee ctonetue.

[ns cpaBHeHWs paccmMoTpum Honee KayeCTBEHHYH COBPEMEHHYHO 3anuch nesLia
TOW Xe permoHanbHou Tpagnumnmn Epnara Pbickanv 1 aHanorMyHblin rpaduk MCnosHeHms
Ana Hee (cM. puc. 2). Ha cnekTporpaMmme oTpaXkeHbl 3BYKOBble KOoiebaHNsA COCTaBAAOLLMX
cnekTpa ao 14-15 kl'y,. BMN® BmaHa 34eCb Kak TEMHasA No0ca 13 HECKONbKUX 06epTOHOB
B obnactn npumepHo ot 2800 go 4000 Iy, (MoBbIEHHaA 3Heprnsa o6epToHOB —
6onee TeMHble ToukK). OTHOCUTENbHBIN ypoBeHb BIM® 17,9% (B cpeaHeM — OT obLen
3Hepruwm 3Byka). NogobHO NyylM MacTepam eBponeickoro bel canto, Ha 30Hy BIM®
3/eCb BbiNnagaeT Tpy 06epToHa, HO OHM Kak Hbl cMeLeHbl B 60s1ee BbICOKYHO 061acTb
1 OXBaTbIBaOT He 7-9-n obepToHbl, a 10-12-1 (Mopo3osB, Vckyccmeo pe3oHaHCHoz20
neHus 55). Pe3oHaHC Ha Takux yactoTax obecrneudnBaeT ocoboe CBOMNCTBO MOJETHOCTU
1 3BOHKOCTW ronoca. «[1poBasi» CuAbl 3ByKa Ha CpefHMX 0bepToHax Mexay
BbICOKOW W HM3KOM NeBYECKMMU GOpMaHTaMU AOBOJbLHO 3aMETHbIM, XOTA B LLeNIOM
He TaKoW OLLYTUMbIN, KaK y eBPOMenckMx NeBLoB. ITO TakK Xe, Kak U B Ciyyae
¢ Ampe KawaybaeBbIM, MO3BONSET MNPEANONOXUTb 3aeCTBOBaHMNE PE30HATOPHbIX
MONIOCTEN, B MEHbLLEWN CTEMEHM YYacTBYHOLWMX B 3ByKOOOPa30BaHMM B Tak Ha3biIBaEMOM
aKkaeMn4eckoM BOKasie, HanprvMep HOCOBOW, a TakKe HeCKObKO MHOW MoAXos,

K MaHUMYAALMAM MYCKY1aTypon ropTaHu.
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SPAX (C) AKharuto, 20002013 Source file: Balkadisha_Erlan_Ryskali44
Volume, dB

Time mean
f,Hz 1S () (), dB

200001

160007

Puc. 2. EpnaH Poickann. ®parmeHT ncnonHeHuns necHu «bankaguwa» AxaHa Cepi.

34ecb 3aMeTHO, UTO 0OHEPTOHbI UMEKOT BOHUCTYO GOPMY — 3TO yKa3biBaeT
Ha Hasnume BMOpPaTO B UCMOHEHUW. Ero napameTpbl TakxKe NOAAAFOTCA U3MEPEHMIO,
HO JaHHas nNpoLeaypa He BXOAWUT B 3a4a4m Hawero nccnegoBaHuns. OTMETUM AnLlb,
yTO BMOpPATO N MMCCaHAO, TakKe pa3HOOHPa3HO N MacTepCcKn NpumeHsieMble y EpnaHa
Pbickanwu, 3ameTHO oTimuatotcs oT AMpe KawaybaeBa, UTO MOXET CBUAETEbCTBOBATb
06 MHAMBUAYaANbHbIX KAYeCTBax NCMONHUTENbCKOTO cTuAs. ViccnepgoBaHme BO3MOXHOIO
«pa3bpoca» cTUNEBOro pa3Hoobpasmsa BHYTPM OAHOW NEBYECKOW LLKObI, @ TakXe
CPaBHEHME C NPeACTaBUTENAMN APYTUX TPAAULNIA — 3TO OTAE/IbHAs U LOBOJbHO
Tpysoemkas 3asava, Tpebyrollas caMOCTOATENbHOTO PaCCMOTPEHMS.

ConocTaBneHme AByX COHOrpamMM A0OBOIbHO 3aTPYAHUTENbHO B CUNY CYLLLECTBEHHOTO
pas3nnumns Kavectsa ayamosanucu. B texHonorum doHorpadpuyeckomr 3anmcy,
ncnonb3oBaHHOW B cyyae ¢ AMpe KawwaybaeBbiM, yTpayeHa Kak pa3 Ta YacTb CMeKTpa,
Ha KOTOpPYO NpuxoamTca 30Ha BI®. Mimes 3anuncm apyrvx neBLOB TOW XKe TpagnuLumu,
Mbl MO>XEM MPEANONIOXMTL aHAaNOMMUHYH KapTUHY 1y AMpe — neHure ¢ obpa3oBaHneM
CMELLEHHOW B BbICOKYHO YacTb cnekTpa BIM®, npuaatoLein ronocy 3BOHKOCTb
N NONETHOCTb. APrYMEHTOM B MOJIb3y 3TOTO KOCBEHHO ABASETCA U JUHAMUYECKUI
Npoduab, NPeACcTaBNEHHbIN B BEPXHEW YaCTW KaXk40ro U3 pucyHkoB. B obomx crydasx
Ha pacneBHbIX MACHbIX 3BYK (TO eCTb 3HEPIrUA BCEX COCTaBASAIOLLMX 3BYKa, BKAHOYAs
OCHOBHOW TOH 1 06epPTOHbI) 4OCTUraeT MaKCUMabHOW FPOMKOCTU. DTO BO3MOXXHO
C OMOPOW Ha PE30HAHC 3BYKa B MOJIOCTAX FOPTaHU — 31IEMEHT BOKa/NbHOW TEXHUKN,
aHaNOrMYHbIV UTaNbAHCKOMY bel canto n cBUAETENbCTBYHOLWMI O ANNTENBHOM
npodeccnoHanbHOM NOAroToBke neBLoB. Ellle ogHa obuias yepTa — HasMume BM6paTo
Ha JONTVX 3BYKax — TakKe ABNAETCA pe3ybTaTOM HaTPEHNPOBAHHOCTY NeBYECKMX FO0COB.

WTak, aHanu3 nokasblBaeT B rolocax apKMHCKMUX MEBLLOB NPU3HaKkn ocobom
PEe30HaHCHOW TEXHWKM, BCTPEYAroLLENCa TakxKe B Tpaauunm bel canto, — BbicOKon
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neByeckon GpopMaHThbl. I3BECTHO, UTO AN OMEPHbIX MEBLLOB €€ AOCTUXEHNE ABAAETCS
pe3yNbTaTOM MHOFONETHEN HaTPEHUPOBAHHOCTM F010Ca, YMEHNA YNPaBAATh MbILLEYHON
TKaHbO ropTaHu Takum ob6pa3oM, YTobbl GOpMUPOBaTL PE30HAHCHbIE MONOCTH,
CNOCO6HbIE YCUANTL 3BYK UMEHHO pacrneBaemMoi BbICOTbl. CneunduyHbIM ANs apKUHCKOM
LUKOAbI NpeACcTaBaseTcs cMmelleHne obnactu BN B 6onee Bbicokyto obaacts 4000 Iy,

a Tak>Ke MeHbLUne NoTepu Cuibl 3ByKa Ha obepToHax mexay HIM® v BMo.

CxoAcTBa 1 pa3nnumns BOKaJIbHOW TEXHUKM TPaAMLIMIA OMEPHOro BOKaaa 1 Ka3axCcKown
MecHW OTKPbIBAET PAJ, NepPCnekTUB A/A Aa/bHENLEro nlyyeHuns c NpMMeHeHneM MeTo0B
06BEKTMBHOrO aHanu3a. Bo-nepBbix, MHTEpeC NpeACcTaBAsEeT BblBAEHUE UMEHHO
Pa3NNYMIA apKMHCKOTO M ONMEPHOro Bokana. 3TO NO3BO/IMAO Obl TOUHEE ONPeAenunTb
cBOeobpa3ne TEXHNKN pe30HaHCa Ka3axckux neBuoB. Bo-BTOpbIX, 4O CMX MOP HE ONMCaHbI
06BbEKTUBHbIE PA3INYMA MHOTOO6PAa3HbIX PEFMOHANbHbIX CTUEM Ka3aXCKOW MeCHU
C TOUKW 3PEHUNS BOKaJIbHOW TEXHUKM. PelleHnto AaHHbIX 3a4a4 Mor 6bl cnocobCcTBOBaThL
MeTOJ, KOMMbOTEPHOrO aHaAn3a, KOTOPbI OblN NCMOAb30BaH B HalleM UcCaef0BaHNM
Ha NpuMepe Ka3axcknx NeBLOB apKUHCKOW NeBYECKON TpajnLmK.
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ABSTRACT. This article examines the problem of experimental methods in contemporary Kazakhstani
animation. Two widespread journalistic formulas — equating the experimental character of animation

with the instability of the national animation industry’s production infrastructure, or, conversely, claiming
the near-total absence of experimental animation in Kazakhstan — are assessed as methodologically
insufficient. The study advances the hypothesis that what Kazakhstani animation lacks is not experiment

as such, but two linked conditions for its development: a stable system for the description, pedagogical
transmission, and institutional consolidation of experimental methods, and the critical reworking of borrowed
visual models — from anime code to the festival-oriented format — into its own artistic language.

The question of the national occupies a special place: the national is treated not as thematic “local colour”
applied to a ready-made animated form, but as an experimental variable — material whose alteration

can restructure the work itself. To examine this hypothesis, the article introduces an analytical distinction
among three levels: experimental device, experimental practice, and experimental method. It also formulates
an operational threshold test based on eight criteria. On this basis, the article analyses the institutional field
of contemporary Kazakhstani animation and discusses several Qazaganimation projects as instances

of localised artistic inquiry. It concludes that Kazakhstan has developed production, educational,

and festival preconditions for an experimental direction; however, the key deficit persists not only

at the level of the institutionalisation of experimental methods, but also at the level of the critical reworking
of external aesthetic and industrial influences. It is at the level of the institutionalisation of experimental
methods that it becomes possible to determine whether the national becomes an experimental variable,

is consciously weakened and used as a frame for another theme, or remains a decorative marker.
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VATTbIK penpeseHTauus, aHuMaumaablk 6iniv 6epy.

Ocbl MakanaHbl farbliHAay HapbICbiHAA aBTOP MATIHMEH >KYMbIC iCTeyAiH
KOcCasKbl Kypasbl peTiHAe reHepaTUBTI XXacaHAbl MHTENNEKT KypansapbiH
navganaHgpl.

Keneci kypangap MeH MoZenbaep KoAgaHbIIAbI:

1. ChatGPT, OpenAl, GPT-5.5 Thinking moaeni

MaTiH KypbIIbIMbIH TaaKblaay, TY>KbIpbIMAAPAbI HAKTbLNAY, XeKenereH
bparmeHTTEpAi pepakumsanay, basHay NOrMKacbiH TEKCEPY XKaHe KOMeKLLi
MaTiHAIK 610KTapAbIH 6acTankbl HyCKanapbiH AalibiHAAy MakKcaTbiHAA
nanganaHblagbl.

2. Claude, Anthropic, Claude Opus 4.8 mogeni

Banama pezakTopbIk TEKCEPY XKYPTi3y, XeKenereH cevineMmaepai

KalTa TY>KbIpbIMAAY, MATIHHIH CTUAbAIK canacbiH XeTiNAipy

>KoHe apryMeHTaLusHbl HaKTbllay MakKcaTbiHAa NanganaHblagbl.
XKacaHabl MHTeNNeKT Kypanjapbl 3epTTeyaiH aepbec aBTopaapbl

peTiHAe KOMAAaHbIIFaH XOK, 3epTTeyLUiNiK WwelliMaep kabbligamazbl
XoHe MaTepuanibl aBTOPJbIK MHTEprpeTaLusanayabl aaMacTbipMagbl.
OnapablH KOMEriMeH XacanfaH Hemece eHzenreH 6apablk MaTIHAiK
bparmeHTTEp aBTOpP TaparnblHaH TeKcepinin, ipikTenin, KaxeTt bonfaH
XafAanaa Kanta eHaensi.

MakanaHblH, Ma3MyHbIHa, KENTIPINTeH MaNIMeTTEPAIH AdN4irHe, XacanfaH
KOPbITbIHABIAPFa XSHE MATIHHIH XapusanaHbIM TananTapbiHa COMKECTIriHe
TOJIbIK, >KayanKkepLUiNikTi aBTOp ©3 MOVHbIHa anazbl.

Makanaga Kasipri KasakcTaHAblK, aHUMaLmMagafbl IKCNEPUMEHTTIK aicTemenep Maceneci
KapacTbipblnagbl. KeH TapanfaH nybanumucTkanbik Ty>KbIPbIMAAP — 3KCNEPUMEHTTINIKTI YATTbIK aHMMaLMAHbIH
OHAIPICTIK MHPPAKYPbIAbIMbIHBIH TYPaKCbI3AbIFbIMEH TEHECTIPY Hemece, KepiciHwwe, Ka3akcTaHga 3KCrnepuMeHTTIK
aHUMaLMs Myaae AepiK XOK AereH Mikip — aicHamanblk, TypFblAaH >KeTKiNikci3 gen bafanaHazbl. Makanaga
Ka3akKCTaHAbIK aHVMaLmaaa SKCNePUMEHTTIH 831 emMec, OHbl cunaTTay/blH, NeAarorvkanblk TypFbigaH
KETKI3YAH, KoHe MHCTUTYLMOHaNAbIK AeHreliZie OPHbIKTbIPYAbIH TyPaKTbl XYMEeCi, COHAaM-ak, CbIpTKbl
BU3yasAbl MOAEbAEPA — aHUMe-KoATaH decTnBanbiik dopmaTka AeliH — O3iHAIK KepKeMAiK Tiare CbiH
TYPFbICbIHAH Urepy XeTiCNenai AereH rmnoTesa ycbiHblaazbl. byn Typfblaa yATTbIK 60IMbIC MACeNeCi epekLue
OPbIH anagbl: YATTbIK 6OAMBICTbI 4alblH aHUMaLMANbIK GOpPMaFa KOCbIATbIH TaKblPbINTbIK «KONOPUT» PeTiHAE
eMecC, 3KCMEPUMEHTTIH, aliHbIMaNbICbl PETIHAE, SFHW ©3repyi LWblFapMaHblH, KypblibIMbIH KaliTa Kypa anaTbiH
MaTepuan peTiHAe KapacTblpy YCbiHblIaZbl. ATaafaH rmnoTesaHbl Tangay yLWiH yw AeHrelain aHaanTnkanblk
apa-xiri axxblpaTtblaabl: 3KCNEPUMEHTTIK TOCIA, MpaKTuKa xaHe aicTeMe. COHbIMEH KaTap ceri3 KputepuingeH
TypaTblH OnepaLoHanabIK, LWeKTi TeCT Ty>KblpbiMaanaabl. Ocbl Heri3ge Kasipri KazakcTaHAblK aHUMaLMAHBIH,
WHCTUTYLIMOHAAABIK, epici TangaHbin, <KazakaHnmMaLms» xobanapbl XXeprinikTeHaipiareH KepkeMZaik i34eHiCTiH,
Mblcangapbl peTiHAe KapacTblpblaagbl. 3epTTey HaTUXeciHAe KasakcTaHaa SKCneprMEHTTIK HafbITTbl AaMbITyFa
KaXKeTTi eHAipIcTiK, 6inim 6epy xaHe decTnBanbiiK anfbiluapTTap KasbinTackaHbl aHblkTanadbl. Ananja
Heri3ri TanwblbIK TeK dAICTEMENIK MHCTUTYLMOHANAAHABIPY AeHTeniHAe FaHa eMecC, CbIPTKbl 3CTETUKabIK
KOHe MHAYCTPUANbIK blKNangapabl CbiH TYPFbICbIHAH Urepy AeHreriHae Ae cakTanbin oTbip. [an ocbl agicTemenik
WHCTUTYLIMOHANAAHABIPY AeHreliHAe YATTbIK 6OIMBICTbIH IKCMEPUMEHT alHbIMasibiCbiHa aliHaNybl, CaHabl TYpae
d/cipeTinyi, e3re npobieMaTnKaHbl allysblH KOPKEMAIK Kypabl peTiHae KONAaHblybl HEMeCe JeKopPaTUBTIK
Gesri peTiHae FaHa Kanybl LWellinesi.
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JKCMepuUMeHTanbHas aHMMaLWs, Ka3axcTaHcKas aHVMaLus, SKCneprMeHTaibHas
MeToAMKa, aBTopcKas aHMMaLus, nabopatopHas negarorvka, «KasakaHumaums»,
BW3yasibHbIV A3bIK, HALMOHabHasA pPernpe3eHTaLus, aHMMaLMoHHOe 0bpa3oBaHye.

Mpv NOArOTOBKE AAHHOW CTaTby aBTOP MCMOIb30Ba MHCTPYMEHTbI
reHepaTMBHOIO NCKYCCTBEHHOTO MHTEEKTa B KauecTee
BCMOMOraTe/bHbIX CPEACTB A5t paboTbl C TEKCTOM.

BbiIv NCNOAb30BaHbI CleAYyOLLNE MHCTPYMEHTbI U MOAEIM:

1. ChatGPT, OpenAl, mogenb GPT-5.5 Thinking

WNcnonb3oBancs ans obCyXaeHUs CTPYKTYpbl TEKCTA, YTOUHEHNS
bOPMyYNMPOBOK, pesakTMPOBaHUS OTAENbHbIX GparMeHTOoB,
NPOBEPKM JIOTUKM U3NOXKEHWUS N MOATOTOBKM YEPHOBbIX BAPUAHTOB
BCMOMOraTe/IbHbIX TEKCTOBbIX 6/10KOB.

2. Claude, Anthropic, mogenb Claude Opus 4.8

WNcnonb3oBancs ans anbTepHaTUBHOW pPesakTOpPCKOM NPOBEPKY,
nepedopMyAMPOBaHNS OTAE/bHbIX NPEANOXKEHNN, CTUANCTMUECKOTO
YAIYULLEHWs TEKCTa Y YTOUHEHWS apryMeHTaLmK.

NHcTpymeHTbl IV He ncnoab3oBannch Kak caMoCTOATE bHbIE
aBTOPbI NCCAEA0BAHMS, HE MPUHUMANN NCCAEA0BATENbCKNX
peLueHnin U He 3aMeHsIN aBTOPCKYHO MHTeprpeTaLmto Matepvana.
Bce creHepvpoBaHHble UAW OTPEAKTUPOBAHHbIE C UX NMOMOLLbHO
dparMeHThbl 6bIM NPOBEPEHbI, OTOBPAHbI 1 NMPU HEOBXOAMMOCTY
nepepaboTaHbl aBTOPOM. ABTOP HECET MOJIHYH0 OTBETCTBEHHOCTb
3a cofep>kaHve CTaTby, TOYHOCTb NPUBEAEHHbIX CBEAEHWIA, BbIBOAbI
M COOTBETCTBME TeKCTa TpeboBaHUAM NybmKaumm.

B ctatbe paccmatpuBaeTtcs npobaema skcrneprMeHTasbHbIX METOAUK B COBPEMEHHOM
Ka3axCTaHCKOW aHMMaLmn. PacnpocTtpaHeHHble nybanumctnyeckme Gopmybl — OTOXAECTBAEHNE
3KCNepPVMEHTaNIbHOCTU C HECTAaBUIBHOCTBIO MPOU3BOACTBEHHON MHPACTPYKTYPbI HALVOHaNbHOM aHUMaLMK
N1bo, HaNPOTKB, YTBEPXKAEHME O NOYTU MOJHOM OTCYTCTBUM IKCMEPUMEHTaNbHOM aHUMaL M B KasaxctaHe —
OLIeHMBAIOTCA Kak MeTOA0N0rMYeckn HeAoCTaTouHble. BbiABMraeTca runoTesa, CornacHo KOTopomn
B Ka3aXCTaHCKOW aHMMaLMm OTCYTCTBYeT He SKCMEePUMEHT Kak TaKOBOM, a /iBa CBA3aHHbIX YC/I0BUA €ro
pa3BUTUA — yCTOMUMBAA CUCTEMA OMUCaHUA, NeAarornyeckon nepesayun N NHCTUTYLMOHANbHOTO 3aKpenieHus
3KCMeprMEHTaIbHbIX METOAMK U KPUTUYECKOE OCBOEHWE 3aMCTBOBAHHbIX BU3YyaslbHbIX MOAenel —

OT aHUMe-Koga A0 dpecTrBaAbHOro popmMaTta — B COBCTBEHHbIN XyA0XKeCTBEHHbIN A3blk. Ocoboe MecTo
3aHMMaeT BOMpoC HaLMOHabHOTO: HaLlMOHaAbHOE NpeAnaraeTcs paccMaTpuBaTh He Kak TeMaTuyeckuii
«KONOPUT», MpUNaraemblii K roTOBOW aHUMaLMOHHOW GpopMe, a Kak NMepeMeHHYo 3KCreprMeHTa —

MaTepwas, U3MeHeHre KOTOPOro MOXEeT nepecTpanBaTh CTPYKTYpY npoussegeHus. [na aHannsa runotessl
BBOAMTCA aHaNIUTUYeCKOe pasrpaHuYeHne Tpex YpoBHel (3KCreprMeHTaNbHbIV MpueM, NpakTuka,

MeTozuka) 1 GOopMyaMpyeTcs ornepaLMoHabHbI MOPOroBbIv TECT U3 BOCbMU KpuTepues. Ha ocHoBe

3TOV paMKUW aHaM3MpPyeTCs MHCTUTYLIMOHaIbHOE NoJie COBPEMEHHOW Ka3axCTaHCKON aHuMaLmu,

a TakXe paccMaTpUBatOTCA aHMMaLMOHHbIe MpoekTbl «KasakaHuMauum» Kak npvMepbl 10KaaM30BaHHOrO
XyL,OXEeCTBEHHOrO nowcka. [lenaetcs BblBOZ O TOM, UTO B KazaxcTaHe C/IOXMANCh NMPOU3BOACTBEHHbIE,
obpasoBatenbHble U GecT1BaNbHbIE NPEANOCIIKNA ANA Pa3BUTUA IKCNEPUMEHTaIbHOMO HarpaB/ieHUs, OAHaKo
KNtOUEBOM fePULIMT COXPaHAETCA He TOIbKO Ha YPOBHE METOAUYECKOM MHCTUTYLIMOHAAN3ALMUY, HO U Ha
YPOBHE KPUTUYECKOTO OCBOEHUSA BHELLIHUX 3CTETUYECKUX U UHAYCTPUAbHbIX BAUAHWUIA. VIMEHHO Ha ypoBHe
MeTOANYECKOM MHCTUTYLIMOHAIN3ALMM peLlaeTcs, CTaHOBUTCA /M HaLMOHalbHOe NepeMeHHON 3KCrnepuMeHTa,
CO3HaTeNbHO 0CNabseTca U NCMOb3yeTCa Kak paMKa A8 UHOM TeMbl UK OCTaeTCs eKoPaTVBHOWM
MapKMPOBKO.
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1. Introduction
Over the years of its development, animation has formed a complex of artistic,
technological, and production practices that define its current state, and it continues
to develop through experimental methods — non-standard approaches to narration,
visual expression, and the use of technical means. In the Kazakhstani context, discussion
of experimental animation is complicated by two journalistic extremes: the notion
that any national project is already experimental by virtue of the industry’s youth,
and the opposite thesis of the near-total absence of experiment. Both formulas are
methodologically insufficient, since they substitute evaluation for analysis.

The problem, as a survey of the industry shows, lies not in a total absence
of infrastructure, but in the weak formalisation of experimental method within
an already existing professional field. Contemporary Kazakhstani animation develops
at the intersection of studio practices, educational programmes, creative associations,
the festival movement, technological training, and external audiovisual influences.
Animators are affected not only by local conditions of production, but also by the global
animation market, international festival criteria, the spread of digital tools, and borrowed
visual languages — from anime aesthetics to Western auteur and commercial animation
(Bendazzi; Lamarre; Manovich; "Mifa Presentation”, Annecy Festival). Yet experimental
approaches most often remain at the level of individual authorial experience, an isolated
production decision, or a festival selection. They are rarely documented as reproducible
methods that can be described, analysed, transmitted in teaching, and incorporated
into a stable professional tradition.

The research question is formulated as follows: how does a situation in which
the experimental character is distributed among separate projects, technological trials,
external stylistic influences, and festival practices differ from one in which it is formalised
as a reproducible pedagogical and artistic method within a stable school? Accordingly,
the aim of the study is to identify the nature of the deficit of experimental methods
in Kazakhstani animation. The working hypothesis of the study is twofold: the deficit
of experimental methods in Kazakhstani animation is connected, first, with the insufficient
institutionalisation of experimental methods — the description, pedagogical
transmission, and institutional consolidation of already existing practices — and, second,
with the insufficient critical reworking of external aesthetic and industrial influences
into a local artistic language. At the same time, the study does not assert the absence
of artistic experiment and does not deny traditional forms of transmitting experience;
what is at issue is a deficit of publicly described and reproducible methodological
models. Process documentation is treated not as an end in itself, but as one element
within a broader system — the description, pedagogical transmission, and institutional
consolidation of experiment. Experiment, in turn, is understood not as a random deviation
from the norm and not as a mere marker of novelty, but as a conscious system of artistic,
technological, and pedagogical actions. The question of the national occupies a special
place: it is regarded not as decorative “local colour”, but as an experimental variable —
material whose alteration is capable of restructuring the work itself; here the variable
is the very mode of presence of the national, from structure-forming to deliberately
weakened.
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Methodologically, the study relies on a qualitative theoretical and analytical approach
and is built according to a hypothesis-driven analytical logic: the hypothesis formulated
in the introduction is examined consecutively against theoretical, historical, institutional,
industrial-contextual, and case material. It employs theoretical and methodological
analysis of the literature, comparative-historical and institutional analysis, comparative
juxtaposition with foreign ecosystems, the case-study method, and contextual analysis
of external aesthetic and technological influences; the principal analytical instrument
is a criteria-based analysis resting on an operational threshold test of eight criteria,
which makes it possible to distinguish the experimental device, the practice,
and the method. The conceptual support is the tradition of research through artistic
practice (practice-based research) (Candy and Edmonds 63-69; Gray and Malins;
Sullivan). A detailed description of the material and the analytical procedure is given
in the section “Materials and Methods".

2. State of Scholarship
The problem of experimental animation has been elaborated to differing degrees
in the foreign, Russian-language, and Kazakhstani traditions. In foreign scholarship,
a stable corpus of works has taken shape that describes experimental animation through
the rejection of illusionism, attention to material, and an exploration of the boundaries
of the medium (Furniss; Wells, Understanding Animation; Taberham 17-36), as well
as through the history of abstract and non-objective animation (Moritz; Leslie; Smith
and Hamlyn 1). In the Russian-language tradition, auteur and poetic animation has been
conceptualised primarily in the reflections of practitioners and historians (Norshtein;
Krivulya, Labirinty; Malyukova; Popov 12-15). These works form a rich theoretical
and historical base, yet they focus predominantly on the artistic result and less often
on the reproducible method of attaining it. Also important for the present study
are works that consider animation within a broader media and technological field:
the analysis of anime as a distinct technique and visual system (Lamarre), and the theory
of software as an environment that shapes contemporary visual culture and the tools
of image production (Manovich).

Kazakhstani animation has been studied chiefly in a historical-cultural key:
the formation of the national school and its turn to folklore, mythology, and ornament
are described in works on the history of the industry (Nogerbek; Ardashov 44-47).
At the same time, the very problem of the relationship between the national and form
was already reflected upon within Kazakhstani material itself: Bauyrzhan Nogerbek posed
the question — "how can one preserve the folk colour of the fairy tale being adapted
to the screen and at the same time make the film modern in its cinematic language?”
(90). In the global historiography of animation, Kazakhstani and Central Asian material
can be correlated with the regional sections of Giannalberto Bendazzi's world history
of animation, where the development of national schools is considered within the broader
context of the Soviet, post-Soviet, and Asian film process (Animation: A World History,
vols. 2-3). In the present article, however, this historical context is used not
as an independent object of reconstruction, but as a background for analysing
how experimental practices become consolidated in the profession as method.
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Meanwhile, the experimental methods of Kazakhstani animation as an independent
subject have received almost no systematic description. Adjacent fields of knowledge
provide the necessary instruments for this: the tradition of research through artistic
practice (Candy and Edmonds 63-69; Gray and Malins; Sullivan), theoretical works

on animation as a form of knowledge production (Pikkov), and studies of experimental
animation as a pedagogical practice (Gingrich et al. 146-55; Hagler and Rauscher 178-94).
Thus the state of scholarship is characterised by a gap: alongside a developed theory
of experiment, a history of national animation, and studies of global media influences,
it is precisely the level of method that remains poorly described — how experimental
experience is formed under the impact of local and external factors, documented,
transmitted, and consolidated institutionally. The present article aims to fill this gap.

3. Theoretical Framework
The concept of experimental animation occupies an ambiguous position in theory:
it is widely used in research, festival, and educational discourses, but does not always
possess stable criteria of application. In the foreign tradition, experimental animation
is described through the rejection of illusionist narrative, attention to material
and process, and the exploration of the boundaries of the medium (Furniss; Wells,
Understanding Animation; Taberham 17-36). Thus Maureen Furniss describes the pole
of "abstraction” as “the use of pure form — a suggestion of a concept rather than an
attempt to explicate it in real life terms” (6); while Paul Taberham proposes that it “need
not be understood as a ‘genre’ with its own set of iconographies... Rather, it may be
understood as a general approach with a number of underlying premises” (17-18).
The history of abstract and non-objective animation — from Oskar Fischinger to Norman
McLaren — shows that experiment here is connected not with the exoticism of a device,
but with the systematic investigation of the expressive possibilities of movement, colour,
and sound (Moritz; Leslie). The poetic and auteur tradition, in which form becomes
the bearer of meaning, has also been described in the Russian-language reflections
of practitioners and researchers (Norshtein; Krivulya, Labirinty). A separate line
of theory links experiment with the problem of authorship and genre (Wells, Animation;
Krivulya, Evolyutsiya; Popov 14). At the same time, in a substantial part of the discourse,
the experimental character remains an evaluative compliment paid to an “unusual”
work rather than an analytical category. This distinction corresponds to the approach
of Natalya Krivulya, who proposes that animated forms be regarded not as a random
set of features, but as a model — “a whole formed of components possessing a set
of invariant parameters, characteristics, and features that nonetheless do not preclude
the development of the model as a whole, or the alteration and evolution of its individual
elements” (Evolyutsiya 34).

To avoid this vagueness, the article proposes to distinguish three levels.
The experimental device is a single non-standard solution (texture, technique, an editing
move, a violation of normative animation convention, recourse to an external stylistic
code). The experimental practice is an author’s or studio’s sustained recourse to such
devices, coalescing into a recognisable line of inquiry. The experimental method
is a practice developed into a documented, transmissible, and reproducible system:
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with a defined problem, a traceable process, documented results, and an understanding
of which local and borrowed stylistic sources participate in shaping the artistic solution
(Pikkov; Gray and Malins). This understanding rests on the tradition of practice-based

and practice-as research, where the artistic work itself produces knowledge subject

to description and verification (Candy and Edmonds 63-69; Sullivan; Smith and Hamlyn 2).
The distinction is fundamental: a device may be accidental, a practice may be individual
and non-transferable, and only a method possesses pedagogical and institutional
potential (Gingrich et al. 146-55). Experimental thinking is formed not by a separate
discipline, but by the overall organisation of artistic education — the presence

of workshops, pedagogical schools, conditions for creative inquiry, and the critical
reflection in which experiment is recognised and described (Hagler and Rauscher 178-94).

For Kazakhstani material it is especially important to take into account
that the experimental character does not arise in a vacuum of the national school.
The contemporary animator works within a global field of images, technologies,
and production expectations: digital packages and compositing change the very logic
of the medium (Manovich), while the spread of anime and its associated visual
conventions shows that a borrowed style is not merely a set of external features,
but a particular way of organising movement, space, and viewer perception (Lamarre).
Thomas Lamarre describes anime as movement “not about movement into depth,
but movement on and between surfaces... the animetic interval” (7). The question
of experiment must therefore be posed more broadly than the question of documenting
the authorial process: it is necessary to analyse how borrowed industrial and stylistic
models are either mechanically copied or reworked into one’s own artistic language.

For the analysis of Kazakhstani material, an operational threshold test of eight criteria
is proposed. The first is the presence of a research problem: an artistic, technological,
cultural, or pedagogical problem at which the inquiry is directed, rather than a mere
desire to do something “unusual”. The second is a deliberately modified variable:
the author consciously varies a particular parameter (material, technique, narrative
structure, rhythm, relation to the national code, an external stylistic source, or an industrial
constraint) and observes the consequences of this change. The third is a departure
from the normative solution: the chosen path differs from the standard one for the given
context, and this difference is substantive rather than accidental. The fourth is systematic
character: the experiment is built into the logic of the work, rather than reduced
to a single striking move.

The fifth criterion is an iterative process: the method presupposes trials, variants,
errors, and corrections; it is precisely the series of trials that shows how knowledge
about the material and the expressive principle is formed. The sixth is the documentation
of results: the experiment must produce not only a finished work, but also knowledge
about what was tested and what results and limitations were revealed; documentation
is possible in the form of authorial commentary, production materials, teaching
assignments, methodological descriptions, analytical articles, festival analyses,
or interviews. The seventh is reproducibility: this concerns not the mechanical repetition
of the artistic result, but the possibility of transmitting the working principle —
the posing of the problem, the sequence of actions, the conditions of the trials,
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the methods of analysis, and the limits of applicability; this is what distinguishes a method
from a unique authorial gesture. The eighth is reflexivity: the capacity of the author,
teacher, or institution to explain in what precisely the experiment consists and why
the chosen means are necessary for the posed problem; reflexivity protects the analysis
from arbitrary interpretations.

Within the proposed test, individual criteria have different statuses.
For an experimental device it is sufficient to identify a non-standard solution
and a substantive departure from the normative solution. For an experimental practice
it is necessary that this departure be connected with a deliberately modified variable
and possess a certain systematic character. For an experimental method the decisive
criteria become the research problem, the iterative process, the documentation of results,
reproducibility, and reflexivity. It is precisely these last criteria that make it possible
to distinguish a stable method from a single authorial gesture or an expressive stylistic
solution. Such an approach makes it possible to avoid three extremes: regarding any
Kazakhstani project as experimental merely because it was created under the conditions
of an unstable industry; denying the presence of experiment on the grounds that it has
not been formalised into a school; and automatically taking any borrowing of an external
visual language — anime, Western auteur animation, the clip-style digital aesthetic,
or the genre models of the global market — for experiment. A more accurate
intermediate position is this: experimental practices in Kazakhstani animation do exist,
but often do not attain the level of methodological documentation, pedagogical
transmission, and institutional consolidation.

4. Materials and Methods

The study is qualitative in character and is realised as a theoretical and analytical work

in which the advanced hypothesis is assessed by means of an analytical framework
rather than empirical measurement; the general logic of the exposition is hypothesis-
driven and analytical. A set of complementary methods is applied, each responsible

for a particular level of analysis. The theoretical and methodological analysis of scholarly
literature (Section 3) serves to reconstruct existing approaches to experimental animation
and to elaborate working concepts. Comparative-historical analysis (Section 5) is used

to reconstruct the institutional formation of Kazakhstani animation. Institutional analysis
(Section 6) describes the studio, educational, state, and festival segments as a single
professional field, while comparative analysis juxtaposes this field with foreign ecosystems
(France, Estonia, Canada, the USA), where experimental animation is institutionally
consolidated; contextual-industrial analysis, in turn, makes it possible to take into
account the influence of international festival mechanisms, global visual languages,
digital tools, and production expectations on local forms of experiment. The case-study
method with elements of formal-interpretive analysis (Section 7) is applied to individual
Qazaganimation projects, regarded as instances of localised forms of artistic inquiry.

At the same time, these projects are considered not as a representation of all Kazakhstani
animation, but as a revealing institutional case: its single-operator status and the state-
commission framework make it possible to observe under what conditions experiment
does or does not acquire a methodological framework. Independent, student,

SARYN PEER-REVIEWED JOURNAL



KAZAKHSTANI ANIMATION: THE NATIONAL AS A STUCTURAL VARIABLE 2026 C ;apyn

and commercial animation are deliberately left outside the case corpus — their systematic
analysis would require a different empirical base and a separate study.

The principal analytical instrument is criteria-based analysis: the operational threshold
test of eight criteria developed in the article (a research problem; a deliberately modified
variable; a departure from the normative solution; systematic character; an iterative
process; the documentation of results; reproducibility; reflexivity) makes it possible
to distinguish the experimental device, the practice, and the method. The second
criterion here encompasses external stylistic sources and industrial constraints as possible
variables of experiment, provided they are consciously reworked by the author rather
than mechanically copied. The conceptual framework that defines the understanding
of an experimental method as a form of knowledge production is the tradition of research
through artistic practice (practice-based and practice-as-research), in which the artistic
work itself produces knowledge subject to description and verification (Candy
and Edmonds 63-69; Gray and Malins; Sullivan); the method of the present study,
however, is not practice-based, but a qualitative analysis of documents, publicly
available sources, and cases that describes practice from the outside. This distinction
is fundamental: “If a creative artifact is the basis of the contribution to knowledge,
the research is practice-based. If the research leads primarily to new understandings
about practice, it is practice-led” (Candy and Edmonds 64-65). The empirical base
of the study, examined through the analysis of documents and publicly available sources,
comprised: normative and industry materials on state support for cinema (Kazakhcinema;
128 proektov”, PRO Production); the educational programmes of specialised universities
(KazNAI;, KazNUI) and their foreign counterparts (CalArts; National Film Board of Canada);
materials of the festival infrastructure ("Animatsionnyy festival™, PRO Production;

Annecy Festival); and publicly available information about the Qazaganimation projects
(Qazaganimation [@gazaqanimasia]). The analysis of the cases relies on viewing

the films themselves, which are publicly available on the Kinopoisk platform,

and on their juxtaposition with publicly available information about the Qazaganimation
projects. Since production materials (working versions, trials, internal documentation)

are not publicly available, the study does not claim a full reconstruction of the production
process: the formal-interpretive analysis is confined to features identifiable

at the level of the image, editing, genre structure, visual code, and the available
information about the project. The combination of the listed methods and materials
ensures the analytical grounding of the central thesis and makes it possible to move
from evaluative judgements about the experimental character to its analytical description.
Since the analysis relies on publicly available materials, conclusions about the stability

or deficit of methodological documentation pertain to the publicly recorded field

and do not claim to be an exhaustive characterisation of non-public studio practice.

5. Historical Background

Kazakhstani animation has not only a production base but also a cultural-historical one,
although its institutional development proceeded discontinuously and unevenly.

The formation of national animation in the Soviet period is connected with studio
production and the work of the first authors; the first Kazakh animated film is
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conventionally held to be Why Does the Swallow Have a Forked Tail? (director Amen
Khaidarov, Kazakhfilm, 1967), which already drew on a folkloric plot. In the global
historiography of animation, Bendazzi connects the early stage of Kazakhstani animation
above all with the figure of Khaidarov and the film Why Does the Swallow Have a Forked
Tail? (Animation: A World History, vol. 2). Already at the early stage, a turn to folklore,
mythology, ornament, and fairy-tale material as a source of imagery takes shape
(Nogerbek; Ardashov 44-45). Nogerbek formulated the requirement for working

with folkloric and ornamental material: “the task of the animation director lay not

in stylising the film after the miniature or the ornament, but in the artistic development
of the plastic elements of the Eastern miniature and the Kazakh ornament...
‘documentalism’ is not organic to the figurative nature of the animated film” (49-50).
This stratum is important for understanding the national as a resource: petroglyphs,
ornamental systems, balbal stelae, and folkloric plots enter the visual language

of animation not as an alien adornment, but as part of cultural memory (Ardashov 46-47).

The collapse of the USSR in 1991 substantially changed the situation of the industry:
economic crisis, the destruction of former production mechanisms, and the opening
of the market to foreign content led to a sharp reduction in film output. According
to the testimony cited by Bendazzi, in the post-Soviet period the production of animation
contracted sharply, and the industry entered a prolonged stagnation (Animation: A World
History, vol. 3). Production largely lost its systematic character and came to depend
on individual studio initiatives, authorial projects, and episodic support. In recent years,
attempts at revival have been noticeable — professional associations, festival platforms,
educational programmes, technological initiatives. A juxtaposition with the post-Soviet
Russian experience, where a developed critical and scholarly reflection on auteur
animation has taken shape (Malyukova), shows that the presence of individual
institutional elements does not yet mean the formation of a stable methodological
base for experimental animation.

Discussion of a school in this context requires terminological caution and a distinction
among three different meanings. Khaidarov is a foundational figure of national animation,
and an aesthetic tradition and pedagogical succession took shape around him:
in the historiography, the subsequent generations of Kazakhstani animators are regarded
as continuers of this line (Nogerbek). Khaidarov himself connected a school precisely
with an institution and with succession: “for our animation to take shape as a school,
we need a school in the literal sense of the word as well — that is, an educational
institution in which we could transmit the accumulated experience to the next
generation... A school is, above all, a tradition... the labour of generations of artists”

(gtd. in Nogerbek 150). However, the presence of a foundational authorial figure

and of succession is not yet identical to a school as a reproducible methodological system
— with explicitly described principles of work, a documented archive of production
decisions, and formalised mechanisms for transmitting the method to subsequent
generations. According to the publicly available sources, no such codified methodological
framework can be traced; this accords with the central thesis of the article: the deficit
pertains not to authorial experiment as a fact, but to its methodological description,
transmission, and institutional consolidation.
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6. The Institutional Field of Contemporary Kazakhstani Animation

Qazagfilm JSC remains the basic production institution, with a historical heritage

and professional capacity, but animation within the studio structure exists primarily

as a production area rather than as a laboratory for methodological experimentation.

The creative association Qazaganimation, officially opened on 28 October 2022
("Tvorcheskoe ob"edinenie”, Kazinform), is positioned, following its 2025 relaunch,

as a structure that creates original projects and shapes the visual language of contemporary
Kazakhstani culture for a young audience ("New Team", Qazaganimation [@qazaqanimasiaj).
Its slate is formed largely through open pitching (“Pitching Call”, Qazaganimation
[@gazaqanimasia]), and individual pilots are subsequently approved for development
into series — for example, Uyim gatda? [| Want to Go Home], selected as a pilot

at the 2025 pitching and approved for development into a series in 2026 (“2025 Pitching
Results”, Qazaganimation [@qazaqanimasia]; Uyim qgaida?, Qazaganimation [@qgazaqanimasiay).
The thematic orientation of these works — national values, respect for parents, Kazakh
fairy tales, friendship, sport — together with the studio’s published priority themes

for new pilots (“Priority Themes”, Qazaganimation [@qgazaqanimasia]), points to a cultural
and educational and representational function, significant for forming a viewer base

but not in itself a marker of an experimental method.

A similar logic characterises the “Kazakhcinema” State Center for Support of National
Cinema (SCSNC) — the single institutional operator for state support, oriented
toward the production and promotion of national films, participation in international
festivals, and the professional development of industry personnel. In 2024, more
than 400 applications were submitted to the centre’s competition (“Bolee 400 zayavok”,
Kazinform; Kazakhcinema). In 2025 the scale grew: 444 screenplays and screenplay
outlines were submitted, 357 were passed to the expert council, including 32 animation
projects, and 128 projects were admitted to the second stage (128 proektov”, PRO
Production). Thematically, the animation slate still gravitates toward family values, cultural
heritage, and mythology, which characterises it as cultural and educational: the SCSNC
strengthens the production base of the industry without being a specialised mechanism
for the development of experimental animation. For authors this forms a clear signal:
it is the finished national product, not experiment with form, that is systematically
in demand. The SCSNC is regarded here not as an institution for the transmission
of artistic methods, but as an element of the production-and-financing field that sets
the conditions for the selection and support of projects.

The educational segment is represented above all by the Temirbek Zhurgenov Kazakh
National Academy of Arts (KazNAI) and the Kazakh National University of Arts (KazNUI).
KazNAI trains directors of animated film using traditional and computer technologies
(KazNAI); the learning outcomes are connected with the conception, the script, command
of 2D and 3D programmes, editing, character work, and composition, yet experimental
animation is not singled out as an independent methodological component. KazNUI
runs the programme 6B02168 “Animation Film Directing” (KazNUI). Both venues form
a predominantly production-technological rather than laboratory-experimental model:
students master the profession and dramaturgy, but the experimental method is not
singled out as a separate object of teaching and transmission (Hagler and Rauscher 179).
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In analysing the educational segment, it is necessary to take into account not only
the presence of specialised programmes, but also the type of educational organisation
into which they are embedded. Since 2010, Kazakhstan has been a participant
in the Bologna Process (ENIC-Kazakhstan), which presupposes a three-tier structure
of higher education, a credit-based modular structure of study, an orientation toward
programme learning outcomes, and the comparability of educational trajectories.

For artistic education, such a system is not in itself an obstacle: a workshop, a laboratory,
or an auteur school can exist within the credit model as well. In that case, however,

they must be institutionally formalised as an independent educational framework, rather
than dissolving into a list of disciplines, competencies, and production assignments.

It is precisely here that one of the professional barriers to the transmission
of experimental experience arises. In the publicly available descriptions of specialised
programmes, the emphasis is placed predominantly on training qualified specialists,
command of traditional and modern computer technologies, the creation of animated
content for digital platforms, and the integration of education, science, and industry.
These tasks are fundamentally important for forming the profession, but they are not
identical to a laboratory-and-workshop model, in which experiment becomes
the subject of the regular posing of problems, a series of trials, critical analysis, authorial
reflection, and methodological description. The problem should therefore be seen
not in the absence of training in animation as such, but in the insufficient articulation
of the experimental workshop as a stable form of artistic education.

Consequently, the transmission of experimental methods in contemporary Kazakhstani
animation is hindered not by a single factor, but by a combination of several circumstances:
the credit-based modular structure of the educational process, the orientation
of programmes toward production-technological competencies, the absence of a publicly
designated laboratory framework for experimental animation, the weak publication
of production notes and methodological analyses, and the non-obvious professional
trajectory for an author who works not with an applied or commercially legible product,
but with an experimental form.

International experience is instructive. The Experimental Animation programme
at the California Institute of the Arts defines its task through the investigation,
experimentation, and redefinition of what animation can be (CalArts; Taberham 19;
Suleymanova 162). In the case of McLaren, experimental animation was institutionally
consolidated: in January 1943 he created and headed the first animation studio
(Studio A) at the National Film Board of Canada (National Film Board of Canada).

Against this background, the Kazakhstani programmes possess a substantial technological
and professional potential, but require a more explicit singling-out of experimental
method as a separate educational framework.

Foreign ecosystems show how experimental and auteur animation becomes
institutionally consolidated — through the linkage of production, education,
and festival. In France this is the Folimage studio and the La Poudriere school (Folimage;
La Poudriere), as well as the largest international festival and industry market at Annecy
(“Festival Presentation”, Annecy Festival; “Mifa Presentation”, Annecy Festival). In Estonia,
a stable methodological tradition is formed by the animation programme of the Estonian
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Academy of Arts and the POFF Shorts festival platform (Estonian Academy of Arts; POFF
Shorts). These examples show that experimental animation is consolidated not by means
of individual talented works, but through an infrastructure in which method is described,
taught, and presented publicly.

The festival framework provides yet another indicator. The Almaty Animation Festival
is gradually forming a space for the public presentation of independent, studio, student,
and experimental animation; the second festival took place on 26-28 July 2024 and
included a separate category, “Best Experimental Animation” (“Animatsionnyi festival'”,
PRO Production). The appearance of such a category is important: experimental work
acquires a direct institutional name within the Kazakhstani infrastructure. However,
the results of the selection show the limited national presence in the experimental
segment: the competition gathered more than 250 projects from 52 countries;
from Kazakhstan, three student films and one music video entered the 2024 programme,
and the experimental category was represented predominantly by foreign works;
the winner was Simple Forms by the director Natalia Ryss (Israel) (“Animatsionnyi
festival™, PRO Production). This does not prove the absence of experiment in the country,
but points to a gap between individual authorial and educational inquiries and their
public festival articulation. And even where experiment already has an institutional name,
the demand for it on the part of the milieu itself is so far slight.

7. The Qazaqanimation Case: The National as an Experimental Variable

The national in the projects under consideration appears not as an obligatory local
colour, but as a variable with a varying mode of presence — from structure-forming

to deliberately weakened. Here, the national is understood not as a stable “eternal
essence”, but a historically mobile aggregate of cultural codes, mythological motifs,
visual and ornamental traditions, institutional expectations, and contemporary modes

of representation. The variable of experiment therefore becomes not the very presence
of the national, but the manner and degree of its participation in the construction

of form: the national may restructure the composition, the narrative, or the genre;

it may be preserved only as a residual layer; it may enter a mixture of stylistic sources;

or it may serve as a framing device for a different problematic. This analytical perspective
has a direct precedent in Kazakhstani reflection: Bolat Omarov already insisted

that “national distinctiveness is expressed not only in the characters of the heroes...
what matters most is a distinctiveness of thinking... [when] the national is conveyed
through attributes, costume, language, and music, this leads to pseudo-nationality...
whereas national thinking is conveyed through the overall structure of the film,

through its tempo-rhythmic, light- and colour-tonal solution, and its choice of camera
angle” (gtd. in Nogerbek 142-143). In the terms of the test, this means that the national
is recognised as a variable not only when its code is intensified and restructures form,
but also when it is consciously weakened or reduced to a shell: what changes is precisely
the mode of presence, not the fact of the presence or absence of a motif. Qazaganimation
is of interest here not because it automatically represents national animation as a whole,
but as an institutional platform on which this range becomes observable: within it,

the institutional task of producing national content collides with authorial attempts
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to go beyond obligatory national marking, to hybridise it, or to use it as a frame
for other themes. The platform is also indicative in its shift in generational perspective —
a young cohort of directors, students, and graduates of specialised universities
works on the projects, and it is precisely here that different strategies of working
with the national code, global visual influences, and genre models are especially
noticeable. All four projects examined below were selected as winning pilots
of the same 2025 Qazaganimation pitching (“2025 Pitching Results”, Qazaganimation
[@gazaqanimasia]), which makes them an institutionally comparable set rather
than a random selection. Below, four projects are examined, arranged along this spectrum
of modes of presence of the national, and then a body of works in which the national
remains a thematic marker under an unchanged form.

Each of the projects analysed below is read through one and the same threshold
test, rather than through the impression made by the work: for each, it is established
at what level the path from device to method breaks off. At the same time, the criteria
that specifically constitute a method — the iterative process, the documentation
of results, reproducibility, and reflexivity — require traceable evidence of the process:
production materials, trials, teaching descriptions, authorial or institutional reflection.
No such traces are publicly available for the projects under consideration; therefore
their non-confirmation is not a gap in the analysis, but the diagnosed result itself:
it records that experiment here exists at the level of the device and the practice,
but is not developed into a method. So that the test remains uniform for all the cases,
the deliberately modified variable is taken to be not a separate motif, but the very
mode of presence of the national in the construction of form; the cases analysed below
are therefore not different tests, but different values of one variable. In this sense
the case analysis tests the hypothesis on concrete material with the same rigour
with which the theoretical framework sets it.

The film Shanyraq (director Madina Tazhbagambetova, 2025) is a visual-symbolic
experiment (see Fig. 1). In terms of plot, the stubborn Murat tries to set up a yurt
in the steppe single-handedly, fails, and — having accepted Inzhu's help — attains
harmony in the process of the work; on this uncomplicated narrative frame, the main
expressive load falls on the visual-symbolic structure. Its experimental character
is connected not with the complexity of the narration, but with the way the system
of imagery is organised: the ornament is not reduced to a decorative function
but is incorporated into the composition, the plasticity, and the symbolic structure
of the image, partly restructuring the very form of the frame. With a comparatively
simple plot, the emphasis shifts to rhythm and symbolic saturation, and the national
motif is not placed within a ready-made form — it changes that form. This is precisely
the case in which the national functions as a variable: a change in the ornamental
structure entails a change in the visual composition of the frame. However, recognition
as a method requires documentation of the process — how the motifs were selected
and translated into animated movement and form, what trials were conducted
and rejected; without such documentation, the film remains a strong artistic achievement
but not a reproducible model. In the terms of the threshold test, Shanyraq clearly satisfies
the criteria of a deliberately modified variable (the ornamental structure)
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and of a departure from the normative solution, and partly the criteria of a research
problem and systematic character; the criteria of the documentation of results,
reproducibility, and reflexivity are not confirmed by the publicly available materials,
which keeps the work at the level of a practice rather than a method.

TeRpm

Figure 1. A frame from Shanyraq (director Madina Tazhbagambetova, Qazaganimation,
2025) as an example of visual-symbolic experiment: the ornamental motif organises
not only the decorative surface of the frame but also its compositional structure.

Unison (director Mansur Aimbetov, 2025) is of interest for its opposite movement:
it consciously weakens the national marking (see Fig. 2). The plot is built not on folkloric
material and a recognisable ethnocultural local colour, but on a universally legible story:
during a raid, a barbarian meets a warrior maiden, saves her, betrays his own army,
and himself begins to change. Instead of relying on a folkloric plot, classical imagery,
and recognisable ethnocultural local colour, the film constructs a contemporary
statement about love and inner experience, legible outside the local context. Individual
recognisable cultural elements are still discernible in it, but they do not organise
the meaning and the form — the national shifts from a structuring principle
to a background layer. The experimental position here is the very possibility of making
contemporary, emotional, and internationally legible animation without an obligatory
ethnocultural support; in a milieu where national colour is expected almost by default,
this is work not with a motif, but with the very expectation of the national. At the same
time, this concerns an observable result rather than a reconstruction of the conception:
the publicly available materials show that the national does not carry a meaning-making
function, but they do not show by what procedure exactly the author arrived
at this and how such a move would be reproduced in other works. In the terms
of the threshold test, Unison satisfies the criteria of a deliberately modified variable
(the mode of presence of the national, reduced to a residual layer) and of a departure
from the norm; the research problem and systematic character are expressed more
weakly, while the documentation of results, reproducibility, and reflexivity cannot be
traced from the publicly available materials — and so the work remains at the level
of a single authorial solution rather than a formalised method.
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Figure 2. A frame from Unison (director Mansur Aimbetov, Qazaganimation, 2025)

as an example of the weakening of national marking: a contemporary emotional
statement is built through the colour environment, the character's movement and bodily
expression, and the tonality of the frame, and is legible outside the local context.

Kolenke [The Shadow] (director Maksat Ayapov, 2025) is the most pronounced genre
shift among the projects under consideration (see Fig. 3). The national-mythological
stratum here performs a narrative-structural function: the encounter with the hag
Zhalmauyz Kempir, the curse, the transformation of the heroes, and the goal connected
with a forest spirit and a sacred spring form not only the sequence of imagery
but also the very logic of the action. The national is not reduced to a decorative
marking, since the mythological code motivates the conflict, the transformation
of the characters, and the quest structure of the plot. However, this code operates
within a genre hybridisation that combines a crime-based premise, horror motifs,

a quest model, and visual conventions oriented toward anime aesthetics. As a result,
the mythological material becomes an important structural element of the film,

but, based on the publicly available materials, does not function as a consistently
investigated variable. Kolenke can therefore be regarded as an example of an expressive

Figure 3. A frame from Kolenke (director Maksat Ayapov, Qazaganimation, 2025)
as an example of genre hybridisation: elements of anime aesthetics, the crime
film, horror, and Kazakh mythological imagery are combined within a single visual
construction.
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genre practice in which the national partly acquires an experimental status: it organises
the genre situation and the motivation of the action, but does not reach the level
of a documented method. In the terms of the threshold test, the film demonstrates
a pronounced departure from the norm, work with several stylistic sources, and a partial
systematic character; however, the criteria of the documentation of results, reproducibility,
and authorial or institutional reflection are not confirmed by the publicly available
materials. It is precisely the pedagogical potential of such a genre experiment
that remains one of the least developed resources (Gingrich et al. 146-55).

Su perisi [The Water Spirit] (directors Linara and Renata Mirgaliyevas, 2025) shows
a fourth mode — national framing as an outer shell (see Fig. 4). Formally, the film
draws on the image of a mythological water creature, but the story unfolds not around
the national theme: a poacher wounds a Caspian seal pup and disrupts the marine
equilibrium, after which a fog draws him into the dark waters of the Caspian, where
an enchanting female voice lures him deeper, and the man, through a sequence
of metamorphic and phantasmatic images, takes on a fish-like nature and loses his own
form. The semantic centre here is an ecological parable about human violence against
nature, poaching, and greed, while the mythological image works not as a structural
variable, but as an entry point and a triggering mechanism for a different statement.
The visual series, too, does not look classically Kazakh: it is closer to the eclecticism
of a mystical thriller, digital painterliness, the clip-style alternation of states,
and metamorphic imagery. The novelty of the device is evident, but it stumbles over
a weak dramaturgical organisation: the cause-and-effect connections are not always
traceable, since the visual dimension dominates the construction of action. In the terms
of the threshold test, "Su perisi” satisfies the criterion of a departure from the norm
and — unstably — the criterion of a modified variable (the instrumental use
of the mythological image); however, the systematic character is lowered by the very
dramaturgical looseness, while the research problem, the documentation of results,
reproducibility, and reflexivity are not confirmed by the publicly available materials;
the case therefore meets fewer criteria than the others — at the level of an experimental
device that does not attain even a stable practice.

Figure 4. A frame from Su perisi (directors Linara and Renata Mirgaliyevas,
Qazaqanimation, 2025) as an example of presenting a mythological image outside
ethnographic stylisation.
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The main body of the remaining Qazaqganimation projects consists of works in which
the national is present as content and thematic marking: folkloric plots, recognisable
images, value-laden motifs. Such are, for example, Qupiya Nauryz [The Ghostly Nauryz]
(director Bauyrzhan Salzhanov) and Umadyn koz jasy [The Tears of Umai] (director
Zhansaya Bekisheva), and, in the earlier feature-length mythological line, Er Tostik zhane
Aydahar [Yer Tostik and the Dragon] (2013). These works are important for forming
a viewer base and national content, but the national in them does not become a variable
whose alteration would restructure the form. The difference between the four cases
analysed and this body is precisely the boundary between experiment and representation:
in the analysed projects, the very mode of presence of the national changes —
it reorganises form, is deliberately weakened, enters a genre mixture, or serves as a shell
for a different theme — whereas in the body it remains a decorative marker under
an unchanged form.

8. Discussion

A juxtaposition of the institutional field and the specific projects shows that the main

problem is not that Kazakhstani animation fails to produce new images or does not

turn to contemporary forms. The problem is that the process of creating these images

rarely becomes a subject of analysis: the artistic result is visible, but the method

of obtaining it is not. It is precisely this that impedes the pedagogical transmission

of experimental experience and its institutional consolidation. Several systemic reasons

can be identified for which an experimental method does not consolidate; some of them

coincide with the more general problems of the industry — the instability of financing

and of the systematic organisation of production, discussed in industry journalism

as well (Laubayeva). The transmission of experience is traditionally carried out through

the "master—apprentice” relationship, specialised universities, and creative associations.

However, in the publicly available descriptions of specialised educational programmes

an independent laboratory-and-workshop framework for experimental animation is not

articulated, and the transmission of experimental experience remains predominantly

informal and fragmentary; the deficit concerns not transmission itself as a fact,

but its publicly described, verifiable, and reproducible methodological models.

First, there is no dedicated laboratory framework in education — experiment is not

separated from general production training. Second, a practice of documentation

has not taken shape: production notes, methodological descriptions, and analyses

of the process are almost never published. Third, support is oriented toward finished

national content rather than research engagement with form. Fourth, the festival

category gives experimental work a name but does not produce a description of it.

Fifth, the national is more often used as a thematic marking than as a structural variable,

which lowers the need for reflection on method. Sixth, borrowed stylistic models are

often perceived as ready-made solutions rather than as material for critical reworking.
No less important is the second level of analysis — the pressure of the external

audiovisual and industrial environment. The contemporary Kazakhstani animator works

not in an isolated national space, but within a global field of images, software tools,

festival expectations, commercial formats, and genre conventions. The animator is shaped
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by anime aesthetics, Western auteur and commercial animation, digital production
standards, international festival criteria, and notions of which project can be professionally
and visually “legible”.

In this sense, many contemporary inquiries turn out to be ambivalent. On the one
hand, they do indeed expand the local visual language and allow Kazakhstani animation
to enter into a dialogue with global tendencies. On the other hand, the striving to be
conventionally acceptable for a festival, a market, a platform, or a future employer
can limit the risk and radicality of an experiment. This also applies to the strategy
of deliberately weakening the national: moving away from ethnocultural marking
expands international legibility, but may coincide with the market demand for universality
and thereby blunt the edge of the experiment itself. The external style in such a case
is used as a ready-made code of recognisability, rather than as material that the author
critically restructures within their own artistic task.

Experiment should therefore be understood neither as recourse to a ready-made
recognisable form nor as the mechanical transfer of external visual conventions into
local material. Experiment arises when the external code becomes a modified variable:
the author consciously tests how a borrowed language changes the rhythm, the editing,
the plasticity, the composition, the genre structure, the image of the national material,
or the mode of viewer perception. If there is no such testing, the external influence
remains a stylisation; if there is, it can become a full-fledged artistic experiment.

It is also essential that a borrowed language (anime, Western auteur animation, digital
techniques) does not in itself make a work experimental. This dependency is described
theoretically by Krivulya: “existing models do not disappear but are transformed...
an orientation toward particular proto-forms prevailing in national types of culture shapes
the dominant models and forms of animation, whose evolution determines the specific
features and character of the development of particular animation traditions” (Evolyutsiya
454). Outside a constructed national artistic system, it risks remaining an external device
unconnected with the inner logic of the work.

It is also important to distinguish the absence of published authorial reflection
from the absence of artistic experiment. In many cases, the experimental character
is revealed retrospectively through film-studies analysis: through the study of form,
rhythm, plasticity, genre structure, visual code, and production context. However,
without authorial, pedagogical, or institutional materials such analysis remains less
verifiable, and the practice itself is more difficult to turn into a method. In this connection,
creative diaries, production notes, interviews, and analyses of the process are regarded
here not as a self-sufficient condition of artistic development; they are important
as an instrument for translating individual authorial experience into an analysable
and potentially transmissible form.

Behind the listed barriers stands one further circumstance that may be mistakenly
perceived as the absence of experiment itself: experimental work has not yet formed
a stable institutional place where it would receive professional recognition, support,
and subsequent documentation of experimental methods. The mechanisms of state
support are oriented predominantly toward projects with a clearly articulated
cultural and representational function, whereas research engagement with form
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and the methodological description of experiment are not singled out as an independent
focus of support; the festival category designates experimental work as a distinct rubric
of selection, but does not presuppose an obligatory analysis of the method; industrial
and platform mechanisms, in turn, more often encourage the visual recognisability

and conventional legibility of a project. As a result, the author is left with few external
incentives to bring an individual artistic device to the level of a reproducible method:
experiment remains possible, but does not acquire a stable applied and institutional
framework. What is at issue, therefore, is not the absence of experiment nor its artistic
insignificance, but the weak formation of an environment in which experiment could be
described, verified, transmitted, and recognised as a professional norm. The task therefore
consists not only in the documentation and pedagogical transmission of the method,

but also in the creation of situations in which experiment becomes functionally necessary:
in a teaching laboratory, in a festival analysis of process, in a research publication,

and in professional discussion.

9. Conclusion and Practical Recommendations
The analysis confirms the hypothesis: in Kazakhstani animation, production, educational,
and festival preconditions for the development of an experimental direction have taken
shape; however, the key deficit persists not only at the level of the public description
and pedagogical transmission of the method, but also at the level of the critical reworking
of external visual and industrial models. Experiment exists as a device and as a practice,
but rarely attains the level of a documented, transmissible, and reproducible method.
It is precisely in the process of methodological reflection that it becomes visible how
the national code functions: whether it becomes a structural variable of experiment,
is consciously weakened, or is used as a frame for a different problematic, or remains
a decorative marker. Experiment itself is formed not in isolation, but in the field of interaction
of national tradition, global visual languages, digital tools, festival selection, and production
constraints. Four practical recommendations follow from the analysis carried out.

The first concerns the educational framework. It is advisable to include in the curricula
of specialised universities a module or laboratory course, “Experimental Animation”
(“The Animation Experiment Laboratory”). Its task is to teach not only the creation
of unusual works, but the very logic of experiment: the formulation of a hypothesis,
the choice of a variable, the conduct of a series of trials, the documentation of errors,
the analysis of the result, and the preparation of a methodological description.
The outcome of the course should be not only a film, but documented knowledge about
the way it was created. The experience of foreign workshops confirms such a logic:
"Experimental workshops are process-led and participatory in nature, in that students
are able to co-author their own experimental approaches” (Gingrich et al. 146-55).
A similar model has already been realised in international practice, in particular
in the Experimental Animation programmes at the California Institute of the Arts (CalArts;
Hagler and Rauscher 191; Suleymanova 162), and can be adapted to Kazakhstani
conditions, taking into account the local cultural and linguistic context.

The second recommendation concerns publication and research. A teaching manual
or an edited collection on the experimental and auteur animation of Kazakhstan
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is needed, prepared in collaboration with directors, teachers, researchers, representatives
of Qazaganimation, the festival community, and specialised universities. Such a work
could document local practices, introduce working concepts, describe cases, propose
teaching assignments, and form a terminological apparatus for analysing experimental
animation. Without such a conceptual framework, the experimental character remains
predominantly an evaluative characteristic of an “unusual” work, rather than an analytical
category and a transmissible professional principle.

The third recommendation concerns the festival infrastructure: the Almaty
Animation Festival can perform not only the function of a competitive screening,
but also the function of a laboratory platform — through residencies, workshops, open
analyses, pitching sessions for experimental projects, the publication of production
notes, and a discussion of the process rather than only of finished films.

The fourth recommendation concerns the analysis of industrial and global influences.
In educational and festival programmes it is advisable to include separate analyses
of how anime aesthetics, digital production tools, international festival criteria, and market
expectations affect the local animation language. Such work will make it possible
to distinguish productive artistic borrowing from external stylisation and to regard
the global industry not only as a source of pressure or imitation, but also as material
for conscious experiment.

The prospects for further research are connected with archival work on the holdings
of Qazaqgfilm and the private archives of authors of the late Soviet period; with the empirical
description of the production processes of contemporary projects; with the systematic
analysis of the independent, student, and commercial segments that remained outside
the present case corpus; and with the development and piloting of a laboratory method
in the teaching environment. A separate direction of further analysis is the influence
of international festival and market mechanisms on local animation practice. The ability
to describe, transmit, and sustain experiment as a method thus turns out to be not
a technical addition to creative work, but the very condition under which individual artistic
breakthroughs — including in work with national material — are turned into a stable
and transmissible professional tradition.
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KOHUenunn peBbo N LUeHHble 3aMedaHuns, crnocobcTBoBaBLUNE €ro noAarotoeke.

AHHOTALMA. Ka3axcKuii HApOAHBIV CLIEHNYECKU TaHeL, MPOAO/KaET gpeBHNE GONbKAOPHbIE TPaANULIAN
Ka3axXCKoro TaHLLa U BXOAMT B CUCTEMY COBPEMEHHOTO Ky/bTYPHOrO NpocTpaHcTBa. OH UrpaeT BaxKHYH POsib
Kak B HPaBCTBEHHOM, TaK ¥ B XyA0XEeCTBEHHOM BOCMUTaHWMN IMYHOCTU. B peBbio BNepBble paccMaTpuBaeTcs
xopeorpaduryeckas KOMNo3uums «Facbipiap yHi» U3BECTHOTO Ka3axcTaHCKOro M aMeprKaHCKOro
6anetmeictepa XaHata barigapanunna (poa. B 1950), koTopas SBASETCA O4HON U3 3HAKOBbIX B penepTyape
FocysapcTBEHHOro aHcambasa HapOAHOTO TaHUa «AnTbiHaK» NPy AIMaTUHCKON 06aacTHON GuaapMoHUK
nmeHun CytoHbas.

AKTYyanbHOCTb UCCNef0BaHNA 0BYCNOBNEHA HEAOCTAaTOUHOM N3YUEHHOCTBIO CLIeHMYEeCcKMX GOPM Kasaxckoro
TaHLa BTOPOV nosoBuHbl XX Beka 1 TBOpUeckoro Hacneams X. baingapannHa, okasaBLUEro BECOMOE BAUSHNE
Ha pa3BUTME COBPEMEHHOIO 1 Ka3axckoro TaHua B KasaxctaHe. ABTOp NpUMEHSET METOZ PEKOHCTPYKLIMK
yepes aHann3 xopeorpaduueckon 1eKCMKK, CPaBHUTENbHO-UCTOPUYECKNA 1 METOZ SMMUPUYECKOTO
nccnefoBaHua, jeTanbHO BOCCO34aBas CLLEHNYECKY0 KOMMNO3NLMIO U BbiABAAA OCOBEHHOCTH

ee NNacTnyecKkoro A3blka.

Xopeorpaduueckas Tpraga «Facoipnap yHi» cOCTOUT U3 CefyroLmnx YacTen: «Facbipnap yHi» Ha My3blky
Camata Manimbas, «Kypec» n «LlLepHuasz» — Hyprucel TheHgmesa. MNoctaHoBKa paccMaTpuBaeTcs

Kak CLieHMYeckas peKOHCTPYKLMS TPexX NaacToB HOMaZNYeCKon KynbTypbl: ICTOPUKO-MUEGONOTMYECKOro
(obpasbl cakCkux MaeMeH), cakpanbHO-pUTyanbHOro (0bpsa anacray), coumanbHo-NpasAHUYHOro
(Tpagunumun Haypebiza). MaacTnyeckmin A3k KOMMO3MLMA OCHOBaH Ha CMHTE3e CTUAN30BaHHOWN NeKCUKM
HapOAHOro Ka3axckoro TaHLa, PUTyaabHOW CUMBOJIMKM, MaCCOBbIX KOMMO3ULMOHHbIX PUCYHKOB.

Takum obpa3om, xopeorpaduryeckas Tpmaga XK. bangapanvHa — ofHa U3 CLLEHNYECKUX MHTeprpeTaLuii
Ky/NbTYPHOV NaMsaTV U MUPOBO33PEHYECKNX NPesCcTaBAeHnIn KOUeBOW LmBuansaumm. Npaktmyeckas
3HAaYMMOCTb PaboTbl 3aK/IHOYaeTCA B BO3MOXKHOCTU AaJibHENLLErO N3yUYeHUs TBOPYECKOro MeTosa xopeorpada
B KOHTEKCTE HaLMOHabHOM XOpeorpadunyeckon KyabTypbl.
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Knbiw6baes, TanaHT. «XKaHaT baliziapasnblHbiH, KeLLNeHAinep aneMiHiH MaaeHu
LuapanapbIHbIH, MAACTUKaNbIK PEKOHCTPYKLMACKI PETIHAET Xopeorpadusabik Tprasach!».
Saryn, 1. 14, N2 2, 2026, 108-122 6., DOI:

(OpbicLia)

Facbipnap yHi, Kypec, LepHusas, «AnTbiHain» 61 aHcambi, xopeorpadusabik Tpyraza,
XaHat bangapanbl, Kasak yaTTbiK 61i, KOLNeHAiNep MaAEHWETI.

ABTOp peLieH3eHTTepre, Saryn ypHablHbiH, peAakLns ankacbiHa, COHAan-ak

A. [1. Ypa3biMbeToBKE WOy TY>KblpbIMAAMAChIH d3ipsieyre KOCKaH Y/Ieci

>KOHE XYMbICTbIH, CanacblH apTTbipyFa biKMan eTKeH KyHAbI Nikipaepi MeH yCbiHbICTapbl
YLWIH WbIHaMbl anfbiCbiH Bingipeai.

Kasak xanblk caxHanblk 6ui Ka3ak OUWiHiH eXenri XanbIKTbIK ACTYPAEPiHiH, Xanfacbl 6013,
Ka3sipri MaAeHW KEHICTIKTIH 6eniri 6obin Tabbliagbl, OHbIH iLiHAE afaMrepLUifiK XoHe KOpKeMZAiK
TOpbOUeEHiH kKypamaac 6eniri peTiHae KbiameT eTei. by wonyaa CyniHb6an atbiHAaFbl AMaThl 06/1bICTBIK,
bGUNaPMOHMACBIHBIH, XXaHblHAaFbl MeMaeKkeTTiK «ANTbiHa» Xanblk 61 aHCaMbiHiH, penepTyapbiHAafbl 6enrini
Kasak, >xaHe amepuKaHAbIk xopeorpad XaHat bangapanbiHbiH (1950 x. T.) «Facbipaap yHi» xopeorpadpusabik,
KOMMO3ULMACHI asffalll PeT 3epTTenin, TaHbICTbIpblayAa.

By 3epTTeyain, e3exTiniri XX facblpiblH, eKiHLLi XapTblCbIHAAFbI Ka3ak, 6uiHiH caxHasbik dopManapbiHbIH
XKETKINIKCI3 3epTTenyi xaHe KazakcTaHzafbl 3aMaHayu >kaHe Ka3ak OuiHiH AamybliHa 30p biknan eTkeH

X. bangapanbiHblH Mypa bunepi Herisre anbiHFaH. ABTOp xopeorpadusibiK JeKcrMKaHbl Tangay apKblbl
PEKOHCTPYKLMA dAICIH, CaNbICTbIpMasbl TapPUXK TCIIAI XXoHE IMNUPUKaNbIK 3epTTey d4iCiH KoaAaHa OTbIpbIM,
CaxHa/iblK KOMMAO3ULMAHbI MYKUAT XXaHFbIPTbIM, XOpeorpadusbIK TiliHIH epekLuenikTepiH aHblKTalzbl.

Byn xopeorpadusnsik Tpraga Camat ManimbangpiH, My3bikacbiHa KONblFaH «Facbipaap yHi», Hypfuca
TineHAVEBTIH My3blKacbiHa KoWblifaH «Kypec» xaHe «LLlepHuss» aTTbl KOMbIIbIMAAPAAH TyPadbl. KoMblabIM
Keluneninep MaAEHWETIHIH YW TapMaFbl: TAaPUXM-MUPONOTrMAbIK (CaK TalnanapbliHbiH beliHenepi),
canT-AxCcTypi (anactay AdCTypi) XXaHe aneymeTTik-Mepekenik (Haypbi3 49CTypi) TapanbiHaH caxHablK,
PEKOHCTPYKLMACHI PETIHAE KapacTbipblifaH. by WweiFapmanapgbiH xopeorpadusbik Tini Kasak XablK GUiHiH
CTUIbAEHAIPINTEH NIEKCMKACHI, 9AET-FYPbINTbIK CUMBOAN3M, ByKapanblk KOMMNO3ULMABIK YAMNEPAiH CYHTe3iHe
HerizgenreH.

CoHbimeH, XXaHaT balrigapanbiHbiH Xopeorpadusanblk Tprasachl KeLneninep epkeHUeTiHiH, MaeHN

Xaabl MEH UAESAbIK KOHLENLUANAPbIHbIH, CaxHablK MHTeprpeTaumanapbiHbiH 6ipi 60abIN Tabblnagb!.

Byl WonyAbIH NpakTKanblk, MaHbI3AblIbIFbl YATTBIK XOPeorpadusiblk MaAEHNET KOHTEKCTIHAE XOpeorpadTbiH
LWblfapMaLLbIbIK 9AICIH OZlaH api 3epTTey MYMKIHAIriHAE XaTbIp.
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Klyshbayev, Talant. “Zhanat Baidaralin’s Choreographic Triad as a Plastic Reconstruction
of the Cultural Representations of the Nomadic World.” Saryn, vol. 14, no. 2, 2026,
pp. 108-122, DOI: . (In Russian)

Gasyrlar Uni, Kures, Sherniyaz, Altynai Dance Ensemble, choreographic triad, Zhanat
Baidaralin, nomadic culture, Kazakh dance.

The author expresses sincere gratitude to the reviewers, the editorial office of Saryn,
and Damir Urazymbetov for his contribution to the development of the review's
conceptual framework and for the valuable comments and suggestions that helped
improve this work.

Kazakh folk stage dance continues the ancient folkloric traditions of Kazakh dance and forms
part of the contemporary cultural landscape. It plays a vital role in both the moral and artistic education
of the individual. This review is the first scholarly study of the choreographic composition Gasyrlar Uni
[The Voice of the Ages] by the renowned Kazakhstani and American choreographer Zhanat Baidaralin
(b. 1950), one of the significant works in the repertoire of the Altynai Folk Dance Ensemble of the Suyunbai
Almaty Regional Philharmonic.

The relevance of this study lies in the insufficient scholarly attention given to the stage forms of Kazakh dance
in the second half of the twentieth century, and the creative legacy of Baidaralin, whose work significantly
influenced the development of contemporary and Kazakh dance in Kazakhstan. The method of reconstruction
is applied through the analysis of choreographic vocabulary, as well as comparative-historical and empirical
research methods, meticulously recreating the stage composition and identifying the distinctive features

of its plastic language.

The choreographic triad Gasyrlar Uni [The Voice of the Ages] is composed of the following parts: Gasyrlar Uni
set to music by Samat Malimbai, Kures, and Sherniyaz set to music by Nurgissa Tlendiyev. The production

is examined as a stage reconstruction of three layers of nomadic culture: the historical-mythological (images
of the Saka tribes), the sacred-ritual (the alastau purification ritual), and the social-festive (the traditions

of Nauryz). The plastic language of the compositions is based on the synthesis of stylized vocabulary

of Kazakh folk dance, ritual symbolism, and large-scale compositional patterns.

Therefore, Baidaralin’s choreographic triad represents one of the stage interpretations of the cultural memory
and worldview concepts of nomadic civilization. The practical significance of this review lies in the potential

for further study of the choreographer’s creative method within the context of national choreographic culture.
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BcrynneHue

XKaHaTt barisapanvH — Ka3axCTaHCKUA 1 aMepUKaHCK1n xopeorpad, negaror 1 apTucT
6aneTa, BHECLUMIA 3HAYMTE/IbHbIM BKAAJ B Pa3BUTME COBPEMEHHOM Xopeorpadpun
KazaxcTtaHa. Ero TBOpUeckas AesTeslbHOCTb CBA3aHa C MOCTaHOBKOMW 6aneTHbIX
cnekTaknen, KOHLEPTHbIX MPOrpaMM 1 pa3BUTMEM aBTOPCKMUX Xopeorpaduryeckmnx
KONNEKTUBOB. B pa3Hble roabl OH COTPYAHMYAN C HAPOAHbBIM aHCaMbaeM MecHN U TaHLa
«Kanamkac» obnactn Abaii, FocyaapCcTBEHHbIM aHCaMbaeM HapOAHOTO TaHLA «ANTbIHaN»
AnmMaTrHCKOM 061acTK, a Takke peanr3oBbiBan COOCTBEHHbIE TBOPYECKME NPOEKTDI
«Knnuak [3Hc» n «Eypas-woy».

B 1995 roay X. bavgapanvH 6bin npurnatleH Ana OoCyLeCcTBAEHNs psja NOCTaHOBOK
B aHCaMbne «AnTbiHaW» Npu AAMaTUHCKOW obaacTHOW dunapMoHumn nmexHn CyroHbas.

B 3TOT Nepuog nm 6bina cozgaHa xopeorpaduryeckas TpmMaza, BKAKOYAOLWasa KOMMO3ULMm
«Facbipnap yHi» Ha My3biky CamaTta Manimbas, a Takke «Kypec» n «LLlepHnaz»

Ha Mmy3biky Hyprucel TheHanesa. O6beanHeHHble 06LLLer ApaMaTyprnyeckomn U NCTOPUKO-
KY/IbTYPHOWN KOHLENUWEN, 3TV NPOU3BEeAEHUSA MPEACTaBAAT COOOM CLeHNYeckoe
OCMbIC/IEHME NCTOPUYECKOM NAaMATU, AyXOBHbIX LLIEHHOCTEN Y MUPOBO33PEHYECKMX
npeAcTaBAEHUA HOMAANYECKOW LMBUAM3ALIMM CPEACTBaMM COBPEMEHHON Xopeorpadum
M Ka3aXCKOro CLLeHNYEeCKOro TaHua.

OcobblIi MHTEpeC TpMaja Bbi3bIBaeT TEM, UTO Xxopeorpad He CTPemMuTca K ByKBasbHOM
PEKOHCTPYKLMN NCTOPUYECKMX COBBITUIA MAn 3THorpadumyeckmnx getanein. OH co3gaet
XyZOXECTBEHHYIO MHTEpMpeTaLMio MPOLLAOro Yepes CMMBOANYeckne obpasbl,
nnactmyeckne metadopbl 1 obpalleHne K KynbTypHbIM apxeTunam Bennkon crenn.
Bnarosaps 3ToOMy NOCTaHOBKa BbIXOAMWT 3@ PaMKN UCTOPUKO-UATOCTPATUBHOTO
NoBeCcTBOBaHWA 1 NpuobpeTtaeTt punocodckoe 3ByyaHme. Cam X. bangapannn otmevan:
«Korpga s xun B KazaxctaHe, Kazaxckui TaHeLl, 3HaYUA AN MEHS MHOToe. 3T0 BbI10
NAOAOTBOPHOE BPEMS, N A CUMTaN CBOUM LONTOM CAeNaTb YTO-TO ANS Pa3BUTUA
Kasaxckoro TaHua» (Kasaxckuli maHey ckgo3b geka 86). [laHHble c/loBa NO3BOASIOT
paccmaTpumBaTh xopeorpaduyeckyro Tpuagy Kak ofHO 13 Haubonee nocnegoBaTeNbHbIX
BOMJIOLLLEHWNIA aBTOPCKOTO CTPEMJIEHMA K OCMbICIEHWIO HaLMOHaNbHOMN KyAbTypbl
CpeacTBaMy COBPEMEHHOTO CLLEHNYECKOro UCKYCCTBaA.

«Facbipnap yHi»
MepBas KoMNo3nuus Tpuagbl «Facbipaap yHi»' (cM. puc. 1) onnuetsopsiet
BOOOpakaeMbli MMP aHTUUYHOW 3MOXW. ITOT ANMN304 OTHOCMTCA K nepuogy IV-IIl Bekos
A0 Hawew 3pbl. Xopeorpad BONNOTUA CIOXKET O NAeMeHax CakoB-TUrpaxayAoB, XMBLUMX
Ha FOXKHOW W Oro-BOCTOYHOW Tepputopun HblHewwHero KasaxcraHa. Poctucnas 3axapoB
nucan: «[epBoObITHBIV YeNOBEK BbipaXkas CBOU MbIC/IM U UyBCTBA HE TONbKO B 3BYKaX,
HO W B AIBUXEHUSAX, U3 KOTOPbIX ThiCAYeNneTUaMn ckaagbiBanca TaHew,. Kak KOpHM A3bIKOB
pa3HbIX HAPOZOB Pa3NNYANNCL MeXAY COBOW, Tak M HaPOAHbIE TaHLbl BO3HUKAN
y KaXZ0ro Hapoga ceoeobpasHble. HO Bcex UX POAHUT Bblpa3nTeabHOCTb YeN0BEYECKOro
Tena, MUMUKWN 1 XKeCcTukynaumnum» (78).

MoctaHoBKa «Facbipnap yHi» OTANYAETCA U NEKCUKOWN, N My3blKaNbHbIM
COHpOBO)KAeHmeM. B Ha"ane KOM”O3ML'|MM 1 C Ka3axckoro s3blka nepeBognTCA KakK «3XO BEKOB,
3BYKW CblpHas 1 ca3CbipHasa NnepeHocar OTFONIOCKY BpeEMeH».
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Puc. 1. CueHa n3 komnosuumm «LepHnaz». XygoxHuk no koctrtoMam MNynbdupa
Myngaawea. Poto U3 nnuHoro apxmea T. Knbiwbaesa. 2005.

3pwvTeneit B rnybb 6eckpalHMX NMPOCTOPOB Ka3axCKoW CTeMW, rae «OXKnBaroT»
BOWHCTBEHHbIE CKMPbI-KOUEBHMKN B OCTPOKOHEYHbIX FOJI0BHbIX y6opax. Yaapel
MOCOXOM M HOFaMV CUMBOJN3MPYHOT UX CTPeMJIeHne K cBoboje 1 He3aBNCUMOMY
06pa3sy XU3HW. XKeCTUKyaauma pyk n ABUXKEHNA HOT BbIMNAAAT eCTECTBEHHbIMM

B OT/IYME OT BCTPEYAOLMXCA MHOTAA B TPAANLMOHHBIX CLLEHNYECKNX HapOAHBbIX
TaHLLAX HEeCTeCTBEHHbIX 3/1EMEHTOB.

My3bika AnA JaHHOW YacTu Tpuaapl 6bina cneumanbHo HanncaHa CamaTom
Manimbaem?. BepoATHO, apXMTEKTOHMKa My3blKalbHOrO NPOM3BEAEHNA co3aBanach
Ha OCHOBe NpeAnoXeHu 1 HabpockoB camoro X. bangapanvHa, KOTOPbIN XOPOLLO
pa3bupanca B My3blkaabHbIX CTPYKTypax U Urpaj Ha My3blKasbHbIX MHCTPYMEHTaX.

B nHTepBblo XypHany Qazaq Ballet Magazine oH roBopws, 4TO B CO34aHHON UM
xopeorpaduryeckor nporpamme ans Eypas-Lwioy Bnepsbie BbICTYNUA Kak KOMMO3WUTOP,
«TaK Kak He bbino B KasaxctaHe 1 HaMmeka Ha Ty My3biKy, KOTOPYtO A xoTen. B cywHoctw,

7 >xun B KasaxctaHe, a TBOpuA Kak Obl Ha 3anage, NCNoNb3ya Te CKyAHble 3HaHWA, KOTopble
nmen. Ho pabotana HTynLmMa 1 GaHTasna NArC OTANYHOE BAajeHNe COBPEMEHHON
MY3blKalbHOM nTepaTypor» (YpasbiM6eTOB).

My3bika B «Facbipaap yHi» MMeeT POBHbIN 1 pa3MepeHHbIn TeMM 1 HanucaHa
B pa3mepe 2/4. B koMno3nuum BCTpeyaroTca ABMXEHNA, KOTopble 613K COBPeMeHHOW
xopeorpadum 1/8 Temna, 4TO HeEXapakTepHO, HanNpuMep, AN TPAAULNOHHOTO
Ka3axcKoro TaHua, rae nocae packnagkun 1/4 B temne ciegyet cpasy nepexos,

Ha 1/8. My3bikasibHOe npov3seseHne

2 B 1991-2000 rr. XyA0>XeCTBEHHbIV PyKOBOAUTENb NnocTeneHHo Habwu paet Temn,
W TNaBHbI Avpukep ANMaTUHCKOW 0baacTHOM
dunapmoHun nmern Cytorbas. a MHCTPYMEHTOBKa yCMAMBaETCA
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KONNYEeCTBOM 3aZleMCTBOBaHHbIX OPKECTPAHTOB 3a CUET YBENNYEHNA YNCIEHHOCTM
MY3bIKaJlbHbIX MHCTPYMEHTOB, UTO OTPaXkaeTCs U Ha Xxopeorpaduyeckomn
coAep>XaTesIbHOCTN KOMMO3UL UK.

PucyHok TaHuUa TOo cnegyeT NpUHLMNAM CUMMETPUN, NOAYMHAACLE OCHOBHbIM MpaBmaam
xopeorpaduu, rae NCNOAHUTENN NepecTpanBaroTca B reoMeTpuyeckune dburypbl, ABUrascb
LLlernoYKOM Mo KPYry 1 yAep>K1Bas Kpas nocoxa, TO NePEXOANT K aCUMMETPUYHbBIM
nepemeLleH1aM, KOTopble Mpu 3TOM NOTMYHO N FaPMOHMYHO BMMUCLIBAtOTCA B 3aMblcen
pexuccepa. ITO He Ta TPaAMLMOHHaA Xxopeorpadus, Koraa Mbl NPUBbLIKAN BUAETb TONbKO
CUMMETPUYHbIE IMHUW, AnaroHanb, Kpyr, KONOHHY. PUCYHOK «Kpyr» BCTpeyaeTcs
1 B J]AaHHOW KOMMO3WULMK, BbICTYNas CMMBOJOM koneca. Koneco ciy>uno He ToNbKO
OCHOBOW 60€eBbIX KOJIECHUL, HO W BaXXHbIM TPAHCMOPTHbLIM CPEACTBOM APEBHUX HOMaJ0B.

Mocoxu, KoTopble NCNOAHUTENN AepXKaT B pyKaX, NCMONb3YOTCA B BUAE Pa3INYHbIX
reomeTpuyeckmx Guryp (B TOM Umcae 31UrsaroB), Nnepesarotcsa Apyr 4pyry FOHOLWaMum
N AeByLIKamMu, naywmmmn no Kpyry. O4HN NCNOAHUTENN, Aep>Kacb 3a Kpasa Nnocoxa,
06pasytoT Kpyr, TO NOAHMMasnA, TO onyckasa ero Ao nona. [lpyrne nepenpbirmarot
yepes MOCOX C MOMOLLbIO pas echappe en tournant; NTOTOM MPOMCXOAUT CMEHa: HOBble
WCMONHUTENN TO BbIXOAAT, TO 3aXOAAT B KPYT, Aefas HEBbICOKWUIA pas de basque en
tournant. Bce 3Ta KOMBUHaLMA CO34aeT BNeYaTIeHNE UTpbl FOHOLLEN U AeBYLLEK
BOKPYT OTHA.

B duHane nocse KOpOTKOro MapHOro NOBOPOTa 3a PYKM FOHOLIN MPUHUMAKOT MO3Y
CTOS, pacCcTaBMB HOMN Ha LUMPUHE MNaeY, CeMaHTUYeCKn NoKa3blBas yBepPeHHOCTb B cebe,

a AeBYLLKM CaAATCA Ha y/IKeH MaxiM (6ONbLLOW NOKAOH). B KOMMNO3MLMM NCNONb3YHOTCA
Takne TPaAULMNOHHbIE ABUXEHWNS, Kak cytipemne (B Ka3axCKOM TaHLe — BOJIOYEHMe

NN TAHyLWeeca ABUXeHWe), buresik aliHanobipy (BpalleHne bpacneta nam nurpa 3ansacrum).
B ocHOBHOM ABMXEHMA TaHL@ MOXHO OTHECTU K KaTeropum «raybokoro» ¢ponbkaopa.

B nepBOM cocTaBe MCnonHUTENEN YHaCcTBOBaIO BOCEMb Map FOHOLLEN U AeBYyLUEK.
Mo3zaHee KOANYECTBO Nap BapbUpPOBasOCh OT WeCTU A0 AECATU.

CoBeTckas naeonormnsa, Kak N3BeCcTHO, OrpaHnyYnBana BO3IMOXHOCTb XYAOXHNKOB
BblpaXkaTb PENNUTMO3HbIe MOTUBbI B CBOVX Npomn3BeseHnax. Of4HaKo MOXHO NPesnonoXunThb,
yto XK. bargapannH BKAKOUMA B 3Ty YacCTb TpMaabl
3/1eMeHTbl TEHITPUAHCTBA. ITO, B YaCTHOCTW, MPOABAAETCA
yepes NIacTUUYECKNI XXeCT NCMONHUTENEN, NOAHABLINX
pacKpbITble Naj0oHN K Heby.

Takvm 06pa3om, CMbICIOBbIM LLEHTPOM KOMMO3ULUMK
ABNSETCA OCO3HaHMEe NCTOPUYECKON NaMATU N AyXOBHbIX

OCHOB HOMagm4eckon umsmamnsauymu. X. bangapanvH
Puc. 2. Buaeosanuce Komnosuyuy MoKa3blBaeT CaKCKUI MUP He KaK Janekoe MpoLLoe,
«Facblpnap yHi» ¢ KoHUepTa,
NOCBALLEHHOTO 20-neTuio aHcambas @ KaK XXMBYHO Ky/IbTypHYt0 namsATb. CMBOAMKA KpyTa,
«ANITbIHa». Bgeo us anyHoro Koneca, orHs, obpalieHns K HeMy packpbIBaeT NAaeto
apxea T. Knbiibaesa. 2005. cBOOOAbI, LMKINYHOCTM BPEMEHUN N CaKpalbHOW CBA3M

YyesnoBeKa C MPUPOAOW, UTO BOCXOAUT K MMPOBO33PEHNIO
APEBHUX KOUEBHMKOB. B koMno3numm «fFaceipnap yHi» xopeorpad XyAoXeCTBEHHO
nepeocmblicnseT obpa3 AntbiH agam (3on0Toro Yenoseka). OH He PEKOHCTPYMPYET INOXy
6yKBa/sbHO, @ CO34aEeT CLEHUNYECKYHO NHTEPMPETaLMIO CTEMHOWN LUMBMAN3ALMN (CM. pUC. 2).
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«Kvpec»

Bropas noctaHoBka X. bangapannHa «Kypec»® sBnsercs npoaokeHnemM NepBou Yactu
«Facblpnap yHi» 1 npeaBeCTHUKOM TpeTben YacTn «LlepHuas». ns My3bikasbHOrO
COMNPOBOXAeHMA xopeorpad MCnoab3oBan HanmcaHHbIM B 1960-x rogax Tpek Hypruchl
TneHanesa*. laHHbIN My3blKasbHbIA MaTepuan TakxKe UCnosib30Banca B KNHOGUAbME
«MeHs 30ByT Koxa» («Kazakpuibm», 1963).

CHoXKeT KOMMO3MLMN TaKOB: C HAaCTYMN/EHMEM BECHbI Ha >Kaliay BCTPEYatoTCA NH0AN
CO BCEW OKPYru, UTO6bI NO34PpaBUTb APYr Apyra C Npa3AHUKoM Haypbi3 nocne goarom
1 XONIOA4HOW 3UMbI. Bce — 1 cTapLune, 1 MONOAEXDb — pasytoTca U BecensTcs. B kauectse
pa3B/ieyYeHMs B LEHTP KOBPA BbIXOAAT MONOAbIE NHOAMN U3 Pa3HbIX ay/oB, YTOObI
MOCOPEBHOBATLCA U MOMEPUTLCA CUAON. [ocne ynopHon 60pbbbl 1 HaNPAXEHHOTO
NPOTMBOCTOAHNA OHUW 3aBePLUAIOT CNMOPTMBHOE COCTA3aHMeE, HO OCTatoTCA APY3bAMMU
N pacxoaaTca (roToBATCA cneayrowieMy TaHuUy «LllepHuas»).

Mog 3a40pHYHO PUTMUYHYHO MY3bIKY, HanNWUCaHHYH B pa3mMepe 2/4, Ha cepeAnHy CLeHbl
C ABYX CTOPOH BbIGEraroT FOHOLLWN A/1F y4acTUA B COCTA3aHMAX. [prumeyaTenbHO, YTO apTUCTbI
He nepeozeBatoT KOCTHOMbI, TaK Kak KOMMO3MLMK UAyT 6€3 0CTaHOBKM APYrT 3a APYroMm,
HO MeHseTCca XxapakTep nan amnaya. Octaetca obLan LBeToBas rapMOHMA, @ NCNOHUTENN
TO/IbKO CHMMAIOT OCTPOKOHEYHbIEe LWanky, HaZeBatoT Ha FOI0Bbl MOBA3KM 1 3aBA3bIBAOT
nosca. baiapanvH BONAOTUA CBOKO 3aZyMKY TaK, UTODObI BCe TPU HOMEpPa MOXHO
6b110 NOKa3biBaTb B KOHLEPTHbIX MPOrpaMmax 1 Kak LiefibHOe NpOou3BeAeHNe, U B BUAe
OTAE/IbHbIX KOMMO3WULNIA, He Tepss NPW 3TOM CMbICa U IOTUKM CLLEEHNYECKUX MOCTPOEHWA.

B taHue «Kypec», Kak n B «Facbipaap yHi», TpagMLNOHHbIE ABUXKEHMA Ka3axCcKoro

TaHLa NpYMeHeHbl MMHUManbHO. Ecan B npeabiayLiein KOMNO3MLMN MCMOAb30BaHbI
aliHaama (BpalleHune KUCTen), no3bl U ABUXKEHUA B UCMONHEHUN BCEX apTUCTOB,
TO B KapTuHe «Kypec» NoaBAAKOTCA NapHble My>XCKue ABuxeHusa. Hanpumep, aydapsicnak
noka3blBaeT MPOTUBOCTOAHMNE ABYX CTOPOH. [10CTaHOBLLMK BBOAUT 6ObLLME NOAAEPXKKM,
NMOBOPOTHI, BpaLLeHWs, rnybokme npucesaHns, BbICOKME MPbIKKK, @ 3aKaHYMBaeTCA TaHeL,
No NPUHLNMNY UM XbIfbIC, YTO B CMbIC/IOBOM NEPEBOAE O3HAYaAET «BHNUUBIO».

Ecnn B «Faceipnap yHi» BCTpeyanncb pasnnyHble pUCYHKM TaHL@ OT XaOTUYHO-
KOCMOTOHNYECKOro A0 CUMMETPUYHO-TEOMETPUNYECKOTO, TO yXKe B «Kypec» pncyHok
CKNafblBaeTCsA U3 pacCTaBAEHHbIX MO TOUYKaM B PAL UAN B MPOMEXYTOUHbIX JIMHUAX
apTUCTOB B LLIAaXMaTHO-LLALLEYHOM NMopsAsKe®.

Ype3BblUaHO CIOXHbIE 3IEMEHTbI —

3 C Ka3axckoro sA3bika NnepeBoANTCs kak «bopbba, ABUXEHMA Ha NpUceaaHmsx, MOBOPOThI
COCTA3aHNe», MPOBOAMMOE BO BPEMS Pa3/IVUHbIX !
HapOAHbIX MpPa3AHecTB. npuv NOAHOM npucegaHnn, BblICOKMe

4 Mo BocnomuHaHuam blkbinaca Hypranvesa, 6biBLuero NPbIXKN, KOM6I/IHaLI,I/II/I, BbIMNOJ/IHAEMDbIE

Xy[0XKEeCTBeHHbIM pyKOBOAMUTENeM aHCaMbsa _ _
«ApblpHa», Hypruca Tnenaunes B koHLe 1950-x BBEPX-BHU3 1 B 6bICTpOM TeMne,
Hanvcan My3sblKy ANA KadaxcTaHCKoW GyTbonbHOM AOCTaTOYHO Cepbe3Had Harpyska

KoMaHgbl «Karpat». YueHnuk H. Thenanesa Camat H
Manimbaii B 6ecesie ¢ aBTOPOM peBbIO MOATBEPANI, ANA TaHLOBLMKOB. HO TakoB CTWib

YTO AaHHbIN My3blKabHbI MaTepvan Ha3blBaaCs XK. Baﬁp,apanMHa M 3aMblcen

«KaripaT» 1 feicTBUTENbHO BblN My3biKaabHOM

3aCcTaBKOW A1 KOMaHZbl (KOMMO3UTOpP 6bin KoMnosnuymmn — M3O6pa>KeHV|e

Gonenslmkom «Kaidpara»). crnopTMBHOM 60pb6bI, TpebytoLei
5 Tak roBopua 0 KOMMO3WLMM TaHLa Ka3axcTaHCKuM BbICOKOM q)l/l3l/ll—|eCKOI7I NoOAroTOBKM

6anetmencrep MuHTa XeHenbesny Tneybaes

(1947-2009). apTNCTOB.
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Takum obpazom, BTopas YacTb Tpuagbl «Kypec» npogoskaeT gpaMaTypruyeckyto
JMHVIO NpeablayLer, nepeBoAs BHYUMaHWe 3puTens ¢ MMponosTnyeckmx obpasos
Benvkon ctenun Ha coctazaTenbHyr KynbTypy HOMaamn4yeckoro obuiectsa. Yepes
CLIeHy CMOPTMBHOIO NPOTUBOCTOSIHWA Ha Npa3aHuke Haypbli3 xopeorpad packpbiBaeT
MAE CUbI, MY>KECTBA, KONNEKTUBHOCTU U yBaXMTENbHOro conepHuyectsa. PrHan
NoAYEpPKMBaAET BaXXHOCTb PAaBHOBECUSA U COXPaHEHWsA eANHCTBA BHYTPU cOObLLeCTBa.

XK. barigapanviH, 3Has uctopuyeckme cobbiTUA Ka3axCKoro HapoAa, Co3HaTeNbHO
n3beraet Nokasa 60eBbIX CTONKHOBEHMI C Bparamu. OH cocpeAoTouUeH Ha Ky/bTOBbIX,
COLMaNbHO-ObITOBbIX U pa3BaeKaTesIbHbIX CLEeHax-CobbITMSAX.

«lWepHuas»
3aKkruUNTENBHOM KapTUHOW Xopeorpaduyeckor Tpmaabl XK. bangapannHa sasnsertca TaHey,
«LLlepHnnz»®. XyaoxHmK no kocttomam Nynbdurpa Myngalesa npuaymana KOHUEMNLNIO,
KOrga apTuCTbl MOTYT MeHATb 06pa3bl, HbICTPO AONOAHASR UM COKpPaLLas SNEMEHTbI
KOCTHOMa Mexay Homepamu. [1oka roHOLWM BbICTyNatoT B NpeapblayLiemM HoMmepe «Kypec»,
[AEeBYLLKM HaKMAbIBAKOT TKaHb B BUAE CBETNOrO papTyka NoBepX OCHOBHOro $p1oNeTOBOro
KOCTHOMa; NONYYaeTCs, YTO, KaK M FOHOLLW, AEeBYLLKN TOXe MOMEHAAN KOCTIOM 3a KOPOTKOoe
Bpems — 24 TakTa.

TaHel, «LLlepHuns3» 1 ero My3bikaibHbI MaTepran B 06Mxoae Tak U Ha3blBatOTCA.
Y My3blKaNbHOro NPOM3BeAEeHNSA €CTb TOYHOE Ha3BaHWe — «TeMipbekTiH Tekneci»’
(apanxxumposka Hyprucel TheHaneBa). OXXUBAEHHbIN, SHEPTNYHbIV TEMMN My3bikK TPebyeT
TEXHMYECKN YETKOro MCMOJHEHNA N OCTPOTbI B ABMXeHMUAX. Komno3unuma nmeet
MY3blKabHbI pa3Mep 2/4, HO 1oMaHble My3blKanbHble ppa3bl HEOObIUHbBI A/1A TaHL,
KOTOPOMY Yallie NPUCYLLM KBajpaTHble My3blKalbHO-XOpeorpadunueckne nepmoabl/
KOMOUHaLMK.

B komnosnuun «LlLepHunaz» 3Bykn 6apabaHHbIX yAapOB 1 CUTHaNa KepHes npusBaekaroT
BHUMaHWe rocten npasgHuka Kk HebonbLLIOK NoLLaZKe, rae NPOUNCXOANT aaac
nnn anacmay®. IToT pUTyan OUMNLLLEHNS CBALLEHHOW CUION OTHA COBEpLUAETCS,
yTO6bI M36aBUTLCS OT bes, 6oNe3HEN U «craasa». XeHLWMHbl NPOBOAAT anacray
Ha NPOTAXEHNN BCEro HOMepa, Aenasa pasanyHble NOBOPOTbI, BPaLLEHWNS, MCMOIHASA
pykamu oumak (KpyroobpasHble ABUXEHWNS), KPYT B Nape C FOHOLIAMW, BbiNaabl.
OHUV AeMOHCTPUPYHOT NPOLLECC OYMLLEHNSA B TaHLLE.

B xopeorpadum 3o yactu Tpraabl NPUMeHeHbI Takme TPaAMLIMOHHbIE MONOXKEHWA
N ABUKEHWUS PYK W HOT, KaK XXbl1IGHWA (3Menka, BONHA), CblliiblK (MPenoAHOLEHWE), y/KeH
coltinbik (6onbwoe npenoaHoLweHune), budal 603 (NnaBHOe, BONHOOOPa3HOe ABMXKEHME,
HanoMMVHaroLLee KONbILWYyLLeecs NeHNYHOe Nnose), KOMOUHUPOBAHHbIE MO3ULMN.
Xopeorpaduyeckmne cBA3KM NocTaBaeHbl bagapasvHbIM C akKLLEHTOM Ha TEXHUKY
COBPEMEHHOrO TaHLa, YTO NpUAaEeT nUM
0cobbin oTTeHok. OcobeHHO ANHaMUNYHbI 6 OgHa 13 BepCuii NepeBoja C Ka3axckoro f3blka:

«LIep»/«NeB», «HNA3»/«aap» — NOAapPOK, BbIMOJEHHbIV
ABVOKEHUA B MNMapax C AeBYyLUKaMU. IbBOM.

Typbl en dedans B HapO,CI,HOM XapaKTepe 7 C Ka3axcKoro fA3blka nepeBoAnTCA Kak <<HaVII'prLU
BbICTPOEHbI XOpeorpadom € CUHXPOHHbIM Temupbeka».
3aBepLlueHnemM My3blkanbHbiX dpas. 8  [ipeBHwuii Kasaxckuii 06pAA OUMLLEHNSA OTHEM

nnan AbiIMOM, I'IpVIBBaHHbIﬁ 3alWUTUTb OT 3/1bIX AYXOB,
Bbicokue pas de basque noctaBneHbl BONe3HElN 1 HeCUacTHi.
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B HApPOZHOM MaHepe UCMONHeHUsA — cekeHOey (NPUTOMbI, MOACKOKW), a ABUXeHWe tour
piqué BbINONHAETCA NO MpaBMaaM KNacCMyeckoro TaHua.

3HauanbHO, cornacHo 3agymke NoCTaHOBLUMKA, TAHLOBLLMLbI AOMXKHbI OblNN Aep>KaTb
B pyKax kepamunyeckune Yawm ¢ orHeM. Bnocneacrtsmm pykoBoACTBO GUAapPMOHMM
MPVHANO pelleHne 0TKa3aTbCA OT UAEWN TaHLa C 31eMeHTaMWN OrHA Ha CLeHe B CBA3M
C TpeboBaHMAMY NOXapHOW B6e3onacHOCTW. bbinn BHeCeHbl Bapnaumn BpaLLLeHNA KNCTEN,
NONIOXKEHUA PYK, CBA3AHHbIE C CbilibiK UAn budali
603. /I3meHeHMA 6bian yCcnewHo BKAKOYEHbI B O6LLYHO
KOHLLeMNuMIo MOCTaHOBKM, COXPaHAA ee COOTBETCTBUE
aBTOPCKOMY 3aMblICy.

TaHew, «LLlepHnA3» akueHTUpyeT BHUMaHne
Ha cakpanbHoOW poaun obpaga asacmay
M CUMBOAN3MPYET KONNEKTUBHOE YXOBHOE eAVHEHME.

Yepes ounLLeHne OrHeM OH BOCCO3JaeT apxanyeckue Puic. 3. Bugeosanuce komnosuumu
«llepHunas» ¢ KOHLepTa,

npeacraBieHna O 3allnTe YenoBeKa OT 3J1blX CUA,
N ' nocesuieHHoro 20-neTmto aHcambs
B60oNe3HEN N HECUACTUNI (cm. pwuc. 3). «AnTbiHan». Buaeo 13 AanuHoro
Mpeaceaatens Coro3a xopeorpados KasaxcraHa apxvea T. Knbiwbaesa. 2005.

[AroceHbek Haknnos nucan: «[ae n B kKakom aHcambne

KazaxctaHa Bbl yBUAMTE XMBYIO MAACTUKY KOBbIIA, CBOBOAHbIN NPOCTOP MMMPOBM3aLMM
1 TOYHYHO rpadurKy No3, O KOTOPOW Bce 3abbinn?.. “LLepHnas 61" 310 pucyHok-rpaduka,
HO OHa aBuXeTca» (19).

3aknroueHune

Xopeorpaduueckas Tpraga X. bargapanvHa BocneBaeT APeBHOCTb, CTOMKOCTb W BEANYME
ctenHoro mupa. Obpasbl OrHA 1 OPYXXUA NOAYEPKMBAKOT €r0 CYPOBbIM, 3aKaleHHbIN
xapakTep. ABAsscb CBOeobHpasHbIM 3epKaNoM AyXOBHO-MaTepuabHbIX JOCTUXKEHU
3THOCa B Pa3/INYHbIX NEPUNOAAX €0 UCTOPUYECKOTO Pa3BUTUA, aBTOP BblpaXkaeT NouTeHne
KynbType poaHoro kpas. HoBatopcTteo XaHata bangapanmHa 3akntouaetcs B TOM,

YTO OH UCMOb3YET B TPAAULIMOHHOW Ka3axXCKOW TaHLLeBaNbHOM KyNbType COBPEMEHHOE
NCMONHEeHWEe KaK OTAENbHbIX 3/1EMEHTOB, TaK U NMOJIHOLEHHbIX XOpeorpapuyeckmnx
KombuHauwuii. MNyTem nocnesoBaTelbHOrO Pa3BUTMA B TPEX KOMMO3nuusax xopeorpad
BbICTPAMBAET NIAacTUYECKy0 MOAE/b CTENMHOrO MUPa, FAe cakpasibHble, CTOPUYECKme

W coumanbHble acnekTbl packpblBatOTCA Yepes Bblpa3nTeNbHble BO3MOXHOCTH
COBPEMEHHOTO CLIEHMYECKOro HAapOAHOro TaHLa. Xopeorpaduueckas nekcmka

oTpakaeT MHANBUAYaNbHOCTb aBTOPA, MPOM3BEAEHMA KOTOPOro nepesaoT YyBCTBEHHOE
nposiBNeHVe YenoBeka 1 NPU3eMIEHHbIN XapakTep ABUXEHUA. PUTMU3MPOBAHHbBIN XOZ

C aKL,EeHTOM BHM3 (B MOJ), XOZ4 € Kabsyka, a He C HOCKa, Kak TpebyeTcs B CLLeHUYeCKOM
3TUKE, eCTECTBEHHbIE MOJIOXEHWS PYK, HOT U KOPMYyca N HENMPUHY>KAEHHbIN
xopeorpaduryecknin TeKCT CO34at0T eCTeCTBEHHbIE YepTbl CONNXKEHMA

1 B3aMMOOOOraLleHNs OTHOLLEHWI MEXAY JH0AbMU U POLAMM.

Komnosunuus «Facblpnaap yHi» oTaM4yaeTca oT ApYrnx NoCTaHOBOK CBOEW HOBM3HOW:
3TO YHWKaNbHbIV aBTOPCKMIA CTU/b, HOBasi TeMa U COBPEMEHHbIN noaxos. OaHako
OCHOBaHa OHa Ha 3a0bITbIX INTEPATYPHO-UCTOPUNYECKUX TPaAMLMAX, UTO NPUAAET e
0Cobyto rnybuHY 1 3HauUMMOCTb. CUMBOJIMKA MCMO/b30BAHHbIX B TaHLLAX KPYra, OrHs,
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PUTYyaNbHOTO OYMLLEHWNS, KONNEKTUBHBIX AENCTBUIA BOCXOAUT K APEBHETHOPKCKOMY
TEHrPUaHCKOMY MUPOBO33PEHMIO, PACcKpbIBas UAEN eANHCTBA YesoBeKa C MPUPOLOMN.
«AHcambnb "AnTbiHan” nCnoBesyeT NAer BO3BPALLEHMNIO K OCHOBaM, K TEHTPUaHCKaMm
nocblnam Hawlero obiTus, rae cBasb Heba 1 3eMan 0603HauUeHa TONbKO CaMUM YeNOBEKOM,
KOTOPbIA ABUXKETCS COTNAaCHO 3aKOHaM KOYeBOM LmBuam3aumm» (Hakmnos 19).
Xopeorpad He pekOHCTpynpyeT BykBaabHO CakCKyHo 3rnoxy, obpa3 AnTbIiH
afam, Tpagmummn Haypbiza, HO co3zaeT cLeHnYeckoe BONIoLeHne HoMaan4eckom
LMBUAM3AL MM, OCHOBbIBAACh Ha apXe0a0rMyYeckmnx, STHOrpadmnyeckmx N KyabTypHbIX
accoumaumax. Ocobas 3HaUMMOCTb KOMMO3MLMWN 3aKAKOHAETCA B TOM, YTO aBTOp
He CTaBUT Lebto NOANMHHOE BOCCO3AaHME UCTOPUYECKUX COBBITUI nan sTHOrpadmyeckimx
peannin. Bmecto atoro X. bangapannH packpbiBaet obpas Besvkon ctenmn yepes
CUCTEMY CMMBOJIOB, MAACTMYECKMX 06Pa30B 1 apXeTUNUUYeCcKnX MOTUBOB, YTO NEPEBOAUT
npov3BeseHre 13 NAOCKOCTU UCTOPUYECKOWN PEKOHCTPYKLMK B chepy dunocodcko-
XYZOXECTBEHHOIO OCMbICAEHUA (CM. puc. 4 n 5).

Puc. 4. CueHa n3 komnosumumm «Faceipiap yHi». XyA0XHUK No KocTiomaMm ATtiac
MongaxmeToBa. ®oTo 13 imyHoro apxmea T. Knbiwbaesa. TangbikopraH, 12 HoA6ps
2011.

«Facblpnap yHi» XaHaTta barigapanvHa npeacraBaseT CO60M CLEeHUYeCKyHo
NHTEpNpeTaLnio NCTOPMYECKOro HacneAmna 1 AyXOBHbIX LieHHOCTel Beankon ctenn. Yepes
CUHTE3 TPAAMLIMOHHOWM Ka3axckou Xopeorpadun 1 COBPEeMEHHbIX MAaCTUYECKUX CPEACTB
BbIPa3MTENbHOCTM aBTOP pPackpbiBaeT 0COOBEHHOCTV MMPOBO33PEHNA KOUYEBOW Ky/bTypbl,
noAyvepkmBan ee JpeBHME UCTOKN N XXM3HEHHYIO cuay. [l. Hakmnos nucan: «Mbl AOIXKHbI
XPaHWUTb, €CAN He A3bIK, He GMA0CODUIO 1 UX 3pUMOe BOMOLLEHNE, — APEBHUI KOYEBOW
TaHel, Kak 6e3M0o/IBHOe J0Ka3aTeNbCTBO HALLIMX NCTOPUYECKMX KOPHEeWn». [ocTaHOoBKM
B aHCambie «ANTbIHaN» ABAAIOT COHOW BOMNOLLEHME apXanyveckmx Ky abTyPHbIX KOPHEMN,
«KOTOpble U ABAAIOTCA HeCTapetoLLLen HOBU3HOW MUPOBOM KybTypbl» (19).

X. bargapanvnH rosopwun: «MeHs Bcerga aepxut KasaxcraH. Al ¢ geTctea cablwwian
Ka3axcKkume necHW, KOTopble Nean XXEHLWMHbI UAN MY>XUYUHbI, COBUpPanch 3a KpyrabiM
AacTapxaHOM. Y MEeHsi MHOTO BOCMOMWHAaHWI AeTCTBa W Bcerga bbina naesa co3gatb baner,
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Puc. 5. CueHa 13 komnosuuum «Facslipnap yHi». XyZ0XHWK No kocTromam Ataac
MongaxmeTtoBa. ®oTo 13 amuHoro apxmsa T. Knbiwbaesa. TangbikopraH, 12 Hos6ps
2011.

OCHOBaHHbIM Ha Ka3axCKWUX HapOAHbIX NecHsx» (Ypa3biMbeToB). Ero xopeorpaduryeckas
Tpvaga — ybeanTenbHoe NOATBEPXKAEHNE HOBAaTOPCKMX YCTPEMIEHMIA MOCTAHOBLLMKA,
CBUAETENbCTBYHOLLLEE O €r0 CMOCOBHOCTY aKTyaan3npoBaTh KyAbTypPHYH NamsaTb
CpeACTBaMM COBPEMEHHOrO Xxopeorpapunueckoro nckyccrea. Hegapom gaHHoe
Npoun3BeseHVEe MMEET BaXKHOE 3HaUeHWe B penepTyape [ocysapcTBEHHOrO aHcambs

HapOAHOro TaHua «ANTbiHaN», KOTOPbIA aKTUBHO MOMYyAAPU3NPYET TEMbI HALMOHANBHOTO
donbknopa.
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KOCbIMLLA

MmunHa AnveBa

1 7— 3 3 EYPOMALEHTPU3MHIH, MU®TEPI MEH PUDTEPI:

Y3EWIP FAXBIBENNIHIH, «KOPOFNbI» OMEPACHI BATbIC
MY3bIKATAHYbIHbIH, AVHACbIHAA

1-wi cypert. Y3enip Faxbibenni (1885 xbinfbl 18 kbipkynek — 1948 xbinfbl 23 Kapalua).
®otocypet ChatGPT kemerimeH KanmnbiHa KenTipingi.

2-wwi cypet. Yaenip faxbibenniHiH «Kepofnbli» onepacbiHbIH anfallkbl KONbUIbIMbIHbBIH,
6argapnamacol, 1937 xbin. [epekkes: Abacosa, dnbmupa. Y3eup [adxubekos. baky,
O3epbaidkaH memnekeTTik 6bacnacel, 1975, 80-81 6.

TatbaHa XapnamoBa

3 4— 54 "KbI3 XKIBEK” 3MOCbIHbIH, KOPKEM WHTEPMPETALMANAPBIHAAFbI
MBZEHM XALbl MEXAHU3MI PETIHAET “AKKY—TaKKY"

WNHTOHALMASIK KELLEHI

T-wi mbican: «[aky» aHi.

Jepekke3s: 3aTaeBuny, AnekcaHap. Adal, bekeli, Cemeli xaHe Opan eHipnepiHiH 500 kazak
oHI MeH Kkyli. Anma-Ata, Kasak AKCP Xanbik afapTty komuccapuatbl, 1931, 350 6. KasakcmaH
¥immelk 371eKmpoHObIK KIManxaHacsiHelH MyparamsiHaH, kazneb.kz/ru/bookView/
view?brld=1553153&simple=true.

2-1wi mbican: «Kpi3 Xibek» aHi.

[Jepekke3s: 3aTaeBny, AnekcaHap. Kasak xakeiHelH 1000 aHL. EkiHwi 6acelieiM. Mackey,
My3rus, 1963, 589 6. KazakcmaH ¥1mmeik 31eKmpoHObIK KiIMmanxaHacsIHsIH MyparamelHaH,
kazneb.kz/ru/bookView/view?brld=95805&simple=true#.

3-1wi mbican: «Fak-ky». XKibekTiH apusachl.

Jepekkes: Mycipenos, Fabut. «Keiz Xibek». 4 akmini, 5 kepiHicmi My3bikassik neeca.
Anma-Ata — Mackey, Kasak MemiekeTTik My3bikanblk Teatpbl, 1936, 25 6. KasakctaH ¥1mmeoik
371eKMPOHObIK KIManxaHacelHblH MyparameiHaH, kazneb.kz/index.php/en/bookView/
view?brld=15545658&simple=true#.

-1l mbican: XibekTiH, apuscbl «[akky». DparmeHT.

[Jepekke3: [akky. Kynaw baliceliimosaHsiH penepmyapsiHaH aHOep, pOMaHCMap xaHe apusiap.
Kypactbipywbl KnaBaus boboluko, apHaiibl pegaktop TatbsiHa CynerimeHoBa, Anma-Ata, OHep,
1991, 128 6. KazakcmaH ¥1mmeolk 31eKkmpoHObIK KIManxaHacelHelH MyparamelHaH, kazneb.kz/
kk/bookView/view?brld=1586877&simple=true.

5-1i mbican: «AKy-Kron». @parmeHT.

[Jepekke3s: 3ataeBuny, Anekcanap. Adal, beketi, Cemeli xaHe Opan eHipaepiHiH 500 Kkazak
aHI meH Kyl Anma-Ata, Kasak AKCP Xanblk arapTy komuccapwmartsl, 1931, 350 6. KazakcmaH
¥1mmelk 371ekmpoHObIK KimanxaHaceliHelH MyparameiHaH, kazneb.kz/ru/bookView/
view?brld=1553153&simple=true.

6-1bl Mbican: blkbnac «Akky». Kyin pparmenTi.
[Jepekke3s: «KblKkobbI3Fa apHasraH xpecmomamus». KypacTbipyLubl 964imaHan XXymabekybl,
Anmarsl, binim, 2012.

7-1wi mbican: Hypfuca TineHanes «Akky» (I Hycka). Kyt pparmeHTi.
Jepekkes: Kazakwa.ucoz.com — fJombbipa mypanel, kazakwa.ucoz.com/load/notalar/n_tlendi-
ev_quot_a_u_quot_i_variant/2-1-0-329.
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Amatkenai Kysey6aii, |AnekcaHap XapyTo |

5 5_79 KA3AKTAPAbIH ASCTYP/II MOAEHWETIHAEN PE3OHAHCTbIK
SH AVTY: APKA SHLLIIK ASCTYPI BKIIAEPI MbICANTbIHAAFbI
OBbEKTUBTI TANAAY [N

1-wi cypet. OMipe Kawaybae. AkaH CepiHiH «bankaguiua» aHiH opbiHAay dparmeHTi.
2-wi cypet. EpnaH Poickanun. AkaH CepiHiH, «bankaaviua» sHiH opblHAay GparmeHTi.

MBaH Apgawios

80 _1 07 KA3AKCTAH,£I,I:IK AHVMALINAOAFBI SKCMEPUMEHTTIK

S/AICTEMEJEP: YATTbIK BOJIMbIC KYPbI/IbIMAbIK,
AVHBIMA/bI PETIHAE

1-wi cypet. Shanyraq dvnnbmiHeH kagp (pex. MaguHa TaxbarambeToBa, KasakaHumaums,
2025) BM3yanapl-CMMBOABIK 3KCMEPUMEHTTIH, MblCabl PeTiHAE: O0-6pHEK MOTUBI KapablH
Tek 4eKopaTUBTIK BeTiH FaHa eMec, OHbIH KOMMO3ULMANbIK KYPbIIbIMbIH Aa YAbIMAACTbIPAAbI.

2-11i cypet. «YHUCOH» dunbmiHeH Kagp (pex. MaHcyp AnmbeTtos, KasakaHumauus, 2025)
YATTbIK MapkepeysiH, ancipeyiHiH Mblcabl peTiHAEe: 3aMaHayy SMOLMOHaNAbIK MaiMaemMe
TYC opTachbl, KeninkepaiH, naacTukachl XXaHe KaAp UHTOHALMACHI apKblibl KYPbIbIM, NOKanAbIK,
KOHTEKCTTEH ThIC OKblJ1ajbl.

3-wi cypert. «KeneHke» punbmiHeH kagp (pex. Makcat Aanos, KasakaHumauus, 2025)
SKaHPbIK TMOPUAN3aLMAHbIH, MbiCabl PETIHAE: aHVMe 3CTeTUKACbIHbIH, KPUMUHANABIK
OUNBMHIH, XOPPOPABIH, XaHe Ka3zak MUPONOTUAbIK 06Pa3abibliFbiHbIH 3N1emMeHTTepi bipTyTac
BM3yazbl KypblabiMAa TOFblCajbl.

4-wi cypert. Su perisi unbMiHeH kaap (pex. JInHapa xaHe Penata Mupranvesanap,
KasakaHumauws, 2025) mudonorusnbik obpasgbl STHOrpaduanbik cTuansaumsgaH Teic 6epy
MblCasibl PeTiHAE.

TanaHTt Knblbaes

1 O 8_1 22 JKAHAT BAMAAPANBIHBIH, KOLIMEHAINEP SNEMIHIH, M3AEHW

LUAPAJIAPIHbIH, MIACTUKA/BIK PEKOHCTPYKLIUACHI
PETIHZET XOPEOTPA®USABIK TPUAZLACHI

T-wi cypert. «Facblpnap yHi» komMno3uumacbiHaH kepiHic. Koctiom cypertuwici Nyndupa
Mongawesa. Poto T. KnbilwbaeBTbiH Xeke MypaFfaTbiHaH. 2005.

2-wwi cypet. «AnTbiHaM» aHcaMbiHiH 20 XblAblFbiHa apHaifaH KOHLEPTTEH TyCipiareH
«Facbipnap yHi» KOMNO3ULMACbIHBIH, 6erHexasbachl. benHexasba T. KnbiwbaeBTbiH xXeke
MypafaTbiHaH. 2005.

3-wi cypet. «AnTbiHal» aHcaMbiHiH 20 XblaAblFbiHa apHaafaH KOHLEPTTEH TycCipiareH
«LLlepHuaz» komno3numsacbiHbiH 6eiHexasbackl. belHexxasba T. KnbiwbaeBTbIH xeke
mypafaTbiHaH. 2005.

4-wwi cypert. «Facblpnap yHi» koMnosuumacbiHaH KepiHic. Kocttom cypeTwici Atnac
MongaxmeTtoBa. Poto T. KnbibaeBTbIH Xeke MypaFaTbiHaH. TanabikopFfaH, 12 kapawa, 2011.
5-1i cypert. «Facblpnap yHi» KOMNO3MLUMACbIHaH KepiHic. KocTiom cypertuici ATaac
MongaxmetoBa. Poto T. KnbiwbaeBTbIH eke MypafaTbiHaH. TanabikopfaH, 12 kapawa, 2011.
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APPENDIX

Amankeldi Kuzeubay, | Alexander Kharuto |

5 5—7 9 RESONANT SINGING IN TRADITIONAL KAZAKH CULTURE:
AN OBJECTIVE ANALYSIS OF THE ARKA TRADITION PERFORMERS

In Russian

Fig. 1. Amre Kashaubayev. A fragment from performance of Agan Sery's Balgadisha song.
Fig. 2. Yerlan Rysqali. A fragment from performance of Agan Sery's Balqadisha song.

Talant Klyshbayev

1 08 ’I 2 2 ZHANAT BAIDARALIN'S CHOREOGRAPHIC TRIAD AS A PLASTIC
RECONSTRUCTION OF THE CULTURAL REPRESENTATIONS

oF THE NomADIC WORLD [GIETE

Figure 1. A scene from the composition Gasyrlar Uni [The Voice of the Ages]. Costume designer
Gulfira Muldasheva. Photo from the personal archive of T. Klyshbayev. 2005.

Figure 2. Video recording of the composition Gasyrlar Uni [The Voice of the Ages] from a concert
dedicated to the 20th anniversary of the Altynai ensemble. Video from T. Klyshbayev's personal
archive. 2005.

Figure 3. Video recording of the composition Sherniyaz from the concert dedicated

to the 20th anniversary of the Altynai ensemble. Video from T. Klyshbayev's personal archive.
2005.

Figure 4. A scene from the composition Gasyrlar Uni [The Voice of the Ages]. Costume designer
Atlas Moldakhmetova. Photo from the personal archive of T. Klyshbayev. Taldykorgan,

12 November, 2011.

Figure 5. A scene from the composition Gasyrlar Uni [The Voice of the Ages]. Costume designer
Atlas Moldakhmetova. Photo from the personal archive of T. Klyshbayev. Taldykorgan,

12 November, 2011.
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[TPUNOXKEHWUE

MmuHa AnveBa

'I 7 3 3 MU®bl 1 PUGLI EBPOMOLLEHTPU3MA: OMEPA «KEPOT/bI»
Y3EMPA TAZXKMBENAN B 3EPKANE 3AMALHOIO
MY3bIKO3HAHUSA

Puc. 1. Y3enp Fagxunbeninn (18 ceHTabps 1885 — 23 Hoabps 1948). PoTorpadus
OTpecTaBprpoBaHa ¢ nomolLbko Henpocetn ChatGPT.

Puc. 2. Mporpamma nepsoro npeactasaeHuns onepbl «Képornbi» Y3eupa Magxnbeiinm, 1937.
Wcrounumk: AbacoBa, dnbmupa. ¥Y3eup fadxubekos. baky, AzepbaingykaHckoe rocysapcTBeHHOe
n3gatenbcteo, 1975, c. 80-81.

TatbaHa XapnamoBa

3 4— 54 «KbI3 XKIBEK» 3MOCbIHbIH, KOPKEM MHTEPMPETALLVANAPBIHAAFI
MBZEHM XAZLbl MEXAHM3MI PETIHAEN «AKKY—T9KKY»

WNHTOHALWAbIK KELLEHI

Mpnmep 1: MecHa «laky».

WcTounuk: 3aTaeBuny, AnekcaHap. 500 kazakckux neceH u kroli'eg Adaesckux, bykeegckux,
CemunanamuHckux u Ypansckux. Anma-Ata, Hapkomnpoc Kasaxckon ACCP, 1931, 350 c.
Apxue KazaxcmaHckol HayuoHaneHol snekmpoHHol bubauomeku, kazneb.kz/ru/bookView/
view?brld=1553153&simple=true.

Mpumep 2: «MecHs «Kbi3 Xibek».

WcTounuk: 3aTaeBunu, AnekcaHgp. 1000 neceH kasaxcko2o Hapoda (necHu u krolu). N3panne
BTOpOe, MockBa, My3rus, 1963, 589 c. Apxue KazaxcmaHckol HayuoHa6Hol 31eKmpoHHoOU
6ubnuomexu, kazneb.kz/ru/bookView/view?brld=95805&simple=true#.

[Mpumep 3: ««lak-Ky». Apus XKnbek.

WNcTounmk: Mycpenos, Mabut. «Kei3-XXunbek». MyssikansHas neeca e 4 deticmeusx, 5 kapmuHax.
Anma-Ata — MockBa, Kasaxckuii rocyapCcTBeHHbIV My3blkaabHbl Teatp, 1936, 25 c. Apxus
KasaxcmaHckol HayuoHaneHoU 31ekmpoHHol bubauomexu, kazneb.kz/index.php/en/
bookView/view?brld=1554565&simple=true#.

[Mpumep 4: «Fakky» Apus Xnbek. PparmeHT.

Wcrounuk: fakky. [MecHu, pomaHcel u apuu us penepmyapa K. baliceumosoli (Ha kasaxckom u
pycckom s3eikax). CoctaButens Knasams boboluko, crew. pegaktop TaTbsiHa CyneliMeHOBa,
Anma-Ata, ©Hep, 1991, 128 c. Apxus KazaxcmaHckol HayuoHan6HoU 3/1eKmpoHHOU
6ubauomeku, kazneb.kz/kk/bookView/view?brld=1586877&simple=true.

[Mpumep 5: «Aky-krov». parmeHT.

Wcrounuk: 3ataeBuny, AnekcaHap. 500 kasakckux neceH u krol'es Adaesckux, bykeesckux,
CemunanamuHckux u Ypaneckux. Anma-Ata, Hapkomnpoc Kasaxckon ACCP, 1931, 350 c.
Apxus KazaxcmaHckol HayuoHaneHol 31ekmpoHHol bubauomeku, kazneb.kz/ru/bookView/
view?brld=1553153&simple=true.

[Mpumep 6: blkbinac «Akky». PparMeHT Kros.

WNcTouHuk: Xpecmomamus 0215 Kelikobeiza. CoctaButens 96aimaHan XXymabekyibl, AlMaTsl,
Binim, 2012.

[Mpumep 7: Hypruca TneHanes «Akky» (I BapvaHT). PparmeHT Kros.
WcToununk: Kazakwa.ucoz.com — Bcé 0ns dombpel, kazakwa.ucoz.com/load/notalar/n_tlendiev_
quot_a_u_quot_i_variant/2-1-0-329.
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MBaH Appaluos

80—1 07 DKCMEPUMEHTA/IbHBIE METOAMKW B KABAXCTAHCKOWM

AHUMALNWN. HAUMNOHANIBHOE KAK MEPEMEHHAA

SKCMEPVMEHTA

Puc. 1. Kagp v3 dunbma Shanyraq (pexuvccep MaavHa TaxxbarambetoBa, KasakaHvmauus,
2025) kak npvMep BM3yaabHO-CUMBOANYECKOrO 3KCMEePVMEHTA: OPHaMeHTaIbHbIA MOTUB
OpraHu3syeT He TONbKO AEKOPATVBHYHO MOBEPXHOCTb Kajpa, HO U ero KOMMO3ULIMOHHYHO
CTPYKTYpPY.

Puc. 2. Kagp v3 ¢unbma «YHUCOH» (pexxnccep MaHcyp AlimbeToB, KasakaHumauus, 2025)
Kak npvmep ocnabaeHuns HaLMoHalbHOW MapKMpPOBKN: COBPEMEHHOE SMOLMOHabHOE
BbICKa3blBaHWe CTPOUTCA Yepes LIBETOBYH Cpesy, NAacTiKy NnepcoHaxa v MHTOHaLMIo Kagpa
N CYUNTBIBAETCS BHE JIOKAJIbHOTO KOHTEKCTa.

Puc. 3. Kagp n3 dpunbma «Kenenke» (pexxnccep Makcat Aanos, KasakaHumaums, 2025)

Kak npvMep XaHpOoBOW rmbpuan3aunm: 31eMeHTbl aHUME-3CTETUKN, KPUMUHaNbHOTO duabma,
XOppopa 1 Kazaxcko MUponornyeckon o6pasHOCTN COEANHSAIOTCS B eAVHON BU3yasbHON
KOHCTPYKLUW.

Puc. 4. Kagp n3 punbma Su perisi (pexxuccepsl Jinnapa n PeHata Mupranvess,
KasakaHumaums, 2025) kak npumep nogaun Muponornyeckoro obpasa BHe 3THorpaduyeckom
cTUAmn3aumn.
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Signed to print 30.06.2026. Size 60x84 1/8. Plain paper 80 g/m2. Digital printing. Segoe Ul font used. Volume 14,88 estimate
printed sheets. Circulation 100 copies. Printed by "Mirnyi Piksel" printing house. 18, Yerzhanov Street, Karaganda.



(Sapyn



