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Abstract. The article outlines the features of vocal performance as a special kind of musical art. In particular,
the general picture of the genre of opera in Kazakhstan is presented and important prerequisites for its successful
dynamic development at the beginning of the 20th century are considered. As one of the important factors, the author
defines the high level of the traditional singing school in Kazakh culture, which has developed its own musical
language, characterized by a high level of organization, brightness, relief and author's individuality. At the same
time, the author points to the historical period of the 1930s, when new genres and forms of creativity arise in Central
Asia and Kazakhstan, and academic vocal art takes its leading place as an original phenomenon in the national
musical culture.
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Execution as an independent kind of activity contains a number of the most complex aspects, the
disclosure of which requires active involvement of the potential not only of musical and theoretical
disciplines, but also of such sciences as aesthetics, ethics, sociology, psychology, and cultural studies,
since musical performance, as a form of artistic activity, corresponds to two levels : in a broad sense, this
is a phenomenon of the sociocultural order, in the narrow sense it is the activity of the individual, which is
characterized by very characteristic features.

Every musical work needs a performer: it is an essential condition for its existence in time and space.
A communicative triad "composer-performer-listener” (B. Asafiev) inevitably arises. They are united by
the common task of comprehending and transmitting content, and the multiplicity of meanings of one
musical text created by them increases the depth of interpretation. However, the central link of direct
musical communication is the performer, who in his activity combines two different functions: embodies
the musical-artistic image in sound and interprets the sound created by plasticity, gestures, facial
expressions and even appearance. An important component of the performance interpretation is the force
of the artist's psychological impact on the audience, which L. Tolstoy called "infectiousness”, and is now
often called "charisma." History knows the bright examples of literally fascinating action, in which the
actual artistic side of the performed is perceived less active and vividly compared with the effect that the
person's personality itself has.

In the process of musical performance, not only the composer, not only the performer, but also the
listener is significant: he is an active participant in the process of musical communication, he determines
the degree of his emotio-nal-psychological tension. This idea was emphasized by B. V. Asafiev, the
development of the thesis that the listener "passes the path passed by the composer, and introduces his
ideas, views, tastes, habits, and even just his mental position when he perceives the composition"[1, 84].
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Thus, the author puts in one line all the participants in the musical process, substantiating his thesis by the
fact that the writing of original compositions is essentially an interpretation of reality, as the subjects and
collisions are taken by the authors from life and are an artistic treatment of reality, and the artist and
listeners learn this reality in the act of fulfillment and perception. For a sensitive performer, tuned to an
active dialogue with the audience, the reaction of the auditorium is extremely important. The meaning of
performing activities is largely based on contact with the listener, his emotional assessment of what is
happening on the stage. Thus, Stanislavsky wrote: "The sensation of the response of thousands of human
souls, coming from the overflowing auditorium, brings us the highest joy that is only available to man." [2,
57].

Starting from the origination time of opera and opera artistic performance at the turn of XVI - XVII
centuries up to nowadays this genre had been causing controversy in terms of its viability and areas of
development. Attitude towards opera varied during different historical eras. Opera may be considered as
fine art for aristocracy and high life and a relatively popular genre among ordinary people. Almost dark
oblivion and seemly coming death of this genre as it is was replaced by its renaissance and appearing its
new scenic forms.

Opera accommodated many art types: music, singing, drama, dancing, visual arts. There is no other
genre in the scenic art which could has so many aspects in terms of emotional and aesthetic impact on the
spectators. Literally it can be said without prejudice that that today opera is the most demanded way of
presenting classic art. Despite the changes occurred with opera art in the XX century, this genre remains
almost unchanged in its basic characteristics and did not undergo any significant transformations. As for
the system of vocal performance principles and pedagogic methods, this system is formed in musical
culture of nations from different countries. Indeed, the national signing school reflects peculiarities of the
nation’s psychological nature, its music, poetry, language, performance traditions. Thus, national vocalic
schools in the countries of West Europe began forming at the same time with the origination of national
composer’s schools challenging the singers with their artistic and performance requirements. For instance,
Italian singing school which is characterized with distinct articulation, singing in cantillation, virtuosity,
skill at improvisation, coloratura, wide range, distinguished dynamics and timbre diversity is different
from the French school having affected declamatory style, consonant singing technique. German school is
characterized in its turn, as a “primary tone school” considering specific peculiarities of German operatic
music and language phonetics [1]. European vocalic schools developing during XVIII-XX centuries were
not isolated from cach other and this brought to their mutual enrichment and formation of a unified
reference vocalic art school.

Russian vocalic art school is originated from creativity of M.I. Glinka. This school is formed as a
unique national phenomenon based on folk-song performance. Taught by foreign pedagogues and affected
by influence of other national singing schools (first of all Italian singing school), Russian singers managed
to preserve their individuality. They skillfully show their national performance style including mastership
of dramatic game, simplicity and sincerity of singing using perfect vocalic technique, ability to combine
vocal mastership and emotionally colored living word.

Modern academic vocal music of Kazakhstan is a very interesting and unique phenomenon in the
national musical culture. In the XX century this music was based on the traditional poetry, melodics,
subjects of Kazakh folkloric pieces of art. In the second half of the XX century unlike the previous
decades focused on traditions of mass songs and art, significant changes took place: a semantic field of
poetic texts was expanded, mode-vocal utterance was updated, new writing techniques were mastered.
Kazak music was actively involved in the common world musical process and this widened the limits of
chamber-vocal art, enriching its containment arca and drew a deep interest to language means. All these
no doubt had impact on the performance art of Kazakhstani singers of opera and chamber genres.

History of Kazakh vocal signing art had not well studied in musicological literature up to now. Thus,
we are aware of works done by Bisenova G., “National traditions in opera art of Kazakhstan”, Goncharova
L. “Regarding the issue of 3 versions of opera “Kyz-Zhibek™, Ye. Brusilovskiy, Kuzembaeva S. “Sing of
the beautiful”, Abdulgazina G.K. “Kazakh epic opera of the seventies”, Djumalieva T.K. “National
singing tradition in the opera of M. Tulebaev “Birzhan and Sara”, which in their majority show the
challenges of composer’s activity in the opera genre. However, performance as the area of musical culture
of Kazakhstan is one of the components in the modern musical culture and its multi aspect development is




ISSN 2224-5294 Cepus obuecmeennvix u 2ymanumaphvix Hayx. Ne 3. 2018

“able to enrich our views with regard to the in-depth layers and modern developing trends of the
performance culture”.

Especially significant in the history of vocal art was the XX century being the time of global changes
not only in political but also is social and cultural arcas. Exactly during this period dramatic shifts
occurred in many arcas and in musical activity of the country in particular. A new phenomenon revealing
in various art types was interaction of different traditions which influenced the creation of new expressive
means, forms, techniques and on the whole expansion of musical space. The second half of the century
also is characterized with development of communication opportunities such as radio, television, Internet.
Therefore, study of the history of the national culture during this period becomes the most important arca
of modern musicology conducive to enrichment of various areas of interest.

Music-social life became more intense to a significant extent: amateur theatric and music societies,
choral teams appeared at that time, the most talented singers and musicians were attracted to active
professional activity. Large scale activity for recording and studying musical folklore was deployed.
Contests among singers, Kazakh bards and musicians were organized more often than it was before,
especially in terms of creating and performing artistic works dedicated to contemporary topics.

As one of the important factors conducive to the emersion of a whole bunch of brilliant performers —
first opera singers, we outline the high culture of the traditional singing school since artistic performance
takes lead in the system of Oriental traditional cultures. Within the resiliency of song’s layer as well as
instrument layer the decisive factor over the centuries was the closest contact of the musician and the
listener. Since the nature of this original-national phenomenon itself caused creation of specific forms of
its functioning and aesthetic influence. During the process of describing the performer’s role as a
specifically significant and individual in the culture of Kazakh nation, we reveal also peculiarities of vocal
art of native-professional singers: this is a specific technical maneuverability, “flying ability”, large
provident breath, originality of music tone and singing manners. Exactly folk singing creativity thanks to
sustainable performing traditions designed its own musical language characterized with a high
organization level, brilliance, prominency and authorial individuality.

Nominally dividing the XX century into certain stages, the scientists outline the period of 1920-30™ as
the time of reinterpretation of national music culture on the whole, due to influence of West European
music of the writing tradition. Particularity of this period as regards the national culture reflected in the
process of complete re-orientation of public awareness, life activity of the whole nation, creation of new
genres and forms in the music art. Taken from European philharmonic art, types of composer’s and
performance expertise were planted in the breeding ground of rich multi-genre traditional culture of
Kazakh people. Such openness of traditions, its ability not only to saturate whatever new but also keep its
cthnical features brightly reflected in the activity of original singers of Kazakh stage. B memin its entirety,
destiny of national opera art is inseparably associated with the Russian masters developing advanced
traditions of the world performance. Fruitful influence, the organizing role of representatives of Russian
vocal and scenic art assisted in forming a new artistic performance form in Kazakh singing culture closely
related to the genre features of opera [3, 74].

To this extent interrelation of the common and special appeared so vividly where any national music
school is affected by the couture of the nations. However these borrowed elements peculiarly refracting
through the specifics of national aspect are ever changing and enriched with new distinctive features keep
on developing, acting as the original demonstration of a new artistic value. The most noticeable example
of interaction of artistic traditions of the national ethnos with the European one is activity of creative
artists — writers and composers as well as artists — performers, in particular, singers of Kazakh opera —
Kurmanbek Djandarbekov, Kulyash Baiscitova, Kanabek Baiseitov, Manarbek Yerzhanov, Uriya
Turdukulova and their followers. These performers getting hold on opera genre absolutely new for Kazakh
national art, achieved high professional goals thanks to their natural talent, hardworking, learning from
experienced teachers, producers, band-masters of Russian theatre staff, concertmasters. Obviously such
interaction of various singing traditions was very favorable for the history of opera school of Kazakhstan.

Specific terms of the 30™ preconditioned emersion of completely new combination of performing
traditions. As a result of social and cultural transformation a new combination of performing traditions
emerged. The following classification of the carriers of folk-professional tradition based on their activity
profile has been formed:




H3zeecmua Hayuonanvnoti Axademuu nayx Pecnybnuxu Kasaxcman

1. Singers keeping continuance of tradition of folk-professional performing school though remaining
on the concert performance level. These are Gabbas Aitpacv, Amre Kashaubaev, Kuan Lekerov, Ali
Kurmanov, Zhusupbek Yelebekov.

2. We refer singers — successors of the above mentioned tradition to the second type. But unlike the
first type, they started to develop performing culture in music-drama and early opera stage plays of the
Kazakh theatre. These are such prominent people of art as: Manarbek Yerzhanov, Garifolla Kurmangaliev,
Zhamal Omarova, Rabiga Yesimzhanova.

3. singers — the original participants involved in not only plays of Kazakh composers but also in
spectacles of classic opera (Russian, European) achieving a higher level of vocal performance -
Kurmanbek Jandarbekov, Kulyash and Kanabek Baiseitov, Uriya Turdukulova.

The above mentioned typology of native singers gives a clear vision on opportunities of involving
individual performers to various plays, first in musical drama and then in the first operas. On the whole,
favorable conditions existed for creation and executing the original operas in Kazakhstan as well as in
other republics of the Soviet East. Since olden times oral type professional music culture had been
flourishing in this region in which composing activity emerged in unity with performing culture. This
culture formed its own type of professional singer with vocal and artistic capabilities ideally matched for
involving in a theatric spectacle, its own type of listener capable of perceiving of a complicated music and
its own system of active interaction of the listeners with the performer.

Talking about establishment of performing art in the Republic, it should not go unspoken about
history of the theatre and, of course, composition activity of that time. Thus, in 1933 State music studio
was organized in Alma-Ata; in 1934 the studio was renamed into Kazakh State Music Theatre. The first
spectacle “Aiman and Sholpan™ scored a great success. Traditional folklore was taken as musical basis of
the spectacle. Composers 1. Kotsyk and S. Shabelskiy processed folk songs into instrumental music. This
was one of the most important moments in the spectacle’s success, in which for the first time ever the
samples of the folk song united with a stage image, and they to find a new lease of life. However the
theatre had some problems, insufficient professional personnel, practically nobody in the troupe had a
professional musical education. Assistance in working over the repertoire and musical inheritance of
Kazakh people was provided by Ye. Brusilovskiy, a graduate of Leningrad conservatory. From 1934
through 1938 Ye. Brusilovskiy was an artistic administrator and composer of the theatre. During this
period he wrote the first plays for the theatre — “Kyz Zhibek™ (1934), “Zhalbyr” (1935), “Yer-Targyn™
(1936) and the second version of “Aiman and Sholpan™ play (1938). The mentioned plays were not operas
as much as musical dramas, with dialogues and as such received public recognition. Inasmuch as opera is
a rather complicated musically synthesized genre, it was impossible to show all its peculiarities in the
Kazakh culture at once and this was connected to not only deficit of professional musicians but primarily
with the fact that the listeners were not ready to perceive genres of West-European music. All the plays
were built in the national color, the Kazakh folklore which was habitual and well known for the public. As
noted by B. Yerzakovich and A. Zhubanov, the basic target pursued by Ye. Brusilovskiy was to show
beauty of Kazakh national songs combining this beauty with the harmony of European culture. The
composer was gradually making the forms of musical language more complicated, transforming musical
dramas into operas and “namely in the genre of opera art the composer comprehensively realized the opera
features underlying in the folklore and the richest artistic traditions of Kazakh people™ [3, 79].

The following stage of development is related to the awareness and finding of own national musical
language based on European traditions. The theatre was gaining professional competence and this related
to sophistication of theatric plays; though first of all the success was acquired due to emersion of
professional musicians. The important benchmark in the history of Kazakh opera theatre was 194, when
staging of opera “Nargiz” of Z. Paliashvili was launched in a new building (architect A. Prostakov). In the
same year the theatre was awarded the honorable Academic title. During this period spectacles of not only
Russian classic but also other national cultures were staged. For the first time the singers experienced
complications of communicating peculiarities of coloration of the Russian, Azeri and other music.
However the spectacles gained a great success which proved creative potential of the vocal school of that
time. This is confirmed by the fact that in 1944 during the contest of the first decade of Soviet music of
Central Asia Kazakh singers won the top prizes.

64 ——
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A great influence in forming academic style in performance art of Kazakhstan during that period was
provided by pedagogues of the vocal faculty of Almaty state conservatory after Kurmangazy. Teaching
techniques of teachers-vocalists contained the best traditions of the Russian signing school: a wide free
audio unlike external affectation, sincerity and naturality of performance were promoted. Psychological
coloring of the words, skills in producing various timbre tones, combining expressive singing with a
dramatic game were given much attention.

1944 was a significant benchmark for the vocal art — “Abai” opera was written. Creating “Abai” opera
written by the national composers A. Zhubanov and L. Khamidi (1944) required the singers to use their
professional skills since opera parts were featured with complexity not only in the melodic respect but also
in psychological content of the character. In place of folk songs, song recitals such as arias, ariosos,
deployed recitative sketches came to the light. The first performers of the Abai’s part were R. Abdullin
and Ye. Serkebaev.

In two years is equally well known opera “Birzhan and Sara” by M. Tulebaev was written and
included in the national inheritance of Kazakh culture. Particularly, resecarchers studying opera art
highlighted Aytys episode which is deemed to be one of the most complicated in the vocal opera
performance. The premier was so successful and the original performers surprised the listeners with their
vocal art in playing main characters to such an extent that in 1948 K. Baiseitova, A. Umbetbacv, B.
Dosymzhanov and Sh. Baisckova were awarded Stalin’s premium.

Specific parts of vocal art in this opera were demonstrated by famous Kazakh singers — A. Umbetbacv,
B. Dosymzhanov. Anauarbek Umbetbaev was recognized as one of the best performers of Birzhan’s part
and was casted in history of vocal art as one of the pioneers. This performer lived over 40 years in
Birzhan’s character. In his interpretation of this personage, highlighting particularly heroic features of the
principal character was of interest. B. Dosymzhanov with his soft melodious tenor conquered the audience
in Birzhan’s character. Researcher S. Kuzembaeva in her book “Sing of the beautiful” noted: “soft lyric
tenor of the singer was carrying warmth and sincerity, showing new attractive features of the hero.
Peculiarity of the created image of the native singer revealed in his emotional singing; smoothness and
levity of sound, its length, meaningfulness and sophistication of musical phrase™ [5, 28]. Indeed, creation
of a well-rounded image is characterized with the right interpretation of Birzhan’s figure.

As the time goes the style of Kazakh operas became more complicated, especially beginning from the
1960, when a new generation of composers emerged using elements of European composing techniques
of the XX century. This period is highlighted not only by maturity of composer’s works but also highly
qualified performers with professional education in the conservatory. Each performer is characterized with
his own oval school, performance individuality, vocal art style. However all of them and this is the most
important, are successors to traditions of people’s folklore. Among them: S. Kurmangalieva, R.
Zhubaturova, A. Ospanova, T. Adetbekova, B. Ashimova, K. Baktaev, K. Kulumzhanov, H. Yesimov, N.
Karazhigitov, R. Jamanova.

The 1960™ were particular because of continuous involvement of professionally trained youth in the
operations of the opera theater. Among the brilliant plays of that time operas “Kamar-Sulu” by Ye.
Rahmadiev and “Aisulu” by S. Muhamedzhanova are noticed. During this period names of such famous
singers as: A. Dnishev, B. Tulegenova and R. Zhubaturova became familiar to everybody.

Today singers N. Usenbaeva, D. Baspakova, M. Muhademkyzy keeping the rich traditions of vocal
school are very popular at the stage of the famous theatre. Also other principal performers such as K.
Halilambekova, S. Ishanova, G. Daurbaeva, D. Dyutmagambetova, T. Kuzembaev, T. Musabaev, M.
Chotabaev, M. Baineshev as well as others are very successful.

The challenge of the contemporary vocal art according to the famous musicians is in increasing the
vocal art level to the world standard; continuing traditions tracing back to the first masters of opera stage
expressed in synthesis of two performance branches — native and European as well as in identifying a
system of voice training of each of the performers.

Opera art of Kazakhstan in the XXI century became a cultural phenomenon of the world significance.
Evaluating this phenomenon from the historic retrospective view, we may definitely state that this art had
not been at such a high development level ever before. Opera theatre became different in terms of quality,
its aesthetics dramatically changed, its audience also evolved. But creativity of prominent performers
continues to enrich our emotional universe at all times, making us significantly more mature and
insightful.
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I'.3. BeremGeroBa
Kypmanrass! arsiHgarsr Kasak yuTTeik koHCcepBaTopusichl (Anmarsl, KazakcTan)

KA3AKCTAH BOKAJIJIBIK OPEIH/IA VIIBLIBIFEL: 3SAMAHAYH MOJEHUET KOHTEKCTIHAETT
TAPAXH KYHJIELUILIKTAP MOCEJECI

AnnoTtanusi. Makanana BOKan OHIMILNITIHIH EPEKINEIIKTEPI MYy3bIKAIbIK OHEPIIH €pEKIIe TYpl PETiHAC
cumarrananpl. Atan adWTKaHAa, KasakcraHarbsl omepa >KaHPBIHBIH >KAIIbl KOPIHICI YCBIHBIIBIN, XX FACHIPABIH
6achIHIa TAOBICTHI KAPKBIHIBI JAMYBI YIIIH MAaHBI3ABI AJFBIIAPTTAP KAPACTHIPbLUTFaH. MaHbI3Ab! (hakTOpIapAabIH Oipi
PCTiHAC, aBTOP Ka3aK MOACHHCTIHACTI TOCTYPIL OH MCKTCOiIHIH JKOFAPHI ACHTCHIH AHBIKTAWIBL, OJI ©3iHIH KOFAPHI
JICHTCHITI YWBIMBL, SKAPBIKTBIFBI, )KCHUTACTY *KOHE aBTOPIBIK JaPATbIFBIMCH CPEKIICIICHETIH O31HIIK My 3bIKANbIK TiTiH
KampimracTeipasl. COHbBIMEH Kartap, aBTop Optanbk A3msa MeH KazakcTanaa mIbiFapManibUIBIKTBIH YKaHA YKAHPIAPHI
McH (opMmanapsl madga 6oran 1930-mbl KeLITAPAAFEl TAPHUXH KC3CHIC TOKTANIBI YKOHC AKATCMHAIBIK BOKAJIBIK
OHEP YITTHIK MY3BIKAJIBIK MOICHHETTE 63IHIIK KYOBLTBIC PETIHAC KO OacTa Ibl.

Maxkana Kazakcran PecmyOnmkacsr bimm koHe ¥pulbiM MUHHCTPHITiHIH 2018-2020 sKpuimapra apHaIFraH
FBUIBIMH-3EPTTEY >KOOACHIH KAP/KBIIAHABIPY Herizinae AauerHAanasl. AR 05135997 «KazakctaH eHepiH OpbIHAAY:
YATTHIK CTHIIb, JOCTYP KOHC KOFAMIBI TPAHC(OPMALHAIAY IAFBI POITLY.

Tyiiin ce3aep. My3bIka, Ka3aK MOICHHUCTI, OTepa, OH aHTy, OH ATy, ZOCTYPJIi MYy3bIKA, KOMIO3HTOP, BOKATIBI
TYCIHAIPY.

YAK 78(574)09
I'.3. BeremGeToBa
Kazaxckas HanuoHaIpHAS KOHCEpBaTopusa mMcHHE KypManrassl, (Ammarsl, Kasaxcran)

BOKAJIbHOE HCIHHOJTHUTEJIbCKOE HCKYCCTBO KA3AXCTAHA: K IPOBJIEME
HCTOPUYECKOU NEHHOCTHU B KOHTEKCTE COBPEMEHHOMU KYJbTYPhI

Annotamus. B crarbe 0003HA4YEHBI OCOOCHHOCTH BOKAIBHOTO WCIIOJHHUTEIBCTBA KAaK 0OCOOOTO BHAA
MY3bIKAIbHOTO HCKYCCTBA. B YACTHOCTH, NpEACTaBICHA OOIMAas KapTHHA CTAaHOBJICHWSA OICPHOTO >KAHPA B
Kaszaxcrane W pacCMOTPEHBI BAJKHBIC NPEATOCBUIKH I €0 YCICIMHOTO AMHAMHYHOTO Pa3BUTHA B Haudane XX
croneTisa. Kak oqHIM H3 BOXHBIX (JAKTOPOB, aBTOPOM OIIPEICIICH CYIIECCTBYIOIMH B KA3aXCKOW KyJIBTYPE BBICOKHH
VPOBCHb TPANHIHOHHOW TCBYCCKOH INKONBI, BBIPAOOTABIOHH CBOH COOCTBCHHBIH MY3BIKAJBHBIH  A3BIK,
OTIMYAOIIMKCS BBICOKMM YPOBHEM OPTAHH3ALMH, SPKOCTHIO, PEIbE(HOCTHIO M ABTOPCKOHM WHIMBHAYAIBHOCTHIO.
Bwmecrte ¢ TeM, aBTOp yKa3bIBacT Ha mcropmdeckuit mepuor 1930-x romos, koraa B Cpennedt Asmm m Kazaxcrane
BO3HHKAIOT HOBBIC JKAHPHI U (POPMBI TBOPUECTBA, H AKAJCMHICCKOE BOKAIPHOE HCKYCCTBO 3aHMMACT CBOC BEIyIICE
MCCTO KaK CAMOOBITHOC SABJICHHC B OTCUCCTBCHHOM MY 3BIKATBHOM Ky JIBTYPE.

Crarest MOArOTOBIICHA IO MATEPUANAM BBINIOJIHEHHBIX Pa0OT B PAMKAaX IPOCKTA TPAHTOBOTO (DPMHAHCHPOBAHI
HAYYHBIX HCcheaoBaHMH Munncrepcra oOpaszoanust W Haykm PK mHa 2018-2020 r.r. NeAP 05135997
«HcnomauTenbckoe HMCKyccTBO Kazaxcrama: HAOMOHATNBHBIH CTHIb, TPAAWIMH M POJb B TpaHc(hOpMAIMH
o0ImecTBay.

KmoueBnie caoBa. My3bika, Ka3axCKash KyJbTypa, OIEPa, HMCHOJTHUTEIBCTBO, IIEBYCCKOE HCKYCCTBO,
TPAIUIHOHHAS My 3BIKA, KOMIIO3ZHTOP, BOKATbHAA HHTCPIPETALIUA.
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