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languages), his brief statements about the history of musical compositions, memories of contemporaries
and colleagues'. Since this issue does not apply to a limited range of scientific works, and requires further
basic research, in this article we will only focus on some aspects related to the unique gift of N. Tlendiev -
his ethnic ear.

Results. In this regard, the question arises: why Nurgissa's compositions are so popular that they
became national, and, despite the time, continue to be in demand today? The answer to this question can
be as follows: because N. Tlendiev combines a traditional steppe school® and a professional city school’.
The thing is that, using them in his creativity, he was able to brilliantly, and with feelings demonstrate his
skills, qualifications and love. Moreover, through the steppe school the power of ethnic ear was clearly
expressed, and through the city school - the depth of professional knowledge. When thinking about the
power of ethnic ear, we recall the words of 1. Zemtsovsky on the problem of “ethnic ear™ .. the
formation of the ear is not a one-way process: we develop our ear (and our entire environment, in one
way or another, consciously and unconsciously, is involved into this development), but the ear itself
develops and creates our personality” [3, 6 p.].

Thus, 1. Zemtsovsky believes that in the anthropology of human ear, listening (or auditory
perception) and behavior, cognition and speech are integrated. In this regard, based on the scientist’s
opinion on the unity of the parties, we would like to bring them to the properties and functions of
N. Tlendiev: through auditory perception, he managed to absorb traditional music and, as a performer,
transmit the heritage of his ancestors to the audience; at any time and in any place (on the stage, at work,
during leisure, in the family, etc.) he formed in himself the freedom of behavior which is inherent in sal
and sere, whereby he made certain conclusions for self-expression, being able to achieve great success;
leaving behind an inexhaustible musical treasury through knowledge, he won the hearts of the listeners,
finding a common language with most people, created an cthnographic orchestra, participated in
international competitions and promoted national art.

Although Tlendiev is often mentioned as a master of improvisation, his performing skills are
gradually being forgotten. Nurgissa, as a kuyshi, a performer of folklore compositions, rigorously
conveyed the sound of kuy to the listeners, with great responsibility he preserved their original identity
and authorship. Of course, his highest professional competence contributed to this fact. He transmitted the
following kuy to the contemporaries and future generations: the folk kuy “Aksak Kulan” (I version),
Bayserke's kuy “Zhekpe zhek”, his father Tlendi’s kuy “Arman”, Zhambyl's kuy “Oy, duni-ai”,
Katshybay's kuy “Balamishka”, Temirbek's kuy “Jetim bala”, “Sherniyaz” e¢tc. Currently, half of these kuy
are referred to as Nurgissa Tlendiyev's kuy. In particular, in concert programs and in the 35th disc of the
41 series of the CD “1000 Kazakh kuy” (2010), released by State order, kuy "Zhekpe-zhek",
"Balamishka" are declared under the authorship of N. Tlendiev. In the collection of E. Tungyshuly
“Atadan Mura™ he is presented as a performer from whom these kuy were heard, and the preface to this
book was written by N. Tlendiev himself [4]. Unfortunately, today, despite the fact that not so much time
passed from the day of the death of the outstanding kuyshi, and there are still alive people who personally
knew the musician, there are some regrettable circumstances. Such misunderstanding can be confusing for

! Kaharman - Nurgissa: essays, poems, poems-zhyr / Comp. S. Abdraimov. - Almaty: Sanat, 1999. - 352 p.; Gasyr sazyn
terbetken: Memories about Nurgissa Tlendiev / Comp. S. Abdraimov, G. Shakarim, D. Tlendikelini, B. Issa. - Almaty: Bilim,
2007. - 280 p.; Tlendiev Nurgissa Atabaevich: recommended bibliographic index / National Library of the RK. Comp.
D.A. Kistaubayeva, B.JI. Usenbayeva. Almaty, 2015. 217 p.

? Nurgissa's father, a famous kuyshi, who took part in instrumental competitions with Bayserke, the founder of the kuyshi
traditions of Semirechye, his mother, Saliha, was an aunt of the famous Kenen Azerbayev, sung to the accordion accompaniment.
Until the end of his life, Nurgissa kept his mother's musical instrument as the apple of his eye. From an early age, in addition to
his father and mother, he met with the prominent representatives of traditional art, and adopted their experience. About how, in
1938, he received the dombra as a gift from the hands of Academician Akhmet Zhubanov, in the autumn of that year he met with
akyn Zhambyl and a group of creative people, Nurgissa recalls: “Zhaken is a relative to us, a close person. At a festive event in
honor of Tlegen’s newborn daughter, my father’s brother, Tlendi, Zhambyl-ata visited our house with a group of akyns, including
Kenen, Issa, Umbetali, Shashubay.

At some point, the adults wanted to listen to the kuy in my performance. At first I was very embarrassed, but with the
support of people - “do not be shy, show what you can do” - I decided to play the hurricane kuy “Uran” by Jaken, dedicated to
the Bekbolat batyr's uprising. Everyone listened with great attention, at the end exclaiming “Ah, well done!”, and asked to play
again. I performed the kuy of Tattimbet, Kurmangazy, as well as the kuy of Zhambyl “Oh, dunie-ai” [2, 361 p.].

3 In 1949-50, Nurgissa Tlendiev studied at the Alma-Ata State Conservatory, and in 1950-52, at the conducting faculty of the
Moscow State Conservatory in the class of Professor N.P. Anosov.
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the future generations and lead to false opinions about Nuraga. In our opinion, N. Tlendiev has enough
kuy, both quantitatively and qualitatively, to be called a composer- kuyshi, so we think that we should not
consider them as his own, original compositions.

In regard of the nature of his manner of behavior, self-expression, which are typical for the sal and
sere, we imagine him as a conductor on the stage. We can say that he was a conductor not only of the
orchestra and soloists, but also listeners, holding the whole audience in tension, "in the palm of his hand,
or in his fist". P. Aravin, who was often the host of N. Tlendiev’s concerts, recalls his image on the stage,
which enabled the audience to participate in the creative process: “.. His behavior was sometimes
extraordinary, not academic. He could stop conducting for some time at all, and only a strict, sometimes
witty, and offen invocative glance at a certain group of the orchestra, at a certain soloist spoke of his
constant control over the situation ...

His signature, brightly theatrical technique: in the middle of the composition, before the reprise, turn
his back on the orchestra, as if giving the musicians complete freedom of performing art, and gracefully
pass the hand back and forth to the orchestra and to the public to create an amazing effect of unity,
complicity, and co-creation for everyone on the stage, and in the hall, both musicians and listeners. When
he soloed his virtuoso improvisations on the dombra, he was able to escalate such tension of expectation
that the orchestra’s entry at the energetic wave of his hand seemed like an explosion of emotions, a
breakthrough of a sense of joy, inspiration, and the audience enthusiastically responded with a flurry of
applause” |5, 12 p.].

As a composer, Nurgisa Tlendiev made an invaluable contribution to the Kazakh musical culture.
About four hundred songs which were born in his heart, were analyzed in the form of two research works -
PhD theses™. His works, such as the ballet “Dostyk Zholy”, the poem-ballet “Orteke”, the opera “Altyn
Taular” (co-authored by K. Kozhamiyarov), poems-kuy “Kairatty Otyrar Sazy”, “Konildi Bikesh”
overture, “Bostandyk Tany” “Ordabasy”, Zhenis Saltanaty”,Makhambet”, music for 19 movies (“Kyz
Zhibek” “Qily Kezen”,*Menin Atym - Kozha” “Kulager” etc.), to more than 20 dramatic performances
(“Karakoz”, “Abay” by M. Auezov, “Zhamilya” by S. Aitmatov etc.), 17 animated films (“Karlygashtyn
kuyrigi nege ayir?”, “Aksak kulan”, “Kyryk otirik" etc.), documentary films ("Akademik Satbayev",
"Ybyrai Altynsarin" etc.), as well as for dombra kuy must surely result in new researches. Moreover, these
compositions can serve as the basis not only for Master's theses, but also for PhD theses in the framework
of the new State education system. So, in musical cognition, a separate development should be devoted to
the richest sound fund of Nurgissa. Because, in his compositions, in a comparative analysis of the use of
methods and techniques, the most important secrets of the interaction between the surrounding world and
music are revealed, felt through ethnic auditory perception, for example, associated with the image of
birds: imitation of the voice in songs (“Ak shagala”, “Boztorgai”, “Kustar ani”, etc.) [6], in kuy and
orchestral parts instrumental reproduction of the flying and voices of birds, or in the films (“Kyz Zhibek™)
and in cartoons (“Karlygashtyn kuyrigi nege ayir™), etc. So, in the first bars of the kuy “Ata tolgauy™ one
can hear the amble of Zhambyl's horse riding from afar, in “Makhambet” we see images of racing horses,
in the movie “Bandyni kugan Hamit” or the cartoon “Aksak kulan” in the video dedicated to horses, the
music brings deep artistic representations and images. In this regard, it becomes obvious that Nurgissa was
able to hear barely audible, to see barely visible, thanks to his high ethnic ear’. To prove our point of view,
we would like to mention another opinion of 1. Zemtsovsky: “To have ethnic ear means to have the ability
to hear a lot, that is, to have a rich cultural auditory imagination. Ethnic ear makes music culturally
significant for us - to the extent of our own culture, that is, our ability to penetrate into the culture (our
own or someone else’s) in general ”[3, 8 p.].

A series of works has been written about the "Otyrar Sazy" ethnographic orchestra, which was
created and formed by Nurgissa Tlendiev, but we would like to focus on the innovations introduced into
the orchestra through the gift of ethnic ear. He added a previously alien and a new style in the scale of
timbre orchestral performance to the Kazakh musical worldview, expressed by national instruments, using

* Aituarova A. Folk traditions in the mass music of Kazakhstan: (Based on the creativity of N. Tlendiev). Abstract.
Cand.thesis. Tashkent, 1993. 26 p .; Iskakova G.N. National Origins of Song Creativity of N. Tilendiev. Abstract. Cand.thesis.
Almaty, 2010 .27 p.

>1. Zemtsovsky indicates several factors in the formation of human ear. On the basis of his theory, new facets are revealed
that are associated with the auditory abilities of N. Tlendiev, which require a separate study. Auditory abilities of Nurgissa
Tlendiev are the basis for future studies, such as the works “Glinka's Ear” by B. Asafiev, “Zataevich's Ear” by N. Tiftikidi,
“Asafieva's Ear” by E. Nazaikinsky.
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structural, dramatic, rhythmic, intonational features which are typical for dombra kuy. In other words, he
combined the part of the orchestra, which obeys strict rules, with the part where the soloist freely
demonstrates the traditions of improvisation of an individual performer. From this point of view, the
influence of both the steppe and city schools on N. Tlendiev is obvious.

One of the mnovative kuys is “Alkissa”, in which the analysys of the individual version, the
innovations in the performing style can be noted.

The composition begins with a transition - from an open string to the constant sound “g-d'”". Such an
introduction can be called a “tuning” to kuy, as it occurs at the beginning between the main melody and
other parts, as well as at the end. The main melodic line in the tradition of improvisations is developed by
hitting the strings with the fingers at the bottom of the “d”. On the string “g”, the melody successively
rises in a chain to the sound “g'”, moves next to the sound “a'” and returns back. In the downward
direction of the melody, a combination of major and minor systems is observed. After this part, the
permanent part, performed by the orchestra, is first performed in solo performance. Here the composer
ends with a brief catchy melody. In this case, the significance of tertia increases: through tertial biconicals,
progressive intonation in the tertiary range, tertiary leap, etc.

The second part, which is based on the traditions of improvisation, is distinguished by the sound of
the bourdon “d” characteristic of ancient kuy, extracted from an open string. In this part, which
demonstrates technical excellence, the duration is reduced compared to the previous one: the eighths in the
first part here moved to the sixteenths. Thus, this part is distinguished by its fast pace, which assertively,
reaching its climax, then goes into the orchestra. At the end of the kuy, the soloist and orchestra unite,
sound harmoniously and end together.

The improvised parts of the shertpe style in the Alkissa" kuy do not repeat each other. That is, at each
concert, its improvised parts always changed, updated and developed. Therefore, concert performances,
which are now stored in the archives, must be recorded on musical notation in order to receive several
versions of the same kuy. Thus, we will be able to transmit the improvisation art of the gifted kuyshi to the
future generations, as well as prove the varied forms of the kuy.

Since N. Tlendiev often used the tradition of improvisation, performing the kuy “Alkissa”, recently it
has become noticeable that young kuyshi, following his beginnings, demonstrate their improvisational
abilities and even abuse them [7]. Some of them deviate from the frame of a specific structure, on which
N. Tlendiev relied, adding own innovations. In particular, towards the end of the kuy there is an addition
that develops from the string in the sound “d” and from the lower “d”. In principle, if Nurgissa wished to
develop “d”, he could have added it himself, using his composer's abilities and performing skills. Probably
today, when the author is not with us, one should not be the “co-author” of N.Tlendiev and add some parts
into his composition. So, as mentioned above, N.Tlendiev was a bearer of both the steppe and city schools,
was one of the professional composers of the written tradition, and no one can make changes to the
compositions of professional composers of the written tradition. For example, abroad, performers bear the
liability for changing not only the sound, but also the sound coloring.

Recently, similar situations can be observed in the process of instrumental contests®, during which
N. Tlendiev’s kuy undergo various changes. The reason for this is understandable, because, first, this is a
creative process, and second, Nurgissa himself freely used improvisation. However, when using the
author's composition during a contest, one still cannot deviate from the original composition of the
composer. As B. Amanov notes, the contest types have their own requirements’. At present, instrumental
contests are widespread, where modern kuyshi demonstrate their performing skills while performing the
compositions of traditional kuyshi composers. In such cases, memory and technical excellence are taken
into account, but the right to improvise and make changes in the author’s composition is prohibited, so
kuyshi should be aware of exactly what competition they are participating in.

® Recently, the ancient tradition of instrumental competition is reviving, moreover, the introduction of an innovative
structure is becoming popular. In particular, there is a traditional competition of two kuyshi, an instrumental competition of
national representatives, in an innovative structure - kuyshi and orchestra, orchestra and orchestra, etc.

7 B. Amanov identifies three types of instrumental competitions: 1. Instrumental competition in performing skills; 2.
Instrumental competition - acquaintance with composer art; 3. An instrumental competition demonstrating the ability to
memorize, as well as composer skills through mnemonics [7]. None of these types is given the right to improvise a composer's
piece-kuy.
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Conclusion. Summing up, we present the conclusions identified as a result of the analysis:

1. There are many publications and studies on the creativity and musical heritage of N. Tlendiev,
which form an opinion, give the impression that the facets of the life and creativity of the famous kuyshi
are revealed. However, it should be noted that some aspects of his life remained unexplored and creativity
has not yet been fully studied. In the future the vital activities of N. Tlendiev should be investigated from a
scientific point of view, confirmed by documents and facts, and the particular monographic work should
be devoted to them.

2. On the one hand, the formation of N. Tlendiev as a person was determined by the strength of ethnic
car, and, on the other, by the depth of professional knowledge. It was determined that in all his diverse
creative activities, that is, performing, composing, conducting or organizing activity, the gift of ethnic ear
and high professional competence played an important role. The rich images reflected in his musical
compositions, a wide range of thematic lines, the variety of musical methods and instrumental techniques
that have not been studied, will result in new research works in the future.

3. Today, Nurgissa's contribution to Kazakh music is appropriate to associate with the greatness of
Zhambyl. Nurgissa often met with the akyn, received blessings’, listened to wisdom, conveyed his musical
heritage to the listeners, dedicated the kuy “Ata tolgauy™ to him, constantly mentioned his name at the
concerts, regularly visited the Zhambyl Museum, and before his death, he performed The Koran reading
ceremony at the poet’s burial place, and it is no coincidence that N. Tlendiev was buried next to this
outstanding man. Thus, it becomes clear that the greatness of Zhambyl contributed to the development of
Nurgissa Tlendiev, the formation of his performing skills, composer heritage, behavior and organizational
activities, cognition, hearing and the ability to comprehend the power of the word. It is worth saying that
the ethnic auditory abilities of Nurgissa and Zhambyl absorbed life-giving power from one source. These
titans of Kazakh culture served people with great love, left the intimate heritage, made an invaluable
contribution to national music.

A. K. Kazryranosa', A. K. Omapoga’, JI. ®. Kapomar®

'M. O. Oye30B aThiHIAFE OICOHET XKOHE OHEP HHCTHTYTHL, Amvarsl, KasakcTam;
*O36excTan Pecry6mukachiHbIH FBimbiM AKaTeMuACH OHEpTaHy HHCTHTYTHI, TamIKkeHT, ©30eKkcTaH

TYJFAHBIH BIPETEA 9JIEMI

Annoramusi. Hypruca TinenameBtiH (1925-1998) mbrapMambIiblK ayKbIMBI 6T¢ KCH. KOIMIITKKE apHATFAH
OHACPiHCH Oacram, KoCiOM THIHZApMAaHOApFa OAFBITTAFAH KYPACTI ONCpamapra ACHIH, aj aCHanThIK ©HCPAC
JoMOBIpa KYHIHEH OacTar, OpPKECTPIIK TYBIHABIFA ACHIHTI ayKbIMIBLIBIKTEI KAMTHABL OHBIH MIBFAPMAIIBLIBIFEI MCH
KAJXOBIPFAH MYPAChl TEK MY3BIKATAHYIUBLIAPABIH FAHA €MEC, COHMAAHM-aK, TOKIPHOCNIK 137CHIC YCTIHAE XYPTEH
OPBIHIAYIIBLIAPABIH, FRUTBIMMEH TYPAKThI TYPAC aWHAIBICKAH dNCOHUCTINICPAIH, ACPEKTI (PHIbM HEMECE KOIIIK
YIIIH apHAWBl >KA3aThIH Ta3eT-KypHAN TUINNJCPIHIH HA3apblHA AaibIHFAH. OpWHE, MIBIFAPBUFAH CHOCKTEpIE,
KOPFaJIFaH MHCCCPTALMAIAPFA, TYCIpiareH OcHHeOATHAAP MCH ACPCKTI (DHIBMICPTE KOHE ONAPABIH ABTOPIAPHIHA
(0w perTe ipi TYFamap TapanblHAH OMik OaFaNaHFAHBIH CCKEepPy Kaker) Kapam, Hypruca TincHAHCBTIH eMipi MCH
[IGFAPMAIIBUTBIFBIHBIH  KbIP-CHIPHI AINBIIFAH CHSKTBI Oombmn Kepinemi. (CeOebi OapibIFBIHBIH K63 aJIbIHIA
HyprucaHslH COHFBI KbULIAPIAFBI OAKBITTHI OchHeci KamraH. OChIFaH Kapam Oyl OaKbITKA ON €I KUBIHABIKCHI3
JKETKEH CHAKTHI Oombinm kepiwemi. JlerermeH, 1930-40 xpummapaarbsl KyFBIH-CYPTIH 3aMAaHbIHAA KOMIIO3HTOPIBIH
OMIpIHIH KaJal eTKEH/ITI, CYpalbLT COFbIC JKbUIIAPBIHIA MAHTAHFA ATTAHFAH KE31 MCH aybIp »KAPAKATTAHBIN OTiM
ay3bIHAH KAJIAl aMaH KaIFaHbl HEMECE COFBICTAH KEHIHTI PETPECCHHBIH CKiHIII TOJKBIHBI OOJFAaH KE31ETi YaKbITTa-
PHI a0y Ibl KazaHJaH ska0yibl KyHiHAC Typ. OMIpiHIH KOJICHKEII TYCTaphIH K63l TIpi Ke3iHae Oacmaces OeTTepiHae
skapusimanFaH HyprucaselH cyxOaTTapbl (Ka3ak XOHE OPBIC TUIACPIHAC KAPHIKKA IIBIKKAH), IIBIFAPMAJAPHIHBIH
IIBIFY TapUXbl TYPaNbl >KA3BIIFAH KBICKA MAKaJaJapbl, 3aMaHAACTAPhl MCH OPINTECTEPiHIH ECTEMKTEPl apKbLIbI
KaJIbIHA Kearipyre 00onaapl. byn Macene FpUIBIMA MAKAIAHBIH IMECKTCY I ayKbIMBIHA CHIHMAFAHABIKTAH, KEJICIICKTE
ipreJi eHOCK peTiHACTI ayKeIMABI i3neHicTepai Tanan ereai. Makanaga H. TineHAWEBTIH 3THHKAIBIK €CTY KaOiJleTiHe
KATBICTHI KCHOIP MOCEeICTICp KapaCTRIPBLIIBL

8 N. Tlendiev met with Zhambyl Zhabayev several times. For the first time in 1938, and the last time, visited the akyn with
his mother Saliha to receive his blessing before going to the front. Tlendiev recalls how, at the first meeting, Zhambyl kissed
Nurgissa on the forehead, blessing: “My light, keep your dombra. The Kazakh dombra contained both history permeated with joys
and sorrows, and art. If you diligently and carefully master it, this dombra can tell a lot to the people™[1, 362 p.].
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Hypruca nibirapManapbIHbIH KOIIIUTIKKE TAHBLTY bI, XaIBIKTHIK TYBIHIBIFA AHHATIBIL, FACKIPAAH FACBIPFA KOIIII,
©3CKTLITITiH KOFANTIIAY BIHBIH CBHIPHI HCAC ICTCH cayas Tyadsl. By Cypakka OHBIH JOCTYPIT Aalda MEKTEO1 MCH KociOn
Kaja MCKTeOiH KaTap aJjiblll XKYPTCHAITIHCH ACT skayan oepyre 0omanbl. Cebedi, OYIT CKCYiH 63 MBIFAPMAIIBLIBIFEHA
TiKeJTeH maWganaHy apKeLIbl ON MeOepiiriH, OLTIKTIMITIH jkoHE CYHICIICHINIITIH KepceTe anabl. by perte OHBIH
JTajga MCKTCOIHCH — STHHKAJBIK ©CTY KaOijeTiHIH OcpikTiri Oosica, Kama MCKTCOIHCH — KoCiOM OLMMIiHIH TCPCHAIr
Oailikamambl. ATaMHBIH CCTY KAaOIJICTiHIH aHTPOMONOTHACHIHIA THIHIAY (HEMECE €CTY KaOimeTi) MCH MiHC3-KYJIKBI-
HBIH, TAHBIMBI MCH COHJIETEH CO3iHIH OipryTac eKkeHIIriH aHbiKral, H.TineHaueBTiH OOHBIHAAFBI KAOLTeTTEPI MEH
KbI3METTEPI MasMyHAanmanasl. O — THIHAAY apKbLIBI ASCTYPI MYy3bIKAHBI OOMBIHA CIHIpE aIbl JKOHE OPBIHAAYIIbI
pETiHAEC aTajaH KAlFaH MYPAHBI XKCTKI3l, Kal >KepAc OHE Kad ke3ae O0JMAchH (CaxHAa, KbI3METTE, JeMaly
GaprIchiHAa, 0TOACHIHIA oHE T.0.) ©31H-631 Cal-Cepiiepre TOH CpKiH YCTall, MiHE3-KYJIKBIH TOpOHENeH anipl »KoHE
COJ MIHE3IHIH ApPKACHIHAA ICTETCH ICTEPIHCH HOTIDKE IIBIFAPBIN, OMIK >KCTICTIKTEpPre >KETe Oinmi; TSpeH TaHBIMBI
apKbLIBI KOMIIOZHTOP PETIHIAEC CAPKbIIMAC MY3bIKAIBIK KA3bIHA KAJIBIPHIL, THIHAAPMAHIAPABIH >KYPETIHCH OPHBIH
TaNThl, COMICTCH CO31 APKBLIbl KOIIIUIKICH TiJI TAOBICHIN, 3THOTPA(MIBIK OPKECTP KYPHIN, OHBI XaJbIKAPAIBIK
JeHrenaeri Oaikayaapra KaThICTBIPHII, YITTHIK MYPAHBI HACHXATTAbL.

Maxanaza Keeci HOTHKEIEP YChIHBIIIBL.

- H.TimeHaweBTiH IOBIFAPDMAINBUIGIFEI MEH MY3bIKAIBIK MYPAchl TYpPalbl KONTETCH OachUIBIMIAP MEH
3eprreMernep kasplrrad. OIapablH KeJleMi dHrini KYWHIiHIH eMipi MCH IIBFAPMAIIbIIBEFBIHBIH KBIP-CHIPJIAPBI TYTAC
AIIBUTFAHAAN MKIP KAJBIMTACTRIPAARL. ANaiaa eMipiHiH KCHOIp KOJICHKEI TYCTAPHI 91l KYHTC ACHIH TOJBIK 3¢PTTCI-
MercHi aHblk. H.TineHaueBTiH eMipi MEH IIBIFapMAIIbLIBIFGl KEICHICKTE FHUIBIMH TYPFBIAAH HMTCPLIIN, KY>KATTHIK
JKOHE ACPCKTCMETIK TAPANTAPIAH JOJICIACHIII, KCKES MOHOTPA(HSIBIK CHOCK PETIHIC KAZBIIYHI THIC.

- H. TinenaueBTiH TyJFa PeTiHAC KANbINTACYBIHA Oip YKaFBIHAH STHUKANIBIK €CTY KaOilTeTiHIH OCpIKTIri cenTirin
THTI3CE, CKIHII KAFBIHAH KOCiOM OUTIMIHIH TepeHairi Herid OomraH. OHBIH OPBIHAAYIIBUIBIK, KOMIIO3HUTOPIBIK,
JUPICKEPITIK HEMece YHBIMIAACTHIPYIIBUIBIK TAPANBIHAH AJIFAHIAFBI IIBIFAPMAIIBUIBEBIHBIH KaHAAH Aa Oip OarbIThl —
STHUKAJIBIK €CTY KadileTi MEH KOciOM OIMKTIMri apKbUIBI OHEPAiH TepiHAeri Oepik TYFBIPFa KOHFAHIBIFbBI
AHBIKTAIIBL. AJI MY3bIKAIBIK OIBIFAPMANAPBIHAA CYPETTETCH OCHHETK TAHBIMBIHBIH Oail epici, TAKBIPHINTHIK
JKEITICIHIH, KCSH MEeHOep1, KOJIAHFAH MY3bIKAIBIK 9JIC-TOCUIICPIHIH alyaH TYPJ SPEKINEIITi )KOHE 3ePTTCY HbICAHBIHA
aNbIHOAFaH aCHANTHIK KYHIEPl MCH KYPZCJI Ty bIHABUIAPHI KEJICIICKTE KaHA 13ACHICTEPre KETEeICHII.

- Kazakrerg My3sikachiHa HyprucansH KoCKaH yiieci, JKaMOBUTABIH ambINTHIFBIMCH aCCOMHANMSIIBIK TYPAC OHFa
opamazsl. KamObublH anemTeiFsl Hypruca TiTCHAWEBTIH OPBIHAAYIIBLIBIK, KOMIIO3HUTOPIBIK IIBFAPMAIIBIIBIFbI-
HBIH KAJBINTACYBl MCH MIHE3-KYJIKbIHBIH, YHBIMIACTHIPYIIBUIBIK KAPHIMBIHBIH, TAHBIMBIHBIH, €CTY KaOINCTIiHiH, TiNTi
€03 KYIIpeTiH YFYBIHBIH JAMYBIHA KOI CenTirid Turi3ai. Hypruca MeH JKaMOBIIIBIH STHHKABIK CCTY KaOimeTi Oip
apHAAH HOP AJBIN, CIIHE YIKCH CYHICIICHINLTIKICH KbI3MET ATKAPFAHBIHA, apThIHA TEHICCI KOK MYpa KaJIbIp-
FAHBIHA, YITTHIK MYy3bIKAaFa KOCKAH MAHBI3ABI YJICCIHE KApall, aTbINITAPABIH Aa KyaTsl — OIpIiKTE €KeHITIHE TaFrbl Oip
KO3 JKETKI3reHAeHMI3.

Tyiiin ce3aep: KyH, OpBIHIAY IIBI, KOMIIOZUTOP, STHUKAIBIK €CTY KaOiJeT, CYBIPBIIICATIMA OHEPIIA3, OPKECTP.

A. K. Kazryranosa', A. K. Omapoga’, JI. ®. Kapomar®

"MucTuTyT MHTEpaTypHl M HCKyccTBa HM. M. O. Aya3osa, Amvarer, Kaszaxcran;
WnucturyT nekycerposnannst AH PY3, Tamxkent, Y30exncran

YHHUKAJBHBII MIP TBOPIIA

Annorammsi. Topueckuit quanazoH Hyprucer Trenauesa (1925-1998) odeHb DmMpoOK: OT HOIYJLIPHOH TECHU
JI0 CIOKHOH OIEphL, OT JOMOPOBOTO KOS OO HHCTPYMCHTAJIBHO-OPKECTPOBOTO Hpom3eeAcHHUS. Ero TBOpueckoe
HACJICANE HAXOAMT APKOE OTPAKCHHUE HE TOIBKO B M3BICKAHHAX MY3BIKOBEIOB, HO H B CO3HAATCIBHOM TPYAC MY3bI-
KaHTOB-HCIIOTHUTEJICH, HAYYHBIX HCCICAOBAHISIX JTHTCPATYPOBEIOB, A TAKXKE XKYPHAINCTOB, paOOTAIOIUX B TOKY -
MEHTAIFHOM KHHO M CpeAcTBax MaccoBod mH(popmanuu. KOHEUHO ke, YUNTHIBAS U3JAHHbBIC TPYbI, 3aLIUIICHHbIC
JIUCCEPTALUH, BUICO-KIHNIbL, JOKYMEHTAIbHbIC (DHIBMBI M TIO3UINIO MX ABTOPOB (IPH 3TOM HEOOXOIUMO YUHTHIBATH
BBICOKYIO OLIEHKY CO CTOPOHBI BUAHBIX ACATE/CIH), MOKET IMOKA3aThCA, YTO TPaHU KuU3HU U TBOpuccTBa H. Tnenaue-
Ba JOCKOHAJIBHO PAcKPHITHL. [10TOMY Kak B OOIIECTBEHHOM MAMSITH OCTAJICA TapMOHIUHBI 00pa3 Hyprucsr mocnen-
HUX JIeT ero >ku3Hu. Co371aeTes BIeYaTIeHUE, YTO K TAKOMY COCTOSIHHIO OH IpHIIeT 6e3 0coObIX TpyaHOCTEH. OHa-
KO «B TEHH» OCTAETCSI €TO0 KH3Hb mepuoja penpeccuit 1930-40-x To10B, B CypoBbIic (DPOHTOBBIC TOABL, KOTJA OH C
TPYIOM BBIKHJI OT TSDKCIIBIX PAHCHMH, WM MOCIIC BOMHBI B IEPHO BTOPOH PENPECCHBHOM BOJHBL JTH «3AKPBITHICY
TObI KU3HU MOKHO BOCCTAHOBHUTH PAa3BE YTO Uepe3 MHTCPBHIO Hyprucel, omyOIMKOBaHHBIC HA CTPAHULAX ICYATH
(Ha Ka3aXCKOM M PYCCKOM SI3bIKAX), €T0 KPAaTKUE BHICKARBIBAHHA OO0 WMCTOPHH BOZHHKHOBEHUS ITPOM3BEICHHIM,
BOCTIOMHHAHHS COBPEMEHHHKOB H KoJUter”. M Tak KAk 3TOT BONPOC HE OTHOCHTCA K 0COGOMY KPYTY HAYYHBIX PAGOT
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