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ANCIENT SARYNS AND CHALLENGES OF TIME

Abstract. The article presents the creativity of Abyl Tarakuly, the founder of the kuy tradition of Mangystau
region. The signs of ancient motifs and features which are rooted in the ritual folklore saryns are revealed in the kuy
“Abyl”. Based on the methods of modern kuy studies, the author analyzes the creative history, the significance of the
work which was created in the "self-portrait” genre, reveals important components of the specificity of its musical
content.

This work is characterized in the context of interdisciplinary research, based on the history of the kuy
occurrence (recorded by A. Zhubanov), versions presented by A. Seidimbek, using the concepts of “aggressive
impulse” (psychology), “self-portrait” (philosophy), “zharnai arnau”/“initiation"(philology), “ancient (ritual) saryns”
(musical folklore).

The conducted analysis of the kuy “Abyl” actualized psychological, philosophical, philological, musical and
folklore aspects, presenting the work as a kuy-“self-portrait”. At the same time, the second intonations inherent in the
patterns of ritual folklore, which have been determined in its musical features, have revealed continuity with the
symbols of the ancient era. The main conclusion of the article: Abyl’s creative heritage requires further study, both in
the field of distinguishing between similarities and differences, and exploring within the frame of the works of the
representatives of different kuyshi schools, and determining the place in the art of Kazakh kuy as a whole.

Key words: kuy, kuyshi, tradition, self-portrait, ancient motifs.

Introduction. When we speak about the kuy traditions of Mangistau region, our consciousness
immediately fixes the name of Abyl Tarakuly (1820-1892), the founder of dombra art in this region. The
reason for this is that the kuyshi schools that have developed in Mangistau, such as Zhanay mektebi
(Zhanay's School), Shonay mektebi (Shonay's School) and Baishagyr mektebi (Baishagyr's School), the
name of Abyl as the representative of a large independent tradition is always mentioned first. Apart from
publications of A. Zhubanov, which contain the data on biography and his tradition which forms a
separate school, till present period there are still no works related to the creative work of Abyl, the kuy,
which have survived to this day, the analysis of their versions, performed in different interpretations. This
fact served as the basis for writing this article.

Methods. In the course of the undertaken study, Abyl’s creative work was considered in an
interdisciplinary context, which predetermined the use of methods existing in psychological,
philosophical, philological, folkloristic areas of knowledge. In this regard, Abyl’s biographical data
mentioned in A. Zhubanov’s essay “Gasyrlar pernesi” (“Strings of Centuries”) [1], in A. Kekilbayev’s
story “Kuy” (“Kuy”) [2], S. Utegalieva's article “Mangystau dombra kuy” [3], monographs by
A. Seydimbek “Kazaktin kuy oneri” (“The kuy art of the Kazakhs”) [4], the book by A. Raiymbergenov,
S. Amanova “Kuy kainary” (“Voices of folk muses”) [5], the collection of kuy by A. Zhanbyrshin
“Naratu” (I, Il) [6: 7], the work by M. Abugazy “Kazakhtin dombyra oneri” (Kazakh dombra art) [8].

Results. Abyl (real name - Ablai) Tarakuly was born in 1820 in the Oymauyt-Zheltau area. Since
childhood he has shown particular interest in the songs and kuy, and he considered the famous kuyshi
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Bogda and Koshkar to be his teachers. He not only mastered their works, but eventually created his own,
becoming famous for his performing and composing art. One of the first teachers of Abyl, Koshkar kuyshi
who was the well-known among the people, while preserving individual characteristics, the color of the
works, performed the kuy from the cycle "Akzhelen", all nine versions of "Nar idirgen", dozens of ancient
kuy. It is not random opinion that Abyl, who had such mentors, completely mastered 62 kuy, which make
up the “Akzhelen” cycle. Traveling in the western regions of Kazakhstan, Turkmenistan, Karakalpakstan,
Khiva, Abyl repeatedly took part in musical competitions of instrumental performers. Esbay (Tazbala),
Altynay, Saulebay, Uskenbay, Aral, Kulshar, Kauen, Esir and other kuyshi considered themselves Abyls'
students and continued his traditions and art of performance, and preserved them for future generations.
Abyl passed away in 1892 in his native places.

The notations of Abyl's kuy “Abyl” and “Naratu” that reached us were first done by A.V. Zataevich in
performance of Gubaidolla Mukhitov. The ethnographer highly praised Abyl's kuy, their complexity,
comparing with such qualities as orchestra and symphony features: “By a lucky coincidence, this
collection of records begins with two outstanding patterns of instrumental Kazakh art, namely the kuy
“Naratu” and “Abul”, in which the element of orchestral and symphony characteristic of Kazakh kuy,
which | mentioned in my introduction, is especially vivid. This peculiarity is reflected in “Naratu” not
only in the character of the sound of the dombra itself, which is “majestic in miniature”, but also in the
purely formal construction of the play, with its wide gradual growth, leading to the central theme of the
play, which is fascinating the listener with a measured, staid rhythm of its repeatability. The play is
sustained to the end in the same character of formula lines which are not bright in terms of melody, but
impressing by wide lines” [9, 248 p.].

Then, literally “from the hands” of Lukpan Mukhitov, Murat Uskenbayev, Shamgul Ibraimuly,
Rustembek Omarov, these works were taken over and preserved by the modern kuyshi Serzhan Shakrat,
Bakhyt Karabalina, Shamil Abiltayev, Eldos Emil. In terms of globalization reality the comparison of the
kuy versions performance, which thanks to the unique performance memory, have become actually
common, nevertheless requires a special study. In this case, the main purpose of this article is to explore
musical features of the kuy “Abyl”, the revealing of the specifics of the content of this work and the
definition of the further research vectors.

A. Zhubanov connects the emergence of the kuy with the events “that occurred in Abyl's native places
in 1858-1859, which are mentioned in history as “difficult year”. At that time, people were suffering
because of high taxes prescribed by the authorities. Major and minor uprisings took place in the country.
Having observed the heavy burden of the people, Abyl composed a kuy, in which he expressed sympathy
for ordinary people who were suffering from oppression, and, at the same time, angrily exposed the
authorities. The author did not give a title to his work. This kuy, which is named “Abyl” by the people, is
the pinnacle ofthe creativity ofthe folk composer” [1, 268-269].

According to another legend about the kuy, which is presented by A. Seydimbek, once Abyl was
captured by the Turkmens. The head ofthe Turkmen village was hosting the guests in his house. Abyl saw
a black-browed man sitting in a place of honor. The people around him exclaim - “Oh, Bakhshi!” - And
give the dutar to him. He, in turn, proudly talks about how he met with the famous Kazakh kuyshi Abyl,
from whom he learned the “kuy” and starts playing, saying: “This is the kuy that Abyl played at that
time”. “At this moment, Abyl-kuyshi, who was sitting at the threshold, becomes nervous and shows his
temper. Without waiting for the kuy's ending, he shouted, addressing the man who played the dutar: “Hey,
bakhshi, - he says, - “Abyl didn’t play like that, stop it, don’t mess up!”... Then, the owner of the house,
who apparently have seen a lot in his life, and was a decent person, said: “Quiet, do not make noise, untie
the hands of this Kazakh. Let him show how Abyl plays!” [4, 428 p.]. Abyl was untied and handed the
dutar. He tuned the strings, and began to play. When the kuy ended, the owner of the house broke the
silence: “Oh, dear, are you Abyl?”. Abyl modestly replied: “Maybe”. After that, they say that a chapan
was put on Abyl's shoulders and he was seated in a place of honor.

The psychological vector of research in the analysis of the kuy “Abyl” which was done in the context
of interdisciplinary research, clearly shows that the creation of the composition was based on the state of
anger, resentment and sympathy (pity) for the poor. From this point of view, it is important to emphasize
that the internal aggression of the kuyshi is transmitted through this work. In addition, according to the
second legend, the author also opposes the false words of the bakhshi during the kuy performance, as if
saying that “when you are calm, it is not indifferent that you are compressed from the outside, and crushed

------ 236 -------



ISSN 2224-5294 Series ofsocial and human sciences 4. 2020

from the inside, intact from the outside, and the mysterious (witching) heat draws by its breathing, as if
takes away, circling, by that inner current” [4, 428 p.]. In the work “Logotherapy or passion for life” it is
said: “Of course, a person has aggressive impulses. And even if we assume that they are inherited from
our ancestors and are a kind of reactive forces, we must recognize their existence. However, if you look
from the point of view of the human condition, these impulses don't occur by themselves” [10, 414 p.].
Thus, it can be noted that Abyl’s aggression was not caused by itself, but arose as a result ofthe influence
of historical circumstances (events).

A.V. Zataevich, characterizing the kuy by Abyl “Naratu” and “Abyl”, noted: “If in the previous kuy
“Naratu” the great staid character and contemplative calm prevails, then in “Abul” which begins, as | tried
to characterize it in the recording, as “a hard step, harsh and significant”, sweeping ascents appear,
revealing temperament and outburst, which are not quite usual in such kind of compositions ” [9, 248 p.].
The ethnographer very accurately determined the psychological characteristics of this kuy.

If we consider the kuy “Abyl” in the frame of philological science, then we can associate it with the
poetic genres of the Kazakh oral literature “zharlau, arnau”. “In zharlai arnau, the author explains to the
public whom the initiation is intended for, what it will tell about, who he is and where he is from ...”
[4, 126 p.].

The poetry of “zharlai arnau” in the Kazakh folklore is comparable to self-portrait songs. In the work
of S. Elemanova, it is emphasized: “Atthe beginning of his performance, the akyn calls his name, his clan,
characterizes it, mentions his teachers. One of the essential conditions of the aitys is the exaltation, praise
ofthe clan and the opponent. The continuity ofthe songs - “self-portraits” that are present in the creativity
of all major singers-composers with the tradition of akyn presentation of himself and his clan to the public
becomes quite obvious” [13, 70 p.]. Among the songs where the author specifically introduces himself, his
name, the teacher, tells from which clan he is, how he is doing, there are Ybyrai's songs - “Ukili Ybyrai”,
Birzhan's - “Birzhan Sal”, Gaziz's - “Gaziz” etc.

The art of kuy also reflects the originality that characterizes the verses “zharlai arnau” and self-
portrait songs in terms of musical features, history of origin and the name. This series includes the kuy:
Abyl's “Abyl”, Baizhuman's - “Baizhuma”, Akzhelen's - “Akzhelen”, Dairabay's - “Dairabay”, Eszhan's
- “Sokyr Eszhan”, Bogda's - “Bogda”, Ykylas's - “Ykylas”, Musirali's - “Musirali”, Ussen tore's -
“Ussen tore”, Asan Konek's - “*nekton kuyi”, Otegen Zhabaily's - “Otegennin shertpesi” etc.

The analysis of these works indicates that such kuy as “zharlai arnau” and songs - “self-portraits”,
have similar grounds (“rights”) for existence and functioning. This can be confirmed by the opinion of the
kuy studies researcher A.l. Mukhambetova on folk practice: “Even if we take into account the degree of
professionalism which is inherent in kuyshi, due to which their works can occupy a special position in
folklore, the portraits in their creative work - is an impossible phenomenon. Creating a portrait requires
high differentiation and individualization of musical language means, which is not typical for folklore
musical thinking” [14, 318 p.].

At the same time, T. Mergaliyev, considering this issue from the perspective of a performer, comes to
the conclusion: “Among the Kazakh kuy there is a certain group of the works where the composer gives
his own features to the image of a famous person ... So, Abyl in the kuy “Abyl”, Eszhan in “Sokyr
Eszhan”, Dairabay in “Dairabay” and other authors in their works recreated (expressed by sounds) their
image. For example, “Abyl” reflects philosophical thoughts that are deeply rooted in the consciousness of
the kuyshi” [15, 218 p.].

Some “self-portraits” kuy were composed on the basis of a specific event or depending on the mood
of the author. And those compositions that did not have a title, people later called by the name of the
author. In this regard, the opinion of A. Zhubanov which is mentioned above, again comes to mind.
“Seyfollanin Shertpesi”, “Otegennin Shertpesi”, etc. refer to such kuy. That is, it is clear that the names of
these kuy were given by the people.

Apparently the nameless composition by Abyl was called “Abyl” by the people, although the author
himselfgave “names” to other works (“Naratu”, “Akzhelen”, “Aksak kulan”, “Aranzhamnin shalkymasy”,
“Kenes”). Therefore, we can assume that the environment, “being aware” of the character of Abyl’s and
his behavior, is able to call the kuy by the name of the author. Thus, at present period this kuy has the
status of “self-portrait” in general consciousness. If the name of the kuy-self-portraits represents the name
of the author, then the performance originality and the excellence of the kuyshi informs the public about
the following: - which region, what clan- tribe, what traditional school he represents. In this regard, it is
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worth to mention the opinion of A.V. Zataevich: “In general, by the construction of this play one can feel
that it is based on some kind of poetic program, but which one - I could not find out. In any case, the main
character of this musical poem is Abul, a historical person from the Kazakh clan Bayuli (Bai-olo), who
make up the main core ofthe Ural and Aday Kazakhs "[9, 248 p.].

Analyzing the musical peculiarities of the kuy, it can be stated that this is a “self-portrait”, and Abyl
who was from the Adai clan from Mangystau region is the founder of the regional kuyshi dombra school.
[16] As Mangystau is the birthplace of the epic poetry, the close relation to it is felt, as well as the
influence of melodies of the neighbors such as Karakalpaks and Turkmens, regional character of the kuy:
strikes of the right hand, fingering of the left hand, accents, size, rhythm, structure and other musical
features [17].

In the kuy “Abyl” there are several thoughts, several blocks inherent in the legends (indicated by
“pause” in sound). Regarding the structure, the kuy consists of the following parts: beginning, middle
links (1st and 2nd), and saga. Each of them, as if showing the completion of thought, ends with the
"return” ofthe cadence turn.

The duration of notes, the predetermination of rhythm by size, the stability of the strokes associated
with the rhythm and size, are maintained throughout all four sections.

If three-eighths + two-eighths (3/8 + 2/8) in a measure are performed by MY MY strikes, then in a
measure with the reverse order, two-eighths + three-eighths (2/8 + 3/8) are taken with nV nVV strikes.

The melodies of each part are given in one rhythm. The main support of the kuy, which is
characteristic of the Mangistau legends- e-a. In all parts, first on the string d, then on the string g the
melodic-intonation move (in abbreviated form MIM) takes place. The kuy, starting on the e-a support, in
the same form moves half a ton. A similar second “movement” at the beginning of this kuy from e-a
sounds to f-b sounds is typical for ancient saryns (tunes). In general, movement for a second occurs in
ritual folklore, for example, in “synsu”, “zhoktau”.

The significance of this second “movement” from start to finish of the kuy is very important. 1f we
focus on this issue, it should be noted:

OprTawa ekTnge

- Second “correlations” of middle links zones in the structure:

First middle link - a-e

Second middle link - b-f

The supports of middle links represent the inversion ofthe second movement ofthe kuy beginning: e-
a=a-e, f-b =b-f.

- The second movements found in the melodic-intonation moves have already been determined. A.
Esenuly says about left-handed fingering: “In Abyl’s kuy, in the initial section, when changing from the
interval of clean quart, which is taken with the first finger and thumb, to the neighboring quart with a half-
pitch increase, it is very important not to change the fingers. Because if we change the finger, then the line
of movement in the kuy will be broken, so that it will be impossible to sound correctly from the first
measure ” [18, 41 p.].

In the initial part, the melody on d and g strings develops in a second movement.

The support of the 1st- middle link - a-e, the appearance of a “pure” sound h in this place indicates a
major inclination (direction). After the major, the minor melody is shown in comparison.

The support ofthe 2-d middle link ofthe kuy - b-f. Like in the previous two sections, the melody here
also develops on the strings d and g. The melody on d-string after tuplet of two measures of the second
part repeats the melody. As the kuy support increases, of course, the melody of this part on g-string
reaches the saga zone (i.e., the climax zone).

The fourth part of the work corresponds to the climax, the “peak” state, that is, the kuy saga. This
section, in comparison with others, is more complicated in its size and melodic development. In it, the
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melody of the string d, in which “features” of the previous part are observed, repeats itself again and
passes to the string g. The melody of g-string through development, with the help of a second, reaches e
sound of the third octave, the melodic-intonation move, fixed on the g2-g2support, is arranged in seconds
by the inner pentachord on d-string. The "chain" of seconds within this pentachord confirms frequent use
ofthis interval in Mangistau kuy. Then on the support g2-g2the second chain within pentachord will surely
repeat after the melody sound in high register of g string [19].

If we talk about cadence turns (abbreviated as CT) used at the end of the kuy parts, then in the
cadence ofthe 1st middle link the CT ofthe 1st part ofthe work is repeated. In the cadence ofthe saga the
CT of the 2nd middle link repeats. In fact, the downward movement of the CT-b sequence, the melodic-
intonation move (MIM) in high register, the strikes of the right hand, the fingering in the left hand, the
completion with a tuplet, as if indicating the end of a fully expressed thought, are preserved in all cadence
turns. However, the difference between the CT at the beginning ofthe kuy and its 2nd middle link lies in
the expansion of the volume, which occurs due to the addition of a new melody to the 2nd middle link.
One can make sure that the appearance of an additional (“artificial””) cadence before the CT of the saga is
more effective. Obviously, this was necessary for the author-kuyshi in order to clearly show the specifics
ofthe climax.

Conclusion. Summing up, it should be noted that the study of Abyl's works, the founder of the
Mangistau kuyshi tradition, should be carried out, focusing on all stages of his creativity, in compliance
with modern requirements. The analysis of the kuy “Abyl” in the interdisciplinary context reveals
psychological, philosophical, philological and musical-folklore aspects, providing the opportunity to
consider the work as a kuy-“self-portrait”. At the same time, the second intonations defined in its musical
characteristics inherent in the patterns of ritual folklore, reflect the continuity with the symbols of the
ancient era. We came to the conclusion that Abyl's creative heritage requires further study, both in the area
of distinguishing between similarities and differences of performance versions, and in the context of the
works of representatives of different kuyshi schools, and determining the place in the Kazakh kuy art in
general.

K.1. MatbikaHoB, AKN OmapoBa, AXK. KMasTyraHosa
M.O. 3ye308B aTbiHAaFbl S0eOUET X3He eHep MHCTUTYTbI, AnMaTbl, KasakcTaH
KOHE CAPbLIHOAP XX3HE YAKBIT C¥PAHbLICbI

AnHoTaums. MauFbicTay ewjplifie KanbinTackaH KPTLWITK MektenTtepauw, sFHM «KaHail mekTe6b, «LLloHaii
MekTebb> »c3He «BaiillaFbIp MeKTebLwLL ipreciHae Abbingpiy, ecimi GipiHLLI atabin, YikeH KYVLinik A3cT\p sxanFackaHbl
6enrbl. OHbIY, canFaH [3CTYPIH >Xeke KPTLITK MeKTen peTwlge Keswge ADKyb6aHOB Medxenen KeTKEHAIriH aHe
XekernereH emipbasHbiHa apHanFaH >apuanbiMgapael aitnaFaHa, Abbingpll, LbiFapMallbi-nbiFbiHa, Kasipri 3aMaeTa
XETKeH K™ nepLue, 3pTYp/i MHTepnpeTaumsaga opbiHAaMaTbIH TybIHAbINAPbIHbIL, HYyCKasiapbiHa 3 “Hre [elH Tanjay
Xacan, MakanaHblL, apHaiMaFaHbl 0Cbl MakanaHbiL, XasbliyblHa TYPTKI 60Mbl.

ABbin (WbiH atbl - ABblinaii) Tapakynbl 1820 biibl OiiMaybIT-XKenmay MekeHiHae [YHvere KenreH. AGbin eHep
xonbiHaa boFaa, Kowkap cbiHasl KYVinepai esiHe ycTas TyTkaH. A6bin KasakcTaHHbIL 6aTbiC aliMaFbiH, TYpiKMeHCTaH,
KapakannakctaH, Xvya aymaFblH apanan, caH peT “AwLwep eHepiHiy, calibicbiHa TYCkeH. Ec6aii (Tasbana), AnTbiHal,
Caynebali, BckeHOaW, Apan, Kynwap, KayeH, Ecip, T.6. MAwwep e3gepiH A6binabil WIKIpTI caHaFaH 3pi OHbIL
KYWALLISIK eHepiH, OpbIHAAYLLbILIK ACTYPiH XanFacTbIpbin, KeMiHri yprakKa xeTiosreH. 1892 Xbinbl KiHAiK KaHbl TamFaH
Xeppe 6akunbiK canapFa artaHFaH.

BYriH 6isre >xeTkeH AGbingpil, «ABbln», «Hapary» arTbl KYVepiH A.B.3ataesnu Fy6aiigonna MyxuTosTbil
OpblHAaybiHAA anFaw HoTaFa TYcipreH. OfaH KelwH JlyknaH MyxuTos, Mypat BckeH6aes, Lamlyn bl6bipaiibiMyribl,
PYcTembek OMapoBTapablL, KO/biHaH GYTiHri KYI/Iunep CepxaH LLIakipaT, BakbiT KapabanuHa, Lamin 36inTaes, Engoc
EMLaep anbin, cakTan Kangpl. )KahaH,u,bm ,u,sylp,u,e KyliMa Kynak apkbiibl 6olAFa cuuprer KYVnepail, opbIHAAYLLbIIbIK
HYCKanapblH Ca/bICTLIPY XXeKe 3epTTeyai Tanan etedi. Byn petrte, AbbinabIL, Ten TybIHAICH! «ABbU» LU H ™ My3bIK/IbIK
epeKLLUeNIKTePIH 3epTTen, oCbl M ALl Malibi3blH allbIM, KEe/ELLeKTeri i3aeHiCTep 6aFbiTbiH alikbiHAdY aTasFaH MakasiaHbIL
Herisri MakcaTbliHa aviHangbl. KYWgiy wbeiFy Tapuxbl Typaibl >xasFaH ADKy6aHos, A.Ceigimbek HycKamapbiH
KapacTbIpblfibin, M3HapaiblK  FbinbiMggp TapanbiHaH KapacTbipbin, AFHW  «arpeccuBTi  UMMYMLC»  (NCUXOMOorus),
«aBTOMOPTPET» (hunocodms), «kapHaii apHay» (tmnonorns), «1ypbilblK KeHe capbiH» ((hONbKIOP/IbIK-MY3bIKA/IbIK)
ybiMzap TypFbICbiHaH capanaHzp.

AbbIngbiL, «Abbl» KYViHe Xa/bIKTbIL, €3i aTay 6epreHi 6ekep emec. Backa ~knepwe A6Gbingbil €3i apHaiibl atay
GepreH egi («Hapaty», «AloKeneLy, «AacaK KynaH», «3Op3HXaMHbIL, LaiKbIMack, «Kewlec»). BTKeL, KopaFaH opTa
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A6bINabIL, XKYPIC-TYPbIChIH, MLLIE3-KY/IKbIH GLULL, “ ALY aTbiH «AGbl» KOKObI MYMKIH Aen 60/mkayra 6onaapl. CoHpaii-ak,
Kasipri Kesge Oyn KYW a/nbl caHaja aBTOMOPTPET MIpTelecl aTkapadpl. ABTONOPTPeT KYWAnepiHiL aTbl aBTOPAbIL
arbiMeH TaHbICTbIPbICA KYVALIHIL, OpbIHAAYLLbIbIK epeKLIeNiKTepi Kaid aliMaKTaH, Kaii pyJaH WbIKKaHbIH, Kaid f3cTYpri
MEKTENTEH EKELUH Xanblkka TaHbICTbipadbl. KYWOiL, MysblKa/biK epeKLUenKTepLl Taan, «aBTonopTpeT™» ekeHiH
[3nenaginTii - 6oncak, Maurbictay eujipiH xaiiaraH afaidi pybiHaH LbIKKaH A6bIn - COM aiiMakTbil, AOMGbIpa K
MEKTEOBIHIL, HerisiH Kajaylibl. MaurbicTay - <«kKbIpAbll, OTaHbl» GONraHHaH KeiiH KYVnepail, bipra akbiHabIrbl,
LleKkapasiaC Kapakainak, TYpkiMeH casgapbiHbll, KYWre acep™ KYWnepail, aiimakTbiK 60AMbIC-6iTiMi: 0L KOnAbiL,
KarbICbiHaH, CO/M KOAZAbIL, anmniMKaTypacblHaH, eKMLIHEH, efllueMiHeH, biprarbiHaH, KypbUlbIMblHAH >k3He Tarbl Gacka
MY3bIKa/IbIK epeKLLeniKTepiHeH KepiHeai.

«ABbIT» "MLWIHAE Kblpniapra ToH 6GipHelle O, Y3inicTep apkbiibl HKeTkisinreHgei, 6GipHewe 6/0KTap kespecedr
KypbinbiMbiHa kapaii KYWgiy, 6ackl - 1, 2 opTa 6ybiH - cara 6enimaepiHeH Typagbl. Onapgpliy, spKaiicbIChl 0apIL, GiTKEHIH
KEPCETKEHAEN KafeHUMS/IbIK aiiHa/bIMMeEH askTaiadbl. Bap/bik Genimae anabiMeH d-ilueriHae, KeiiH g-ileriHae syeH
nipimiHiy, xenici eteai. KYWgiy 6Gacbl e-a TiperiHge 6acTtanbin, ocbl TYPIHAE XapTbl TOHra XbUbkugbl. byn KV
6acbiHAarbl ceKyHpanbl e-a AblbbicTapbiHaH f-b AbibbicTapbiHa KO3rasbiChl KeHe capblHAapra T3H. Kannbl cekyHfa
KO3Ta/lbIChl TYPbINTbIK (hOrbKNOpAATbI «ChILCY», «OKOKTay» Yrifepiae Kesaecesi.

KopbITa aiiTkaHga, Maurbictay KYWLinik [ACTYpiHiL, HerisiH KanaraH AbbliaplL LWbirapMallblibirbl MeH KYI/Inelelu,
TangaHybl 3p Keselyle 3amaH TanabblHa CaiKec xxalla TapanTapdaH 3epTTenyi Tic. «ABbU» LU H L, N3HapasbIK MbiibIMAAP
TapanbiHaH capanaHybl KYViL, NCUXonorvsnibiK, hnnocodusbik, (UNONOMMAIbIK SKIHE My3bIKaNbIK (HOMbKIOPbIK
KbIp/iapbIH aLubin, «aBTOMOPTPET» MapTebecLude KapacTbipyra xeTenedi. OHbIL, My3blKa/lbIK epeKLue/blHae aHbIKTa raH
TYPbINTLIK (HO/LKMOP YNTiNEPiHAEri CeKyHAabIK MHTOHALUMANAP KeHe CapbiH HbilLaHAapbIMeH CabaKTacTbIrbiH KepceTei.
Abbin KYVALiHIL, Kasipri  Keseure >eTkeH KYVIepi KesielleKTe OpbIHAAYLLIbUTBIK - HYCKanap/bll, YKCacTbIrbl MeH
albipMaLLbUIbIrbIH - kbipaTy, KYVALINIK MekTenTep eKingepiHil, TyblHAbLIapbl KOHTEKCLUAE 3epAerey >K3He >kanmbl
KasakTblL, Wbl K eHepiHae anarbiH OPHbIH aHbIKTay 6arbITTapbl GOVibIHLLIA XaracTbipa 3epTTeYAl KKET eTL, >Kaua
i3feHicTepre »on canagpl AN TYXbIPbIMAANMbI3.

TYViiH ceapep: KW A~ gscTYP, aBTOMOPTPET, KeHe CapbiH.

K.C. MaTbnkaHoB, A.K. OmapoBa, A K. KasTyraHosa
WHCTUTYT nnTepatypbl 1 uckycctea uM. M.O. Aya3oBa, AnimaTbl, KasaxcTtaH
APEBHWE CAPbIHbI 1 BbI3OBbl BPEMEHN

AHHoTaumsi. KiolieBble Tpaguumm MaHructay u mmst Abbina Tapakynbl (1820-1892), OCHOBOMOMOXHYMKA
[IOMOPOBOr0 WCKYCCTBA B 3TOM PEr1OHE, B CO3HaHWM MHOTVX CBSA3aHbl HepaspbiBHO. VIMA A6blna Kak MpeAcTaBuTens
60/1bLLOM CaMOCTOATENLHON TPAAMLIMM B PALY APYTMX LUKON MaHrmcTay, Takmx Kak «XKaHaii MekTebb, «LLloHaii MekTebb,
«baiiwarbip mMekTebb 1 gp., BCerga ynoMmHaeTcs mepeBbiM. BmecTe ¢ Tem (He cuutas my6muvkaumin A XKybaHosa C
JaHHbIMW Mo 6rorpadim 1 TPAZULMN Kak (hOPMUPYIOLLIEV OTAENLHYHO LLKOMY) [0 CErOAHSLLHEro AHA BCe eLle HeT pabor,
MOCBALLEHHbIX TBOPUECTBY Abblfia, ro KioisaMm, AOLeALIMM A0 HALLEro BPeMeHM, aHanm3y X BapuaHTOB, UCMO/HSEMbIX B
pasHbIX MHTepMpeTaLmax. IT0 06CTOATENbCTBO U MOCYXXI0 OCHOBAHWEM A/ HANMCaHUs aHHOW CTaTby.

AGbin (HacToswee umsa - Ab6nail) Tapakynbl pogwics B 1820 rogy B MecTHOCTM OiimaybiT->Kentay. CsovMK
YUMTENAMM OH CUMTaN M3BECTHbIX KioWwM borgy w Kowkapa. MyTewectBys Mo 3anafgHbiM pervoHam KasaxcraHa,
TypkmeHucTaHy, KapakannakctaHy, XvBe, HEOAHOKPATHO MPUHUMAN Yy4yacTue B  My3blKaJlbHbIX —COCTA3AHWAX
VCMONTHUTENER-MHCTPYMeHTaMCToB. Ecbaii (Tasbana), AnTbiHaii, Caynebaid, YckeH6ai, Apan, Kynbluap, KayeH, Ecup un
Jpyrvie KIonWn cumtanm cebs yyeHnkamy Abbina 1, NPOLO/MKMB ero TPAAULN N NCKYCCTBO MCMOMHEHMS, COXPaHUIN X
[N NOCNEAYHOLLMX MOKOMEHUIA. ABbIN yLien 13 m3Hn B 1892 rofy B poAHbIX MecTax.

Kton Abblna «Abbln», «HapaTty» 6bin BriepBble 3anucaHbl Ha HOTbI A.B. 3aTaeBnyem B uCronHeHUn My6aingonibl
MyxuToBa. 3aTem, OYKBa/IbHO «C pyK» JlyknaHa MyxutoBa, MypaTta YckeHbaeBa, LLlamryna opammysbl, Pyctembeka
OmapoBa 3TV MPOV3BEAEHNS MEPEHSIN COBPEMEHHbIe KroliLum CepxkaH LLlakpaT, BaxbiT KapabainHa, LLlamuns AbunbTaes,
Engoc Emwib. B ycnoBusx rno6aivsauyOHHON peasibHOCTM  COMOCTaB/IEHNE BapuaHTOB MCMOMHEHUS, CTaBLUMX
[OCTYNHbIMM 6/1ar0faps YHUKAbHOW WMCMOMHWUTENBCKON NaMATV TPaAULMOHHBIX MY3bIKAaHTOB, TpebyeT creluansHoro
nccnefosaHus. py 3TOM OCHOBHOM LENbHO AAHHOW CTaTbW M306paHO W3YyuYeHre My3blKa/lbHbIX OCOOGEHHOCTEN KHoS
«ABblI», PACKPbITUE CNELMHUKN €70 COAePKaHUS 1 OMNpedeneHe BEKTOPOB Ja/bHEMLLINX U3bICKAHWIA.

JaHHoe npou3BefeHne XapaKTepu3yeTCAd B KOHTEKCTE MEXAMCLMMIMHAPHLIX pa3paboTOK Ha OCHOBE WCTOpPWUM
BO3HUKHOBEHUS KOsl (3anmcaHa A XKyb6aHOoBbIM), BapaHTOB, NpeacTasneHHbIX A Celigymbek, ¢ NpyBeYeHNeM MOHATUIA
«arpeccyBHbIA UMMYNbC» (MCMXOMOrs), «aBTOMOPTPET» (hrnocodms), «kapHaii apHay»/«nocesieHne»  (dmnonorus),
«[peBHUe (06psaoBbIe) CapbiHbb (My3blKasibHas (hO/bKIOPUCTMKA).

BesbIMAHHOE TBOpPeHWe AGbla, KOHEUHO, He 3pA ObL10 Ha3BaHO B Hapode «ABbll», XOTA APYTVM NPOU3BEAEHUAM
aBTOp [aBan «MMeHa» caMm («Hapary», «Amkenely, «AKCaK KynaH», «Op3HXKamHbIL, LWaIKbIMachkl», «KeLec»).
Okpy>karoLLias cpefa Okasanach roToBa HaseaTb KHOM MMEHEM aBTOpa, «3Has» ero xapakTep, 00pa3 XXU3HW 1 MOBEAEHUS.
Takum 06pasoM, ¥ B HACTOsLLEE BPeMA 3TOT KION B OOLLUEM CO3HaHWW MMEET CTaTyC «aBTOMOpTpeTa». Ecnu HasBaHve
NOLOGHBIX KIOEB 3aKPeryiseT MMs aBTopa, TO UCMOMHUTENbCKOE CBOeOOpasve 1 MacTepCTBO KWLM MH(OPMUPYET - 13
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KaKoro pervoHa, 13 Kakoro pofa-niaeMeHu, Kakyt TPaauLMOHHYHO LLKOMY OH NpeAcTaB/iseT. AHanM3Mpys My3blka/bHble
OCOBEHHOCTY KIS, MOXHO YTBEpXaTh, YTO 3TO AEMCTBUTE/NBHO «aBTOMOPTPET», a AGbIN M3 poja afiaii MaHrucTayckoro
Kpas ABNSETCS OCHOBAaTeNeM JOMOPOBON LUKO/bI KIOWLIM 3TOTO pervoHa. Mockonbky MaHructay - poguHa 3nmndeckon
No33uy, YyBCTBYETCH W €e BO3MECTBME, a TaKke BAVSHWME MENOAWIA MPUrPaHWYHbIX Kapakaninakos, TYPKMEHOB U
COBCTBEHHO PervoHanbHbIi XapakTep KHOEB: B yapax NpaBoii pyKu, annivkaType eBol pyKu, akLeHTax, pasMepe, putve,
CTPYKTYpE W ApYrviX My3blKa/lbHbIX OCOGEHHOCTAX.

B ktoe «ABbl» 04EBMAHO MPUCYLLIEE CKA3aHWAM Hasnume HECKOMbKX MbIC/EN, HECKONbKMX 610K0B (0603HaUEHHbIX
yepes «rmay3bl» B 3By4aHWM). Kakgas v3 dacTell - Hayano, cpegHue 3seHbsi (1-e u 2-e), cara - 6yATO MoOKasbias
3aBepLUeHNe MbIC/W, 3aKaHUMBAETCA «BO3BpaLLEHMEM» KaJeHLIMOHHOro obopoTa. Bo Bcex yacTsix cHadana Ha CTpyHe d,
3aTeM Ha CTpyHe ( NPOXOAWUT MENOAUKO-UHTOHALMOHHBIA X0, Kiol, HaumMHasch Ha onope €-a, XapakTepHol W
MaHrucTayCKMX CKa3aHWiA, B 3TOM e BUAE MepeMeLLaeTcs Ha noaToHa. Mofo6Hoe CekyH0BOe «MepeMeLLieHne» B Hauase
3TOr0 Ktosi OT 3BYKOB €-a K 3ByKam f-h oxapakTepr3oBaHO KakK TUMWYHOE NS APEBHUX CapbiHOB (HaneBoB). B Lenom
[BVDKEHVIE HA CEKYHLY BCTPEYAETCS B PUTYasIbHOM (hOMbKIIOPE, HAMPUMER, B «ChILICY, «KOK;Tay».

OCyLLECTBMEHHbIA aHanM3 Kosi «ABbU» aKTyann3upoBas MCMXOMOrMyeckue, (nocodickvie, (MOIor1yecKme,
My3bIKa/IbHO-(DONbKNOPHbIE CMEKTbl, MPEACTaBMB MPOM3BEAEHME KaK KHO-«aBTOMOPTPET». Mpn 3TOM OnpefeneHHble B
ero My3blKasibHbIX OCOGEHHOCTSIX CEKYHAOBbIE MHTOHALWW, NpUCYLLYe 06pasLam puUTyanbHOro (honbkiopa, 06HapYXumm
MPEeeMCTBEHHOCTb C CKYMBOSTaMM JpeBHEi anoxw. [NaBHbIA BbIBOA CTaTbW: TBOPYECKOE Hacneame Abbina TpebyeT
[aNbHelLLero 0CBOeHUs, Kak B 06/1aCTV pas3rpaHUYeHrst CXOLCTB U pasnnumii MeXy BapuaHTaMu UCMOMHEHUs, Tak M
M3y4YeHNs1 B KOHTEKCTE MPOW3BEAEHWIA MpeAcTaBuTeNeld pasHbIX LUKOM KIOWLLM W OMpedeneHns Mecta B UCKYCCTBe
Ka3axCKoro Kiosl B LIEfIOM.

KntoueBble cnoBa: Kiold, KoLK, TPaaMLys, aBTOMOPTPET, APeBHME MOTUBBI.
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