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GENRE «POLYLOGUE» IN THE KAZAKH MUSIC

Abstract. Theoretical and historical aspects of ethnomusicology have been and remain significant for
researchers of different generations. Moreover, in the light of the modernization of public consciousness, they
acquire special relevance: the study of the deep content and interactions between specific areas, types, genres and
forms of traditional Kazakh music, complicated by manifestations of typological, chronological, regional specificity,
assumes updating of factual material and conceptual-categorical, generally scientific data. In this regard, the reliance
on time-tested methods of studying the rich heritage of the Kazakh people is logical. The study of the issues of
genre-style interaction in the history of national culture enhances several thematic blocks and aspects of their
interpenetration: the objectives of musical decoding of traditional songs with instrumental accompaniment, presented
in the context of numerous and indicative “interweaving”; issues of continuity of the genres of musical art, shown on
the example of the Syrdarya song tradition of Kazakhstan; the reasons for the stylistic “intersections” in the creative
works of the Kazakh oral-professional singers-composers, shown on the example of specific personalities and works;
norms of competitive art, characterized as representing the genre-style “polylogue” and the trends of intra-cultural
development. At the same time, theoretical and practical issues of analysis are combined in one approach, covering,
first of all, the content of music, which opens up the prospect of expanding the horizon of the approaches in favor of
“solid knowledge”. In this regard the problematic aspects of the article are indicative, which acquire a “cross-cutting”
character: the works of the same name in song and instrumental traditions, poetics of creative individuality, Kazakh
traditional music as a cultural and historical phenomenon, etc. The “spread” of historical and theoretical problems
presented in its connection with the practical results of research, confirms its perspective for the current stage of
musical science of development.

Keywords: song, kuy, aitys, epic tradition, musical decoding, sal, sere, improvisation, style interaction, genre
features, regional features.

Introduction. In the era of globalization in the Kazakh musical culture, the interaction between
genres and styles, trends and directions is perceived as a natural phenomenon. If earlier in the context of
the development of improvisational art it took place in a spontaneous “order”, unconsciously, but now it
represents the result of a creative search and special experiments that meet modern requirements.

Methods. Thanks to the researchers in musical studies, folklore studies, performers, art history
scholars, literary critics who explore the traditional music of the Kazakh people, many problems have
been solved. The studies of art at the turn of the XX-XXI centuries were very successful. The syncretic
nature of national music requires a comprehensive review of the methodological foundations of the
research. In this area, in connection with the verbal text which is accompanying music, the principles of
logic and conclusions in the fundamental works of the scholars in the field of philology are examined:
A. Baitursynov [1], A. Bokeikhanov [2], K. Zhubanov [3], M. Auezov [4], etc. and other scientific works
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of such executors as B. Amanov, A. Mukhambetova [5], S. Utegalieva [6], P. Shegebaev [7], R. Nesipbay
[8].

Classical works in musical studies are taken into account to comprehend genre features in the field of
musicology (A.A. Alshvang, V.A. Zuckerman, L.A. Mazel, A.N. Sohor, S.S. Skrebkov), which determine
its functions (O.V.Sokolov, L.N.Berezovchuk), researches in the field of folklore works
(V.N. Putilov, I.I. Zemtsovsky, 1.V. Matsievsky), typologies of genres and their types, searches which
consider various interactions (T.V. Popova, M.S. Skrebkova-Filatova, T.M. Smirnova, E.M. Tsareva,
I.N. Naletova, l.Ya. Neystadt), researches on this topic at a new scientific development stage
(V.N. Kholopova, E.V. Nazaikinsky, and others).

Results. To date, musical decoding still has a special role in preservation, propaganda and
communication of professional songs of the Kazakh people to the next generation. Thanks to this trend,
many collections and works have been published, including folk songs patterns and sal and sere works.
Among them, it is necessary to emphasize the fundamental works of A.V. Zataevich, B.G. Erzakovich,
A. Zhubanov, T. Bekhozhina, A. Temirbekova, B. Karakulov and other scientists. Due to the fact that in
their works there are various methods of decoding, the long-term process of its evolution is also obvious.
Currently, decoding has acquired a unified system and compliance with the instrumental (dombra) system.

An important issue of musical decoding of songs is notation with instrumental accompaniment.
Notation of the works of various traditional schools with instrumental accompaniment (dombra, kobyz,
harmony) is performed not so often. Here the work of M.Kurmangaliyeva should be noted, who published
a collection ofthe songs by the prominent representative ofthe West Kazakhstan Song School, Mukhit sal
Meralyuly with dombra accompaniment. Development and systematic approach to this trend would be
beneficial not only for the researchers, but also the performers. For example, a person who learnt a song
could first get acquainted with the exact version of accompaniment by notes, and then, in order to improve
intonation features and enhance performing skills, he could use audio recordings. Also, reading of the
accompaniment by notes makes it possible to determine the relationship with instrumental music of a
particular region. This helps to provide in-depth analysis.

The experience of decoding and notation of the songs with a centuries-old history, obtained in the
process of preparing for the publication of the anthology “Ancient Motifs of the Great Steppe” (2019),
where a number of songs and folklore patterns are presented, accompanied by kobyz, dombra and
harmony, requires understanding [9]. More precisely, these are the saryns of baksy, folk songs and songs
of traditional professional composers. Here, the merger of instrumental accompaniment and kuy genre is
conditioned by regional characteristics. For example, the song of the prominent representative of the West
Kazakhstan School, Moldabay Tanirberliuly “Moldabaydin Ani” (2nd option) begins with the introduction
which is inherent in kuy “tokpe”, which occupies a special place in this region. The introduction, which is
performed intensively, at a fast pace, contains elements of a transpositional kuy, since the melody has a
leap from the register of the main link to the area of “kishi saga” and returns to the mode support “g-g”.
So, we can conclude that introduction in the songs of Western Kazakhstan can represent a separate
melodic system or unit which is similar to kuy.

In the accompaniment of the song “Mausymzhan” strokes upwards and slurs prevail, which
emphasize its “tender” nature. The accompaniment which is played by soft touching ofthe forefinger, is in
unison to the melody of the song and each time it returns to the “g-d” support. This method of playing is
found in the “Kokeykesti” kuy by Tattimbet, the founder of the Arka (Central part of Kazakhstan) kuy
school, the kuyshi-composer. According to the structure of the kuy, one can notice that the kuy of this
school originates particularly from the songs. For example, it is convenient to develop the kuy melody on
Arka dombra with a short neck, 5-7, 7-9 frets, i.e. in the mode supports “g-d”, “a-e”. Themes in kuy are
repeated in variant-stanza form as if in the songs, and other sections between them seem to perform the
function of a refrain.

In conclusion, it should be emphasized that spiritual heritage of the Kazakhs, in accordance with its
origin, developed in close connection with other genres of the region. So, in Western Kazakhstan, kuy
influenced the structure of the song, and in the East Kazakhstan and Arka regions, on the contrary, kuy
originates from the songs. In Syrdarya region, zhyr is in harmony with the song and the kuy as well.

“Syr-eli, zhyr-eli” (in this widespread expression, the high status of epic traditions is fixed precisely
in Syrdarya) - several epic schools were formed in this region. In addition to zhyrs, songs and kuy are
actively performed in Syrdarya area. It should be noted that in the Syrdarya region, although epic schools
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are highly developed, the repertoire of folk songs and songs of oral-professional composers is very small.
Despite this fact, even this limited volume was subjected to selection. At the same time, so many songs of
Syrdarya area have not been earlier included into any other collection. All known collections and
anthologies, as a rule, included only songs of folk professional composers, but folk songs of this region
remain “in the shade”. (The reasons are indicated above. In this regard, the songs are insufficiently
explored). This fact was clarified during the development of the anthology “Ancient Motifs of the Great
Steppe” (2019). In this edition, to fill this gap, efforts have been made to fully present precisely folk
songsas far as possible.

As for the folk songs, in each region there are patterns with the same title “Bozbala”. For example, in
the previously published anthology “1000 Traditional Songs of the Kazakh People” (2005), this song was
performed by G.Arysbayeva (1st type) and G.Kurmangaliev (2d type). But “Bozbala” that is presented by
us, is different from mentioned. The song performed by Ruslan Akhmetovhas been included for the first
time. It was also revealed that one of 10 types of the song “Saulem-ai”, which is spread in the west of the
country in the performance interpretation of Garifolla Kurmangaliev, has long been sung in Syrdarya area.
It is preserved by the singers who learnt it from Nauryzbekzhyrau. This song, which preserved its local
style features, was not included into any of the previously published collections. There are many Garifolla
Kurmangaliyev’s successors in the West Kazakhstan song school. At the same time, the songs
""Zamandas', ""Shaigul", ""Zhamal-ai"', which can only occasionally be heard among the people, as a whole
have already begun to be forgotten. There are no recordings of the performance of real professional
singers. In the presented new edition, these songs are performed by Honored figures of the RK Almirza
Nogaybayev and Akmaral Nogaybayeva.

The creativity of the outstanding musician, original composer, akyn Nartay Bekezhanov is of
particular importance in the presentation of art of Syrdarya region and its singing traditions. In addition to
the separate, previously published and well-known compositions among people, the songs “Bazarym
tarkap barady”, “Ak Urmash”, “Atandym Nartay sanlak”, “Bastau” are presented for the first time in such
context and in a format chosen for this anthology. The song “Aytzhan-ai” by Yeshniyaz sal also for
unknown reasons has not yet been included into any significant collection. Esenbek’s song “Zhan Saulem”
is also in the same position. Thanks to the assistance of the patriots of the country, this composition was
recorded and presented by the only informant of this song, Pernebay Izmambetuly. As it turned out, there
is no mention of Esenbek Basalkauly anywhere, except for the local radio. His song “Ainam-au” in the
collection “1000 traditional songs of the Kazakh people” (2005) was presented as folk song by mistake. In
addition, it seems that now it’s time for the revival of the songs “Aktolyk-ay”, “Zhanym Monshan” by
Rustembek Duzbembetov zhyrau. Muzarap Zhusipov’s song “Balymsha” is presented in an authentic
version of Ulzhan Baybosynova, a bearer of an epic tradition (zhyrshy) and “herald” of regional musicians
and their creativity: this song has also undergone various changes and distortions for a long time.

All these songs in the course of comprehensive research and study while solving numerous problems
confirm the impact of the epic art traditions, which is expressed in the melodic structure, performing
interpretation, character of instrumental (dombra) accompaniment. At the same time, they preserve their
verse form, their typical verse size (eleven verses), and their specific volume of "plot" events. From this
point of view, the continuity in the development of different national genres, widely spread in one region,
appears quite logical, since the same musicians created and performed them.

The representatives of other nationalities have always been interested in Kazakh songs. In general,
when arises a question about when these melodies have developed, who is improving them, first of all the
answer arises: the era of sal-sere (XV1I1-XIX centuries).

Currently, the study of this song tradition is carried out in various ways. In Kazakh musicology, both
in theory and in practice, there are broad opportunities for studying traditional music compositions in view
of genre and style. Nevertheless, the creativity of oral-professional composers of the indicated period
presupposes further study in view of the national and individual- author's style.

Two songs with the same name “Sursha kyz”, which can serve as a real example of the creativity of
the singers who lived during the development and formation of the art of sal and sere, can serve as vivid
and convincing patterns. One of them is Zhayau Musa Bayzhanuly (born in 1835, near Lake Zhasybay in
Bayanaul district of Pavlodar region, born and died in Akshoky, 1929), the second is a composer, famous
wrestler, poet, singer Baluan Sholak Baymyrzauly (born in 1864 in Enbekshilder district, the former
Kokchetav region, died in 1919). Each song has much common and particular features in comparison with
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the song with the same name. For example, both songs are different, but devoted to the theme of love,
both have their own specific “addressee”, “hidden” under the name “Sursha kyz”, both reflected
difficulties in the fate of the author - these are common signs. However, these songs belong to different
authors and in a thoughtful attitude, even if there are performing versions and multivariance, in general,
they cannot be confused with each other. In “Sursha kyz” by Zhayau Musa, which melody is similar to the
song “Gauhar kyz”, a tragic “beginning” is manifested. “Sursha kyz” by Baluan Sholak, echoing other
songs in his creativity, is formed by a combination of a fun (playful) melody and the word. On the whole,
its musical nature, composition, text, and performance features do not raise doubts that this is his original
work. The text includes many poetic lines with jokes. The melody sounds in upbeat mood, joyfully.
“Sursha kyz” was recorded on a phonograph record in 1934 in performance of Sara Yeskyzy with piano
accompaniment by A. Zataevich. According to the lines in the refrain “Gashyk bolyp kosylyp,
kumarymdy kandyrdy-ai”, it is felt that this is not “about the crane in the sky”, but about the beloved wife.
This is the justification of the fact that the writer Sabit Mukanov wrote in his book “Baluan Sholak”:
“When he arrived in Zhetysu, he composed the song “Surshakyz”, dedicated to his Galia who was far
away”. So, “Surshakyz” is not the name of the girl, but the affectionate name of Galia. This song was
among 12 songs recorded by the famous researcher B.G. Erzakovich from Kenen Azerbayev, who
transmitted the songs of Baluan Sholak. In his song, the “addressee” can be specified (unlike the lyrics of
Zhayau Musa’s song, which reflects the state of a person who has lost his beloved). We define it based on
the eventual outline of the composer's life, which is reflected in source study literature. B.G. Erzakovich
has data in relation to this song, recorded by him personally (its musical score is recorded in the
performing version of Kosymzhan Babakov).

In conclusion, we would like to add that such songs are found in the song “bank” of almost every
professional singers-composers. For example, “Gauhartas”, “Gauhar kyz” are found both in the creative
works of Zhayau Musa and Aset Naimanbayev, and also in the folk tradition; the song “Lyailim” is found
in creativity of Musa Baizhanuly, and “Lyailim Shyrak” in creativity of Birzhan sal Kozhagulov. In
general, if we consider this topic on a larger scale, we can say that functioning of the art of sals and sere in
one era predetermines that the community of historical events of that period, recognized by the people as a
privileged status in society, a storage of subtle and refined feeling due to the identity of a particular
lifestyles contributed to the emergence of thematic and stylistic “intersections” in their creative work.

The time and space of the “life” of national (as well as competitive) traditions in opera art are
presented as “limitless”. The “row” of the works for musical theater proves this fact. In the study of the
artistic reflection of competitiveness, important stages of the historical development of the genre, similar
manifestations in oral creativity, mentality, and culture, are also recorded.

The priority of approving the European genre canon, which has been preserved for a rather long time,
predetermined the difficulties of the creative overcoming of the typicality of structures, semantic
complexes and intonation formulas;

Kazakh opera has developed as a substantive level for the national art school ideas, but it was not
always a form for an individual style and, as a rule, only occasionally;

An adequate study of the interaction of aitys and opera is possible only on the basis of understanding
of the historical and cultural identity of traditional and professional musical and poetic competitions, their
inclusion into the general context of competitive art.

The specifics of the expression of the varieties of dialogueby the composers, which are “multifaceted
and comprehensive for the Kazakh culture”, in opera compositions are rich and complex. This can be seen
both logically and emotionally. The scenes of competition of famous akyns always makes a vivid and
indelible impression, amazingly inspiring the singers-performers and viewers as well. It was same during
the decades of Kazakh art and literature in 1936, 1949, 1958. According to the critics of those years, high
grades were then significantly predetermined by the aitys scene in particular, and its excellentrecreation in
a musical text and on stage.

Since the restriction to only universally recognized names and their best compositions could lead to
the loss of the objective basis in revealing the composers’ creativity patterns, those musical and theatrical
compositions that had already turned into “monuments” of their period and socio-cultural conditions that
formed them have been considered. Such texts serve as important source of information about the past,
and in an unusual setting they can shine in new colors. Moreover, the material of even selected
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compositions is not covered in detail in the same way, since in the historical process certain opuses
“participate” in different ways, and sometimes only their some facets.

The most indicative factors logically take the central place in the framework of the heritage of each of
the composers and music in general.

Conclusion. The heritage of the Kazakhs, in accordance with its origin, developed in close
connection with other genres of the region. In the Western Kazakhstan, kuy influenced the structure of the
song, and in the East Kazakhstan and Arka regions, kuy originates from the songs. In Syrdarya region,
zhyr is in harmony with the song and the kuy as well.

The impact of the epic art traditions is expressed in the melodic structure, performing interpretation,
character of instrumental (dombra) accompaniment. The continuity in the development of different
national genres, widely spread in one region, appears quite logical.

Recognized by the people as a privileged status in society, a storage of subtle and refined feeling due
to the identity of a particular lifestyles contributed to the emergence of thematic and stylistic
“intersections” in their creative work.

The meaning of genre evolution is manifested in comparing certain texts. At the same time, the
criterion in their selection, along with representativeness for the deep trends of intra-cultural development,
genre-style polylogue and synthesis of arts, the quality of coverage in musicology literature was chosen as
well.

The interaction between genre norms and manifestation of individual self-expression traits are key
guidelines in interpreting the specific features found in the analysis of the works which were selected for
presentation in this context.

AK. "a3TyFaHOBa, Kysemb6ain C.A., A.~. OmapoBa, b.H. AkumxaHoB, E.E. )XamaH6annHoB
M. Dye30B aTblHAarbl 94e6UeT XK3He eHep MHCTUTYTbI, AMaTbl, KasakcTaH
Ll,a3aK;My3I>I KacblHAOAQrbl XXaHpAabuWw «Knonaunnanor»

AHHOTaLMsA. ITHOMY3bIKaTaHyAbLl, TEOPUS/IbIK XX3He Tapuxy Kblpfiapbl 3p OybiH 3epTTeyLuLlepLle MalbI3fpbl
6onraH. 3pi 6Yrm ge MaHLW XoranTkaH eMec. OHbIL, YCTiHe, KOramiblK caHaHbl »aurbIpTy TapanblHaH anraHa ga
€3eKTLUN epeKLle apTa TYcyde. JacTYpAi kasak My3blKacbIHbIL, XXeKenereH 6arbITTapbiHbIL, TYP/epLLLL, >XaHpnapbl
MeH ¢hopMasiapbiHbIL, 6aiinaHbICTapbIH X3He TepeL, MasMyHbIH 3epTTeye, TUMNOMOrNANbIK, XPOHOMOMMS/IbIK, eBAp/LL
EPEeKLLE/MKTLY, KepLicTeplwl (aKToNMoruAIbIK MaTepyan TyprbiCbiHAH a/bill KaparaHga fAa, Tyrac yrbivablK-
KaTeropusi/iblK >XarbiHaH [a, TbUIbIMA annapatTbl XauapTyabl Kesgenar OcbiraH oOpai, KasakK Xa/KblHbIL 6aid
MypacbIH 3epe/eyLL, yaKbIT TesiHe CbiHasraH agicTepiHe CYVeHy KUChIHbI.

¥NTTbIK M3IEHVET TapUXbIHAArbl XaHP/bIK-CTUbALL e3apa ic-KUMbI M3cefenepiHe xacanraH YHgey 6ipHelue
TaKbIpbINTbIK 6eNiKTepAi XX3He onapabIy, e3apa 6ainaHbICbIHbIL, acneKTinepiH esekTi eteq”™ Onap:

- KenTereH KepHeKiniK KOHTEKCTLLAE «eplun» YCbIHbIAraH acnanTbik CYlVemengeyperi AscTYpni sHAepai
HOTa/IbIK XaTTay MiHAeTTepi;

- My3blKa/IblK €Hep >XaHpnapblHbll, cabakTacTbirbl Macenenepi KasakcTaHHbIl, CbIpfapusi 3H A3CTYpiHiL
YriciHae TaHbICTbIpbIIraH;

- KasaKTblly  K3cibu-aybl3la  M3jeHWeTLIAen  3HLUI-KOMMOo3UTopnapdbll,  LibirapMallbiibirbiHaarb!
CTUWINCTUKA/IbIK  «KUbINbICY» cebenTep” HakTbl Tynranapabll, X3HE >XeKesereH TyblHAbLIapabll, Mbica/ibiHAA
KepCeTiNnreH;

- eHepferi >apbiC HOpMasiapbl MeH MPUHLMMATEPI, >KaHP/bIK CTU/bAEN «MOAWIOr» peTiHAe raHa
cvnatTanimMaraH. CoHbIMeH KaTap, LU LWL M3feHWN Aamy TeHAeHLUsANapbIH Aa KepceTeai.

MyHbIMeH 6ipre MysblKa/lbiK Tangayfarbl TEOPUANbIK >K3HE MpaKTUKabIK M3cenenep 6ip KeskapacTa
6ipikTipinin, ey angbiveH, My3blKa MasMyHbIH >KauapTbin, «TOMbIK 6LUIMHLL» MalijacbliHa KaTbICTbl iCKe acaTblH
KefeleK rbUlbIMA  Ke3KapacTap KeKkKueriH KeueliTyre >xon awagbl. CoraH 6alinaHbICTbl Oyn  MakaiaHbl,
«eTneNllK» cunaTblHa ne 6onraH TYWATKinGi TycTapbl KepceTinreH. AchmanTblK X3He 3H fA3CTAaHAen arrac
WbirapManap, epKiH LWbirapMallblibiK TyMraHbil, MO3TUMKAaChl, M3[EHU-TApUXM KyObibiC peTLLAen Ka3aKTbll,
AaCTYPAi My3blKacbl XK3He T.6.

Hensn TyXbIpbIMAapAbIL, KaTapbIHaa:

KaszakTbIL, pyxaHW Mypanapbl esiHil LbIKKaH alimMarbiHa T3H COJ1 OpTaHbIl, e3re >XaHpfapbiMeH TbIrbI3
6alinaHbicTa gambIn OTbIPaTbIHbIH aliTyra 6onagbl. Mbicanbl, BaTbic KasakcTaH euipiHAe Kyii eHepi aHre 3acepiH
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Tunsce, LUbirbic KasakctaH, Apka aiiMakTapbiHaa 3H KYWiL, KypblibiMbIHa apkay 6ona anagbl. An Cobip ewipiHae
XbIPLWbIILIK 3HMeH fe, KYVIVeH fie 6rre KaiiHachIn XaTbIp.

KYpmeyi Ken macenenepmMeH GeTne-6eT Kene OTbIpbIN, OCbl aTanraH 3HAepAL, 6aprbirbl aHTOMOMUAra XKaH-
XKaKTbl 3epTTey MeH 3epjeneynepaeH eTklsy 6apbicbiHAa SHAEPALL, SyeHAL MipiM dXXeniciHeH, OpbIHAATY M3HEPiHEH,
foM6bipa CYWemveniHoe Ke3feceTiH KarbiCTbIK T3CINAEPAEH XbIpAbIL, 3Cepi aHbIK aLrapbiiabl. OnapabIl, 3H 60/bIN
epeKLUesieHyi LyMaKTbl-KaliblpMasibl KypblibiMbl (Keibip xaHgalia KalibipMachi3), M03TUKa/IbIK M3TiHI 11-6ybIHAbI
Kapa eneL, hopMachbIH/a XXa3blIraHbl XX3HE XbIPra T3H CHOXETNK yaKuranapfaH TypManTbiHAbIrbI A3nengeigi. OHep
Xa/IbIKNeH 6ipre 6iTe KaHacbIin emip CYpeTiHGiri aHbiK. OCbl TyprblgaH anraHga 6ip aliMakTa Kew, TapasiraH YaTTbIK
aHpnapably, cabakTacTbIKTa faMybl 3auabl. OATKeHI, onapbl LWbirapraH, opblHAaraH XaHe HacuxatTaraH Tynranap
e3fepi 6onraH.

Can-cepinepgil, eHep TewKepiciHaeri 6ip Kesewje rymbIp Kellyi, COM yakbITTarbl Tapuxy OKUranapablil, opTak,
eHeprasra XajblKk 6epeTiH MapTebeHiy 6ip 601ybl, ce3iMTaniblK, CybIpbIN-Ca/IMa/bIK KacueTTepre 6ap/ibirbiHbiL
6ipaeii ne ekeHgiri, emip CYPY canTbiHbIL, YKCACTbIrbl 0fapapbll, WibirapMallblibIKTapbiHAA TaKbIPbINTbIK-CTUbALL
cabakTacynapgply, KesfecyiHe CenTiriH TUTi3reH gen TYXbIpbIMAAAMbI3.

EK1 »aHp/blK HopManapabiy, (onepa MeH aiTbiC) e3apa 3PeKETTECTIr MeH e3iH-e3i TaHbITYAblL, XXeKe Kbip/apbl,
TYCiHIK Gepy epekLwenTHAen 6acTbl 6arfap, TycayKecepre Taufasbin aiblHraH LiblrapManapgbil, oCblHAal
KOHTEKCTi Tangay 6apbiCcblHAa TabbliraH.

Mys3bIKa rbibIMbIHAArbI Ka3ipri gamy KeseLiHe opail YCbIHbIraH «aliHasibIM», e3eKTi TapuXu X3He TeopussbIK
MacenenepaLl, 3epTTey >KyMbICTapblHAarbl MPaKTUKa/IbIK HITWKeNIePMeH HakTbl GaifaHbICbiHAA raHa KeseLueri
60naTbIHbIH pacTaigpl.

TYWiH ce3gep: aH, KYW aliTbic, anuKanblk A3cTYP, HoTara TYCipy, can, cepi, aliMakTbIK My3blka, A3CTYP,
My3blKaTaHyLLIbl, Fa/bIM.

AXK. MasTyFaHoBa, Kysembaii C.A., A.~. OmapoBa, b.H. AkumxaHos, E.E. )KamaH6annHoB
MHCTUTYT nutepatypbl 1 nckycctea um. M.O. Ays3oBa, Anmarbl, KasaxcTtaH
YXAHPOBbIV «<nonunor»e kazaxcKo i MYy3blKe

AHHOTauuMs. TeopeTUYecKme M UCTOPUYECKME acreKTbl 3STHOMY3bIKOBEAEHWUS] ObIN W OCTAOTCA 3HAYUMMbIMM
NS nccnefoBaTeneilt pasHbIX MOKOMeHWA. Bonee Toro, B CBeTe MOAEPHU3ALUMKN OOGLLECTBEHHOr0 CO3HAHWS OHW
npuobpeTaloT 0COOYHD aKTya/lbHOCTb: W3y4YeHWe rAYyOUHHOM cofepXKaTeflbHOCTM U B3aMMOCBSI3el  MexXnay
OTAENbHBLIMY HaMpaB/EHUAMU, BUAAMMW, XXaHpamy 1 hopMamm TPaSULIMOHHOM Ka3axCKOoli My3bIKW, YCN0XHEHHbIX
NPOSIBNIEHNSIMX TUMOJIONMYECKOM, XPOHOMOMMYECKOM, PervoHasibHOM Cneuuguky, npeanonaraeT 06HOBMEHME KaK
(haKTO/IOrMUecKoro Matepuasna, Tak U MOHSATUIAHO-KaTeropyMasbHOro 1 B Lie/IOM Hay4yHoro annapata. B aToli cBsiaun
3aKOHOMepHa Oropa Ha MPoBepeHHble BPEMEHEM METOAbI M3Y4YeHUst 6oraTeiiLlero Hacrefusi KasaxcKoro Hapoga.
MpeanpuHAToe o6palleHVe K Mpo6/ieMaM >XaHPOBO-CTW/IEBOMO0 B3aMMOAENCTBMSI B UCTOPUM  HALMOHAIbHOW
Ky/NbTypbl aKTya/IM3npyeT HECKO/IbKO TEMaTMUECKMX G/TOKOB M acMeKTOB MX B3aUMOMPOHUKHOBEHWS:

3a/a4n  HOTHOW  pacluMPOBKM  TPAAULMOHHBIX MeCeH C  WMHCTPYMEHTa/IbHbIM  COMPOBOXKAEHMEM,
npefcTaB/ieHHbIE B KOHTEKCTE MHOMOUMCNEHHbIX U NMOKa3aTe lbHbIX «MepensieTeHNN»;

BOMPOCbI MPEEMCTBEHHOCTUN >KaHPOB My3blKa/IbHOr0 WCKYCCTBa, MPO3KCMOHMPOBaHHble Ha npumepe ChbIp-
[apbUHCKOIN NeceHHoN Tpaguumm KasaxcTaHa;

MPUUMHbI  CTWUMEBLIX «MEPECEYEHU» B TBOPYECTBE Ka3axCKUX YCTHO-MPOMECCMOHasIbHbIX — MeBLIOB-
KOMMO3UTOPOB, MOKa3aHHbIe Ha NpYMepe KOHKPETHBIX MEPCOHaNIA U OTAE/bHbIX NPOV3BEAEHWIA;

HOPMbI Y MPUHLMIMBI COCTA3aTE/IbHOr0 MCKYCCTBA, OXapaKTepu3oBaHHbIe Kak Penpe3eHTUPYHLWME He TObKO
YKaHPOBO-CTUNEBOM «MOMNMON», HO U TEHAEHLMW BHYTPU-KY/IbTYPHOTO PasBUTUSI.

Mpn 3TOM TeopeTMYecKMe 1 MPaKTUYECKME BOMPOCbI My3blKa/lbHOTO aHa/n3a 06beAMHeHbI B 04HOM MOAXOfe,
OCBELLIAOLLEM, MPeXae BCEro, cofepXaHue My3blKW, YTO OTKPbIBAET MEPCMEKTMBY B PacLUMPEHUM FOPU30OHTA
3a/1eiCTBOBAHHbIX Hay4HbIX MOAXOAO0B B MOMb3Y «LE/IbHOr0 3HaHWs». MoKasaTe/lbHbl B 3TOW CBA3W MPO6G/EMHbIe
paKypcbl CTaTbM, MpPUOOpeTalOLMe «CKBO3HOW» XapaKTep: OAHOMMEHHble MPOM3BEAEHUSS B TMECeHHON W
WHCTPYMEHTa/IbHOM Tpaauumsx, nosTUKa CBOGOAHON TBOPYECKOW WMHAMBUAYaASIbHOCTM, KasaxCKasi TpaguLMOHHas
My3bIK/ KaK Ky/IbTYPHO-UCTOPUYECKINIA (heHOMEH U Ap.

B psily OCHOBHbIX NMOMOXEHWIA CTaTbL:

[yxoBHOe HacneamMe KasaxoB B COOTBETCTBMM CO CBOMM MPOUCXOXAEHWEM pa3BMBasioOCb B TECHOW CBSI3W C
[APYTVIMM XXaHpamu 3TOro pervoHa. Tak, B 3anafHoM KasaxcTaHe Kol MOBAMSIN Ha CTPYKTYPY NecHK, a B BoCTOYHO-
KazaxCTaHCKOM 1 apKMHCKOM pervoHax, HanpoTuB, Kioli 6epeT CBOe Hauasio B MecHsX. B Cblp- AapbUHCKOM
PervoHe XbIp rapMOHVPYET U C NeCHEM, 1 ¢ KrolieM.

Bce 3TV NecHM B X0/le BCECTOPOHHEr0 MUCCeA0BaHUS N U3YHeHUS MPUW pa3peLLieHn MHOTOYMCIEHHbIX MPOoG/ieM
NoATBEPXKAAIOT BO3AENCTBME TPAAMLMIA 3MMYECKOr0 MCKYCCTBA, KOTOPOe NPOSIB/SETCS B Me/IOAMYECKON CTPYKTYpE,
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UCMOMHUTENbCKO MHTEPRpeTaLMK, XapakTepe MHCTPYMeHTa/IbHOro (4OMGPOBOro) conpoBoXaeHWs. Mpy 3TOM OHM
COXPaHSIIOT CBOK KYM/IETHYIO (hOpPMY, TUMNYHBIA ANst HAX pasMep CTuxa (OANMHHAALATUCONKHUK), NPUCYLLWA UM
06BbEM «CHKETHbIX» COObITMIA. C 3TOM TOUKM 3PEHUA MPEEMCTBEHHAs! CBSi3b B PA3BUTUM PasHbIX HaLMOHaIbHbIX
YKaHpOB, LLIMPOKO PacrpoCcTpaHeHHbIX B OfAHOM PErvoHe, NPeAcTaeT Bro/HE 3aKOHOMEPHOM, MOCKOMbKY CO3aBasin 1
UCMOMTHAA UX OfHW U Te YKe My3bIKaHTbI.

DYHKUMOHMPOBaHME WCKYCCTBA Ca/ioB M Cep3 B OfHY 3MOXy NpefornpeaeneHo Tem, 4TO O6LHOCTb
NCTOPUYECKMX COBLITUIA TOr0 BpPeMEeHW, MPW3HaHHbIA HApoaoOM MPUBWENMPOBaHHBIN CTaTyc B O6LLECTBE, CK/af
TOHKOTIO U M3bICKAHHOTO YyBCTBOBaHWS B CUMY WMAEHTUYHOCTM 0CO60ro 06pasa XM3HW Croco6CTBOBAIN MOSIBEHNIO
TEMaTUYECKUX U CTUMEBbIX «MEPECeUYeHN» B UX TBOPYECTBE.

B3aumogelicTBMe ABYX XaHPOBbIX HOPM (K NpUMepy, Onepbl U aiiTbica) 1 NPosiB/ieHVe YepT UHAVBWAYA/ILHOTO
CaMOBBIPaKEHUST - K/IOUEBbIe OPVMEHTUPbI B MHTEPMpPEeTaLMy 0COGEHHOCTEN, O6HApPY)XMBaeMbIX B XOfe aHanm3a
N36PaHHbIX A5t NPE3eHTaLMM B TAKOM KOHTEKCTE MPOM3BEAEHWIA.

MpeacTaBfeHHbI «pasBopoT» aKTyaslbHOW UCTOPUKO-TEOPETUYECKO NPOGIeMaTUKN B ee OYEBUAHOI CBS3N C
MpaKTUYECKMM  pe3y/sibTaTaMy  UCCNefoBaTeNbCKOM  paboTbl MOATBEPXKAAET CBOK  MePCreKTUBHOCTb  A1s
COBPEMEHHOr0 3Tana pasBUTUS My3bIKaslbHOV HayKMw.

KntoueBble CroBa: MeCHs, KIOW, aiiTbic, anMuYeckasl Tpaguuusl, HOTHas paclUMpOBKa, Ccas, Ceps,
MMMNPOBU3ALMOHHOCTb, CTU/IEBOE B3aUMO/ECTBIE, YKaHPOBble 0COGEHHOCTW, PEMMOHA/bHBIE YepThbl.
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