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MY3bIKATAHY ONCKYPCbIHAAFbI H¥PFUCA TNEHONEBTIH WbIFAPMALLBI/IBIFbBI:
CAKPANTM3AUMALOAH Fbl/IbIMUA TAHBIMFA

AHpaTna

Makanaga Hypsuca TineHaMeB My3bliKacbiH NalbIMAAYyAblH, *KaHa AMCKYPCbI YCbIHbIAAAbI.
3epTTeyae yYATTbIK OONMBICTbIH, CaKpanM3auMAcbiHa HerisgenreH Ke3KapacTblH OPHbIHA OHbIH
WbIHAMbl  AHAWbINABIFbIH  FbIABIMM - TypPFblAaH KalTa KapacTblpy 6OacbiMabl OpbIH  anagpl.
KomnosutopapbiH Aapa KoNTaHbacbl OHbIH 9PTYP/i My3blKanbIK ASCTYpPAEpre AereH LWblFapmallbiblK,
KO3KapacCblHblH, HITUXeCi peTiHae KapacTbipbliafbl. byn aactypnep XX  facbipaasbl  Kasak
MOEHMETIHIH 63eKTi CbIH-KaTepaepi *Kafa4alblHAA OHbIH, WblFapPMaLlblNbIK A3PbIHbIH HOPAEHAIpreH
bacTtay Ke3aepi bonabl. 3epTTeyaiH MiHAETTEPI KOMMO3MUTOP LWblFapMaLlbl/blfbIHbIH, HETi3r DafbiTbIH
alKblHAAY, OPKECTPAIK LWblFapManapbl MeH AoMbbipa KYMAepiHiH *aHPAbIK-CTUAbAIK epeKLKAIKTepi
MeH GOpPManbIK KypblpabiMbliH aHbIKTAY.

Hypfuca TneHamesTiH oMmipbadHbIHAAFbl Heri3ri Ke3eHAep OHbIH  YATTbIK MaAeHMueT
KYHAbINbIKTapblHA AereH Tyberenni Kpi3bIFyLbIAbIFbIH Kana KanbiNTacKaHbiH KepceTedi. Kynnepai
nombblpaMeH opblHAayAaH ©acTan, XanblK acnantap OPKEeCTPIMEH XYMbIC icTeyre AewniHri
WbIFaPMaLlLbI/IbIK O/blHAA ON KOMMNO3WUTOP pPeTiHAe ©3iHA4IK KeHicTiriH Tabaabl. byn KeHicTik
TUNONOTMANDBIK TYPFblAaH Ka3aK Xa/blK aCnanTapblHbIH 3aMaHayn KOAZ4aHbINYbIMEH XaHe 0napabliH,
KaHa KBPKEMIK MYMKIHAIKTEPIHIH UrepinyimeH cabakTac. Hypfuca TheHAMEBTIH OCbl ©3iHAIK 6afbIThl
KeWiHri OyblH KOMMNO3MTONAPbIHbIH eHOEKTEPIHAE KanfacblH TanTbl.

Hypfuca TineHames 63iHIH MKAHPAbIK-CTUAbAIK CTPaTEernACbIHAA YATTbIK MIAEHMETTIH,
TYTaCTbIfbl WUAEACBIH OPHbIKTbIPAbI. «MaxambeT» Mo3amacbiHbIH, MHTOHAUMANLIK Tangaybl Hypfuca
TineHAMEBTIH My3blKanblK, LWblFapmanapabl CUMPOHMANBIK ayKbimaa epbuTiH Aapa KepkeMaik naen
peTiHAae KabbingaraHblH HGankaTaabl. ON A3CTYPAi, TaHbIMAN KaHe akaAeMUANbIK eHepaiH e3apa
bIKNa/4acybliHbIH, 60nalWaKkTasbl Aamy YPAICIH UHTYUTUBTI Typae 6oskan 6ingi. OHbIH OpKecTpik
MY3blKa MOHIHAEr TyKblpbIMAaMachbl «KOMMO3UTOP KaHe (O/IbKAopP» e3apa HannaHbiCbl Typasibl
Ka/NbliNTaCKaH TYCIHIK weHbepiHeH WbIFbin, XX facbipAblH, eKiHWi »KapTbiCbiHAAfbl Ka3akcTaH
KOMMO3NTOPNAPbIHA TOH EMEC KOPKEMAIK YCTaHbIMAbl TaHbITAAbI.

KypbinbiMabIK Tanaay afici opmasbliK KaabinTacyaasbl MHTErPaTUBTIK YPAICTEPAI aHbIKTaAbl.
KomnosnTtop Aombbipallbl peTiHae 3 TaxipubeciHe cyMeHai. «ONKMcca» KyWi acnanTblk MaHe
OPKECTP/iK HYCKanapblHbIH, Ken QGyHKUMOHANAbl KypblAbiIMbl CUHTETMKANbIK KaHe TrMOpUATIK
KacueTTepiH  KepceTeni. KOHUEPTTIK  NPUHUMN  HEri3iHAEe  KOMMO3UTOP  YATTbIK  KaHe
a/Nblafam3aTTblK TEKTI My3blKaiblK GopManapablH, NPUHLUMNATEPIH BipikTipeai. by Ten TybIHAbIHbI
acnanTblK KyW yAriciMeH e, OpPKecTp/iK KOHUEepT TypimeH ae TeHecTipyre 6onmanabl. Hypfuca
TineHAMEeBTIH, COMI0 MeH TYTTM apacblHAAfbl *KapbIC CalbICbl MAEACHI HITUXKENI BOAbIN, Ka3aK XasblK,
acrnanTapblHblH, KOPKEMIIK-TEXHUKAAbIK MYMKIHAIKTEPIH MeHrepydiH Kasipri ToxipnbeciHae KaHa
NOCTYPAIH, KanbinTacybliHa Heri3 6onapl.

KinT cespep: Kasak xa/blK acnantap OpKecTpi, cumpoHM3M, Jombpara apHanfaH Kym, cono,
TYTTW, 9H CTPYKTYPaAChl, KOHTPACT-KYPaACTbIPY bl KYPbI/bIM
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THE WORKS OF NURGISA TLENDIEV IN MUSICOLOGICAL DISCOURSE: FROM SACRALIZATION
TO SCIENTIFIC UNDERSTANDING

Annotation

This article proposes a new discourse on the reception of Nurgisa Tlendiev's music. Rather
than of the established sacralization of national identity, it offers a scholarly understanding of genuine
innovation. The composer's distinctive artistic style is interpreted as the result of his creative
engagement with diverse musical traditions. These traditions serve as the sources that nurtured his
talent amid the cultural challenges facing Kazakhstan in the 20th century. The objectives of the study
were to establish the direction of his work, to define genre and stylistic properties and to identify
form in orchestral works and dombra kuis.

In his genre and stylistic strategy, Nurgisa Tlendiev asserts the idea of the unity of national
culture. An intonational analysis of the symphonic poem "Makhambet" reveals Nurgisa Tlendiev's
approach to muscial works as individually unfolding artistic ideas devloping on a symphonic scale. He
intuitively sensed the emerging trend toward the integration of traditional, popular, and academic
art. His concept of orchestral music goes beyond the generally accepted notion of a composer's
interaction with folklore, and is uncharacteristic of Kazakh composers of the second half of the 20th
century.

Structural analysis revealed integrative principles of musical form. The composer drew on his
own experience playing the dombra. The instrumental and orchestral versions of the kyui "Alkissa"
exhibit a multifunctional structure with synthetic and hybrid properties. Based on the concerto
principle, the composer combines the patterns of musical forms of national and universal origin. This
original creation is incomparable to either the instrumental kui model or the orchestral concerto
style. Nurgisa Tlendiev's idea of playful competition between solo and tutti proved productive and
established a new tradition in the contemporary practice of mastering the artistic and technical
potential of Kazakh folk instruments.

Keywords: Kazakh folk instrument orchestra,
symphonic,
dombra kuyi,
solo, tutti,
song structure,
contrasting composite form.
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TBOPYECTBO HYPTUCbHI TNEHANEBA B MY3bIKOBEAYECKOM ANCKYPCE: OT
CAKPAJZTU3ALUNN K HAYHHOMY OCMBbIC/TEHUIO

AHHOTaUuA

B cTaTbe npeanaraeTcA HOBbIM AMCKYPC B peuenumm mysbikn Hyprucel TneHamnesa. BmecTo
CNOMXMBLUENCA CaKpanmM3aumm HauMOHANbHOM WMAEHTMYHOCTM MpeasaraeTca Hay4yHoe OCMbICAeHMe
NOA/IMHHOTO HOBATOPCTBA. MHAMBMAYANbHO-aBTOPCKMIA «MOYEPK» PACCMATPMBAETCA KaK pe3ynbtaT
OTHOLUEHMA KOMMO3UTOPA K PasHbIM TpaaMUMAM. OHM KaK UCTOKM «NUTAAM» ero TallaHT B YCA0BMAX
aKTya/ibHbIX BbI30OBOB KA3aXxCKOW Ky/nbTypbl B XX BeKe. 3aa4uM WCCNefoBaHMA COCTOANMN B
YCTaHOB/NIEHMW HaMpaBieHWA TBOpP4YECTBa, B ONPeAeNeHUMU KAHPOBO-CTUNEBLIX CBOWMCTB W
bopmoobpaszoBaHmMA B OPKECTPOBbIX MPOM3BEAEHMAX U B LOMDPOBbIX KIOAX.

Mo KntoyeBbIM cobbITMAM Buorpadumn y Hypriscel TheHamneBa GopmMMpyeTCA MarucTpanbHblit
MHTEPEC K LUEHHOCTAM HaUWMOHaNbHOW KynbTypbl. OT MCNONHEHMA KioeB Ha Aombpe K paboTe ¢
OPKECTPOM HApPOAHbIX MHCTPYMEHTOB OH Kak KOMMO3MTOP MPUXOAMT K CBOEMY XYAOXKeCTBEHHOMY
npocTpaHcTBy. OHO TUMONOTMYECKN CBA3AHO C COBPEMEHHbBIM ObITOBAaHMEM W OCBOEHMEM HOBbIX
BO3MOKHOCTEM Ka3axCKMX HaPOAHbIX MHCTPYMEHTOB. 3TO cneumdmryeckoe HanpasaeHWe TBOpYeCTBa
NONYYMI0 NPOAOIKEHNE Y MOCNEAYOWEro NOKONEHMA.

B KaHpoBO-CTMNeBOW cTpaTermm Hypruca TneHaMeB yTBEPXKAAET WAE eaMHCTBA
HaUMOHANbHOMN KyAbTYpPbl. MIHTOHAUMOHHbIM aHann3 noambl « MaxambeT» nokasan noaxos Hyprucol
TneHAameBa K NpoM3BeAEeHUAM KaK K MHAMBUAYANbHO Pa3BEPTLIBAOWENCA XY/A0KECTBEHHOM Uaee C
CUMOPOHMYECKMM  MaclWTabom pa3suTmAa. OH  WMHTYMTMBHO OWyTUA  Oyaywmi  TpeHnsa, Ha
B3aMMO/ENCTBME TPAAMUMOHHOIO, MacCOBOrO M aKaZeMWYecKoro MCKycctea. Ero KoHuenuua
OPKECTPOBOM MYy3bIKM BbIXOAMT 33 PaMKM OOLLIENPUHATOrO NpeacTaBAeHMA O B3aMMOLENCTBUM
KomnosnTopa ¢ GONbKAOPOM, U AN KOMMNO3MTOPOB KasaxcTaHa BTOPOW MoOBMHbI XX BEKA OHa He
XapaKTepHa.

CTPYKTYpPHbIA MeToA, aHanM3a  BbIABMA MHTErpaTMBHbIE Mnpolecchl B GOPMOTBOPYECTBE.
Komnosutop wucxoamn wm3 COOCTBEHHOro OnbiTa WMrpbl Ha Aombpe. B WMHCTPYMEHTaNbHbIX W
OPKECTPOBOM BapWaHTax KitoA «ONKMcca» Habntogaercd MHOrodyHKLMOHANbHAA CTPYKTypa C
CUHTETUYECKMMWN U TMBPUAHBIMM CBOMCTBAMM. Ha ocHOBe MPMHLMNE KOHLEPTHOCTU KOMMO3UTOP
obbeaMHAET 3aKOHOMEPHOCTM  My3blKasbHbIX  GOPM  HAUMOHANBHOrO M YHMBEPCA/IbHOTO
NPOUCXOXKAEHMA. ITO OPUrMHANbHOE TBOPEHWE HE CPAaBHMMO HM C MOAENbI MHCTPYMEHTA/NbHOrO
KIOSi, HM C OPKECTPOBbIM TUMOM KOHUEPTHOCTWU. Pa3paboTaHHaa Hyprucon TneHameBbIM waen
MIPOBOW COPEBHOBATE/IbHOCTM MEXAY COM0 M TYTTU OKa3anacb NPOAYKTMBHOM M 0b6pa3oBana HOBYHO
TPAAMLMIO B COBPEMEHHOW MPAKTUKE OCBOEHMA XYAOMKECTBEHHOIO M TEXHWYECKOro NoTeHuMana
Ka3aXCKMX HaPOAHbIX MHCTPYMEHTOB.

KntoyeBble cnoBa: OpPKeCcTP KaszaxCKMX HapOAHbIX MHCTPYMEHTOB, CUM(OHU3M,

AOMBPOBLIN KoM, CONO, TYTTU, MECEeHHan CTPYKTYPa,
KOHTPACTHO-cOCcTaBHan Gopma
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Introduction

In the twentieth century, previously
unknown directions of musical art came to the
forefront of Kazakh culture. In its artistic
essence, the creative work of Nurgisa
Tlendiyev was a product of this era. His music
continues to captivate performers and
audiences alike through its sincerity, inner
expressive power, and originality. As an object
of scholarly inquiry, the multifaceted art of
Nurgisa Tlendiyev has consistently retained its
academic relevance. Memoirs by cultural
figures, essays and portraits published in
periodicals, as well as analytical studies in
academic journals and collected volumes have
all been devoted to his legacy.

Until recently (throughout the Soviet
and early post-Soviet periods), the
predominant explanatory model of
interpretation was based on the canonization
of tradition. As one of the most vivid bearers of
the traditions of Kazakh songs and kuy, Nurgisa
Tlendiyev became firmly established as a
symbol of national identity (nagyz kazak
muzykasy, "genuinely Kazakh music"). In
contrast to the dominant trajectory of
"Europeanization," he was perceived as "a
unique social phenomenon representing <...>
the constants of traditional thinking"
(Aituarova, Narodnye traditsii  13-14).
Interpreting his music primarily through the
lens of preserving and reviving tradition made
it possible to characterize Nurgisa Tlendiyev's
works as genuine and "authentic" (Aituarova,
Muzyka kydiretin 207-218). The statement
"The study of Nurgisa means the study of
traditional music" reflects the recognition of
an artistic equivalence between the
composer's legacy and the values of traditional
culture (Shakerim 29).

Methodologically, however, this mode
of interpretation results from a substitution:
tradition itself is employed as the principal
argument in scholarly discourse, carrying an
axiological connotation that is presumed to
require no detailed analytical examination.
Such a reduction of the artistic process leads
to the "sacralization" of the composer. A
multilayered  and  stylistically  complex

phenomenon is reduced to a single dominant
feature, the composer's affiliation with one,
namely the national, tradition. The innovative
elements in Nurgisa Tlendiyev's music are
therefore interpreted primarily as
modifications of the national tradition rather
than as manifestations of a qualitatively
different artistic phenomenon. Consequently,
scholarly reflection becomes secondary,
yielding to generalized evaluative judgments
that symbolically elevate the composer's
creative personality: "It opened the way for
the renewed flourishing and development of
our instrumental musical art" (Tungyshuly 25).

This article proposes a new discourse of
reception. Nurgisa Tlendiyev's music embodies
the artistic and aesthetic values of
Kazakhstan's new musical culture. The central
hypothesis argues that the genuinely
innovative artistic strategy of his TBopuectso
and his distinctive individual compositional
style are closely connected with the diversity
of his engagement with different traditions,
including those beyond the national sphere, as
well as with the artist's natural response to the
challenges of his own time.

As the twentieth century and the
composer's lifetime (1925-1998) recede
further into history, the question of his
modernity becomes increasingly significant.
Chronological distance together with new
methodological perspectives creates favorable
conditions for revising the established
interpretative discourse. It is evident that
reducing Nurgisa Tlendiyev's legacy solely to
the continuation of tradition cannot
adequately reveal the full scale of his artistic
achievement as a  twentieth-century
composer. His work as a composer, performer,
conductor, and organizer was directed not
only toward preserving the national heritage
but also toward creating new music.
Accordingly, this study argues for the necessity
of moving from a sacralized perception of the
master toward a scholarly understanding of his
creative legacy.

The aim of this article is to transform
the musicological perspective by
characterizing the composer's innovation and



his individual contribution to the heritage of
twentieth-century Kazakh music.
Understanding what makes Nurgisa
Tlendiyev's music genuinely modern and
identifying the mechanisms through which he
acquired new artistic experience is far more
complex than interpreting his work solely
within the readily apparent sociocultural
demand for nationally oriented art. His songs
and dombra kuyis are highly receptive to this
dominant expectation and are therefore easily
perceived as an organic continuation of
tradition. Within such an approach, the
national mode becomes a universal
explanation of artistic significance.

The simplification of the problem of the
composer's individual artistic choices was also
reinforced by the broader sociocultural
conditions in which he worked. The ideological
tendency toward the institutionalization of
authoritative cultural figures directly affected
Nurgisa Tlendiyev. He came to be perceived
primarily as an exceptional personality, a
symbol of an era, and this perception itself
relegated questions of individual artistic
originality to secondary importance. The
incomparable charisma of his personality, the
scale of his public influence, and the
nationwide popularity of his works all
contributed to his symbolic elevation.

Alongside the natural narrative that
opposes "one" to "many," the dominant figure
of Nurgisa Tlendiyev became a convenient
instrument for generalization. In reality,
however, music for the orchestra of Kazakh
folk instruments as a genre cannot be reduced
to a single developmental trajectory. Like
Nurgisa Tlendiyev, the prominent composers
of the second half of the twentieth century,
Kenzhebek Kumysbekov and Sydyk
Mukhamedzhanov, each  possessed a
distinctive artistic vision. Kumysbekov's music
is notable for its refined lyrical melodicism and
subtle  treatment of timbre, while
Mukhamedzhanov demonstrated an earlier
interest in the melodization of texture and in
incorporating elements of polyphonic thinking.
Yet under the dominance of a uniform
interpretative  framework, this diversity
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remained insufficiently understood. Within
such a conception of musical art, the analytical
potential of musicology remained largely
unrealized.

In this article, the innovative aspects of
Nurgisa Tlendiyev's work as a composer are
examined through three principal dimensions:
the originality of his creative orientation (1),
his genre and stylistic strategy (2), and his
approach to musical form (3).

Materials and Methods

The analytical material selected for this
study comprises only orchestral works (full

scores) and dombra kuys in musical
transcriptions  of  the author's  own
performance versions (see References).

Tlendiyev's songs are not examined here, as
they constitute the subject of a separate study.
The typology of the composer's
creative orientation was established using the
biographical method. Significant features of
Nurgisa Tlendiyev's compositional output are
interpreted in relation to the facts and events
of his life and artistic career. To investigate his
works as an individually unfolding artistic
conception, the symphonic poem
“Makhambet” was selected. It is one of the
outstanding creations of twentieth-century
Kazakh music. Applying the method of
intonational analysis, the study identifies
semantic origins in its thematic material that
can be traced to the intonational "lexicon" of
the song “Elim-ai”. Its continuous intonational
development also reveals a dynamic profile
characteristic of symphonic compositions.

To identify the principles underlying
Tlendiyev's approach to musical form, the
method of structural analysis was employed.
Using the kuyi “Alkissa” in both its instrumental
and orchestral versions as a case study, the
analysis demonstrates compositional
techniques of segmentation and integration
that are characteristic of Nurgisa Tlendiyev.
Their underlying logic derives not only from
the compositional model of the kuy itself but
also from other principles of musical form
rooted in both national and universal
traditions.



Discussion and Results

1. The Distinctive
Tlendiyev's Creative Orientation

A number of key factors in Nurgisa
Tlendiyev's biography may be regarded as
system-forming elements that shaped the
distinctive direction of his creative work. His
connection with the dombra and the kuy as the
foundation of his artistic identity was
established in early childhood. Its origins lie in
the deep memory of his family lineage. His
spiritual ties to the musical legacy of his father,
the kuyishi Tilendi Atabaiuly, are reflected in
such kuyis as “Arman”, “Akku”, and others. His
early mastery of the dombra introduced
Tlendiyev to the rich performance tradition of
the shertpe style. During his adolescence and
the initial years of his musical education
(1935-1939), under the influence of Akhmet
Zhubanov and Latif Khamidi, he developed an
interest in conducting and in the orchestra of
Kazakh folk instruments. Tlendiyev's auditory
experience expanded through his
acquaintance with musical traditions of
nationwide significance (regional and local
traditions), as well as through his study of the
earliest arrangements of Western European
and Russian classical music.

During his studies, first at the Almaty
Conservatory (1948-1950), and subsequently
at the Conducting Faculty of the Moscow
Conservatory, followed by an internship at the
Bolshoi Theatre (1950-1952) under the
supervision of Nikolai Anosov, Tlendiyev
deepened his understanding of the broader
European musical tradition and acquired
practical experience in the performance of
operatic and symphonic repertoire. As he
matured as a conductor and worked with
symphony orchestras, the genre and stylistic
conventions of orchestral writing became
increasingly integral to Tlendiyev's
development as a composer.

His  professional  education in
conducting is confirmed by Tlendiyev's own
words: "The first and most important guidance
that opened my path to admission to the
Conducting Faculty of the P. I. Tchaikovsky
Moscow State Conservatory came from my

Character of
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senior  colleague  Mukhan  Tulebayev"
(Tlendiyev, Zhenis Saltanaty 4).

It should be noted that, within the
framework of the sacralized discourse of
national identity, these biographical facts were
largely overlooked. Instead, it was emphasized
that Tlendiyev had "bypassed the system of
conservatory education" (Amanzholov 16). His
period of study in Moscow may indeed have
been relatively brief; nevertheless,
autobiographical evidence requires further
clarification in order to present a balanced and
critical account of his education at one of the
most prestigious conservatories of the time.
Archival sources and documentary evidence
could shed light on the objective difficulties
encountered by representatives of the
national republics in obtaining professional
musical education during those years. At the
same time, the composer's works themselves
demonstrate a thoroughly professional
approach to orchestral music. Given the
novelty and complexity of this artistic practice
at the time, its mastery would have been
impossible outside the framework of modern
professional education, understood as an
essential value of national culture.

Tlendiyev's mature years (the 1960s—
1970s) coincided with an extraordinary period
of flourishing in the arts of Kazakhstan. He
actively participated in the administration of
cultural institutions, while his work at the
Kazakhfilm studio proved especially fruitful for
his artistic development. Through
collaboration with film directors, visual artists,
and actors, as well as through his own
experience of composing for cinema, both his
dombra and orchestral music acquired new
qualities associated with the expressive
possibilities of  cinematic  time. The
dramaturgical principles of film enriched the
knowledge he had gained from the traditions
of classical opera and other musical genres.

At the opposite end of his lifelong
connection with the dombra and the shertpe
kuyi tradition stands Tlendiyev's work as
founder, artistic director, and conductor of the
“Otyrar Sazy” Orchestra. This ensemble,
Tlendiyev's own artistic creation, emerged



during the revival of Kazakh folk instruments
initiated by the distinguished scholar Bolat
Sarybayev. Functioning as a true "laboratory of
art," the orchestra united two inseparable
dimensions of Tlendiyev's artistic activity —
performance and composition. Consequently,
the orchestra may be regarded as the principal
system-forming element that integrated the
various aspects of his creative biography.

Initially, “Otyrar Sazy” was officially
presented as a folklore and ethnographic
orchestra. In practice, however, this ensemble
with its unique instrumental composition
became a new creative center for many
composers, particularly those of the younger
generation. Whereas Shamgon Kazhgaliyev, as
conductor of the Kurmangazy Orchestra, had
established an academic style at the level of
performance practice, Tlendiyev, together
with other composers, actively promoted the
creation of original works and advanced the
idea of academic art within the sphere of
music for Kazakh folk instruments.

These biographical "keys" demonstrate
that the combination of instrumental
performance, conducting, orchestral
leadership, and composition in Tlendiyev's
career cannot be explained through the
concept of the syncretism of traditional
culture. The evolution of his professional
interests resulted in a modern structure of
artistic activity. The creation of new musical
works became the central trajectory of
Tlendiyev's career as a composer. It was
precisely through his work with the “Otyrar
Sazy” Orchestra that the distinctive direction
of his TBopuecTBo acquired its final defining
feature.

For most composers of his generation,
work in such genres as the symphony, opera,
instrumental concerto, and sonata was both
characteristic and professionally significant,
and they generally sought to master them in
their full diversity. Among the leading figures
of Kazakh music, Mukhan Tulebayev may be
regarded as an exception. His deliberate
selectivity was expressed in his primary focus
on vocal music, albeit within the framework of
classical academic genres opera, romance,

32

song, and cantata (Dzhumakova 17).
Tlendiyev, by contrast, developed a different
kind of limitation in his generic orientation.
Having mastered genres associated with the
classical academic tradition (opera, ballet,
cantata, overture, and others), from the late
1970s onward he increasingly asserted a
creative direction connected with the
contemporary development of Kazakh folk
instruments and the exploration of their new
artistic possibilities. He himself defined the
principal task of modern national art in the
following words: "Longing for the peaceful life
we enjoy today, celebrating our present
prosperity and flourishing through broad and
expansive kuyis," and "once again enriching
and developing these traditions by creating
magnificent kuys devoted to contemporary
themes" (Tlendiyev, Zhenis Saltanaty 5).

2. Genre-Stylistic  Synthesis  of
Traditions and Symphonism in Music for the
Orchestra of Kazakh Folk Instruments

As a twentieth-century composer,
Tlendiyev demonstrates a distinctly new
artistic perspective. From the standpoint of
the kuyshi tradition, his creative profile does
not fit within the stylistic classifications
established before the twentieth century. It
should also be noted that his song output
likewise falls outside the traditional anshi (folk
singer) tradition. His characteristic
combination of the independent practices of
the kuy and the song was, within the
framework of the folk-professional culture,
more an exception than a defining norm. As a
performer, Tlendiyev represents a new type of
musician, one of those who advanced the idea
of the unity of Kazakh national culture. For
him, the art of the kuy constituted an integral
phenomenon, with only conditional and
functionally fragmented boundaries
separating the norms of regional traditions.
The style of his kuys is distinctly individual and
cannot be classified strictly as either shertpe or
tokpe. It is therefore no coincidence that they
are generally assighed to the category of
contemporary kuys rather than incorporated
into the conventional classification system
(Toktagan 180-183). Some works may be



associated with the shertpe tradition (e.g.,
“Konildi Bikesh”), while others are closer to
tékpe (e.g., “Jekpe-jek”). A synthesis of tokpe
and shertpe (a kind of stylistic hybrid) is
particularly evident in “Alkissa” and in the
various versions of “Arman”. Tlendiyev's
extensive mastery of dombra performance
and virtuoso technique also gave rise to
remarkable interpretative originality, as
exemplified in “Ata Tolgauy”. Likewise, in his
interpretations of kuyis by other composers,
he engages with the original musical text with
exceptional subtlety and refinement, as
though performing his own work (for example,
“Saryzhailau”). In several kuyis, the composer's
stylistic openness to the intonational
experience of other musical cultures
(“Balamishka”, “Balapandaryma”) and to free
thematic allusions drawn from the heritage of
Kazakh music (“Kosh Keruen”, “Nur Tana”) is
also evident. Similar parallels can be heard in
his other orchestral compositions as well as in

his songs.

Tlendiyev's genre strategy,
fundamentally different from that of
traditional culture, is most convincingly

demonstrated in his works for the orchestra of
Kazakh folk instruments. These compositions
constitute a substantial portion of his creative
legacy. As a new sphere of twentieth-century
musical practice, Tlendiyev's achievements
can scarcely be interpreted as a simple
continuation of national traditions. The very
formulation of his artistic task, the creation of
large-scale orchestral forms projected onto
the artistic experience of the kuy, already
presupposes a composer's reinterpretation of
tradition rather than its reproduction.

The generic designations of his
orchestral works are particularly revealing. In
the editions published during the composer's
lifetime (Tlendiyev 1980; 2005), these genre
labels should be regarded as authorial and
therefore testify to the importance that
Tlendiyev attached to genre as a means of
artistic expression. His scores identify not only
the principal genre (poem, overture, kuyi), but
in some cases also include more specific
designations, such as “Kuyi Tolgau”, “Kuyi
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Poem”, “Kuyi Dastan”, and “Improvisational
Poem”.

His profound connection with dombra
performance manifests itself in different ways.
At times this underlying foundation remains
hidden within the composer's creative
workshop. Yet his legacy includes numerous
works in which solo and orchestral versions are
thematically interconnected. These paired
compositions reveal his creative process, in
which the kuyi serves as the primary
compositional model shaping his conception
of the artistic possibilities of the orchestra. At
the same time, Tlendiyev achieved such a high
degree of genre adaptation that he effectively
rejected the practice of mere orchestration or
arrangement, instead proposing the concept
of an autonomous orchestral composition.
Compared with symphonic music, this
represents a fundamentally different mode of

assimilating  the  kuyi  tradition  (cf.
Rakhmadiyev's “Dairabai” and “Kudasha
Duman”).

An exemplary illustration of Tlendiyev's
orchestral writing is the orchestral kuyi “Akku”.
Unlike its dombra version, the orchestral work
differs not merely in instrumentation. It is
distinguished by the multiplicity of its thematic
elements, including sonoristic textures. The
result is a multidimensional musical image rich
in semantic associations. In terms of the
fullness of sonic space, the diversity of timbres,
and the register-based logic of formal
development, the orchestral version unfolds
as a dynamically evolving form, from solo to
tutti, from homophony to heterophony and
polyphony, and from a single melodic line to a
multilayered musical texture.

In works for the orchestra of Kazakh
folk instruments, Kazakh composers did not
not all succeeded in mastering the art of
figurative and intonational development or the
spatial and temporal conception of musical
form. Tlendiyev, however, achieved a level of
dramatic depth, developmental intensity, and
artistic scale that endows his works with the
qualities of a symphonic conception. The
originality of his orchestral scores lies not
simply in the simultaneous use of folk



instruments, nor in their polyphonic texture or
timbral diversity. Rather, it stems from his
profound understanding of the structural and
semantic potential of a new mode of
orchestral writing.

A compelling example of this process of
symphonization is the symphonic poem
“Makhambet” (Tlendiyev, Zhenis Saltanaty
116-166). The music captivates the listener
from its very first sounds. Particularly striking
is the sudden dissonant second in the syrnai
part that pierces the melodic line (see mm. 4—
5 and 18-19). Tlendiyev designated this work
as an improvisational poem. By the term
improvisation, he apparently sought to
emphasize the spirit of freedom permeating
the intonational and thematic profile of the
composition. This lends exceptional expressive
force to the image of Makhambet. The
composer created a remarkably unified and
emotionally charged musical portrayal of a
popular movement and the dramatic struggle
for one's homeland, for independence, and for
overcoming the hardships of life. This sonic
fresco depicts the gradual growth of heroic
spirit, from a dark and anxious atmosphere of
restrained tension to open militancy, the
energy of battle, and collective uplift. Vivid
orchestral gestures evoke the gallop of horses,
forward momentum, the roar of steeds, cries
of anguish, and impassioned calls and
exclamations.

Many scholars have emphasized the
natural national character of Tlendiyev's
musical language (Asiya Mukhambetova,
Lyutetsiya lzmailova, Bakhtiyar Amanzholov,
Azhar Aituarova, Zharkyn Shakarim, among
others). Indeed, he was exceptionally
receptive to the intonational richness of folk
melody while remaining entirely free in his
relationship to folkloric sources of inspiration.
To understand the uniqueness of his music,
"analysis at the level of 'quotations' loses all
meaning" (Zemtsovskii 33). Consequently, it is
more appropriate to speak of intonational

origins. In  “Makhambet”, these origins
illuminate the dramaturgical logic of the
composition.  The  vibrant, organically

breathing musical texture is woven from
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variant motifs that, to varying degrees, are
associated with the semantic sphere of the
vocal intonations of the zhogtau (lament).
Even more distinctly, the ear perceives an
internal connection without any external
indication of quotation with the song “Elim-ai”.
To the best of the author's knowledge, this
relationship has not previously been discussed
in the scholarly literature.

Within the poem's line of intonational
development, we identified a chain of
thematically interconnected variant elements.
At least six modifications of the original
thematic model display semantic affinity with
“Elim-ai”. The symbolic role of these elements
in the composer's musical language and in the
dramaturgical conception of the work
becomes evident through the analogies
presented in the musical examples between
the melodic figures of “Elim-ai” (see Musical
Example 1) and the thematic development of
the poem. A stepwise motion built from
broken thirds within the span of an ascending
fifth constitutes the initial invariant (see
Musical Example 2). This element (1) recurs
repeatedly throughout the composition,
functioning as a characteristic contrapuntal
background while conveying heroism as an
enduring symbol of the people's worldview.

From the wvery beginning, the
composition establishes an atmosphere of
intense dramatic tension. The central conflict
underlying its dramatic symphonism s
introduced through a compressed second
sounding vertically (see Musical Example 3).
Although this element (2) is the briefest
thematic unit in the work, it is also among the
most striking, capturing the listener through its
sudden and electrifying unexpectedness.

Within the melodic lines of the
polyphonic texture, descending contours
emerge, characterized by ornamental
neighboring tones (3) and trochaic second-
interval figures (4). These elements further
intensify the momentum of development
through increasing textural density, contrasts
of timbre, dynamics, and tempo, as well as the
opposition between orchestral groups and



individual instrumental parts (see Musical
Examples 4 and 5).

As in the song “Elim-ai”, Tlendiyev
employs modal instability through the
juxtaposition of the tonic and subdominant
when repeating the principal motive. Here,
however, the energy of the musical material
conveys a meaning entirely different from that
of the song. This passage represents one of the
principal  climactic  moments of the
composition.  The  thematic invariant
undergoes transformation: the dotted rhythm
and iambic metrical organization become
predominant, while the motive based on
ascending stepwise motion is repeated
ostinato (5). Unlike its original presentation,
the invariant is now truncated by a melodic
"arrest" on the upper third scale degree. The
ostinato repetition heightens the emotional
intensity of the melodic climax (see Musical
Example 6).

The highest point of the poem's
intonational development is reached in the
thematic element that presents a mirror
reflection of the third-based ornamental figure
contained in the invariant (6). From the
perspective of pitch organization, this passage
attains the composition's most unstable and
tension-filled sonority through the tritone
relationship (D—Ab) with the principal tonal
center (see Musical Example 7).

The intonational analysis presented
here focuses only on the most significant
thematic elements. The score also contains
numerous other melodic and textural variants
that enrich the heroic image with a wide range
of expressive nuances. As a result, the listener
experiences an almost tangible unfolding of
the dramatic narrative: at one moment, an
ominous and threatening tread conveyed by
broken ascending thirds in the lower register;
at another, the emotionally charged, gently
circling motion of third-based ornamental
figures; elsewhere, the persistent affirmation
of the third scale degree through a march-like
dotted rhythm, as though accumulated energy
finally breaks free in an irresistible surge of
movement and liberation. Such vividly pictorial
qualities of Tlendiyev's musical language

35

naturally evoke associations with film music.
Within the framework of a single-movement
composition, he succeeds in portraying events
and emotional experiences that, in reality,
unfold over years and even centuries.

The individuality of the work is equally
evident in its modal and tonal organization.
Tlendiyev constructs the composition around
an open tonal plan (d moll — F dur). This tonal
contrast reinforces the dynamic contour of its
thematic and textural development. At the
outset, the epic narrative is established
through a prolonged emphasis on d moll. In
the second half of the work, the succession of
tonal centers compresses the musical sense of
time. Particularly striking at the climax is the
juxtaposition of the Ab dur and F dur triads. At
the end of the score, the concluding section is
marked by the designation "Finale". This may
represent a terminological inaccuracy;
however, the important point is the
composer's deliberate application of a concept
associated with cyclic form within the context
of a single-movement composition. This, too,
supports the view that Tlendiyev sought to
portray the image of Makhambet with the
fullness and depth of artistic reflection
characteristic of a symphonic conception.

The analytical examination of the
poem's  intonational content  reveals
“Makhambet” as a unique and innovative work
whose expressive power derives from
symphonic thinking. The analysis
demonstrates that Tlendiyev introduced into
the sound world of the orchestra of Kazakh folk
instruments a multidimensional network of
intonational relationships, an artistic quality
that had not previously been realized with
such clarity and persuasiveness. His method of
reintonation and reinterpretation is
organically embedded within the continuous
process of the existence and development of
folkloric intonational practice. He thinks within
the framework of stable semantic models
while transforming them into his own musical
language and compositional structure. In this
sense, Tlendiyev's conception of orchestral
music transcends the conventional



understanding of the relationship between the
composer and folklore.

3. The Principle of Concertante Writing
and Integrative Processes in Musical Form

Tlendiyev's instrumental and
orchestral works reveal a conception of
musical form as an integrated spatial and
temporal whole. Structural analysis
demonstrates that the compositional logic of
his works was profoundly influenced by the
solo mode of performance characteristic of
the kuy tradition. At the same time, his kuyis
are not constrained by traditional normative
models. His individual reinterpretation of the
kuyi is manifested through the application of
the concertante principle. In this aspect of his
musical language converge the broader
traditions of competitive performance
embodied in the Kazakh tartys, the composer's
own artistic identity as a performer-improviser
and creative leader, and the traditions of the
European instrumental concerto. Tlendiyev
does not employ the classical concerto form
itself. Rather, concertante writing functions as
a compositional principle, expressed through
the extensive juxtaposition of solo and tutti
passages, contrasts between orchestral
groups, and the inclusion of solo episodes (for
example, the syrnai solo in the kuyi dastan
“Ansau”). He also composed orchestral works
of a concertante character for individual folk
instruments, including “Saryn” (for gobyz and
orchestra) and “Paryz” (for bass sherter and
orchestra).

The orchestral kuyi “Alkissa” provides a
particularly illuminating example of Tlendiyev's
reinterpretation of both the tartys tradition
and the concertante principle. The work
demonstrates the adaptation of concerto-like
form to the compositional principles of the kuy
tradition and to the expressive possibilities of
the orchestra of Kazakh folk instruments. Here,
the orchestra functions as a medium for
creating a multilayered dramaturgy,
characterized by a differentiated distribution
of functions among instrumental groups,
dialogic structures, and contrasting textural
planes.
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To determine Tlendiyev's treatment of
concerto form, four closely related versions of
“Alkissa” were examined: the dombra version
of the kuyi (Tungyshuly 116-120; Arman 49—
60); the arrangement for two dombras and
orchestra by Koshkarbek Tasbergenov
(Zhaksydan Shapagat 36—45); and Tlendiyev's
own orchestral version (Tlendiyev, Kosh
Keruen 371-387). These versions are united by
a common structural invariant established in
the original dombra kuyi (see the recording by
Erbol Tungyshuly). This invariant is based on
the interaction of several compositional
principles operating simultaneously: repetition
and variation, periodicity and non-periodicity.
Although the improvisatory character of
“Alkissa” is readily perceived by ear in the
course of its musical unfolding, all of the
analyzed versions reveal a remarkably rigorous
compositional logic.

The instrumental kuy is fundamentally
based on the interaction of reprise and
contrast. Its sections alternate between
passages stylistically associated with either the
shertpe or tokpe traditions. At the same time,
Tlendiyev creates a hybrid of these two styles
by combining them as two independent verse-
like sections within an overall song-like
structure, complemented by a refrain-like
section distinguished by its independent
thematic material and textural presentation
through parallel thirds. This synthesis of
heterogeneous  compositional  principles
becomes even more evident in the more
elaborate version of the work preserved in the
author's own performance tradition (see the
second transcription by Batyrlan Abenov).
Here, one may already identify a compound
contrast form, whose two large sections are
related through the opposition between free
and strictly organized improvisation. The tonal
organization (d moll—G dur), together with the
tempo indications, also suggests the logic of a
cyclic composition.

Tlendiyev reinterprets all of these
synthesized compositional principles in the
orchestral version by projecting them onto a
concerto-type formal design. The functions of
the verse and refrain receive distinct timbral



and textural realization. The principal
"participants" in the musical contest are
improvisatory solo sections, analogous to
verses, and  ostinato-based  orchestral
passages that function as a collective refrain.
The contrast between solo and tutti is further
intensified through the stylistic opposition
between the monophonic shertpe manner and
the polyphonic tokpe style. The solo episodes
themselves constitute extended segments of
the overall form and may be perceived as
miniature kuyis embedded within a larger
concertante kuyi. The "competition" between
the dombra and the orchestra ultimately takes
shape as a double compound binary form (see
the formal scheme in Table 1).

The multifunctional structure of the
orchestral kuyi “Alkissa” demonstrates that it
cannot be equated either with the traditional
model of the instrumental kuyi or with the
established orchestral approaches to this
tradition. It is an individual artistic invention
that reflects the composer's original synthesis
of heterogeneous musical traditions. Drawing
upon the performance practice of the dombra,
Tlendiyev derives fundamental principles of
musical form and uses them to shape the
internal thematic development of the
composition. At the same time, the principle of
concertante writing, characteristic of the
classical concerto tradition, determines the
overall design of the work. In this formal
solution, the composer embodies his own
artistic experience as a solo performer.
Through its polyphonic thinking and its
conception of music within a monumental,
multidimensional sonic  space, “Alkissa”
emerges as a thoroughly modern work in its
imagery and expressive language. It
exemplifies an integrative mode of musical
thinking, which constitutes one of the defining
characteristics  of  Nurgisa  Tlendiyev's
compositional style.

Conclusion

The analytical perspective proposed in
this study confirms the profound cultural
significance of Nurgisa Tlendiyev's
contribution to the development of
Kazakhstan's national musical art. As long as
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his figure remains primarily sacralized, it is
difficult to achieve a comprehensive
understanding of what constitutes the true
modernity of his music and his individual
contribution to the legacy of twentieth century
Kazakh music. The results of the present
analysis of his works for dombra and the
orchestra of Kazakh folk instruments
demonstrate that Tlendiyev's innovative
pursuits were directed toward the active
transformation of the national tradition and
the development of new genre models
founded upon the principles of symphonic
dramaturgy, timbral development, and
concertante writing.

His music for Kazakh folk instruments
should therefore be regarded as a historically
significant stage in revealing the artistic
potential of the material heritage of the
traditional instrumental culture. Tlendiyev
contributed to the establishment of this field
as an independent artistic direction and
demonstrated to subsequent generations of
Kazakh composers one of the possible paths
for its further creative development.

In his genre and stylistic strategy,
Tlendiyev advanced the idea of the unity of
national culture — an idea whose relevance to
musical art has continued to increase with
each passing decade. Contemporary musical
practice is characterized by processes of
interaction and integration that cannot be
adequately explained through a conceptual
framework based on division. Tlendiyev was
among the very few Kazakh composers of the
second half of the twentieth century who
intuitively anticipated the future convergence
of traditional, popular, and academic musical
cultures. During the first decades of the
twenty-first century, this understanding of
culture as a unified and indivisible
phenomenon has found expression in diverse
forms of genre and stylistic integration.

From the standpoint of musical
composition, the unifying role in Tlendiyev's
music is performed by the principle of
concertante writing. For the composer, this
principle functions as an integrative structural
element that both unites and transforms the



formal principles of the kuy and those of
orchestral music. The concept of dramatic
competition between soloist and tutti
developed by Tlendiyev proved remarkably
productive and gave rise to a new artistic
tradition. The concert presentation of brilliant
instrumental virtuosity has since become a
characteristic ~ feature  of  Kazakhstan's
orchestral culture. Contemporary musicians
are attracted not only by Tlendiyev's
conducting style but also by the inherently
concertante character of his musical texts and
by his distinctive manner of presenting them
on stage. As an independent concert item —
most often the concluding work of a
performance — concert programs frequently
include, in the spirit of Tlendiyev's style,
musical "competitions" (aitys — like dialogues)
between orchestras of the same or different
types, as well as between ensembles and
soloists.

Through his distinctive compositional
style and his innovations in music for Kazakh
folk instruments, Nurgisa Tlendiyev expanded
the horizons of twentieth-century Kazakh
musical  culture  beyond  conventional
conceptions of national genre and stylistic
traditions. The essence of his artistic
phenomenon lies in the creation of new
traditions that have shaped the subsequent
development of both the kuyshi art and
orchestral practice.
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KOCbIMLLIA APPENDIX [MPUJIOXKEHWNE
26-39 ber. pp. 2639 C. 26-39

1-kecme — «OnKucca» opkecmprik KyUiHiH hopmarsik coi36ace!
Table 1 — Formal Scheme of the Orchestral Kui “Alkissa”
Tabnauya 1 — Cxema hopmbl OPKECMPOBO20 KIOA «DAKUCCA»

Formal Sections A B A B
Principle of large- Free Strict Free Strict
scale thematic
development
Principle of song Verse Refrain Verse Refrain
structure
Principle of Solo Tutti Solo Tutti
concertante
writing
Instrumentation Dombra Orchestra Dombra Orchestra
Secondary formal Kuy - Kuy -
level

Homaneik meican 1 — «Enim-ali» xansik aHi
Musical Example 1 — The Folk Song “Elim-ai”
HomHeili npumep 1 — NecHa «Enim-ali» (HapodHas)
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Homansik meican 2 — «9nKucca» (1-3 mm.). Homarnbik Mbican ocbl 6ACbIAbIMHAH As1bIHObI:
TineHOues, Hypruca. *KeHic canmaHamsi: XaablKk acNanMap OPKecmpiHe apHAAFAH WbelFapMandap
HuHarsl. lNapmumypa. — Aamamel: GHep, 1980.

Musical Example 2 — “Alkissa” (bars 1-3). Source: Tlendiev, Nurgisa. Zhenis Saltanaty: Collection of
Works for the Folk Instruments Orchestra. Full Score. Almaty: Oner, 1980.
HommHeil npumep 2 — «9nkucca» (mm. 1-3). [pumep 83am u3 cbopHuka: TineHoues, Hypruca.
MeHic canmaHamel: XasblK acnanmap opKecmpiHe apHAAFGH WbIFapManap ¥uHarsl. lapmumypa.
—Anmamel: BHep, 1980.
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Homanvbik meican 3 — «Snkucca» (4—7 mm.). Homaseik Mbicasn ocsi 6aCbiAbIMHAH G1bIHObI:
TineHdues, Hypruca. eHic canmaHamsi: XaaslK acnanmap opKkecmpiHe apHanfaH WslFapmanap
HuHarel. lMapmumypa. — Aamamei: GHep, 1980.

Musical Example 3 — “Alkissa” (bars 4—7). Source: Tlendiev, Nurgisa. Zhenis Saltanaty: Collection of
Works for the Folk Instruments Orchestra. Full Score. Almaty: Oner, 1980.
HommHell npumep 3 — «9nkucca» (mm. 4—7). lpumep 83am u3 cbopHuka: TineHoues, Hypruca.
MeHic canmaHamei: XanasiK acnanmap opKecmpiHe apHAAFaH WelFapManap ¥uHarel. [lapmumypa.
— Anmamel: BHep, 1980.
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HomanebiK mbican 4 — «9nkucca» (8—11 mm.). HomasnsiK mMbican ocbl 6ACbINbIMHAH Gr16IHObI:
TineHOues, Hypruca. KeHic canmaHamsi: XaaelKk acNanMap OPKeCcmpiHe apHAAFAH WbelFapManap
HuHarsl. lNapmumypa. — Aamamel: GHep, 1980.

Musical Example 4 — “Alkissa” (bars 8—11). Source: Tlendiev, Nurgisa. Zhenis Saltanaty: Collection of
Works for the Folk Instruments Orchestra. Full Score. Almaty: Oner, 1980.
HommHeili npumep 4 — «Snkucca» (mm. 8—11). [Mpumep 83am u3 cbopHuKa: TineHOues, Hypruca.
MeHic canmaHamel: XasblK acnanmap opKecmpiHe apHAAFGH WbIFapManap ¥uHarel. lapmumypa.
—Anmamel: BHep, 1980.
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Homaneik meican 5 — «9nkucca» (12—15 mm.). Homasneik mbicasn ocsl 6ACbiAbIMHAH
anbiHObI: TineHoues, Hypfruca. MKeHic canmaHamel: XaselK acnanmap opKecmpiHe apHanraH
woelFapmanap ¥uHarel. llapmumypa. — Aamamei: GHep, 1980.

Musical Example 5 — “Alkissa” (bars 12—15). Source: Tlendiev, Nurgisa. Zhenis Saltanaty: Collection
of Works for the Folk Instruments Orchestra. Full Score. Almaty: Oner, 1980.
HomHeili npumep 5 — «9nkucca» (mm. 12—15). lpumep 83am u3 cbopHuKa: TineHoues, Hypruca.
MeHic canmaHamel: xanslk acnanmap opKecmpiHe apHAAFaH WslFapManap ¥uHarsl. llapmumypa.
— Anmamel: BHep, 1980.
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HomanebiK Mbican 6 — «9nkucca» (64—66 mm.). HomasnsiK Mbican ocbl 6ACbIIbIMHAH
anbiHObI: TineHoues, Hypfruca. KeHic canmaHamel: Xas1elKk acnanmap OpKecmpiHe apHaAfaH
wiblFapmanap xcuHarsl. llapmumypa. — Aamamel: GHep, 1980.

Musical Example 6 — “Alkissa” (bars 64—66). Source: Tlendiev, Nurgisa. Zhenis Saltanaty: Collection
of Works for the Folk Instruments Orchestra. Full Score. Aimaty: Oner, 1980.
HomHeili npumep 6 — «Snkucca» (mm. 64—66). [Mpumep 83am u3 cbopHuKa: TineHOues, Hypruca.
MeHic canmaHamel: xanslk acnanmap opKecmpiHe apHAAFaH WsIFaPManap ¥uHarel. llapmumypa.
—Anmamel: BHep, 1980.
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Homanvik meican 7 — «Snkucca» (132—-136 mm.). Homasnsik mbicasn ocel 6ACbIAbIMHAH
anbiHObI: TineHoues, Hypfruca. MKeHic canmaHamel: XasaelK achanmap opKkecmpiHe apHaafaH
woelFapmanap ¥uHarel. llapmumypa. — Aamamei: GHep, 1980.

Musical Example 7 — “Alkissa” (bars 132—136). Source: Tlendiev, Nurgisa. Zhenis Saltanaty:
Collection of Works for the Folk Instruments Orchestra. Full Score. Almaty: Oner, 1980.
HomHeil npumep 7 — «9nkucca» (mm. 132—-136). lMpumep 83am u3 cbopHuKa: TineHOues, Hypruca.
MeHic canmaHamel: XxasablK achanmap opKecmpiHe apHAAFaH WblFapManap ¥uHarsl. llapmumypa.
—Anamamel: GHep, 1980.
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