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®OPTEMNUAHO/BbIK MUHNATIOPA ®EHOMEHOTOTUANBIK TAOAY HbICAHbI PETIHAE:
fbl1IbIMW 3EPTTEY TOXIPUBECIHEH

AHAaTna

MakanambizaplH, 6ipiHWi 6enimiHae (CokonoBa) My3blKaTaHy fblbIMbIHAA CaNbICTbIPManbI
TYpAe KyblpAa KondaHbina 6actaraH GeHOMEHONOTMANbIK SAICTIH, MasMyHbl KapacTblpblafaH
H6onaTbiH. OCbl MaKanaza aTanfaH aAiCTiH, MYMKIHAIKTEPIH GOPTENMaHONbIK MMHMATIOPA MbiCa/biHAA
allyfa TannblHbIC acaliMmbl3. byn pette GeHOMEHONOTUANbIK BAiC KYPri3iAreH TanaayablH, *Kanfbi3
dAiCi emecC eKeHiH aTan eTKeH eH. CoOHbIMEH KaTap, OHbl KONAAHY MY3blKaTaHy fbl/ibiMblHAA ASCTYPAI
KO/ 4aHbINATbIH 3AiCTEP apKbl/bl aHbIKTA/IMANTbIH KblpAapabl allyfa MyMKiHAIK Bepea;.

SamyHa [yccepnbaiH, «3aTTapAdblH,  ©3iHe KalTa opany» KafuaaTblHA K3HE OHbIH
dMNOCOPUACHIHBIH, HEri3r  yFbiIMAapbiHa — PeayKUMs, 3MO0X3, KOKKMUEKTINIK (rOpM3OHTTLIIbIK),
NHTEPCYOBEKTUBTINIKKE CyMeHeTIH GEHOMEHONOTUANDBIK Ke3Kapac GopTenmaHonblK MUHUATIOPAHbI
KaHPAbIK-CTUAbAIK, OPbIHAAYWbINbIK HemMece neaarorMkanblk Mmacenenep WeHOepiHeH TbiC
KapacTbipyra MyMKiHAIK 6epeai. COHbIH, HOTUMKECIHAE OHbIH, TYTaC KOPKEMAiIK BOMbICBIHbIH, OYPbIH
HalikanMafaH Kbipaapbl aiKblHAANAAbI.

daMyHA TyccepabiiH, naesnapbiHa caikec PEeHOMEHONOTUANbIK BA4iICTIH M3HI 3epTTeneTiH
HblcaHab! (0i3aiH *aFoaaa — GopTenMaHo/IbIK MUHUATIOPAHbI) TEK HaKTbl AblObICTbIK KOPIHiC peTiHae
faHa emeC, YaKblT MeH »afdalfa OalnaHbICTbl IPTYPAI MaFbiHaMapAbl OOMbIHA MKUHAKTANTbIH
KyOblnbiC peTiHae KapacTbipblnadbl. byn kafgaiga  3epTreylli  MyMKIHAiriHWe  e3iHiH oKy
ToXipnbeciHae KanbiNTaCKaH cTepeoTunTepAeH Oac TapTbin, €H, anAblMeH LWblFapMaHbl Keke
Kabblaaay XaHe cesiHy TaxipubeciHe cyneHyi Tnic. COHbIMEH KaTap, PeHOMEHONOTUANbIK Taaaay
DapbiCbiHAa LWblFapMaHbl XacaylblHblH, TaxipnbecimeH 6ipre, OHbl KabblnAanTbiH  VAKbIMAbIK
TbIHAAPMaHHbIH, Taxipubeci ae eckepineai. KoMblaraH MIHAETTIH KypAeninirii TyciHe oTbipbim,
My3bIKa/blK, LUblFapManapabl 3epTTeyae OCbl SAICTi KongaHy maceneci OOMbIHWA  FbiabIMM
niKipTa/lacka allblK eKeHimizai bingipemis.

KinT cespep:  dopTennaHonbiK MUHUATIOPA,
beHomeHoNorMANbIK 3ic,
MYy3blKa/blK MafblHa,
KaHp.

JlaieKces yuliH:
CokonoBa, Anna, xoHe HaTanbsa [oBap. «PopTenmaHoObIK MUHMATIOPa
beHOMEHONOTMANBIK ~ Tanzay  HbiCaHbl  PeTiHAe:  FblAbiMK  3epTTey
ToxipubeciHeH». Eurasian Science and Arts, T. V, No 20, 2026, 6-25 6. DOI:
10.65199/2617-6823-2026-20-1. (Opbiciia)
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THE PIANO MINIATURE AS AN OBJECT OF PHENOMENOLOGICAL ANALYSIS: INSIGHTS FROM
RESEARCH PRACTICE

Abstract

In the first part of our study (Sokolova), we examined the content of the phenomenological
method, which has only recently begun to be applied in musicology. In the present article, we seek
to demonstrate its analytical potential through the example of the piano miniature, while
emphasizing that phenomenology is not the only methodological approach employed in this study.
Nevertheless, its application is essential, as it enables the identification of aspects that remain
inaccessible through conventional musicological methods.

A phenomenological perspective, grounded in Edmund Husserl’s principle of “back to the
things themselves” and informed by key concepts of his philosophy—reduction, epoché, horizonality,
and intersubjectivity—extends beyond previous studies of the piano miniature focused primarily on
genre, style, performance or pedagogy. This approach makes it possible to reveal previously
unnoticed dimensions of the genre's integral artistic identity.

According to Husserl’s phenomenological theory, the essence of the phenomenological
method lies in considering the object of study (in this case, the piano miniature) not merely as a
sounding musical work, but also as a phenomenon capable of accumulating different meanings
depending on historical, cultural and experiential contexts. Accordingly, the researcher should, as far
as possible, suspend preconceived assumptions and interpretative stereotypes formed through prior
educational experience, relying instead on direct experience with the musical work. At the same time,
the phenomenological procedure takes into account not only the lived experience of the composer,
but also that of the collective listeners as a collective. Recognizing the complexity of this task, we
hope that the present study will stimulate further scholarly discussion concerning the application of
the phenomenological method to the analysis of musical works.

Keywords: piano miniature,
phenomenological method,
musical sense,
genre.
Cite:
Sokolova, Alla, and Natalia Govar. “The piano miniature as an object of
phenomenological analysis: insights from research practice”. Eurasian Science
and Arts, vol. V, no. 20, 2026, pp. 6-25. DOI: 10.65199/2617-6823-2026-20-1. (in
Russian)



PHTW 18.41.07 Anna Cokonosa !, Hatanba Mosap?
YK 78.01 TWHemumym uckycecme Adbleelicko2o
DOI: 10.65199/2617-6823-2026-20-1 2ocydapcmseeHHo20 yHusepcumema
(Poccus, Malikon — KpacHoodap)
2 Poccutickasa akademusa My3bIKU UMeHU [HeCUHbIX
(Poccusa, Mocksa)

®OPTENMAHHAA MUHUATIOPA KAK NMPEOMET ®EHOMEHOJ/TOTMYECKOIO AHAJIN3A: U3
OMbITA HAYYHOW PAGOTHI

AHHOTaUuA

B nepBoi 4actm Hawein ctatbM (COKoNOBa) Mbl  TOBOPWAM O  COAEPMKAHWUMU
beHOMeHONOrMYecKoro MeToAa, KOTOPbIM  CTan  WMCMONb30BaTbCA B My3blKaAbHOM  Hayke
CpaBHMTENbHO HeaaBHO. B HacToAweM MaTepmane Mbl MOMbITAEMCA PACKPbITb €r0 BO3MOXKHOCTM Ha
npumepe GOPTENMAHHON MWHMATIOPbI, OrOBapMBaACb, YTO M3YYaeMblil MeTOo[ SBNAETCA He
eIMHCTBEHHbIM A/1A MPOBEAEHHOro aHanu3a. Bmecte ¢ Tem, ero npumeHeHWe npeactaBnfeTca
HeobXxoaMMbIM, MO3BONAA OOHAPYXKWUTb TO, 4YTO OCTAETCA CKPbITbIM MPW  MCNONb30BaHWUM
TPAAMUMOHHbBIX AN MYy3blIKO3HAHWA MeTOA0B. IMEHHO GEeHOMEHONOMMYECKMIA «B3TNALY» B ONOPe Ha
NpMHUMN daMyHaa [yccepan «Has3aa K Bellam» U KtoYeBble KOHLENTbI ero dunocodmm — peaykumio,
3MOX3, TOPWU3OHTHOCTb, WHTEPCYOBEKTMBHOCTb, BbIXOAAWMI 33 pPaMKM  MNpeawecTsyrowmx
nccnenosaHuii GopTennMaHHoOM MUHKMATIOPbI B GOKyCe KaHPOBO-CTUNEBOM, MCMONHUTENBCKOM UM
negarornyeckon npobnemaTnkm, cnocobcTByeT OOHAPYKEHWUIO CKPbITbIX FPaHen ee LeNoCTHOro
obnukKa.

CyTb GEHOMEHONOIMYECKOro MeToAa, COrNacHo naeam damMyHaa Nyccepns, CBOAMTCA K TOMY,
4TO M3y4yaemblid NpeaMeT (B Halwem cnydae — dopTenmaHHas MWHWMATIOPA) pPacCMaTpMBAEeTCA He
TONIbKO B CBOEM peasibHOM 3BYKOBOM BOM/OWEHUW, HO U KaK OOBEKT (BELWECTBO), MMetoL it
CcBOMCTBO BOMpPaATb B ceba pasHble CMbIC/Ibl B 3aBMCUCMOCTM OT BPEMEHW N 0OCTOATENLCTB. [1pK 3TOM
nccnenoBaTeNnb AOKEH, HACKObKO 3TO BO3MOMXKHO, «OTPEYbCA» OT CTEPEOTMMNOB, CAOMMBLLMXCA B
IMYHOM y4ebHOM OMbITE, Y4MUTbIBAS NLLb OMbIT IMYHOTO NEPEKMBAHMUA COMMHEHNA. OQHOBPEMEHHO
B GEHOMEHONOrMYeckon npoueaype y4uUTbIBAETCA W OMbIT MNEepeXmnBaHWs co3gatens, v onbIT
nepemnBaHMA KONNEKTUBHOIO caywaTtens. MoHMMana CNOXKHOCTb MOCTaBAEHHOW e, Mbl FOTOBbI
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BeeneHue

deHoMeHOoI0rnYecKui MeToJ,
BOWeEAWMNA B MUPOBYID TYMAHUTAPUCTURY
CPaBHWTENbHO HEAABHO, CTaN MCMNONb30BATLCA
M B My3blKO3HaHMWU. [logpobHO uccnenys
coAepKaHue 3TOro  MeToga B  CTaTbe,
onyb/IMKOBaHHOM B »KypHa/ie 3a NPoLWbIf rog,
(CokonoBa), B HacToALWEM MaTepuane KpaTko

OCTaHOBMMCA Ha  ero  MapKMpyoLwmx
XapaKTePUCTMKAX B MPUIOKEHUN K NpeameTy
Halwero wuccnegoBaHMA — dopTenMaHHOM
MWHMaTIOPE:

e  ABNAACb NPUHAANEXKHOCTbIO BbICLIErO
dumnocodckoro 3HaHMA, PEHOMEHONOTNYECKUIA
MeTOo4, B aHa/nM3e My3blKM He MOXKeT ObITb
eNHCTBEHHbIM.  OH nmcnonb3lyeTca B
OOMONHEHUN K TPaAMUMOHHBIM  METO[aM,
No3BO/NAS  HaxoAMTb TakMe 0COBEHHOCTM
n3y4yaemoro obbeKkTa, KOTOpble HEBO3MOMKHO
Ob1710 OBHAPYKUTb APYTUMUM METOAAMM.

o (deHOMEHONI0rMYECKNi MeTon,
HaLeNeH Npexae BCero Ha MU3MeHeHMe ONTUKM
Camoro uccnepoBatensa, 3aZayva KOTOPOro
3aK/loYaeTca B TOM, 4YTODbl «BbIHECTM 3a
CKOBKM»  CTepeoTWnbl, CNOXMBLUMECA B
npouecce nNpodeccMoHanbHOro  0byYeHus,
paccmaTpuBas  M3y4aembln  OOBEKT  Kak
beHoMeH  IMYHOTO U KOJJIEKTUBHOIO
CO3HaHuMA. B paHHOM c/ny4ae  yMeCTHO
roBopuTb 0O CBOeobOPa3HOM  pPa3ABOEHUM
nccnenoBaTeNbCKOro B3rNA4a, He NNLLEHHOTO
BHYTPEHHUX M BHELLIHUX NPOTUBOPEYNIA.

e B cooTBeTcTBME C  My3blKa/IbHO-
bGEHOMEHONOMMYECKMMIN  MPEeacTaBAeHUAMM
MHGOPMaLMA O COYMHEHNM 3a/10XKEHA B CAMOM
COYMHEHUM M B BUOrpadmm KomnosmTopa,
NO3TOMYy «BC/yLWIMBAHMEY» B MpOM3BeAeHME
pacKpbiBaeT €ro CMbICA  TO4YHee, Yem
BbICKa3blBaHMA O HEM KPUTMKOB WMAM CaMOro
aBToOpa.

Ona Hac  «UCXOAHOW  TOYKOM»
beHomeHoNnorn4yeckoro MeToAa B
UMMAMKAUMKM K bopTEnMaHHOM MUHMaTIOpe
CTAaHOBUTCA MpeACTaBfeHMe O Hel  Kak
ABNeHMU «DBoNbWOro B Mmasom». [MpuHUMN
«boNblIOe B MasioM» PacnpoCTPaHSAeTcs Ha
cofeprkaHme My3blkn, QYHKLMIO COYMHEHUN B
KOHTEKCTE WCTOPUM KaHpa W TBOPYECTBa
KOHKPETHOro KOMMNO3UTOPa.

dopmenuaHHaA  MUHUGMIOPA  KAK
yHUBepCasbHbIlU Xy0oHecmeeHHbIlU (heHOMEH.
dopTenmaHHaa MUHMATIOpaA npeacTaBafeT
coboll OAHO M3 CaMblX PACNPOCTPAHEHHbIX
ABNIEHNIN  My3bIKaZIbHOW KY/AbTypPbl, LUIMPOKO
BbITYylOWMX B Ppas3nyHbIX ee chepax — OT

KOHLLEPTHO-UCMOIHNUTE/TbCKOM n
neaarormyeckon NPakTUKKU 40 N0OUTENBCKOTO
MY3MLMPOBAHMA. HecmoTps Ha

MHOECTBEHHble CTUNEBbIE HOBaLMMK,
JMPUYECKUIA  KaHp,  3apoamMBLIMiACA B
POMAHTMYECKOM MCKYCCTBE, COXPaHAET CBOe
CMbICI0BOE AAPO0 B MCKyccTBe XX—XX| BEKOB,
npupacTas LeblM KOPMYyCOM COYMHEHWM He
TONIbKO WM3BECTHbIX aBTOPOB, HO W TeX, KTO
OCTaBa/ICA B UX TEHM.

Ocoboe BHMMaHME K MWHMATIOpPE B
HaCTOALMIA nepuoa onpeaenaeTca pPAaaom
obcTtoAaTenscts. OAHO M3 HUX CBA3AHO C
meHOeHyuel  YCKOpeHUA BpeMeHU, Nulb
YCUNMBAIOLWENCA C HACTyNnaeHnem YeTBepTon
NPOMBILINEHHON peBONOUMK. ITOT daKkTop
cnocobceTeyeT aKTyanmsaumm MasnbIx
XY[AOXEeCTBEHHbIX $OPM, B TAKOHWYHOM BUAE
OTPaXKaloLWMX YepTbl CTUAA TOrO WAM WMHOTO
KomnosuTopa. [JaHHOe CBOWCTBO, nmpucyliee
dbopTenmaHHoM  MWHMATIOPe,  CTAaHOBMTCA
OCODEHHO Ba)KHbIM B KOHTEKCTE WCTOpPUMU
PYCCKOM U COBETCKOM My3blkM XX BeKa, rae
fonroe BpemAa npeobnagan  UMHTepec K
TBOPYECTBY  KPYMHEWWMX  KOMMO3UTOPOB
anoxu. [Mpyn 3TOM nNpoayKUMA aBTOPOB Tak
Ha3blBaeMOro BTOPOro pAAa OCTaBajacb 3a
paMKamn  odMUMANBHOTO  KaHOHa,  4TO
npuBoAMNNO K HapyLleHuMto NOTUIKK
MCTOPUYECKOro npouecca. Bmecte ¢ Tewm,
nccnenoBaHMe ManoM3BECTHbIX COYMHEHWNI He
TONbKO  3aMO/IHAET  NlaKyHbl  My3blKaslbHOM
ncTopun,  HO  JaeT  UHTepecHbin U
MHOroobpasHbIii MaTepuran ONA NOHMMaHWA
NPOLEeCCOB, MNPOUCXOAALLMX B KynbType B
Leniom.

Hay4Hoe oOCMbICNeHWE MUHMATIOPBI
3aMETHO OTCTaeT OT COYMHEHMI KPyMHbIX
’aHPOB. JTO CBA3AHO, Ha Hal B3rnsa4, C ee
manon dopmoir, obycnosamatollen cpasy
HECKO/NIbKO  MapaZloKCOB B BOCMPUATUM
MWUHMATIOPbI —NAPAOOKC cmamyca u NapadoKc
MHUMOU  HenpumsazamensHocmu®. Tak, B



npodeccmoHanbHOM  coobllecTBe  M34aBHa
cyuiectsyeT «Tabenb O paHrax», Koraa
MacLITabHOCTb COYMHEHNA CTAHOBUTCA OAHUM
M3 TNaBHbIX KpWUTEPWEB €ro BECOMOCTM B
TBOpPYECTBE KOMMO3MTOpa. VI B 3TOM cmbicne
CKPOMHbBIA M HENnpUTA3aTeNIbHbIM  KaHP
MUHMATIOPbl 3aBeAOMO npourpbiBaeT bonee
KPYMHbIM OMycamM B MHTepece CO CTOPOHbI
nccnepgosatenen. CoOYMHEHMAM Manbix Gopm
[0CTaeTCA HAMHOTO MeHbLLEe BHUMAHMA eLle U
NoOTOMy, 4TO 3TOT MaTepuan Hepeako
«pacnbiieH» NO  apxXMBam U YaCTHbIM
cobpaHMAM HOT. B cTaTbAx M3 My3blKasbHO-
SHUMKNONEeAMYECKNX  CNOBapem MOXHO
NOYepnHyTb MWL Camble obuine ceeaeHMA O
bopTenmaHHbIX Nbecax TOro UAM MHOro aBTopa
6e3 yKaszaHWMN Ha3BaHWIM U BPEMEHU WX

cosgaHmn®.  MIMeHHO 3T  0BCTOATENbCTBa
NPMBOAAT K CAOXKHOCTAM  Ha  NyTu
MCTOPUYECKOM PEKOHCTPYKL MM *KaHpa,

HeobxoAMMOM W ANA MOHUMAHMA 3HAYeHuA
MUHMATIOPbl B WUCTOPUM  MYy3blKa/IbHOM
KYy/NIbTYypPbl, U A5 OLEHKW ee PO/IM B TBOPYECTBE
KOHKpeTHOoro komnosutopa. O4HOBPEMEHHO B
BOCMPUATUN MUHMUATIOPbI CYLLECTBEHEH TaKXKe
NapafoKC «MHMMOW HEenpuTA3aTebHOCTUY.
OH NpoABAsSeTcA B TOM, YTO «MACKMPYACb Noj,
“menoum KmsHW”, ObITOBOM KaHp noavac
cnocobeH BO3BbLICUTLCA A0 3HAYUTENbHOrO
ABNIEHMA  WMCKYCCTBA, Ky/AbTypbl, AyXOBHOW
XKU3HNY (Cennurni).

Kpome TOro, BaKHeMWWM AN Hac
CTaHOBUTCH yMeHue pPaccMOTpPeTb B
MWHWaTIOpe TO «bosblloe», KOTOpoe u
«BUAMNTCA HA PACCTOAHUMN», U COAEPKMUT B cebe
HEKWUI KyNbTYPHbIM KO 3THOCA MK anoxm. Kak
B MOJIeKye BOAbl 3aK/t04YEHbI CBOMCTBA 3TOM
BOAbl, TaK W B MWHWATIOPE TreHepupyoTCs
XapaKTEPUCTUKM CTUNA KOMMO3MUTOPA MU IMOXM.
Bce 3TM  npuuumHbl, obycnosauBatolime
M3y4YeHWe CKPbLITbIX FpaHeh KHTepecytoLlero
Hac deHOMeHa, 1 OonpeaenAT CoAeprKaHue
cTaTbu, rae PeHOMeHONorMYecKnin B3rnag, Ha
MUHMATIOPY BbIXOAMT 33 PaMKM MPUBbIYHOM
My3bIKOBEAYECKOM ONTUKM.

MaTepuanbl U Mmetoabl. B gaHHOM
UCCNeA0BaHMM  MPUMEHAETCS  KOMMIEKC
METOA0B, MO3BOALLMI PacCMOTPETb
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bopTeENMaHHYIO MMHMATIOPY B LLEJOCTHOCTH
npucywmx en ceoncts. Cpean Hux:
beHomeHoNornyecknin  MeTosd,  Kak
OAMH n3 Ka4yeCTBEHHbIX MeTOoA08B,
NErmTUMMINPYIOWMX  CYOBbEKTUBHBIMA  OMbIT,
HaLeNeHHbIM Ha NONCK FYOMHHbBIX CMbIC10BbIX
OCHOBAHWI NUCCNeLyeMOro ABNEHUA;

MeTOZ, aHaN0rMit, Co3aatoWMIM cUCTemMy
napannenem B pasnMyHbIx chepax MCKYCCTBa U
HayKu;

MEXAMCUMNIMHAPHbIN MeTos,
basnpytowmiica Ha B3aMMOAeNCTBUM
dunnocodckoro, KY/IbTYPONOTrMYeCcKoro,
NMCUXONIOTMYECKOrO M COLMOIOrMYECKOro
3HaHMA ana LOCTMXKEHMA NOJIHOT!
npeacTaBaeHnin 06 N3ydyaeMom ABAEHWM;

CPaBHUTENbHO-UCTOPUYECKUIA  METOL,
OCHOBaHHbI Ha N3y4yeHun KaHpa
bopTeENMAHHON MMHMATIOPbI B Pa3/INYHble
nepuoasbl POCCUINCKON, COBETCKOM n
NOCTCOBETCKOM UCTOPUMK;

*KaHPOBO-CTUNEBON MeTof,
NO3BONAOWMIA PACCMOTPETb MUHMATIOPY BO
B3aMMOCBA3N €€ KaHPOBbIX OCOBEHHOCTEN U
CTMNEBOro MHOroobpasma mckycctea XX—XXI
BEKOB.

Ob6cyneHue u pesyabTaTtbl. Barnaa Ha
MUHMATIOPY B MEXKANCLUMMANHAPHOM
napagurme obyc/N0BNMBAET MCMNO/b30BaHMNE
LWMPOKOrOo CreKTpa TPYA0B My3blKOBEAUYECKOM,

dmnocodcerom 7 KY/IbTYPOJIOrMYECKOM
HamnpaBAEHHOCTMW.

KaHp Kak GpeHOMEH POMaHTUYECKOro
MCKycCcTBa  nonydaeT  dyHAAMEHTa/IbHYHO
pa3paboTKy B KHUTe K. 3eHKMHa
«dopTenMaHHaa  MUHMATIOpa M NyTK
My3bIKa/IbHOTO POMaHTM3MaY,
paccmMaTpMBalOLLErO €ro BO B3aMMOCBA3M
MCTOPUKO-3CTETUYECKOTO M TEeopeTuKo-

aHa/nMTUYeckoro noaxonos (3eHKWH). B ero
MOHOrpapum Brepsble H6blAM  0OOCHOBaAHbI

NosTMKa GOPTENMAHHON MUHMATIOPLI, ee
aHPOBaA npuposa, MHoroobpasue
pasHoBMAHOCTEN, 0ocobeHHOCTM  dopMmbl,
npenomseHme B Hel  «UHTOHALMOHHOIO
CN0BapA 3MOXM».

Pa3HOCTOPOHHMIA  aHaNM3  »KaHpa
copepmtca B cTaTbe  E. HazalKWHCKOro
«Mo3aTnKa MY3bIKa/IbHOM MUHMATIOPbI Y,



paccmaTpmBatoLLero ero O6LLI,HOCTb n OTIN4nA

B NPOCTPAHCTBEHHbIX n BPEMEHHbIX
nckyccTeax (HaszalMKMHCKMM).

Y10 KacaeTcs dopTennaHHom
MUHMaTIOPbl XX—XX|I BEKOB, TO paKypcCbl ee
M3y4YeHUA OrpaHMUYMBAIOTCH, Kak MNpaBuJIo,

TBOPYECTBOM OTAE/IbHbIX KOMMO3UTOPOB UM
MCNONHUTENbCKUMM M NeAarormieckumm
acnektamm®. Kpome TOro, wccnegosaHue
’KaHpa B My3blKOBEAYEeCKOW napaaurme
COMPSXKEHO  C  PAAOM  [AMCKYCCUMOHHBbIX
BOMPOCOB, MOCKO/IbKY TEPMUH «MUHUATIOPa» —

He ayTeHTWYHbIM, UK ero onpeaeneHue
oTCyTCTBYET B 3anaZHOEBPONENCKMX
cnosapsx, roe yNOMMHaoTCA b

XapaKTePUCTUYECKME NbECHI.

B oTanume oT 3anagHOEBPONENCKOM
TPaAMUMM, B COBETCKOM My3blKOBEAEHUN
TaKOM TepMUH 3akpenneH. CornacHo cratbe u3

My3bIKafibHOTO 3HUMKIONEAMNYECKOro
cnoBaps, noa MWHMATIOPOM  MOHWMaETCA
«Hebonbluas  My3blKafbHas  nbeca  ANA
Pa3/INYHbIX MCNONHUTENbCKNX
COCTaBOB...00bIYHO OTTOYEHHas no ¢opme,
adopurCcTMYHas, NpevMyLL,ecTBeHHO

NMPUYECKOro COAEPKaHMA, NensarkHasa, Mau
n300pasnTeNbHO-XapaKTePUCTMYECKas, YacTo
Ha HapoAHOoWM *KaHpoBOW ocHoBe»
(My3blKanbHbI  3HUMKAONEeAMYECKnin  345).
XoTsi B 3TOM onpeaeneHnn oTcyTCTByEeT C/I0BO

«XKaHp», OHO, HECOMHEHHO,
noapasyMeBaeTcs, €ecauM  MNOHMMaTb  nof
aHPOM B CaMOM O0OWem cmbicae «Tun
XYAOMKEeCTBEHHOIO npou3BeaeHms,
OTMEYEeHHbIN YCTONYMBbLIMMU,
NOBTOPSAOLLNMMCA KOMMNO3ULMOHHO-
CTPYKTYPHbIMU — U/UNKU  copepaTeNbHbIMU

npu3Hakamm» (bonblias poccuickasn).

Ho MOXHO AWM Ha3BaTb MUHMATIOPY
*KaHpom B XX Beke C ero MHOroobpasHbiMu
CTUNEBBIMM HOBALMAMM, noayac
Pa3MbIBaOLLMMM KAHPOBbIE KpUTEPUK? Tak, C
TOYKM 3peHna K. 3eHKMHa, C OKOHYaHMeMm
KNaCCMKO-POMAHTMYECKOrO  nepuoda Mo
MWHMATIOPOM BTOPOM MOMOBMHLI XX Beka
cnefyeT NMOHMMATb CKOpee KaHposyto chepy,
0b6beAnHAOLLYHO MHOTOYMCEHHbIE
Pa3HOBMAHOCTK dopTenmaHHbIX noec?.
Cornawascb € Tem, 4YTO CTU/IEBOM acnekT

11

CTaHOBMTCA npeobnagatoulMm B UCKyCCTBe
3TOro nepuvoda, Henb3d BMECTe C TeM He
YUYNTbIBATb MHOTO/IETHIOH Tpaauumio
MCNONb30BAHMA  [aHHOMO  TepMMHa B
POCCUINCKOM KOMMO3UTOPCKOM, KOHLEPTHO-
NCMONHUTENBCKOMN n dopTennaHHo-
nearormyeckom npaKkTuKe,
npoAo/iKatouytocs M no cel  aeHb. He
CTQHOBWUTCA /1M COXPAHHOCTb C/I0Ba B TaKOM

cnyyae CBUAETENLCTBOM COXPaHHOCTY
3aK/IIOYEHHOM B HEM MAEen>?
B npodo/keHue  aprymeHTtaumm

COWNEMCA TaKXe Ha MNPUHUMN pasgeneHua
dopm, OOOCHOBAHHLIM  UTEPATYPOBEAOM
tO. ToiHAHOBbLIM. OH MULIET O TOM, YTO TaKoe,
Kazanocb Obl, «BTOPOCTEMNEHHOe» MOHATHE,
Kak BenanymMHa ¢Gopmbl, CNocobHO cTaTb
OTANYUTENBHON 4YepTOM TOr0 WAU  MHOTO
aHpa: «[loHATME BeANYMHblI eCcTb BHavane
NOHATME 3HepreTnU4yeckoe. PomMaH OT/AIMYEH OT
HOBEeN/Mbl Tem, YTo OH — Oonblwas Gopma»
(TbiHAHOB 256).

N BOoT 3Ta Manaa ¢opma Kak
KOMMO3MLMOHHO-CTPYKTYpPHass  0COBEHHOCTb
MWUHMATIOPbl CTAHOBMUTCA MNPMHUMNMANBHbBIM
MOMEHTOM B [0Ka3aTeNbCcTBe ee
YHUMBepCcanbHbiX  cBoicTB.  MobunbHOCTb
aHpa, NpoHu3bIBalOWEro Bce  cdepsl
KYAbTYpPbl 1 0ObeAMHAIOWEro pas/findHble
BW/bl MY3blKa/IbHON A€ATENbHOCTM, NO3BONSAET
He TONbKO  OTPa3UTb  MHOFOYUC/IEHHbIE
CTMAEeBble HOBaLUMKN B UCKycCcTBE XX—XX| BEKOB.
OHa cnocobCcTBYET OTPAXKEHUIO CAMOM KU3HU
— B bopbbe unaen B pasanyHbie nepuoapl

ncTopun, BO B3aMmonepenieTeHmm
XYOOXKECTBEHHbIX MPOLLECCOB, B  CUHTE3e
npobnem KOMMNO3UTOPCKOTO 7
MCNONHUTENbCKOTO TBOpYeCTBa. N
ONTUYECKMM  MpuMOOPOM,  MO3BOAAIOLLMM
PasrNAQeTb  CKpbITble rpaHu KaHpa,

CTaHOBUTCA GEHOMEHONOTUYECKUIA NOAXOA, C
ero OpueHTaLMen Ha CMbICA BELLM, CKPbITbI B
TO/ILLE MpeapaccyaKoB; FOPU3OHTHOCTbL (B ee
MHOIOypOoBHEW WHTEepnpeTaumm);
NHTEPCYOBEKTMBHOCTL KaK BblPasKeHHYO CBSA3b

KOMMO3WUTOPCKOrO,  WUCMONHUTENBCKOTO U
CNyWwaTenbCcKoro CO3HaHMA. 70T
dbeHomeHoNorMYecKni acnekT B

ncecnegoBaHMnM  MUHMATHOPbI HE  UCKKOYaeT



BO3MOXHOCTM ObpalleHMa K  pasinNyHbIM
nfacTam ryMaHWTapHOro 3HaHMA B o61acTu
dunocodnm U KynbTYpPOSIOTUKN; a TaKKe K

«cnosy Komnosutopa» (H. Tynanuukaa) —
aBTOKOMMEHTApUAM, CTaTbAM,
BMAEOMaTEPMANaM, MHTEPBbIO,

NO3BO/IAIOLWMM BbIABUTb MHTEPECytoLLMe Hac
aCneKTbl KM3HW }KaHpa, NpeAcTaBAeHHble «OT
nepsoro nuua». lpu 3TOM HenpeaB3ATOCTb
OUEHKM COYMHEHMA 3a/0KeHa B CaMOM
COYMHEHMN, BPEMEHM M ODBCTOATENBLCTBAX €ro
noABAeHMA.

Takum 06pasom, UEenblo HacToAlleln
CTaTbW, CO34AHHOW MO pe3ynbTaTam 3aWmThbl
[OKTOPCKOM auccepTaumm (Fosap),
CTAaHOBMTCA nNpeacTaBaeHMe QGopTennaHHOM
MWHMATIOPbl  KaK KOMMEKCHOro  ABAEHMSA
XY40XECTBEHHOM n COLIMOKYIbTYPHOM
NPaKTUKMN.

lopmpem »aHpa

B 4yem yHWMKanbHOCTb dopTenMaHHOM
MWHMATIOPbl M KaK MPOABAAETCA «HOBbIN
B3rnaa» Ha Hee? E.HasalMKMHCKM oTmevan,
YTO «HEBO3MOXHO TMOHATb HW CYyTWU, HU
OOCTUKEHNN, HU BCEro boraTcTBa
MY3blKa/lbHOM MWHMATIOPbl 0e3 3HaHuA ee
NPOTOTMNOB, @aHa/I0roB, NPe/LecTBEHHNUKOB U
CMYTHMKOBY.

JOMWHAHTHOE CBOMCTBO MUHMATIOPbI —
cobnogeHre NpuHUMNa «boblioe B Masiomy,
npeacTaBAAlOWEero  cobon  «MO3TUYECKUI,
3CTETUYECKMI U XYO0XECTBEHHbIN KpUTEpUH
waHpa»  (HasalkuHckui). OTpakaacb B
XMBOMUCKM,  NUTepaType W My3blke B
COOTBETCTBME C OCODEHHOCTAMM  KaKaoro
MCKyCCTBA, OH  CTAQHOBMTCA  «BWU3WUTHOM
KapTO4YKOM» MMHMATIOPbI, NpeacTaBfeHHOM
Lenor poccbinbto manbix dopm. MacTepcTso
ee BOM/OUEHMA npoaBadeTcA B 0coboi
TOHKOCTW XYA0XEeCTBEHHOIO 3aMbIC/a, B ero
COMEeprKaTe/IbHOM €MKOCTM, BO BHMMaHMU K

aetanam KOMMNO3UnLMK, B boratcTBe
NOATEKCTOB.

O6palllaacb K MMEHM XKaHpa KakK K ero
CyLLHOCTH, B 3TMMOOTNU TEPMMUHA
«MWHMATIOPa» MOYKHO 0BHapYKUTb
MHOXECTBO CMbIC/I0B. TaK, N0 MHEHUIo
asTopuTeTHOro  ydyeHoro Jl. Wunanoda,

CeéMaHTUKa C/10Ba BOCXOAUT K J1aTUHCKOMY
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«minus» — HaumeHbwni (Schidlof). Opyrue
nccnenoBaTenM O0OHapPYKMBAKOT €ro CBsA3b C
Ha3BaHMEM KpacHOWM Kpacku (nat. «miniumy» —
CYPWK WM KMHOBAPb), NPM NMOMOLLM KOTOPOM
pacLBeYMBaNMNCb 3aCTaBKW, WHUUMANLI WU
OPHAMEHTbl B CTApPWMHHbIX KHWrax. Cneayet
OTMETUTb TaKXKe CXOACTBO Ha3BaHMA CO
C/10BOM «MUHYTa», noayepkuBatolLee
MacwTtab BpemeHun (Utan. minuto — Menkum,
minuteria — MenoYb, HOBEAMPHOE un3aenue).

MIMEHHO  BpeMeHHas  MpuMpoaa  My3blKM
obycnosnmBaetT  crneuuduyeckme  OTANYMA
MY3bIKa/IbHOM MWHMATIOPbI OT MUHMATIOPbI
n300pasuTenbHOM, rae  cokatme  Gopmbl
noA4YMHEHO 3aKOHaM My3bIKa/IbHOrO
CMHTaKcMca, TO  eCTb  MHTOHAUMOHHbLIM
npuvHUMNam. HecmoTps Ha  O4YeBUAHYIO

0OWHOCTb  AUTEPATYPHOM W My3blKasbHOM
MWUHNATIOPbI (macwwTab dopmbil,
NPUHAONEXHOCTb K BDEMEHHOMY M 3BYKOBOMY
MCKYCCTBY), W MeXay HUMK CyLLecTBytOT
pasnnMumA, 3aknovatowmecs B cnocobax
NpeoaoNeHns «HECKMMAeMOCTH, YNPyrocTu
XY[,0KEeCTBEHHOIO BPEMEHMN»
(HazalKMHCKni). B nuTtepaTtype 37O
npoucxoamnT 6naronaps MeXaHW3My
CEMaAHTUKM CnoBa, B My3blke — 4epes
OTpakeHue  MONAPHbIX  3MOLMOHA/NbHbIX
COCTOAHWI, @ TaKKe C MOMOLLbIO MPUHLMMNOB
0606LLeHMA Yepes KaHp, CTU/b, TOHANbHOCTb
(HazalKMHCKni).

My3blkaibHash MWHMATIOPA — KaHp
NPOrpaMMHbIA B CBOEW OCHOBE, 4YTO BO
MHOrom 06ycnoBneHo pa3Hoobpasnem ero
CBA3EM C BHEWHen cpeaon, ObiTom WU
POACTBEHHbBIMM MCKYCCTBaMMU. Cpeau
XapaKTepHbIX ee ocobeHHOCTEN — APKO
Bblpa*KeHHOE MMMNPOBM3ALMOHHOE Ha4ano
(nbeca WHoOrga noABNAETCA BHE3aMHO, MNOA
BAMAHMEM  MOSTUYECKOrO  BAOXHOBEHMWA),
CMMBOJIMYHOCTb M MeTadhOPUYHOCTb 0OPA3HOM
cdepbl, ABONCTBEHHOCTb M aMBUBANEHTHOCTb
(aBTOHOMHOCTb B COYETaHWUW C TEHAEHUMEN K
UMKAM3ALUMN, nNpoTMBO6OPCTBO
XY,0KECTBEHHOM M NPUKNAAHOM QYHKLMA KaK
NPOABNEHME TNPUCYLLEN el AUXOTOMUK).
Ocobblit NHTepec npeacrasnaet ee
CMOCOBHOCTb K 06beANHEHUIO B LIMK/bI, A Ha
NepBOM MeCTe OKa3blBaeTCad WMAEHTUYHOCTb



KaHpa W Mogayca (cobpaHua npentoaui,
3TI0[08B, Ba/bCOB, baratenen n T.4.).

XoTa npegpictopua  dopTenmnaHHoOM
MWHWaTIOPbl HepeT cBOe Hayalo B Mepuos,
KNaBECMHHONO WCKyCCTBa, CTaHOBNEHME U
pacugeT KaHpa npuxoamnTca Ha
POMAHTMYECKYID  3MOXy. Mo  MHEeHWo
K. 3eHKMHa, MUHWATIOPA, TeCHeMLW UM
obpasom  CcBA3aHHaAA C  MHCTPYMEHTOM
dopTennaHo, npeacTasnseT cobon
CNeUnPUUEcKMIi  aHp, T[Oe XapaKTepHblie
4epTbl MO3TUKM POMAHTM3Ma — CTPeM/IeHMe K
«NIMPUYECKOMY  CaMOBBIPAXKEHUIO W Urpe
CTUXUMNY (3EHKUMH 7) — Haxo4AT BOM/IOWEHNE B
KOHUEHTpMpoBaHHOM Buae. Ecnm  nepsoe
KayecTBO  MposABAseTCcA B MNEeHMM  Ha
KnaBuaType, TO UrpoBble MOMEHTbl HaxoaAaT
BOM/OLLEHNE B KyJbTUBMPOBAHUM
burypaumoHHoro N3OXKEHNS
(npentoampoBaHMe U UCNONHEHWE 3TIOAO0B), B
TaHUeBanbHOM chepe, B 06paLleHUn K moaycy
0EeTCTBa, TO €eCTb B Tex TPAAMUMOHHbIX
0bnacTax MUHUATIOPbI, KOTopble GOPMUPYIOT
ee 06pa3HO-MHTOHALMOHHbIN MaTepuan.

N3yyeHne AaHHOro ¥KaHpa
npeanonaraeT TaKXKe YTOYHEHMUs MNOHATUM
MWHMATIOPbl M Mason Gopmbl. PasbAcHAA
oTnn4ne, obycnoBneHHOe nepBOHaYa/bHbIM
CUMHKpPEe3ncom KaTeropui aHpa 7
MY3blKa/bHOM KoMno3uumm, E. HazanKMHCKNM
MULET O TOM, YTO «B TEPMUHE Masible GOPMbl
aKLEeHTMPyeTCA oAHa M3 CTOPOH — dopma,
TOorda Kak CNOBO MMHMaTopa o6O03HavaeT
npousseneHne B LENOM, NMPUYEM OCHOBOM
co34aHna apPeKTa MUHNATIOPHOCTM ABASETCA
OCYLLLECTBAAEMAA MbICIEHHO Xy40XeCTBEHHasA
onepauma CxaTus, KOHUEeHTpauua 60blnx
06bEMOB WAM 3HEprMn B MaJsion chepe»

(HasaMKMHCKKI).
CornacHo naeam K. 3eHKMHa, Hapsaay C
COUYMHEHMAMM,  NPEACTaBAAOWMMN  KaHP

POMaHTUYeCKoM GopTENMAHHOM MMUHMATIOPbI B
4YMCTOM BUAE (OLHOTEMHbIE M HEKOHTPACTHbIE
npou3BeaeHua), CyLLLECTBYET TUM Pa3BEPHYTOM
MWHMATIOPbI, COCTOALLEN W3 COMOCTaB/EHMUMN
[ABYX KOHTPACTHbIX COCTOAHWUM (3eHKKH 18).
*aHpoBaa cucTema POMaAHTUYECKOM
MWHMaTIOPbl 06s1aaaeT MHoroobpasvem u
Pa3BETBAEHHOCTbIO: 06UME NbeC, CO3AaHHbIX
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aBTOpamu, TPYAHO noaaaetca
CTPYKTypM3aumm. B camom obuiem nnaHe
nccnegoBaTenn BblAeNAoT Tpn
Pa3HOBMAHOCTM  KaHpa —  /IUPUYECKYIO
(menoamun, necHn 6e3 CNOB, HOKTHOPHbI,
anermm n T.4.), MaHUesasbHyo (BanbCbl,
MasypKku, MosIoHe3bl W pag Ap.) M
ueypamusHyro  (Npentoamm,  3KCNPOMTbI,
3THOAbI) (LLlabwaeswny). Ewe 0AHO

KnaccMdrKaumoHHOe pasrpaHnyeHne MoxKeT
ObITb CBA3AHO C AE/NEeHMEM KaHpa MNo Tuny
dopTenmaHHom dbaKkTypbl — HA KOHUEPMHYHO U
KamepHYyH ero pasHoBUAHOCTM.

Bce cka3zaHHOE OTHOCUTCA K MPOLIOMY
dbopTeNnMaHHOM MUHMATIOPbI, Pa3BMBaBLLENCS
B YC/0BMAX TOMOreHHON POMAHTUYECKOM
acTeTnkn XIX Beka. CTunesoe MHOrodasblyme
XX—=XX|' BEKOB BO MHOIMOM  M3MEHW/O
CYLLECTBYIOLLYIO B POMAHTUYECKOM MCKYCCTBE
KapTMHy. Ho 3aaavelt Hawel paboTbl CcTano He
TONbKO onpeaeneHune BEKTOpa
XYy OXECTBEHHO-CTUNEBbIX HOBaLMA (noadvac
pafnKanbHbIX), o HeN3HeKHOCTbIo
3aTPOHYBLUMX KM3Hb MaNoro XaHpa. Ee uenbto
CTano MccneaoBaHWE MUMHMATIOPbI B ropasao

bonee LIMPOKOWN N/JI0CKOCTM: Kak
YHMBEPCANbHOTO ABNEHUA KY/NbTypbl,
paccmaTpmMBaemoro B MHOroobpasmnm

NPUCYLLMX eMY CBOMCTB.

KoHyenyua makpo u MUKpoKocMmoca 8
UMNAUKGUUU K MUHUGmMope

MNpuHUMN «BoNblIoe B ManoM» KakK
reHepasibHas naea MMHUATIOPbI Npeanonaraet
MHOTFOrpaHHYK0 TPAKTOBKY CBOMX 3HAYEHWN.
Ero MOXHO paccMOTPeTb M C TOYKWU 3PeEHMUA

YHUBEPCANbHON  PUAOCOPCKON  KOHLEMNLUMM
«MaKpo M MUKpOKOCcMoca». [lpoeumpys
dunocodckme NOHATMA Ha obnacTb
KOMMO3MTOPCKOrO TBOPYECTBa, 3a4a[MMCH
BOMPOCOM: KakMM 00pasom oTparkatoTcs
0COHBEHHOCTM aBTOPCKOrO CTUASA B COYMHEHMAX
Manon  Gopmbl? Kak manoe  oTpaskaeT
bonbloe? M noyemy oAMH M3 KPynHEMLWMX
KOMMO3MTOPOB COBPEMEHHOCTH B.

CUNbBECTPOB Ha3biBaeT MWHMATIOPY «AA4POM
TBOPYECKOro npougecca?

B noucke oTBeTa Ha 3TM BOMPOCHI
obpatumca K NpaKkTuKe HaY4YHbIX
NccneaoBaHWM MO U3YYEHWIO B3aMMOCBA3EN



MaKpo- U MUKpomogenen. Tak, No MHEHWIO

A. Yemosa, aHanornm mexay HUMMN
obHapyXMBalTCA  Ha  MOPPONOrMYECKOM,
bYHKUMOHANbHOM, TeNeoIorMyeckom
YPOBHAX, npoABAAACH B obuHocTH
CTPYKTYPHbIX 5/1IEMEHTOB n nx
MaTeEMaTUYECKOM COOTBETCTBMW. Bmecte ¢
Tem, KaK  yKasblBaeT  uMccnefoBsatedlb,
«0BLLHOCTb Mexay CpaBHMBAEMbIMU
aHaNoOrMAMK  3HaUYUTEeNbHO TraybKe — OHa

3aK/Il04aeTcA B TOM, 4YTO B 0OOMX Cayyasax
AenaeTca  BbiBOA OT CXOACTBA  GYHKUMIA,
CXOACTBA OTHOLLEHWNI B OKPY»KatoLLen cpeae K
CXOACTBY  CTPOEHMA» (Yemos 77-78).
HecmoTpsa Ha CBOMCTBEHHbIE MM MacliTabHble
OTAMYMA, B UX B3aMMOLENCTBMN HabntodaeTcs
CXO/ACTBO CTPYKTYPHbIX XapPaKTEPUCTUK,
OCHOBaHHOE Ha TrAYOMHHOM COOTBETCTBUM
cuctemM.  Mcnonb3ays  MpUHUMN  aHanoruim,
MOYKHO BbIABMHYTb TMMOTE3Yy O TOM, 4TO B
KaHpe MUHMATIoOPbl MPOUCXOAUT OTPaXKEeHMe
CYLLHOCTHbIX CTUNEBbIX XapPaKTEPUCTUK,
NPUCYLIMX  MOYEpPKYy TOro  WAM  MHOrO
KOMMO3nTOpPa. COOTBETCTBEHHO,
MWUHMATIOPM3ALUMIO  BO3MOMHO ONpPeaennTb
Kak  MNpOLEecC  KpUCTanamsaumm  Cmbicaa
XY0XECTBEHHOIO TEKCTA, NPEeACTaBAEHHbIN B
CBEPHYTOM BUAE.

Ho 4TO Takoe My3blKafbHbIN CMbICA?

B cooTBeTCTBME C TEOpMEN ABOPCKOro-
AcadbeBa My3blka npeacTaBndeT  cobow
ocobyto Pa3HOBMAHOCTb peyn, roe
«HaMMeHblLEe OCHOBHOW 3BYKOBOM GOpMOM
BO BPEMEHW ABNAETCA COMOCTaBAEHWE AOBYX
Pa3/IMYHbIX MO TATOTEHMIO 3BYKOB» (ABOPCKMIA
4), cocTaBNALWMX ee UHTOHAUMOHHOEe AApO.
Taknm obpasom, AaHHOe NMOHATME HANPSAMYHO

CBA3A@HO C  «BbIPA3WUTENbHOCTbIO  peun,
nepefayein ee CmbiCAa W XapaKTepa»
(ABOpCKUI 4), COCTaBAAOWMX ee

WHTOHALMOHHOE AAPO0. M C 3TOM TOYKM 3peHnA
MWHMATIOPY  MOXHO  pPacCMaTpMBaTb  Kak

KOHLeHTpaT My3blKa/IbHOrO
CMbICI006Pa30BaHMA, MOCKOIbKY — [yann3m
dbopmbl M cogepraHMA  BO  MHOIOMm
onpeaensaet ee KOMMO3MLMOHHbIE
ocobeHHOCTH, bnaronaps KOTOPbIM
My3blKafbHas  uaea  MNOAyYaeT  CyKaToe
BblpaKeHue.
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3HauuT, MWUHKNATIOPA OTKpbIBaET
HaMKpaTYanWwmnit NyTb K My3blke? Ho my3blKa,
no mbican b. AcadbeBa, TPaKTYIOLEro ee Kak
«WCKYCCTBO WHTOHMPYEMOTO CMbICNa»,
npeactasnaer  cobon  Heyto  Bonbliee:
nofy4as MHTOHAUMOHHOE BOM/IOWEHNE U
obpetaa BHeWHMM 0OAMK, OHa BHOBb
npeBpallaeTcsa B CNyLWATENbCKOM BOCMPUATUM
B  ABNEHME  BHYTpPEHHee,  CYUIHOCTHOE,
ayxosHoe. CoeamHAA  pas3/MyHble  NAacTbl
ObITUS, NM4Hoe, COKPOBEHHOE,
MHAMBWAYANbHOE, C BHEWHWUM, COUMANbHbBIM,
OHa BbIXOAMT 33 PaAMKM HemnocpeacTBEHHO
MCKyCCTBa: «4TO TaKoe My3blka Mocne BCero
aToro? [ymaetcs, YTO He MCKYCCTBO WAW, BO

BCAKOM C/yyae, u4To-TO 6Hosbliee, uyem
nckyccteo» (Fnebos 19).

Takum  06pasom,  WMHTOHALMOHHAA
Teopusi  fABopckoro-AcadbeBa  CTaHOBUTCA

OOHWM M3 METOA0/I0TMYECKMX OPUEHTMPOB B
M3y4eHum MUHMNATIOPbI KaK
MHTEpPCYObEKTUBHOIO ABNEHMSA, NPOBOAHMKA B
MUpe My3bike, peHOoMeHa, B KpaTkon dopme

Bonsiowatowero B8 cebe camy  wmaeto
My3blKanbHoro®.

MpvmeyaTenbHO, 4YTO 3Ty  MbIC/b
NOATBEP)KAAET  OAMH M3 KpYMHenwmx
KOMMNO3UTOPOB COBPEMEHHOCTM
B. CunbBecTpoB: MMeHHO ¢ dopTennaHHoM
MUHMATIOPOWN KaK C KaHpPOM
MMMNPOBM3ALMOHHBIM,  pOXAatoulMmca B
nopbiBe  JIMPUYECKOro  BAOXHOBEHWA,  OH
CBA3bIBaET MOUCKM nyTen BbIXO/a
aKaZleMMYeckom  My3blkM M3 KpM3MCa,
BbI3BAHHOIO yB/ieYEHNEM cyrybo

TEXHONIOTMYECKMMM MPUEMAMMN ee CO3aHMs.
HoBble TOPW3OHTbI OTKPLIBAIOTCS, MO MbIC/M
B. CuabBeCTpOBa, B NPMBHECEHUM B
TBOPYECTBO «HarateNbHOM» WMHTOHAUMM KaK
Hekoero 0606ueHHOro obpasa My3blKaibHOM
naen, O/IMUETBOPAIOLLETO cobo
«BO3BbILLEHHYO He3HaYMUTeNbHOCTb»
(CvnbBecTpoB). VIMEHHO C 3TOM TOYKM 3peHUs
MUHMATIOPA CTAHOBUTCA «AAPOM TBOPYECKOTO
npouecca». Bmecte ¢ Tem, BbiCKasbiBaHue B.

CunbBecTpoBa  MMeEET  WHble  CMbIC/bI,
aKTyanmsmpys 3KCNepUMeEHTa/IbHbIN
noteHuman MUHMATIOPbI XX BEKa,
Pa3BMBaBLUENCS n npoAo/KatoLLel



Pa3BMBATbCA B  YC/NOBMAX  My3blKa/IbHOrO
MHOrOf3bluMsA, MOCKOAbKY Manaa dopma
0CobeHHO pacnonaraeT K aKcnepumeHTam. B
OAHHOM  C/ly4yae  CTaHOBMTCA  0COBEeHHOo
MHTEPECHbIM YBWAETb, KaK BOMIOWAKTCA B
MWHWATIOPE HE TOIbKO CO3HATENbHbIE YCUAUA
KOMMNO3MTOpa, HO M TO, B YemM OH BpPAA /M
oTAaBan cebe OTYET, T.e. NPOABAEHNE HEKOETO
MWUCTMYECKOrO  Havana, OTHOcAuLeroca K
VHTYUTUBHOW chepe TBopyecTsa’.
Bosspalaack K TO/IKOBAHMAM
KOHUENUMN  «MAKPOKOCM — MUKPOKOCMY,
3aMETUM, YTO €€ MOXKHO MHTEPMNPETMPOBATb U
B OTHOWEHMWU APYrMX CMbICIOBbIX JIMHUNA,
CBA3AHHbIX C WMHTEPECYILWMM HAC KaHPOM.
TaK, MNepcneKkTUBHbI  KOPPENAuUMn  Mexay
MHCTPYMEHTOM GOPTENMAHO N MUHMATIOPON B

KOHTEKCTE  CMHTE3a WX  YHWKaAbHbIX U
YHMBEPCANbHbIX CBOWCTB. M3BECTHO, 4TO
beHomeH dopTenuaHo, o) KoTopom

C. ®entHbepr nucan, 4To OH nNpeacTaBAseT
coboin  «cBoero poJa  MMKPOKOCM MO
OTHOLWIEHWIO K  ODOWMWMPHBIM  FTOPU3OHTaM
COBPEMEHHOM  My3blKa/IbHOM  BCEIEHHOMN»
(PenHbepr 9), BO MHOroM 0b6yc/n0BANBAET €ro
Ayanuctmyeckas npupoda. 3TO  CBOWMCTBO
MHCTPYMEHTa  OTMeyaeT, B  YaCTHOCTH,
A. ManMHKOBCKaA, NoA4YepKMBaAA ero e 4MHCTBO
B «ABYX NMLAX». «B Pa3sHbIX CUTyaUMax — B
MCNONHEHMM MY3bIKM, obyyeHum,
KOMMO3MTOPCKOM  TBOPYECKOM  MpoLecce,
MOBUTENBCKOM MY3MUMPOBAHUM U T.M. — OHO
MCNONb3yeTCcA TO NPEUMYLLECTBEHHO B CBOEM
yHUBEpPCanbHOM OGYHKUMKM, KaK WMHCTPYMEHT
MY3bIKM, TO B YHUKA/IbHOW, KaK My3blKasbHblM
MHCTPYMeHT» (ManuHKkosckasa 42). MpumeHsa
3Ty MbIC/Ib B OTHOWEHWUWN MHTEPECYIOLLEro Hac
’KaHpa, MOMHO CKas3aTb, 4YTO YHMBEPCYM
bopTenmMaHHOW MWHMATIOPbI, BKAKOYatOWEN B
cebA  KOHUEPTHYIO M KaMepHyl  ee
PAa3HOBMAHOCTM, CTAHOBUTCA  OTPaXKeHUem
YHMBEPCYMa  CaMOro  MHCTPyMeHTa  C
3a/10’KEHHbIMM B ero npupoae
MHOXeCTBEHHbIMMN CMbIC/IAMMU.

MNepengem  nanee K ONUCaHULIO
NpeaaoKeHHOM Hamn GeHOMEHONOrMYecKom
MOAENN aHpa, paclmnpstoLLen
TPAAMLMOHHbIE npeacTaBaeHUs o)
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dopTenMaHHOM MMHMaTIOPe  Kak
JIOKaIbHOM U «HE3HaYUTEbHOMY.

«bonewoe 8 Masom»: 20pU30HMbI
3HayeHul

B  co3gaHHOM  HamM  KOHUEMNUMM
MUHMATIOPa paccmaTpuMBaeTcs KaK
CaMOCTOATE/bHbIN YKaHp, obnagaolni
cneyndmuyeckMmm  0COBEHHOCTAMM  Masion
dopmbl B ee paszHoobpasHbIX MoandUKaLMAX
(oT nepunoda A0 NPOCTbIX ABYX U TPEXYACTHbIX
bopm, a TaKKe MHAMBMAYANbHBIX KOMMO3ULNM
C OTHOCUTENbHO MasbiM 0bbeEMOM) MU
coAepKaHA (cobnopeHve npuHUMNA
«H0NbLIOE B MasIOM»).

OOHOBPEMEHHO  cneayeT  YTOYHWUTb
NHTEepNpeTaLmto B NaHHOM Moaenm
OOMMHAHTHOIO  MPUHUMNE  MWHKUATIOP®I,
MOCKO/IbKY OH PacCMaTpPUBAETCS HEKOTOPbIMM
My3blKOBEJAaMM  KaK  CAMWKOM  0OLWMiA,
NLLIEHHbIN KOHKPETMKM. N ero
MCNONb30BaHWE MO OTHOLWIEHUID K Jerkum
dopTenMaHHbIM  Mbecam,  COCTaBAAIOLLMM
3HaAYMTE/IbHbIA ee NAacT, He MOXeT ObiTb
[IOCTOBEPHbIM: rAe Tam «H0o/blOoe B MaOM»?

[encTBnUTENBHO, y3Kas
My3blKOBeYECKasi OMNTMKA He MNo3BOAseT
BbIABMTL BCE ryOUMHbI CMbIC/1A, 3a/10XKEHHbIE B
onpeaeneHnm E. HazalMKnHCKoro. Ho
KYNbTYPOJIOTMYECKMIA B3TNSA, PaACLUMPAOLWMMA
FTOPU30HTbI n HaMO/IHAOLW NI HOBbIM
NMOHMMAHNEM HEesBHbIe, CKPbITble 3HAYeHus,
npeacTaBnAeTcs B AaHHOM C/ay4vae ropaszao

ABNEHNN

bonee NPOAYKTUBHLIM. [lpuBegem /inLb
HECKO/IbKO  MPUMMEPOB,  WAOCTPUPYHOLMX
CKa3aHHoe.

Kaxkayto M MasieHbKYHO Mbecy MOMKHO
Ha3BaTb MMWHWATIOPOM? MHbBIMM CnoBamu, B
KaXkOOM N MasieHbKOM Mbece npoABaAseTcs
NPUHLMN «BoNbLIOE B MaOM» ? ITOT BONPOC —
O/flHa M3 Y3/0BbIX TOYEK uccnegosaHus. [na
oTBE€Ta Ha Hero obpatMmcsa K TBOPYECTBy
aAbirckoro  komnosuTopa AcnaHa Hexas,
KOTOPbIN  MEepPeNoXMA  HECKOJIbKO  O4YeHb
M3BECTHbIX HAPTCKMX aAbIFCKMX 3MUYECKMX
necer ana doprennarHod. dakTnyeckn Huyero
He M3MEeHAS, OH C034a/1 OAHOCTPOYHbIE MbeCh!
ONA  HavyaNbHOro o0bydyeHuda, pacnpenenas
MeNoAMI0 MeXay NapTUAMKU ABYX pyK. Ho aTn
KPOLLEYHbIe Mbechbl BOCNPON3BOAAT OCHOBHbIE



MOTMBbI HaPTCKMX neceH. Kaskaan
BOCbMMWTAKTOBAs MbeCKa Ha3blBAETC MMEHEM
repos HapTCKOro 3Moca, OTpakatoleroca B
SKUBOMUCHbIX obpaszax, KoTopble
COBPEMEHHble afibirckme XY OKHUKM
BOM/IOLLAIOT B BUAE MO3aMK Ha CTEHAX XKWU/bIX

OOMOB, KHMMHbIX 3acTaBKkax WAM B BuUAe
MOHYMEHTA/IbHOTO  MaHHO,  YKPaLaloWero
NHTEPbEP TOCYAAPCTBEHHON  GUIAPMOHUMN.

PacnpeaeneHne menoamun B NapTum ABYX PyK
aCCoOUMATMBHO CBA3AHO C CONbHO-OYPAOHHOWM

bakTypo ablrCKOTO TPaAMLUMOHHOIO
necHoneHus. Yepes Ha3BaHMA MbeCc HOHbIN
NMaHUCT  accoummpyer cebs M CBOUX

CBEPCTHWKOB C HAapPTCKMMM reposamn, nbo ero
CaMoro Wam ero 04HOKNACCHMKOB 30BYT HapT
manm - Awdsmas.  BnosiHe  BEpOATHO,  4TO
NOHUMaHNE 6onbworo coAepKaHua
00yCNOBNEHO HE TONbKO HOTHbIM TEKCTOM, HO
M MHOTMMUK BHEMY3bIKaZibHbIMK (QaKTOpPamMm,
co34atoWwmmm STHOKY/IbTYPHYO cpeny
pervoHa. I ana maneHbKoro pebeHka, n ona
B3pOC/AbIX (Neaaroros, poamuTenei, npocTo
cnywartenen) «HapTckne neceHkn» A. Hexas —
3TO NyTb B MNPOWAOE W OAHOBPEMEHHO
npebbiBaHWe 3TOro MPOLWIOrO B HACTOALLEM.
3TO NyTb K MOHUMAHWIO APEBHENLIENO 3M0Ca U
OAHOBPEMEHHO BXOXAEHWNE B aKaemmyeckoe
MCKYCCTBO.

Hpyro# XapaKTepPHbIN npumep,
OTPaKaloLWMN  COBPEMEHHbIE  TeHAEeHUMM
bopTenmaHHoro obpasoBaHuA, cpean
KOTOpbIX — «0by4yeHMe C yBAEYEHUEMY,
cOOpHMK OZHOCTPOYHbIX MYy3bIKa/IbHbIX
3apmcoBoK T. 3ebpsaK C Ha3BaHWAMKU B BUAE
PYCCKMX NOCNOBUL, Ha Halw B3rnaz, 3TO APKMM
obpasel, UENOCTHOro noaxoda B [AETCKOM
dbopTennaHHOM  ODyYeHUU: nponeeasn
MeNOAMN, MANEHbKUIA MY3bIKaHT He TONbKO
YYMTCA WMCKYCCTBY MHTOHAUWMW B CUHTe3e
TEOPeTUYEeCKOro M MPaKTU4eCcKoro NoaxonoB
(Hanpumep, nMbecky «Xneb — Bcemy rosoBa»
HY}HO ~ WCMONHUTL  TOPXECTBEHHO,  a
nocnosuuy «MOBUMHHYIO TOIOBY UM Med He
cevyet» — ybexaeHHO), HO B 3TUX MasleHbKUX
NOCN0BMLAX EMY OTKPbIBAETCA 30/10TON POHJ,
HaUMOHANbHOM  KyAbTypbl, obobuiatoumi
MYZAPOCTb MHOTMX MOKONIEHWNI.
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B NPOAOKEHNE [LaHHOWN
aprymMeHTaumMmM cownemcs Ha Uenbld naact
nobutenbckon GopTENMAHHOM  MUHMATIOPBI
CepebpsiHoro  BeKka.  bnarogaps  3Tum
COYMHEHMAM, 3a4acTyl0 OYeHb CKPOMHbIX
XYZOXKEeCTBEHHbIX AOCTOMHCTB, Mbl MOJy4aem
npeacraBieHne 0 BPEMEHM, Koraa
bopTenmaHHas MMHMATIOPA BbINOMHANA POJb
ny6anMYyHOro wm3gaHua, coobuwas O BaKHbIX
COObITUAX B KM3HWM  obulecTBa. ApKMM
0b6pasuom noaobHOro poaa CTaHOBUTCA BasibC
«Ha pasBasnHax MeccuHbl» KOMMNo3MTopa
®. ChenuosBa (1908-1909), nocCBALWEHHbIN
noasury PYCCKMX MOPSIKOB-TEPOEB,
OKaszaBWMM  KuTtenam  Cuupnum, roe
npom3oLwno paspywmuTensHoe
3emneTpAceHme, CaMOOTBEPKEHHYO 7z
6eCKOPbICTHYI MOMOLLLb.

Nccnenys FOPM30HTbI  3HAYeHUM
reHepasbHOro  npuHuMna  «bonblwoe B
MasioM», MNPeACTaBAAETCs MNepCcneKkTUBHbIM
06paTUTBCA M K COYMHEHWMAM HALMOHA/bHbIX
aBTOPOB, MCMONb3YOLWMX noTeHumMan
dopTenmnaHo B nepegaye cneumdUYECcKmMx
Tembpos HapOAHbIX MYy3blKa/IbHbIX
MHCTPYMEHTOB. 3Ty JIMHWUIO  MWHKATIOPLI,
WWPOKO  BOCTpebOBaHHYD B  COBETCKOM
My3blKa/IbHOM WMCKYyCCTBE BCEX MNepMOLOB,
OTparkaloT TaKMe COYMHEHMA, Kak «TaHeuy
(1926) n «Moama» (1927) A. XayaTypsiHa,

«3ByKM ayTapa» H.Xanamameposa (1962),
«Moama-nereHaa 0 nombpe»
H. MeHabirannesa (n3a, B 1969),
«MoaparkaHue rpPy3MHCKMM HaUMOHabHbIM
MHCTpymeHTam» O. TakTakmwsuam (1973) u
pan,  apyrux. [pexage BCEro  OTMETUM
BO3HMKalOWYDO B [aHHOM C/Ayyae Waero

Onanora, UMerLWero pas/anyHble U3mepeHus,
— OT AManora KyibTyp, 3anagHOEBPONENCKON U1
BOCTOYHOM  (MX  3mbBNemol  CTaHOBATCA
My3blKa/NbHble WMHCTPYMEHTbI), [0 Ananora,
Pa3BEPTbIBAOLLETOCA MEXLY KOMMO3UTOPOM U
caylwartenem.

PasHoobpa3sue CEMAHTUYECKMX
NOATEKCTOB OOHAPY)KMBAETCA B KOHUEPTHbIX
MUHMaTIOpax H. XasimamenoBa  «3BYKM
aytapa» u  H. MeHgbirannesa «[losma-
nereHga o Aombpe» — CBOEro poJa «BU3UTHbIX
KapTO4eK» aBTOPOB, ONULETBOPAOWUX WX



BEPLUMHHbIE TBOPYECKME AOCTUKEHNA. Becbma
npumeYaTenbHO, YTO Ha3BaHWe NepPBOM Nbechl,
NOCBALLEHHOM namATH BblAatoLLErocsa
ayTtapucta M. TaumypaaoBa, CTasio OTNPaBHOM
TOYKOW  ANA  CO3[4aHMA  OAHOMMEHHOro
MexayHapoaHoro — ®ecTmBana  UCKYCCTB,
obbeaMHAOWEro  MHOrMe  HauMOHa/bHble
Ky/IbTypbl (elwe OoAMH paKypc MNpeTBOpeHus
npuvHumna «bosnbwoe B  Manom»). Ha
KOMMO3MLMOHHOM YPOBHE B €e NpOCTPaHCTBe
obHapyKmBatoTCA nepeceyeHun Mexay
TYPKMEHCKOM M PYCCKOM KyNbTypPOM: MCKYCHas
MMUTaLMA 3BYyYaHUA HaLUMOHANbHOTO
MHCTPYMEHTA C APKMM BOCTOYHbIM KOJIOPUTOM
coyeTaeTcs  34eCb C  rapMOHWYECKMMM
obopoTamu, ABCTBEHHO
CBUAETENBCTBYIOWMMM O NPUHAONEKHOCTU K
PYCCKOWM My3blKaZIbHOM Tpaanumn. ViHTepeceH
M cCaM [OMANor WHCTPYMEHTOB, B KOTOPOM
0COHBEHHOCTM HETEMNEPNPOBAHHOIO 3BYYaHMA
ayTapa OTparkatoTca B ObICTPOM  CMeHe
NAafO0BbIX HAK/JOHEHWA, B XPOMAaTM3aLUK
bopTenmMaHHO-MHTOHALUMOHHOM chepbl, Kak Obl
npeoaoeBatoLLel MOCTOAHCTBO CBOErO CTPOSA,
B MPUXOTIMBOM METPOPUTME.

MoAoOHOM CMbICIOBOM  MAOTHOCTbLIO
obnapaet nnbeca H. MeHabirannesa, cTaBLUas
Ha MMPOBbIX CLLEHNYECKMX MAOLLAAKaX OAHUM
N3 penpes3eHTaHTOB Ka3axCKOW My3blKa/bHOM
KyNbTypbl, OPraHM4YHO COEAMHAA  YepTbl
HaLMOHANbHOrO N €BPOMENCKOro, KCBOEro» U
«Yy¥Koro». ITOT CMHTE3 APKO MPOABAAETCA B
*KaHpOBOW nonmeooHum Nbechbl,
obbeauHAOWEN B CBOEM MHOMOCA0MHOM
CEMAHTMYECKOM MOE YepTbl MO3MbI, ereHabl
(3aABNEHHbIE B MPOrpPaMMHOM Ha3BaHWK) U
TOKKaTbl (peanusytouwecs B ee daKTypHOM
obnuke). *aHpoBoe pasHoobpasne
npoAyumpyeT rnybuHy NoATEKCTHLIX CMbIC/OB,
BO3HMKAIOLWMX B NPOCTPAHCTBE MWHMATIOPDI,
r4e OTParKatoTCA He TONbKO HaLMOHaNbHble
06pasbl U ClOXKETbI, BOM/IOWLEHHblE B Tembpe
AOMbBpbI, HO W ApyrMe BaXKHble MapKepsbl,
CBA3aHHble ¢ OoraTemMnm  Ky/NbTYPHbIM
Hacneamem, KOTOpoe 3akatovaeT B cebe
nctopua ¢GopTenmaHo, ero namMAaTb. Tak,
paccMaTpmBada BAMAHME TOKKATHOrO »KaHpa B
OaHHOM COYMHEHMUM (MacTepckoe
MCNONb30BaHME PENneTULMOHHOM TEXHUKM KaK
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[AOMMWHAHTHOrO  NpMema,  MMUTUPYIOLLEro
3BYYaHME  HAUMOHANbHOIO  MHCTPYMEHTaA),
HeNb3d He OTMEeTUTb TeCHOM CBA3M C
npeablayuien dopTenMaHHoOn Tpaauumen —
My3blko M. banakupesa un W. AnbbeHuca,

npeacTaBUBLUMX  BAOXHOBEHHble  0b6pa3Lpbl
3TOTO »aHpa B cBOem TBopyecTse’.
dopTenmnaHHble nbecol

H. Xaamamegosa 7 H. MeHAabirannesa,
CO3JaHHble BO BTOPOM MO/M0BMHE XX BEKa,
ocTatoTca BOCTPebOBaHHbIMM M B Halle Bpems,

O YeM  CBMAETENbCTBYET  He  TO/bKO
bopTennmaHHo-MCNoNHUTEbCKan 7z
negarornyeckas npakTMKa, HO M OMbIT
NepenoXeHun 3TUX My3blKalbHbIX TEKCTOB A9
Pa3/fIMYHbIX  WHCTPYMEHTOB — OAHO  ©3
CBMAETENbCTB nx NOAIMHHOM
XYJ,0KECTBEHHOM LEHHOCTMH,
noATBepaatollee YHUBEPCANbHYHO
My3blKa/IbHYlO 3HaA4YMMOCTb, a B bHosee
LWMPOKOM MOHMMAHUMU — W CMbICIOBYIO
€MKOCTb *KaHpa, KOTOPbI OHW NPeacTaBAAoT.

B Le0OM, MCMNoab3oBaHMe

beHoMeHONOrMYecKolm TPaKTOBKM MNPUHUMMA
«bo/bllOoe B MasoM» [O3aeT BO3MOMHOCTb
bonee WMPOKOro B3rNS4a Ha MUHMATIOPY,
CYLWLeCTBEHHO pasasuras CneKTp
MCCNeoBaTeNIbCKUX CTPATErMil B OTHOLLIEHMM
3TOrO XaHpa.

OT eAMHUYHbIX 0DpasLoB nepenaem
flanee K paccmoTpeHuto 60bLIOro Kopnyca
COUYMHEHWI, WCCNeays pas3BMTME KaHpa B
MCTOPMYECKOM MNepcrneKkTMBe, MO3BONAIOLLEN
BbISBMTb B 3TOM MHOTO00pasnn Hekne oblime
NMHAN.

Ha nymu ucmopuyeckol
DPEKOHCMPYKUUU HAHPA

OxBat bOonee yem  120-netHero
nepmojia CyLIEeCTBOBAHUA  MWHMATIOPbl B
POCCUICKOM, COBETCKOM M MOCTCOBETCKOW

MCTOPMM MO3BOJIM/T PACCMOTPETb KaHP KakK
OPraHMYecKyto LLe/IOCTHOCTb Ha Pa3/INyHbIX ee
aTanax — ot CepebpsaHoro Beka, BobpasLuero
MHOMMe KOZbl COBPEMEHHOW KyabTypbl, [0
HaWWx AHeN, rae NPoUCXoAMT UHTEHCUBHbIN
[MANoT C NPOLLbIM.

Co3aaHHbIN HamM BbIOOPOYHbIN
KaTasnor nbec, OCHOBaHHbIM Ha
MCNONb30BaHHOM B paboTe nepuoamsaLmnm



(CepebpaHbiit BEK, nepsoe
nocnepeBotoUMOHHOe aecaTunetne, 1930—
1940-e, 1950-1960-e, 1970-1980-e, 1990-
2020-e), cTan IMMUPUYECKOM Hason
nccnenosaHma. EcTtecTBeHHO, YTO OH He mor
6bITb NONHLIM — cOOp MaTepunana (B CyLWHOCTH,
Heobo3pMMOro) W €ero XpOoHOJIOTMYECKoe
CTPYKTYypupOBaHMe  npeactasnser  cobou
KpalHe Tpya0emMKMIA npouecc.

B pe3ynbTate npoaenaHHoro otbopa B
KaTanor 6bin nomeLleH Kopnyc
penpe3eHTaTUBHbIX COYMHEHUN, APKO
OTparkaloWMX AyX BPEMEHW C TOYKM 3peHMUA
CBOEWN TEeMaTMKMW, a TaKKe COOTBETCTBMSA WU

napagoKcanbHoro HecooTBETCTBUA
Xy O,0KECTBEHHO-CTMEBOM KapTuHe
Pa3/INYHbIX nepuoaos NCTOPUMN.
[locToBepHOCTb maTtepuana,

npeacTaBNeHHOro B KaTtanore, onpeaenaercs
He TONbKO YMCAOM COUYMHeHMi (noutn 2000
00pasLoB), HO 1 YNCAOM KOMMNO3MTOPOB (940
aBTOPOB), GUTYPUPYIOLLMX B MCCAEA0BAHNN.
Tak Kak ¢opTenmaHHaas MMHMaTIoOpa

npeacrasnaer cobo  MHOMKECTBEHHOE U
HEeromoreHHoe ABNEeHNe, Hanbonee
NPUEMIEMbIM  CTaHOBUTCA  WMCMNO/Ib30BaHME

¢acemHo20 KnaccMdUKaLMOHHOIO MeToaa,
npegnonaratollee CTPYKTYPUpPOBaHME AaHHbIX
Ha OCHoOBe 0o4HOro KaKkoro-nmbo
aTpPMBYTUPYIOLLLETrO NPU3HAKa. TakoM Npu3Hak,
NO3BONAOWMI Pa3fennTb 0b6beMHbIA Kopnyc
bopTenmaHHbIX  MWHKMATIOP, oOnNpeaenseTca
NPOrPaMMHOCTbIO  MAM  HEMPOrPaMMHOCTbIO
counHeHnn®®. Mommmo 3Toro, B pabote
ncnonbsyetca TaKxke NPUHUMN
XPOHO/102U4€CK020 CMPYKMypupoBaHUA
mMatepuana,  MO3BONAWMA  OBHAPYXMUTb
YETKYIO KOPPEeNauUmto MeXay UCTOPUYECKMMM
cobbITMAMKM, GaKTaMu, codepKaHMem Mbec U
BbIOOPOM LOMMHAHTHBIX rpynn GopTenMaHHOM
MUHMATHOPbI.

MarucTpanbHble IMHUK MCCNe0BAHMA
0O6beANHAIOT HECKObKO OCHOBHbIX O/IOKOB:
PA3HOBMAHOCTM KaHpa B Pa3/IMYHblE Nepnoapl
OTEYECTBEHHOW WCTOPUMW; aKTyasbHble ONA

COBETCKOTO M MOCTCOBETCKOrOo  MNepuoaoB
bOoNbKNOPHbIE TeHAeHUMW;, pa3HoobpasHbie
9KCMEPMMEHTBI, 3aTpOHyBLME obnactb

MWHMATIOPbI; Chepy AETCKOM My3blKM KaK OAHY
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n3 CaMbIX MHOTFOYMCAEHHbIX B
KONMYECTBEHHOM  OTHOLWEHWM  obnacten
OTeYecTBEHHOM (GOPTENUAHHOM MUHUATIOPBI.
MmeHHO  3TM  B10KM  Kak  Haubonee
penpeseHTaTUBHbIE CErMeHTbI *KaHpa
obpasytorT, no Halemy MHEHMUIO,

MarncTpasbHble NyTK ero passutma B XX—XXI
Bekax. CBoeobpasme 3TOro NyTv BO MHOIOM
0OYCNOBNEHO  C/NOXKHbIMK  NepuneTuaAMm
POCCUICKOM UCTOPUKN, ee CTPEMUTE/IbHbIM U
NPOTMBOPEYMBLIM  TEYEHMEM, NPUAAOLLMM
cnegyndumyeckme  0COBEHHOCTM  KarKaomy
OTPEe3Ky BpEMEHM.

Tak, B nepuon CepebpaHoro Beka
oTMeYaeTcA MHoroobpasne pasHOBMAHOCTEMN
¥aHpa, CBA3aHHOE C AMHAMUKOM
NCTOPUYECKMX MPOLLECCOB M OCODBEHHOCTAMM
OYXOBHbIX YyCTpPemneHu 3anoxu. [lommmo
eCTeCTBEHHON ANA MUHMATIOPbI CNOCOBHOCTM
K MFHOBEHHOM GUKCaUuMM LIMPOKOro CheKTpa
NIMPUYECKUX  MEpexmnBaHun,  oaHa n3
BaYKHEMLLMX 0CODEeHHOCTeN, HaMETUBLLMXCA B
OaHHbIX  Mepuod  BPEMEHM, cCBA3aHa C
aKkTyanmsaumen ee  3KCNEPUMEHTANbHbIX
CBOWCTB (4ueTBEPTUTOHOBbIE nbechl
M. BbiwHerpagckoro, «®Popmbl B BO3ayXe»
A. Nlypbe, «LLlecTb NCUXONOTMYECKUX KAaPTUH»
H. ObyxoBa, «TaHubl» B.Pebukosa, «Tpu
COUYNHEHNAN H. Pocnasuga, «ICKM3bI»
A. CTaH4YMHCKOTrO). OnHamurKa  pasBuTUA
dopTenmaHHon muHMaTiopbl  CepebpAHoro
BEKa noAvYepKMBaeT, B 0OULEN CNOXKHOCTH,
OAHY M3 AOMMHAHTHbIX YepT, CBOMCTBEHHbIX
PYCCKOW  KynabType B  UeAOM, — ee
aHTMHOMWYHOCTb, cTpemneHne K
MHoroobpasumto  cTunen,  Kasanocb  Obl,
COBEpPLIEHHO WCK/OYatoWmMx Apyr Apyra. B
XY/4,0XeCTBEHHOM NpaKTMKe BPEMEHM
obHapyKMBatoTCA 3KCMPEeCCUOHUCTCKME,
MMMNPECCUOHUCTCKME, HEOKAACCMYeckme U
HeopomaHTM4yeckme  obpaslbl, 3aMeTHO
pacwupaAllLMe  TpaguUMOHHble  CpeacTBa
MMaHUCTUYECKOTO  M3n0KeHnsa. OTaenbHyto
SMHUIO  MUHMaTIopbl  CepebpaHoro  Beka
COCTaBASAOT MHOTOYNCIEHHbIE Nbechl
KOMMO3WTOPOB-ANNETAHTOB,
npegHasHayeHHble  ANA
MYy3MLIMPOBAHMA.

NHOBUTENBCKOTO



CoBeTckad  2anoxa,  Kakabln  wu3
nepmnoaoB KOTOpon obnagaeT 3HaYMUTENbHbIM
cBoeobpasnem, BHOCUT CBOM KOPPEKTMBLI B
U3Hb MWHKNATIOPBI. Tak, nepsoe
NoCAepeBOMOLMOHHOE aecatunetme
CTUMYAMpPYeT AanbHellee pa3BuTMe ee
3KCMepUMeHTa/IbHOro noTeHumana.
MpeacTtanas  cobolt  camobbITHbIM - naacT
pPaHHeCOBEeTCKOro GopTenmaHHOro MCKycCTBa,
MUHMaTiopa  1920-x  rr.  AEMOHCTpUpyeT
opurMHanbHble 0bpasubl CMenbiX MOWMCKOB B
aHPOBOW,  0OPaA3HO-XYAOKECTBEHHOM U
KOHCTPYKTMBHOM cdepax KOMMO3UTOPCKOro
TBOpYecTBa  («Penbcbl» B,  [lewesosa,
«TeTpagb MMHMaTIOP» B. 3agepaulkKoro,
«[Mpoucwectsmna» Jl. TlonosBMHKKMHA, «/[lBe
Nbechbl» r. lNonosa, «IKCUEeHTpHaga»
N. Wunnnurepa). Cpean ABNEHUI,
HabAtofaloWmMxcA B MaHOpame nepuoaa,
M3MEHEHME  KAHPOBbIX U  TEMATUYECKMX
npeanoYTeHUn MUHMATIOPbLI, 0OyCcN0BAEHHOE
COLMOKYIbTYPHbIMM NPUYMHAMMY;
dbopmupoBaHne ee GONLKAOPHOM MoAeNn,
aKTya/lbHOW  Ana  BCex  MOCAeAyHOLLMX
nepuoaoB coBeTckon wuctopum ( Moama A.
XayatypsaHa, TaHueBasnbHaA ctouta A. KpeliHa,
«TypKMeHCcKMe  Houm» A, Moconosa);
PacnNpoCTpaHeHWe B Mbecax OTeYeCTBEHHbIX
aBTOPOB [)KA30BOro BAMAHUA («[KoH pen»
M. bnaHTepa, «American» K. Kopumapesa,
«I'pycTHOE HacTpoeHume» A. LibacmaHa).

1930-e rr. — HOBbIM 3Tan B Pa3BUTUMU
COBETCKOrO WCKYCCTBA, OTMEYEHHbIM PALOM
HeraTMBHbIX MPOLECCOB — OT pPenpeccui,
KOTOPbIM noABeprAnch npeacTaBUTeNnu
pycckoro aBaHrapga (H. Pocnaseu, A.
Moconos, B. 3agepaukuin n ap.), 40 3anpeTa
Ha cBobOAy TBOPYECTBA, MOBAEKLLIErO 33 CODOM
M3BECTHYID  YHUOMKAUMIO  XYO0MKECTBEHHO-
CTUNEBbIX TeHAeHUMN. [daHHble M3MeHeHuA
HarnA4Ho NPOABNAOTCA B chepe
bopTenMaHHOM MUHMATIOPbI, OTPaKaACb He
TONbKO B OOLLEM CHUWKEeHUW WHTepeca K
0bnacTm  KaMepHoOM  My3blkM, HO M B
CYWECTBEHHOM MOAUPUKALMM €e KaHPOBOro
«nopTpeTa». IJTOT aKT BbIABAAET KaTasor
coumHeHun  1930-x T,  PUKCHpPYIOLLNI
npeobnagaHne ob6paboTok  HONbKAOPHbIX
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Mefioani, 3aMeTHO MOTECHUBLUMX B AaHHbIN
nepunos BPeMEHU UHbIe ee BUAbI.

CxoXune TeHAeHUMW HabnwogatoTcA B
COBETCKOM ucKycctBe M B 1940-e roabl.
MpoaonkaeTca pa3suTe PObKIOPHOM BETBM
KaHpa, npeacTaBAeHHOM nbecamm
KOMMO3MTOPOB  HAUMOHANbHbIX  pecnybamnk
(«beccapabka» L. Harn, «KapaBaH» B.
MyxaToBa, «TagXXnKcKkme TaHUbI» A.
HybaHoBa). BmecTe c TemM, B BOEHHbI NEPUOA,
NoABNAETCA pPAL, COYMHEHWM, HACbILLAMOLLMX
aMOUMOHanbHyt0  cbepy  dopTenmnaHHoM
MWHMATIOPBI TpareAninHoOM BOEHHOWN
0bpasHoCTblO  («/IeHUHrpaacKMiA  BNOKHOTY
O. EBnaxoBa; «®PpoHT» B. 3agepaukoro). B
naHopame BPEMEHM MNPUCYTCTBYIOT TaKXKe
obpaslbl, Mano coraacytolmeca ¢ obWUMNK
TeHAeHUMAMKM  nepuoda  («VHTepmeuLO»
tO. Kouyposa, BblAeprKaHHOe B
HEOPOMaHTMYEeCKOM CTMNe). 9Ta 0cOBEHHOCTb
MWHMATIOPbI, OTKPbLIBAIOLLAA CKPbITble rPaHK
COBETCKOM bopTennaHHom MY3bIKW,
npeacrasnsetca  ocobeHHO  LUeHHOW B
KOHTEKCTe NpeAcTaBAEHUA O HeNMHENHbIX
nyTAX Pa3BUTUA COBETCKOrO MCKYCCTBa.

Mepnog 1950-1960-x rr. oT/An4aeTcA
3HAYUTENbHOWN HEOAHOPOAHOCTbIO
XY/[0KeCTBEHHbIX Npoueccos. Ecan B Havane
1950-x . npoAOIKaeTCA KypCc  Ha
[EMOKPATM3aLMIO  My3blKaZlbHOTO A3blKa B
pamMKax [OOKTPUHbI COUMANNCTMYECKOrO
peannsma, TO B Nepmoa OTTenenn CTaHOBATCA
3aMEeTHbI TEHAEHLMM, CBA3AHHbIE C OCBOEHMEM
TEXHWK XX BEKa — paclUMPEHHON TOHANbHOCTMK,
cepunHocTM,  cBOBOAHOM  aTOHANbHOCTY,
HEeOMOZanlbHOCTU, COHOPUCTUKM, aNeaToOPUKK,
nyaHTMAmama  («My3biKanbHble — UTPYLUKUY
C. lTybanagynnHon, «CaBBYyLWIKWHA  daenTa»
H. CngenbHuKoBa, « ManeHbKUn TpUNTUX» M.
CMmnpHoBa). Lnpokoe  pacnpocTpaHeHue
nosy4aeT B  3TOT  Nepuos,  BPEMEHMU
HeodONbKNOPHOE TeyeHue, coeauHAoLLEee
MHTEpPeC K HapoAHOMY TBOp4YecTBy C
npMemamm  HOBEMLWIKUX  KOMMO3ULIMOHHbIX
TexHuk («llectb KapTuH» A. babapgykaHaAHa,
npentoamm M. Kaxnaesa, «Tponka»
P. WeapwvHa, «Haurpbiwm» M. ARyweHKO).

B 1960-e rr. 3ameTHO oboraliaeTcs
CofleprKaTenbHbIM noteHuman aHpa,



npupacTatoLLero COYMHEHMAMM
ApamaTnyeckomn 7 TparegMnHOM
HanpaBAEHHOCTH, a  TaKxe nbecamm
CaTMPUYECKOTO, MPOHMYECKOTO 7z
rpoteckoBoro xapaktepa (A. KHaldens).
PaclwmpeHne COoLEpPKaTE/IbHOM cohepsl

MWHWATIOPbI MPOUCXOAUT, B TOM YMCAe, MOA
BAMAHMEM CMMBOJIMYECKOM MPOrpPamMHOCTM
Kak cneundmyeckon obpasHocTK
MY3bIKa/IbHOTO MCKYCCTBA BTOPOM MONOBUHbI
XX Beka (Monosckad). B 3T0oT nepwuop,
CYLECTBEHHO yCcunmBaeTca
SKCMEepPUMEHTA/IbHbIM NMOTEHUMAN »KaHpa, YTO
NPOABAAETCA B MOWCKE aHANOTUIM C TOYHbIMM
HayKaMK 1 cOo34aHMEeM Nbec KOHCTPYKTUBHOIO
xapakTepa («Putmbl» B. 3aropuesa, «Pa3pbiBbl
nnockocten» B. loazaukoro, «fomeomopdum»
. TpaboBckoro). MHoroobpasHoe pa3Butue
nonyyYaeT  wmaeAa  Urpbl KAk BaXKHaA
COCTaBNAKOWAA YaCTb reHeTMYecKoro Koaa
MUHMaTIOPbI («Cranormambl» . baHLMKoOBA).

1970-1980-e rr. XxapaKTepusyroTCA
PAZOM HOBbIX TeHAeHUMn. MmeHHO B 3TOT
nepvos  3aMeTHO  YCWMAMBAETCA  YyBCTBO
NCTOPUYECKOWN, COLMANbHOM U  KyNbTYypPHOM
NaMATM KaK CUMBOIMYECKOWN Nepeaayn onbiTa
NPOWAbIX MOKONEHWI, YTO OTPaXKaeTca B
NosBAEHNN COYNHEHMI yrnybneHHo-
dumnocodckoro M MeamTaTMBHOIO XapakTepa.
OOHUM M3 BAMATENbHbIX TEYEHUI BPEMEHMU
CTAaHOBWUTCA  HEOPOMaHTM3M, B  KOTOPOM
amanor anox obpeTaeT HOBOe M3MepeHue
(«Pardon, Fryderyk!» /1. Cymepbl, «3neruns
namsatv  Cubenmyca» C.  C/IOHMMCKOTO;
«MoceaweHue . Ckapnattm» T. CMUPHOBOM).
B 3T e roabl NpPOAO/KAEeT  aKTUBHO
pa3BMBaTbCA HEODOIbKIOPHOE HanpaBaeHue,
XapaKTepuaytoleecs BHMMaHMEM K
apXamyeckMm naacTtaM HapOAHOM  My3blKK
(nbecsl B. FaBpunnHa,  «JlepeBeHcKas
nnakansWwmua» P. LeapuHa).

Mponcxogawmn - B PaHHMI
METaMOAEPHNCTCKUI NoOBOPOT,
06YyCN0BNEHHbIN KPU3MCOM aBaHrapAMCTCKMX
naemn, cnocobcTByeT CO34aHUIO Mbec B Ayxe
«HOBOM npocToTbl» (B. Ap3ymaHoB, «KuTu-
My3bika» B. CwunbBecTpoBa, «HoBorogHan
My3bika I. Meneuuca, «4na AnnHbl» A. MapTa).
XapaKkTepHble ANA AaHHOro Nepuoaa MOWMCKM

1970-e
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«HOBOW MHTOHALMOHHOCTMU» nyTem
obpalleHns K chepe AKa30BOM CTUANCTUKM U
KMHOMY3bIKM BNIEeKYyT 3a COBOM MOMbITKM
obbegMHEeHNA aKaZeMMYecKoro n MaccoBOro
nckycctsa, GOPMUPYsS TEM CaMbIM «TPEeTbe
HanpaB/ieHMe» B COBETCKOM My3blKa/lbHOM
KynbType (axa3osble nbeckl H. KanyctuHa, «24
HacTpoeHua» M. Tapusepamnesa).
3akaounTenbHbiM  nepuon  (1990-
2020-e rr.), oxBaTbiBaeT bOosee uem
TPUALATUNETHUIA OTpe3okK BPEMEHM,
COMPOBOXAAOLWMICA pPaAMKanbHbIMM
coumanbHbIMK TpaHchoOpMaUMAMM. Ero
BoZopasgenom craHosAtca 2010-e  roAapl,
OTMEYEHHbIe Ha4as oM 4yeTBepTOM
NPOMbILLIAEHHOMN PEBO/IOLMN.
ConyTcTeytouime en rnobanbHble NepemeHsl
(nosiBneHme «BoNbLWINX AAHHbLIX», TOTaNbHOIO
BbICOKOCKOPOCTHOTO NHTEPHETA],
poboTM3aLMM M T.A4.) 3aTParnBatoT He TObKO
COUMOKYNbTYPHYIO chepy KM3HM, HO W
CO3HaHMe WHAMBWAA, CTa/IKMBAKOLWErocs C
HapacTaloWMmM MHPOPMALIMOHHBIM MOTOKOM M
OZIHOBPEMEHHbIM CHUKEHMEM CNOCOBHOCTK K
ero  BocnpuAtTMo.  [lnA coBpemeHHOW
KYAbTYpbl, pa3BuMBatollenca B  YCNOBMAX
MeTaMmodepHa (XpyLLeBa), XxapakTepeH Lenbli
CNEeKTP TeHAEHUMI, NONYYAOWMA OTPaXKeHNE
B *KaHpe dopTennaHHom MnHmaTopsl. OaHa n3
HWX CBA3aHa CO CxKaTMem Gopmbl, Kak byaTo
cTpemaLlenca K ceoemy npeaeny (MUMHUAIANN
. Kopumapa, «lucbma 3 WhatsApp’a» C.
JNlowakosa). C Apyroi CTOPOHbI, HaMeYaeTcs
NPOTMBOMNO/IOXKHAA TEHAEHUMA, CONPAKEHHAsA
C pa3pacTaHMeM KOHCTPYKLUMWU MUHUATIOPbI
(cepun MMNPOBM3ALMM n anerni
M. ApKkagbesa). B coBpemeHHOM naHopame
KaHpa OOHapy)KMBAeTCA TaKkKe M3MeHeHue
BEKTOPOB  XY/0KECTBEHHOTO MOUCKa: OT
paanKanbHbIX aBaHrapAMCTCKMX
SKCMEPUMEHTOB OH CMelLL@eTcA B CTOPOHY
«KOHCOHAHTHOM» 7z «HE3HaYNTEeNbHOMY»
My3bIKM («KapTWHKa ¢ BbicTaBku» A. BycTuHa,
«Tuxne  u He3HauYMTesibHble  BaslbCbI»
C. Cnbunesa, «AHTrO» C. 3arHums),
MWHUMann3ama («M3bpaHHble nucbma Cepres
PaxmaHunHoBa» A. batarosa, «Pycckue Tynmnmkmn»
H. XpylieBoi), MOCTHEOKNACCUMKM, a TaK¥Ke
PAAA HOBbIX TEHAEHUMN, elle He NONYy4YMBLLMX



CBOEro Ha3BaHMA. MIHble M3MEHEHMA CBA3AHbI C
aKTMBHbIM BAMAHMEM UMPPOBbIX TEXHONOTUN,
0  Yem CBUAOETENLCTBYET noaBaeHne
MYNbTUMEONNHBIX OMnycoB («Mpuc AHcenbma»
C. 3aTbkoBa, «Ave, baratenb» O. MabepanHa,
aTioabl «Mrpa B Hapab» U «Cybuin 1 byana»
T. Waxnam).

Kak »KaHp TpeTbero HanpasaeHuA
MWHWaTIOPa NPUB/IEKAET BHUMaHME HE TONbKO
nNpodeccMoHanbHbIX KOMMO3UTOPOB, HO U
nobutenen MY3bIKM, COUMHAOLLINX
dopTennaHHble TMbecbl CamoM  PasINYHOMN
cTMnesBo  opueHtTauun.  OQHOBPEMEHHO
CTAaHOBUTCA OYEBUAHBLIM PaCTyWMI MHTepec
npodeccMoHanbHbIX aBTOPOB K CO34aHUIO
HECNOXHbIX OMyCOB, NpPeAHa3HaAYeHHbIX ANA
AOMalWHero  my3snumposaHua  («MpocTan
My3bika» [. Kanyenu, «YanMyHble menoamu B
CMOKMHIax» A. MNeTpoBa, «dambl
bMNapMoHMYECKoro obuecTa»
O. NanbepamHa). ITO APKO  BblparKeHHas
TEHAEHUMA CTaHOBWUTCA OAHOW M3  apoK,
COeaMHAWMX Halwe BpemA C NepuoaoM
CepebpsaHoro BekKa.

MpoJoMKAOWMIACA B  COBPEMEHHbIX
YCNOBMAX «AMANOTN C KAACCMKOM» OTAMYaeTCA
0coboi MHOrorpaHHOCTbO: MPENOMAAACH B
Pa3/INYHbIX XY/LOXKECTBEHHO-CTUNEBbIX
NMHTEepNpeTaumAx, TPaANUMOHHbIE
PA3HOBUAHOCTU MUMHMATIOPbI NosydatoT B XXI
BEKE HOBYIO M3Hb. Hemanyi posb B 3TOM

npouecce NpoaosKaeT urpatb
CMMBO/IMYECKas NPOrPaMMHOCTb,
oboraljatollas  codepskaTesibHbll  CNeKTp
sKaHpa MHOroobpasHbIMKU  CEMAHTUYECKMMM
NOATEKCTaMMU.

3aKkntoyeHme. Hawe uvccnegosaHue
NO3BOAUIO BbIABUTb cneaytouime
beHomeHonornYecKkmne XapaKTePUCTUKM

bopTenmaHHOM MUHMATIOPbLI, CPeAM KOTOPbIX:

* CNOCOBHOCTb K  KOHUEHTpaLuMM
My3blKa/IbHOrO  CMbIC1a,  0DyC/NOBNEHHaA
CYKaTOCTbO GOPMbI;

. YHUBEpPCabHbIM cTaTyc,
06beANHAIOLLNM pPa3/InyHble cohepsl
TBOPYECKON MPAKTUKM — KOMMO3UTOPCKON,
KOHLLEPTHO-UCMONIHNUTENbCKOM, dopTENMaHHO-
neaarornyeckon, NtobuUTenbcKom;
Ky/IbTypOaormyeckas WHTepnpeTauma
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[AOMWHAHTHOrO  NpWHUMNA  «bonblioe B
MasioOM» OTKPbIBAET HOBblE MEPCNEeKTUBbI ero
NOHUMAHWSA;

e  cnocobHocTb K
AOMUHUPYIOLLIMX B
COUMOKYNbTYPHbIX n NOE0N0rMYECKNX
YyCTAaHOBOK (B 3TOM CMbIC/Ie  MUHMaTIOPA
CTQHOBUTCA NOAYAC «AOKYMEHTOM 3MOXMN»);

. SKCNepMMeHTaNbHaA posib B
TBOPYECKOM Mpolecce KOMMO3MTopa  Kak
cBoeobpasHon «abopaTopum», B KOTOPOW
BblpabaTbiBaeTCA MOYEpPK KOMMO3UTOpa, ero
CTWNIb; HaMAeHHble B MPOCTPAHCTBE MasoW
bopmbil XYZO0XEeCTBEHHblE HOPMbI
BMOCNEACTBMM  UCMONb3YHOTCA B Donee
MacWTabHbIX COYMHEHMAX;

. CNOCOBHOCTb K OTPaXKeHUIo
My3blKa/IbHOTO MHOros3bl4MA 3MOXM;
NMNNOCTPUPYA MHoroobpasue
XY[,0KECTBEHHbIX MUPOB, MUHMATIOPA BBOAUT
NUCNOAHUTENEN WU cAayllaTene B MMP HOBOM
MYy3bIKM.

CoBepweHHO ocoboe  MoNoXeHue
3aHMMAeT KaHp MMUHMaTIopbl B XXI Beke.
MoparkaeT ero BCTPOEHHOCTb B COBPEMEHHbIN
KOHTEKCT, B YC/I0BUA MHPOPMALIMOHHOM 3MOXM.

OTPaNKEHMIO
oblecTtse

Co3BYYHOCTb CeroaHAWHMM peanunam
No3BO/IAET Ha3BaTb MWHMATIOPY «KAHPOM
COBPEMEHHOCTU», paccMaTpuBaa ee  Kak

«3anucTemosiornyeckyto metadopy» (Y. ko),
CKBO3b MPWM3MYy KOTOPOM «Ky/AbTypa TOM WAu
MHOWM 3MOXMN BOCMPUHMMAET peanbHoCTby (IKo
89-90). CyuwectBys B  WUCKycCTBE  Ha
npoTaxkeHnn 6onee 200-x neT, oHa ocTaeTcs
My3blKa/bHOM  GOPMON, NpeoaoneBatoLLein
nobble  MCTOpUYecKMe,  coumanbHble U
TEXHONOTMYECKME U3MEHEHUS, COXPaHSAOLLEN
B cebe cnocobHOCTb K nepepave rnaBHOro
NpuHUMNA — «B60NblIOe B MaNOM», BblpaKas
MY3blKa/IbHYHO MbICNb adopmCTUYHO,
KOHKPETHO, HeABYCMbICIEHHO, a WHOrAa,
HaobopOoT, — 04eHb TOHKO M ONOCPeAOBaHHO.
Bo3HMKatOWMN NpU 3TOM ABOMHOMN UAM AaxKe
TPOMHOM MMME3NC B LLEMOYKE «KOMMO3UTOP-
MCNONHUTENb-CAYLIATe by MO3BOMSET 3TOMY
aHpy  CyWecTBOBaTb BHE BPEMEHM.
MNpeacTaBNaeTca CyWEeCcTBEHHbIM NOHMMaHMeE
MWHMATIOPbI HE MPOCTO Kak MasNeHbKOM Nbechl
— HeusmeHHoro atpubyTa negarornyeckomn



MW KOHLEPTHOM NPaKTUKKM, a KaK ABMEHUS,
CMOCODOHOro BKAOUYUTL B CeOA O4YeHb eMKUM
06pas, B Masiom popmaTe coobLLas O TOM, YTO
MOTOM  HaxoAuT NpPOAB/NEeHMEe B  APYrux
My3blKa/ibHbIX GOpMax; Kak ¢peHomeHa, He
TONbKO BOMpatolwero B ceba akTyanbHble
TEHAEHUMM BPEMEHM, HO CMoCcOoBHOro K ux

onepexKeHuto.
MNoauepkHem, 4To  dopTenuaHHasn
MWUHMaTIOPa obnagaet NOUCTUHE

bGEHOMEHONOMMYECKMMIN KayecTBaMK B CUJY
NPMBA3AHHOCTM K  MopoaMBLIEMY  ee
YHMBEPCANbHOMY WHCTPYMEHTY, CNocobHOMY
nepefaBaTb CaMble pasHble TeMbpbl M 06pasbl
— OT KOJIOKO/IbHOTO 3BOHA [0 TYPKMEHCKOro
ayTapa uam ntoboro Apyroro HauMoHaAbHOrO

My3bIKasIbHOrO  MHCTpymeHTa.  PeHomeH
dopTenunaHo, «MOMHOEHHbIN» Ha
beHomeHonormyeckme KayecTBa

WHTOHMPYEMOrO HOTHOrO TEeKCTa W Manyto
dopmy, ¥ co3paeT Ty  HacCbllLEHHY
CMbIC/IOBYKO aypy, KoTopas crnocobcTeyeT
NOAAEPKAHNIO MHTEepeca K My3blKaJlbHOMY
MCKYCCTBY, COEAMHAA MPOLLIOE C HACTOALWMM,
3abbITOe C HOBbIM. M Ha 3TOM NyTM — NyTH
HapallMBaHMA CMbICIOB — Yy MafnoOro aHpa,
OCTalOWerocs akTyasibHbIM A8 BCE HOBbIX
MOKONEHUIA KOMMNO3UTOPOB, MCMNOAHUTENEN U

cnywaTtenen, obHapyuBatoTca  Honblume
nepcneKkTMBbI.
MpnmeyaHua

106 3TMx ABNEHMAX NPUMEHUTENbHO K
ObITOBOM MY3blKe Pa3MbILLISET, B YAaCTHOCTY,
A. A. Cennukmin, obpallaa BHUMaHWE Ha ee
HM30BOE MOJIOKEHNE B MEPAPXMU KYNbTypbl
(Cenuugui).

2MapafoKC CTaTyca CKa3blBAETCA TaKKe
B TOM, YTO elle B HeJaBHEM MPOLLJIOM 1 CamMu

KOMMNO3UNTOPbI Aanexko HeE BCeraa
d)l/IKCl/IpOBa/'Il/l Aaty noAssieHnA cBOMX
MWHWMaTHOP.

3 Cm. Hanpumep, Takue paboTbl, Kak
bpAaHueBa B. dopTenmaHHble nbecol
PaxmaHunHoBa. MockBa: My3bika, 1966. 206 c.;
PontepwteinH M. 24 Mpentoamnn Kapa Kapaesa
//  Kapa  Kapaes. Cratbu. [lnucbma
BbiCKa3biBaHMA. MockBa: CoBeTCKuin
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komnosutop, 1978. C. 247-266; JlykbAHOBUNY
0. OcobeHHOCTN TBOPYECKOTO MbllneHua A. K.
Naposa: Ha  npumepe  dopTeENMAHHOM
MUHWATIOPbI: AMC. KaHA. wuck.: 17.00.02.
CankT-lMeTepbypr, 2005. 288 c.; tOposa T.
dopTenmnaHHble NPOn3BEAEHNA COBPEMEHHbIX

OTEYECTBEHHbIX KOMMNO3MUTOPOB B
neaarorM4yeckom penepTtyape. MockBa:
My3bika, 2010. 144 c.; Kosnosckaa E,,

Mepkynos, A. He4yaaHHaa pagocTte. O umkne
dopTenmaHHbIx nbec «My3blKanbHble
nrpywkm» Codun NybanaynmHon. My3bIKaHT.
2012. Ne 11-12. C. 9-17.; [Odpobbiwesa-
PasymoBckaa /1., bopoauH bB. O pycckol
TpaauuMmn KaHpa «PopTennaHHbii anbbom
ONs AeTen n toHowecTBa». Xy[AOXKecTBeHHOe
obpasoBaHMe 1 Hayka. 2017. Ne 3. C. 29-37
pAaad ap.

431y Mbicab K. B. 3eHKMH BbiCKa3an B
becene C  aBTOpOM  AMCCEPTALMOHHOIO
nccneposaHua (Ffoeap), npoxoamsiuen B8 MIK
11.05.2023 r.

> Beab, Kak nucan euwe b. Acadbes,
«KaKablh TEPMMH B MCKYCCTBE, €C/M  OH
MBOWM, HENPeEMEeHHO fBAAeT cobOol HeyTo
NoABUKHOE n M3MEHUYMBOE, cKopee
COCYLLECTBOBAHME B3aMMOMPOTMBOMOIOKHbIX
TEHAEHUMIM, YemM TOYHO  OrpaHW4YeHHble
pa3mepbl “BeYHbIX UCTUH”» (Acadbes 196).

® 11 B 3TOM cMmbIce 0BHapyMBaloTCA
MHTEpPECHbIe aHanorMm mexay doptenmaHHoMm
MWHMATIOPOM M necHel. Tak, nccnenosBaTesb

necHu tO. Opy*KKMH Ha3blBaeT ee
«KBMHTICCEHUMEN My3blkanbHoro». Cm. 06
3TOM: LpYy*KKNH tO. [MecHA KaK

COUMOKYNbTYPHbIN deHomeH. ObcepBaTopma
KyabTypbi». 2010. Ne 3. C. 63-67.

7O noABAEHUN MY3bIKaNbHOW UAEM KaK
Hekoem GeHomMeHe TBOPYECKOro 0O3apeHus
AnwyT MHoOrMe KOMMO31TOpbI. Tak,
aKUeHTUpPYA NHTYWUTUBHbIM MOMEHT
TBOpYecTBa, A. LLIHWTKe roBoOpUT O TOM, YTO
rNaBHOE B €ATE/IbHOCTM KOMMNO3UTOPA — «3TO
HE COCTaBNEHWE TEXHUYECKUX WHCTPYKLMA U
nUX peanusaums, a Kak bbl BCAyLWIMBaAHWE B TO,
yTO yrKe ecTb». CMm. 06 aTom: (beceap! 120).

8 MMpumep o04YeHb MOKa3aTesbHbIM,
NOCKO/IbKY 06paboTKM HapoAHbIX MenoaAui,
Cco3faHHble B AWAAKTUYECKMX  LUenax,



npeacTaBnAoT cobor oAHY M3 BaXKHbIX cdhep
dopTennmaHHoOM MMHUATIOPbI BO BCE Mepuoabl
OTe4YeCTBEHHOM UCTOPUMN.

9 MHTepecHo, 4TO penpeseHTaums
HAaUMOHANbHOM  My3bIKa/IbHOW  Ky/bTypbl
nocpeacTtBom GOpTENMAHO He BCeraa HaxoamT
OTKAWMK Yy CAywaTenen, KOTOPbIX MOXKHO
Ha3BaTb  HOCUTENAMW  3TOM  KyNbTypbl.
BeposTHO, 0A4HO W3 0OBACHEHWA TaAKOro
nmapajokca CBfA3aHO C  06e3/1MYeHHbIM
TeMBPOM MHCTPYMEHTA, C €ro YHMBEPCabHbIM
«rON0OCOMY, JIMLLIEHHbIM 4yBCTBEHHbIX
XapaKTepPUCTUK, NpUCYLWMX APYyrvm
MHCTPYMEHTAM  C  APKO  BblParKEHHOM
TembpaibHOM OKPACKOW 3BYKa.

0 Mpu  sToM  rpaHb  Mexay
NPOrpammHOMN N HENPOrPAMMHON MUHMATIOPbI

MOXeT OblTb [0CTaTOYHO MOABMMKHA, YTO
obbAcHAETCA NPUPOAOM  aHpa M ero
coaepKaTeNbHbIMK 0cobeHHOCTAMM.

YCNOBHOCTb 3TOr0 pa3aeneHnAa 3aK104aeTCA B
TOM, 4YTO MOYTK BCE T. H. KHENPOrpaMmmHbleE»

COYMHEHMA,  HECMOTPA  Ha  OTCyTCTBME
NPOrpaMMHOrO 3aro/ioBKa, MMelT, TeM He
MeHee, *KaHpoBoe onpeaeneHue,
obnapatoulee chbopmmpoBaHHOM
NCTOPUYECKON 06pa3HO-3MOLIMOHA/bHOM
nporpammorn.

Cnncok NcTo4YHUKoB

Daruhadi, Gagah. “Phenomenological
Method as a Theoretical Basis of Qualitative
Methods.” International Journal of Social
Health, vol. 3, no. 9, 2024, pp. 599-613. DOI:
10.58860/ijsh.v3i9.238.

Lochhead, Judy. “Phenomenological
Approaches to the Analysis of Music: Report
from Binghamton.” Music Theory Society of
New York State, 1986, pp. 9-13.

Schidlof, Leo. The Miniature in Europe
in the 16th, 17th, 18th and 19th Centuries. Vol.
1, Akademische Druck- u. Verlagsanstalt, 1964.

Acadbes, bopuc. My3bikanbHasa dopma
KaK npouecc. Mockea, My3bika, 1971, 376 c.

Becenbl c Anbdpesom LLUHKUTKe / cocT. u
npegucn. A. ViBawKunHa. MocKkea, Knaccuka-
XXI, 2005. 320 c.

23

Bonbliaa poccminckan sHUMKAONEAMA.
URL: https://old.bigenc.ru/ (nata obpatieHus:
01.10.2025).

nebos, Mropb. LeHHOCTb My3blkn. De

Musica. MNeTporpaa, MNeTporpaackas
rocyZapcTBeHHan akagemmyeckas
dunnapmonma, 1923.

[oBap, HaTanbA. dopTennaHHasn

MWHMATIOPa OTEYECTBEHHbIX KOMMO3UTOPOB XX
— nepBowt yeTBepTn XXI BEKOB KaK MCTOPMKO-
KYNbTYPHbIA M XyO0XKECTBEHHbIN (GeHOMEH:
auc. ... 4-pa ucKyccTeBoBeaeHMA. KpacHoaap,
2024, 634 c.

LpY>KKUH, Opwui. MNecHa KaK
COUMOKYNbTYPHbIN deHomeH. Obcepsamopus
Kkyniemypel, Ne 3, 2010, c. 63-67.

3eHKMH, KoHCTaHTUH. PopTenmaHHasd
MWHMATIOPa 7z nyTm MY3bIKaNbHOTO
pomaHTn3ma. Mockea, MIK, 1997.

MannHKOBCKaA, ABrycra. Knacc
OCHOBHOIFO  MY3bIKaJIbHOTO  MHCTPYMEHTA.
MckyccTBO OpTENMAHHOTO MHTOHWPOBAHMSA.
Mocksa, Bnagoc, 2005.

My3blKanbHbIA  3HUMKAONEANYECKMIA
cnosapb / rn. pea. . B. Kengbiw. MockBa,
CoseTtckasd sHumMKknoneana, 1990. 672 c.

HasalKkMHCKUI, EsreHuit. [o3TuKa
MY3blKa/1bHOM MUHMATIOPBbI. URL:
http://harmony.musigidunya.az/rus/archivere

ader.asp?s=1&txtid=193#top (naTa
obpaueHna: 15.01.2024).

Monosckasa, Onbra. CumBOAMYECKaA
NPOrpamMMHOCTb B COBETCKOM My3blke 70—80-x
roAoB.: aBToped. auc. KaHA,
ncryccreosegeHna: 17.00.02.  JleHuHrpag,
1990, 17 c.

Cenunuknin, AnekcaHap. [lapadoKcbl
ObITOBOM MY3bIKK. URL:

https://opentextnn.ru/music/interpretacija-
teksta-muzyki/selickij-a-paradoksybytovoj-
muzyki/ (naTta obpauteHma: 15.09.2025).

CunbBecTpoB, BaneHTuH. [loxaatbcA
My3blKK. Jlekunmn-beceabl. o maTepuanam
BCTpeY, opraHmsoBaHHbIX C. [TMAOTUKOBbLIM.
Kues, AYX | NITEPA, 2010.

Cokonosa, Anna, »n Hatanba [oBap.
«DPeHOMEHONOTMYECKUIA MeTo[, B
My3blKanbHOM Hayke». Eurasian Science and



https://old.bigenc.ru/
http://harmony.musigidunya.az/rus/archivereader.asp?s=1&txtid=193#top
http://harmony.musigidunya.az/rus/archivereader.asp?s=1&txtid=193#top
https://opentextnn.ru/music/interpretacija-teksta-muzyki/selickij-a-paradoksybytovoj-muzyki/
https://opentextnn.ru/music/interpretacija-teksta-muzyki/selickij-a-paradoksybytovoj-muzyki/
https://opentextnn.ru/music/interpretacija-teksta-muzyki/selickij-a-paradoksybytovoj-muzyki/

Arts, 7. 1, Bbin. 16, okTAGpbL 2025 1., cc. 18-33,
doi:10.65199/2617-6823-2025-1-2.

TobiHAHOB, Opuii. lnTepaTypHbIn daKT.
Moatuka. WcTtopua  auTepatypbl.  KuHo.
MockBsa, Hayka, 1977, c. 255-269.

Yemos, ABeHunp. AHa0rMA B NpakTuKe

Hay4YHoOro wuccnegosaHuA. MockBa, Hayka,
1970, 264 c.
®eitHbepr, Camywmn. TMaHM3M  KaK

ncryccteo. Mocksa, Knaccuka-XXl, 2001.
Xpywesa, Hactacbda. MeTtamoaepH B

My3blKe M BOKpyr Hee. MockBa, [pynna
Komnanuin «PUMNO Knaccuk», 2020, 303 c.
LlabwaesBny, EneHa. PopTenmnaHHas

My3blKa B KOHLEPTHOM KM3HM MockBbl XIX
ctonetnsa. Mocksa, MK, 2014, 648 c.

3Ko, YmbepTo. OTKpbITOE
npounssegeHne. dopma 1M HeonpeLeneHHOCTb
B COBPEMEHHOM Mo3TuKe / mnep. ¢ utan. A.
Llypbenesa. CaHKT-lMNeTepbypr, Symposium,
2006.

ABopcKkni, bonecnas. CtpoeHune
My3blKa/ibHOW peun. MockBa, Tunorpadusa T.
Apanosa, 1908.

References

Asaf'yev, Boris. Muzykal'naya forma
kak protsess [Musical Form as Process].
Moscow, Muzyka, 1971. (in Russian).

Besedy s Al'fredom Shnitke
[Conversations  with  Alfred  Schnittke].
Compiled and introduced by A. Ivashkin.

Moscow, Klassika-XXI, 2005. (in Russian).

Bol'shaya rossiiskaya entsiklopediya
[Great Russian Encyclopedia].
https://old.bigenc.ru/. Accessed 1 Oct. 2025.
(in Russian).

Daruhadi, Gagah. "Phenomenological
Method as a Theoretical Basis of Qualitative
Methods." International Journal of Social
Health, vol. 3, no. 9, 2024, pp. 599-613.
https://doi.org/10.58860/ijsh.v3i9.238.

Druzhkin, Yury. "Pesnya kak
sotsiokul'turnyi  fenomen" ["Song as a
Sociocultural Phenomenon"]. Observatoria

kul'tury, no. 3, 2010, pp. 63—67. (in Russian).
Eco, Umberto. Otkrytoe proizvedenie.
Forma i neopredelennost' v sovremennoi

24

poetike [The Open Work: Form and
Indeterminacy in Contemporary Poetics].
Translated by A. Shurbelev. Saint Petersburg,
Symposium, 2006. (in Russian).

Feinberg, Samuil. Pianizm kak iskusstvo
[Pianism as an Art]. Moscow, Klassika-XXI,
2001. (in Russian).

Glebov, lIgor'. Tsennost' muzyki. De
Musica [The Value of Music. De Musical.

Petrograd, Petrograd State  Academic
Philharmonic, 1923. (in Russian).
Govar, Natal'ya. Fortepiannaya

miniatyura otechestvennykh kompozitorov XX
— pervoi chetverti XXI vekov kak istoriko-
kul'turnyi i khudozhestvennyi fenomen [The
Piano Miniature by Russian Composers of the
Twentieth and First Quarter of the Twenty-First
Centuries as a Historical, Cultural, and Artistic
Phenomenon]. Diss. Krasnodar, 2024. (in
Russian).

Khrushcheva, Nastas'ya. Metamodern v
muzyke i vokrug nee [Metamodern in Music
and Around It]. Moscow, RIPOL Klassik, 2020.
(in Russian).

Lochhead, Judy. "Phenomenological
Approaches to the Analysis of Music: Report
from Binghamton." Music Theory Society of
New York State, 1986, pp. 9-13.

Malinkovskaya, Avgusta. Klass
0snNovnogo muzykal'nogo instrumenta.
Iskusstvo fortepiannogo intonirovaniya [The
Major Instrument Class: The Art of Piano
Intonation]. Moscow, Vlados, 2005. (in
Russian).

Muzykal'nyi entsiklopedicheskii slovar'
[Encyclopedic Dictionary of Music]. Edited by
G. V. Keldysh. Moscow, Sovetskaya
entsiklopediya, 1990. (in Russian).

Nazaikinskii, Evgeny. Poetika
muzykal'noi miniatyury [Poetics of the Musical
Miniature].
http://harmony.musigidunya.az/rus/archivere
ader.asp?s=1&txtid=193#top. Accessed 15
Jan. 2024. (in Russian).

Popovskaya, Ol'ga. Simvolicheskaya
programmnost' v sovetskoi muzyke 70-80-kh
godov [Symbolic Programmaticity in Soviet
Music of the 1970s—1980s]. Abstract of PhD
diss. Leningrad, 1990. (in Russian).



https://old.bigenc.ru/
http://harmony.musigidunya.az/rus/archivereader.asp?s=1&txtid=193#top
http://harmony.musigidunya.az/rus/archivereader.asp?s=1&txtid=193#top

Schidlof, Leo. The Miniature in Europe
in the 16th, 17th, 18th and 19th Centuries. Vol.
1, Akademische Druck- u. Verlagsanstalt, 1964.

Selitskii, Aleksandr. Paradoksy bytovoi
muzyki [Paradoxes of Everyday Music].
https://opentextnn.ru/music/interpretacija-
teksta-muzyki/selickij-a-paradoksybytovoj-
muzyki/. Accessed 15 Sept. 2025. (in Russian).

Shabshaevich, Yelena. Fortepiannaya
muzyka v kontsertnoi zhizni Moskvy XIX
stoletiya [Piano Music in Moscow's Concert Life
of the Nineteenth Century]. Moscow, MGK,
2014. (in Russian).

Sil'vestrov,  Valentin.  Dozhdat'sya
muzyki. Lektsii-besedy. Po materialam vstrech,
organizovannykh S. Pilyutikovym [Waiting for
Music: Lectures and Conversations. Based on
Meetings Organized by S. Pilyutikov]. Kyiv,
DUKh | LITERA, 2010. (in Russian).

Sokolova, Alla, and Natal'ya Govar.
"Fenomenologicheskii metod v muzykal'noi
nauke" ["The Phenomenological Method in
Musicology"]. Eurasian Science and Arts, vol. 1,
no. 16, 2025, pp. 18-33.
https://doi.org/10.65199/2617-6823-2025-1-
2. (in Russian).

Tynyanov, Yury. "Literaturnyi fakt"
["The Literary Fact"]. Poetika. Istoriya
literatury. Kino [Poetics. Literary History.

Cinema). Moscow, Nauka, 1977, pp. 255—-269.
(in Russian).
Uyemov, Avenir. Analogiya v praktike

nauchnogo issledovaniya [Analogy in the
Practice of Scientific Research]. Moscow,
Nauka, 1970. (in Russian).

Yavorskii, Boleslav. Stroenie

muzykal'noi rechi [The Structure of Musical

Speech]. Moscow, Tipografiya G. Aralova,
1908. (in Russian).
Zenkin, Konstantin. Fortepiannaya

miniatyura i puti muzykal'nogo romantizma
[The Piano Miniature and the Paths of Musical
Romanticism]. Moscow, MGK, 1997. (in
Russian).

25

Asmop mypansl Manimemmep

Cokonosa Anna HukonaesHa — eHepmMaHy £bisbiMbiHbIH,
0okmopel, Adbizeli MeMaekemmiK yHugepcumemiHin
eHep UHCMumMymelHblH npogeccopel; /luxayes
ameoiHOGFbl MaOeHU #aHe Mabufu Mypa FolabiMu-
3epmmey uHcmumymsiHslH OHMYCMIK ¢uAUAIbIHbIH
HemeKWi FblbIMU Kbi3memKepi
(Peceli, Malikon — KpacHodap)
professor-sokolova@mail.ru
ORCID: 0000-0002-7992-3902

losap Hamanea AnexkceeeHa — 6HEPMAHY Fbl/bIMbIHbIH
dokmopel, MHecuH amelHOarsl Peceli My3bika
akademMuACbIHbIH npogeccopsi (Peceli, Mackey)
nataliagovar@mail.ru
ORCID: 0000-0009-7459-0465

CeedeHus 06 asmopax

Cokonosa Anna HukonaesHa — 0okmop
uckyccmeogedeHus, npogeccop MHcmumyma
uckyccme Adeleelickoeo 2ocy0apcmeeHHo20
yHUgepcumema, 8edyuwuli Hay4yHoil compyoHUK
tOxcHbIl punuan HayyHo-uCcnedo8amesnbCKo20
UHCMUMyma KysemypHo20 U npupodHo20 Hacneous
um. [1.C./luxa4esa (Poccus, Matikon — KpacHodap)
professor-sokolova@mail.ru
ORCID: 0000-0002-7992-3902

Fosap Hamanvs AnekceeaHa — 0oKmop
uckyccmsosedeHus, npogeccop Pocculickol akademuu
My3bIKU UM. [HecuHbix (Poccus, Mockesa)
nataliagovar@mail.ru
ORCID: 0000-0009-7459-0465

Authors information

Sokolova Alla Nikolayevna — Dr. Sci. (Art History),
Professor at the Institute of Arts of the Adyghe State
University, Leading Researcher at the Southern Branch
of the Research Institute of Cultural and Natural
Heritage named after. D.S.Likhacheva
(Russia, Maykop — Krasnodar)
professor-sokolova@mail.ru
ORCID: 0000-0002-7992-3902

Govar Natalia Alekseevna — Dr. Sci. (Art History),
Professor of the Gnessin Russian Academy of Music
(Russia, Moscow)
nataliagovar@mail.ru
ORCID: 0000-0009-7459-0465



https://opentextnn.ru/music/interpretacija-teksta-muzyki/selickij-a-paradoksybytovoj-muzyki/
https://opentextnn.ru/music/interpretacija-teksta-muzyki/selickij-a-paradoksybytovoj-muzyki/
https://opentextnn.ru/music/interpretacija-teksta-muzyki/selickij-a-paradoksybytovoj-muzyki/
mailto:professor-sokolova@mail.ru
mailto:nataliagovar@mail.ru
mailto:professor-sokolova@mail.ru
mailto:nataliagovar@mail.ru
mailto:professor-sokolova@mail.ru
mailto:nataliagovar@mail.ru

FTAXP 18.41.91 YmimkaH Jykymarosal
020K 78.01 T Kynaw Baticedimosa ambiHOaFbl Ka3ak
DOI: 10.65199/2617-6823-2026-20-2 YIMmMobIK eHep yHugepcumemi
(AcmaHa, KazakcmaH)

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

AHpaTna

Makanaga Hypfuca TineHameB My3blKaCbiH NanbiMAayablH KaHa AMCKYPCbI YCbIHbINAAbI.
3epTTeyae yYATTbIK OONMBICTbIH, CaKpanM3auMAcbiHa HerisgenreH Ke3KapacTblH OPHbIHA OHbIH
WbIHAMbl  AHAWbINABIFbIH  FbIABIMM - TypPFblAaH KalTa KapacTblpy 6OacbiMabl OpbIH  anagpl.
KomnosutopapbiH Aapa KoNTaHbacbl OHbIH 9PTYP/i My3blKanblK ASCTYpAEpre AereH LWblFapmallblblK,
KO3KapacCblHblH, HITUXeCi peTiHae KapacTbipbliadbl. byn aactypnep XX  facbipaasbl  Kasak
MOEHMETIHIH 63eKTi CbIH-KaTepaepi *KafaalblHAA OHbIH, WblFapPMaLlbINbIK AAPbIHbIH HOPAEHAIpreH
bacTtay Ke3aepi bonabl. 3epTTeyaiH MiHAETTEPI KOMMO3MUTOP LblFapMaLlbl/blfbIHbIH, HETi3T DafbiTbIH
alKblHAAY, OPKEeCTPAIK LWblFapManapbl MeH 4oMbblpa KYMAEPIHIH, *aHPAbIK-CTUAbAIK epeKLKAIKTepi
MeH GOpPManbIK KypblpabiMbliH aHbIKTAY.

Hypfuca TneHanesTiH oMmipbadHbIHAAFbl Heri3ri Ke3eHAep OHbIH  YATTbIK MaAeHMueT
KYHAbINbIKTapblHA AereH Tyberenni Kpi3blFyLbIAbIFbIH Kanan KanbiNTacKaHbiH KepceTeai. Kynnepai
nombblpaMeH opblHAayAaH 6acTan, XanblK acnantap OPKEeCTPIMEH XYMbIC icTeyre AeMiHTi
WblFaPMaLLbI/IbIK O/blHAA ON KOMMNO3WUTOP pPeTiHAe ©3iHAIK KeHIcTiriH Tabaabl. byn KeHicTik
TUNONOTMANDBIK TYPFblAaH Ka3aK Xa/blK aCnanTapblHbIH 3aMaHaym KOAZ4aHbINybIMEH XaHe 0napabliH,
KaHa KBPKEMIK MYMKIHAIKTEPIHIH UrepinyimeH cabakTac. Hypfuca TheHAMEBTIH OCbl ©3iHAIK 6afbIThl
KeWiHri OyblH KOMNO3UTONAPbIHbIH eHOEKTEPIHAE KanFacbliH TanTbl.

Hypfuca TineHames 63iHIH MKAHPAbIK-CTUAbAIK CTPaTEernACbIHAA YATTbIK MIAEHMETTIH,
TYTaCTbIfbl WUAEACBIH OPHbIKTbIPAbI. «MaxambeT» Mo3amacbiHbIH, MHTOHAUMANLIK Tangaybl Hypfuca
TineHAMEBTIH My3blKanblK, LWblFapmanapabl CUMPOHMANBIK ayKbiMaa epbuTiH Aapa KepkemMaik naen
peTiHae KabbingaraHblH HankaTaabl. ON A3CTYPAi, TaHbIMAN KaHe aKkaAeMUANbIK eHepaiH e3apa
bIKNa/4acyblHbIH, 60naWaKkTasbl AaMy YPAICIH UHTYUTUBTI Typae 6oskan 6ingi. OHbIH OpKecTpiKk
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 TaHbITAbl.

KypblnbiMabIK Tanaay afici opmasbliK KaabinTacyaafbl MHTErPaTUBTIK YPAICTEPAI aHbIKTaAbl.
Komnosntop Aombbipallbl peTiHae 3 TaxipubeciHe cyreHai. «OAKUcca» KyMi acnanTblK KaHe
OPKECTP/iK HYCKanapblHbIH, Ken QGyHKUMOHANAbl KypblAbiIMbl CUHTETMKANbIK KaHe TrMOpUATIK
KacnmeTTepiH kKepceTedi. KOHUEPTTIK MNPUHUMA  HErisiHAe  KOMMNO3UTOP  YATTbIK — KoHe
a/Nblafam3aTTblK TEKTI My3blKaiblK GopManapablH, NPUHLUMNATEPIH BipikTipeai. by Ten TybIHAbIHbI
acnanTblK KyW yAriciMeH Ale, OPKecTp/iK KOHUEepT TypimeH aAe TeHecTipyre 6onmanabl. Hypfuca
TineHAMeBTIH, CONI0 MeH TYTTM apacblHAAfbl *KapbIC CalbICbl MAEACHI HITUMKENI BONbIN, Ka3aK XasblK
acrnanTapblHblH, KOPKEMIIK-TEXHUKAAbIK MYMKIHAIKTEPIH MeHrepydiH Kasipri ToxipnbeciHae KaHa
NOCTYPAIH, KanbinTacybliHa Heri3 6bonapl.

KinT cespep: Kasak xa/blK acnantap OpKecTpi, cMumpoHM3M, ZombpaFa apHanfaH Kym, cono,
TYTTW, 9H CTPYKTYPAChI, KOHTPACT-KYPaACTbIPY bl KYPbI/bIM

JaneKkces yiwiH: Jxxymakosa, YmiTKaH. “ My3blkaTaHy AUCKypCbiHAaFbl HypFuca TheHAMEBTIH,
WbIFapMaLlblNbIFbl: CaKpanmMsaumazaH FbinbiMu TanbiMmea”. Eurasian Science and Arts, 7.V, No
20, 2026, 26-39 6. DOI: 10.65199/2617-6823-2026-20-2. (AfbinwwbIHWA)
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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.

Cite:
Dzhumakova, Umitzhan. “The works of Nurgisa Tlendiev in musicological discourse:
from sacralization to scientific understanding”. Eurasian Science and Arts, vol. V,
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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

Onsa UMTUPOBAHMUA:
OxymakoBa, YmumkaH. “TBopyectBo Hyprucel TneHamesa B
My3blKOBEYECKOM  AMCKYpCe: OT  CaKpaaMsauum K HaydyHomy
ocmblicnenuto”. Eurasian Science and Arts, 1.V, Ne 20, 2026, c. 26-39. DOI:
10.65199/2617-6823-2026-20-2. (Ha aHrAnincKkom)
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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,
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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 zhoqtau (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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ACTAHA KAJTACbIHbIH KYbIPWAK TEATPbIHbIH PEMEPTYAPbIHOAFbI 9 TEMAIK KTACCUKAHBI
BEMIMAEY: BATAIAP AYAUTOPUACHIHA APHAIFAH NHTEPNPETAUMA TOXKIPUBECI

AHgaTna. Makanaga AcTaHa KaslacbiHblH, KyblpliaK TeaTpblHbIH penepTyapbiHAafbl 31eMAiK
Knaccuka TyblHAbIAAPbIH Benimaey npuHuMnTepi «Mayrany, «dionmoBodka», «Kalta opanfaH cy
nepicil», «ApbICTaH MaTwWa» CheKTakAbAepi MbICaNblHAA KapacTbipbliadbl. 3epTTey KAacCUMKaiblK,
CIOXKETTEPAI PEXMCCEPNiK TypFblaa MHTEPNpeTaumanay epekwenikTepiH KaHe onapAblH, 6ananap
ayAMTOPUACBIHbIH, 3CTETUKANbIK MEH SMOUMANLIK AaMyblHA bIKMAAblH aHblKTayfa OafbliTTanfaH.
HYMBbICTbIH, FbIIbIMM KaHaNbIFbl Ka3aKkCTaH KyblplwaK TeaTpbl TaxipnbeciHaeri anemaik KnaccukaHbl
benimaeyaid YATTbIK M3AEHW KOHTEKCTEri epekLlenikTepiH capanTtayga KepiHeai. 3epTTeyaid,
9AiCTEMENIK HETI3iH TapUXM-MIAEHM KHE CanblCTblpManbl-TandamasblK Tacinaep, coHAan-ak
TeaTpAblK yaepicTi Bakblnay MeH a4ebu TYMHYCKanapAblH, caxHajblK MHTepnpeTauuacbiH Tanaay
Kypanapl. HaTuKeciHae KnaccuKanblK, — LWblFapmanapdbl  WblFapMallbiablK — Typfblda  KanTta
nambiMaayablH 3aHAbINbIKTapbl MeH 6ananap KOPEPMEHIHIH, *Kac epeKLLenikTepiH eckepyaeri agic-
Tocinaep aHbikTanabl. CaxHorpadma MeH pexkuccypadasbl WelimaepaiH SMOUMANLIK MHTENNEKTTI,
3MNATMAHbI KaHe OananapablH KOPKemM TanfaMblH AambiTyFa OafblTTanfaHOblFbl KepCeTineai.
ONeMiKk KMacCuKaHbl KyblpllaK TeaTpbiHAa Denimaey aCTeTUKaNbIK KaHa emec, Topbuenik maHbi3fa
ne ekeHi ganenaeHeqi. 3epTTey HaTUXKeNepi TeaTp NefarormkacbiHaa KaHe Hananap TeaTpAapPbIHbIH,
penepTyap/blK cascaTbliH KaabliNTacTblpyAa NanganaHyfa 6onagpbl.

TyMiH ce3aep: KyblpLuak TeaTpsl,
benimaey,
S/IEMJIK KNaCCUKa,
Hbananap ayaAnTopuAcCs,
CaxXHablK MHTEpNpeTaLms,
3CTETUKANbIK Topbue,
pexxnceypa,
KasakcTaH.

Ansbic: ABTOpap 3epTTey HapbIiCbiHAA MaTepuan peTiHae NaindanaHbinFaH AcTaHa KanaibiK,
KyblpwakK TeaTpblHbIH LWblFapMallbiNblK YXbiMblHa anfbic  Ginaipeni. CoHAan-aK MaKanaHbl
KapacTbipblin, OafranalTbiH peueH3eHTTepre p13allblibikTapbliH bingipeai.

[aneKkces yuwiH:
EwmypaToBa, AHap, aHe HapTtalh EckeHAMpOB. «ACTaHa KasacblHbIH,
KyblplaK TeaTpblHbIH penepTyapbiHAafbl 91eMAiK KnaccuKkaHbl berimaey:
Hananap ayaMTopuAcbiHa apHanfaH MHTepnpeTaums Taxipnbeci». Eurasian
Science and Arts, 7.V, Ne 20, 2026, 40-55 6. DOI: 10.65199/2617-6823-2026-
20-3. (Opbliciwa)
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ADAPTATION OF WORLD CLASSICS IN THE REPERTOIRE OF THE PUPPET THEATRE OF ASTANA:
EXPERIENCE OF INTERPRETATION FOR THE CHILDREN’S AUDIENCE

Abstract. The article examines the principles of adapting world classical works in the
repertoire of the Astana Puppet Theatre, based on the performances “Mowgli”, “Thumbelina”, “Once
Again About the Little Mermaid!”, and “The Lion King.” The study aims to identify the features of
directorial interpretation of classical plots and their impact on the aesthetic and emotional
development of the children’s audience. The novelty of the research lies in the analysis of
Kazakhstan’s experience in adapting world classics within the puppet theatre, where artistic solutions
and pedagogical objectives form a unique model of aesthetic education. The methodological basis of
the study includes historical-cultural and comparative-analytical approaches, as well as observation
of the theatrical process and the transformation of literary sources into stage form. The results reveal
regularities in the creative reinterpretation of classical works, taking into account national and
cultural contexts and the age characteristics of young viewers. Particular attention is paid to
scenographic and directorial techniques aimed at developing children’s emotional intelligence,
empathy, and artistic taste. The adaptation of world classics in puppet theatre performs not only an
aesthetic but also an educational function, fostering moral values and broadening cultural horizons.
The practical significance of the research lies in its applicability to theatre pedagogy and the
development of repertoire policies for children’s theatres in Kazakhstan.

Keywords: puppet theatre,
adaptation,
world classics,
children’s audience,
stage interpretation,
aesthetic education,
directing,
Kazakhstan.

Acknowledgements: The authors express their gratitude to the creative team of the Astana
Puppet Theatre for the inspiring performances that served as material for this research. The authors
also thank the reviewers for their attention to the article and for the valuable comments that will
help to improve its quality.

Cite:
Yeshmuratova, Anar, and Nartai Eskendirov. “Adaptation of world classics in the
repertoire of the puppet theatre of astana: experience of interpretation for the
children’s audience”. Eurasian Science and Arts, vol. V, no. 20, 2026, pp. 40-55. DOI:
10.65199/2617-6823-2026-20-3. (in Russian)
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AOANTALIMA MUPOBOM KNACCUKW B PENEPTYAPE TEATPA KYKO/1 TOPOA ACTAHbI:
ONbIT MHTEPNPETALUMK ANA OETCKOW AYANTOPUN

AHHOTauuA. B cTaTbe paccmaTpvBatoTCA MPUMHLMAbLI afanTaumMmM NpOM3BEAEHWN MWPOBOWA
KNaccuKM B penepTyape TeaTpa KyKOA ropofa AcTaHbl Ha npumepe cnektaknen «Mayrnmy,
«JonmoBouka», «Ewe pas o Pycanoukel», «Koponb JleB». MccnepoBaHue HanpasaeHO Ha
BblABNEHNE OCODEHHOCTEN PEXKUCCEPCKOM MHTEPNpPeTauMmM KNACCUYECKUX CHOXKETOB U KX
BO34€MCTBMA Ha 3CTETUYECKOE M IMOLMOHAbHOE Pa3BUTME AETCKOM ayanTopumn. HayyHaa HOBM3Ha
PaboTbl 3aKNtO4AETCA B aHaA/IM3€ Ka3axCTaHCKOro onbiTa aganTaumm MUPOBOM KNACCUMKKM B TeaTpe
KYKON, TAe XyAOXeCTBeHHble peleHua 1 negarornyeckme uenm GopmupyroT YHUKaNbHYO MOAeNb
3CTeTUYeCcKoro BOCMUTaHWA. MeToaoN0rM4Yeckaas OCHOBA WCCNef0BaHUA BKIKOYAET WUCTOPMKO-
KY/NIbTYPHbIA U CPaBHUTENbHO-aHANUTUYECKUIA MOAXOAbl, @ TakKe HabnofAeHWe 3a TeaTpasibHbIM
NPOLECCOM W MHTepnpeTaumen NuMTepaTypHbIX NEPBOMCTOYHMKOB B CLEHWYeckon dopme. B
pesy/nbTaTe  BbIABJAEHbl  3aKOHOMEPHOCTM  TBOPYECKOrO  MEepPeoCMbICNIEHUA  KAACCUYECKMX
NPOu3BEAEHMNIN C yHETOM HaLMOHANbHO-KYbTYPHOrO KOHTEKCTA M BO3PACTHbIX OCOBEHHOCTENM IOHOTO
3putend. Ocoboe BHUMaHWe YyAeNeHO CUEHOrpadUUECKMM U PEXUCCEPCKMM  MNpUemMam,
HanpaB/feHHbIM HA Pa3BUTUE IMOLMOHANBHOIO WHTENNIEKTA, SMMNATUM N XYAOXKECTBEHHOrO BKyCa
neten. loKasaHo, YTO aganTauMA MWPOBOM KAACCMKM B TeaTpe KyKO/N BbIMONHAET He TO/bKO
9CTETUMYECKYI0, HO W BOCMUTATENbHY GYHKUMIO, cnocobcTByeT GOPMMPOBAHMIO HPABCTBEHHbIX
LEeHHOCTEN M PaCWMPEHUIO KYNbTYPHOTO Kpyrosopa. [lpakTuyeckas 3HaYMMOCTb MCCNeoBaHMA
3aK/104AETCA B BO3MOXHOCTWU MCNO/b30BaHMA ero BbIBOAOB B NeAarornke TeaTpasbHOro MCKYCCTBA U
npu paspaboTke penepTyapHOM NOANTUKMN AETCKMX TeaTpoB KasaxcTaHa.

KnioueBble cnosa: TeaTp KyKoJ,
agantaums,
MMWPOBAA KNaCCUKa,
AeTCKas ayamtTopua,
CLLEHMYeCKan MHTepnpeTaLms,
3CTETUYECKOE BOCMUTAHME,
peXnceypa,
KasaxcTaH.

BnarogapHocTu: ABTOpbl  Bblpa)KalOT  MPM3HATE/NbHOCTE  TBOPYECKOMY  KOMNEKTUBY
ACTaHMHCKOTO TeaTpa KyKO/l 3a BAOXHOBAANOLWME CMNEKTaKAW, MOCAYXKMBLUME MaTepuanom a4
nccnenoBaHma. Takxke BbipaxaeTcs 61arofapHOCTb PeLleH3eHTaM 33 BHMUMaHMWeE K CTaTbe U LUEeHHble
3aMeYyaHua, KoTopble ByayT cNocobCTBOBATh MNOBbIWEHUIO €€ Ka4yecTBa.

Ana umtTnpoBaHuma:
EwmypaToBa, AHap, u HapTtain EckeHampoB. «AgantaumMs MUPOBOW
Knaccukm B penepTyape TeaTpa Kykon ropoda AcTaHbl:  OnbIT
WMHTepNpeTaunn Ans AeTckon ayautopumn». Eurasian Science and Arts, 7.V,
Ne 20, 2026, c. 40-55. DOI: 10.65199/2617-6823-2026-20-3. (Ha pycckom)
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BeeneHue

B nepuopn rnyboKMx 0OLLECTBEHHbIX
nepemeH, KoTopble nepexunBaer
coBpeMeHHbIM KaszaxcTaH, ocoboe 3HayeHue
npuobpeTaeT BOMpOC bopmmposaHma
3MOUMOHaIbHO 3penon, MOpPasibHO
YCTOMYMBON M 3CTETUYECKM 0Opa3oBaHHOM
JIMYHOCTH cpeacTeamu MMPOBO
NMTEpPaTypHOM  Knaccuku.  TeaTpanbHoe
MCKYCCTBO, KaK »MBaA M 3MOUMOHANbHO-

HaCblWeHHadA dopma KyJbTypPHOM
KOMMYHMKaLUMW, CTAaHOBMTCA OAHUM U3
KtO4YeBbIX NHCTPYMEHTOB Pa3BUTUA
BHYTPEHHEro MMnpa pebeHKa, ero
cnocobHocTm K COMNepeXmnBaHmto,

NOHUMAHMIO KPacoTbl M FapMOHMK. TeaTp —
3TO He TOoNbKO GOopma XY[A0XKEeCTBEHHOro
BbICKa3blBaHMA, HO W MOLLHOE CPeaCcTBO
coumanmsaumm, BOCMUTAHWUA HPABCTBEHHbIX
LeHHoCTen, Pa3BUTUA  3MOLMOHANBLHOM
chepbl M GOPMMPOBAHME 3ICTETUYECKOrO
MWUPOBO33PEHUA Y AIeTEN, B TOM YMC/e.

ScTeTMyeckoe BOCMUTAHME AETCKOM
ayanTopum ABNAETCS BaXKHENLLMM
HanpaB/eHWEM COBPEMEHHOM neaarormkm u
MCKYCCTBOBEAEHMS,, MOCKO/NbKY WMMEHHO B
netcree 3aK/laAblBatOTCA OCHOBbI
MWUPOBO33PEHMA, OCHOBbI XY/10KECTBEHHOWN U
3CTETUYECKOM  KY/IbTYpPbl, 3MOLMOHANbHOM
4yBCTBUTENbHOCTM n HPaBCTBEHHbIX
OPWEHTUPOB IMYHOCTM. McKyccTBO, M, B
4aCcTHOCTH, TeaTpanbHoe MCKYCCTBO,
BbICTYNaeT  YHMKanbHOM  cpefon  ana
BCECTOPOHHEro pa3BuTMA pebeHKka — oOT
bGOpPMMPOBAHNA XY[0KECTBEHHOIO BKyca [0
bopmumpoBaHma 3MOLMOHANbHOTO
NHTENNEKTA, no3BoNAsA emy  raybxe
nepexmBaTb W OCMbICAMBATb KM3HEHHbIE
CUTYyauUmm 6narogaps No3HaHKUIo
XYy/[10XKeCcTBEHHOro obpasa.

TeaTp  KaK  CUHTETUYECKUA  BUA,
MCKYCCTBa, COYETAOLLMIA My3bIKY, INTEPATYPY,
cueHorpaduto, aKTepcKoe MacTepCTBO W

xopeorpadutio, nmeet HEOCMOPMMbI
noTeHuman ana BO34ENCTBUA Ha
SMOUMOHANbHOE,  WHTENNEKTyanbHOE W

HPaBCTBEHHOE Pa3BUTWE OHOM ayaUTOPUN.
ITOT  XYOOMKECTBEHHbIM  MHCTPYMEHT  He
TONbKO 3HAKOMWT JeTel C KpacoToh w

pasHoobpasmMem Ky/nbTypHOrO MMpPa, HO M
nomoraer um GOpPMMPOBATbL LLEHHOCTHbIE
OpUEHTUPBI yepes CUMBOJIMKY,
ApamaTUYecKme CUTyauum U MHTEPAKTUBHbIE
bopmbl npuBneyeHua. TeaTp no3sonset
OETAM  YCBOWUTb  BaXKHble  HPABCTBEHHbIE
YPOKW, pa3BWUTb BOODparKeHWe, A3bIK W
HaBbIKM 0OULEHMA, CTUMYIMPYET KPUTUYECKOE
MbILLNEHNE n SMOLMOHANbHYIO
YyBCTBMTE/NIBHOCTb, 4YTO  MOATBEPXA3eTcA
nccnefoBaHMAMKM  BeaylMx Nejaroros U
KY/IbTYPOJIOroB, Takux Kak fl. Bbirotckuin, A.
MaKapeHKo, B.CoOKMH, B./leBuH %
COBpPEMEHHbIE Ka3axckue yyeHble (P.KameTos,
K. KangeHosa, b. *aknbaesa).

Ocobblit NHTepec BbI3blBaET
nccnefoBaHMe  MPAKTUKM  3CTETMYECKOro
BOCMWTAHMA 4Yepe3 TeaTpasbHOE WMCKYCCTBO
CcpeacTBaMm aZanTalmm MUPOBOM KNACCUKM B
KOHKPETHOM  Ky/JbTYPHOM  MPOCTPaHCTBE
ACTaHWHCKOro TeaTpa Kykos. fopoad AcTaHa, C
ero 6HoraTol TeaTpasibHOM  TpaguuMeN,
yxogsauwen B cepedMHy XX  BeKa MU
pa3Hoobpaszmem TeaTpanbHbIX 7
0bpasoBaTeNibHbIX YUPEKAEHWUN, CUCTEMHO
paboTalolWMx C  AETCKOW  ayauTopuen,
ABNAETCA  YHMKaANbHOM  naowaakonm  Ana
aHanM3a  COBPEMEHHbIX  TeHAEeHUMA
BbI30BOB B A@aHHOW cdepe.

B cBoel penepTyapHOM MNOAUTUKE
TeaTp KyKkon T. AcTaHbl MocaefoBaTesibHO
pa3BMBaeT  HanpasaeHuMe  AEeTCKUMX U

cememHbIX CreKTaKknen, co3aasasn
NPOAYKLMIO, afanTUPOBAHHYIO K
BO3PACTHbIM, NCUXONIOTUYECKMM "

MWPOBO33PEHYECKMM OCODEHHOCTAM HOHOrO
3puTens. Taknme NOCTAaHOBKM, Kak «Mayramy,
«JronmoBo4dka», «Euie pa3 o Pycanoukely,
«Koponb JleB», OCHOBaHHble Ha COYETaHUM
WHTEPAKTMBHbBIX 3/1E€MEHTOB,  aKTya/llbHOro
CoAEePKAHUA N APKUX CLEEHMYECKMX PeLUeHUH,
obecneynBatowmx BbICOKYHO cTeneHb
npueneyeHuna pebeHka B  TeaTpasibHbIN
npouecc. Mx copepraTenbHOe HanosHeHue
cnocobetByeT GOPMUPOBAHMIO  MOPaAJIbHO-
3TUYECKMX OPWMEHTUPOB, Pa3BUTUM
9MOLMOHANbHOIO MHTENNEKTA, KPUTUYECKOTO
MbILWAEHUS M cnocobHOCTM K pedneKkcuu.
CnekTaknum TeaTpa Cco4yeTalT  Tpaauumm



Knaccuyeckom ApamaTyprum C
COBPEMEHHbIMWU  KYy/JIbTYPHbIMW  KoZdamu (B
YaCTHOCTW, TeMaMn UMGIPOBOM pPeasibHOCTY,
MmeamnanoTpebnieHus, cemenHbIxX
NAEHTUYHOCTEN), yTOo aenaet nx
PEeNEBAHTHbIMWN U ANAAKTUYECKM 3HAYNUMbBIMMU.
Takum 00pa3om, TeaTp BbINOAHAET QYHKLMIO
HEe TO/IbKO 3CTETMYECKOro BOCMUTAHMUA, HO U
KYAbTYpHON coumanmsaumm pebeHka Kak
cybbekTa COBPEMEHHOIO MHPOPMALIMOHHOIO
obuiecTsa.

3HaYNUMBbIM dbakTopom TaKxe
neaarornyeckumi n BOCMUTATE/bHbIN
noTeHUMan TeaTpanbHOW cpedbl B LIEJIOM:
oblleHne ¢ MMPOM CclLeHuYeckoro obpasa
cTUMynumpyeT pasBuTUE TBOPYECKOro
BOOOparKeHus, aPTUCTUYECKNX
cnocobHocTel, amnatMM M CNocoBHOCTM K
AMANory ¢ XyAoXeCcTBEeHHbIM NPOMU3BEAEHNEM
MWPOBOM KNAaCCUKMN.

Takmm  obpasom,  AeATenbHOCTb
ACTaHWHCKOro TeaTpa KyKon B chepe AeTCKoro
peneptyapa MOMeT pPacCMaTpPMBATbCA Kak
CUCTEMHBIA W UeNeHanpaB/ieHHbI BKNag B
dbopmmpoBaHMe  TeaTpasbHOM  Ky/abTypbl
NoApPacTaloLLEro NOKONEeHWA, HanpaBAeHHbIN
Ha BOCMUTaHME YyBCTBUTE/ILHOTO,
MbICNALLETO W 3CTETUYECKM BOOPYKEHHOIO
3puTens.

[eTcknin  TeaTpaibHbiM  peneptyap
TeaTpa KYKOA . ACTaHbl OT/IMYAETCS LMPOKUM
aHPOBbIM CNEeKTPOM n rnyboKmMm
TeMaTUYeCKUM HaMoJIHEHWEM, MO3BOASOWMM
OXBaTWTb Pa3Hble BO3PACTHble KaTeropum wu
YPOBHW 3CTETUYECKOTO BOCMPUATUA HOHOWN

ayamtopun. TeaTp npeanaraet  CBOMM
MaNeHbKUM 3pUTENAM He TONbKO
pa3BieKaTeNbHble  MOCTAaHOBKM, HO W
rnybokume BOCNUTATE IbHbIE ncTopun,

Hecylmne B cebe OUNOCOPCKMA MNOATEKCT,
HPaBCTBEHHblE OPMEHTUPbLI U  aKTyaslbHble
ColManbHble MecceasKu.

Marepwuasnbl U meTogbl

B paboTte umcnosb3ytoTCs
MeTOoAbl NCCNeA0BaHNA KaK:

- amnunpuyeckme (HabnwoaeHue,
CpaBHEHMe, obobuieHune), Tak n
TeopeTnyecKkme MeTobl Hay4yHOro aHanu3a,
cpeay KoTopbIX:

Takune

44

- NCTOPMKO-KYNbTYPHbIN
noaxon — MNPUMEHAAcA AAs  aHaausa
NOHATUMHOIO M KaTeropMaabHOro annapaTa, a
TaKKe ON8 UCCNefOBaHWA 31EMEHTOB W
3TanoB Pa3BUTMA COBPEMEHHOM pPeXMCCypbl
TeaTpa KyKo.

- AHanUTUYecknin  metog  —
MCNO/Nb30BaH B nccnegoBaHuUm ana
BbIABAEHMA CNeundUYecKnx YepT TBOPYECKON
0EeATeNbHOCTU pexkmccepa B CLEHWMYECKOM
NpoCTpaHCTBe.

OOHMM M3 MOUHbIX  CPeacTB
3CTETUYECKOro BOCMMUTAHMA U Pa3BUTUA AeTel
ABNAETCA TeaTpasibHOE WMCKYcCTBO. TeaTp
OpraHMYyeckm coyetaeT B cebe pasnyHble
BWAbl MCKYCCTB: INTepaTypy (Apamy, a Takke
3MN0C W NMPUKY), My3biKy (OT HapoAHOW A0
KNacCMYyeckor W  COBPEMEHHOM), TaHel,
NAaHTOMMMY,  KMBOMWUCb,  AEKOPaTUBHOE
MCKYCCTBO, KOCTIOM M, KOHEYHO, aKTepcKoe
MCKYCCTBO, KOTOPbIE 33eMCTBYIOT Pa3/INyHbIe
OpraHbl OLLYLIEHW, OKa3bIBAOT 3CTETUYECKOE
BANSAHUE Ha JIMYHOCTD, YCMNMBALOT
BMeyaT/ieHme OT YC/blIWaHHOro U YBUAEHHOTO
M BbI3bIBAOT OYPHbIE SIMOLIMK M YyBCTBA.

H. JoH4YyeHKOo 1 . 3aiiueBa OTMEeYatoT,
YTo CUEHNYeckoe MCKYCCTBO nmeet
KO/Jl0CCanbHble BO3MOMHOCTU BAMSAHMA Ha
NCUXMRY 3puTena: «TeaTp-LKoNa B npouecce
BO3AEMNCTBMA Ha 3PUTENbCKYID ayAUTOPMIO

oborawj@er ee HOBbIMW  3HAHMAMKU WU
3CTETUYECKMM  OnbiToM,  dopmMUupyeT U
passuBaeT MMPOBO33peHYecKMe n

HaUMOHANbHbIM naean; BOCMUTbIBAET
HPaBCTBEHHOE OTHOLLEeHNE K CcODCTBEHHOWM
JIMYHOCTU, K APYTUM IOAAM, K OKPYKatoLen

cpeng; roToBUT K dunnocodckomy
MNOCTUMMKEHWUIO  MWpa. TeaTp-3penvile B
npouecce  BO3AENCTBMA  Ha  3puTenen
oTTaumMBaeT 4yBCTBA 4enoBeka,

yCOBEPLIEHCTBYET BKYCOBble MpeanoYTeHUS;
pa3BMBaeT NOTpebHOCTM M CnocoBHOCTU K
TBOPYECKOMY  XapaKTepy  AeATeNbHOCTU.
TeaTp-npa3gHuWK  oboralaer  peasibHyto
*KM3Hb 4yBCTBOM 3CTETMYECKOro
HacnaxkaeHus. TeaTp-pasBieyeHune
cnocobcTsyeT COXpPaHeHUIo 7z
BOCCTAHOB/IEHMIO MCUXMYECKOrO PaBHOBECUS.
Bce yKasaHHble pyHKLMKM 06beaMHAET eAnHan



CyULHOCTHaA — QyHKUMA  coumanmsaumm
NnyHocTu» ([loHuyeHKo, 3aluesa).
B npouecce B3aMMOAENCTBMS C

TeaTpom pa3BMBatoOTCA npexae BCEro
3CTETNHECKME KavyecCTBa NYHOCTWN, B
YaCTHOCTH, XyAOXKeCTBEHHO-3CTETUHECKOE

BOCNPUATME OENCTBUTENBHOCTWU, TBOPYECKOE
MblILUNEHNE, 3CTETUYECKMI BKYC,
aCTeTMYecKaa KynbTypa M KOMMNETEHTHOCTb,
LEeHHOCTHOe  OTHOWEHWe K  MCKYCCTBY,
bopmupytoTcAa  acTeTMyeckne  ybexaeHus,
noTpebHOCTM, MHTEpPEeChl U LLEHHOCTU. ITO Ta
OCHOBa, KOTOPadA NO3BONAET YENOBEKY BUAETb
NPeKpPacHOe He TOJIbKO B TeaTpe nau B Ntobom

OPYyrom  BMAE  MCKycCTBa, HO M B
NOBCEAHEBHOM »KMW3HM (B OTHOWEHMAX, B
pabote, ObITy, npupoae, o0OLIECTBEHHbIX
ABNEHUAX).

NccneposanHne O. E.  KoxaHom
nocBAWEHO GOPMMPOBAHMIO NEPBLIX AETCKUX
TeaTpOB B COBETCKMI Nepuod, rae ocoboe
BHMMaHWe yaenaeTca naee Xy40KeCcTBEHHOro
M HPABCTBEHHOIO BOCMMUTaHMA pebeHKa Yepes
TeaTpanbHoe aevcrame. AsTOp
NOAYEPKMBAET, YTO YXKE Ha PaHHMX 3Tanax
CTAaHOB/IEHMA AETCKOro TeaTpa ero Muccua
paccMaTpuBanacb  Kak  mneaarormyeckas,
HanpasaeHHas Ha bopmmposaHme
3CTETUYECKOro BOCMPUATMA U KONNEKTUBHOIO
OnblTa Yepes Urpy u CUEHUYecKoe AencTene
(KoxaHas).

He meHee Ba*kHbIM B 06/1aCTK Hallero
nccnenoBaHma asnsetca Tpya B.CobKuMHa M
B.JleBMHa, NOCBALLEHHbI PACKPbLITUIO
0oCcobeHHOoCTel XyA0XKeCTBEHHOro pPa3BUTUA
LIKO/IbHMKOB B pPa3HbIX BO3PACTHbIX Nepmoaax
(CobKMH, JTeBuH).

ApanTauma NMTEepPaTypHbIX
npou3BeAeHNn ANA TeaTpa KyKOA, KoTopas
bynetr paccmoTpeHa B AaHHOM  CTaTbe,
ABnAeTCA NpoLeccom, TpebyroLwmm
3HAUYUTENbHbIX TBOPYECKMX peLleHui,
CBA3AHHbIX C COKpalleHMem maTepuana,
M3MEHEHMEM aKLUEHTOB M WMCMO/b30BaAHNEM
cneumdUyecKmx KnHemaTorpapuyeckmx
NpMemMoB. Pexknccepbl U3IMEHAOT CTPYKTYPY
opurnMHana, 4Tobbl OTBeYaTb TpeboBaHMAM
’KaHpa, HO COXPAHAKT 3MOUMOHANbHYIO W
TemMaTuMyeckyto  raybuHy,  npeaocTaBnAA

45

3pMTENAM  BO3MOMKHOCTb  MO4YYyBCTBOBATb
atmocdhepy M MOEeN, 3a/10KEHHbIE aBTOPaMM
KHWUT. KaXKaas M3 pacCMOTPEHHbIX aZanTauni
OEMOHCTPUPYET MHAMBUAYANbHBIA NOAXOA K
paboTe C TeKCTOM, Aenas ero AOCTYyMHbIM
HOBOM ayAMTOPUM Yepes cpeacTBa MCKYCCTBa
KyKO/.

HecmoTpA Ha HayyHbIM MHTEpec K
OaHHOMY BMAY TpaHchopmaumm, 40 CUMX Nop
He CylLecTByeT cMCTeMbl OObBEKTMBHbIX
KpuTepures, MO3BONAIOLLMX OXapaKTePMU30BaTb
B3aMMOCBA3b TekcTa TeaTpasbHOM
NOCTaHOBKM " NiMTepaTypHoro
NepBOMUCTOYHMKA. MIcNONb30BaHMe KYKOIbHbIX
bopm B nefarormyeckom npaKkTuKe
cnocobeTByeT  pa3BUTUIO  BOODpaKeHMs,
3MOLIMOHaNbHOM OT3bIBYMBOCTM n
KOMMYHMKaATUBHbIX HaBbIKOB pebeHKa,
npespallas o6pa3oBaTesbHbI NPOLLECC B
*Knsoe B3aMmoaencTene (Kroger &
Nupponen).

ObcyxaeHue 1 pesynbTaThl

AganTauma npou3BeaeHMn MUPOBOW
KNaCCUKKM N5 TeaTpa KYKOA —3TO NonyaapHas
NPaKTKKa, No3B0O/IAOLLASA nepeHecTy
OpUIMHaNbHble TEKCTOBble MPOWM3BEAEHUA B
CLEHMYECKOe NPOCTPAHCTBO M PacCLUMPUTL KX

ayautopuio.  «YcneuwHble — TeaTpasibHble
ajanTaumm NEeMOHCTPUPYIOT yMeHue
pexunccepos npespauiaTb TEKCT B
yB/ieKaTe/IbHble 7 Bblpa3uTe/bHble
BM3YyasibHblE U CLEHUYECKME NPOU3BEAEHNA»
(Ncae.a).

MepBblA 3Tan aganTauMmM COCTOUT B
noapobHoOM aHanmse OPUIMHANbHOTO
NMTepaTypHOro npoussedeHua. Pexunccep
LO/IKEH M3Y4YUTb CHOMKET, MOHATb XapaKkTep
MepcoHa)Ken,  Kao4yeBble  TemaTU4eckue
MOTMBbI, MOYYBCTBOBATb  CTUAMCTUYECKME
0COBEHHOCTM M KOHTEKCT. ITO MO3BOAMUT

NOHATb OCHOBHble WAEeM aBTOpa, KOTOpble
[OMIKHBI ObITb TaK UKW MHAYe COXPaHeHbl B
TOM UK MHOM popMe B aZanTalmu.
Cneaytowmin - war — pas3paboTka
COBCTBEHHOM  PEKMCCEPCKOM  KOHUEMNUMM
afantaumn. Ha atom 3Tane cneayet y4yecTb
cneumdUKy TOro, Ha KakoW cueHe 3TOT TeKCT
noMmkeH OblTb NpeacTaBneH, AAs8  Kakow
ayaAUTOPUW OLEHUTb BCE CBOW pPecypcbl B



uenom. To ecTb, nepes,
CLEHMYECKOro 3amblicna, HeobxoanMmo
NpoaHanM3MpoBaTh LENEBYD ayauMTOPUIO.
Cam pexuccep A0MKEH ONpeaennTb, Kakue
S9/1eEMEHTbl  OpWUrMHana  TekcTa  byayT
COXpaHEeHbl, a Kakue U3MEHEeHbl Wan
nobasnenbl. CnenosaTenbHO, Ha AaHHOM
aTane HeobxoaMMo OCYLLLEeCTBMTb
nepeocmbiCieHne CloXeTa. Mpn
HeobxoAMMOCTH MOKHO M3MEHUTb
BPEMEHHbIE WM MPOCTPAHCTBEHHbIE PAMKMK,
afanTMpoBaTb AMANOTM U NEPCOHANKEN.
CueHapHass  pabota  npoxoauT  4yepes
CTPYKTYPUPOBAHME CIOXKETA, pacnpeneneHune
CUEH, HanmucaHwWe AMaANnoros, onpeaeneHune
K/OYEBbIX M 3MOLIMOHA/IbHBIX MOMEHTOB. Bo
BPEMA €ro HanuMCaHWA BaKHO COXPaHWUTb
NOTURY 7 nocneaoBaTeNbHOCTb
OpPUTMHaNbHOTO TekcTa. Cneaylowmin war B
peannsaumm  Xy[4oKecTBEHHOro TeKkcTa —
MOCTaHOBKa. Ha 3Tom 3Tane npomMcxoamT
BOM/IOLLIEHME PEXKMCCEePCKOro 3ambicia B
CLUEHNYECKOM [EeNCTBUN: pesxuccep
B3aMMO/ENCTBYET C aKTepamMM, XYAOKHUKOM

BonoueHnem

no KOCTiOMam, cueHorpadom,
KOMMO3MTOPOM,  Xopeorpapom 1 BCeW
TBOPYECKOW rpynnon TeaTpa, co34aBan
eAMHOEe  XyOOKeCTBEHHOEe  MPOCTPAHCTBO
cnekTakna. Ha asTom 3Tane  pexwuccep
onpeaenseTr  CUEHWYECKoe MPOCTPAHCTBO
byayllero crnekTakna: BblOMpaeT NoKauuio,
npoaymbiBaeT KOMMNO3ULMIO CUEHBb,
pa3pabaTtbiBaeT cuUeHorpapuio, KOCTHOMbI,

KYK/bl, CBETOBOE M 3BYKOBOE pelleHune. Bce
3TM  3NEeMEHTbl  CAYKaT  BbIPaXKeHMto
aTMochepbl M HACTPOEHUSA OPUIMHANBHOMO
npousBeaeHusa, MNOMOratoT rnepeaatb €ro
XyA0MECTBEHHbIN 06pa3 M aganTMposaTb K
BOCMPUATUIO COBPEMEHHOMN ayaNUTOPUM.
3aKNYNUTENBHBIK 3Tan — 3TO Nepuos,
penetTmumn, CcOHOpKM U  XyAOXMKECTBEHHOro
opopMaEHMA CMNEeKTakna. 34ecb peskuccep
BMEeCTe C TBOPYECKOM TPYNMNOM YTOYHAET PUTM

CUEHMYecKoro  AencTeus, BbICTPaMBaeT
brHanbHbIE MW3aHCLEHbI, nobasnsaer
My3blKa/ibHble M 3BYKOBble  AKLEHTbI,

paboTaeT co CBETOM M ABMKeHueMm. Bce 3To
HanpaBNeHO Ha yCWAeHMEe 3MOLIMOHANbHOIO
BO3JEMCTBMA M cO34aHMe  LebHOro
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CUEHMYeCcKoro npousseaeHusa, obnaaatouero

XYZOXKECTBEHHOM  BbIPAa3MTENbHOCTbIO W
BHYTPEHHEN rapMOHMEN.
PaccmoTpum onbIT afanTaumm

MMWPOBOM KMACCUMKM Ha NPUMepe M3BECTHbIX
TeaTpanbHbIX MOCTAHOBOK TeaTpa KyKOAa T.
ACTaHbI.

BarkHO paccmoTpeTb obline YepTsbl
yCrnewHbix CUEHMYECKNX BEPCUM
KNacCcuyeckux nponsseaeHunin. Mpexae Bcero
— COXpPaHEeHMe KAYEBbIX TEM W MOTWUBOB
opurnHana. YaayHole NOCTaHOBKM, AaxKe npu
M3MEHEHUW AeTanen CloMKeTa WanM GopMmbl

nogaun, Bcerda  OepexHO  COXpaHAT
rNaBHylo0 MAeto aBTopa, nepenasas ee yepes
COBCTBEHHYIO XY 4,0XKECTBEHHYIO
MHTepnpeTaumio.

CoBpemeHHble TexHOMOorMM CeroaHA
OTKPbIBAKOT HOBblE BO3MOXKHOCTM A/1A TeaTpa:
BW3yasibHble npoekumn, CBETOBble
KOMMO3ULUMK, MyNbTUMEANNHbBIE PEEHUA K
HeobblYyHble  cUeHorpaduyeckme  npuemsl
NO3BONAOT MPUAATb NPOU3BEAEHWIO HOBOE
3By4YaHue. (NaBHOE, YTODObI 3TN MHHOBALMK He
3aC/IOHANM  CMbIC/, @  YCUAMBANM  €ro,
nomoranu 3putento rnybxke NpoyyBCTBOBATb
3aMbICeNl N IMOLMOHANbHOE AAPO UCTOPUM.
MpUMEHEHME MYNBTUMEANNHBIX PELIEHWN
yCUAMBAET BOBNEYEHHOCTb ayaUTOpPUM ¥
BM3ya/ibHYtO  BblPa3UTENbHOCTb  CMEKTaKAA
(Nicholson).

He meHee 3HauMmol, a MNopon w
pelatoller  Ans  ycnexa  NOCTaHOBKM,
CTAaHOBMWTCA »KMBasA aKTepckaa urpa. MImeHHO
aKTepbl NPMAOAKT CLUEHMYECKOMY AeNCTBUIO
NOA/IMHHOCTb, NpeBpallas UTepaTypPHbIX
NepcoHarkenm B KMBbIX Nt0Ael, CnocobHbIX

Bbl3blBaTb \ 3putena Josepune M
conepexxneaHne.

OnbIT NyHwmnXx TeaTpa/ibHbIX
MHTepI'IpeTaLI,VIVI K/1aCCNYECKNX
I'IpOl/I3Be,£I,eHl/ll\/ll MOKa3bIBaeT, HACKOJ/IbKO

Pa3HO0bpa3Hbl MOTYT ObITb XyA0XECTBEHHbIE
NyTW UX BOMAOLWEHMA. Pexxnccepsl, cymeslime
COXPaHWUTb NAENHOE AAPO OPUTUHANA, HO NP

aTOM cmeno MCMo/ab30BaThb HOBblE
Bblpa3nTesibHble bopmbl, focTuratoT
NOANMHHOTO  TeaTpanbHOro ycnexa. Mx
NOCTAaHOBKM [IOKa3blBalOT:  TBOPYECKOE



nepeocmbiC/ieHMe — He 0TKa3 OT TPaaMLMK, a
ee pa3BuTMe, obpallleHHOe K COBPEMEHHOMY
3puTento.

Pexunccepckas WHTEpNpeTaums
NNTEPaTypPHOro npousBedeHUAs — OAUH U3
BaXKHEMLIMX W CaMbIX TOHKWUX MNPOLLECCOB
TeaTpasbHOrO  WMCKyccTBa. MMeHHO OHa
NO3BONAET MNEpPeHecTM TEeKCT Ha CLEHY,
npeBpaTMB C/NIOBO B AEMCTBME, @ CMbIC/ B
KMBOE CLEHMYecKoe nepexusaHue. [pu
5TOM COXPaHAeTCA 3MOUMOHaNbHOEe AAPO

opuUrnHana, HO dopma obpeTtaet
COBpPEMEHHOE  3By4YaHMe, oTBevatollee
OXMAAHUAM CErOAHALHEro 3pUTeNs.

Takoe Bon/oweHne TpebyeT OT
pexuccepa rnybokoro NOHMMaHUS
aBTOPCKOro 3amblICna, YyTbA K

XY[OXECTBEHHOM MaTepunm M CnocobHOCTH
HaMoO/MIHUTb CUEHY CODCTBEHHbIM BUAEHWEM.
3TO TBOPYECKMI NPOLECC, TA4e aHain3, MonUcK
KOHLLeNuuK, cueHapHaa paboTta n penetmumn
CMBAIOTCA B e4MHOe [blXaHWe ChneKTaKkAA.
34ecb OT NOCTAaHOBLMKA TPebyeTcs He TONbKO
npodeccMoHanbHOe  MacTepcTBo, HO MU
WHTYMUMA XYLA0KHWKA, YMEKOLWEro COeANHNUTD
KNacCMKy W  COBPEMEHHOCTb B  KMBOM
TeaTpasbHOM NPOCTPAHCTBE.

«Mayran  (AHa  KyapipeTi)»  (no
MOTMBaM npowusseaeHna P.  Kunauura);
WHCLUEHNPOBKA " pexuccep -
T.C. XacaHranmesBa; XYOOXHUKN-
NOCTAHOBLIMKN  — A, CbipbaeBa, E.

CapceHbaes; xopeorpad — H.B. Amumposa.
MocTaHOBKa pacKpbiBaeT TeMy MaTEPUHCKOM
NtobBU, AYyXOBHOW NPEeMCTBEHHOCTM U CU/IbI
006pOoTbl;  MCNOMb30BaHbl  MAAHLWETHbIE,
POCTOBbIE KYK/Ibl U XXMBOM MNAaH.

OTOT CneKTakNb — 3TO MUCTOpMA O
Ba*KHOCTW B3aMMOYBAXKEHMsA W ApPYyKObl B
YCNOBWAX, KOrAa Tbl OTAMYAELbCA OT APYIMX.
Mayrnm, KOTopbl  BOCMUTbIBANACA cpean
KMBOTHbIX, AEMOHCTPUPYET  AeTAM, KakK
Ba*KHO He C/1aBaTbCA M He 3abblBaTb O CBOMX
KOPHSX, naxe Koraa npuxoanTca
CTa/IKMBATbCA C TPYAHOCTAMM UAWN ObITb "He
Takmm, Kak  Bce"'. CneKkTaKk/lb  TaKsKe
PACCKa3blBAaeT O B3aMMOMOHUMAHUN Mexay
NOAbMU N NPUPOAOH.
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CnekTakne «Mayrnm» B penepTyape
ACTaHMHCKOro TeaTpa Kykosn mmeeT ocoboe
Ha3BaHMe — «AHa KyablpeTi» («Cepaue
MaTepu»). B oTamume oT TpaaMLMOHHbBIX
npoyTeHu KunavHra, 34echk akUeHT caenaH
HE TO/IbKO Ha MPUKAOYEHMAX MaSbYMKa B

[XKYHTAAX, HO WM Ha rnybokon Teme
MaTEPUHCKOWN nobswy, 3a60Thl n
nepexunsanua.  LleHTpanbHbIM ~ MOTMBOM
CTaHoBMTCA  0bpa3  maTepu  —  Kak

4esI0BEeYECKOM, TaK M MPUEMHON, BOAYMLbI,
BOCMMUTaBLWIEN pebeHKa. ITa MHTepnpeTauma
[enaet MNOCTaHOBKY Onmxe U NOHATHee
[OETCKOM ayaAnTopuM, NoavYepKMBasa LLeHHOCTb
CEMbW N MAaTEPUHCKOrO YyBCTBA.

B Hauane cneKkTakna MasieHbKuiA
Mayram nokasaH B BMAE NAAHWETHOMN KyK/bl.
JTO pelleHMe NoAYEPKMBAET ero XPynkocTb,
6e33aWMTHOCTD, 3aBUCMMOCTb oT
OKpY*KatoLLMX.

AKTep B poOAM  MNOB3POC/IEBLUErO
Mayran. Koraa repom nogpacraer,
NNaHLWeTHAA  KyKNa  CMEHAETCA  XMBbIM
aKTepoMm. JTO nepexoq, OT KyK/bl K Ye0BEKY
OTparkaeT B3POC/EHWEe MepCoHaka W ero
nepexoz, B YeI0BEYECKNIN MUP.

Macku 3Bepelt. B nocTaHOBKe aKTMBHO

MCMNoNb3ytoTCA MaCKM, HaZleBaemMble
NpodeccMoHanbHbIMM  aKTEPaMM:  MacKM
BO/IKOB, TMeH, LWakKanos. AKTepbl He

CKPbIBAKOTCA 3@ KYKNAaMM, @ COEAMHAIT Urpy
Tena M BbIPA3UTENbHOCTb MacKM, Co3/JaBas
LeNbHble 06pa3sbl *KMBOTHbIX.

KocTiombl BbIMO/IHEHbI C
MCNO/Ib30BAHMEM  MEXOBbIX  3/IEMEHTOB,
LBETOBON raMmbl M aKTyp, UMUTUPYOLLMX
WKYPY XMBOTHbIX. ITO npuaaetr obpasam
[OCTOBEPHOCTb M ycuamBaeT  addekT
Norpy»<eHuns.

PoctoBaa Kykna bany. OgHum 13
LeHTpaNbHbIX 06pa30oB ABNAETCA MeABenb
Bany — poctoBas Kykna. OH aobpoaylueH,
NAacTUYeH, aKTMBHO B3aMMOAENCTBYeT C
Mayrnm, TaHuyeT W WUrpaeT, TEM CaMbIM
COo3[aBas  KOHTPACT  MeXay  PO3HbIMU
XMLLHMKaMM n MYZAPbIM, nobpbiM
HaCTaBHMKOM.

B cnektakne 6onblioe 3HauveHue
npuobpeTtatoT TaHLUbI, naacTnKa 7



xopeorpadua. [JBuMKeHUA aKTepoB B MacKax
nepenatoT MOBaAKM  KMBOTHBIX, PUTMMKA
TaHUEeB Co34aeT aTtMmocdepy [OKyHrnem, a
My3blKa/lbHOE COMPOBOXAEHME
noavepkmBaeT ApamaTunyeckmne 7
KOMMYECKME MOMEHTbI.

CneusddekTbl n CBETOBOE
obopmneHre  yCUAMBAKOT  BMNeEYaT/eHMe,
C034aBadA OLLyUWEHNE HACTOALLErO «KMBOTO»
neca.

[leTn  BOCMPMHMMAIOT  MOCTAaHOBKY
APKO n 3MOUMOHANbHO: BHMMaHMe
yaepKmBaetca 6narogapa CMeHe KyKOAbHbIX
M aKTepcKMx GOPM, KPacOYHbIM KOCTHOMaM,
OMHAMUYHOM  My3blke U cneusddekTam.
NcTtopua Mayram CTaHOBWUTCA HEe TOJIbKO
NPUKAOYEHNEM, HO M YPOKOM O CeMbE,
BEPHOCTU, ApyKbe 1 NtobBK maTepu.

OcHOBaHHbI Ha npownssedeHun P.
KnunamvHra croXeT nepeocmbiCieH  4yepes
NPU3My TeMbl MaTepu U CembM. ITO AenaeT
KNACCUYECKYIO UCTOPUIO BAMMKE KyNbTYPHbLIM
Tpaanumam KasaxctaHa, rae MmaTepuHcKoe
cepale v cemba MMetoT 0CObYHO LLeHHOCTb.

MocTaHOBKa COeAMHAET  aKTepCKyto
Urpy, Macku, KyKabl n xopeorpaduio. CmeHa
dopm (MnaHWeTHaa Kykna —> »KMBOM aKTep)
CMMBOAM3MPYET POCT M Pa3BUTUE repos.

Mcnonb3oBaHWe MaCcOK MO3BONAET
0b6beaMHUTL aKTepa M KyKay B 0AHOM obpas3e,
a poctoBas Kykna bany co3paer ApKui
aKueHT. Takoe coyeTaHMe TPAAMLMOHHbIX
NPUEMOB U BU3yaNbHbIX 3PPeKkToB aaeT
3pennuHoe 1 camobbITHOE pelleHme.

Cnektaknb «Mayram» He TOJbKO
3HAKOMUT netei C KNaccuyeckmm
npousseneHnem KunamHra, Ho n dopmupyet
LEeHHOCTHble  OPWMEHTUPbI:  YBaXeHWe K
MaTepy, MNOHMMAHWE  BAXKHOCTU  CEMbM,
OpYyObl M BepHOCTU. Yepe3 A3bIK KyKOA,
MacoK W TaHUeB [AeTM BOCAPUHUMAIOT
KNACCUKY  KaK  XMBOE, 3IMOLMOHANbHOE
nencrsune.

«JonmoBoYka» (no ckaske T. X.
AHAepceHa), MHCLEHUPOBKa M pexxnccypa — T.
XacaHranvesa, M. ApriumbaeBa; XyA0KHUKM-
nocrtaHoBwWMKkM — A, CblpbaeBa, E.
CapceHbaes; xopeorpad — H0.B. Amumposa.
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MocTaHoBKa OCHOBaHa Ha
3HAaMeHWTOM  CcKaske [aHca  XpucTuaHa
AHOepceHa W npeactaBaseT coboin npumep
CLEHNYECKOro CMHTE3a KYKO/IbHOTO MCKYCCTBA
M 2NeMeHTOB  aHumMaumn. B ueHTpe
PEMKMCCEPCKOM KoHuenumun  —  obpas
[IIOMMOBOYKM KaK BOM/IOWLEHME HEXHOCTH,
YMCTOTbI M BHYTPEHHEMN CW/bl, YTO AenaeT
CMeKTakNb 0COBEeHHO BAM3KMM  [JEeTCKOM
ayaAnTOPUN.

Micnonb3oBaHMe MAAHLWETHbIX KyKO/
NO3BO/NAET aKTepam [A0CTMUraTb  BbICOKOWM
NAACTUYHOCTH, co3aaBas oulyuieHue
«OXMBLLMX» MepcoHaxken. XyOoXKecTBEHHOe
pelleHne CTPOUTCA Ha COYEeTaHUMM APKOM
cueHorpadum, BbIpa3UTeNbHOrO CBeTa W
LUBETOBOM  NanuTpbl, 6narogapa  4vemy
cospnaetca No3TMYHas, BM3Ya/IbHO
HacbllWeHHana cpeaa.

Pexunccepckasn TPAKTOBKa
OpPUEeHTUPOBaAHA He Ha MAHOCTPALIMIO TEKCTa,
a Ha 3MOUMOHA/IbHOE MPOMKMBAHME CKa3KM:
3puTeNb  BOB/MEKAETCs B AMHAMMUYHOe
neNcTBMe, rae BU3yasbHble M My3blKa/ibHble
3N1EMEHTHI obpasytoT eanHyo
XY[IOXECTBEHHYIO TKaHb. TakMm o06pa3om,
CMEeKTaK/b AEMOHCTPUPYET, KaKk cpeacTBamM
TeaTpa KyKo/l BO3MOXHO nepeaaTb MPU3M U

dunocoduto aHAepCceHOBCKOM npo3bl,
aflanTMpPoOBaB ee K BOCNPUATUIO pebeHKa.

B cneKktakne NMOJIHOCTbIO
MCNOMb3YIOTCA MNAAHLWeEeTHble  KyKAbl. 3TOT
npuem no3BONAET aKTepam pabotaTb C
BbICOKOW MAACTUYHOCTbIO M MOABMMKHOCTbIO,
c03/aBas NANIO3NIO OMKMBLLNX»
nepcoHaxen.

LleHTpanbHbIM 0b6pa3 — TeaTpanbHan
Kykna [rormoBodka. OHa co3gaHa  Kak
BOM/IOLLEHNE HEXHOCTM N KPACoTbl, Bbi3biBaeT
Yy  3puTenen  3MOLMOHA/NbHbIA  OTKAMK:
COYYBCTBME, pPafOCTb, KefaHue 3aWMTUTb
MaIEHbKYIO AEBOYKY.

Nlarywkn. Apkue, NoABUMKHble
MNAQHLWETHbIE  KYKAbI-AATYWKA  OXMBAAOT
nencreme. bnarogaps MacTepcTBy aKTepos
AEeTN BOCMPUHUMAIOT MX KaK *KUBbIX CYLLECTB:
ABMXEHMA MNAACTUYHbI, BbIPa3nUTE/IbHbI U
BbI3bIBAtOT MHTEpEC.



CueHunyeckoe NPOCTPAHCTBO
MOCTPOEHO B BMAE HONBLIOTO «OKHA», BHYTPU
KOTOpPOro pa3BOpayMBaeTca aAelcteBume. 3ITa
Komno3muma naet 3ddeKkT pamku, OyaTo
3puTens HabnwaaeT 3a OXMBLUEN KAPTUHOM
AN MynbTOUIBMOM.

Apkne LBeTa, BblpasnTenbHas
CBETOBAaA MajuMTpa W  XyOOXeCcTBeHHasn
nnacTuKa cosgatot BNeyaTaeHme
«TPEXMEPHOrO»  MPOCTPAHCTBA, YCUANBAS
abdeKT NnpucyTCTBMUA.

MocTaHOBKA OCHOBaHa Ha YeTKOoM

BM3yanM3aumK, rae Kaxkablil NepcoHaxk umeeT
APKUIN  XapaKTep W JNIerko 3anomMuHaeTca
pebeHky. MNacTUYHOCTb KYKOJI,
Bblpa3nTe/bHble AeKopauum U AMHAMMKKA
nenctena  GopmupytoT y  AeTei  4yBCTBO
Yyy[ecHoCTM, Koraa TeaTp  CTAaHOBUTCA
HACTOALWEN CKa3KOW.

CioxkeT . X. AHAepceHa nepepaboTaH
B AOCTYNHOW W nerko ¢dopme: BHUMaHME
aKueHTMpyetTca  He  Ha  GuaocodCKmx
NOATEKCTaX, a Ha NPUKAOYEHNAX MaSIEHbKOM
OEBOYKM W ee BCTPeYax C PasIUYHbIMK
nepcoHa*kamm.

KyKkonbHasn dopma nomoraet
nepenatb rNaBHY UAEH CKa3KM — KpacoTa U
HEXHOCTb CNOCObHbI NPeoaoseTb TPYAHOCTA
N HalTK CBOE CYaCTbe.

Mcnonb3oBaHWe MNAAHLWETHbIX KyKOA
OenaeT cKkasKy 0cobBEeHHO «KMBOWM», NepeBoaA
NMTEPATYpPHbIA  TEKCT B 3PEULLHYIO,
3MOUMOHaNbHYIO Gopmy.

[leTn ¢ MHTepecom M BOCXMLLEHMEM
BOCMPUHMMAIOT  MOCTAHOBKY:  MajieHbKan
[t0MMOBOYKa CTAaHOBUTCA ANA HUX FrepPONHEN,
C KOTOPOM OHM COMEPEXMBAIOT U paayroTcA ee
nobegam.

Bu3ayanbHble npuembl N 3PPeKT
TPEXMEPHOCTM CO34atT MOMHOE ollylleHue
NOrpy*KEeHMsA B CKA30YHbIA MUP.

CneKTaKab pa3BMBaET y AeTel YyBCTBO
3MMNAaTUKN, YYUT COMEPENKMBATL U PaA0BaATLCA
BMECTe C repoem. B XxyaoKecTBeHHOM MnaaHe
«[Jt0MMOBOYKa» — NPUMEp TOTro, Kak MMPOBas

NMTepaTypHaa  KAacCMKa  MOXKeT  ObiTb
afjlanTMpoBaHa B TeaTpe  Kykon ¢
MCrnoab3oBaHMEM COBPEMEHHbIX

XYOO0MECTBEHHbIX CPeACTB, COXpaHAd npu
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3TOM WMCKPEHHOCTb WM 3MOUMOHANbHYIO CUY
CKa3KMu. 3apybexHble nccnenoBaHma
NOATBEPKAAIOT, 4To TeaTp KyKon
MCcnonb3yeTca B AOLWKONbHOM 06pa3oBaHMM
ana dbopmmpoBaHma aMnaTum,
3MOUMOHANbHOMN YyCTOMYMBOCTU n
TBOPYECKOro camoBblparkeHua (Lenakakis,
Paroussi & Tselfes).

«[1toMMOBOYKa» B KYKONIbHOM
NHTepnpeTaunmnm ACTaHMHCKOro Teatpa — 3TO
coyeTaHue MMPOBOM KNaccuKkuy,
COBPEMEHHOIO  KYKO/IbHOTO  MCKYCcCTBa W
BM3yasIbHbIX TEXHONOTMIN, co3jatouwee ANA
OEeTe  YHWKaNbHbIA  OMbIT  BCTpeYM C
AHaepceHOM Yepes sA3blK TeaTpa.

«Ewe pa3 o Pycanouyke!». B kavectse
npumepa afanTMPOBAHHOM  CKa3KkM  ANA
BO3PACTHOM ayaAMTOPUM MOXKHO Ha3BaTb
mto3mkn TKKI TeaTtpa r. ActaHbl «ElWe pa3 o
Pycanouke!» (no moTtmBam npousseaeHus I.
X. AHgepceHa n mynbTdunbma Y. OucHes);
pexuccep — A. K. Canaea; komnosntop — A.
MeHKeH; dopmaT — «4epHbIt KabuHeT» (black
light theatre).

MocTaHOBKa coYeTaeT NNaHWeTHble U
cBeTAllMecs  KyKabl, co3gaBasa  3dodekT
NOABOAHOIO  MPOCTPAHCTBA M YyCWUIMBaA
SMOLMOHa/NbHYO BbIPa3nTeIbHOCTb. B
OTAIMYME OT MNPOAHAIM3NPOBAHHOTO Bbile
MIO3MKNA B AAHHOW MOCTAHOBKE aKTepbl He

npeacTaBsieHbl Ha CUEHe, oOcTalTcA  3a
CUEeHOoM. AKLEHT 3puUTens cmelleH
UCKNOYUTENBHO Ha KYK/bl.

CnekTakab BbINOMHEH MO  dopme
«YepHbIh KabuHeT», a ero coaepskaHue
NO/HOCTbIO oTBeyaeT BO3PACTHbIM
0CODEHHOCTAM 3putenen. CrneKkTtaknb

XapaKTepPM3yeTCA BbICOKOM 3PENULLHOCTbIO,
KPaCOYHbIM [eKOPaTMBHLIM OPOPMAEHMEM,
COOTBETCTBYOLLMM My3blKa/IbHbIM
COMPOBOXAEHNEM, OAHAKO, CoAepKaTebHasA
CTOpPOHa XapaKTepmayeTca 6onblen
C/IOXKHOCTBIO MO CPABHEHWIO C NOCTAHOBKaMM
ONA AeTeit B BO3pacTe A0 5 /1eT, aneanmpyerT K
BOOOpaxeHuto 3puTenei, nobyxKaaa unx
3aZlyMbIBaTbCA HaA MAEVHbBIM COAEPKAHUEM,
Hag ~ MOTMBaMW,  KOTOpble  Mobyamaun
Pycanouky  MOCTYyNUTb  MMEHHO  TaKuMm
obpasom.



TakMum 00pa3om, B pamKax AaHHOM
MOCTaHOBKM MCMNOb3YOTCA MHOTOYMUCAEHHbIE

MHHOBAUWNOHHbIE npmnemsbl n cpeacrtBa
O6OFaLLI,eHl/IFI coagepXaHna M NnoBblIWEHUA
3pemuHoOCTn MKO3WKNA, a CodepxaHue

CKa3KM MOJIHOCTbIO OTBEYAET BO3PACTHbLIM
0CcObeHHOCTAM fAeTeit B Bo3pacTe oT 5 Ao 7

nert, KoTopble yxe CNOCOBHbI
MHTEPNPEeTMpPOBaTb  MOTWMBbI  MOCTYMNKOB
NepcoHasken, NPosaBAATb BbICOKMA MHTEpEC K
COAEpaTeNbHOM  CTOPOHE  MOCTaHOBKM.
Bonee  Toro, noAobOHble  MOCTAaHOBKM

obecneuymBatoT BO3MOMKHOCTM MPOABAEHUA
daHTa3nm, BoobparkeHne pebeHkKa.

«[nAa peTen Hy)KHa Xy[oXecTBeHHan
YyCNOBHasA NpaBaa, HaTypasiM3m MX [yXOBHO He
oboraw@aer M 3CTETUYECKM He pajyerT.
[eTCKMin  Xy[0XKeCTBEHHbIM TeaTp AOJIXKeH
YyepnaTb CBOW penepTyap rnaBHbIM 06pa3om B

CKasKke,  GaHTACTMKM M KNACCUYECKUX
npousseneHunax» (MorpebHsK).

«Pycano4vka» B penepTtyape
ACTaHMHCKOro  TeaTpa  KykKoa  —  3To
MaclTabHan NMOCTaAHOBKa, NOMHOCTbIO
BbICTPOEHHas B TEXHWKE «YepHoro
KabuHeTtar.

CneKkTaknb  MCNOAb3yeT  MNpUEMbI

YCNOBHOrO TeaTpa, rae rnaBHbIM CPpeaCcTBOM
BbIPaYKeHMA CTAHOBATCA MNAHLWETHbIE KYK/bl,
paboTa C LLBETOM W1 CBETOM.

BuayanbHbiM  3pPeKkT  norpyraet
3pUTENsA B MOPCKOE MPOCTPAHCTBO: KaXKeTcA,
4YTO BCE OEWNCTBME NPOUCXOAMT B BOAE, a
3pUTENb CMOTPUT HE CMEKTaK/b, @ OXMUBLLWIA
TPEXMEPHbIA MYNbTOUABM.

OCHOBHaa TexXHMKa ChNeKTakna —
NNaHWEeTHaA Kykna. bnarogapa CKpbITbIM
KyKnoBogaM  (HEBMAMMBIM B «4YEPHOM
KabuHeTe») co34aeTCA OLLyLLeHMEe NErKOCTU 1
NNIAaBHOCTU ABWMKEHUA, KOTOpPOEe YCUMAMBaeT
WANKO3MI0 «MOABOAHOIO MM1PaY.

LleHTpanbHbIM BM3yanbHbIM 0H6pa3om
ABNAETCA POCTOBAA KyKna Ypcynbl. KoHTpacT
MeXAY MaNeHbKMMM NAAHWETHBIMMU KYK1aMK
M OorpomHon duryport Ypcyabl ycunmsaet
APaMaTU3M NMOCTAHOBKM.

YepHbit KabuHeT. Mpuem «black light
theatre» no3BOAAET MONHOCTbIO  CKPbITb
aKTEPOB-KYKNOBOAOB: YepHble KOCTIOMbl U
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cneuManbHoe  OCBelleHWe  AenatwT  UX
HEBUAMMBIMW ANS 3puTena. 3a CYeT 3Toro
KyK/ibl 6yaTto 6bl MapsaT B MPOCTPAHCTBE, a
cleHa HanoMWHaeT aHMMaUMOHHOE
nevicteme.  [py  NpaBuMIbHOW  CBETOBOW
opraHusauyMm co3gaeTcsa UAN03MA ryOmHbI U
MHOTFOCNIOMHOCTU, 3PPEKT «3D-KapTUHKM».

CueHunyeckoe NPOCTPaAHCTBO
3aMOHEHO APKMMUM CBETOBbIMM aKLLEHTaMM —
CMHMe, 3eneHble U GUONEeTOoBble TOHA
BOCMPOM3BOAAT  aTMochepy  MoABOAHOMO
MUpa. Mcnonb3oBaHue CBETALLMXCA
3N1EMEHTOB Ha KyKnax cospgaet
OOMNONHUTENbHbIE  BM3yasibHble  AKLEHTbI
(pbIObI, MOPCKME pacTeHms, XBOCT Pycanodkn).
KoHTpacT Mexay CBETOM M TEeMHOTOM
NO3BONAET MOCTPOUTb AMHAMMWKY [AENCTBUA:
CMeHa CUEeH OLLyLIAeTcA KaK ABWXKEHWe
CKBO3b MOPCKMe rNyOurHbI.

CneKTakab BOCMPUHMMAETCA AeTbMMU
0CODEHHO APKO: BW3yasibHble MpUEMbl U
NNNKO3NA «OXMBLLUETO MyNbTOUNBMA»
BbI3bIBAtOT HEMOAAE/NbHbIN MHTEPEC.

BHMMaHMe yaepXuBaeTca 3a CcyeT
NOCTOAHHOrO [BUNKEHNA KYKOJIbHbIX
NepCOHaXKen, N3MeHEeHNs CBETOBbIX KAPTUH U
mMmacwTabHbix obpazos. OTCyTCTBME BUAMMbIX

aKTepoB  Jenaet  BocnpuATMe  bBonee
Le/IbHbIM: PebeHOK MOMHOCTbIO «BXOAUT» B
CKa3Ky.

«Pycanoyka» I. X. AHOepceHa — oaHa
13 KAOYEBbIX CKa30K MMPOBOM AnTepaTypsbl. B
KYKONIbHOM NHTEpnpeTaumm TeaTpa
MOCTAHOBKA aKUEHTUPYEeT BHWUMaHWE He
CTONIbKO Ha TParMyecKkyto JIMHUKD OpUrMHana,
CKOMIbKO Ha BM3Yya/lbHYIO 3PEUWLHOCTL C
AKLLEHTOM Ha 3SMOLMOHANbHOE NepeXnBaHuUe.

CtoXKeTHble  JIMHUM  YNPOLLEHbl U
a[4anTMPOBaHbl NMO4, AETCKYK  ayaAnToputo,
AKLEHT cAenaH Ha ApPKMEe MEepCoHaXM U
BM3Yya/ibHble peLleHna.

MopcKaa CMMBO/IMKA NepeBeaeHa Ha
A3bIK TeaTpa KYKOA: MAaBHble ABUXEHUA
NAAHLWETHbIX KyKOA M paboTa B «4epHOM

KabuHeTte» co3patoT 06pa3  MNoABOAHOMO
NPOCTPaHCTBa.
O6pa3 VYpcyna npeactaBneH  Kak

POCTOBasA KyK/a, NoAdYepKmnBatoLLan KOHGANKT



M BM3Ya/lbHO KOHLEHTPMPYIOLLAA BHUMAHWE
Ha Bbopbbe nobpa 1 31a.

Meparormyeckaa M 3cTeTMYecKan
3HAYMMOCTb CMEKTAKAA.
MocTaHoBKa yunT netem

COMepeXXMBaHMIO, Pa3BMBAET 3CTETUYECKMUI
BKYC M BHMMaHME K XyA0KeCTBEHHON popme.
«Pycanoyka» CTaHOBMUTCA MPUMEPOM TOTO, Kak
MWPOBaA NUTepaTypHaa KAacCMKa MOXKeT
HbITb NepeBeAeHa Ha A3bIK KYKOIbHOTO TeaTpa
4yepes COBPEMEHHbIE TEXHUYECKME PeLLEHNS U
CUHTE3 BM3YasbHbIX MPUEMOB.

Takmm obpasom, «Pycanoyka» — 3To
CNeKTakNb, rae  afgantaums  MWMPOBOM
KNacCMKM  CTpOMTCA  He  TO/MbKO  Ha
nepepaboTke TeKCTa CKa3kM, HO M Ha
YHWUKaNbHbIX KYKONbHbIX TEXHONIOTUAX
(4epHbIX  KabWHET, nNNaHWEeTHbIe  KyK/bl,
POCTOBOM MepcoHax), co3datolwmx 3dpdeKkT
«KMBOTO MYAbTOUAbMA» U  OTKPbIBAOLLMX
OEeTAM NyTb K BOCAPUATUIO IUTEpaTypbl Yepes
TeaTpasibHOE UCKYCCTBO.

«Koposib Jles». B KayectBe npumepa
CNeKTaknA  Ana  MIAAWero  LWKOAbHOro
BO3pacCTa MOXHO Ha3BaTb Mto3MKA  [KKII
TeaTpa KyKon r. AcTaHbl «Koponb nes»,
CO3[aHHbIA N0  MOTMBAM  MyAbTOUAbMA
Y. AncHea «Koponb neB».

ABTOpamMM NOCTAHOBKM ABaAtoTca W.
Mwuuun, [Ox. Pobeptc, /1. By/ibBepToH;
KoMno3uTopbl INTOH [XKOH, aHC 3ummep;
pexunccep-noctaHoBwmk A. K. Canaesa;
xopeorpa¢ HD.B. Amuposa; xopmeictep C.
BekmaraHbeToBa.

CloXKeT MOCTaHOBKM  COOTBETCTBYET
M3BECTHOMY JMCHEEBCKOMY MyAbTOUIbMY,
OZlHaKO, CLLEHNYECKNE peLleHNs Ka4eCTBEHHO
HoBble. Ponn rnaBHbIx repoes (NbBOB)
MCMONHAIOT  NpodeccMoHaNbHble  aKTepsbl,
ofeTble B APKME KOCTIOMbl «MyCTbIHHbBIX»
OKpacok. Kpome TOro, B  MIO3UKAIE
MCNONIb3YIOTCA POCTOBbIE KYK/Abl aHTMAOMN W
3ebp. Mi3mMkn  no  cBoel  npupoae
npeacraBnset cobom CUHTETUYECKoe
[0eACTBO, B KOTOPOM OPraHWYyHO coeamHAeTcA
BOKa/N W MNAaCTMKa, aKTepckaa wurpa W
xopeorpapunyeckoe  MCKYCCTBO,  MPUYEM,
NNacTUKe OTBOAMUTCA BeAyLan poab. VIMeHHOo
nnactuyeckoe odpopmneHme Kaxkaoro
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nepcoHa)ka MNo3BOMAET «BAOXHYTb HOBYHO
KM3Hb» B MOCTAaHOBKY, nNpuaatb  ew
OMHAMUYHOCTD, 9KCMPECCUBHOCTb n
BbIPA3UTEbHOCTb.

OTaenbHoe BHUMaHWe 3putenen u
KPUTMKOB NPUBAEKIO My3blKa/lbHOE
opopmnieHMe MocTaHoBKW. [lpMHMMas BO
BHMMaHMe TO MHOroobpasme cobbiTui,
SMOLMOHA/bHbIX MEPEXMBAHNMN, BbI3BAHHbIX
UMM, IPUYEM, 3a4aCTyi0 Aa/IeKO He AETCKUX,
MOMHO CKas3aTb, 4YTO apuM TMepCoHaNKem
[AHHOTO  MIO3MKAA  OYeHb  KPACOYHbI,
HanpaB/feHbl Ha nepejadvyy BCEA TaMMbl
SMOUMIA M YyBCTB, HO B TO € Bpems,
YypesBblYaliHO CNIOMKHbI. Heobxoanmo
OTMETUTb, YTO aKTepam YyAanocb BOMIAOTUTb

MOMCTUHE  YAMBUTENbHYIO  MY3bIKa/bHYHO
napTUTYpy MIO3MKAA. KaK ConbHble, TaK M
XOpOBble MapTUM  OblIM  UCMONHEHbl Ha

BbICOKOM MPOPEeCccCMOHabHOM YPOBHE, 4YTO
NO3BO/IMIO MOCTAHOBKE BbIATM [OaNeko 3a
PamKM 0BbIYHOM AETCKOM NOCTAaHOBKM.

Takum o06pasom, Mto3unka «Koposb
NeB» npeactasnseTr cobol  yHUKaNbHOE
camobblTHOe AB/JEeHWME B  COBPEMEHHOW
MCTOPUM Ka3axCKOro MCKYCCTBA TeaTpa KyKo.
MNHHOBALMOHHOCTb NOCTAHOBKM MPOABAAETCA
Kak B Bblbope 3ddeKTMBHOrO npuema
MNONIYMACOK,  MO3BOMIAIOWEro  COBMeLWATb
CTaTMYHOCTb " OAMHAMUYHOCTb,
NpeAcTaBNeHMA aKTEPOB M KYKOA Ha OAHOWM
CUeHe, MacTepcTBe xopeorpaduyeckoro,
MY3bIKa/IbHOTO M TEeXHWYECKO-CLEHUYECKOTrO
obopmneHua. MocTaHoOBKa NOJIHOCTbIO
OTBEYaeT BO3PACTHbIM MHTEPEecam MAAZALINX
LWKONIbHMKOB M MNAZALWMX NOAPOCTKOB.

«Koponb fleB» B penepTtyape TeaTpa

KyKOA npeacrasnaet coboit
KpynHOMacLUTabHbIN MYy3blKa/IbHO-
xopeorpaduyecknin - CnekTakab B KaHpe

MIO3UKNA, 0ObEANHAIOWMIA aKTEPCKYIO UrpY,
BOKa/, MAACTUKY U KyKONbHble TEXHWUKK. Mo
dopmaty 3TO CUMHTETMYecKoe [aencTsue:
My3blKa, NecHA 1 xopeorpadua nrpatoT 34echb
He BCMOMOraTefibHyl0 posib, a GpopmMupyoT
[PamMaTyprmyeckyto  OCHOBY  CMeKTaK/s.
ClosKeT OnMpaeTca Ha WM3BECTHYD MUPOBYIO
CIOXKETHYIO KaHBY (AMCHeeBCKasa Bepcus U
YHMBEPCANbHbIE MOTMBbI MWGOSOrMYECKOTO



NoBEeCcTBOBaAHMA 0 cyabbe 7
NPeemMCcTBeHHOCTH), YTO AeNaeT MOCTaHOBKY
06pa3uoM aganTaLmm MMPOBOTO Ky/IbTYPHOTO
maTepuana ana AeTCKon ayanTopun.
MocTaHOBKa oTn4yaeTca APKOM
BW3Yyas/IbHOWM 3CTETUKOM: KOCTHOMbI MCMOJTHEHDI
B «MYCTbIHHO-MECOYHON» Tramme — 0Xpa,
NeCcOoYHble, 30/10TUCTbIE OTTEHKM — U MPU 3TOM

CTUAN30BaHbI nofa UBOTHbIN MUpP
(lwepcTaHble daKTypbl, rpapuyeckme y3opsi,
MaCOYHO-KYKO/IbHblE SN1EMEHTbI).
Xy[oxKecTBeHHOe  pelleHue  HanaHcupyet
MeXJy YCNOBHOCTbO (4TODObI He nyraTb
pebeHKa) U ybeaUTeNnbHOM  «KUBOM»
NNacTMKOW, KOTopas TMnomoraeT nepeaatb

noBeAeHYecKne 0COBEHHOCTU KMBOTHbIX.

B nocTaHOBKe aKTMBHO MCMO/b3YHOTCA
MacKM M MONYMAcKM (4aCTUYHblE MACOYHble
pelleHma):  OHM  MO3BOAAKT  COYeTaTb
CTaTMYHOCTb 0b6pa3a (dMKcaumsa KMBOTHOTO
cunyaTa) W AMHAMMYHOCTb  aKTEPCKOro
OBWXEHMs  (1Muo M ronoc  ocTatoTcA
«KMBbIMM®). Tlofiymacka JaeT peskuccepy
BO3MOHOCTb OZHOBPEMEHHO
OEeMOHCTPUPOBaTb  aKTepa 7 obpas
KMBOTHOrO, co3aaBas 3ddeKT «ABOMHOro
npeacTaB/AeHUs» — yesoBekK + obpas.

MnaHweTHas  Kykna.  ManeHbkui
NnbBeHok (Cumba B [eTcTBe) npeacTaBieH
NAaHWeTHOM  (M/IOCKOCTHOM)  Kykonm B
OTAE/NbHbIX ClLeHax — 3To obecneymsaeT
Bblpa3nTe/IbHY10, YC/IOBHYIO M OIHOBPEMEHHO
«CHOKYCMPOBAHHYIO»  paboTy Ha  IMHUM
CUEHbI, TAE KPYMNHbIM 00pa3 NbBEHKA HYKHO
NOoKas3aTb 6IM3KO M AEeTaNbHO.

PocToBble KyK/bl. [118 MacCoBbIX CLEH
M 00OpasoB KPYMHbIX KMBOTHbLIX (aHTWU/OMbI,
3ebpbl 1 Np.) UICNONBL3YIOTCA POCTOBbIE KYK/Ibl
M KOCTIOMMPOBAHHbIE aAKTEPbI-KYKN0BOAbI:
Takne pelleHuna NpuaatoT cueHe macliTab m
NOABMMHOCTb, MO3BOMIAIOT Pa3BOPaAYMBaATH
MacCOBble TaHLEeBa/IbHble 3MM30bl.

KombuHauma ¢dopm. Ha  cueHe
COCeAcCTBYIOT BUAMMbIE aKTEPbl B KOCTIOMAX,
POCTOBbIE KYK/bl U MAAHLWETHbIE 3/1eMEHTbl —
9TO AaeT H6oraTyto NAacTUYECKyto NaauTpy U
AenaeT npeacTaBAeHNe MHTEPECHbIM U 1erKo
BOCNPUHMMAEMbIM AETbMMU.
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FnasHble poan (Cumba — B AeTcTBe U
B3pocsiom obpase; Mydaca; Ckap; TUMOH U
Mymba 1 ap.) MCNONHAOT NpodeccMoHabHbIe
aKTepbl, obnagalowme HaBblkaMW BOKasna w
NAACTUKM. B NOCTaHOBKeE MHOro
TaHLUEBa/IbHbIX CLEH W MeceHHbIX HOMEpOB,
npuyem MnaacTMke OoTBOAMTCA Beadyllas posb:
yepes [BMNKEHME U PUTM pacKpbiBaeTcA

XapaKkTep repoeB UM  pa3BoOpayMBaeTcA
Apamatyprua. Bokan M My3biKa  CAyXKaT
NPMEMOM  BOBJIEYEHMSA,  IMOLMOHAILHOMN

«MOACKa3KoM» ANA AeTCKOTro BOCMPUATHA.

aHp mio3ukna B «Kopone Jlbae»
COYeTaeT KOMUYECKMNE U TParmyeckne NMHUK:
30ecb ecTb ApKMEe KomMeaMMHble 3MM304bl
(napTHepbI-KOMWKK), M ecTb  OCTpble
ApamaTuyecKkne NoBOPOTbI (NoTepA, BbI3OB,
NpUHATUE OTBETCTBEHHOCTH). Takan
CMellaHHasdA SMOUMOHaNbHanA nanuTpa
no3Bonset [eTAM ConepeknBaTh,
OAHOBPEMEHHO MO/ly4Yas pas3BieyeHne u
BOCMMTATE/IbHbIM NOCbIA.

TexHu4eckoe 7z CueHMYyeckoe
obopmneHune (KOCTOM, CBET, My3blKa/ibHOe
COMPOBOXAEHWE) HanpaBieHO Ha TO, YTOOLI
NOAAEPKMBATb eANMHOE SCTETUYECKOE Nose —
pebeHOK BMAMT M OLYLWAET  «KU3Hb
CaBaHHbI», HO B MArKOW, TeaTpasbHO-
ycnosHol dopme.

«Koposib  JleB» Kak ChneKkTakib —
npyMMep ajanTaumMyv MWUPOBBLIX CHOXKETOB K
[EeTCKoM cueHe: MCXOAHbI ctoskeT
(AmMcHeeBCcKas BepcuA, KOTOpasa ONMPaEeTCs Ha
YHUBEPCa/bHble apXeTUnbl U, B IUTEPATYPHOW
TPaAMLMM, OTYACTU COOTHOCUTCS C MOTUBAMM

«Famneta» Lllekcnupa) npeobpasyeTtcs B
bopmy MO3MKNa-NpPa3aHNKa, roe
OOMUHMPYIOT  TEeMbl  CEeMbW, [OOAra MU
B3POC/IEHMA.

CoKpallleHWe U PeKoHCTPyMpoBaHMe
CIOMKETHbIX /IMHWUIA — C/OMKHble 3TUYecKue

ANNeMMbl CrIa)kKMBatoTCH, ocTatoTca

K/toYeBble MOpasibHble onopsl

(oTBETCTBEHHOCTb, ApY*KDa, cemba).
BusyanbHaa YCAOBHOCTb — 4epes

MaCKM, KYK/Ibl U KOCTIOMbI TEKCT « MMPONOTUNY
nepeBoAMTCA B uYMTaeMble Ansa pebeHka
obpasbl.



My3bIKa Kak CpeaCcTBO KOMMYHMKALLMN
— NEeCHM 1N PUTM YCUAMBAIOT IMOLMM N AenatoT
CMbICA NErkoAoCTYNHbIM ANA MOHMMAHUA W
BOCMPUATUA.

CmeHa ¢oKyca — B A€TCKOM afanTaumm
aKUEeHT  [OenaeTca  Ha  MNepeXmnBaHMUAaX
ManieHbKOTO repos, Ha ero NyTu B3POCAEHMA U
Ha couManbHOM noaaepKKe (Apy3ba, CEMbS).

lMocTaHOBKa OTBeYaeT BO3PACTHbLIM
WHTEpecaM JeTeln: AMHAMMKKa, BM3yasbHaA
HaCbIWEHHOCTb, My3blKa 1 TaHEL, yAePKMBatOT
BHMMaHMWE; OAHOBPEMEHHO CMeKTaKb
npuBmMBaeT H6a3oBble MOpasibHble
OpUWEeHTaUMN: CMeNoCTb, BEPHOCTb, YBaXKeHne
K CTapWuM. ICTeTUYeCKM AeTn nosyyatoT
COMPUKOCHOBEHME C DBONbLIOK CLEHUYECKOM
dopmoit  (MIO3MKAOM), 4YTO  pa3BMBaeT
XY OXECTBEHHbIM BKYC M CMOCOBHOCTb K
3MOUMOHAIbHOMY COMEPEXNBAHMIO.

3akno4yeHne

Koroa pesuccep  TeaTpa  KyKOA
obpallaeTca K MMPOBOW Knaccmke — byab TO

CKasKka AHAepceHa, noBecTb KnnamHra
nnu COBpeMeHHas ApamaTypruyeckas
nepepaboTka, — OH paboTaeT He TONbKO C
NNTEPaTypPHbIM MEPBOUCTOYHUKOM, HO U C
OPaMaTypruyeckMm MaTepuasom, KOTOpPbIN
HeobxoAMMO nepeBecTn B A3blK KyKOJbHOrO

MCKyCCTBa.
[NaBHaa 3aJaya MOCTAaHOBUWMKA —
aflanTauya  npowvsBeAeHMA  ONA  AETCKOM

ayautopun. B oTimMume oT ApamaTtMyeckoro
TeaTpa, rae AoNyCTUMbI NpAMble obpalleHms
K TeMam CMepTwW, CTPaZaHua UM COUMAbHbIX
KOHOIMKTOB, TeaTp KyKOA  BblCTpaMBaeT
YCNOBHOE CLEHWYECKOe AENCTBME, CMAryas
TAXKeNble KOAAM3MM U nepeBods UX B
meTadpopuyeckyto  dopmy.  Tparndyeckue
MOTMBbl  «NPAYYTCA» 33 BbIPA3UTEIbHOM
BM3yasibHONM  MeTadopol,  My3blKasbHbIM
COMPOBOXAEHMEM, NNACTUKOWN KYKOJ, APKMM
CLUEHNYECKMM obpaszom. KyKosbHble
NOCTaHOBKM cnocobcTBytoOT Pa3BUTUIO
SMMNATUM U MOHMMAHWUA SMOUMI  APYruX
moaein (Goldstein & Winner, 2012).

Takmm  obpas3om,  pexkuccepckas
aflanTauus MUMpPOBOW NUTepaTypbl B TeaTpe
KYKOJ1 BbINONHAET Cpa3y HECKONbKO GYHKLUMIA:
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* NCUXONIOTNYECKasn 3aWwmnTa pebeHka —
UCKAtOYEHNE M3ObITOYHOM MKECTOKOCTM WUAN
NPAMOro M3o06parkeHns cMepTu, YTobbl He
TPaBMMPOBATb AETCKYO NCUXMKY;

*  [OCTYNHOCTb  BOCMPUATMA  —
yMNpOLLEHME U MEPEOCMbICIEHNE CHOMKETHbIX
JIMHUI

B UTPOBOM, 3pennLLHON Gopme;

* o3HaBaTenbHaa  GyHKUMA  —
3HAKOMCTBO OHbIX 3puUTENel C MUPOBOM
KNaCCUMKOM 4Yepe3 XyOOMKECTBEHHbIM  A3bIK
TeaTpa;

* COBPEMEHHOCTb — MCMO/b30BaHWNE

aKTyaNbHbIX NOCTAHOBOYHbIX npuemos
(My3blka,  CBeT, NAacTMKa,  KyKO/bHble
TexHonormm),  4ytobbl  cneKkTakab  Obin

NHTepeceH pebeHKy XXI BeKa;
® BOCMUTATE/IbHAA U XY[0XEeCTBEHHAnA
LEeHHOCTb — dOpMMPOBaHME 3CTETUYECKOTO

BKYCa, aMNaTMm 7 HPaBCTBEHHbIX
OPWMEHTMPOB.
VIMEHHO NO3TOMY MOCTAHOBKM MO

MMPOBOWN KNaccuKke B penepTyape TeaTpa
KYKON CTAHOBATCA He NPOCTO WAMOCTpaLUmen

NINTEPATYPHOro  TEKCTa, a  CUEHWYEeCcKon
afjanTaunen, KoTopas coeamHneT
XyOOXECTBEHHbIM  3ambicen  aBTopa WU
neaarormyeckyto OTBETCTBEHHOCTb
pexuccepa.

ViccnepoBaHue noKasano, yTO
TeaTpanbHble  adanTauMM  MMEKT  CBOHO

cneumdury, Tpedyloulylo OT  pexuccepa
BHUMaAHMA K JAeTafdM U  UCMNOSb30BaHUIO
Pa3HOObOPa3HbIX XY/A0MKECTBEHHbIX CPEeaCTB.
YcneuwHble TeaTpasibHble MOCTaHOBKM B
3HAYMTENIbHOW CTEMNEeHN 3aBUCAT OT YMESoro
COYEeTaHUsA ApamMaTyprim, akTepPCKOW Wrpbl,
MCMONb30BAHUA  KYKO/T U CLUEHUYECKOro
An3ainHa.
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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”
HomHeil npumep 1 — NecHa «Enim-ali» (HapodHas)
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Homansik meican 2 — «9nKucca» (1-3 mm.). Homarsbik mbican ocsl 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: XasaslK acnanmap opKecmpiHe apHanFaH WelFapmanap
HuHarel. lMapmumypa. — Aanmamei: 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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Homanebik meican 5 — «9nkucca» (12—15 mm.). Homaseixk msicasn ocsi 6aCbibIMHAH
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 — «Onkucca» (132—-136 mm.). Homasnsik meican ocel 6ACbIAbIMHAH
anbiHObI: TineHoues, Hypfruca. MKeHic canmaHamel: XasaelK achanmap opKkecmpiHe apHaafaH
woeiFapmanap ¥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.

=LV L=
shettf

1)

it

1}1!
I3

59



Print ISSN 2617-6823

Online ISSN 3080-3888




	ҚАЗАҚСТАН РЕСПУБЛИКАСЫ МӘДЕНИЕТ ЖӘНЕ АҚПАРАТ МИНИСТРЛІГІ КҮЛӘШ БАЙСЕЙІТОВА АТЫНДАҒЫ ҚАЗАҚ ҰЛТТЫҚ ӨНЕР УНИВЕРСИТЕТІ
	МИНИСТЕРСТВО КУЛЬТУРЫ И ИНФОРМАЦИИ РЕСПУБЛИКИ КАЗАХСТАН КАЗАХСКИЙ НАЦИОНАЛЬНЫЙ УНИВЕРСИТЕТ ИСКУССТВ ИМЕНИ КҮЛӘШ БАЙСЕЙІТОВОЙ
	MINISTRY OF CULTURE AND INFORMATION OF THE REPUBLIC OF KAZAKHSTAN KULYASH BAYSEYITOVA KAZAKH NATIONAL UNIVERSITY OF ARTS
	Astana
	2026
	no. 20

	ҚАЗАҚСТАН РЕСПУБЛИКАСЫ МӘДЕНИЕТ ЖӘНЕ АҚПАРАТ МИНИСТРЛІГІ КҮЛӘШ БАЙСЕЙІТОВА АТЫНДАҒЫ ҚАЗАҚ ҰЛТТЫҚ ӨНЕР УНИВЕРСИТЕТІ
	МИНИСТЕРСТВО КУЛЬТУРЫ И ИНФОРМАЦИИ РЕСПУБЛИКИ КАЗАХСТАН КАЗАХСКИЙ НАЦИОНАЛЬНЫЙ УНИВЕРСИТЕТ ИСКУССТВ ИМЕНИ КҮЛӘШ БАЙСЕЙІТОВОЙ
	MINISTRY OF CULTURE AND INFORMATION OF THE REPUBLIC OF KAZAKHSTAN KULYASH BAYSEYITOVA KAZAKH NATIONAL UNIVERSITY OF ARTS

