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UNIQUE WORLD OF THE CREATOR

Abstract. The article describes some issues of formation of personal qualities and spheres of activities of
N.Tlendiev, that have been determined through ethnicity hearing. The range of issues include the analysis of
performing and composing activities, stage behavior, as well as innovative performance style, introduced by the
famous kuishi into Kazakh music.

On the one hand, the formation of N. Tlendiev as a person was determined by the strength of ethnic ear, and, on
the other, by the depth of professional knowledge. It was determined that in all his diverse creative activities, that is,
performing, composing, conducting or organizing activity, the gift of ethnic ear and high professional competence
played an important role. The rich images reflected in his musical compositions, a wide range of thematic lines, the
variety of musical methods and instrumental techniques that have not been studied, will result in new research works
in the future. In the future the vital activities of N. Tlendiev should be investigated from a scientific point of view,
confirmed by documents and facts, and the particular monographic work should be devoted to them.
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Introduction. N.Tlendiev said: “Is there anything in this life that means much more than nation!?
Particularly, the people led us to such condition thanks to which such an orchestra was created. So, our
future life depends only on people's desires” [1].

Only over time one begin to understand how true are our chosen paths. After all, only those values
that are created with great love for the people are distinguished by their vitality and are forever preserved
in the memory of the people.

The unlimited love of Nurgissa Tlendiev for his nation, first of all, is evidenced by the fact that his
multi-genre compositions are performed and are relevant today. At the same time, we see that the «Otyrar
Sazy» orchestra which was created by him, continues its activities and development. The warm feedbacks
of his associates and colleagues also testify about his high feelings.

Methods. The creative range of Nurgissa Tlendiev (1925-1998) is very wide: from a popular song to
a complex opera, from a dombra kuy to the instrumental-orchestral compositions. His creative message is
clearly reflected not only in the studies of musicologists, but also in the creative work of the performers,
research works of literary critics, as well as journalists working in documentary films and mass media. Of
course, in view of the published works, defended theses, video clips, documentaries and their authors (it is
necessary to take into account the high appreciation of the prominent figures), it can be seen that the facets
of N. Tlendiev’s life and creativity are thoroughly revealed. This can be seen from the titles of the
published books: “Kaharman - Nurgissa”, “Gasyr sazy terbetken”; from separate articles: D. Kunaev “Tua
Bitken Daryn”, L. Ismayilova, A. Mukhambetova “The Mature Talent”, Zh. Karmenov “Menin Pirim -
Nurgissa”, M. Alimbayev ‘“Zharynsyn zhuldyzday Zhana Zhakkan”, K.Myrza Ali "Kubylys”,
M. Karatayev “ Tolganystan tolganys”, R. Berdibayev “ Gasyrlar Sazy”, K. Nakyp “Anyzga Ainalgan
Azamat”, etc. Because, we keep memory of Nurgissa's happy image in the last years of his life. It seems
that he reached such condition without any difficulties. However, his life during the period of repression
of the 1930s and 40s remains in the shadow, the harsh front years, when he barely survived from serious
injuries, or post-war period during the second repressive wave. These “closed” years of life can be
restored through the interviews of Nurgissa which were published in the press (in Kazakh and Russian
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languages), his brief statements about the history of musical compositions, memories of contemporaries
and colleagues’. Since this issue does not apply to a limited range of scientific works, and requires further
basic research, in this article we will only focus on some aspects related to the unique gift of N. Tlendiev -
his ethnic ear.

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

A. XK. KaaTyfaﬂosal, A. K. OMaPOBal, . . KapOMaT2

1
M. O. Oye30B aTbIHAAFEl OJIeONET KOHE OHEp WHCTUTYTHI, AnMathl, KazakcraH;
’O36eKcTan PecrryOnukaceiabeiH FruteiM AkaieMusichl OHepTaHy HHCTHTYTHL, TamrkeHT, ©30ekcTan

TYJIFAHBIH BIPET'EM SJIEMI

Annoranusi. Hypruca Tinenauentin (1925-1998) mbrrapmMambuiblk ayKbIMbl ©T€ KEH: KOIIIITIKKEe apHalfaH
oHIEepiHeH Oactam, KoCiOM ThIHIapMaHAapra OarbITTaldfaH KypAedl omepanapra ICHiH, ajl acHanThlK ©HEepe
JIOMOBIpa KyHiHeH 0acTar, OpKeCTPIIiK TYbIHABIFA JISHIHTT ayKbIMIBUIBIKTBI KAaMTHIIbl. OHBIH IBIFAPMAIIbUIBIFGl MEH
KaJIJbIPFaH Mypachl TEK My3bIKaTaHYIIbLIAP/AbIH FaHa €Mec, COHJaii-ak, TIXKIpUOeNiK i3[eHIC YCTiHAE XXYpreH
OpBIH/AYIIBIIAP/IbIH, FEUILIMMEH TYPaKThl TYp/e allHaJbICKaH 9JIeOMeTIIIepaiH, AepeKTi GUIbM HeMece KOIIiTiK
YIIiH apHaibl >Ka3aThlH Tra3eT-XKypHal TUIMIUIEPiHIH Ha3apblHA ajblHFaH. OpUHE, MIbIFApbUIFaH eHOeKTepre,
KOpFaJIFaH JMcCepTalusulapra, TycipiireHn OeiHeOasHaap MEH JepeKTi (HUIbMIEpre *oHE OJIapAblH aBTOpJIapbIHa
(Oy perte ipi TyrFamap TapanblHaH OMiK OaralaHFAaHBIH ecKepy KakeT) Kapar, Hypruca TineHIueBTiH eMipi MeH
IIBIFaPMAITbUTBIFBIHBIH  KBIP-CHIPBI  allIBUTFAH CHSKTHI 00JbIn  KepiHemi. CeOeOi OapibIFBIHBIH KO3 ajIbIHIa
HyprucaHblH COHFBI JKbLINApAarbl OakeITTHl OeifHeci KanmraH. OcbIFaH Kapan Oysl OakbITKa OJI €Il KUBIHJIBIKCHI3
KETKeH CHSKTHI Oonbin kepineni. JlereameHn, 1930-40 skpuimapaarbl KyFBIH-CYPTiH 3aMaHBIHAA KOMITO3UTOP/IBIH
eMIpiHiH Kaylaif eTKEeHIr, Cypambll COFBIC JKbUITAphIHAAa MalIaHFa aTTaHFaH Ke3i MEH ayblp jKapaKaTTaHbII eJiM
ay3bIHAH KaJlail aMaH KaJlFaHbl HEMECEe COFBICTaH KEHIHT1 peNpecCHSIHbIH €KiHII TOJIKBIHBI OOJIFaH Ke3/eri yaKpITTa-
PHI 5xa0ynbl Ka3aHAal ska0ynbl KyHiHae Typ. OMipiHiH KeJIeHKeNl TyYCTaphlH Ke3i Tipi kKe3inae O6acnace3 OeTrepine
xapusutanraH HyprucaHslH cyxOaTTapsl (Ka3ak >KOHE OpBIC TiNAEpiHIE >KapbIKKa INBIKKAH), MIBIFapMallapbIHBIH
IIBIFY TapuXbl Typasbl jKa3bUIFaH KBICKA MakaJlalapbl, 3aMaHJacTapbl MEH OpINTECTEepiHiH eCTeNiKTepi apKbLIbI
KaJlblHA KenTipyre 0onaapl. Byt Macene FhUIBIMU MaKaJaHbIH [IEKTEYJ Il ayKbIMbIHA ChIHMAaFaHIbIKTaH, KEJICIIeKTe
ipremi eHOeK peTiHAeri ayKBIMABI i31eHicTep i Tanan ereni. Makanana H.TineHIueBTiH 3THUKAIBIK eCTy KaOileTiHe
KaTBICTBI Kei0ip Macesesiep KapacThIPbULIbL.

8 N. Tlendiev met with Zhambyl Zhabayev several times. For the first time in 1938, and the last time, visited the akyn with
his mother Saliha to receive his blessing before going to the front. Tlendiev recalls how, at the first meeting, Zhambyl kissed
Nurgissa on the forehead, blessing: “My light, keep your dombra. The Kazakh dombra contained both history permeated with joys
and sorrows, and art. If you diligently and carefully master it, this dombra can tell a lot to the people™[1, 362 p.].
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Hypruca mbirapManapblHbIH KOMIIITIKKE TAHBUTYBI, XaIbIKTHIK TYBIH/bIFa aifHANIBII, FACHIPAAH FachIpFa KOIIill,
©3EKTUIIrH XKOFAITHAYBIHBIH CHIPHI HEJIE AETeH cayai Tyaabl. byl cypakka OHBIH JOCTypJli ana MekTeOl MeH Kaciou
KaJla MeKTeOIH KaTap aJiblll KYpPreHIiriHeH aen xayarn oepyre 6onansl. Ced6edi, Oyt exeyiH 03 MIbIFapMallbUIbIFBIH/IA
Tikenel maWaagaHy apKbpUIBI OJ1 IeOepJIiriH, OUTIKTLNINH jKoHe CYHICHEHIIUNriH KepceTe ajjubl. bys perte oHBIH
Jlajia MEKTeOIHEH — ITHUKABIK eCTy KaOineTiHiH OepikTiri Ooica, Kajia MeKTeOiHEH — KOciOM OUTIMIiHIH TepeHMIIri
Oalikanagel. AJaMHBIH €CTy KaOUIeTiHIH aHTPOIOJOTHICHIHIA THIHAAY (HeMmece ecTy KaOijeTi) MeH MiHe3-KYJIKbI-
HBIH, TAaHBIMBI MEH COWIEreH CO3iHiH OipTyTac exeHAiriH anpikTait, H.TineHnueBTiH OoibIHIAFEI KabineTTepi MeH
KbI3MeTTepi Ma3mMyHaanansl. On — THIHAAY apKBUIBI AOCTYPINI MY3bIKaHBI OOHBIHA CiHipe ajmbl )KOHE OpPBIHIAYIIIBI
peTiHae aTtamaH KajFfaH MYpPaHBI XKETKi3Mi; Kail kepie KoHe Kai ke3me OosMachlH (caxHama, KbI3METTE, IeMalry
OaprICBIHAA, OTOACKIHIA KoHE T.0.) ©3iH-031 cal-cepiiepre TOH epKiH YCTall, MiHe3-KYIKBIH TopOueneii anapl jKoHe
coJI MiHE31HIH apKachlHJa ICTEreH iCTepiHEH HOTIIKE LIBIFApBIN, OMiK XKETICTIKTepre jkere Oiuji; TepeH TaHBIMbI
apKbUIBl KOMITO3UTOP PETIHIE CapKbLIMAac MY3BIKAJbIK Ka3blHa KaJJIBIPHIN, ThIHAAPMaHIAPAbIH JKYPETiHEH OpHBIH
TanThl, COMJIETeH CO31 apKbUIbl KOMIIUNKICH T TAOBICHIN, STHOTPAQHSIBIK OPKECTP KYPBIN, OHBI XaJbIKAPaJbIK
JieHreieri 6alikaynapra KaThICTBIPBII, YITTHIK MYPaHbl HACHXaTTabl.

Makanaza kejieci HoTHKeJep YChIHBUIIBL:

- H.TinmeHaueBTiH IUBIFApMALIBUIBIFBI MEH MY3BIKQJIBIK MYpPachl Typalbl KeONTereH OachbUIbIMAAp MEH
3epTTeMenep ka3purFad. OIapIslH KeJieMi SUTi KYHIIiHIH eMipi MEH MIBIFapMAaIlIbUIBIFBIHBIH KBIP-CHIPIIaphl TYTAC
aIIBUTFaHIAN MiKip KANBIITACTRIPansl. AJaiina eMipiHiH KelOip KeJIeHKeINi TYCTaphl 91l KYHTe IeHiH TOJBIK 3epTTe-
MereHi aHbIK. H.TinmeHIueBTiH eMipi MEH MIBIFApMAIIBUIIBIFEl KEJCIEKTe FRUIBIMA TYPFBIIAH HUTEPLNTill, KYXKAaTTHIK
JKOHE JISPEKTEMEIIK TapanTapAaH ASJCIACHII, )KeKe MOHOTpaISUTBIK eHOCK PETIHAE KA3bUIYHI THIC.

- H.TinenaueBTiH TyFa peTiHAe KaTbIITaCybIHA Oip JKaFbIHAH STHHUKAIBIK €CTY KaOlIeTiHIH OepiKTiri cenTirin
TUTi3Ce, eKIiHIII XaFbIHAH KociOm OimiMiHiH TepeHAiri Heri3 Oomrad. OHBIH OPBHIHAAYIIBUIBIK, KOMITO3UTOPIIBIK,
JIIPIDKEPITiK HeMece YHBIMIACThIPYLIBUIBIK TapalbiHaH ajFaH/arbl MIBIFapMallbUIBIFBIHBIH KaHAal Ja Oip OaFbIThl —
STHUKAIBIK €CTy KaOuieTi MeH KociOM OLTIKTINIri apKbUIbl OHEpJiH TepiHueri Oepik TyFbIpFa KOHFaHIBIFBI
aHBIKTAJIbl. AJl MY3bIKaJbIK MIbIFApMallapblHia CYpETTereH OeWHENIK TaHBIMBIHBIH 0ail epici, TaKbIPBINTHIK
KEJICIHIH KeH MeHOepi, KoJIaHFaH MY3bIKaJIbIK 9/IC-ToCIIIEpiHiH allyaH TYpPJli €peKIIeNiri )koHe 3epTTey HbICaHbIHA
anpIHOAFaH acHanThIK KYHIepi MEH KypJeli TybIHbUIAphl KeJICIeKTe )KaHa 13/IeHICTepre KeTeNneH .

- KazakrbiH My3bikacbiHa HyprucaHslH KockaH yiieci, JKaMOBbLIIBIH albINITHIFBIMEH aCCOLMALUSIIBIK TYpAE OiFa
opaiansl. KamObuabIH aneinTeiFbl Hypruca TieHIUEBTIH OpPBIHIAYIIBLIBIK, KOMIO3UTOPIIBIK IIBIFapMAallbUIbIFbI-
HBIH KaJBINTAaCYbl MEH MiHE3-KYJIKBIHBIH, YHBIMIACTHIPYIIBIIBIK KapbIMBIHBIH, TAHBIMBIHBIH, €CTY KaOUICTIHIH, TIMTi
€e3 KYIIpeTiH YFYBIHBIH JaMybIHA KOIl CenTiriH turizmi. Hypruca meH JKaMOBUIIBIH STHHKAJBIK eCTy KaOineTi Oip
apHaJaH HOp ajblll, eJiHe YJIKeH CYHICIICHIIIIKIIEH KbI3MET aTKapFaHbIHA, apThIHA TEHIECI JKOK Mypa KaJIbIp-
FaHBIHA, YITTHIK My3bIKaFa KOCKAaH MaHBI3IbI YIICCiHE Kapall, allbIITapIblH Aa KyaThl — OipJlikTe eKeHAIriHe TaFbl Oip
KO3 JKEeTKi3reHIenMi3.

Tyiiin ce3nep: Kyii, OppIHAAYLIBI, KOMIIO3UTOP, STHUKANBIK €CTY KaOlJIeT, CybIpbINcaMa @HepIias, OpKecTp.

A. K. KasryranoBa’, A. K. Omaposa’, JI. ®. KapOMaT2

1
WuctutyT nurepatypsl U uckycerBa uM. M. O. Aya3oBa, Anmarsl, Kazaxcran;
Wucturyt uckyccrBosnanus AH PY3, Tamkenr, Y30exucran

YHUKAJIbHBI MUP TBOPIIA

Annoranusi. TBopueckuii nuanason Hyprucer Tinenauesa (1925-1998) odeHp mMpoOK: OT MOMYJISIPHON MECHU
JI0 CJIOKHOHM OIephl, OT JOMOPOBOrO KOS JO HWHCTPYMEHTaIbHO-OPKECTPOBOrO mpousseaeHus. Ero TBopueckoe
Haclleine HaXOAWT SIPKOE OTPAXKCHHE HE TOJBKO B M3BICKAHMIX MY3BIKOBEIOB, HO M B CO3HUAATEIHHOM TPYJIE MY3BI-
KaHTOB-UCIIOJIHUTENEH, HAyYHBIX HCCIICAOBAHIAX JUTEPATYpPOBEAOB, a TaKXKe JKypHAJIUCTOB, pabOTAIONINX B JOKY-
MEHTaJbHOM KHHO M CpeICTBaxX MaccoBoi mHpopmanuu. KoHeuHO ke, yIuThIBas M3AaHHBIC TPYIBI, 3aIIUIICHHBIC
JUCCEPTALNH, BUICO-KIIHIIBI, JOKYMEHTAIbHBIE (MIBMBI U MTO3HUIIMIO UX aBTOPOB (IIPH 3TOM HEOOXOAMMO YIHUTHIBATh
BBICOKYIO OIICHKY CO CTOPOHBI BUJIHBIX JI€sTeNIe), MOKET 1TOKa3aThCsl, YTO I'PaH )KU3HU U TBopuectBa H. Trnenaue-
Ba JOCKOHAJIBHO PacKphITHl. [IoTOMy Kak B OOIIECTBEHHOW MaMsTH OCTaJcs rapMOHWYHBIA 00pa3 Hyprucsl nocnex-
HUX JIeT ero xu3Hu. Co3aeTcs BleyaTieHue, 4TO K TAKOMY COCTOSIHHIO OH ITpuIIest 6e3 0coObIX TpynHocTel. OnHa-
KO «B TEHW» OCTaeTCs €ro *XH3Hb nepuona penpeccuit 1930-40-x ronos, B CypoBble (hPOHTOBBIE TO/IBI, KOTJIa OH C
TPYAOM BBDKHUII OT TSKEINIBIX PAaHEHWH, WK MOCIIE BOMHBI B IEPUOJ] BTOPOH PEMPECCUBHON BOJIHBI. DTH «3aKPBITHIE)»
TO/bI KU3HU MOKHO BOCCTAaHOBHTH pa3Be 4TO 4epe3 MHTepBbI0 Hyprucel, omyOnnkoBaHHBIE Ha CTPaHHIAX MEYaTH
(Ha Ka3axCKOM M PYCCKOM $3bIKaX), €0 KPaTKHE BBICKA3bIBaHHMSA OO0 HMCTOPUH BO3ZHHKHOBEHUS IPOHM3BEICHUMH,
BOCTIOMHHAHHS COBPEMEHHHKOB 1 KoJuter”. M Tak Kak 5TOT BONPOC HEe OTHOCHTCS K 0COOOMY KPYry HAYUHBIX paGoT
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U B JalbHEHIeM TpeOyeT (hyHIaMEHTATBHBIX HCCIICOBAHU, B TAHHOM CTaThe MBI OCTAHOBUMCS TOJIBKO HAa HEKOTO-
PBIX acreKTax, CB3aHHBIX C YHUKaIbHBIM fapoM H. Trnenanesa — ero STHUYECKUM CITyXOM.

B 5To#t cBs3M BO3HUKAeT BOMPOC: MOYEMY K€ Mpou3BeAeHUs Hyprucol HACTOJMBKO MOMYJSIPHBI, UTO CTalu
HApPOJHBIMU U, HCB3UPask Ha BPEMsl, IPOI0JIKAIOT OCTABAThCS BOCTPEOOBAaHHBIMU U cerofnsa? Ha 3TOT BOIpoc MOKHO
OTBETUTH Tak: moToMy uto H. TrneHmueB «coBMemaeT» TPaAMIMOHHYIO CTEMHYIO uncony3 U TPO(ECCHOHATHEHYIO
TOpPOZCKYIO IHKOJIy4. Jemo B ToM, 9TO, UCTIONB3YS WX HETOCPEACTBEHHO B TBOPUYECTBE, OH CMOT OJHCTaTEIHHO, C
YyBCTBOM IIPOAEMOHCTPHPOBATh CBOE MAaCTEPCTBO, KBaMH(UKAIuio W J000Bb. [Ipm 3TOM, ecnm mocpeIncTBOM
CTEIHOM IIKOJNBI SPKO BBIpaXKajlach CHJIa STHHYECKOTO CIIyXa, TO Yepe3 TOPOJCKYI0 IIKOIy — TiryomHa mpodec-
CHOHAIIBHBIX 3HAHUW. B cTaThe XxapakTepu3yroTcs cBoiictBa U pyHkuun H. Tnenanena: uepe3 CryXoBoe BOCTIPUSATHE
OH CyMeJl BIIUTATh B ce0s TPAIUIIMOHHYIO MY3BIKY M KaK MCIIOJHHUTENb TOHECTH 10 CIyIIaTeNel Hacleane MpeaKoB;
B J1000€ BpeMsl M B JII000M MecTe (Ha CIeHe, Ha paboTe, BO BpeMs OTIbIXa, B CEMbE M T.1.) (GOpPMHUpPOBAI B cede
cBOOO/Y MOBE/ICHHs, CBOWCTBEHHYIO cajlaM M Cepd, MOCPEACTBOM Yero Jieliall ONpeeeHHbIe BBIBOJIBI Il CAMOBBI-
paKeHUs1, CyMEB TOOUTHCS OOJIBIIMX YCIIEXOB; OCTABHMB Yepe3 MO3HAHUE HEHUCCIKAEMYIO MY3BIKAIBHYIO COKPOBHIII-
HHUILy, 3aBOEBBIBAN CepAlla CiyliaTeael, Haxo/s ¢ OOJBLUIMHCTBOM JIIOJeH OOIIMH S3bIK, CO3/aJl ATHOrpaduiIecKui
OPKECTp, Y4aCTBOBAJ B MEXIyHaPOAHBIX KOHKYpCax M MpoNaraHAupoBall HAllMOHAIBHOE HCKYCCTBO.

ITonBons uTOTH, PEICTABISAEM BBIBOIBI, IOJIyUYCHHBIE B Pe3yJIbTaTe aHAIN3A:

1. CymecTByeT MHOXECTBO ITyONHKAIWKA ¥ HWCCICHOBAHHWA IO TBOPYECTBY M MY3BIKAILHOMY HACIECIUIO
H. Tnenanesa, koTopbie GOPMHUPYIOT MHEHHUE, CO3IAIOT BIICUYATIICHIE OYATO PACKPHITHI IPaHU KU3HH M TBOPUECTBA
M3BeCTHOTO KroWmm. OIHAKO CIeqyeT OTMETHTh, YTO HEKOTOPBIC CTOPOHEI €Tr0 JKU3HU OCTANNCH 0e3 BHUMAaHUS, a
TBOPYECTBO ITIOJHOCTHIO JI0 CHX Iop He m3ydeHo. KuzHenesrenbHocTs H.TnenmueBa B Oymymiem NOMKHA OBITh
HCCIIeIOBaHAa C HAYYHOW TOYKH 3PEHUS, MOATBEP)KICHA TOKYMEHTAIhHO W (PaKTHUECKH, YeMy CIIEIAyeT HMOCBSTHUTH
WHAWBUIYANTbHBIA MOHOTpahUIECKUN TPY/I.

2. Cranosnenue H. TneHaueBa Kak JIMYHOCTH OBLIIO 0OYCIOBJICHO, C OJTHON CTOPOHBI, CHJIONW ITHUYECKOTO CITy-
Xa, ¢ Ipyroi — riryOuHO! npodeccHoHaIbHBIX 3HAHUH. BBIICHUIOCH, YTO BO BCEM MHOT000pa3uu ero TBOPYECTRA,
T.€. B UCIIOJHUTEIbCKOM, KOMIIO3UTOPCKOM, JUPUKEPCKOW WM OPraHU3aTOPCKOW JESATEIIbHOCTH BAXKHYIO DPOJb
cpIrpaii 00JafiaHue STHUYECKHM CIIyXOM M BBICOKas NMpoQecCHOHaNbHas KOMIETEHTHOCTb. A Oorarbie 00pasbl,
OTpa)KaecMbI€ B €T0 MY3BIKAIBHBIX MPOU3BEACHUAXK, IIUPOKUI CIICKTP TEMATHYCCKUX JIMHUHN, Pa3HOOOpa3ue UCIOb-
3YEMBIX MY3BIKaJIbHBIX METOJIOB U HHCTPYMECHTAJIBHBIX IPUEMOB, KOTOPBIC HE OBUIM U3yUYCHBI, B OyIyIEM MPHUBEIYT
K HOBBIM U3BICKAHUSM.

3. Ceromns Bkian H. TreHaueBa B Ka3aXCKyr0 My3BbIKy YMECTHO aCCOIIMATHBHO CBSI3aTh ¢ Bo3zeiicTBreM JKaMObLa.
Takum 00pa3oM CTaHOBUTCS MOHATHBIM, 4TO Bennyne JKamObua crocodcTBoBao ctanoBieHuto Hyprucer Trnennue-
Ba, Pa3BUTHUIO €0 HCIOJIHUTEIBCKOTO MAacTEpCTBA, KOMIIO3UTOPCKOTO Hacye[usi, OBEACHUSI U OPraHU3aTOPCKOU
JIeSITEeNFHOCTH, TIO3HAHUS, CITyXa U YMCHHS BHUMATh CHIIe clloBa. CTOHT CKa3aTh, YTO STHHYECKUE CIYXOBBIE CIIOCO0-
noctu Hyprucer u XKamOblia «BIHUTHIBAIM» KUBUTEIBHYIO BJIAry W3 OIHOTO MCTOYHHKA. DTH TUTAHBI Ka3aXCKOM
KyJNbTYPHI CITY>KUJIH JIFOASIM ¢ OONBIION TI000BBIO M, OCTABUB COKPOBEHHOE HACNE/IHE, BHECIH HEOIICHUMBIH BKJIAJ B
HAIIMOHAJIBHYIO MY3bIKY.

KiroueBble c10Ba: KIOH, HCIIOTHATEINb, KOMIIO3UTOP, 3THHUECKUH CITyX, UMIPOBH3AaTOP, OPKECTP.
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