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AGcTpakT

B cTaTbe paccmaTpuBaeTcst TBOPHECKUI ONbIT XyA0oXHWKa I EliIKeHOBa, CO3aBLUEr0O NPOEKTbI
MOHYMEHTaIbHO—1EKOPATUBHOI0 06/IMKa SKCTEPLEPOB U MHTEPLEPOB COBOPHBIX MEYETEN, MOCTPOEHHbIX B
pa3HbIx ropoaax KasaxctaHa B rofibl HE3aBUCMMOCTHM CTPaHbI.

Bu3yanbHbli aHann3 ocylecTBAEHHbIX 3aMbIcoB I. ELIKEHOBa NO3BOU BbIABUTb CTUMCTUYECKNE
0COGEHHOCTN KOMMO3ULMOHHbBIX NMPEANOYTEHWUI XyAOKHUKA. B odpopmeHnn cakpanbHbIXx 31EMEHTOB
APXUTEKTYPHOrO NPOCTPAHCTBA MeYeTel OTMeYaeTcs M3GMPaTENbHOCTb B UCNOSIb30BaHUK Kannurpaduu,
06LLENCNIAMCKMX U Ka3axCKMUX TPAAULIMOHHbBIX OPHAMEHTaNbHbIX TEM, 06/1aaloWUX CEMAHTUYECKUM CTaTyCOM.
[leKop cBOOB MOJIMTBEHHbIX 3a/10B NPEACTABASET ONPEAENEHHbIN MPUMEP «PETPOCNEKTUBHOINO HOBATOPCTBAY
— XY[0XECTBEHHOI0 NpMeMa B apXUTEKTYPE COBPEMEHHOIO perMoHanuama. Cxembl pacnpeaeneHms
OpHaMeHTaNbHbIX MOTUBOB Ha KYMOJIbHbIX Yallax UCTOPUYECKMX KyNbTOBbIX 31aHWi nepepabaTbiBaloTCs
XYAOXKHWKOM B NTOFMKE CMbIC/IOB ¥ CUHTAKCHCa Ka3axcKoro opHamMeHTa.

KnoueBble cnoBa: MeyeTb, CakpasbHbIi MHTEPbLEP, 06LLEUCTIAMCKME TPaAULIMK, HacneamMe CTENHOM
KyNbTypbl.

KA3AKCTAH MELWITTEPIHIH UHTEPLEPIHAEr! «PETPOCMEKTUBTI» XKAHAWDbINAbIK (1991-2015)

AGcTpakT

MaKanaga MeMNeKeTTIH Toyenci3aik XolngapblHaarbl KazaKkcTaHHbIH 9p TYpAi KananapblHaa KypbliFaH,
Cco60opNbl MEWITTEPAIH AKCTEPbEPEPI MEH UHTEPbEPSIEPIHAET MOHYMEHTaNbl — COHAI KenbeTiHe )oba
YKacaraH cypeTwi . ELUKEHOBTIH WhiFapMaLlblblK ToXipnbeci KapacTbipblnagbl.

f. ELUIKEHOBTIH XKy3ere ackaH TYMKi OMblHbIH BU3yanbl Tangaybl CypeTLWiHiH KOMNO3ULUMUANbIK TaH4ayblHAaFbI
CTUINCTMKANbIK epeKLUeniriH anKbliHaayFa MYMKIHAIK 6epi. MewiTTepaiH, CoyneTTiK KeHICTIKTePiH cakpanbabl
3/IEMEHTTEPMEH KePKEMAEYIHAE ¥aMbl UCaMIbIK XaHe Ka3aKu A9CTYPIK Ol0—epPHEKTI TaKblpbINTapblHAAFbI
KannurpadusacbiHAa KongaHFaH ceMaHTUKanbIK fapexere e 6onfaH Tangaybl 6enrineHesi. ColbiHy
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6enmenepiHaeri 4eKOp *KMUHaKTapbl 3aMaHayn perMoHanna3MiHaeri «OTKeHi WonaTbiH XaHawbl1gblK» KOPKEM
TOCINIHIH aHbIK MblCanblH KepceTei. Tapuxu, AiHKM FUMapaTtTapblHAarbl KyM6e3i (Hallanapfarbl) Ol0—6pPHEKTI
HalbIKTapblH 6enin TapaTy cynbachkl CYPETLLiHIH, MOHAI, MafFblHasbl IOTMKaCbl MEH Ka3aK Ol0—epHETiHIH,

CUHTaKCUCIHAE KaWnTa eHaenin oTbIp.

Tipek ce3aep: MeLliT, Cakpab/ibl MHTEPLEP, XaMbl UCTAM/bIK ASCTYP, fana MaAeHWETIHIH Mypach!.

«RETROSPECTIVE INNOVATION» IN THE INTERIOR OF THE MOSQUES OF KAZAKHSTAN (1991-2015)

Abstract

In this article the several projects of the cathedral mosques' monumental and decorative shape and interiors
located in the different cities of Kazakhstan during the period of the country's independence which were

constructed by Kazakh artist G. Eshkenov is considered.

The visual analysis of these projects allowed revealing the stylistic features of G. Eshkenov preferences.

In shaping of the mosques' architectural space by sacral elements underlined the selectivity with the
calligraphy, and also both all-Islamic and Kazakh traditional ornaments which possess by semantic value.
The decor of the halls’ arches represents a certain example of a retrospective of innovation — art reception in
contemporary regionalism.The schemes of ornamental motives' using in the historical cult buildings' dome
bowls are processed by G. Eshkenov with the logical way of the Kazakh ornament’s typical meanings and

syntax.

Decor sets of prayer halls is a specific example of a retrospective of innovation — art reception in

contemporary regionalism.

Keywords: mosque, sacral interior, total Islamic traditions, heritage of the steppe culture.

MepBbii ONbIT KY/ILTOBOIO HHTEpPbepa
XYAOXKHUKa

Pa6orta I. ElukeHoBa Ha MHTeEpbepamu

W BHELIHWM AIEKOPOM MeYeTen Havyanachb

B 1999 roay, Korga Bnepsble B UCTOPUU
He3aBUCUMOW CTpaHbl, B AfiMarhil,

6blna noctpoeHa LleHTpanbHasa MevyeTb
(apxuTeKTopbl C. baimaram6eToB,

K. Wapanues, K. }apbinraHos;
KoHcTpyKTOp K. Tone6aes). Me4yeTb 1 B
HallW AHW 9BNSETCA OAHUM M3 KPYMHENLIMX
KYNIbTOBbIX COOpYXKeHnn KasaxcTtaHa? .
CoaBTopamu B npoekrTe . ElikeHoBa ctanu
XYAOXKHUKK E. AxmeToB, T. CynermMeHoB, A.
Hakbinéek. Neped HUMKU CTOSAT MOUCTUHE
BOJIHYIOLLIMIW BOMPOC: KaK AOMKEH
BbIMNSAETb UHTEPbEP U 0DOPMIEHNE
COBOOpPHOM MeYeTH Ans Hapoaa, fosiroe
BPEMS KMBLLEIO B XECTKMUX YCIOBUSAX
COBETCKOIo TOTallbHOro atrenama?

B nounckax oTBeTa XyAOKHUKM
06paTUNNCh K OnMbITy CO3AaHWUg NaMAaTHUKa
KyJ1bTOBOr0 3044ecTBa TUMYPUACKOIO
BPEMEHU — TYPKECTAHCKOro nopTtajbHO—

KynonbHoro mas3onesd (1385-1405)
Xomku Axmepna fcaBu (1103-1166).
Bbi60op 1 TBOpUYECKUKE naeun XyaOKHUKOB
onpeaenunnuch B cneaytowmx peleHnsx.

B LeHTpanbHOW MeYvyeTn Tpu Muxpaba,
HaxoAdaWwmMXcsa B NATHUHHOM, O6PALHOM M
YEHCKOM 3ane. [naBHbI MUXpab (BbiCcoTa
10 M) pacnonoXeH noa MasbiM Kynonaom
MeYeTH, OH BblAENSeTcs NATUrPaHHbIM
BbICTYNOM Ha loro—3anagHom Topue
MedeTu. [nyboKoe pa3BepHyTOe
neHTaroHasbHOe NPOCTPaHCTBO MUxpabda
o6paMIEHO CTEHOM U BXOAHOW CTpeib4aTomn
apKon, 061MLIOBaHHOW nonocamm 6e1oro
Mpamopa. Popma CTpenbyaTton apku
XapaKTepHa a5 MaB3osiest AxMega
flcaBn. XydOXKHUKM OGOPMUIIUN NATL
CTOPOH MUXPaBOHOMN HULLK KepaMUYECKNUMU
NMIMTKaMKU Py4HOM Harna3ypHoOM pocnucu
B XapaKTEPHOM KOJIOPUTE KOHTPACTHbIX
CUHE—O0XPUCTbIX LIBETOB TYPKECTAHCKOro
MaB30Jies.

1 [IoPETLIAHAK (HAWANAPAAFLI) // KASAKLLA—OPBICLUA, OPBICLIA—KA3AKLUA TEPMUHOMOTMANBIK CO3AIK. COYNET MEHE K¥PbiNbiC. PM. «PAyAH»

BACMACHI, AnmATI, 2000.

2 OBLWME PASMEPLI — 76x50 M; MABHbINA KYMOS 3[AHUA — BLICOTA 36 M, AMAMETP — 20 M; BLICOTA BO/IBLIOTO MUHAPETA — 47 M.
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[JOMWHAHTOM KOMMNO3ULMKN Ha
KepaMUUYEeCKNX NMIINTKax TPeX LLeHTpanbHbIX
naHenen HULWIK CTaHOBUTCS U306parkeHne
apKu. B TMMNaHax apoK Xy4OoXKHUKK
NMOMECTW/IN COJIIPHYIO JTY4EBYIO PO3ETKY,
Ha3blBaeMyto B HapOJ4HOM UCKYCCTBE
Ka3axoB AoHreneK. 3ToT OpHaMeHTaNbHbIN
MOTKB, CUMBOJIU3UPYIOLLNIK BEPXHUIA MUP B
nepBO6bLITHOM MUDOSIOrUK, BCTPEYaeTCs B
Ka3aXxCTaHCKMX apXeonorMyecKmnx HaxoaKax
KepaMWKK, pe3HOM KOCTH, AaTUPOBaHHbIX
anoxon 6poH3bl [1, 88; puc. 1, 17], a
B Xy4OXXEeCTBEHHO—06pa3HOM cUucTeme
TPaanLMOHHOIO UCKYCCTBa Ka3axoB
OH 3aHMMaeT 0c060 3Ha4YMMble MecTa
[IEKOPUPYEMBIX U3AENNI: TYCKUU30B
(BbILWKMTBLIX KOBPOB), LanaHoB (BEPXHUX
BbILINTbIX XanaToB), Ky/bintacos/
KYNMNbITaCoB (KaMeHHbIX HAaArPOBHbIX CTEN)
U T. 4. Bo BHYyTpEHHEM Kpyre po3eTKu
3010TOM 0603Ha4YeHo nms Teopua —
Annax. Jlyun po3eTku 3aBepLiatoTes
reoMeTpUYECKUMU AJIEMEHTAaMK rMpuxa.
3a MHOrve BeKa CcylllecTBOBaHMa ucnama
Ha TeppuTopuK KaszaxcTtaHa HEKOTOPbIE
3N1eMeHTbl U MOTUBbI IOUCNAaMCKOro U
MCNaMCKOro opHamMeHTa/lbHOro TBopyecTBa
CITUJINCb HE TOJIbKO B CEMaHTUYECKOM
MOHATUU, HO U B rpadr4ecKom
OCHOBe: B Ucslame 06pa3 ConHua —
3TO CUMBOJIMHYECKUIN BCEBUAALMN U
Bce3Hatowmn rmas Annaxa [2].

LleHTpanbHasa naHenb Mmmuxpaba
Bblgensiercs [N—o6pasHbiM NOCTPOEHUEM
OpHaMeHTaNbHbIX KAEM U KOPaHUYECKNX
HaAMUcewn, BbINOMHEHHbIX XUAKUM
30/10TOM BCEMUPHO U3BECTHbIM TyPELLKUM
Kannurpadom XacaHom Heneowm,
pacnucaBLUEero Me4yeTu anb—Xapam B
Mekke, aH—Hab6aBun n Kyéa B MeanHe u
T.4. PacnonoxeHune 60paopos mmuxpaba
HanoOMMHAET KOMMO3ULIMOHHYIO CXEMY
TPaAULMOHHbIX BOMNOYHbBIX MO3anYHbIX
KOBPOB CbIpMaK C XxapaKTepHbIM
pacnpegeneHMem nosoc 6oparopa no

rOpU30HTaNM U BEPTMKaNN 6€3 NOCTPOEHNS
YII0BbIX CUMMETPUM OpPHaMEHTa.

B BepxHen YacTy 6OKOBbIX NaHenen
MuUxpaba XyaOKHUKU MOMECTUNN
CUMBOJIMYECKME BOCbMUKOHEYHbIE
PO3ETKMU B CETYATOM pannopTte KBaapaTHbIX
poM60B, NOAOOHbLIX PUCYHKY Kepere
(pelueTyaTbiX AepeBSAHHbIX CTEH) HOPThI
WK WapLum (po3eTKa B BUAe KBaapaTHOro
pom6a). MHTepnpeTauns BOCbMUYrOSIbHbIX
$uryp, camblix pacrnpocTpaHeHHbIX
MOTMBOB [IEKOpa B UC/laMe, 3HaKa Bepxa,
Heba, U3BECTHa, N0 apXeosI0rMYeCKUM
[laHHbIM, Ha TeppuTOopMKN KasaxcTaHa
TaKXXe € anoxu 6poH3bl [1, 91; puc. 4, 1].

Kpome Muxpaba, XyoomHUKK
0bOPMUNN BHELLHWE MOBEPXHOCTH
GapabaHa rnaBHOro Kyrnosa v BXogHOro
noptana meyeTtn. CTporoe nMcbMo
cypbl «<Anb Nxnsac» novepKom Kyodu,
BbIJIOXKEHHOE XyAOXHUKaMWN KBaAapaTHbIMU
KepaMUYeCKUMU NIMTKaMUu—Teccepamu
Ha 6apabaHe Kynona Me4vyeTu, HanoMUHaeT
COCTaBJIEHHbIN U3 LBETHbIX MOJSIMBHbIX
KnMpnuyen anurpaPruyecKnin opHaMmeHT
MaB3ones Xoaxu Axmeaa flcaBu. Y3Kas
CUHSAS Monoca CTanakTMToB 3aBepluaeT
nepexoj Aekopa 6apabaHa K rMagxkomn
NOBEPXHOCTM 30/10TOrO Kynosa.

[M—06pa3Hbii BbICTyNatoLwWmn noptan
O6EN0CHEXHON MPaMOPHON MeyeTH
XY[AOHWUKHK YKpacuium nonocamu
penbedHbIX BOCbMWYTrO/IbHUKOB,
Kannvrpaduen n opHaMmeHTanbHON
KepaMnyeckon Mo3anKoW. Ha cuHem
GOHEe Ha apXMBOILTOM rMaaKon
KOHXM MONYLUUIUHAPUYECKOW HULLIN,
061U OBAHHON NJIMTKAMKU 6enoro
MpamMopa, PacroJsioXeH pacTUTENbHbIN
OpPHaMEHT.

Ponb TeKcTa, pa3MelleHHOoro Ha
noprane, Be/MKa: 3T0 CUMBOJINYECKOE
MEeCTO nepexoga n3 Mupa o6bIAEHHOIO B
NPOCTPaAHCTBO MOJIMTBEHHOIO OBLLLEHUSA C
borom. Micnonb3oBaHWe apXUTEKTYPHbIX
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TpaauUMKn B pelleHnn Jexkopa noprana
O4YEBUAHO — TaK BbIMMSAAT HE TONIbKO
MHOIMe TUMYPUACKME NOCTPOMKN, OOBEKTHI
NPUCTaibHOr0 BHUMaHMSA XyAOXKHUKOB, HO
1 6osiee paHHUEe UCnaMCKUe KynbTOBble
3[aHug, HanpuMmep, nopTasbl MaB3osed
CamaHunpaoBs B byxape (IX — Havyano X

B.) [3, nn. 230] ¢ opHaMEHTUPOBAHHOM
KJTaAKOM KUPMUYEN UIN apPKK MCNEAHCKOro
aBopLuoBoro ropoga MaguHat a3—3axpbl (X
B.) [4].

[MTo cTopoHam OT nopTaibHOW apKK
Ha CTeHe pacnoJsioXeHbl ABONHbIE
NPSAMOYrOJibHbI€ HULLIW CO CTPENbYaTbIMU
apKamMu. OHM BblAeNEHbl MO3aNYHbIM
OpHaMeHTOM (BOCbMWYTrONbHUKKU, POMObI)
B ceTYaTOM panmnopTe, CTO/b XapaKTePHOM
[N [eKopa BHeLHWX CTeH MaB3oJies
Axmepa fcaBu.

Takum 06pa3oM, BbINOMHASA AEKOP
Muxpaba MHTEpPbEpPA N IKCTEPbEpPA
nepBOKW MNOCTPOEHHONW B NEpUos
He3aBMCMMOCTM Ka3axcTaHa MeyeTH,
EWwKeHOB 1 ero coaBTopbl O6pallatoTcs
He TO/IbKO K penpe3eHTaumm 3IEMEHTOB
Ky/bTOBOrO 3044ecTBa TUMYPUICKOIO
BPEMEHMU, HO 1 K CBOGOHON
MHTepnpeTaummn obLLeNCIaMCKUX
TpaauLUum U UICTOPUYECKOrO Hacneauns
OpHaMeHTa/IbHOro TBOpYECTBa Hapoaa.
Bbl6paHHbI MeToA paboTbl y3HAETCS U B
nocfieayoLLnX OCYLLEeCTBIEHHbIX MPOEKTax
XYAOKHWUKa—MOHYMEHTanmcTa.

UnTepbepbl mevyetei 2005-2011rr.
C 2005 roga EwkeHoB perynspHo
3aHUMaEeTC PEKOHCTPYKLMUEN U
NPOEKTUPOBAHMEM UHTEPLEPOB MEYETEN.
B tom, 2005 roay, oH pa3paboTtan u
OCYLLECTBMN KaK Xy[40XKECTBEHHbIN
PYKOBOAMUTEND MPOEKTbI MHTEPLEPOB
McnamcKoro KynbTypHOro LeHTpa Hyp—

AcTtaHa 1 mevyeTn Hyp—AcTtaHa (apxuTeKTop
Yupnb3 Xagnde 13 JinsaHa), NOCTPOEHHOM
npv GpuHaHcoBOW nomoum focygapcrea
Karap?.

MNpeanoyTeHne XyaoXKHUKa npwu
co3faHun mmuxpaba BHOBb OTAAHO
N-o6pasHon dopme. bopatopHoe
pacnonoXeHne opHaMeHTa 1 Nosoc ¢
3010TON Kannurpaduen XacaHa Henebu
B MUXpabe BTOPUT KOMMNO3ULIMOHHOMY
npuemy B pacnpegeneHnm Kaém HuWu
a/iMaTUHCKoro xpama. LleHTpanbHas
npsSMOyrofibHas 4actb MmMxpaba no
BEPTUKaIW pasfefieHa Ha TpU 4YacTu:
BEPXHASA — YKpalleHa CTalaKTUTaMu, fganee
Nnoj CTEKSIOM 3aKpenieH GparMeHT KUCBbI
C 30/10TbIM WNTbEM (MOAAPOK MEYeTH
npesungerTa H. A. Hazap6aeBa), a HUKHASA
MJOCKOCTb BblNOXEHa OTNOIMPOBAHHBIMM
niMTKaMmun 6enoro MmpamMmopa.

B npoeKTe XyaoxHWKa opHaMeHT Kynona
MeYeTU UMEET APYyCHOE N paaunasibHoe
NOCTPOEHME (Ha KONbLIEBbIX TIMHUSAX
chepbl), B KAKOM—TO Mepe HanoMuHatouee
KOMMO3MLUK POCINCHK KyrNoJIOB OCMaHCKOM
apPXUTEKTYPbI, B YAaCTHOCTH, LIEHTPasIbHOIO
Kynona me4vyetu Cynenmanue (1549-1557)
B Ctambyne, nocTpoeHHon CuHaHOM.
LleHTp KynbMMHaUMK AEKOpa cBOAA —
BEPXHSASA TOUKa, BNgtoLLadacs CUMBOIOM
BoxecTtBeHHoro [5, 29]. MNepBbIn apyc
B LLEHTPE KyrnoJsia Xy[JOKHUK NMIOTHO
3anonHaeT 6echoHOBbIM OPHAMEHTOM
(Mo NpUHLMNY MagoXunb* , 4acTo
BCTPEeYaloLLleMYCS B TKaHbIX NoJjiocax
[Na KPenneHus 1 yKpalleHUs 1opTbl
— 6ay 1 6acKyp), MOTMBbI KOTOPOro
HanoMWHaloT caCaHUCKYO NanbMeTTy,
pacnpocTpaHEeHHYIO Kak CUMBO/ 3aLLNUThI B
NPUKIaAHOM UCKYCCTBE APEBHETIOPKCKUX
nnemeH. Bo BTOpom sipyce Kyrnona Ha
cuHeM oHe NoYepKOM CybC 30/10TOM

3 BbICOTA MIABHOMO Kynona — 40 M, MuxPAB — 11X7 M; BbICOTA MMHAPETOB — 63 M.

4 MAZLOXM/IM — MOCTPOEHHBIE GUIYPhI, ABPHCHI KOTOPbIX MIOTHO COMPUKACAIOTCS! IPYT C [IPYTOM, BATOJIHSAS MIOCKOCTb BE3 ®OHA. CM.:
Pemnens J1.U. Uckyccto CPEAHETO BocTOKA. MI3BPAHHBIE TPYAbI MO MCTOPUMM M TEOPUM UCKYCCTBA. M.: COBETCKMIN XyaoxHUK. 1978. C.

178-180.
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HanucaHa cypa «Anb Patmxar. Janee

— ApYyCbl OPHaMEHTaNbHbIX Bapuauum ¢
TPaAULMOHHBIMW MOTMBAMM YL Xanblpak
(TPUNUCTHUK; NOOON pacTUTEbHbIM MOTUB
— cumBoOJ MupoBoro [lpeBa, a, 3Ha4uT,

N BEYHOWM }N3HMU), T'ySib 010 (LBETOYHbIN
OpPHaMEHT), NanbMeTT, BOCbMWYrO/IbHUKOB
Ha LIBETHbIX, ONosicbiBaloLMX CBO, GOHax.

B o6uier KoMno3numm pocnucu
CBO/la aKkpuIoM cob/toaeH NPUHLINAN
npoyTeHns GOHOBbIX 06Pa30BaHNM KaK
CaMOoCTOSATE/IbHbIX OPHAMEHTaNIbHbIX
MOTMBOB, YTO COOTBETCTBYET TpaAULMAM
NOCTPOEHUS feKopa U3aenmn B HapoaHOM
NpUKIagHOM UCKYCCTBE Ka3axos.

bapabaH cBofa onupaeTcs Ha BOCEMb
NPOodUINMPOBAHHbIX CTONG0B, PacnnCaHHbIX
CBEpPXY BHM3 OpHaMeHTaslbHbIMU
MOTMBaMU. [leKopupoBaHUe MHOTMX
3N1IeMEeHTOB MHTEPbEpPA MEYETH (B
TOM YUCSIE U NPUHaANEXaALNX K
CTpOUTENIbHBbIM 060/104KaM — CTEH,
NOTOMNKA; NOAKYMNONbHbIX KOHCTPYKLMW;

a TaKXe NUacTp, ABEPEN, PeLleToK)
MOXHO CPaBHUTb C MPUBbIYHbIM

N9 Ka3axoB OpHaMEHTMPOBaHUEM
AeTanen 1 npegMeToB TPaanLMOHHOIO
WHTepbepa opPTbl: WaHblpaKka (CbeMHOro
KpyroBoro HaBepLUu1s Kyrnona lopTbl),
YbIKOB (KYMNOJIbHbIX }epaen), CbipMaKoB
N TEKEMETOB (BOMOYHBLIX KOBPOB),
TYCKMU30B (BbILWTLIX KOBPOB), LbIM LN
(Y30pPHBbIX LMHOBOK), CbIKbIpJ/laybIKOB
(BXOAHbIX ABEPEN) U T. A.

B 2006 roay 3a paboTty B Me4eTu
Anb—laHu (apxutekTop A. X.—3. W.
BanunxaHoB) B MMKpopaKnoHe Yybapbl
ropofa ActaHbl I. ELLKEHOB KaK aBTop
3CKM30B U XyA0XKECTBEHHbIV PYKOBOAUTENb
nony4un rpamoty MexayHapoaHoro Coto3sa
ApPXUTEKTOPOB 3a Nlydllee UCMo/ib30BaHMe
HaLMWOHalIbHOIro Hacneams B UCIIaMCKOM
Ky1bTOBOM 3044€CTBE. B 4yeM e
Bblpa3n/iInCb OTMEYEHHbIE TPpaauLInK
Hapoja B MHTEPbEPE MEYeTn?

Mpexae Bcero, pelieHne
MUXPaBHOM HULLIN MEYETU OTIMYaETCS
OT PacCMOTPEHHbIX Bbllle. ITO NepBbIn
npuMep NpUMMEHeHUs B TBOpYECTBE
XYOOXHUKa NONYyLUAUHLPUYECKOM
MUXPabHOW apKK C KONOHHaMMU,
pacnonoXeHHOM B NPAMOYIro/ibHOM pame
anduc c opHamMeHTaMu 1 Kanaurpadpuen,
yen NPOTOTUMN MOXHO HAUTU B
KOMMO3MLMOHHbIX peLleHnax MuxpaboB
NcodaxaHa, XamagaHa v pyrux MpaHCKMUX
MedeTtern X—XIl BeKoB.

CrpenbyaTtas apka HULWK onupaeTcs
naTamMu Ha pacrnucaHHble 30/10TOM
BOCbMUIPaHHbIE KannTeNn NoyKONOHH,
TaKXXe OpHaMeHTUPOBAaHHbLIX 30/I0TOM.
CUHUM 1 BUPIO30BLIM LBETOM,
pacTuTeNbHbIM OPHaMEHTOM 0hOopMJIEHa
o6pa3oBaHHas NIOCKOCTb Haf
apX1BOJIbTOM apKu, B NPSAMOYrobHOM
naHHO Bbllle 30/10TOM BblBeAEH
KOpaHUYeCKnUn asaT. XyQOXKHUK HaMOJIHUN
KOHXY HULIW psifaMun CTanaKTUToB C
NOBTOPSOLIMMCS MOTUBOM YL XamnblpaK
B pocnucu, ygennymBas Maclrtab
€ro n3o6paxeHuns B AByx NocneaHmnx
psgax. Hiwa pacnncaHa LBeTHbIMM
pO3eTKaMK: BOCbMWYrofbHUKaMM,
WwapLlwm ¢ MOTUBOM KOCMYHU3 (CUMBOJIOM
[locTaTKka M 6narornosyyums) U CIOXKHbIMU
MefanboHaMu, 06pasyoLnmMm
6echOHOBbI OPHAMEHT.

B ueHTpe cBoda MedeTu (auameTp
Kynona — 10 m) . EluKeHOB NoMecTun
CUHWW KpPYyr ¢ UMeHeM BceBbllWwHero,
HavyepTaHHbIM apabCcKon Kannurpaduen,
n3o06parxkeHne Moaoaoro Mmecsaua, aaTbl,
HanncaHHblE€ 30/10TOM Ha TEMHO—3€e/1E€HOM
¢doHe. [lekop paananbHO—MepCcneKkTMBHON
(KONbLUEBLIX NTUHUI chepPbl) KOMMO3ULUHK
CBOAA, COCTOSALWMM U3 OTAENbHbIX LIBETHbIX
MeallbOHOB C NMPOPUCOBAHHBLIMMU
MOTMBaMMU YL anblpaK, rysib oto, Kyc
KaHaT (KpblJ1o NTUUbI), Wyraa (yd conHua)
U T. ., PACrnosIOXeH Ha rapMOHUYHbIX
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JIOKaNbHbIX NACTENbHbIX FONYyObIX U
p030BbIX Apycax. Cxema OpHaMeHTaLnu
cBoja TUMONOrMYECKM BMOSTHE COOTHOCUTCS
C KOMMO3WULIMOHHBIM PUTMOM B KOJIbLIEBOM
pacnpeaeneHnm ctanakTMToB KynosibHOM
yalun MmaB3ones Xoaxn Axmeaa fAcasu [6,
134].

MHOro3By4eH Ha CTEHHbIX MNaHHO
penbedHbIM r’MNCOBbIN AEKOP, COCTOALLNM
13 MOTMBOB, 06pa3yloLLMUX MOCTOAHHO
MEHSIOLWMECS B CBOUX 04epTaHusx 6onee
KPYMNHble OpHaMeHTallbHble BapuaHTbI.
Mpn 61M3KOM paccMOTPEHNN KOMMNO3ULIUSA
npeo6pa30BbLIBAETCH B MJIOTHYIO CETKY
JIMHEWHbIX Magoxunen (Bapuawmu
MOTMBOB HallMOHaJ/IbHOIro OpHaMeHTa
— Yyl }anblpak, NaabMeTTbl U APYTKX),
pelleHHbIX B rapMOHUYHOW ronyboBaTo—
OXPUCTOM raMme, KOHTPaCTUPYHIOLMX C
OpHaMeHTalbHbIM 60PAPOM HaChILLEHHbIX
TEPPAKOTOBbIX, CUHMX M 3EM1EHbIX LIBETOB.

B odbopmneHnn BHyTpEHHEro
NPOCTPaHCTBa MEYETU XYAOXKHUK BHOBb
MCNoNb3yeT UCTOPUYECKMI OMbIT Hapoaa,
BOMJIOTMBILLENO B OPHAMEHTE B TEYEHME
CTONETUN CBOU [IlyXOBHbIE N 3CTETUYECKNE
npencraBneHus. <MHTepec K Hacneauo
KaK MCTOYHUKY 3aUMCTBOBaHUS»
N «pa3BUTUE PETPOCMEKTUBHOIO
HoBaTopcTBa» [7, 42] KaK fB/IeHME
COBPEMEHHOr0 pernoHanmM3amMa B nepmos
nogbemMa HalMoHalbHOro CaMOCO3HaHUs
oTMevaloT uccnegosatenu u Poccum
[8], n KasaxcTtaHa [9, 79-84], cTpaH,
CTPEMSLMXCHA K caMmonaeHTUdGUKaLmm
N COXpaHEeHMIO cBOe06pasnsg KynbTypbl.
CnepoBatenbHO, MpaKTUKa Ka3axCTaHCKMX
XYAOKHUKOB—MOHYMEHTA/IMCTOB CEroHs
— 37O TUMWUYHbBIN CNy4an 4Ji5 COBPEMEHHOIO
COCTOSIHMS 3044eCTBa rocyaapcTs
NMOCTCOBETCKOro NpocTpaHcTea. Kateropus
«3THUYECKOE», M0 MHEHUIO MHOTUX
nccnegoBaresnen, MOXeT NPOTUBOCTOSATb
Tonocy «rno6annsaLnoHHOoe».

Cnegylowmm atanom TBOPYECKON
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paboThi I. ElIKeHOBa CTano BbiNOMIHEHME
3CKU30B MHTEPbEPOB LleHTpanbLHOM
mMeyeTn AkmelnnT—Cbipaapbs (apXUTEKTOP
K. apbinranos) Kbi3blnopanHCKOM
o6nactn B 2008 roay.

XYOOXHUK ANs 3TON MeYeTU Npeasioxmn
NMPOEKT TPEXIPAHHOIo NPOCTPaHCTBa
Muxpaba NpsiMoyrosibHon GopMmbl C
BEPXHEW MOSI0COM CTaNaKTUTOB. [deKop
BHYTPEHHEN Yalln Kyrnosia B CUHe—
rony6on raMmMe — KOJIOpUCTUYECKas
W OpHaMeHTasibHasg Ppa3HOBUAHOCTb
YK€ PacCCMOTPEHHOIO peLLeHns
cBofla MeyeTn B Hybapsbl. [10TONOK
MOJIENIbHOTO 3a/1a YKpalleH HErny6oKUMHU
OpPHaMEHTUPOBAHHbLIMU MPSMOYrOSIbHbIMMU
KeccoHamu. PenbedHbl BEPTUKANbHbLIN
OpPHaMEHT C AMHAMWYHO BbOLWLMMUCS
3aBWUTKaMM Iysib 010, YL XKamblpaK Ha
nonocax NpoduIMpoBaHHbIX CTONG0B
C BOCbMWUIPaHHbIMK pacnucaHHbIMK
KanutensaMu BblaeneH 30/10T0M,
co3faloWmm NpUXoTanMBbIM 61ECKOM
XMBOMUCHO—NNACTUYECKUN 3D DEKT.

MNMoptan ¢ Kannurpaduen u
OpHaMeHTaNbHbIMW BopAopaMnN apKH,
O4YepYeHHOM 6en1ol MPaMoOpPHON NONOCOM
W YIrNOBbIMU KOMMO3ULUSMU, B KAKON—TO
Mepe nNogobeH noprtany anMaTUHCKOM
Me4vyeTu. MOXHO OTMEeTUTb pa3Hoobpasne
Noaxo0B B pelleHn opHaMeHTaslbHbIX
MOTMBOB: reOMeTPUYECKUIN CTPOrnin
B BEPTUKabHbIX Nofiocax, cBO60AHO
BbIOLWMACA PaCTUTENbHbIA — B YINOBbIX
yacTax. bapabaH Kynona yKpalleH B
Tpaguumnsax MO3anyHoro Jekopa 1 novyepka
Kybu KyrnoJsioB MaB3oses Xo4xn Axmeaa
fAcaBw.

B 2011 roay I'. ElukeHOB B coaBTOpCTBE
C a/IMaTUHCKUM XYAOXHUKOM —
MOHYMeHTanncTom A. *KamxaHoMm
odbopmun LieHTpasnbHyto MeYveThb B
KaparaHge. XyAOXKHUKN Cbe3annn B
CaynoBcKyto ApaBuio, YTOGbl BOOYUIO
YBUOETb MHTEPbEPHI CaMbIX M3BECTHbIX
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B UICTOPUM UCNAMCKOM apXUTEKTYPbI
Meyeten. OHW OTMETUNK ANd cebs
YAMBUTENbHYIO rAPMOHMIO CBETA, KONOpUTa
1 B3aMMOCBSI3aHHOCTHU 3/1IEMEHTOB
CaKpasibHOro NpoCcTpaHCTBa MeYeTEN.

3JTa noesaKa npubaBuna XyLOKHUKaM
YBEPEHHOCTU B COOCTBEHHbIX CUTAX,

W, KaK cnencTBue, KONopuUT MHTEpPbepa
KaparaHaMHCKOM meyeTu ctan 6onee
HacCbILLEHHbIM, HO He NoTepsi YTOHYEHHON
N3bICKAHHOCTH, NPUCYLLEN TBOPYECTBY
XY[O}KHWUKOB —MOHYMEHTANIMCTOB.

M—-o06pa3sHyto bopMy KeEpaMUYECKOTO
MuUxpaba MevyeTr XyOOXKHUKN YCIOKHUIN
AOMNOSHUTENbHBbIMWU GOKOBbLIMHU
naHensamu. CUHAS raMma BHYTPEHHEN
naHenu ¢ MOJIMTBEHHOM HULLEN U
30/10TON Kanaurpaduen (MCnonHuTeNb
— A. YpblH6acapoB, y4eHuK X. Henebu),
OpPHaAMEHTOM C BOCbMWYTONbHbIMU
po3eTKaMu NepeKMKaETCs Mo LBeTy ¢
6€e/1lbIMY OPHAMEHTUPOBAHHBLIMUW 30J10TOM
N KO6anbTOM 6GOKOBbLIMW NaHENAMMU
N POCMUCHIO HEMNYGOKUX CTEHHbIX
CTpenbyaTbiX HULI, d/IEMEHTaMK KanuTenemn
NWASICTP M CTONI60B. B LieHTpe Mmnxpaba
pacnosioXKeHa LUInHApMYecKas Hula ¢
pebpPUCTLIM MONYKYNOSOM CTpenbLYaTomn
$OopMbl M TOPU3OHTANIbHBIMW PSAaMu
CTanakKTUTOB. BHYTpeHHSAS NoacBeTKa
Muxpaba, Kak MepLatoLwmim ceBeT
NoABECHOW laMMbl Nepej HUWamMu
B paHHMX MeYeTsX, co3aaeT ocobble
LLEHHOCTHbIE OLLYLIEHUS M B TO e BpeMS
3ddEKTbI CBETOTEHEBOWM UMPbl Ha penbedax
CUMBOJIMYECKMX 3HAKOB.

CBOJ4 MONENbHOMo 3aa XyAOKHUKK
0hOpPMUIIN APYCHBIMUK (Ha KONbLIEBbIX
JIMHUAX Chepbl) OPHaMEHTaIbHbIMU
Me[allbOHaMK, COKpallaloWwmMmMmcs
K LeHTpy. XKnsonucubl yrnaoTHUAK
LBeT MeaanboHOB, a B GOHOBbIE
NPOMEXKYTKU BBENN IMHENHbIE Bapuauum
cnupaneBuHOro OpHaMeHTa ¢ MOTUBaMK

yll }anblpakK, rylb O, NanbMeTT,
BOCbMWYrO/IbHUKOB U AP., HAHECEHHBLIMMU
HUIOKUM 3010TOM. B HUXKHEN YacTu cBOAa
penbedHbIn PAa CTanaKTUTOB TaKxe
pacnucaH 30/10TOM.

[eKop aneMeHToB MHTEPbEPA MEYETH
4ypes3Bbl4aMHO Pa3HOO6PAa3EH U CIIOXKEH:
30M0Tas Kannurpadus Ha 6MPH30BO—
CUHEM dpuU3e CTEH, KOBPOBbLIN OPHaMEHT
B HErMy60oKWX HACTEHHbIX HULLIAX CcO
CcTpenbyaTbiMM apKaMu U NONOCON
KepaMUYeCKUX MIUT C KOpaHUYECKUMMU
N3PEYEHNAMM, Y30PHbIE MUNACTPbI, TMPUX
rMNCcoBbIX penbedoB B BEPXHUX yHaCTKax
CTEH, penbedHble NaNbMETTbl U PO3ETKU
MPaMOpPHbIX CTO/I6OB U Kanutenem n . a.

[MpsAMOyrofibHbIM NopTan co CTPenbLYaTon
LLUMPOKOM apKOM YKpaLleH CUHUMMU
nonocamMm ¢ OPHAMEHTOM W YINIOBbIMU
KBaZpaTtamMu ¢ BOCbMUYroJibHbIMMU
3Be3aamMun. BHYTpeHHAs cTeHa Bxoja
JeKopupoBaHa obLen opHaMeHTalbHOM
MoJIOCOW, POCMUCLIO TUMMAaHa 1 NaHHOo
B BU[E MalleHbKMX apoK Haj Tpems
OBEPAMMU.

bapabaHbl KyrnonoB MEYETU U
rOPU30HTaNbHbIX BbICTYNOB MUHAPETOB
odopMJSieHbI pefibedHbIM APYCHbLIM
OpPHAMEHTOM.

B tom e 2011 roay I. EluKeHOB U
A. }amxaH co3aanu NpoeKT MHTepbepa
rmaBHOro 3ana 1 opopMIIEHUS Kyrnona
Me4eTu Xaspet CyntaH (apxuTtekTop C.
HamobynatoB) ropofa ActaHbl. Ho Tak
NOMYYUNOCh, YTO MO MNPOEKTAM XYAOXKHUKOB
paboTanu TypeLKnue Mactepa, UCKa3uBLLKE
aBTOPCKMe 3aMblchibl. [10 acku3am I.
EwKeHoBa 6b11M BbINO/HEHLI TONILKO KOHXa
nopTtana 1 opHaMeHTbl B MPSMOYrO/bHbIX
naHHoO Ha 60KOBbIX hacagax MeYeTH.
Camag 6onbluas meyeTb B LleHTpanbHOM
A3nn® 6blna oTKpbITa B uione 2012 roaa,
€e Ha3BaHMe NepeBoasT Kak «CBATENLLINK
CyntaH». 3TO METOHUMUYECKUI NepPeHOC

5 BbICOTA TTIABHOTO KyrosiA 51 METP, AMAMETP — 28 M. KYMos OKPY}KAKOT BOCEMb MATBIX KYNO/OB. BbICOTA MUHAPETOB 77 M.
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UMeHU XoaxKun Axmeaa Acasu.

UnTepbepbl mevyetei 2012-2015 rr.
MeueTb MmaH (apxuteKkTop K.
Hapbinranos) B ropoge TangblKypraHe
(FOxHbI KasaxcTaH) 6bl1a opopmMieHa
XyaoxHUKamu B 2012 roay. B ee
NHTEpPbEpPE COXPaHUINCb HaWEHHbIE
KOMMO3ULMOHHbIE MPUEMDbI
JeKkopupoBaHus [N—obpa3Horo
MUxpaba c apKon U NOSBUINCH HOBbIE
KOJIOPUCTUYECKME COOTHOLLIEHMUS
rNy60KOro 3e/1eHOro U CUHEro. XyaoXKHUKK
ncnonb30Banu NPUHLMN CUMMETPUN
KOMMO3ULMOHHbIX Y1EHEHUI CTEH Ha
$pn3bl M NAHHO C KOBPOBbLIM AEKOPOM
lapLwu, a TakXKe NoTosKa ¢ 0cobbIMM
oYyepTaHUS MU BOCbMUIPaHHUKa U
3anosHEHMEM BblAENEHHbIX NJI0OCKOCTEN
OpHaMEHTOM.

[ns cBOJa MEYETU XYAOKHUKHK
NPUMEHUNN pa3paboTaHHY Cxemy
paguasibHO—APYCHOM (Ha KOMbLEBbIX
NIMHNAX cdepbl) KOMNO3ULKUKU C
NoCTeNeHHbIM COKpPaLLEHNEM K LIEHTPY
pa3mepa 1 KonmyectBa GUrypHbIX
MeaNbOHOB C TPAANLIMOHHbIMU MOTUBaMM
W ucnamcKomn kannurpaduen. MeganboHbl
pacnoJsioXKeHbl Ha YepeayoLwmnxcs
nacTtesbHbIX LIBETOBLIX Nnosicax, a
(GOHOBbLIE MPOMEKYTKMU MEXKAY HUMMU
3aroJ/IHeHbl OpHaMeHTalIbHbIMW MOTUBaMMU,
BbIMO/IHEHHbIMW TMOKON NNMHKEN. B
3TOM KynoJsie 04eBUOHO BENTMKONIENHOE
CcoYeTaHne B3aMMHO—KOHTPACTHbIX LLBETOB
— FAPMOHMYHBIX Y CUSIOLLMX — CUHMUX,
OM1PIO30BbIX M Pa3HbIX OTTEHKOB CBET/ION
OXpbl.

B 2012 roay I'. ElukeHOB B coaBTOpCTBE
¢ A. }KamxaHoM pa3paboTan NpoeKT
nHTepbepa LleHTpanbHOM MeYveTn ans
ropoga Yctb—KameHoropck (BocTouHbIn
KasaxcTaH), NOCTPOEHHOW Ha IEBOM
6epery UpTbllwa.

NHTEpPbEP MEYETH, TPETLEN

a4

no Benn4ymHe B KazaxcrtaHe,
MOHYMEHTaNNCTbI BbINOMHUIN B
C/IOXKHOW raMme 3e/1eHOBaTO—CUHUX
TOHOB C BKpanieHUsaIMn TeppaKkoToBbIX
NATEH, AOMNOMHAS ee LBETOM NOCTOAHHO
MepLaloLWwero n MeHSIOLLETO CBOU
OTTEHKM 30/10Ta B MOABUMKHbIX

JINHUAX OpHaMeHTaIbHOW POCMUCU Ha
KOHCTPYKTUBHbIX YacTax: CBOAE, CTON6ax,
Kanutensax u T. 4. B aekope nHtepbepa
MEYETH, NPEASTOKEHHOM XYAOKHUKAMM,
WUHTEepPECHbI 6€eNble CTanaKTUTbl Ha LIBETHOM
y3op4yatom boHe KanuTtenemn ctonoos.

MuxpabHyto HULLY XYJOXKHUKK BblAENUIN
NPSIMOYrOJIbHUKOM C TPEXNONOCHbIM
60paopPOM € 30/10TbIMU KOPaHUYECKUMU
asiTaMu Ha ero cpefHen LWMPOKON CUHEN
nonoce. TpexsonactHas apKa natamu
onupaeTcs Ha CTUIM30BaHHbIE KanuTenu,
HanoMuHatollne nanbMOBUIHbIE
(v oTCblNaoWME K NepBON MEYETH
Myxammena B MeguHe). KoHxa HULWIn
YKpalleHa 30/10TbiIMK BEPTUKANSAMU U
abpucamum apok. O6bEM HULLIW NOACBEYEH,
3TOT anpobMpPoOBaHHbIY NPUEM BHOBb
NPUBNEK XYIOXHMUKOB U CTasl 3Ha4YUMbIM
3N1EMEHTOM KOMMO3ULINMN.

CBoja MeyeTu pasfesieH iydamu Ha
fpycHble 6ecPOHOBbIE FEOMETPUYECKNE
CermMeHThl, BblaeNneHHble 6e/lbiIM KOHTYPOM.
Bbi6paHHas XyqoXHUKaMU CUHE —OXpUCTast
ramma noaTBepxaaeT COXPaHMBILLMNCS
WMHTEPEC XYAOKHUKOB K KyNbTOBbIM
COOPYKEHUAM TUMYPUACKOM anoxu. Ceopj
OMNMpaeTcs Ha BEPLIMHbI TPEXIONACTHbIX
apoK apKafbl ¢ 06bEMHbIMU KONOHKaMMH,
KoTopble GUKcHpytoT 12 rpaHen 6apabaHa
Kynona, ganee B Tpu psga — B oBanax,
KPECTOBUAHbIX PO3ETKAX, BOCbMUKOHEYHbIX
3Be3/lax — Ha TEMHO—CUHEM poHe
30/10TOM HanucaHbl 99 nmeH Annaxa. B
KOMMNO3MLMOHHONM CXeMe cBO/la YCTb—
KaMeHOropCKOM Me4YeTu MOXKHO Bbln0
Obl OTMETUTb €€ Ja/IEKUN NPOTOTUM —
KyMNOJbHYIO Yallly MaB30/1est AMHACTUM
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Cydun TiopabeK—xaHbiM B KyHsi—YpreHye
(Xopesm, 1360—e rofibl), HO MOHATHO, YTO
NUCTOPUYECKUIM NPUMEP NNLLb CTan NOBOAOM
NS COBCTBEHHbIX OPUTrMHANbHbIX UCKaHWUI
XY[AOKHUKOB.

O6BbEMHbIM MO3aWYHbIM NOPTaa MEYETH
CO CTpenbyator apKomn No3BOJN YINyOuUTb
NPOCTPaHCTBO BX0Ja, 0OPOPMIEHHOIO
apKon Nogo6HOro o4yepTaHus.

B 2014 roay I'. EwukeHoB 1 A. amxaH
BbINOSIHWAN NPOEKT UHTEPbEPA MEYETH
AnbxaH AHa B ropoje ActaHe. B pelueHunu
MMxpaba XyaOXKHUKKM CoxpaHunm dopmy
NPSAMOYroJibHUKa ¢ OpHaMeHTalIbHbIM
6opaopom u uutatamu M3 KopaHa. B
€ro LeHTpalbHOM 6€/10M NMIOCKOCTH,
joxoasauwen o CTUIN30BaHHbIX
NanbMOBUOHbIX KanuTenen KONoHH,
pa3melialoTcs TeMHO—6Mplo30Bag rnonaoca
C Kannurpaduen 3010TOM U CKBO3HOM
CUNYaT CTpenb4yaTon apku. BorHyras
OpHaMEHTMPOBaHHas CTeHa HULLK C
NOSICKOM CTaflaKTMTOB CO34a€T Ha YpOBHE
apKKU UITIO3UI0 KOHXU C HEMTY6OKUM
06bEMOM.

B aTOoM Me4veTu XyooxH1UKamu
Oblfla NPUMEHEHa apyras cxema
OpHaMeHTauuu ceoja. LleHTp cBoaa
(3aMOK) TPUXKIbl OKPYXKaeT no—
pa3HOMY MHTEPNPETUPOBAHHbIN
MOTMB BOCbMUIpaHHWKa. KpynHble
[lyrn, conpuKacasCcb Co CTOpoHaMu
BOCbMUIPaHHMUKa, 0GOPMAAIOT CEMMEHTbI
C OpHaMeHTa/lbHbIM peLIEHUEM U
BMMCaHHbIMW apKamn. MateMaTuyecKku
BbIBEPEHHAs reOMEeTPUSs NepeceKatoLnxcs
Ayr C NEeHTOYHbIMW Y30paMu yAUBUTENbHO
HanoOMWHAaET PaCMOOKEHME TKAHbIX
OpHaMeHTaslbHbIX N0M0C 6AaCKypoB 3a
epeBSHHbIMWU YblKamMu, 06pasyomnmMm
Kynos 0pTbl, @ X0/I0AHas CUHAA raMma
C 106aBJ/IEHUAMM OXPbl U 3E/IEHU

co3JaeT 0cob0e HacTPOEHME MOKOS U
YMUPOTBOPEHUS. HO, C Ipyron CTOPOHHI,
KOMMO3MLMSA OpHAMEHTa CBOJa MEYETH
BOCXOAMT K OMbITY KOHCTPYKTUBHOTO
(HEPBIOPHOM CUCTEMbI) U LEKOPATUBHOIO
pelweHuns KynonbHoOM Yawu (961-976) 3,
67; un. 28] nepen mmxpadbom bonbLion
MeyeTn B Koppose (VIII-X BB.). OgHakKo,
MOHO MPUBECTU ellle OANH Npumep
60/iee paHHEro UCNoNbL30BaHUA TMNa
OpHaMeHTaLMn CBOAA: 3TO MeY€eTb TieMCeH
(okono 1136) B Amxkupe [5, 135].

B tom e, 2014 roay, I'. ElukeHOB
NPUHSAN y4aCcTUe B PEKOHCTPYKLU MK
MHTEpPbEpPA MeYeTn MeHn Maluxypa
HKycyna (apxutekTopbl T. A6unbaa,
M.Ka6ayanues, LU. FOcynos, C. JayTos,
C.Hyp6ai; koHcTpyKTOp Bb. MycypranueB)
B MNaBnogape. OHa 6blna NoCcTpoeHa B
2000-2001 ropgax® .

B peKoHCTpYKLUMU MHTEPbLEPA
XYOXKHMKOM OblN NpeanoxeH M-
06pa3HbI MMXpabd ¢ OPHAMEHTaNbHbIMU
KanmMmamu, 0bopMASIOLLIUMU
NPSMOYroJIbHUK C 30/10TOW Kannurpapuen
Ha TeMHo—3eneHoM ¢doHe. OH pa3BMBaeT
npeabiayLlini 3aMbICEN B PELIEHNN
LIleHTpa/IbHOM YacTu Muxpaba: Ha
6enom GpoHe OPHAMEHTUPOBAHHOM
MIOCKOCTU Bblpe3aH CKBO3HOW CUITY3T,
HanoMWHaoLWNIM apKy C HULLEN.

XYAOXXHUK NMOSHOCTbIO Npeobpasu
KyMNOJIbHYIO Yally, pacrnucas ee
paauManbHO—y4eBbIM OPHaMEHTOM
3aMKHYTbIX MeAa/lbOHOB M PacnoioxunB
B HUXXHUX MyKapHax [iBa psiaa
BOCbMWYrO/bHbIX MeJasibOHOB € 99
nMeHamu Annaxa.

NHTEpPbEP MEYETU (aPXUTEKTOP
C.[>xambynaToB) B CEBEPHOM peErnoHe
KasaxctaHa — ropoae KokyetaBe — 6bln
BbIMoJiHeH I ElwkeHoBbIM U A. HamxaHoMm

© BbICOTA KYNosiA — 54 M, AMAMETP — 30 M; BbICOTA BOCbMUIPAHHBIX MMHAPETOB — 63 M. 1AH MEYETU — B BUAE BOCbMUKOHEYHOM
3BE3/b! (48x48). MUHAPETHI MEYETU MMEIOT XAPAKTEPHBIE OCTPBIE LUATPOBBIE HABEPWIMS. HEOBBIYHA BEPXHSISt YACTb MEYETW B BUAE YCEYEHHOTO
KOHYCOBMAHOMO CK/AQMATOrO OCHOBAHMS C KYMOJIOM, CUMBOJTU3UPYIOLLMM LUAHBIPAK HOPTBI.
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B 2014-2015rr.7

Munxpab meyeTu npeacTaBiseT
HeoAHOKPaTHO BblGpaHHbIM XyLOXKHUKaMK
TUM UPAHCKUX MOSTUTBEHHbIX HULL
— NPSAMOYrofIbHY0 KOMMNO3ULMIO C
60pAIOPHLIMKU PSAaMU U COBCTBEHHO
apoyHOM HUWen. [ins 6opapos
XYOOXHMKMN UCMONb30BaNN KepamMmmuyeckue
MIUTKU PY4HOM OpHaAMeHTalIbHOM
pocnucu. Ha cpeaHen LWMPOKoK nonoce
CLeprKaHHOro cBeTI0—KOPENHOro LBeTa
pacnoJsioXeHa custoLlas 30/10TbIMU
BcroJsioxamu Kannurpadus. Hernyb6okas
MONUTBEHHAas HULIA BblNOXEHa
KepaMUYeCKUMU NInTamu ¢ penbePHbIMU
OpHaMeHTaMu 1 30/10TbIMW HaK1agKamu,
obpasylmmmn BepwnHbl pom6os. OHa
CNYXXUT GOHOM NS CKBO3HOIO CWUJ1y3Ta
CTpesib4aTOn apKK, BbIpe3aHHOM B
NJIOCKOCTU BEPXHEN YacTh Muxpaba,
TaK Xe, KaK B MmeyeTn AnbaH AHa.
[MoBEPXHOCTb Haj apX1BONLTOM
apKM NOKpbITa 30/10TON apabecKon
C nepenieTanlLMMUCA LiBETaMU U
ABYAONbHBIMU IUCTbAMM, BYTOHAMM
JloToCa, TPWIUCTHUKaMU, YKpaLlEeHHbIMU
3IMasiIIMU CUHETO, 3eJIEHOro U rPaHaToBOro
uBeta. OpHaMeHTanbHag cBoboaHas
daHTasnsa XyaoXKHUKOB, BEPOSATHO, AOJIKHA
HanoOMWHaTb BEPYIOLWMUM O IpagyLLEM
Anb—®Puppaayc — cage—pae, yroroBaHHOM
NS MPaBOBEPHbIX M YNIOMUHAEMOM B
xagucax. 3010TOM 0603Ha4YeHbl abpUchl
HebO0NbLWX apoYyeK, CO34aloLLINX MOTHUB
CTaNlaKTUTOBOTO eKOpPa B HECKOJIbKO
napasnfesibHbIX pALoB Ha 6enom
doHe. M9Tbl apKK U HUKHAR YacTb
OpPHaMEHTMPOBAHHOM NOBEPXHOCTH
NPSMOYrofibHOM MAOCKOCTM ONUPatoTCH Ha
CTUIM30BaHHbIE NalbMOBUAHbIE KanuTenu
CABOEHHbIX KOMIOHH.

B LeHTpe Kynona meyetu XyLOXKHUKK
NOMECTWU/IN KPYIyt0 OpPHAMEHTUPOBaHHYIO
PO3eTKy € pacxoasawmnmmuca 15 nyvamm—

7 IMAMETP KynosiA — 12 M, BbICOTA YETIPEX MUHAPETOB — 25 M.
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nonocamu, Ha KOTOPbIX OHM OObIrPbIBAIOT
OpHaMeHTasbHble MOTUBbI TKaHbIX M0JI0C
— 6acKypoB, CTArMBatoLLMX KEpere u
YKpallaoLinx cBo TPaaULIMOHHOM 1OPThI.
Cnoco6 geneHusa cdepbl Ha MepUanMaHHbIE
JIMHWK OTCbINAET K OMbITy CXeEMaTUYECKOWM
pa3MeTKM Yaluu Kynona MaB3ones
Waan—MynbK — nepBon TUMYPUACKON
noctponku (1371-1372) B CamapkaHie
[5, 204] n me4veTn Kycama n6H Ab6b6aca B
CamapkaHge (1405), MONUTBEHHbIM 3an
KOTOPOK OblN1 NOCTPOEH MO NnpuKasy Tumypa
[10, 385, 58-60; 1abn. 26, 188], HO HH
B KOEW Mepe ero He NoBTOpsET. [leKop
Kynosfa — C/oxHeKllee opHamMmeHTabHoe
Nnpov3BeaeHME XyOKHUKOB, e Kaabli
3aBWTOK NPUYACTEH K Hacneamto CTeNHOM
KyNbTypbl OpPHaMEHTUKM. 10 OKPYKHOCTH
6apabaHa Kynosna B pPOMOUYECKUX
po3eTKax LWapLiy 30710TOM HanucaHbl 99
nmeH Annaxa. [ogo6Hble 3NEMEHTLI B
OopHaMeHTauun Mmuxpaba 1 cBoaa, 00K
KOIOPUT OMpPenenstoT YepTbl CTUIEBOIO
€[MHCTBa MHTEepbepa.

MpoG6aemMmbl MACHTUPUKALUM K
COBpPEMEHHOro NOMCKa HOBU3HbI B
MHTEepbepe MeYeTen

OnbIT cO3aHUA UHTEPbEPA MEYETEN

B TBOpYecTBe I. EluKeHOBa U ero
COaBTOPOB B TEYEHUE MOCNEAHMUX

15 net y6exaaeT B onpeaesieHHOM
WHTEHLMOHANIbHOM OTHOLLEHWM K BarKHOMY
3THOKY/IBTYPHOMY Hac/eauio Hapoaa —
OpHaMeHTy. PenpeseHTauus n cBoboaHas
WHTepnpeTaums MOTUBOB TPaAULIMOHHOTO
OpHaMeHTa B MHTEPbEPE MEYETEN,
BbIMOJIHEHHbIX XYAOXHUKaMK, Heo6xoauma,
npexnae BCero, Ans MaeHTMdrKaLumm
KoHLUenTa pogHoro «JJomar. Ha
COBPEMEHHOM 3Tane pa3BUTUS MHTEPbEpPaA
Me4yeTu B KasaxcTaHe naes obpasa
«COBMeCTHbIWM oM bora n Yenoseka» [11,
9] MaKkcnMasbHO CBOAUTCS XYAOXKHUKaMK
K NPUHLUMNaM JeKOPaTUBHOIO yopaHcTBa
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opTbI.

OTHOCUTENBHO KPaTKKUN CPOK B
pasBUTUU NPOEKTUPOBAHUS UHTEPbEPOB
MeyeTen, rnybodvanluas OTBETCTBEHHOCTb
3a peaynbraTbl CBOEro Tpyaa —
[AOCTYMHOCTb M MOHATHOCTb Hapoay —
NOBAMSANN Ha BblGPaHHbIA CTUANCTUYECKNUN
NoAaxoA K MPOEKTUPOBAHMIO MHTEPbEPa
mMeyeTen. «PeTpoCcneKTMBHOE HOBaATOPCTBO»
— 9TO YCTOMYMUBbLIN MPU3HaK BO3BpaLleHUs
B COOCTBEHHYIO HaLlMOHANbHYIO KyNbTypy U
rny6o4anLlmMi MHTEPEC K UCTOPUYECKOMY
NPOLLIOMY U XyAOKECTBEHHOMY Hacneamto

PucyHok 4.

I Emkenos u A. YKamxan.
Hurepoep LlentpanbHoit
meuerh. Kaparauna. ®oro
I Emikenosa. 2011 2014

CTEMHOW KyNbTypbl M LIMBUAM3ALIMN,
BO3pOXAaeMbIM TPAAULMAM U
HaLMOHaNbHbIM AYXOBHbIM LIEHHOCTSAM.
Kaknumu 6yayT MHTEpbepbl ByayLLMX
MedeTen KasaxctaHa? 3T10T BONpocC
OTHIOAb HE NMPa3aHbli: XyA0KECTBEHHbIN
OMbIT U XyAOXKECTBEHHOE CO3HaHWe
ObICTPO MEHSAIOTCS B C/IOXKHOM
«KapTuHe Mupar. PyHAamMeHTalbHbIMU
paboTamu, ocBellaoLMMK NPobaEMbI
dopmMooBpa3oBaHUA MUPOBOK
APXUTEKTYPbl MEYETEN U, OTHACTH,
UHTEpbepa, ABAAIOTCS UCCNefoBaHus

Pucynoxk 8. I. Enikenos u

A. )Kawmxan. Kyros meuern
Anbxan—ana. Acrana. Poro
I" Ewkenosa. 2014
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poccunckoro yvyeHoro L. M. LykypoBa
[11, 12]. U3BecTHENWNI UccnenoBaTesb
yaensieT oco6oe BHUMaHWe XxpamoBOMYy
CO3HaHuIo, TpaHCHOPMaTUBHOCTH
apPXMUTEKTYPbI M UHTEPbEPA MEYETEN,
nccnenys npobnemy TpaguLnMK U HoBaLMK B
NMCTOPUYECKON NepCrneKTUBE, He UCKIoYas
1 6yayulero, Ha oB6LMPHbLIX NpUMeEpax
KyNbTOBOI0O 3044€CTBa pa3Hbix cTpaH. OH
NPUBOAMUT PaCCYyXKAEHNA COBPEMEHHbIX
ncnamcKkux euaocodoB 1 YTOYHSAET, YTO
€ro MHTepecyeT pajnKalbHbli B3rNas

Ha COBPEMEHHYIO apXUTEKTYPY MeYeTeN,
YTO, COGCTBEHHO, COBCEM He XapaKTepHO
ana KasaxctaHa. L. M. LUyKkypoB 0co60
OTMeYaerT, 4To «... XpaMbl Ha 3anajge u

Ha BocToKe BCE yalle 1 Yalle CTPosTCs C
y4€eTOM TOr0, YeM pacroniaraet He TOJIbKO
TEOPUS U NPAKTUKA apPXUTEKTYPbI, HO U
coBpemMeHHas dunnocodus» [11, 187].

B nccnepgosanuu L. M. LLIlykypoBa
NPUBOAATCA MHOTOYUCIEHHbIE MPUMEPDI
PeLIeHUs YHUKasbHbIX MEYeTEN
apxXUTEKTOPaMM B 3apyOEXKHbIX CTpaHax.
TaK, HanpumMep, OH NULLET O NPOEKTE
MeyeTtn «Anb—WMpuwag» (Kota—bopy,
MHaoHe3usa, 1912) apxuTeKtopa
PnasaHa Kamuna. [TloMMMO pasHbIx
MHTEPECHbIX PELLEHUI I/IEMEHTOB
MEYETHU, B HEN OTCYTCTBYET COOCTBEHHO
MKXpab — BMECTO HEro yctaHoB/eHa
CTEKNSAHHAas NOBEPXHOCTb, YEPE3 KOTOPYIO
npocmaTpuBaeTca npupoaHbin Bug [11,
181]. Ho 1 B UCTOPUU KySIbTOBbIX TPAAULMUM
Ka3axoB COXpaHuIICa noTpscaioLwnim
npumMep cBO6OHOIN0 3HAKOBOTIO PELLEHUS
CTENHOM MeyeTu. B 1oro—3anagHon 4actu
Hekponong KeHTbl—baba (MaHrucray,
XV-XX BB.) B MPOCTPaHCTBE Kpyra —
UMMNPOBU3UPOBAHHOIO MOJIE/IbHOIo 3ana
MeyeTu, — OrOPOXKEHHOIO KaMHAMN—
BaslyHaMMu, HaxoaMTCca KaMeHHas
cTtena — Muxpab, o603HavaoLWwmnm
HanpaBJ/ieHne Ha Kaaby. B KoyeBblx
YCNOBUSX 30€Chb MPOXoannun, BUANMO,
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KOJIEKTUBHbIE MONeHNs. OpraHmMyecKas
CBSI3b C NPUPOON, MHTEPHOPU3ALIMS
NPOCTPaHCTBA, CUMBOJIMYHOCTb MbILLIEHUS
Ka3axoB — HEOTbeM/IEMble TBOPYECKME
KayecTBa Hapoda — OT/IM4Has OCHOBa A/1s
OyayLWMX NPOEKTOB YHUKaNbHbIX MeYeTel u
UHTepbepoB KasaxcTaHa.

BbiBOAbI
0O606Lasi, MOXXHO OTMETUTb, YTO BO BCEX
pacCMOTPEHHbIX NPUMepax UHTEPbEPOB
n opopmMneHus noptanos, 6apabaHoB
KyrnonoB MeYeTeN, BbIMOJIHEHHbIX
I ELLKeHOBbLIM 1 €ro coaBToOpamy,
NPUCYTCTBYIOT YepTbl UHTEPNPETALMOHHOWM
NpPeemMCcTBEHHOCTU OpHaMeHTasIbHbIX
TpaauLUmMm U «PeTPOCNEKTUBHOIO
HoBaTopcTBar. B Muxpabax, oTMeYvatoLmx
HanpasfieHne Knbbl, MeHSOTCS GOPMbI 1
Be/IMYMHA KaK HULL (NATUrpaHHas, naocKas,
TpexrpaHHas, nonyuuanHapuyeckas), apok
(cTpenbyaTas, TpexnonacTHas), HECYLLNX
KOJIOHH, TaK 1 MOTMBOB OpHaMeHTa. B
pa3BUTUN KOMMNO3ULIMIA MONTUTBEHHbIX
HULL NPOCNEXMNBAETCH UBMEHEHME B
XYOOXECTBEHHbIX MPUEMAX N TEXHUKAX
[eKopa: HaagrnasypHas pocnuch, penbedbl
CO CTallaKTUTaMun U opHaMeHTallbHbIMU
MOTMBaMM, POCMUCb 30/10TOM U IMaNSMMU.
B Muxpabax NoCTOSAHHO CoOXpaHsaeTcs
BblAENEHHbIN NPAMOYIroJibHbIW anduc ¢
[1—06pa3Ho pacnoioXEHHbIMKU NonocaMu
KOpaHMYeCKMX Haanucen u opHamMeHTOB
(MHOrga Ha BCHO BbICOTY CTEHbI),
06paMAIOWMMKN LEHTP KOMMNO3ULIUN.

CB06OAHbIM BNajieHWeM HaBblKaMu
OpHaMeHTaIbHOM apaHXMPOBKHU
XYAOXKHUKaMU OTMEYEHbI KOMMO3ULINK
KynosbHbIX Yall. B cTpyKType
pPacnonoXKeHUs AeKopa UCMOoJb3YHoTCS
CXeMbl (pagnanbHO—sipycHas Unu
KofibLEeBas, MepuanaHHas, HeEpPBIOPHO—
JeKopaTuBHagd) pacnpeneneHus
OpHaMeHTaNbHbIX MOTUBOB Ha CBOAaXx,
M3BECTHbIX B UCTOPUM KY/IbTOBOMO
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3044€CTBa Ucnama 1, B HaCTHOCTH,
TUMYPUACKOro BpemeHn. OpHaMeHTaNlbHoe
NMOKPbITUE CTEH, MOTOSIKOB, CTON60B

W OPYrmux aneMeHToB MHTepbepa
MOJIMTBEHHbIX 3a/10B MeYyeTen Nogo6HO
LeapomMy Aexkopy opTbl. TOHKOCTb
KOJIOPUCTUYECKMNX COOTHOLLEHUI
[IEKOPUPOBAHHbIX 31EMEHTOB MpUcyLLa
BCEM PacCMOTPEHHbIM MHTEPbEPAM
MeYeTen.

B odopmneHnn noptanos MeyeTen
npocmaTpuBaloTcs TpaauLMOHHbIE
npueMbl, 6/IM3KUE apXUTEKTYPE
TUMYPUACKOIO BPEMEHMU: UCTTaMCKas
Kannurpadus KopaHU4ECKNX TEKCTOB,
OJIHOLBETHbIM PE3HON, MO3aWUYHbIN NN
pacnmMcHOM MHOIOSAPYCHbIM OPHAMEHT
pacnonoXeHbl B pame anduc, cTpenibyaTble
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MUSICAL MODES

Abstract

Through the centuries those who came to India from Central Asia are introduced different values and culture
that was absorbed into the local Indian culture and civilization. When the Turks came to India as rulers,

they are brought a number of new cultural values, musical instruments, modes and regulations. The new
composite culture is start to rise, which culmination falls into time of Great Mughals. According to tradition
Amir Khusrau Dehlavi has played a significant role in this process. This article is dedicated to main Persian
musical modes parda, as they were described by Amir Khusrau in one masnavi from Qiran—us—sa’dain, and
key aspects of synthesis of Raga—Magam traditions in Indian music.

Keywords: parda, magam, raga, masnavi, Nava, Rast, sufizm, Arabic and Persian music, manuscripts.

OMIP K¥CPAY AEXJIEBU KUPAH-YC-CA'IAUH
MNAPCbI/IbIK MY3bIKA MOAYCTAP XXAW/bI

AGcTpaKkT

¥3akK racbipnap 6ypbiH OpTanbik AsnsgaH MHAusiFa KenreHaep TYPFbibIKTbl YHOI MOAEHWUETIHIH JaMyblHa 63
acepiH Turisegi. Typkinep MHaousFa kenrexae onap esaepimeH 6ipre 6ipkaTtap aHa MaAeHU KYHAbINbIKTapabl,
My3blKa acnanTtapbl MeH apab—napcbl My3blKacbl KAHOHAAPbIH Aa ana Kenji. OHepae cuHTe3 nanga 6ona
6acTanabl, an KynbMuHauuscel ¥nbl MorongapabiH 6ackapyblHa comMKec Kenegi. Jepexkrepre cyneHceKk omip
Kycpay [lexnaBu ocbl yaepicTe yiKeH pen aTkapfaH. byn makana omip Kycpay [lexnaBumeH macHaBuae KupaH
yc—CaganHMeH cypeTTenreHaen, napaa atTbl Napcbl My3blKa XyHeciHe apHasbin )asbliFaH. COHbIMEH KaTap,
LewyLwi acneKkTTe ASCTYpAi YHAI My3blKacblHAAFbl parM MEH Napaa—MaKaM CUHTE3i KapacTblpbliFaH.

Tipek ce3aep: My3blka MSEHWETI, Napda, MakaM, para, macHasu, HaBa, PacT, cyonam, apabo— napcol
Ko/mKasbanapbl.
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QIRAN-US-SA’'DAIN AMUPA XOCPOBA AEXJIEBU

O NEPCUACKUX MY3bIKAJZIbHbBIX MOAYCAX

AGcTpaKkT

Ha npoTtsaykeHun BEKOB Te, KTo npuwen B MHanto na LleHTpanbHon A3un, okasblBanu BAMSHUE Ha pa3BuUtue
MECTHOM MHAMNCKOM KynbTypbl. Koraa Typku npuwnm B UHAWIO Kak NpaBUTENN, OHW NPUHECU C COBON HOBbIE
KYNbTYpPHbIE€ LLEHHOCTH, P HOBbIX My3blKalbHbIX MHCTPYMEHTOB U KaHOHbI apabo—NepCruACKON My3blKM.
CHHTE3 MCKYCCTB Havyan NposiBNATLCSA, @ KynbMUHaLLMA coBnana ¢ npasneHvem Bennkux Moronos. CornacHo
npegaHunam, AMup Xocpos [lex/ieBU cbirpan BaxkHylo posib B 3TOM npouecce. JaHHas cTaTbs NocBsLieHa
nepuacKom My3blKallbHOW cMCTEME Napja, KaKk oHa 6blna onncaHa AMMpPoM XoCcpoBOM [lexneBun B MacHaBu
KunpaH yc—CapaiH. Takxke 3aTPOHYTbI K/IOYEBbIE aCNeKTbl CUHTE3a parn 1 Nnapga—Makam B Tpaguumm

WHAMMACKON MY3bIKU.

KnoueBble cnoBa: My3blKasibHas KynbTypa, napia, Makam, para, macHasu, HaBa, PacT, cydomnam, apabo—

nepcunacKasa My3blKa.

Persian musical culture and Amir
Khusrau

Amir Khusrau (1253-1325) was an iconic
figure in the cultural history of the Indian
subcontinent and one of the first Indian
personages represents a multi—cultural
and pluralistic identity. Even today, in the
homeland of his Lochin father, composers
continue to create music based on Amir
Khusrau’s ghazals and masnavis, and
the researchers pay attention to his
contribution to poetry and music.

In Amir Khusrau’s time the court
music of Delhi Sultanat (1206-1526)
was essentially Perso—Arab oriented.
Moreover, the systematic contacts
between newcomer and local musicians
are begun: the treatises on music written
in Sanskrit has started to translated into
Persian; musical instruments, modes
and regulations have absorbed into local
culture. Amir Khusrau has visited many
places where he interacted with musicians,
who “toured” from place to place within
the Persian cultural sphere. Here it is
important to clear the meaning of world
‘Persian’, which included the vast area
where the Persian—speaking cultures
were spread in ancient times and in early
medieval ages. The different processes,
which took place in those areas, are forced
musicians to search for new patrons.
Patronizing these wandering musicians
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was recognized as a natural activity among
the elites of Central Asia and India. It was
seen as a part of the cultural heritage.
Amir Khusrau’s poems, particularly
I'jaz—i—Khusraw (The Miracles of Khusrau)
and Khamsa (five poems), presented

a significant amount of information on
musical culture.

The musical terms which were used
by Amir Khusrau in his poetical works are
shows his knowledge of not only literary
and philosophical works on Persian and
Arabic, but treatises on music too. His
own statement that he was perfect (Kamil)
in poetry and music (dubait in Divan—i
Ghurrat —ul—-Kamol) is well known.
Therefore, it is important to note that Amir
Khusrau has not widely used Arabic terms
in his works. In I’ jaz—i—Khusraw s .z lesl
the chapter Harf on music named ‘About
main and secondary principles in music’
s £3,9 9 Jsol Ll=isl s, he entirely utilised
Persian musical terms such as parda for
magam (mode), abreshim for shu’ba
(or avaza), bong for melodies (pakar of
magam-s).

The history of the origin of the parda
was based on tradition, which passed
down in oral and written (poetry, art prose,
dictionaries, treatises on music etc.) form
and was sacrificed and canonised in the
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circles of musicians. The scholar from
Uzbekistan A.Djumaev in his article ‘From
parda to magam: a problem of the origin of
the regional systems’ is states:

The etymology of the word ‘parde’
(bundle, bandage, dam, barrier etc.) as
concept of a modal system indicates its
original connection with the structure of
the tone system of an instrument. The
word parde (parda) was developed as a
result of the reflexion of the real practice
of music performing. Among the lute
instruments in the historic—cultural areas
of Central Asia (Baktria—Tokharistan,
Sogda, Bukhara, Khorazm, Chacha etc.)
and in Iran the ‘lute with a short neck’
(barbat, subsequently ‘Ud) and the ‘lute
with a long neck’ (tanbur) were known
in ancient times and in the early Middle
Ages. The question of the existence of fixed
frets in these instruments in ancient times
and in the Middle Ages is fundamentally
investigated in the works of Henry George
Farmer and other scholars (in particular
Tamara Vyzgo)... The existence of fixed
parda (frets) on the finger board of the
instrument reinforced the entire tone
system of musical—artistic expression.
The reinforcement was one of the
manifestations of the artistic canon of the
ancient Persian culture.

By its origin and its assignment in
culture and art it was a Persian system.
The “old Persian system” (term suggested
by H.G.Farmer) were adjusted and
absorbed into Arab—Islamic musical
culture and as result the unity of 12 parda
(magam) system of the Muslim world,
during the 13th—16th centuries, was
a unity of its aesthetical and art theory
(correlated with certain elements of
nature, connected with 12 constellations,
associated with the colours, and had a
deep connection with the human soul),
and as the completion of that development

Urmavi’s treatise on music ‘Kitab al—
Adwar’(d.1252) was written. Amir Khusrau
considers parda as the most perfect

form (Kamil) of invention of pre—Islamic
times and the verses of his masnavi

titled Qiran—us—sa’dain (Meeting of the
Two Auspicious Stars) can be examples

of that. It is important to note that some
copies (like the manuscript preserved in
the Asiatic Society under no. PSC 564

and lithography published in Lucknow) of
Qiran—us—-Sa’dain along with poetry of
Amir Khusrau contains valuable comments
(g8losses) written between the lines and on
the margins by copier and reader. In such
comments, for example, the words raga
(Raga Huseini, Raga Rast and so on) for
parda and taal for rhythm was added for
better understanding by Indian readers.

Parda-s in Masnavi ‘Qiran-us-sa’dain’
Qiran—us—Sa’dain is embellished with

rich and poetic descriptions of Delhi,

the mutual love between Hindus and
Muslims, gathering of Sufis, musical
instruments and musical modes. The
masnavi dedicated to parda are come after
verses dedicated to praising qualities of
the musical instruments Chang, Rubab,
Nai and Daf and named os,, o7 5 83, cao

Olws O30 wulé Cawd L o5 G55 glubs “Sifat—i
parda va an parda shinasan—i shagarf ki
bahar dast namoyand hazaran dastan”
[The description of modes parda and those
who has an excellent knowledge of modes
[and] able with both hands to show the
thousands of songs/melody]. Even in this
masnavi Amir Khusrau not only shows the
connection between Sufism and musical
culture, but also an importance of music
for purifying the heart and achieving unity
with God. The description of parda is begun
with prizing the musicians, who playing

on string instruments like Rubab and
Chang. Although Amir Khusrau, according
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to tradition (regulation), has stated parda
Rast as the main mode, but it seems as he
starts naming parda(s) from term Nava:

5o 955 03391 3 § 0 / 153 o5y SenS o O

An shudah Ganjishik ba Gah—i Nava/
Murgh dar awardah zi ri’'i Hawa

That is Ganjishik (the small bird,
sparrow) in mode Nava,

The bird is brings in the face of the wind
The commentary is decipher verses,
like: An shudah =the musician who plays

on silken string; Ganjishik = Qawwal;
Ganjishik = The wooden stick on which
used to play and also name of melody
(55 990 pb SzniS 5 Wilgs Wisz O & Loz = SiS);
ba Gah-i Nava = to play melody (=1 o5
Felgs 39 )

It is true that parda Nava in the meaning
of mode is not cited properly by Amir
Khusrau. Therefore, if we look to term
Nava, given in verses, as a name of parda
then we have a very interesting setup.
According to medieval systematisation
of parda/maqgam(s) the Nava i1 is the
third magam in the both the systems of
12 magam(s) and Shashmagom and
one of the seven dastgah(s) of Iranian
music. One of the kinds tuning on
tanbur (musical instrument) among
Uzbeks and Tajiks named “Mezrobi
Navo“(tuning on Navo’s scale bases).
Instrumental and vocal pieces hamed
Nava are very popular between Arabs,
Turks, Iranians, Azerbaijanis and Uyghur
people. A.Djumaev has stated that in
the treatises of 13th—16th centuries the
Magam Nava, along with two other first
adwar—magamat (‘Ushshaq and Busalik),
was recommended to the Turks. Aesthetics
of these three parda(magam), according
to medieval theorists, have produced the
emotions of courage, energy etc, which are
good for warriors. A.Djumaev has quote
the Muhammad Nishapuri of Khorasan
(2nd half of the 12th — first half of the 13th
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century) treatise, which related to Nava.
This quotation is also gave information

on the interests and participation of the
Turks in the 12 parda system and can be
an example of reason to be first named by
Amir Khusrau:

35 885 Ghawse oleys {28} 651,55 05,8 153 85 5 plis oli
OB 5 055 ool 9wl pls 5L 3 3 S g guay wil Igh 83
gas 3l b asy —

(At the time of) namaz—i sham they
take the parde Nawa, because the science
of music knows no shorter time then the
namaz—i sham; and this parde is played
by the Turks before namaz-i khuftan
(Italicized by A.Djumaev).

Amir Khusrau used the musical term
Nava very often in his masnavi, but mostly
it is mean ‘melody, song’:

CusS ouiilgh ds Glaz Olr / CutS ouilsi oS 03 1s 5 &

Gah zi Nava zan ki navazandah gasht /
Jan—iJahani-i ba navazandah gasht

That is performer of Nava (song)
became performer of melodies,

The Soul of the World is turn up to
musician.

From the comments we are learn that:
Navazan = name of the cycle (dawr) and
musical instrument (saz) — ;s 5 o6 = o 15
5L 5; NAvozandah = performer on musical
instrument — = owjlg ouiS lue

As a main mode parda/maqgam of All—
Islamic music universally recognized parda
Rast -1, (is one of the magam(s) in both
12 magam system and Shashmagom)
and named as Um ul-adwar (Mother of all
modes). Medieval manuscripts have gave
information that better to play the Rast
for listeners with white skin (Rast must
be played in lower mode and with soft
sounds), for Sipahi (solders), Lahskarkash,
and Tighzan (warriors). Very interesting
information is given in Behjat al-Ruh (17th
¢), that for Turks a musician has needed
to play several notes in lower register and
after that in higher pitch. Amir Khusrau in
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his verses gives very close information:

5 A5 5 Canly S S/ Sl 158 &S IS Ol 3l aS

Cewly
Gashtan—-i az an Qawal ki Qawal—i
Rast / Guft Kahii Rast va Gahii Nim Rast

Returning of Rast from this Qawwal,

[He] sang Rast in high pitch and Nim
Rast in low pitch.

The comments done by unknown reader
is gives to us valuable information: Gahii
= High pitch (wL=_ss); Rast = name of the
Raga (51, ot =cwl,); va Gahii = and low pitch
(cusy s =45 5); NIm Rast = name of the Raga
(81 6 = caaly o)

We already mentioned above that Amir
Khusrau has also stated Rast as the main
mode. The several verses in this small
masnavi are includes the Rast. Moreovet,
according to tradition, by combination
of two modes — Rast and Bilaval, he
invented a new raga named Sarpardah (in
Persian—Tajik languages is mean “first,
main parda”). Remarkable that the first
mentioning of Rast in masnavi is related to
Sarpardah:

Caaly 0l 31 4 03 3 ilz / Cawlgs &S (slsy 03,5 o

Gah-itarannum ba navai ki khwast /
Janib—i Sarpardah shud az Rah—i Rast

At the time of begging for singing a
song,

The part of Sarpardah is come out from
the mode of Rast

The comments to verses are gives to us
interesting facts like: Sarpardah = Melody
(55 =03, w); Know that at the time of
plying on the way (mode) of Rast has been
formed the Sarpardah (e, ol gsls slKia 53
Ceoluas 15 0051 w). Additionally, the commentary
in lithography gives to us very valuable
information: Gah—i tarannum Rast which
is well-known and name of the parda in
Indian music is Gond (s e izg ol of (355 oS
5555 G hawsa 5l Sl 0359 ¢ 9)

In manuscripts written in India magam
Rast has been mentioned as similar to

Ragas like Aiman Kaliyan (manuscript
named Zamzama-i—Vahdat and
Risalah—i—Muisiqi=SKBL ), Nat Narayan
(Mauj—i—Musiqi and Khayalat—i

Khusrau ), Kedar Nut (Mauj—i—Musiqi),
Gouri (Saut—i—al-Naqus and Mutala—i
al—Hind), Jeit Sri (Tuti—namah), Nut (Rag
Darpan) and Asavri (Nishat—i —'Ara ). Butif
correlated with modern that(s) of all named
above raga(s), we can see that no one is
similar to medieval Rast, which is indicates
the changings faced by modes through the
centuries. Rast seems to be very popular
mode between musicians. According to
manuscripts of 16th—17th centuries in the
mode of Rast were composed thousands
instrumental and vocal pieces over Islamic
world. Amir Khusrau also mentioned Rast
in his masnavi more often and in several
ways unlike to other modes. For example:

Coaly 6535 00T 55 57 Cealy / Gl 85 &S Ble U

Bar dil-i ‘ashiq ki ba gashtan—i sazast /
Rast chu tir amdah tezii Rast

On the heart of Lover when returning
convenient,

Rast is beat as an arrow fast directly
[melody Tezi—i Rast]

Comment from margins of lithography
is gave to us information that ‘tezii Rast’ is
the name of melody ( 4. ¢b).

The next parda mentioned in masnavi
after Rast is Husaini/Huseini _.... . This
parda was named after the name of some
person. Amir Khusrau turning us to Huseini
with words:

S dz gy 422S S 035 / 03 995 Bk s 4y &S

Gah ba Huseini taraf—irud zan / Parda
kusha gashta bavajah—i husn

Then turning to playing on strings
Huseini,

The mode is revealed by turning face to
Beauty.

Amir Khusrau also mentioned how
musicians can come back to mode
Huseini:
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330 G 43 3 0S5 /350 Sanl o35 25 09 57 desS

Naghma chu dar zir va bam Ahang burd
/ Zir kashid va ba Huseini supurd

The Melody (Naghma) has taken sounds
to high pitch and low,

To draw Zeer and concluded on Huseini.

The comments of manuscript have
completed our knowledge with: Zeer is a
name of the melody (ss . ot =,53); Huseini is
the name of the melody, Surmandal and
name of Mode... o5, pb 5 Jate £ 39w ol = Liu
Cawl))

According to tradition all instrumental
and vocal pieces formed in this scale are
related with magam Huseini. Along with
Persian medieval sources, Huseini was
mentioned in Sanskrit manuscripts as
well. Pandita Somanatha in Ragavibodha
(1609) is mentioned that Todi Raga
is similar with Persian Raga Huseinl.

Tulaji Rao (1783-1812) of Tanjore, a
descendant of Shivaji, who was a follower
of Venkat makhi states that Huseini
belongs to Shri mel (SRgMPDn). As we
see, Huseini was adopted in India and now
it is one of the raga—s. In modern time
there are several Rags such as Huseini
Bhairav, Huseini Todi, Huseini Kanhra and
Husaini Kalian can be named. Although
the constructions of Indian and Persian
Huseini are different, only its rendering
time (night) is similar.

Other term mentioned in line given
above is Zeer. According to my research as
a Zeer in poetry can be mentioned parda
Zirafkandussl ,;  =Zirafgan ssal .5 also
named as Kuchak sz (small).

Magam ‘Ushshaq, Nava and Busalik
are the oldest modes in Arabic and Iranian
music according to Arab—Persian scholars
(Safi—ud—Din Urmavi, Jami). The following
verses of Amir Khusrau dedicated to
Busalik:

Sk 0o {53} 435 057 00t U5 / Slusy 153 03557 53 05

Gah ba awarda Navo Busalik / Dil
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shudah chun darya ba reshim—i Salik

Sometime has bring Melody (Navo) of
Busalik,

The heart became like a river on silken
thread of pearls.

Name Busalik s..ss was given from
name Abu-Salik. Medieval manuscripts
have mentioned: a) Bu-Salik was a slave
of Padishah of Iraq and he sang his songs
in Turkish language in this mode and this
mode became popular after his name; b)
Bu-Salik is the name of a woman, who
was a lover of one of Califs. But mostly
medieval authors followed first version.
Pandita Somanatha in Ragavibodha is
mentioned Busalik as Musali and told that
it is similar to Ramakriya, when (according
to Bhatkhande) in other place he is
mentioned that Malava is similar to Buslik.

In many treatises ‘Ushshaq u.s
& isnamed as the mode (scale) which
was first among magam-s. Early
manuscripts called ‘Ushshaqg as “Umm-—
ul—adwar“(mother of all magam-s) and
Tarana. Amir Khusrau in his masnavi has
stressed:

Sz Bl 03,3 39 005 30 / S5 Godime sz Siz {08

Gah bar Chang chu m’ashuq tang / dar
zadah dar Parda—i ‘Ushshaq Chang

Some time the Lover is distressed on
Chang,

When the mode of ‘Ushshaq has been
played on Chang.

According to 12 magam-s system
Nihavandus s is shu’ba and formed by
combination of two magam(s). However it
is not clear from which two, because it is
not mentioned in manuscripts written in
India, neither in treatises on music written
by Khurasani poets Jami and Huseini.
Therefore, this musical term is given by
Amir Khusrau in following verses:

Iy Wolys do e ouds S5 / 1y dissio il lals &S

Gah ghalat andaz hunarmand ra / tang
shudah ‘arsah—i Nihavand ra
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Sometime an arrow missing the aim (a
deceiver) by virtuoso,

To became narrow (enraptured) area by
Nihavand.

The commentary to this verses the gave
to us information that Nihavand is a name
of the Rag and name of ity i 5 51, ol =wislys

Parda Nihavand was very little
mentioned by other poets and scholars,
when parda Bakhrez is mentioned not only
in Persian sources, but also in Sanskrit.
Pandita Somanatha in Ragavibodha is
mentioned that Raga DeSakara is similar
to Bakhrez. Term Bakhrez is given in some
early medieval manuscripts and later
(according to our research) only in some
treatises written in India on the place of
Hijaz and often it is mentioned as a Raga
invented by Amir Khusrau. In following
verses are given:

ol 5,5k dose 53 il / o5 09uil 5,3 Sless &S

Gah naghmati Tar—u Andawah Goh /
Yafta dar ‘arsa—i Bakhrez rah

Sometime the melodies of Tar and
sometimes of Andawa,

Find their way into Bakhrez

The valuable commentaries on the
margins is helping to us to know that Tar
is the name of Raag s, ;6 = 5; Andawa is
also a name of the Raag s, ¢t = o5, Gah
is the unit of time cas ous o8 = o8, When
Bakhrez is a name of musical instrument
and also name of the Rag and name of city
that is situated in the region of Khorasan:
Sl Qlulys il a5 54 00 5 S1y el Sl ob =5,50

oly ghad OUS 3,50 33 / o558 {5 F3 oud j3lews Uie

‘Agl.... Zani kargah / tezii Bakharz
Kunan gatah rah

The Confining... striking the Majlis
(workshop), Sharpness of maker of
Bakharz breaking off way

b 95w b = 5,5l 05 m 05 3l 5 0li pudee 31 = 05,8
¢ CoVy

Kargah = from Majlis (meeting) of Shah

and from ;5 melody; Bakharz = name of
the instrument and name of Vilayat.

According to tradition the magams
Zangula, ‘Iraq, Isfahan, Zirafkand and
Buzurg were of later origin. Magam ‘lraqal =
has been named after a famous country.
The mode of this magam has been used
for instrumental and vocal music. Amir
Khusrau Dehlavi has mentioned parda
‘Iraqin following verses:

Blys o5 03,5 Olid g / 318 Ozgw U5 52 &S

Ki chu dil-i Sohtagani firaq / Nayi
fighan kardah ba Rah-i ‘Iraq

Like the Hearts, which are burned in
separation, Flute is cried aloud on the way
(mode) of ‘Iraq.

And few lines later again:

Bl 3lye Saal ay 03,5 / Blys 55 655 Sl dasa)

Zamzamah—i dar Sazgiri dar ‘lraq/
kardah ba Ahang-i ‘Iraq itifaq

Zamzama (a musical manner of
rendering) on Sazgiri on ‘Iraqg, To make in
harmony the sounds of ‘Iraq

This mode has been changed for
several times and has been enriched. Two
kinds of magam’s scale are can be seen
in medieval manuscripts. In modern
time magam ‘Iraq is one of the six main
magam-s of the cycle Shashmaqom,
which is divided into instrumental and
vocal parts. Raga Turuska Todi is a
variation of Persian Raga Irakh.

In his masnavi Amir Khusrau also
named parda-s like Mukhalif( stated as
shu’ba in other sources), Maye (named
as Avaza which formed from magam-s
‘lraqg and Kuchak (zeer) by other authors),
Farghanah (according to tradition was
invented by Amir Khusrau), Zawal (also
named Segah in Persian music), Sazgiri
(appears only in the creative works of Amir
Khusrau)

Conclusion
A careful examination of selected Persian
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and Urdu language literary, encyclopedic
sources and treatises on music written

in India during the 13th — 19th centuries
testify the general tendency of the authors
in their approach to the description of
12 magam(s). These are identified as
aesthetical, descriptive, and restricted
by the manifestation of the similarities
between raga(s) and magam(s), but
without any theoretical explanation that
would reveal the structural foundations
(principles) of the 12 magam and raga
systems. Moreover, the poetry and prose
written by Amir Khusarau, and other
historical and literary sources have
demonstrated two main stages in the
development of musical culture in the
subcontinent until 14th century:

1. From the 9th to the beginning of
the 13th century —a formation of new
traditions of musical art on the basis of
a synthesis of local (pre—Islamic) and
newcomer’s musical traditions.

2. 13th-14th century (before the
arrival of Timur) is the first pick (‘silver age’)
of musical art as a result of synthesizing of
Indo—Muslim music. From that time also
starts the tendency for local promotion of
art and process of further synthesizing,
which peak has came under Mughal rule.

Indian manuscripts of the 13th—19th
centuries utilize the terms parda and
later magam that was identified with raga
for a better understanding by the Indian
reader. And up to the 20th century while
speaking about Persian music they were
describing the system of 12 magam(s).
Many authors of 15-16th centuries
recognizes quite frankly that some
degree of diachronic change and regional
variation was the norm. The poetry and
prose of Amir Khusrau gives to us not
only names of most popular parda(s) of
his time, but also information about their
aesthetical regulations, power of music
and importance for Sufism.

1 Amir Khusro used to say———"“Turk e hindustaniyam man / Hindwee goyam chu ab...” This shows to us that Khusrau
has except his belonging to Turk, but at the same time to Hindustan.

2Father of Amir Khusaru Dehlavi was from Lochin tribe of Kesh, modern Shahrisabz in Uzbekistan. Some scholars told
that his ancestors has moved from Balkh region and settled in Kesh.

3The poetry of Amir Khusrau can be found in Tajik version of Shashmagom. Also: Romans “Gazal“ for baritone and
chamber orchestra by Uzbek composer Mustafo Bafoev (1980); one act ballet Beautiful Duvalroni (composed 1980, first
presentation 1986) by Tajik composer Feruz Bahor ( Axmedov) based on “Khiidrkhan and Duvalroni”; Suite from ballet
Duvalroni by Feruz; Bahor ( Axmedov) etc.

4F.Azizova “Shashmaqom i Raga” (in Russian), Dushanbe, 1999, 165 pp; Ziyadullo Nasullayev, Amir Khusrav Dehlaviy
asarlarida musiga hagida ma’lumotlar (in Uzbek language, the information about music in creative works of Amir Khusrau
Dehlavi), Tashkent, 2010,.47 pp; Nasullayev, Z. “Janr Qawwali v Indiyskoy muzyke (in Russian,the Qawwali Genre in Indian
music), manuscript; Bagoev M. Hayot va ijodiyoti Khusraviy (in Tajik, The life and creative works of Khusravi), Dushanbe,
1975; Shamatov A.N. K voprosu o podlinnosti proizvedeniy Amira Khusrau Dehlavi na hindawi (in Russian, About originality
of Amir Khusrau Dehlavi’s creative works on Hindawi), Tashkent, 1971; Adabiyoti Tojik dar asrhoi 12—14 (in Tajik, “The
Tajik Literature in 12th—14th centuries”), 2 vols, Dushanbe, Donish, 1983; Shamuhammedov S.A. V poiskah ideala: o
tvorchestve Amira Khusrau Dehlavi (in Russian; in the search of ideal: about creative works of Amir Khusrau Dehlavi),
Tashkent, Fan, 1982; Articles: Afsahzod A. Amir Khusrav namemirad hech gahi// Dar safi Buzurgon (in Tajik, “Amir
Khusrau will never die”), Dushanbe, Adib, 1986, pp.215-239; Bakorv M, Poeziia i missiia poeta s tochki zreniia Amira
Khusrava (in Russian; The Poetry and mission of poet in understanding of Amir Khusrau), Sadoi Sharq, 1977, no.2; etc.

5He mentioned Persian instruments like chang (appears as one of the most prominent instruments of the time), rubab
(two stringed), barbat, also referred to as rud, tambur, daff. He also mentioned Indian vinas, the four stringed alavan, and
the kingra (Sanskrit: kinnari), duhl (Sanskrit: dhaula, Hindi: dhol).

SThere are Encyclopaedias, literary works, dictionaries, special treatises on music in Arabic and Persian. For example,
works of al-Kindi (A.D. 801-866 or 800-879), Abu Nasr al-Farabi (A.D. 870-950), “ Invan us—Safa” , Abu ‘Ali Ibn Sina
(Avicenna, A.D. 980-1037), Muhammad al-Khwarazmi (A.D . 910-980), Fahri—ud—-Din ar—Razi (A.D. 1150-1209-10);
Safi—ud-Din Abdul Mumin Urmavi ( A.D. 1216 or 1217-1294), Qutb—ud-Din ash—Shirazi (A.D. 1236-1311).

" Term Magam (s from Arabic: place, staying) means a musical mode, musical tone, the separate place for tone
on musical instrument, a musical composition. Before 13th century magam was named parda. The etymology of the
word pardah (s> , from Persian: Bundle, bandage, dam, barrier etc.) as concept of a modal system indicates its original
connection with the structure of the tone system of an instrument. Currently Magam phenomenon is widely cultivated in
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a vast area stretching from countries of North Africa (magam, nuba), the near East (in Turkey called makam, in Azerbaijan
mugam, in Iran dastgah) to Central Asia (in Uzbekistan and Tajikistan— Shashmagom, in Western China — mukam, in
Kashmir— makam or Sufiyana Kalam).See: Dzhumajev A., From parda to magam: a problem of the origin of the regional
systems, in: Regionale magam-Traditionen in Geschichte und Gegenwart, teil 1, pp.145 -162.

& Amir Khusrau, ‘ljazi Khusrau’, lithography, Lucknow 1875; F.Azizova, p.80;

9 Dzhumajev A., From parda to magam: a problem of the origin of the regional systems, p.147-148.

10 Early Arab sources mentioned music performed in instruments like barbad (lute with short neck) and tanbur (lute
with long neck) as “alien”, “bizarre”, “non—Arabic”, “Persian”. See: Dzhumajev A., From parda to magam: a problem of the
origin of the regional systems, p.148. The word parda was considered by Qutbudin Shirazi as a Persian equivalent of the
Arabic word shadd, i.e. a principle or basic melodic mode. See: Faruqi: 1981;248, Sarmast p.73.

*Henry G. Farmer, The Influence of Music: from Arabic Sources, Proceedings of the Musical Association 52nd Sess. ,
Royal Musical Association, London, 1926 (pp. 89-124)

12 Renowned scholar and theorist Safi al-Din al-Urmawi (born 1216, died 1294 in Baghdad) wrote two significant
works on the theory of music — Kitab al-Adwar (The Book of Musical Modes) and the more extensive work al-Risala
al—sharatiyya fi al-nisab al—ta litiyya (The Sharafian Treatise on Musical Proportions). Kitab al-Adwar, originally written in
Arabic, was later translated into Persian and Turkish.

13 Qiran—us—Sa’dain is written in 1289/90 at the age of 37 and dedicated to the historic meeting of Bughra Khan
and his son Kaikobad after long enmity. Amir Khusrau talked about the subtleties of Persian music and stated, “l have a
fair knowledge of 4 usuls, 12 pardas and | know the minute details of Persian music.” For this article we are studied two
manuscripts which are preserved at Asiatic Society in Kolkata. There are Qiran—us—Sa’dain, PSC 564, date 110AH (with
numerous glosses, marginal notes etc.) and Sharhi Qiran—us—Sa’dain, PSC 566 dated 13th ¢, anonymous.

14 Mainly we will refer to comments given in manuscript of the Asiatic Society under no. PSC 564 and will be mentioned
as ‘incomments.’

15 In certain manuscripts written later, such as Tuhfat ul-Hind, the authors frequently highlight that ‘magam’
corresponds to ‘raga’, as ‘Shu'bah’ to ‘Ragni’. In certain contemporary works written in Urdu (for example, research carried
out by Chand Khan on Amir Khusrau) indicates theorists writing on Arab—Ajam music sometimes did not use the terms
‘magam’ or ‘pardah’ replacing them by term ‘raga’ as it was more comprehensible to them and the local readers.

16 From Nawidan; rt.Zend Nud ; s., , and “ to sound”; s—m. Voice, sound; modulation; song; air; — a certain musical tone
or mood

17 Shashmagom (six magams— Buzruk, Rost, Navo, Dugoh, Segoh and Iroq) is Central Asian (typical of Tajikistan and
Uzbekistan) musical genre, which has been developed in the city of Bukhara. At modern time Shahmagom consists of more
than 250 highly developed instrumental and vocal pieces.

8]t is a musical modal system in traditional Persian art music, representing a level of organization at which a
certain number of melodic types (gusas) are regrouped and ordered in relation to a dominant mode (maya). Persian art
music consists of twelve principal musical modal systems. According to musicians the etymology of the term dastgah is
associated with “the position (gah) of the hand (dast) [on the neck of the instrument],” The Persian term dastgah can be
translated as "system."

*Nava was a 14th daira (circle) in the system of Adwar. Dr.Beliaev has presented the scale in European notation and
cent system as following (based on Jami’s Risala—i—Musiqi):

he bl

v

rax T
F O IV X}
7

2

0 204 294 498 702 792 996 1200
204 90 204 204 90 204 204

ltone Yt 1t 1t. *%»t. 1t 1tone.

20 Dzhumajev A., From parda to magam: a problem of the origin of the regional systems, p.159.

21From Persian and means right, true; complete; name of the note in music; rast — Zend rasta, rt.raz = S.

22The Rast is correlated to zodiac Hamal (Aries), first time has been sang by Hazrat ‘Adam (sang in this sound/tone
when he was separated with Eva (Hewwah); also in this tone Adam and Eva cried “Hoy—Hoy” when they are meet again
after 300 years). In medieval manuscripts Rast formed 43th (in al-Huseini treatise 40th) doira (circle) of Adwar. Its scale
is:
| be <

| 7z 4
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0 204 384 498 702 882 996 1200
204 180 114 204 180 114 204

23 |bn Safioddin ‘Abd al-Mo'men, Behjat al-riih, ed. H.L. Rabino de Borgomale, Tehran 1346/1967. It was written near
the end of the 17th c.

2% Zamzama-—i Vahdat (beginning of 17th century) written by Bagiyai Naini. In this treatise is a discussion on the unity
of Persian and Indian music. The treatise has been composed in Benares by request of Great Mughal Jahagir. Preserved at
Al-Beruni Institute, Tashkent (Uzbekistan), N 10226/11.
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25 Risala—i Musiqi (anonymous). A defective manuscripts copy, the extant part has information about Persian music.,
Khuda Bakhsh O.PLibrary, HL 2890.

26 Mauj—i Musiqgi by La’l Muhammad Barni. [Aligarh copy]. Has information about 12 magam. Preserved at Aligarh
Muslim University, HG 58/2 (farsi).

2" Khayalat—| Khusrau (anonymous). It discusses some aspects of Persian music and Magams. Preserved at Khuda
Bakhsh Oriental Public Library, Patna , Acc 2781/2.

28 Nishat—i ‘Atra (urdu, anonymous) has interesting information’s about Persian Magams and Indian Ragas. Preserved
at Aligarh Muslim University, Aligarh, HG 58/1; Rampur Raza library, Rampur, Urdu N 298.

2% From Arabic, which means: relating to Husain; name of the note in music; name of the spring at Taft in Yazd.

0t is believed that for the first time Huseini is came out from Hazrat Yaqub or Hazrat Daud. Hazrat Ibrahim cried before
fire of Nimrud in magam-s Huseini and Naurtiz—i—al—‘Arab. Huseini ...~ formed 57th (in the treatises of al-Husaini and
Bina’l 53th) doira (circle) and its scale is:

| b be b

]
s

- 1
F O 1
7 7 v

0 180 294 498 678 792 996 1200
180 114 204 180 114 204 204

31 Bishakha Goswami, article presented in Raga—Magam seminar in Kolkata, India.

32Ramkrishna Das, article presented in Raga—Magam seminar in Kolkata, India.

33 According to Ramkrishna Das: Huseni—1: SRg MP nDnS’| S'nDP MDP MgRS; Huseni-2 : SRgM PDnS’| nDP MgRS;
Huseni—3 — SRgM P nDnS’| S'nDP MgRS ; Huseni—4 — SRgM SPMP nDnS’| S'nDMP MgRS ; Hussaini Kanhada (Pa Sa) —
SRgM PDnS’| S'’nDP gMRS;

%4These magam-s were formed from intervals of diatonic scale and formed from first, second and third tones.

35For the first time Baba ‘Umar is cried in this sound, when he was a driver of camels.Magam Busalik has been formed
27th (in some 26th) doira of Adwar system. There scale is:

| b be e
g v

Il I
1Y X
128

rax]
y O
7 7

0 90 294 498 588 792 996 1200
90 204 204 90 204 204 204

YotoNe 17 AT Yor. 1T 1w 1T

In the mode of Busalik in place of half tone between 4th and 5th tone of the scale the whole tone is used. There are
many instrumental and vocal pieces based on the unchanged scales of ‘Ushshaq, Nava and Busalik in musical culture of
Uzbeks and Tajiks.

%6 Bhatkhande, V.N., Music Systems in India, S. Lal & co., Delhi, 1984, pp. 60

37 For the first time was sang by Hazrat Nuh, Hazrat Musa or Hazrat Ismail, who has cried in this magam on the time of
Zibah and also by Hazrat Yaqub. ‘Ushshaq ¢ < [ Arabic., pl. of ‘Ashiq , lovers; in Persian name of a musical tone ] . In many
treatises ‘Ushshaq is named as the mode ( scale) which was first and oldest among magam-s. In manuscripts of 12th
—14th centuries, the scale of this magam given on the basis of Ud’s fingerboard. Dr.Beliaev has presented the scale of
‘Ushshaq in European notation and cent system as following (based on Jami’s Risala—i—Musiqi):

beo hal . .
) 7 = In medieval treatises
7 7
the tradition was to show
0 204 408 498 702 906 996 1200 the magam in circles

204 204 90 204 204 90 204 (Adwar) .Circle of magam

l1tone 1T 1/27 1t 1t 1/21. 1 TONE. ‘Ushshaq was given as:

38From Persian, nih—awand, nah—awand, there are town (nih) of pottery (awand), which was largely made there, or for
535 Noah’s (Nuh) throne (awand), as alleged to be founded by him...Other meanings are: name of a city in Persian ‘Iraq;
name of a mountain near that city; a species of musical note in music.

39The term shu’ba means small parts of magam. The scale of the shu’ba as usual is in smaller range than magam one
and in many cases does not reach the octave. Some of scales of shu’ba have been formed only from two or three tones
and in this case it cannot be named mode but may act as the basis for melody composition. Every shu’ba has been formed
from the upper and lower part of the scale of any two magam-s, so every magam has two shu’ba-s.

40Shu’ba Nihavand is formed from 40th (according to Al-Husaini 37th) daira. Al-Husaini says that the scale of this
shu’ba consists of 8 tones:
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0 204 384 498 702 906 996 1200

According to Jami the scale consists of 7 tones and as prominent tone has F and the lower tone is C:

-—
e t 2 = |
3) b i
0 204 384 498 702 906 996

“Hijaz ;. [ Arabic; region surrounded by mountains; Hijaz; Mecca, Madina and the adjacent territory, Arabia, Petrea;
one of the principal musical modes or styles of the Persians]. This magam was named after place in Arabia. It has not been
proved that this magam is connected only with Arabic music. Another name for Hijaz was Segah, which are popular in Central
Asia, Khorasan and Azerbaijan. Hijaz formed 58th (according to al-Husaini and Bina’i 54th) doira of Adwar. Its scale is:

| | he <

5\
hed

I ]
Il X7
(] v

0 180 294 498 678 882 996 1200
180 114 204 180 204 114 204

All instrumental and vocal pieces which are based upon this scale are related with magam Hijaz. Magam Hijaz was
adopted by Indian music and after name Hejaz included into That Bhairava.

42From Arabic, it is a name of the river; name of the country; Babylonia. It is also the name of a territory between Persia
and Arabia (it is divided into two portions, viz.'iraq—e—‘arab, Arabian ‘iraq, the ancient Babylonia or Chaldea; and ‘iraq—i—
‘ajam, Persian ‘Iraq, comprehending Media). For the first time has been sang by Hazrat Ayub and according to other source
Hazrat Yusuf cried in this tone (sound), when he was in prison.

43This magam is of two kinds. The first kind without bagiya — b (1176 cent) has been omitted. It is formed from 8
diatonic tones. ‘Iraq is formed 71st (according to al-Husaini 66th and 69th and Bina’i — 69th) daira. Its scale is:

| | heo <

5\
hed

} 727
[#] | %

0 180 384 498 678 892 996 1200

The second kind of ‘Iraq with bagiya has 9 tones. In this case has been added b (1176 cents) is added, which can be
used as suxfilary tone to C and less from latter for comma (shruti, 24 cent). The second kind is formed 74th doira and its
scale is:

| he he hoal
A ¥ T 777 L T
). L Le
0 180 384 498 678 882 996 1176 1200
180 204 114 180 204 114 180 24

44 Awaza is of later origin than Magam—s and they are six in number.
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ART STUDIES

AHCTBA

Baxtusp AmaHxoan
(Anmarel, Kazaxcran)

MY3bIKAJIbHbIE TPAAULIUA TEHTPUAHCTBA
AGcTpaKr

JIlb CO BTOPOW NOMOBUHbI MPOLLE/LLIEro BEKa B NMPOCBELLEHHbIX Kpyrax 3aroBopusu elle 06 oHOM

MUPOBOIM MUPOBO33PEHYECKON TPaaNULIMU — TEeHTpU. B Tpyaax ydeHbIx NpeablayLero BpemMeHu ata TpaanLmsa
HasblBanach «anTaMCKUM LIAaMaHU3MOM», «KYJIbTOM NPEeAKoB» U T. A. Ceivac Mbl TONIbKO HA4YMHAEeM 0CO3HaBaTb
ee 3Ha4YeHue 15 lyXOBHOTO OMbiTa YE/I0BEYECTBA, €€ lyXOBHOE COAepKaH1e, MacluTabbl pacnpocTpaHeHus
no npoctopamM EBpasnu 1 Ha APYrMx KOHTUHEHTax. To, 4To TeHrPUMaHCTBO — 3TO MMPOBO33PEHME, TO ECThb
BECb KOMIM/IEKC OTHOLLEHUWI C MPUPOAOH, € NaHawadToM, B KOTOPOM chopMupoBasica aTHoc, KapTuHa Mupa,
No3BONAET eMY COXPaHATLCS NOA CoeM Nno3aHee npulleanx 6yaamamMa, XpUucTuaHcTBa, 0CTaBasCh Npu 3TOM,
nopo, Mano 3ameyeHHbIM. Maea aaHHoW paboThbl — COCTaBUTb KapTy reorpadrUyeckoro pacnpocTpaHeHus
My3blKanbHON TpaAULMK TEHTPU, @ 3HAYUT U TEHTPUAHCKOTO MMPOBO33PEHNS, paccMaTpuBas apealibl
pacnpocTpaHeH s My3blKanbHbIX UHCTPYMEHTOB — HOCUTENIei CyTH, iyl 3TOr0 MUPOBO33PEHUS.
[eCTBUTENBLHO, My3blKa — ABJIEHUE He MaTepuanbHOe, HO My3blKalbHble MHCTPYMEHTbI — 3TO Ta ee
HeGosblias 061acTb, e ee CoaepKaHue matepuanuayercs B npeameTax «TBepAoi» MaTepum.

KnioueBble CNnoBa: TEHrPUAHCTBO, My3blKalbHble UHCTPYMEHTbI, MUPOBO33peHMWe, apeasn pacnpocTpaHeHus.

TOHIPIIKTIH MY3bIKAJIbIK A3CTYPJIEPI

AGcTpaKr

TeK eTKeH FacbIpAblH EKiHLWI XapTbiCbiHaH 6acTan 3usabl opTaja TafFbl 6ip anemMaik AyHUeTaHbIMAbIK 49CTYP —
ToHipinik Typansl anta 6actafbl. OTKEH Ke3€eH, FanbiMAapbliHbIH eHOEKTEPiHAE Oy ASCTYP «antal WwamMaHU3Mi»,
«@Ta—6abanap KynbTi», T.6. Aen atangbl. Kasip 6i3 OHbIH MaHbI3blH, pyxaHW Ma3MmyHblH, Eypa3us ankantapbl

MEH ofaH TbIC }epnepae Tapany ayKbiMblH TEK afamM3aTTblH, PyxaHU ToXipnbeciHe KaXKeTTiNiK peTiHae TyciHe
6acTtaabliK. ToHipNiK 6yn — AYHUETaHbIM, AFHM ©eM 6eMHeci, 3aTHOC KanbiNTackaH TaburatneH, naHawadTneH
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6apblK KaTblHacTap KeleHiHae KeniHipeK KenreH byaoamam, XpuctuaH, Micnam KabatrapbiHblH acTbiHAA ©3i
HazapgaH TbIC Kana oTbIpbIM, 0ONapablH, CakTanyblHa MyMKIHAIK 6epegi.

ATanfaH XyMbICTbIH, HETI3ri naesicbl — OCbl AYHUETAHbIM MAHIH, PyXblH TacbiMangayLbl My3blKanblK,
acnanTtapiblH Tapany anmarblH KapacTblpa OTblpbin, TOHIPAIK My3blKaNblK AOCTYPAIH, AFHU ToHipAiK
OYHWETaHbIMHbIH, reorpaduanblK Tapany KapTacblH xacay. LUbiHAbIFbIHAG, MY3blKa — MaTepuaniblK

eMec Kybblnbic, 6ipak My3blKanblK acnantap— 6y OHbIH Ma3MyHbl «<HaKTbl» Matepus 3atTapbl apKblibl
MaTepuangaHaTbliH lWaFblH ayMak.

Tipek ce3pep: ToHipAiK, My3blKanblK acnantap, AyHMETaHbIM, Tapany aimarbl.

MUSICAL TRADITIONS OF TENGRIANITY
Abstract

In the second half of the 20th century scholars started to talk about a new world view — Tengrianism, or the
worship of the Sky deity Tengri (ToHip in Turkic languages). In earlier works this world view had been known
under other names, such as “Altaic shamanism” or “the cult of ancestor spirits”. Nowadays we are only
beginning to appreciate its significance for the spiritual culture of Eurasia and even beyond.

Tengriism is the worldview that is complex of relations with nature and with the landscape, in which the
ethnos formed, the Picture of the World allows this belief system to be beneath later coming Buddhism,
Christianity, Islam, and to light them from within by alive breathing cultural traditions, while sometimes
remaining little noticed. The idea of this work is to map the geographical locations of the musical traditions
of Tengri, and hence Tengri outlook, considering the areas of distribution of musical instruments which are
the carriers of the soul essence of this outlook. Really, music is not material phenomenon, but musical
instruments materialize in subjects of a "firm" matter.

Keywords: Tengriism, musical instruments, outlook, distribution area.

Jlnwb co BTOPOW MOJIOBUHBI MWPOBO33peEHME, MO3BONSET EMY
npoLIeLero BeKa NPOCBELEHHbIN MUP COXPaHATbCS NoA CI0EM UCTOPUYECKMU
3aroBopwun etle 06 0AHOM MUPOBOK nosgHee npuueawmx byaamama,
MWPOBO33PEHYECKON TPAANLIMKU — TEHTPU. XpuUCTHaHCTBa, Micnama v HamnoNHATb UX
B Tpyaax y4eHbIx NpeablayLiero BpeMeEHH! NU3HYTPU XKUBbIM [IbIXaHUEM KYJbTYPHbIX
3Ta TpaaMums HasblBaaacb «anTarCKumn TpaauLMK, OCTaBasiCb, NPy 3TOM, MOPON,
LIaMaHU3M», «<KYNbT NPEAKOB» U T. A. Masio 3aMEeY€EHHbIM.

Cenyac Mbl TONIbKO HaYMHAEM OCO3HaBaTb Npes paHHOM paboTbl — COCTaBUTb

€ee 3Ha4YeHue as1s AyXOBHOro onbiTa KapTy reorpadryecKoro pacrnpocTpaHeHus
4yenoBeYecTBa, €€ yXxOBHOE CoAepKaHme, MWPOBO33PEHYECKON TpaamLmnmn TeHrpu,
MacwTabbl pacnpocTpaHeHUs No paccmaTtpuBas apealibl pacnpocTpaHeHus
npoctopam EBpasuu (M TONbKO Nu MY3blKalbHbIX UHCTPYMEHTOB 3TOM
EBpa3sun). Tpaanumn. My3sblKa — sBJieHUEe B 60/bLIEN

Ecnv npeactaBuTb PeNUIunio Kak cTeneHu ncuxonormyeckoe. OgHaKko
3THO—CO3HaHWe, a MUPOBO33PEHME KaK My3blKa/lbHbl€ MHCTPYMEHTbI — 3TO Ta
3THO—N0/CO3HaHWe, TO TEHrPUaHCTBO — B ee 06nacTb, e My3blka nepecTtynaet
60/iblIEN CTENEHU NOACO3HaHMe. Beapb pPaMKK MNCUXonornm U MmaTepuanmayetcs
TeHrpMaHCTBO — 3TO BECb KOMMIEKC B dopmax npeameToB. [ToaTomy,
OTHOLUEHWI C NPUPOAOK, C NaHaWadToOM, n3ydyass MHCTPYMEHTaPUM, Mbl MOXEM
B KOTOPOM cHOPMMPOBANCS ITHOC, [0CTMYb BOSIbLLEN CTENEHM HArMAAHOCTH
3710 KapTtnHa Mupa, onpeaensiouas W NOKa3aTe/IbHOCTU B NnpoLecce
BOCMPUATHE HKU3HMU. pPacCMOTPEHMN MY3blKM KaK CO3HaHMS.

To, 4To TEeHrpnaHcTBO — K 3TOMy HY}KHO 106aBUTb TO, YTO B

63



HacTosWwen paboTe Mbl UCMONb3YEM
COBPEMEHHbIN METO My3blKalbHOro
aHanu3a, BKA4atoumm B cebs
NPOCTPaHCTBEHHbIE KaTeropuu [1]. B
OCHOBE 3TOr0 MEeToAa NeXXaT COBPEMEHHbIE
Hay4Hble NpeAcTaBNeHUs 0 TOM, 4TO
CO3HaHWe B NpUHLMNE «paboTaeT»
NPOCTPaHCTBEHHbIMW KaTeropusamu [2]. Bce
A3blKM MO3ra, a My3blKa — OAWNH U3 HUX,
MCMONb3YOT NPOCTPAHCTBEHHbIE 06pa3bl
KaK OCHOBY /19 3HaKOB. Mcxoasawmnm
13 3TOro MeToj aHann3a No3BOoNsSeT C
no3uumMm obLwen 0CHOBbI CONOCTaBUTb
TaKue NoHATMA Kak M1UdonoaTuyecKas
KapTruHa Mupa gaHHOMW Tpaauumu,
0COBEHHOCTM My3blKalbHOMO 3bIKa,
CBOMCTBA My3blKaJIbHOr0 MHCTPYMEHTapMUSI.

YT106bI OXapaKTeEPU30BaTb 3Ty O6LLYIO
OCHOBY B JaHHOW TpaauLuUn NpUBELEM
30€ecCb C/I0Ba IPEBHETIOPKCKOro
NMUCbMEHHOr0 NamsaTHMUKaA.

"Korga HaBepxy He6o—-TeHrpw,

A BHU3Y 3eM/is BO3HMKIN B BeyHoCTH

CoTBOpEHbI BbIIM MEX HUMU

CbIHbl HYenoseyveckue..."[3]
3TO HanMcaHo Ha APEBHETIOPKCKOM
OpXOHO—EHUCENCKOM NaMsATHUKE (7—8
BEKa).

34ecb Mbl BUAUM ONMUCaHWE BaXKHOM
CTPYKTYPHOW KOOPAMHATbI TEHTPUAHCKOM
KapTnHbl Mupa — BepTMKanu, BOoJb
KOTOPOM OHa pa3BopayMBaeTcs.

CoBpeMeHHOEe U3y4yeHne My3blKK KaK
f13blKa BbISIBM0 BEPTUKASIb KaK 3HaK,
KOTOPbIN YUTAETCS Ha BCEX YPOBHSIX €ro
(A3blKa) NPOYTEHUSA: PU3NOSTIOTMYECKOM,
MUPO—NCUX0OrMyeckoM. KazaxcTtaHCKuM
My3blkoBeq bargaynet AMaHoB, n3y4yas
TEPMUHONOIMIO Ka3axCKom 4OMBPOBO#
TpaauLuKn, coctaBun TabnuLy, B KOTOPOWH
noKasan yHMBepcanbHOCTb 06pasa
BepTUKanun [5].

Ha pucyHKe Mbl BUAMM cneBa Hanpaso
(1) nsobparkeHne Mupoow lopbl, B MUPO—
CO3HaHWKM MHOMMX HAPOAOB OHa ABASAETCS

64

Pucynok 1. YuuBepcasibHblil 06pas BepTHKaN

rMaBHOM MPOCTPaHCTBOOGPA3YIOLLEN
CTpyKTypor KapTuHbl Mupa; (2) BepTnKanb
Tena YenoBeKa; OHo, MO aHaoruu
¢ YHMBEPCYMOM, TOXKE COCTOUT U3
HECKOJIbKMX YPOBHEN; (3) BEpTUKab
WMHCTPYMEHTa AomMbpa; ero BepTuKab
OCMbIC/IIeTCA aHTPONMOMOPPHO U, HAKOHeL,
(4) BEpPTUKaANbHLIM NapaMeTp pas3BUTUS
My3blKaibHOM GOPMbI KIOS.

K aTomy Heo6x0anMO 106aBUTb
elwe n 5-yt chepy — BepTUKab —
aKycTuyecKylo. CoyeTaHue 3ByKa U ero
NpPM3BYKOB 06epPTOHOB, Halle CO3HaHue
accouumupyeT ¢ BePTUKalblo CBOEro Tena
Unun xe mudonoatnyeckon KaptmHon Mupa
[B].
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Qctioknolt ToH

Pucynok 2. [TocnenoBareibHOCTb 06€pPTOHOBBIX PH3BYKOB,
BXOJISILLMX B OCHOBHOI TOH

Bnpouem, BepTuKanb (AByXxmMepHas
CTPYKTypa: "HM3—Bepx") B My3blKke
ABNSETCS ynpoLLlaowmMm 3Hakom 6onee
CJIOXHbIX 06 bEMOB MCUXONOTMYECKOro
NPOCTPaHCTBa: TPEXMEPHOCTD, (A/INHA,
BbICOTa, LWMPUHA), YETLIPEXMEPHOCTb
(nob6aBngetca namepeHue «Briydb»)

N ele 6onee CIOXHble UBMEPEHUS.

[ns nepeBoga paboTtaeT MexaHM3M
accounaumn. B My3biKe 3TO NPOUCXoauT
nerko. CosHaHMe MOMEHTasIbHO Yepes
accoLualmn CBA3bIBAET pa3Hble BpeMeHa,
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PacCTOSAHUSA, CUCTEMbI BblparKEHUS.
Hanpumep, nepeBoanT akyCTUHECKYIO
BMGpaumio B 06pasbl 1 YyBCTBa [4].

Taknm 06pa3om, BUOHO, 4YTO 3HaK
BEPTUKaN COEaMNHSET B cebe chepbl
NcmMxoPur3nonorum u GU3NKn, AyXoBHOro
n MaTepuanbHoOro, 06pa3oB My3bIKKU U
CBOMCTB My3blKa/lbHbIX NHCTPYMEHTOB,
CNOCOGHbIX Bblpa3nTb 06pa3 B CBOUX
aKyCTMYECKMX MapaMeTpax.

PaccmoTpum pacnpocTpaHeHue
B HApOAHbIX TpaauLIMSax Hanbonee
NCMNOJIb3YEMbIX MHCTPYMEHTOB, B KOTOPbIX
BblpaxeHa 06pa3HOCTb TEHTPUAHCKOMO
MUpoBoOCNPUATHSA. [NepedeHsb
MHCTPYMEHTOB B35T aBTOPOM CTaTbM U3
My3blKanbHbIX 3HUMKIONEanN [7,8,9].

[ymaeTcs, 4To 3TOT NepeyeHb He
MOJSIHbIN, @ BO3MOXHO, B HEKOTOPbIX
JleTanax oH 1 He coBceM To4eH. BmecTe
C TEM B LLE/IOM OH Ja€eT 4OCTOBEPHYIO
KapTUHY UX reopadpuryeckoro
pacnpocTpaHeHus.

IMOCKONbKY MHCTPYMEHTbI C OAUHAKOBOW
KOHCTPYKLIMEN Yy pa3HblX HApPOA4OB UMEIOT
pasfnyHble Ha3BaHWs, B Ka4yecTBe
OpWEHTHpPa aBToOp BGEPET NPUBBIYHbIE AN1F
cebs — Ka3axcKue.

B nepeuncneHun 6ygem aBuratbCs
C 3anaja Ha BOCTOK (cneBa Hanpaso
no BOOGpa)Kaemom KapTe), 4Tobbl Mo
KpanHMM TOYKaM MOXHO 6blN10 cpasy
npeacTaBUTb apean pacnpocTpaHeHus no
reorpaduyecKon WwuporTe.

Koobi3

MccnenoBaHnsa eBPONenCKnx
My3blkoBenoB BepHepa baxmaHa 1 Cnasu
[JoH4YyeBa 0 NPOUCXOXKAEHNUM CKPUTMKK
NMoKasblBaloT, YHTO CBOO POAOC/IOBHYIO

OHa BeAET oT apabecKoro pebekKa,
npealwecTBEHHMKOM KOTOPOro, B CBOO
oyepenb, ABNSETCA cpefHeas3naTCKun
KOo6bI3. TaKas e No3unLmsa 1 B Tpyaax
coBeTcKoro myabikoseaa T. C. Bbizro.

CKpunKa, Mexay Tem, ylina oT CBOEro
nepBonpenKa A0BO/bHO aNeKo, OHa HECET
B cebe UHY TEMOPOBYIO 3CTETUKY, rAe
LLEHWTCS BbIYMLLEHHOCTb OT MPU3BYKOB,
6e3 Bblaensaowmnxcs o06epToHoB. Ham
e BaXKeH MHCTPYMEHT — Bblpa3uTenb
TeMOPOBbIX OLLYLIEHUI, HECYLLMX B cebe
o6pa3 MHOroypoBHEro NpocTpaHcTBa.
TaKasi CTPYKTypa ABASETCS KI0YOM
K NyTelecTBMAM LamMaHa no cioam
Mnpo3aaHus. NMoatomy LeneHanpaBieHHO
paccMOTpMM KO6bI3 B €ro ApeBHEM
KayecTBe — C BOJIOCSHbIMM CTPYHaAMM.
TpeHune nyyka Bonoc (cTpyHa). pyron
Ny40OK BONOC (CMbIYOK) CO3aEeT co4eTaHue
OCHOBHOIO 3BYKa W ero 06epTOHOBbIX
NPM3BYKOB B OJIHOBPEMEHHOCTU U, K
TOMY Xe, WyMOBbI€ WnNgwmne 3ByKu. 310
O6/1M3KO OLWYLLEHMIO 3BYKOB XMBbIX, 3BYKOB
NpUpPOoabl, BbipaxkaeT MMbO—KapTUHY MUpa,
pas3BepHYTYO MO BEPTUKAIM, a TaKKe
CoYeTalolLMeCcs OWYLLEHNS «MIOTHOMO»

N «6eCcnnoTHOro». ITO BbipaxaeTcs
B COYETaHMUSX: (@) NIOTHbIN BYPAOH U
npo3payHble «HebecHble» 06ePTOHa; (6)
OCHOBHOW 3BYK W €0 WyMOBOE Wnnsiiee
OKpY¥XeHHWe, 4YTO Ha aHTPONOMOPHHOM
YPOBHE MOET YMTaTbCs KaK NaoTHoe
TeNo 1 C/ou ero aypbl. UMeHHO 3Tn
0COBEHHOCTM 06Pa3HO—TEMOPOBOMN
HanpaBfIEHHOCTU OTAENSIOT ero oT 6osee
no3aHnx moanduKaLmi ¢ MeTanTn4ecKknmm
CTPpyHaMM.

Pucynok 3

e ApabCKui — pebab — cTapuHHas
€ero pasHoBUAHOCTb O6nagana
BOJIOCAHbLIMM CTPYHaMW — BAVXKHI BOCTOK,
CeBepHasg AdpuKa.
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e [lonbcKas — reHcne — 2—4 CTpyHbl.

e CepbecKas, xopBaTtcKas,
C/IOBEHCKas — rycrne (2 BofoCsAHble CTPYHb,
Ha ronose — nowajb).

e duHCKas, KapenbCKasa — NOYXMKKO
(CTPYHbI BONOCSAHbBIE WIW XKWUNbHblE, 2—3
CTPYHBbI).

e Komu — ceryask — 3—CTpyHbl.
CMbIYKOBbIV U LMNKOBbIA BapUaHT.

e  HeMeUKun — TPpyMLLaHT (TPyM—
Tpy6a, WanT — NoAeHO, CNocob Urpbl
— (GnakosieTHbIN, B CpeHNe BEKa —
OAHOCTPYHHbIA MHCTPYMEHT, Urpanmu
opoasdvmne My3blKaHThI).

e  BeHrepckuin — K0603.

e  YepKecCKU — KOObI3.

e [PY3MHCKWIN, CBAHCKUK — YyaHUPMU
(2 cTpyHbI), YyHUPU (3 CTPYHbI).

e AObITEACKUM — LWKMYEenWmnH 2—X
CTPYHH.

e  AOGXxa3CKuM — anxepua — 2
*WIbHbIE CTPYHbI.

e OCEeTUHCKUIN — Kncca—danablp.

e  Kapa—Kannakckui, y36eKCKUn —
KoOy3.

e KWPrn3CcKMM — Kbl1—KUSIK.

e KasaxCKuni — Kobbl3.

e VHAMA — capaHru, pabaHactp
(aBe CTPYHbI, 0O4Ha — BOJIOCAHadA, gpyras —
MeTanmyecKas).

e AnTanCKWUM — UKUIIN.

e Kutanckmmn — apxy.

e TUOETCKUN — NU—YaH.

e  XaKaCCKWK — bIblIXy.

e TYBUHCKWIN — UTWUNb.

e  TYBUHCKWM — BbI3bIHYM.

e MOHIOJIbCKUI — MOPUHXYP.

e BypAaTCKUM — Xy4up.

e FAKYTCKUIM — KbIpblbiMMNa.

e KOpencKum — XbIrbiM (2 CTPYHbI).

e [ungaxkckum (CaxannH) — TbI(Hr)

e OCKMMOCCKWM — blHaranbKycer'y.
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KopoTKkue KoMMeHTapuu:

Hapsay co cMbIYKOBbLIMU XopaodpoHamMu
Yy KOTOPbIX CTPYHbI A€NajuCb U3 ATMHHOIO
BOJ10Ca, B 3TOM CMUCKE Mbl MOMECTUIU
M No406HbIE MHCTPYMEHTbI HApPO40B
CeBepo—BocTo4HoM CMBUPK, Y KOTOPbLIX HE
Obl10 }XMBOTHbIX C A/IMHHBIMW BOJIOCAMM
W NO3TOMY OHM UCMOSIb30BaNu ang
CTPYH UHble MaTepuanbl. Hanpumep, y
3CKMMOCCKOTO blHaranbKycer'y (uu
CAMbIKaroiTak) «CTPyHbI Aenanucb U3
HEPNUYbEX KULLOK, N0 KOTOPbIM BOAUIN
Nano4yKon U3 KMTOBOrO yca» [9].

3a nocnegHee gecATueTME NosiBMnach
o6LWwKnpHasa MHGopMaLMS O BAUSHUM
TIOPKOB, @ TaKXe MOHTIO/I0B Ha KyNbTypy
CpeanHeBeKkoBow EBponbl. Unntoctpaunen
K 3TOMY MOXET OblTb Ha3BaHWe HEMELLKOIo
TpyMLLaKWTa, KOTOPoe NepeBOasT Kak
«Tpyb6a—noneHo» [8], U Hann4une y
HapoaoB bankaHCcKOro nonyoctpoBa
WHCTPYMEHTA CXOXEero C MOHIO/bCKUM
MOPUHXYPOM, TYBUHCKUM UTUNEM,
TUBETCKUM MU —YyaHOM, C U306parKEHNEM
Ha rpude TOTEMHOMO }MBOTHOIO
KOYEBHMKOB — NlOLLau.

CbIObI3rbl

HuKe NnpMBOAATCH MHCTPYMEHTHI,
npeacTaBnstoLLMe No CBOEN KOHCTPYKLIMK
nosnyto TpyoKy, B TPaAULIMOHHOM CBOEM
BMAE CAENaHHYI0 N3 KaMbllla, Ha KOTOPOM
Bblpe3atoTcs OTBEPCTUS A5 NanbLEB.
CBoeob6pasne TEXHUKN N3BNIeYEeHUS 3BYKa
COCTOWT B OCOBOM COYETaHMU NONOKEHUS
ry6 1 93blKa, KOTOPble COBMECTHO C 3y6amMu
co3aloT Heo6xoanMMoe HanpaBieHue
noToKa Bo3ayxa. Tem6poBas acTeTuKa
POACTBEHHA KOObLI3OBOW. Y CbIObI3IbI
BMOPUPYIOLLMI 3BYK COMPOBOXAAETCS
TENNION, YyTb WNNFLWEN AbIMKOW. TeM6p
TaKKe CTPOUTCS Ha pa3BepTbIBaHMM MO
BEPTUKA/IN HUKHETO MUDOMNO3TUYECKOTO
nnaHa — 6ypaoHa, n3obpaxkatolerocs
ros10CoOM, U BEPXHEro — 3BYKOB,
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CTPOSALLMXCSH BOKPYI OCHOBHbIX TOHOB
¥ UX NepefyBaHMi No 06ePTOHOBOMY
3BYyKOpSAAy.

Pucynox 4

e MosgaBCKUIN, PYMbIHCKWNA,
60/irapCcKkni, anbaHCKU — KaBan, dnyep.

e AGXa3CKMM — avyapriblH.

e AQbIrEACKUIA — KaMblb.

e OCEeTUHCKUIM — yaablHAOD.

e BallKUPCKUK — KypaWn.

e  MapuUNCKNUK — WKanTbil, ONbIM—
LYBbIp.

e YyBalICKWK — Waxiuy.

e KazaxCcKuih — Cbl6bI3rbl.

®  Y36EKCKUM — CUBUIIK.

e TypKMEHCKWIN — raprbl—TIOWIYK.

e  XaKaCCKWW — HUPTU.

e  KWpPrnusckummn — yoop.

e AnTanMCKuMKW — wWwop.

e TyBUHCKWK — LLOOP.

e Bypartckuin — cyyp.

lWaH-KoObI3

ATOT MHCTPYMEHT ABJISIETCS U3apeBe
NMPUCYTCTBYIOLLMM B My3bIKE HApPO0B
pa3Hblx YacTen ceBeTa. Ero o6HapyunsatoT
y HapogoB EBpasun, y abopuUreHHbIx
HaponoB ABCTpasninn, y3HatoT Ha dpecKax
[dpeBHero Puma. BmecTe ¢ TeM cneundurKa
Tembpa, crnocob 3BYKOU3BEYEHUS, MPU
KOTOPOM YeslOBEK CaM CTaHOBWTCS 4acTblo
06epTOHOBOM BEPTUKAN (CaKpabHoe

[NS TEHTPUAHCTBA NOrpyKeHne B
npupoay), NpUHaaIeXHOCTb LWaH—
KOObI30BOW MY3blKW K MEAUTATUBHOCTH

N UMNPOBU3ALMOHHOCTH, MO
O6LLENPUHATOMY MHEHWIO, OTHOCUT 3TOT
WHCTPYMEHT K LLaMaHCKOW TpaauLmu.
CooTBeTcTBME TEMOPaA TEHTPUAHCKOM
KaptnHe Mupa aenaet waH—Kobbi3

OJIHUM W3 LieHTPabHbIX MHCTPYMEHTOB B
MY3blKalbHOW KyNbType AKYTOB, 6allKUPOB,

TYBUHLEB, anTanues. B EBpone nHtepec
K WaH—KOo6bI3y BO3OGHOBWIICA CO BTOPOW
NONOBUHbI XX BEKA, 0603HAYNB MOUCKHU
HOBBbIX [lyXOBHbIX NyTEN Pa3BUTUS.

Y HUXKE NepevncneHHbIX HapoaoB,

TaKXe KaK 1y Ka3axoB, llaH—Ko6bI3
YCTOMYMBO MPUMEHSNCS KaK BblpaeHune
pennrnodHon KaptuHol Mupa (BepTnKasnb)
W PENUTMO3HOI0 CO3HaHWA (MeguTaLms).

Pucynok 5. [1lan-ko6b13

e YKpauHCKas, MofigaBcKas,
pPyMbIHCKas, ryuynbCcKasa — apbimoa.

e  BalKnpcKkm — Kybbl3.

e KapaKa/lnakCKUh — WWblH—KOBY3.

e TYpKMEHCKUM — ronys.

e KazaxcKkui — WwaH—KoObI3.

e  KWPrusckum — TeMMpP—KOMYy3.

e  ANTalMCKMK — KOMOC.

e TyBWHCKMIK — xana, wenep.

e FAKYTCKMIK — XOMY3.

e BypsaTCKMI — amaH—Xyyp.

e YyKOTCKUHN, KOPSKCKUIN — BaHHbI—

e  KuWTaNCKUMK — xay—LMWHb.
e ANOHCKUMN — MYKKYPU, KOYKKH.

Kpome nepeuuncneHHbix CeBEPOCUBUPCKUX
Hapo4oB — YyKYen U KOPSIKOB,
pPa3HOBMAHOCTHM LWaH—KO6bI3a LWMPOKO
MUCMNONb3YOTCA MY MHOMUX APYrMX HApO0B
Cnbupn — KETOB, Ma@HCU, HUBXM, XaHTOB U
ap.

B Kutae n 4noHum oH BXoauT B
TpaauuMK Hapo40B, HacensLWmx
CceBepHble PEernoHbl.
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OdomoGpa

Ha npomb6pe ocMbIc/ieHne o6bema
NPOCTPaHCTBA PacKpbLIBAETCH He

CTONIbKO B OJHOM 3BYKe—TeMbpe,

CKOJIbKO B €ro pa3BopoTe BO BPEMEHM,
pa3BUTUKN TEMATUYECKOro Matepunana

no BeptuKkanu. CTpyKkTypa MHCTPYMEHTa

— IBE WIN TPU CTPYHbI U JNTUHHBIN TPUD,
pacnonaraeT K pa3BUTUIO My3blKaslbHOM
MbIC/IW MO JIMHWUN «<HU3 — Bepx». 10

MbIiCn b. AMaHoOBa, 3TO HaNnoMMUHaeT
TPaeKTOPUIO ABMKEHUS LlaMaHa B ero
MeAUTATUBHbIX NYTELIECTBUSAX B BEPXHUE
C/IOU NpoCTpaHCcTBa. TeHrpuaHcKoe
MWPOBOCMPUUATHE MPOSBASETCA U B
06pa3HOM MOHUMaHUKN KOHCTPYKLINK
MHCTPYMEHTOB. TaK, MndonoaTn4yeckoe
OCMbIC/NIEHWE YacTen BEPTUKaNU JOMOPLI U
BbICOTHbIX YPOBHEN CTPOEHUSA OMBPOBOIo
KOSl COOTBETCTBYET CTPOEHUIO YHMBEPCYMA
(CM. npuBeaeHHyto BhlLe cxemy) [B].

Pucynok 6. [lom6pa

e  PyccKkas — goMpa, 6anananka.

e  YKpauHCKas — Kob3a.

e [JlarectaHCKuM — ara4y—Komy3 (3
CTPYHHbIN).

e [PY3MHCKWUIN — YOHTYpH (3 CTPYHbI).

e  YeyeHCKUM, UHIYWICKUIM — YUK —
NOHAYP — 3 CTPYHHbIN.

e OCeTUHCKUM — aana—@bIHAbIP.

e Y30EKCKUH, TaJKUKCKUN,
TYPKMEHCKUI — ayTap.

e y36EKCKWUN, TaIKUKCKUIA — TOHOYP.
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e Y36eKcKkasa — gombpa.

e KasaxcKkas — gombpa.

e  TypKMEHCKUK — gytap.

e YHArypckumn — Tamoyp.

e  UHOuMCKKMA — Tamnypa.

e  KWPruscKnm — Komys.

e  AnTancKuMin — Tonuwyp.

e bypartckumn, TyBuHCcKu — LaH3a,
ToLwnynyp.

e  XaKaCCKWN — XxaMbl3.

¢  MOHIONbCKUIK — TOMLXYPY.

e  3CKMMOCCKMN — K'anr bIXTbIK (MK
anHraHaHrak).

PasymeeTcs He BCe nepeYvyncineHHble
WMHCTPYMEHTbI B paBHOM Mepe BblpaxaloT
B CBOEN COBPEMEHHOM KOHCTPYKLINK
CTPYKTYpPbI, UCMONb3YIOWMECSH B
TEHIPUAHCKOM MeAUTAaTUBHOM
My3ULMPOBaHUK. TaK, Hanpumep,
pycckue gompa, 6anananka mnu
Ko63a, pacnpocTpaHéHHas cpeau
3anopoXKcKoro Kadadvectsa B XVI — XVIII,
HblHE COOTBETCTBYIOT MHOM 3CTETUKE, HO
NnoKasaTesibHbl B UCTOPUYECKOM acreKTe.

Tamnypa — MHCTPYMEHT ceBepo—
WHAUNCKOM XMHOYCTAHCKOW TpaanLmu,
y4acTBYIOLWMUIM B aHCaMOBIAX, UCMOMHSAIOLLMX
¥aHp paru. o cpaBHEHUIO CO CBOUM
npeakom — Jombpon—TtamMobypom, Tamnypa
3HAYUTENbHO BMAOM3MEHMUNACK. Y HEE
— 5 CTPYyH, 3TO — aKKOMMNaHUPYIOLWINIK
aHcamb6/1eBbl UHCTPYMEHT, Ha KOTOPOM
UrpatoT nepebupas CTpyHbl KaK Ha
apde. Bmecte ¢ TeMm, nccnenoBaHus
Ka3axCTaHCKOro My3blkoBeja
A.Myxam6eToBOWM NOKa3bIBalOT rMyOOKYIO
MY3blKa/lbHO—T€HETUYECKYIO CBSA3b
YaHpPOoB Kiors, MyKamMa u paru. Ux
CTPYKTYpbl GOpMO0O6pa3oBaHms CTPOSATCH
Ha OCHOBE OJIHOI0 TUMa MeauTaLnK
[10]. B MHOMMCKONM TpaguLmUmM Mbl BUAMM
pasgeneHune nonndyHKLUUMOHaNbHOCTH
AOMOpbI, coBMeLLatoLLen 6ypaoH u
MeNIoAnIo, Ha HECKONbKO MHCTPYMEHOB.
[MOCKOMIbKY MenoanyecKyo GyHKLUMIO
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CTSXKaloT MHAUWCKUE BUPTYO3HbIE
WMHCTPYMEHTbI — BUHA, CUTap, LEXHaN,
CaHTYyp 1 Ap., yAapHyto — MpuaaHra

nnu Tabna, Tamnypa BbINOMHSET POSb
oypaoHupyowero GoHa — TOHKOM
3BYKOBOW Bya/in, CBOeobpa3Horo obpasa
CTpysiLLerocs TOHKOro MHGoOPMaLMOHHOIo
CNosi MaTepumn — aKaluu.

HeTtbireH

[OPU30HTaNIbHO PACMONOXEHHbIM CTPYHHbLIN
LWMMKOBbIA MHCTPYMEHT, a TaKXe CTPYHHbIW
yAapHbIK (TO eCTb, Korga no CTpyHam 6btoT
nano4ykamu) U3gpesrie UCNONb30BasiCca y
MHOIMX HapoaoB. Mbl BbIGUpaem cpeau
HUX LMTPbI, HA KOTOPbIX Nepebupatot
CTPYHbI MPaBOW PYKOK, a NIeBOW, HaxXMmas
Ha CTPYHY NO Ty CTOPOHY OT MOACTaBKMU,
NMOATAMMBAIOT BbICOTY 3BYKa B MOMEHT €ro
3BYyYaHu4.

Pucynok 7. )Ketbiren

e Ka3axCKuWin — xKeTbireH.

e XaKaCCKWK — yaTxaH.

e MOHIOIbCKUN — ATbIK.

e KUTaMCKUM — YKIH.

e  BbeTHaMCKWMK — faH YaH.

e KOpemCKUM — KasrbiM, Kax€HrbiM.
*  SAMNOHCKUM — KOTO.

[maBHOE npegHa3Ha4YeHue aToro
WMHCTPYMEHTa B aNTanCKON Tpaguummn —
3TO AOMOJIHEHME K rOPIOBOMY NEHMIO.
ConbHas urpa Ha MHCTPYMEHTE TaKKe
BOCMPOU3BOANT CaKpabHYO BEPTUKAIb
KapTuHbl Mupa — nexauiume v ryasume

HU3KWe 3BYKM U BbICOKO Haj CBETNO0

W Npo3payvyHo 3BeHsdWas menoaus. B
KMTaMCKOM, KOPENCKOMN N AMOHCKOW
MY3blKE€ MHCTPYMEHT YXKe MOoYTH He CBS3aH
C NapanfienbHbIM Urpe NeHneM, MeHseTcs
BHELWHWN BMA MHCTPYMEHTA, HO OCTaETCH
rnaBHas TeMaTMyeckas HanpaB/iEHHOCTb —
norpyxeHne B o6pasbl NpMpoabl.

B TIOPKCKMX Ha3BaHMSX MUHCTPYMEHTa
HaxoAUTCH MOHATUE — «IEeXKaLLUN» —
¥aTKaH, YaTxaH, ATblK. BTopon BapuaHT
paclmnbpoBKKU Ha3BaAHUS KeTbIreH (KeTbI
— CEeMb) — 3TO CEMb CTPYH, CEMb YPOBHEWN
MWpPO3aaHns. B KopencKon My3bike
nosiBfIeHNE XeTblreHa nepeceKaeTcs
CO BPEMEHEM TECHbIX KOHTAKTOB C
apesHemu Tiopkamu (VII B.) n ¢ nmnepuren
TaH, BO3HMKLLEN Ha OCHOBE OCEBLINX
KO4YeBHMKOB [7,8]. BO3MOXHO, C 3TUM
CBS13aHO MOTIOPKCKM 3BYyYallee ero
Ha3BaHWe — KadArblM (KblFK—Ji04Ka),

YTO KaK pa3 COOTBETCTBYET 06pasy
KOHCTPYKLMK MHCTPYMEHTA.

Cas-cbipHam
3TOT AYXOBOW UHCTPYMEHT —
cocyaoobpasHas cBUCTKOBasa penta
— U3BECTEH B Mupe 6osblle noj
UMeHeM oKapuHa. B My3blKanbHO—
3HUMKIIONELNYECKOM CIOBape Mbl YUTAEM,
410 B 1860 . ero CKOHCTpyMpoBas
UTanbsHCKKMM MacTtep . JoHaTn. msa —
«OKapuHa» No—UTaNbSAHCKU — «YCEHOK»,
JaHO eMy 3a ero npojosirosatyto,
3a0CTPEHHYIO GopMy.

He6onbLUylo CBUCTY/bKY, HAWAEHHYIO
Ha pacKornkKax ApeBHEero ropoamia
Otpap Boane LUbIMKeHTa, TpyaHO
Ha3BaTb NOSIHOLLEHHbIM MYy3blKa/lbHbIM
MHCTPYMeHTOM. BmecTe ¢ TeM Hanmyune
YUBOW MYy3blKanbHOW MPAaKTUKKU UTPbI
Ha NoA06HOM MHCTPYMEHTE Yy KUTanues
W KOpenueB, Npomn3BeaeHns ans
Hero, OTHOCALLMECH K Ha4vany BTOPOro
TbICAYENETUS H. 3., NOKa3blBalOT, YTO Ca3—
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CblpHaW He cny4anHo CcerogHs cYnTaeTcs
Ka3aXxCKUM HapoAHbIM MHCTPYMEHTOM.

B KMTanckon Tpagmummn My3bika ans
3TOr0 MHCTPYMEHTA YacTo CBS3aHa ¢
06pa3HbiM MUPOM KOYEBHUKOB. TaKoBO,
Hanpumep, CoaepH aHme KUTancKomn
CTapUHHOWM Nbechkl 4N14 cbsiHa (ca3—
cbipHas) «Cy By» (<Pa3BeaeHne oBeLy),
NOBECTBYIOLLLEN O KUTAUCKOM YAHOBHUKE —
repoe fiyxa, KOTOpbl MHOIO JIET XK cpeau
KOYEBHMKOB, 3aCNyXKMB UX yBarKeHue. (3T1a
nbeca OT/IMYaeTcs CBOen MOHOAUNHOM
GaKTypor 1 UMNPOBU3aLUOHHBIM CTUNEM
ncnonHeHus.) No sugumomy, . loHatu
peKoHCTPYynpoBan GOSIbKIOPHLIM Mano
M3BECTHbIN UTaNbSIHLAM TOr0 BPEMEHH
MHCTPYMEHT. B XX—M BeKu nogobHoe
chenan n Kazaxckum mysblkoseg bynat
CapbibaeB.

‘ Pucynok 8. Cas

- ChIpHak

e  UTanbsiHCKas, MongaBcKas,
pyccKasi — OKapuHa.

e  Kasaxckuin — ca3—cblpHaM.

e  KWPrmsckm — 4ono—4oop.

e  KWUTaNUCKWIN — CbSH.

e  KOpencKumn — XyH.

Tem6p ca3d—cbipHas 04E€Hb XOPOLLO
coBMajaeT Nno xapakTepy ¢ 06pa3om
TEHIPUINCKOro cakpanbHoro Heba. B
3BYKE MHCTPYMEHTA OLLyLLaeTCs X0N040K U
MUCTUKa NEeHUs BETPA, B CAMOM HUXKHEM
perncTpe — 3aBblBaHWE }KMUBOTHbIX,
BOJIKOB, Hanpumep (M3BECTHO, YTO BOJK
— TOTEMHOE XMBOTHOE B MUPONOrnn
TIOPKOB).
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YaapHble HHCTPYMEHTbI: acaTasK

e |leHTpanbHasa 1 BoctoyHasa A3ug
(XpUCTHAHCKOE HECTOPMAHCTBO), a TaKXKe —
Adunonus, ApMeHns — MakBaMuma.

e Y36eKCKuh — canau, cadawnib.

e KUprnusckum — wbingbipak.

e CpenHeasuaTtckum — aca—mMmyca.

e Kazaxckuin — acaTtasiK.

e UNHAOWWCKMK — Buna raHau.

e TUOETCKUM — KXap—rcun.

e AMNOHCKMMN — CAKYA3E.

e NHAOHE3UM — aHKIIYHT.

e Yy MHOIMX HapogoB CMOGMPU B T. Y.
TYHTYCCKMX W Naneoas3naTCKux.

e  VIHyMTbI (3CKMMOCHI) — asfBEK
(AepeBSHHbIM MOCOX C KOCTAHbIMM
norpemyLKamm).

Pucynok 9.
Acarasiku

Ncnonb3oBaHWe puTyasnbHbIX
LlaMaHCKKX OYOHOB, UITN YKe PUTyasibHbIX
norpemylLlek, pacrnpocTpaHeHo Ha
TEPPUTOPUHN, BbIXOASLLLEN 38 paMKK A3UN.
Mpn aTom y HapoaoB Cubupu, Tubeta,
MHanu, AnoHnn, MHAOHE3NU My3blKanbHas
TpaauuUmMsa UCNONb30BaHUSA 3TUX
WHCTPYMEHTOB 10 CUX NMOP TECHO CBsi3aHa
C PEMIMO3HO—MUPOBO33PEHYECKUMHU
OCHOBaMMU. MaBHbIMW OTANYUTENbHbBIMM
CBOMCTBaMU 3[€eCb ABNSAIOTCHA: BEPTUKaIb
(cBSI3b MEXOY YPOBHSAMU MUpPa; APEBHWUI
BapuaHT acaTtasika — Nocox) 1 3BeHsLwmne
MeTanInyecKkue (KocTsaHble, epeBSAHHbIE)
NOABECKMU, BbIMONMHAOWMNE GYHKLMIO
OYMLLEHMSA NPOCTPAHCTBA, Yepes KOTopoe
NPOTArMBaeTCs JIMHUSA CaKkpasibHOW CBA3W.

JInHWA cyabObl pUTyanbHbIX MOrpeEMyLLEK
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yamBuTenbHa. Tpaguums gpesHero Tubeta
MCMNoNb30BaTh 3BOH KOTOKOJIOB A4
OYUCTKM MNPOCTPAHCTBA MNepeLusia no3gHee
B XPUCTMAHCTBO M pa3Hecnach Nno Bcemy
Mupy. [IpeBHUI e TIOPKCKUIK acaTtask,

B KayecTBe GyHYyKa — CBOeO6pas3Horo
60NbLUOro 3BEHSALLErO TymMapa (Tymap —
OXPaHUTENbHbIW TaIMCMaH), obeperatoLmni
CUMBOJIbl BOMCKa, BOLWEN B aTPUBYTUKY
TYMEHOB YnHInaxaHa, a 3arem no
HacneacTBy, — B POCCUUCKYIO apMuIo (Ham
OH 3HAKOM MO COBETCKUM W COBPEMEHHbLIM
POCCUNCKMM BOEHHbLIM Napagam).

FopnoBoe neHue

[op/ioBOE MNEHUE MOXKHO CYUTaATb CaMbIM
APEBHUM Bblpa3uTesniem aToro Temépa—
06pasa, NOCKONbKY rofloc — cambli
APEBHWUN My3blKanbHblA UHCTPYMEHT,
JaHHbIM npupoaon. MHCTPYMEHTHI,
OXxapaKTepu3oBaHHbIE BbllLE, OTOUPaNUCh
3THUYECKUM CO3HaHWEM B UCTOPUYECKOM
npotecce GOpMUPOBAHNS KySIbTYyPbl

B COOTBETCTBMM C 3TUM TEMOPOBLIM
naeanom—rnepBoOUCTOHYHUKOM.

[op/ioBOE MeHUE He TOSIbKO TeM6pasibHO
BblpaaeT TeHrpnaHckyo KaptuHy Mupa
(ee MHOroc/loMHOCTb, COYETaHME NIOTHOTO
1 6ecrnnoTHOr0), HO U COOTBETCTBYET
dunocodurm TeHrpMaHcTBa — YeIOBEK €CTb
N MHCTPYMEHT NO3HaHUS 1 KaHan CBA3K.

B My3blke HapoaoB — HOCUTENEN
TpaauumMmn ecTb obLias MHTOHaLMS,
KoTOpas CNIOBHO POAMMOE MATHO MUX BCEX
06beanHseT. OHa NpUCYTCTBYET B My3blKe
OallKMPOB M ANOHLEB, BbETHAMLEB U
MOHTI0/10B, HapoaoB CpeaHen A3nm u
Cunéupu, Tubeta n CeBepHo AMEPUKMN.
370 — MHTOHaUMA KonebaHus 3BYyKa,
OT[a/IEHHO HanoMuHatouwas doplunar,
Kora HEGO CMbIKaeTCs C HUKHEN
YyacTbto ropTaHu. MNpn aTOM BO3HUKaET
HOCOBOW OTTEHOK 3BYKa. B pa3HbIXx CBOUX
BapuaHTax oHa NposBASeTCs He TONIbKO
B BOKa/IbHOW My3blKe, HO 1 NepeHocuTCs

Ha MHCTPYMEHTasIbHbIE TPAAULUN UTPbI
Ha CMbIYKOBbIX, AyX0BbIX. Hanpumep, B
TPaAMLMKN UIPbl HA Ka3axCKOM KObbl3e
3T0 NPOSABNAETCH B TOM, YTO AJ/IMHHbIE
HOTbl 6EPYTCH CMbIYKOM TakK, YTO CMbIYOK
NpoTArMBaeTCs ToN4YKaMu, NoKaunBasChb.
Nnu B 6alLKMPCKON TpaauLMKn Kypas
[/TMHHbBIE HOTbI TAHYTCA TakK, 4YTO AblXxaHue
nogaeTcs pbiBKaMu, a Najabliamu genatTcs
dopuwnarun. nu B TMGETCKOM TpaanLUmn
rbS/IMHIA QJIMHHBIA TAHYLLMNCHA TOH
BKJIIOYAET B cebs dopLunaru.

Co4eTaHue NIOTHOro 1 6eCnIOTHOMO
3BY4aHWUS B rOPJIOBOM NEHUU U B 3BYKaX
WHCTPYMEHTOB 3TOM TpaanL MK ABNSETCS
caKpa/lbHO BaXHbIM My3blKa/lbHO—
f13bIKOBbIM 3/1IEMEHTOM. B aTOM coyeTaHunu
BblpaxeHa KapTnHa Mupa, cogepallas
He TONbKO BUAMMbIW NAOTHbIX MUP, HO
U MUP OyXOB NPENKOB, Yepes KOTOPbIN
nponeraeT NyTb MO HanpaBlEHUIO K
Bbicwemy CyuiecTty. BepTtuKanb, o
KOTOPOW Nnucasnoch Bbllle, TpaKTyeTcs B
6onee CNOXHbIX UBMEPEHUsIX — 4—X, 5—Tu
MEPHOCTb (B rNy6b).

Y Hapoaa BbETHAMCKOW NPOBUHLMHA
Xy3 Mbl BCTPEYaEM 3IK30TUYHECKUI
BapuWaHT UCNONb30BaHUSA ropsioBOro
NeHusa B cOYETaHUM C UHCTPYMEHTOM,
HanoMWHalWMM KobbI3, — 6en. [11]Y
WMHCTPYMEHTa ABe CTPYHbl, BMECTO Koprnyca
ncnonb3yetcsd 6aMbyKoBas nasnka.

OfHa cTpyHa NpoTsiHyTa BBEPX K KOJIKY

W Ha HEW UrpaeTcs CMbIYKOM, BTOpas
HaTArMBaEeTCs BBEPX 3arKaTbiMu 3y6aMu
W BO BPeEMS Urpbl CMbIYKOM OHa ABJISIETCS
nepegaTinkomMm BUOGPaLIMK OT CTPYHbI K
nonoctu pra. lonyyaetcs TeM6PO—MUKCT
KO6bl3a M rOpI0BOro NeHUs. 3ByKOBOWM
06pa3 cofepKuT B cebe «poanMOoe MNATHO»
dopLunaroB 1 conoctaBfieHne 6onee
MIOTHOrO 3By4aHUs CTPYHbI (C MEHUEM) U
6ecnnoTHoro (6e3 neHus).

0606uLeHUs. [TPOCMOTP UHCTPYMEHTOB
My3blKanbHOW Tpaauunmn TeHrpu
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o4yepyMBaEeT GaHTaCTUYECKM TMIaHTCKoe
npocTpaHcTBO 3eMnun. [nsa Toro, 4Toobl
pacCcMOTPETb apeasbl pacnpoCcTpaHeHus
WMHCTPYMEHTOB B Pa3HbIX MX Ka4yecTBax:
OT My3€eWHbIX 06pa3L0B [0 XKMBYLLNX B
peanbHOM AYXOBHOW XWU3HU, NPOYEPTUM
YyeTblpe 30HbI: XKENTYI0, 3€/IEHYIO,
KOPUYHEBYIO U CEPYIO.
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Pucynok 10. Kapra reorpacguieckoro pacnpocrpaHeHust
MHPOBO33peHHust TeHrpu

MNepBag — entag — NpocTMpaeTcs
ot Kacnusa go 94noHCcKKX ocTpoBOB U
oT TubeTta go JlegoBUTOro okeaHa, a
TaKxXe B MecTa 3acCefleHNss MHYMTOB
(3cknmocoB) B CeBepHOM AMepuke
(Ansicka), ceBepHble pernoHbl KaHaabl
n IpeHnaHauto. 3ta 30Ha Hanbonee
YCTOMYMBOrO NPOSIBNIEHUSA TEHTPUAHCTBA B
My3blKe. Ha TO yKa3blBa€eT UCMoNb30BaHWe
TPEX 1 60n1ee UHCTPYMEHTOB U3
nepeyvYncneHHblX Bbllle BOCbMU N —
rmaBHOE — MOHUMaHWE X B COOTBETCTBMM
C MMPOBO33pPEHNEM TEHIPUAHCTBA:
BblpaxeHne B TEMOPOBOM 3CTETUKE
OLLYLWEHNUS MHOFOCTOMHOCTH MO IMHUK
«HU3—BEPX» U «MNIOTHO — BECMNJIOTHO,
06pasbl NPUPObl, CakpabHbI€ XXMBOTHbIE,
MWP NPEKOB, a TaKXe — MeanTaTuBHoe
norpyxeHue B Hero (bopMoobpa3oBaHue,
UMMNPOBM3ALIMOHHOCTb).

Btopas — 3eneHasi — nokasblBaeT
apean Tpaauumni, B KOTOPbIX MCMONb3YHOTCA
TPY M MEHbLLIE MHCTPYMEHTOB, MPU 3TOM
MMUPOBO33peHUe TeHrpu NposiBaseTcs
MeHee onpeaenéHHo. MeauTaTtuBHbIE
CTPYKTYPbl TEHTPUAHCKOW MYy3blKanbHOM
TPaaMLMKM HANoONHAKOTCS coaepKaHUeM

72

WMHbIX MMPOBO33PEHYECKUX TPAANLINNA.
OuepTaHns BTOPON OKPYXKHOW NTMHKUHK
paclmpsiioT NepByto: Ha 3anag — KaBKkas,
Ha tor — CpeaHsas Asusa u CesepHas NHans
(XMHpyCTaHCKada Tpaamums).

TpeTbsl — KOpUYHeBas 30Ha — BKJOYaeT
Ky/IbTYpbl, B KOTOPbIX COXPaHUINCH
UCTOPUYECKME Clielibl BO3AENCTBUSA. ITO
— 3anagHas EBpona, npeacraBieHHas
lepmanunen, Utanven, bankaHamu,
CesepHas AdpuKa, bavkHu BoCToK,
YKpauHa, KapnaTtbl, eBponencKas
ceBepHas YacTb Poccuu, Ha tor — BbeTHawm,
MUHaoHe3us.

YeTBepTasa 30Ha 04epyYMBaET PErUOHDI
LleHTpanbHOM M FOXKHOM AMEPUKHU,

B KOTOPbIX KOpHEBas 06LHOCTb C
Tpaguunen TeHrpu no psay npumepos

M NPU3HAKOB BUAHA, HO MOKa 4TO
He[QoCTaTOYHO UccneoBaHa. KaptuHa
NCTOPUKO—KYNbTYPHbIX CBA3EN TIOPKOB

W NieMeH aMepuKaHCKUX MHAENLEB
NoKa ganeka oT NoNHOThl. OTaenbHble
HabnaeHUs MMHIBUCTOB U FTEHETUKOB,
OoTpakalollmMe reHeTMYecKoe poacTeo [12]
U 13bIKOBOE cx0ACcTBO [13], NoKa3biBatoT
HEeobXx0AMMOCTb M 6ECCNOPHYIO
NepCcrneKkTMBHOCTb UCCIeJOBaHWI B 3TOM
HanpaB/IEHUW.

Halwe nccnegoBaHue cornacyertcs u ¢
BbIBOAAMU psifa UCTOPUKOB U IMHIBMUCTOB.
TaK, CMOTpUTE KapTy, COBMeLLLaloLLyHO
B cebe nNnacT nepeaBuKeHUs APEBHUX
NPOTOTIOPKOB, a TaKXe XyHHOB,

TIOPKOB, MOHIO/10B B MEPBOM ¥ BTOPOM
ThiCAYENEeTUN Halen apbl [14].

KakoBa e ncropmyeckas rmybuHa
BO3HWUKHOBEHUS MUPOBO33peHNSA TEHIPN?

YyutbiBasa gaHHble reonorunu [15]
UcTopuYecKas rnybuHa TpagnLumm
onpeaensietcsi, MUHUMYM, 10—Tu
ThiCAYENETHUM BO3pacToM. 3T BpeMs
MCYE3HOBEHMS CYXOMNYTHOMO Npoxoaa
mexay Asnen n CeBepHon AMEPUKON,
COEAMHSABILLErO HAapoabl — HOCUTENNN
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TpaauunKn, paccenmalinecs Ha 060mx
KOHTUHEeTax. MHYyUTbl (3CKMMOCHI)
COXPaHUIN MUPOBO33PEHYECKYIO FEHETUKY
B My3blKa/lbHOM 13bIKe, TEHFPUAHCKYIO
KapTnHy Mupa.

EcTb 1 6onee 6n11M3Kasa K HaMm gata
OBGHapyXeHUs aTon TpaauLLMn B UCTOPHN.
OHa cBfi3aHa ¢ apeBHew Lymepuen (6
ThbIC. NET Ha3apj). PaclwndpoBKKU KIIMHOMUCH
MMUHAHHbBIX TaBIMYEK NOKa3blBaloT, YTO
K UMEeHU Laps aefanacb npucraBKka
«[IUHTUP», B B3HAYEHUN — BOXKECTBEHHbIN
[16]. CoBpeMeHHble NOX0Xue cnosa
pa3HblX HApPOA0B 3TOro apeasia CoXpaHuIu
TO YXe 3HayYeHue: TaHup, TaHrapa, TaHup,
TEHUP, TEHTEP, TONPU, TEHTPU, TOHIP,
TOHIpWINAiK, TOHipNiK (0bLee ansa TIOPKOB
LleHTpanbHon A3umn n KOxxHom Cnbunpn),
aHUPHUK (MHYUTbI, CeBepHasa AMepUKa;

B 9TOM BapuaHTe c/ioBa nponan nepsbIn
3BYK «T») U Ap. — HebGecHOoe BOXKeCTBO,
HebeCHbIN CaKpasibHbIM CBET.

CoctaBneHHas HaMu KapTa
OCHOBaHa Ha TpaAULMOHHON KynbType
aBTOXTOHHbIX HapoaoB. CerogHs, BO BpeMs
BO3HWUKHOBEHUS eMHOro rnobasnibHOro
MHDOPMALMOHHOIO NPOCTPaHCTBa,
TpaguuUnMKn 3TUX HapPOAO0B UMEIOT PasHble
TEHAEHLUW HanpaB/iEHNM CBOEro
pa3BuTKUg. BmecTte ¢ TeM, MOXKHO 3aMeTUTb
06LLYI0 TEHAEHLMNIO B YCTPEMIEHUM BCETO
yeroBeyecTBa.

B yem oHa? MeHsaetca KaptuHa
Mwupa, OH — MUp — CTaHOBUTCS
ronorpaduyecKkr B3aMMOCBA3aHHbIM
W, B TO XK€ BpeMs, HENOCTUKUMBbIM.

B o6uien ero KaptmHe NpucyTcTBYyET
NOHATHE — «HEMO3HaBaeMbIN».
XyfnoxKecTBeHHas U Hay4YHas MbIC/b
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