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Abstract. The world experience of composing music for films spans over a century, encompassing

the creation of scores for films of various genres. Over the course of its existence, film music has
solidified its position as an integral part of this form of art. Similar to any specific genre, film music has
developed its own set of laws: the power of impact, stylistics, form development, musical language,
dramaturgy, instrumentation, principles of functioning, methods of integration with other components
of the film, etc.

The comprehensive focus on the research subject necessitates the application of a systematic
approach, employing multi-disciplinary methods. Historical-art, culturological and analytical methods,
which are fundamental in the article, allow to achieve the intended aim. Due to an interdisciplinary
approach, the theoretical foundation of the article is based on the works of philosophers,
culturologists, art historians, film experts and musicologists, aiming for the most comprehensive
exploration of the issue.

Film music, serving as a colossal in volume and still insufficiently explored artistic domain, holds
particular interest for musicology. It is characterized by a significant array of questions, encompassing
both scientific-theoretical and practical issues. The scope of this article includes issues of theoretical
principles of film music, including genre and artistic-stylistic features, methods of interaction with
visual elements, questions of authorship, instrumentation, the relationship between sound and visual
components, problems of form, functioning, etc.

Having considered the theoretical aspects of the research subject, it becomes evident that music
and sound have become one of the most crucial components of synthetic screen art. The musical
structure of a cinematic work presents its multifaceted characteristics, contributing to the fullest
realization of the creators’ intentions.

The work defines the main terminological categories of the «film music» phenomenon, analyzes
the existing systems of foreign researchers regarding the classification of functions, gives a genre



description of music in the main types of films and also presents a generalized and expanded
classification of the functions according to the criterion of dramatic role.
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Introduction

hroughout all epochs, responding to

actual requests of each period and
wielding a rich array of expressive means
in its arsenal, cinema, as the leading genre
of contemporary spiritual culture, reflects
global historical events most flexibly and
realistically. An especially crucial role in
this is played by music, without which the
achievement of such an effect is almost
impossible. As an essential structural
element of the cinematic language, it
performs a variety of functions — reveals,
comments, dynamizes, emphasizes,
anticipates, illustrates, characterizes the
unfolding action on the screen. Cinema
music not only becomes an inseparable
component in the composition of the film,
contributing to the creation of an integral
work, but also remains an original type of
musical creativity.

The global experience of composing
music for films spans over a century,
encompassing the creation of various
genres. Over the course of its existence,
film music has solidified its place as a
necessary component of this art form.
Similarly to any specific genre, it has
acquired its own set of laws: expression,

impact force, stylistics, forms, musical
language, dramaturgy, instruments,
principles of functioning, methods of
integration with other constituent elements
of the film.

Outstanding composers of Kazakhstan,
representing a multinational compositional
school, have been involved in creating
music for films at different times: Akhmet
Zhubanov, Yevgeniy Brusilovskiy,

Latif Khamidi, Mukan Tulebayev,
Bakhytzhan Baykadamov, Kapan Musin,
Sydyk Mukhamedzhanov, Nurgisa
Tlendiyev, Gaziza Zhubanova, Yerkegali
Rakhmadiyev, Bazarbay Dzhumaniyazov,
Tles Kazhgaliyev, Kuat Shildebayev and
many others. The film music composed
by the above-mentioned authors reflects
the most vivid and characteristic features
of their creative work, like opera, ballet,
symphony, small genres. Despite its
connection to the plot, it can be considered
as a separate area of creative activity and
holds no less significant importance than
music representing other genres.

The aim of this article is a
multidimensional study of theoretical
aspects of film music. Based on the
overall aim, the following tasks are set:
characterize the relationship between the
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sound and visual series; determine the
genre specific features of film music, as well
as identily its functions.

Methods

The comprehensive orientation of
researching object necessitates the
application of a systemic approach using
multi-profile methods. The set aim is
achievable through the use of art-historical,
culturological, analytical methods,

which are foundational in this work. The
established general scientific methods are
also applied: classificational, typological,
comparative-contrastive.

In connection with the interdisciplinary
approach, the theoretical foundation is
represented by the works of philosophers,
culturologists, art historians, film experts
and musicologists with the aim of the most
comprehensive study of the problem. To
achieve the set tasks, the work uses the
principles of film music analysis developed
at different times by foreign researchers.

Due to its specificity, film music,
inextricably linked with the narrative
dramaturgy and constituent elements of
the film, has become a distinct subject
of science, capturing the attention of
both film historians and musicologists.
Discussing the degree of the topic’s
world theoretical exploration, it should be
noted that already in the first half of the
20th century the scientists who laid the
groundwork for the methods of researching
film music have appeared — Aleksandr
Gran (Gran), Kurt London (London),
Mikhail Cheremukhin (Cheremukhin) and
others. Subsequently, Tomas Korganov
and Ivan Frolov (Korganov & Frolov), Zolya
Lissa (Lissa), Irina Shilova (Shilova),

[rina Voskresenskaya (Voskresenskaya),
Tatyana Shak (Shak) and other researchers
studied the specifics of film music.

A separate layer of scientific research
comprises works of foreign scientists,
created over the past few years: Mervyn
Cooke (Cooke), Graeme Harper (Harper),

Jessica Green (Green), David P. Neumeyer
(Neumeyer), Amparo Porta (Porta),
Michael Slowik (Slowik), James Deaville
(Deaville), Sarah Schulte (Schulte), Maria
Fuchs (Fuchs), Richard Stopford (Stopford)
and others.

[t is also should be noted that due
to the absence of a domestic system of
analyzing sound in media genres and
the practically lack of scientific works on
this subject, the study of Kazakhstan film
music at the moment can be conducted
using the methodology developed by the
aforementioned foreign researchers. This
fact also explains the comparison in the
article of the world and Kazakhstan systems
of film music’s genres.

Regarding the issue of classilying the
functions of music in particular scene,
comparing the role of music in global and
Kazakh cinema allows to conclude that
the functioning of music is practically
identical, with differences mainly in its
embodiment — for example, in the using of
national instruments, references to folk and
stylistically traditional music, etc. These
questions relate to stylistics category,
which, undoubtedly, has significant
importance and requires a separate
research.

Discussion

The global experience of creating music
for films encompasses the production of
films in various genres: silent, feature,
documentary, short movies, musicals,
films-operas and -ballets, etc. As known,
cinema incorporates various forms of
art (literature, painting, theater, music,
photography, etc.). Currently, the success
of the released «product» in the film
industry equally depends on key factors
and structural components — «voices»
of a «film score»: director’s staging,
script, acting skills, camera work, editing,
including musical arrangement.

The master of Soviet cinematographic
art, director Sergei Eisenstein wrote: «The



function of a generalized image in relation
to the depicted phenomenon should be
played by music» (45). Russian film expert
Nadezhda Goryunova rightiully notes: «By
proposing one or another sound solution,
filmmakers are capable of deepening
the image, making it more dimensional
and expressive, enhancing emotional
resonance, providing an opportunity to
immerse in a particular phenomenon or
event, allowing viewers to pay attention
to what is happening, gaining a clearer
understanding by supplementing visual
information with sound series» (17). Polish
researcher Zofya Lissa, in turn, claims:
«Film music is a new form of synthetic art,
and its diverse connections with the film as
a whole undeniably prove that it is an area
of synthesis methods not known and not
achievable by previous synthetic genres»
(432). Director David Wark Griffith,
reflecting on this phenomenon, poetically
wrote: « Music, beautiful music, will always
be the voice of silent drama. Music, as |
envision it, will still be employed for the
visual amplification of human imagination
in a hundred years from now. And since in
our imagination, these unseen voices are
always perfect and melodious or powerful
and exciting, they will be etched in the
mind of the moviegoer as beautiful music,
exactly as the author intended» (117).

[t is necessary to specify the term
«film music». The most comprehensive
is the definition of researchers Tomas
Korganov and Ivan Frolov, characterizing
film music as «a complex of musical-
expressive means that is a component of
the film, participating in the creation of its
conceptual and artistic vision» (23).

Regarding the issues of the relationship
between visual and sound elements, it is
noteworthy that already in 1928 Sergei
Eisenstein, Vsevolod Pudovkin, and
Grigoriy Alexandrov in their manifesto
«The Future of Sound Film. A Statement»
call on filmmakers to abandon the pursuit
of complete synchronicity, recommend
a more creative approach to composing

music with the aim of greater impact on the
audience and highlight two options for the
relationship between layers: synchronous
and contrapuntal (315).

Tatyana Shak, in her classification of
structuring the system of music in cinema,
distinguishes three types of composition:
monody — the soloing of music and
secondary role of the verbal-narrative and
visual series; homophonic-harmonic — the
soloing of verbal text or visual series and
the secondary role of music; polyphonic
— the principle of contrastive polyphony,
when the music sounds contrapuntally to
what is happening on the screen (135).

[n its turn, the question of classifying
the functions of film music remains open,
as there is still no universally established
system at present.

Bela Balash’s classification includes
the following methods of functional
interaction between music and image in a
film: illustrative music, that characterizes
the object shown in the frame; music that
functions as the subject of the action and
«moves» it forward; music that functions
as the subject of the conflict in the plot
and the basis of the script; dramaturgical
music that characterizes the film’s heroes,
adds a specific shade to the action, can
be an insertion in the action or describe
something not shown on the screen (101).

Nataliya Yanov-Yanovskaya analyzes
this problem from the perspective of the
artistic and semantic tasks that music
performs: illustrative, revealing and plot
(89).

Emiliya Frid’s systematization
includes the following elements: function
of figurative generalization; function of
action dynamization; function of metaphor,
symbol; function of linking, framing;
sound-illustrative function; function
of laconic expression of the film’s idea;
function of transmitting mood, emotional
states and mental emotions; function of
depicting environment (119).

Zigfrid Krakauer also presented his
own classification: music as commentary
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(illustrative, background, music-symbol
of specific situations in the action);
music as counterpoint (in contrast to the
image); music associated with a specific
occasion, appearing on screen along with
its source and acting its natural role;
music as a fragment of a concert or opera
performance; music as an integral part of
the environment where the action takes
place; music as the dramaturgical axis of
the film (198).

Zofya Lissa classifies the functions as
follows: illustrative mysbika (function of
emphasizing the structural quality of the
depicted motion and function of musical
generalization of sound phenomena
associated with the objects shown in the
frame); music that emphasizes movement;
musical processing of real noises; music as
a representation of depicted space; music
as a representation of depicted time; music
as a commentary; music in its natural role;
music as a means of expressing emotions
(354).

For objective reasons, the genre
component of film music entirely
depends on the original specificity. Genre
characteristics of cinema music in the main
types of films is given below.

1. Music of silent films. It should
be noted that the initial musical
accompaniment (intended to drown out the
noise of the equipment in the auditorium)
was performed by tapers during the film
screening and had either borrowed or
improvisational character. Later, single
cinemas began to keep instrumental
ensembles or orchestras. At that time, the
music had a strictly synchronous character
in relation to the frame, meaning its
complete correspondence and dependence
on the visual element. Its stylistic features
corresponded to the spirit of the time —
in most cases, it was a standard set of
typical compositions that appeared in the
film at the time of its performance in the
auditorium.

In the history of Western cinema, the
«silent» era is considered to be the period

of from the showing of the first silent
documentary short film «The arrival of a
train at La Ciotat station» (1896) to the
appearance of the first sound musical «The
jazz singer» (1927).

2. Music film, musical. In this genre
actors verbally embody the plot not only
through monologues, dialogues, etc., but
also through the performance of musical
acts. The leading component in such films
is the song — the most democratic genre.

3. Film-adaptation of opera, ballet,
musical (the definitions «film-opera»,
«film-ballet» and «screen adaptation»
are also known). The specificity of the film
adaptation lies in the fact that it is not a
simple recording of a stage performance:
the action of a film-opera or -ballet unfolds
in a natural environment corresponding to
the original idea of the creators (similar to a
fictional film), rather than statically against
the backdrop of stage scenery. These
films are better perceived by audience
unprepared for theater, as they show a
more realistic, «live» picture on screen,
creating a harmonious synthesis of musical
and visual elements.

The music in the film-adaptation of
opera, ballet or musical has already been
created by the composer and undergoes
no changes, therefore, analyzing about
film composing is not applicable. To
some extent, the musical element plays a
particularly significant role in this case due
to the specifics of the genre.

The following film-adaptations are
known in foreign cinematography: Petr
Chaykovskiy’s «Yevgeniy Onegin» (1959),
Aleksandr Borodin’s «Knyaz Igor» (1969),
[gor Stravinskiy’s «Firebird» (1977), Aram
Khachaturyan’s «Spartak» (1977), Andrew
Lloyd Webber’s «Phantom of the opera»
(2004 ), Giacomo Puccini’s «I.a boheme»
(2008) and many others.

4. Films about music and musicians
form a separate genre group. Such films
are essentially based on real events and
serve as biographical narratives about
composers, singers, akyns, performers,
ensembles and creative teams.



In such works, the authorship of music
(or the overwhelming part) belongs to
the prototypes of the movie characters.
Nevertheless, quite often, creating such
films requires the involvement of a guest
composer, whose responsibilities may
include the following: processing individual
themes for performance by another
ensemble of instruments or orchestra (as
well as the reverse process); transformation
of the chosen main theme into a leitmotif,
sounding in various stylistic, rhythmic and
timbral variations; adaptation of the original
material in terms of timing and others.

5. Music for children’s films. This group
includes feature, animated and other films.
In obvious dependence on the genre and
the intended audience, the music in this
case has its characteristic features: it is
simple and melodious. Nevertheless, there
is also its own specificity, which periodically
becomes the subject of scientific works’
research.

6. Films on pre-existing musical works
enter into the category of experimental
cinema, which has also become
widespread in world practice. Similar
to film-adaptations, these movies are
made to the already pre-existing works
of academic musical art. The difference
lies in the fact that their plots are either
based on the programmatic character of
the musical work, or are developed by
the scriptwriters on the principle of their
individual imaginative perception. The
described genre characterizes not the film’s
musical accompaniment, but the reverse
process — illustrating music by a visual
sequence (which finds parallels with the
creation of video clips for songs and various
compositions).

In foreign cinematography, in addition
to the most famous films «Fantasy» (1940)
and «Fantasy 2000» (1999) of Disney
studio, this group includes the works
of directors Oskar Fischinger, Walter
Ruttmann, Germaine Dulac and others.

7. Music of documentary (non-feature)
cinema typically serves as background and

comments the plot without being intrusive.
For its creation a composer (for writing
original accompaniment) or a music editor
(for the selecting borrowed samples) may
be invited.

8. Music of feature cinema. Creating
material for feature-length and short films,
composer primarily considers the system
of its’ subgenres, which includes: drama,
comedy, thriller, action, fantasy, western,
detective, melodrama, horror, science
fiction, adventure, biographical, historical
films, etc.

Results

Examining the system of music in
world cinema, it is possible to conduct
a comparative analysis of global and
Kazakhstan film music.

1. Music of silent films. For Kazakhstan,
one of the peculiarities of its art history
is that by the time of the birth of purely
national cinema (researchers do not always
come to a consensus on this issue), the
capabilities of the equipment already
allowed for filming and recording of sound
pictures. Therefore, it can be concluded
that there was no practice of involving
domestic composers in writing original
music for silent films.

2. Music film, musical. This type of
cinema was especially popular during the
Soviet period, including in Kazakhstan. The
most famous musical films of the republic
are the following: «Girl-dzhigit» (1955,
composer V. Solovyev-Sedoy), «Our
beloved doctor» (1957, A. Zatsepin), «An
angel in a skullcap» (1968, A. Zatsepin),
«Kyz-Zhibek» (1970, N. Tlendiyev) and
others.

3. Film-adaptation of opera, ballet,
musical. It is remarkable that despite the
significant number of operas and ballets
created by domestic composers over the
years, which are undoubtedly worthy of
film adaptation, this genre currently is not
represented in Kazakhstan.

4. Films about music and musicians.
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In Kazakhstan, examples of the analyzed
genre include films «Abai’s songs» (1945,
composer L. Khamidi), «Dzhambul»
(1952, M. Tulebayev), «Abai» (1995,

K. Shildebayev), «The youth of
Dzhambul» (1996, D. Botbayev and B.
Daldenbay), «Birzhan-sal» (2009, T.
Mukhamedzhanov), «Kulyash» (2013, K.
Shildebayev) and others.

5. Music for children’s films. A kind of
classical examples of this group include:
«My name is Kozha» (1963, composer
N. Tlendiyev), «The beardless deceiver»
(1964, S. Mukhamedzhanov), «Why does
a swallow have split on its tail?» (1967,

N. Tlendiyev), «The lame kulan» (1968,
N. Tlendiyev), «Alpamys goes to school»
(1977, N. Tlendiyev), «Do you need a
puppy?» (2003, B. Daldenbay and K.
Shildebayev), «Yer Tostik and Aydakhar»
(2013, E. Khusainov) and others.

6. Films on pre-existing musical works.
Unfortunately, in the domestic cinema
culture, there are no examples of such
films.

7. Music of documentary (non-feature)
cinema. In Kazakhstan, significant
chronicle films have been created since
the early period of cinema — non-feature
plots telling stories about real people and
events. For example, the following films
feature original musical compositions:
«QOur kolkhoz» (1947, composer L.
Khamidi), «Nightingale of the steppe»
(1961, B. Baykadamov), «Shaken
Aymanov» (1972, E. Paxmanues), «In truth
and in conscience» (1987, B. Kydyrbek),
«Kenesary Khan» (2011, A. Raimkulova)
and others.

8. Music of feature cinema. The musical
design of these films (both world and
Kazakh) is the most complex and multi-
stage process, which can involve the use of
various technologies, since feature cinema
contains the maximum number of functions
contributing to a comprehensive audience
perception.

Regarding the classification of
film music’s functions, according

to the criterion of its dramaturgical
role, this article makes an attempt to
generalize them, based on all the studied
systematizations: 1) music that emphasizes
movement; 2) music that dynamizes action;
3) music that anticipates image; 4) music
that depicts place and time of the action;
5) music that outlines and expands frame
space; 6) music that acts in its natural
role; 7) music that recreates real sound
phenomena; 8) music that comments
shown in the frame; 9) music that
expresses the idea of the film; 10) music
that conveys the emotional states of the
characters; 11) music that contrasts with
the image; 12) music-symbol; 13) music
that unites the composition; 14) music that
relates to a certain hero, subject, place, etc.

The last two points refer to the leitmotif
system, which originated from classical
opera art (particularly from the creative
work of Richard Wagner) and has firmly
established itself in the system of musical
film language. As in opera, the leitmotif
in a film can be given to a character, his
emotional state (leitmotif of joy, jealousy,
anger), certain place, situation, object and
others. The leitmotif characteristic created
by the film composer is capable of unifying
the composition and emphasizing narrative
elements, conveying plot details to the
audience, etc.

[t should also be noted that in
cinematic practice, in many cases, music
demonstrates the ability to combine
several functions within one scene
(polyfunctionality).

Main provisions

During the study, the following scientific
results were developed and formulated:

- the main terminological categories of
the phenomenon «film music» are defined
(the meaning of the term, the relationship
between visual and sound elements,
different types of structuring);

- the existing systems of foreign
researchers regarding the classification of



the functions of music in a film according
to the criterion of its dramatic role are
analyzed (Bela Balash, Nataliya Yanov-
Yanovskaya, Emiliya Frid, Zigfrid Krakauer,
Zofya Lissa);

- genre characteristics of world cinema
music in the main types of films is given
(silent film, music film and musical, film-
adaptation of opera, ballet or musical,
films about music and musicians, films
for children, films on pre-existing musical
works, documentary films, feature films);

- comparative analysis of film music’s
genre characteristics between global and
Kazakhstan cinema is conducted;

- the generalized and supplemented
classification of film music’s functions,
according to the criterion of its
dramaturgical role is presented (14
functions).

Conclusion

After considering the main genre and
functional aspects of film music, it can
be concluded that it is difficult to imagine
modern media culture without musical
accompaniment. As Soviet screenwriter

Yuriy Tynyanov wrote: «Deprive cinema of
music — it will become empty, defective,
insufficient art form» (549).

The classification proposed in this work
does not claim to comprehensively cover all
genres of film music that have existed more
than a century of cinematic history. The
presented system of genres (which are in
constant development) may involve updates
and expansions.

The classification of functions in this
article is carried out according to the
criterion of the dramaturgical role of film
music. It is compiled on the basis of all
the studied systematizations of foreign
researchers, however, it generalizes and
supplements the existing ones.

As a result, over the course of its
existence, music has solidified its role as an
essential element in synthetic screen art.
The musical structure of a cinematic work
presents its diverse features, contributing
to the fullest possible realization of the
creators’ intentions.

[t should be noted that the conducted
research on the exploration and analysis of
world and domestic film music undoubtedly
requires further development, which will be
carried out by the authors in the future.
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ON THE ISSUE OF SOME THEORETICAL ASPECTS OF WORLD AND KAZAKHSTAN FILM MUSIC:
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9aus Mbip3aieBa

TemipGex )KypreHos atbinaarsl Kazak yaTTbik eHep akaaeMHusichbl
(Anmatol, Kazakcran)

Janapa Mycaxan

Temip6ex )KyprenoB atbinaarsl Kazak yaTTbiK eHep akaaeMHusichbl
(Anmarbl, Kazakeran)

9NIEMAIK XXSHE KA3AKCTAHAbIK KWUHOMY3bIKAHBIH, KEABIP TEOPUAJIbIK, ACMIEKTIJIEPIHIH,
MOCEJIENIEPI: YKAHPJIbIK )XOHE ®YHKLIMOHANAbIK EPEKLUE/IKTEPI

AHnpaTtna. Op Typni )XaHpAafFbl KAPTMHANAPp Xacayabl KAMTUTbIH KMHOGDMAbMAEPre My3blKa Xa3yablH,
aNneMaiK TaxipnbeciHiH 6ip FacbipaaH actam Tapuxbl 6ap. KHOMy3bIka ©3iHiH, eMip Cypy Ke3eHi iwiHae
OCbl 6HEp TYPiHiH MaHbI3abl 6ip 6eniri peTiHae 63 OpHbIH MeneHAi. Ke3 KenreH HaKTbl XXaHp CUAKTbI

01 4a ©3iHAIK 3aHAbUIbIKTapFa Me 6onabl: acep ety KyLli, CTuib, dopMa, My3biKanblk, Tifl, ApamMaTyprus,
acMmanTbIK, KYpanaap, XyYMbIC icTey npuHUmMnTepi, GunbMHiH 6acka Kypamaac aneMeHTTepiMeH yinecyi
Tacinaepi xaHe T.6.

FbIIbIMM 0ObEKTIHI 3epTTeyaiH KelweHai 6arbiTbl KeNcananbl 3AiCTepAi NanaanaHy apKbiibl Xyneni
TOCiNAi KONAaHyAbl aHblKTanabl. Makanaga Herisri 60/1bin TabblNaTblH TAPUXU-OHEPTAHY, MOAEHMETTAHY,
Tangay aficTepi anfa KOMFAH MaKCaTTbl Xy3ere acblpyra MyMKiHAik 6epeni. COHaan-ak, KanbiNTackaH
YKaNmbl FbINIbIMM XIiKTeY, TUNOIOrus, ©3apa CasblCTbipMasbl 34icTepi Ae KonaaHbiiabl. MakanaHbiH,
TEOPUANbIK HETI3i NaHapanblk TypFbiMeH 6anaHbICTbl OONFAHABIKTAH MACENEHI XaH-XaKTbl 3epTTey
MakcaTbiHAa GMN0ocod, MaAEHMETTaHYLLbl, OHEPTAHYLLbl, KUHOTAHYLLbI X8HE My3blKaTaHyLbl EHOEKTEpI
KapacTblpbinbl.

KeneMi xafblHaH opacaH 30p, 6ipak a/i Ae XeTKiNnikTi 3epTTeiIMereH KepkeMaik Kabatbl 60nbIn
TabblNaTbiH KMHOMY3bIKa My3blKaTaHya epeKLUe KbI3bIFYLLblIbIK TYAblpaabl XoHE FblIbIMU-TEOPUANbIK,
YKOHEe MpaKTMKanblK Macenenepii KaMTUTbIH MaHbi3[bl MaCenenep KeleHiMeH cunatTanambl. MakanaHbiH
KapacTblpaTblH MacenienepiHe KUHOMY3bIKaHbIH, TEOPUSIbIK, €pPeXeNepi: XKaHp/bIK XXaHe KepKeMIiK-
CTUIUCTUKANBIK, EpEKLUENiKTepi, KECKIHMEH ©3apa apeKeTTecy a4icTepi, aBTOP/bIK, aCNanTblK Macenenep,
[bIObICTbIK XoHE KepepMeH KaTapaapbliHbliH apakaTblHAChI, GOPMa, KbI3MET €Ty MaCenenepi XaHe T.0.
Kipeni.

3epTTey NaHiHiH TEOPUSANbIK ACMEKTINEPIH KapacTblpa OTbIPbIM, My3blKka MEH AblObICTbIH,
CMHTETMKANbIK 3KPaH ©HEepiHiH MaHbI3abl 6enikTepiHiH 6ipiHe alHanfaHbIH 6arikaiFa 6onagbl.
KWMHOTYbIHABIHBIH, MY3bIKabIK, KYPblbIMbl OHbIH, anyaH TypJli epekLienikTepiH kepceteni, byn eHep
»KacayLbICbIHbIH, OMbIHAAFbICbIH GapbIHLIA aLyFa biKMNaa eTesi.

XyMbIcTa «KMHOMY3bIKa» GEHOMEHIHIH HETi3r TEPMUHOMOTUABIK KaTeEropusaiapbl aHbIKTaNAbI,
dYHKLMANAPAbI XKiKTeyre KaTbICTbl WeTeNmiK 3epTTeyLliNnepaiH, KONAAHbICTaFbl XXyWenepi TanaaHabl,
buNbMAEpLiH Heri3ri TypnepiHAeri My3blKaFa XaHpJiblK cunaTTama 6epingi, COHbIMEH KaTap KMHOMY3bIKa
(OYHKLUMSACBIHBIH, XaMblaMa KoHe TONMbIKTbIPbIfFaH CbIHbINTANYbl OHbIH, APaMaTyprusibIK, pesi Kputepui
TYPFbICbIHAH YCbIHbIIABI.

TyiiiH ce30ep: KNHOMY3bIKa, KUHODWAbM, KHHOKOMNO3MTOP, KaAp iWiHAEr My3blKa, KaapaaH TbiC
My3blKa, KUHOMY3bIKaHblH hopManapbl, KWUHOMY3bIKaHbIH GYHKLMANAPbI.

Aaliekce3 ywiH: Mbip3alleBa, Onus xaHe [laHapa MycaxaH. «OnemMaik oHe Ka3akCTaHablK,
KMHOMY3bIKaHbIH KeWBip TeOpUANbIK aCNEKTINEPiHIH Macenenepi: XXaHp/blK XaHe QYHKLMOHANAbIK,
epekwenikTepi». Central Asian Journal of Art Studies,T.9,N2 1,2024,32-45 6.,D0I: 10.47940/cajas.
v9i1.815.

Anreic: ABTopnap «Central Asian Journal of Art Studies» >KypHanbiHbIH, peaakLMabiK afKacbliHa
YKOHE peLleH3eHTTepre 3epTTeyre Kbi3bIFyLbIbIK TaHbITKAHbI YLLUiH, COHAAM-aK, OCbl MakanaHbl 6acnara
[aNblHAAyFa KOMEKTECKEHI YLWiH anfbiCbiH Bingipea.

Asmopnap KomuazbaHbIH COHFbI HYCKACbIH OKbIN, MAKY/10a0bl #aHe Myddesnep KaliliblbIFbl HOK
eKkeHOi2iH ManiMOeloi.

ART OF CENTRAL ASIA: LANGUAGE AND TEXT FROM THE PERSPECTIVE OF MODERNITY i CAJAS Volume 9. Issue 1. 2024



ART OF CENTRAL ASIA: LANGUAGE AND TEXT FROM THE PERSPECTIVE OF MODERNITY ! CAJAS Volume 9. Issue 1. 2024

ON THE ISSUE OF SOME THEORETICAL ASPECTS OF WORLD AND KAZAKHSTAN FILM MUSIC:
GENRE AND FUNCTIONAL FEATURES

Anusa Mbip3auieBa

Kazaxckas nauroHanbHast akaaeMust uekycers uMenn TemupOeka Kyprenosa
(Anmarbl, Kazaxcran)

Jlanapa MycaxaH

Kaszaxckast naunonasnbHast akaneMust uckyceTB uMetnn Temup6eka JKyprenosa
(Anmarsl, Kasaxcran)

K BOMPOCY O HEKOTOPbIX TEOPETUYECKMUX ACMIEKTAX MUPOBOI U KA3SAXCTAHCKOW
KWUHOMY3bIKU: )KAHPOBbIE U ®YHKLIUOHAJIbHbIE OCOBEHHOCTU

AHHOTauMA. MMPOBOW OMbIT HAMUCAHWUS MY3bIKU K KUHO(WIBMAM HacUMUTbIBAET yxe bonee yem
CTOBEKOBYH MCTOPUIO, OXBATbIBAIOLLYH CO34aHME KAPTUH Pa3NMYHbIX )XaHPOB. 38 BpeMs CBOEro
CyLLLEeCTBOBAHMS KWHOMY3bIKa 3aKpenwuia 3a coboil Mecto HeobX0AMMOW YacTu AAHHOIO BMAA MCKYCCTBA.
Mopo6HO NtoboMy cneumdryeckoMy xaHpy, oHa obpena cobCTBEHHbIE 3aKOHbI: CUY BO3AENCTBUS,
CTUNUCTUKY, POPMOODOPA30BaHME, My3biKabHbIN A3bIK, ApaMaTypruto, UHCTPYMEHTAPUM, MPUHLMIbI
(YHKLMOHMPOBaHMSI, CNOCOBbI COYETAHMS C APYIMMU COCTABASIOLLMMM IEMEHTAMU KMHODUNbMA U T.A.

KomnnekcHas HanpaBneHHOCTb MCCNeA0BaHNUS HAy4YHOro 06bekTa 06ycnaBIMBAET MPUMEHEHME
CUCTEMHOrO NOAX0AA C UCMOIb30BAaHUEM MHOrONPOGUbHbIX MeTOA0B. OCyLLEeCTBUTb HAMEYEHHYHO
Liesb MO3BOAOT MCTOPUKO-UCKYCCTBOBEAYECKMUHM, KYIbTYPONOrMYECKMiA, aHATUTUHECKMI METOABI,
SBNSIOLMECS B CTaTbe OCHOBOMO/AralLWMMm. Takke MpUMEHeHbI CI0XMBLLUMECS 0OLLeHay4YHble
MeToAbl: KnaccudUKALMOHHBIN, TMMONOTMYECKUIA, CDAaBHUTENBHO-COMOCTaBUTENbHBIN. B CBA3M C
MeXAMCLMMIMHAPHBIM NOAXOA0M TeopeTnyeckas 6asa ctaTb NnpeacTaBneHa TpyaamMu Gunocodos,
KyNbTYpPOJIOroB, UCKYCCTBOBEAOB, KUHOBEAOB U MY3bIKOBEAOB C LieNiblo Hanbonee BCECTOPOHHEro
n3yyeHus npobnemsl.

KnHOMy3bIKa, BbICTYMatoLWAs KOn0ccanbHbIM No 06bEMY, HO BCE elle HeA0CTAaTOYHO M3YYEHHbIM
XY[0XKECTBEHHbIM MIACTOM, NPEACTaBASET 0COObIA MHTEPEC AN MY3bIKO3HAHUS U XapaKTepusyertcs
3HaYMTENbHbIM KPYroM BOMPOCOB, KOTOPbIE BKJIOYAIOT KaK HAy4YHO-TEOpeTUYECKMe, Tak U NMpakTMYeckue
npo6nemsl. lMpobnematnka AaHHOM CTaTbW BKAOYAET BOMPOCHI TEOPETUHECKUX MONOXKEHU
KMHOMY3bIKW: )XaHPOBbIE M XYL0XXeCTBEHHO-CTUNCTUYECKME 0COBEHHOCTH, CMOCObbl B3aMMOAENCTBUS C
1306paxkeHneMm, BONpoChbl aBTOPCTBA, UHCTPYMEHTAPWS, COOTHOLLIEHWE 3BYKOBOIO M 3pUTEIbHOTO PSAOB,
npobnembl GopMbl, PYHKLMOHUMPOBAHUS U Ap.

[1pu paccMoTpeHMM TEOPETUYECKMX aCNEKTOB NpeaMeTa UCCIeA0BaHMS, CTAHOBUTCS OYEBUAHDIM,
4TO My3blKa M 3BYK CTanu OJHOM M3 BAXKHEWLUMX YACTeN CMHTETMYECKOrO 3KPAHHOIO MCKYCCTBA.
My3biKabHbI CTPOI KUHOMPOW3BEAEHNS NPE3EeHTYET ero pasHonaaHoBble 0CobeHHOCTH, crnocobcTays
MaKCMMasnbHO MOHOMY PaCKpbITUIO 3aMblC/1a CO3aTenen.

B pabote onpeneneHbl 0OCHOBHblE TEPMUHOMOTMYECKMUE KATEropUK GeHOMeHa KKMHOMY3bIKay,
NpOaHaNM3MPOBaHbI CyLLECTBYHOLLME CUCTEMBI 3apyBeXHbIX MCCNef0BaTeNEeN OTHOCUTENbHO
Knaccubukauum dyHKLUMIA, AaHA XKaHPOBAs XapakTePUCTUKA MY3bIKM B OCHOBHbIX BUAAX GUIBMOB, a
TaKXe npeacraBieHa 0606LeHHas U LOMONHEHHAs KnaccuduKaums GYHKLUUA KUHOMY3bIKM MO KPUTEPUID
ee ApamaTypruyeckomn ponu.

Knioyeswie cnosa: KWHOMY3biKa, KUHOPUIBM, KWNHOKOMNO3WUTOP, BHYTPMKALPOBAs My3blKa, 3aKaApoBas
My3blKa, POPMbI KUHOMY3bIKU, PYHKLMU KUHOMY3bIKU.

Ans yumupoearus: Mbip3awesa, Anna n [laHapa MycaxaH. «K Bonpocy 0 HeKOTOPbIX TEOPETUYECKUX
acnekTax MMPOBOM M Ka3aXCTaHCKOM KUHOMY3bIKM: )XaHPOBbIe U QYHKLMOHA/bHbIE 0COBEHHOCTMY.
Central Asian Journal of Art Studies, 7.9,N2 1, 2024, c. 32-45,DOI: 10.47940/cajas.v9i1.815.

bnazodapHocmu: ABTOpbI BbIpaXakoT NPU3HATENbHOCTb pefaKLMOHHOM Konnerun «Central Asian
Journal of Art Studies» 1 peLieH3eHTaM 3a NPOsIBAEHHbIN MHTEPEC K UCCIeLO0BAHUIO, @ TAaKXKE 33 MOMOLLb
B NOArOTOBKE AAHHOW CTaTbM K Ny6aMKaumm.

Asmopbl npodumanu u 0006punu OKOHYamesbHolli 8GPUAHM pyKonucu U 3aseasom 06 omcymcmauu
KOH@IUKMA UHMepecos.
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