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Abstract

The study is devoted to the periodization of the history of Kazakh music in the 20th century which is necessary for
an objective reflection of all the complex musical and cultural processes of this time. Based on the existing approaches
to periodization (U. Jumakova, M. Drozhzhina, V. Nedlina), as well as the methodology of V.R. Dulat-Aleyev, a
universal basis for periodization was searched. Different approaches to the periodization of the musical culture of
Kazakhstan in the 20th century one way or another take into account the aspect of the change of cultural paradigms,
as a result of which the main time boundaries coincide. The reasons for periodization are the change of generations of
composers (U. Jumakova), the interaction vectors of the center and periphery of culture (M. Drozhzhina), intercultural
interaction (V. Nedlina).

In this study, another, broader basis for periodization is proposed — a change in the paradigms of culture. It
involves a semiotic interpretation of musical culture. The division of the recent history of Kazakh musical culture
is consistent with the predominance of monomodality (until the 1920s), bimodality (1920-1970s) and polymodality
(1980 — present). The paradigm of culture acts as a universal foundation and allows us to combine musical and cultural
processes in different musical and creative forms (traditional music, composer creativity, mass art), and also take into
account the wide Eurasian context of Kazakhstani music.

Keywords: the history of Kazakh music, the periodization of modern music of Kazakhstan, a change in the
paradigms of culture, a multimodal paradigm of culture, Eurasianism.

Introduction. Over the past two decades,
views on the history of musical culture have
been repeatedly supplemented and revised. All
this is due to the processes of reassessment of
the cultural heritage of the recent past and the
search for objective explanations of the causes
and premises of the global changes that took
place in the 20th century. The event that divided
the twentieth century into “before” and “after”
was the rapid emergence of the national school
of composers in the 1930s. Undoubtedly, the
creation of national academic music on the
model of European traditions has become
a significant acquisition and has allowed to
become actively involved in world cultural
processes. The impetus for this study was the

understanding of the changes associated with
the national composer school in the context of
a change in cultural paradigms and the concept
of Eurasianism.

Methods. In general, the research is based
on special methods of musical cultural studies,
musical oriental studies, and semiotics, as well
as the general principle of historicism and the
theory of intercultural interaction.

Discussion and results. In the 20th century,
the development of composer creativity in
Kazakhstan with its inherent features becomes
an indicator of a change in the roles of various
cultural layers in general and determines
almost all historical and cultural processes in
musical art. (V. Konen considers the authorship
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individuality to these key features of the
European type of professionalism; connection
with a social institution whose idea creativity
expresses; reliance on specific expressive means
and the continuity of certain forms of artistic
thinking [7, P.434].) The periodization of the
modern history of Kazakh music is primarily
associated with the stages of formation and
development of the young national composer
school.

The history of the composer school
of Kazakhstan, expressed in the creative
innovations put forward by its representatives,
from its inception to the present, is closely
connected with the problems of “tradition
and innovation”, “composer-folklore”. The
problem of the periodization of the Kazakhstani
composer school was considered in the study of
U. Jumakova, who identifies four generations of
Composers.

The first generation was composed of
the founders of the school - A. Jubanov,

E.Brusilovsky, L. Khamidi, M. Tulebaev,
V.Velikanov, B. Baikadamov.
The second generation continued the

formation of the school and affirmed its role in
the national culture. This is a large galaxy of
composers led by G. Jubanova, E. Rakhmadiev
and their predecessors K. Kuzhamyarov,
S.Mukhamedzhanov, N. Mendygaliev. Younger
composers belonged to the same generation since
they also had the role of affirming the school’s
artistic directions: M. Sagatov, M.Mangitaev,
N. Tlendiev, B. Jumaniyazov, K.Kumysbekov,
D. Botbaev and others.

In the third generation became known
T. Kazhgaliev, Zh. Dastenov, A. Serkebaev,
K.Duisekeev, T. Muhamedzhanov, Zh.Tursyn-
baev, B. Daldenbaev, Zh. Tezekbaev,
K.Shildebaev, and others. The beginning and
maturity of their work fall in 1980-1990 years.
Composers, whose work only began at the end
of the period under review and coincided with
socio-political transformations, are already a
new generation (S. Abdinurov, M. Irzhanova,
T.Tleukhan and others), located in the process
of searching for new artistic ideas [1, P.52].

The division into generations, of course, is
conditional, which is also noted by the author

of periodization. But, in my opinion, relations
between generations, allegorically described by
U. Jumakova as «the relationship of aksakals,
fathersandchildren»[1,P.53], fullyreflectthelife
realities of Kazakhstan’s composer school until
the 1980 s. In the works of the first generation,
mainly the import of the source material, which
is expressed in various kinds of transcriptions
and in quotes, predominates. Although in
the field of transcriptions and mastery of the
musical language at the element level, the
first experiments took place at that time. For
example, in the famous «Impromptu» for piano
by E. Brusilovsky, thematism is intonationally
and rhythmically close to Kazakh music, even
in the absence of direct quotes; at the same time,
he combines the features of Rachmaninov’s
pianism and the Kazakh character of thematism,
being one of the examples of polystylistics in
Kazakh music. Comprehensive mastery of
the methods of transcription and element took
place during the heyday of the creativity of the
second generation, and the development of a
new musical language connecting folk elements
with Western European has not stopped until
now. Contrast as the basis of many polystylistic
techniques has been used by Kazakhstan
composers relatively recently.

The given periodization is confirmed by
studies inthe field of development and adaptation
of individual genres. So G. Akparova, exploring
the sonata genre in the works of Kazakhstan
composers, comes to the following conclusion:
«The instrumental sonata <...> went through
three stages in its evolution during the 20th
century: formation, approval, development.
The beginning of the formation of the sonata
went under the direct influence of European
professional music, at the second stage this
genre is surrounded by constant features, the
totality of which is an individual style, and in
the third stage of development, it absorbs the
general style trends of modern music» [2, p. 21].
The stages of formation and development of
the sonata genre correspond to the generations
of composers (1930 — mid-1950s; late 1950s
— early 1970s; late 1970s — 1980s; late 20th
century from the 1990s to the present time).

The periodization of U. Jumakova reflects
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the general direction of the development of the
composer’s school, from the establishment ofthe
general aesthetic foundations of Kazakh music
of the new European tradition to the formation
ofastylistically multifaceted, capable of internal
renewal of the art. V.Nedlina, developing
the ideas of U. Jumakova, supplements
periodization with two more generations and
correlates them with the generations theory of
N. Howe — V.Strauss [3], according to which the
exposition of the history of the nation, culture is
advisable (and clearly) in terms of generational
change [4, P.75].

M.N. Drozhzhina, comparing the national
composer schools of the so-called Soviet
East (Kazakhstan, Kyrgyzstan, Tajikistan,
Uzbekistan, Turkmenistan) in the perspective
of the «center-periphery» problem, gives a
periodization that chronologically coincides
with the version of U.R. Jumakova. (The stage
of formation in the 1930s and 1940s, which is
characterizedbythedirectinfluenceofthe Russian
composer school through its representatives
(A.V.  Zataevich, E.G.Brusilovsky and
V.V.Velikanov in Kazakhstan). The stage of
intensive development of European forms and
genres in the 1950-1960s. And the stage of
internal transformation of European standards
through an in-depth study of the laws of
traditional art [5, P.86-87]). At each stage,
certain patterns are revealed, described by the
researcher as follows:

1) At the initial stage, the impulses are
directed from the center to the periphery, where
Russian culture acts as the center;

2) At the next stage, counter pulses arise; this
is due to the impact on the universal model of
the features of an original peripheral culture;

3) finally, at the final stage, through the
strengthening of national identity, as well as the
possibility of professional training of composers
and performing personnel in the field, a new
center is being formed; its potential creates the
conditions for the emergence and propagation
of centrifugal impulses, and hence the «foulingy
of its own periphery [5, P.88-89].

Indeed, by the 1990s, the national
composers’ school in Kazakhstan (as in other

Soviet republics) gained greater autonomy from
the former center and became an independent
phenomenon within the framework of world
musical culture, while at the same time
maintaining ties due to the cultural and historical
community with Russia and countries of CIS.

The coincidence of time boundaries in the
periodizations of national composer schools,
having different foundations (the first is the
generation of composers of one school, the
second is the relationship «center-periphery»)
indicates the presence of objective regularity in
the development of Kazakh music in the 20th
century. For a deeper justification of the causes
of changes in the national musical culture,
factors of a cultural order must be taken into
account. The stages of the formation of the
composer school are an indicator (one of many,
although the most studied) changes in cultural
paradigms. In Kazakhstani researches in the
field of socio-humanitarian knowledge, the term
“paradigm” is more often used in linguistics in
a narrower context (see, for example, the study
of B. Sopieva [8]. In the global art history, the
term is widely used precisely in the cultural
(semiotic) meaning (see, for example, the article
by G. White [9]).

Of course, in the relationship of the
composer school with other spheres of culture,
many historical processes inherent in the
twentieth century are revealed. This approach to
periodization can be called inductive. But one
can look at the entire studied period from the
standpoint of culture as a whole, deductively.
For example, based on the study of B. Dulat-
Aleyev dedicated to Tatar music, V. Nedlina
puts forward the following periodization of
the development of the musical culture of
Kazakhstan:

— the dominance of the canonical
(traditional) model of culture and its reproduction
—until the mid-1930s;

— the period of «collision» of cultures,
characterized by the «obsolescence» of the
traditional model of culture, a turn towards the
development of the European model (1930s —
mid-1980s) (The determination of the lower
boundary of the functioning of the culture’s
canonical model presents a certain difficulty,
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since over the millennia it has repeatedly
changed. Although the main types of oral
traditions carriers were formed by the end of the
first millennium AD, in the process of Kazakhs
gaining statehood in the 16th century, as well as
in the 19th century, the structure of the cultural
model and the functions of its representatives
were significantly revised);

— the period of autonomy of national
culture with a predominance of forms of the new
European tradition, characterized by a parallel
rethinking of national-ethnic foundations, the
revival of traditions and the replacement of
«empty niches» of traditional culture with new
creative forms (mid-1980s — 2010s) [4, P.39]

From this perspective, the functioning of the
national composer school can be considered
as one component of the process of changing
the cultural model. One of the most developed
methodologies for its study was proposed by
V. Dulat-Aleyev. The basis of his approach is
the category of cultural paradigm (applied by
analogy with T. Kuhn’s «scientific paradigm»:
«By paradigms, I mean recognized scientific
achievements that for a certain time give
the scientific community a model for posing
problems and their solutions» [10, P.11]).
The core of the concept is the Text theory of
national culture, which is understood as «all
facts testifying to the history of national culture
(works of art and their documented context)»,
otherwise «textualized context» [6, P.26].

The text of national culture appears as a
complex phenomenon that includes all aspects
of the functioning of national culture. Musical
art enters into it in the forms of folklore, texts
of confession and profession. Moreover,
one and the same text, which is initially the
result of the activity of the «holder of cultural
competence» [6, P.83], can change the textual
affiliation, canonized as a text of a confession or
a profession and further on as a text of national
culture. Many texts that make up the text of a
culture form its language (in the semiotic sense).
«The concept of the language to be spokeny is
a modal paradigm [6, P.118]. In one historical
and geographical section, several paradigm
modes can exist simultaneously, and if the
dialogue is allowed between them, a situation of

polymodality (polymodal paradigm) develops
[6, P.122].

That is, many non-European cultures found
themselves at a fairly long historical stage in the
conditions of multimodality, as they inevitably
entered (or are included) in the world cultural
space through the evolution of norms developed
by the professional art of the European tradition,
which have the property of universality [7,
P.431-432]. At the same time, European culture,
by virtue of its «larger order» and larger scales
of influence, becomes dominant. The dialogue
of cultures takes place at the level of interaction
between two modes: Eurocentric and «root»
(exogenous and endogenous). The first «is
transmitted through the institutionalization
of education, the second is introduced by the
personality factor» [6, P.128]. At different stages
in the development of the musical art of the
European tradition, these two modes encounter
different directions of the interaction vector. If
the beginning of the period of the multimodal
paradigm is associated with an orientation
towards the incorporation of the forms of the
dominant culture, then its completion is marked
by the actualization of the processes of creating
a new text for the national culture, the transition
to a new modal paradigm.

If the role of the original modal paradigm
was focused on the canons of ethnic tradition,
during the formation and development of
the multimodal paradigm, creative attention
shifted to the norms of European music. The
new modal paradigm in this perspective is
the idea of Eurasianism as a creative concept,
reconciliation of the various poles of the cultural
paradigm and Eurasian intercultural dialogue.

In the context of the periodization of the so-
called New European (V. Dulat-Aleyev) or the
national artofthe European model (V. Nedlina), it
seems appropriate to identify the main vectors of
intercultural interaction through the imposition
of musicological and cultural periodization.
The monomodal paradigm is characteristic of
the musical culture of the pre-Soviet and early
Soviet periods. It is characterized by relative
tightness, expressed in the predominance of the
canons of oral traditions, a kind of «cyclical»
(variant repetition) of the creative process;
focus on conservation, not innovation.
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The bimodal paradigm, established at the
beginning of the Soviet period (until the 1970s),
is characterized by the active development of
the creative norms of the written (European)
tradition through the methods developed in
the 19th -early 20th-century Russian composer
school. A kind of boundary is established
between oral traditions («folklore» in the
Eurocentric meaning of unprofessional art) and
composer creativity, of which academic music
acts as an active beginning in the interaction of
cultural modes.

In the last decade of the Soviet period and the
post-Soviet period (from 1980 to the present),
a gradual understanding of national art on a
global scale, the role and place of Kazakh music
in the modern world cultural palette, leads to the
multiplication of interaction and transformation
of the paradigm into a multimodal (Eurasian)
one. It is characterized by free interaction not
only between cultural modes (for example,
combining traditional and academic musicians
for common creative projects), but also the
involvement of Kazakh art in world processes
(international creative projects).

Conclusion. Various approaches to the
periodization of the musical -culture of
Kazakhstan in the 20th century one way or
another take into account the aspect of the
change of cultural paradigms, as a result of
which the main time boundaries coincide. The
reasons for periodization are the change of
generations of composers (U. Jumakova), the
interaction vectors of the center and periphery
of culture (M. Drozhzhina), intercultural
interaction (V.Nedlina).

In this study, another, broader basis for
periodization is proposed — a change in the
paradigms of culture. The division of the recent
history of Kazakh musical culture is consistent
with the predominance of monomodality (until
the 1920s), bimodality (1920-1970s) and
polymodality (1980-present). The paradigm of
culture acts as a universal foundation and allows
us to combine musical and cultural processes in
different musical and creative forms (traditional
music, composer creativity, mass art), and also
take into account the wide Eurasian context of
Kazakhstani music.
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Mbonenn mapaaurMaHbIH MOJAJbABIKTAPbIHAATbI YpHiCTep /KoHE Ka3aK MY3bIKAaCbIHbIH TAPUXbI

A.P. Paumkynosa
Kasaxcman Pecnyonuxacvinviy MaOenuem oicone cnopm Munucmpiici
(Hyp-Cynman, Kazaxcman)

AnHomayus

3epTTey OCHI YaKbITTBIH OapIbIK Kyp/esi My3bIKAIBIK-MOJCHU MPOIECTepPiH OOBEKTUBTI KOPCETY VIUIH KaXKeT
Gonarein XX FachlpyiaFbl Ka3ak MY3bIKAaChIHBIH TapUXbIH Ke3eHjepre Oenyre apHairaH. KeseHre OemymiH OapIibik
tocinzepi meH(Y. xymakosa, M. Ipoxokuna, B. Hennuna), connaii-ak B.P. [lynar-AseeBriH o/icHamMachl HeTi3iHe
Ke3eHre OenymiH oMOeOanThIK HETi3AepiH i13/1ey JKy3ere achIphUInbl. XX Facelprarbl Ka3akCTaHHBIH MYy3bIKaJBIK,
MOJICHHETIH Ke3eH IepTe OOITyIiH OPTYPIIi TOCIIAEePl MOICHH TTapaIuTMaIap/Ibl aybICTHIPY acTIeKTICiH eCKepe/Ii, COHBIH
caJITapbIHaH HEeTi3r1 yakbITIIA IeKapanap coiikec 0ip-Oipimer keneni. KomnosnTopmap ypriarsiasiy aysicys! (Y. Ixy-
MaKoBa), OPTAJIBIK ITCH MOJICHHUET NMepr(epHsICHIHBIH 63apa ic-KMMbLT BeKTopiaapsl (M. J{posoknHa), MogeHHeTapaiblK
e3apa ic-kuMbL1 (B. HemrHa) kKe3eHIUTIKTIH HET13 PETiHIC KbI3MET aTKapabl.

AranraH 3eprreyne kezeHre Oesy/iH Tarbl Oip, KeH ayKbIMIbI HEri3l — MOJICHHET MapaurMalapblH aybICTHIPY
ycoHbUTFaH. OJ My3BIKQJIBIK MOJICHHETTIH CEMHOTHUKAIBIK TYCIHITIH Oopkaiinbl. Kasak My3bIKambIK MOIEHUETIHIH
Ka3ipri 3aMaH TapuXbIH 0Oy MOHOMOAANBABUTHIKTEIH (1920 >xpirFa meiiiH), 6mMomambasUTBIKTHIH (1920-1970-¢)
JKOHE TONMUMOIaNbABLTBIKTEIH (1980 — Ka3ipri yakpITTa) OachiM OOMybIMEH TYciHAipiiemi. MogeHHET mapaaurma-
CBl oM0Oe0art Heri3 peTiHjue SpeKeT eTe/l KOHE SPTYPJl MYy3bIKANIBIK-IIBIFApPMAIIBIIBIK TYPJIEpACT] (A3CTYpIti My3bl-
Ka, KOMITO3UTOPJIBIK HIBIFAPMAIIBUIBIK, OYKapalblK OHEp) My3bIKaJIbIK-MO/ICHH TpoLecTepAl OipiKkTipyre, coHIani-aK
Ka3aKCTaH/bIK My3bIKaHbIH KEH €ypa3HsIbIK KOHTEKCTIH eCKepyre MyMKIHIIK Oepe/i.

Tyuiin ces0ep: XKa3ak My3bIKaChIHBIH Tapuxbl, KazakcTaHHBIH Ka3ipri 3aMaH MY3bIKACHIHBIH Ke3eHaepre OeiHyi,
MOJICHHUET MapaJUrMachlHbIH aybICYbl, MOJICHHETTIH MOJMMO/IAIIb/IbI TTAPAUTMACh, EypasusuibIk,.

TenaeHUU B MOAAJIBLHOCTH KyJIbTypHOﬁ nmapaaurMbl 1 HCTOPUS Ka3axXcKoi MY3bIKHA

A.P. Paumkynoea
Munucmepcmeo kyaomypul u cnopma Pecnybnuxu Kazaxcman
(Hyp-Cynman, Kasaxcman)

Annomayus
HVccnenoBanue MOCBSIICHO MEPUOAM3ANNN UCTOPUH Ka3aXCKOM My3bIkH B XX Beke, HCOOXOMUMOU i 00bEK-
TUBHOI'O OTPAXKEHMsI BCEX CIOMKHBIX MY3bIKaJIbHO-KYJIBTYPHBIX IPOLECCOB 3TOr0 BpeMeHU. Ha ocHOBe nmeromuxcs
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moaxonoB k nepuoansanun (Y. [bxymakosa, M. JIpoxokuna, B. Hemnmuna), a Takxke metomonoruu B.P. Jlynar-Aneea
OCYIIECTBJIEH MOUCK YHUBEPCAJIBHOTO OCHOBAHHMSA Ul MEPUOAU3AIMU. PaznuuHble TOAXOBI K MEPHOAU3ALUN MY-
3BIKATBHON KyIbTYphl Kazaxcrana B XX Beke, Tak WIM WHAYe, YYUTHIBAIOT ACTIEKT CMEHBI KyIBTYpPHBIX Mapaury,
BCJIEJICTBHE YETO OCHOBHBIC BPEMEHHBIC TPAHUIIBI COBITAAIOT. B KauecTBe OCHOBaHMU ISl IEPUOAM3AIINN BEICTYIIA-
I0T cMeHa ToKosieHnit komno3utopos (Y. J[KymakoBa), BEKTOPbI B3aUMOJICHCTBHS [IEHTPa M MepUPEPHN KYJIBTYPbI
(M. dpoxoxuHa), MeXKYIbTypHOE B3anMozeiicTue (B. Hemmmna).

B naHHOM HMCCIenoBaHUU MPEUIOKEHO emE OMHO, OoJiee MMPOKOES OCHOBAHME JIJIS IIEPHOMU3AIMH — CMCHA T1a-
paaurM KyneTypbl. OHO HpeAnoyaraeT CeMHOTHYECKYI0 TPAKTOBKY MY3BIKAIbHOW KYNIbTyphl. JleneHue HoBeein
HCTOPUH Ka3aXCKOM My3BIKATbHOU KYIBETYPBI cO0Opa3yeTcs ¢ mpeobiaianrmeM MoHoMoAansHoCTH (10 1920-X romoB),
ommonaneHOCTH (1920-1970-¢) 11 monmumonansHoCcTH (1980 — HacTosee Bpemst). [lapagurma KynbTyphl BEICTYTIAET
KaK YHHUBEpCaJIbHOE OCHOBAHME U MO3BOMISIET COSUHUTH BOSAMHO MY3bIKaIbHO-KYJIBTYpPHBIC TPOIECCHI B PA3HBIX MY-
3BIKAJIBHO-TBOPUYECKUX BUAAX (TPAAUIINOHHAS MY3bIKa, KOMIIO3UTOPCKOE TBOPYECTBO, MACCOBOE UCKYCCTBO), a TAKXKE
YYECTb IIMPOKUI €BPa3UNCKUI KOHTEKCT Ka3aXCTAHCKON MY3bIKH.

Kniouesvie cnosa: uctopust ka3axckoi My3bIKH, EPUOU3AIUS COBPEMEHHON My3blki Ka3axcrana, cMeHa mapa-
JIUTM KYIIBTYpBI, TOTMMOJANIbHAS TTapagurMma KyasTypsl, EBpasuiicTBo.

Tlocmynuna 6 pedaxyuro 04.03.2020
FTA MP 14.09.95
b. BEUCEHBAN', [LII BIIDJT

'Mamemamuxa scane mamemamuxaivlk MOOeIbOey UHCIUMYMbl
(Anmamol, Kazaxcman,),
bbeysenbay@bk.ru; https://doi.org/10.51889/2020-2.2077-6861.27

YJIbI I'YJIAMA, JAHBIINITAH BAGAMDI3 9bY HACBIP 9JI-®PAPABU
TAT'BIJIBIMbBI XOM PYXAHMU KAHI'BIPY

Anoamna
Maxkaiara yiiel Fyiama O0yHacelp on-Dapabumiy meHall emipOasabl OasananraH. «IIpHAABIHBIHY) MaFbIHACHI
OCBI YaKbITKA JICHIH JKapbIK KOPTeH HIUKIIONEANS, T.0. COJI CUSIKTBI OYKapaliblK aKmapar Kypainapbiaaa an-Dapadu
Oimimai e3 emiHae emec, meT enae ApadcTanaa anibl JNiHIN KemH/i. bizne oHbIH onail emec exeHmiri, Oimimai o3
eminge, OTbIpapaa anFaHIbIFel gonenaeH . On-dapadu eMip cypreH keszue, con adyipae, Opra Asusna, OTeipapaa
MOJICHUETTIH, FHUTBIM-OUTIMHIH IIAPBIKTAI JTaMBIFaH BIFbI, OHBIH FBUIBIMIIBI CYPONANIBIKTapFa YHPETTI JCTeH apaod-
TapJaH J1a O3bIN KETKeHIri KepiHic TanmkaH. OThIIpap KiTamxaHACHIHBIH OOJIFAHIBIFBI, OHBIH COJ Ke3Je AJeKcaH-
IIpys KiTallXaHAChIHAH J]a aija OOJFaHIBIFBI AlKbIHAATFaH. (KiTalm KOphl, Ma3MYHEHI T.0.). On-Oapabdu 6adaMbI3IbpIH
eMipOasiHbIHA KAaTBICTHI MaTePHAJIAP/IbIH aBTOPJIAphl TOJBIFBIMCH JICPITIK, COFaH KaHFAObLUT KAMTBHUIFAH OO0YBI. OJI-
®apabu 6abaMBI3ABIH My3BIKaFa KaTBICHL, OHBIH CHOCKTEpi TepeH MalbIMIAIbIN, OHBIH Oy canama OipiHmi ycras
eKeHJIITl KepreH-0IreH FyJiama FajabIMaap eHOeTi apKpUIbl HAaKThl KepceTunai. MeaunuHa caiacslHaa 1a 6ac MaMaH
OacIIbl eKeHAITTHIH MOMBIHAIFaH HIBIH/BIK €KEH/IITTH KOPCETTIK.
Tyuin co30ep. pyXaHu >KaHFBIPY; TOJBIK a7aM; JAHbIIIIAH; acKap YJIbl; TaHbIM camnackl; OThIpap KiTarxaHachl;
TYPIK HOCIJII; KaJil; MHUpac; FUOpar-HaMa; TPaKTar.

«PyxaHHu 'kaHFBIPY» JIET€HIMI3, )KaH AYHUEH] XaHW JKaHFbIPYy» UJIesIChl JAaHblmunad Abail

Tazapry JereH ce3. TazapTy FaHa €MeC, OHBI
acplll J1a JaHa YITTBIK KYHJbUIBIKTApMEH
TOJIBIKTBIPY, COHJa 013 yibl AOaii aWTKaH
«TonpIK amam» KanmbiHa Kenewmis. SIFHU, «py-

araMbI3JIbIH JJAHAJIBIK I19JICAaNachbiIMeH YHICCIIL,
cabaKTachlI *aTelp eKkeH. by Oepi »karbl FaHa.
Con apslpak Oapap OoJcak, pyXxaHU >KaHFBIPY
OactaypiHIa yiabl 0abambi3 OO0y Hacelp oi-
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