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SEMIOTICS OF KYRGYZ MUSIC

CEMUWOTHKA KBIPTbI3CKON MY3bIKH

Annomauusncel: Maxana keipebiz My3bIKACHIH CEMUOTMUKATBIK OHYymMmMoH uzundeum. Kvipeviz my3vl-
KacvlHa 6epbandyy dlcana Hesepoandyy beneunepu 6ap mamaan IUHe6UCHUKATBIK HCAHA CEMUOTMUKATILIK
cucmemacyl MyHo30yy. Bepbandyy beneu aniumepayus, acconanc, mema@opa, anapopa, CUuHmakcucmux
nappanendyy KOHCmpyKyust CoISIKIYy CIUIUCMUKATbIK Kapaxcammapoan mypam. Heeepbandyy beneu
NapanTUHe8UCTHUKATILIK, CUMBOIUKATBIK JHCAHA NPOCOOUKATBIK CUSHATOAPOAH Mypam.

Kvipewi3 vipnapul s#cakbliKbl HCAHA ATLICKbL bIKMA MEHEH CYHywmanam. JJUcKypCemyH Hesuszeu Kamvludy-
yuynapel 60ayn, yeyyuy, amkapyyudy scana 0bonuy scenmernem. Koipewis vipnapinvin makcamol- y2yyuyea
O0OOHUYHYH He2u32U OI0H JHCEMKUPYY, OUCKYPCHYH TUHSBUCUKATLIK-CEMUOMUKATLIK KAPAANCAMMADbIH
man000. OOOHUYHYH OUNOPY OUPUHYUOEH YEYYUYHVH COYUANObIK aADANbIHA JHCaHa OAATYYIYK OpueHma-
yusicvlna bacvimmanean. Keipewiz vipnapel yiymmyk dicana carimmulk 6aanyyiykmapobl KOHKDEmmyy
00pazoap aprviiyy, Hauloocy Heana OyUHO MAaHbIMbL APKBLIYY 4a2blI0bIPbLIAM.

Hezuszeu co300p: cemMuomuxa, Kamvliuyyuyiap, My3vikaioyy, cyiyy, Kaaoa- carimmuli 6aanyyuyey,
24CAULO00 bIH2AlibL, OYUHOHY 0300UINYPYY.

Annomayua: Cmamovs noceéaujeHa aHamu3y Kolpebl3CKoU My3biKU ¢ CeMUOMUYECKOU MOYKU 3PEHUSL.
Kbvipevizckue necru xapaxmepu3yiomcst C10M#CHOU TUH2B0-CeEMUOMUYECKOLL CUCTNEMOU, KOMOopas 8Kiouaem
8 cebs sepOanbHbLE (CMUTUCMUYecKue npuemsl, maxue Kax aiumepayus, pugma, memaghopa, anagopa,
cunmaxcuyeckue napaiienvhblie KOHCMpyKyuu 1 m.o.) u HegepbaibHble 3HAKU (NapanUHe8UCUYECKUE,
CUMBOIUYECKUE U 386VKOBblE CUSHAIIbL).

Kvipevickyio nectio Moxicho npedcmagums 08yMsi CHOCOOAMU: 8 NPSAMBIM U OUCHAHIMHBIM CHOCOOOM.
OcHOBHBIMU YUACMHUKAMU NECEHHO20 OUCKYPCA AGIAIOMCA CyUamenb, UCHOTHUMENb U A8MOp NECHU.
Llenvio Kblpebl3cKUX NeceH ABNAeMCs OKA3aHUe GIUAHUA HA CLyuamens, nepeoaya Ciyuamento HamepeHul
agmopa, Komopoe mpedyem 8b160pa IUH2B0-CEMUOMULECKUX cpedcms ouckypca. Hamepenus agmopa, 6
C8010 04epedb, HanpasieHsl Ha CO30AHUE COYUANbHBIX NOZUYUL U YEHHOCTHBIX OPUEHMAYUL CLYUWamell.
Kbvipevizckue nechu ompasicaiom HayuoHAIbHble U MPAOUYUOHHbBIE YEeHHOCMU Yepe3 KOHKpemHble 00pa3bl,
00pA3 HCUZHU U CAMOOBIMHOCIU MUPOBOCTIPUSIINUSL.

Kntouesvie cnosa: cemuomuxa, ycmHole U He8epOAlbHble NPUSHAKY, YYACMHUKU, MY3bIKAIbHBLU,
1106086, HAYUOHAbHBIE U MPAOUYUOHHbBLE YEHHOCMU, KOHKPemHMble 00pasbl, 00pa3s HCU3HU, 0CApUaAmMUe
mupa.

Abstract: The paper analyses the Kyrgyz music from the semiotic perspective. Kyrgyz songs are
characterized by their complex linguistic and semiotic system which includes verbal and non-verbal signs.
Verbal signs include various stylistic devices such as alliteration, assonance, metaphor, anaphors, syntactic

parallel constructions, etc. Non-verbal signs include paralinguistic, symbolic and prosodic signals.

A Kyrgyz song can be presented in two ways: face-to-face and distant ways. The major participants
of song discourse are listener, performer and author of the song. The aim of Kyrgyz song is to make an
influence on the listener, to transfer the authors intention to the listener which demands the choice of
linguistic and semiotic means of discourse. The author s intentions, in its turn, are aimed at establishing
social positions and valued orientation of the listener. Kyrgyz songs reflect national and traditional values
through specific images, lifestyle and originality of the world perception

Key words: semiotics, verbal and non-verbal signs, participants, musical love, national and traditional
values, specific images, lifestyle, world perception.

Musical semiotics is quickly establishing itself importance of this field of investigation concerning
in the 21st century as an independent discipline, itself both with theory and analysis can be explained
along with historical musicology. The growing in the light of different developments. The changing
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of our musical understanding plays an important
role. Since music became a product of technical
reproduction, pieces of different historical periods
are more readily accessible to us as listeners, and the
musical experience of the past is continuously being
recreated by new interpretations, which update the
“meaning” of individual works and musical styles.

I can’t but mention the Finnish musicologist,
Eero Tarasti (Tarasti 2002: v), whose contribution
to musical semiotics is vivid and great. He was the
first to give the definition of musical semiotics in
the preface to the book Signs of Music: A Guide to
Musical Semiotics. The book contains a commentated
history of musical semiotics, an overview of new
topics and areas of semiotic research being carried
out by Tarasti himself and other authors, as well as
some practical applications. By reading this book,
one follows the process of emergence, development
and diversification of a new discourse about music
as a sign and as a communicative practice. The
book consists of three parts. In the three chapters
of the first part — “Music as a Sign” — Tarasti
presents the foundations and perspectives of musical
semiotics. It begins with two important references,
the linguistics of the Swiss Ferdinand de Saussure
(1857-1913) and the philosophy of the American
Charles S. Peirce (1839-1914). Saussure developed
a theory of language as a sign system whereby signs
are to be understood as the relationship between
signifier (sound) and signified (sense). In the
phenomenology of Peirce, the sign is designated
as a representamen which stands in relation to both
an object and an interpretant. According to Peirce,
signs can represent everything that we perceive and
imagine. Linguistics and structuralism shaped by
the linguistics and semiotics of Peirce dominated
the first steps of the research on music and signs in
Europe and North America, which are commented
upon in the first chapter. Lithuanian linguist A. J.
Greimas (1917-1992) at the beginning strongly
influenced Tarasti’s musical semiotics. An interesting
part of this chapter concerns the question of the
understanding / misunderstanding of musical signs.
Tarasti postulates fourteen theses about processes of
musical understanding in order to clarify the manifest
relation between music and sign. In the second
chapter, Tarasti analyzes the development of music
from the Renaissance to contemporary music from
a semiotic perspective. The music of the Classical
and Romantic eras receives special attention here,
as is also the case in Tarasti’s Theory of Musical

Semiotics. Most examples come from the music
of Beethoven, Wagner, Chopin, Mabhler, Scriabin,
Schumann, Berlioz, and other Romantic composers
— and of course, also from the works of Sibelius,
the most well-known Finnish composer. Tarasti also
shows how semiotic approaches are to be found in
the thinking of traditional music scholars like the
Austrian Heinrich Schenker (1868-1935), the Swiss
Ermnst Kurth (1886-1946), the German Hugo Riemann
(1849-1919) and the Russian Boris V. Asafiev (1884-
1948). He outlines the connections between historical
musicology and semiotics and shows clearly how and
why the question of musical meaning became so
important. Finally, the chapter presents an historical
overview of the current tendencies and issues of
musical semiotics in the world, including references
to authors and recent publications. After presenting
the main lines and perspectives of the research field
musical semiotics in the first part of Signs of Music,
Eero Tarasti elaborates on some topics of his own
semiotic thinking in the second and third parts.
In the second part, he raises and analyses some
aesthetic questions from a semiotic point of view.
The semiotic investigations move through a subtle
network of conceptions and references to classic
authors of musicology, philosophers or artists. Tarasti
is convincing not only through the connections he
makes between different approaches and scientific
domains, but also through the commentated examples
from the music of Beethoven, Sibelius, Chopin,
Strauss, Wagner, Mozart, Webern, Stravinsky, etc.
But musical semiotics does not deal exclusively
with aesthetic subjects and analysis of works from
the past. The third part of the book treats aspects
of musical and social practice. An entire chapter
is dedicated to the voice, dealing with subjects
including the meaning of the individual voice as a
sign of existence, the function of orality in music,
singing as social and national identity, and the voice
in relationship to genre and education.

As it was mentioned semiotics of music in
general, and semiotics of Kyrgyz music in particular,
is very topical today. Kyrgyz songs are characterized
by their complicated linguo-semiotic system that
includes verbal and non-verbal signs.

Verbal signs include various stylistic devices
such as alliteration, assonance, metaphor, anaphors,
syntactic parallel constructions, etc.

Non-verbal signs include paralinguistic,
symbolic, toponymy, color and audio signs, etc.
Paralinguistic signs include mimes, gestures. They
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can be divided into phatic, appealing, signs for
attracting audience’s attention, greeting, warm-up
setting, thanking, hit-set, roll-call/ singing along,
saying goodbye, etc. Toponymic signals include
names of clubs, stadiums or any other places where
concerts take place: Philharmony named after
Satylganov, Sports Palace named after Kojomkul,
Ala Too Club, etc. Color signals include various
floodlight projectors, footlights, different colors that
also some semiotic meaning depending on the songs.
As for symbolic signs, they may include national
clothes, dress-up, threads, togs, trags, rags, thugs. If
it is a popular modern song representing teenagers’
lifestyle, then there may be jeans jacket, jeans,
T-shirt, sneakers, leather bicker jacket, waistcoat,
pants, mittens, loose long hair or tail.

Kyrgyz song can be presented in two ways:
face-to-face and distant ways. The major participants
of song discourse are listener, performer and author
of the song. The aim of Kyrgyz songs is to make
an influence on the listener, to transfer the author’s
intention to the listener which demands choosing
linguo-semiotic means of discourse. Author’s
intentions, in its turn, are aimed at establishing
social positions and valued orientation of the listener.
Kyrgyz songs reflect national and traditional values
through specific images, lifestyle and originality of
world perception.

Below there is a Kyrgyz national song and it’s
semiotic analysis. I will not provide non-verbal
signals of the song that are constituents of linguo-
semiotic system. The focus will be made on verbal
signs in the song.

AJaThIHYBI KyHY KeunHae Composer:
R.Abddykadirov.

An mezeun menun scumoe,

Anu 0a conymu cesumee.

Ap oativim Kymyn 6apuymyH,

Anmuinuvl KyHy Keyunoe.

Cyiiyy omy scanca ke3yHOe,

Cyuynyy mypuy 63ymoo.

Cabaxman dbouion culpoauimoix,

Anmuinuvl KyHy Keyunoe.

Yvipoawnaii xeaun weyumee,

Yvieapbatii colpovl 34 Kumee.

Ammecmam anovin co3 bepoun,

AHnoa oa Anmvinusbl KyHy Kewunoe.

Opmenen bapcam dbewumoe,
Ox3amen Oymron mezaunoe.
Awwikna 0eoun, mot borom,
Anoa 0a AnmulHubl KYHY KeduHoe.

This is an old Kyrgyz song. It is a nostalgic
song about school years. The boy fell in love
with the classmate and he was recalling every
detail in their school years starting from their
junior classes till the years of their leaving school
and up to their marriage life. When they were
schoolchildren they used to meet each other on
Saturday evenings. This was really pure, innocent,
virgin love. Unforgettable days that was very dear
for both of them!

In order to show that atmosphere, their feelings,
pure love, the author of the song used a number of
stylistic devices.

The repetition of the phrase Aimwinust KyHy xe-
yunoe (on Saturday evening) shows how both of them
looked forwarding to this day, and how this event was
important for them. The song is rich in alliteration
“m”, “k”, “4”, “0”, “m”, assonance “®@”, “y”, “e”,
etc. that have some semiotic meaning. The author of
the song used a number of metaphors to show his
feelings, his love: Cyiiyy omy orcanca xo3yrnoe, etc.
By using the phrase Ammecmam anowin co3 bepoun,
Anoa 0a Anmwinusl KyHy keuurde, the author wanted
to underline that they finally left school and became
adult and can be together in terms of getting married.
I can’t but mention poetic meter and rhyme used in
the song. The author used trochee and tail rhyme in
the song.

To summarize, I wanted to say that currently
Kyrgyz musical semiotics is being studied. And I
do believe that it’s study will contribute to the study
of semiotics in Kyrgyz language in particular, and
in Kyrgyz culture, literature, philosophy, etc. on the
whole.
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