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“ADASKAN OMIR” BY S. TORAIGHYROV IN T. MYNBAEV’S
VOCAL CYCLE: THE SEMANTICS OF TEMPORALITY

Abstract. The symbolism of time finds a multifaceted reflection in musical art, as it covers various levels of
a work’s structure and content. Due to its unique nature, the vocal cycle provides the composer with exceptional
opportunities to reveal not only the dynamics of time but also the full richness of imagery and expressive means
of musical language, which allows creating a cohesive and profound artistic impression. All of this, combined
with Timur Mynbayev’s (1943-2011) vivid compositional individuality, is embodied in his vocal cycle “Life
in Delusions”, based on the eponymous poem by Sultanmakhmut Toraighyrov (189301920). The aim of this
study was to identify the features of temporal representation at different levels within the vocal cycle. Special
attention is given to the musical means of expression through which the composer reveals the poet’s complex
and contradictory attitude toward time, his desire to capture the moment while simultaneously acknowledging
its relentless passage. The insufficient study of the phenomenon of time symbolism as a structural element in
the musical texts of chamber-vocal cycles within the Kazakh composer school makes this research particularly
relevant. Among the diverse research methods employed, the primary ones for this study included analytical,
historical-cultural, semiotic, intonational, and comparative approaches. One of the most significant findings of
this research is the identification of a close connection between the spatiotemporal categories of the cycle and
the fundamental elements of the chronotope in nomadic culture. The implementation of a multi-level system
of musical-expressive means used by the composer to represent time, including metric, structural, and timbral
techniques, establishes a link between the cycle’s musical language and the cultural context in which it was
created. The harmonious interaction of music and poetry brought the interpretation of time symbolism to a new
level.

Keywords: Time, S. Toraighyrov, symbolism, vocal cycle, T. Mynbaev.
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T. MBIHBAEBTBIH BOKAJIIbI IUKJIAET'T C. TOPAMFBIPOBTBIH,
«AJACKAH OMIP» LIBIFAPMACBI:
TEMIIEPAJIIBI CEMAHTUKACHI

Anoamna. Y akbIT CHMBOJIMKACHI My3bIKaJIBIK OHEPIE KOII KBIPIIBI KopiHic Taba sl cedebi 011 mIbIFapMaHbIH
Ma3MYH/IBIK KYPBUIBIMBIHBIH OPTYPIIi IeHreiIepin KaMTH bl JKaHp peTiHIeri BOKaJIbIK UK 63iHiH Oipereit
TaOWFATBIHBIH ApKACHIHAAa KOMIO3UTOPFAa YaKBIT JMHAMUKACBIH FaHA €MeC, COHBIMEH Karap My3BIKaJIBIK
TUTIH OefHeNi MaJuTpackl MEH MaHepIIl KypalIaphlH allyFa epeKile MyMKiHAikTep Oepeni, Oyl TyTac xoHe
TepeH KOPKeMIIK acep KalAblpyFa MYMKIiHAIK Tyasipaasl. OckiHbIH OapnbirbiH, Tumyp MbiHOaeB (1943-
2011), e3iHiH XapKbIH KOMIIO3UTOPJIBIK AapaibiFbiMeH Koca, Cynranmaxmyt TopaitrsipoBTeiH (1893-1920)
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aTTac mosMachl OOMBIHIIA JKa3bUIFaH “OMip erectepi” BOKAIABIK HUKIIIH/E JKY3ere achIp/bl. BOKaIABIK IUKIT
ayKbIMBIH/IA OPTYPJIi JCHIeHAeri yakbITIIA aHBIKTaMAaIap/ibl iCKe achbIpy epPEeKIIEeNIKTePiH aHbIKTay aTaJIMbIII
3epTTey JKYMBICHIHBIH MaKCaTbl OOJBIN TaOblIa/bl. AKBIHHBIH yaKbITKa JAETeH KypJeii jKoHe Kapama-Kaiflibl
KaTbIHACBIH KOPCETETiH, JIe3IiK COTTi OeKiTyre jkoHe Oip yaKbITTa OHBIH TOKTAyChI3 KO3FAJIBICHIH TYCIHYTe
YMTBUIFaH MY3bIKaJbIK OciiHeNney KypaijapblHa epeKiie Ha3ap ayAapbulbl. 3epTTey SAiCTepiHiH KOnTiriHae
OCBI JKYMBIC YIIIH aHAJIUTHKAJbIK, TAPUXU-MOJCHH, CEMHOTHKAJbIK, HHTOHALMSIIBIK JKOHE CalbICThIPMAJIbI
onicrep Herisri 6osbin TaObuTaabl. [{UKIAIH KeHICTIKTIK-YaKbITTBIK KaTerOpPHUsIIapbl MEH KOIIIIeNi MOACHHET
XPOHOTOIBIHBIH 0a3aibIK 3JIEMEHTTEpPi apachbIHAAFbI THIFbI3 OAiIaHBICTHIH JOJENIEMEC] JKy3ere achlpbUIFaH
FBUTBIMH 13/ICHICTEPAIH €H MaHbI3bl HOTHKeIepiHiH 6ipi 6obIn caHaTybl MyMKiH. KOMIO3HTOPBIH YaKbITThI
KepceTy YIIiH NaiilaJaHblIaThIH KOl JICHI eIl CHMBOJIIBIK Kypasliap sKYHEeCiHiH, OHBIH iIIiHIe METPHKAIIBIK,
KYPBUIBIM/IBIK KOHE TeMOPIIK TOCUIIep/IiH KOpiHici HMKIIIH My3bIKAJIBIK TiTi MEH OJ JKacaJlFaH MOJICHU
KOHTEKCT apachlH/arbl OaiilaHbICKa Hazap ayapasibsl. My3blka MEH CO3/IiH e3apa YillieciMIi 9peKeTTecyi yaKbIT
CHMBOJIMKACBIH TYCIHIIPYAI *&aHa JeHreire ketepai. KazakcTaHbIK KOMIO3UTOPIIBIK MEKTENTIH KaMepaJIbIK-
BOKaJIJIBIK IUKIIACPIH/IeT] My3bIKaIbIK MOTIHHIH KYPBUIBIM/IBIK 3JIEMEHTI PETiHE OChI KYOBUIBICTHIH )KETKITIKCI3
3epTTeiyi aHHOTalUsAIaHFaH MAaKaJIaHbIH MOHI MEH MaHBI3/IbUIBIFBIH ©3CKTCHAIPEII.
Tyitin co30ep: Yaxpit, C. TopaltFbIpoB, cCHMBOINKA, BOKAIABIK LUK, T. MbIHOaEB.
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«AITJACKAH OMIP» C. TOPAUT'BIPOBA B BOKAJIbHOM IIUKJIE
T. MBIHBAEBA: CEMAHTUKA TEMIIOPAJIBHOCTH

Annomayusn. CUMBOIMKAa BPEMEHM HAXOMUT MHOTOIPAaHHOE OTPakK€HHE B MY3BIKAJIBHOM HCKYCCTBE,
MOCKOJIBKY OXBATBIBAET Pa3HbIE YPOBHHU CTPYKTYPBI COZIEp KaHUs Tpou3BeaAeH s. brarogaps cBoei yHuKambHON
MIPUPOAIE BOKANBHBIM LUKI KaK KaHpP MPEJOCTaBIAeT KOMIO3UTOPY HCKIIOUHTENbHbIE BO3MOXKHOCTH JUIS
PACKpPBITHUSI HE TOJIBKO IMHAMUKY BPEMEHH, HO U 00Pa3HOM MaIUTPBI U BHIPA3UTEIBHBIX CPEACTB MY3bIKATbHOTO
A3bIKa, YTO MO3BOJISIET MPOM3BECTH IETbHOE M ITyOOKOe XydOoXKeCTBEHHOE BIevatnaeHne. Bee 3To Hapsty c
APKOM KOMITO3UTOPCKOM MHIUBHIyanbHOCThI0 Tumyp MpiH6aeB (1943-2011) BOIIOTHII B BOKaJIBHOM IMKJIE
«OKu3Hp B 3a00yXICHUSAX», HAMCAHHOM IO ofHoMMeHHOW mosme Cynranmaxmyta TopaiirsipoBa (1893-
1920). BoisiBnenne 0coOEHHOCTEH BOIUIOIICHNST BPEMEHHBIX Je(UHHUINIA Ha Pa3HbIX YPOBHIX B MaciiTabax
BOKAJILHOTO IIMKJIa U30pPaHO IEIbI0 NPEANPUHIATON HCClIen0BaTeNbckol paboTel. Oco00e BHUMAHHUE YACICHO
MY3bIKaJIbHBIM CPEJCTBAM BBIPA3HTEIBHOCTH, C MOMOIIBIO KOTOPBIX OTPAXKEHO CIOXKHOE M MPOTHBOPEUNBOE
OTHOILIEHHE IM03Ta KO BPEMEHHM, CTPEMHUBILETOCS 3aredaTyieTh MTHOBEHHE M OJHOBPEMEHHO OCO3HATh €r0
HEyMONMMOE JBW)KeHHE. B MHOrooOpasum ncciaenoBaTenbCKUX METOJ0B; A JaHHOI pabOThl OCHOBHBIMU
MpeICTaId aHAIUTUYECKUH, UCTOPUKO-KYJIBTYpPHBIN, CEMUOTHMUECKNH, UHTOHALMOHHBIM U KOMIapaTUBHBIH.
IoaTBepskieHnEe TECHOW CBSI3M MEXIy MPOCTPAHCTBEHHO-BPEMEHHBIMU KAaTETOPHAMH LUKJIA M 0a30BBIMU
3MeMEHTaM1 XPOHOTOMA HOMAMIECKOH KyIbTyphl MOXKHO CUUTATh OJHUM U3 HanOoJIee 3HAYNMbIX Pe3yIbTaToB
OCYIIECTBICHHBIX HAyYHBIX M3BICKaHHH. BorutonieHne MHOroypoBHEBOH CHCTEMBI CHMBOINYECKUX CPEJICTB,
HCTIONB3yeMbIX KOMIIO3UTOPOM JUIsl PENpEe3eHTAllMd BPEMEHHU, BKIIOUash METPUYECKHE, CTPYKTYPHBIE U
TeMOpOBbIE MPHEMBbI, (POKYCHPYET BHUMAHUE HA CBA3H MEXIY MY3bIKAJIbHBIM SI3bIKOM LIMKJIA U KYJIBTYPHBIM
KOHTEKCTOM, B I'PaHHUIIaX KOTOPOTo OH ObLI co3/1aH. 'apMOHHMUHOE B3aMMOJIEHCTBHUE MY3BIKH U CIIOBA BBIBEIIO
TPAKTOBKY CHMBOJIMKM BPEMEHH HAa HOBBIH ypoBeHb. HenocrarouHass M3y4eHHOCTh 3TOro ()eHOMeHa Kak
CTPYKTYpOOOPa3yIoILIero 37IeMEHTa My3BIKaIbHOTO TEKCTa B KaMEPHO-BOKAIBbHBIX IMKIAX Ka3aXCTaHCKON
KOMITO3UTOPCKOM IITKOJIBI aKTyaln3UpPYET CMBICT U 3HAUEHUE aHHOTHPYEMOH CTaTbu.

Knroueswie cnosa: Bpems, C. TopalirbIpoB, CHMBOJIHKA, BOKJIBHBIN IUKIT, T. MbpIHOAEB.
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1. Introduction

Timur Mynbayev represents a unique phenomenon in the musical culture of Kazakhstan.
His multifaceted personality and creative legacy remain in demand among performers and
researchers to this day. This phenomenon lies in his successful integration of compositional
and conducting talents, which has led to his significant contributions across various fields.

Mynbayev’s compositional work is characterized by profound philosophical content
and engagement with timeless themes, which determines its relevance in contemporary
sociocultural discourse. His works demonstrate an organic synthesis of national traditions and
modern compositional techniques, reflecting a desire to create a musical language capable of
expressing personal spiritual quests and the complex processes unfolding in society.

His interpretive skill as a conductor earned him international recognition. Distinctive
features of his performance style included meticulous nuance, scrupulous attention to the
composer’s intent, and deep insight into the essence of a work.

His years of conducting practice also led to significant educational contributions.
Over the course of his performances and orchestral recordings for radio and television, he
performed a vast repertoire of Western European classical music and contemporary Soviet
works (by E. Denisov, S. Gubaidulina, V. Artemov, S. Slonimsky, A. Schnittke, among
others). However, his most valuable role was in promoting Kazakhstani music: works
by G. Zhubanova, K. Kuzhamyarov, and others were regularly featured in Mynbayev’s
conducting repertoire (Batagova, 2021: 16).

Timur Mynbayev’s individuality has long been a subject of particular interest in
scholarly research. The results of his pedagogical and professional activities continue to
resonate today, as the true scale of his legacy has become increasingly evident over time.

Several studies and articles have been dedicated to Mynbayev’s conducting mastery.
One notable work is the master’s thesis “The Creative Work of Conductor Timur
Mynbayev” and a corresponding article by B.Khalmuratov, which covers all aspects of this
field. The researcher’s interest was evident as early as 2021, focusing on conducting. While
Khalmuratov’s work echoes formulations from Russian scholars, his approach is distinct,
emphasizing concert programs and concluding with Mynbayev’s major contributions to
promoting Kazakhstani art on the global stage (Al’peisova G., Halmuratov B., 2022).

Various articles by Russian musicologists were published in honor of the composer’s
anniversaries, including works by T.E. Batagova, Doctor of Art History and professor at the
Moscow State Institute of Culture, and G.Devdariani, instructor at the Rimsky-Korsakov
Saint Petersburg State Conservatory. Batagova’s article provides a comprehensive
assessment of Mynbayev’s creative work, outlining the periods of his oeuvre and
highlighting his aesthetic views and artistic persona. In addition, the researcher offers a
brief overview of his compositional legacy (Batagova, 2018).

Devdariani’s article, dedicated to the 80th anniversary of Mynbayev’s birth, focuses
on his extensive conducting career, providing detailed biographical data supplemented by
photographs from his family archive. As a result, his creative legacy is presented in broad
strokes, in accordance with the genre of the study (Devdariani, 2023).

However, Mynbayev’s compositional work has been examined somewhat one-sidedly.
Most research focuses on his ballet “Frescoes”, with separate studies by A.Abdinurov
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(Abdinurov, 2016), M.Amze, and B.Khalmuratov on his symphonic kiiys (traditional
Kazakh instrumental pieces).

The composer’s chamber-instrumental works have also been studied, in particular, M.
Sepp analyzes performance interpretation in Mynbayev’s Sonata for Piano and Timpani,
where he provides a detailed performance and interpretive analysis while highlighting the
distinctive features of Mynbayev’s compositional style and musical language (Sepp, 2021).

Few studies have been dedicated to Mynbayev’s vocal works. One notable exception
is the diploma thesis by Kh.Mizinbaeva, where the vocal cycle “Life in Delusions” based
on the poems of Sultanmakhmut Toraighyrov is considered from the perspective of
compositional dramaturgy (Mizinbaeva, 1998).

2. Research methods and materials

2.1 Research methods

A multifaceted approach, integrating several interconnected methodologies, was
employed in the investigation of the symbolism of time within Timur Mynbayev’s vocal
cycle. Analytical rigor was central, involving meticulous scrutiny of the melodic, harmonic,
rhythmic, form, and textural features of the musical text. The historical-cultural method
facilitated the contextualization of the vocal cycle within the era and the biographies of its
creators, as well as enabling an exploration of traditional concepts of time within Kazakh
culture. The semiotic method was implemented to identify and interpret musical symbols
associated with the representation of time, while the intonational method was used to
analyze expressive means conveying attitudes towards time.

2.2 Material description

This study attempts to explore the symbolism of time, its various manifestations in
musical culture, and its unique realization in Mynbayev’s vocal cycle “Life in Delusions”.

In art, time is not merely a linear sequence but a profound symbol filled with
philosophical, religious, and ethical meanings. From cyclical perceptions in ancient
mythologies to linear time in Christianity, artistic representations of time have evolved,
reflecting cultural and intellectual shifts. Each era has symbolized time through different
images — from gods and allegorical figures to biblical narratives and humanistic ideals —
demonstrating humanity’s enduring quest to comprehend and capture its elusive nature.
Furthermore, many researchers have noted the significant influence of cyclicality on the
linear unfolding of time. In particular, Danijela Kulezi¢-Wilson asserts: «The exposure
to music and philosophy of different, particularly Eastern cultures, in combination with
the development of recording technology, brought a strong influence of non-linearity to
Western music» (Kulezi¢-Wilson, 2008: 262).

In Kazakh culture, perceptions of time are associated with nomadic traditions and
lifestyles, which are deeply connected to nature and seasonal cycles. As a result, nomads
perceive time as a cyclical phenomenon, with endlessly repeating segments that generate
infinity. Furthermore, religious beliefs have played a significant role in shaping the sense
of time’s passage. Cyclicality, or more precisely, the symbol of the circle, is invariably tied
to shamanistic rituals, exemplified by the word “aynalayyn”, which carries sacred meaning
and metaphorically symbolizes spinning as protection against illness and the evil eye.
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In musical art, the multidimensional aspects of time manifest in various forms: at the
level of figurative-emotional and philosophical-psychological content, permeating the
structure of the composition at all levels and thereby influencing the work’s imagery.

3. Discussion

Timur Mynbayev is a composer and conductor who embodied a bicultural heritage. As a
son of the Kazakh people, he received a traditional European education at one of the finest
music institutions — the Rimsky-Korsakov Leningrad Conservatory. This confirms the
notion that “Kazakh traditional culture became possible due to the predisposition of both
systems to interpenetrate on the basis of common musical principles, as well as recognition
and openness to various forms of musical expression” (Nusupova, 2024: 109).

Mynbayev composed his major works within a single decade — the 1980s — due to his
intensive conducting career, which demanded his full creative energy. Serving as chief
conductor for various orchestras in Leningrad and Moscow, collaborating with philharmonic
societies in Yekaterinburg, Yaroslavl, and Samara, and touring extensively across Europe
and Asia, Timur Karimovich actively promoted his country’s musical culture, including
works by Kazakhstani composers in the repertoire.

Mynbayev’s conducting was highly regarded in musical circles by both ensembles
and composers. Warm recollections from Vyacheslav Artemov, Edison Denisov,
Andrei Volkonsky, and others attest to his professionalism, sensitivity to nuance, and
precise interpretation of compositional intent. Sofia Gubaidulina remarked: “His clear,
dynamic gestures, natural plasticity, vivid artistry, and powerful temperament captivate
immediately... A subtle and profound interpreter with a broad stylistic range, Mynbayev
possesses a unique ability to penetrate the very essence of a score, invariably revealing to
the audience the mystery of the musical universe. This makes conductor Timur Mynbayev
one of the outstanding representatives of the new wave of modern conductors, under whose
baton any orchestra sounds precisely as it should” (Devdariani, 2023: 24).

A versatile artist, Timur Mynbayev was proficient in violin and piano, and graduated
from the Leningrad Conservatory with degrees in both choral conducting and composition.
Thus, vocal music was particularly close to him, the composer intuitively understood the
nuances of vocal parts from within.

The vocal cycle “Life in Delusions” is based on the poem “Adasqan omir” by the
outstanding Kazakh poet, philosopher, and publicist Sultanmakhmut Toraighyrov, translated
by Alexander Zhovtis.

The poet’s brief life (1893-1920) coincided with the turbulent revolutionary years,
marked by the overthrow of state power and the transformation of Kazakh society’s way of
life. Centuries-old traditions clashed with the harsh realities of Soviet rule’s establishment.
Sultanmakhmut Toraighyrov is considered part of a generation of poets bridging the 19th
and 20th centuries, reflecting both the traditions of Kazakh zhirau (epic poets) and akyns
(improvisational poets) and new trends tied to enlightenment and globalization. Toraighyrov
saw himself as a follower of the progressive ideas of the great Abai Kunanbayev.

From his earliest verses, written as both witness and participant in these events, the
poet explored profound philosophical themes about the meaning of life, humanity’s place
within it, and the poet’s role and significance in society. His works often carried a socially
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critical tone. Murat Auezov writes of Toraighyrov’s work: “From the very beginning, his
poetry has been permeated with ideas of humanism, the enlightenment of his people, and
the restructuring of social conditions on just foundations” (Auezov, 1989:3).

Toraighyrov authored several poems, most of which were written in the last decade of
his life. Each of the poems explores a specific theme: the hardships of the poor (“Kedey”)
and the plight of women (“Kamar Sulu”). Yet his work also features recurring motifs, one
of which — the finitude of human life contrasted with natures and the cosmos’ infinite time
— forms the core of “Adasqgan omir”.

The poem holds a central place in Toraighyrov’s oeuvre, as it combines the Kazakh
people’s mythopoetic notions of the soul’s immortality, time’s cyclicality, and cosmogonic
concepts of eternal existence. Murat Auezov notes: “The attempt to comprehend the
individual’s place within the grand cosmic scales of space and time is a phenomenon without
parallel in earlier Kazakh poetry. Toraighyrov’s lyrical protagonist perceives himself as a
particle of eternal, indestructible, fiery matter” (Auezov, 1989:4).

The theme of the cosmos plays a crucial role in Toraighyrov’s work, since the poet
identified with the sun, just as the celestial body brings light and warmth to people, the poet
must also illuminate and enlighten the people’s path through his art.

I would rise as the sun over the earth,
[lluminating my native land!

How can I fight the darkness?

If I fail to shine?!

May the blazing radiance of my rays
Warm the hearts of the people.

The poem “Life in Delusions” is a plotless lyrical work of moral and philosophical
nature, depicting the stages of human life. As the protagonist matures, he is faced with
the necessity of choosing a path, gradually realizing that the highest virtue lies in selfless
service to his people, aimed at achieving truth and justice.

The work unfolds as an expanded monologue in which the hero expresses his thoughts
and feelings in relation to life, death, social order, and the reality surrounding him.

The poem concludes with a philosophical reflection on the existence of life after death,
articulated in the epilogue:

Or, as the word of Mahomet foretold,
Is another fate destined for me?

To live among beautiful houris

In eternal joy, in paradise?

It should be noted that this is a rather liberal translation by A.Zhovtis — the original text
does not mention the Prophet Muhammad: «If the words of the religions prove true, / Will
houris walk, hearts brimming with youth, / Finding life that neither ages nor dies, / Will
unending happiness be my eternal prize?» (Toraighyrov, 1944).
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The poem’s imagery aligns with the postulates of existentialist philosophers, who
explore the idea that humans are inherently endowed with three traits: freedom, solitude,
and the finitude of existence. As Kevin Aho notes in their work on existential philosophy,
these postulates were articulated by Kierkegaard in his writings: «... humans are both finite
and infinite, temporal and eternal, determined and free. What defines our identity as selves
is the concrete way, we relate ourselves to this tension» (Aho, 2023: 4).

The composer initially conceived the work as a requiem, as evidenced in the 1978
manuscript. The choice of a Catholic funeral mass is highly symbolic, as it allowed
Mynbayev to reflect the profound philosophical depth of Toraighyrov’s poetic text.
Moreover, this genre choice is linked to the scientific activity of the composer, which was
focused on polyphonic music, particularly his research on Benjamin Britten’s polyphonic
techniques, as seen in his dissertation “The Polyphony of Benjamin Britten” and articles
such as “Notes on Benjamin Britten’s Imitative Technique” and “On the Fugue in Benjamin
Britten’s Works”.

The composition is structured as a vocal cycle with polyphonic elements, consisting of
five parts that linearly narrate the stages of human life: “Infancy”, “Youth”, “Maturity”,
“Old Age”, and “The End”. The vocal cycle is framed by a prelude and an epilogue, serving
as introduction and conclusion.

The prelude acts as a unifying thread, reappearing between sections in the form of
numbered interludes, each time in a more condensed form until, in its final iteration before
the “Epilogue”, it contracts to its initial fanfare motif — the fate theme. Beyond polyphonic
elements, the work exhibits rondo-like features, with the recurring prelude and interludes
functioning as a refrain, while the main sections serve as episodes. Researcher M. Sepp
notes: “His work as a whole demonstrates a synthesis of European and Kazakh traditional
instrumental music, individualized attention to timbre... and the use of hybrid genres”
(Sepp, 2021: 73).

BOKAABHLIM I[MKA HA CAOBA €. TOPAHTHPOBA

Tlepeson A, "Ropznca T. MBIHBAER

[Ipemoansn

Non allegro

Fig. 1 - T. Mynbayev, Vocal Cycle “Life in Delusions,” Prelude
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The prelude establishes the cycle’s overarching mood. Its declamatory fanfare
theme, reminiscent of the fate motif in Tchaikovsky’s Fourth Symphony, foreshadows
the inevitability of the protagonist’s end from the outset. The theme is presented in
inverted imitation, saturated with dissonant intervals of parallel sevenths and the tritone.
Kh.Mizinbaeva divides the prelude’s theme into two motifs: the “fate” motif and the
“contemplation” motif. We might further characterize the fate motif as a “doom” motif,
symbolizing inescapable finality (Mizinbaeva, 1998: 22).

The tempo and metric dramaturgy of the cycle play a major role in conveying the
composer’s perception of time’s passage. Beginning with Allegretto and Allegro marcato
in the early sections, the music gradually slows to Largo in the final part, mirroring the
deceleration of human psychophysiological temporality. The metric structure also merits
attention, as Mynbayev employs complex and mixed meters to shape the work’s dynamics.
This, combined with polymeter, is a hallmark of his style. The variability of meter, and
sometimes its complete absence in sections like the Prelude, Interludes, “Maturity”, and
“The End” further deepens the dramatic tension.

“Old Age” and the Epilogue are united by an expanded meter, which symbolizes
deceleration and scaling. The protagonist now reflects on life from the vantage of age,
measured not in eighths or quarters but in half notes, as he contemplates life, death, and the
contrast between temporal transience and eternal existence.

The central section, “Maturity”, serves as the cycle’s watershed, in which multiple
symbols are embodied. The composer structures the musical texture around the number
37, tied to human life cycles and the miisel calendar. In Kazakh tradition, ages 37 to 48
are considered the peak of maturity, as evidenced by the 37-fold repetition of a pentatonic
ostinato noted by Mizhanbayeva. Furthermore, the numbers 3, 5, and 7 hold sacred
significance in Kazakh culture (Mizinbaeva, 1998: 24).

In the central section, for the first time in the cycle, key signatures appear, anchored in
a C-minor pentatonic scale, reflecting the protagonist’s clarity of thought and conscious
reckoning with life. The absence of bar lines and meter, combined with an Andante tempo,
signifies detachment from youthful tumult and a heightened awareness of temporality.

The vocal cycle “Life in Delusions” employs a sophisticated intonational rhetoric.
Beyond the fanfare-like fate motifin the prelude, the tritone’s persistent presence symbolizes
impending doom. It permeates nearly every section, holding together the figurative and
intonational canvas of the work. Even in the buoyant “Youth”, the tritone sounds in the
accompaniment and vocal cadence on the line “What brief span is allotted to youth”, a
reminder of time’s brevity.

The perfect fourth serves as the cycle’s leit-interval, often appearing in pairs with
varying contours and ranges. The direction of these intervals also carries semantic weight:
ascending fourths evoke vigor and ascent, while descending fourths suggest decline and
resignation. In the “Youth” section, the exclamation “I am young and strong” features two
ascending fourths spanning an octave, whereas “My cheeks flush with blood and health”
juxtaposes descending and ascending double-fourth leaps.
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In “Maturity”, the quartal gestures become desperate cries: “I want to live and rejoice
in life!”. The composer intensifies the climax with a third ascending fourth — the cycle’s
emotional apex. However, descending motions predominate in this part.

Finally, by “Old Age”, the fourth assumes a sinister character. The section’s bipartite
form features a near-continuous organ pedal on Ab-D b in the first half, later plunging two
octaves to the piano’s lowest register (A b 0-D b 1), evoking a funeral knell.

The modal-tonal sphere fragments into symbols of nature and cosmos, creating the next
level of figurative unity of the cycle. Pentatonic-minor modals appear in “Infancy” and
“The End”, while a diatonic chordal fragment recurs unchanged in the epilogue. In this
way, the composer creates a circularity of an endless beginning and a beginningless end,
which, in turn, is a direct reflection of the cyclical flow of time, mirroring the Tengrian
calendar central to Kazakh culture: «Tengrianism considered human life endless, as life
was endless in nature; death was regarded as a temporary sleep, similar to hibernation or
as a transition to a different state, return of the soul to where it came from» (Tleubergenov,
2016: 5254).

The use of “white-key” chords in an ascending direction symbolizes purity in “Infancy’:
“Thus my soul is bright — a vessel of great and pure love” and divine origin in the epilogue:
“To live among beautiful houris / In eternal joy, in paradise?”.

The organ point in the vocal cycle embodies universal time, its measured, unhurried
pulsation serves as a fixed point against which the protagonist’s life unfolds. And, as the
end nears, this cosmic time grows louder, ultimately subsuming all other layers.

Mynbayev’s style also shows the influence of D. Shostakovich, which is reflected in
several compositions. We find confirmation of this in the section “Old Age”, performed in
the style of the Russian-Soviet composer. This is evidenced by the use of Shostakovich’s
modal language, the ges-minor key (Mizinnbayeva, 1998: 24). Moreover, the researcher
M. Sepp further notes that the theme of Mynbayev’s Sonata for Piano and Timpani is based
on the anagram of Shostakovich’s name, DSCH, which, undergoing various polyphonic
transformations, becomes the intonational core of the entire composition (Sepp, 2021:
77). As scholar Kamala Aleskerli observes: “Appearance of the criptogramme in coding
framework and hiding itself, and hiding sounds symbols with mastering, and at the same
time including musical citation from other composer’s creations, approves composer’s
creative inexhaustible imagination” (Aleskerli, 2023: 312).

In addition to the multi-layered form in the composition, we observe the layering and
contrasting of the vocal and instrumental planes of the cycle. Researcher T. Batagova
remarks: “The juxtaposition of two expressive dimensions — the tense, declamatory vocal-
instrumental episodes and the emotionally detached instrumental preludes/interludes
— creates a compositional metaphor for the dichotomy of sensorial and intellectual-
philosophical worlds” (Batagova, 2018: 30).

It should be noted that the feeling of the acceleration of the flow of time from infancy
to old age, leading to a tragic culmination - the end, is emphasized by the composer by
gradually shortening the interludes in duration. All this is directly related to the embodiment
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of temporal pulsation. Kh. Mizinbayeva emphasizes: “The prelude’s thematic imagery
represents the external world, external life, and time. Time, which is inexorable. As life
progresses, less of it remains — it contracts like inevitable fate” (Mizinbayeva, 1998: 23).

One of the characteristic methods of expressing temporal symbols in the vocal cycle “Life
in Delusions” is the absence of bar lines and meter in select sections, symbolizing infinity.

The conceptual and figurative scope, along with the compositional structure, aligns with
the initial genre designation — a requiem. This is further supported by the complexity of the
musical language and the richness of the texture, which resembles orchestral sound.

By applying continuous numbering to the parts of the cycle, including all interludes,
we find that the cycle consists of 12 sections. This number refers to the aforementioned
sacred Tengrian calendar of the Kazakh people, thereby elevating the work to a new level
of understanding of temporal cycles.

4. Results

The symbolism of time in the cycle is realized on several levels:

» The composer’s use of diverse, variable, complex, and mixed meters, and in some
pieces, their partial or complete absence, demonstrates a multi-temporal flow;

* The prelude and interludes, based on its musical material, gradually shorten from piece
to piece, symbolizing the acceleration of “time’s flight” as one approaches old age;

* Particular attention is warranted by the organ point, which the composer treats as
a distinct temporal layer, consonant and often more dissonant in its sound and temporal
pulsation compared to the main dramaturgical line;

* There is a clear connection between the spatial-temporal categories of the cycle and the
foundational chronotope of nomadic culture in general and the 12-year Tengrian calendar
in particular.

5. Conclusion

Timur Mynbayev’s vocal and choral oeuvre includes several cycles set to the poetry of
various writers: A.Pushkin (an oratorio for choir and symphony orchestra; the poem “The
Demons” for choir and timpani, 1972; romances, 1973), G. Apollinaire (romances for voice
and piano, 1973), and others. However, it is the national poetry of S.Toraighyrov, albeit in
translation, that resonated most deeply with the composer’s inner turmoil. This resulted in
a work of significant scope and content, a bold and innovative composition not only for the
time of its creation but also for contemporary musical culture. It reflects the many facets of
Mynbayev’s mastery as a composer, conductor, and artist in the truest sense of the word.
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