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Abstract. The issues of studying symbolism and symbol-creativity in the art of contemporary Kazakh
crafts have made the methodological potential of Anthony Smith’s ethno-symbolic concept topical.
Relying on the scholar's belief that national traditions are based on a set of stable ethno-cultural
symbols that ensure their longevity and vitality, contemporary Kazakh craft can be studied in the aspect
of national identity. Anthony Smith’s ethno-symbolic discourse allows us to consider objects of national
culture in their historical dynamics as a reconstruction of stable symbolic structures that preserve
the national identity core. The study raises the conceptual issue of ‘ethnicity” and “nationality”, as Anthony
Smith’s very position is conceptually opposed to the ideas of both constructivists and supporters
of primordialism. The scholar believes that the cultural basis of a nation, its current state depends
on “previous development”, on cultural traditions, language and ethnic symbols. Thus, the issues
of cultural and national identity appear to be correlated in the aspect of tradition and modernity
problem. Craft as a cultural phenomenon of one or another nation bears the stamp of ethnogenesis,
in which the whole complex of social dynamics, conditioned by the ontological nature of various forms
of human community, participates. Pierre Bourdieu’s theory of socio-analysis on the two-structure society,
consisting of production practices and “symbolic matrices” involved in sociogenesis, allows us to use
its principles as a methodological approach to the study of both traditional crafts and their modern
forms in the aspect of issues of cultural identity, the modernization of the past, the revival of traditional
experience, etc. The analysis of some trends in contemporary Kazakh craft has shown that the aspiration
for identity to a cultural “pattern”is oriented towards established ethno-cultural symbols. Ethno-symbolic
discourse makes the semiotic attitude to traditional symbolism topical. It can be said with confidence
that the ethno-symbolic approach opens up new opportunities to consider craft and traditional art
as factors influencing the formation and preservation of cultural identity.
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Introduction

Modern Kazakh craft arouses research
interest from the perspective

of understanding it in various aspects,
which reflect both general and local
trends in the field of art and culture,

due to civilizational, paradigmatic,
technological, communicative and other
shifts in the global world. This interest
is also actualized by the search

for a national, civilizational identity

that certifies the place of Kazakh culture
as a subject and factor in the community
of world cultural diversity, which became
possible with the independence

of the Republic of Kazakhstan.

Craft, first of all, as a man-made,
basically, traditional form of creativity,
to a greater extent bears the historical
stamp of intangible and material culture
of people. And, as you know, it unites
various forms of creative activity, ranging
from home, including artistic, professional
crafts, folk crafts, to the sphere of creative
industries and new types of crafts
in the field of digital technologies.

Craft as creativity is changeable
in the pragmatic, aesthetic, semiotic,
artistic aspects of its functionality, since
it is immersed in each subsequent cultural
integrity in a different from its arche,
diverse in its structure context. Such
a multidimensionality of this phenomenon
and its study raises questions
of a theoretical and methodological
nature, in each case objectifying research
campaigns that open up new prospects
for its study.

Of course, craft as a cultural
phenomenon has the horizons of its subject
area, determined by one or another
research interest. In understanding

the ways of interpreting the artistic,
aesthetic and pragmatic content of the art
of modern Kazakh handicraft, it is possible
to trace the socio-cultural processes

of which this sphere of creative activity

is a part. In particular, in this case,

the question of trends in the development
of modern craft in the aspect of cultural
and national identity is of interest.

The issues of studying trends in modern
Kazakh craft art in the plane of theoretical
and methodological aspects of the issue
of cultural identity are relevant
as an explication of the thesis about
the modernization of the past, about
the legitimacy of certain concepts
and constructs existing in the field,
both of various concepts and sciences.

The purpose of this article is to clarify
the methodological correlation of the issue
of cultural identity, viewed through the prism
of ethnosymbolism, and the trends
observed in the art of modern Kazakh craft.

The questions of cultural identity
inevitably appeal to the concepts
of “ethnicity”, “nation” and their derivatives,
around which theoretical discussions do not
cease in various conceptual practices.
Therefore, their explicit categorization
will be required, the procedure
corresponding to the objectives
of this study, i.e. the content substantiation
of these concepts used in this context.

The subject area of the study identified
issues of cultural identity developed

in the aspect of methodological
substantiation of the principles

of constructivist structuralism by Pierre
Bourdieu (Socioanalysis), as well as
the main provisions of ethnosymbolism
concept by Anthony Smith (Ethno-
symbolism and Nationalism: A Cultural
Approach). The justification of this
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methodological approach is one of the main
objectives of this article.

The results of the study are the provisions
formulated in the following theses:
the ethnosymbolic discourse of modern
Kazakh craft has prospects for symbol-
making with new meanings; one
of the trends in the development of modern
Kazakh craft, considered in the aspect
of identity to a cultural and historical
“sample”, an artifact, is observed in design
oriented to established ethno-cultural
symbols, with a preference for archaic
animalistic mode of a sign. Finally, a new
semiotic attitude to traditional symbolism
finds its expression in the part of branding
in which the performativity of national
identity dominates, based on an established
mytho-symbolic complex.

Methods

The methodological dominance
of the set goals and objectives initiated
the discussion of controversial theoretical
concepts, as well as the justification of their
interpretation, based on the methodology
of socioanalysis of the French scientist
Pierre Bourdieu, which has not yet been
mastered in the domestic scientific field
(37). The methodology of socioanalysis
is based on the synthesis of structuralist
and constructivist approaches, since,
in his opinion, the structures of society
are binary: both “first-order reality” —
production practices and “second-order
realities” — “symbolic matrices”,
i.e. social representations. Both “realities”
are in interaction and participate
in the process of sociogenesis.

The methods of Pierre Bourdieu’s
socioanalysis are applicable to the study
of artistic, aesthetic and pragmatic content
of both individual craits and general trend
of their development as actualized codes
and matrices of national and cultural
identity. The latter makes it possible
to approach the understanding of cultural
processes through the prism of preferences,

interpretations of identification codes
that act as algorithms for stratification
and communication of a particular society
as an ethnos and (or) nation. Actually,
this research approach has an inverse
correlation. “With the help of structuralism,
[ want to say that in the social world itself,
and not only in symbolism, language,
myths, etc., there are objective structures
independent of the consciousness
and will of agents, capable of directing
or suppressing their practices or ideas.
With the help of constructivism, I want
to show that there is a social genesis,
on the one hand, of schemes of perception,
thinking and action, which are integral
parts ...” (32) of the structure of society,”
Pierre Bourdieu believes.

Such a methodological message
is supported by the ideas of Lev Gumilev
about the unity of the process of ethno-
and-cultural genesis. With all the existing
controversial interpretations of his theory
of passionarity based on the ideas
of Eurasianism, as well as the indisputability
of his scheme of phases of ethnos
development, I think this idea deserves
the attention of researchers (Ethnogenesis
and the biosphere of the Earth).
Taking into account the correlativity
of the processes of ethnogenesis
and cultural genesis, the concepts
of “ethnic” and “national”, in accordance
with the accepted methodological task
of this study, are interpreted as dispositives
within the designated cultural and historical
boundaries.

The Anthony Smith’s concept of role
of cultural symbols in the formation
of identity in the context of studying
the process of nation-building,
and considering it from the perspective
of historical nationality and ethnopolitical
community, does not contradict
the basic principles of the methodology
of socioanalysis.

The methods of observing the ongoing
processes in the socio-cultural sphere,
as well as the analysis of available literature



and information sources on the practice

of the art of modern Kazakh artisans
(Alibek Kazhgaliuly), provides

an illustrative platform for the ongoing
research and substantiation of the choice
effectiveness of methodological approaches.

Discussion

Scientific interest in folk art, applied art,
craft as a whole has intensified for the most
part in historical and ethnographic studies,
which, by and large, fulfill the mission
of reviving knowledge about the origins,
history of the national culture of the Kazakhs.
In the last two decades, in the study
of Kazakh craft, there has been a scientific
and methodological turn of objectification
of this phenomenon as a special kind of way
of fixing the coordinates of the human life
world, the language of art and the way
of communication with the outside world
and the transfer of knowledge about it.

One of the main methodological
messages of such studies is the idea
of traditional crafts as a form of artistic
and aesthetic, ideological self-expression
and reproduction of the Kazakh worldview.
Therefore, the objective of such research
interests is dominated by works devoted
mainly in a broad sense to the “language”
of traditional crafts. From a wide range
of studies of modern Kazakh crait in this
aspect, attention is drawn to the works
of the authors, in which there is a reliance
on the methodological principles of semiotic
interpretations, which, as is known,
have prospects for expansion towards
the objective vision of the phenomenon
or process being studied.

Alibek Kazhgaliuly's work
“The Organon of Ornament”
is distinguished by the understanding
of ornament as a system of a special
language, “with the help of which ancient
man transferred to the plane his ideas
about time and space, about life and death,
about the cosmos and the place of man ...”
(Organon of ornament 7). Considers

an ornament as a graphic hypostasis
of a myth or a “visual archetype”.

From the standpoint of anthropology,
the author analyzes ornament as a sign
embodying the conceivable world
with its internal logic of the symbols used,
puts forward the position that the ornament
is not a reproduction of the object
in the sign, but is something arising
from the systemic relationships of visually
perceived signs. In another work, “Oyu
and oi” by Alibek Kazhgaliuly, addressing
the problem of typology of Kazakh
ornament in a comparative aspect.

Kazakh felt patterns — “oyu” and “ornek”
are distinguished by the peculiarities

of the “method of dividing the artistic
space”: “Kazakhs treat the figure

and the background that shades it”

(Oy and oy 7) — the author believes.

The study of Nursultan Alimbay
(Traditional Kazakh Carpets and Carpet
Products: Types, Composition, Semantics)
is devoted to the study of the Kazakh
carpet-making tradition on the basis
of the collection of carpets and carpet
products of the Central State Museum
of the Republic of Kazakhstan. The study
of the structure of ornamental space
of the traditional carpet, the semantics
of ornamental composition leads the author
to the conclusion that they embody
the ideal model of the organization
of society in the traditional ideas
of the Kazakhs. The author considers
the use of Kazakh carpet-making
terminology to be scientifically correct
when the names of products are nominated
based on the characteristics of the source
material, manufacturing techniques
and practical purposes.

Shaizada TokhtAbaieva’s book
“The Artistic Felt of the Kazakhs” (8)
is devoted to the analysis of language
and description of the Kazakhs’ nightmare.
The author calls decorative felt an “artistic
ethnocode”, which, along with practical
functions, plays an artistic and aesthetic,
iconic role. The expanded semiotic approach
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revealed the interrelationships of production
processes with the customs, rituals

of the Kazakhs, oral and poetic creativity,
which was further studied in the work

of this author “Symbolism of Objects

of Traditional Life of the Kazakhs” (8).

The yurt as a model of the universe
and the symbolic space of a traditional
dwelling is the object of many scientific
studies. As it is known, the symbolic
space of yurt is a system of codes modeled
by various projections of socio-cultural
experience, its structural elements
are structures of the sacred yurt system:
material and manufacturing techniques,
decor, installation rules, etc., which is due
to the systemic connection with some
traditional taboos, superstitions, rituals
and customs.

An example of an integrated approach
to the study of yurt is the study of Asia
Nurdubayeva (Kiiz uy: the structure
of spatiality), dedicated to the study
of the structure of yurt spatiality.

Based on the methodological principles

of the subject of study as an integrity
corresponding to its ontological features,
the author puts forward the idea

that “the spatial relations of kiiz uy
unfold, manifest and live in a variety

of forms of structures, elements, utensils,
and are also described in myths,

legends, rituals, rituals accompanying
the construction and use of housing.”
The structural and semiotic interpretation
of kiiz uy in combination with the socio-
symbolic approach revealed the structures
of spatiality as ontological meanings

of the social ties of traditional Kazakh
society.

The works considered, which are
different in terms of problems, combine
methodological searches and new
approaches to the study of traditional
Kazakh crafts and related cultural artifacts:
they mainly master the principles
of semiotics and its derivatives. This interest
is primarily due to the understanding
features of the traditional Kazakh culture

language, its semantic and symbolic
nature of the meaning of the world
and its perception.

Another study position in the study
of picture of modern Kazakh craft
is associated with interest in the continuity
of cultural and historical heritage as the basis
of national tradition and its interpretation
in design and artistic solutions
in the products of artisans, craftsmen.
Basically, these studies are aimed
at identifying the object’s historical model
identity or the methods of modernization
of this sample, a review of the popular
products of craitsmen, and finally,
some aspects of branding in handicraft
production (Sultanova Madina, 10;
Khazbulatov Andrey, 11).

At the same time, various spheres
of handicraft production that are actively
emerging as business or cultural projects
remain insufficiently studied. There are
also open questions about the development
of the theoretical and methodological basis
for the research of modern Kazakh crafts
and related social and cultural processes.

Results

When craft is understood as the primary
form of production of a material product
that participated in the process of cultural
genesis, respectively, and the sociogenesis
of traditional societies, this gives rise

to a stable idea of its conservative,
unchanging nature. However, the historical
and cultural dynamics and changes

in the structure of society, its institutions,
production technologies cannot but affect
the nature of the crait, the appearance

of its new types, transformations of artistic
and aesthetic design solutions, etc.
Meanwhile, more significant in determining
the nature of craft is that it has a stable
“gene” of cultural memory, fixed

in the sphere of ontologically valuable
orientations of society. Moreover,

these landmarks are at the same time

the identification keys of community



that organizes the space of its being,
transmitted from generation to generation.
History knows periods of oblivion,
the disappearance some types of craft
from culture: a particularly dramatic
situation for traditional forms of craft
has developed in Modern times, when
machine mass production has replaced
manual labor, folk crafts. In many industrial
societies, craft has passed into the category
of art, turning out to be museum
or exclusive exhibits, and traditional
crafts are objects of scientific interest.
The current state of Kazakh craft art
also in general trends. Meanwhile,
certain traditional types of crafts live
and are revived in the works of folk
masters and represent a “living heritage”.
In pragmatic terms, the products
of Kazakh artisans increasingly turn
out to be attributes of the national
image, thereby indicating not only
an understanding of their aesthetic value,
but also indicates their identifying function.
These trends can be considered
in the context of discursive practices
of the process of cultural identification
of modern Kazakhstan, since identity
in the modern world is more focused
on the coordination of symbols that change
their meaning in the “floating” space
of various systemic discursive structures.
We are talking about the immersion
of modern culture in a global context,
where there is a “competition” of values,
which, in turn, are also identifiers
of national culture.
Trends in culture and art are not
accidental. They are in the unity
and integrity of all system and intra-
system processes, sometimes in a state
of instability, structural changes.
[t is appropriate to recall the words
of Pierre Bourdieu, about objective
structures, “independent of consciousness
and will of agents capable of directing
their practices or representations, not only
in symbolism, language, myths, etc.”
There is also a “social genesis of schemes

of perception, thinking and action,
which are components ...” of the structure
of society (32).

In turn, the methodological mode
of studying cultural identity may well
be focused on “specific doxes as systems
of assumptions related to belonging
to a certain field: belonging to the field
of sociology, we accept a whole series
of scientific or semi-scientific oppositions,
often representing partially ordered, mixed
and euphemized oppositions of a more

general social space...” (Pierre Bourdieu 122).

Pierre Bourdieu’s thought about hidden
assumptions based on “practical, implicit,
hard-to-define schemes” also concerns
explications of understanding both
ethnic and national. Thus, as confirmed
by the most scientific practice,
the methodology of socio-cultural
studies is conventional and integrative,
while adhering to rationally observable
relativism of theories and concepts.

Similarly, the study of handicraft,
by its nature a phenomenon of “social
genesis”, the structures of which direct
actions and representations fixed
in the symbolic language of the culture
of a particular people, presupposes
a methodological justification of theoretical
attitudes used. Such a substantive
understanding of craft as an object of study
is quite correlative with the foundations

of Anthony Smith's ethnosymbolic concept.

And since his theory is at the stage
of mastering in the practice of domestic
scientific discourse, I think it would
be appropriate to have a little digression
into the basics of his methodological
institutions.

First of all, it should be noted
that Anthony Smith considers the process
of nation-building through the prism
of ethnopolitical community formation,
with its “inner world”, “which is embodied
in some cultural phenomena, such
as myths, symbols, values, historical
memory, traditions, customs, linguistic
proximity, mechanisms of ethnic
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mobilization” (134). Their role

in the formation of a particular identity

is subject to study. Anthony Smith
defined the limits of application

of the proposed approach, since historical
nationality is investigated with its help,
as Anna Mainicheva points out, opening
methodological perspectives of Anthony
Smith’s theory for ethnographic research.
She also drew attention to the advantage
of ethnosymbolism indicated by Anthony
Smith himself in the ability to offer tools
for performing comparative empirical
research (Ethnosymbolism: possibilities
of use in ethnographic research 13).

And other researchers of Anthony
Smith’s work find in his works concepts
containing great methodological potential
for research in the field of social sciences.
His ideas about the role of the national
ethnic components and their historical
stability, since “the cultural basis
of the nation cannot just be invented
to solve momentary problems.

Moreover, it is impossible to stretch

it into the future without relying

on subtle, but very important grounds:

the dependence of modernity on previous
development, including cultural traditions,
linguistic proximity, ethnic symbols,
special mechanisms of ethnic mobilization”
(Pain Emil 256), are recognized as key.

Also, one of the most valuable
provisions of Anthony Smith’s concept,
researchers consider his indication that
“the ethnic factor and traditional culture
throughout history played an important
role, which was not the same in different
historical periods, but just in the era
of the formation of modern nations
became decisive” (Pain Emil 257).

Methodologically valuable is his
idea that “national traditions are not
reinvented, but only innovatively
reconstructed, recombined. Therefore,

a nation cannot in the full sense

of the word arise from non-existence

as an absolutely new phenomenon:

it inevitably bears the imprint of the long

history of a particular people and a given
country.”
In turn, N. Berezikov drew attention
to Anthony Smith’s idea that the stability
of ethnic identities is based on symbol,
myth and communication. “Symbols
can give certain groups a special kind
of shared experiences and values,
whereas myths can reveal to them
the meaning of these experiences
and illustrate their values.
This understanding of myths, symbols
and communications forms the definition
of identity in ethnosymbolism...; “identity
is both an intergenerational treasury,
and a legacy, and ... a set ol meanings
and images embodied in values, myths
and symbols that serve to unite a group
of people with common experiences
and memories and separate them
from strangers” (Ethnosymbolic approach
to the phenomenon of identity 392).
The importance of social memory
for maintaining identity can objectively
serve as a methodological orientation
for researchers of problems of tradition
and continuity. The rationale for such
studies can be based on the ideas
of Anthony Smith that “ethnic communities
were formed not by physical inheritance,
but by a sense of continuity, common
memory and collective destiny, that is,
cultural closeness embodied in myths,
memories, symbols and values preserved
in the memory of this cultural unit”
(Anthony Smith 115; Berezikov N.A. 7).
As follows from the observation,
the modern design of Kazakhstani brands
mostly relies on stable ethno-cultural
symbols, preferring the animalistic mode
of the sign, which goes back to the archaic
“indistinguishability” of the strict opposition
“culture/nature”. This mode articulates
animalistic symbols as the ethno-cultural
identification code of the traditional Kazakh
culture’s language and logo of aesthetic
world and appeals to the Scythian-Saka
aesthetics as a structural element
of ethnosymbolics.



For example, tulpar and berkut,
popular in branding, combining
the symbolism of the Saka “animal style”
of early nomads art, represent a fusion
of authentic and borrowed components.
And as symbolic elements of the heraldry
of Kazakhstan — on the flag and coat of arms,
they often act as the central figure of emblems
of state bodies, law enforcement agencies
and in the logos of large national
companies of the Republic of Kazakhstan.
Such branding is dominated by a clearly
expressed citation or the stylization
of symbolism of heraldic canons as a sign
of belonging to state structures.

The stylistics of the Saka animalistic
construct, embodied also in the images
of winged horses, deer, argali, actualized
by direct quoting and deconstructing
them, testifies to its great symbolic
potential for use in the design of souvenir
and gift products of Kazakh artisans,
as well as in the field of creative industries.

Traditional Kazakh ornaments
as an iconic symbolic system are not only
in the field of view of designers of national
clothes, but are also used as elements
of fabric prints, jewelry, paintings
on household items, etc.

Of course, this does not limit
the space of modern Kazakh craft:
the partially considered examples only
illustrate the theoretical provisions
on the methodological potential
of ethnosymbolic concept in the study
of modern Kazakh craft in the aspect
of national identity.

Conclusion

The ethnosymbolist approach to the study
of modern Kazakh craft art has expanded
the range of issues and opened

up the opportunity to consider the object
under study in the aspect of national

and cultural identity. Anthony Smith’s
ethno-symbolic concept, with the help

of which it is possible to explore

the emergence and maintenance

of ethno-cultural identities, in this case
opens the horizons of understanding craft
as a cultural phenomenon that has stable
symbols that preserve the memory

of the unique culture and historical

fate of the Kazakhs.

In modern Kazakhstan branding
and craft design, for the most part,
traditional animalistic symbols act
as a cultural identification code that revives
cultural and historical memory, actualizes
interest in cultural, historical and national
dimensions of identity.

In the design of modern craft art,
ancient symbols are actualized as key
structures of the cultural code
of the worldview of the Kazakhs —
descendants of the horse-nomadic
civilization. And the modern requirement
of effective communication of image
focuses on design language and articulation
of the meanings of ethnic signs,
the recombination of which contributes
to the contamination of symbols of different
periods of Kazakhs cultural genesis.

Relying on traditional forms, modern
craft reserves the right to fit into the picture
of the modern world not as an attribute
of the tradition, but as one of the ways
of expressing the language of ethnoculture.
The practice of Kazakhstan branding
reveals the richest aesthetic and semiotic
potential of archaic animalistic
and zoomorphic symbols and actively
uses their meaning-generating resource.

Modern Kazakh design of various crafts,
focused on ethnosymbolic discourse,
relies more often on a mythologized
interpretation of history and culture,
thereby opening up the expanses
of symbol-making as a process
of modernization of the past.

The new semiotic attitude to traditional
symbolism finds its expression in the part
of branding in which the performativity
of national identity dominates, based
on the established interpretations
of the Kazakh and common Turkic
mytho-symbolic complex.
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[t should also be noted that Anthony culture and art. This also applies

Smith’s ethno-symbolic concept has to the development and promotion

the potential and sufficient reason of the national language, not only from
to be considered and applied the standpoint of linguistic discourse,
as a methodological support in the study but from the point of view of national

of the identity of various objects of national ~ linguistic consciousness formation.
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Kypmanrasbr atbinnarst Kaszak ynTtoik KoHcepBatopusichl (Anmarsi, Kaszakeran)

Aman U6parumos

AGaii atbinparsl Kazak yaTTbiK negarorukalsik ynusepeureti (Asmarel, Kazaxeran)

3THOCMMBOJIN3M HA3APbIHAOAFbI KA3IPTI KASAKCTAHAbIK KOJIOHEPI:
9ICHAMAJbIK ACNEKTIJIEPI

Anparna. Kasipri Ka3akcTaHablK KONeHep eHepiHAeri CUMBOIMKAbIK X9HE CUMBOIMKANbIK-
LWbIFAapMaLLbUIbIKTbI 3epTTey Macenenepi SHTOHU CMUTTIH, STHOCUMBONABIK, TYXKbIPbIMAAMACHIHbIH,
dLiCHaManbIK aneyeTiH 63eKTeHAipAi. FanbIMHbIH, YATTbIK A3CTYpAEPAiH Heri3iHAe onapablH, 6epikTiri
MEH eMipLUEHAIrH aHbIKTANTbIH TYPaKTbl STHOM3AEHM HbIlAHAAP KelleHi 6ap AereH yCTaHbIMbIHA
CyMeHe OTbIpbIn, Ka3ipri Kasak KOMeHepiH yATTbIK Bipereinik acnekTiciHae 3eprteyre 6onagpl.

IHTOHM CMUTTiH 3STHOCMMBOAbIK AUCKYPChI YATTbIK M3AEHMWET HblCaHAAPbIH TApUXM AMHAMMUKACBIHAA
VATTbIH, COMKECTEHAIPY ©3€riH CaKTalTbIH TypakTbl CUMBOMALIK KYPbUIbIMAAPAbl KAUTa KYpY peTiHae
KapacTblpyFa MyMKiHAIK 6epefi. 3epTTey asCbiHAA «3THUKAMbIK®, KYITTbIK» YFbiMAAp Maceneci
KapacTblpbinaabl, BATKEHI DHTOHU CMUTTIH, yCTaHbIMbl KOHCTPYKTUBUCTEPAIH A€, NPUMOPANANIUIMHIH,
YKaKTayLWbINAPbIHbIH, Aa MAEANAPbIHA TYXXbIpbIMAAMaNbIK, TYPAE KapCbl. FanbIMHbIH, NiKipiHLIE, YITTbIH,
M3[EHW Heri3i, OHbIH, Ka3ipri >xaraanbl «anfa Kapan AaMyFay, M9EHU O9CTypaepre, Tinre, STHUKanbIK,
cumBongapra 6ainanbicTbl. Con apKpiibl MOAEHU XaHe YNTTbIK Bipereinik Macenenepi 43cTyp MeH
Kasipri 3amMaH npobnemanapbl aCNEKTICiHAE apakaTbiHacTa kepceTineni. KoneHnep 6enrini 6ip XanbiKTbIH,
M3AEeHMETIHIH heHOMEHI peTiHae STHOreHe3 CUAaKTbl 601afbl, OFaH aaam3aT KOFaMAACTbIFbIHbIH, SPTYpAi
(opManapbIHblH, OHTONOMUANbIK CUMATbIHA GaMNAHbICTbl 3/IeYMETTIK AMHAMMUKAHBIH, OYKiN KeLleHi
KaTtbicagpl. [bep bypabeHiH coumoaHanms Teopmsachbl COLMOreHe3re KaTblCaTbliH OHAIPIC TaXipubeci

MEH «CMMBOJAbIK MaTpULLanapaaH» TypaTbiH KOFAMHbIH, €Ki KYPblibIMbl Typabl OHbIH, NMPUHLMNTEPiH
[9CTYpni KONeHepAi Ae, onapAblH, Kasipri TypiepiH fe M3AeHU CIUKECTINIK, OTKEHA XaHFbIPTY, A3CTYpPi
TOXipMbOEHi XaHAaHAbIPY XaHe T. 6. Macenenep TypfbiCbiHAH 3€PTTeYAiH dAiCHaManbIK TaCiNi peTiHae
naipanaHyra MyMkiHaik 6epeai. Kasipri kasak KoneHepiHiH keibip ypaicTepiH Tanaay MafeHu «yarire»
CBMKeCTiKKe YMTbINy KabINTaCKaH STHOM3AEHU CUMBONAAPFa OaFblTTaNFaHbIH KOPCETTi. STHOCUMBONABIK,
LWUCKYPC A3CTYPi CUMBOSIM3MIE CEMUOTMKANbIK KATbIHACTbI ©3€KTi eTeAi. STHOCMMBONAbIK TOCIN
KONeHEepPAi, A3CTypAi eHepai MaAeHU BipereinikTiH, KanbinTacybl MEH CaKTalyblHa Cep eTeTiH
dakTopnap peTiHAe KapacTblpyFa XaHa MyMKiHAIKTEp alwafbl Aen CeHiIMMeH anTyra 6onaabl.

Makana KasakcraH Pecnybnukacsl binim »xaHe fbinbiM MuHuctpairiHi, AP09259862 «Kasipri
Ka3akcTaHHbIH, A3CTYPAi KONGHEPiH 3epTTey: Xaraanbl )XaHe CaKTay Koa4apbl» X06achl ascbiHAA
nanblHoANabl.

Tipek ce30ep: Ka3ipri Ka3ak KoNeHepi, bipereinik, STHOCUMBONN3M, DHTOHU CMUT, aHUMANUCTIK
CMMBONAAP, OpEHAMHT.

Aoaiiekce3 ywin: Hayp3baesa, AnbMupa, xxaHe AMaH, MI6parumMoB. «THOCMMBOJIM3M Ha3apblHAAFbI
Ka3ipri Ka3akCTaHObIK KoNneHepi: agicHamanblk acnekTtinepi». Central Asian Journal of Art Studies, 7. 7, N2 2,
2022,28-40 6.DOI: 10.47940/cajas.v7i2.575.

Asmopnap KonmazbaHslIH COHFbI HYCKACLIH OKbIN Kynmaodsl ¥aHe Myddenep KaKmblfbiCbl YOK eKeHOi2iH
ManimMoedoi.
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Kasaxckasi HaloHasibHast KoHcepBaTtopust umern Kypmatrasst (Asnvatsi, Kazaxcran)

Amaun U6parumos

Kasaxckuit HallMOHaJIbHBI Melarorniueckuit yausepeuter umenn Adast (Anmatel, Kasaxcrat)

COBPEMEHHOE KA3AXCTAHCKOE PEMECJI0 B ®OKYCE 3THOCMMBOJIU3MA:
METOAOJIOFTMYECKUE ACMEKTbI

AHHoTaums. Bonpocbl M3y4eHUs CUMBOIMYECKOTO M CUMBOJIOTBOPYECTBA B MCKYCCTBE COBPEMEHHOIO
Ka3axCTaHCKOro pemMecna akTyasu3npoBasv METOLONOMMYECKUI MOTEHLMAN STHOCMMBOIMYECKOM
KOHUenumMu SHToHn Cmuta. Onnpasch Ha NOMOXEHUS YYEHOTO O TOM, YTO B OCHOBE HALMOHAMbHbIX
TPaaMLMiA HAXOAUTCS KOMMIEKC YCTOWYMBbIX STHOKYIBTYPHbIX CUMBOJIOB, 00YC/TOBMBAIOLLMX

MX OOITOBEYHOCTb U XKMBYYECTb, COBPEMEHHOE KAa3aXCKOEe PEMECIO MOXET ObITb M3YHEHO B acrekTe
HaLMOHANbHOM MOEHTUYHOCTU. ITHOCMMBONMYECKUI ONCKYPC IHTOHM CMUTA NO3BOISET pacCMaTpMBaTh
00beKTbl HALMOHA/IbHOW KYNbTYpPbl B UX MCTOPUYECKOW AMHAMMKE KaK PEKOHCTPYKLMIO YCTOMUMBBIX
CUMBOJIMYECKUX CTPYKTYP, COXPAHALLMX MAEHTUDUKALMOHHOE AP0 HAaLUMKU. B pamMkax nccnenoBaHus
3aTparMBaeTcs BOMPOC O MOHATUAX «3THUYECKOE», KHALLMOHAIbHOE», MOCKO/bKY M CamMa Mo3uuus
IHTOHM CMUTa KOHLENTYaNbHO BbICTYMAET MPOTUB UAEN Kak KOHCTPYKTUBUCTOB, TaK U CTOPOHHUKOB
npuMopananu3Ma. YYeHbli CHMTAET, YTO KyNbTypHAs OCHOBA HALMK, €€ COBPEMEHHOE COCTOSHUE
3aBUCUT OT «MpPeLLLEeCTBYIOLLErO PAa3BUTUS», OT KYIbTYPHbIX TPAAULIMIA, A3bIKa, STHUYECKUX CUMBOJIOB.
TeM cambIM BOMPOCHI KYAbTYPHOWM U HALMOHAIbHOW MAEHTUYHOCTM OKa3bIBAKOTCS KOPPEIUPYEMbI

B acnekTte npobnembl TpaauLLMKM U COBPEMEHHOCTU. PeMecno Kak eHOMEH KyNbTypbl TOFO UM UHOTO
HapoAa HeceT Ha cebe nevyaTb 3THOreHe3a, B KOTOPOM Y4aCTBYET BECTb KOMM/IEKC COLMANIbHOM AMHAMUKM,
006yCNOBNEHHOM OHTOIOrMYECKOM MPUPOLOIM pa3nnyHbIX OPM YenoBeyeckoro coobuiectsa. Teopus
coumoaHanumsa Meepa bypabe 0 ABYCTPYKTYPHOCTM 06LLECTBA, COCTOALLErO M3 NPAKTUKM NPOU3BOACTBA
U KCUMBOJIMYECKMX MATPULL», y4ACTBYIOLLMX B COLlMOreHe3e, No3BoISET UCMOb30BaTh €€ NMPUHLMMbI

B Ka4yeCTBe METOA0/I0rMYECKOro NoAX0Aa K U3yUYEeHUI0 Kak TPaAULIMOHHbIX pemMecen,

Tak U UX COBPEMEHHBIX BUA0B B aCMeKTe BONPOCOB KY/bTYPHOW UAEHTUYHOCTU, MOAEPHU3ALIUM
MpPOLLIOr0, BO3POXKAEHUS TPALULMOHHOIO OMbITA U T. A. AHANIU3 HEKOTOPbIX TEHAEHLIMI COBPEMEHHOIO
Ka3axckoro pemMecsia nokasal, 4to YCTPEMAEHHOCTb K MAEHTUYHOCTH KYNbTYPHOMY «06pasLy»
OpPUEHTMPOBAHA HA YCTOSBLUMECS STHOKY/IbTYPHbIE CMMBOJIbI. STHOCUMBOAMYECKMIA AUCKYPC
aKTyanu3upyeT CEMMOTMYECKOE OTHOLIEHUE K TPAAMLIMOHHON CUMBOAMKE. MOXHO C YBEPEHHOCTbIO
YTBEPXKAATb, YTO STHOCUMBONMYECKMIA NMOAXOS, OTKPbIBAET HOBblE BO3MOXHOCTM paccMaTpuBaTb peMECO,
TPaAMLMOHHOE UCKYCCTBO KaK (haKTOpbl, OKa3blBAOLME BUSHWUE HA CTAHOB/IEHUE U COXPAHEHME
KYJIbTYPHOM MAEHTUYHOCTY.

CraTbs MOArOTOB/IEHA B paMKax npoekTa MuHucTepcTtBa 06pa3oBaHua u Hayku Pecnybnamnkm
Kazaxcran AP09259862 «MccnepoBaHue TpaguUMOHHBIX peMecen coBpeMeHHoro KasaxcraHa:
COCTOSIHWE U MOWUCK MyTEN COXPaHEHUS».

Knrouessie cn0e8a: coBpeMeHHOE Ka3axckoe peMecso, UAEHTUYHOCTb, STHOCMMBOIU3M, DHTOHKU CMuUT,
AHUMAIUCTUYECKME CUMBOJIbI, BPEHAMHT.

Ans yumupoearus: Haypsbaesa, AnbMupa, u AMaH MbparumoB. «CoBpeMeHHOe Ka3axCTaHCKoe
pemecno B GoKyce 3THOCMMBONM3MA: MeToJoNornyeckme acnektol». Central Asian Journal of Art Studies,
T.7,N2 2,2022, c. 28-40.DOI: 10.47940/cajas.v7i2.575.

Asmopbl npodumanu u 0006puU OKOHYaMesbHebIl 8aPUAHM pyKonucu U 3ase/som 06 omcymcmauu
KOHGIUKMA UHMepecos.
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