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Abstract. The article examines the main functions of intermediality in the preparation of a pop
performer in the context of modern trends in the development of popular music in Kazakhstan. The
concept of “intermediality” in popular culture, which correlates with the synthesis of arts, is analyzed
in terms of its use in Soviet, Russian and Western European science. Through comparative research, the
differences in this concept in different national cultures are revealed. The intermedial approach, which
is directly related to the issue of improving the process of training pop vocalists in higher educational
institutions of culture and art and is relevant in connection with the requirements of the era of
cultural globalization, is presented as an important part in the formation of educational programs
in pop art. Thus, in order to prepare a pop performer who is competitive in the context of global
processes of pop culture development, it is necessary to include disciplines related to plastic arts as an
integral part of the educational program, and acting skills must be associated with the development of
the student’s emotionality. Because a modern pop performer, with the help of vocals and choreography,
must demonstrate the mastery of artistry - perform (vocally, choreographically, acting) a role. At the
same time, the importance of vocal presentation of the material cannot be excluded, but only needs
to be enriched and deepened with the help of other types of performing arts, as well as technical
visual elements and electronic musical technologies. Since the term in question is not yet used in
Kazakhstan, especially in the aspect of popular music, the scientific development of the problems
of finding new forms of training pop stage artists in accordance with global demands also becomes
significant and needs in-depth study. For this purpose, both art historical and pedagogical research
methods are involved, that is, musical theoretical and performance analysis, as well as pedagogical
experiment, which is important for establishing the idea of the need to create an innovative approach
to training popular musicians.
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Introduction

mproving the process of preparing

a pop vocalist in higher educational
institutions of culture and art has always
been and remains relevant in connection
with a change in artistic and aesthetic
values. According to Natalya Tsareva,
“In the current period the technological,
political and social development has led to
a new phase in the development of society,
namely the era of metamodernity... The
sphere of mass media, social networks,
and the Internet is a fertile ground for
promoting mass culture that forms the
consciousness and worldview of a person.
Even in the middle of the twentieth
century, Herbert McLuhan associated the
evolution of society and culture with the
means of communication. The philosopher
believed that the audiovisual culture, which
replaced the book culture, created a diverse
mass culture” (Tsareva, 136). Improving
the skills of a performer-musician has
always been one of the major factors of
his professional growth, an indicator of
his intellectual curiosity and motivation
for further promotion, the aspiration to
discover new horizons of creative growth.
Not by chance Anatolii Lunacharsky has
once noted, that “the stage is one of the
most widely used forms of art in terms
of the number of people it serves. In his
opinion the stage has a great advantage
over theater, cinema and serious literature
by its liveliness, by its ability to promptly
respond to topical events, and by its
political urgency” (Lunacharsky, 199).

Materials and Methods.

Researchers note that “intermediality”
inherited the problems of the long-

known and widely discussed concept of
“interaction of arts.” The principles of
intermedial analysis were developed on

the basis of the theory of intertextuality
(Rolan Barth, Yuliya Kristeva) and were
developed in the works of Georgii Levinton,

Bernkhard Waldenfels, Edmund Husserl,
Moris Merleau-Ponty. The concept of
“intermediality” began to appear in the
terminology of philosophy, philology

and art history at the moment when the
concept of “text” became one of the
leading ones in the humanities. “Text”
meant not only literary writing, but all
symbolic, semantically significant systems
containing coherent information. This

is how it became possible to talk about
“cultural texts” and “art texts.” The
concepts of “style”, “method”, “direction”
have tended to be replaced by the general
concept of “discourse”. The main attention
of researchers turned out to be focused

on identifying the interaction of various
“voices”, “languages”, “codes”, “text
units”.

In our article we use empirical research
methods, such as observation, selection of
facts and establishing connections between
them; based on the collected data, we
tried to make a theoretical analysis of the
problem and outline the boundaries of our
research within the framework of popular
vocals and the training of popular music
performers.

Results

The concept of intermediality in modern
science is considered both in the CIS and
Western countries. In the CIS, Nataliya
Tishunina actively covers this topic through
the concept of “intertextuality” in the
philosophical and philological context.
Based on the studies of Michael Bakhtin,
Yulia Kristeva and Rolan Barth in the
seventies of the twentieth century, the
following statement was made about the
intertextual nature of any discourse: “Every
text is an intertext; other texts are present
in it in more or less recognizable forms:
texts of the previous culture and texts of
the surrounding culture. Each text is a new
fabric woven from old quotes. Fragments

of cultural codes, formulas, rhythmic
structures, fragments of social idioms, etc.,



all of them are absorbed by the text and
mixed in it, because the language exists
before the text and around it” (Barth, 218).

That is, intertextuality in literature
and culture is associated with the citation
of one art in the new philosophical and
artistic context of another. Here we turn
to Lotman’s concept of “polyglotism” of
culture: “culture is, in principle, polyglotic,
and its texts are always realized in the space
of at least two semiotic systems. The fusion
of word and music, word and gesture in a
single ritual text was noted by academician
Alexander Veselovsky as “primitive
syncretism”. But the idea that, having
parted from the primitive era, culture
begins to create texts of a monolingual
type that strictly implement the laws of any
one genre... raises objections. <...> Being
ciphered by many codes is the law for the
overwhelming majority of cultural texts”
(Kokh, 36).

Thus, we observe “intersemioticity”,
since different semiotic series interact
in a polyartistic work. This is where the
transition to the concept of “media” occurs,
which we, like Western researchers,
understand as a wide information space,
mass media, social networks, etc. But
the philosopher llyia Ilyin offers a broader
interpretation: “This polysemantic term
stands for not only the proper linguistic
means of expression and thoughts and
feelings, but also for any sign systems
in which any message is encoded. From
a semiotic point of view, all of them are
equal means of transmitting information,
whether it is the words of the writer,
color, shadow, or the line of the artist, the
sounds of the musician (and music sheet
as a way of fixing them), the organization
of volumes by the sculptor and architect,
and, finally, the arrangement of the visual
range on the screen; all this in aggregate
represents those media that are organized
according to the own set of rules in each
art form, being a code that is a specific
language of each art. These languages
together form the “big language” of culture

of any particular historical period “ (Ilyin,
8). Thus, “media” are defined as channels
of artistic communication between the
languages of different art forms. This is
the difference between the understanding
and interpretation of the concept of
“intermediality” in Western and post-
Soviet philosophy.

We should understand that this
approach exists not only in pop music.
According to Ekaterina Barvinskaya, “The
concert performance is a type of vocal
performance activity, which is an important
component of the educational process in
the academic vocal class and an indicator
of students’ personal achievements. This
type of activity allows solving important
methodological tasks that contribute
to the formation of the vocal culture of
future performers, developing stage and
acting skills, the ability to “work with
the audience”, the skills of controlling
and correcting voice formation and voice
leading in specific psychophysiological
and acoustic conditions, increases the
motivation of students, develops volitional
powers, and etc. There is also a wide
range of pedagogical tasks to be solved
in the process of applying this form of
work, namely: the formation of voice and
behavioral correction skills, taking into
account the theme of the event and the
audience; encouragement of professional
success through nomination for
participation in competitions; pedagogical
analysis of the quality of vocal-technical
and emotional-artistic performance,
identification of existing problems, and
etc.” (Barvinskaya, 122-132). The more
successfully a pop musician manages
his stage condition, the easier he gets
the desired feeling of creative jump
and inspiration; the faster and easier
the performer adapts to the changing
conditions of the concert, the better
conditions are created for the development
of his individuality and independence. The
effectiveness of musical performance is
possible only if the intellectual, emotional
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and motor aspects of his personality
“work™ in a coordinated and coordinated
manner, where none of the named sides
should suppress the others. The unity of
artistic and technical development implies
an inseparable connection between vocal
technique, acting and stage image, the
meaning of the dramaturgy of a variety
work, where the synthesis of vocals,

stage speech, acting and plastic skills is
manifested. and inspiration; the faster and
easier the performer adapts to the changing
conditions of the concert, the better
conditions are created for the development
of his individuality and independence. The
effectiveness of musical performance is
possible only if the intellectual, emotional
and motor aspects of his personality “work”
in a coordinated and matching manner,
where none of the named aspects should
suppress the others. The unity of artistic
and technical development implies a
continuity of vocal technique, actor’s stage
image, the meaning of the dramaturgy of a
variety work, where the synthesis of vocals,
stage speech, acting and plastic skills are
manifested.

Discussion

Pop culture, by its very nature, is one of
the most democratic types of performing
arts, since the direct contact of the
performer with the public, the relevance
and topicality of themes and plots, the
brevity of speeches, humor, irony and
satire, colorfulness in aggregate create a
special atmosphere of celebration, ease,
a kind of dialogue between artists and the
audience. It originally emerged as the most
democratic art, addressed directly to the
heart of the masses, because it descends
from the folk art, originating on the basis of
folk games and festivals.

The current situation in popular
music indicates that the one-sided
orientation of the coaching of a vocalist is
becoming a thing of the past, giving way
to an orientation towards a wider range of

performing tasks. This is due to the fact
that a specialist is often limited not only

in vocals, but also in acting, choreography
and plasticity, getting lost in a multifaceted
stage activity. As a result, the viewer

loses an interest in the artist not able to
express and realize the musical action in a
plastically interesting and actor’s authentic
way. Meanwhile, art universities, paying
great attention to the vocal coaching of

the future pop vocalist, do not sufficiently
address the problem of students’ acting and
plastic skills. Experience suggests, that it is
impossible to limit students’ knowledge of
technological tasks of a staging and motor
nature, and it is necessary to expand their
artistic and performing genre range. At the
same time, the problem of the plasticity

of the pop vocalist, both from the point of
scientific knowledge and in the educational,
methodological and practical aspect, has
not yet been seriously reflected in literary
sources. Occasionally, we note that the
term “plasticity” in Dahl’s dictionary
means “the art of depicting objects in a
full, round, thick form, by sculpture or
modeling; in relation to painting, and even
to poetry; lively, truly, roundly, convexly...
“, and in the Ozhegov Sergei’s dictionary
it is considered as “the art of rhythmic
movements of the body”.

Vocal pop performance, with all the
variety of forms, represents a whole range
of expressive means in which the plasticity
of the performer plays a rather strong role.
Moreover, plasticity should be understood
not only as an active or tricky movement,
but as an evident-visual side of the action,
up to the style and manner of the vocalist
on stage, even if he does not use a rich
and varied plastic script. Yurii Dmitriev
subtly notes this feature: “The stage needs
not only professional musicians, but also
musicians-artists who can act, live on
stage, as dramatic artists live” (Dmitriev,
56). In any case, it must be borne in mind
that vocals become the subject of art in
the performance of a popular song, and
the plasticity of the artist should only



emphasize its figurative content and artistic
origin.

In general, plastic in a pop-vocal work
appears in two meanings, as follows:

1. Anindependent, functionally
significant factor representing a plastic
interlude or a dance fragment in the
intervals between couplets.

2. Evident-visual component of the
stage action as a plastic analogue of the
musical-figurative content of a vocal song.

Popular performing arts has a number of
examples of how a song turned into a small
performance, in which the plot, dramatic
conflict, character traits were revealed by
means of vocals, acting and stage plasticity,
in terms of their capacity and richness of
the image. An example of intermediality
in Kazakh popular music is the clips of
the groups “Orda”, “917, “KashYou”,
performers Aikyn, Dilnaz Akhmadieva,
Dimash Kudaibergenov, in which the
musical composition is complemented by
a visual plot. Directors and artists work
closely with musicians to create colorful
and emotional videos that help convey the
main idea of the song or complement its
emotional component. Thus, the popular
music of Kazakhstan becomes not just a
sound work, but a full-length aesthetic
experience, where the viewer can immerse
themselves in the world of fusion of various
arts.

Another interesting example of
intermediality in the videos of Kazakh
artists is the inclusion of advertising
elements. Clips are becoming not only
a means of distributing music, but also
an advertising tool for promoting goods
and services. Thus, the popular group
“Irina Kairatovna” in their new 2023 video
“China” collaborated for commercial
purposes with a famous deodorant brand
and after the release of the video the
meaning of the song shifted towards
the product, that is, before the video of
“China™’s work was simply “cool” ”, and
then became “cool” thanks to the use of
deodorant. The dramaturgy of the video and

the acting work of the group members gave
a new interpretation of the song’s test and
meaning.

Belgian electronic musician and DJ
Paul Van Haver, alias Stromae, in his
song and video titled Papaoutai, where a
paronymy, translated as “Daddy, where
are you?” increases the dramatic the effect
precisely due to the plasticity of the body
and acting.

The video for the single was shot in
accordance with the content of the musical
composition. According to the plot,
Stromae-dad and his son live in a small
apartment in an area where children live
exclusively with their fathers. All the sons
have cheerful, plastic and lively parents, in
contrast to the hero played by Stromae: he
looks more like a mannequin, not moving,
with a frozen dead smile on his painted
face. His son suffers and tries in every
possible way to stir up the dad-doll, and
only at the end does he succeed. The video
turned out to be very touching.

Do not omit the emotional component
of the performance and reading of the work.
Lev Mazel distinguishes between works,
where:

a) an expressive effect is achieved with
the help of several or many tools aimed at
the same goal (the principle of multiple and
concentrated impact),

b) one and the same tool serves to
achieve several expressive effects (the
principle of combining functions).

The authors of the article “Emotions
in music and musical performance as
a subjective factor in music education”
(Elena Barashkova, Ludmila Drobysheva-
Razumovskaya, Ludmila Dorfman) in
connection with the importance of the
emotional content of the performed work
write: “In Ultimately, musical emotions
are characterized by duality. They are real
and “fictitious”, involuntary and arbitrary,
individually unique and generalized. In
the process of creating and implementing
an artistic concept and constructing a
corresponding musical work, the creator
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uses the artistic form to express musical
emotions. Their appearance is mediated

by artistic form. Emotions in music should
be distinguished from their perception by
listeners. In some cases they may coincide,
in others they may not coincide, but in both
cases they differ in origin: musical emotions
come from the creator and are associated
with creativity, emotional perception comes
from the listener” (Barashkova, et al, 29-
45).

[t should be borne in mind that the main
object of attention for a popular singer is
vocalism. If he begins to perform music in
active movement, then there is a need for
parallel control, and for this he must have
a highly developed level of vocal-motor
coordination, which means the ability to
combine singing and movement. “The
actor must be able to combine speech
(singing) with the movement of the body
in the same, different and changing
tempo-rhythms in a single stage action”
(Dmitriev, 56). At the same time, such
episodes cause special difficulties for the
performer, when the rhythms of the vocal
part and the movement do not coincide.
Mastering their coordination, and at a
higher level than that of drama artists, is a
necessary condition for a pop singer. Only
then the desired plastic pattern is formed,
which, admittedly, still exists on the stage,
and which is aptly and bitingly referred to as
“two stamps & three slams”. “Success in
mastering this skill depends on how freely
and diversely the nervous processes that
control the interaction of speech (as well as
singing-Zarina Kurmanbayeva.) and body
movement will be carried out.” Therefore,
the difficulties of vocal-motor coordination
often create obstacles in establishing an
organic relationship between plasticity and
the vocal-dramatic line, that is, such an
evident-visual side of the performance that
would most accurately and vividly express
the emotional and effective content of
popular vocal music.

The stage plasticity of a pop vocalist is
formed in the process of special classes,

where the parallel development of voice
and plasticity is possible with the help

of singing technique, which involves the
functioning of the vocal apparatus with

the same degree of freedom, convenience
and ease, as in the process of calm speech,
regardless of movement and phonation,
that is, the technique of singing in a
speech position. Moreover, light, not tense
singing in consonance with acting and
stage plasticity will be possible under the
following factors:

- development of a methodology for
vocal work with singers of popular genres
in the solo singing class, which includes a
special set of vocal training exercises, for
example, breathing exercises, releasing
the vocal apparatus, forming a sense of
resonance when singing, and etc.;

- use mainly systemic and indirect
methods of managing the singing process
with the help of certain muscle efforts;

- to carry out the development of
breathing exercises, including some
motor actions of the arms and legs in an
interconnected process of vocal action;
constantly singing and speaking the song
in a dramatically correct state.

In general, it is necessary to develop a
comprehensive methodology for teaching
vocals, the formation of a plastic and acting
culture, which contains the principles of
achieving freedom and “comfort”; a holistic
and systematic approach to the process
of vocal skills development; emotionally
positive attitude; vocal training exercises
to tune the vocal apparatus for singing in
a speech position, etc., that is, to apply an
intermedial approach to the preparation of
pop artists.

Main provisions

1. Pop culture is associated with mass
culture and is aimed at a wide listening
audience;

2. Popular music is synthesized by
its nature, and its performance requires
mastering and demonstrating elements of
different types of arts - plastic, acting, etc.;



3. Training a popular music performer
also requires the teacher to have a
larger vision and solve a wide range of
performance problems;

4. The emotional component is
an important part of a pop artist’s
performance.

5. The inclusion of physically active
actions (acting and/or choreographic) in
the performance of a song composition
requires great preparedness from the
vocalist, since the ability to combine
singing and movement is a difficult task and
is an indicator of vocal mastery.

6. In the process of preparing a pop
performer, it is necessary to develop new
techniques taking into account dynamic
physical activity, actively developing the
organs involved in singing, as well as
including an emotional component that
makes the plot of the composition live.

So, the significant demand for the
performing arts, its appeal to an audience of
millions imposes a serious responsibility on
the artists. Due to the fact that art is closely
connected with many aspects of our life, it
is affected by changes in almost all areas
of life. These are the increased pace of life
and the speed of information exchange, the
growth of technologies and the possibilities
of their use for terrorism, climate change
and the economic crises that follow one
after another. All of the above affects
culture and art in many ways, ranging
from the emergence of new topics in art
(climate, digital technologies, terrorism)
up to a new look at traditional topics
(everyday life, family values). Therefore,
most of the trends of postmodernism take
on a new meaning in metamodernism. As
the authors write [extract]: “... the story
continues after its hastily announced end”
(Vermeulen, Timotheus, 1-14).

Conclusion

Thus, the issues of development and
education of high-quality performers of
popular music are also becoming topical

in Kazakhstan, as it occupies one of the
leading positions in the national culture,
which is determined by many factors.
Firstly, this is light music that does

not require special training and deep
intelligence from the listener, initially
oriented to the broad mass of listeners/
consumers. Secondly, its development
coincided with the progress of electronic
technology, which in turn led to widespread
use throughout the world due to the
development of audio production. Thirdly,
the growth of interest and demand for
popular music corresponds to changes in
ideology, cultural and moral values, giving
people greater freedom in behavior, as

well as inner freedom, which determined
the growth of creativity. And every year,

in the context of globalization, due to
increased competition, the requirements to
a pop performer are only getting tougher,
which affects the performing level, which

is characterized by incredibly complex
vocal techniques, undoubted artistry,
acting skills, and plasticity. At the same
time, the performer must have amazing
charisma and attractiveness. In connection
with the growing relevance of popular
music in our country, there is a need for

a scientific substantiation of its various
trends, the development of scientific and
methodological foundations for the training
of specialists with the appropriate qualities
and skills. Despite the impressive progress
in this direction, popular music researchers
are striving to study the creative potential in
terms of the problems of vocal performance
that we have noted, where, undoubtedly the
intermedial preparation of a pop performer
is one of the most significant issues.
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3apuna Kypman6aeBa

TewmipGex JKypreHoB aTbiHAArkl Ka3akK YJATTBIK OHEP aKaJeMHSIChI
(Kasakcran, Anmathbr)

3yabtus Kacumoa

Temip6ex JKypreHoB aTblHarbl Ka3ak Y/ITTbIK OHEp aKaleMHsIChl
(Kasakcran, Anmarnbr)

Non-0PbIHAAYLLbICbIH OANbIHOAYOAFbI UHTEPMEOUANAbIbIK, EPEKILENIKTEPI

Anpartna. Makanaga non-opbIHAAYLWbIHbI AAMbIHAAYAAFbl MHTEPMEANANAbINbIKTbIH, HEFi3r QYHKUMSNApbl
KasakcTaHaafbl TaHbIMan My3blKaHbIH AaMYbIHbIH, 3aMaHayM TEHAEHUMANAPbI KOHTEKCTIHAE
KapacTblpbliafbl. OHep CMHTE3iMeH 6aMNaHbICTbl TaHbIMAN M3LEHUETTErT KUHTEPMEANANbINbIKY
VFbIMbI OHbIH, KEHECTIK, peceiik xaHe 6aTtbiC eyponasnbik fbibIMAA KONAAHbITYbI TYPFbICbIHAH
TanaaHagpl. CanbiCTbipManbl 3epTTeynep apkblibl 6yN YFbIMHbIH, 9PTYPAI YATTbIK, M3AEHUETTepAETi
aliblpMaLLbIbIKTAPbI Allblnabl. MaAEHUET KaHe eHep XKOFapbl OKY OpbIHAAPbIHAA MOM-BOKAAUCTTEPAI
[aspnay yOepiciH XeTinaipy MacenecimMeH Tikenen 6ainaHbICTbl XaHe MafeHM ahaHaaHy ASYipiHiH,
TanantapbiHa 6arNaHbICTbl ©3€eKTi 60/1bIN TabbiNATbIH MHTEPMEAMANAbINbIK SAICI SCTPafaNblK 6HEpAETi
oKy b6armapnaManapbiH KanbliNTacTblpyablH, MaHbI3abl 6eniri peTiHae ycbiHbiAFaH. Ocbinaniua, 3cTpaganbik,
M3AEHMETTIH AaMYbIHbIH, XXahaHablK NpPoLecTepi XaFaanbiHaa 6acekere KabineTTi Non-opbIHAAYLIbICHIH
[anblHAAy YWiH 6iniM 6epy 6armapnaMacbiHbiH, Kypamaac 6eniri petiHae nnacTMkanblk eHepre
KaTbICTbl MOHAEPAI €Hri3y KAXET, N aKTepiK webepnik — CTyAEeHTTiH SMOLMOHANAbINbIFbIH AAMbITYMEH
6arnaHbIcTbl 6onybl kepek. Cebebi kasipri Non-opbIHAAYLbICHI BOKA/ MeH xopeorpadus kemerimeH
9pTICTiK Webepnik — penai (Bokanmablk, xopeorpaduanbik, aktepnik) opbiHAAYbl Kepek. COHbIMEH KaTap,
MaTtepuangbl BoKanabl Typae 6epyaiH MaHbI3AblbIFbIH XOKKA WblFapyFa 6onMaiiapl, TeK OpblHAAYLbINBIK,
eHepaiH 6acka TypaepiMeH, COHAAN-aK TEXHUKANbIK 6eiHeney aneMeHTTePi MeH 31eKTPOHAbI
MYy3bIKa/blK TEXHOMOMMANAPLbIH KEMEriMeH BalbITy XaHe TepeHAeTy KaxeT. KapacTblipbliibin OTbipFaH
6yn TepMuH KasakcraHaa, acipece, TaHbIMan My3blka aCNEKTICiHAE i KONAAHbICKA TYCMEreH4iKTeH,
9NEMAIK CypaHbICKA Cav NOM-CaxHa apTiCTepiH AaspnayabiH, aHa dopmanapbiH Taby MacenenepiH
FbIIbIMM TYPFblAA AAMbBITY 4@ MaHbI34bl 60MbIM, TEpPeH, 3epTTeyai KaxeT eTeai. Ocbl MaKcaTTa 3epTTeyaiH,
©HEepPTaHY/IbIK, XXoHEe NefarorMkanblk aaicTepi, SFHU My3bIKasblK-TEOPUSIbIK XXOHE OPbIHAAYLIBIbIK,
Tanaay, COHAAaN-aK TaHbIMan My3blKaHTTapAbl OKbITYAAFbl MHHOBALMANbIK TYPFbIHbI KYPY KQXKETTiAiri
Typanbl naesapabl 6ekitTyne MaHpi3abl MaHi 6ap neagarornkanblk SKCNEPUMEHT KONLAHbINAbI.

Tyiiin ce30ep: HTepMeLManabIK, MON-BOKANAMCT, MOM-My3bIKa, My3blKa, CaxHa, 6iNliM, eHep CUHTEe3I,
non-mysblkagasbl Xxopeorpadus, Non-my3bikagasbl aKTePiK Wwebepnik.

Aaiiekce3 ywiH: 3apvHa, KypMaHbaeBa xaHe 3ynbdus KacumoBsa. «3CTpasa apTiCiH AalblHAAYAAFbI
MHTEepMeamManabinbik epekweniktepi». Central Asian Journal of Art Studies, T. 8, N24, 2023, 209-220 6., DOI:
10.47940/cajas.v8i4.757

Asmopnap KomuazbaHbiH COHFbI HYCKACbIH OKbIN, MAKY/10a0bl #aHe Myddesnep Kalilibliblfbl JOK
eKeHOieiH ManimMoelioi.
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3apuna Kypmanoaesa

Kasaxckasi HalioHasbHast akajieMust uCKyceTB uMenn Temup6eka YKyprenosa
(Anmarbl, Kazaxcran)

3yabhusi Kacumoa

Kaszaxckas HaunoHasnbHas akageMust uekyceTB uMenn TemupOeka JKyprenosa
(Anmatol, Kazaxcran)

YEPTbl UHTEPMEOWAJIbHOCTHU B NOATrOTOBKE MOM-UCNOJIHUTENA

AHHOTaums. B cTaTbe pacCMOTPEHbI OCHOBHbIE DYHKLMM MHTEPMELUANBLHOCTU B MOATOTOBKE MOM-
UCTONTHUTENS B KOHTEKCTE COBPEMEHHbIX TEHAEHUMIA Pa3BUTUS MOMYNSPHON My3bikM B Ka3axcTaHe.
MoHATUE «MHTEPMEAMANBHOCTbY B MOMYNSPHOW KYNbTYPE, KOTOPOE COOTHOCUTCS C CMHTE30M UCKYCCTB,
QHANM3UPYETCS B ACMEKTE €r0 UCMO/Ib30BAHUS B COBETCKOM, POCCUIACKOW M 3amafHOEBPONENCKON HAyKe.
MocpeacTBOM CPaBHUTENBHO-COMOCTABUTENIbHOTO MCCIEA0BAHMS, PACKPbIBAETCS Pa3nyMe AAHHOIO
MOHSATUS B Pa3HbIX HALMOHAMbHbIX KYNbTypax. MHTepMeananbHbli NOAXOA, KOTOPbI HEMOCPEACTBEHHO
CBS13aH C BOMPOCOM COBEPLIEHCTBOBAHMS MPOLLECCA MOAFOTOBKM MOM-BOKANMCTA B BbICLUMX YHEOHbIX
3aBeAEHUSX KYNbTYPbl U UCKYCCTBA U SBASETCS aKTyasibHbIM B CBSA3M C TPEGOBAHMUSAMM IMOXM KYNbTYPHOM
rno6anusaumu, NpeacTaBieH Kak BaxkHas 4acTb B GOPMMUPOBAHUM 0Opa30BaTE/bHbIX NPOrpamMM Mo
MCKYCCTBY 3CTpafbl. TaK, A NOAFOTOBKM MOM-UCMOMHUTENS], KOHKYPEHTOCMOCOOHOMO B KOHTEKCTE
MMPOBbIX MPOLECCOB Pa3BUTUS MOM-KYALTYPbl, HEOOXOAMMO BK/OYATb B KAYECTBE HEOTLEMIEMOM YaCTH
06pa3oBaTeNbHOM NMPOrpamMMbl, AUCLUMIMHBI, CBS3aHHbIE C MIACTUKOM, @ aKTEPCKOE MACTEPCTBO LOKHO
ObITb CBA3aHO C PA3BMTUEM 3MOLIMOHANBLHOCTMU CTYAEHTA. [T0TOMY YTO COBPEMEHHbIM NOMN-UCMOHUTEND
C MOMOLLbI0 BOKaNa v xopeorpadum LOMKEH LEMOHCTPMPOBATL MAaCTEPCTBO apTUCTMU3MA - UCTIONHSTD
(BOKanbHO, xopeorpaduyecku, akTepcku) posb. Mpu 3TOM BaXKHOCTb BOKA/IbHOMO NPENOgHECEHNS
MaTepuana He/b3s UCKYATb, @ HYXKHO ILb 060raTuTb, Yry6uTh C MOMOLLbIO APYrMX BUAOB
CLIEHUYECKMX UCKYCCTB, @ TAKXKE TEXHUYECKMUX BU3YasbHbIX 3/IEMEHTOB U 3IEKTPOHHbIX MY3bIKabHbIX
TexHonoruii. MockonbKy B KaszaxcrtaHe pacCMaTpMBAEMbIN TEPMUH ELLE HE UCMOJb3YeTCs, TeM bonee
B acnekTe MonynsipHOi My3bIK1, HAay4YHas pa3paboTka Npo6aemM Nomcka HOBbIX GOPM NOAFOTOBKM
APTUCTOB NOM-CLEHbI B COOTBETCTBMU C MUPOBbIMM CMPOCAMM, TAKXKE CTAHOBUTCS 3HAUYMMOW U HYXXAAETCS
B yry6/1eHHOM M3yyYeHun. 119 3TOro NpMBIEKAOTCS Kak MCKYCCTBOBEAYECKME, TaK U NMefarornyeckue
MEeTOAbl UCCNeLOBAHMS, TO ECTb MY3bIKa/IbHO-TEOPETUYECKMUIA U UCMONHUTENBCKMUIA aHaNM3, a TakxKe
nefarorMyeckunii SIKCNMEePUMEHT, UMEIOLLMIA BAXKHOE 3HAYEHME A1 YTBEPXKAEHUS MAEN O HEOBXOAMMOCTH
CO3[,aHWS MHHOBALMOHHOIO NMOAX0AA K 06YYEHMIO MOMYNSPHbIX MY3bIKAHTOB.

Knioyeesie cnoea: nHTEpMEAMANbHOCTb, MOM-BOKAJIMCT, MOM-My3blKa, My3blKa, CLEHa, 06pa3oBaHue,
CMHTE3 UCKYCCTB, XOpeorpadus B Nom-My3bike, aKTEPCKOE MaCTepPCTBO B MOM-My3bIKE.

Ana yumupoearus: 3apuHa, Kypmanbaesa 1 3ynbhus Kacumoea. «HepTbl MHTEpMEAMANbHOCTHU B
noAroToBke non-ucnonHutens». Central Asian Journal of Art Studies, 1. 8, N2 4,2023, c. 209-220, DOI:
10.47940/cajas.v8i4.757

Aemopbl npoyumanu u 0006puIu OKOHYAMeNbHbIl 8apuaHm pyKonucu u 3aseiswom ob omcymcmesuu
KOH@IUKMA UuHmepecos.
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