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THE SEMIOTICS OF A.J. GREIMAS - A EUROPEAN INTELLECTUAL HERITAGE, SEEN FROM INSIDE AND

OUTSIDE

Abstract

The article is about the case of A.J. Greimas — one of the most fascinating, challenging, provocative and
substantial scholars. The author tries to look at his contribution both from inside and outside. He takes the
liberty to write as an insider in the sense that he became Greimas’ pupil in the early 1970s and could follow
his legendary seminars in Paris. The author was also able to follow the later developments by personal
contact and correspondence and in author’s own output in musical semiotics using his method.
Keywords: semiotic, postmodern, structuralists, metalanguage.

Among all the so-called and also would-
be classics of semiotics during its history
the case of A.J. Greimas is one of the most
fascinating, challenging, provocative and
substantial. As we know there are many
scholars in the history of ideas, ‘giants
upon whose shoulders we stand’ but who
never cared creating a school around
them in spite of their evident charisma.
Yet, Greimas was one of them, but also
successful in gathering faithful disciples

around himself who continued the doctrine
one created. It is hard to say to which
generation of semioticians he would be
classified. If the first generation were the
scholars of the nineteenth century such as
Ferdinande de Saussure and Ch. S. Peirce,
then the second one meant probably the
structuralists of the 1960s and the third
generation the postmodern thinkers picked
up from the paradigm, such as Barthes,
late Foucault, late Kristeva, Derrida etc.



and simultaneously such unclassifiabkle
figures like Umberto Eco and Juri Lotman.
However, remembering the lecture Greimas
delivered in Finland in the summer
congress of the Finnish Semiotic Society

in July 1983 entitled Vers la troisiéme
revolution semiotique, the ‘revolutions’
were to his mind: 1) invention of semantics
by Michel Bréal, 2) invention of structural
linguistics by de Saussure and 3) invention
of modalities at Paris School around
Greimas himself [1] (see DVD Significant
Moments in the History of Semiotics in
Finland and elsewhere, 2007, E.Tarasti).

In this essay | try to look at his
contribution both from inside and
outside. We could distinguish here four
phases in chronological order: 1) origins
in Kaunas, 2) beginning: La sémantique
structurale (1966), 3) Height-generative
course — Dictionnaire (1979) and 4) post-
Greimassian developments. In fact, | found
rather similar periodisation of Greimas’s
career in the essay written by Paul Perron
(in Cobley 2001.:194); Yet he speaks of
three phases as a) defining subject/objet
relations by canonical narrative scheme,
i.e. either subject has an object or is
conjuncted with it or he does not i.e. he
is disjuncted from it, b) modal grammars
portraying the subject’s competence and
c) semiotics of passions i.e. how passions
modify action, one may say this is the
supremacy of modalities. This equals to
the third phase in my classification.

Yet, | take the liberty to write as an
insider in the sense that | became his
pupil in the early 1970s and could follow
his legendary seminars in Paris. | was
also able to follow its later developments
by personal contact and correspondence
and in my own output in musical semiotics
using his method. However, since the
1980s | was more in the U.S. and got new
impulses from Bloomington, and could see

his approach also from outside, by they
eyes of different other schools. In general,
reading the Greimas literature through
anthologies, encyclopedia, monographs
you may also notice two basic types of
discourse around him: one is maintained
by his faithful disciples trying to preserve
the metalanguage intact from any changes
and transformations as to terminology.
They continue the heritage but problem
maybe that other scholars in the global
semiotic community do not always
understand their vocabulary. On the other
hand, the evaluations in encyclopedia and
course books on semiotics in English do
not really catch his contribution but classify
him in such a manner which either covers
its essential aspects or straightforwardly
do not comprehend his true nature.

So we have to balance between these
approaches to avoid the Skylla and
Kharybdis of these extremities.

Early influences: Sesemann

There is something similar in the
early phases of such scholars normally
considered as adversaries, as Thomas A.
Sebeok, namely the oblivion of the early
stage of their careers: in the US no one
spoke any longer about the Finno-ugrian
background of Sebeok as a Hungarian and
distinguished scholar of Tcheremiss and
other Siberian Finnougrian tribes. Nor has
anything been said about Greimas’s years
of study in Kaunas, although it is often
just those young years which are decisive
in one’s life offering a store of ideas to
which one later returns. Before Rimtautas
Kasponis started to gather documents
systematically on the childhood and youth
of Greimas (Kasponis 2014) very little
was known about them [2]. In this essay |
shall not deal with biography as such but
it is significant what he studied and under
whom at Kaunas University in the 1930s

Central Asian Journal of Art Studies 4 |2016



in the prewar time. His study book shows
[3](see Tarasti 2015: 379, document from
Kasponis’s sources) that he took a course
on logics by the famous Lithuanian but half
Finnish philosopher Wilhelm Sesemann,
who was stemming from the Parland family
in Finland (the most remarkable figures
in the history of Finnish semiotics being
Henry and Oscar Parland, see Parland
1991)[4]. Particularly we know from the
cultural essays written as early as in the
1920s by Henry, who was a kind of “Roland
Barthes before Barthes”, that semiotic
ideas had come to his mind via the St.
Petersburgian linguist Zirmunski who was
so close friend to Sesemann that wrote a
preface to his Aesthetics.

So Greimas came into circles of
Sesemann, but also of another scholar
Lev Karsavin. Karsavin was a philosopher
as well and cultural historian whom
Sesemann had tempted to settle to
Kaunas University, Karsavin belonged to
the Russian intelligentsia of the 1920s, his
sister was a famous ballerina Karsavina.
But Karsavin had learned the Lithuanian
language so well that later Greimas wrote:
it was Karsavin who showed him that
Lithuanian could be also language of
science. The life of Seseman has been
studied by the German scholar Thorsten
Botz-Bornstein; the Lithuanian philosopher
Leonidas Donskis has edited Seseman’s
Aesthetics in English (translated by
Mykolar Drunga) [5]. Let me note that
the English version of this major work
by Sesemann was long time a project
between me and Greimas in the 1980,
and we had correspondence about this
issue which was, however, not realized
then. If we think of possible intellectual
impact of Seseman on Greimas, we note
that the former had studied philosophy in
St. Petersburg and then at the University
of Marpurg. In Germany he discovered

thee neo-Kantian school of Marpurg and
Freiburg, Nicolai Hartmann, who would
become the towering figure in modern
German philosophy, andv was Sesemann
classmate in St. Petersburg classical
gymnasium. Influenced by Nikolai
Lossky’s intuitivist philosophy, the neo-
Kantians’ ideas, Hartmann’s ontology and
philosophical anthropology and also by
phenomenological philosophy, Sesemann
wrote in German and Russian numerous
articles on philosophical idealism,
classical and modern epistemology, logic
and aesthetics [5](Donskis 2007: xxv, in
Seseman 2007).

As we know, there is a direct line via
Ernst Cassirer’ philosophy of symbolic
forms and neokantianism to structuralism.
In later Greimas his three categories of
discoursivisation ,spatiality, temporality
and actoriality stem from Kant and his
apriori categories of space, time and
subject. So the origin may lie here.

Moreover, was Seseman familiar with
Russian formalism although did not quite
accept all its ideas. The most important
point | could find there was that meaning
was always something ungegensténdlich,
immaterial; so to study it empirically was
very hard. In fact, in Greimas and his notion
of isotopy we find the same argument —
although isotopies could be said to consist
of recurrent classemes — and in the
semiosphere by Tartu-Moscow school or to
put it like the American semiotician John
Deely: sign is never a thing, it is an object
[6](Deely 2001 419,564, et passim).

Botz-Bornstein has moreover
discovered that for Seseman the meaning
was neither totally subjective to be studied
as the state of human mind nor completely
objective i.e. existing in a text, but living
between them, in a form he saw to possess
a certain rhythm (note already what the
late Greimas spoke about tensivity and



valence). Sesemann was influenced by
Russian formalism but his view on the
form was rather dynamic, almost kinetic.
The place where he put it between the
subjective and objective comes close to
Greimas’s concept of le monde naturel
whichwas not at all anything natural but
already semiotized by the human mind.

As said, Zirmunski was Sesemann’s
close friend. The Lithuanian scholar
Rimtautas Kasponis has studied the youth
of Greimas and discovered a lot of things.
However, Seseman also criticizes Russian
formalists; his view of structure was that
it was inner rhythm which constituted the
true aesthetic moment. This was close
to Lossky’s notion of organic whole or
neokantian efforts to dynamize static
logical systems. Elsewhere Sesemann
however emphasized the two forms of
knowledge: kennen and wissen, of which
the first one was more important (in French
philosophy it was Vladimir Jankelevitch
who had a similar distinction between
connaissance and savoir).

Not the notion of ‘device’ priem from
Sklovski was the true essence of an art
work. Of it Sesemann said in his study
Iskusstvo | kul'tura which by the way
appeared in the same year as Heidegger’s
Sein und Zeit in 1927: “the notion of
device as used by the school of the
Formalists which is for them a substitute
for form in spite of all the methodological
convenience it offers it cannot be
considered sound from a philosophical
point of view. Form understood only as
a device of artistic expression takes in
a subjective-intentional character and
seems to exist without any relation to
the material itself” [7] (quoted from Botz-
Bornstein p. 41). Yet, elsewhere he said:
“Formalists are absolutely right in insisting
that poetics should above all flow out of
linguistics.” But Sesemann’s ‘formalism’ is

10

an aesthetic one” (ibid p. 41), but it is true
that he was a philosopher and aesthetician
in the first place and moved on another
level of abstraction than more concretely
thinking formalist scholars.

Viadimir Propp [8]

Now we still have to think of how the
ideas of Vladimir Propp came to Greimas
since my hypothesis is that there might be
even here a ‘Finnish link ‘Certainly then
the name which first dives up is Vladimir
Propp. The innovation made in Morfologija
skazki as early as in 1928 is decisive.

Now we can only ponder from which kind
of network of ideas it emerged in order

to understand its fecundity. The basic
realization of Propp when dealing with
Russian fairy tales was that elements of
one tale could be transferred to another
tale without any change. For instance,
Baba Yaga can appear in most diverse fairy
tales and plots.

The very notion of plot is defined as
follows: one chooses at random one part
of a tale, and provides it with word ‘about’
and then definition is ready: for instance,
tale containing a dragon fight is of type:
fairy tale about fight with a dragon. Propp
found all other classifications earlier
unsuccessful. For Veselovski plot consisted
of several motifs, a motif develops into a
section. Plot is a theme which consists of
various situations. For him motif is primary,
plot is secondary. But Propp thought
that we have to first segment a tale, only
thereafter can we make comparisons.

To which extent Propp used the Finnish
school of folkloristics for his achievement?

Vilmos Voigt answered to my request by
a letter:

“In Russia N. P. Andrejev appeared in
the Folkore Fellows series, in which his two
books have been published. | do not know
where is his correspondence with Kaarle

Central Asian Journal of Art Studies 4 |2016



Krohn and Antti Aarne. Andrejev was a
professor at St. Petersburg University,

an old-fashioned fairy tale typescholar.
Probably he was the first who thought
that one should make a catalogue of
Russian folktale types. The Russkoe
geograficheskoe obshchestvo (whose
director was the famous orientalist Duke
S. F. Oldenburg) founded a skazochnaja
committee, a research committee for folk
tales. It invited Propp to make a catalogue
of fairy tale types. Propp got a grant but
soon thought that Aarne’s system was
outdated and when he had read through
Afanasjev’s classical fairy tale collection,
he realized that many fairy tales followed
the same structure.

This was the birth of Propp’s
morphology. He wrote his own book
three times. First it was a narrative story,
whatwas really no morphology at all.
Committee did not accept that writing”.

Levi-Strauss published his comments
on Propp in his essay in Cahiers de
I'Institut de science économique appliqué
no 9, mars 1960 entitled “L’analyse
morphologique des contes russes” and
simultaneously in English in International
Journal of Slavic Linguistics and Poetics
3, 1960. He starts it by saying that those
exercising structural analysis have been
often accused of formalism. This means
that form is determined by its opposition
to thematterwhich is alien to it. Where
as structure does not have any separate
contents: it is the content put in a logical
organization, which is conceived as a
property of the real” [9] (Levi-Strauss
1960, 139).

Lévi-Strauss praises the translators of
Propp’s work who have done an immense
service to the human sciences by their
work. Levi-Strauss then comments Propp
and admits that his criticism of previous
scholars is justified (Miller, Wundt, Aarne,

Veselovsky): problem is that one can
always find tales which belong at the

same time to several categories because
classification is based upon types of tale or
themes which they enact. The distinction of
theme again is arbitrary. The classification
of Aarne provided an inventory of themes
which is of big help but the segmentation is
purely empirical, although belonging of one
tale to one category is always approximate.

Propp’s work was indeed celebrated by
the structuralist movement by and large.
For Greimas it was one of the starting
points for his school and he launched the
discussion in his Sémantique structurale
in 1966. He paid attention like Lévi-Strauss
that the list of Propp could be made more
economic and as to actant and actors
doing the functions one could distinguish
what he called mythical actant model
with six members: subject, object, sender,
receiver, helper and opponent.

However, the concept of an actant
appears in his book much earlier than he
speaks about Propp in the chapter A la
recherché des modéles de transformation
[8] (p. 192). Also Greimas tried to reduce
the number of functions. Yet, the history of
structuralism by Francois Dosse mentions
Russian formalism rather passingly
and only when it has impact on French
structuralism. However, when Propp’s
book appeared at Seuil in 1965 it became
the source of inspiration for the whole
structuralist movement. It had appeared in
English in 1958 thanks to the initiative of
Jakobson and effort of Thomas a Sebeok,
yet Levi-Strauss had discovered it as early
asin 1960 [9].

Not only Greimas tried to improve Propp
but also Claude Bremond in his Logique
du récit tried to show that the functions
were always following three phases: first,
there was a possibility for an action i.e.
virtuality, then one could choose either
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passage to act or not passage to act, and
if positively, then achievement or non-
achievement. Nevertheless, even this
idea has been anticipated by Boris Asafiev
in his intonation theory speaking about
musical form as a process and stating that
all music was based upon three phases:
initium, motus and terminus, like in tonal
music tonic, dominant and tonic — which
could again serve as a new initium for next
phase (like inWagner’'s opera as a Kunst
des Uberganges, whereas the terminus
serves a diminished seventh harmony
from which the musical wave can go to any
direction whatsoever).

But there were also other scholars
working further with Proppian model.
If Lévi-Strauss had changed his linear
change into an achronic matrix, this was
elaborated further by Elli-Kaija Kongas-
Maranda and Pierre Maranda in their
article on “Structural Models in Folklore”
appeared in Midwest Folklore Fall 1962
They list earlier studies on structure in
folklore as Propp’s Morphology and Levi-
Strauss, Sebeok and Alan Dundes. The
primary goal of all of them was to find out
the smallest operational units of structure.
Aarne proposed it as ‘type’ 1910, Propp as
‘function’ in 1928, they were both content
units without operational value. Then
Thompson proposed ‘motif’ 1932 and
Levi-Strauss ‘mytheme’ in 1955 (study on
Oedipus myth). The latter was a contentual
structural unit consisting of a relation
between subject and predicate. Ultimately
Dundes proposed in 1962 a ‘motifeme’,
which was an act of a protagonist, taking
into account its meaning in the whole fairy
tale. Yet for Kongas-Maranda the crucial
problem was to find the opposed pairs
and the mediator between them. This
could be put in the simple formula A :B:
B: C. Levi-Strauss’s scheme fx(a) :fy(b):
fx(b): fa — 1(y) had to be understood as a
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formulation of the mediating process. Then
Kéngas- Maranda were able to portray
different types of mediation, starting

from the analysis of a Tsheremiss story

by Thomas A. Sebeok, these were zero-
mediator, unsuccessful mediator and
successful mediator. In fact, the Kongas-
Maranda scheme was very close to the
ones Greimas proposed as the ultimate
goal of his analyses, an extremely abstract
algebraic formula.

It is interesting to notice how similar
ideas emerged at the same time in many
countries and academic environments.

When the structuralist fashion lost its
attractiveness, what remained was the
narratology, which could still consider
Propp as its pioneer. Especially almost
all canonical analyses of stories start
with segmentation. For instance, even
in musical narratology this functions,
like | have tried to show in my study of G
minor Ballade of Chopin with its modal
grammar. But it is as Ugo Volli has said
about such use of Propp, that since Propp
various authors have tried to extend the
morphology to other narrative genres,
like myth, legend, popular literature, and
modern novel. But in order to do so it is
necessary that analysis is brought upon a
higher level of abstraction [10] (Manuale
di semioticap. 111). It is hard to imagine
any other type of systematic narrative
study than just stemming from Proppian
‘functions’.

Anyway, the above mentioned
Antti Aarne and the Krohn brothers
constituted the so-called ‘Finnish school
of folkloristics’. | had never heard about it
before my journey to Brazil where | bought
a study by the Brazilian anthropologist
Renato Almeida entitled A Inteligencia
do folklore. and to my surprise there was
a chapter on Escola finlandesa. Yet, if
we argue that Propp got his intellectual
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impulse to his Morfologija skatzki

from this Finnish school it might be a

little exaggerated. As Vilmos Voigt has

put it, Propp rather criticized Aarne’s
methodology. Likewise Grigori Levinton
from St Petersburg European University
told me that the Finnish connection was a
wrong hypothesis. Never theless, thinking
of all this network of ideas around the
young Greimas in Kaunas, Seseman,
Karsavin, Zirmunski behind etc. and then
a little later Greimas in the mid-1960 after
the outcome of the French translation of
Morfologija skazki by Propp by Seuil, this
is perhaps not so far-fetched. Why it could
then be important? Of course because

of the origin on the whole discipline of
narratology stemming from these sources.

Beginning of Greimas’s
structuralism

We may now skip over the postwar
phases of years of wandering by Greimas
via Alexandria and Ankara to finally to
France. Of course we should not forget
the friendship between Roland Barthes
and Greimas which was established
in these years abroad. In the history of
structuralism by Francois Dosse it has
been mentioned that the year of 1966,
the outcome of Sémantique structurale
by Greimas in the year of “les succes
structuralistes” was stemming from
the seminaire of Greimas in 1963-
64 at Institut Poincaré. Dosse says:
L’insistance que met Greimas a defendre
une sémiotique générale embrassant
tous les systémes de signification a
I'ouverture du travail linguistique sur tout
autres champs»[11] (Dosse 199:262). So
a.o. Elements de sémiologie by Roland
Barthes in 1968 was clearly written in
the Greimassian perspective of general
semiotics. Then once Greimas got his
post at EPHE in 1965 with the help of

Lévi-Strauss structuralism had a steady
foothold in French academic life.

What was involved was in fact a kind of
‘linguistic turn’ in the French soil. Yet, the
charactersation of Dosse is correct and
more justified than in later encyclopedia
of semiotics which all emphasized
the linguistic, text based, aspect of
Greimassian semiotics, although obviously
since the beginning its goal was more
‘universal’ and transdisciplinary. Howevet,
the scientific ideal of structuralism was
apparent in Sémantique structurale i.e.
extreme formalism and formalization, so
that the final result of any analysis was a
quasi-algebraic, achronic structure. Dosse
is ironizing this: someone had ready a
Greimassian analysis of marriage, which
ended after one thousand pages that
marriage is a binary structure (Dosse op
cit 266) Moreover, Dosse crystallizes his
interpretation of the 1960s: In spite of
their differences Lévi-Strauss, Greimas
and Lacan constituted the trio of the most
scientific structuralism, Ce sont les trios
fleurons de la pensée formelle a son zenith
(op cit 274). Once in a talk with Greimas he
said to me that his method is so rigorous
that he could sign any study of his pupils,
the method would automatically guarantee
the results. | did not then ave the courage
to oppose, while | thought that then there
would not be any change or progress in
science. Das alte Wahre war schon langst
gefunden, das alte Wahre fass es an as
Goethe put it!

However, when arriving as a young
passionate LéviStraussan structuralist to
the seminar by Greimas in Paris, | soon
noticed that | did not understand almost
anything what happened in the lively
discussions among mostly Italian, Latin
American and French pupils of Greimas.
The reception was a such kind: Greimas
introduced me as “a compatriote of George
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Henrik v. Wright, the philosopher who was
successor of Wittgenstein in Cambrige,
had developed the deontic logic which
Greimas admired. That happened in the
mid 1970s, when | also interviewed twice
Roland Barthes who would have like to
take me to his seminar; yet, when he
heard | was already at Greimas, he lost his
interest.

Anyway, | quickly realized that | had to
study first Sémantique structurale and the
best way for a foreigner was to translate it
to one’s own language, in my case Finnish.
| started it in Paris but it appeared only
much later in 1982 in Finland, after several
revisions (Finnish language does not have
those Greco-Roman based terminologies
and so much new vocabulary of semiotics
had just to be invented and translated).

Nevertheless, the time of its publishing
was the year of the ‘structural’- Dubois
had said to Greimas, that if you add
after semantics the term ‘structural’ one
thousand copies more of your book will be
sold. (Dosse op cit p. 385). It was the time
of Lévi-Strauss’s Structural anthropology
and Rolan Barthes’ I'homme structural.
Now, what was then the innovative aspect
of this important book?

For the first, one could see that it was
a time not far afield from phenomenology
of Merleau-Ponty, or Karl Jaspers, this
philosophy is looming there in the
background. First definition of meaning
is just the one of perception: one has to
perceive simultaneously two different
terms. At the beginning the field of
empirical field of sign studies is mentioned,
as the classification of signs by their
signifiers, visual, auditive, tactile etc But
it is quickly abandoned in favour of the
semantics. The first method he proposes
is the semeanalysis, and here we are
close to linguistics, of course, and binary
oppositions. Also the air of information

14

theory, cybernetics and computer studies
counting on O or | is present. The analysis
of the lexeme ‘head’ is the model example
of such an extremely taxonomic analysis.
The level of the semiology is defined.

From Semiotic Square and Isopies
to Narratology

Nevertheless, Greimas does not yet
actually introduce his famous semiotic
square although its elements are already
clearly present; as all know the square
as such was an old logician’s model
which Greimas only brought to semiotic
discussion. Its purpose has been then to
furnish a reading model of any empirical
field or phenomenon whose structure
and organization are unknown, chaotic,
disordered. By square a certain order
appears. The origin is purely linguistic on
the other hand but in its general meaning
and use, the model is an hypothesis of a
cognitive deep structure in one ‘s brain.
One can presume that phenomena follow
its law and if we know what is S1 and,
say, non-S2 we may try to infer what
are the missing parts. Moreover, in the
case of temporal semantic universes
and texts, the square creates a virtuality
for expecting what happens next in the
‘becoming’ of a text. Let us say if composer
first gives S2 and non-S1 when does he
give to the listener S and non-S27? (This
was the case for instance in the Chopin’s
Polonaise Phantasy as | tried to show). This
a narrative arch; tension is created due
to this postulated structure. Some have
even a mystic view on the square how the
signification emanates organically from it.
However, more modestly it is an important
working method and tool for any research,
to be used on any level of a text.

The first really new concept launched
there was the one of isotopy. In English
perhaps one should rather say ‘isotopicity’
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i.e. the quality of having isotopes. Yet, this
deep level of meaning inherent in any text,
based empirically on contextual semes
and their recurrence, but cognitively as a
mental category making the text coherent,
even a most fragmentary one, is already
characteristi of expasion of the purely
linguistic domain to a more philosophical
one. How can one for instance prove the
existence of isotopy to the one who does
not perceive its presence or understand
it? By no means! For instance in the arts of
performance one may notice that certain
interpretation musical, theatrical, filmique,
gestural in dance etc. is wrong. But, it is so
wrong that it cannot be corrected by just
changing some signifiers: Play here louder,
here faster, here more slowly. No, it is
wrong because the performer did not catch
the isotopy.

One must say that from this moment
of launching the isotopies Greimassian
semiotics already became something more
and broader than pure ‘lexicography’ as
Thomas Sebeok portrayed it or ‘narrative
discourse grammatics’. Of course
essentially Greimas remained faithful to
his linguistic turn, for instance he said: Il
ny a as des verités il n'y a que veridiction,
There are no truths, there are only
statements about the truth. Moreover, the
fact that isotopies appeared and became
manifest when they changed, like in
cases of bi-isotopies or complex isotopies,
added an exciting tinge to the notion:
for instance, the manner of portraying
Boris Godunov and his coronation to a
Czar in Musorgsky’s opera is convincing
just because it is based on two distant
chords enharmonically combined, i.e.
one note is either G-flat or F sharp and
has thus a bi-isotopy. So the atmosphere
around the chord is ambiguous, because
Boris does not want to be coronated as
a Czar. Or Oscar Wilde writes a play: The

importance of being Ernest(i.e. Ernest =
person, Earnest = honest). As Greimas put
it; any witty talk is based on playing with
complex isotopies. Later he shows in his
Maupassant study how an isotopy makes
an otherwise fragmentary text into a
coherent one thanks to the spatial isotopy
of Paris.

Certainly isotopy is one Greimass'’s
great contributions to the semiotic
vocabulary, in fact close to Lotman’s
semiosphere which as well has been said
to be in the origin of any meaning and
define it as a continuum of signs (and
here extremities touch each other: let us
remember the late Peirce and his principle
of synechism, of a universe ou ‘tout se
tient” as Greimas would have put it!).
Isotopy is something to be preserved in any
21 century semiotics, whatsoever being
its epistemological ground.

Yet, the riches of Sémantique
structurale will not end here. The Proppian
heritage is present in the actant model.
The Greimassian version of Proppianism
was just in the abridgement of actants into
six major actantial roles: sender, receiver,
subject, object, helper and opponent.

This remained perhaps the most
popular of Greimas’s innovations, much
applied to different empirical domains.
This was prophetically seen by Greimas
himself when he made several different
‘thematic investments’: a philosopher
of classical age, Marxist, economic,
psychoanalyst. Subsequently he ponders
the transformations of Propps functions
and glide close and closer to extremely
formalized reductions .

A little later came the canonical
narrative scheme (see Perron) above which
was also put by Ugo Volli as follows: S A O Il
soggetto € congiunto con I'Oggetto, or SV
O Il soggetto e disgiunto dall’'oggetto. Then
actions can be portrayed as: S1- (S22 0
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i.e. Subject S1 gives a gift of O to subject
S2 i.e makes him conjuncted; or makes so
that S2 abandons it, is deprived of it S1 —
(S2V 0). And this means that a story starts
when S1 — (S2 - (S3 V 0): this is the same
as make one do something (faire faire)
orS1-(S2-(S320)[10,P.120-123]
(Volli 2008: 120-123). These schemes fit
to all narratives. In music: when subject

is conjuncted to object, he is happy, he
only ‘is’: in tonal music this means ‘being’
as a static quality, consonant, euphoric,
harmony; if one is disjuncted one has

to ‘do’ something, in music: one is in
dominant, music is active, dynamic, going
towards something, dissonant, searching
for the rest and detension.

One might here already think how
to situate Greimas in the context of
angloanalytic philosophy. The latter has
three requirements as Nathan Houser
has put them: 1) the linguistic turn — in
Greimas: yes, 2) the use of formal logic
— in Greimas: yes (particularly later in
his theories of modalities), 3) the correct
philosophical style — this is hard to say and
depends on how you define it.

In this point, one may already question
what is the purpose of this type of semiotic
analysis. Is this method an extreme
reductionism whereby the concrete
phenomena are reduced into abstract
schemes? For the first, why should we
translate all from their original language
into a very complicated metalanguage?
The answer is that in such a reduction
new logical possibilities and worlds are
revealed in the studied phenomena,
such dimensions which would otherwise
remain hidden. On the other hand,
such a metalanguage can serve as the
international language of scholars, in the
intercultural and transdisciplinary field new
connections among phenomena hitherto
concealed are revealed. Results in one
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field can benefit others when the shift
from one to the other is made possible by
a common metalanguage. For instance,
results in the narrative study of literature
or cinema can be used in musicology
or media or education or sociological or
cultural study. This is certainly not far afield
from the idea of the unified science once
the logical empirists had in the 1920s.

At the end of the Sémantique
structurale an example of the method
is given by a study of George Bernanos
novel Journal d‘un cure a la campagne.
If one has seen the movie directed by
Robert Bresson on the novel, one would
even more understand its existentialist
nature. Certainly, the idea of the narrative
is focusing around its main protagonist,
the young priest in his first vicary, with
an idealist Jesus Christ project willing
to convert all his village people into true
christianism. Yet, he fails because he does
not understand which kind of sign he
is for the people around him. Taking into
account the existential atmosphere of the
whole one is at the same time fascinated
and astonished by the rigouros taxonomic
approach of its structural semantics, which
by a cold blooded method and glance
approaches its existential message. There
is an interesting contradiction involved
here.

Height: Dictionnary and Generative
Course

Sometime in the mid-1970s Greimas
got the idea to put all his notions he had
hitherto elaborated into what he called
a ‘generative course’. The generative
models had become fashionable by
Noam C homsky and tree diagrams were
applied to all sign systems, even to music
as by Lerdahl and Jackendoff 1985 or
by conductor Leonard Bernstein in his
Unanswered question. The grammar
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behind any sign manifestation or text was
supposed to have a deep structure and
surface, and the depth was schematized
like in C homskys example phrase: John
beats his sister. So the originally linear
syntactic or syntagmatic chain of signs
was shown to be rather a hierachic
construction in which signs in the chain
were not of equal value. Of course, the
idea of deep structure was launched
already by other structuralists, but for
Greimas it fitted well. There had been since
the beginning the idea of manifest and
immanent levels therein. Now, in the model
syntactic and semantic columns were
parallel phenomena and one could follow
how text was either produced from the
deep level isotopies via discoursivisation
to the surface, or the surface was step by
step by reduced to dense abridged deep
level structures such as for instance the
semiotic square. These two courses, either
from up to down or from down to up was
parallel to the idea that a text could be
produced from some essential principles
or that these principles were gradually
revealed and inferred when starting from
smallest elements of the text, by a kind

of ars combinatoria. No one questions
the process itself and its logical, almost
‘organic’ coherence. It was not far from
the old Goethean idea of an Urpflanz
whwerefrom all later plants originated or
analogously in music like in the theory by
Heinrich Schenker from Ursatz to which
any tonal music piece ended. Neither is it
far from Heideggerian metaphysics and
ontology.

Yet, a semiotician who is more keen to
realism would think that the generation
from level to another is perhaps not any
logical organic growth phenomena but has
irrational leaps, gaps and conflicts. But
this was beyond the structuralist tradition
of semiotics to whom Greimas remained

faithful. Thinking of the situation now
epistemologically one may ponder whether
the idea to put all Greimass’s hitherto
invented notions into the straight jacket of
parcous generative was a good one or not.

The application of this generation met
difficulties since the beginning, One major
question was when one should start to
apply it and when stop. If the problem
under investigation was restricted to a
certain level of generation, why should
one launch the whole heavy apparatus to
reveal its organization? And after all, how
it had to be applied. Greimas never spoke
about ‘bon usage’ of his model. In one
word: there had to be somewhere a higher
level logic telling when to start and when
to stop using the generative model. The
case of the Finnish theater scholar Kari
Salosaari is a good example. He created
an extremely complex generative model
for actor’s work in drama and even used
it in his experimental theater directions
of certain classics from Shakespeare
to Sophokles. Yet, in the defense of his
doctoral thesis he could not answer to the
question: which kind of sign is an actor
who is acting sleeping and then really falls
asleep on stage?

Gianfranco Marrone has recently
pondered and well clarified these problems
in his study The invention of the text [12]
(Palermo: Mimesi, 2014:51) He argues:
“The text appears, therefore, as the tip of
the iceberg of the generative trajectory of
meaning, the place where this trajectory
acquires and expression-substance and
thus makes an empirical concreteness,
becomes communicable, cognizable and
reachable.... The generative trajectory
of meaning is in turn the simulation
of the different levels of relevance in
which meaning textualizes itself....any
human and social signification can be
described by the semiotician at different
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levels, more or less abstract, more or less
simple....it can be performed at the level
of elementary structures ...(the semiotic
square).. it can be performed at the level of
narrativity ...at the discursive level where
enunciating subject uses the underlying
structures by giving them specific actors,
spaces and times ...In this view, the

text results from a different operation:
textualisation. Textualisation works by
stopping the generative trajectory at some
level and revealing it...” Yet, this was said
much later.

Modalities

Nevertheless, together with parcours
génératif also totally new elements
were elaborated at the Paris school,
such ideas which by the time survived
better the scientific fashions. One such
innovation was explained by Greimas
in his famous lecture Vers la troisiéme
revolution sémiotique at Jyvaskyla on
1983, namely the discovery of modalities.
This notion namely radically changed
the whole paradigm: instead of studying
the structure of an object or text - one
shifted the attention to the subject and his
activities and attitudes towards the object.
In fact, this meant almost giving up old
structuralist idea of focusing in a text.

When looking at the French dictionary
we find the definition of the modalities.
If one is a music scholar one should be
careful that they are not confused with
modal scales and church tones. Here
modalities mean only the ways whereby
the speaker animates his her speech
by his/her wishes, hopes, certainties,
uncertainties, abilities, etc. So modalities
provide an essential source of meanings
dwelling in any communication. Thinking
of Saussure’s famous diagram of a
dialogue: Mr. A saying something to Mr. B,
the space between them is not empty or
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avacuum. It is already before any act of
communication, before anything has been
uttered, filled by modalities. Modalisation
is the process whereby modalities
penetrate into discourse. Yet, there is the
‘enunciated enunciation’, i.e this process
has been put in the discourse and its
structure already, like in the case: J'espére
qu’il vienne. Not all languages have this
prominent quality, say, the finnougrian
languages have only a few such cases of
subjunctive, like in the verb: han tullee,
hé&n mennee which conveys uncertainty.
Therefore one may ask whether modalities
are a universal feature of all semiosis. The
anthropologist Elli-Kaija Kongas-Maranda,
once said to me that she wonders whether
her aboriginals in Polynesia would have

an idea of those diirfen, wollen, kbnnen
(for some reason she used German words
here) and what they meant. Once lecturing
at a Greimas seminar in Paris | said that

| do not know if for instance there are
modalities in Chinese language. Two
Chinese students came to me after, they
felt upset that | had been underestimating
the Chinese culture in this respect as if

it were lacking something essential in
communication. That was by no means
my intention. Contrarily, | do believe that
modalities, the fundamental ones of
‘being’, ‘doing’ ‘appearing’ and maybe
‘becoming’ are universal, as well as other
modalities of know, must, can and will. |
say in English the modalities in this way for
the sake of brevity, instead of, say, ‘to be
obliged to’ or ‘to be able to’. Of course we
can also argue that there might be more
modalities than those hitherto listed in
Greimas’s school.

One problem in concrete text or
discourse analysis is of course that
modalities appear via what Greimas calls
‘aspectualisation’ i.e. some modality
is present sufficiently/insufficiently, or
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excessively/inexcessively. This gave

me the idea in my music analyses to
‘digitalize’, so to say, modalities, which as
such are of continuous nature, of course.
So | could give for instance five values
according to which extent a modality was
functioning in the text: very much, much,
neutrally, insufficientely, inexcessively,

or ++,+,0,-,--. Next question was: by
which competence can a reader make this
interpretation, is it on any objective basic
of totally subjective and arbitrary? Earlier
| was tended to think that those modal
values were based upon the previous
articulations of space, time and actors in
the discoursive level. So the devices of
disengagement and engagement were
important. Some times these terms
made more confusion, like when one
colleague said after my speech: | agree
that political engagement is important
even in semiotics. However, nowadays |
am inclined to think that modalities are
primal, then they become more concrete
and articulated signs. Ultimately one can
write a modal grammar of a whole text
using also the Greimassian symbolic
notation. | quote here the modal grammar
on Chopin’s G minor ballade [13] (Tarasti
1979):

‘BoelsDa WALl Ronow”
i not to-do il “+
i | ta bhe )
I b o A+ -
(AN not=-to-cdo L8] -
A3 nol-to-be,
[Tans- - 0
V1 UL L=k
trans+ 4+ =3 4 -
VIl L0y SIVEAT
Lo clo et 4 — -
WILL not-tu-he + o =
Ix Lo appear
Lo bae -3 0 0
x Lo he 0 —» & -
X1 not-to-he,

Irans+ + —F ++ o
XI11 1o do .
X1 to ddo= to be s+ — 0

Figure 1. Modal grammar of Chopin’s G minor Ballade.

Such an enterprise is very Greimassian
and stucturalis in its endeavour to
chrystallize the result of the analysis into
simple logical schemes. Yet, pragmatic
difficulty here lies in the fact, that in
this particular empirical field of music,
those who are supposed to read such
studies and benefit from them in their
interpretations are most often not trained
in formal logics and hence unable to
understand what is involved. So the results
should in this case be expressed via such
notation like the standard musical score
i.e. notes which the majority understands.
This has happened in the so-called
Schenker-method of music analysis.

However, on theoretical level the use
of formal logics occurred also in the
deontic and modal logic studies b y the
angloanalytic philosophers like Georg
Henrik v. Wright already mentioned and
admired by Greimas. In his study Norm and
Action a deontic lo ic of ‘must’ is sketched
on the basis of logic of change, portraying
the world under transformation. Its basic
operation being pTq, i.e. p which becomes
q.

To give another illustration we may
quote the work done by the Finnish theater
scholar Kari Salosaari who published a

“Can’ “Must”® ‘Believe'
0 [§] mal»
0 — 4 + mab
+ —F ++ + —» )  mab = mab
] + mab
4] [¥] mab+
r mab — m+ab
+ = 0 m+ab
+ % 0 m+ab -=» mab
s - mah
- ++ m+aky
-- + meaab — mab
o — ke - m+ab
-+t ] mak
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systematic study in 1988 about actor’s
work which was completely based on
Greimas’ generative course. His empirical
object was a 10 minutes video filmed
section from the stage performance of
Carlo Goldoni’s play Il baruffo in Chioggia.
(filmed at the drama studio of a Finnish
avantgarde theater in Tampere)

He showed a.o0. what a complex
network of modalisations takes place in
a a simple dialogue between two actors,
Isidoro and Checca on stage. | quote here
a diagram which, albeit in Finnish, reveals
his idea of the modal nature of such a
communication, theater being of course
always ‘communication of communication’
as the Czech scholar Ivo Osolsobe used to
say:

In the scheme one may notice that
Salosaari left the abridged symbols
of modalities to follow French and not
Finnish, which probably made his study
less accessible. Unfortunately Salosaari’'s
book has not yet been translated into
English or French although it is certainly
one of the most Greimassian works ever
done.

Then, let me introduce still one
empirical application of Greimass’ idea of
generation, in the essay on gastronomy
(Tarasti 2015). Just like in my studies
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on musical narrativity, here only certain
elements are picked up from the original
generative trajectory, namely those

which seemed to be relevant for the
object. So the facts are not forced into
theoretical schemes but their selection
depends on the phenomenon itself, and
its isotopies: the application of Greimas
tries to be flexible, ‘idoneist’ like the Swiss
mathematician Gonseth once said:

Figure 3 Gastronomy (Tarasti 2015)

Epistemologial reflections

Altogether the generative trajectory
was also visited by Paul Ricoeur in his
famous speech at the Colloque de Cerisy
in 1983. His communication was then
published in the booklet series Bulletin of
the Paris school but it appeared in Ricoeur
1984: 49-51. His major point is that to
his mind Greimas tried to build achronic
principles of narrativity which existed so to
say before the story was told i.e anything
was manifested. Therefore regarding the
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Proppian approach he chose the way to
enrich its paradigmatic aspect i.e. the
actants instead of functions whose list
was since the beginning much longer (31)
than actants (6). What disturbs Ricoeur

is just stepping outside the temporal
aspect of any narration. Yet, the major
epistemological problem for him was
whether the surface grammar was richer
than the fundamental grammar. If the
process is supposed to be generative all
should be included in the axioms and

one should not smuggle in any additional
elements during the trajectory. Now this
gradual enriching of the model proceeds
perhaps from our competence and from
our empirical familiarity with all kinds of
stories. Ricoeur crystallises his point:
Greimass’ analysis is teleologically guided
by the anticipation of the final stage, that
means: narration as a process creating
values. We might add here that Greimas
is revealed to be rather Hegelian who said
that ‘the absolute’ appeared only at the
end of the world process and development
of the spirit.

What are then concretely those
‘inserted’ or smuggled elements in
Greimas’s system? Ricoeur mentions
three: 1) aspectual structure i.e.
inchoativity, durativity and terminativity
which are not well defined in relation
to fundamental structures ; 2) strongly
axiological nature of contents to be
invested in the semiotige square (he
means life/death and nature/culture
articulation certainly). Ricoeur rather
considers them to contain a euphoric
or dysphoric character 3) the role of
destinator i.e. simply said: communication
which is the dynamic aspect of signification
and which Greimas puts elegantly as
‘operational syntagmatisation’. Anyway,
Ricoeur’s analysis remains one of the
sharpest philosophical comments on

Greimas. One might here add from

an ‘existential’ point of view that the
generative rrajectrory looks a little

like the Hegelian palace criticized by
Kierkegaard; it is fine but the only deault
is that the subject does not live there
butin a dog’s hut at the side. Of course
those who see in Greimas an incurable
nominalist whose slogan was “Outside
the discourse no salvation” defend the
generative construction as a machine of
textualisation. Rather analogous was the
case of Lotman, who considered culture
consisting of texts but supposing there
loomed somewhere inside any culture a
procedure or device or mechanism which
was producing the texts, textualising the
world or like Jorge Borges said: world was
a book to which all events we were written
into.

The problem of all these text-based
semiotic systems is of course, as Ricoeur
already put it, in the temporal nature,
text has beginning and the end. So what
to think of such texts: as architecture,
painting, sculpture etc. without time? By
talking about text or as well discourse we
secretly bring inside strong hypotheses of
the nature of these semiotic objects. This
was in fact already noticed by Thomas
Winner and Irene Portis Winner.

But is the text everything in Greimas?
Even Marrone who wants to underline the
role of text admits after all: “It is therefore
necessary to suppose the existence of
some kind of element - cultural, historical,
scientific, social — that is a constructing
subject, either individual or collective,
taking charge of placing the relationship,
of making it relevant and valid within the
socio-cultural universe” [12, P. 56-57]
(Marrone op cit p. 56-57). The radical
innovation was in the 1970s, let me
once again emphasize, the discovery of
modalities, because it changed the entire
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research strategy which was no longer a
study of fixed object i.e. text nor the study
of the mind of subject - as it is in cognitive
studies - but in the relations of subject to
the object, i.e. the modalisation.

In fact, one may say that this was
also Greimas’s original plan since
the beginning. Eric Landowski has in
his quite recent essay spoken about
the existential dimension in Greimas,
manifest even as early as at Sémantique
structurale. LandowskKi correctly states:
The Greimassian thought was first and
foremost motivated to explore meaning in
general. Greimas was not only interested
in the signification of texts but in the
‘signification of human activities’ in the
signification of history or simply as he
often putitin ‘the signification of the
living experience”. His starting point is the
situation of man... But at the same time he
showed greatest possible vigilance against
the risk of slinking into impressionistic or
psychologizing discourse, or of contenting
oneself with a speculative kind of inquiry
[14] (Landowski 2011:1). Yet, soon the
problem of experienced meaning turned
into probematics of manifested meaning
. For Landowski Greimas thought that the
only relevant issue was to understand “in
which conditions and by which process
our existence in the world makes sense.”
So the existential turn was reduced back
to the linguistic turn in the sense that the
meaning was suppppsed to appear best
in an uttered text. Yet ,taking into account
the existential or experiential dimension
did not exclude or ignore ealier results
of studies in textuality done over the last
decades. The semantic world was only
seen as identical with the living world,
inside which we are definitely closed.
Then Landowski has to repeat the slogan
Hors du texte point de salut (op cit 4). This
meant that the regime outside the text -
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regime: the favourite term by Landowski
in his social semiotics — was a prohibited
zone. Subsequently Landowski develops
his own new research line where he
distinguishes subject’s existential styles,
such as programming ad manipulating.

Post-Greimassian era

However, now we have glided already
into post-Greimassia era. So what happene
to his school and system after Greimas?
Some pupils of Greimas had already in his
life time developed into different directions,
fertilizing the authentic doctrine by all kind
of innovations. Among them is of course
Jacques Fontanille, one of the most open
minded scholars of the school who made
remarkable findings in the study of space,
light, and corporeal semiotics. The latter
in his monograph Séma et soma where he
launched the philosophical distinction of
Moi and Soi into semiotics. Some others
continued strictly on what they thought
was the primal and original Greimas: like
Annne Henault, Claude Zilberberg etc.
some discovered new fields of application
like Ivan Darrault-Harris in psychiatry. The
strong Italian school continued educating
semioticians in a strict Greimassian
doctrine but paying much attention to the
concemporary economic world, media etc.
scholars like Paolo Fabbri, Guido Ferrari,
Ugo Volli, Gianfranco Marrone, Omar
Calabrese, Isabella Pezzini made serious
work in these lines. Huge quantity of
studies appeared. Yet, essentially Greimas
was considered like the scholar who had
found the truth and put it in his writings
in epigrammatic form, like inscriptions of
ancient stones of Antiquity.

Yet, as early in Dictionnary there were
trends to elaborate further his schemes
withb a more dynamic outlook. The
semiotic square was temporalized, the
words like ‘becoming’ (devenir) appeared
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among the fundamental modalities. The
theory itself was already in motion. Yet, as
we know no one can enter the Greimassian
universe by reading first the Dictionnary.

In order to understand it one should have
read all previous literature and if possible
have attended in those edless discussions
on Paris seminars and cafeterias.

Outside the European context the theory
flourished like in South America and in
the Orient, in a country like Iran which has
recently shown its strength in semiotics

by analysing the old and contemporary
Persian culture with Greimassian notions.
This has mostly happened around Reza
Hamid Shairi in Tarbiat Modares University
in Teheran. However, we are still waiting
for the encounter of Iranian philosophical
tradition and ‘modern’ or ‘postmodern’
semiotic approach

Existential Turn

Nevertheless, Greimas himself had
already hinted in his last phase, semiotics
of passions, to the ontological questions
as the basis of his thought.He launched
new notions of ‘phorique’ tensivity, and
valence, of which the first was the same
as Husserl’s pretention of a subject; so he
referred to the phenomenological aspect
of his theories not mentioned since the
quoting Merleau-Ponty in his early writings.
At the end what was involved was the
argument “The being of the world and
subject do not depend on semiotics but
on the ontology, it is to use the jargon the
manifesting of the manifested what we
are searching for” [15](Greimas, Fontanille
1991: 15, 25-27)

In this point, it is certainly appropriate
to say a word about existential semiotics.
This term appeared probably first time
in the monograph Existential semiotics
[16] (Tarasti 2000), which was one of
the last semiotic treatises produced in

the series once established by Thomas
Sebeok at Indiana University Press. We
have to make the comment that in spite
of his well-known hostility against the
French school he published at Indiana
University Press many English translations
of Greimas (like the Dictionnary). This new
theory of existential semiotics was in fact
a combination of continental philosophy
in the line of Kant, Hegel, Kierkegaard,
Jaspers, Heidegger, Sartre, de Beauvoir,
Wahl, Marcel etc. and the classical
semiotics, including Greimas. In this sense
it was a synthesizing effort inside the
European intellectual tradition. But on the
other hand, it was rather radical effort of
renewal, of creating a new theory or what

| called later ‘neosemiotics’ of the 21
century.

The starting point were temporality,
subjectivity, logic of change, flux,
qualitative research, experience,
existentiality, values, and transcendence.
Its first models were indeed far afield
from the Cartesian squares and layered
structures like in Greimas. It took a
new outlook in circular models, arrows
portraying the ‘journeys’ of the subject
beyond his living world called now by the
untranslated (or-able) German word of
Dasein. So it seemed to be something
opposed to the Paris school. But at the end
it was not so. We may take into account
all that was said above of the truest
nature of Greimas’s project and add what
Landowski said recently: “The renewal
we propose would absolutely not lead
to ignoring the results of the research
of textuality completed during the last
decades” [14, p. 2]. This means one could:
well continue to be a Greimassian - or
Lotmanian, Ecoan, Derridean, Deleuzean,
Peircean - in the context of the new
epistemology. These remained as totally
valid approaches to the world of subjects
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and objects in the Dasein. Yet, in this
existential theory much is based upon
dialectics between the present and absent,
say, interaction between the empirical
reality and transcendence. The term of
transcendence does not figure in any
encyclopedia of semiotics, (it was used by
Karl-Otto Apel and of course some thinkers
close to semiotics, but not quite like in the
understanding sociology of Alfred Schitz
and Thomas Luckmann). The easiest
definition os transcendence was certainly:
it is anything, which is absent but present
in our minds. In sociology | want to mention
also the works in Helsinki by professors
Pekka Sulkunen and Pertti Ahonen.
However, the notion of transcendence
launched into semiotics was neither of
theological origin nor of psychological
(psychedelic ‘trip’” or anthropological (a
shamanistic practice) but conceptual and
philosophical In this sense it was rather
stemming from Immanuel Kant. Yet, it
was as one could expect always object of
misunderstandings. So at the end in the
present state of the theory | distinguish
three kinds of transcendences. 1) empirical
one, transcendence aposteriori, according
to our daily experice: | go to the kitchen in
the morning to prepare coffee, but coffee
is in the closet, unseeable, but | know
it is there, so it is transcendental until |
open the closet and make it manifest.
2) existential: | can stop in my action,
living, experiencing and step into the
transcendence at any moment | can say:
Verweile doch du bist so schén like Faust.
3) radical: it is the theological one present
in many thinkers through ages: Dante,
Thomas Aquinas, Ibn Arabi, Avicenna
until the American transcendentalists,
Emerson etc. In any case, it is opposed
to the idea that semantic universe is
closed, the living world where we are —
or have been ‘thrown’. That is certainly
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against the Greimassian slogan Point de
salut en dehors du disc ours...or Dasein.
Just contrarily: there is salvation only
beyondthe text, discourse etc. We can as
semiotic ‘animals’ any time even amidst
our corporeality step outside this process.
Anyway, the notion of transcendence with
all its varieties can lead into what | called
a transcultural theory of transcendence,
whereby we can compare different
cultures and their views of transcendence.
This is to continue the debate started
once by the American linguist Walburga
von Raffler-Engel about crosscultural
misunderstandings, an extremely acute
issue in the contemporary world of huge
immigration movements and cultural
conflicts involving diverse uses of the
transcendental idea. We have to remember
that at the end the most abstract theories
prove to be the most influential ones with
their pragmatic applications.

Further, other elements were included
in the theory of Daseinstemming from the
Hegelian logics. One very important was
categoriesof an-sich sein and fur-sich sein.
Being-in-oneself and being-for-oneself.
These case were further enriched by
inserting there the Fontanille categories
of Moi and Soi so that we ended to a
‘semiotic square’: Being-in-myself = Moil
= body as such, Being-for-myself = Moi 2
= person, habit, Being-for oneself = Soi2
= social practices and Being-in-oneself =
Soil = values and norms. So we had the
familiar semiotic square after all! (Strictly
speaking it was not quite the semiotic
square with its logical implications but
something in that line, however).Yet very
soon the theory went further and the
square was replaced by what is called
‘Zemic’ model, the letter Z symbolizing the
movement within the structure either from
body - by gradual sublimation - into values
or from abstract values - by stepwise

Central Asian Journal of Art Studies 4 |2016



embodiment - into our primal corporeal
behaviours.

The part ‘-emic’ evoked the theory by
Kenneth Pike of emic and ethic aspects
or categories, emic being the internal,
ethic, the external. After all the model
was intended to portray nothing less the
the human mind. Then the truly semiotic
problem of course was how it manifested
in signs and texts, so how it was
textualised. Nevertheless, the semiotic
moment was not seen as something
added later only when we need to manifest
or ‘utter’ this state of affairs, but it was
included in the movement of ‘semiotic’
signifying forces within the model itself.

However, | do not see any contradiction
if one is an existential semiotician and still
continues to make Greimassian analyses
of any kind of sigh complexes or signifying
phenomena. In my recent treatise Sein und
Schein there are even strictly Greimassian
analyses side by side with existential
reflections (a.o. the analysis of Die
Walklire by Wagner, 2" act fourth scene).

As known, many contemporary theories
in human sciences use semiotics- but,
alas, without mentioning the origins. |
would not call it just stealing but it is sad to
note how semiotic vocabulary is introduced
to young students in the universities
without explaining or even mentioning the
roots and scientific backgrounds of these
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CEMMOTHKA A. )XX. FPEAMACA - EBPONEWCKOE UHTE/IIEKTYAJIbHOE HAC/IEAME, B3NS
U3HYTPU U CO CTOPOHbI

E. Tapactn
YHuBepcHUTeT XeNbCUHKU, XeNbCUHKU, PUHNAHANA

AHHOTauuA

[aHHasa ctaTba 06 0AHOM U3 UHTEPECHENLLMX, MPOBOKALIMOHHbIX M BblAAloWKUXCS Y4EeHbIX — Anbaurpace
HKynbeHe lpenmace. ABTOp AenaeT NomnbITKY B3rMAHYTb HA JOCTUKEHMS YYEHOTO KaK M3HYTPH, TaK 1 CO
CTOPOHbI. OH cyMTaeT cebs BNpaBe NncaTb KaK N1L0 NOCBALWEHHOE, NOCKObKY 6bl/1 yYHeHUMKOM permaca B
Hadane 70-X 1 MOXEeT NpoaHann3MpoBaTh €ro ereHaapHble cemrHapbl B MNapuxke. Kpome Toro, aBtop cMor
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oTcneanTb 1 6onee No34HME COObITUS U3 XU3HU YyHEeHOro Gnarogaps NTMYHOMY OBLLEHMIO U MEPENUCKe, a
TaKXe No COGCTBEHHBIM AOCTUMKEHUSAM B My3blKa/IbHOW CEMUOTUKE, OCHOBAHHbIM Ha METOAMKE YHEHOrO.

KnioueBble cnoBa:

CEMUOTUKaA, MOCTMOAEPH, CTPYKTYPaIUCTbI, METAA3bIK.

A.K. FPEAMACA CEMUOTHKACBIHbIH - EBPONAJIbIK 3UATKEP/IIK M¥PAChI, ILUTEN }XOHE

CbIPTTAl KO3KAPAC

E. Tapactn

XeNbCUHKM YHUBEPCUTETI, XeNbCUHKKN, PUHASHANS

AHpaaTna

byn Makanaga KepHekTi FanbiMm Anbaurpace XynbeHe [perMaceHiH, apaHAaTyWblblK }KOHE Kbl3blKTbl
Macenenepi KapacTbipbliabl. ABTOP FanbiMAaPAbIH XKETICTIKTEPIHE ILITEN KOHE CbIPTTal SPEKET Kacarl,
6aKblnayra Tbipbicagbl. On e3iH MapTebere ne 6onfaH, 70-wWi XblngapblH 6acbiHaarbl TPeMMachIHbIH, WOKIPT
peTiHAe *oHe OHblIH [Mapukaeri anrini ceMnHapnapblH 6aKblan onapabl Xa3yfFa KyKblFbiM 6ap aen ecentegi.
ABTOP FanbIMHbIH ©MipiHAEri COHFbl OKUFanapbl Typasbl, eKe 6annaHblCTapbl MEH Ka3bICKaH XaTTapbl,
COHJan-aK 63iHiH My3blKalblK CEMWOTUKA XETICTIKTEPI apKbl/bl, FaNbIMHbIH d4iCHaMachl Heri3iHae 6aKblnan

anapl.

Tipek ce3pep: CeMWOTMKa, NOCTMOAEPH, CTPYKTYpanucTep, metatin.
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\ 4

FEHEAJIOTUS
MY3bIKAJIbHO-
O3TUYECKOW

ART STUDIES

PO®PECCHO-
AJIbHDIE
MPHTH 1841.07 OCHUTEJIA
—e (OHTOI'EHES W
B =W D11JIONEHE3)

A. 1. Myxam6eToBa'

FEHEAJIOFUSl MY3bIKAJIbHO-NO3TUYECKOM KY/IbTYPbl KASAXOB U EE TPO®ECCUOHAJIbHBIE
HOCHUTEJIN (OHTOTEHE3 U ®UJIOTEHE3)

AHHOTauMA

B cTaTbe paccmaTpuBaeTcs npobnema reHeanormm My3blKkaabHO-MO3TUHECKOM KyNbTYPbl Ka3axoB, ee
3aKOHOMEPHOCTH 1 CYLLLHOCTHbIE OCHOBbI POX/AEHUS B TPAANLMOHHOM MY3blKa/IbHO-NMO3TUYECKOM TBOPYECTBE
npodeccuoHanoB-HocuTenen. ABTop MHTEPECYETCH BONPOCaMM «OHTOreHe3a» U «punoreHesa» OTHOCUTENIbHO
BO3pacTOB CasloB/cepe, aKbIHOB, Xblpay, X TBOPYECTBOM U KU3HEAEATEIbHOCTbIO B KOHTEKCTE CUTYaLMK
HM3HM KaK GOopMbl 6bITUS. AHaNM3MpyeTCs TpaaMLIMOHHAs reHeanorua B CBETE KOYEBOW KyNbTypbl: NPUpPOAHas
COOTHECEHHOCTb Pa3BEePTbIBAHUS }XM3HEHHOIO OMNbITa MHAMBMAA (OHTOrEeHE3) U UCTOPUYECKNE CTauM
pas3BuUTUS KyNbTypbl (GunoreHes). 3a OCHOBY UCC/IEA0BaHUS COAePKaTENbHOM CYLHOCTU XyA0XKECTBEHHOIO
TBOPYECTBA B3SITO TPAAMLIMOHHOE MY3blKaJIbHO-MO3TMYECKOE NCKYCCTBO Ka3axoB. TaKXe aBTOPOM NpuBeaeHa
runote3a 06 CTOPUYECKON MNOCIEA0BaATENBHOCTU — IMPUKA-Apama-3Mnoc», KOTopas OTpaXKaeT COCTOSAHMSA
ObITUSA 1 ero GopMmbil.

KnoueBblie cnoBa: My3blKalbHO-M03TUYECKas Ky/bTypa Ka3axoB, reHeasnorus, BbiCluMe AyXOBHbIE LIEHHOCTH,
CUHKPETU3M, OHTOreHes, GunoreHes.

OCHOBHbI€ POfibl Xy4OXECTBEHHOIO KaK OpraHn4yecKoe BblpaxkeHne
TBOpYECTBa — 3NOC, IMPUKa, Apama CUTYaLMMN }U3HU B TPAAULMOHHOM
(TeaTp). BonnouweHHbIe B KOHKPETHbIX MY3blKanbHO-MO3TUYECKOM TBOPYECTBE;
dopmMax XyqoKeCTBEHHbIX MPOU3BEAEHUN, 2) «MICTOPUYECKOE COCTOSIHUE MHPA».
3TW POAOBbIE KAaTEropuun oTpasuu, rno «bbITMe, BUOHO, HeJapoM BbipabaTtbiBaeT
Mbicaun I TayeBa: 1) «opraHmyeckoe ycTOM4MBbIE GOPMbI», KaK CPEeACTBO
BbIpaxeHne cuTyaLnu U3H1 B «fepeiMBaHns B HUX CUTYaLMIK XU3HW»[ 1,
iMTepaTtype», YTO B KOHTEKCTe c. 18].
Halwen Npo6aembl Mbl MOHUMaEM Bce poabl XyqoxecTBeHHOro TBOpYecTBa
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npeacTaBfeHbl B TPAAULIMOHHOM
MY3blKaJIbHO-NMO3TUYECKOM KyNbType
KasaxoB. ChopmynmpoBaHHble ILMayeBbiMm
3aKOHOMEPHOCTU CNOXKEHUS POAOB
WCKyCCTBa B TPaAULIMOHHOM YCTHOM
TBOPYECTBE NposaBAsioTCA elle 6onee
HarnsaHo, HEXENU B MUMCbMEHHOWM
nuTepaTtype. B3siB 3a OCHOBY MbIC/b
IMa4yeBa 0 cofepKaTelbHOM CYLHOCTH
OCHOBHbIX POAOB Xy[LOXXECTBEHHOIO
TBOPYECTBA, Mbl MOXEM NMPOBECTH
aHanmM3 TpaanLMOHHOIo My3blKallbHO-
NMO3TMYECKOr0 MCKYCCTBA Ka3axoB.

1. «BblparkeHne cutyaLmm K u3Hm».
B TpagnLUMOHHbIX 06LEeCcTBaXx «CUTyaLms

HKNU3HW» OTAE/TIbHOIO Ye1oBEKa HEPa3pPbIBHO

CBfi3aHa C KaTeropuen Bo3pacrta, Kotopas
onpeaensieT ero }¥1U3HeoLlylIeHKE,
CTepeoTUnbl NoBeAeHUs, 06LLECTBEHHbIN
cTaTyc, npaBa M 0693aHHOCTU. B
TpaAULMOHHOM Ka3axCKoM 06LecTBe B
OCHOBE NepMoan3aLMm YeNoBEYECKOM
WU3HU nexkan 12-netHnn (FOnutepHbin)
LMKA: geTcTBo (1—12 neT), MONoAoCTb
(12-24 ropa), 3penoctb (24—-36, 36—-48
NeT), ctapocTtb (48—-60 v ganee ner).
CoOTBETCTBEHHO, 06LLECTBO AE/IUN0CH
Ha BO3PacCTHbI€ KNaHbl: AETU, MONOAENKD,
3perible YNieHbl poaa U ctapLbl.

leHe3nc TMNOB NPOdECCHUOHaNbHbIX
fesrtenen TpagMUUOHHOM My3blKallbHO-
NO3TUYECKOWM KyNbTypbl Ka3axoB
Hepas3pbIBHO CBSA3aH C NoJ0BO3pacTHOM

cTpatuduKaumen obwecTsa; B TBOPYECTBE

W }U3HEeOenaTenbHOCTM canoB/cepe,
aKbIHOB, Xblpay MPOCIEXNBAETCH
opraHMyecKas CBA3b C KOHKPETHbIM
BO3PACTHbIM K/1T@aHOM M1, COOTBETCTBEHHO,
C onpeaeneHHbIM poaoM TBOpYeCTBa
[2,¢c.77 — 79].

BospacT — 310 BCeraa onpeaeneHHoe
COOTHOLUEHME TIMYHOCTU U 0OLWECTBA,
Bblpaxkatoleecs B cTepeoTmnax
noBeAeHus.

OeTcTBO — rnopa NpMpoHoOKn
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€eCcTecTBEHHOCTU. MupooluyLleHne
3TOro BO3pacTa B XXaHpaX AETCKOIro
dOJNIbKI0pa BbIpaXanoch XeHLWMHaMK,

BOCMUTbIBAOLWMMM ETEN, CAMUMU JETbMMU.

Mpun poxaeHnn n 6onesHsax pebeHKa
npuBneKancs 6aKkcbl UK NOXKKUIbIE
KEHLINHbI, BNaJeBLLNE }NU3HEHHbIM
OMNbITOM, MarM4eCKUMM 3HAHUAMU U
npaKTUKamu.

MonopocTtb — B rnoBegeHnun ceoboaa
N PpacKOBaAHHOCTb, HEMOCPEACTBEHHOE
NU3NUSHWUE YYBCTB W MPUPOAHBIX CUI.
Mup aMOLMOHaNbLHOIO NepexxnBaHus
W3HW, COCPeoTOYEHUE Ha NEPENUTUAX
JINYHOM cyabObl (N060BL cHACT/IMBas U
HecYacTMBas, NPUHYAUTENbHbIM BpaK,
IO6GUMbIA COKOJ1, KOHb, MPUPoAaa), «<BCH
NPUYUHHOCTb YXOAMT B «si» [3]. CKyccTBO
calloB 1 cepe — eCTb BonjouieHne
JIMPUYECKOTro TUMNa TBOPYECTBA,
nepefatoLLero BOCMpUATUE KU3HU
CKBO3b NPU3MY UHAMBUAYANbHOIO «Si».
«Hanpsi»keHue 1 npeBOCXoXaeHWe BCero
CBOEro cyllectBa — BOT MMPOBO33peHHe
JIMPUYECKOTO NPOU3BENEHUSA», KOTOPOE
«OJIN3KO K NPUPOAHOMY TUMY TBOPEHMUS
— U3NUSHUIO, pOJlaM B MyKax, notepe
CO3HaHus» [1, c. 147]. PackoBaHHO-

3POTU3NpPOBaHOE NnoBegeHne canoB U cepe

MaHUDECTUPYET ITOT «MPUPOAHbIN THI
TBOPEHMS» — Marus N1oA0pPoaNs, IpOTUKa
B CKPbITOM WJIM NPOSIBJIEHHOM BUAE, KaK
npaBuo, NPUCYTCTBYET B UX aTbicax u
TapTbiCcax C AEBYLLIKaAMMU.

3penocTb — B NOBEAEHUMN JENOBUTOCTD,

CO6PaHHOCTb, ClePXKaHHOCTb. [JoOMUHaHTa
YKU3HEOLLYLLEHUS — OTBETCTBEHHOCTD,
3a60Ta 0 CTapLUUX ¥ MAaALWKX; OTCloAa
aKTWBHas colmasibHas NesTeNbHOCTb,
ocyllecTBasemas BO B3aUMo- 1

NPOTUBOAENCTBUM YesioBeKa U MPUPOLHbIX,
COUManbHbIX, AYXOBHbIX CUJ1. ATO COCTOSAHME

4enoBEKa N MUpPa BblpaXaeT NCKYCCTBO
adKbIHOB C X OCHOBHbIM }aHpPOM
TBOPYECTBa — anTbICOM-COCTA3AHUEM.
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Mpu oTCyTCTBMM COBCTBEHHO TeaTpabHbIX
dOopM B KOYEBOW TEHIPUAHCKOM (a No3aHee
MYCY/TbMaHWU3UPOBAHHON) KyNbType
Ka3axoB BblpaxKeHWe apamMmaTUYeCcKuX,
KOHMNUKTHBIX CUTYaLIUIM XKU3HU U,
COOTBETCTBEHHO, UX BOMJIOLLEHNE B
dopMax AManorm4ecKoro MCKyccTea —

37O chepa AeATeNnbHOCTU aKbIHOB. NX
OCHOBHOW PYyHKLMEN Bblfla colnanbHas
Marms — yrnopsiio4eHne comanbHbIX
B3aMMOOTHOLLEHUI MeXay poaamMu
(@#TbIC) N YNeHaMM OQHOIo poaa-ceMbM
(cBapebHbIn 6eTaluap).

CrapocTtb — B NOBEEHNU
[IOCTOMHCTBO, HETOPOMMBOCTb, OTCYTCTBME
CYEeTHOCTU, NOAYEPKHYTasA OTCTPAHEHHOCTb
OT MUPCKMX cTpacTen. usHeoulyleHme
— BbIX0/ 3a npenenbl CO6CTBEHHOIO
«s1», 6IM30CTb K MUPY MPEKOB, CUSAHKE
C HaAJIMYHbIM Ha4yaloM XU3HU. Ecnu
CTapoCTb C ee 6IM30CTbI0 K MUPY NPEAKOB
TAroTeeT K MUPONOrMYHOCTU U ANAKTUKE,
TO MCKYCCTBO Xblpay, BblpocLliee KaK
NPOEKLMS U CIUAHNE HKUIHEOLLYLLEHNS
cTaplia ¢ MHTepecamu BbICLIEN CTYMEHHU
couManbHOW opraHmM3aumnmn — rocygapcrsa,
€CTb KJlaCcCUYECKOE BblparKeHue arnoca.
3noc — 310 ob6palleHne K KOPEHHbIM
BOMpocaM 6bITUS: U3Hb U CMEPTb, BOMHA
U MUP, «MEPEKPECTOK HEMOCPELCTBEHHOIO
N OTYYKEHHOIO OBLLEXUTUI — Hapoaa
W rocyfapcTBa — KakK ABYX OCHOBHbIX
cnocoboB 06beaAnHeHUs noaen» [1, c.
132].

Kasaxckui matepuan HarnagHo
BbICBEYMBAET FEHETUYECKYIO
006YC/OBIEHHOCTb HAMOJIHEHHOCTH
pOAOB UCKYCCTBa Cofep:KaHMEM
CTyMEeHEeN XU3HEHHOro LIMKAa; TMpUKa
— MOJI0J0CTb, ipamMa — 3PenocTb, 3NocC
— cTapocTb. COOTBETCTBEHHO, MCKYCCTBO
npodeccnoHasnbHbIX AeATENIEN KOYEBOM
KyNbTypbl UMEET ONpeaeneHHbIn GpKo
BblpaeHHbIM MOJyC: y canoB/cepe —
JIMPUYECKMI, aKbIHOB — ApaMaTUYEeCKUN,

blpay — 3MUYECKUN.

JeatenbHoCTb 6aKCbl HE MOXKET ObITb
NMOSTHOCTbIO OTHECEHA K XYNOXECTBEHHON.
OfHaKo oHa, UMest AOMUHAHTHYIO
CcaKpasbHYyO HanpaBneHHOCTb, COAEPKNUT
B CUHKPETUYECKOM €UHCTBE BCE
Xy[AOXKeCTBEHHbIE poAbl. Menoann 6aKchl
(MeceHHble N UHCTPYMEHTalbHbIE),
Ha3blBaeMble capbiH, UCMONHEHbI JIMpU3Ma
BM/10Tb 10 €r0 CaMblX CYObEKTUBHbIX,
3KCTaTUYECKUX NPOSIBIEHU, MO0 3aaa4a
6aKcCbl BO BpeMS KamiaHus yCTaHOBUTb
CBSI3U C apyaxaMu 4Yepes JINYHbIM BONEBOK
aKT; ero B3aMMOOTHOLIEHUS C AyXaMu
NCMNONHEHbI JpamaTtmu3ama, lamMaH He
NPOCTO pacCKa3blBaET, a BeAeT HacTosLLYyIO
60pbOY C HUMU, I0BOASLLYIO €r0 YacTo 0
N3HEMOXKEHNSA, GUNYECKON NOTEPU CUJT;
Lenb 60pbbbl — rapMOHU30BaTb MUP TaK,
4YTOObI B HEM MPOSIBUIUCH HYXKHbIE TtOASIM
CBOWMCTBa — 3TO LEe/ib MUDONOrMYecKoro
UK 3rM4ecKoro repos. [lesatenbHOCTb
6aKchbl NonepeMeHHo UKn napanniesbHo
dopmMupyeTcs pasnnyHbIMU CUIOBBIMU
NonsiMKU, KOTOpPble €CTb Pas/inyHble
$OpPMbl COOTHOLIEHUS IMHHOCTK (BaKChbl)

n oblecTtBa (itoan U MUP OyX0B), MO3TOMY
B HEMHOIMX COXPaHUBLIMXCSA 06pa3uax
(MeceHHbIX U UHCTPYMEHTabHbIX) Mbl
BCTpeYyaem Mesioann U IMPUYECKoro, U
3MNMUYeCcKoro, U gpamMatMyecKoro Mmoayca,
HO Yalle Mefnoann, B KOTOPbIX 3T Havyana
CUHKPETUYECKN HEePa3pPbIBHbI.

B TpaanumMoHHOM OBLLLECTBE KaXKaoMy
BO3pacTy COOTBETCTBYIOT onpeAesieHHble
CTEPEOTUNbI MOBEAEHUS, YEeNTIOBEK, MPOX0oas
Mo CTYNEHSM XU3HU, 0693aTe/IbHO JOJIKEH
MX MeHATb. BHelWHWM noKkasaTtenem
CBA3U NpodeccnoHanoB ¢ BO3pacTHbIM
KNaHOM ABNSETCA UX NOBeAEHUE,

KOTOpOEe MapKUPYET 3Ty NOXKUIHEHHYIO
CB#3b: Callbl M CEpe A0 CTapoCTu BeayT
cebs KaK MoJiofible, paCKOBaHHO U
3KCTpaBaraHTHO, NO3BONASA cebe LYTKK
1 BONIbHOCTU 3POTUYECKOI0 XapaKTepa;
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aKblHaM CBOWCTBEHHA Pa3yMHOCTb,
ClepXKaHHOCTb 3pesoro BO3pacTa;
¥blpay Aaxe B M01040M BO3pacTte
OPUEHTUPOBAH Ha CAEPXKaHHOCTb U
[IOCTOMHCTBO BbICOKOYXOBHOIMO CTapLa.
(9710 6bIN10 B KOHLE 80-X rogoB NpoLioro
BeKa. OgHaxabl B rocTax pasropenach
LYyTAUBas nepenanka Mexay 26-1eTHUM
¥blpay 1 AeByllKamMu. [leBylikam He
yAaBaoCb 3arHaTb rocTs B yroJi, y Hero
Ha BCe 6bl1 FOTOB OCTPOYMHbIN OTBET. HO
BAPYr MesibKHYNa ppasa ABYCMbIC/IEHHO-
3POTUYECKOTO XapaKTepa, U MeHs
nopasuna peaxkuma MONOAOI0O JXKUTUTa,
OH MFHOBEHHO CTasl CEPbE3HBIM U CKa3as:
«Onban, AeBylLKK, 1 MOTY BaM OTBETUTb, HO
MHE Henb3s, BeAb 9 — Xblpay».)
TBOPYECTBY U XXU3HEAEATE/IbHOCTH
npodeccrnoHanoB 6bl/1 CBOMCTBEHEH
CUHKPETU3M PeSIMrMo3HO-Marmyeckoro
N XyAOXecTBEHHOro. Ix marmyeckoe
BO3JEeNCTBME pacnpocTpaHsaioch Ha
onpeaeneHHble ypoBHM KapMbl. Canbl
u cepe — Npupoao-61onorniyeckui
YPOBEHb PU3NYECKOTO MUpPa, Maruns
na1o4opoans, NOCTOAHHOE O6LLEHUE C
MOJIOAEXbIO, BO3AENCTBUE HA TIUYHYIO
N CEMENHYIO KapMy. AKbIHbI — COLMYM,
Marma ceMenHo-poACTBEHHbIX CBA3EN
(06psap 6eTaluap), perynmpoBaHme
CoLManbHbIX B3aUMOOTHOLLIEHWN
BHYTPW 3THOCA (aKThiC), BO3AENCTBUE
Ha CEMENHYIO U KONNEKTUBHO-PO/IOBYIO
KapMmy, ynopsgo4eHune colmasbHbIX
cBA3er Yepes acTpasibHbli MUp. Hbipay
—Hepas3pbIBHOCTb CBA3M Hapoda ¢
BbICLUIMMMW AYXOBHbIMW LLIEHHOCTAMMU,
OTClofla BCe OCTa/lbHOEe — BbIXXMBaHWE
3THOCa Cpeau ApyrMx HapoaoB, rnobanbHas
NnonnTUKa, BOEHHasa Marus, npeackasaHue
MCX0Aa BOEHHbIX CPAXKEHWUN, a TaKKe
oyayuiero Hapoaa, BO31eNCTBME Ha
HaLMOHaNbHO-roCy1apCTBEHHYIO
KapMy 4epes MeHTaslbHbI MUP. 3TK
yHMBEpCcasbl TBOPUIN HE TONTbKO
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XY[AOXKECTBEHHO-3CTETUYECKNE LIEHHOCTH,
OHM CcO3Janun 1 NnoaaepKnBanun To JyXxoBHO-
3HepreTUyeckKoe noJsie, KOTOpPoe 3alwmano
3THOC BO BCEX TPEX MUPax — GUINYECKOM,
acTpanbHOM W MEHTabHOM.

[eHe3uc canoB/cepe, aKblHOB U XKblpay
YXOAMUT B Ky/IbTOBYIO A€ATENIbHOCTb, YTO B
ornpefeneHHom cTeneHn ypaBHUBAET UX C
6aKcbl. Ha ocHOBE Ky/IbTOBbIX PEIMKTOB
B UX 0EATENbHOCTU MOMHO NONbITaTbCH
PEKOHCTPYMpPOBaTb APEBHIOD CUCTEMY
TEHIPUAHCKNUX PENUTMO3HO-Marn4ecKkmnx
neqarenen, uepapxmsnpoBaHHbIX Mo
OYXOBHO-MpPaKTUYECKUM chepam,
BOCXOASLLMM K BO3PACTHOM Mepapxunu
oblecTBa.

[lyXOBHbIN ONbIT TPAAULMOHHOIO
oblecTBa cKagblBancs Kak
Hepa3pbIBHOE €IMHCTBO CaKpasibHOro
N Xy[IO}KECTBEHHOIO KOMMOHEHTOB,
COOTHOLIEHME KOTOPbIX B AE€ATENBbHOCTH
NpPoQpEeCCUOHaNbHbIX HOCUTENEN
NCTOPUYECKM IBONIOLIMOHMPOBAJIO B
CTOPOHY YCUNEHUS N IOMUHUPOBAHMUS
XY[AOXKECTBEHHOIO Havasa, 4To IBCTBEHHO
JeMOHCTpuUpYeT KynbTypa XIX BeKa.
lNoaTomy can/cepe, aKblHbl U Xblpay
B XX BEKE BOCMPUHUMANNUCL — BHYTPH
KYNbTYPbl MPEUMYLLLECTBEHHO, @ CO CTOPOHbI
NCKITIOYUTENBHO — KaK JesaTenu UCKYcCTBa,
YTO M MOMOTTIO0 UM BbIXXUTb. BaKchl, cyryb6o
PENNrMO3HbIN XapaKTep AedTelbHOCTH
KOTOPbIX Obl1 HECKPbIBAEM, B XX BEKe
NIaHOMEPHO NUCTPEBNSASIUCD.

«3noc, NMpuKa, Apama... ABNATCS
Ha CBET O0XMKW B NocegoBaTebHOCTH,
KoTOpas COOTBETCTBYET UBMEHEHMUIO
COOTHOLLEHUH JINYHOCTU M 06LLEeCTBa»
(pa3psaka Hawa — A. M.) [1, c. 19]. AHanus
*W3HW OTAENbHOIo MHANBKAA 3acTaBnseT
YCOMHUTbLCS B YHUBEPCANbHOCTH 3TOM
dopmynbl. Henosek, BoCnpuHMMas B
[EeTCTBE MUP LENOCTHO-CUHKPETUYECKMH,
Janee NpoxoauT pasfinyHble cTaanu
B3aWMOOTHOLLEHUI C MUPOM; B MONIOZOCTH
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OCBaMBaEeT IMPUYECKUI MOAYC BOCNPUATUS
WU3HU, 3aTEM — ApaMaTUYECKUM U NULLb B
3penoM BO3pacTe NOCTUraeT HauBbICLLWI
[IYXOBHbIM B389/ Ha ObITHE.

Ta6bnuua 1: No BepTUKanu — CTyNeHu
M3HEHHOTO LIMKNa, No ropu3oHTanu
— cpepbl Y XU3HEHHOIO COEPKaHUA B
€MHCTBE NMPUPOAHOro, CakpanbHOro

1 colManbHOro, No gnaroHanu — TUnbl
HOCUTESNIEN C UX OPUEHTALIMEN Ha
NPUPOAHbIN, COLMaNbHO-AYXOBHbIN OMNbIT
4ye/loBEKA M €ro CTEPEOTUNbI NOBEAEHNUS,
BOMolLL@eEMbIE B ONpeaeeHHOM poae
TBOpYecTBa.

B TBOpYecTBe BbiAAOLWLMXCH

TaGJ'[I/ILLa 1. CooTHollIeHKe BO3pacToB, COAepPKaHHs1, POJIOB TBOPYECTBA U €TI0 HOCHUTeJeH

MMPOCTPAHCTBO CAKPAJTIbHO- NMPUPOAHO- COUMAJTBHO- FOCYOAPCTBEHHO-
(BHeLwH., BHyTpeHHee) | NMPUPOJHOE COUMANNBHOE CAKPAJTIbHOE CAKPAJTIbHOE
BPEMA
Mcuxobuo- Mcuxonornyeckoe | PaunoHanbHoe | [lyxoBHoe
NIOrMYyecKoe
BAKCbI (capblHbil,
OETCTBO KOObI30BbIE KIOW)
CHUHKpEeTHU3m
CAJl, CEPE
MOJI00CTb (nMpunyeckune
NECHU U Kiou)
NUpUKa
AKbIH (a#TbIc,
3PE/IOCTb Tobactap,
6eTalwap)
Apama
HKbIPAY (Tonray,
XbIp, TEPME, KIOK)
CTAPOCTb anoc
BAKCbI
CHUHKpEeTHU3m

MY3bIKQHTOB MOXHO OTMETUTb OPUEHTALINIO
Ha cdhepy cogeprkaHus, BOCXOASLLYIO

K KaKon-Tn60 BO3PACTHOM CTYMEHMU,
pasymeeTcs, onocpeoBaHHy UX
JYXOBHOW AeATENbHOCTbIO U CoLManbHbIM
onbiToM o6uectBa. CO6CTBEHHO caMMu
TEPMUHbI can/cepe, aKkblH, Xbipay B
Ka3aXxCKOW KynbType ecTb onpeaeneHus
TMMOB NEBLOB. XapaKTepu3ys TUMbl
HOCUTENEN, Mbl TOBOPUIIN, Ka3aNlocb

Obl, TONIbKO O NeBLax. Bcex co3pgatenen

WU UCMNONHUTENEN MPOU3BELEHUI AN
MY3blKaJlbHbIX MHCTPYMEHTOB, KOTOPbIE

B Nt060M My3blKa/lbHOW KynbType
NosIBASIOTCH MNO3XKe NeBLOB (B CUY TOTO,
YTO OHM ABNAIOTCA HOCUTENIMU YUCTO

MY3blKa/lbHOIO MblLW/IEHNUS, KOTOPOE
BO BCeX KyJibTypax GpopmMupyeTcs
NO3Xe CUHKPETUYECKOro My3blKasbHO-
NO3TUYECKOI0 NECEHHOI0 MbILLIEHUS),
Ka3axu Ha3blBaloT KoLK, HO aHan13 ux
TBOPYECKOM 1eATENbHOCTM NMOKa3blBaET,
YTO TUMbl KIONLLK B Ky/ibType OTInBanInCh
Mo TOM }e BO3PacTHOW MaTpuLLe, 4To U
TUNbl NeBUoB. OHKU, COOCTBEHHO, IBUTUCH
6onee Nno3aHen pa3HOBUAHOCTbIO OOLLEN,
n3apessie uaywen Tmnonoruu. N cpeam Hux
€CTb T€ Xe TUMNbl 6aKchbl, can/cepe, akblHbI
W XKblpay.

Tun 6aKcbl— caM KOpKYT, YbM Kion
«bakcbl», «<KopKyT» 1 Ap. AoHeCnn 4o
Halwero BpeMeHu Kobbl3ncT NUxnac un ero
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nocneaoBaTtenu; TMN 6aKkcbl — BENUKUI
aomoépuct Cyryp, cBs3aBLIWK B CBOUX
IOMOPOBbIX KIOAX CTUINCTUYECKOE
0COBGEHHOCTH KIOEB-LIEPTINE U KOObI3OBbIX
LIaMaHCKMX KioeB. Ero Ha3biBanu coribi-
6aKchl. ITa BONHAsA My3blKalbHO-
CTUNUCTMYECKAs OpUEHTaLMS CBA3aHa C
TUNOM MHAMBUAYANbHOIO }U3HEOLLYLLIEHHWS
Cyrypa, ero TAroTeHMeM K MUCTULM3MY
3anpefenbHblX COCTOSHUI LaMaHCKO-
CypUIMCKOro ToKa, OTPa3mnBLLIEMYCS B €r0
My3blKe.

Tun can/cepe — 310 TaTTUMOBET C
ero n1to60BHOM IMPUKOKN, 06pazamu
NPEKPaCcHON NPUPOAbI, *EHLLMH U
aeByuweK. OTpaxeHMeM CBOMCTBEHHOIO
canam u cepe o6pa3sa XKM3HU, 0683aTeNbHO
BK/IOYaIOLLEro pUTYaIn3npoBaHHoO-
3pPOTUYECKOE 0BLIEHME C AEBYLLIKAMU U
MosioayxaMu, aBNAI0TCA MHOTOYMUCNEHHbIE
Kiou TaTTumbeTa, poxaeHHble
B COCTA3aHMSAX C MPeEKPaCHbIMU
npeactaBuTeNbHULLAMM pPoaa
4yesIoBEYECKOro.

Tvun »blpay — 310 KypMaHrasbl, ApKo
BOMIOTUBLINIM B TBOPYECTBE JOMUHAHTHbIE
4yepTbl MICKYCCTBA Xblpay — OCMbICIEHWE
Tparn4yecKnx MCTOPMUKO-COLManbHbIX
KONNU3WUIK B }U3HW Hapoja, 6oraTblPCKUM
pasmax, aHepruto, Hamnop.

He TonbKo coaepraHne My3blKu
O6GHapyXMBaeT reHeTUYECKYIO CBSA3b
KIOMLLIM CO CTYNEHAMMW }HUIHEHHOTO
LMKNa. 9BCTBEHHA 3Ta CBSA3b U B UX
JKn3HernoBeaeHun. TaTTMMOET Oblin
UCTUHHBIM cepe. OgeBarscs Kak cepe,
XO[MN CBOMCTBEHHOW MM LLLEroneBaTon
NOXOAKOW, KaK 1 OHW €34u11 C rPynnon
BCaHWKOB, MpU4yem no3sonsna cebe
TaKylo 3KCTpaBaraHTHOCTb, KaK, Np1obIB
Ha ac, CMAs Ha KOHe, AepaTb Hafg
rON0BOM 30HTUK, NOAAPEHHLIN reHepan-
ryéepHatopom. «OH nonb30oBascs
0COBEHHbIM YCNEXOM Y EBYLIEK, KOTOPbIM
HpaBUICH HEOObIYHbINM, LEro/ibCKON
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KOCTIOM M3BECTHOTO Ktonwu» [4, ¢. 170].
CuMnTOMaTUYHbI €ro U3NI06MEHHbIE
TapTbICbl C AEBYLIKAMU-0OMOPUCTKAMMU
(mapannenb MOJIOAEKHbLIM KauM-anTbicam
MeXay KUTUTaMu 1 AeBYyLIKaMH).

Huyero nogo6HOro Mbl HE BUAUM Y
KypmaHrassbl. Kiollin, co3vaatolini B
pycne repoMyeCcKon CTUXMK HKblpay, OH
N B XXM3HW BblN1 NaslyaHOM-6aTbIpoM,
BNajeBLIMM BCEMU rPaAHAMMU BOMHCKOTO
NCKYyCCTBa, NIOO6UBLLIMM NPUHUMATb
y4acTue B rnasjyaH-Kypec (6opbba),

B CKayKax, cTpenboe (asTbiH Kabak),
0XOTe; Ha OCKOPO/IEHNE MOT OTBETUTb
YrOHOM CKOTa, HeO[JHOKpaTHO nonajas B
TIOPbMY, YCTpavBan aep3kne noberu. Ero
6aTbIPCKUI 06pa3 MMU3HU, CBOMCTBEHHbIN
Ka3axCKMM »blpay, KOTOpble NpoBOANIN
MHOI0 BpeMeHu B NMOXOAHOM cefiie Baau
OT POAHOroO fOMa, B TAroTax BOEHHOM
}U3HU — U ero My3blKa CiMBatoTCs B
eanHoe uenoe. Ero tBopyeckuin ctatyc
HaxoAuCcs B naeanbHOM rapMoOHKUK C ero
repornyecKMM 06Pa30M HUIBHW.

B namaAtn coBpeMeHHMKOB ocTascs
3aMKHYTbIW, CBOMCTBEHHbIM 6aKcbl, 06pa3
*n3HU Cyrypa.

TakMm 06pa3oM, APEBHSS CBSA3b
TBOpYEeCcTBa M 06pa3a HKU3HU
(onocpepytoLwan noBegeHYecKme
CTEPEOTUNMbI BO3PACTHbLIX CTYNEHEN)

B TBOPYECTBE MHOTMX Kionwun XIX n
Jaxe XX BeKa oCcTaeTcs no-npexxHemy
Hepa3pbIBHOMN.

EamMHCTBO TMNA TBOpYECTBa U
*M3HENnoBeaeHNs — OCHOBHOWM 3aKOH
TPaAULIMOHHON Ka3axXxCKOW KyNbTypbl.
[MoaToOMy HUKOIO He yaMBAANo, 410 [AnHa,
reHnanbHas nocnenoBartebHMLUa WKOJIbI
KypmaHrasbl (LLKObl JOMOGPUCTOB-XKbIpay,
YTOYHWM Mbl), B MOJIOZIOCTU BbICTyrnasna
Ha cocTa3aHunsax 60pLoB, HEOAHOKPATHO
no6exaas B nanyaH-Kypece CBEPCTHUKOB-
oKurmutos [4, c. 154].

OpnHaKo cnefyeT UMETb B BUY, YTO
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CBSI3b TBOPYECTBA M 06pa3a XKMU3HH

He 6bl/la abcontoTHon. CTaHOBIEHUE
TBOPYECKOW INYHOCTU HE MOTITIO0 He
OoTpaxKaTb U UHAMBUAYaANbHbIV MYTb MO
CTYMEHSAM WU3HMU, npeanonaratoLnm
OCBOEHMWE pasfinyHblX, COOTBETCTBYIOLLMX
BO3pacTy, chep KU3HEHHOIO CoepKaHums.

AK)KeJIeH — 3TO KIOW, CBA3aHHbIe
C }EeHCKMMK obpa3amMu, Nt060BHON
NMpuKon. OHKU co3gaBanncb B MONOAOM
BO3pacTe, N3-3a 4Yero 1 BOSHUKII0
MHeHWe 06 MX NPOCTOTE U NErKOCTH,
[OCTYMHOCTM AN19 MOJIOA0r0 KOMMO3UTopa-
KloNLlK, cBOe0Opa3Hon «npobe nepar
HayMHaloWMmMX, HEOMbITHLIX aBTOPOB. HO
aHanu3 aKXKesleHOB NOoKa3blBaeT, 4YTo
cpeaun HUX Masno NMPOCTbIX U 6€3bICKYCHbIX
KtoeB $OJIbKIIOPHOro TUMNa, a npeobnagatot
CJIOXHbl€ TEXHUYECKHU U [NTy6OoKUE No
cofleprKaHunio 06pasLibl, KOTOPble HUKaK
HeNb34 cBA3aTb C NpeAcTaBIeHUAMMU
0 HayasibHOWM CTann OCBOEHUS
KOMMNO3MTOPCKOro MmactepcTtea. CornacHo
CEMaHTUKe CTyNneHem XXM3HEHHOIO
LIMKJIa OHW U OOSKHbI OblNM CO31aBaTbCA
UMEHHO B MOMOAOCTH, HO HE B CUJTY
CBOEW NPOCTOThI, @ KaK oTparKeHue
COOTBETCTBYIOLLENO }KUBHEOLLYLLEHNS.
TaK, akxKeJsieHbl co3aaBall B MONIO0CTH
KIONLWK-Xblpay KypmaHrasbl, HO No3Ke
€ro TBOPYECTBO OTKPUCTaNIM30BaNoch B
paMKax CBOMCTBEHHOM €ro TUMy cEMaHTUKHK
6o0/iee 3pesiblx BO3pacTHbIX cTyneHen. C
[PYyron CTOpOHbl, Mbl BUAMM, KaK IMpUKa
«BEYHO MoJioforo» TattumbeTta B 3penom
BO3pacTe oOKpalwunBaeTcs B ¢unocobckue
ToHa. [Nogo6Hoe oTparKeHUe «3Ur3aroB
CcyabObl» HABGNOAAETCHA U B TBOPYECTBE
neBLOB.

2. <UcTopuyecKoe CoOCToOsiIHHE
mMmupa». bnectawmn aHanu3a
dOpMUPOBAHUSA TUMOB HOCUTENEN B
WUCTOPUYECKOM MNpoLecce Npon3BeaeH
E. TypcyHoBbIM [3, ¢. 167]. 310 rMyboKoe
W BCECTOPOHHEE UccneaoBaHune aaet

OCHOBaHWS COOTHECTU CTaun Pa3BUTUS
YCTHOW TpaauLMKM B KOYEBOM OOLLLECTBE C
*U3HEHHbIM LIMKIIOM.

B nepBo6bITHOM 06LecTBE
CITOXUUCH TUMblI MaruyecKmx gesTenen,
obcnyKunBatowme ero pasfimyHble
NoTpebHoCTU. OCHOBHbLIM Bbl1 THN
pUTYyanbHOro NOcCpeaHnKa, YenoBekKa,
OCYLLECTBNSABLUEr0 CBA3b MEXY JII0AbMMU
N MHOTOYMUCNEHHbBIMU AyXaMu, OT KOTOPbIX,
COrnacHo ApeBHUM BEPOBAHUAM,
3aBuceNla X039MUCTBEeHHas AesTe/lbHOCTb
06lLEeCTBa, 3[00POBbE NOAEN N MUBOTHbIX.

CrnoxeHue pennrmm nepBoobbITHOMO
obLlecTBa NOBAEKII0 3a COO60OM
npodeccnoHanMaawumio, To ecTb Ha
OCHOBe nocpeaHUKoB dopMUpyeTcs
NPOGECCUOHANbHbIV CNYXUTENb KyNbTa,
obnagamowmmn cneymudmnyecKkumm
CBOMCTBaAMM MCUXMKHK, NO3BOJISIOLLMMM
BXOAMWTb B TPAHC, KOHTAKT C Ayxamu. 310
TMIMN WwamMaHa-6akKcbl. E. TypcyHOB cuMTaet
BpeMeHeM ero BO3HMKHOBEHMUS 3NOXy
HeonuTa — Havyana 6poH3bI [3, ¢. 33].

PasnoxeHue nepBO6bLITHbIX OTHOLLEHWN,
MEXPOOBble, MEXMNIEMEHHbIE
BOWHbI NPMUBOAAT K GOPMUPOBAHUIO
Ky/ibTa apyaxoB (BOEHHbIX NPEAKOB),
HOBbIW KYNbT HAXOAMUT CyXUTeNen
B INLLE YNIEHOB TaMHbIX PUTYasbHbIX
COI030B, BO3HUKLLIMX B 3MOXY
KnaccoobpasoBaHus. <Maeonornyeckomn
OCHOBOM BO3HUKHOBEHUSA pUTYasIbHbIX
TalHbIX COIO30B fBMNAaCh BTOPUYHAA
Mudonornsaums, CtyrneHIMmn BTOPUYHOM
MuUdonornsaumnm 6bln: oboralieHne
TOTEMUYECKUX UIEN HOBbIMU
npeacraBlieHUAMU; NpeBpalleHne
TOTeMa B NpefKa-rnpapoantens
poaa; dopmMmnpoBaHUe Haryanmama;
BO3HWKHOBEHMWE U pa3BUTUE BOEHHOM
Marmu n KynbTa BOEHHbIX NPEAKOB-
apyaxoB» [3, ¢. 33]. Ecnv wamaHbl-
6aKCbl, CTOXKMBLLMECH KaK CNYKUTENN
Ky/bTa B NEPBOOGbLITHYIO 3MOXY,
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OCTaJInCb KaK TUM PeIMrmo3Horo
nearenst HeM3MeHHbIMU B Aa/ibHENLLEN
WUCTOPUU NPOTOKA3aXCKUX U Ka3aXCKUX
nnemeH (npasaa, ¢ NPOHUKHOBEHWEM
B Ka3axCKYyIo CTeMNb Ucnama Mexay
6aKcbl M My/JlaMu CyLLecTBOBa
@HTOrOHM3M, HECMOTPS Ha TO, YTO NaHTEOH
LIaMaHCKMX 60XKeCcTB oboraTuscs u
MYCYNIbMaHCKUMM CBATLIMM), TO TUN
CNYUTENS TanHbIX BOEHHbIX COO308B,
«BO3HUKLLINKM K 3MOXy Knaccoobpa3oBaHus,
TpaHchOPMUPOBaANCS B YCIOBUSIX
CIIOXUBILLENCS rOCYyAapCTBEHHOCTU U
KJ1acCoBOro o6LlecTBa B apTUCTUHECKUE
rpynnel ntogen, Beaywmx 60reMHbiim
06pa3 XKMU3HU N LENMKOM NOCBATUBLLMX
cebs UCKyccTBy» [3, ¢. 60]. Ho BaxHO,
YTO caM TUM PUTYaNbHOro AedaTens, Ha
OCHOBe KOTOpPOro chopMUpoBaCh cabl,
NnosIBUICS B aMNOXY, NOcneaoBaBLUyo 3a
nepBOObLITHOMN.

AKBbIHbI, KaK U laMaHbl,
BO3HWKAIOT Ha OCHOBE MNEePBOOLITHLIX
pUTyanbHbIX NOCPEAHUKOB B 3MOXY,
npeawecTBoBaBILYO CO03aM POAoB U
NaeMeH, B 3NOXy UX aKTUBHOIO C/TIOKEHMUS,
W cam TUMN pa3BuBasCcs napansiesbHo
CO C/NIOXKEHUEM anTbICa KaK MHCTUTYTA
MEXPoaoBoro obLeHnsa [3, ¢c. 371].

HKbipay, KaK 1 canbl, ABASOTCH
NPOJAYKTOM BTOPUYHOM MUGDONOrM3aumu,
HaCTYNMUBLUEN B 3MOXY KPYLIEHUS
WMaeonorum nepBo6bLITHOrO 0bLLecTBa
N BO3HUKHOBEHMUS KyNbTa NpeaKoB-
apyaxoB U BoeHHOW Marun. OHu
BbIXOAAT Ha OGLIECTBEHHYIO apeHy
Ha cineaylleM UCTOPUYECKOM JTarne
Pa3BUTUSA KOYEBBIX MJIEMEH, HAaCeNaBLIMX
crtenun KasaxctaHa, Koraa Ha4ynHatoT
CKNajblBaTbCs paHHerocyaapCcTBEHHbIE
06beANHEHNS B BUAE NIEMEHHbIX
CO030B [3, c. 74]. N ecnn cpen aKblHOB,
chHopMMpoBaBILLMXCA B BOJIEE PaHHIOW
3MoXy, Koraa eue 6bln CUbHbI TPAAULMK
MaTpuapxara, BCTPe4atoTCs U KeHLWMUHbI,
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TO Xblpay, CNIOXMBLUXECH U3 NPOBUALIEB-
KOPYM4M B NepMO OKOHYATENbHOMO
YyTBEPXKAEHUS M rocrnocTBa naTtpuapxaTa
— UCKJTIOYUTENTbHO MYXKCKOW UHCTUTYT.

(K XX BeKy pasfnoxeHune KnacCnu4yeckoro
TUMa Xblpay B KY/NbType U nepepoxaeHue
NX 0EeATEeNbHOCTU NPEUMYLLECTBEHHO

B XYAOXECTBEHHYIO 1 4acTo cyrybo
NCMONTHUTENbCKYIO MPUBESO K
npeob6nagaHuio TUNa XbIPLLK, Cpeau
nocfieHUX cTan BCTpeYaTbCs U1
*EHLUMHbI.)

UTaK, pasfinyHble TUMbI
NpPoQpEeCCUOHaNbHbIX HOCUTENEN
dopmupoBanunck B ornpeaeneHHole
ncTopuyeckune anoxu. NMepBobbITHOE
06LEeCcTBO — BGaKCbl; pa3noxeHue
nepBOO6bLITHOrO 06LWecTBa, Nepuos
K/laccoobpa3oBaHus — calibl;
3noxa pas3BUTUSA POAOB U NJIIEMEH,
npeawecTsoBaBlLUas X colo3am
— aKblHbl; COKO3bl NIEMEH, PaHHSS
rocylapCTBEHHOCTb — Xblpay. MOXHO
CBSA3aTb pa3BUTME UHAUBUIYYMA CO
BCEMU U3MEHEHUSAMM, NpeTeprneBaeMbIMU
UM OT POXKAEHMS O OKOHYAHUS KU3HMU,
OCMbICNIEHHBIMW KYNbTYpPOWM B CUCTEME
BO3pPaCTHbIX CTyNeHen (OHTOreHes), ¢
NCTOPUYECKUM pa3BUTUEM JYXOBHOM
KYNbTYpbl 06LLeCTBa, Ha4ymMHas OT
NnepBOObITHOM 3MOXKU [0 CIOXKEHUS
rocyapcTBEHHOCTHM (duoreHes). Kak
npeacrasnsetcs no E. TypcyHoBy, B
nepBO6LITHOM O6LLECTBE CPean PasnYHbIX
TUMNOB MNOCPENHUKOB CylllecTBOBana
M3Ha4anbHasa cneunannsaums, Kotopas
o6ycnoBuna BCEBO3MOMXHbIN XxapaKTep
M YypOBEHb Marn4yecKom npaxkTuku. B
pa3s/IMyHble UCTOPUYECKHME IMOXMN Ha
nepBbIK NaH rno coLnanbHOM 3Ha4MMOCTH
AN obllecTBa BblABUrainCb pasHble TUMbI
Marumyeckux geatenemn: B NnepBo6bITHYIO
3MNOXy M3 NocpeHUKOB 0POPMUIICA TUM
6aKcbl, a B Nepnoj KnaccoobpasoBaHus
N pasoXeHUs NepBOObITHLIX OTHOLLIEHWUI
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M3 YIEHOB TalHbIX BOEHHbIX COIO30B —
NpPOTOTUN cana, B 3NoXy POAOMIEMEHHbIX
COl030B M3 NOcpeaHNKoB cHoOpMUPOBasCH
TUN aKblHa, B NEPUO CNIOXKEHUS XaHCTB —
13 NPOBUALIEB-KOPYMYM chOpMMpoBancs
TUMN XKblpay.

B Tabnuue 2 cBefeHbl UCTOpUYECKKE
[laHHbl€ C BbIBOJAMM O CBSA3U POAOB
MCKYCCTBa CO CTYMEHSAMM USHEHHOIO

LMKNa: No BEPTUKaNM — BpeMs,
NCTOPUYECKUE CTaaMK Pa3BUTUS;

MO ropM30HTaNN — NPOCTPaAHCTBO,
CTYNeHU coLmnanbHOro 1 JyxoBHOro
onbiTa Ye/loBEKa, N0 AnaroHanu — TUnbl
npodeccroHanos, onpeaMmeymBatoLmnx
B CBOEN CUHKPETUYECKON AeATeNIbHOCTH
[JYXOBHbIV U UCTOPUYECKUI ONbIT }U3HU
4yenoBeKa 1 oblecTsa.

Ta6smua 2. CooTHOLLIEHHE HCTOPHYECKHX CTAUIH, BO3PACTOB U POJIOB HCKYCCTBA

McTopnyecKkne ctaamu JetctBO

Monopgoctb | 3penoctb | Ctapoctb

MepBOObLITHOE 06LLLECTBO BAKCHI

Mepuroa Knaccoobpa3oBaHUS

CAN

dopmnpoBaHme poaoB U
nnemMeH

AKbIH

MnemeHHble COoo3bl, PaHHAS
rocyaapCcTBeHHOCTb

HbIPAY
BAKCbI

CnoxusLiasics B NepBOObITHYO 3MoXy
CTPYKTYpa KynbTypbl MPOTOKa3aXxCKMX
nnemeH obycnosuna nocnenoBaTenbHYy0
NUCTOPUYECKYIO KpUCTaNIn3aLmio
onpefeneHHbIX cakpanbHo-
XYOOXECTBEHHbIX UHCTUTYTOB, FEHETUYECKH
BOCXOJSALLNX K CUCTEME HMBHEHHOTO
uMKna. N Kak Kaxaas CTyneHb *XU3Hu
WHOWBWAA BOMpPaeT B cebs onbIT
npeablayLnx CTyneHemn, Tak u MHCTUTYTb
TUMNOB HOCUTENEN, BO3HWKABLUNE B
NCTOPUYECKOM MnpoLecce, B6MpatoT
onbIT 60nee paHHKX. HecnyyarHo E.
TypcyHOB, roBOpPS O Xblpay, Noa4epK1MBaeT
B UX TBOPYECTBE «CUHTE3 TPaanLIMM
npealwecTBEHHUKOB» [3, c. 74].

MepBOOLITHOE OOLLLECTBO, AETCTBO
— GaKCbl, CUHKPETU3M; Nepmnos
Knaccoobpa3oBaHus, MOIOAOCTb — can/
cepe, NupuKa; bopmmMpoBaHMe PoaoB U
naemMeH, 3pefocTb — aKblHbl, ApamMa-anTbiC;
rocyaapCTBEHHOCTb, CTapOCTb — Xblpay,

anoc. O6bpawaet BHUMaHWE UCTOPUYECKUN
NnopsiAoK NosIBNEHMS POAOB TBOPYECTBA

B KyJIbTYp€e MpoTOKa3axoB M Ka3axoB:
M3HavyanbHO — CUHKPETU3M (6aKcChbl),

fanee — nMpuKa (canol), 3aTeM — agpamMa
(aKbIHbI) M B NOCJ/IEAHIO O4epenb — 3MNocC
(*kbipay). JIMPUKA — IPAMA — 3I10C. 3107
NopsiAoOK He coBNadaeT C TEM, YTO MPUHSAT B
HayKe co BpeMeH BecenoBcKoro, cornacHo
KOTOpOMY BHa4vasne ¢opMmnpyeTcs anoc,
3aTeM — JIMpUKa 1 No3xe — Teatp (apama).
ATOT NOPSAOK OTParKeEH B CaMOM Ha3BaHUM
KHuru I. FavyeBa «CogeprKaTesibHOCTb
XyAoxkecTBeHHbIX popm. IMNMOC — JINPUKA —
TEATP». Hawa runoTte3a, o6bAcHAOWasa 310
NpPoOTMBOpPEYUNE, N3NOXKEHA B KOHLIE AaHHOWM
cTaTbu.

MNocnepgoBaTebHO-UCTOPUYECKOE
pa3BepTbiBaHMe chep UHAUBUAYATbHOIO
*M3HEHHOTO ONbITa U COLMANN3NPOBaHHbIX
CaKpasbHO-XyNOXECTBEHHbIX MHCTUTYTOB
06LWecTBa, Ha Hall B3r1s/, OKa3anocb
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BO3MOHbIM B CUJTy TOMOr€HHOCTH
CTPYKTYPHbIX OCHOB KY/bTyPbl KOYEBbIX
niemMeH oT BPEMEHMU CNIOXKEHUS
KOYEBHWYECTBa B permoHe (Ha pybexe
2—1 B. 10 H. 3.) 10 3MN0OXMN PaHHEN
rocy1apCTBEHHOCTH.

370 6b110 06YC/IOBNEHO HECKONbKUMMU
npuinHamu: 1 — cTabunbHOCTb
XO3ANCTBEHHbIX GOPM U TPaAULINK
KOYEBOro CKOTOBO/CTBA Ha TEPPUTOPHH
KasaxcTtaHa ¢ cepeinHbl 2 TbIC. [0 H.

3. BM10Tb A0 XX BeKa, Korga Ha ¢oHe
cnabblX 9KOHOMUYECKUX U coLMalibHbIX
NnepemMeH CnoxumelInecs Gopmbl JyXOBHOM
[esaTeNbHOCTU OCTUranu COBEPLLEHCTBA;
2 — NpenMmyLLeCTBEHHAA OAHOPOAHOCTb
TUMNa nocenieHum (ayn, 3MMOBKa),
3acenieHHbIX 06bI4YHO NPEeACTaBUTENSIMU
O[IHOTO pofia (copoandamMu), ABNABLIMXCS
coumanbHoM 6a30M Pas3BUTUS KYNbTYpbI;

3 — 0CO6EHHOCTU UCTOPUYECKOTO
pa3BUTUSA FOPOJOB Ha TEPPUTOPUH
KasaxcTaHa, KOTopble Noc/ie MOHIO/bCKOro
HalecTBMUSA HE CMOT/IM BOCCTAHOBUTb
ObINy0 NOIMTUKO-3KOHOMWUYECKYIO POJib,
He NO3BOJINIIN FOPOACKOM KynbType
CKOJIbKO-HWOYAb 3HAYUTENbHO B/IUATL Ha
APEBHIOIO OCHOBY BMNNOTL 40 XIX BEKa;

4 — cnOCOBHOCTb @aHTPOMOLIEHTPUYHOM
KOYEeBOW KyNbTypbl aCCUMUNMPOBATb
naylime n3BHe BINAHUSA TaKMM 06pa3om,
YTO OHW He Hapyllanu ee LeNOCTHOCTH.
ApKU NpuMep — B3aMMOOTHOLLEHUS
MCNaMCKOro PeMrmo3HO-XyaoKeCTBEHHOIO
KOMMOHEHTa U TEHIPUAHCTBA.

* % %

[peBHsas, BOCXosiLLasa K BO3pacTHOMY
LMKy, CUCTEMA POLOB UCKYCCTBA U
UX HOCUTEeNlei 3BOMOLIMOHMPOBana u
oGoralanacb B UICTOPUYECKOM Pa3BUTUMU.
N3MeHEeHUs B COLMOKYILTYPHOM USHM
HOMa/I0B MPOWUCXOANIU, U OHU USHYTPU
noArotaBnvBanu NosiBNeHUe TMNa
Ky/bTYpbl, KOTOPbI GOpMUPOBACS Ha
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[peBHEN OCHOBE KaK CUHTE3 aBTOXTOHHbIX
n NpULIEaLINX U3BHE UCNIAaMCKUX OEN
M GOPM B HOBbIM TUM FETEPOTEHHON
LLeNOCTHOCTH, MPUXOASALLMA HA CMEHY
ApeBHEeMY rOMOreHHOMY TUy.

3aKoHOMEPHO, YTO Mocse «CTapoCTh»
(meprofa NaeMeHHbIX COH30B U
rocyapCTBEHHOCTH), 3aBEPLUMB
NCTOPUKO-KYNBTYPHbIM CynepLunKi,
roMoreHHasi KynbTypa Ka3axoB CTaHOBMUTCS
reTeporeHHomn. B o61WecTBEHHO-
NONUTUYECKOM }U3HU 3TO coBNagaeT
C COo3aHMeM rocyaapCTBeHHOCTH, B
[YXOBHOM — C pacrnpocTpaHeHMeM ucnama.
KynbTypa BbIXOAUT Ha HOBbI BUTOK
Pa3BUTKSA, B KOTOPOM XKU3HEHHbIN LMK
CTaHOBUWTCS OCHOBOM AJ19 HOBOIO TMMa
TBOPLIOB M KyNbTypbl.

3710 cydunmn B3pacTuUIM HOBble Uaeu
1 CTajln HOBbIMM TUMAMM TBOPLIOB.
X nnupuKa, coegmHsiouas 1to60Bb
K YKEHLLMHE C rNYOOKON MyAPOCTbIO,
CUHTe3npoBana BOEANHO XU3HeOolLyLLeHNe
MOJIOAOCTU U CTApOCTH, NPUBAN3UBLLUCH
K BHEBPEMEHHOMY TUMY XMU3HEOLLYLLEHNS
6aKchbl. Micrnonb3ys ApeBHUE KaHPOBbIE
HaKOoMJIEHUS, BOCXoAdLLME K BO3paCTHOM
LMKIM3aLmMn, TBOPLIbI CYyOUNCKOTO
TOJIKa BbILW/IN 32 €€ PpaMKH, KaK B
cofleprKaHWK CBOEro TBOPYECTBa,
TaK U Xn3HenoseaeHuu, oborauas,
npeob6pa3oBbiBas U, B KOHEYHOM UTOrE,
paspylas To, Ha 4YTO ONMupanmcCeb.

B neceHHOM KynbType TBOPLbI-
cybmn — Aban, Lakapum, MyxuT. B
WMHCTPYMEHTaNIbHOW My3blKe — fpyanlume
npeacrtaBuTenn cyduimncKkoro tmna
[dayneTtkepen, Kazaxran, Ecnan,
MameH. C 0IHOM CTOPOHbI, OCHOBOW UX
TBOpYECTBa OblIN KIOU XaHPa aKKeJeH,
C Ipyron — neceHHble KaHpbl }KOKTay U
Tosiray. B onope aTux KIOWLLIK Ha aKKeJseH,
BOMJioWatoLLNI NI060BHYIO JIMPUKY, a
LLIMPEe — KEHCKOE Ha4vyano B KynbType
Ka3axoB, BUOAUTCS TUMOIornyeckas
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napannesib BEIMKMM BOCTOYHbIM N0O3TaM-
cypusam, KoTopble B JIIOGOBHOM TUPUKE,
06palleHHON K KEeHLLUHe, Bbipaxanu cBoe
CTpEeMJIEHNE K CIUAHUIO C AnlaxoM.

KaK roBopunoch Bbllle, aKKesleH
BOCXOAMWT K 06psiA0BbIM Mla4yaM HEBECTHI,
HO, cTaB 6a30BbIM B TBOPYECTBE KIOWLLIN-
cyduneB, OH yTpaTUi onpeaeneHHoCTb
NoMOBO3PAaCTHOW ceMaHTUKM. [of
BAUAHWEM PONbKIOPHBIX }KOKTay U
TUMWYHBIX A9 Xblpay ToJIray eHCKNI
aK)xeJsleH cTan B TBOpYECTBE AOMOPUCTOB-
cybumeB Ccyrybo My} CKUM XKaHpPOoM,
BblpaxKalowmm MMpUKo-bdrUIocopCcKo-
Tparnyeckoe OCMbICIEHNE KUSHMU,
KOTOPOMY KEHCKOE MPOUCXOXKAEHUE
[aNio HEBEIOMYIO MYXCKUM KaHpam
rny6uHy Cy6G beKTUBHO-NMPUYEcKoro. Ecnm
cpaBHUTb «Kurep» cyduna Jaynetkepes
N «KnwwKeHTam» xbipay KypmaHrasbl, To
SBCTBEHHO OLLyLlaeTcs HOBbIM MOJYyC
TParn4yHOCTU, NPUBHECEHHbLIN B KyNbTYpy
cybmamu. O6a Kios punocodckue,

HO y cydua JayneTkepes Tparnmsm
CYObEKTUBHO-NIMPUYECKUI, Y bipay
KypmaHrasbl — BHEIMYHOCTHO-3MUYECKUN.
Taknm 06pasom, cybuu «nepenytanm»

He TOJIbKO BO3PacCTHble KpUTEPUU U
rpaHuLbl, HO U MYXCKOE U XEHCKOoe
Hayvana B My3blKa/lbHbIX XXaHpax K
My3uLMpoBaHUK. OHM NOJOLIN K
HaKoMNIEeHNAM TpaaULMOHHON MY3bIKM KaK
K HEKOEMN LIeJTOCTHOCTU, UMEIOLLLERN ANS HUX
CYObEKTUBHO-MNCUXONOMMYECKYIO LIEHHOCTD,
KOTOPYIO OHM pacyieHWIn K UCMOoJib30Basu
Nno CBOMM HOBbIM MNpaBuiam.

CBOWMCTBEHHOE HOCUTENAM E€IMHCTBO
TBOpPYECTBa M 06pa3a XKU3HMU,
ornocpeaytliee cogeprkaHue CTyrneHen
KM3HEHHOIO LMKNa, 3TO0 — APEBHAS OCHOBA
Ka3aXxCKOW KynbTypbl. HO My3blKaHTbI-
cypunmn Hecm NOpPsAoK MHOTO MUpa.
OKcTaTn3M 6aKcebl, CYyObEKTMBHAA NIMPUKaA
casioB 1 cepe, ApamMaTn3M aKblHOB,
BHEJIMYHOCTHas MyOpOCTb Xblpay — BCe

3TO CMHTE3UPYETCS B UX TBOPYECTBE.
CUHTE3 aTUX ceMaHTUYECKNX cdep,
rnMy60oKO MHAMBUAYAbHbIN Y KaXa0ro
TBOpLA, 3HaMeHYeT Npeobpa3oBaHue
apeBHen Tpaguuunun. B nuue cybunen
Ka3axcKas KynbTypa BCTpeyaeTcs ¢
deHOMeHOM OTaAeNeHns TBOPYECTBA

OT KM3HEOLYLLEHNST KOHKPETHOM
BO3PaCTHOM CTyMEeHU U ee PONEeBOro
BblpaxeHus. BekoBas CBA3b 3TUX
KOMMOHEHTOB, AepKaBLlasg KapKac
TPaOAULIMOHHON KyNbTypbl, B UX TBOPYECTBE
Ha4ana pa3pyllaTbCcs, HO 3Ta cUTyauus
Oblna YpeBata 06peTeEHNEM HOBbIX
CMbICNOB, KOTOPbIE€ HECNW FrEHMWalbHbIE
npousseaeHus TBopLoB-cydues. K
COXXaNleHWI0, 3Ta 3aps BOCXOASLLErO
pacLBeTa 6blna npepBaHa couuaibHbIMK
npeobpal3oBaHUsIMU XX BEKa, Koraa B
*W3Hb Ka3axoB BHEAPUINUCH HOBbIE CUSIbI
— aTen3M 1 aTEMCTUYECKN MOHUMaeMas
eBponencKkas Kynbtypa.

* % %

JIupnyeckue pasmblilneHns. CMmornm
S cyPUM OKOHYaTENbHO pPa3pyLwnTb
[IPEBHIOK OCHOBY KynbTypbl? ECnu HeT, To
CMOIK Bbl COXPaHUTbCS 6aKchbl, calbl/
cepe, aKblHbl, Xblpay B yp6aHU3MPOBaHHOWM
1 eBPONEN3MPOBaHHOM Ky/ibType Ka3axoB
XX Beka? [la n camu cydun — rae OHn?
Poxkganucb N OHKW Yy Ka3axoB nocre
MarxaHa ymabaeBa? BoT — BOMNpochl.
Ho, BMAMMO, BCE UCTUHHOE B 3TOM MUpEe
— HeucTpebumo. B XX Beke, B HEBEJOMbIX
paHee KadaxaM TBOPYECKMX Npodeccusx
— nucatenb, PEXUCCEP, aKTep, XYA0XKHUK,
KOMMO3UTOP M Ap., laXKe B TBOpPYECTBE
nucaTtenen 1 NO3ToB, MULLYLLMX HA PYCCKOM
A3blKe, — YraAblBaloTCs TUMbl APEBHUX
TBOPLLOB; B HOBbIX }XaHpax U dopmax, B
HOBOM MaTepuasie BO3BpalLlatoTCd CMbIC/bl
NX AeATeNbHOCTU M TBOPYECTBA.

OpHaxabl, B 70-€ rofbl NpoLUIoro
BeKa, B cnope ¢ MockBrMyamn 06 Onmkace
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CynenmeHoBe, 4 ycnbllwana: «1a Kakon

OH MMO3T, BE/lb Y HET0 HET HYU OAHOr0
HacTosALWEero Nto60BHOI0 CTUXOTBOPEHUS!».
Torga 9 He 3Hana, Kak BO3pa3uTb, U NIULLb
nose noHana, 4to OnxKac — NoaT, HeCYyLL MM
B cebe reHbl Ka3axCKux xbipay, ang
KOTOPbIX CMbIC/IOM }W3HW 1 TBOpPYECTBa
OblNIN UCTOPUSA U cyabba Hapoaa, a He
JI060BHas NMpuUKa. Mup blpay XUB 1

Ha NoJIoTHax XyaoxKHWMKoB Mongaxmerta
KeHbaeBa, KaHanbu TenbxaHoBa,
Ay6akupa MicmawnnoBa. Halu coBpeMeHHMK
KomMmnoauTop LWamwmn Kanaaskos, YbK
NecHW Mbl MOeEM yxe 60/iblie 60-Tn

JIET, MPOXKWJI XKU3Hb KaK HULLMIA CyDUI-
[JEPBULL C YACTOM KaK y pebeHKa AyLoNn.
BecnomollHbI% B MaTepmnanbHOM MUPE OH
HWKorga He c6MBasics € MNyTU B CKa304HO-
CBET/IOM MUpPE CBOETO [IyXa; TaKKe

KaK 1 ero TBOpPYECKMNE NpeaKu casibl 1
cepe OH TBOPW CBOM MECHU YCTHO, HO
My3blKaJibHble «C/I0Ba» 3TUX NeceH OblIn
yXKe U3 My3blKasbHOro «crioBaps» XX BeKa.
XynoxHuK LaxumapaaH CapreB — U3 T0ro
e AepBULIECKOro 6paTcTBa, XU3Hb ero
Oblfla HeNpUKasHHas, a KapTUHbI U3ny4atoT
CBET, TOT CBET /It0OBU, KOTOPbIN N3ny4anu
NP XK3HKW ero rMasa. Komnoautop
Hypruca TneHOWEB, KOHEYHO e, Obl
COBPEMEHHbIN can, B €ro My3blKe 3BYy4YUT
yNOeHUe BCEMU KpacKaMu 3TOro Mupa, a
€ro packoBaHHOe€, CTOJIb He0OblYHOE AN
«COBETCKOro AesTens KynbTypbl» MOBeAEHNE
W COOTBETCTBYIOLWMI EMY CTU/Ib PEYU BblN
MOSIHbIM BblparKeEHWeM ero TBOPYECKOro
ayxa. AnsanHep Tumyp CynernmeHosB,
OCTPOYMHO U Urpatoym BbiBOpavymMBatoLmni
C/ioBa Ka3axCKOoro 1 PycCKOro si3blKa,
o6HaXKas Ux He Bcerga NpUCTOnHYyIo
HeneyvyaTHy0 M3HaHKY, KOHEYHO Xe, ToXe
U3 poaa casioB. byNCTBYOLINMI OYUCTUTEND
aBrMeBbIX KOHIOLWEH TeaTpasibHOM 3CTETUKM
pexkunccep bynat AtabaeB — BHellHe
BpoJe 6bl [epaksi, a Ha caMoM fene
POMaHTUK-cepe, ULLYLIUIA HEAOCTUKMMOro
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coBeplueHcTBa. [lyx HEMCTOBOIO
llaMaHCTBa, OCEHsIOWMIM Ha 3anaje
neBLIOB MaccMmeana, y Hac n3bupaet
NpenMyLLEeCcTBEHHO XYAOXHUKOB: rpynna
«KbI3bIN TpaKTOp», A6ApaWwnT CaabixaHoB
C €ro KapTMHaM#, 3apsaKeHHbIMU
LLaMaHCKOoW Marnen. Npumepbl MOXHO
MHOMXWTb...

Bce oHn — TBOpLbI XX—XXI| BEKOB,

C AMnioMamMu COBETCKMUX YYEBHbIX
3aBeAeHUM UNK 6€3 HUX, HO UX TBOPEHMUS,
3adUKCMpoOBaHHbIe Ha Bymare 6yKBamu,
B MapTUTypax HOTaMK, Ha NONOTHaX
KpacKaMu, HeCyT TOT Ayx CBO6ObI

M UMMPOBM3ALIMOHHOCTU, KOTOPbIM
NPOHM3aHO MCKYCCTBO MacTepoB

YCTHOW Ky/ibTypbl, CBA3aHHbIX €UHOM
CUCTEMOM KPOBOOOGpPaLLEHNS C KUBOK
W3HbIO, ee 0JlyXOTBOPEHHOW MONHOTON U
Hey/T0BUMOCTbIO.

MO»HO NPOBECTU YETKYIO
JeMapKaLMOHHYIO JIMHUIO MeXay
TBOPL@AMMU, HECYLLMMU FTEHETUYECKUI KOf
JPEBHUX HOCUTENEN K CO3MaAIOLWMMM B
NX YXOBHO-3HEPTreTUYECKNX «MONIAX», U
aeatenamMmu, paboTalowmMmmn B napagmrmax
€BPOrencKon (NoYemMy-To ee NPUHATO
Ha3blBaTb — MUPOBOWM) XyAOXXECTBEHHOM
KYNbTYpbl.

OHM He nc4esnu — casbl U cepe, aKkblHbl
N Xblpay, 6aKcbl U cydUuK... OHM TONBKO
CMEHWIU cpelly OOUTaHUSA U BHELLHWI
06511K. N Mbl, yXKe GbiBLLIME HOMaAbl, Koraa
CTallKuBaeMcsl C HUMW, HE BCerga MoxeM
WX Y3HaTb, MOPOM U HE XOTUM MX NPU3HaTB,
HO BCE paBHO YyBCTBYEM B UX TBOPYECTBE
TO WeEeMSLEe-poaHoe, YTO 3acTaBaseT
3BYy4YaTb CaMble NOTAaEHHbIE CTPYHbI HALLMX

ayul.

Mpunoxxenue.

K Bornpocy 06 ncropmnyecKon
nocnegoBartesbHocTy — JIMPUKA-LIPAMA-
3arioc.

MNocnepoBaTeNbHOCTb 3MNOC-TMPUKA-
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TeaTp BOCXOAMT K UCCNefoBaHUAM
aHTUYHOW KynbTypbl. CamMbIiM ApEBHUM
naacToM TBOpPYECTBa MPEKOB CYMTAIOTCA
anuyeckue noambl fomepa, nocne KoTopbIxX
NOSABUINUCH MO3TLI-IMPUKK, a fanee —
cosfartenu Tpareanin u Komeaun.

200 neT Ha3ag HEMELKUI
yyeHbln Gpuapux poH Auuy Bnepsble
KOHCTaTMpoBan ApeBHeNllee BAUSHKE
TIOPKCKOIO 3rnoca Ha ApeBHErpeyecKyio
KJlacCUKy, HaunHag ¢ fomepa. B npolunom
BEKE PYCCKMM Y4eHbIM B. }MPMYHCKKM
Obl/1 ONUCaHbl 0O ME 3NIEMEHTbI MEXY
3NUYeCKUMM cKasaHusamu fomepa u
TIOPKCKMM PONbKIOPOM. 3TO — 06pa3
oagHornasoro Linknona, KOTopbIn
BCTpeYaeTCs B CKa3KaX THPKCKMUX Hapoa0B
nog nmeHem TeneKkes, aTo — ANU30[4 «MyK
Ha cBaJlbbe CBOEW }eHbl», B KOTOPOM
NPETEHAEHTbI-XKEHUXU OOIKHbI BbIMOJHUTb
«TpyaHoe 3agaHner. <My Ha cBaabbe
CBOEW }EHbl» — MOTUB, BCTPEYatoLMmncs
B GoNbKIOpe pa3HblX Hapoa4oB MUpa.
Ho «TpyaHoe 3agaHune» ans }EeHUXoB —
HaTAHYTb JIYyK — BCTPeYaeTCs TONbKO Y
TIOPKOB [5].

B Havyane 70-x rogoB XX BeKa
TeMa BJIUSHUSA TIOPKCKOro dhonbKiopa
W 3NUYECKMUX Npomn3BeaeHNn Ha
CIOXETHbIE NUHMKU «Unnagbl» n apyrue
[peBHerpevyecKkume npom3BeaeHus

ocBelllanacb B JOKTOPCKOM anccepTaumnm C.

0. TanxkaHoBa.

YHMKaNbHbIN 3HATOK aN0ca TIOPKCKMX
HapoaoB MakcaT bannbl (MakcaTt
MyxuTaeH) «qoKasars, YTO B Ka3axCKoM
AA3bIKE COXPaHUIUCb KU HaxoaATCs B
WAEHTMYHOM BMAE NOYTU BCE UAMOMBI,
c/ioBOCoYeTaHUs N 06pasHble BbliparKeHus
«Annagbl», aBTOP CONOCTABNSAET HE
TO/IbKO MPOCTbI€ C/IOBECHbIE GOPMYIIbl
M CNOBOCOYETAHNA — OH UAET Aanblue U
[leflaeT YHUKasIbHYIO NOrMbITKY CPaBHUTb
cneundUyeckme YepTbl MMPOBO33PEHMUS,
MWPOOLLYLLEHNUS U MUPOBOCNPUATHS,

3THOMCUXONOrMYECKNEe N ATHOITUYECKUE
peanunun, obbl4au 1 TpaanLmmn, CUCTEMDI
KYNbTYPHbIX LleHHOCTEN, AyXOBHYIO
aTpuByTHKY» [6, c. 8—10].

BHeapssch Bo Bce 6osee rnybokue
nnacTbl ApeBHErpe4yecKoro 1 Ka3axckoro
3MNOCOB, HA4YMHas ¢ UccnegoBaHmg
JIEKCUYECKMX, MaTepUasibHO-NPEAMETHbIX,
06pPAA0BbLIX, CHOXETHO-CTPYKTYPHbIX [0
06pasHbIX, MUPOBO33PEHYECKUX, NOENHO-
3TUYECKUX U PENTUTUO3HbBIX MPOSABIEHNN,
M. Balnbl fOKa3aTenbHO 060CHOBaN UX
TOTalIbHYtO CUCTEMHYIO B3aUMOCBA3b [7].

B uenom cpaBHeHME rOMEPOBCKUX
NMO3M C «3M0OCOM TIOPKCKUM Nopasnsio
COBPEMEHHbIX UccnegoBaTenien 06amMem
CIOXKETHbIX COBMaAeHU 1 CXOACTBOM
MenbYanlunx geTanen pasnnyHblx
3MNMU30/10B NOBECTBOBaHMS».

NcToprKamm oKa3aHo, 4YTo BoloLlwme B
«Ognccee» n «Mnuager» axenubl U aHanLbl
Obl/IM NPOTOTIOPKCKUMU NIIEeMEHaMM,
4acTbio THOPKOA3bLIYHOIO CKMGCKOro aTHOCa
[8, c. 69-86].

locne OTKPbITUIA TAKOTO YPOBHS
[peBHerpeYyecKni anoc npeacraBnsercs
He TO/IbKO UCTOKOM [peBHerpe4yeckom
JiuTepaTypbl, HO U 3aBEPLUEHUEM BETMKON
3NUYEeCKOM TpaauLnK, KOTOPYIO NPUBHECTU
Ha 3eMJ1to0 Annagbl TOPKCKUE NSIeMeHa,
Ha3BaHHblE rpeKaMu «M3rHaHHUKK
n3 Ckndunr». A cam gpeBHerpeyeckun
3M0C eCTb CBUAETENLCTBO OFPOMHOM
NonynsiPHOCTU TIOPKCKOW TpaauLmm,
KoTopas 6blla nepeBefeHa Ha
ApeBHerpevyecKknin KomHa fomepowm,
YCNIOBHO NPU3HaHHbIM aBTOPOM (KCTaTy,
3TO C/I0BO B COBPEMEHHOM TaTapCKOM
O3Ha4vaeT WKWU3Hb») U, Ha4YnHas ¢
VI BeKa [0 H. 3., npenojaBanach B
LLIKONax, CTaB YacTbl0 MUPOBO33PEHUS
[JpPEBHErpeYecKoro HoLWecTBa.

B cBoeM npeauncnoBun K nepesoay
«nnagbl» H. THeany, KoTopbin
oTaan ee naydeHuto 20 neT KUSHMU,
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3aABJIFET, YTO «A3blK, U BOOOLLE 06pa3
noBecTBOBaHUA TBopLa «<Mnuagbl»...
COBEPLIEHHO MPOTUBOMOJIOKEH BCEM €r0
riocsegoBartesisiM, Ha4uHas ot Beprunus»
(pa3psaka — M. bawnnbl) [7, ¢. 1.3]. Mo
MHeHuto M. Bawnnbl, 3T0T BbiBOA H. THeanya
CBUIETENbCTBYET, YTO NocnenoBaTenu
[omepa (ecnun Ux Tak MOXHO Ha3BaTb)

B CBOEM TBOPYECTBE NPUAEPHKUBATUCH
AaBTOXTOHHbIX TPAAULMAK. ITO NULLIHUIK pa3
[IOKa3blBaEeT, 4T0 Tpaamumm <Mnuaabl» 6bi1u
npuMBHeceHbl 3BHe [9].

Takum 06pa3om, o4epeaHOCTb 310C-
JIMpUKa-TeaTp Kak UCTOPUKO-KYNbTypHas
OCHOBa CMeHbI Po0B UCKyCcCTBa
6as3npyeTcsa Ha NPU3HAHUKN SMUYECKMUX
noam fomepa ApeBHENLINUM SAPOM
JPEBHErpeYecKomn Kynbtypbl. Hale
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KA3AK MOAEHMETIHIH MY3bIKA-MO3TUKAJIbIK FTEHOJIOFUACDI JKOHE OHbIH K9CIBHN OKIJIAEPI

(OHTOTEHE3 }XOHE ®UJIOTEHE3)

A.U. MyxamGeToBa

T. ¥ypreHoB aTbiHAarbl Ka3ak yiTTbiK eHep akageMusachl Anmartbl, KazakctaH

AHpaaTna

byn Makanaga KazaKk MoJIeHMETiHiH My3blKa-NO3TUKaHbIH, FrEHOOrMSAChl 60/bIN TabblNaTbiH ASCTYP/I My3blKa-
NO3TUKaHbIH AYHUEre Kenyi, OHbIH 3aHAblIblKTapbl MEH KCiOGWU BKiNnaepiHiH WhlFapMallbliblK Maceneci
KapacTbipblnaabl. ABTOP «OHTOrEHE3» aHe «punoreHe3d» maceneci 60MblHLIA, aKblH-Xblpaynap MeH can-
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cepinepain *ac epeKlenikrepiHe Kapaw, WbiFapMallbliblK aHe emip cypy 60/IMbICbIHa KbI3bIFyLbIbIK
TaHbITagbl. Kewneni MoieHNETTIH ASCTYP/i FEHEe0Norna asicblHaa: (OTHOreHe3) PETiHAE KEKe Ty/IFaHblH 6MipiK
ToXipnbeciH Taburn Typae KepceTce, (bunoreHes) peTiHae TapuUXu KaHe MaeHN Ke3eHAEPIHIHIH AamMybl
TangaHagbl.KepKeM LbliFapMallbliblK ©HEPAiH, Ma3MYHAbIK MOHI, Ka3aK A9CTYPiHiH My3blKaNblK-MO3TUKaSbIK
OHEepIH Tangay MaKkcaTblHAa 3epTTey }ypridinreH. CoHagan-ak, astopabiH, — JIMPUKAJIbIK-APAMA-3MOCbI»
GOWbIHLLIA KENTipiNreH runote3asbl Tapuxu PETTINIKTIH, 6ONMbICHI }aHE HblCaHbl PETIHAE KOpceTineai.

Tipek ce3aep: KasakTapablH My3blKa-MO3TUKANbIK MOAEHHWETI, TEHEONOIMS, }OFapbl PyxaHW KYHAbINbIKTap,
CUHKPETU3M, OHTOreHe3, GunoreHes.

GENEALOGY OF THE MUSICAL AND POETIC CULTURE OF KAZAKHS AND ITS PROFESSIONAL
BEARERS (ONTOGENY AND PHYLOGENY)

A. Mukhambetova
T.Zhurgenov Kazakh National Academy of Arts, Aimaty, Kazakhstan

Abstract

The article examines the problem of genealogy of the musical and poetic culture of Kazakhs, its patterns and
the essential bases of origination in the traditional musical and poetic works of professional bearers. The
author is interested in the issues of 'ontogeny' and 'phylogeny' in relation to ages of sals/sere, akyns, zhyrau
(Kazakh musicians), their creativity and ability to live in the context of a situation of life as a form of existence.
The article analyses the traditional genology in light of the nomadic culture: The correlation of the natural
development of life experience of the individual as (ontogeny) and historic cultural stages of development
(phylogeny). The traditional musical and poetic art of the Kazakhs constitutes the analytical basis of the study
of essence of art. The author also provides the hypothesis of historical sequence - 'LYRIC-DRAMA-EPOS',
which is recognized as states of existence and its forms.

Keywords: musical and poetic culture of kazakhs, genealogy, higher spiritual values, syncretism, ontogeny,
phylogeny.
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KOBPO-
KAYECTBO
KAK ®EHOMEH
MUPOBOM
KYJIBTYPbI

ART STUDIES

MPHTH 18.31.94

I. LlanabaeBa'

'TocynapcTBeHHBII My3eli HCKYCCTB
PK um. A. Kacreesa

(Anmvatel, Kazaxcran)

KOBPOTKAYECTBO KAK ®EHOMEH MUPOBOM KYJ/IbTYPbI
(K BOnpocy 0 HalMOHANbHbIX 0COGEHHOCTAX H MEXXKY/IbTYPHOM OGLLHOCTH lEeKOPaTUBHO-
NPUKAaAHOro UCKycCcTBa)

AHHOTauuA

B cTaTbe paccKasbiBaeTCcsl 0 pa3HO06pa3HbIX BUAax TKa4ecTBa M KOBPOBbIX M3A4E/TMI Ha MPUMEPE NYHLLNX
06pa3suoB, coctaBngowmx ¢oHg NN B NlocyaapctBeHHOM My3ee UCKyccTB UM. A. KacTeeBa. HaunoHanbHas
KynbTypa 3anporpaMMUpOBaHa Ha CaMOCOXPaHEHWE, YTBEPKAEHNE CBOEW CNELMPUKM U YHUKANTbHOCTH,
0fiHaKO B ycnoBmsax rnobannsaummn oHa noaBepKeHa yHudnkauuu. JyxoBHbI MMP HaLMK UK Hapoda Bceraa
0CTaeTCs HalMoHanbHbIM, PUKCHMPYET CBOEO6Pa3ne CO6CTBEHHOO MUPOOLLYLLEHUS U MUPOMOHUMAHHUS.
KoBpoTKayecTBO, Kak 0AWH U3 BUAOB AEKOPATUBHO-MPUKIAAHOIO NCKYCCTBA, TaKKe SBASETCSA BblparKeHUEM
KY/IbTYPHO-UCTOPUYECKOM KOHCTaHTbl Hapoaa. KoBpOTKa4ecTBO MMEET HECKOJIbKO NapamMeTpoB — 3TO
HaLMOHaNbHbIW, PEFMOHANbHbIN, MEHTANIbHbIA YPOBEHb, @ TaKXXe FrEHETUYECKUI, UAYLLNI C FTyOOKOM
LPEBHOCTH.

KnoueBblie cnoBa: HalMoHalbHasa KynbTypa, AeKOPaTMBHO-NPUKIaAHOE NCKYCCTBO, KOBPOTKAY€eCTBO,
HOMafAM3M, XyAOKECTBEHHbIE TPaAULMKN, My3€ei, CEMaHTUKa, OPHAMEHTbI, TEXHWUKA.

«UnBunmzsaumm genarT COBPEMEHHbIE HapPO/bl MOXOXUMMU, @ Ky/bTYPbl HECYT B CE6E X pPas/IMymns»
leopruii laveB

lMpo6nema ocMbICNEHUA Hacneaus YTBEPKAEHME HE3ABUCUMOM
TPaAULMOHHON KYNbTYpbl B COBPEMEHHOM rocyapCTBEHHOCTH BbI3blBaET
MUpeE ABNSETCA CerogHs 0CoO6eHHO HEO0B6X0ANUMOCTb pelLeHUs cyabOOHOCHbIX
aKTyanbHoun. KazaxcTtaH B 2016 rogy BOMPOCOB CBOEN UCTOPUU U KYNbTYpbI.
OTMETUN UCTOPHYECKYIO aaTty — 25-netme B Tom uncne: obpallleHMe K CBOUM
HezaBncumocTu. MCTOKaM U KOPHSAM, NOMbITKU 0603HA4YUTb
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CBO€ MeCTo B MUPOBOM LIMBUIN3ALINM.
OJHUM 13 OCHOBHbIX YCNIOBUI ABNSETCS
3pesioe caMoCco3HaHWe HapoJa. HoBoe
obpeTeHune CBOEro «si» NpeacTaBaseT
COOO0M CNOXHbIM MPOLECC, KOTOPbIN
Hapsaay ¢ co3aHneM COBPEMEHHOIO
[IYXOBHOI0O «aBTOMOPTPETar» npeanonaraet
OCMbIC/IEHME BCEMO UCTOPUKO-KYNLTYPHOIO
onbiTa Hauuu. lNepeBefeHHas B MNIOCKOCTb
HaLMOHaNbHOIo YTBEPKAEHMS 3Ta
[lyxOBHasi caMOOLIEHKa peLlaeT Be
OCHOBHble 3aja4u: 1) n3basneHne

OT NCEBAOLIEHHOCTEN U JIOXKHbIX
CTEPEOTMNOB; 2) BOCCTAHOBNEHUE U
COXxpaHeHu1e B 06LLLECTBE HEMPEXOASALLNX
[YXOBHbIX LIEHHOCTEN, 6€3 KOTOPbIX

HauuMa NpeBpallaeTcs B NPOCTYIO CYMMY
WHAMBUAOB. [103TOMY TO, YTO CEroaHs

Mbl MO-HOBOMY OCMbIC/IMBaeEM UCTOPUIO
Ka3axCKOW Ky/bTypbl, UMEET NporpammHoe
3Ha4yeHue.

B XXI BeKe rnaBHbIM B CO3HaHWH
JI060ro NOCTCOBETCKOro oblecTea
[OMKHO CTaTb OCMbIC/IEHNE cebs KaK 4YacTu
MWPOBOM LIMBUIN3ALIMK, KaK YacTu 6onee
LLMPOKOro YHUBEPCYMa.

KakK 6bl HM Obln 60raT AYXOBHbIN
MWP Hapopja, OH OCTaeTCcsd MUPOM
HauMOHasbHbIM, BbipacTaeT B
onpefeneHHbIX NPOCTPaHCTBEHHO-
BPEMEHHbIX rpaHuuax, uKcupyet
cBoeo6pasne MUPOOLLYLLEHHUA U
MWPOMNOHMMaHKWA 3THOCa, Hapoaa, HaLuK.
3TNUM OH BENUK U BMECTE C TEM OrPaHUYEH.

HapoaHoe agekopaTuBHO-

NPUKIaOHOE UCKYCCTBO U, B YaCTHOCTH,
KOBPOTKa4YeCTBO, KaK O[INH U3 ero BU0B
N ABNSIETCS BblparKeHUEM AYXOBHOM,
KYJIbTYPHO-UCTOPUYECKOM KOHCTaHThI
Hapoja. KoBpoTKayecTBO, KaK M3BECTHO,
UMeEeT HECKOJIbKO NapaMeTpoB. 310
HaUMOHalbHbIN YPOBEHb, BbIAENSIOLLINM
cBOeobpasne TON UIn MHOW CTPaHbl;
pernoHasnbHblA, KOTOPbIM NPU BCEM
HauMOHaNbHOM CBOe06pa3nm MOXKeT

HecTun B cebe obLine YepTbl PErnoHa,
T. €. TeX CTpaH, KOTopble U COCTaBNSAOT
TOT MW UHOW PETrMOH; MEHTASIbHBIN,
HecylMn B cebe Te UK UHbIE AYXOBHbIE,
MWPOBO33PEHYECKNE YCTAHOBKM, B TOM
4yucne pennmrmosHble. HakoHel, ypoBeHb,
oToGpaxKalolmmn ToT dyHaaMeHTasbHbIN
NAacT KyAbTypbl, KOTOPbIN NEXUT
B OCHOBE reHEeTMYEeCcKOoro Koaa,
chopMUpoBaBLLErocs elle B rMy6oKom
OpeBHOCTU. TaK, Ka3axcKas U TYypKMEHCKas
KYNbTYPbl OTHOCATCS K TIOPKCKOMY apeany,
B OT/IMYME OT, Hanpumep, abraHcKon.
CBoeobpasne XyqoxecTBEeHHbIX
Tpaamumin LleHTpanbHon u CpeaHen A3um
CKNaablBanocCh € ApeBHENLLNX BpeMeH. KakK
cnpaBeanneo nuuwet Kamona AkmnoBa:
«B HEM NpoaomKaloT XUTb TpaaULMK
axeMeHWACKME, aHTUYHbIE, TIOPKCKHKE,
paHHecpeaHeEBEKOBbIE, MyCY/IbMaHCKHe,
eBponenckuer [1].

O6LWHOCTb KyNbTYpbl TOPKCKUX HApoa0B
OCHOBbIBAETCS HE TOJIbKO, KOHEYHO,
Ha NIMHIBUCTUYECKOM POACTBEHHOCTH
13bIKOB, HO U IBCTBEHHO OTpa)KaeT
OBLLHOCTb Xy[1O}ECTBEHHO-06Pa3HOro
MWPOBOCMPUATHS, MOSTUYECKOTO
A3blKa, cneymMPuKy MeHTaNIbHOCTH,
BblpaalolWwencs B XyJ0KeCTBEHHON
KapTuHe Mupa. Tak, Hanpumep, y3op
LBETKa B B1Uae pomba Ha KoBpax
BCTpeYaeTcsi NPaKTUYECKN Y BCEX
HapOoAO0B TIOPKCKOro apeana, Kak u
LBeTOoBas NpeapacnofioKEHHOCTb K
OTTEHKaM KpacHOro LiBeTa B CMeKTpe oT
ano-opaH¥XeBoro 4o TeEMHO-60pA0BOrO.
KpacHbli, KaK N31t061eHHbIN LUBET
HapOAHbIX MacTepuL, CUMBOIN3NPYET
OrOHb, COMHLIE, OTBOAUT OT AYPHOrO rnasa u
obeperaert OT 3/1blX AyXOB.

TpaaMLUMOHHOE AEKOPATUBHO-
npuKnagHoe NCKycCcTBO to60ro Hapoada
— 3TO BCerga yHuKanbHoe camobbiTHOE
ABJIEHUE, KOTOpOoe, GOPMUPYSCh
CTONETUAMMU M NepeaaBasichb U3
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NMOKONIEHUS B MOKONEHMUE, MaKCUMasbHO
NOMHO BNUTano B cebs punocoduio
MWPOBOCMNPUATUS U HALIMOHasbHbIE
0C06€eHHOCTM Hapoaa. PeHoOMEH
npuKNagHoro ckyccTBa KaszaxcraHa
onpegensieTcd KoYeBbIM YKNaaoM,
MHOroo6pa3vem BMA0B M TUMOB
n3aenum, TEXHOIOrMYECKUX NPUEMOB NpK
paboTe ¢ pasiMyHbIMK MaTepuanamm,
OPUIMHAJIbHOCTbIO OPHaMeEHTasNbHO-
[IEKOPATUBHbIX PELLEHWUI, MPUCYLLMX
JaHHOMY pervoHy. NponseeneHuns
JPEBHEr0 TPaANLMOHHOIO NPUKIaAHOIro
UcKyccTBa KazaxcTaHa gBastoTes
BaXKHEWLIEN YacTbio HALlMOHANbHOIO
KYNbTYPHOrO Hacneamsa CTpaHbl.

B nonHon mepe HoMaguyeckoe
MWPOOLLYLLLEHWE BOMIOTUIOCH B lOpTE
— YHUKaNbHOM BW€e APEBHENLIErO
nepeaBuKHOMO XWInla Hapoaa, XU3Hb
KOTOPOro UCTOPMYECKM Bblnla cBA3aHa
C MOCTOAAHHBIMW NepeMeLLEHUAMN C
MecTa Ha mecTo. 1o npeacTaBneHuo
KOYEBHWKOB tOpTa — BOMJIOLLEHNE MOAENN
BceneHHon B MuHMaTIOpe. KoBpbl Urpanu
NepPBOCTENEHHYIO POJib B 0GOPMIIEHUU
WHTepbepa opThl. KOpTa u NpeameTs!

B HEW OTparkatloT HaKOMAEeHHbIM 3anac
BreyaT/eHn 1 BOCNPUATHUS NPUPOIbl U
OKpyXatowero mupa. BaxkHas 0co6eHHOCTb
WMHTEpbepa oPThl — BCE BELLM HAaxoasATCs
Ha BuAay. N Kaxkgasi M3 H1X, MOMMUMO CBOEro
NPSMOro YTUANTAPHOIO Ha3Ha4YeHus,
OHOBPEMEHHO CNYXWUT NpegMeToM
ybpaHCcTBa Xunuuia.

Pasgen npuKknagHoro UCKyccTea
KasaxcTtaHa — 0[IMH M3 K/IOYEBLIX B
Kosinekumm focygapcTBEHHOMo My3es
uckyccts PK um. A. KacteeBa, nctopus
KOTOPOro HacYMUTLIBAET yKe 6onee
80 net. Konnekuus nponsBeaeHmn
TPaAMLMOHHOIO MPUKIAAHOro UCKyCcCTBa
KaszaxcTaHa B HalleM My3ee BK/IO4YaEeT B
cebs 0K0NO0 5 ThiC. eAMHULL XpaHEeHUS. 3TOT
TeMaTU4YecKuni pasaen pasMeLlleH B CaMoM
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nepBoM 3aJjie MOCTOAHHOMW 3KCNO3ULIUH,
OTKpPbIBas My3enHOe NPOCTPaHCTBO Ans
3putenen (PucyHok 1). OH CUMBONUYECKH
OTCbINAET K UCTOPUYECKUM UCTOKaM

1 HaLUMWOHallbHOM TpaauLMK faneKkoro
NpOLIOro, OKa3aBllUNM B JallbHENLLEM
3Ha4yuTeNbHOE B/IUSHUE Ha pa3BUTUE

n dopmMupoBaHue NpoheccnoHaabHOM
LLKONbl 306pa3uTENIbHOrO UCKYCCTBa
KazaxcraHa.

Pucynok 1. 3an skenosuuuu kopos T'MH PK nm. A. Kacreesa

Xy[OXXeCTBEHHbIM TEKCTUIb B
KONNeKLMM My3es HacHuTbiBaeT 6onee
TbICSIYM IKCMOHATOB, YTO COCTaBNSAET
BTOPYIO MO YNCNEHHOCTU, NOcne
tOBENMPHbIX U3AEeNUI, YacTb My3E€MHOIo
cobpaHus. ITO TPaAULMOHHbIE BOMTOYHbIE
TEKEMETbI U CbiIpMaKK1, BOPCOBbIE U
6e3B0OpPCOBbIE KOBPbLI, Pa3HOLUBETHbIE
y3opyaTble analla, BbllUTbIE HACTEHHbIE
TYCKMU3bI M Y30PHbIE LIMHOBKM LUUM LLW.
NNomMMmMO COGCTBEHHO KOBPOB B Ka3axCKow
TpaamLnK 6b1S10 LIMPOKO Pa3BUTO
TKa4yecTBO YTUIUTAPHbIX NPeaMETOB,
Heo6XxoAnMbIX B 6bITY, — MOABECHbIX CYMOK
(asik Kan), nepeMeTHbIX CYM (KOPXbIH),
4yexiI0B A1 CYHAYKOB, TIOKOB U T. 4. [1o cyTy,
Kark[oe M3aeme MOXHO BOCNPUHMUMATb
KaK HEKMI MHOMODYHKLMOHaNbHbIN
0OBEKT, KOTOPbIK, MOMUMO NPSAMOro
YTUIUTAPHOIo NpeAHa3HavYeHuns, HeC B
cebe 3CTETUYECKYIO COCTaBNSAIOLLYIO, CYXKa
TaKXe NpeaMeToM yKpalleHUsa MHTepbepa
tOpThl.
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OpHaMeHTUpPOBaHHbIE U3Ae/IUA U3
BOMNOKA

3HaKOMCTBO C 3KCMO3ULMeEN
Ka3axCKOoro HapogHoro npuKknagHoro
WCKYCCTBa B My3ee HauynHaeTcs ¢ 063opa
OpHaMEHTUPOBaHHbIX U34ENNN U3
BOWMNOKa, N3 KOTOPOIro M3rotaBanMBasmcb
NOCTUI0YHbIE KOBPbI TEKEMETDI,

CbIpMaKu1 1 BOMNOYHbIE TYCKMU3bI. ITOT
Marepuan — camMbli pacnpoCcTPaHEeHHbIN,
YHUBepPCcalibHbIX U IOCTYMHbIN, OH
TPaAMLMOHHO UCMNOJIb30Bancs KoO4eBbIMU
niemMeHamu ¢ ApeBHENLLNX BpeMeH. B
Ka3axCKoOM pemMecsie 06paboTKa 1 BblaesNiKa
LLEepCTM 3aHMMana Beayliee MecTto u

ee TeXHOJOrns coBepLleHCTBOBaNachb
ANnTeNbHOE BPeMS, OCTUTHYB BbICOKOIO
YPOBHS ncnonHeHus. CBonctaa

LLIEPCTM — 3KOMOIMMYHOCTb, NErKoCTb,
BO34yXOMNPOHULLAEMOCTb, CNOCOBHOCTb
yAEpXKUBaTb TEMNIO K OTPaXaTb Kapy

— NO3BONWAK €N CTaTb BarKHEWULLUM
MCXOAHbIM CbIpbEM 151 NPOU3BOACTBA
pasfiyHbIX TUMOB U3AENUN.

MonyynB WNPOKOE pacnpocTpaHeHne
B KOUYEBOW cpefie ¢ rMyO6oKOoN APEBHOCTH,
YTO NOATBEPHKAAIOT apXxeosormieckme
pacKonku Ma3blpbIKCKOro KypraHa
(IlI-V BB. A0 H. 3.), BOWNOK aKTUBHO
NPUMEHSAETCH KoYeBHUKaMM BMIOTb A0 XX
BeKa. OH UCMONb3yeTcs KaKk BO BHELWHEM
0POpPMIIEHUM IOPTbI, TAK U BO BHYTPEHHEM
y6paHcTBe. BHeLHI00 060/104KY
KapKaca lopTbl genatT M3 0coboro copta
LLIEPCTH, U3 KOTOPOM MOJIyHatoT NI0THOE
BOAOHENPOHULL@EMOE U CBETO3aLLMTHOE
NOMIOTHO.

PacnpocTtpaHeHHbIM TUMOM HaMobHbIX
NOCTUIOYHbBIX KOBPOB ABASIOTCSH TEKEMETHI,
KOTOpble N3roTaBAMBaloTCS MyTEM HaKaTKK
y30pa Ha LIEePCTAHY0 OCHOBY MOYroTOBOIro
BOMNOKa. [pu TaKon TEXHONOIMMHK
PUCYHOK NMOny4yaeTcs pa3mbiTbiM.
Bnnetasicb B OCHOBY, y30p TepseT
YETKOCTb 04YepTaHMM, YTO NO3BONSET

[0CTMYb MOYTU aKBapebHbIX 3PdEKTOB
nepeTeKkaHus rpaHuLibl OpHaMeHTa B GOH.
B ocHOBHOM TeKeMeTbl — 3T0 60oblUne
NosIoTHa C NIerko YUTaeMblM OPHAMEHTOM.
bnarogaps ymenon putMmn4ecKom
opraHu3aumu NIOCKOCTM MNONOTHa NpU
NoOMOLLM LIBETA N OPHAMEHTa NPOCTble
BOW/IOYHbIE N3ENNS B pyKax HapOaHbIX
MacTepuL, NpeBpaLlaoTca B NOA/IMHHbIE
npomnsseaeHns nckyccrea. K cosagatento
OpHaMEeHTaNlbHOro PUCYHKa TEKEMETa
npeabaBAAoTCA 0Co6ble TPeboBaHUS:
BaXHO cob/t0aaTb COOTHOLWEHWE dOHa U
PUCYHKa, a TaKXXe LLBETOBOE WX PeELIEHHE.
B nio6on aeKopatMBHOM KOMMNO3ULINMK
cobnogaeTcs CUMMETPUSA U300ParKEHUS.
Heo6xoaMMo, YTOBbI PUCYHOK, BbIAENASCH
Ha dOoHe TEKEMETA, B TO XKe BpeM4
COCTaB/ISN C HUM €AMHOE KOMMO3ULMOHHOE
uenoe. O6bIYHO LIBETOBASA raMma TEKEMETaA
He NpeBbllaeT 4—5 TOHOB, B KOMMO3ULINK
npeBanupytoT KPYnHbIe 3N1EMEHTHI,

a OCHOBHbIM MOTMBOM SIBASIETCS
300MOPOHbIM OpHaAMEHT (PUCYHOK 2).
Benb opHaMeHTbl, KaK cuctema, Bceraa
ABASAIOTCH OTPaXKEHUEM MUPOBO33PEHUSA U
dunnocodunn Hapoaa, ero UCTOpPUK, GbiTa U
yKnaga *KusHu.

Pucynok 2. Kazaxckuii rekemer. TMU PK nm.
A. Kacreesa

B cooTBETCTBUM C OCOOGEHHOCTAMM
TEXHUKW BaNITHUS KOHTYPbI Y30POB
nosly4aloTca HEYETKMUMMU, ClerKa
pa3MbITbiMU. O6bIYHO Ha LIEHTPaNbHOM
nosie KoBpa Mo ropnu3oHTaIbHOM OCK
pa3mellaiotes 3—4 poMmba, KpeCTOBUHbI
NN }Ke CONSIPHbIE PO3ETKU C acTpasibHOW,
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KOCMOIOHUYECKON CUMBOJIMKON. TaKnm
06pa30oM, Ka3axCKM OPHAMEHT, KaK
CBO€06pPa3HbIN GEHOMEH XyAOKECTBEHHO-
UCTOPUYECKOM NaMATH Hapoaa,
npeacraBnseT cobom HeMCCAKaeMbIN
UCTOYHUK MHDOPMaLIMK 06 OKpyKatoLem
mMupe (PMcyHoK 3).
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Pucynok 3. Kasaxckuii TekemeT ¢ consippiMu 3Hakamu. [MH
PK um. A. Kacreesa

LleHTpanbHOe nose geKopaTUBHOIO
CONSAPHOro TekemeTa U3 3anagHoro
KasaxcTaHa yKpaleHOo YeTbipbMs
CONSAPHbIMU Kpyramu, ClI0BHO
NU3nyyaloLlnMMmn KOCMUYECKYIO IHEPTUIO
ConHua. ConsipHbIn Kpyr, MMpoBas
ropa, KpectoBuHa, ApPeBO XU3HU, POMO,
KBaapaT — apXeTUNU4ecKne 3HakKu,
XpaHsiune B cebe OTroIOCKU APEBHUX
BEPOBaHUN U KOCMOTOHUYECKUX MUPOB,
KOTOpPble€ CUMBOJIM3UPYIOT FAPMOHUIO U
COBEPLLEHCTBO MUPO3aHUS.

Jpyrum TMNOM NOCTUITOYHbIX
KOBPOB ABASIOTCS CbipMaKK, KOTOpble
OTIMYaOTCH MHOM TEXHUKOW UCTOSTHEHUS —
WHKpYyCTauus unv anninkauus. B otnnyune
OT TEKEMETOB CbhlpMaKu U3rotaBInBanu
M3 rOTOBOIO M yXKe CBasITHOro BOMIoKa
KOHTPACTHbIX LBETOB. [10110XMB 6€bIN U
TEMHbIV BOWMIOKM B [1Ba C/0S, OPHAMEHT
HaCKBO3b Bblpe3a/in HOXOM, 3aTeM
YyacTu cluMBanu, a MecTo CTblKa 06BOANIN
SIPKMUM LLIEPCTAHBLIM LUHYPOM — XMUEK,
NO3TOMY KOHTYPbI y30POB CbhipMaKa UMesu
rpadu4ecKkn YeTkme odeptaHus (PUCYHOK
4).

Hepeako KoBep cocTosin U3
CUMMETPUYHbIX, 3€PKallbHO OTpaXKatoLLnx
Jpyr Apyra, OAMHaAKOBbIX MOIOBMH.

B akcnosunuuu npeacraBneHbl ABa
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Pucynok 4. Kazaxckue cblpMaky ¢ HHKpycTaLHel H1d
anmuikaudein. TMU PK um. A. Kacreesa

CblpMaKa, N3roToB/IEHHbIE aHaNOrMYHbIM
cnocobom. TaroteHne K dopme KBagpaTa
B KOMMNO3MLMOHHOM CTPOe 0603HavaeT
OpUEeHTaLMIO MO CTOPOHAaM CBeTa: ceBep,
tor, BOCTOK W 3anaf, a B 31IeMeHTax
300MOPGHOro OpHaMeHTa yragblBaeTcs
CTUIN30BaHHbLIM 06pa3 napsawmux NTuL.
[pyroi cbipMaK AEKOPUPOBaH NapHbIMU
POroBMAHbIMUW y30pamMu M OTCbINAET K
o6pa3y MMPOBOTO ApeBa.

MpeaMeTbl N3 WEePCTH, CO3AaHHbIE
nyTem BasIFHUS, UMEIOT NPSIMYIO CBA3b
Cc o6pa3om 6apaHa, KOTopbI n3apesne
TpaKToBasCca Kak CMMBOJ MJ1010pOAMS
n n3obunua. Hecny4yanHo BeayLinn
3/IEMEHT Ka3axCKoro OpHaMeHTa B Buae
POroOBMAHOIO 3aKPYYEHHOr0 3/IEMEHTa
HOCWUT Ha3BaHMe «KOLLKap Mynns» U
O3HayvaeT por 6apaHa, CUMBOIU3UPYS
6oraTctBO M 61arononyyme. Kaxabin
npeameT 6biTa B LleIOM, U TEKCTUIbHbIE
n30enns B HaCTHOCTU, BK/IKOYaIN B ceb4
6/1aronpUATHLIN NOCLIT U IHEPTETUKY
6naronoxenaHus, KOTOpyo HepeaKo
HapoAHble MacTepa 3alndpoBbIBaIn B
CEMaHTUYECKOM 3HAaKOBOM TO/IKOBaHWMK
MCMONb3YEMbIX 3/IEMEHTOB OPHAMEHTA.

KasaxcKkni opHaMeHT nogpasnensercs
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Ha HECKOJIbKO OCHOBHbIX TUMOB:
KOCMOIOHWYECKUI, TEOMETPUYECKUN,
300MOPOHbIN U pacTUTENbHbIM. Hanbonee
pacnpoCcTpPaHEHHbIM U3 HUX B BOMIOYHOM
NPON3BO/CTBE ABNFETCH 300MOPOHbLIN
opHameHT. C onpeaeneHHOCTbIo MOXKHO
CKa3aTb O NMPOUCXOXKAEHUU U 3HAYEHNU
300MOPOHbIX MOTUBOB, OCHOBAHHbIX

Ha CTUNMU3aLUMn «3BEPUHOTO CTUNSAY:
N3006paXKEHUS UBOTHbIX U NTUL, UK
BOCIMPOU3BENEHUE OTAENbHbIX YacTeN

nx puryp. 3ameHa GUrypbl ) KMBOTHOIO
N306paXKeHMEM KaKon-Nnbo ee

4yacTu cBs3aHa ¢ TpaHchopmMaumen
peannCcTUYeCKmX U IKCNPECCUBHbIX
06pa30B B OPHAMEHTa/IbHblE MOTUBHI.

NoMMMO ceMaHTUYECKOro 3Ha4YeHus
OpHaMeHTa, BenunKa 6bina cMbicnoBas posib
LLBETOBOW CUMBOJIMKU B Xy[1IOXKECTBEHHOM
peLweHnn KOMNO3ULNK. JOMUHUPYIOLLINK
KpacHbIN LIBET TPAKTyeTCH KaK CUMBO
KpacoTbl, MONOAOCTH, 300POBbS; 6ENbIN
accouumpyeTcs ¢ MOJSIOKOM — LIBET
YUCTOTbI, UCTUHbI, PAAOCTH; HKENTbIN
CUMBONU3NPYET CHACTbE; 3eeHbl LBET —
Hagexga n MonoaoCTb; CUHUI — LBET Heba
TeHrpu, a KOpUYHEBLIM — MOYETHbIN LBET
3EeMIIN.

N3rotoBieHMe CbipMaKoB MoJib3yeTcs
N060BbI0 ¥ Ka3alleK-macTepul, 1 Kaxaas,
NMpW HalIMYKUKU Cbipbs, CTPEMUTCH CO3aaTb
3TOT NPEKpPACHbIN BMA BOMIOYHOIO KOBPA.

MNpenHa3sHavyeHne BOMIOYHbIX
KOBPOB pasnnMyHo. Hanpumep, Tekemet
MCMNONb3YeTCs B Ka4eCTBe NOACTUIKM
Ha MoJi, CBEPXY OH MOXKET yCTUNaThCH
ojesanamu, a HepeaKo 1 KOBpaMMu.
CblpMaK, KaK Hanbonee LeHHbIN Mo
cBoeMy 0dopMIEHMIO BOMSTOYHbBIN KOBED,
YKpalLaeT CTEHbl XUKLLA, MOXKET CINYXKHUTb
NMOKpPbIBaNoOM NocTenu, To ecTb 60Jiblie
BbIMOJIHAET AEKOPATUBHYIO PYHKLINIO,

XOTS U HE UCKJTIOYEHO ero yTUuiInTapHoe
MCNONb30BaHME.

Kasaxckan BbilLIMBKa

APKMM HauMOHaNbHbIM CBOEOBPa3nem
OT/INYaeTCs Ka3axcKkas HapoaHas
BbILUMBKa, KOTOpasi NnpumeHsanach ans
[EKOPMPOBAHUSA HAaCTEHHbIX KOBPOB
TYCKMU30B 1 APYrux usgenui. BolluMBKa
nogpasaenanach Ha ps noBUA0B B
3aBMCUMOCTU OT TEXHOIOTMKU UCTIONHEHMUS.

BonbLLON XyA0XKECTBEHHbLIN UHTEPEC
npeacTaBfsOT Ka3axCKMe HacTeHHbIe
BbILINTbIE KOBPbI — TYCKMK3bI. N4
HUX XapaKTepHbl CHMMETPUYHOCTb
KOMMO3ULUK U EKOPATUBHOCTb U
HaCbILLLEHHOCTb LIBETOBOIO peLLeHus.
TyCcKMK3 3aHMMan No4YeTHOE MECTO B topTe
n ucnonHan GyHKLUMIO KoBpa-obepera.

OH onunueTBopsieT ceMenHoe cqyacTbe

N 9BNAETCA HEOTbEMSIEMOWM YacTblo
NnpUaaHoro HeBecTbl. ICKycCTBY BbllLIWBaTb
[eBoYeK oby4anu ¢ 4eTCTBa, OHU YBEPEHHO
Bnajenn HeobxoaMmbiM HABOPOM
NPMCNoco6/IEHNN U UHCTPYMEHTOB: UTTION,
KPIOYKOM, pa3HOUBETHbIMU HUTSMU. [10
o6blyalo AeBylLLKa caMa [oKHa Oblna
BbILINTb KOBEP U NMPUBECTU B IOM KeEHUXa,
4TOObI POACTBEHHMKM MY>Ka MO ero KpacoTe
MOTIIN CyAUTb 06 MCKYCHOCTU ByayLien
XO3AMKMW.

TyCKMMU3 UMEET XxapaKTepHble
KOMMO3ULMOHHblIE OCOBEHHOCTU —
LLIMPOKNI OKanMASIOLWKIA 6opatop ¢
6oraTom BblILLMBKON B COYETAHWU C
LleHTpalIbHbIM MOJIEM NOKaNbHbIX LIBETOB,
3TO cO3/aBano MOLWHbIN JEKOPaTUBHbIN
3dpPeKT. B opHaMeHTe BbIWMBKHK
006bl4HO NpeobnagatoT GIopPUCTUYECKHE,
pacTUTENbHO-LIBETOYHbIE MOTUBBI,
KOTOpble n3HavyanbHO HeCyT B cebe naeto
BO3POXAEHUS NMPUPObl, NMOKITOHEHUS
KynbTy nnogopoand (PUcyHoK 5).

B apeBHENLLYIO 3M0oXy 3T1 KOBPbI
N3rotaB/MBalNCb N3 BOW/IOKA U
TOHKO BblAenaHHOW KoXMW. [lo3gHee,

B CpeHEBEKOBbE, AJ151 OCHOBbI CTa/n
MCNonb30BaThb MPUBO3HbIE TKaHW:
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Pucynok 5. Kazaxckuit Tyckuus. MU PK um. A. Kacreesa

KUTanCKMn 6apxart, 6yXapCKui LWeSK,
POCCUMNCKOE CYKHO.

MoA/IMHHBIM LWeAeBPOM HAapO4HOIo
WUCKYCCTBaA M EMYYKUHON My3enHOM
KOJINEKLMM ABNSETCH «KOPaioBbIn»
TYCKWWU3, KOTOPbIW Gbl1 MPUOBPETEH
B GOHA My3es BO BpeM4 crieLmanbHO
OpraHM30BaHHOM 3KCNeaNLINN.
LleHTpanbHoe none Kospa 13 6apxara
SIPKO-KPaCHOro LBeTa, a LWWMPOKUK TEMHbIN
6opatop 3anosiHEH MblWHOW FMPSHAO0N
NnoseBbIX LIBETOB, BbIWNUTbIX Ma/blo.
CepebpsiHble NIacTUHbI, BKIIOYEHHbIE B
KOMMO3MLMIO, KOHTPACTHO BblAENATCSA Ha
4yepHoM 6apxaTte, opraHnM4HO CoYeTaloTCH
C MHOTOLBETHbIM LLIENKOM, KOTOPbIM
06pasyeT NpUYyA/IMBbIA PUCYHOK CTEBNEN U
LIBETOB. [MaBHbIN AEKOPATUBHbIM 3/IEMEHT
— penbedHble KopanioBble LBETHI,
APKOCTb KOTOPbIX OTTEHAET TEMHbIN HOH U
rnagkyto daxkTypy KoBpa.

TkauecTBO

M, HaKoHeL, TPETUIW TUI KOBPOB,
3aHUMaBLUMX BaXHOE MECTO B Ka3axCKOM
ObITY, 3TO TKaHbl€ KOBPbI N3 LUEPCTAHON
NPSXKK, pexe xonyatobyMaxKHbIX HUTEN.
Mmun 3acTtmnanu non, ykpallanam CTeHbI
XUNuuia, OHU UCMoJib30BalnCh AN
YKpalweHus 1 ytennenus. LlepctaHoe
TKa4yecTBO pacrnpoCcTpaHeHo Ha
Tepputopum KasaxctaHa ¢ anoxv 6poH3bl,
y}e Torja TKaLKWM CTaHOK U BEPETEHO
Obl/IN U3BECTHbI NJIEMEHAM aHAPOHOBLIEB.
MNosBiEHNE rEOMETPUYECKUX ANIEMEHTOB
B Ka3axXCKOM OpHaMeHTe TaKXXe BOCXOAUT
KO BTOPOMY ThICAYENETUIO 10 HaLLEen 3phl,

50

TO €CTb K MOMEHTY Ha4yana M3roToBIEHNUS
BOPCOBbIX 1 6E€3BOPCOBbIX KOBPOB.

Mo TEXHMYECKMM NpMeEMaM Ka3axckue
KOBPbI NOApa3aensatoTcs Ha BOPCoBbIe,
6e3BOpPCOBbIE U CLINTbIE — analla.
TpaANLUMOHHbBIW LEHTP BOPCOBOIO
KOBPOTKa4YecTBa cOCPeaoTOYEH Ha
tore KasaxcTaHa, 4To BO MHOroM 6bli10
06ycnoBfieHO 61M30CTb0 TYypKMEHUCTaHa
N Y36eKnctaHa, KoTopble OKasanu
ornpeaeneHHoe BAUSHWE Ha pa3BUTUE
3TOM TEXHWKM B KazaxcTaHe. Cpeau
KoBpoB CpeaHen A3nm ocoboe Mecto
3aHMMaloT UCKITIOYMUTENbHbIE MO KpacoTe 1
KayecTBY TYPKMEHCKUE KOBPbI, UMeLLIne
3acnyXeHHyo cnaBy BO BCEM MUpPe.
[MaBHOE pa3nunyue, Ha Halw B3,
3aKJIlo4aeTcs B TOM, YTO TYPKMEHCKUE
KOBPbI YETKO NOApPa3aenatoTes no
niemMeHHoMy 1 reorpapm4ecKkomMmy
NPU3HaKy Ha CalopCKue, TEKMHCKME,
neHANHCKKE, NOMYLCKME, 3pCapUHCKHE.
Bonee TOro, cCnegoBaTeny oTMeYatoT
MCMoNb30BaHKe onpeaeneHHbIX y30poB
B pa3HbIXx BMax KOBPOB. B 3aBMCHMMOCTH
OT pavoHa U3roTOBJIEHUS KOBPbI AeNATCSH
Ha pasnMyHble TUMbl, OTINYatoLLMECS
XapaKTepoM OpHaMeHTa/lbHbIX Y30POB, YTO
0COBEHHO AAPKO NPOoCTynaeT B réngx (rynb —
«UBETOK», Ka3.)

B Ka3axcKux BOPCOBbIX KOBpax
HeT 0cOobblx NoapasaesieHnn n
TMMOB KOBPOB MO POAOBOMY MK
reorpadun4ecKomy nNpusHakam rno asym
BECKMM MPUYNHAM: U3roTaBINBaIUCh
OHM TONIbKO B ABYX paloHax KasaxcTtaHa
— I0XHO-Ka3axCTaHCKOM M BOCTOYHOM
061acTaX; BCE OHWM UMEIOT NPaKTUYECKH
O0AMHAKOBOE KOMMO3ULIMOHHOE peLlEHME.
Cneundunyeckne oCo6eHHOCTM — 3TO
LLMPOKKNIK Bopatop, NpeobnagaHne
KpacHOro LiBeTa — XXU3HeyTBepKaatowero
CMMBOJIa 300POBbS, KPacoThl U
nio4opoans, a TaKkxKe 40CTaTOYHO KPYMHble
PO3ETKU Ha LieHTpaibHOM MoJie KoBpa,
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06bI4YHO B KOJIMYECTBE TPEX NN YEThIPEX.
B uenom e Konopuctnyeckas ramma
Ka3aXCKMX TKaHbIX KOBPOB HacyuTbiBana
OoT 4 00 9 UBETOB, CUMBOJIMKA KOTOPbIX YXKe
paccmaTtpuBanacb HaMu BhlLLE.

[nsi N3roToBNEHUS BOPCOBBLIX
KOBPOB MCMNOMb30BasiCA TKaL KU CTaHOK
opMeK. Ha nagenue pasmepom aBa Ha
TPWU METPa YXOAMN0 OKOMNO ABYX-TPEX
MecsueB. Cpean BOPCOBbLIX KOBPOB
KasaxcTtaHa B npousiom Hanbosee
pacnpocTpaHeHHbIMU Oblfi KOBPbI
noj Ha3BaHWEM KanblKieM, KOTopoe
NPOUCXOANT OT NEPCUACKOrO CoBa «rasbl»
— KoBep. VX oTnnyanu pa3melleHHble
CTPOrMMM psiiamMn NOBTOPSIOLLMECS
reoMeTpUYeCKMe Unu pacTuTeNbHble
y30pbl 1 MHOroOMaHoBas kanma. Kospbl
NnoJo6HOro TMMNa ecTb Y TYPKMEH U1 Yy36EKOB.
KonnyecTBo po3€eTOoK, pasMeLLLEHHbIX MO
rOpU30HTalIbHOM OCK B psf, O4EBUAHO,
CBS3aHO C CUMBOJIMYECKMM 0603HaYEeHUEM
yucen. [Ing reoMeTpuyecKmx y3opos.,
NpeBanmpyoLInNX B BOPCOBbLIX
KOBpax, xapaKTepHO paBHoOBecKHe
MeXAay OTAENIbHbIMW 3N1EMEHTaMMU,
nponopumMoHanbLHoe aeneHue euryp,
BMMUCaHHbIX B KOMMO3ULMIO. HKcno «4»
COOTHOCHUTCS C KOJIMYECTBOM BPEMEH roga
WK CTOPOH CBETA, a YNCNO «3» ABNAETCSH
CUMBOJIOM COBepLUEHCTBa, BonoLas
npupoay TpueanHcTea. lNMpumeHas
CUCTEMY JINHEMHOIO OpPHaMeHTa U
KOMOWHMPYS HEGOSbLUOE YUCSIO A/IEMEHTOB
reoMeTpU4eCKoro opHamMmeHTa, MacTepuLbl
[06U1BaloOTCs MHOXeCcTBa BapMaHToOB
peLlleHns KOBPOBbIX KOMNO3ULKIK. B
OCHOBE — NPUHLUMMN NOBTOPSAEMOCTH U
KOMOUHUPOBaHMA NpeobiaaatoLmnx
3/1IEMEHTOB, TAKOHWYHOCTb M NPOCTOTa
KOMMNO3MLUMOHHOIo 3ambicra.

Ncnonb3oBaHWe pacnpoCTpaHeHHOro
afleMeHTa OpHaMeHTa «wKynabl3» — 3Be34a
— HeceT B cebe CMMBOJIMKY Ucnama,
CBSI3aHHYIO C Maeen 3Be31HOro Heba,

6ecKoHeYyHon BeceneHHon. bopatopHas
KalMa BbIMOJIHAET 3alUTHYIO GYHKLMIO OT
BO3JENCTBUS BHELLHMX CUJI.
be3BopcoBoe TKa4yecTBO
pacnpocTpaHeHo B KasaxcTaHe noytu
NOBCEMECTHO. B rnaakon n cmellaHHom
TeXHUKax TKanu nanacbl. OCO6EHHO
KpacuBbIMMK Obl/I TKaHbl€ MOJIOCHI A1
YKpaLleHUs opTbl — 6ACKYypbl, CAYKUBLINE
0719 AOMOJIHUTENIbHOM CTSXKM IOPThI U
YCUNTIEHNS €€ NPOYHOCTU. Ha npoTarkeHnn
BCEW A/IMHbI U3AENNS, AOCTUTAOLWEN
20-25 MeTpoB, TKauYuxu ctapanunch
BapbMpoBaTb U HE NOBTOPSATb CIOMXKEThI
OpHaMeHTalbHOW KOMMO3ULMW.
Be3BopcoBble KOBPbLI pasnnyatoTcs no
TexHoNornam nneteHus. Mx Komnoamuuu
TPaOULMOHHbBI — 3TO KBaJpaTHble
NN POMOUYECKMNE Y30PbI-PO3ETKMH,
YKpallatolme LeHTpaabHoe nose.
OpHaMeHT CcTpouTCs Ha TPaAULIMOHHbIX
Ka3aXCKMX y30pax, COYETAOLLNX 3NEMEHTbI
6apaHbKUx PoroB, NTMYLErO K/OBA, rMa3sa
BEpPOIOKOHKA, aMy/IETOB U MHOTUX APYrUX.
TpaAMLMOHHbIE TKaHble KOBPbI
ob6naganu 60NbLLIOW LIEHHOCTbIO U
OTHOCW/IUCb K NpeamMeTam POCKOLIN,
Oyayyun rnaBHOM BELLblO B NPUAaHOM
HEBECTbI UM CNyXa 3HAaKOM NOYecTu B
KadecTBe nojapKa Bbiclen 3Hatu. Ho
BCE e MMaBHY0 LLEHHOCTb 3TUX U3AENUHN,
MX YHUKaNbHOCTb M CAMOBbLITHOCTb,
onpenensiioT TpaauLMm KOYEBOKN KynbTypbl,
OCHOBaHHbIEe Ha My6OKOM NOHUMaHUH
KpacoTbl U rapMOHMM OKpPYKatloLWero mmpa.
0O6bem faHHOW CTaTbM HE MO3BONAET
6o5ee Noapo6HO OCTAHOBUTLCS Ha
6ECKOHEYHOM MHOroo6pa3nn CTUIINCTUK,
TEXHONOTMMN U XYOAOKECTBEHHbIX
0COBEHHOCTEN Ka3axCKUX HalMOHasIbHbIX
KOBPOBbIX U3AE/TNIK. ITO NNLLIb KPaTKUI
0630pHbIV MaTepual, KoTopbln aaet
oblee npeactaBneHne 06 OCHOBHbIX
TMNax Ka3axCKMX KOBPOB. MCKOHHO
HapoAHble BUAbl AEKOPATUBHO-
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NPUKIaAHOTO UCKYCCTBA HYXKAaloTCA
BO BCEMEPHOW MNOAAEPKKE B 3TOM
ObICTPO pa3BuMBaloLLEMCH MUPE, HETb34
yTpaTUTb CEKPETHLI MacTepCcTBa, KpacoTy
N OYXOBHOCTb, 3a/10XKEHHbIE B 3TUX
NPOU3BEAEHUSAX UCKYCCTBA U KyNbTypbl.
NHTepecHbIM, Ha Hal B3MN[A,
MOMEHTOM AJ151 UccrnegoBaTtenen
JEKOpPaTUBHO-NPUKIAAHOIO UCKYCCTBA
B 06/1aCTU KOBPOTKayecTBa SBIsieTCs
GEHOMEH rpynnbl KOBPOB «Ka3zax»,
NPOM3BOAMMbIX a3epbangKaHCKUMU
Mactepuuamu. lymaetcs, 4To
cneumMdurKa aTUX KOBPOB CBA3aHa He
TOJIbKO C Ha3BaHWEM MECTHOCTH, rae
OHM Nponssoaatcs. Kak n3secTtHo,
NCTOPUYECKUE HA3BaHUA TaKKe BO3HUKaN
He Ha NyCTOM MecCTe U Bcerja Hecu
CEMaHTUYECKYI0 Harpy3Ky Ui umesnu
06bEKTUBHbIE UCTOPUYECKHUE MPUYUHDI.
NccnenoBaTenn o6bACHSIOT cBoeobpasune
KoBpoB «Kazax», MPoM3BOANMBbIX
B AsepbainaKare, reorpadmnyecKku
pacnofioxkeHHoM Ha KaBKase,
BbIpaXXEHWEM TIOPKCKMX, B YaCTHOCTH
cpefHeasnaTCKMX, B3aMMOBIIUAHUIA, OHU
NMPOC/IEXMBAIOT 3TO B KOMMO3ULMU U
pUCyHKax KOBPOB. [laHHbIM acnekKT elle
IET CBOMX BAYMYMBbLIX UCClefoBaTeNEeN.
Haspena Heo6XoANMMOCTb N3YyYeHus
NMOAJIMHHbIX XYAOXECTBEHHbIX TPaaULNI
TIOPKCKUX CTpaH 1 Boctoka B uenom. «fpu
BCEX 3THOKY/IbTYPHbIX BIMAHUAX Pa3/IMYHbIX
UCTOPUYECKUX NEePMOAO0B BONbLLYIO POSb
B C/I0XEHUU CMMOBKNO03a TpaauLLMn nrpanu
MECTHbI€ Xy[JOXKECTBEHHbIE TPAAULMW.
N3yyeHne TpaanLMOHHON KYNbTYpPbl
pernoHa Kak aTHOKY/IbTYPHOro ABAEHUS
Ha COBPEMEHHOM 3Tarne COAePXUT
MHOIO AUCKYCCUOHHbIX MOJIOKEHWNA,
TpebyloLWwmMX YTOHHEHWI, YINYyONeHNI
nuccnefoBarteibCKon Mblciun» [2]. ToNbKO
KynbTypHasa camounieHTuduKaums Hapoga
YKaXKeT ero mecto B Mupe. C 3101 TOUYKH
3PEHUA HECOCTOATENbHO CTPEMIEHWE
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K 06lLLeYenoBeYeCKOM KynbType Kak
JaHHOCTHU. «[1pK NecTpoM MHOroo6pasunu
HalLMOHaNbHbIX XapaKTepoB TaKkas
obleYyenioBeYvecKas KysbTypa cBenachb
6bl NTM60 K YyOOBETBOPEHUIO YACTO
MaTepuasbHbIX NOTPEBHOCTEN NpKU
NMOSIHOM UFHOPUPOBAHMM AYXOBHbIX,
60 HaBs3biBana 6bl BCEM Hapoaam
GOPMBbI U3HMU, BbIpabOTaHHbIE U3
HaLMOHANIbHOI0 XapaKTepa KaKkou-
HWOYb OQHOWM «3THOrpPaPUYECKON
ocobu» [2, c. 68]. HaumoHanbHas
KynbTypa 3anporpaMMmMpoBaHa Ha
camMoCoxpaHeHue, ee NPOCTPaHCTBEHHbIM
noTeHUMan 3aMblKaeTcsl Ha NOHATUM
«rpaHuLLa». BoicBe4YMBaHWE TAKOW FrPaHuLLbl
CTaHOBMWTCS NMPOLIECCOM BbIBIEHUS
ee cneundUKM 1 yHUKaabHOCTH.
lMpoaomxatenb KynbTypHOW Tpaguumm —
TOT, KTO NpeBpallaeT ee B 3/IEMEHT CBOEro
[YyXOBHOIO 6bITHA, T. €. BOCCO34aEeT 3aHOBO.
B aToM nnaHe BcTaeT npobnemMa
WMHTEepNpeTaLmnn MHOMOBEKOBLIX
XY[OXECTBEHHbIX TPAAULINA.
[ymaeTcs, 6b110 Obl Liesiecoo6pa3HbiM
MEXKY/IbTYPHOE COTPYAHMYECTBO B BMUAE
MEXAyHapOAHbIX KOHDEPEHL M, CO3AaHUA
MeXAyHapOAHbIX TBOPYECKUX KONEKTUBOB,
obmeHa cneuuanmMctaMmn, COBMECTHOTO
nccnenoBaTebCKOro TBOpPYECTBa.
MeayHapoaHasa KoHbepeHLus,
opraHu3oBaHHas B Awxabaje, MHTepeC,
NPOSIBNEHHbIN K HEW MEXKAyHapPOAHbIM
COOO6LLECTBOM, IULLHKIM pa3 NOATBEPKAAET
TOT daKT, 4TO TPaAMULMOHHbIE KOBPbI KaK
npomn3BeaeHnsa AEKOPATUBHO-NPUKIAAHOIO
MCKyCCTBa MMET Henpexoasiiee
3Ha4YeHue, aBNAITCA BENMKUM Hacheamem
XYAOXKECTBEHHOM KyNbTypbl Hapoaa [3].
MNMoaBoas UTOr, BaXKHO OTMETUTb, YTO
anoxa ypbaHu3aunun n rmobdanma3aumnm
CTUPAET rPaHuLLbl U CMeLLIMBaET
HalLMOHaNbHble TPaaAMLMK, MHOTHE U3
KOTOPbIX CErOAHS HaxoasaTcs Noj yrpo3om
ncyesHoBeHMUs. TemM BarKHEE COXPaHATb
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3THUYECKYIO ayTEHTUYHOCTb, BE[lb UMEHHO ncryccts PK nm. A. KacteeBa He gBngeTcs
YHWKaJIbHble 06pa3Libl XyJ0XECTBEHHOIO UCKIIIOYEHUEM.
TBOpPYECTBa M €CTb Ba)KHeNLMe 3HaKOBble
UCTOYHWUKM U UCTOPUYECKME CBUOETENBLCTBA
MYZAPOCTU ylIeWnX BEKOB.
Ba)kHas muccua Mmy3eeB — CoxpaHeHue
KYJIbTYPHOW U UCTOPUYECKONM MNaMSTH
Hapoga, n focynapcTBeHHbIM My3en
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KUIEM TOKY, 9JIEMAIK MO AEHUET ®EHOMEHI PETIHAE
(Conpik-KongaH6anbl eHepAiH MaieHUeTapabliK KOFaMbIHbIH Y/IT MaceNieciHii epeKwenikrepi)

I. Wlana6aeBa
0. KacteeB aTblHarbl MEMNEKETTIK 8HEP Mypaxanbl, AnmaTbl, KasaKkctaH

AHpaaTna

Makanapga A. KacTeeB aTblHAaFbl MEMAEKETTIK 6HEP MypaXKamnblHblH COHAIK-KONgaHO6a bl eHEP KOpbIHAA,
TOKbIMalUbI/IbIK NEeH Kinem 6ynbiMAapbiHbIH TYPAEPI Typasnbl eH Y34iK YArinep MbicanbiHaa cunatranibl. ¥NTTblK
MaJEHMET 63iH-03i CaKTay YLWiH, epeKweniri MeH 6iperenniri 6argapnamMara conkec 6eKiTinreH, ananaa
ahaHgaHy XargarblHaa on 6ipisgeHgipyre atafbl. ¥1T HEMecCe XaNblKTbIH, pyxaHu aneMi e3iHAiK Ke3Kapachl
MeH IyHWeTaHbIMbl 6ap eKeHiH eckepedi. Kinem Toky, CoHaiK-KonaaH6anbl eHepaiH Typi peTiHae FaHa emec,
COHAaw-aK XanblKTblH TapUXM-MaAEHM TYPaKTbIUIbIFbIHbIH, @pHEri 60biN Tabblnagbl. Kinem ToKyablH KeHe
3aMaHHaH Kefe }aTkaH — YNTTbIK, auMaKTbIK, OiN4iK AeHreni, reHeTUKanblK XaHe 6ipHelle napameTpaepi 6ap.
TipeKk ce3fep: YITTbIK MOAEHUET, COHAIK-KOoNAaHbanbl eHep, Kinem TOKyY, KelneHainep, Kepkemaik
LacTypnep, Myparkai, ceMaHTUKa, 8pHEK, TEXHMKaA

CARPET WEAVING, AS A PHENOMENON OF THE WORLD CULTURE
(On the issue of national peculiarities and intercultural community of applied and decorative arts)

G.Shalabaeva
A. Kasteyev State Art Museum of the Republic of Kazakhstan, Almaty, Kazakhstan

Abstract

The article tells about the different types of weaving and tapestries on the example of the best samples,
which make up the decorative and applied arts fund of the A. Kasteev State Museum of Arts. National
culture is programmed to self-preservation, the consolidation of its specificity and uniqueness, however, in
the context of globalization it is subject to unification. The spiritual world of a nation or people is always a
national, captures the uniqueness of their own attitude and outlook. Carpet weaving is one of the types of
arts and crafts, as an expression of cultural and historical constants of people. Carpet weaving has several
parameters - a national, regional, mental level, as well as genetic coming from the ancient times.
Keywords: national culture, applied and decorative arts, carpet weaving, nomadism, artistic traditions,
museum, semantics, ornaments, technique.
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WAGNERIAN ALLUSIONS IN THE PAGES OF PROSE M. PROUST

Abstract

All the novels of Marcel Proust! (1871-1922), starting with the earliest literary experiences, are filled with
numerous musical allusions. This is natural, as Proust contacts with music diversely. Being a musically
educated man, an enlightened listener, listening to music, he imagined how a certain effect was achieved,
differentiated styles, had a view of the genre palette, etc. M. Proust contacted with many musicians, in his
house the works of the classic composers and his contemporaries were often performed. Music became a
part of his mind, the artistic picture of the World, and sure a lot of ideas and literary intentions were revealed
with the help of musical allusions. Music has an important semantic and dramatic role in his writings. In
addition to dancing, acting, painting, poem, prose, architecture, scenery, M. Proust uses music as a device
which builds the characters, their habitat, and forms the ideological aura of their composition.

The maghnificent figure of Richard Wagner (1813-1883) certainly influenced the creativity of musicians,
writers and philosophers of his time and later. The works of Marcel Proust are no exception. Despite the fact
that in the France of M. Proust’s time the aesthetics of Impressionism had been formed and approved, and
enthusiasm for the ideas of Richard Wagner were declining, giving way to new ideas, the German writer’s
creative genius did not go unnoticed .

Key words: art, music, literature, music plan, the system of leitmotifs.

In the novels of Marcel Proust, to some works of his contemporaries, such as K.

extent embodied the musical tastes of Debussy («Sea») [1] etc. Marcel Proust not
the author. The texts of novels have many only transforms real-world compositions.
moments when the musical works are He had enough knowledge and

specifically listed. Like as: opera of K. imagination to «create»his own works. The
Gluck («Orpheus») [1] and M.P. Mussorgsky ~ common thread through all the novels of
(«Boris Godunow») [2]; romantic piano the cycle goes way Violin Sonata of Vinteuil.
music — Preludes by F. Chopin, F. Liszt This Sonata is a piece that was created

pieces from «Years of Wanderings» [1] and by M. Proust, but has real prototypes.

1 The main work is seven-volume novel «In Search of Lost Time» (1905-1922)
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Music from Vinteuil’s Sonata leitmotiv of
the entire part of novels. Evolve with the
heroes of the novel at the end of a cycle
develops in Vinteuil’s «Septet». M. Proust
said: <Andante from Sonata for Piano and
Violin Vinteuil — a complex synthesis based
on the works of R. Wagner, S. Franck, G.
Faure, K. Saint-Saens» [see. 3]. Among
these composers M. Proust names all his
compatriots, they are French and their
works have a violin sonata genre, except
Richard Wagner.

The purpose of this article is to
reveal some features by M. Proust of the
development of artistic excellence from R.
Wagner.

Thanks enigma cycle of novels?, there
are many options for reading the works of
M. Proust and his work has always been of
interest to researchers. Novels repeatedly
analyzed by many literary critics [4, 5,

6, 7, 8], psychologists [9]. According to
modern literary M. Proust’s comic writing
is becoming a central register, as it allows
him to explore and partially displace the
question of homosexuality and the whole
cycle of novels is a saga of sexual jealousy
[5].

Marcel Proust many times pointed out
the importance of the musical component
in his work, but the music on the pages
of his novels rarely been the subject of
in-depth study. Modern Musicology finds
interest in the subject. There are a lot
of common items that determine the
importance of the musical component
in the cycle of M. Proust. This is the work
of: A. Maikapar, L. Magnani, A. Strauss
[10, 11, 12, 13]. The search for virtual
prototyping of music that “sounds” in the

1 1913 - Towards Swann (Du co6té de chez Swann.);
1919 - In the shadow of the girls in bloom (A I'ombre des
jeunes filles en fleurs.) 1921-1922 - At Guermantes (Le
coté de Guermantes | et Il); 1922-1923 - Sodom and
Gomorrah (Sodome ET Gomorrhe | ET Il); 1925 - Captive (La
prisonniére); 1927 - Runaway (Albertine disparue); 1927
- Newfound time (Le Temps retrouvé) In 1918 y. M. Proust
completed the book, but he continued to work hard, and to
rule it till the last day of his life.
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pages of the novel is devoted to the art S.
Bochkarev [14]. However, the study of topic
«M. Proust and Music» is just beginning.
So, for example, revealed the diverse links
that unite the art world of M. Proust in
particular with Richard Wagner.

A detailed study of the musical
component of novels, on the one hand, the
perception of this music is reconstructed
her contemporaries, and on the other
hand, it is possible more particularly,
subject to present «as sounding» the
musical plan of artistic creativity form M.
Proust. This is the relevance of this work.

Reader «can hear» Richard Wagner’'s
music in the pages of the last part of
the novel («Captive», <Runaway», «Time
Regained») and describes the stage more
general character. In the text of the novel
repeatedly mentioned musical pieces
by R. Wagner, but do not have the broad
characteristics and going like as memories
or associations.

Let’s consider the most extensive
material about the music of Richard
Wagner «Wagner component» in the novel;
itis in the fifth part («Captive»). The hero
of M. Proust Marcelis madly jealous of his
lover Albertine. Although he believes that
she is a different social circle. It is poorly
versed in music, but for communication
with Marcel she should «a lot of reading»
and become to be elegant lady [2, p. 69-
70].

Occasionally a young person «<has
been quietly on the heart». But one day,
«Intoxicated with the expectation of its
return and indispensable confidence in it»
[2, p. 181], he «Taking advantage of he was
alone... sat at the piano, opened by guess
book and played Vinteuil’s sonata» [2, p.
181].

The music played a jealous admirer
of Albertine, in his opinion, «it was far
from Albertine’s society» [2, p. 183], as
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he considered she has a bad taste in
music. When he was playing this peace, he
wants to «escape for a while from thinking
about Albertine» and at the same time «to
merge the thought of her with the idea of
the sonata» [2. p. 182]. Playing sonata,
he finds that the combination of motives
«with extraordinary accuracy» [2, p. 182]
reflects the history of their (Marcel and
Albertine) relationship and the nature of
his feelings, sensual and melancholy.
At some point, the execution works of
Marcel striking impression of the music
played by the episode «l could not resist
and whisper —«Tristan» [2, p. 182]. He
was seen «on the desk top of the Vinteuil
sonata full score of «Tristan» [2, p. 182].
The sensations received by them from the
music were pleasant, blessed and native.

Marcel admired about R. Wagner operas
and «in no small measure did not feel that
experienced people like F. Nietzsche, that
inspires a sense of duty, and in art and in
life, to flee from their alluring beauty» [2, p.
183]. In this case, F. Nietzsche becomes
a sign of the profound, symbolic of a study
that is based on the creativity of R. Wagner
until the whole philosophical systems.
The hero is far from such an approach. For
Marcel «Tristan» and «Parsifal» to represent
all the beautiful nature attracts the highest
concentration of beauty and aesthetics.
In addition, it is interesting, the hero of
M. Proust said that «<R. Wagner, despite
the wealth of his work ... how many of his
belongings — even great — it's one of the
things imperfect, which is common to all
the great works of the XIX century» [2, p.
184]. He notes characteristic of the XIX
century, that «the greatest writers of the
book did not appreciate it, and looked at
his work through the eyes of workers» [2, p.
184].

Marcel perceives R.Wagner’'s musical
themes as something incredibly close to

himself, <inseparable from the inner world
of such organically growing into you, what
is your repeat neuralgic pain» [2, p. 183].
It allows the music to dive Marseille to
himself, to meditate and find a new and
«find diversity» that he «sought in vain in
life» [2, p. 183]. «Tristan» becomes the
personification of the idea of longing,
which is very typical for R. Wagner’s
creativity, and for M. Proust as same. At

R. Wagner passes through all the work of
salvation find the idea of the suffering that
is caused by the desire for happiness. And
solace to be found, according to R. Wagner,
only selfless love [see. 3]. M. Proust’s idea
of longing lies in the search for the so-
called «lost time», that is of the past. He
maintained that each hour of our life, as

it were preserved in objects (their terms,
smells, sounds) and there is up to a certain
time, while external stimuli do not trigger
a memory play experienced emotions. M.
Proust in his works consistently proves
that the unconscious evocation of the
past does not come from the intellectual
impulse; it is not dependent from desire
or non-desire of the person in particular
moment of life.

Music and caused by it association take
away novel hero in thought. In R. Wagner
opera’s him attracts relief characters,
where «diversity within each work achieved
by the only means to be truly diverse: to
combine different personality» [2, p. 183];
«birds singing, the roar of a hunting horn,

a song that a shepherd playing the flute
- all draws on the horizon a silhouette of
sounding» [2, p.184].

Everything down to the smallest of
details written R. Wagner in the music
«Wagner strive to bring to our nature, catch
it, putin the orchestra, to subject it to its
highest musical ideas, without losing its
inherent originality» [2, p. 184].

Also, the young man says well-
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developed system of leitmotif in Wagner’s
operas: «quickly and persistently passing
topics arising in a particular act, only

go to show up again». Leitmotives are
combination of expressive and fine
beginning, it was noted that the hero of M.
Proust: «\Wagner, the actor gives to each
different features... every time there is a
person in front of us with a special guise ...
and sounding fit into infinity». [2, p.184].

Continuing to perform the Sonata of
Vinteuil, which for the Proust’s hero carries
«a complex of Tristan», emotions and
feelings. He hears how «exults Wagner».
Marcel seems that the great composer,
«nvites me to share with him the joy, |
heard louder becomes eternally youthful
laughter». Composer and player separated
only by «<sounding partition» [2, p. 186].
Recognizing the greatness of the genius
of R. Wagner, Marcel (hero of the M.
Proust novel) notes that «the technique
of master was only necessary in order to
facilitate the departure of birds, like the
swan Lohengrin» [2, p. 187]. The idea that
the composer is only a «guide» of ideas is
not the first time appears on the novel.
The composer is seen as a medium that
can convey «to bring down from the divine
spheres, where he has access» [1, p. 386].
Some a perfect kind of music.

The flow of thoughts about R. Wagner
suddenly interrupted. Meeting with
Albertine again puts him to the ordinary
world of suspicion and jealousy. In this way,
the music of Richard Wagner becomes a
perfect sphere, the transition to liberate
and return to the world where he was again
stifles negative emotions.

In general R. Wagner and
M.Proustcombines«artform». They
are characterized by a craving for big,
monumental forms.If for R. Wagner it is
a trilogy «Ring of the Nibelung », and for
M. Proust it is a cycle of seven novels, «In
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Search of Lost Time». They both, writer
and composer, in a certain period of

life formulated for themselves the case
throughout his life, and before the start of
work on its large-scale compositions have
seen their whole [15, p. 7]. So, M. Proust
after his mother’s death in 1905 year and
debilitating bouts of asthma closed from
society, life and noise in a special room,
upholstered cap, cut off from the outside
world. And he began to work on his main
work - the seven-volume novel «In Searchof
Lost Time» (1905-1922).R. Wagner’'s work
on the «Ring of the Nibelung»wentabout
very rapidly. In 1848 year he was written in
a week full text of «The Death of Siegfried».
Then followed a break, after which the
other three parts were appended and a
half years?. «The idea is fully taken shape
in his mind», but music composer began
writing in 1853 year. It was written not as
fast as the libretto, often with long breaks?.
Writing music was delayed for twenty

one years. The idea of the trilogy was
implemented in twenty-six years.

ForR.Wagner’s ideal of a musical
work was one in which: «Painting, music,
literature must merge into a particular
genre that borrows from every kind of art
only his peculiar method of reflection of
reality and the ability to express an idea
in a complete and adequate form» [15, p.
49]. M. Proust was the writer who took the
idea of synthesis of arts R. Wagner on the
implementation of his work.

Also R. Wagner in music, and M. Proust
in the word were «poetsof big breath».
Works of R. Wagner characterized by
«endless melody». Many motifs into each
other and form an endless phrases. Marcel
Proust’s one of the central concepts of

2 "Sjegfried" - June 1851, "Valkyrie." - June 1852, "Das
Rheingold." - November 1852.

3 Music (in the score), "Das Rheingold" was created six
months, "Valkyrie" - more than two years, "Siegfried" - more
than fourteen years, "Twilight of the Gods - five years" [see.
3]
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aesthetics was the concept of «instinctive
memory», M. Proust tried to fix the stream
of consciousness, interior monologue. That
is why the memory of the hero does not
line up before the reader in chronological
or logical order, and, at first glance, quite
chaotic. The novel’s text has long phrases
form which build very complicated syntax.

Conclusions: R. Wagner’'s aesthetics
had a substantial impact on the work of
the M. Proust. In the works of M. Proust
has a number of direct and indirect factors
which showing the impact on the work of
the writer Wagnerian aesthetics. Referring
directly to the music of R. Wagner’s
operas, the writer gives it an important
semantic and dramatic value in the
cycle of his novels. Music of R. Wagner
always «sounds» reflect on in the mind.
Nowhere in the novels there is no direct
and consistent descriptions of music,
all «musical episodes» are shown in the
reflection form, that is refracted through
the consciousness of the hero.

Creativity of R. Wagner and M. Proust
are combined by some typological features:

Retrospective and symbolic act of
creation of which is shown in R. Wagner
through the fantastic world of myth, and M.
Proust restore «the lost time», past (often
from the music sounds).

The union is sculpt her line plots in the
works of R. Wagner and M. Proust, which
are based on the idea of longing.
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MY3bIKAJIbHbBIE AJUUTIO3UU BATHEPA HA CTPAHULIAX MPO3bl M. MPYCTA

B. B. CywuaHoBa
XapbKOBCKUIM HaLMOHasbHbIM YHUBEPCUTET UcKyccTB nM. W. . Kotnapesckoro (XapbKoB, YKpanHa)

AHHOTauMA

Bce pomaHbl Mapcens MpycTa (1871-1922), Ha4yMHas ¢ paHHUX IMTEPATYPHbIX ONbITOB, HAMOMHEHbI
MHOMOYUCAEHHBIMU MY3bIKanbHbIMK ato3UAMKU. ITO U 3aKOHOMEPHO, TaK Kak KoHTakTbl M.IMpycTa ¢
MYy3bIKOM pa3Hoo6pa3Hbl. byay4n My3biKanbHO 06pa30BaHHbLIM YENOBEKOM, MPOCBELLEHHBIM ChyllaTenem, OH,
npocnywmBasa My3blKy, NpeAcTaBnsn cebe, Kak JOCTUraeTcs TOT Uu uHom addekT, auddepeHupoBan CTUK,
UMen NpeacTaBneHune o0 XaHpPoBon nanutpe U T. 4. M. MpycT o6Lanca co MHOTMMKU My3bIKaHTaMu, Y HEro Joma
4acCTo UCMNOJTHANINCL NPOM3BEAEHUSA KIACCUKOB U ero COBPEMEHHUKOB. My3biKa CTana 4acTbio ero CO3HaHU4,
XYOOXEeCTBEHHOW KapTuHbl Mupa, UCTOYHUKOM MAEN — MHOTUE NIUTepaTypHble 3aMblICbl PaCKpbIBaINUCL C
NMOMOLLIO My3blKasbHbIX ato3uin. My3blKe NpUHaAIEXUT BaXKHaa JpaMaTtuyecKas U CMblCNoBas poib B ero
COYMHEHUAX. Hapagy ¢ TaHUeM, aKTEPCKOW UIPOW, XXMBOMUCHIO, CTUXOTBOPEHWEM, NPO30K, apPXUTEKTYPOH,
nensaxem, My3sblka y M. [1pycTa CTaHOBUTCS AENCTBYIOLNM CPEACTBOM XapaKTEPUCTUKM NEPCOHAXEN, cpesbl
nx obuTaHns, GopMUpyeT MAENHYIO aypy UX COYUHEHUS.

durypa Puxapaa BarHepa (1813-1883) cToNb 3Ha4uTENbHA NO CBOMM MaclutabaM, 4TO He Morfia He
OKasaTb BWSAHMA Ha TBOPYECTBO MYy3bIKAHTOB, IUTepaTtopoBs, GpuIocodoB CBOEr0 U MOCAEAYOWEro BPEMEHM.
McknodyeHnem He aBnseTcsa U TsopyectBo Mapcens Mpycta. HecMoTps Ha To, 4T0 BO PpaHuuu BpeMeH

M. MpycTta popmupyeTca n yTBEPKAAETCA ICTETUKA UMMPECCMOHU3MA, ULET Ha cnaj yBliedeHne naesamu

P. BarHepa, ycTynas MecTo HOBbIM BESHUAM, NS NMcaTtens TBOPYECTBO HEMELKOIo reHns He 0CTanoch
He3aMeyeHHbIM.

KnmoueBblie cnosa: MCKYCCTBO, My3blKa U inTepaTypa, My3blKa/bHbli MnaH, cucTema 1eMTMOTUBOB.
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BATHEPAIH MY3bIKAJIbIK AJJTIO3UAACbBI M NPYCTbIH NMPO3AJbIK BETTEPIHAE

B.B. CywiaHoBa
W. M. KotnsapeBCcKuI aTbiHAarbl XapbKOB 6HEP YATTbIK YHUBEPCUTETI YKpanHa, XapbKoB K.

AHpaaTna

Mapcenb MNpycTbiH, 6apnblk poMaHaapbl (1871-1922), epTe o4ebu TaxipnbenepaeH 6acrtan, KentereH
My3blKanblK annto3usanapra Tonbl. M. MpycTbiH, My3blKaMeH 6arnaHbiCbl 9pTYpARi 60nybl 3aHabl. On —
6onalwak My3blKanblK 6iniMai agam, arapTylwbl PpeTiHAE, My3blKaHblH, XaHP/blK 609ynapbiH, CTUIIH, OHbIH,
SAENKIi }oHe e3re HaTUXKeNnepre XeTyiH, TbiHAay apKblibl K63 angblHa KenTipin oTeipFaH. M. MpycT kentereH
My3blKaHTTapMEH apasnacKaH, OHbIH YHiHAE KNAcCUKanbIK XoHe 3aMaHayu TyblHAbINAP Wi OpbiHAANFaH.
My3blKa OHbIH, CaHacbIHbIH 6ip 6eniri 60nbiN KanbinTacagbl, 0N My3blKablK afNto3UsHbIH KOMEriMeH KenTerex
24ebu Herizaep, DNeMiK KOPKEM CypeT UAEACBIHbIH, AepeK Ke3iH aHblKTaabl. OHbIH WbiFapManapbiHaa
My3blKasblK ApamMarsblK XoHe MafblHanblK pesi 3op. M. MNpycT Keninkepai cunatrayaa, OHblH 61 MeH KaTap,
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GipiKTipin, 63 WhliFapMacbiH4a NAE0NOTUANbIK aypa KanbinTacTbipadbl.
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[JeHreviH My3blKaHTTapMeH aebueTLLiNepre 63 eHepiH, biIKnanblH TUrid6en Kornmaabl. OHbliH iwWiHae Mapcenb
MpycTbiH eHepige epekiue emec. CoFaH KapamacTaH, ®paHumaga M. MpycTbiH 3aMaHbIHAA 3CTETUKA
MMMPECCUOHU3MI KanbinTackin 6eKitinreH, P. BarHepaiH naesanapbiHbiH TOMEHAEYI, HEMIC AaHblWwnaH
Ka3ylWbIChl YLWIH KaHa naesnapFa o alblibin, WhiFapMallbliK HadapblHaH TbiC Kanmagbl.
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SOME ASPECTS OF PERFORMING GENRE OF THE PIANO SONATA IN UZBEKISTAN
(ON THE EXAMPLE OF SONATA N22 OF ZAKIROV N.)

Abstract

The article is devoted to the problem of development of the sonata genre in Uzbekistan. It consideres the
questions of composer’s creative treatment of Uzbek composers to sonata form, the differences in European
musical thinking and Western national folk music. The author draws attention to the piano works of the
bright representative of the sonata genre in Uzbekistan Nurilla Zakirov. Analyzed in detail Piano Sonata 2

of N.Zakirov. The article deals with analysis of harmony, melody, key plan, musical texture, rhytm and also
content, means of expression and musical character of this sonata.

Based on all of this the signs of sonata genre and of free form (improvisation) can be revealed. That

article is written on the basis of the study of N.Zakirov's creation, note material, and performing his piano
compositions. The literature about the music art and composer N.Zakirov was also used for writing the article.
Key words: sonata, composer, music, composition, genre, form, N.Zakirov, Uzbekistan.

One of the most widespread and of national folklore by which, as a rule,
at the same time difficult genres of composers are guided in the sphere of a
world composer creativity - the sonata tematizm, modal organization and other
- is the most hard-determined genre for components of musical language. As N.
composers of east musical cultures. It Goryukhina notes: «The general standards
is caused first of all by distinctions in of human thinking, have no national
the European musical thinking within specifics, but the language moments,

which there was this genre, and features characteristic national features of the
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people can receive the individual art
expression, influencing some general
properties and types of expansion of a
thought» [1, p.145].

Each composer is in searches of the
career, individual handwriting. "Conceiving
the composition, the author leaves in
wide intertextual space where on the one
hand, the base in the form of traditions
of the European genre is ready for him,
with another is already prepared, - set
of musical and poetic traditions of the
national culture. And the composer plan is
born on crossing of these two worlds". [2,
p. 44]

The appeal of composers to a genre of
the sonata plays an educational role as
work on the sonata is important especially
and demands from the performer of
distinct idea of its structure, unity of a
form in connection with concrete contents.
George Mushel, Nurilla Zakirov, Enmark
Salikhov, Valery Saparov, Avaz Mansurov,
Akrom Khashimov and other composers
addressed a genre of the piano sonata in
Uzbekistan.

In Uzbekistan in this genre in 1970-
1980 Nurilla Zakirov especially fruitfully
worked. Among his compositions there are
five piano sonatas, "Sonata improvisation"
for a violoncello solo, "Sonata
improvisation" for a violin and a piano. N.
ZakKirov's sonatas written for different tools
are a big step to the modern art.

Let's note that in the second half of the
XX century experiments in all art forms
including in composer creativity were
observed. These are such technology
innovation as expressionism, a serializm,
a sonoristic, a chance music, minimalism,
etc. Sonatas of modern composers, in
particular, of N. Zakirov's sonata can
also be carried to compositions of the
experimental plan. Many tendencies of
modern piano music have found reflection

in his sonatas. But, despite courageous
experimenting, in them the basis of a
sonata form — thematic contrast including
derivative remains. The genre of the
sonata which has historically developed

in world musical culture finds new life,

is reinterpreted in N. Zakirov's creativity.
As N. Kadyrova notes: "The principles

of a monointonational and alternative-
variety, and this property as symphonic
style, especially modern, and traditional
national music are typical for compositions
of the composer. Other his characteristic
feature — inclination to polystylistics. It
causes often contrast of harmonious

and natural frets, comparison of different
types of polyphony" [3, p. 211]. All these
searches are carried out by the composer
in interrelation with the national beginning
who is realized differently: in the tematizm
based on national Melos; toccality peculiar
to the Uzbek rhythm (method); monodity
characteristic of the Uzbek music. In

the Uzbek composer creativity there is
practically no European genre in which the
richest material of folklore and by heart—
professional heritage isn't used. The genre
of the piano sonata in Uzbekistan is in a
stage of development and adaptation of
the Western European norms because of
traditional musical art.

Let's consider in more detail the Sonata
No.2 of N. Zakirov. Despite a three-
particular, a cycle differs in laconicism,
compression of a musical thought.

In the main party of the first part the
subject against the background of a
prompt stream of passages at first in left,
then in the right hand is brightly expressed.
These contrast each other two voices are
stated in a vertically mobile counterpoint.
Abundance of chromatism in a background
voice gives special tartness of a melody.

The binding party is created on motives
of a subject of the main party and stated
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descending movement. The dynamic
instruction forte gives to music the
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summary form - in an accord statement Uzbek music. All first section sounds in

both hands, in the ascending, then monolithic way, common. In the affirmative

tonic of F-sharp minor.

a sharp the minor comes to the end on

expressional character not peculiar to the After a long lowering of a powerful
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sound stream other subject (collateral flows more and more quietly and more

party) on subito piano begins absolutely -

from far away, the sad national melody of section, this melody on pp sounds as

meditative character with modal deviations
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accurately rate of Meno piu mosso is given

and development begins.

Meno pitt mosso rubato  (nocrenenno k Tempo I)
fi |
r ) P ——————— —~
{es?— — —+— —T e e e
N T— # T— | 1 I I T
(X
4
G == L

- - - - L = L

Here polyphony is of great importance.
Development is constructed on a short
subject which develops methods of initial
musters in three-voiced way. The rehearsal
equipment which imitates the nature of
sounding of Uzbek national instrument -
Chiang is used, the quatro-tertian invoice
develops into octaves and a tremolo,

based on simulating prompt alternation
of blows by Chiang's hammers on strings
and covers big registers. By impressive
coverage of all range and big crescendo
there is an increase of tension, intensity
of emotions and sharp break of a musical
thought on sf.

0
y S Y
(}B;\ ita) iy Ir_u W
[ ! 4
——
tr ‘?f-
I T T 1 [ T T | | he = B -
| i i :

LT,
i

e P v - -

>

Further on the same sound motives of
a subject of the main party in chords are
stated. After such heat piano from which
the stage-by-stage movement the melody
rises and brings to a reprise of the first part
is especially contrastly heard.

In a reprise the main party is written
in summary form. Collateral party,
in difference from a statement in an
exposition, more developed and enriched.
Here in collateral party one more
polyphonic reception - basso ostinato is
used.

It should be noted that polyphony

L ﬁ’

holds a specific place in piano works
of composers of Uzbekistan. "From
polyphonic methods, it is necessary to
allocate ostinato method, which is used
in each considerable work. This method is
borrowed from the Uzbek folk instrumental
music and especially accurately it is found
in an ensemble game". [4, p. 15]

The second part of the sonata No. 2 is
a lyrical, thoughtful play (intermezzo) rich
with national melos. The interlude plays
arole of a binding arch between extreme
parts of the sonata.
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The final of the sonata begins with the small entry of Andante.

Andante
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After fermata in both hands the third the sixteenth. Here as a refrain the subject

part where the significant role is played by of the main party of the first part acts.
the rondal sequence begins a rough flow of
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In the sonata No. 2 there is a second name — the Sonata imagination.
multifigurativeness that is peculiar to the Expansion with the composer of contents
classical sonata. The main party - vigorous, and means of expressiveness has brought
active, collateral - short, as a look from the new course in development of this
outside. Sections with each other don't genre in Uzbekistan. In his music it is
interact. The composer applies frequent inherent dynamic, emotional, register
changes of the rhythmic drawing that contrasts which promote a composition
promotes improvisatory statement. dinamization [5].

Drawing conclusions, one may say, that The sonata No. 2 of N. Zakirov attracts
this sonata is written in a free form, with with an opportunity to connect classical
consecutive development of style signs and modern and represents interesting
of the sonata and in impravisatory way. material for performing interpretation.

Not incidentally the Sonata No. 2 has the
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HEKOTOPbIE ACNEKTbI PA3BUTUA UCTMOJIHUTENILCKOI O YXAHPA ®OPTENMAHHOM COHATbI B
Y3BEKUCTAHE (HA NPUMEPE COHATbI N22 H. 3BAKUPOBA)

®. H. MyxamepoBa
[ocyaapcTBeHHas KoHcepBaTopus Y36eKncTaHa (TalKeHT, Y36eKucTaH)

AHHOTauuA

CraTtbs NocesilleHa npobaemMe pa3BUTMS COHATHOIO XaHpa B Y36eKucrtaHe. B Hel paccmatpuBatotcs
BOMPOCHI KOMMO3UTOPCKOIo TBOPYECTBA, Pa3/IMYUS EBPONENCKOro My3blKanbHOIO MbllLEHUS U BOCTOYHOIO
HauMoHanbHOro GonbKIopa, obpalleHne y36EeKCKMX KOMMO3UTOPOB K COHaTHOM dopme. ABTop obpallaeT
BHMMaHWe Ha dpopTenMaHHOe TBOPYECTBO APKOro NpeacTaBUTENs COHATHOrO XaHpa B Y36ekuctaHe Hypunna
3akuposa. Mogpo6Ho aHanuaunpyetcsa poptenmaHHasa CoHata N°2 H. 3akuposa. B ctaTbe paccmaTtpuBaeTcs
aHaNM3 rapMOHUK, TOHANbHOIO NNaHa, Menoanu, GakTypbl, PUTMa, a TaKKe CoAepHKaHus, CPeacTB
BbIPA3WTENbHOCTHU U XapaKTepa My3blKM COHaTbl. Mcxos U3 BCEro 3TOro BbIABAAIOTCH NPU3HAKM COHATHOroO
aHpa 1 cBo60aHOM GOpPMbl (MMMPOBU3ALMOHHOCTH).

[aHHas cTaTbsi HanMcaHa Ha OCHOBE M3y4YeHWS TBOPYECTBA, HOTHOrO MaTepuasna U HeNoCcPEACTBEHHOMO
ncnonHeHuns counHenmn H. 3akmpoBa. TakKe B ee HanncaHuu 6blna UCNOoNb30BaHa M3gaHHasa nutepaTypa o
KOMMO3WUTOPE M My3blKaJIbHOM UCKYCCTBE.

KnioueBble cnoBa: coHaTa, KOMNO3UTOP, My3blKa, COYMHEHME, KaHp, dopMa, H. 3aknpoBs, Y36eKUCTaH.

©3BEKCTAHAAFbl ®OPTEMUAHO COHAT OPBIH/IAY }XAHPbIHbIH AAMYbIHA KEABIP ACNEKTIJIEP
(N°2 H. 3AKMPOBA COHATbIHbIH MbICAJ1bl PETIHAE)

®. H. MyxamepoBa
©36eKcTaH MeMneKeTTiK KOHCcepBaTopmsaChl TalKEHT K.,©036eKcTaH

AHpaaTna

Makana ©36ekctaHfarbl CoHaT XaHp npobieMachbiHbliH AamyblHa apHanagbl. MyHaa e36eK
KOMMO3WUTOPAapbIHbIH COHATTbIK GOpPMara YriHyi, eyponanblK My3blKablK XOHE WbIFbIC YATTbIK GONbKIOPbIK
oKnay arbipMallblUIbIKTapbl, COHbIMEH KaTap KOMMO3UTPIH, LWbliFapMallblUIbiK Macenenepi KapacTblpblinagbl.
ABTOp ©36€eKCTaH4arbl COHAT XaHPbIHbIH, }XapKbIH OKini Hypunna 3aknpoBaHblH GopTeNUaHoNbIK 6HEPIHE
Hasap aygapagbl. N22 H. 3akmposa CoHaTbiHbIH, pOpTENMaHOChI TONbIFbIMEH TandaHaabl. Makanaga,
rapMOHWSAHbLIH TanAaHybl, YH Xocnapbl, MENOAUACHI, GaKTypachl, bipfFaFbl, KYPbIbIMbl, My3blKa COHATbIHbIH
cUnatbiH anKblHAayFa apHanfaH. OcblnapablH 6apnblifblHaH COHAT XaHPbIHbIH, 6enrinepi MeH KeH Typaeri
HblCaHbl (CybIpbIN canma) awblnagbl.

byn Makana HoTanblKk MaTepuanibl *aHe H.3aKMpoBaHblH TiKenen opbliHAAYbIHAAFbI TYbIHAbIIAPbIHbIH,
WblFapMallblIblK 3epTTey HeridiHae a3bliFaH. CoHhan-aK, MakanaHbl a3y 6apbiCbliHAa, KOMNO3WUTOP Typasbl
YKoHe My3blKa eHepi 60WblHLLIA apusnaHFaH agebueTtep nanaanaHbliFaH.

Tipek ce3pep: CoHaT, KOMNO3MTOP, My3bIKa, WbiFapMa, *aHp, dopma, H. 3akMpoBa, ©36eKcTaH.
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DANCE KNIGHT

Abstract:

Excellent features and peculiarities of female Kazakh dance can be observed in the analysis of the dance
heritage of Kazakh dances created by people's artist of Kazakhstan, laureate of the State Prize of the Kazakh
SSR, Professor Abirov Dauren Tastanbekovich. The article particularly emphasizes how male choreographers
perfectly and distinctly felt female plastique and internal nature of women, that moved them to develop
movement elements and dancing figures, which entered the domestic treasury of dance art.

Keywords: arm plastique, development of link movements, a Kazakh dance(female).

Few peoples in the world could only on the manifold of splendid women's hand movements compose the

entire dance.

My first encounter with Dauren
Tastanbekovich Abirov is distinctly clear
before my eyes — 1980, the Uyghur
ensemble “Nava”, where | worked at
the time, had been performing at the
largest stage in the city of Taldy-Korgan.
During my performance of solo Mountain-
Badakhshan dance, | saw in the distant
doorway the familiar shape of the
choreographer. | remember how my heart
froze of excitement — there was Abirov
himself! Watching my dance!
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In 1994, we had the opportunity and
luck to be the first who entered The Higher
School of Choreography, which was opened
on the basis of the AiImaty choreographic
school. Ten students entered pedagogical
department, the wonderful teachers of
The Alexander Vladimirovich Seleznyov
Almaty choreographic school: Mirseidov
Ulan Ataullaevich, Suleyeva Bakhyt
Tolepbergenovna, honoured artists of the
Kazakh SSR: Lee Ludmila Munsekovna,
Goncharova Natalya Lvovna and Tukeev



Murat Oryndykbaevich, Bejsenova
Gajnikamal Nigmetchanovna, Medeubaeva
Svetlana Magnitovna, Kurmasheva Vera
Shauketovna, Ashimova Gulzira Akimovna
and me — Alila Tursumbaevna Alisheva.

Having received an excellent education
in Russian university, from the hands
of famous artists, he had a lot to pass
to many generations, and to teach
creative youth. The master Abirov Dauren
Tastanbekovich held the course "Theory
and methods of teaching of the Kazakh
dance." For only one academic yeatr,
Dauren Tastanbekovich taught us many
lessons of Kazakh dance techniques and
of life ...

LESSONS OF THE MASTER.On the
lessons of the master we got a deeper
understanding of Kazakh dance. The
teacher’s responsible approach in learning
movements turned into Kazakh philosophy
of dance. We began to study this subject
as if for the first time we learned what
the “Kazakh dance” is. Training any
movement, he demanded from us precise
execution and insight of nature of motions
that we showed him again and again.

We would have repeated one movement
dozens of times, until completely imbued
in music and its anatomy. Collecting and
recording native people's movements
from folk artists and ordinary people, he
guarded their authenticity as a falcon
protects its offspring. The manner, which
the master had imprinted since those
creative expeditions, strongly absorbed

in his subconscious. Therefore, any
glimpse of falseness in the performance of
movements distressed him [1, 19-42]. We
thought, the exaggerated requirements of
our educator, were absolutely justified and
reasonable. The way in which he pursued
full disclosure of movement essence, of
each element was very professional, and
not psychologically inhibiting.

In the second half of the semester,
we started composing, academic dance
etudes, which Dauren Tastanbekovich
patiently corrected and helped us to
develop, gradually prepairing our class
for State examinations on the subject. It
was mostly paired detailed dance etudes.
In addition to many other examination
requirements, the teacher included
mandatory requirements: relevant program
movements, accurate transfer of nature
of music and of the corresponding image,
and compulsory proficient composition
of an etude following all the principles of
composition (Figure 1).

Figure 1. Almaty choreography school graduation ceremony.
Alisheva Alila is presented with diploma by People’s Artist of
Kazakh SSR D.T. Abirov and director of school, People’s artist
of Kazakh SSR S.I. Kusherbayeva — 1977.

Several pairs of girls were instructed
to compose a male dance, and two
men — Ulan Mirseidov and Murat
Tukeev performed a female dance. By
the way, dance composition, made by
our classmates, was the most literate
composition in terms of the structure.
Dauren Tastanbekovich required that men
also should have a proper arm plastique
movements in female Kazakh dance; for
example, it was very difficult for men to
master the movement “bulak”.

BOOKS OF THE MASTER.One of
the books written by the ballet master
under the name “Kazakh dance" in co-
authorship with an artist Aubakir Ismailov
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was published in 14 000 copies in 1961.
This wonderful tutorial with custom size
hardback is perfectly preserved among
many admirers of the Kazakh dance until
today.

The book is divided into two sections:
male and female dances, with colorful
artist’s drawings, and in addendum - the
corresponding musical scores on the
Kazakh dance.

The authors of the book give readers
insight into the history of dance, its
contents, dance movements are
understood step-by-step, many dances are
represented with a methodical description
of movements and moves. The authors
included the following male dances: “Utys
bi” — a dance-competition; “Kara zhorga”
in Kazakh it is “a black pacer”, the dance
of dzhigit, dancing on a black horse. In the
dance “Tepenkok” a major progress is the
movement “tepen zhorga”, which means
a pace of straight going demure pacer; the
dance “Kusbegy-daulpaz” is a dance of
the Hunter with a Golden Eagle or Falcon.
Female Kazakh dances “Bylkyldak”,
“Aizhankyz” and “Kaz-katar” are described
in detail. The above dances are folk Kazakh
dances which was thoroughly described
and outlined in the book by the master D.T.
Abirov [2, 100].

The Golden Fund of dance culture of
Kazakhstan included his stage dances,
such as the male dance “Balbraun”,
girly dances “Aizhankyz", “Kalyndyktyn
kurbylarymen koshtasu bii”, popularly
known as “Koshtasu”, and “Kuanysh”.

As the first professional ballet Abirov D.t.
skillfully entwined in Kazakh stage dance
the movements from classical dance, that
gave the lightness, stage academism,
freshness in the author's productions.

MASTERS' DANCES. Today, analyzing
productions of Kazakhstan choreography
masters, it us amazes how delicately men
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felt the nature of the female dance. The
movements of a female Kazakh dance,
were precisely developed by masters,
accompanied by a magnificent national
music and a unique plastique of arms

and body. Patterns of arms and legs were
intertwined in the musical fabric, moving
smoothly from one picture to another.
Apparently, ballet masters had in mind the
images of extraordinary tremulous beauty
of Kazakh steppe girls, its flexible, graceful,
gentle nature and modesty, and their
representation fully reflected the original
inner female nature. Creative fantasy of
the masters have become a fertile ground
for creating real masterpieces of Kazakh
dance art.

The ballet masters: Abirov Dauren
Tastanbekovich, Raibaev Zaurbek
Muldagalievich, Tleubayev Mintai
Zhanelyevich, Ajukhanov Bulat Gazizovich,
Baidaralin Zhanat Kurembaevich have
left a valuable legacy. Here are only a
small part of it: “Koshtasu”, “Kuanysh”,
“Balbyraun”, “Buran bel”, “Yngaitok”, “Kos
alka”, “Ata tolgau” - (“Asataiak”), “Akku”
with music by A. Zhubanov, “Akku” with the
music by Sugir, and “Farabi sazy”.

Creative fantasies of choreographers
have become a fertile ground for creating
real masterpieces of Kazakh dance art.
Dances of masters were passed from hand
to hand, rightfully becoming a gold fund of
dance culture in Kazakhstan; they certainly
can be called truly folk — if all the dance
groups in Kazakhstan have gathered
together, they would be able to dance
without rehearsals such dances as men’s
“Balbyraun”, “Aizhan kyz”, “Koshtasu”
staged by D.T. Abirov, “Asatayak”, “Kos
alka”, and “Buran bel” staged by Z.M.
Raibaev, “Akku” staged by B.G. Ajukhanov,
and “Yngaitok” staged by M.Zh. Tleubaev
[3, p. B].

Nowadays choreographers and
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instructors have an important task - to our dance heritage, it is not enough to
keep the thrill of every production, pay know only that the dance choreography is
more attention to the work of the hands, much deeper than the text, but you have to
plastic body expressiveness and emotional  feel the music and dance with all your soul
fullness of the dance. To keep and develop  as choreographer ...
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THE CREATIVE GROWTH OF MARAT OMIRSERIKULY AYNEKOV

Abstract

The following article studies the life and professional growth of the Member of Kazakh Union of Artists,
Marat Aynekov, a sculptor, whose works are famous in Kazakhstan and abroad. Besides, the values of the
professional mastership shown at the progress of the sculptor’'s monumental works are explored in details in
the article. Some of the works will be analyzed in terms of art studies.
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Were alive now, the honored Artist
of the Republic of Kazakhstan Marat
Omirserikovich Aynekov, would be 75
years old now in 2016. He was in love with
life. All of his entourage was interested.
Aynekov was always calm, balanced and
open-hearted. He was a tall person, like a
heroic warrior. Like all well shaped and tall
people, he was so kind, generous, wise and
tolerant.

Marat Aynekov June 22, 1941, was
born in the city of Balkhash, Karagandy
region. Mastering the art of sculpture was
motivated within him from early childhood.
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Typical for a child of his years he had
a passion to draw the rocks and lands
around that he played and explored.

Before graduating the school he
attended an art exhibition where he was
impressed by the exhibit so much that
decided to devote his life to sculpture. After
he graduated school in his hometown of
Balkhash, Karagandy region he went to
Almaty to be enrolled in the Art College
named after N. Gogol. [1, p.27].

During his study he served his duty at
the military. After he graduated the college
with distinction he was sent to develop his



art education to Saint Petersburg. There he
managed to study and successfully finish
the Art Academy gaining the artist sculptor
specialty. The saying “Those who have
great teachers hold strong views” proves
that Aynekoy, in fact, was truly educated

by the artistic and cultural environment of
Saint Petersburg. There he was instructed
by the great Soviet namesof the time like
Veniamin Pinchuk, Nikolay Zhuravlev and
Mikhail Anikushin.

When Marat Aynekov came back
to Almaty after his graduation in Saint
Petersburg, a contest on making the best
statue of Aliya and Manshuk, Kazakh
renowned women combatants of the the
2nd World War had just been announced.

He took part in it and won. Marat
Aynekov gained the grant on sculpting the
Aliya Moldagulova monument (Figure 1).

Before starting to work on the image
of Aliya, the sculptor did a serious
research on the life and heroic death of
the combatant having read hundreds of
pages of texts about her. He even visited
Novosokolniki town in Pskov region, the
place where Aliya had died, to meet and
question the local people.

Having listened to their stories about
Aliya he had a clear vision of her image.
She was only seventeen when she sacrified
her life for her motherland holding a riffle
in her hands. The sculptor, keeping her
image in mind and feeling the spirit of her
personality started to work. Indeed, the
statue, after being eventually produced,
gave the whole national spirit. The face of
a true Kazakh warrior girl, with noticeable
features of persistence and willpower
reflected the image that the artist had
produced. When one sees the monument
they can easily feel the spirit.

There is no doubt in the sculptor
Aynekov’s quite strong preparation for the
work. The reason for it does not only lie

in the author’s artistic skills in sculpture
but also in his self-discipline and strict
requirements for himself.

Figure 1. Aynekov M. The monument of Aliya Moldagulova in
Novosokolniki, Pskov (1979).

Marat Aynekov served his own
motherland and contributed to cultural life
of the society starting from the 1970s of
the 20th century till the last days of his life.
He was owned such positions and titles
and the Head Artist of Kazakhstan, the
Honored Artist Personality of Kazakhstan,
the Member of Kazakh Artists Union, the
member of the UNESCO International
Artists Community etc. He took part in
various artistic events and workshops hel
in the Czech Republic, Germany, Poland,
Netherlands, Hungary, Thailand, Turkey
and Ukraine. He was awarded with the
medal “For Heroic Labour” in 1987, the
golden medal of the stone sculpture
symposium in Oronsk, Poland in 1986
and the Letter of Gratitude from the
Soviet Artists Union in 1983. He won the
sculpture contest in Hoyesverde, Germany
in 1989. [2, p.55].

Marat Omirserikuly, at the same
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time, is the author of many monumental
memorials built in Aimaty and other cities
of Kazakhstan. In particular, V.I. Chapaev
Monument in Uralsk (1980), Askar
Tokmaganbetov’'s monument in Kyzylorda
(1985), Ibrahim Altynsarin’s Monument
in Zharkent(1986), Kanysh Satpayev
monument in Atyrau (1988), Shaken
Aymanov Monument in Almaty (1991),
Magzhan Zhumabayev’'s Monument and
G.Musrepov’s Monument in Petrapavl
(1992, 1993), S.Seifullin monument in
the city of Zhezkazgan (1994) and other
great-themed works in the honor of great
personalities are clearly the result of hard
work. These include "Abay" monumental
complex in Moscow (2006.), "Ataturk"
monument in the cities of Sivrihisar and
Ankara (Turkey) "Abay" monument in
Tehran (Iran), a monument of Mukhtar
Auezov in the city of Ankara, Turkey (1999.
), Magzhan Zhumabaev’'s memorable
panel in Kecioren, Turkey (1999.), and
other outstanding works.

The sculptures have already turned
into one of the sights of their cities. They
attract with their silence and one would
never need any words to understand the
view because only in silent watching there
is a chance to get involved into the work’s
secrets.

Another personality who has an
important place in the work of the
monumental sculptor known among
the citizens as the pride of the nation
is the great poet and writer Magzhan
Zhumabayev.

The monument of the great poet
Magzhan Zhumabayev (Figure 2) is located
at the intersection of the International
street in the city of Petropavlovsk .The
monument was opened in 1993 to
celebrate the 100th anniversary of the
poet. The monument was made in the
form of a three-meter-high brown granite

4

figure of Magzhan.The the falcon on one
of the shoulders of the poet has become
a symbol of great intelligence. Aynekov
managed to reflect the introspective lyrical
imagery of the poet.. He clearly showed the
complexity of the inner world of the poet by
displaying the facial features. It seems like
the imagery gives the sense of sadness as
one can witness the anxiety in the face of
the poet.

This is a truly indelible image. It can
be seen here that the sculptor was very
familiar with each work of the poet so well
that, thanks to such sensitivity, it was
possible to create a complete image.

RERE ———

Figure 2. Aynekov M. Magzhan Zhumabayev Monument in
Petropavlovsk (1992).

The master of the art of sculpture and
a beautiful talent, Marat Aynekov is known
not only for unique works of art but also as
a great teacher of his craft. He is a teacher
of many talents and well-known sculptors
that he left after him and professionals
who continue to develop the Kazakh.
Thanks to the pedagogical skills and
his own professional experience he
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was always able to help his students
observe and analyze properly.The sculptor
educated the youth in the Aimaty N.V.
Gogol Art College in 1973-1994. In 2006-
2012 he worked as a senior lecturer at the
department of sculpture in Kazakh State
Art Academy named after T. Zhurgenov.

In 2012 he was invited to teach at the
Kazakh State Art University in Astana.

Until 2014 Aynekov was a supervisor of
creative workshop at the same school of
sculpture. Marat Omirserikovich showed
the way to great art to a number of his
graduates.

His disciples are now members of the
Kazakh Artists Union and were awarded in
many events like the Tarlan State Award
and other international art festivals. In
particular, they are Tolesh Chokan, Malik
Junisbaev Zhaubasar Kaliyev, Askar
Yessenbayev, D. Tulekov, Musa Seitov , etc.

Generally, Marat Aynekov is a prominent

sculptor whose works are based on the
method of classical academic realism
which, in its turn, highly influences the
emergence of works featured as artistic
monumental and smart garden sculpture.
Its artistic side and the high degree of
professional solutions of the performance
make the works even more distinctive.
Alongside the monumental works, the
sculptor’s creativity is also featured by the
installation compositions.

In his installation works Aynekov raises
the main message and vary it in different
complex forms. In addition, the plastic
artistic solution of every composition of
his goes in consonance with the thematic
elements. The sculpting material of
Aynekov’s works vary from the wood to
the bronze and stone which, one more
time proves of his high mastership.

The sculptor’screative works such as
"Portrait of Nurmukhan Zhanturin" (1983),
"Kenesary" (1985), "My Son's Portrait"

(1986), "The Portrait of Aman" (1989),
"Indira Gandhi" (1992), "The Elder" (1993),
"The Sense of Mother "(1995)," Rodeo
"(1995)," My Friend's Portrait "(1996),"
Horse Wrestling "(1996)," girl "(1996),"
Baris Manco "(1998)," Korkyt "(2000)
"the meeting" (2001), "The Eagle" (2003),
"Family 11" (2005), "The Portrait" (2009),
"Animal and Human" (2011), "Bird and a
Girl" (2012), " Evolution "(2013), etc. were
highly appreciated by people and gained
the places in their hearts.

Figure 3. Aynekov M. "Portrait of Nurmukhan Zhanturin"
(1983).

Figure 4. Aynekov M. Portrait of "Indira Gandhi", wood.
(1992).
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Figure 5. Marat Aynekov on the Simposium. 1986.

Marat Aynekov’s works demonstrate and versatile nature of the artist. This
how precious he found the art of sculpting. is what Marat Aynekov possessed as a
Art is the factor that defines the nation’s sculptor. We belive that the work of Marat
existence, ethnical colour and individual Omirserikuly will never be erased from the
phenomenon. As for sculpture, this people’s memories[3].

complex and powerful art needs purity
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¥YcbiHbINFaH Makana KasakcTtaH CypeTwinep oaafbliHbIH MYLLIEC], MYCIHLWI, XanblKkapasblK CUMNO3UyMAapablH,
naypeartbl, Ka3akK aHe 6acKaja LeT efre aTbl 9irini )oHe 6enceHai Typae eHbek eTin xypreH Mapar
OMipcepiky/ibl OMHEKOBTLIH, WbiFapMallblibiFbiHa apHanfaH. COHbIMEH KaTap, MaKana Kemninkepi eHb6eK eTKeH
XblAapblHAAFbl MOHYMEHTaNbAbl ECKEPTKILLTEPI MEH CTAHOKTLI MYCiH LWblFapManapAblH webepnik KacintepiH
MeHrepyiHaeri e3iHAiK KYHAbIbIFbI }alnbl ce3 Ko3fanaabl. bipkatap eHOeKTepiHe eHepTaHy TYPFbICbiHaH
Tangaynap »acasnblHagbl.
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AKTEP MEH

Makanapga TeaTp MeH KuHematorpadTta 6acTbl Ty/iFa 60/bIN Tabbl1aTblH — aKTEP OHEPIHIH CaH KbIp/blbIfbl
KapacTbipblnagbl. Co3 MaWeriH KyaipeTi MeH Kynuscbl MO Tifl apKbl/ibl XXETKi3Y, OHbl OMHaTa Aa, oMnaHTa

[a 6epy — webepniKTiH caH-cananbl KynusanapbiHblH 6ipi. COHbIMEH KaTap, TeaTp MEH 3KpaH eHepiH
3epTTeyaiH TeopusnbiK-aaicCHamanblK HerisaepiH ApHxenMm, beHbsiMuH, Jlykad, Kpakayapnep, AxmeT
BantypcbiHynbl, acipece Kpakayap KoaH — Cea eHbeKTepiHAeri: FanamablK Xannbl 3aHAblIbIKTap, 6enrini cana
3aHAblNbIKTapbl, 3KCNEPUMEHTTIK TEKCEPY MEH aHa runotesanap Topiaai TisberiHae caxHaga «Keninkepaix,
pyxaHu TipLWiniriH» WblHanbl KBPCETY MaceNeci KapacTbipbliagbl. ABTOp 3amMaHAac 6eMHECIH acayablH, YNTTbIK-
M3/IEHW KOHTECTEr MiHAETTEPiH aHblKTayFa TaMNblHbICTAP YKacafaH.

KinT ce3apep: eHep, aKkTep, Teatp, KuHematorpad, pen, yaTTbiK HaMbIC.

OHep MeH LblFapMallbl/iblK AereHimi3
— aKTepaiH 63 TaburaTbl, OHbIH, *KaHbl
MEH ToHi. bap TeTiK, ce3iK NeH Tbl/ICbIM
ajam 6onMbIcbiHAa 6ap ayHWenep. AKTep
TabuFraThbl, HETri3iHEH, Kaycap ce3im,
KyaHblL MeH Kalfbl, O MEH apMaH, ic
— KUMbI, LWblFapMalLlblfiblK TONFaHbIC
CbIHAbl KypAaeni KyoblnbiC.AKTep KebiHe 63
Ce3iMiHiH TyhciriHeH Hop anaabl. bbinanwa
avTKaHaa, ajgam KyaHy He 6onmMaca
¥abblpKay YLUiH, aniblIMeH TyHciHeai,
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Hemece abblpKanabl, cogaH KeniH 6apbin
He KyaHa/lbl, He }abblpKahbl.

AKTEpiH PenMeH KyMbIC Kacay
Ke3eHi CLleHapu Hemece MbecaHbl OKbIM
TaHblcyfaH 6actanaabl. Con caTTeH 6actan
aKTep CUEHapPWCTTIH, ApamMaTyprTbiH,
pexuccepaiH opi 63 peniHiH ycbliHFaH
QPTYPNi XKaFaanblH OM eNneriHeH eTKi3in,
KepepMeH asjblHa LblFapFaHblHLLIA enKen
— Terkenni 3eptrenai. HerisiHeH, akTepaiH
penre AereH Keskapachl, 6inimM TepeHairi,



KUsn 6annblfbl, KBKIPEK B6PECi, KaH anemi,
KYW — KyaTbl 6api OMHaraH Ke3iHae
6anKanabl. OCblHbI TYCIHIE€H aKkTep
©3iHiH, pyxaHu api KanpaT KYLLiH capKa
OTbIPbIMN, aHbl MEH TOHIH KWMHaM, caxHajia
«KeRninKepaiH pyxaHu TipWwiniriH» WolHaMb
KepceTtyre ymTblnaasbl [1].

Anam XKapatbliFaHaa e3iMeH-e3i
6051afbl, OHbl TYPJIEHAIPETIH OHbIH, e/liKTey
Kabineri, WbIHAbIKKa *XaHacaabl AEWTIH
TYPANi 9peKeTTePAi 63i onnan TankaH Xypek
Kanaybl. LLUbiHanbl TanaHT KanaaH LWbiFaabl?
bacKa KiCiHiH, CbIpTKbl KOpPiHiCiH Tabyabl
aKChbl YMPEHIN, e3imi3ai TeiHAanmn, Kepin
*KoHe onapabl 6ipeyre enikrey apKbl/ibl
anpgan api onapablH, Ke3KkapacblH 6inin
anManblHIWa; 6yaaH 6acKa }ongapMeH
6i3aiH iwimisgerini 6aranay MyMKiH eMec.
bisre akTepablH ce3iHETIHI HeMece pPonbai
CEe3iHOENTIHI COHLAaNbIKTbl KaXKeT Te eMeC,
9pi OHbI 6i3 6opibip 6inmenmia ge. Fanamar
aKTep — TaMalla onnan TabbliFaH Faxan
OEeNHEHIH, CbIPTKbI KOPIHICTEPIH ayeni
WbIHaMbl Ja TepeH, 3epTTen anbin, ete
YTbIMAbI €TIN LWblIFApaTbIH XaH (FanamMart
aKTepnepre AereH Tanan ta coHaan).
OHepre 6opi ae enikteni. Erep akrep Tek
©3i YWiH FaHa OMHanTbliH 6onca, 01 6apibip
©3-63iH X0FaNTbIN TbiHabl.

TeaTp MeH KnHematorpad
*acTapAblH Ke3KapachblH, emipre gereH
6enceHi 6afbITbiH KabINTaCTbIPbIn
opi Topbueneyaeri peniH 3epTreyaiH,
ONEeYMETTIK KoHe casicu MaHi 6ap, MyHAan
KoMblnbIMAapAblH MakcaTbl KallaH aa
Kypaeni, apkanap xyri ayblp. Cebebi xac
KepepMeH OHbl MEH COJbIH XaHa FaHa
aHFapbIn, eMipAiH KinTiH XXaHa ycTtaraHaap.
Onap/blH TabuFaTbl CEHTILL, eniKTeriwl.

Bi3 HeniKTeH »ac-XeTKiHWeKTepre
Topbue 6epyaeri TeaTpAblH yneciH
KebipeK anTa 6epMenmis? TeaTp apHanbl
TopOUENEeHreH optara NanblKTaafaH api
OYriHri *kacecnipim TeaTp eciriH awa
6epmenai. CoHablKTaH aa, 6acka aknapart

KypangapblHaH Kepi KWHO ayaAUTOPUSIHbI
KaMTy MYMKIHAIM *KOFapbl }KoHe co36eH
[e, KepiHicneH e KbI3bIKTbIPbIM,
UnaHablpbin, 9cep eTep biKkNanabifbl
6acbiM. KuHodpumnbmaep TeK Ma3MyHbIMEH
eMec, xabapnama 6epe 6iny niwiHiMeH ge
MaHbl3[bl, OHbIH ayAUTOPUSACHI KOFaMHbIH
Jamy 6aFfblTblH aHbIKTaWTbIH pyxaHu

KOHe aleyMeTTiK noteHuua. FolibiMu-
NPaKTUKanblK Kbl3bIFYLLIbIIbIKTbI TYAblpFaH
Ka3aK TeaTpbl MEH KMHeMaTorpadus
LblFapManapbl TYPEH TYCNEreH ThbiH
TaKblpblM 60/FaHAbIKTaH, OHbIH TapUXM
ToOXipMOECiH TeopUANbIK TYPFblAaH
TY}KblpbiMIan, 6afbITblH, MaKkcaT-MyaaeciH
eTe 3epTTeyai KaXkeT eTin keneqi.
KepepMeHre LWyFbli opi KanTKbICbI3 KbI3BMET
€Ty — TeaTp MeH KuHemaTorpadThIH,
Kan-KancblHbIH Aa 6acTbl MiHAETI. byn
amMaHarT Xayankepuwinikti 3amaH Tanabbl,
YyaKbIT, oMipfliH KYH6e-KYHTi Kypaeni ae
KyObliManbl cMnaTka eHyi 6ipHelle ece
ayblpnatbIn TacTaraHaamn.

LUbIH YATTbIK MOEHUETTE SpPKallaH
*annbl afam3aTTblK YIKeEH MaH-MaFblHa
*KaTadbl. ¥/bl CYpeTKep KalaHaa TeK
YATTbIK AeHrenie, opbiC HEMece Ka3akK
60bIN ceneMeni, XXannol agamaar
6anacbl 60NbIN O ToNFanabl. byFaH yibl
aKblH AGanabliH ce3 6eH O df1IeMI Kya.
¥/bl aKblH WbIFapManapbl HafFbl3 Ka3ak
TonblparbiHaa TyFaH. CoFaH Koca aKblH
WbiFapManapbliHaa batbic neH LWbiFbic
TyTac Kenin, optak YWnecim taybin
TOfFbICKaH. MiHe, Ka3ipri Ka3ak MoAEHUETI
Kal Hapceae 60/CbIH 63iHiH YNTTbIK
CUNaTbiH TOT 6aCTbipManMBbIH fece ap
}aKKa 6ip wanTaKTaMam-ak, e3iHiH 6apap
6arFblITbIH, aMy XKOJIblH Faxan ce3 3eprepi,
KemeHrep aKbli-ov neci yibl Aban canfaH
elunec Te epeni MoeHN A9CTYP HerisiHae
Ty3€ece Hyp YCTiHe Hyp 6onap eai.

byriHrigen HapblK KbiCMafbl }afagaH
anfaHja Teatp MeH KMHemaTtorpad aca
KaXKeTTi Kypanfa anHanbin oTbip. KMHO
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3KpaHbl eni TYPMbIC ayblpTnanblFbiHaH
apbinTbin, 6onallarbiHa AereH ceHimci3
onnapbliHaH 6ip caTKe cepninTy, emMipre
[lereH KyWwTap/blfbliH apTTbipy MakcaTbiHaa
63 MiHIETIH aTKapyaa. AKTepre ae eH
KaykeTTi KypangblH 6ipi — yTbIMAbl fa 9CeM
TiN eKeHi ce3cis. «Tin cenney, cennecy, oKy
YHMPEHRY, a3y MeH Cbl3y apKbl/bl 6cei.
byn yweyiHiH 6ipae 6ipiHe KeHin aygapmay
[a YNKEH KbINIMbIC», — IeNAi akaJeMuMK
*a3syuwbl F. Mycipenos [2, 8 6.]. Tin
TafdblpblHa KaTbICTbl ©3€KTi YL MOCENEHIH,
KancCbICblH Aa Ha3apaH TbiC Ka/ablpyFa
6onmangpl. Ce6ebi, Kyne-kynecimeH
ceunnen 6iny KoFamfblK casiCu, aneyMeTTiK
3KOHOMMUKANbIK, MOAEHWN PyXaHU
©MipiMi3JiH caH canacblHAa 60NCbIH,
OyOaH KiM-KiMHiH ae 6elTapan Kana
a/ManTblHbl Aa asH. Cenney MaaeHuUeTI,
aybl3eKi Tinre KatbICTbl Npo6aemanapibliH,
ilWiHaeri eH MaHbI3abickl. TeaTpaarbl Aa
KnHematorpadrasbl a KyaTTbl CaHanaTbIH
€Ki TeTIKTiH O6ipi — €63, eKiHLici — KepiHic.
YNTTbIK TYFbIP, YITTbIK GarbiT-6araap
MSAEHWET canachl YWiH FaHa eMec, 6yriHae
OYKiN AYHMEXKY3i YLWiH OpTaK KaTteropusra,
opTakK iCKe arHasnbin OTblpFaH HapbIK
3KOHOMMKAChHI YLWIiH Ae KaXKeT. Ipreni en
60/yAblH, KyaTTbl MEMJIEKET 6ONYAbIH,
€H, Y/IKeH TeTiri —yNTTblK 3KOHOMUKaHbI
KepKeWTe Biny KepeK eKeHmiri apKimre
[le Kepek Hopce. Kai enge 6onmMachbiH,
3KOHOMMKabIK casicaTt NeH YT TaFablpbl
eTe TbIfbl3 6annaHbicTa 60/biN Kenrex. Ex,
anabIMeH YNT TaFablPblH, COM YAT iWiHAeri
ajlaM TafdbIPbIH OMnan, ocbl 6afFbITThI
MbIKTan ycTaHfaH 3KOHOMUKalbIK pedopma
LWbIH MBHIHAE agaM YLWiH, conapablH a/1-
ayKaTblHbIH, KYH KOPICiHiH Ae AeHreniH
KeTepy YLiH FaHa eMec, onapiblH pyxaHu
OCYiH, 6Hepi MEH MBJIEHUETIHIH epneyiH,
OKY-6inimM gapexKeciHiH 6UiKTen oTblipyblH
KaMTaMachbI3 €TY Y/IKEH XKETICTIiK.
CaxHagafbl OMblH — MafblHaFa
TOMbl KbIBMET ananbl. OibIH emipre
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©3iHAiK 6ip peHK, cunat 6epin Typaabl.
Omipaeri opeKkeTTepre MoH-MafblHa
6epefi. Opbip onbIH Bip HOPCEHI, Bip
MafblHaHbl 6ingipeni. OnbIHAbI PYX
Jen atay aypbic emec 6onap, an oHbl
6enrini 6ip MmaxkcaTKa, eHicke, TabbiCKa
GafblHAbIPbI/IFAH, COFaH 6aFblTTanfFaH aen
TYCiHY KaxeT Whifap. OvblH TaburaTblH
paLunoHanbl XX0JIMEH TYCiHAiIpY MYMKIH
€MecC, 6BUTKEHI OMbIH aJaM MaHIHIH
TePEHiHAE, TYHFUbIFbIHAA XaTblp. OMbIH
aKblN NapacatTblK cunatra 6onmMansl,
0N agaMm 60/IMbICbIHbIH, UpaLMOHanabl
KabaTbIMeH A€ 6annaHbICTbl KeTineai.
OWbIH 3NeMeHTIH MBIeHNETTEH i3JecekK,
OHJl1a MBEHUNET KYObINbICbIHbIH OMbIHABIK
cunaTtTapfa ToNbl EKEHiIHE Bi3fiH Ke3iMi3
wetedi. MogeHUeTTeri OMbIH 3/IEMEHTI
anjblH-ana 6enrifieHreH mesnwepae
KepiHic Tabaabl. «OMblH MOAEHUETTEH
OYPbIH KanbIiNTacKaHbIMEH, MOIEHUETTIH
Jamy Ke3eHAepiHiH 6apnbifblHAa AepiK
Kesfaeceni, onapfra Hop 6epin Typaabl.
Apam KyHOenikTi TypMbiCcbiHAA, TipwiniriHae
onblIHMeH Ke3aeceqi. OMblH HAKTbIbl
OMipAEeH, KYWOEH TipLLINIKTEH AapanaHbin,
ea3relueneHin Typabl, OMblH OflapaaH
acKak, 6uikTe Typaabl. OMbIH iC OpPEKeTTIK
dopMa peTiHae KepiHic 6epeai, conic
apeKeT dopMachkl HaKTblbl 6ip MafFblHaFa
ne 60NbIM, 9NeyMeTTiK KbI3MeT peTiHae
6enrineneni, — aeiai M.Xensunra [3, 85 6].
OfbIH — afgaM eMipiHiH, Kypanbl. «OnHayLbl
Apam» HaKTblfbl 3aTThbIK AYHWUEAEH paMmi3aik
anemre ayblicbin Ketei. byn cunatra 6yKin
TaH6Ganapabl OMbIH Aen KapacTblpyFa
6onaabl. OMbIHAbI AYHWE LbIHAWbI }oHEe
WapTTbl 60/1bIN eKire 6eniHei. ToH MeH
PyX apblCblHAA YTy afam 60MblHAa
YOFapbl N833aT ce3iMAepiH TyFbl3abl.
OWblH M8AEeHUWETI ajaMHbIH, 63 ToHI MeH
PYXbIHbIH, XETiIreHAiriHeH ne33ar anybiMeH
LEeKTeNMeNnai.

JKpaH eHepi FblbIMbl 60JiCca
Facblp 6HEPIHiH oFapbl AeHrenaeri
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ouiriH kepcetefi. COHAbIKTaH [la OHbIH,
3aHabl/IbIKTapbl 6HEP CanacblHbIH
3aHJapblHa CyMeHe OTbIpbIM, 0flapiblH,
[la Koca AaMyblHa acep etefi. KuHo
TEOPETUKTEPIHIH KOBIHE 63 «eHEPNEPIH»
3epTTeydiH OpHbIHa XannbinaMa
[lepeKHamanapFra CyMeHin oTblpaTbIHbI
6enrini. bazeH 6onca, KUHOHbI 8A€0MET,
TeaTp, KECKiHAEMEMEH calbICTbIpajbl,
ncuxonorus, Gunocoodus, acTeTuKka
MacenenepimeH Katap Kosabl. OHaan
oMbl PTYPJi Ke3eHaepae ApHXENM,
beHbAMUH, JTlykay, KpaKkayapnep ae
anTKaH. Mbicanfa, Kpakayap KoaH —
CeapaH coH KMuHeMaTtorpadThbl FbllIbIMMEH
CalbICTbIPbIN, OHbIH «3EPTTEYLWiNiK»
KacueTiH alKaH. OHblH OMblHLLA, MblHAAaK
Ti36EK: Xannbl KepiHic — ipi KepiHic —
Kannbl KOPIHIC Keneci oNMeH: FanaMHblIH,
*annbl 3aHAblbIKTapbl — GENTiNi canaHblH,
3aH4apbl — AKCNEPUMEHTIMEH TEKCEPY
— }aHa runotesanap. «FbinbiMK 3epTTey
yaepicTepi MeH KypacTblpblUibIM GONiri
apachblHAafFbl YKCACTbIK 9pKanCbIChl
63 OETIHLLE YNIKEH XKETICTIKKe eTyre
TannblHbIN 9pi MaKcaT canackl — 63
TaburaTbiHa 6ypbiyabl Kesaenai» [4, 8306].
OHep — KasaK xallKbl Nnanaa 6onfanbl
cepik 6onFaH aAyHWe. XanblK aybl3
9AeOUeETIH, Kblp-4acTaHAapblH XaTKa
OineTiH, eKi Ka3aKTblH, 6ipi 9H anTbIM, OH
Ka3aKTblH 6ipi JoM6blpa TapTaTblH XablK
eHepAeH ellKalllaH KypanakaH 6onMaraH.
KasakTa: «en iwi — eHep KeHili» gen 6exkep
anTblIMaraH. BAenTiNiK NeH canT-AaCTYPAiH,
031 YIKEH MBAEHMETTINIK NEH eHePNiNiKTeH
TyblHAaFaH ayHuenep. KasakTa eHep i
€Ki }aKTbl KapacTblpyFa 6onaabl: 0N
— e}eNIEH Kefle KaTKaH XanblKTbIK
cunaTtTafFbl OHEep *oHe 3aMaHblHa KapaW
JaMblM Kene XaTKaH KepceTiniM eHep
Typi. ExxengeH 6enrini aybl3 ogebueTi, Kblp
— JlacTaHpgap, epTeri-aHbl34ap MeH ToK-
ToOManaKTapaarbl oH-Kblpnap, 6ynap Kasak
YNT 6ONFalbl Kene XaTKkaH yrbiMaap. An,

€HJli Npo3a, N033u4, ApamMa, KOPKEMCYPET,
6w, TeaTp MEH KMHO, 01 — agam3aT gamy
YOEPICIiHIH caTbl-CaTbICbIHAA OPKEHUETIHE
Kapaw Jambin Kene xaTKaH eHep Typnepi.
Ocbl cananap/blH, Kan-KancbiCblHAA
60/MachblH, YATTbIK 60AMbIC, YATTbIK PEHK
6onfaH. KaHwama epTeri keninkepnepi —
EpTecTik, Ko6binaHabl, AnnamMbIC CbiHAbI
6aTtblpnap FacblpAaH-Facbipfa KeTin,
YNTTbIK PYXTbl OUIKTETIN Kenegdi. YAKeH
ce3iM MeH Maxab6arT blp/lapblHa apKay
6onfaH — Kbi3 Ki6eK neH TenereH, AMaH-
LLlonnaH, EHNiK-KebekK, bipxaH-Capa
JacTaHaapbl XanblKTblH pyXaHu 6annbliFbiHa
apkay 6onfaH ayHuenep.

¥nbl FanblM NMHIBUCT, oaebueT
3epTreyuwici, nyénuumct Axmet
BanTypCblHYbl «OAeOUET TaHbITKbILL»
aTTbl eHoeriHge 6binan aenpi: «Ces
©Hepi aflaM caHacblHbIH, YL HEri3iHe
Tipenepi: akblnfa, KUSNFa, KeHinre.
AKbIN ici aHaay, HopcenepaiH, KamnblH
YFbIHY, TaHy; aKbl/iFa canbin onnay, KUsn
ici MeH3ey, onfarbl Hopcenepai 6enrini
HopcenepaiH TypnatbiHa, 6eMHeCiH
yKcaTy, 6enHeney, cypeTren onnay; KeHin
ici Tyto, Tanfay. TingiH MiHOETI akblablH,
aHaayblH aHaaFaHLa, KUanibliH MeH3eYiH
MEH3EereHlue, KeHinaiH TYIOiH TYUreHiHwe
aunTyfa »apay. MyHblH 6apiHe )KyMcan
6ineTiH agambl Tabblnca, Tin Wama
KadblpblHLWAa }apanabl. bipak, Tingi )xymcan
6ineTiH agam Tabblnybl KMbIH. OMbIH
oWflaFaH KannblHAa, KUSASbIH MEH3ereH
TYPiHAE, KeHINAiH TYHreHiH TYUreH KymiHae
TiNIMeH anTbin, 6acKanapra antnamn
6inaipyre Ken webepnik Kepek». [5].

byriHoe ata-6a6aMbi3 apMaHaaraH
Toyenci3 enje epKeHUeT XKaublin
}aTblpMbl3. bipak, oni ae atkapap ictep
}eTeplik. 3uanbl }aHaapablH, YAT TaFablpbl
peniH KesiHae dpaHLy3 onwblibl CeH-
CuMOH: «erep 6ip yaKbiTTa dpaHuy30apabiH
eny FanbiMbIH, eny GabpuKaHTbIH, eny
arpOHOMBIH, XXoHe eny apTIiCiH KOMbIN
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Xibepce, oHaa dpaHUy3 YITbl 601Manbl.
An, coHfan yaKkbiTTa ¢ppaHLy34blH, ey MblH
YYMbICLWbICbIH, €y MblH, lUapyacblH XaHe
€y MblH, KbIBMETKEPIH *OonbIn Kibepce,
OHAa dpaHLy3 YNTbl Kanafbl», — AereHi
6ap. On gereHimis, xanblKTbl OPKEHUETTI YAT
Kbl/TaTblH LIEHEYHIKTEP MeH TOObIp eMec,
3uanbinap! lyHue xKy3iHge ynTKa anHanfaH
casicu, aNleyMeTTIK xalblK 6yKapacCbiHblIH
Oipniri ewKallaH 6onfaH emec. CoHaam-akK,
xalblK 6yKapacblHaH Kosijay KepmereH
3141bl TON Ta eWTEHE icTen anManipl.
XanblKTbl YT eHreniHe KeTepy, AFHU
MOLEHMETTI apTy — GYriHri 3uanbl opTa
MiHAETI [6].

3amaHgac 6erHecCiH acay 6aplia
eHep aTay/blHbIH acbll MypaTbl. byn
peTTe KOPKEM LWblFapMaHblH, ¥osbl 6acKa.
OHep KepepMeH KeHiniHaeri cesimai
OSTYbl, OHbIH 6Mipre JereH KeskapachlH
KanbINTacTblpyFa KbISMET eTyi KaxeT. Op
KepMEHiH epeKLle coHfi 6ipep cypeTi, ap
KOHLLEPTTiH alblpblKLLIa 9ceM Bipep oHi,
op6ip xabapablH 63rere yKkcaMmamnTblH
Oipep KepiHicTepi 60naTbiHbI 6ap. ONri
KepMme, aMri KOHLepT, a1ri xabapablH
6enTapan agamMmfra Kangbipap acepi eHep
nep3eHTTepiHe 6GannaHbiCcTbl. CypKamn cyperT,
€cep oH, XKacblK KepiHicTepre PeHXUCIH,
OKiHECIH, KYNIHECIH, aKbIpbl YMbITbIM
KeTeciH. CbIMbBaTTbl CYPET, CUKbIP/bl 8H,
canuKanbl KepiHiCKe ¥aHblH 6ip *acanabl,
KyaHacblH, paxaTTaHacblH, cepruci. bip
KepeMeTi conapblH 9pKaKncbICbl Aa eMipi
€CTeH WhblKnanabl. Op Kesaepi ap Typni
cebenTepre 6annaHbICTbl OMFa opana
6epefi. Keninkep xaHanblFbIMeH 6ipre
CIOXET, KOMMNO3UUMS, TapTbiC, CYpeTTey
[le XaHanaH6aK. An, xaHa Tynfa Tady
KenTereH macenenepre TolHHaH Kenyai
KaXeT eTefli. OpuHe, YaKbIT eTe Kene
KaXKeTTiNiKTeH TyFaH Keninkepnep Teatp
caxHacbl MEH KMHO KOMbINbIMbIHAH [1a 63
opblHAApbIH anaabl. Conap apKbliibl emipre
6acKalla Ke3KapacreH Kapay YpAaici,
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Jafabicbl Kanbintaca 6actanabl. MaceneH,
cneKTaknbaeri 6acTbl TyFaHbIH GYTiHTICI
MEH KeLllericiH Ke3eKTecTipe 6asHaan,
OTKEH eMipAiH eH eneyni TyctapblH
ApamaTyprus TociniMeH KOpCeTY KaXeT.
OHbIH 6TKEHIH anTa OTbIpbIN, CbIHWM KO36€eH
Kapay, o1 ToJIFay OMbIHHbIH, 30P XETICTiri.
«Kimae-Kim ani 6ancanabl Typae 3eptrene
KOMMaraH canaHbl KoJifa anfaHaa,
KepeMeTTeN TYKbIPbIM KacanMblH ger
YMITTEHFE€HHEH K6epi OHbIH KiNTiH Taba
6ince, COHbIH, 63iH KaHaFaT TYTKaHbl X6H»
— JereH KesiHae 3.[poccTblH 63i XaHa
TaKbIPbIMNTbl 3€PTTEYAIH KUbIHABIFbIH 6inin
aWTKaH cekingi.

OHep — O3iHiH YNTTbIK cMnaTbiIMeH
KOPKeM [ie aceM, XalblK AaHalblFbIH
O0NbIHa CiHipyiMEH TapTbiMbl, XanbIKTbIH,
pyXxaHW Ka3blHacblHaH XEeTKINiKTi Hap
anMaraH aKTep Aa, pexxuccep Ae elKaluaH

OHep/iH OWIK TYFblpblHa KeTepisie anManibl.

CneKTaKnbfiH 6H 60MbliHAAFbl YATTbIK
6enrinep eHereni 4oCTyp MeH BipAiKkTe
*Kanfaca oTbIpbIn Wellince, oflap KMHOFa
[a }aHallbU14blK anbin KeneTiH MaHbI3/bl
daKTopnap eKeHi asH. OHepaeri webepnik
aTTbl YFbIM Kem KblpJ/ibl, CaH Cbipbl.
acipece, TeaTp MEH KMHOAAH, ra3eT NeH
paguoliaH aneKanaa xac teneamaap
canacblHAafbl lWe6epniK YFbIMbIHbIH
alwbliMaraH Katnapfapbl Kelpyap. CorFaH
KapamacTtaH aKTepsap 63 MYMKIHAIKTEPIH
}aH-KaKTbl XeTingipe Tycin, Kociou
LEeBEPNIKTIH TEOPUSANbIK TEPEHIHE
6onnan 6epyiH yaKbITTblIH 630 KaXKeT eTin
OTblpFaHAbIFbl anKblH. Kypaeni ae Kypmeyi
MOJ1 Webepsiik MacenenepiH 3epTreyLui
B.U. bypcoB 6binan TyciHgipeai: «lebepnik
o3 iciHAai webep MeHrepy, KaHaam
Kafgania, kaHgan KeseHa 60CblH,
€HOEriHHIH XeMICTi WbIFyblHa XeTine
6epy KepeK aereH ce3. CoHAbIKTaH aa
LebepnikTi 6enrini 6ip agicneH, ToCiNIMeH,
TOXIpUOBEMEH KENreH UKEMAINIK NeH Tafbl
6acKa OCbl CUAIKTbI YXannapMeH Katap
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KotoFa 6onmanabl. LLiebepnik AereHHiH,

631 iCTiH MAHiH aMKbIH TYCiHY, }Xa3aWblH
[en oTblpFaH LWblFapMaHblH, Ma3MYHbIH,
6afbITblH aTKapaTblH MiHAETIH KaH-KaKTbl
aVKblHOAnM, OHbl TEPEH, XaHE HO3iK Ce3iHY,
COWTIN, Ke3aereH MaKkcaTKa XKeTy XoJblHAa
MaMaHAbIKTbIH 9PTYPAi TOCiNiH MeHrepe
6iny. LWbirapma »a3yablH 6apblCbiHAA OCbl
}annapbl eCKepe oTbIpbIM, WebepniKTi
OapfaH camnblH ¥eTingipe 6epy Kepek.

ONTKeHI, eHOEK XeMici aflaMHbIH, KYLL-
KyaTblHblH HOTMXXEciHae nanaa 6onajbl.
MiHe ocbl eHB€eK ¥eMiCiHiH canacblH
6anKan, 6i3 eHfi COHbl WbIFapPYLWbIHbIH
lwebepniriH 6anKkanmbl3» [7]. CenTin
Wwebepnik aereHimia, apKkamncblcbl 66n1€eK-
6eneK MaKcarT Ta, Ma3MyH a, MaH e, Typ
e eMec, KepiciHwe, 6ynapabiH 6apnblFblH
TyTac KannblHAa }aH-*aKTbl MEHrepy Tocini
€KeH.
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AKTEP U HALUMOHAJIbHOE BbITUE

A. ARAbIHYNbI

Kasaxckas HaunoHanbHas akagemMus Uckyccts uM. T. }ypreHosa (Anmarbl, Ka3axcraH)

AHHOTauuA

B ctaTbe paccmaTpuBaloTcs pa3Ho06pa3Hbie KaYecTBa aKTEPCKOro UCKYCCTBa B TeaTpe U KuHematorpade,
KOTOPbIE CYMTAIOTCS rMaBHbIMU. AKTEP, BlIAAEIOLLMIA MAacTEPCTBOM C/I0Ba, C MOMOLLbIO UrPbl NO-HACTOALLEMY
4yepes CBOEro NepcoHaXKa A0HOCUT [10 3PUTENS OCHOBHYIO Mo ApaMbl Unn punbma. ABTOp pacKpbiBaeT
TEOPETMKO-METOIONOrMHYECKME 3ala4M UCCIeAOBaHMUs TeaTpa M 3KPaHHbIX MCKYCCTB B Tpyaax ApHxenma,
BeHbaMuMHa, Jlykada, AxmeTa banTypcbiHoBa n 0ocobeHHO KpaKkayapa v KoaH-Cea. 310 B3rnsabl,

onupatowuecs Ha BceobLine 3aKOHbl MUPa, 3aKOHbI M3BECTHOIO HanpaB/ieHUs, SKCNEPUMEHTaNbHbIE OMbITbI
M HOBbl€ TMNOTE3bI B CUCTEME «JyXOBHOIO CYyLLECTBOBAHNA NEPCOHaxa» Ha CLLEHE. ABTOpPOM cAenaHa nonbiTka
pacKpbiTb 06pa3 «COBPEMEHHUKa» B KynbTyPpHO-HaLUMOHalIbHOM KOHTEKCTE.

KmoueBble cnoBa: MCKYCCTBO, aKTep, TeaTtp, KnHematorpad, posb, HauMoHanbHas ropgocTb.

ACTOR AND NATIONAL EXISTENCE

A. Aidynuly
T. Zhurgenov Kazakh National Academy of Arts

Abstract

The article discusses the various qualities of acting in theater and cinema, which are considered the main
feature. An actor, who mastered verbal skills, truly communicates the main idea of a drama or a movie
through the character. The author reveals the theoretical and methodological problems of research of theater
and screen arts in the works of Arnheim, Benjamin, Lukacs, Ahmet Baitursynov, and especially of Krakauer
and Cohen-Sea.These are the views based on the universal laws of the world, the laws of a certain trend, pilot
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experiments and new hypotheses in the system of "spiritual existence of the character" on stage.The author
made an attempt to describe the image of a "contemporary actor" in the cultural and national context.
Keyword: art, actor, theater, cinema, role, national pride.
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ART STUDIES

EJIEBU3UA

MPHTH 19.61.11

LLI. A6umosa'
T KypreHos atbinarsl KYOA,
Anmarsl, Kazakcran

CAJIT-A3CTYP MEH TEJIEBU3UA

AHpaaTna

AKnapart KypangapbiHbiH ilwiHAe TeneBn3nsHbIH XKOMKbIH KYLL eKeHiH 6opi 6ineai. bip KaparaHaa engi
KOpFaHbIC KyaTblHAAfFbl aca XOWKbIH KapynapaaH Aa KywTi Kypas. TeneBu3ns Ke3-KeNreH OKUFaHbl, Ke3-Kenrex
KanpaTKep/iKTi, Tapuxm 60AMbICTbI, BYKin Fanamabl YHiHi3re akenin, Ke3iHi3reKepceTin, KynaFblHbl3Fa ecTipTin,
KOJIbIHbI3OEH yCcTaraHaan eTin 6epmen me? OHbIH 6aCTbl epeKWiniri — anganaga 60nbiN }aTKkaH OKUFaHbl GYKi
oneMre con caTTe, COM KYHI XKeTKi3in yarepeTiH wanwaHabiFbiHaa. TeneBm3ua — aknapar Kypangapbl 6eniri
FaHa eMec, O/ LWbIFapMallblnbiK TYpi. ByKapanblK KOMMYHMKauusnapablH KenbipeynepiHeH aknapar KeTneun
¥aTKaH anblIC }epnepaeri aranbliHFa epKiH 6apa anaTtblH 9pi XanbIKTbl YHEMI Xabapaap €TeTiH MYMKIHAIK.
TeneBuaeHUEHIH 01 KabineTiH OHbIH Xeninep apKblibl 63iHiH TaburaTbiHa can Xxabapnama 6epe anaTbiH
60/MbICbIHa 6GannaHbICTbl Kepyre 6onagbl. JeMOKpaTUSANbIK KYPbiNbiMAa YKIMETTIK KoHE KOFaMAblK TapasibiM
XanblKKa aniemae 60/biM KaTKaH *KaHanblKTapabl FaHa 6epin KonmMaw, agamMm3aTTblH KOPKEM LiblFapManapMeH
cycblHAan api agamrepLinik 60MbICbIH XKeTingipyre Ae cenTiriH Turizeqi. OHepaiH (oHbIH iwiHae TB aa 6ap)
6annaHbICTbIK 9CepiHE CYMEHE OTbIPbIMN KOPETIHIMI3, KYHAENIKTI adupae oTbipaTbiH xabapaarbl XKypridyLli MeH
KaTbICyllblnapfFa Kapan, onapAblH ce3 canTacbl MEH MiHE3-KYJIKbl, OTbIPbICbIHA Can 31sbl OpTa OKifi ocbiHAan
60nybl KEPEK LLbIFApP AEreH oM Kanbintacabl.

[lereHMeH [ie aK NeH KapaHbl axblpaTaTblH MOAEHM OpTa KaslbiNTacTbipFaH }eH. An, YATTbIK KYHAbUIbIK €H
anabiMeH ata-6ab6a canTblHaH 6acTtay anagpl.

Tipek ce3paep: TeNEeBN3NS, LblFapMallbliiblK, MOAEHHWET, ASCTYP, KAMHAPKe3, agamMrepLuinik, Tarablp, YT

¥YNTTbIK TYFbIP, YATTbIK O6afFbiT-6arnap 3KOHOMMKAChHI YLLUiH e KaxeT. lpreni en
MO[EHUET canachl YiIliH FaHa eMec, 6yriHge 60nyablH, KyaTTbl MEMAEKET 60yablH,
OYKiN AYHUEXKY3i YLWiH OpTaK KaTteropusra, €H Y/IKEH TETIr —yNTTblK 9KOHOMWKaHbI
OpTakK iCKe arHanbln OTbIpFaH HapblK KepKeunTe 6iNy KepeK eKeHfiri apKimre
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e KepeK Hopce. Kan enge 60NCbIH,
3KOHOMMKaANbIK casicaTt NeH YT TaFablpbl
eTe TbIfbl3 6ainaHbicTa 60/bIN Kenrex. Ex
anabIMeH YNT TaFablpblH, COM VAT iWiHAeri
allaM TafdbIPbIH oMnan, ocbl 6afFbITTLI

MbIKTan yCTaHFaH 3KOHOMUKanbIK pedopma

WbIH MaHiHAE ajaM YUWiH, conapabiH an-
ayKaTblHbIH, KYH KOPICiHIH A& AeHreniH
KeTepy YLUiH FaHa eMec, onapAblH pyxaHu
OCYiH, oHepi MeH MoJeHUETIHIH epneyiH,
OKY-6inimM gapexeciHiH 6UiKTen oTbIpybIH
KamMTamachbI3 €TY Y/IKEH XETICTIK.

ONIEMHIH JaMblfaH MEMJIEKETTEPIHIH,
GipiHae »KyprisinreH cayanHamajgaH
6enrini 6onFaHaan, KekKe KiciHiH 12 %,
an otéacbiMeH 88 % Teneanaap anabiHaa
OTbIpaTbIHAbIFbI @aKbiHOaNabl. Teneguaap
— 60C yaKbIT epMeri, acipece KellkKi ac
Ke3iHae apbip oTbachbIHbIH epeKLLE MOH
O6epeTiH KoK XaLiri. KbI3bIKTbl xabapnap
6onca, Kicinepai ynae ty3akran, ofaH api
TaMallanayra KymapTTbipajbl.

HapblkKa 6afblHFaH MEMIEKETTE
elwKaHgan naeonorua 6onManabl-mbic.
[an ocbinan onnay — api aHFbIPTTbLIK, pi
aKblCbI3ablK. byn KyHOepi epKeHUeTTi
€1 aTaHbIN XypreH, e3iMi3 eHere anyra
YMTbI/bIN aTKaH KanutaaucTik engepaiy,
e3iHae YNTTbIK NOE0N0rns KalTKbICbI3
KbI3MeT eTeai. Onap 63 yATbIHbIH, MYyA€eci
MEH uaeanbiH MeMJIEKET 3aHdapbl MeH
casicaTblHbIH, 6H 60WbIHa Koca epin,
XbIMbIH 6inipMeHn, CiHipin Kibepea,.

Toyencisgirimiare 25 »bln ToNiFanbl OTblpFaH

e3 efimiare ynTTblK Waeonorusa ayagamu
KaXKeT.

OHep Kal Ke3eHae ae isaeHicrTi,
ce3iMTanblK NeH CePreKTiKTi Tanan
eTeni. I3geHic 6ap xepae inrepiney
MeH aTaK-abblpoK Aa 6ipre xypeai.
CoHpAbIKTaH aa 6yriHae «CUHKPETTI» eHep
caHanatblH Tefieanaap TepiHe WbiFbIM,
OHBbIH, «<XKYNAbl34ap WOFbIPblHa» KOCbUIYbI
Ke3-KeNreH neHaeHiH, MaHaarnbiHa
*asbliMaraH. OfaH MHTeNneKTyanablK

86

aNnbIMAblIbIK NEH BUIKTIK, TEPEHIIK MNeH
onnbIblK KepeK. Ocbl onabl agacnaw
TayblM, KEPEPMEH KOHiMIHEH LWbIFbIM,
KbI3bl/l CO3[E€H CbIMBATThl OMNap Kypay aa

LeBEPNIKTIH WhbIHbIHA ETKEH NeHaenepaiy,

FaHa MaHJanblHa Xa3blnFaH. AUTbiNa-
auTblna ¥ayblp 60/iFaH, KepceTine Kene
KO3 YMpEHreH KepiHicTepaeH o6aeH
bIFbIp 60JIFaH KepepMeHai Teneamaap

anablHAa yctan oThbIpy YLWiH Ae 6iniMre Koca

OiNIKTINIK, K6CEMIKKE KOCa KepereHainik,
dpi Keninkep CesiHeH «KaHabl onabl»

y3in anbin, oflaH dHriMeHi webepnikneH
epb6iTyre e WhblH TanFamnasablK KepeK.

KasakK xankblHblH aTagaH 6anafa Mypa
60/1bIN }KEeTKEH AyHUenepi ken. ¥MbIT
60nbIN 6apa wKaTKkaH canT-A4ocTypai KanTta
HaHFbIPTY Ka3akK XanKblHblH 60pbILLbI,
MiHaeTi. CanT-gacTyp FacbipAaH-Facbipra,
aTafaH 6anara KeTeTiH KYHOblbIKKa
TONbl AyHKe. CanT-aacTypimi3ai 6ipimis
caKran 6ine 6incek, 6ipimMiare ymbIT 60/1FaH
}onTTep e 6ap. XanblK apacblHaa: «Eny
bl4a en ¥aHa, Xy3 XbliJa KasaH»
JereH xanblK aaHanblfbl. OCblAaH Y3 Xbl
OYpPbIHFbl 94ET-FYPbINTAPAbIH, KOMNLWINIri
Kasip YMbITbI/bIM, XaJlblK CaHaCbIHaH
ewin 6apa *KaTKaHbl *acblpblH EMeC,
TiNTi KEWiHTI }acTapfFa on epTeri ceKingi
KepiHeni. lereHMeH Ke3iMi3 allblK,
KeKiperimis osy.

CanTt-pacTypnepimiare Kes cascak:
becikke 6eneyaeH 6actarn, Tycay Kecy,
CYHAETKE OTbIPFbI3Y, Kbl3 y3aTy, YPbIH Keny,
}ap-ap, 6etalwap auTy, wingexaHa T1.6.
byrinae, EremeHai enimizae emip Kewin,
XaJIblKTbIK KaJiblM MNeH ata caNTbiHbIH
KanHap 6ynarblHa aT 6acbiH 6ypbin,
6eciK Ty3eyre 6eT anfaH }alnblMbl3 6ap.
¥NTTbIK ASCTYP — XalbIKTbIK AaHanbIK
KacueTi, acblil Ka3blHacbl Aen Kapar,

MeH 6afrapfiamamibl CanT-49CTYPAIH,
HacuxaTTayblHa apHar, XxanKbiMa
ETKI3eMiH,— aereH xabapnap
¥eTKiNnikeis. «<En 6onam gecex, 6eciriHai
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Ty3e», — AeWfi Ka3akK xallKbl JaHabIfbl.
BabanapbIiMbI3blH eXeNnri KaFnaacblH
Kenep yprakKa *eTKisy YLiH, Ka3aK
XallKblHbIH CaNTblH, A9CTYPIiH, 9AET-FYPbIH
TenebargapnamMa e3eriHe anHangblpy
KaXKeT.

Cant-aocTypAiH eH BipiHLWi TYN-Ka3blfbl
[en, MeH 6ecikTi anTap eaim. Cebeoi,
6€ecCiK — YNTTblK ©HEPIMi3AiH TeN TyblHAbICHI,
CanTbIMbI3bIH XYpHaFbl. «<ECIK KepreHai
anma, 6ecik KepreHi an», — Aen Kasak
XalKbl 6eKep anTnaraH, canT-4ocTypaiH
e3eri ae ocbiHAa. Kasipri »acTtapra 6ecikke
6eneyaiH *Kon-xopanfbiCblH YUPETY Ae
6argapnama 6actaybl 601ybl WAPT.

beciK — KasaK yFbIMblHa KMENi OPbIH.
9p0Oip Ka3aKTblH WaHblpaFblHAa GECIKTIH
60nybl 6i3AiH YNTTbIK ASCTYPIMI3AiH KacKerTi.
Kewwneni FyMblp KelwKeH 6abanapbiMbl3aH
Ka/lFaH KacueTTi 6eciKKe Mmypa peTiHae
Kaparn, ap0ip Ka3aKTblH 0T6achl ollak
KacblH4a caKTanybl TeriH eMec.

Cant — yATTbIH ypnaK TopbueCiHeH,
MOEHMU TYPMbICbl MEH LLIAPYyallblfiblK,
TipwiniriHeH KepiHic 6epe oTbIPbIMN,
ajlaMHbIH OyHUere KenyimeH 6ipre epbin, o
[IYHWere aTTaHbIN KeTKEHLLE KYHaKTanTbIH,
TepbeTeTiH anTblH 6eciri 6onca, an 4scTyp
— €O CanTTblH 6Mipae angeHelle peT
KanTanaHbIn, TIpLWIiNiKTEH y3akK yaKbIT
TYPaKTbl OPbIH ajiFaH Typi.

HKannbl Kasak xanKbl CUSKThI
TYMbICbIHaH 6aTbIp Aa, AaHa, WelleH
XalblK *XOK. ¥/IT HaMbICbIH BipiHLLII KE3EKKe
KonraH. KaszpaybicTbl Ka3sbibek 6abambl3
COJ1 YNITTbl, CON XalblKTbl Gblan cypeTTen:
«bi3 KadaK gereH man 6aKkKaH enmia,
OipaK ellKiMre COKTbIKNam }an »aTKaH
enmis. EnimisaeH KyT-6epeke KallunacbiH
[en, }epimi3aiH WeTiH ay 6acnackiH gen
Han3ara YKi TakKaH enmi3. JocbiMbI3/bl
caKTau 6inreH enmia, 4oM-Ty3bIMbI3/bl
aKTaW 6inreH enmis. AtagaH yn tyca, Ky
6oNaMblH Aen TyManbl, aHaJaH Kbl3 Tyca,
KYH 60/1aMblH en TyManbl. ¥ MEH Kbl3/bl

KamMartblMn OTblpa anMamnTbiH enMmi3. CeH
KaJimak 6osicaH, 6i3 Ka3aK KapnbiCKasbl
KeNreH6i3, TaHbICyFa KOHOECEH,
WabblCKasbl KENreH6i3, ceH Temip
6oncaH 6i3 KeMip, epiTKeni KenreHoia.
Kasak, kanmak 6anacbl TabblCKasbl
KenreH6i3. TaHbIManTbIH XKaT efnre
TaHbICKanbl KenreHb6i3, TaHbICyFa KOHOECEH,
labblcKanbl KenreHotis. CeH KobblnaH
60/1caH, MEH — apbICTaH, anbICKabl
KenreHno6is. }aHa YMpETKEH ac Tynap,
*KapblCKalbl KeIreHBi3, TYTKbIP capbl
¥eniMMIH )abblcKanbl KenreHbi3. bepceH,
eHaen B6iTiMiHAI alT, He TypbICaTbIH
¥epiHai ant, — genti.

Ochbl 6ip MOHONOITaH YATTbIK KacKer,
YTTbIK MaKTaHblLL ce3iM, «efliM» aen
€HipereH, «xajiKkbiM» Aen KanbICKaH,
«OTaHbIM» ien XaHblH Kyp6aHabIKKa Wanap
Kas3aK XaNKblHbIH, YITTbIK JAEHIeni KepiHin
Typ. OCcblHA@M PyxThl,XKaHbl }KafblHAaAnM
TYpFaH ypnakrapaaH ypnak 6onbin 6i3gep
TapaablK. Onan 6onca, 6i3 TeriH ypnakrap
emecnis. [lereHmeH 70 blngaH actam
yaKbIT 60/bl KEHECTIK AdyipiMizae 6ap
YT ajamaapbliHa 6ip KanbinTaH eTKeHaewn
Topbue YCbIHbIUIbIN KeNiHai. Aaynbl
aszamartTtapbiMbi3 AxmeT banTypcbliHOB,
Miprkakbin Jynatos, Mycinéek AiimaybITOB,
MarKaH }ymabaeBTapabl Kyaanarn,
TYpMere »anTbl, 634epiMeH bipre
onapiblH KiTanTapbl Aa XOoWbingbl. ¥ATTbIK
60NMbICbIMbI3Fa TYCKEH AEPTTiH, Kecenai,
Herisri cebenTepiHiH, 6ipi ocbl. LUyKipwinik,
pyxaHu eMipimisae 60bIN }aTKaH
*KaHanblKTap Topbue iciHe 6acKkala
Kapayra MaXXoyp eTTi. ©3 xanKbIMbI3/blH
TapuxbIHa YHININ, XOFbIMbI3AbI XOKTan,
(COHBbIH iWiHae canT-AacTypimi3ai),
6apbIMbI3abl Kadipneyre 6abanap pyxbiHa
Toybe eTyre JafablnaHa 6acTtajblK.
¥NTbIMbI3bIH YpraK Topbueneyaeri, aynet
anfacTtblpyaarbl eMip TaxipbueciH, cant-
[JOCTYpJiepiH Topbue KyMbICblHa eHridyre
HMET }acayblMbl3 [ja }aKCblNbIKTbIH,
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HblWaHbl. BYHbIH 68piH Mbican peTiHae
anTbin oTbipMblH. Ce6ebi Kasipri Kesae
CanT-A9CTYPIMI3AEH XKypaan Kanablk,
9AEeT-FYPNbIMbI3abl My14eM GiIMENMI3,
He TeNneapHanapaaH KepceTnenii, He on
Typasbl KiTantap Aa »asbliManabl AereH
MaKananapbl Kern oKnTbIH 6onabiK. Ce3aiH
WbIHAbIFbIHA KENCEK, CanT-4aCcTyp, o4€eT-
FYpbIMKa apHasifaH KitantapAbl Kan oyKeH
cypenepiHe 6apcaHbl3 Aa Tannamnchl3.
bipaK paavo, TeneapHanapia as a 6onca
HacuxaTTanbin Keneai. MeriHwe, 6i34iH,
CanT-A9CTYPIMIi3[iH 69pi YMbITbISIFAH OK,
TEK XKYMblS1a Kipicin apblKapan COHbIH,
YCTaHybIHa ¥0J1 6ePCEK HYP YCTiHE HYp
6onaabl. KaszaKTblH Kan 6ip eHepiH
anblin KapacaHbl3, TopoMe MeH ToniMi
MoJsl. KesiHge aybi ilWiHae oxxenepimis,
WeHrenepimis, Kiwici 60NCbIH YKEHI
OO0JCbIH KKWi3 6achblm, KileM TOKbIM a3aH-
KasaH aybl1blH UCi aHKbIMN TYPaTblH.
Kan aybinfa 6apcaHbi3 Wwebep, KonbiHaH
eHep TaMaTblH, 6eC caycaK eHep uenepi
6onatbliH. Con ageMi KepiHictepai ecke
TycipreHae 6ip *blblbIK, CaFblHbILL
cesimaepi Kenegi. Con ayHuenepai Kanta
XaHFbIPTY MblHa 6i3/iH KONbIMbI3a. ECKiHi
aHapTy — *aHaHbl }XaHFbIPTY EMEC,
KepiciHlwe, }aKCblHbl TONbIKTLIPY, 6anbITy
6onmak. 9pi e3 angblHa 6ip eHep. On —
KoneHepi. Kan eHep 60/1MacbiH 01 — XanblK
Mypachbl. OTKEHHIH TapuXxbl, WeXipeci.
FacblpnbiK ofaH fa y3aK FyMblipbl 6ap
KanHap Kesi. Herisi eHepaeri KnblHAbIK,
- «i3QeHic» fereH yFbIMMEH acTachbln
*aTtabl. KUbIHOBIKCbI3, }aH KMHasbICCbI3
emMipre eHep Kenmeni. CoHabIKTaH cant-
[JoCTypiMi3gi, eHepimi3ai HacuxatTan,
¥aHapTblM, }KaHFbIPTYbIMbI3Fa aNi e Kyl
cana Kipicin, 6ipimi3 KiTan »ka3sblin, 6ipimi3
COHbI KOJIFa anblin, 6ipiMi3 eHAi HacuxatTan,
6ipimMi3 coaaH Tenexabap xacacak Ken
HaTUXKEre KeTeMmis.

KasakK e3iHe ToH YATTbIK canT-
caHacblHaH Mynae Ko y3in, anakaH »Kanbin
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KanfaH emec Kown. lana TeciHaeri can-cana
KyLlafFblHAa LWOFbIP-LIOFbIP ayblngapaa
VNTTbIK A8CTYPAI, KACUETTi TaMblpblH a3
[a 6onca awnbln KongaHa 6epai xaHe
KongaHa 6epeai ae. acipece, cbIpTTaH enre
arblifaH KaHaacTapbIiMbI3 ata A9CTYp —
CanTTbl CaKTan ajla KeNreHiH Kepin xypmis.

ONeMAiK AYHUEre WbIKTbIK, }aKCbl/blK
— anjbiMbl3fia AenMi3. PyxaHu
6ansiblKKa nemis gen xap canambl3.
93iplle, Ka3aKTap opbIC d/IEMiHE, OYKIN
aflam3aTTblH pyXaHW OYHUECIHE XKETTIK
JiereH yrbIMMeH eMip cypin Kenemis. 63
Tinimiare xorapbl MopTebe 6epreHimislue,
}araan conan 6onatbiH Aa WbiFap. Kanan
JereHae e TenekepepMeHHiH Ka3ak
TiniHoeri xabapnapfa cycan oTblpFaHbIH
yMbITNacak.

«bi3 e3 aKnapart — pyxaHu
OyHUeMIi3[iH ascbliHaa FaHa ToMara
TYWbIK Kana anManmbl3. XKbingap
60Mbl OM-caHaMbI3bl Ty3aKTan anfaH
MacKeygiH TeneapHanapblHbIH, KOLLipMeCi
JopexeciHae Kanbln Kotora 6onManbl.
beTeH enpiH *ypHanucTepi 6aTbln Kenepgi,
KeWn OYHUEHI Kbl3FaHadbl, 634iriHile
TYCiHeA|, }aT NufblN Tineyi ge 6onagsbl.
OfaH fa Kblpafbl, cak 60/y KarKeT.
HKupuHosckninai Hemece COMKUHULMHAI
dlIKepeney Kepek 60nca aa, OHbl OWEKTI,
FblIbIMUY JanenaepmMeH alKepeney Kepek»
— [Jen xa3abl 6enrini KoFam Kanpartkepi,
nyénuumct Kaman Cmanibinos[1].

«TOKblpay» Aen TaH6anaHfaH Xblngap
[a, «<KanTa Kypy» Aen KeceMciHreH Kelleri
O©TKEH Facbipaarbl KeseHaepae ae 6i3
03 «KaXeTiMi3ai» opTanbIKTaH anbin
OTbIPpFaHbIMbI3 a3aan, 6acbiMbI3abl Ayanan
TacTaraHfawn conapaH KasfaH XypTTaH
ani ae isgecTipe 6epemis. B3imiswe
onnan, 63 MeHTanuTeiMi3re namblKTbl
JYHWe }KacaydaH TancaKTan Kenemis.
Here? TyciHb6en-aK KonabIM. O1i e *KaKblH
[a anbiC WeT enfiH xabapnapblHbIH
6anamacblH }acamak 6onambli3. Ka3ak
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TeneMaaeHUETIHIH 6acbiHaa OTbIpFaH
Keweri KeHxxebonat LLlana6aes neH Kaman
CManbInoB CbiHAbl YATKaHabl 6aclblblK
OKTbIFbIHaH Aia OCbl Kyhae 6onapmbl3-ay.
OpuHe, aybi3bl Ky LWeNneH cypTnen-ak
KosinbIK. «<Ka3aKcTaH» TeneapHacbiHaa
GipHelle Tayip xabapnap 6apLublbIK.
bipak, 6yriHri kKepepmeHre onap a3ablK
eTefi. KomMepuuanbIK KaHangapabliH
KasakKLla xabapnap 6epyi TinTi CbIH
KeTepmenai. Kasipri acTbIpTbIH 6TiN
aTKaH naessnblK api AeONOrnsbIK
TapTbICTbIH, HOTUXKECI epTEHTi yprnaK —
6onallak 31anbl opTa eKingepiHe kecen
60/bIN WhlKNacbliHa KiM Kenin?! OHbIH,
cebebi, XXI-Wwi FacblpiblH O3blK MKETICTIr
— Teneauaapabl ani e aypbic NanjanaHa
anmMan Kenemis. OHblIH 6aclublbifbiHAA
OTbIpFaH a3amMaTtrap MeH a3amaTllanap ap
xabapabl aKkbl/IMEH YUbIMAACTbIPbLIN, CON
apKblNbl YITTbIK KYHABUIbIKTAPbIMbI3bl,
MOEHMETIMI3 6EeH canT-AacTypimi3ai
caHaMbl3fa CiHipe AapinTece MOCENEHIH,
TYWMiHI gypbiC wewinreH ae 6onap egi. 20
bl TONFanbl OTbipFaH EremeHaik gereHi
afaamn TyciHb6en, konaarbl 6apra Kyprak
KaHaraT Xacamam, OYTiHri bipbICbIMbI3/bl
epTeHri 6epeKere anHanabIpy ywiH

[le TeneanaapiaH eTeTiH AyHMenepai
cypblfTan, caiMakran, capanarn ycblHca,
ypnak TopbueciHe axenTayip biKnasblH
TUrisep egi. Mo, ypnak TopobueciHae TB-HbIH
anap OpHbI epeKuie.

ByriHrigen HapblK Kbicnafbl XafFagaH
anfaHaa TeNeBU3Ksa aca KaxeTTi Kypanfa
anHanbIn oTblp. Keringip akpaH engi
TYPMbIC ayblpTnalblfblHaH, 6onalarbiHa
[lereH ceHimMci3 onnapbiHaH 6ip coTKe

cepninTy, emipre aereH KywTtap/blfbiH
apTTbIpy MaKcaTbiHAa 63 MIHAETIH CaTTi
aTKapbln oTbIp. «TiN Ceney, COnnecy, oKy,
YMPEHY, *Kazy CbI3y apKbinbl ecegi . byn
yweyiHiH 6ipae 6ipiHe KeHin aynapmay

[a YNKEH KbIIMbIC», — IeNi akageMuK
*asywbl F.Mycipenos[2]. Tin TarablpbliHa
KaTbICTbl ©63EKTi YL MOCENIEHIH, KanCbICbIH
[a Hasap/aH TbiC Kanablpyra 6onMangbl.
Cebebi, yne-KymecimeH cennen

6iny KoFamMblK-CasiCcH, aflieyMeTTiK-
3KOHOMMKanNbIK, MOAEHM-PYXaHU
OMipiMi3fiH Kal canacbliHaa 60/IMachlIH,
OyaaH KiM-KiMHiH e 6enTapan Kana
anmamTbiHbl Aa afH. Cenney MoeHUETi —
aybl3eKi Tiire KatbICTbl Npo6aeManap/biH,
ilwiHaeri eH MmaHbl3abicbl. TeneBmn3nsaaarhbl
KyaTTbl CaHanatblH eKi TETIKTiH 6ipi — ce3,
EKiHLWiCi — KepiHic.

KopbITbiHAbITAN anTKaHaa, engiy
OVriHrici Kelleri TapMxbIMeH acTachbin
*aTtabl. OTKEHIHEH xabapbl XOK
}aHaapablH 6onawakKka aa 6epepi
Lamasbl. XanblKTblH TapUXK TaFbiMbl
yprak Topoueci MeH oraH 6epreH
eHereciHe 6annaHbICTbl. KenewekKTiH,
KeMLUiH 60nMayblH oMnaraH en 6yngipLiHi
6ecikTeH Topbuenenai. OgaH api AaCTyp-
OHereciH caHara ciHipegi. OcblHbIH 69pi
XalblKTbIH 63iHAIK KonTaHb6acbkl 6ap
TafNbIMbIHAH TybIHAAKbI [3].

FacbipaaH-Facblpra }anfacbin,
ypnaKTaH-ypnaKkKa aybICbll Kefne }aTKaH
OCblHay aAeT-FypbINTapbiMbI3 6€H canT-
[OCTYPIiMi3ai XanKbIMbI3[blH acbl-
Mypachl peTiHae 6aranan, onapabl Ke3fiH
KapallblfblHAaM caKTan, inrepi AambITbin
OTbIPYy — 6PKEHLi e eHereni ic.
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3. BepkoBa H. AHMMaLus Kak GeHOMEH KynbTypHOro Hacneaus (Ha npumepe
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TPAAULIUA U TENEBUAEHUE

Il. AGuwioBa
Kagzaxckasi HauMoHanbHas akagemus nckyccts um. T. }ypreHoBa (Anmatbl, KazaxcTaH)

AHHOTauMA

CeroaHs c yBepeHHOCTbIO MOXHO CKa3aTb, YTO TENEBUAEHNE — OrPOMHas MHGOPMaLMOHHas cuna cpeau
CMMW. OHo nopow aarke cunbHee 060 BOEHHON MoK, TeneBnaeHne — He ToNbKO CPeacTBO MaccoBOM
KOMMYHUWKaLMW, HO U BMA TBOPYECTBA, CNOCOBGHLIM OXBATUTb CamMble LUMPOKKUE CIOM HaceNeHusl, KoTopble
oCTaloTCAa 3a npeaenamu BAUSHUS APpYyrux CpeicTB MacCoBOM KOMMYHUKaLMK. ITa CNOCOGHOCTb TENEBUAEHHMS
06bACHAETCH 0OCOBOEHHOCTAMM ero GU3ndYecKom NprMpoabl, onpegenstowmnmm cneumdury TB Kak cpeactsa
cOo3aaHus 1 nepegayv coobuieHns. B gemoKkpatuyeckoM 06LLeCTBE rocyaapCTBEHHOE 1 00LLeCTBEHHOE
BellaHWe OPUEHTUPYET 3PUTENA B OKPYHKAIOLLEM MUPE HE TONTIbKO MHPOPMMPYS €ro, HO U MprobLLas K
XYI0XECTBEHHbIM M HPABCTBEHHbIM JOCTUXEHUSAM YenoBeyecTa. OnmMpasicb Ha KOMMYHUKATUBHYIO POSb
nckyccta (TB B ToM yncne), OHO MHTErpupyeT 06LECTBO, BO3AENCTBYET Ha ayAUTOPUIO A3bIKOM MNOBCELHEBHO
3BYYaller ¢ 3KpaHa peyun, MaHepon NOBEAEHNS B Kaape BeyLmx M y4aCcTHUKOB nepeaad, NpucyTCTBUEM

B adu1pe Noaen, BOnoLaloLMX Hau NnpeactaBneHuns 06 UICTUHHOM MHTENIMFEHTHOCTU. [loMmoras BOMTH B
NPOCTPaHCTBO AYXOBHOCTWU, OHO CTAHOBWTCS XYAOXKECTBEHHbIM NOCPEAHNKOM, POPMUPYIOLLMM — CO3HATENIbHO
nnn 6e30THETHO — KynbTypy 06LLECTBA. A HaLMOHaNbHas KybTypa — 3TO Npexie BCero TpaauumMm Hapoaa,
WCTOKM, MAYyLLIME N3 MOKOJIEHWM B NOKOEHME.

KnoueBble cnoBa: TeNeBUEHWE, TBOPYECTBO, Ky/bTypa, TPAAULMS, UCTOKM, YENOBEYHOCTb, cyabba, Hauus.

CUSTOMS, TRADITIONS, AND TELEVISION

Sh. Abisheva
T. Zhurgenov Kazakh NationalAcademy of Arts

Abstract

Today we know that television is a huge informational power among the media. It is even stronger at times
than any military power. TV activity is not only the means of mass communication, but also the type of art.
Television is able to cover the widest layers of the population, which remain outside the influence of other
media. This ability of television is due to the peculiarities of his physical nature, defining the specifics of
television as a means to create and send messages. In a democratic society, state and public broadcasting
orients the viewer into the surrounding world, not only by informing him, but also by introdicing to the artistic
and moral achievements of humanity. Based on communicative the role of art (including TV), it integrates

a society, affects the audience from the screen by sounding speech, behaviour patterns of hosts and
participants, the presence in the air of people who embody our understanding of the true intelligence. Helping
to enter into a space of spirituality, it becomes an artistic mediator, forming - consciously or unconsciously

- the culture of society. A national culture, first of all, is the tradition of the people, the sources coming from
generation to generation.

Keywords: TV activity, creativity, culture, traditions, origins, humanity, destiny, nation.

Agtop Typajbl Magimer: Aouuiosa [Hlosnan. T. )Kyprenos atbinnarsl Kazak
YaTThiK OHep AKafeMHusichl, 2 Kype MarucTpaHThl, ThiibiMu xKeTekimici:
noueHT Akuasnos E.E
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Kasaxcran. HayuHblii pykoBomuTesb: goueHT Aukasos E. E.

Author’s data: Abisheva Sholpan,T.Zhurgenov Kazakh National Academy
of Arts 2nd year Master Degree student, Almaty, Kazakhstan. Scientific
advisor: associate professor Achkalov E.E.
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MPHTH 64.29.21

K.Zh.Tulakbayeva', M.M.Magzumov?
IT. Zhurgenov Kazakh National Academy of Arts,
Almaty, Kazakhstan

FEATURES OF MODERN DEVELOPMENT OF KAZAKH NATIONAL ART OF KNITTING CHII

Abstract

According to the researchers, the art of knitting chiistarted to develop from the XV century.In this article
issues of modernizing and enriching the early established knitting chii art of our boundless country,
transferring this valuable heritage to our young generation, inputting it in modern everyday life and promotion
of national crafts are very important. Each of the items currently used in our everyday life should have

Kazakh national motives and promote renewal according modern requirements. In this article development
of students of «Textile arts», speciality of «<Decorative arts», of the department «Decorative applied arts» of T.
Zhurgenov Kazakh National Academy of Arts as a specialist in academic specialization and the importance of
learning the methods of knitting chii in the field of crafts is discussed.

Keywords: chii, shymchii, oramachii, white chii, ornament, modern chii, souvenirs, wool,chii panel

INTRODUCTION.

The art of knitting chiiis well known
for Middle Asian nations (kazakhs,
kyrgyzs, turkmens, semi-settled uzbeks,
karakalpaks) with nomadic and semi-
settled way of living in the past. It is known
from ancient times that craftsmen used
the richness of nature in their day-to-day
life. Using of naturally occurring thing, even
using of a dry chii,determiningits place
in household and revealing its value and

importance are not only the skilfulness
of our ancestors, and also the mastery
of them. Knitting chii is a craft remained
from our ancestors. As well as being very
beautiful, it is very suitable to carry it in
movement.

Kazakh craftsmen used these kinds
of chii in the past: ore chii—kinds of chii
knitted very simply; shabak chii— mat
made up of chii; shym chii—it comes
ornamental, used for covering the walls of
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ayurt[1, p.24].

Oramachii is used to hold the yurt from
its outside, it makes the yurt beautiful
and helps to keep the warm temperature
inside. And it is a decorative furnitureas
well as shym chii.Orama chii is used
frequently when the weather gets colder. It
saves the yurt from moistureand protects
from dust as well. If tightly knitted chii
keeps the yurt warm when the weather is
cold, it also helps to cool the yurtwhen its
hot outside simply by folding it.

«Whitechii» - chii knitted after peeling
its shell. People often used white chii. It
has been used in everyday life mostly while
drying kurt, irimshik, while boiling and
filteringtary,and while coveringkitchenware,
etc. We know them also as ore,
oresheshypta.Nowadays «whitechii» is
used only in rural areas. [2, p.32].

Shymchii is a specific type of chii.
Totally ornamented shym chii is used to
cover the place where dishes, food and
beverages kept. While knitting chii with
ornaments, composite construction of an
ornament is very important.Composite
construction of all types of ornaments
which Kazakh craftsmen use in this field
are very important. In terms of composition
all types ornaments which Kazakh
craftsmen use in this field can defined as:
complete, individual and whole ornament,
unrepentant length ornament(ornament
which has equal components lengthwise
and crosswise).Above mentioned Kazakh
ornaments in individual and whole forms
met in the art of knitting shym chii also
called as «square ornaments».They are
used for styling the whole surface of the
shym chii. Totally ornamented shym chii
can replace the wall carpet. Shym chii —
ornamented chii is used to separate the

walls of the yurt and its tuyrlyk (wall carpet).

Another type of shym chii is shym door, it
is an ornamented chii which is used for
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hanging it to the door. Shym chii is being
used according to modern requirements.

e

Figure 1. Shymchii. Local museum of history of Torgay oblast.

Figure 2. Shymchii. Fragment. XX century, Zhamby! oblast.
State museum of art of the Republic of Kazakhstan named
after A. Kasteyev.

METHODS.

The process of knitting chii is very
difficult, because every chii should be
covered colourful wool and should be
connected with others.«Zhuzteru»is a name
of the process of knitting an ornament
given by craftsmen. Before knitting an
ornament craftsman markthe place where
it will be stringed mostly with knife, pencil
or with fire. This marking is called «syzu».
Then a craftsman knit an ornament across
those marks with needle and colourful
string. And finally itshould be a clear
picture from many different elements. In
order not to make one side of a chii thin
and the other side thickit has to be rotated,
thicker side up then thicker side down.
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Correct placing of chii pieces according to
their marks is called «tizu»[4,p.16].
Depending on the promotion of
life it would be great if works art were
made in modern direction. Traditional
shymchii knitted with wool, in modern
understanding, has its expiration date, and
there is a possibility to make this expiration
date longer with the use of modern
materials. The feature of the technology
of knitting modern chii panel —to wrapthe
ends of each chii with colourful paper,
cloth or foil materials, and to knit it by the
form of the picture.

RESULTS.

In my opinion because of this
propertychii will be used nowadays, and it
will even stay for a long time in the future.
By this, comparatively consideration of the
traditional chiiand the modern chii,we will
attract people to knitchii and create artistic
works.

In the chii panel work
«Abstrakciyarinstead of diplomant wool
foil has been used. The work in terms of
its composition is suitable for the modern
interior decoration.

Figure 3. A modern method of knitting chii panel.The process
fromdiploma work of Kumisbekova Moldir, superviser
Bazarbayeva R.E. 2016.

It is pleased to see works made by new
methods in thesis works of the students
of specialty of‘Artistic knitting’, the
department of ‘Decorative applied arts’ of

Figure 4. A modern chii panelis on the process of knitting. The
process from diploma work of Kumisbekova Moldir, superviser
Bazarbayeva R.E. 2016.

T.Zhurgenov Kazakh National Academy of
Arts.It is a hard work of teachers who guide
students to this new field. We think chii will
be necessary both now and in the future,
also | believe that interest for handicraft
will rise.lt is very important to develop the
design, the form of the chii panel according
to modern requirements. Every painter and
craftsman of handicraft should work in the
direction of this innovation.

DISCUSSION.

Kazakh nation is a direct inheritor
of archaic culture established from
ancient times in our vast countryand also
developer of its tradition, modernizer and
enricher.Craftsmen have been teaching
handicraft generation after generation in
order to bring up artistic young generation.
The art of knitting chiiwas connected
only with yurt in the past, but nowadays
it can be used as a decorative product.
True ingenuity needs persistence,
sophistication, education, and courage.

With this we can show our national
handicraft to others. Every work done
with the hands of craftsman is always
important. Artistic craftsmen should be
able to create handicraft, which is useful
for household.Our main responsibilities
are to inspire our young generation to
create new products and to teach the
technics and technologies of knitting chii.
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Handicraft of nation will rise without any
doubt when its culture rises.

There is a direct and natural connection
between ancient and modern handicraft
of Kazakh nation. Analysing of ancient
works of art in creations of professional
painters and developing of new types
of decorative arts are in priority.Famous
painters, craftsmen of handicraft,
inspirers of a lot of students, teachers of
the department of ‘Decorative applied
arts’ in T.ZhurgenovKazakh National
Academy of Arts SauleBapanova and
RaushanBazarbayevanever have been

tired of teaching students the technological

methods of knitting chii in connection

with painting, and creating masterpieces
whichcorrespond modern requirements.
The quality and the beauty of the work
depends on the imagination of the
craftsman and on the ability to combine
all methods. Every type of art needs a hard
work.

Nowadays panels made up of chii are
widely used in public places.Hanging
paintings and panels in large luxury
houses became fashionable, hanging
carpets is in the past. It means using
chii in household will continue. And by
periodically developing it will serve for the

benefit of the country. This traditional art of
our ancestors inheritance gives us spiritual

and aesthetic knowledge and inspires us.
| believe that cultural inheritance will go
on with new artistic works. Every product
made up of chiiis hand made from the
beginning till the end and do not repeat
each other like souvenirs from the factory.
And that kind of products will always be
in demand. There are many opportunities
to make great products and to develop
knitting chiiwith traditional techniques.
Big ideas, deep thoughts, complicated
feelings can be given through artistic
work. Currently, the young artist, makes a
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unique masterpiece in crafts, and we see
the proofs in changing of the design and

Figure 5. «Anar» chii panel of the tutor of Kazakh National
Academy of Arts named aiter T. Zhurgenov Doszhanov
Bauyrzhan. 2012.

Figure 6. Chii panel of the student of Kazakh National
Academy of Arts named after T. Zhurgenov Bakyrdanova
Aigerim. 2014.
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Figure 7. «Omir ozen» chii panel of the teacher of Kazakh National Academy of Arts named after T. Zhurgenov Doszhanov
Bauyrzhan. 2013.

method. CONCLUSION.

So in near future we might be able to Ancient art of Kazakhs kitting chiiwith
see craftsmen with their signatures in ornaments has found its continuation.
handicraft. We will reanimate the applied The works of this art stand out not only

arts of our nation by knitting chii. Thereisa  with the simpleness of its materials, but
saying that «Art is a heart of nation», and it also stands out with its beauty. Handicraft
is our duty to learn the art from the nation, works were not only household equipment

develop it, and realize it. In my opinion in the past, but also it gave beauty to
each thing used in our daily life should nomadic lifestyle, and it will be memorial
have national theme. By this Kazakh of our national handicraft. Nowadays the
nation will show its culture and national art  art of knitting chiiis valued as a national
in international exhibitions. wealth.
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OCOBEHHOCTU PA3BUTUS COBPEMEHHOI0 KA3SAXCKOIro HAPOAHOIo UCKYCCTBA

K. XK. Tynak6aeBa, M. M. Maraymos
Kazaxckasi HauMoHanbHas akagemusa nckycctB um. T. }ypreHoBa (Anmatbl, KasaxcTtaH)

AHHOTauuA

o MHeHWIO UccnefoBaTenen, TEXHONOrns N3roToBIEHUs LMHOBKM pa3paboTaHa B XV BekKe. B ctatbe
paccMaTpuBaloTCs aKTyanbHble Ans 6yayLmnx MOKONEeHW BONPOCHI: Pa3BUTUE U BO3POXKAEHWE LIEHHOTO
Hacneans KasaxcKoro Hapoaa, TPaAULMOHHOIO UCKYCCTBA YMeNNeTeHUs, peanu3aLmns U NPoaBMKEHNE
HaLMOHaNbHOro pemMecna B COBPEMEHHOM CTUNE.
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B HacTosiliee BpeMs HalMOHanbHbIE y30pbl B AEKOPATUBHO-MPUKNAAHbIX U3AENUSX MPOU3BOAATCS
WHHOBaLMOHHbIMK MeTogamu. B KasHAWU mnm. T. XKypreHoBa, Ha kadeape «AMN» npu nayveHuu
crneumanmsaumnn «XyaoecTBEHHOE TKa4ecTBO» pa3pabaTbiBaloTCA HOBblE METO/Ibl 06YHEHNSA CTYAEHTOB
peMecny YnenneTeHus, NpenoaatnTcs akageMmyeckne 3HaHUs U MIHHOBaLMOHHbIE TEXHOOMUH.
KnioueBble cnoBa: LMHOBKa (LUK), LWbIM YUK, OpaMa Y1, aK Y4h, OPHAMEHT, COBPEMEHHOE MaHHO Y1K,
CYBEHMPBI, LEPCTb.

«KA3AK A9CTYPJ1I LU TOKY OHEPIHIH 3AMAH TAJIABbIHA CA#l JAMY EPEKLUEJIIKTEPI»

K.X. Tynak6aeBa, M.M. Mar3symoB
T.XKypreHoB aTbiHaarbl Ka3ak ¥nTTbiKk OHep akagemusichbl (Anmartbl, KazakcTtaH)

AHpaaTna

3epTTeywinepain nikipiHwe, wy Toky eHepi XV FacblpgaH 6actan gamblraH. MaKkanaga KeH, 6antak enimiagin
epTefieH KanbINTacKaH A3CTYPAi WK TOKY OHEPIH XaHFbIPTbIM, 6anbITy, OCbl KYHAbl MypaHbl YpnaFbiMbl3blH,
60WblHa CiHipTy, 3amMaH TanabblHa Kapan KONAaHbICKa eHri3y, YN1TTbIK KOJIeHep TyblHAbIIapbiH HacuxaTTay
Maceneci e3eKTi 60nbin Tabbinagbl. Kasipri TaHaa KongaHbinaTtbiH 9p6ip 6ynbiMAapaaH Ka3aK XanKblHbIH,
YNTTbIK HaKbIWTAPbIHbIH, KOPIHIC TanKaHbIH, 3aMaHayu e3repicKe yllblipan, XaHapyblH HacuxaTTanasbl.
Makanapaa T.XKypreHoB aTbiHaarbl Ka3¥OA «CaHaik KongaH6anbl eHep» KadbeapachbiHbiH «CoHiK eHep»
MaMaHAbIFbl, «<KepKeM TOKbIMa» MaMaHAaHAbIPybl CTYAEHTTEPiIHIH MamaH 60/bIN KanbiNTacyblHAAFbI
aKageMussbIK 6iliM MeH KofieHep canacblHAaFbl WKW TOKYAbIH, XXaHa TEXHONOrMANapbliH MeHrepTyAeri ©3eKTiNiK
M8Hi arKblHaanabl.
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EJIEBU3US
KOPIHICTEPI

MPHTH 18.67.01

K. 3eiineara6auna’
T KyprenoB arbinjarsl KasYOA,
Anmarsl, Kasakcran

KWHO MEH TEJIEBU3UA KOPIHICTEPI

AHpaaTna

OHepaiH 6apnblK TYPiHEH TENeBM3MUAFa ETEHE KaKblHbl — KMHO. EKeyiHae ae akpaH 6ap. LektenreH 6enikre
Obl6bICTaNFaH KePIHICTiH XblXbiMasnbl 6erMHeci. TeneBn3unsinblK 3KpaHaa Aa KMHO 3KpaHblHAaFblAan KepiHic
Geniri 6i3ai KopluaraH opTa TipLWiniriMeH TaHbICTbipa anagbl. TeneBnaeHMe ae KMHO CUSIKTbI IKpaHaa
60/IMbICTbI WbIHaWbl KepceTeqi. HenikteH? OUTKeHI, TeneBuaeHne 4e KMHO CUAKTbI KypacTblpbl/ibiM (MOHTaX)
YMbICbIHa HerisgenreH. KuHo MeH TeneBunaeHne KypacTblpblibiMbiHAA alblpMallblIbIK Ta oK emec. Con
TeneBuaeHWeHiH 6argapnamanapblHblH, KYPacTblpblibiMCbI3 XacanblH6aNTbIHAbIFbl OHbl KNHOFA aKblHAaTa
Tycegqi. EpeKweniri TeK KypacTblpy TocifigepiHiH e3iHAIK epeKweniktepiHae. Erep e kKnHoaa aKkpaHaarbl
KepiHicTep TacKblHbl KOPIHICTI Kecin anbimn, oHbl 6ip — BipiHe anfacTbipa KeniMmaereHi 6onca, TeneemaeHmene
COJl TaCKblHAbI TYCIpY YLWiH anaHga 6ipHelle 6erMHeKkamMepa Konbliaabl Aa, pexmnccep o3 TETiriHae OTbIpbIM,
KypacTbIpbin, adupre xibepin otbipagbl. AN, KepepmeHre on 6enxabap ayHue. TenesuaunsanblK 6argapnama
acaylblFa Aa api KWHODWIbM TyAbIpYLLbIFa (CYPETLLIre Ae conan) Aa aKpaHHbIH 60/ybl KEHICTIKTI «Kecin»,
KepepMeHre oHblH 6enrini FaHa 6eniriH kepceTy. CogaH 6apbin niaH, KepiHic, AFHK ipinik AereH yfbiM Tyagbl.
TeneBuaeHue ae KMHO CUSKTbI KiCiH HEMECe 3aTTbl SPTYPAI ipiNiKTe, 9pKanamn KepiHic ayKkbiMblHAa 6epe anajbl.
Tipek ce3paep: TeNeBUIEHNE, KUHO, EPEKLLENIK, IKPaH, AblObIC, KOpPIHIC, KypacTbIpblibiM, YN6ip, Tacna,

Kamepa
Kasipri TeneesuaeHne gamy catbiCbiHa KEeniH »aHa 6ip aeHrenre, Tikenewu

¥eTKeHwWe BipHelle onagapaaH xabapblH, yAriciHe XeTTi. MarHuTTiK

OTTi: TeaTp/blH 63 3CTETUKACHIH, YyNnoipre ¥a3bibin anbliHbIM, apHaKbl

KnHematorpadus e3 aKpaHablK TEXHWKaMeEH KypacTblpblnaTbiH api 6ipaeH

YATICIH }acafbl, aKkblpblHAa, 63 ObibbicTanagbl.Tenebaraapnama Hemece

*OJbl MeH GafbITbIH TabyFa apeKeT Tenexabap ocblan }acanagbl.

€Tin, Ken KypblibIMHaH 6TKEHHEH MyénnumcTUKanbIK
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6enHeTycipinimaepaiH e3i KyHAeNiKTi
TENEKOPEPMEHTE YCbIHbINATbIH KeNTereH

aHanblKTapAblH OPHbIH Ja 6aca anmanbl.

Bblnanwa antkanga, TeneBuaeHUEHIH,
TEOPUSANbIK cunatraMmanapbl OYriHri
caTbICblHAA COHFbI XKblnaapaarhbl
i3aeHictepaiH 6am ToxipubeciH 3epTreyre
JlereH KynulblHbICTbI Tyablpaabl. Tangay
MEH COJ opanaarbl Mikip KanbinTacTblpy
MYMKiHZiri mon 6onagbl.

byn Toxipnbe eH anabiMeH,
KepepMeHHiH eHepre aereH
[leMOKpaTUASIblK Ke3KapacblHaH, TB
KOMMYHWKaUMACbIHbIH epeKLleniriHex
9pi TB-HbIH 63iHe ToH KepKeMAiK TiNi
epeKLeniriHeH 6ankanaabl. OnapabiH
6opi e3a€epiHe NanbIKTbl YAriNepiH
KanblTacTblpbin ynrepreH[1].

belHeKepiHicTiH Kanbintacy
TapuXbl OHbIH 63iHE TOH 3CTETUKANbIK
KYPb1bIMbl MEH PEXUCCYpacbiHa caM.
JereHmeH ae TB-HbIH acTeTUKanbIK
3aHabl/IbIKTapbl Typasbl MikipiMiaai
e3repTe anartblHaan 6enrini HoTuxenep
e oK emec. TinTi TeneBnaeHue
6elHe KypacTblpMaHblH, epeKLle ae
KOpPKEM KYLLiH NanganaHa oTbIpbIM,
TB peruceypachl LbliFapMallblfiblK,
KbIBMETTIH, }XaHa caTbICblHa KOTEPINreHiH
HaKTbl TYXKblpbiMAan anTa anambi3.
TeneBuaeHuene 6enHenNiK AYHUEHIH,
NepeKTi Ny6nLMCTUKACbIHbIH, Nanaa
60/1ybl TENIEBU3USANbIK 3CTETUKAHbIH,
¥aHalla 6acTtanyblH anKbliHAaANbI.
AHbIFbIH aUTKaHaa, 6EMHEKBPIHICTIH XKypin
O6TKeH xongapbl TB Teopusckl Heriari
3CTETUKACbIHbIH 60Mallafbl.

«*KaHala TeneBU3nsanbIK
JyHWe» BypbliHHaH 6ap «Tipi»TB
TOHiperiHaeri ce3neH Wbiknanabl, an
HOTUXKenep Tyberenni Typae xaHa
canara - 6arqapnamatsbl WbiFapMara
anHangbipaTblH MYMKIHAIKKE XeTKi3ea.
TeneBu3unanblk KOMMYHUKALMSAHBIH, SFHMU,
6anNaHbICTbIH, TEXHUKANbIK KONFabbIChI
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FaHa eMec, OHblH 6afFaapnama npoueciHe
Tikenen apanacybl TB-HbIH 60MbICbIHbIH,
PenpoayKTUBTIK YNTiAEH eHIMIK yNrire ety
Ke3eHiH KepceTeai.

Tikenen adup ae anablH-ana
JanblH4anbin ynéipre »kasblifaH xabapaaH
LWapTTbl TYPAEri 3KpaH yaKbITbIHbIH
60/IManTbIHAbIFBIMEH EPEKLIENeHeIi.
benHeKepiHicTep ae ynbipre Tycipinin
anblHFaH 6argapnama CUSIKTbl 63iHiH,
LIapTTbl KE3EHIH KepceTeai, coHAa aa
LbIHaMbl yaKbITKa XaKblHaaFaHaan
acep eTin, enecrepe *Kysere acafbl.

EH 6acTbIcbl, 0N «Tipi» TB 3KpaHabIK
YaKbITbIH LblFapMaLllbliblK WaPT peTiHAETI
epeKLlueniktepiHe Kapan meHrepegi. MiHe
COHAbIKTaH a 6enHeKepiHic TB-HbIH Tya
OiTTi 6enrinepimeH aamuabl. COHAbIKTaH
[Ja o/l TeneBuU3nasblK 6argapnamanap
apacblHa KenTen Kesaeceqi.
baraapnamansblK MPUHLXM GEMHEKBPIHICTIH
CTU/INCTUKACbIHA XaKblHaaTabl,
TeNeBU3USAHbIH 3DUPAIK TiiHE opan
epeKlle MyMKIHAIKMEH WblHanbl TipAiKTeri
KepKeMiK acep anMarblHa XeTenenai [2].

OpuHe epKeHaey Aayipi *KeMmiciH 6epmen
KOMManabl — 60IMbICbl ETEHE }KaKbIHAbIFbI
aWKbIH LWblIFapMallblnblK AyHUenep
TeneBUAEeHWEHIH KepKeMAIK nanuTpachlH
6anbITbIMN, OHbIH, YFbIMbIH 63iH[iK
€epKiHAairimeH Kywente TycTi. CoHaan —ak,
eXeNaeH Kene }aTKkaH 4ocTyp 60MbIHILa
MWNJIMOHAaFaH KepepMeHre e3iHiH KaKblH
eHepiepiH — TeaTp, KNHO MeH 94eBUeTTI
[opinTen oTbIpbIN, TENEBUAEHUE Ka3ipri
aFaanaa eHepaiH e3iHe ToH YArinepiH
yCblHaabl.

Kasipri TenesuaeHuneneri
peXuccepnik WblFapMallbUbIKTbIH
NPUHLUMUNTEPIHE KeSiCeK, OHbIH eH
6acTbICbl — 6EMHEKOPIHICTI }acay
NPOLLECIH AEPEKTI }oHe KOpKeM (TiKenewn
adupaiH e3iHae ae eMipnik matepuanibl
dlleniH xaTTamanayaaH repi, yrblHObIPY
npoueci 6ap) AYHUEHIH, «TyRicy»
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MYMKIHAIrHEH i3[eCTipreH XeH. «*KaHa
TenebargapnaMaHbliH» 6eMHeKepiHici MeH
peXunccypachl eMipiik Matepuanibliy, anja
eHAeYiHe XeTKIi3iNeTiH WbiFapMallbliblK
Kypangapbl eKeHi ce3ci3. TeneBU3UsinbIK
LblFapMaLlblfIbIKTbIH, OCbl TYpi faHa 6yriHae
KepepMeH anfblHaarbl WblHAWbIbIK NeH
eMipLeHAaiKTi TaHbiTa anagbl. On TB —
HblH aKnapaTTblK, NYGJNLUCTUKANbIK,
[EPEKTI XoHe KepKeM a/leMHiH 6ap
*KaHablKTapbIMeH CYCbIHAAYLbINbIK
KacUeTTEpIH XUHaKTafaH [3].

CoHbIMeH, Ny6NULIMCTUKANbIK 6eHe
KepiHiCTEP epTEHTi TENEBU3UANIK
GarfapnamMaHblH, apKbliH oMbl On OYriHri
Oan Toxipnbenepae epic anbin Kene
}aTKaH 6arbITTapiblH HEridiHe casbl.
TeneBn3ng eHepiHiH, KanbinTacy NpoLeci
TB-HbIH KOPKEMJIK TiNiHiH TeNEBU3UANBIK
KOMMYHHWKaLUACHI epeKLIeniKTepi
HeridiHae KanbiNTacKaH }ongap apKblnbl
Xypeai.

AnfallKbl IepeKTi 6eENHEKOPIHICTEpPI
aBTOP/IbIK OMAbIH CON HeMece 6acka
WNNIOCTpaUMsaiapbiH TiKenen KypacTbipy
NPUHLKNI Heri3diHae Xacangbl. OKUFaHbl
TyTacTal KaMTyFa TbipblCaMbIH Aen KeNGip
KicinepaiH niKipaepi MEH OMbIH }OKKa
WblFapabl, opuHe, 6acka aa macenenepi
aTtycTi cypetTteai. TeneBuaeHueeri
CypeTKepiH TanaHTbl OHbIH, OKWUFaHbI
TyTacTal KaMTbiN WbIKKaHbIHAH eMEC,
WbIHaWbIbIKKA KaHLWaNbIKTbl TEPEH,
YHIITEHIHEH KepiHeai. OnTKeHi, 6i3
TeneBuaeHWeHi eH anabiMeH 6i3re emipai
©3iMi3 6ineTiHHEeH ae repi apTTbipbIn
KepceTe anatbliHAbIFbIMEH 6arananMbl3
FON BY/1 KE3 — KEe/reH eHepiH anfallKbl
MIHAETTI KbI3METi [4].

Tenekamepa 60sca TyTacTam
allblHFaH OKWUFaHbIH, 6ip 6eniriH 6enin
anbin, getaniHe AeniH aHbIK KOpCceTin,

COJ1 apKbl/ibl TENIEBUEHUE BHEPIHE
KnHematorpaduanbiK ToCinaiH ewo6ip
66TEHAIr }OK eKeHiH anKblHAanabI.

[ereHmeH e Tek 6eNHECIOKET HeEMece
6enHedUIbM TypFbICbiHAA FaHa 60/1bIn
aTKaH OKUFaHbIH ApaMaTyprusicblH Kepy
MaKcaTbl epic anagbl.

JepeKTi TeneBu3nsnbiK 6enHedUNbMHIH,
HEeri3ri KbI3BMeTi — TapUXTbIH OKUFaCbIHbIH
6enrini 6eniriH con MeseTre, OHbIH aMy
LIaFbIHAA XOHE KabliNTacy Ke3iHae KaMThbin
Kany. Ocbl 6ip akTyanb/bl AEPEKTIIK OHbIH
MaHbI3[bl canacbliHa Aa anHanagbl.

KnHodunbmae KOHCTaHT peTiHaeri
Kaap 60nca, KanblNKa KenTipeTiH atoM —
cypert (poTtorpadusa) 60bin caHanagbl.
benHedunnbm 605ca, TEXHONOTMUSANBIK,
npouecTe biHFanNbl 60Ny YLWiH «<Kagp»
YFbIMblHa CYWEHreHiMeH, 6apibip ge
YaKbITTblH, 6aCTbl TYFbIpblHA, SFHU,

KaHaawu KepiHicTiH 6onca aa y3aKTbifbiHa
6arbliHaabl. Erep punbmae GipiHLLi aneMeHT
— Kaap — OKUFaHbl con apaja cypeTke
Tycipin anfaHjan agepeKTeHaipce, an,
«BenHe» OKUFaHbl Aep KesiHge KepcerTin,
Kici Ke3iMeH Kanaun KabblngaHaTblHbIH
ce3aipeni. TeneBU3nANbIK KOPIHICTIH,
6epinyi KepepMeHai KaTbICTbIpa
OTbIpFaHAbIKTaH Aa OCbl MaKcaTtTa
KWHOAafbl }afaanaaH repi 6acka TocinMeH
*acangbl [5].

KnHematorpadTblH, ipi }oHe opTa
KepiHicTepi KepepMeHai e34epiH
TONFaHAbIPATbIH Xanbl KepiHiCKe 3KpaH
OpTacbIHbIH, iWiHe YHinyre anapagbl. Ocbl
KO3FanbICTbIH 63i KaTbiCy addeEKTICiH
TyAblpajbl, COM apKbiibl LWbIHAbIKTbIH,
€NeCiH }acanTblH CypeTTiH, TabUFN KOPIHICIH
6epe anagbl. OCbiHbl KUHEMATOrpadUANbIK,
LWbIHABIKTbIH, K63i AeCeK Te, ilKi anemMiHe
€He afiMan, CbipTTa Kabin xaTagbl.
MNcuxonorusnblK }afFblHaH 0J1 KEpePMEHHEH
6acblH aHblK apalwanan anfaH «TepTiHLWi
KaOblpFa» — 9KpaH ayKbIMbl 6ap.

TeneBn3uanblK KOpiHic, KepiciHLue,
«alKapa alblK». KepepMmeH oKkura
KepiHiciMeH 6iTe KanHachbIn, iWiHae
}ypreHgen cesiHeqi. «<bakblnay» TaciniHe
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YHip KMHematorpaduanblK KepceTinimre
KaparaHZa TeNIBU3USANbIK KepceTinim
TiKenen «KoHTaKT» peTiHae KabblngaHaabl.
TeneBuausagarbl KOPiHiC MeWNiHLWE
WblHaMbl. COHAbIKTAH Ja 6elHe KepiHic
KypacTblpbl/ibiM 60/1Ca KWHOMOHTaX
3CTETUKACbIHaH aXKenTeyip AeHrenae
epeKLweneHesi[7].

bip FaHa Mblican: eKi OKUFaHbI
KMHOMOHTaXX TaCiniMeH KypacTtbipa
OTbIPbIM, aKblPblHAA OCbl OPEKETTEPIH, Bip
Mearinge 6onfaHbIH gapinTen anambl3. byn
apaja 6acbin KepPCEeTETIHIMIZ, LWbIHaNbI
YaKbIT CbifbIMa/1biN HEMECE NornKara
KUSIHaT }acaMacTaH — aK, Tbifbl34anbin
Kepcertineai. CoraH Koca — aaebuetre
Ke3aeceTiHiHaen KnHematorpad
KepepMeHMEH OTKEH LlaKTa cennecesi:
«BYpPbIH OY/1 OKWUFa OPbIH anfaH», JereH
CUSIKTBI.

An, «6enHeae» on OKUFa aon Kasip,
LWbIHAaMbl OCbl KE3€eHAe OpblH anajbl Aa,
MOHTa} [la COFaH JlanbIKTbl XXacanagbl.
MoHTaxablk dpasdanap 6ip yaKblTTa 60/FaH
€Ki OKMFaMeH Katap *ypeai ae, MblHaaamn
Ti36eK Kypajbl: ayeni MblHaaamn 6onabl,
COCbIH MblHafal icTep aTKkapbl/ibl, oaaH
KeniH 6apblin — MblHay. KpaH yaKblTbl
ThifblI3AanManabl, KEpICiHLIEe co3blna Tyceai.
WbiHAbIFbIHAAG, EPKIH, UMMEPAaTUBTIK TaCiN
apKblJibl KYpacTbIpbl1biN 6EMHEMOHTaX
Ke3iHfe aleniH KYHAeNiKTi aknapar neri
CUSIKTbI acep 6epefi. Katap XypeTiH
MOHTa) Ke3iH/e yaKbITThl ChifbiIMayFa
YMTbU1Y 6ip aNn304TaH eKiHwWi 6ip KepiHicKke
«CEeKipreH» CUIKTbl cep Kanablpbin,
©3iHiH OMfa KOHbIMCbI3bIFblH 6aMKaTbIN
Ta anagbl... OHbl 6ip XepaeH KepceTin
YaTKaH rMMHacTUKaZaH eTETiH XapblCTaH
OepiNeTiH TpaHLUAaLUMa KesiHae on — OHaw
aXkblpaTbln anyra 6onagsbl [8].

KWHOMOHTaablH, KnaccuKanbIK
YAFICIH KanTanaraHMeH TeneBuaeHueaeri
3MOLIMOHANb/bIK KapKblHAbl 6epy
MYMKiH emec. KepiciHwe, TeneBu3unsblK
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0ObEKTUBTIH, CY3iN KapafaH Ke3iHeH
repi HaKkTbl 6aFbITTanbin TypFaH Kamepa
KOPCETETIH cCaxHafaFbl OMbIH HEFYPIIbIM
KWbIH 60/1Ca, KBPEPMEHHIH Ha3apsbl
3KPaHHbIH LWEeHOEPIHEH Ae WbIFbIM,
OPEKETTI 0OflaH repi KaxkblHAATa Tycea.

CaxHagaH MaTiH ecTine 6actaca
— TeaTpalb/blK YaKbITTbIH *blIXHK
6acTafraHbl,9KpaHaa OKura epbu 6actaca
— KMHOHbIH YaKbITbl KETE 6acTanbl.
TeneBuU3UsaNblIK yaKbIT — 0/1 aKpaHObIK
OKWFaHbIH, XYPin }aTKaHbl, OHblH, Kaapaeri
KOMMEHTapUIi }aHe aKpaH yaKblTbIMEH
CoMKec 6i3fiH ae eTKi3in KaTKkaH
CYBbEKTUBTI YaKblTbiMbl3. KepiHICTiH,
MOHTabl 6ipHelle KamepanapaaH
alblHbIN 6epinin KaTKkaHblH ce3in
OTbIpCaK Ta, 06bEKT BipHeLle KblpblHaH
KOpiHinN aTKaHbIMeH — 6eMHEePUNTbMHIH,
MOHTaXblHbIH, KNaCCUKaJlbIK TOCIi/iHIH OCbl
€KeHiH 6inemis.

KWHO ann30ATbIH, THiIMAINIriHE TagHbIN,
MblCasFfa, KepiHic neH AblObICTbIH ayKbIMbIH
KebenTe OTbIPbIN, yaKbITTbl ) XUHAKTaNbI:
Te3neTin HeMece asanaaTbin, akblpbiHAAE,
CbIFbICTbIPbIN KOSIMbI3. BbernHedunbm ge
coHAan adpdeKT (acep) 6epeni, nereHMeH
Je GipHelle Teflekamepanapibly,
KepiHicTepiH 6enrini bipfakka cana
OipiKTipe oTblpbIN, 6€MHEHIH NNAaCTUKaNbIK
9pi AblBbICTbIK 6aFbITblH KaAMTaMachl3 eTeai
[9].

TeneBuaeHne — TeK xannol
KOMMYHWKaLMUSAHbIH Kypalnbl FaHa eMec,

LW blFapMallblNbIKTbIH, MaHbI34bl TYPI.
LbiFapMallbinbIKTbIH Kak Typi 6onMachiH
©3iHiH apHanbl KBPKEM TifNliH — 63 OMbIH
iCKe acblpy YLWiH WblFapMallbl/iblK agambl
TEXHUKaNbIK Tacingep MeH KepKeMaik
KypangapblH KOca nanganaHajbi.

L biFapMallblbIKTbIH TEXHUKabIK
aFblH WeBepiKneH WaTacTblipFaHbIMbI3
aypbic emec. CoHAa fa TeEXHUKaNbIK
Kypanaapbl XeTiK MEHFEPMENiHLLE
aBTop 6argapnamMa 6apbiCbiHAA ONbIHbIH,
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HaKTbIbIFbl MEH TEPEHAIMH alla anMaraH
6onap efi. TeneBuaeHMe MEH KMHO,
3KpaHblK KEPKEMAIKTIH Kypanaapsbl
peTiHae, opTaK AYHUEMEH — 63 HerisiHae
— OpTaK «3KpaH TiliMeH» AereH xannol
aTayMeH epekKlueneHei. 3kpaH TiniH
KuHemaTorpad KanbintacTblpFaHbl 6enrini:
TenesuaeHue 6yn Tinai akpaH webepnepi
KanbINTacTblpbIn api KepepMeHIi OHbl
Kabblngayra Topbuenen KomfaHaa nanaa
6onabl [10].

OKpaHHbIH 63iHAEe 66in anbiHaTbIH
KeHicTiKk 6onaTbIHbl 6enrini, TinTi aaewni
6enin KonFaHaan aKpaH KepiHeai.
KWHOKamepaHblH, (TefleKaMepaHblH, Aa)
«Ke3nenTiH Tycbi» 3:4 — Ke TeH 6enikneH
LeKTenin KomblaraH.

JKpaH con coTTe KepceTiNeTiH
ayMarblHa LIEKTENTeH KEHICTIKTEr KepiHicTi
— Kaap aen atanmbl3. KepiHicTiH 3KpaHabIK
Kypaniapbl KWHO MEH TeneBuaeHne —

TEK KEeHICTIKTIK KaHa eMec, YaKbITTblK
KacuneTTtepMeH ae 6ekiTinreH. CoHabIKTaH
[a «Kafp» YFbIMbl Tafbl 6ip KacueT — yaKbIT
KalbIKTbIFbIH, AFHU, 9KpaHAafrbl KOPIHICTIH,
Y3aKTbIFblH KaMTuabl. CoHAan-aK, Kaap
nen dunbMHiH (Hemece 6argapiaMmaHbliH)
6eniri petiHae KaMmepaHblH, «Bip
KapafraHaa» TyCipreHiH ae antambl3 [11].
AFHKW, KaMepaHblIH, Y3iNiCCi3 yMbICbl,
6acKalla anTKaHda, - KWHOKaapAeri 6ip
KOPiHiCTiH 6acblHaH asiFbiHa AEWIH XYpin
OTbIPYbI (HEMECe TeneKamepaHblH, adupre
KOCbINIFaHbl MEH Xxabap asiKTanfaHLa
KOChI/bIN OTbIpFaH yaKbIT Menwepi). MNnaH
nen Kaap iwiHgeri KaMTbl1FaH KepiHICTiH,
ayKbIMbIH anTaMbl3. «[11aH» yFbiMbl
Kamepa MeH TycipineTiH 60/IMbICTbIH

apa KallblKTbIFblIH 0O bEKTUBTIH, K&3iHEH
dpiKapan 6enHeNnenTiH NilWiHHiH HeEMece
3aTTblH KaHLWanbIKTbl KOMaKTbl KOPiHiC
€KeHiH ae 6ingipeni.
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KUHO- U TB-LUOY

K. 3e#Henracguna

Kasaxckas HauuoHanbHas akageMus Uckyccts uM. T. }ypreHoBa (Anmarbl, Ka3axcraH)

AHHOTauHuA

M3 BCEX MCKYCCTB KMHO B/IMKE TENEBUAEHMNIO. ITO 0OBACHAETCA HaIMYMEM IKPaHa U ABYXMEPHOIO,
3aK/II0YEHHOMO B pamMy, ABMIKYLLLErOCS M306paXKeHWs, CONPOBOXAaeMOro 3ByKOM. Ha TeNeBU3MOHHOM 3KpaHe,
KaK MU Ha KUHO3KpaHe, NOCpeCTBOM MPOoeLUpoOBaHUsA U306paeHMI oTpaxaeTcs 06pas3 OKPYKaloLLEro Hac
MaTepuanbHOro Mnpa. TeneBmaeHue Tak e, Kak U KWHO, TOYHO BOCMPOU3BOAMT Ha 3KPaHe TO, YTO Mbl BUAWM.
Moyemy? MNoToMy 4TO TEeNEBUAEHME, KaK M KMHO, 061aAaeT CNOCOOGHOCTLIO K MOHTaxXy. M ecTb oTnnumne mexxay
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MOHTaOM B KMHO 1 TB. MNprHUUnManbHaa cnocobHOCTb TENEBUAEHNUS K MOHTUPOBAHUIO M306paXKeHUs
€CTb O[IHO M3 MaBHbIX 06CTOATENBLCTB, CONUKAIOLWMX Er0 C KNHEMaTorpadom. Paznnune coctout B MeToae,
B cnoco6e MoHTaxa. Ecnv B KMHO HenpepbIBHOCTb MOTOKA M306paXKeHM Ha aKpaHe obycnoBeHa Tem,
4TO NJIEHKY MOXHO pa3pes3aThb U CKNenBaTb, TO B TENEBUAEHWUM OJHO M306paXKeHUE HENPEPBLIBHO cleayeT
3a Apyrum 6narogaps ToMy, H4TO B CTyauMM paboTaloT O4HOBPEMEHHO HECKONbKO KaMep, BK/IOYAEMbIX B
3adup nocnegoBatesnbHO. Ho ¢ No3numm 3puTens pasnuyus 3aech HeT. Hannyune skpaHa 4aeT BO3MOXKHOCTb
co3faarento TeNeBUM3NOHHOM Nepeaayn, Kak U cosgaTenio KUHOOUIbMa (PaBHO KakK M XUBOMUCLLY), «Bblpe3aTb»
NPOCTPAHCTBO, NPEAJIOKUTbL BHUMAHMIO 3pUTENS OFPaHUYEHHbIV €ro y4acToK. M3 3TOro BbITEKaEeT NOHATHE
nnaHa, T. €. KPynHOCTW. KaK 1 KMHO, TeneBmaeH1e CNoCcoGHO NoKa3aTb YeN0BEKA WM NPeAMET B pa3Hom
KPYMHOCTH, B pa3HbiX MacliTabax M306parKeHus.

KnoueBble cnoBa: TeNeBUEHWNE, KUHO, Pa3nnyine, IKpaH, 3BYK, M306paxKeHe, MOHTaX, KMHOMIEHKA,
BUIEOMNNEHKA, Kamepa.

CINEMA AND TV SHOWS

K. Zeinelgabdina
T.Zhurgenov KazNAA, Almaty, Kazakhstan

Abstract

Cinema is closest to televisionoffof all the arts.This is due to the screen and a two-dimensional, enclosed in

a frame moving images accompanied by audio.On the television screen, as on the silver screen by projecting
images there reproduced the image of the material world around us.Television in the same way as cinema
faithfully reproduces on the screen what we see. Why is that? Because television, like movies, has the ability
to cut and edit. And there is a difference between editing in movies and TV. The generic ability of television to
edit the image is one of the principal conditions converging it with cinema.The difference is in the method and
the way of editing. While the movie continuity of images flow on the screen is due to the fact that the film can
be cut and glued, on television one image continually follows another through the work of multiple cameras
in a studio and which are broadcasted sequentially. But from the standpoint of the spectator there are no
differences here.The presence of the screen gives the opportunity both to the creator of a television show and
to the creator of the film (just as to the painter) to cut the space, to offer the spectator a limited segment.The
concept of scene framing stems out from this, i.e. zooming. Just like in movies, the television can show the
person or object in different size, scales of image.

Keywords: television, cinema, difference, screen, sound, image, editing, film, videotape, camera.
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K. xkymaaunnosa'

'Kaszaxckasi HalluOHaJIbHasl aKaleMHst KCKYCCTB HM.
T. )Kyprenosa

(Anmarsl, Kazaxcran)

AKTYANIbHbIE METOAOJIOrMYECKME NPOBJIEMbI APT-MEHEAXXMEHTA

AHHOTauMA

CraTbs NOCBSILEHa PACCMOTPEHMIO aKTyalIbHbIX METOA0NOMMYECKNX NPOGAEM apT-MeHeMKMeEHTa. PacKpbITo
COoAeprKaHWe CpaBHUTENBHO HOBOIO MOHATUS «apT-MEHEMKMEHT» — KaK NpeaMeTa Hay4HOro UccnefoBaHus

W KaK NPaKTUKK. AHaNN3npyeTcs COOTHOLEHNE U B3aUMOCBS3b AMCLMNIMHAPHbIX 061acTen MeHeQKMEHTa 1
apT-MeHeKMEHTa, a TakKe crneundurKa apT-MeHeAKMEHTa MO OTHOLLIEHMIO K APYrMM oTpacnam. Beigensiotes
ycnoBums 1 GaKTopbl, NPU KOTOPLIX YPaBieHWe UCKYCCTBOM CMOCOBGCTBYET AOCTUKEHNIO 06LLECTBOM

CBOMX COLMabHbIX M 9KOHOMMUYECKMX Lienier. B KauecTBe TaKoro ycnoBuMs Ha3blBaeTcst HEO6X0AMMOCTb
co3aHus Tpex moaenen GYHKUMOHMPOBaHUSA XyA0XKECTBEHHON KyNbTypbl: MOAENU, OTpaXKaloLWen peanbHoe
TeYeHue NpoLiecca; «<MaeanbHOM» MOAENN, UCXOASLLEN N3 IKOHOMUYECKUX U COLMANBbHO-KYNBTYPHbIX Lienew

W NPUPOAbI XyAOXKECTBEHHOIO NpoLecca; «onTMManbHOM» MOAENM, NOCTPOEHHON Ha 6a3e NepBbIX ABYX

C YY4ETOM CYLLECTBYIOLLMX OFPAHUYEHNI U BO3MOXXHOCTEN Ha onpeaeneHHbIn nepuoa. laHHas cuctema
mogenemn TpebyeT HanoNHEHUS peasibHbIM COAEPKAHNEM, HTO MOXET 6blTb OCYLLECTB/IEHO TONIbKO Ha

OCHOBE COOTBETCTBYIOLLMX METOA0/IOMMYECKUX, TEOPETUYECKUX U IMMUPUYECKMX UCCe0BaHUI. B aTow
CBAI3M AenaeTcsa NonbITKa onpeaeneHunst HanpasieHU NCCNefoBaHMi B OTEYECTBEHHOM TEOPETUHECKOM
apT-MeHeKMEHTE U 060CHOBbLIBAETCS €ro 3HaYeHMe KaK MyAbTUANCLUMIIMHAPHOM HayKW, MPU3BaHHOM
MHTErPUPOBATb U KOOPAMHUPOBATb KOMMIEKCHbIE UCCNEA0BaHNSA B 06/1aCTW YNPaBIEHUS XyAOXKECTBEHHOWM
KyNbTypOW.

KnoueBble cnoBa: apT-MeHeXKMEHT, MEHEXKMEHT, yNpaBNeHNe, UCKYCCTBO, XyA0XKECTBEHHAs KyNbTypa,
XY[OXECTBEHHbIN Npouecc, GYHKLMM UCKYCCTBA, KOMMIEKCHbIE UCCIEA0BaHUS, MYy/IbTUANCLMIIMHAPHOCTD,
mMogenb GYHKLMOHUPOBAHUS, GYHKLMOHUPOBAHWE XyAOKECTBEHHOM KyMbTypbl.

ApT-MEHEMKMEHT — CPaBHUTENBHO NepCneKTUBHOMY HaNpaBAEHUIO, O HEM
HoBasi 061aCTb HAYKW U MPaKTUKK B CBUAETENLCTBYIOT KOHDEPEHLNU, KPYITble
Halwen cTpaHe. B o6liecTBe HEYKIOHHO CTONbI, MacTep-Knacchl, nepegayum Ha TB,
NOBbILIAETCS UHTEPEC K ITOMY NOCBSILEHHbIE JaHHON TeMe. BarKHbIM
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nokasaresieM 0CO3HaHMa He06X0AUMOCTH
ynpaBfeHus B 06/1acTU UCKYCCTBa
ABNAETCA NOosiB/ieHWe 06pa3oBaTesibHbIX
nporpamMm rno gaHHou cneunanbHOCTH
B By3ax. ApT-MeHePKMEHT CcyLlecTBYeT
KaK caMocToaTeNbHas cneumanbHOCTb
B KPYMHbIX TBOPYECKMX BY3aXx CTPaHbI,
KpoMe TOro, HEKOTOPOe KOMMYeCTBO
KBanMdMKaLMOHHbIX paboT Ha daKybTeTax
MEeHeMKMEHTa 3KOHOMUYECKNX BY30B
06bI4YHO GbIBaeT NOCBALEHO UMEHHO
MeHeXMEHTY B cPepe UCKycCTBa.
TaK»Xe HaKoMJieH onpeaeneHHbIn
OMNbIT B MPaKTUKe apT-MEHEIKMEHTa,
KOTOpbIX NO3BOJISIET AeNaTh NepBble
TeopeTnyeckue 0606ueHns u1 0603HavaTb
npo6nembl. OHaKO U3-3a CIIOXKHOCTH,
MHOrOYPOBHEBOCTU, MHOTOACMEKTHOCTH
U TeOpeTUYECKOM Hepa3paboTaHHOCTH
npo6nemMaTuKu CyllecTByeT U3BECTHas
HecornacoBaHHOCTb B KaTeropusix,
pPa3HOYTEHMS B MOHMMAHWM CYLLLHOCTH
apT-MeHepKMeHTa, GYHKUMHR, npeameTa
N OOBEKTOB €ro AesATeNbHOCTU. ITO
BIMOJIHE ECTECTBEHHO AJ/19 HACTOSLLLErO
3Tana pa3BUTUS Hay4YHOro 3HaHUSA
B JaHHOW ob6nacTn. HepelweHHOCTb
MHOIMX METOA0NOMMYECKNX NPOBSIEM
BbI3bIBAET 3aTPYAHEHHUSA B NPUKIAOHbIX
uccrnefoBaHUsX, YTO B CBOIO o4epelb
OTparKaeTcs Ha OCyLEeCTBIEHUM
NPaKTUYECKOro apT-MeHeKMEHTa.
OnpepeneHHble TeopeTUyecKue
HapabOTKK U NOMbITKM TEOPETUYECKOIO
OCMbICNEHMS CyLLLECTBYIOT. Hanbonee
NPU3HaHHbLIMW TEOPETUKAMM apT-
MeHeaKMeHTa aBasitoTcs PpaHcya Konbep
— npodeccop KynbTYPHOM NONUTUKU
BbicWwen WKoNbl 3KOHOMUKK B MoHpeane
(KaHapga), nagatenb 1 raBHbIM pejakTop
International Journal of Arts Management
n UB OBpap — npodeccop MapKETHHTa,
OIMH U3 pyKoBoauTenen MexayHapoaHom
AccoLuaumnm MeHEXKMEHTa KyNbTypbl U
uckycctaa (AIMAC)[1]. UM npuHagnexut
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60/1blLOE KONMWMYEeCTBO CcTaTen, B T. 4.
«APT-MEHEIKMEHT — HayKa TPEeTbEero
TbiCAYENETUS», B KOTOPOW OHWM MOAbITOXWUIN
JOCTUXKEHUS HAy4YHOro apT-MeHEIKMEHTa,
060CHOBa/NM €ro caMoCTOATENbHOCTb U
JIETUTUMHOCTb KaK Hay4HOW AUCLMMIIUHBI,
0603HauYMNM rpaHunLLbl NPeaMETHOro nons
apT-MeHeMKMeEHTa U onpeaennan ero
3HaYeHUe B CUCTEME COBPEMEHHbIX HayK.

Tem He MeHee A1 LWMPOKOW
06l ECTBEHHOCTH, B T. Y. AesaTenen
MCKYCCTBa, NO-NpexXHeMy ocTtaeTcs
HEesICHbIM BOMPOC, YTO e TaKoe apT-
MEHEeMKMEHT? B yem ero cyuHoCcTb 1
OT/IMYME OT MEHEXKMEHTA APYrMX oTpacnen
(xO39MCTBEHHON, HAYYHO-TEXHUYECKON)?
MHorve nos3uumm 1 B3rnsaabl No-nNpexHemMy
[JUCKYCCUOHHbIE aKe O/ crneLnanncTos,
3aHMMalLWKUXCa apT-MEHEIKMEHTOM Ha
NpPaKTUKE U B TEOPUMW.

CnoBo «art», Kak U3BECTHO, B NepeBoje
O3Ha4aeT UCKyccTBO. O6bEKTOM apT-
MeHemKMmeHTa no @. Konbepy n N. Ispapy
ABMAIOTCH cneayoline BUabl UCKyCcCTBa:
My3blKanbHOE, N306pasuTenbHoe,
TeaTpalibHOE, NUTepaTypHOe, AEKOPATUBHO-
npuKknagHoe, xopeorpadunyeckoe,
apXUTEKTypa, AM3anH, GeLlH-UHOYCTPUS.
TaKKe B KayecTBe CMEXHbIX 06nacTen
OHW Ha3bIBaOT KYNbTYPHbIN TYPU3M,

CMOPT U KOMMYHUWKaLMK, B T. Y. K «<HOBbIE
mMeaunar [2]. K aToMy nepeyHto Mbl MOXeM
no6aBuWTb ayauoBM3yalbHble UCKYCCTBA.
Cnepyet 06paTUTb BHUMaHME Ha TO, YTO
KaXK[bl KOHKPETHbIN BWU UCKYCCTBA
UMEET Pas/InYHbIE }aHpbl, KOTOPbLIE B
pa3Hon GopmMe 1 pa3nnUyHOM CTENEHHU
ocyLecTBNAT UHPOPMaLIMOHHO-
No3HaBaTe/bHYI0, KOMMYHUKATUBHY!IO,
pasBfieKaTteNibHylo 1 ap. pyHKumK. 06
3TOM CBUAETENbCTBYET AMHAMMUKA U
HEepaBHOMEPHOCTb UX Pa3BUTUS, KOraa
TO OJIHW, TO ApPYrMe Bnabl UCKYCCTBa
BbICTYNatoT B UICTOPMUUYECKOM MpoLiecce
Ha nepBbIn NnaH. Bce aTM 0COGEHHOCTH U
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cneumdurKa pasMyHbIX BUAOB UCKYCCTBA
He TOJIbKO B pOpMasibHOM, HO 1 B
coflepraTtenibHOM NiaHe A0/KHbl ObiTh
NPUHATbI BO BHUMAHUE MEHEIKMEHTOM.
B cBoto o4epenb, «<management» —
yrnpaB/ieHne, TaKKe MHOrococtaBHas
W CNIOXHas CTPYKTypa. B Hero BxoasaT
CTpaTerMyecKnin MEHEIKMEHT,
(OUHAHCOBbIN MEHEMKMEHT, MAPKETHUHT,
yrnpaB/ieH1e YenoBe4YeCKMMM pecypcamu
n ap. Cpeactsa, UCMONb3yeMble
MEHEOXMEHTOM, TaKXe pasHoo6pa3Hbl
W, KaK U3BECTHO, MOryT 6bITb
pasgeneHbl Ha opraHn3auMoHHO-
aAMWHUCTPATUBHbIE, IKOHOMUYECKHE,
MHOOPMALIMOHHO-TOFMYECKHNE U
couunanbHo-ncuxonorunyeckue [3].
CpeactBa 3T ABAAOTCHA MHCTPYMEHTaMMU
MEHEKMEHTa CO CBOMMU BHYTPEHHUMM
CBA3AMMU U C/IOKHON nepapxmen.
CooTHeceHMe AaHHOM CTPYKTYPbI CO
CTPYKTYPOH PYHKLIMOHUPOBAHUS UCKYCCTBA
— crneunduryeckasa npobnema apT-
MeHeaKMeHTa. M3 Bcero nepevymcnieHHoro
CTAHOBMWTCS MOHATHA C/IOXHOCTb U
MHOIOrpaHHOCTb apT-MeHeKMeEHTa
KaK HayKu 1 NpaKkTUKK, NO3TOMY
pacnpocTpaHeHHOe npeacTaBneHue

06 apT-MeHEeXKMEHTE TOJIbKO KaK
0 MapKeTUHIe UCKYCCTBa KarKeTcs
CYLECTBEHHO YNpoLLeHHbIM [4].

Ecnv roBopuTh 0 cneunduke
MeHeqKMeHTa MCKYCCTBA MO OTHOLIEHUIO
K APYrMm oTpacnsam (NpOM3BOACTBEHHbIM,
XO39MCTBEHHbIM U Mp.), TO BPSa nu
HanaeTcsa OO6bEKT MEHEMKMEHTA, KOTOPbIN
noao6HO UCKYCCTBY onpeaensncs
Obl 0OAHOBPEMEHHO KaK popma
06LLLECTBEHHOIO CO3HAHMNA U COLIMaNbHbIN
MHCTUTYT B UX TECHOM B3aUMOCBS$I3K [D, C.
221-222]. Takoe onpepaeneHne NCKyccTBa
Aenaet 3aTpyAHUTENIbHbIM MeXaHUYEeCKYo
3KCTpanonsaumo MeToaoB obLLero
MeHeKMeHTa B chepy UCKYCCTBa BBUAY
CJIO¥HOCTW NocneaHero, HEOIHO3Ha4YHOCTH
M MHOroo6pasunsa ero AMHaMU4EeCKMX
CBS3ei ¢ caMbIMW Pa3IMYHbLIMU
coumanbHbIMK daKkTopamu. [Ina 3ajad
yrnpaBJ/IEHUS UCKYCCTBO paccMaTpuBaeTCy,
npexjae Bcero, Kak coumanbHbIi MHCTUTYT,
N UMEHHO C TOYKU 3peHuns yrpaBneHus
OCHOBHasi 3ajlaya 3aK/1l04aeTcs B TOM,
4yTOGbl ONpPeaennTb YCNoBus U GpaKTopsbl,
Npu KOTOPbIX 06LLECTBO MOI0 6bl JOCTUYb
CBOWX 3KOHOMMYECKUX U coLnalibHO-
KYNbTYPHbIX Llenen (PUCYHOK 1).

WUckyccTBo (Art):

Hekommepueckoe (KynbTypa,
nbocrRelleHue. RocnuTaHme)

/

obuwecteeHHOro

ro2uauduma

dopma

KynbtypHaa
noanTUKa

N

9KOHOMUYECKHE U
COLMANIbHO-KY/IbTYPHbIe

\

CoumanbHbli
WUHCTUTYT

YnpasneHue
(Management)ctpat

e

uenu obuwecrea

Pucynok 1. Cxema B3anMOJCHCTBHS apT-MEHEPKMEHTA U KyJIbTYPHOH MOJUTHKH

105



PelieHve aToM 3agayv npeanonaraer,
BO-NepBbIX, UCCNefoBaHNS MO BbISBIEHUIO
peanbHOro TeYEHUs Xy4oKeCcTBEHHOIo
npolecca, ero NPpoTUBOPEUNI U
COBPEMEHHbIX TEHAEHLMN. Bo-BTOPbIX,
HeobXx0AMMbIM CTaHOBMUTCS co3aHune
HEeKOoero TEOPETUYECKOro NpeacTaBieHns
0 XenaeMoM HanpaB/ieHUK U AMHAMWUKE
pa3BUTUSA XYOOKECTBEHHOW KyNbTypbl,
KOTopoe 6b110 6bl NPOAMKTOBAHO KaK
COLManbHO-KYNbTYPHbIMU LENIMU
ob6lecTBa, TaK U MPUPOION CamMoro
UCKyCcCTBa. 3TN TeopeTnyeckme
npeacraBneHns ctanu 6bl MaeanbHOM
MOJIENbIO N OJHOBPEMEHHO KPUTEPHUEM
OLIEHKM CYLLECTBYIOLWErr0 NONOKEHUS
nen B otpacnu. CneayeTt yunTbiBaThb,

YTO UCKYCCTBO BCerfa cylwecTByeT B
peasnbHbIX YCI0BUAX SKOHOMMUYECKOTO,
KYNbTYPHO-UCTOPUYECKOIr0, MaTepmasbHo-
TEXHMYECKOro XxapaKTepa (BKIto4as
KpeaTuUBHbIX NOTeHLKan obLuectea,
KYNbTYPHbIN YPOBEHb ayaUTOPUN U

[p.), KoTopble onpeaensoT peasbHble
BO3MOMXHOCTU [I0CTUKEHWNSA MOCTABIEHHbIX
3aja4, 4eNCTBYIOT HEraTUBHO

MW NO3UTMBHO MO OTHOLLEHUIO K
XYAOXEeCTBEHHOMY MpoLeccy.

Takum o6pas3om, ans peannsauymm
3ajayd ynpasneHns HeobxoamMmo, no
KpanHen mepe, co3aHune Tpex Moaenen
GYHKLMOHNPOBAHNS XyAOKECTBEHHOM
KynbTypbl:

1) M™Mopgenu, oTpaxalolen peanbHoe
Te4yeHune npoLecca;

2) «uaeanbHOM» MOAENN, UCXOAALLEN
N3 3KOHOMWYECKMX U COLIMaNbHO-
KYNbTYPHbIX Lenen 1 npupoasbl
XYOOXECTBEHHOMO NPoLIeCcca;

3) «onTUManbHOW» MOJENN,
NOCTPOEHHOM Ha 6a3e NepBbIX ABYX C
Y4ETOM CYLLECTBYIOLWMX OrPaHUYEHNI K

BO3MOXHOCTEN Ha onpefesieHHbI Nepuoa.

[aHHas cuctema moaenemn tpebyet
HanoJIHEHWA peanbHbIM COJIEPKAHMEM,
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YTO MOET BblTb OCYLECTB/IEHO

TOJIbKO Ha OCHOBE COOTBETCTBYIOLMX
METOA0/I0MMYECKMX, TEOPETUHECKUX

M AIMMUPUYECKUX UCCNEA0BaAHUMN.
Heo6Xx04MMO U3y4eHne NOrmKK pa3BUTUS
XY[IOXECTBEHHOI0O NpoLecca, cnoco6oB

W rpaHuL, BANSHKA Ha Hero. B aTtom

KNtoYe apT-MeHEeXKMEHT BUAUTCH KaK
Hay4YHas cTpaTerusa v TakTuka npoBeaeHus
HEeo6X0AUMOW KYNbTYPHOM MOJIUTUKM.

Kak nssectHo, obuias cxema
®OYHKLMOHMPOBAHUS XyA0XECTBEHHOM
KyNbTYpbl MOXKET ObITb YCNOBHO pa3aeneHa
Ha TPU TECHO CBSA3aHHbIX MEXKAY COO0M
KYNbTYPHbIX 6/10Ka: MPOU3BOACTBO
XYOOXECTBEHHbIX LIEHHOCTEN, MX
CcOXpaHeHue 1 pacnpegeneHue, ux
notpe6nexue [5, c. 223] (PUCYHOK 2).

CTpyKTYypa
$YHKLUMOHUPOBaH

XypoxecTBeHH

na
MapameTpbl ana

<> XapPaKTepPUCTUKKN

[P0 IETeEEE XY/AOKECTBEHHO

KyNbTYpbl

2 J v

<——| Mpoussoactso

CoxpaHeHuve n
<——| pacnpegenenne | <—f

A

l
v

Llenn n GpyHKuUMM ncKyccTBa

MokasaTenun pa3sutuna
(DaKTOpr B3aMMOB/INAHUA

CopepaHue

¢ MoTpebneHve ¢

2. HanpaeneHHoCTb

3. [OuHamuka

1.

Pucynok 2. Cucrema pyHKIHOHUPOBAHUS Xy/l0’KECTBEHHOH
KYJIBTYpbI

Haun6onbline TpyaHOCTHU ang
nccneaoBaHus npeacTtaBnseT
«MPON3BOACTBO», CO3J@aHNE ICTETUYECKOIO
NpoayKTa, CpaBHUTENbHO Nlerye nogaaetcs
N3y4eHunto 610K «NoTpebsieHns» UCKyCcCTBa.

MapameTpamu e, KoTopble
Heo6XoAnMbl 4151 XapaKTEPUCTUKK
coAepxaHus, AMHaMUKK 1 BCErO npoLiecca
B L,e/IOM ABASAIOTCH IKOHOMUYECKNE U
counanbHble Lenn u GyHKLMU UCKYCCTBa,
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noKasaTesin ypoBHS ero pa3Butus, a
TaKXXe COLMOKYbTYPHbIE, MaTepuanbHoO-
TEXHWYECKME, UCTOPUYECKUE U ap.
daKTopbl, BAUSIOLLME HA 3TOT NPOLIECC

W UcnbiTbiBatolLMe Ha cebe obpaTHoe
BAMaHUe. Kaxabii U3 3TUX napameTpoB
MMEET CBOIO C/TIOMXKHYIO CTPYKTYPY, M NO
COEepPKaHUIO OHU MOTYT HE coBNnajaTh B
peanbHOM, <naeanbHOM» U ONTUMaNbHON
MoAensx.

Taknm 06pa3om, naydeHue npobnemsl
OYHKLMOHMPOBAHUS UCKYCCTBA MOXET
ObITb UCCIE0BAHO, C OAHON CTOPOHBI,
Ha YPOBHE, y4UTbIBAKOLWEM crienubUKy
pasfinyHbIX BUAOB UCKYCCTBA, CTPYKTYPY
XY[IOXECTBEHHOIO NPOM3BEAEHMS,
COoLManbHO-MCMXONOrnYyecKme
3aKOHOMEPHOCTU ero co3aHus, ¢ Apyron
— CTPYKTYpPY AYXOBHOIO MUpPa IMYHOCTH.
370 ABNSETCHA OHON U3 BaXKHENLLINX
METOA0/IOrMYECKUX NPOBAEM.

Y710 KacaeTcs M3yyeHnsa obnacTtu
($haKTopOoB, OKa3blBaloLINX BIUSHUE HA
OYHKLMOHUPOBAHME XYN0KECTBEHHOM
KynbTypbl, TO, B NEPBYIO 04epeb,
obpallaeT Ha cebs BHUMaHUE UX
LLUMPOKMI AMana30oH (3IKOHOMUYECKHE,
MaTepuanbHO-TEXHUYECKHE,
COLManbHO-MCMXONOTMYECKME 1 Ap.), UX
pa3Hoob6pasne U MHOrOYUCNEHHOCTb.
TakKe cnegyet UMETb B BUay, 4YTO Ans
KaXao0ro n3 CTPYKTYPHbIX KOMNOHEHTOB
®OYHKLMOHMPOBAHMS UCKYCCTBA
3T GaKTOpbl NPUOBPETAOT CBOU
ocobeHHOoCTU. EcTecTBEHHO, BCe 3T0
npeacraBnseT onpeaeneHHble TPYAHOCTH
NS uccneqoBaHWm, U AN UX yCnewHoro
npeoaosieHns Heob6XxoaMMOo co3aaHune
nepapxum ¢akTopos, NO3BONSAIOLLEN
BblAENATb HAMBONEE 3HAYUMBIE.
3JTa 3agava TakXkKe npeacraBnser
METO/0/IOMMUYECKYIO CNOXKHOCTb.

OaHOWM M3 KIOYEBbIX TEOPETUYECKUX
W NPaKTUYECKNX Npo6NemM ABASETCS
pa3paboTKa KpUTEPHEB OLIEHKM

coumnanbHoOM 3GHEKTUBHOCTH
XY[NOXKECTBEHHOM KyNnbTypbl. Bonee

TOro, caM BOMPOC 0 BO3SMOXHOCTH
dopmannsaumun pesynbsrata BO34ENCTBUSA
NCKYCCTBa, €ro KOJIM4eCTBEHHOM
N3MePEHNUN ABNSIETCS CMOPHbLIM. TeM He
MeHee NnpaKTUKa HacTOMYUBO TpebyeT
OTBETa Ha 3TOT BOMPOC, OCOOEHHO B
KOHTEKCTE PbIHOYHbIX OTHOLLIEHWUI.

MMeHHO pblHOYHasA 3KOHOMMKA
aKTyanusupyet npobaemMy cosfaHus
METOA0B, NO3BONSAIOLLMX CONOCTABNATh
couManbHO-KYbTYPHbIE U AKOHOMUYECKHKE
XapaKTePUCTUKN UCKYCCTBA. Heobxoamnmo
co3aHue MeTo[0/1I0rMU BO3MOXKHOIO
COMNOCTaBNeHUs MaTepuanbHbIX U
[OYXOBHbIX GaKTOPOB U LIEHHOCTEN,

NOMCKa WX «paBHOAENCTBYIOLLEN» B
pa3BUTUU UCKYCCTBA, COOTHECEHMUS
COBOKYMHbIX «3aTpaT» U <KOHEYHOro
adpdeKTa» NPomM3BoOaCTBa U NOTPEONEHUSN
XYAOXKECTBEHHOM KyNbTypbl.

C TOYKM 3peHnd 3ajla4 MEHEIKMEHTA
cnenyet NOAYEPKHYTb, YTO KOHEYHbIM
pe3ynbraToM UccnefoBaHui JoMKHa
cTaTb MHbOPMaLUS, KoTopas byaeT
MHTepnpeTnpoBaHa B yrpaB/IEHYE€CKOM
acnekTe. Hanpumep, B BUaE «<HOPMaTtMBOB»
pacnpeaeneHus n notTpebneHuns
XYAOXKECTBEHHOM KyNbTypbl, MaTepPUasibHO-
TEXHUYECKOro ob6ecneyeHns, Hann4us
YUPEHKOEHUN KYNbTYPbl, BbIIBNEHUS UX
onTUMasnbHOM OpraHM3aLMoHHON GOpPMbI,
KONIMYeCTBa, MPUHLUIMOB UX Pa3MeLLEHMS,
MexaHW3MOB KOOpAWHALMKN pa3HbIX
BW/0OB UCKYCCTBa U Ap. NOKasaTtenemu,
Heo6X0ANMBbIX 191 COOTBETCTBYIOLLEN
KYNbTYPHON NOAUTUKK. [pyrumu
cnoBaMu, pedb naet 06 nHpopmaumm,
KoTopasi, 6yay4u BbipaxeHa Ha A3blke
MeHeMKMeHTa, Cnyxuna 6bl AN NPUHATUS
ynpaB/iEHYECKUX pelleHnin. Bee 310
TpebyeT cepbe3HbIX TEOPETUYECKHMX YCUITUI
W pa3BepTbiBaHUS LIMPOKKUX UCCIEN0BaAHNN
B JaHHOW obnacTu.
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OfHo nnWb nepevuncneHme
HEKOTOPbIX METOAONIOrMYECKUX NPOBIeEM
NoKa3sblBaeT 60/bLUYIO C/IOXKHOCTb
BOMpoOCa, pelleHne KoToporo BO3MOXHO
TOMbKO NPU KOMIMIEKCHOM NOAX0AE U
MYNbTUAUCLUMIIIIMHAPHOM XapaKTepe
ncecneaoBaHun. NMpobnembl 3Tn
MOTYT ObITb pelleHbl COBMECTHbIMMU
YCUNUSMU NpeactaBuTenem pasHblx
HayK: GUNocodun, KybTyposioruu,
COLIMONOTUK, MCUXONOTUKU, IKOHOMUKMH,
UCKyccTBOBeAeHUs u ap. MNpuyem peydb
naeT He 0 MPOCTOM CYMMUPOBaHWKU 3HaAHWN,
a 06 X UHTEerpaLnu n KoopauHaLumu.

BepoAaTHO, UMEHHO apT-MEeHEeKMEHT U
AB/IIETCS TOW cCaMoM 0CO60N Hay4HOM
AVUCUMNIMHON, NPU3BAHHOM CNPaBUTLCS C
3TOM 3aja4ven C yYH4ETOM BCEN CIIOKHOCTH
crneunduKkmn cBoero npeameTta.

Oco3HaHMe HeoBX0AMMOCTH peLleHuns
nepeyncieHHbIX U MHOTUX ApYrmx
METOA0/I0rMYeCKMX Npo6eM agocTuraeT
onpeaeneHHoro ypoBHS 3penocTu.
MO3KHO HaaesATbCs, HTO 0BMEH MHEHUSMHU
No TEOPETUYECKMM NpobnemMam apT-
MEHeXMeHTa NO3BOAUT HAMETUTb
NnepcneKTUBHbIE HanpaBneHUs paboTbl Ha
Gynyulee.
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THE CURRENT ISSUES IN ART MANAGEMENT METHODOLOGY

Zh. Dzhumadilova
T.Zhurgenov Kazakh National Academy of Arts, Aimaty, Kazakhstan

Abstract

The article is devoted to consideration of some topical methodological problems in art management. Article
discloses the contents of the relatively new concept of «arts management» as a subject of scientific research
and as a practice. The relationship and interdependence of disciplinary fields of management and art
management, as well as the specifics of art-management in relation to other industries are examined. There
also highlighted conditions and factors through which managing the art contributes to society in achieving
their social and economic goals.

As such a condition we can nane the need to create three models of the functioning of artistic culture: a
model reflecting the real course of a process; «perfect» model emanating from economic and socio-cultural
objectives and nature of the artistic process; the «optimal» model, built on the basis of the first two, taking
into account existing constraints and opportunities for a certain period.

These system of models require a substance that can only be done on the basis of appropriate
methodological, theoretical and empirical research. In this regard, an attempt is made to define the directions
of theoretical studies in domestic art management and substantiates its importance as a multidisciplinary
science designed to integrate and coordinate integrated studies in management of artistic culture.
Keywords: art management, management, art, artisitc culture, artistic process, art functions, complex
research, multidisciplinary, functioning model, functioning of artistic culture.
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APT-MEHAXXMEHT M3CENIENEPIHIH 94ICHAMA/JbIK ©3EKTUIIII

XK. >xymagunoBa
T. }ypreHoB aTblHAaFbl Ka3ak ynTTblK eHep akagemuscol, Anmatel, KasakcTtaH

AHpaaTna

MakKana apT-meHeaKMeHTTeri 9icHaMaHblH Kenbip ©3eKTi MacenenepiH TanKblnayra apHanfaH. ApT-
MEHEKMEHT FblIbIMWU 3EPTTEY NoHi MeH ToXipnbeci peTiHAe, *aHa TYCIHIKTIH Ma3MyHbl CanbICTbipMaibl
Typae aHbiKTanabl. MEHEAXKMEHT KoHe apT-MeHEeMKMEHT WeHBepiHae e3apa NeHapasblK KapbiM-KaTblHaChI
TangaHagbl, COHOaN-aK apT-MeHeKMEHTTIH 6aFbiThl 6acKa Aa cananapbiMeH 6annaHbICTbl. KoFam e3iHiH,
6acKapy eHepiH, WwapTTapbl MeH daKTopnapbl apKblibl 91€YMETTIK }oHE AKOHOMMUKASbIK MaKcaTTapbiHa
KON XeTKi3yre biKnanblH TUrisedi. MyHAan wapTrapiaH KeniH MiHAETTi TYpAe KOpKeM MOAEHUETTIH, yw
MOAeNbAiK GYHKUMACHIH atan eTy KaXKeT eTefi: Moaenbaep — aFbiMAarbl YPAICTIH WbIHANbINbIFbI; <naeanbibl»
MOAeNbAEP — KOPKEM YPAICiHIH TabUFN cnnaTbl MEH SKOHOMMUKASbIK 9NeyMeTTiK-MaeHu TypFblaa 6arbiTTanybl;
«OnTMMangbl» Moaenbaep — 6enrini 6ip Ke3eH YLLUiH }XoHe affFallKbl EKiKOAaHbICTaFbl MyMKIHAIKTEPI

MEH LIeKTeynepi Heriziae KypblnFaH.byn )yne mogenbaepre FaHa TWICTi, 94iCTEMENIK TEOPUSANbIK KaHe
3IMMNUPUKANBIK 3ePTTeyepre COMKEC, HaKTbl Ma3MYHbIH TOMbIKTbIPYAbI Tanan eTeai. byn 6afbiTTa oTaHabIK
TEOPUSANbIK apT-MEHEPKMEHT KOPKEM MajeHMeT 6ackapy WweHbepiHAe KeweH i FblnbiM peTiHae 6aFbiTTay,
OipiKTipy KoHe 3epTTey 6aFblTTapblH aHblKTayFa yMTblIaabl.

Tipek ce3pep: apT-MeHEeMKMEHT, MEHEIKMEHT, 6acKapy, eHep, KEPKEM MIEHUET, KOKEM YpAic, eHep
QYHKLMACHI, KeLWEeHAi FbTbIMU-3epTTeY, MyNbTUMBHAIK, XYMbIC iCTey MOAENi, KOPKEM MAAEHUET KYMbIChI.

Cgenenus 06 aBrope: Kamuss [ xymanuioBa, crapiiuii npernoaaBartesb
Kazaxckoil HauuoHabHOU akageMuu uckyccts uM.T. )Kyprenona.

Agtop TypaJbl magimer: YKamuis [xymanunosa, T. JKypreHoB aTbIHIAFE
Kazak YJTThIK eHep aKaleMUsIChl, aFa OKbITYLIbI.

Author’s data: Zhamilya Dzhumadilova, senior instructor at T.Zhurgenov
Kazakh National Academy of Arts.
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EXHIBITION OF WORKS OF KANAFIYA OSPANOV DEDICATED TO THE 25TH ANNIVERSARY OF

INDEPENDENCE OF THE RK

Summary

The article reflects on the personal exhibition of works of Kanapiya Ospanov, the famous painter. It reviews

in details the milestones of creative art works of Kanapiya Bozhenuly Ospanov — the painter and the master
of monumental painting arts. Various kinds of visual art works of the artist, including graphics, monumental
painting, artistic stained glass and tapestry and their specific value are analyzed. The article touches upon
creative pursuits and achievements of the arts master and gives a brief review of his latest works. Also the
article gives art studies worldview consideration to some separate works of the painter. The article defines the
role of Kanafiya Ospanov in upbringing his students, being in his academic life, in addition to teaching work, a
special mentor, contributing to formation of the school of national fine arts and painting.

Key words: monumental painting, exhibitions, art, tapestry, image, personality, creative exhibition,fine art,

work.

INTRODUCTION

Independence of Kazakh state provides
for opportuntities to reinstate the vital
heritage of the past in the sphere of
depictive arts. It is not enough to accept
the history of arts that was written up to
this date as a true history of arts. Analyzing
the speed of development of our art, the
professional development of artists and
the evolution of improvement of their
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works may be mentioned as one of the
necessities of current days. Today’s visual
arts of Kazakhstan may be recognized

as equal rivals in the global environment
in terms of characteristic features and
uniqueness. The great contribution to that
in terms of raising and training the first
national arts cadre was made by the whole
history of Union of Artists. Contribution

of Union of Artists was also a reason



for development of many other cultural
spheres. Thus a new process in Kazakh
culture — European-style arts — started to
gain the national ethnic motives [1, p.5].

Founding of Union of Artists of
Kazakhstan created the environment for
professional growth of local masters and
for growth of significance of professional
community of creative artists in the life of
society. As of now the national school of
depictive arts is putting its tireless efforts
to raise the professional arts cadre. The
work being done by T.K. Zhurgenov Kazakh
National Academy of Arts is a perfect
evidence of this. One of the challenges of
this is analyzing and assessing individual
opuses with theoretical depth in the
context of contemporary creative arts
environment. Together with raising the
aesthetical taste and demands and with
advancing the worthwhile works, reopening
and republicizing the opuses of our master
professionals is waiting for the new
worldview searching.

Also the special exhibition being
organized, make a great contribution to
studying and analyzing the new trends
of creative paths of Kazakhstani artists.

In this sense, one of the great traditions
kept by T.K. Zhurgenov Kazakh National
Academy of Arts is hosting the special
creative exhibitions.

In December 2016, a personal art
exhibition of Kanafiya Bozhenuly Ospanov,
the professor of «Painting Arts» department
of T.K Zhurgenev Kazakh National Academy
of Arts, dedicated to the 25th anniversary
of Independence of the Republic of
Kazakhstan was opened. Professor
Ospanov is the member of the Union of
Artists of Kazakhstan, and the exhibition
coinciding with his 75th anniversary
to which he was awarded the lapel pin
«|.Altynsarin For Significant Achievements
in Educating the Younger Generation»

and an «Excellent Educator» rank, was
titled «Bless your child (a dedication to my
mother Rakysh)». The exhibition presented
about seventy creative works of the master,
performed as paintings, graphics, artistic
stained glass and tapestry (Figure 1).

Figure 1.Artist Kanafiya Bozhenuly Ospanov, 2016.

The exhibition was attended by the
community of appreciators of painting arts
as well as by colleagues, students and
special guests of the artist. The artist’'s
daughter Nazgul was among those to make
a congratulation speech at the opening of
the exhibition (Figure 2).

In the welcoming speech at the
exhibition, professor Kabyl Khalykov,

PhD, the Vice-Rector on Research of the
Academy of Arts, especially highlighted
the wisdom and maturity of a celebrant
painter, his thoughtful experience
meanings and the special occasion,

to which the exhibition is dedicated.
Opening of the exhibition coincide with
the 25th anniversary of Independence
of our Republic and was complemented
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Figure 2. Opening of the exhibition. Nazgul Kanafiyakyzy, the artists” daughter, 2016.

memories from creative experience of

the painter. Together with traditional
demonstration of achievements of our
cultural life on the threshold of such
anniversaries, author proves his ability

to show the milestones of his creative
search in other exhibitions to come, and
to continue it in the future with more

than fifty other works. In his academic

life, the painter, in addition to his creative
works, may boast being a great teacher
and a special mentor to his students.
Colleagues of Kanafiya Ospanov especially
highlighted the meaning of his work he
did in the sphere of easel painting on his
own and with his departmental colleagues
— Baitursyn Omirbekov, Alibay Bapanov
and Zhumakyn Kairanbayev. Together they
launched faculties related to fine arts, and
until now work and contribute to train the
new generation. It was said that «Such
special dedicated artwork will never be
forgotten», and the meaning of epochs
and formations, as well as of ideologies
and various opportunities for the work
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of a painter and for his eternal mission.
«Sometimes the artist forms the society
as a personality, and because being the
creative personality, leaves his imprint
in the epoch», said professor KKhalykov,
congratulating the celebrant.

Professor Baitursyn Yeszhanuly
Omirbekov, the Honored Artist of
Kazakhstan and the member of Union
of Artists of Kazakhstan gave a high
evaluation to the painter, as to the
outstanding master contributing a lot to
the development of Kazakh culture. He
also mentioned that this exhibition is the
result of major enthusiasm to life that
always characterized Kanafiya Ospanov.
His colleagues mentioned that bit is always
nice to have him around and expressed
a special appreciation to the painter’s
daughter Nazgul who came to open
the exhibition. In the end of his speech
professor Omirbekov congratulated the
celebrant and wished him in the future to
master even higher peaks of artistic work.

Professor Zhumakyn Kozhagululy
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Kairanbayev, the member of Union

of Artists of Kazakhstanmade an
acknowledgement to the painter as to

the leading patriarch of Kazakh fine arts,
one special person with full merit to be
appreciated and as a very multi-faceted
artist being around us. He also mentioned
that Kanafiya Ospanov is one of the most
advanced representatives of the national
school of fine arts, and that students

who took classes from his studio are now
forming the cohort of recognized artists of
the country.

Bolat Turgynbai, the Chair of the
Monumental Arts Department and the
member of Union of Artists of Kazakhstan
told that he defended his diploma under
supervision of Kanafiya Ospanov and
that the great painter was the one to
show him his way through life and arts.
He mentioned that his mentor is among
those who, during difficult times, were
able to contest to find the special national
way of arts and culture. Highlighting
that because of having such decisive
figures in all spheres we were able to gain
independence, he wished the creative path
of the painter to continue further on.

In his speech Kanafiya Ospanov said:
«Since | am the person being sprung from
my people, | always supported topics
relevant to our nation. | tried to depict all
problems and challenges of our people
that I felt with the bottom of my soul. |
always believed it is my duty to keep the
reputation of our people high. There are
lots of things in our history and culture
worth being proud of. Kazakh people
raised statesmen, hero sans scholars. In
each of my works | gave a special meaning
to depict the true image of Kazakh ethnic
elements. | will unyieldingly advance
our national values. | always wanted to
demonstrate to the world that Kazakh
people have got their own character and

look, different from others, and | pu all my
might to work this path through». This way
he finalized his speech and expressed
gratitude to those who came to enjoy his
exhibition.

Professor Kanafiya Ospanoy, the
Member of Union of Artists of Kazakhstan
and the Professor of T.Zhurgenov Kazakh
National Academy of Arts was born on
November 23, 1941 in Karaotkel village
of Zerendi district of Kokshetau region. In
1964-1967 he studied in Almaty College of
Fine Arts, and then in 1967-1972 he was
refining his professional knowledge in the
Fine Arts Faculty of Moscow Technology
Institute.

Since the middle of 1972, with a
special dedication to Kazakh ethnic topics,
he expressed himself in water colors,
in graphics, in monumental painting,
producing meaningful works, also putting
his efforts to ornamental tapestry. In 1975,
after taking and active part in republican,
regional and international art exhibitions,
festivals and symposia, by the decision
of presidium of Unions of Artists of USSR
and of Kazakhstan he was accepted
to both as the member of monumental
arts section. Kanafiya Ospanov, gained
a major experience while refining his
professionalism in Moscow monumental
arts section in Russia. The painter often
depicts ethnic-style heroes and beauties |
his works. His today’s works are presented
in this personal exhibition of the master
artist.

Another great work of the artists,
demonstrated at the exhibition is titled
«Homage to Abai’s Songs». Here the artist
places the portrait of the great poet Abai
to the compositional center of his work
(Figure 3). The artists is trying to bring to
the attention of viewers his own admiration
with eternal values expressed in Abai’s
writings. The flight of a golden eagle, the
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impetuous race of a stallion leave the
impression of making a journey to the
world of Abai’s poems just in one complex
depiction.

Figure 3. «Homage to Abai’s Songs», 1995.

The artistic way of the painter was
majorly influenced by his qualities of
enthusiasm and thrift. His truly artistic
works represent the soul of the nation, and
while looking at them one can enjoy the
combination of authentic Kazakh ethnic
style and the author’s honest dedication
to it. It is especially seen major projects of
depicting the Kazakh national traditions
through the way of monumental arts.

The artistic path of this outstanding
painter is to depict the images and
personalities related to Kazakh national
history and culture. It is especially seen
from the portrait of people’s music
composer N.Tlendiyev, in which the painter
made an outstanding effort to disclose
the musician’s inner world (Figure 4). The
painter was able to beautifullu harmonize
the creative wit and the deep thinking in
this portrait. The impression is that in the
portrait the composer looks in the future,
with the effort of introducing a new opus
to the audience. It is also notable that the
painter tried to make this portrait resemble
the true look of Nurgisa Tlendiyev as
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powerfully as possible.

The creative way of the artist vividly
resembles the way of art development of
the country. Deep and tender love to native
land and people, in-depth understanding
of people’s aspirations, efforts to educate
the future generations of the country in
compliance with the highest spiritual
standards on the grounds of experience
of past historical epochs — this all may
be recognized as the major trends in the
painter’s artworks.

Figure4.Composer N. Tlendiyev, 2010.

When we take the approach that each
opus will find its audience, then quite a
reasonable piece of work at the exhibition
is «<Kazakh People» executed in colorful
graphic style (Figure 5). In the self-portrait
performed in a realistic manner we can
also notice the resemblance to Kazakh
Khans and famous members of Kazakh
society. Among them there is also a world
champion boxer Bekzat Sattarkhanov.
The left part of the painting is taken by the
beautiful stallion, which we believe is the
legendary Kulager — the racing stallion
of the poet Akan Seri. The painter also
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Figure 5. «Kazakh People» coloriul graphic, 2002.

dedicated his other works to the image of
Kulager.

The next piece of work based on the
topic of depicting the images of the
great intellectuals of Kazakh people is
the pattern for tapestry titled «The Trip of
Shokan Valikhanov to Kashgaria» (Figure
6). The main character is placed to the very
center of the composition. The manuscript
held in his hands demonstrates that since
very young age Shokan was determined
to be scholar. In general, the composition
may be viewed as divided into three parts.
The left part tells about the trip of the
scholar to Kashgaria. The right part depicts
Ethnography that Shokan have studied and
researched. The central part is filled with
the portrait of the great scholar’s self. The
picture is resolved in a straight format.

The creative path of the artists bears a
huge resemblance to the actual trend of
national arts. The deep and tender love to
native land and its people, understanding
the people’s aspirations with the bottom of
the artist’s soul and the desire to raise the

v KPP A\
Figure6. «The trip of Shokan Valikhanov to Kashgaria»
pattern for tapestry, 1990.

future generations of the nation in accord
with the high values of historical and
cultural traditions and on their grounds can
be named as the main principle of life and
creative work efforts of the artrist.

The vitality of arts of Kanafiya Ospanov
is measured be the pieces works that he
presents to the people. His monumental-
decorative works serve as special artistic
beautifications of public edifices in many
cities and districts of our Republic (Figures
7-8).

In Almaty city (KIMEP University
building) «The Steppe Balld», in Southern
Kazakhstan (Glavrishoz building) «Labor»,
«The History of Kazakhstan’s Medicine»
(Republican Sanitary-Epidemiological
Station, Aimaty), «My native land» (The
Culture Palace in Arkalyk city) and other
state-of-the-art works are, performed
according to impeccable standards and
are recognized to be especially valuable
(Figure 9). In the breakthrough works
of the artist one can see the holistic
depiction of Kazakh ethnic personality,
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Figure 7. «Decorative composition» monumental-decorative work. 2016.

Figure 8. «Decorative composition» monumental-decorative
work. 2016.

surrounded by the natural beauty of

environment in it's greatness and richness.

Various man-made beautiful things and
artworks, ornaments, music, as well as
the inspiration and infinite energy that
gave birth to creating all this — all is the
impact of greatness and diversity of nature
and its power. The natural springs share
their secrets, forests play their tunes in
the wind, and the floating rivers sing their
melodies. Artist, depicting the images
of nature, vividly expresses the feeling
of grassy steppe and the beauty of its
vastness. With mastership he uses brown
and blue colors to express the nuances of
light and air.

One of the main directions of artist’s
works is the art of tapestry. In this regards
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Figure 9. Mosaic on the wall of Palace of Culture of Maikotov
village, 1990.

the artist’s mastery reaches the highest
peaks of professionalism, seizes one’s
mind with unforgettable composing and
color solutions that excite the imagination.
Many of his works are widely recognized
as valuable property of many public and
private organizations or became the
museum showpieces and prove that
Kazakh tapestry art may on its national
level boast the fruitful creative search

and outstanding artworks. It is especially
notable on the example of one of such
tapestry works - «Labor and Happiness»
(Figure 10). The composition fo tapestry
depicts the Kazakh youngsters in their
bright future, happy with their unity. The
work and its characters powerfully express
that the whole happiness like that is
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brought only through industrious labor.

The artist performed this tapestry all in a
harminized arm color solution. It can be
said that this work is very meaningful from
the viewpoint of upbringing the youngsters.

Figure 10. K.Ospanov. «Labor and Happiness». Tapestry,
1988

Ethnic motives are disclosed in such
tapestries as <My Kazakhstan» (Hotel
Kazakhstan, Almaty city), <Kazhymukan»
(secondary school of Kokshetau city)
«Tune» and «Poetry» being showpieces
in the A.Kasteyev State Museum of Arts.
Their compositional structure also is in
compliance with the ethnic depiction
motives. The tapestry work titled «The
Sheepherder’s Song» is a very vital artwork,
beautifully characteristic to Kazakh people.
The linear depiction solutions in the
compositional structure of tapestry speak
the secrets of everyday life, traditions and
customs of Kazakhs (Figure11).

Figure 11.«The Sheepherder’s Song».Tapestry, 1989.

Also, it is true that his many graphical
and water color works, being full of deep
lyrism, by their chamber composure
disclose the unity of author’s and viewer’s
esthetic emotions, infinitely widen the

outlook of our cultural space.

Together with his fruitful creative work,
K.B. Ospanov since 1978 is doing his
teaching work in T. Zhurgenov Kazakh
National Academy of Arts (the former
tehatre and Cinematography Institute)
(Photo 12).

That year, according to the Enactment
as of May 30 of the Council of Ministers
of Kazakh SSR, the Faculty of Fine Arts
and Sculpture was created in AiImaty.

The professors included such famous
artists and scholars as Y. Serkebayey,
B.Omirbekov, D. Suleyev, K.Tynybekov
and many others. The first intake cohort
amounted to 35 students [2, p.11].

Forming the specific worldview towards
native arts and upbringing the young
talents is the duty of each outstanding
teacher. K. Ospanov is one of such
outstanding mentors. The students raised
by his example, taking classes in his art
studio are now joining the cohort of artists
that make valuable contribution to Kazakh
fine arts.

Figure 12. Kanafiya Ospanov and other Academy professors in
the exhibition hall, 2016.

Art grows from one’s life and
environment. Nowadays, together with
many priority endeavors in the era of
globalization, we pay a great attention
to national, cultural and spiritual values
while specifically resolving the issue
of education. It is doubtless that the
challenge of training students with cultural
heritage and spiritual values via fine
arts and in developing their intellectual
richness is one of the most relevant issues.
Philosophically analyzing the art works
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inherited from our ancestors, disclose
their true meaning and trying to stimulate
student’s personal development of the
grounds of that requires a great deal of
responsibility. The master tirelessly pus
his efforts to development of powers of
Kazakh fine arts sphere. Therefore, it is
said that the national identity starts with
arts [3, p.65].

Conclusion.

We can proudly state that the works of
K.B. Ospanov are showcased in private
museum collections of such countries as
South Korea, Japan, Italy and America.
Kanafiya Ospanov is the outstanding artist
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KAHANWA OCMAHOBTbIH KP TOYEJICISAINHE 25 XXblJ1 TOJIYbIHA APHAFAH WbIFAPMALLBIIbIK

KOPMECI

J1.9.KenxxeGaeBa
T.K.KypreHos atbiHaarbl Ka3¥OA, Anmatbl, KasaKkctaH

AnpaTna

Makanaga TaHbiMan cypeTwi KaHanua OcnaHoBTbIH, YXEKe WblFapMallbl/iblK KEPMECi *aWnbl Co3 Ko3fanabl.
OHfAa cypeTLli, MOHYMeHTanabl KECKiHaeme eHepiHiH webepi OcnaHoB KaHanusa BexkeHyblHbIH, KOPKEM
WblFapMalLLblIblK €HOEKTEPIHAET XETICTIKTEPI XaH-KaKTbl KapacTbipbliaabl. Kepmeae yCbiHbINFaH cypeTLli
WblFapMallblbIFbIHAAFbI 6EMHEeNney eHepiHiH TYpAi canacbl: rpaduKka, MOHYMEHTaNAbl KECKIHAEME, KOPKEM

BUTPaX }oHe robeneH KacibiH MeHrepyiHaeri e3iHAiK KYHAbINbIFbI TanKblnaHaabl. KbliKanam neciHii 6enHeney

©HEepi KOoNbIHAAFbI i3AEHICTEPI MEH KETICTIKTEPiIHE TOKTaNa OTbipa KEWIHT WbiFapMallbliblK eHOEKTEPiIHE
Xannbliama Wwony xacanblHagbl. CoHAan-aK CypeTLiHiH, 6ip KaTap XeKe TyblHAblapblHa 6HEPTAHYLWbIUIbIK
Ke3KapacTblK Tangaynap 6epineai. KaHanua OcnaHOBTbIH, akagemusaaarbl FYMbIPbI WblFapMallblblFbIMEH

KaTap yCTa3ablK €TyAEH XanblKNanTbiH, epeKLue ToniMrepniri anTblna oTblpa GYriHri YATTbIK 6eHeney eHepiHiH

MeKTe6iH KanbinTacTblpyAaFbl KOCKaH YNeCi anbl C63 Ko3FasblM, WaKipT Topbueneyaeri poni ankplHaanagbl.
Tipek ce3pep: MOHyMeHTanAbl KECKiHAeMe, robenieH, CypeTLi, Ty/Fa, WbiFapMallbliblK Kepme, 6enHeney

©eHepI, TybIHAbI.
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BbICTABKA NPOU3BEAEHUA KAHANUU OCNAHOBA, MOCBSILLEHHAS 25-IETUIO
HE3ABUCUMOCTHU PECNNYBJINKU KA3AXCTAH

J1. A. Ken)xxe6aeBa
Kagzaxckasi HauMoHanbHas akagemusa nckyccts um. T. }ypreHosa (Anmatbl, KasaxcTtaH)

AHHOTauuA

B paHHOM cTaTbe paccmaTpuBaeTcs NepcoHanbHas BbiCTaBKa M3BECTHOMO XyAOXHUKa KaHanuu boxkeHynbl
OcnaHoBa. Ha 1061nenHon BbiCTaBKe Obliv NpeacTaBieHbl paboTbl XyA0XKHWKa, OXBaTblBaloLWME pasnnyHble
BUbl U306Pa3UTENIbHOIO UCKYCCTBA, TaKWE KaK rpadmKa, MOHyMeHTabHas MUBOMWUCb, FO6eNeH U
XYAOXECTBEHHbIN BUTPa. [lJaeTcs noapo6HbIA MCKYCCTBOBEYECKUIM aHanu3 rno oTae/bHbiM Buaam paboT
XYAOXHWKa. NpocnermBaeTcs TBOPHECKMIM NyTb U MOUCKU XYAOXKHUKa B 06/1aCTU N306pa3unTeNbHOro
nckycctBa KasaxctaHa. Onpegensetcsa ponb npenogasatenbckon gestenosHoctn K. OcnaHoBa B
$opMMpoBaHNM COBPEMEHHON HaLMOHaNbHON XyAOXKECTBEHHOM WKOMbl KadaxcTaHa, a Takxe ero Bknaj B
BOCMUTaHWE MONOAbIX NMOKOJIEHUI XyAOKHUKOB aKageMnu.

KnoueBble cnoBa: MOHYMEHTaNIbHas *KMUBOMUCb, FOGENEH, XYAOXHWK, TMYHOCTb, TBOPYECKAs BbICTaBKa,
n306pa3unTeNibHoe UCKYCCTBO, MPOM3BEAEHME.
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A. Zhanbyrshiyeva
THE CREATIVE GROWTH OF MARAT OMIRSERIKULY AYNEKOV

r

Figure 1. Aynekov M. The monument of Aliya Moldagulova in —— -
Novosokolniki, Pskov (1979). s S B

Figure 2. Aynekov M. Magzhan Zhumabayev Monument in
Petropavlovsk (1992).

Figure 3. Aynekov M. "Portrait of Nurmukhan Zhanturin" Figure 4. Aynekov M. Portrait of "Indira Gandhi", wood.
(1983). (1992).
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K.Zh.Tulakbayeva, M.M.Magzumov
FEATURES OF MODERN DEVELOPMENT OF KAZAKH NATIONAL ART OF KNITTING

i i

=

Figure 2. Shymchii. Fragment. XX century, Zhamby! oblast.

|;l“m!. ; ‘? it {! *

State museum of art of the Republic of Kazakhstan named
after A. Kasteyev.

Figure 1. Shymchii. Local museum of history of Torgay oblast.

Figure. 3. A modern methqd of knitting lelii panel.The process Figure 4. A modern chii panelis on the process of knitting.The
fromdiploma work of Kumisbekova Moldir, superviser process from diploma work of Kumisbekova Moldir, superviser
Bazarbayeva R.E. 2016. Bazarbayeva R.E. 2016.

Figure 5. «Anar» chii panel of the tutor of Kazakh National Figure 6. Chii panel of the student of Kazakh National
Academy of Arts named after T. Zhurgenov Doszhanov Academy of Arts named after T. Zhurgenov Bakyrdanova
Bauyrzhan. 2012. Aigerim. 2014.
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Figure 7. «Omir ozen» chii panel of the teacher of Kazakh National Academy of Arts named after T. Zhurgenov Doszhanov
Bauyrzhan. 2013.

L.A. Kenzhebayeva

EXHIBITION OF WORKS OF KANAFIYA OSPANOV DEDICATED TO THE 25TH
ANNIVERSARY OF INDEPEN-DENCE OF THE RK

Figure 12. Kanafiya Ospanov and other Academy professors in
the exhibition hall, 2016.

Figure 11.«The Sheepherder’s Song».Tapestry, 1989.
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Figure 5. «Kazakh People» coloriul graphic, 2002.

Figure 7. «Decorative composition» monumental-decorative work. 2016.

Figure 8. «Decorative composition» monumental-decorative Figure 9. Mosaic on the wall of Palace of Culture of Maikotov
work. 2016. village, 1990.
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Figure 10. K.Ospanov. «Labor and Happiness». Tapestry, 1988
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