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SUFISM
AND
PARASUFISM

SHAKHIMARDEN KUSAINOV !
1T. K. Zhurgenov Kazakh National Academy of Arts
(Almaty, Kazakhstan)

SUFISM AND PARASUFISM

Abstract

This article critically considers the definition of Sufism as mystic Islam and provides an alternative
definition of Sufism as the Tarikat Islam. It points out that Sufi brotherhoods with a tarikat doctrine — the Path
to God through ascetism, seclusion, and prayers with rhythmic body motions, have almost disappeared by the
19th century. They were replaced by the brotherhoods that used the Sufi terminology and attributes, but had
goals distinct from those of sufi. Such parasufi currents were Muridism (where sheikhs used their disciples as
warriors for Islamic ideals), Ishanism (where sheikhs organised communities of their followers as economic

corporations) and Dervishism (degraded mystic form of sufism).
Keywords: sufizm, tarikat doctrine, cathegories, zahira, batina, mystisism, muridism, ishaism,

dervishism.
Introduction and works of third-tier Sufis seem to have
Scientists and researchers have been already been studied (this is particularly
studying Sufism for more than three proven in the monographs by Schimmel
centuries now. Despite the fact that (1999) and Knysh (1991), but the question
major scientists such as Goldziher, Meier, “What does Sufism mean?” remains
Massignon, Tsvetkov, Bertels and others unanswered, in our opinion. This is
have studied it, this sphere is still at a perhaps explained by the fact that Sufism
descriptive stage. Forms and functions has always had hidden details (esoteric

of even insignificant Sufi brotherhoods points) in fundamentally open Islam.



Scientists still prefer to notice external
features of Sufism, which Sufis call zahira,
and only few of them have managed to
penetrate the internal, hidden essence of
Sufism — batina. Even if such attempts
have been successful, as a rule, scientists
prefer to trust what they saw — not

what they felt. This corresponded to the
principles of science in Europe.

Methods

The first European and Russian
researchers of Sufism tried to understand
the form that emerged in the Arab-Persian
space through philosophical ideas of
ancient Greek philosophical schools
and universities of the Roman-Christian
world. One of the most competent
researchers of Sufism, Knysh, believed
that the serious academic study of Sufism
in Europe started with the publication
of a monograph in Latin by German
Professor of Theology, Tholluck (1821). The
theologian, believing that both the Prophet
Muhammad and the Arab people in general
were inclined to the monastic lifestyle,
concluded that the origins of Sufism
stemmed from mysticism of the founder
of Islam [1, 116 p.]. Many researches of
Islam think that Palmer’s poor Eastern
Mysticism work in 1867 finally attached
a tag of mysticism to Sufism in European
academic circles, but it did not close
the issue. Natalia Chalisova, in her work
dedicated to the pillar of Sufism, Farid ad-
din Attar, noted that the 20th century had
ended with fruitless attempts to determine
Sufism and ironically spoke in favour of
determining Sufism as “mystic Islam” [2,
141p.].

Radtke wrote that in non-Arab
regions, the mistaken and deliberately
wrong interpretation of Islam had been
particularly concentrated around Sufi
schools. He explained the reasons for this

state of affairs as the laziness of mind
with which a person understands new
ideas and the fact that many scientists
still study Massighon’s book Essai sur
les origines du lexigue technigue de

la mystigue musulmane, published

in 1922. He specified that there was
another explanation — while studying
one set of mass literature on Sufism and
its problems, it was hard to avoid the
influence of those writers who did not
understand what Sufism was. In short,
certain schools believed that an object
of mysticism was mystic, which was
mystification [3, 70—-71 pp.].

Knysh, warning against the
absolutisation of the diversity and multi-
faceted-ness of Sufi schools, noted
that the uniting pivot in Sufism is the
concept of the “path” (at-tarik), which
leads a person through moral and
ethical purification, self-control and self-
perfection to the understanding of the
high truths. “This concept is ideal and in
practice it is very often perverted, but it
is permanently present in all phenomena
related to Sufism” [1, 174 p.]. In his other
monograph, Muslim Mysticism, Knysh
compares the levels of the tarikat with
a triad of Christian (Catholic) mysticism
— via purgative, via illuminativa and inio
mystica [1, 349 p.]. At the same time, he
wrote that various Sufi philosophers had
their own understanding of the levels of
the tarikat, which makes any comparison
with the Catholic triad incorrect at the very
least. Moreover, the levels of the Sufi path,
mentioned by Knysh, - “Sharia — tarika
— hakika” and “Islam — iman — ishan”

— are nothing but the very outer cover of
Sufism, which aimed to protect Sufis from
attacks by orthodox mullahs who tried to
accuse Sufis of heresy, clearly read in the
deliberate mention of Sharia and Islam —
the original and key terms for Muslims — in
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these formulas. Actually, the stages of the
tarikat include stops — makama and are
not limited to the number 3. Since they
are all arranged internally and based on
practical use, they are not limited to the
borders of Islam and are more likely to

be a basis for Sharia laws rather than a
superstructure built on them.

Results

In order to understand genuine Sufism,
we should return to its fundamental
principles. Modern “Encyclopaedia of
Sufism” specifies five aims that a person
who chose the Sufi path sets for himself:

1. Purifying soul and revising it;

2. Aiming to please Allah;

3. Adherence to poverty and necessity;

4. Fostering love and mercy in the heart
of a religious follower;

5. Embellishing human personality with
all beautiful qualities, the prophet called
for [4, 10 p.].

We can see that that all five aims,
according to the religious vertical, are
clear and do not cause any mystical
associations.

We should also note that Sufi
theoreticians and those who practised
it had high esteem for Sharia laws,
citing Prophet Muhammad’s hadith:
“Sharia is my words [akwali], tarika is my
actions [amali] and hakika is my internal
state [ahwali].” [5, 83 p.] Sharia calls
for the clear and undistorted fulfiiment
of traditional Muslim rites, which are
far from any mystic practices. Forward
claimed that Sufism was not rootless,
individualistic and unclear beliefs and
customs. The language of the Koran and
devotion to the Prophet prescribes it, he
said [6, 67 p.]. Makdisi said that Sufism
from the very beginning was part of Islamic
traditionalism: there had never been the
problem of unorthodox Sufism. It grew as

the flesh and blood of orthodox Islam and
its security was ensured by the hadiths, the
most orthodox Muslim science. In addition
to hadiths, there is another sign — Islamic
jurisprudence, in which Sufis had always
been present [7, 182 p.].

Expressions of Sufi sheikhs can hardly
be used for the scientific determinations
of Sufi and tasawwuf, which amounted
to 1,000 in mediaeval ages, according
to Abu Mansur abd al-Bagdata (died in
429/1038) [8, 152 p.]. Aimost all of them
were more metaphors than scientific terms
and were emotional as Ibn Gajib’s saying;:
“Sufism is the heart of Islam” [8, 14 p.].

Discussion

Out of all states, the most enigmatic
and unreal is closeness to God (al-kubra).
However, if we thoroughly study the
definition of al-kubra given by at-Tusi,
the imaginary mystical mist blows away
immediately. It says: “The state of the
slave’s closeness [to God] means that he
proves with his heart Allah’s closeness
to him and then approaches Him through
obeying Him and his full concentration
before His face, always mentioning Him in
his heart and in reality” [9, 150 p.]. More
simply, this is the usual state of a person
who believes in One God deeply.

However, let us not concentrate on the
number of various stages (we understand
that any numbers are zahira), because
any discussion about this, to one extent
or another, divides and dilutes the holistic
structure in which they all are present and
which make up the tarikat.

We believe that researchers’ lack
of attention to the concept of the tarik
as something that defines the essence
of Sufism, led to the situation in which
those, who clearly retracted from Sufi
fundamentals but continued to persuade
themselves and people around that they



were Sufis, were regarded as Sufis. As a
result, in Europe, Sufi started to be treated
as a product of a Syrian monastic order,
as a mixture of Buddhism and Islam, and
as Muslim pantheism. However, many
scientists regarded Sufism as mystic Islam.

We think that Sufism should be defined
as the tarikat Islam — Islam leading to God.
The translation is literal but does not fully
reflect the meaning of the word tarikat,
a more precise translation would be:
personal Islam leading to God.

We think the lack of attention to
the concept of tarika was crucial in the
beginning of understanding of this religious
phenomenon and it makes it possible to
see the difference between present Sufi
schools and ancient Sufi brotherhoods that
have transformed into other organisations
now but are still regarded as Sufi.

Sufi schools can be compared to the
university departments. After the death
of their genius teacher, who established
a certain current, his place is occupied
by a talented and well-educated closest
disciple, who will manage to preserve the
high standards set by his teacher for some
time. Then new generations come — they
are not just uncreative but are unaware
how the Teacher worked when he was
alive, so the status of the department goes
down, while his ideas are distorted, if not
disappear altogether. Only the name of the
department remains. A similar process
took place in Sufi schools.

The vertical of tarika, along which the
sheikh led his disciples, took the form of
a pyramid of power of Sufi leaders over
the members of the school and even the
population of the surrounding community
(sometimes the number of these
communities reached dozens of thousands
of people); silsila — a spiritual chain of
esoteric knowledge that linked the Teacher
with his disciples from time to time — broke
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and was replaced by the oaths of loyalty
and even the pagan incantations; the
community life was transformed into an
economically isolated community in which
everyone worked for one treasury.

Goldziher saw trends in the Sufism
of 19th century that decayed the value
system due to gaps in capacity —
spiritual, intellectual and power [10, 26
p.]. Petrushevski believed that after Ibn
Arabi, Jalaladdin Rumi, Abd ar-Razzak
Kashani and other great sheikhs, Sufism
apparently did not create anything new
or original in the sphere of ideas and
although it expanded, it was based on
old ideas and headed for decline. After
genius founders of Sufi brotherhoods
died, many followers returned to the
orthodox forms of Islam. However, there
were also groups that acquired features
alien to religious organizations. Certain
influential dervish orders after the 14th
century got rich thanks to the donations
and the endowments of land that were
fixed by wakf and immunity papers by
the authorities, while roaming dervishes
increasingly turned into the poor that had
no relation to Sufi ideas. Petrushevski
wrote: “Another form of the decline and
decay of Sufism was some orders (or
their branches) turned into some kind of
military-knight orders which replaced Sufi
ideas of spiritual perfection by the fanatical
ideas of jihad and under the cover of a
holy war raided infidels (Georgia, North
Caucasus, Rus, Buddhist people, India and
so on) with practically one aim of getting
hold of rich military hauls and prisoner
slaves. This is what precisely happened to
the Shia order of Sefeviya” [10, 148-149
pp.].

Prominent Egyptian Sufi Sheikh ash-
Sharani (died in 1565), in his book The
Scales of Imperfect People, noted: “Many
people call themselves Sufis in our time
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and lay their claims to the highest level of
holiness, while they are more mistaken
than sheep... As soon as one of them
receives permission from their imperfect
sheikh to gather people for prayers... bless
people... (or) even without receiving such
permission or hear in his cell a mysterious
voice of a demon or a devil, he regards
themselves holy men and start gathering
crowds of followers from ordinary people
and craftsmen.... He tells people that any
person... should have a teacher. After
trapping them, he eats their meat and
bread and assumes the role of a teacher
who has known Allah...” [11, 184 p.].

In the Poem about hidden sense Sufi
the poet Jalaladdin Rumi wrote about
Sufis: “It often happens in this poor life/
The light of truth is their only food./
However, there only few Sufis/Who live
only for the light of truth./All others aim at
the flesh, Although they are proud of just
brothers” [12, 44 p.].

In the past three centuries, many Sufi
orders transformed into trade-intermediary
networks, political organisations, centres
of national self-determination and military
resistance to the foreign influence. Sheikhs
of the Bektashiya order, for example,
represented the interests of conservative
military in the Ottoman Empire. We all have
grounds to agree with Idris Shah’s idea
that freemason lodges are Christianised
Sufi brotherhoods [12, 50 p.].

The most well-known of Para-Sufi
currents are Ishanism, Muridism and
Dervishism. Muridism emerged as a
response to the Christian empires’ colonial
policy. Knysh, discussing the activities of
North Caucasus sheikhs, noted that it was
hard or even impossible to identify clear
dependence between the teachings of Sufi
brotherhoods and their political positions
on European colonial powers. It seems
that Sufi ideas and values as such had an

indirect and insignificant impact on the
political activities of Sufi sheikhs in various
historical circumstances. It is remarkable
that Sayyid Jamaladdin, who led a real Sufi
lifestyle based on ascetism, isolation from
a mundane vanity and Sufi meditation,
introduced the founders of North
Caucasus Muridism, Gazi Muhammad

and young Shamil, to Sufism. He also
condemned Shamil’s jihad and urged his
followers to work on internal perfection,
not be preoccupied with a military fight.
Knysh noted that Caucasian Muridism
was actually interpreted as the regional
manifestation of neo-Sufi ideology [1, 340,
341, 347 pp.]

While agreeing with Knysh, we should
note that neo-Sufism is too indefinite term
and is now applied to Western European
Sufism with equally unclear criteria. That is
why we think that North Caucasus Sufism
of the 18th—-19th centuries, like Central
Asian Sufism of the early 20th century
should be defined as parasufi currents
in the form of Muridism. The main idea
in Muridism is jihad against infidels, with
inevitable bloodshed, which is absolutely
contradictory to the Path — the tarikat — of
genuine Sufis.

As for Dervishism, we should remember
that the title of dervish initially had a high
status. Abu Sa’id Abi-I-Hayyr (died in 1049)
urged everyone who searched for the
path to God to lead it through dervishes,
because they are gates to Him, in Persian:
“dar-e vay ishan” [13, 106 p.].

Many of those who called themselves
Sufis due to various circumstances (usually
due to a thick internal structure) started
confusing Sufi Path, which means the
movement of a human soul along the
vertical to God, with roaming on Earth.
Dervishism is perhaps an acceptable form
of the degeneration and decay of Sufi
brotherhoods. Sufi Path to God means the
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movement of a human soul, while his body
can permanently remain in a cell. However,
many Muslims who wanted to become
Sufis due to various circumstances started
to regard Sufi Path as roaming on the
Earth. Of course, roaming dervishes played
a remarkable missionary role in territories
that were not covered or covered formally
by Islam, but mixing with pagans and
semi-pagans for decades, they themselves
acquired mystic elements of local shaman
or heretic teachings. Most likely, it is
precisely them who gave rise to the idea of
mysticism among the first Europeans who
showed interest in Sufism, because mixing
zikr and kamlaniya can indeed cause
strange impressions.

We think that dervishes were a key
factor in the development of the cult of
Muslim saints in Kazakhstan. We can also
add that like any other classification of
public movements, our attempt to identify
various currents and aspects in parasufism
is conditional. In peaceful times, Muridism
was more like Ishanism, while ishans could
lead military detachments when military
conflicts broke out in their territories. For
example, according to Krymskiy, in the
Russian Empire, Central Asian dervishes
took part in both the Andijan rebellion in
1899 and the mutinies among nomads
[14, 96 p.]. However, we can say one thing
with confidence: that Muridism, Ishanism
and Dervishism stopped meeting criteria of
genuine Sufism.

As for ascetism, not all Sufis were
ascetics — for example, Sufis of the
Nakshbandiya order believed that
modesty in material consumption was
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WaxumappaeH KycalbiHoB
T. K. KypreHoB aTbiHAarbl Ka3akK yATTblK 6HEP aKaAeMMUSIChI

(Anmarel, KazaKctaH)

CYDOU3M KOHE NAPACYDU3M

Axpatna

Byn Makanaga cyduamai MUCTUKanbIK UCNaM peTiHAe aHblKTay Typanbl CbiHM Ke3Kapac 6asiHaaNnfFaH aHe
COMbIIbIKTbIH, TAPUKATTbIK (KyAanabl i3AenTiH) ucnam peTiHge 6anamMa aHbiKTamachl 6epinreH. TapuKkart »onbl
JOKTPUHACbIMEH COMblI/blK aFalblHAAPbl — aCKETU3M, aFbl3AbIK XXoHe bipFaKTbl AeHE KO3FanblCTapbiMeH
Kynanra anapatbiH *on — XIX Facbipaa AepiK *KOMbIIbIN KETKEHAIriH KepceTegi. LbiHanbl ncnamasl
napacyduinblK aFanblHAap anMacTbipAbl, 0ap ConblIbIK TEPMUHAEP MEH aTpubyTTapabl KoAAaHbIM, OHbI
KonaaHa 6epyae, 6ipak conblblK i3aeywinepaeH esrelwe Makcatrapra ne 6onabl. OnapaplH KatapbiHa
MYpPUON3M (LLEeNXTap 63a4€epiHiH CTyAEHTTEPIH COFbICKa UCNaM AiHiHIH naeangapsbl YWiH Xiéepeai), niwaHmam
(3KOHOMMKanbIK GipnecTiKTep TYPiHAE WeNXTePAi KaybiMAACTbIPY) XOHE AepBULLN3M (MUCTULIU3MHIH XOFapbl
[AeHreni 6ap conblNbIKTbIH TO3FaH Typi) XKatagpl.
Tipek ce3pep: cydu3m, TapuKar inimaepi, Kateropusanap, 3axvp, 6atmHa, MUCTULLM3M, MYPULU3M, ULLAHU3M,

JEPBULIN3M.
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WaxumappaeH KycanHoB
Kasaxckasa HaynoHasnbHasa akagemus uckycctB uM. T.K. XKypreHoBa

(Anmarsl, KasaKctaH)

CY®OU3M U NAPACYOU3M

AHHOTauMA

B naHHOM cTaTbe M3naraeTcs KPUTUYECKUI B3NS Ha onpeaeneHune cyduama Kak MUCTUHECKOTO
ncnama v faetcs anbTepHaTtMBHOE onpeaesieHne cybuama Kak TapuKaTcKoro (6oromcKkaTenbHoro) ucnamMa.
YKasblBaeT, 4To CypUMCKMe 6paTcTBa C JOKTPUHON TapuKaTa-nyTb K bory Yepes ackeTusam, yeanHeHne u
MOJIUTBbI C PUTMUYHBLIMU ABUKEHUAMMU TENA-NOYTH ncHesnu K XIX BeKy. NogMHHbIM ncnam 6bin 3aMeHeH
napacybuncKknummn 6paTtcBamm, KOTOpblEe UCMONb30BaIN U NPOAOSIKAIOT UCMONb30BaTh CYPUNCKYIO
TEPMUHONOTMUIO U aTPUBYThI, HO UMENW LieNK, OTAIMYHbIE OT CYDUMCKUX BOroMCKaTeNbCKUX. K HUM OTHOCATCA
MIOPUAM3M (HanpaB/iieHUE LenXxaMn CBOMX YHEHUKOB Ha BOMHY 3a AKOObl UClaMCKUe naeasnol), UaHU3Mm
(opraHmMzauus wemnxamu 06LLMH B BUAE IKOHOMUYECKUX KOpNopaLnin) n 4epBULLM3M (erpagmpoBasLuas
dopma cydur3ma ¢ BbICOKUM YPOBHEM MUCTULM3MA).
KnoueBblie cnoBa: cyhuam, JOKTPUHbI TapuKaT, KaTeropmu, 3axup, 6atmHa, MUCTULIU3M, MIOPUAN3M,

WIWaHWU3M, JEPBULLN3M.
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TRADITIONAL RESIDENTIAL INTERIOR AS THE BASIS FOR FORMING
CULTURAL IDENTITY

Abstract

The interior is a very important area in a person's life. Everything that surrounds us affects our
perception, behaviour, and thinking. That's why a residential interior is an important stimulus in a person's
life. Here we must keep in mind that the geographical environment, climate, and landscape determine a
lot in the formation of the type of home. The nature of the area affects the formation of national and ethnic
characteristics, the character and thinking of the people, affecting the adaptive-adaptive function, adapting
the surrounding nature to man and, above all, man to nature.

It depends on what the interior of a person is like from early childhood and how their cultural identity
will be formed. As you can see, different cultures lead to different types of interior design. However, there
are initially common features that allow you to establish contacts and be the basis for understanding and
interacting with each other people from different regions and cultures, which is facilitated by the cultural
identity of the individual formed on the basis of the interior.

Keywords: identity, residential interior, traditional dwellings of Africa, Asia, the Far East, Europe, Macedonia,

Russia.

Introduction of communication, etc. This expression

In Romania and Moldova there is a is closely related to the proverb: «Ziua se
widespread expression «shapte an de kunoshte de diminyatse»: the day is known
akase». It means the following: the first by what morning is. One of such forms
seven years of life, spent in the father’s that determine the whole future life can be
house, determine the entire future life of considered the interior of the dwelling in

a person, influencing his behavior, forms which the child is formed.
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Caves served as the first human
dwellings. However, even at a very early
stage, people have been building shelters
for themselves. Louis Leakey found in
Africa the remains of a dwelling built
50,000 years ago. A pavement of 20
square meters was made from several
hundred pieces of lava. From the same
lava, supports were made for poles,
on which animal skins were secured.
Such dwellings resemble chums. Such
temporary dwellings were erected only for a
few days in a year.

Caves are empty or partly water-filled
spaces in the earth. In the prehistoric era,
caves served as human dwellings. The
first man, driven by cold and rain, took
refuge, following the example of animals,
in crevices, among stones and in caves.
Once inside the cave, he inevitably looked
at it, estimated its size and correlated it
with the outside world. Thus, he began to
distinguish between internal and external
space. This inner space was cozy, dark, like
the space in the womb, which gave rise to
a sense of security. Coming out of the cave,
he sees a hole that leads inside. Here one
can take refuge in case of bad weather
next time. Gradually, a model emerges, the
codified conception of shelter — whether
he uses the cave or not. U. Eco writes: «At
this stage, it is not difficult to convey the
model of the cave to the peers with the
help of graphic signs. The iconic code is
generated by the architectural code, and
the “cave principle” becomes the subject
of communicative exchange» [1, p. 205].

Later, huts appeared (400-200
thousand years ago). The oval (14.7 m
long, 4 to 6 m wide) was laid out with
stones — props, next to which stakes and
branches were stuck, forming walls. The
roof was propped up with tree trunks. In
the middle was a hearth. Such a dwelling
served as a bedroom, a workshop, and
a kitchen. In the same period, dugouts
began to be built in places with a more
severe climate. The dug hole was covered
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with a roll of poles or logs. A whole clan,
many families lived in such dugouts.
Individual families were housed in niches
dug in the ground. They entered such a
structure through a hole in the roof. Doors
appeared first. Windows are thousands of
years younger than doors. «lt turned out
that they are almost eight thousand years
old» [2, p. 90]. Gradually the hearth turned
into a kitchen, a bed into a bedroom.

Methods

The article uses the methods of
philosophy and cultural studies. The work
is based on system and comparative
analyzes. At the same time, the methods
of such sciences as regional studies,
anthropology, ethnography and art history
were used.

Results

Interior of nomadic peoples

One of the types of dwellings of
nomadic pastoralists is the yurt. According
to the use of the main types of dwellings,
all nomadic pastoralists living on a vast
territory of steppes, semi-deserts, deserts
from North Africa in the west to Central
Asia in the east, can be divided into
residents of tents and residents of yurts.

A common type of dwelling for nomadic
pastoralists of North Africa, Western Asia,
and parts of Central Asia is a tent. Many
nomadic peoples, however, prefer yurts,
which are widespread in Central Asia, parts
of Central Asia, and South Siberia. Yurts
differ significantly from tents. The woolen
tent has a large spreading area. It is found
among nomads and semi-nomads in the
Algerian Atlas, in Morocco, Tunisia and
Libya, Egypt, in the Nile Valley. It is also
used in North and Central Arabia, and
itis used by Kurdish mountain nomads
in Turkey, Iran, and Iraq. The Lurs and
Bakhtiars of the Iranian plateau, the
Pashtuns and Baluchis of Afghanistan and
the nomadic pastoralists of the Tibetan
plateau, differ\ in that their tents are

Central Asian Journal of Art Studies 5/ 3. September 2020



covered not with goat, as usual, but with
yak hair. The outer shape of the tent is
always individual for each area, although
its design is similar everywhere. «In the
countries of the Maghreb it (a tent — S. M.)
has a square shape, lower than that of the
Arab Bedouins, and the Tibetans crown
the tents with a gabled roof. The Kurds are
laying stones at the base. Such a rather
solid dwelling protects the inhabitants
well from snowfall» [3, p. 68]. All tent
structures, regardless of region, coincide
that the wind-sheltered side remains open
throughout the day. On hot days, two sides
of the tents are opened. This is done so
that the wind can pass freely through the
entire tent. During sandstorms, the posts
are tilted, the ropes are reinforced from
below with stones and the tent becomes
streamlined. In North Africa, the tent is
made of two types, although they are
similar in appearance. Summer ones are
covered with a light cloth, winter ones are
covered with goat hair. The service life of
the tent covering is 12 years. An unused
tent is rolled up and stored until needed.

The yurt is a capacious container of
traditional culture. The movable grates of
the yurt made it possible to disassemble
and install it within an hour. It could be
made higher and lower, bigger or smaller,
depending on specific needs. The size of
the dwelling was determined by the height
of the person. One example of a yurt is the
Buryat yurt.

The interior of the Buryat yurt is strictly
regulated. It is always oriented along the
north-south axis. The entrance is on the
south side. The north side was considered
honorable. It was there that the altar was
located, where the guests of honor were
seated. Inside, to the left of the door, there
are saddles, harness, the owner’s hunting
equipment, bow, and arrows. Further,
on the same side of the yurt, there were
chests where felt beds were folded into
bales. Next to the chests were wooden
buckets and leather wineskins with

fermented milk. On the right side of the
yurt, the female side, unmarried women
and the owner’s daughters slept. Closer to
the exit were tables, shelves with wooden
dishes, food supplies, wooden buckets for
milking, and other items of female labor.
There were also elongated wooden boxes
in the yurt, in which food or clothes were
stored, but if necessary served as seats or
couches. There was a hearth in the center
of the yurt. They settled down around the
hearth, slept on couches along the walls.
The smoke from the hearth went into

the hole above. The upper opening was
closed with a hexagonal felt lid with a rope.
When they wanted the yurt to be lighter

or warmer, they pulled this rope. A ray of
light passing through the hole became the
arrow of the dial, which was represented
by the yurt. Time was measured when the
sun was at the altar, at the head of the
bed, or elsewhere. Here, in the Buryat yurt,
there were the guardians of the clan — the
ongons, later — the Buddhist altar. On the
western side of the yurt, one could see a
leather mill. When wooden architecture
was mastered, the Buryats continued to
build yurts — octangular, hexangular, and
then quadrangular. In the center remained
a square earthen area for the hearth.

The front door was still facing south. The
roofs of wooden yurts were covered with a
layer of turf, the windows were shuttered
with the cleaned peritoneum of domestic
animals. The Buryat family lived undivided.
Four-generation families of up to 60 people
met. Each married son had a separate yurt
next to his parents’ yurt. (The word «marriage»
is literally translated «to acquire a yurt»).

Discussion

The traditional dwellings of the peoples
of America are close to the yurt. In Alaska,
northern Canada and the Greenland
coastline were populations known as the
Eskimos. Their summer dwellings were a
cone of poles covered with skins or birch
bark. Winter dugouts were with one or two
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living quarters and a utility vestibule. The
living quarters were heated and lit with fat
stone lamps. There were sleeping bunks
here. During the decampments, igloos
were set up — temporary dwellings made of
snow blocks. Inside them, a living chamber
was built from skin canopy. Igloo is a house
made of ice bricks in the form of a round
sphere with a low entrance, into which

you have to crawl. Zacarius Kuhnuk’s

film «Atanarjuat: The Fast Runner», which
won the 2002 Cannes Film Festival prize,
depicts the world of the Inuit (Eskimos),

an ethnic group of American Alaska. The
film shows the construction of the igloo,

its interior. Igloos are also characteristic of
the Aleuts on the shores of the Bering Bay.
But the igloos were built differently among
these peoples.

The Eskimos stack the slabs of snow
on top of each other in such a way as to
end up with a dome-hemisphere. The
height of the built housing is two meters,
and the diameter is three to four meters.
To strengthen the walls, a stone lamp
with burning seal fat is brought into the
constructed structure. Due to the heat
generated by the lamp, the snow melts
on the inner surfaces of the built igloo.
After that, cold air is vented into the
room, which turns the thawed water into
ice, which holds the snow bricks into a
monolith. Usually two families live in such
aroom. This is done in order to keep warm.
Therefore, on an area of 8-10sg. ma
large number of people warm their homes
with their warmth. In winter, the igloo is
entered through the floor. A long tunnel
dug in the snow leads to an entrance in
the floor. In summer, an entrance is made
into the igloo in the wall near the floor. Ice
walls let in daylight, but nowadays holes
are made in them and they are laid with
thin sheets of ice or transparent intestines
of animals (as on the island of Baffin’s
Land). According to Yu. V. Bromley and
R. G. Podolny — «this is, most likely, an
innovation, inspired by familiarity with
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European dwellings» [4, p. 37]. Inside the
igloo, snow bunks are made, on which
people lie, sit, eat, store clothes and
weapons, lamps, etc. All «furniture» is
covered with furs and leather.

Numerous tribes of Indians lived in
the forested regions of North America,
belonging to two large families of
languages — Alkino in the east and
Athapaskan in the west and in the middle
of the habitat. Their winter dwellings were
in the form of rectangular semi-dugouts
deepened into the ground with several
living and utility chambers. The entrance
was arranged in the form of a shallow
tunnel. In the center there was a stone
hearth. The smoke hole, if necessary, was
shuttered with a leather cover. In such a
dwelling, 5-10 families spent the winter.
Among the Athapaskans, the «tipi» dwelling
was widespread — a cone-shaped building.
This is a structure that was built from a
cone-shaped wooden frame, on which
animal skins were stretched (in winter),
or covered with birch bark (in summer). In
such a dwelling, the hearth was located in
the center. The northwest coast of America
was inhabited by the Aleuts, Tlingits,
Haida, Salish, Wakashi, etc. Their dwelling
was a large room recessed into the ground,
over which towered a structure on wooden
posts, covered with a wooden roof with two
slopes. Plank bunks were made along the
walls. Each family had a bedroom, which
was separated from the others by a plank
partition or mat. There was a common
hearth in the middle of the house. In
addition, each family had its own hearth
[5, pp. 12-15].

In Africa we see completely different
types of dwellings.

Nomad dwellings are represented by
easily portable tent or marquee. <Among
the Moors and Arab tribes it is “felidge”,
among the Tuaregs it is “ehan”» [6, p.
161]. The coverings are made of woolen or
carpet cloth. Tuaregs make such coverings
from 30 to 40 sewn square pieces of
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leather. The man occupies the eastern half
of the tent, the woman — the western. On
the male side, they keep a camel saddle,
weapons, saddlebags. Bags with clothes
and personal belongings, food, kitchen
utensils are hung on props on the female
side.

Arabs, Nubians, Nilots live in Sudan.
The Nilots’ dwelling is «round, with a
cone-shaped thatched roof. The walls are
covered with a mixture of clay and chopped
straw» [6, p. 165].

The traditional rural dwelling in Ethiopia
is tukul. It is a round hut with a cone-
shaped thatched roof. Its roof is supported
by a pillar, the top of which, in order to
protect from rainwater, ends with a clay
top. There are beds inside. They represent
a wooden frame with short legs tied with
straps. In the interior of such a hut there
is also a table — a basket with a lid and a
wide round base. Such a table is made of
leather or wickered of straw. «Traditional
etiquette requires feeding the guest from
the hands of the host, putting pieces of
food directly into the guest's mouth» [6,

p. 167]. Quadrangular dwellings are also
widespread, the frame of which consists
of a wicker base coated with clay. The roof
of such dwellings is flat or gable; there is a
door and glazed windows. In hot mountain
areas, one of the walls is formed by a rock,
to which other walls are attached. A gallery
is being built around the house, designed
to create coolness in it.

The interior of a dwelling in the Far
East

A completely different type of home is in
Japan. The main building material here is
wood. The main material of the reference
interior is polished unpainted wood and
paper. The stable part that defines the
interior is the floor. It is completely covered
with tatami mats, which fit tightly to each
other. There is a slatted floor under the
tatami. When cleaning the tatami, they
lift and shake off the dust under it. Twice

a year the tatami is removed, taken out
into the street, ventilated, knocked out,
and the debris accumulated at the base of
the floor is removed. The tatami surface is
kept clean at all times. The tatami-covered
floor is divided into several sections with
wooden beams, which are smoothed

flush with the tatami. They correspond to
the same beams in the ceiling. «<Fusuman»
moves along the grooves of these bars.
These are wooden frames, pasted over on
both sides with thick cardboard. Sliding
checkered frames — «shoji» move along
these grooves. Behind the shoji grooves,
there is a wider slot for <amado» wooden
plank shields that slide in at night or in
rainy or cold weather.

There is almost no furniture, and
bedding and utensils are put away in
closets. Unlike the European dwelling,
which is divided into rooms with a specific
functional purpose, the Japanese dwelling
can be divided into different planning
options several times a day. A sleeping
mattress is put at night, a table is placed
during meals, which is then removed to
the storage. In the furniture, the bed is
almost never found, even now. They eat
while sitting on the floor in front of a very
low table. So the floor serves as the main
place of exercising everyday functions.
People sit either on mats, or on «dzabuton»
cotton cushions or wicker cushions
made of straw or grass, with their legs
bent under them. Thick wadded sleeping
mattresses are spread out on the floor.
They are covered with wadded almost
square «futon» blankets. A small pillow is
placed under the head. In the old days, a
wooden lacquered stand with a soft roller
was placed under the head. Now it is used
by women with an old hairstyle. The ideal
interior was only available for rich class. An
ideal interior is characterized by a view of
the garden that must open from the room.
The characteristic and central detail of the
interior is the «tokonomav. This is a niche
where exquisite decorations are located —
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a scroll with a painting, a vase of flowers.
There may be another niche next to it
with Z-shaped shelves at different levels
on which art objects are placed. Another
ceremonial element of the Japanese
interior is the Buddhist altar «<butsudan»,
placed against the wall. In addition, the
interior also includes a «seinzukuri» non-
sliding window for reading with good
lighting.

The floor in the bathroom is wooden,
in the restroom is wooden or mat. The old
toilet in a peasant dwelling was located
under the same roof and on the same level
with the living quarters [7, pp. 104-110].

The old Japanese bathtub is very
peculiar. This is a large barrel with a
vertical pipe on the side. Hot coals are put
into the furnace under it. Thus, the water
heats up, like in a samovar. The Japanese
bathe in very hot water. In the villages,
baths are taken by seniority — first the
head of the family, then everyone else. The
guest is given priority. Before the bath, they
wash thoroughly with soap. A wall-hung
washbasin is used for washing.

There are no stoves in the Japanese
dwelling, with the exception of settlements
in Hokkaido. They are heated in winter with
portable braziers «hibachi» made of metal,
clay or porcelain, which are filled with
coals. In Hokkaido and northern Honshu,
iron stoves are used. There is a widespread
«irori» hearth cut into the floor, similar
to the adobe hearths of pile dwellings
in Southeast Asia. But if there they are
heated with wood and a spark extinguisher
is hung over them, then the «rori» are
heated with charcoal and do not give
sparks, but the screen («<hidana») is still
hung over it and is used, as in pile houses,
for drying food. Very small <hibachis» in a
faience case — «anka» were placed under
a blanket to warm the bed. There are
also «kairo» pocket braziers, the size of a
cigarette case. A coal dust cigarette in a
paper wrapper burns in them. «Kairo» are
compatible only with the national costume,
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in which they are put in the sleeves or in
the belt. Currently they are falling out of
use. The traditional type of heating method
is «kotatsu». It is an in-depth hearth cut
into the floor, similar to «irori». A semblance
of a table is placed over it, which is covered
with a large wadded blanket. Family
members sit around him it hiding their legs
under a blanket, or even lowering them
into a recess in the hearth and wrapping a
blanket around their waist. In addition to
the «hori-kotatsu» or «kiri-kotatsu» cut into
the floor, «oki-kotatsu» are also used. These
are ordinary «hibachi», which are placed

on the floor, but a table is placed over it,

as well as over the «kiri-kotatsu». The top
surface of a «kotatsu» table is usually not
solid, but slatted. A smooth square board
is placed on top of the blanket when eating
or working. In many ways, such a device
resembles the Central Asian «sandal». A.

S. Arutyunov explains this similarity by

the partial similarity of natural conditions
(Japan is located in the same latitudes

as Afghanistan, Syria, Tunisia, South
Turkmenistan and Turkey). Also, by the
development of contacts that began in the
4th-5th centuries. [8, pp, 94-95].

After the revolution of 1868, which
opened the way for the Europeanization of
Japanese life, European styles dominated
the construction of public buildings for
a long time. Now engineers develop
buildings that meet modern requirements.
But the house, as a rule, is a synthesis of
traditions from different eras and regions
of Japan. Takeshi Kitana’'s films provide an
insight into modern Japanese dwellings.

In fact, a modern interior is never
as empty and spacious as it should be
according to the standard. The bed is not
always removed for the day. The dining
table «tsukue» is placed on its side against
the wall between meals. It is now more
massive than the traditional low, individual
Zen tables used in good society. If earlier
they wrote with a feather, sitting on the
floor, at the «seinzukuri», now they use

Central Asian Journal of Art Studies 5/ 3. September 2020



modern writing instruments. They require
chairs and high tables to work with. These
pieces of furniture, even folding ones,

are found in many homes, even in the
countryside. In more prosperous families,
there are already many such items. This
leads to the fact that the floor area covered
with «tatami» is reduced. The area of bare
wood floor or covered with linoleum is
expanding.

If for a European there is one type of
surface — the ground and the floor of the
home, on which they walk in shoes. The
Japanese, on the other hand, distinguishes
between three types of surface: unclean,
semi-clean and clean. The unclean
surface is soil and parquet. They walk on
them in shoes. The semi-clean surface
is a polished floor, a carpet, on which
one walks only in slippers, but does not
sit. A clean surface — mats on which you
can sit, lie, and walk only in socks (less
often — barefoot). In the lavatory, they use
wooden sandals there, as the floor there is
considered an unclean surface.

The Japanese specificity with regard
to the floor is that it must be at the same
level of cleanliness as the surface of the
furniture in the European home - tables,
seats, shelves. In a modern house,
the bathroom, even if it is Japanese, is
equipped with a mirror, additional taps
with a sink. The level of the premises is
below the residential level, but above
the ground. A small dressing room with a
slatted floor and shelves for linen is being
made nearby. These rooms are separated
by plywood doors of the «shoji» type.

In general, changes in the interior of a
Japanese house occur under the influence
of constructive technigues inherent in

the western interior. A desk and a chair,
which are not typical of the traditional
Japanese interior, enter everyday life. In
modern apartments, meal is taken in the
kitchen. In large apartments, there are
often musical instruments, a sideboard

in the living room, guests are welcome

here, which is not accepted due to the
impossibility of paying attention to the
guest in a traditional interior. Therefore,
guests are more often invited to a
restaurant. There is an obvious interaction
of different trends in modern Japanese
interior design.

Residential interior in Europe

Itis clear that a completely different
interior took shape in Europe. In folk
architecture, mass dwellings have
changed little over the centuries. That is
why they stood aside from the change in
architectural styles. In the north-east of
Europe, in the Scandinavian and Baltic
countries, they were built mainly from
wood. But the construction techniques
were different from those used by the
eastern neighbors. Finns, Ugric tribes,
Eastern Slavs and Caucasian highlanders
built log cabins by laying horizontal logs,
which were connected at the corners of the
building with a mutual cut. Scandinavians
and Balts, in order to save money, split
logs into boards and filled a wooden
half-timbered house with them. In the
northern regions of Germany and France,
in Holland and England, where wood was
in short supply, the walls of the building
were filled with small stone laid on clay,
and a half-timbered lattice stood out on
the plastered and whitewashed facades.
The houses were facing the street with
their end faces. The facade of the building
was narrow, with a sharp triangular crown
of a gable roof. The height of the attic
could accommodate two or even three
floors, the windows of which overlooked
the front facade. English architecture is
characterized by the method of forming
volumes composed of separate elements
attached to each other, which contributed
to its connection with the garden, which
was considered an indispensable part of
the dwelling. An integral part of the English
residential building is the hall, which is
a vast room, always with a fireplace and
a staircase leading to the second floor,
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where the bedrooms are located. In the
popular dwelling of France, the upper part
of the building has a jagged silhouette with
numerous projections. If the house was
not one-storey, then a tower-like staircase
extension with a hipped roof adjoined the
facade.

Due to the long Turkish rule,
Macedonian cities acquired an oriental
appearance — houses with overhanging
second and third floors, crooked narrow
streets. The most primitive dwelling of the
Macedonians survived until the beginning
of the 20th century. It is a single-chamber
structure, divided into two parts by a
low partition. People lived in one, cattle
were in the other. The open hearth was
burned with black smoke. The floor was
earthen. The walls were covered with clay,
there was no ceiling. Two-storey houses
are characteristic of Macedonia, which
is explained by the mountainous terrain.
The top floor is similar to the layout of
a one-storey house (which is quite rare
in Macedonia) in the Shtipa area: itis a
rectangle divided into four parts. One part
is the kitchen, the other two are the living
rooms, the fourth is the open sector, which
includes the doors of all three rooms. In
the mountains, the attic is made closed,
there in the warm season they work, rest
and sleep, receive guests, hold gatherings.
The lower floor, which is built on a sloping
ground, has a smaller area than the upper
one. There is a winter kitchen where the
elderly sleep in winter, utility rooms and a
stall. Previously, the peasant family dined
at a low round table, sitting on cushions
on the floor. The chairs were only in the
guest room. They were placed along the
walls around a bright carpet. Wardrobes
and chests served for storing bed linen and
dishes. Along the walls there were shelves
with copper and earthenware dishes. The
boardwalks were used for sleeping, they
also received guests. In our time, such
houses can be found in the mountains,
mainly the dwelling is furnished with urban
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furniture, the old interior furnishings have
been preserved little and partially.

In Hungary, Czechoslovakia, Romania,
Bulgaria, Ukraine, premises and facades
of houses were covered with bright
paintings. In ancient times, the dwelling of
the Eastern Slavs consisted of one room,
in which the family and often cattle were
located. Mainly in the north and in the
wooded middle lane, houses were built
of wood. Dugouts were built in the forest-
steppe. Such dwellings were deepened
in the ground and covered with a gable
roof. In addition, the walls of the houses
were made of wicker, coated with clay. In
the premises in Ukraine, in South-Eastern
Europe, the stove was covered with
painting. It was believed that the image of
the sacred symbols of the god of fire (he
is also the sun god, the god of thunder)
promotes well-being. Another type of
housing has become widespread as well.
It was formed in the following way: next
to the dwelling house, a utility was set up,
the space between which was covered by
a canopy (Russian word seni — a hallway
is derived from sen — a canopy). Over
time, this space began to be fenced with
walls and it turned into a hallway. Such a
dwelling was common among Russians,
Belarusians and Ukrainians. For the
Ukrainian hut, three sections of the house
are characteristic: residential, utility and
canopy between them. The Russian hut
was made a log cabin. The room was called
«klet» (a room). Housing was located here.
Under it — in the basement — there were
utility rooms. The logs fit tightly together.

A carpenter, or building joiner, is a person
who joins logs tightly for a log-house. Three
features were decisive for the layout of

the interior: the location of the stove, the
location of the front corner, the direction in
which the mouth of the stove was turned.
In the northern house, the stove was
located near the entrance, it was made on
a solid wooden forehearth casing — the
base. In the common space, the stove
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occupied about a quarter. Sometimes it
was used as a bath. A «golbets» was made
near the stove — a low box with a door
and a staircase to the basement. In every
house there was a washbasin by the stove
or by the door. In summer, the washbasin
was taken out of the house and hung
outside at the entrance to the house. A
washbasin is “a clay or cast-iron pot with
spouts on two opposite sides and ears on
the other two. The washbasin is hung by
the ears on a rope. To wash your hands

or face, you need to press on one of the
spouts of the washbasin. When enough
water is poured into the palm, the spout
is released and the pot takes a normal
position» [9, p. 281]. The floor was made
in two layers. Chopping blocks of a clean
floor are dry, even, and were laid from the
edges to the center of the hut. «Vorontsy»
is a wide bearing beam, reinforced in the
upper part of the hut, going from the wall
to the oven for the main support for the
beds and the oven. At the junction of the
beam there are corners. Each of them has
its own name - stove, woman'’s kut, red,
back (at the entrance, above the beds).
The red corner, the central and honorable
place in the hut, was illuminated more than
other corners. It housed an icon-case, a
table, icons, a Bible, prayer books, a cross,
candles, lithographs of Russian tsars,

and later photographs of deceased family
members. «Babi kut» («\woman’s corner»,
«shomnosha», «<zadoski», «<zapechye») is

a purely female part of the hut. Utensils,
dishes, hand millstones were kept here,
and a special cabinet was installed here,
the panels of which were covered with
free brush painting or images of lions,
flowers, geometric ornaments. The most
important element of the hut interior was
the table. Its place in the space of the hut
was constant. The table was placed with
the narrow side along the floorboards,
with the narrow side against the western
wall of the hut. The place at the table

was an indicator of a person’s family and

social status. The table is one of the most
significant items of peasant life from a
ritual point of view. It has a significant
place in the wedding and funeral rites [10,
p. 153]. The tablecloth was also given

a sacred meaning. The tablecloth was

not always covered, but only in ritually
marked cases. During the wedding feast,
the tablecloth was turned inside out so
that there was no damage to the young
marrieds [11, p. 120]. For Russians, the
tablecloth was laid on the table only on
special occasions, for the Karelians it was
unacceptable to sit at a table not covered
with a tablecloth [10, p. 102]. Kitchenware
were subdivided into everyday and festive.
Dinner utensils consisted of a large
earthen or wooden bowl in which food was
served, a porcelain or earthenware cup
with kvass, wooden spoons, and a birch
bark or copper salt shaker. The utensils
for cooking were in the «hot pot» - the
stove cavity on the pole and in the stove
itself. The household used copper boilers
with bows, pans with legs. They cooked
porridge, cabbage soup, fish soup, meat in
copper pots and iron pots. Fish was baked
in cast-iron pans and in clay pots [12, p.
90-91]. Copper dishes were displayed

and served as a measure of prosperity. In
everyday life, birch bark, wooden dugout,
cooper and ceramic dishes were widely
used. A sieve for sifting flour was endowed
with numerous symbols. It embodied the
idea of wealth and fertility [13, p. 101].
There were plates on the open shelf —
«zablyudnik». An important element of the
interior of the hut were benches, which, in
addition to their direct purpose, served as
a place to sleep, a wooden headrest was
placed under the head. The bench at the
door had a special status. It could serve
as a workplace for the owner of the house,
as well as for beggars and a person who
came without an invitation. The space

of the hut is clearly semiotized into male

/ female. The female space is near the
stove and at the threshold, the male space
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is the front and red corner. The women’s
and festive premises were «gorenki»,
«svetelki», «bright rooms». Usually they were
located on the second floor of the house
and were particularly clean and well-kept.
The walls in the bright room were covered
with tapestries, the ceilings were painted
white. A bed, a painted wardrobe, a sofa
quite often decorated the interior of this
room. The bright room could include a
chest of drawers, a wardrobe, a cupboard
for tea dishes, family photographs and
portraits of members of the imperial family.
Ceremonial samovars stood on a chest
of drawers or a small table. In addition, a
table covered with a white linen tablecloth,
a mirror, and colorific prints on the wall
testify to the urban influence on peasant
life in the middle of the 19th century. But
the principle of arranging furniture was
traditional for a peasant hut. Mainly girls
lived here — marriageable brides. Married
couples had their own, separate from other
family members, places for sleeping (kleti,
chambers, on a bench under the beds).
The old people slept on (near) the stove,
on the «golbets», at the threshold, children
slept on the stove. All utensils and furniture
inside the hut are grouped along the walls,
the middle remains free. The threshold as
the border of the house was defended with
amulets [14, p. 99].

Interior is a very important area in
human life. Everything that surrounds
us affects our perception, behavior and
thinking. That is why a residential interior
is an important stimulus for human
life. Here it must be borne in mind that
the geographical environment, climate,
landscape determine a lot in the formation
of a type of dwelling. The nature of the
area influences the formation of national
and ethnic characteristics, the character
and thinking of the people, influencing
the adaptive function, adapting the
surrounding nature to human and, above
all, human to nature. This was very
well shown by G. D. Gachev in the book
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«National Images of the World: Cosmo-
psycho-logos» [15].

Even at an early stage of human
development, the features of activity and
culture were reflected in his first structures
— huts, caves, dugouts (in fact, they were
the same caves in a flat area). Already in
those days, one can trace the zones of
activity on the undivided area of the house
of our distant ancestors: the hearth is
the «kitchen», the place around it is the
«dining room-living room», the bed is the
«bedroomn, etc.

Conclusion

Regional studies makes it possible to
study culture on a global scale both in
space and in time, revealing its forms in
specific historical and ethnic varieties [16,
pp. 10-11]. G. S. Lebedev and A. S. Gerdt
introduced the concept of «historical and
cultural zone» as a specialized analogue
of the concept «region» in the cultural and
historical aspect. Historical and cultural
zones are formed on a certain territory in a
certain climate and landscape, and when
the composition of the population, culture,
economic structure, language, political
system and affiliation changes, they
are distinguished by the stability of the
boundaries and a high degree of stability
of the area. «lt is within the framework
of relatively stable historical and cultural
zones that the processes of mixing and
synthesis of production, economic,
linguistic, racial, ethnographic components
take place» [16, p. 9] Their dynamics and
constant characteristics have essential
common features. The phenomenon of
regional culture is revealed in the mental
and practical self-identification of a
territorial community. Ultimately, it is a
polylogue within a certain integrity. These
include those noted by A. Ya. Flier methods
of dissemination of cultural phenomena,
their functioning, forms of communication,
accumulation and variability of experience,
its assimilation, symbolization and
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labeling of the environment, methods of
sociocultural organization and regulation,
evolution of cultural systems, their change
and the formation of a new cultural order
[17, p. 377-380].

As you can see, different cultures lead
to different types of interior formation.
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CeBetnana MaxnuHa
CaHKT-lleTepbyprckui rocyaapCTBEHHbIA MHCTUTYT KY/bTypPbl
(CaHkT-leTepbypr, Poccus)

TPARULIMOHHBIA XXU10M UHTEPLEP ~-OCHOBA ®OPMUPOBAHUSA KY/IbTYPHO! UAEHTUYHOCTH

AHHOTaUMA
MHTepbep — 3TO OYeHb BaxHasa 06/1aCTb B XW3HKU 4YenoBeKa. Bce TO, YTO Hac OKpyxaeT, OKa3biBaeT
BO3JENCTBME Ha Halle BOCNpusaTue, noBeaeHne U MbllneHre. BoT noyemy KuUnom MHTEpPbEP — 3TO BarKHbIM
CTUMY/ B XM3HeAesATeNbHOCTU YenoBeKa. 34eCb HaAo MMETb B BMAY, YTO reorpaduyeckas cpepa, Kivmar,
naHgwadT MHOroe onpeaensioT B CTaHOBEHMM TUNA XUULa. XapaKTep MECTHOCTH BAMSeT Ha bopmupoBaHue
HaLMOHaIbHO-3THUYECKMX OCOBEHHOCTEN, XapaKTep M MblLLIEHWE Hapoaa, BMSS Ha aganTUBHO-a4anTUPYIOLLYIO
dyHKUMIO, NpucnocabnvBas OKPYKaloLLyo NPUPOaY K YeNIOBEKY M NMpexae BCEro YenoBeKa K npupoae.
MMeHHO B 3aBMCMMOCTH OT TOFO, KAKOB UHTEPbEP JIMYHOCTU C PaHHEro AETCTBA 3aBUCUT, KaKUM
chopmupyeTcs ero KynbTypHas MAEHTUYHOCTb. KaK BMAMM, pa3Hble KynbTypbl MPUBOAAT K Pa3HbIM TUNam
dopmurpoBaHma nHTepbepa. OQHAKO CyLWECTBYIOT M3HaYa bHO 06LMe YepTbl, NO3BOSOWNE YCTaHaBNMBaTb
KOHTaKTbl ¥ 6bITb OCHOBOM 4151 MOHUMaHUS U B3aUMOLENCTBUSA APYr C APYrOM Ntogen pasHbIX PErMOHOB U
KynbTyp, 4eMy cnoco6cTByeT cHOOPMMPOBABLLASACA Ha OCHOBE MHTEPbEpPA KynbTypHas MAEHTUYHOCTb JIMYHOCTH.
KnioueBble cnoBa: aeHTUYHOCTb, XUI0W MHTEPbEP, TPAAULMOHHbIE }unuila Adpukun, Asun, JanbHero
Boctoka, EBponebl, Poccuu.

Ceetnana MaxamHa

CaHKT-lleTepbypr MEMAEKETTIK MOAEHNET UHCTUTYThI

(CaHKT-leTepbypr, Poccusi)

ASCTYP/I T¥PFbIH YH UHTEPLEPI — MOAEHU COMKECTINIKTI KANLINTACTbIPY/IbIH HEFI3I

Axnpatna

MHTepbep — aam eMipiHaeri eTe MaHbI3abl cana. bisai KoplwaraH 6apnblK Hapce 6i3aiH,
KabblngaybiMbl3Fa, MiHE3-KY/IKbIMbI3Fa }oHe onnay Kabinetimiare acep etefi. COHAbIKTaH TYPFbIH VI
MHTEpbEpPi — agam eMipiHAeri MaHbI3bl bIHTanaHAbIpy 60/bIM Tabbliagbl. TYPFbIH YW TUNIH KanbinTacTbipyaa
reorpaduanblK opTa, KNMmart, naHAwadT Kern HOPCEeHi aHbIKTaWTbIHbIH eCKepy KarKeT. epriniKTi KepaiH,
TaburaTbl €H anabiMeH alHanagarbl TaburaTTbl agamra, agaMmabl Taburatka 6enimaen oTblpa, YATTbIK-
3THUKaNbIK epeKLIEeNiKTepdin, KanbinTacyblHa, agamaapabiH TaburaTbl MEH onnay KabinetiHe, 6enimaeny
$yHKUMACBIHA acep eTeqi.

TynfaHblH MaaeHW 60/IMbICbIHbIH, KanbINTacybl OHbIH epTe KacTaH 6actan 6CKeH UHTepbepiHe 6aniaHbICTbl.
Kepin oTbipFaHbIMbI3fan, apTypi MoAEeHUETTED UHTEPBEPAIH 9PTYPAI KanbinTacybiHa aKkenesi. Ananaa,
6acTankblga 6annaHbiCTapAbl OpHaTYyFa MyMKIHAIK 6epin Xannbl agamaapAblH, 6ip-6ipiMeH TyciHyi MeH e3apa
opeKeTTecyi YWiH Heri3 6onaTbliH 9pTYPAi aiMaKTap MeH MBAEHUETTEPAEH KenreH opTak 6enrinep 6ap. byraH
WHTEpPbEpP HEri3iHAe KanbiNTaCKaH aAaMHblH, MBIEHM CONKECTIANIr biIKkNan eteqi.

Tipek ce3aep: CONKECTINIK, TYPFbIH YN MHTepbepi, AbpuKa, Asus, Kublip LUbiFbicTarbl, Eyponaaarbl, Pecenperi

[9CTYPNi TYPFbIH yHnep.
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TOCTYPJI
MY3bIKAJIbIK
LLbIFAPMA -
IUBLJIbIKTbIH,

ART STUDIES

ACTPAIA
MPHTH 18.41.85 e H Epl HHE

YKAHFbIPYb

3Y¥JIb®UsI KACUMOBA !

1T. K. XlypreHoB aTtbiHAafbl Ka3aK yiTTbiK 6HEP
aKazemusicbl

(AnmaTtel, KasaKkctaH)

A9CTYPJIl MY3bIKAJIbIK WbIFAPMALWDBUILIKTbIH 3CTPAQA OHEPIHAE
XAHFbIPYbI

AHpaaTna

KasakK xanKblHbIH Facbipnap 60Mbl KanbiNTackaH My3blKablK 6HEPIHIH Ka3ipri aHallanaHfaH TypaepiH
KapacTblpy — MaKanaHblH, Herisri e3eri 60nbin oTblp. MahaHgaHy Ke3eHiHae YNTTblK caHa-ce3imMAi caKkrarn,
KeWiHri ypnaKKa »anfacTtblpy — 3amaH Tanabbl, api 6y/1 3eKTi Macene KasaKcTaH My3blKka MOAEHMETIHIH,
HerisiHAe epeKlle KepiHic TanKaHbl aHbiKTanabl. OTaHAbIK My3blKaTaHy FbifibIMbIHAA 3CTPaAabiK 6HEpP
60MbIHLLA 3epTTemMenep XOoKTblH Kacbl. Con cebenTi 6yn 6aFblTTarbl My3blKa OHEPIHIH TapUXU KoHE TEOPUSNbIK
apKayblH XaH-XaKTbl 3epAeney — XaHallbl1AblFbl MO FblIbIMU TaKblPbIN eKeHi anKkpiHaanabl. Makana
6apbIiCblHAA TApUXK, TEOPUSNLIK Tanaay, cunatrama, canblCTbipMalbl 3epTTey a4icTepi HEri3re anblHAbI.
HaTuxkeciHae Facbipnap 60Mbl Ka3ak xasblKblHbIH MYHbIH, KyaHblLblH AopinTen, eMip 60Mbl KacblHAafbl
cepiri 60/1FaH SHLWINIK AoCTYpNepaiH, yibl Janaja TyblHAaFraH KepKeMAiNiri MeH acTeTUKablK MafFblHacCbl
avTapnblKTan Xofapbl 6HEPAIH Ka3ipri 3aMaHFa NanbliKTanblM, caKTanyblHbIH KaXeTTifiri, 9pi OHblH canacblH
oJli e KeTepy KepeKTiri nanbiMaanabl.

TipeK ce3aep: oH, oHep, 3cTpaja, Non-My3bika, A8CTYPIi 8H, CUHTES3, XahaHaaHy, eHaey, UHTepnpeTaLma.

Kipicne 6alflaHbICTbl TEXHUKANbIK Nporpecc
HKahanpaaHy gayipi My3blKa 6HEpiHiH OHiMi 60nbIN TabblNaTblH ayAMOMOAEHUET
60/MbICbIH, GYHKLMACbIH, MaHbl3bIH, OCbl My3blKa 6HEpPiHiH TapanyblHa eH
Ma3MYHbl MEH MBHIH Tyrenaen earepicke GipiHWi ceben 6onabl. OpblHAAYLWbIHbIH
ylblpatTbl. XX Facblpga nanga 6onfaH TaHbIManblfbl afACbl KEHENTEH CalblIH,
non-My3biKa 6afbiTbl KEH TaHbIMasAblKKa OFaH JereH cypaHbIC Ta, HOTUKECIHaEe
ne 6onabl. MHOycTpuanaHabipymeH OHbIH Kap»blblK ¥afaanbl 1a
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anTapiblKTan eceTiH 6onabl. MyHaan
aFgaun 6ipTiHAeN My3blKa 6HEepiHiH KeH
OyKapara 6afblTTanfaH XeHin-xenni
TYPSIEPiH epicTeTTi. DHLWIHIH Wwebepniri, oH
MaFblHaCbIHbIH, TEPEHAIr, 3CTETUKANbIK,
XoHe dPnnocoPuablK MOHI apTKbl

OopblHAa Kanabl. EH angblHFbl KaTapra
KaOblngayra OHaw, KyllakKa Tes CiHin,
KeHin KeTepyre 6enimaenreH, api 6aTbic
enaepi }KactapblHbIH, CON 3aMaHAa ecKi
Ke3KapacKa npoTecT peTiHae nanja 6onfaH
¥EHiN }Kypici MeH Taa3 KyHAbIbIKTapblH
HaCUXaTTaWTblH MOM-MY3blKaHbIH KOMTEreH
CTUNbAepi MeH B6afFbITTapbl onemai
}annaabl. byn KyobinbicTap MaaeHu
3KCMAHCUSHbIH, PONiH aca AaMbITThI.
BacbiM 60bIN TypFaH 6aTbIC €14epPiHiH,
3aMaHayu MOEHUETI 63re MeMJIeKeTTepre
Moaenb 6onabl. Y akkopataH (TOHMKa,
cy60MUHaHTa, IOMUHaHTa) TypaTblH 9H
eHepi 6YKiNn anemre KaHaTblH }Xanbl.
KenTereH e3iHiH, YITTbIK ASCTYPI MEH canT-
caHachbl 6ap engep ae ocbl Y akKopaKa
03 iHXy-Map¥aHaapbliH eHaen, YATTbIK
MHTOHAUMSANbIK KYPbIbIMbl CaKTasfFaH
VAITTbIK 3CTpajacbiH KanbINTacTblpAbl.

9picrep

Facbipnap 6o¥ibl €1 caHacbIH
coman KenreH Kasak xanKblHblH 6an
My3blKanblK gocTtypnepi XXI Facoipia ga
63 eMipLIeHAIriH Xofantnam, 3amMmaHaym
Tanantapfa cau xanfacblH Tabybl
aHbIKTanbIMN, OCbl 3BOJIIOUMASBIK OaFbIT
Tapuxu TYPFblaH KapacTblpblibl.
OHepaiH KeHe Typniepi 6YKiNa yTTbIK
MaJEeHUETIMI3re Heri3 60/FaHbl }KeHiHae
€63 60/bIM, YNTTbIK MHTOHaALUANBIK,
KYPbl1bIMAbIK (KOMMO3ULUMUSANbIK),
bIPFaKTbIK KOPbl alKbIHAAMbIM, TEOPUANbIK,
TYPFblAaH epeKLleniKTepi awblibl.
CoHpan-aK, XanblKTblH, YITTbIK CaHa-
Ce3iMiHiH, AYHUETaHbIMbIHbIH TEPEH,
yFbIMAapblH 63 60MbIHA CiHipreH My3biKa
oHepi engi ahaHaaHy Ke3eHiHiH Kepi
acepiHeH caKTayFa biKnan ete 6ineTiH
KyObINbIC PETIHAE KapacTblPblibif, OChI
6arFbITTa XaHallbl/l 3amMaHayv Typnepi

J9CTYPAi ayTEHTTi TYMHYCKanapbIMeH
casbICTbIPbI/bIN 3epAENeHAi.

HaTMxxenep

Kasipri My3blka »xahaHaaHyablH,
Oip axkblpamac 6eniri eKeHiH e anta
KeTy KaXeT. 3aMaHayn MajieHneT
CUHTE3iriMeH, KenKblp/blFbIMEH
epeKweneHeqi. Ctunbaepait,
OafbITTap/blH, }aHpnapablH FaHa emMec,
¥annbl eHep TYPJIEPIHIH, CUHTESI FacbIpFa
cal TEXHUKaIbIK NPOrpeccTiH acepi 60bIN
Tabblnagbl. Kynakka epekLie 60on ecTifeTiH
QPTYPNi My3blKanblK TeM6pnep, MHTOHaLUS,
blpFaK, NaATblK KypamMaaphbl apanachin,
TYPANi SKCNEPUMEHTTIK YaepicTep KentereH
aHallbINabIKTap TyFbi3abl.

KasaKcTaH acTpajachl Heri3iHeH
YNITTbIK KaCUETTEPIMEH epeKLLeneHei.

Byn aa ynTTbiK My3blKaHbIH, }XaHe 6aTbIC
enjepiHeH KesireH non-my3biKaHblH HEri3ri
3IEMEHTTEPIHIH, CUHTE3IHEH TyblHAaFaH
Kyobinbic. OHbIH Tyn-Tambipbl Ka3axkcTaHaa
eypona ynriciHaeri akageMusanblK
MY3blKaCbIHbIH KanblNTacybl KE3EHIMEH
GannaHbICTbl. XX FacblpAblH, 2-}apThiCbiHAA
0601 KeTepreH byKapasnblK oH, pOMaHc,
Ba/ibC — OCbl eyponarsblK XaHpnapabliH
YNITTbIK CapblHMEH YiecyiHiH 6ip KepiHici.
M. Tenebaes, H. Tinenaues, LU. Kangaskos
CbIHAbl KOMMNO3UTOPNApP Kasak ayeHiH
aHa dopmara canbln, OTaHAblK 3cTpaja
OHEPIHIH anfalKbl Kagambl 601bl.
on6eTtTe, 6yN1 XKaHpaap 63iHiH 3CTeTUKaNbIK
KepKeMairimeH, aye3ainirimeH, on
TepeHAirimeH engiH inTunatbIH Xaynan
angsbl.

Hannbl, ocTyp/i oH TaHbIMa
My3blKajla anyaH Type KepiHic Tabyaa:

1) <Ton-6M3Hec» XKaHe GOIbKIOP/IbIK-
FYPbINTbIK *XaHp/apAblH 60/IMbICbI;

2) Joactypni eHaepaiH acTpajanbiK,
eHzaenyi;

3) acTypni My3blKaHbIH }aHpPJblK XaHe
CTUNbAIK 3/IEMEHTTEPIHIH, Ka3ipri non-
My3blKafFa Tapanybl;

4) 3amaHayu apaHXUpoBKa aicTepiHiH
YNTTbIK acnantapibl KonaaHy Hemece
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onapablH TEMOPNEPIH UMUTaLMaay
apKbl/ibl YATTLIK peH 6epyi.

NMikipranac

DoNbKNOPAbIK LblFapMaLlblbIKTbIH,
apxauKanblK Typnepi opKallaH XanbIKTblH,
©MipiMeH, OHbIH AYHWETaHbIMbIMEH aHe
dunocodunanbiK Ke3KapacTapbiMeH ThiFbI3
6annaHbIcTbl. ahaHaaHy afganbiHAa
XalbIKTbIH 6Mip CYpY epeKLLeniKTepiH
6enHenenTiH oTéachblblK FYPbINTbIK,
*aHpnap (6€ecCiK Xblpbl, YAEHY TOMbI,
eprey) KaHa 6onMbicKa ne 6onabl. byFaH
OTOacChblbIK MepeKenepai My3blKalblK oHe
61 HOMepPNEpPi CUAKTbI KeHin Ketepy ic-
LlapanapblMeH apJfieHreH ¥aHa dopmatra
OTKIi3iNnyiMeH Kartap, onap/blH 3amMaHayu
KoMno3uuusinapra Heri3 60nFaHAbIFbl
danen. Mannol, OoNbKIopAbIK YArinep
[9CTYpNi aybl3Lla XaHe Kasipri 3aMaHfbl
}asb6alla LblFapMallbl/iblKTa LWOKTbIFbI
OWiK Hafbl3 }Xayhapnap TyblHAayblHa ceben
60/1FaHblH atarn 6TKEeH XeH.

Enimizgin Tayencisgikke Kon XeTKisyi
*ahaHaaHy AayipiHiH epKeHaey KesiHe
CoMKec Kengi. KasakcTaH ocbl affanaa
anemMaiK yaepicrtepre 6efceHi KatbiCbin,
XanblKapasnblK AeHrenre Wwoifyra
atcanbicTbl. OTaHAacTapbIMbI3 TYPAI
CMNOPTTbIK XXoHe MaeHun Wwapanapaa
OUIK aopexe KepceTin, enimisaiH Kasipri
3aMaH TananTtapbiHa cal gaMyblH
anKblHOaabl. KasakcTtaH anemaik
ypaictepaiH 6ip 6eniri eKkeHiHe e3iHAiK
epeKLeniri 6ap non-uHAycTpus aanen
60n1a anafbl. ¥ATTbIK HEri3re KypbuiFaH
nor-my3blKa anemje 6enrifi Kenterex
CTUAbAEP MeH GafFbiTTapibl Aa KaMTuabl.
baTbiC MEMIEKETTEPIHEH EHIEH KeNBip
¥aHpnap MeH CTUNbAepPAiH 6i3aiH YATTbIK
}aHpnapMeH yKcacTblFbl 6enrineHeqi. byn
TYpFblAaH TepMe, TONFay aHpnapblHbIH,
amMepuKanblK pan, xun-xon, R&B
CTUNbAEPIMEH aKblHAbIFbIH aTan KeTy
Kepek.

KasaK ganacblHAa KaHaTblH KEH,
}alFaH oH eHepi Kasipri keaae epekule
OpblH anafbl, 9pi }KOFapbl CypaHbICKa Ue.
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OHLUIHIH BOKanablK AapblHbIH KepceTyre
KoNamnnbl KEH, TbiHbICTbI IMPUKANbIK
KOMMo3uuusinapMeH KaTtap, 3aMmaHaym
CTUNbAepaeri 6uneyre namblKTanbin,
bIPFaKTbIK «GUTTi» HEri3 eTeTiH aHAep

Je Kenuwinikke TaparaH. CoHagan-ak,
Ka3akK xalIKblHbIH, KEHElEeH Kene XaTKaH
CanT-AaCTYpi WOFbIp/iaHFaH oT6ac/bIK
FYpbINTAapMEH TbIfbl3 6anaHbICTa
opblHAanaTblH GONIbKNOPNbIK XaHpnapabiH
[a }aHallanaHfraH Typfiepi epekKlue Ha3ap
ayaapTtaabl. Mbicansl, yinneHy TomblHAA
opblHAanaTblH }ap-xap, 6etallap, CblHCY,
KoluTacy aHaepi, cobuaiH, (yprnaKTblH)
[IYHWere KenyiHe apHanfaH «9naun-anam»,
Tycay Kecep ¥blpnapblH anta KeTy

KepeK. byn aHaep 6enrini 6ip oT6acbiNbIK
MepeKeHiH MiHAeTTi 6ip 6eniri 6onbin, api
GONbLKNOPNLIK LbIFapMallblfbIKTbIH, Kas3ipri
3aMaHafbl KepiHici gen 6atbin anTyra
6onagbl. Kasipri 3aMmaHHbIH Ke3Kapachl,
JIYHWETaHbIMbI, KYHAbIIbIKTApb! HETi3iHae
KYpblIFaH XaHa QonbKiop anTce ga
YNTTbIK canTTapblH /i Ae Tipi EKEHiH,
onapAblH OCbl KYHAE Ae KadipneHin,
KacTep/eHeTiHiH avKbiHAanabl. Ocbinaniua
enimiaiiH anemiik xxahaHgany ypaiciHaeri
OpHbI 6enrineHai: KazaxkcrtaH — Kasipri
Ke3re IENiH caKkTanfaH TepeH, Tyn-
TaMblpbl MEH caT-caHacbl 6ap MEMJIEKET.
Hdemek, En6achkl H. 8. Hazap6aeBThbIH
6argapnamalnblK MaKkanacblHaa
Oe/riNeHreH aHa ynrigeri *}aHfblpyablH,
OipiHWIi WapTbl 601bIN TabbiNatbiH 63iHAIK
MOAEHMET, 6acblibansbl YATTbIK KOATbIH,
caKTanaybl enimi3giH, MoeHUeTIHae
KOPHEKTI OpbIH anagbl [1].

KasakcTtaH Tayenciaairi enimisgix,
TapPUXbIHbIH, MOAEHMETIHIH,
¥aHFbIPYbIHAAFbI MaHbI3Abl KE3EHi 60//bl.
HaHa casdcu KypblIbIMHbIH, MAEANbIK
Herisaepi XanblKTblH, YATTbIK CaHa-ce3iMiH
OSATbIN, KBHEAEr MEHTANUTET, canT-
CaHaHbl }aHAaHablpyFa 6afbiTTanibl.
LbiFrapMallbliiblK 3Usibl KaybiM 6ap
KYLWWiH OSCTYPJi MBAEHMETTIH, XaHFblpyblHa
}ongapnbl. XX FacbipaaH anemaeri )eTekuwi
My3blKablK 6afFbIT 60N KanbiNTackaH
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TaHbIMasna My3blKa a OCbl TypFblaa 63
yNeciH KocTbl. XXI Facbipa 6an Tapuxu
}oN4aH 6TKEH Kas3aK XallKbl 63 caNTbliH
*ahaHgaHy yaepiciHe KocTbl. COHbIH, 6ip
KepiHici — 6YpbIH KacTep/i MaHi 60nbIM,
€HJli KBPKEM/IK }oHe aCcTEeTUKANbIK
MafblHaFa ne 60N1FaH TaHbIMan FYPbINTbIK
aHaep.

onempe wwoy-6mnsHec (Showbusiness)
Jen atanaTbliH KeHiN KeTepy
WMHAYyCTpUSACbIHbIH Ka3akcTaHaa 6acKalua
6in 6eniri KanbinTacTbl. EN apacbiHAa «TOW-
OU3HEC» Aen KETKEH YNTTbIK MOAEHUETTIH,
epeKkuwenirimeH 6annaHbICTbl 6yN 6afbIT
caxHa/blK LLIOY-OU3HECNEH KaTap Xypeai.
OHbIH 6enHeci peTiHae KabblngaHaTbiH
ecimaep ae navga 6onabl. Ocipece,
AKbIn6ek HemeHen «Kbi3bl1 6piK» SHIMEH,
3atTbi6ek KenbocChiHY/bl — «AKMaprKaH»,
Acxat TapfblH — «Mapua MarganeHa», Abamn
beren — «AcnaHfa KapalMblH», Cepik6on
Cawnnaybek «On, keHre» T. 6. sHAEpPIMEH
YIKEH TaHbIManablKkKka ne 6onasl. byn
OpblHAAYLWbINAPAbIH, WbiFapMallblblifbl
€H anjblMEH OCblHAan TON-TOManakKa
OafblTTanfaH, KeHiN KeTepeTiH, Ky1aKKa Tes
CiHiMAI XeHiNn-XKenni syeHaepai Heri3 eteqi.

HKaHa ayHuere KenreH 6ana eMipiHiH
MaHbI3bl KE3eHAepiHe apHanFaH
FypbinTap ascblHaa KanpaT HypTacTbiH,
«Ton-Ton», asunpa banblpbeKOBaHbIH,
«Tycay Kecep», «dnaun-anan», «<becik Xblpbi»

QHIepiH atan eTyre 6onaabl. Kasipri kesge
«Tycay Kecep» TOMbIHAA Wi OpblHAaNaTbIH
HK.balbip6eKoBaHbIH OHiH anTa KeTy
Kepek.

Hannbl, Tycay Kecep Fyprnbl COOUIH,
asfblHa Tycaynan 6annaHfFaH inTi
KecymeH 6anaHblH eMipiHiH Xype 6acTay,
onemii TaHy CUSIKTbI aHa 6ip Ke3eHiH
aviKkblHAanabl. Epteae 6yn *KopanfbiHbl
icTemece 6ana CypiHrilw, e3iHe CEeHIMCI3,
enci3 60nbiN ecefi AereH ceHim 60NFaH.
«Tycay Kecep» oHAEPIH aren agam
OpblHAafaH, 0/1 aHacblHbIH 6anacbliHa AereH
iNTUNaTbiH 6EMHENENTIH HA3IK, Killiripim
Avanas3oHgarbl KapananbiM ayeHre
Kypblnagbl. bananap ¢onbKNopbl dHAEPI
9/eTTe biKWaMAbl, }eHin 6onbin Keneai.

K. banbipbeKkoBa OpbIHAAWTLIH «Tycay
Kecep» oHi 1e AoCTypre XakKblH.

OH MaTiHiIHAE FYPbINTbIH, 6apbIChbl
6enHeneHreH («tycayblH/bl KECEWMIH,
ala XinTi welleniH») XKaHe ocbl canTKa
KaTbICbl 6ap «Ton-ToW», «<Ka3-Kas3»
ce3/epi, exxenri ynT caHacblHa TOH
«aHanamblH», «<6ananaHbiM», «60TaKaHbIM»
CUSIKTbI epKeneTy ce3aepi e KeHiHEeH
KongaHblFaH, XaHa Kajam 6acKaH
HapecTere 6aTa-TinexkTepi anTblnagbl.

Cabwunik Ke3aiH 6anfblHAbIfbI,
YVIKEHAEPAiH ofaH JereH MaxabbaTtbl MeH
lWanafaTtbl 1 OKTaBa KenemiHaeri oprawa
eKniHae, 6ipKanbinTbl bipFakTa Kenoip

Tycay kecep
Op. XK. babipbek , H. 1. 3. KacumoBa
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AblObICTapAbIH 9PNEHYI apKbibl
HOPECTEHIH OMHAaKbI, aHfan KenniH
6enHenenTiH KapananbiM, allblK, Menaip
TYHbIK SYEHi apKbl/ibl CYPETTENTEH.

YWNeHy FYpbl OHAEPIHIH KeHeaeH
Kene ¥aTKaH Herisri Typsepi — xap-xap,
6eTallap XaHe CbIHCY. 63 60MbICbIH
KOFaNTKaH CbIHCY 9HAEpi 94eTTe Kbl3abl
y3aTy KesiHae anTbinfFaH. Eptene on
y3aK Mep3iM KenemiHae opblHaanca
(6ipHeLe TayniK Hemece BipHelle au,
KeniH y3aTbl1blM KETKEH KYHIe AeKiH),
€HJiri Ke3ae on y3aty TOMbIH eTKi3in
GiTin, WhIFapbIN cany KesiHae Kbl3ablH
COHFbI canapblH cynemenaenai. byn
TypfblaaH Mayxap onimb6ekoBa, Po3a
ONKOoXa, Onrepim Kanaybaesa, luHapa
OmKaH, asnpa banbipbekoBaHbIH
OopblHAAYbIHAAFbI OHAEP KOr CypaHbICKa ue.

. OnimbaeBaHbIH «AK KeniH» oHi
epekKule TaHbIMas. byn ac KeniHHiH, xaHa

emipre anfall KaJamMbiHAa anTblNaTbiH
ecueT oH. KeHeperi aylwaausaip XaHpbiHa
aKbIHAbIFbl 6anKanagbl. OHHIH OGYKin
KasaK My3blKacblHa ToH GUI0COPUANbIK,
MoHi 6ap. byn epae waHa TYCKeH
KeniHHiH Kyney XIiriTTiH aTa-aHacbIMEH,
TyblCTapbIMEH KapbIM-KaTbIHacCbl, 9Ke
YHiHAEeri annewTen eCKEH KacTbIK LWaFbl,
napacartTbl, OpTacblHa CbliJibl 60/Ybl
YXanblHAa 6CUET anTblnadbl. «AK KeniH»
CO63iHiH 63i }XaHa TYPMbIC KypbIn XaTKaH
¥ac Kbl3OblH NOKTIriH, XacCTbIFbIH 6ingipeai.
CoHAbIKTaH Aa aHAae OyriHri Ton 6ananbik,
€PEHCI3 XKaCTbIK LIAKMNEeH KOoLITacy KyHi
€eKeHi anTblnajbl.

FubpaTtTbl Ma3MyHblHa Can SHHIH dyeHi
6asgHabl 60MbIN Kenemi. 9p6ip My3blKanblK
$pa3sa KeKe 6ip onabIH KepiHici peTiHae
aWKblH KepCeTINreH: y3ak AblObiCKa
y3inicrneH ToKTasbin, TOMEHTI AblObiCTapFa
KanTbin 6apy (6ipece GipiHLLi, 6ipece
eKiHWi 6acKbIWKa):

AK KeniH

Op. I. ©nimbaeBa , H. 1. 3. KacumoBa
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Kagsipri ke3geri KeniHHiH, KowTacy
9HAepi 6ypblHFblAaH anblpbliibicabl.
Exxenge 6yn Kbi34bl y3aTy TOMbIHbIH,

MiHAETTI Bip 6eniri 605FaH, opi Kbi3 eNliMeH,

¥epiMeH KoL anTbIChIM, 63i WhlFapbIn

aWTKaH, an gan canapara aTtaHap angbiHia

dKe-lelleciMeH, 6ayblpiapbiMeH Kepicin
KolTacKaH. byn aHaepaiH FypbINTbIK
Kbl3MeTi 6osiFaH. Kasipri gyHMeTaHbIM
acnekTiHge 6yn }opa, 6acka aa FYPbINTbIK

KOpanFbliap CUAKTbI, KOPKEMAIK MarFblHaFa

ne 6onfaH [2, 33]. CoHbIH ocepiHeH 6yn
QHAepAiH opblHAAYLWbIIbLIK YArici, Ma3MyHbl
MeH MiHAeTi e3repreH. aHalbln Typaeri
KeniHHiH KowTacy aHAaepi TYHININ Xbliayabl
Tanan eTnenpi, oHbl aWTyFa apHambl SHLUIHI
LlaKblpTagbl HEMECEe OCbl BafbITTarbl
SHAepAiH TacnacblH KOCbIM, KaWblH-
KYPTbIHA LWbIFApPbIN canagbl

KepkeMmairi })afblHaH KYH/bl LLOKTbIFbI
OWiK gacTyphli XanblK aHAEPi MEH
aybl3€eKi-Kacibrn KOMMNo3uTopaapablH,
WblFapMalLllbl/iblFbIH HACUXaTTayablH,
Oip ¥osbl — onapAbl 3cTpagara eHaen
opblHAay. byn opaiga en apacblHaa
KenTereH aHLWIiNiK MHTepnpeTaumnanap
oenrini. XanblK oHAEpPi «Ha3KOHbIP»,
«bip 6ana», YKenkingek», «daemi Kbi3»,
«Anypan», «donaHa», «danamaay» 1.6.
Katap, A6anablH «<Ke3iMHiH Kapachbl»,
«Kencis TyHae XapblK an», AKaH CepiHiH,
«bankaguwa», <MaHmaHrep», 9CeTTiH,
«Kncmet», YKini blébipanibiH «oKKy»,
KeHeHHiH, «On, annay», MyxutTbiH «KeK
anpan», EctangbiH, «<KycHn — Kopnat»
QHAEPIHIH acTpadanblK TPaKTOBKanapbl en

KOHIiMIHEH WbIFbIN, 63iHAIK OPbIH anbin Xyp.

OpuWHe, Non-My3blKa 6ip KafFblHaH
JOCTYpni oHAepai AepinTece, eKiHwi
aFblHaH onap/blH, MarblHaCbl MEH MAHIH
oypmanarn, TepeHiHeH XKeTKi3e 6inmenai.
[ocTypni aHAEP UAEANbIK-3CTETUKANbIK,
KOPKEMAIK KYHIbINbIFbl }OFapbl,
dunocodpuanbiK O, akbl-napacatThbl
Heri3 eTefi. KeHin KeTepyre }aHe }KeHin

Kabblngayra 6arbiTTafifaH non-my3biKa
ayTeHTUKaNbIK My3blKaHblH 6ap 6anbiFbIH
TyciHaipe anManabl. JereHMeH, 0N Kasak
MY3bIKACbIHbIH 8YEH/iK-MHTOHALUMSANbIK
KO[bIH caKTar, Y1TTbIK CaHa-Ce3iMiHiH,
OsiIHybIHa MYMKIHZIK Tyablpagbl.

KasaKTblH A9CTYP/li OH MOAEHUETI
Facblpfiap 60Wbl KanbinTachln Kene
aTKaH 6aK pyxaHu Mypambl3. KeHe
apxanKanblK ¢OSIbKIOPAbl HETi3 eTKEH By
[OCTYP XanblKTbIK XXOHE KOMMO3UTOPSbIK
Kacibun cana 6onbin 6eniHeai. XanblK
QHAEPIHIH 63iH XaNblK apacbiHAa Kapa
e/eH [en atanaTblH KapananbiM ayeHre
KYpbl1FaH WwarblH TyblHAbLNAP («Jdepim-
an-ay», «['yngepanbim», <EpKeM-ai»,
«byngipreH», «YKini-an Kbl3», «<Yran-am»

T. C. C.) }XOHe KepKeMJiri }aFblHaH aa,
KYPblNbIMbl }afblHaH Aa Kypaeni 6onbin
KeneTiH, aBTOP/IblK LblFapMallbl/iblKKa
aKblH oHAep («<Ha3KoHbIp», «Tineykabaky,
«Anypai», «daemi Kbl3», «fayxapTacr,
«KbI3bln 6Maan» T. 6.) Aen KapacTblpyfa
6onanbl. Tapuxu XKonbl KenTterex
KWbIHAbIKTAPFfa TOJbl Ka3aK XanKblHbIH
My3blKasblK AapblHbl XXOHiIHOE KenTereH
ecTeniktep caktanfaH. OCbl KMbIH-KblCTay
Kesaepae eMip CypreH KenTtereH oHLuli-
KOMMNO3MTOPAAPAblH, WbiFapManapbl yMbIT
605bIN, KeNBipeynepiHiH aBTopnapbl en
adblHaH WbIFbIM, XanblK WbliFapMachl
nen Tapan KeTkeH. Kypaeni KypbiibiMAbl
XanblK 9HAEPiHIH apTbiHAa OWiK AeHrenni
aKblH, OHLLI TYpFaHbl aHblK, AEreHMEH 0N
KanTTapablH MaHiH ally Kasipri kesae
KUbIHAbIKKa cofajbl.

OcbiHaawm arFaannapia 6ipwama
MypanapblHaH anblpblIFaH Ka3ak XaKbl
YLWIiH KanfaH KadblHacblH CaKTaydblH,
Oonallak ypnakka XeTKi3yaiH Typni
osidapbl Kasipri Kesae MaHbI3bl.

Byn TypfFolgaH ynT *ayhapiapbiHbiH
acTpajalblK eHaeynepi ocbl MOH[i
QyeHepAiH opi Kapaw Kanfacblin, }¥aHa
WblFapMallbl/iblKKa Heris 6onaTtblHbIHA
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CeHiM Tyablpagbl. MamaHgap agetre
XallblK 9HAEpiH 6ypmanan, acTpajara
KOCKaH/bl }X6H KepMen }aTtafbl. Ocipece,
bIPFaKTbIK aFblHa KeNeTiH 60JicaKk,
€pKiH enwemae XypeTiH Ka3aK oHi non-
My3blKajJla KanblNTacKkaH KBaapaTTbiKKa
6enimaengi. JacTtypni opbiHAayAaFbIAAN
}irepMeH, ToNIFaHbICNEeH anTaTblH oHAEP
EeHin «dyeHuwe» peTiHae KabbligaHaTtblH
6onabl. LLetenain, Kypaeni, webep
OpPbIHAAYLWbINbIKTbI KAXKET eTETIH,
B6ipaK KePKeMAiK ¥afblHaH opTalla
non cTuniHaeri aHaepaiH KacblHAa
XalbIKTbIK LWbIFapMallbliblK *YMNblHb
KepiHeTiH 60onabl. Cebebi oHHiH, MaHbI3abl
3NeMeHTTEpIHIH 6ipi (oMTNece oaaH
[la apTblfbl) 63 60/IMbICLIH ©3repTir,
TYbIHAbIHbIH, MOHIH ©3repTin }ibepin oTbIp.
MyHbIH 63i Ka3aK aHLUinepi kebiHece
MY3blKablK }afblHaH Kapananbimaay,
OpblHAayFa bIHFaWIblpakK, Hemece
KepKeMAIri TEK ayeHiHae eMec, My3blKalblK,
TiNiHiH 6acKa Ja Kypamaapbl MaHbi3Abl
LWblFapManapabl TaHganabl. An on 6acKa
MaHbI3bl 66lEeKTEpI CbIpTTa KanFaH
Kes/le ¥KaFbl3 MOHOAUSASbIK 9YEHHIH, KYHbl
6onmMan Kanaabl. Mbicanbl, BipKaHHbIH,
MagaunaiH ayeHi FaHa eMec, biprFaFbl
aFblHaH, enleMi XafblHaH, 4aybICTblH
TeMOPiH OMHaTY XaFblHaH Kypaeni
LWblFapManapblH CON KyHiHAe acTpajara
eHpaen 6ince, con «loKKy», «<Ha3KOoHbIP»,
«Anypai» T. 6. oHAEPAI TONbIKKaHIbI
6ap/iblK 3NEeMEHTTEPIH eCKepe OTbIpbIn
Kocibu eHaeynep ictence, 4oCTypi oH
©HepiHiH 63 MOHIH a3 aa 6osca cakTamn
OTbIPbIN api Kapawn }anfacyblHa MyMKIHIK
6onap efi. [lereHMeH, eKiHillKe opawn, Ken
MY3blKaHTTap *eHin TabblCTbl Ke3aer,
XasblK WblFapMallbliblFbIHbIH TapUXbl MEH
TeopusiCbiHa YHiNin, 3epaeneyaeH 6ac
TapTaabl, 6yn 6afFbITTbl ap3aH AyHuere
6anamanangbl.

benrini oHLWi, KenTereH 6anKaynapabiy,
*yngerepi layxap KacnakoBaHblH,
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opblHAaybIHAafFbl OceT HanMaH6aeBTbIH,
«KblCMeT» 8HiH OpblHAAybIHA TOKTana
KeTenik. annbl, «<KblIcMeT» — OCETTiH, SHLLi-
KOMMO3UTOP peTiHae KonTaHbachkl 96eH
WblHAANFaH Ke3ae WbiFapFaH TybIHAbICHI.
My3bIKanbIK Tini }arFbiHaH 63i TybIn-

©CKeH ApKa J9CTYpiHE XaKblH, XOfFapbl
peructpae TolHAaylWblnapablH, KOHiNiH e3iHe
aypaptaTbiH, npodeccop C.EnemaHoBaHbIH
TEPMUHIMEH anTKaHaa, «aKblHAbIK

ayeHaik dopmynameH» (AM®P — aKkblHCKas
mMenoaundeckas ¢opmyna) [3, 52] 6actansin,
KeH ayKbIMMeH opblHAanaabl. byn Kypaeni
OH TYpPAi SHWINIK nipimaepre 6an, api YIKeH
OpblHAAYWbIbIK LWeBGepNiKTi KaXKeT eTeqi
[4]. Con cebenTeH ap oHLWIiHIH, Tici 6aTa
OEPMENTIH WOKTbIFbI BUIK TybIHAANbIPAbIH
Oipi.

I KacnakoBaHbIH 6yn oHAI TaHaaybl
OHbIH, TaNFaMblHbIH, 9HLWINIMHIH 61K
fopexene eKeHiH KepPCeTETiHI aHbIK.
HHacTtanblHaH 4SCTYPAI SHLLINIKTI
MeHrepreH, 6yn AacTypaiH 6yre-1yrecit
YFbIHa GiireH oHWi YLWiH ocblHAaM
KWbIH LWWblFAapMaHbl 3CcTpajara eHaen
auTy KMbIH/bIKKa COKNaraH. OHLWIHIH,
anTyblHLWa, 6yN oHAiI eHaey eTe Kypaeni,
eHOEeK Ken }ymcanaTblH yaepic 6onabl.
Ceb6ebi oHAi 6apbiHLIa KEPKEMAIK,
3CTETUKaNbIK KYHAbIbIFbIH CaKTam
OTbIPbIM, TYMHYCKACbIHA GapbiHLWA
¥aKblHAaTa opblaayabl KanafaH fayxapabiH,
eHaeyllire gereH tanabbl XoFapbl
6onabl. HoTuxKeciHae eHaeyaiH 6ipwama
KeMiliflikTepi 60n1FaHbIMEH, XOoFapblaa
auTblNFaH enleMAiK, bIpFaKTblK EPKiHAIKKEe
6eT 6ypbin, KBAPATTbIKTAH apacbiHaa
6ac TapTbin OTbipaibl. bByn TypfFblaaH
non-my3sblKa CTUiHAE KasibiNTacKaH
KBaapaTTblKTaH Mynae 6ac TapTty
KUbIHAbIKKaA COFaTbIHbIH 1a ECKepPY KepekK.

OHLUIHIH OpblHAAYLbIIbIFbIHA KENETIH
6oncak, 6y oHAE ASCTYPAI SHLLINIK
NneH acTpajanblK oHLWINIKTiH TOFbICYbIH
Gaikayra 6onagbl. EKi gactypai ae
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urepret . KacnakoBa 9¢eTTiH «KbICMETiH» OHIiHIH eTKi3yuwici [loHelww PaKbllWeBTiH,
HaKbllLbIHa, UipiMaepiHe KenTipe opbliHaaK WHTepnpeTaunsicbiHaa 6epinin otbip. On

6inai. JMana3oHbiHbIH KEHAIr, 9HAI «¥Nbl AanaHblH KOHEe capblHAapbl» aTThbl
3IMOUMANBIK TYPFblAaH ce3iHe 6inyi, OHbIH, KenToMblK aHTonoruaaaH anbiHbl.
bIpFaKTbIK }XoHe ayeHiK uipimaepiH I KacnakoBa »*aHe []. PaKkbIlWeBTiH,
KeNTipyi COHLWanbIKTbl KUbIH AYHUEH OpblHAAYLbINbLIFLIH CanbICTbipa KapafaHaa
OFapbl AeHrenae anbin Whoifbin, 6egengi aKblHAbIFbl aHFapbliagbl. On6eTTe,
[OCTYpNi oHLWiNepaiH oH 6aracblH anybliHa ¥ac SHLLI Ken aHLWinep ycras TyTaTblH OH
MYMKIHZIK TYyFbI34bl. LwebepiHiH OpblHAAYLW bIIbIFbIH KYNafblHa

TemMeHperi HoTaNbIK MATiH OCbl «<KbICMET»  Tanam CiHipreHi ankplH.
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EHAi 6ip Hazapra iniHeTiH oH — umall
KyaanbepreHHiH opbiHAayblHAAF bl
«Jangnaay» oHi. Aumall — Kasipri TaHaa
OVYKin anemai e3 eHepiMeH TaHKanablpbIn
OTbIpFaH XaHa 6ip Kybbl/iblC EKEHIH alTa
KETKEH YKOH. SCTEeTUKASbIK MaHi MeH
KepKeMiK KbI3BMETi XofasiFaH My3blKa
OHepiHe KanTa eMip cbinan, 6uik cana
YCbIHbIM OTbIPFaH ¥ac TanaHT aHLWIiNiK
eHepre TeXHUKalbIK TypFblaaH MOJ
}aHalwbINablK eHridyae. KasaKTblH FaHa
eMec, YITTbIK eMeC, KaNlnblAyYHUENIK
UrifiKk gen atayra KenetiH AnmaluTbiH
LblFapMalLllblfbIFbl, 6iperen gapbliHbl,
OHblH AaybICbl }XOHiIHAE MamMaHaap MeH
dyecKonnapablH apacbiHAa KenTterex
naynacyna. bipak 6apiHe Manim 6ip
Hopce: Aumall — GEeHOMEH, OHbIH, IyHUe
}KY3iHe acKaKTtan oTblpFaH BOKasablK
MYMKiHIIKTepi agamM 60MblHa CbINMaNTbIH,
V/IbIK KacueTTep. ANTbl pernctpae
OH WbIPKaWTbIH AnMall yw gaybiCThbl
€PKiH MeHrepreH: 6apuToH, TEHOD,
KonopaTypanblK conpaHo. bipeynep oHbI
KOHTpaTEHOp Jece, EKiHLWICI TMPUKaNbIK
TeHop, eHai 6ipeyi ApamanblK TeHOp aen
nikip Tanacteipyaa [5, 7].

OcblHAaM ThINCbIM AapblHHbIH, UECIHIH,
penepTtyapblH KypaWnTbiH «Jananaay»,
«Camantay» T. 6. CUSIKTbI BipHelle xanblK
aHaepi 6ap. «Jananaay» aHiH epeKlle atan
OTKEH X6H, cebebi oiem 6GonbiHLIA ap
TYPAI YATTaFbl SHLUIHIH XXaHKyrhepnepi gan
OCbl 9HJi WbIpKan, Kalak TiNiH yupeHyre
TaANbIHbIMN XYP. OHLWI }acTalblHaH CyHciHe
anTaTblH Maxab6aT TaKblPbIObIHAAFbI
JIMPUKanbIK TyblHbl Ta3a acTpafasblK
MoHep/ae opbiHAanaabl. Kapananbim
M.7 KenemiHae 6asHaanatbliH ayeH[i
OpblHAAYLW bl TEM6P, AMHAMWKa Kapama-
Kapcbl/blFbIMeH apnereH. CoHaan-ak,
eyporna My3blKacblH[la Ke3[1eCETiH SHHIH,
asiFblHa XaKblHAaFaHa }ofapbl perucrTpae
KyIbMUHALUMS — LIAPbIKTAY WEriH KOChIM,
apTblHaH 6aceHaeTeni. ApaHKMpoBKacbliHa
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KeneTiH 60o/icak, acTpafanbik eHaeyre
XanblK acnanTapblH KOCbIMN, TeM6pnep
CUHTE3IH NanganaHaabl. Kapanaibim
XanblK 9HiH OCblflali Typ/ieHaipe
OpblHAafFaH oH GYriHri TaHaa TanFamnas
TbiHAAPMaHHbIH, KOHINIHEH WbIFbIM XYP.

Horapblga atanfaH gacTyphi
MY3blKaHblH 3CTpagaja KepiHiCiHiH eHai
Oip Typi — ASCTYPAi My3blKaHbIH, }aHpPJblK
OHE CTUNbAIK 3/IeMEHTTEPIHIH Ka3ipri
non-my3blKaFa Tapasnybl }oHe 3aMaHayu
apaHXMUPOBKa 9ICTEPIHIH YNTTbIK
acnanTapibl KofigaHy Hemece oflapablH
TeM6pnepiH MMUTaUUsaay apKbliibl YITTbIK
peH 6epyi nen 6enrineaik. bip makana
KenemiHge 6apnblK TYCTapbIH alliblm
KapacTblpyFa MyMKIiHAiK 60/IMaFaHblKTaH,
TEeK KaHa ocbl 6aFbITTa eH6eK eTin
¥YPreH opblHAayLblnapabl auTbin
eTneKni3. JocTypni aHLWINiK XaHpnap
MEH CTUNbAEP dNIEMEHTTEPIHIH non-
My3blKaMeH 6ainaHbICbiH KebiHece pan,
XWUMN-XON CTUAIHIH HEri3iHae Kepyre 6onagbl.
Mbicanbl, Ep6onat KynanbepreHoBTiH,
LIblFAapMaLlbl/blFbl OCbl KA3aKTblH TEPMECI
MeH 6aTbICTbIH, X1M-XOMN CTUAbAEPIHIH
TOFbICYbIHbIH, Aa€eni. OHbIH «<MeH Ka3aKmnblH
MbIH ©/1iM, MblH, TipinreH», «bi3aiH,

XIriTrep» 1. 6. CUAKTbI OHAEPI OCbl OMAbI
anKblHAaWabl. «<PUHIO» TOGbLI «TONFay»
OHiH/Ee 63/epiHiH 61iK OpbliHAAYLbIIbIK
JIEHT'eriH KepceTin, AocTypi eHepai
acTpafara 6annaHbICTbipa 6ingai.

An ynTTbIK acnantapbl Nnanganatbin,
oflapAblH TEMOPiIHE UMUTaLMUSA Kacay
OTaHAblK 3cTpafaja eTe ¥Wui Ke3aeceTiH
KybblnbiC. Ocipece, OCbl acnanTtapabl
LblFapMaLlbl/ibIFbIHbIH HESIr €TKEH
«My3-apT», «<KoHbIp» TONTapbIH, OMIpKY
ANHUA30B, ASCTYPAI OpbliHAAyLbInap Anryn
KocaHoBa T. 6. atan eTy Kepek.

KopbITbhIHABI
Ocbinanwa, KasakcTtaHHbIH, nomn-
My3blKacbl KeNTereH cTuabaep MeH
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OafblTTapbl KAMTUTbIHbI 6ENriNeHai.
OnappbliH 6apnbIFbl YATTLIK My3blKara
HEeri3aenreH, HaKkTblpak anTKaHaa, 6aTtbIC
engepiHie KanblntacKkaH norn-my3sblKa
MeH Ka3aK eHepiHiH Heri3ri afieMeHTTepi
cuHTesnenreH. *KahangaHy 3amaHblHbIH,
©HiMi 6051bIN TabblnaTbliH NOMN-My3blKa 63
XeHingirimeH, TMimMainirimeH en HasapbiH
aynan angbl. AKageMusnblK yarigeri eHep
apTKbl KaTapfa KeTin, Kenuwinik 6ykapa
Nnon-My3blKaHbl KabblNAanTbiH 60/bl.
JereHmeH, con 6yKapanblK eHep TYPiH ae
JYPbIC KYHAbINbIKTAPAbl KanbIiNTacTbipyFa
OafbITTan, canayaTTbl yprnak Topéueneyre

opeoduerrTep:

navganaHy Kaxet. byn opanga racelpnap
KOMHayblHaH Kene xaTKaH AacTyp/i
My3blKanblK 6HEPIMI3AiH KaHa KepiHici
MaHbl3[bl, 8pi OCbl 6aFbITTaFbl My3blKa
OHEpPIiHiH AeHreniH KeTepy YLWiH G6inimai

[le, fapblHabl 6Hepnasaapabl JanbiHAaY
KeKenKecTi MacenenepiH Oipi. ontce ae,
Kasipri 3aMmaH aHLWiNepiHiH apacbiHAa OCbl
Wonja Toxipubenep icten, 6yn 6afbiTTa
eHOeK eTin, apTypPNi HYCKanap YCbiHbIM XKyp.
PyxaHun, MaieHW 6an, cayaTTbl MaMaHaap
TanuwblblFbl @anja WeLwineTiH macene gen
ceHemis.
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3ynbdusa Kacumosa
KaszaxcKkasi HaunoHabHas akagemus nckyccts um. T. K. XKypreHoBa

(Anmarsl, KazaxcTtaH)

MOAEPHU3ALMUA TPAAULIUOHHOIO MY3bIKAJIbHOIO TBOPYECTBA B UCKYCCTBE 3CTPAAlbI

M3y4yeHune coBpeMeHHbIX MOAEPHN3UPOBaHHbIX GOPM My3bIKanbHOIO MCKYCCTBA Ka3axCKOro Hapozaa,
KOTOPOE CKNablBanoChb Ha MPOTAXKEHWUM BEKOB, ABNAETCS MAENHOM OCHOBOM AaHHOM cTaTbl. CoXpaHeHue
HaLMOHaNbHOro CaMOCO3HaHMs U nepefaYa rMaBHbIX JyXOBHO-KYNbTYPHbIX LLEHHOCTEW cneaylouiemy
NMOKONIEHUIO — 3TO TpebGoBaHWe 3aNoxu rnobanusaunu, Tak, 3Ta akTyanbHas npobnemaTtnka pa3pabaToiBaeTcs
Ha OCHOBE My3blKanbHOM Ky/nbTypbl Ka3axcTaHa. B oTe4ecTBEHHOM My3blKO3HaHUM UCCNeoBaHWi B
061aCTh 3CTPaLHOM MY3bIKM O4EHb Mano. TaK, BbISBASETCS, YTO UCTOPUKO-TEOPETUHECKUE aCMNEKTbI
My3blKalbHOr0 MCKYCCTBa B 3TOM HanpaB/iEHWM Ha CErOAHAWHMI JeHb — HOBasi Hay4Has Tema. B npouecce
HanucaHua cTaTbn UCMNONL30BaHbl UCTOPUYECKUIA aCMEKT, TEOPETUHECKMI aHann3, 0630p 1 CpaBHUTESNbHO-
conoctaBuTe/NbHblE METOAbI UCCefoBaHus. B pedynbrate pacKpbiBaeTcsi HEO6XOAMMOCTb COXPaHEHUS
HeoObbl4alNHO 6OraToro B XyOXeCTBEHHO-3CTETMYECKOM M1aHe NeCEHHOro Hacneamns Kas3axckoro Hapoga —
BEPHOro CNYTHUKa €ro XXM3Hu, B KOTOPOM M3/IMBaNUCh Nevanu 1 pafoCcTH, a TaKKe BaXHOCTb X JOCTOMHOIo
npeacraBieHns U MPOAOIIKEHNA Ha COBPEMEHHOM aTare.

KnioyeBble cnoBa: NecHs, UCKYCCTBO, aCcTpaja, Non-My3blka, TPaAWLMOHHAsA NeCcHs, CUHTE3, rMobannsauus,

MHTepnpeTayus, o6paboTka.

Zulfiya Kasimova
T. K. Zhurgenov Kazakh National Academy of Arts
(Almaty, Kazakhstan)

MODERNIZATION OF TRADITIONAL MUSICAL CREATIVITY IN VARIETY ART

Abstract

The study of modern modernized forms of musical art of the Kazakh people, which has been developing
over the centuries, is the ideological basis of this article. Preservation of national identity and transfer of the
main spiritual and cultural values to the next generation is a requirement of the era of globalization, so, this
topical problem is developed on the basis of the musical culture of Kazakhstan. There is very little research
in the field of pop music in the national music industry. Thus, it is revealed that the historical and theoretical
aspects of musical art in this direction today represent a new scientific theme. The article relies on historical
aspect, theoretical analysis, review and comparative methods of research. The article reveals the need to
preserve the unusually rich artistic and aesthetic vocal heritage of the Kazakh people — a faithful companion
of their life, in which they poured out sorrows and joys, as well as the importance of its worthy representation
and continuation at the present stage.

Keywords: song, art, variety, pop music, traditional song, synthesis, globalization, interpretation, processing.
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JAMMUP YPA3SBIMBETOB',
I'YJIbHAPA TU3ATOBA!

LT, K. KypreHoB aTbiHAarbl Kasak YATTbiK eHep
aKkagemusicbl
(Anmartel, KasaKkctaH)

AJIMABEK
MEWIPBEKOBTIH
BAJIETTIK

LLIbIFAPMA -
LIblJ1blT bl.
3AMAHJAC-
TAPBIHbIH,

TOJIFAHBICTAPDI

AJIMABEK MEMIPBEKOBTIH BAJIETTIK LUBIFAPMALLUBIJIBIFbI.

3AMAHIACTAPbIHbIH, TOJIFAHbICTAPDI

AxpaTna:

Kasipri KasakctaH KomnosutopnapbiHbiH ilwiHAe AnmMabeKk Menip6eKoBTblH €CiMi epeKLle OpblH anafpl.

C. 8. KydembaeBaHblIH anTyblHLIA, OHbIH My3blKacblHAa <*KapKblH YATTbIK KONOPUT, SMOLMOHaNAbl 6annblk,

ayesfi XblyNbIK }XOHE OPKECTPIK TanKblpabiK» 6ap. byn Makanaga aBstopnap 3aMmaHgacTapblHblH €CTeniKTepi

apKblibl KOMMO3UTOPAbIH, WbiFapMaLlblUibIK NOPTPETIH 6enMHeneni. A. MenipOeKoBTiH, 6i34iH niKipimisLe,

9Ni KyHre AeniH NanblKTbl 6aFacbiH anMaraH. My3blKasblK LWblFapMallbliblFbIHbIH MOHIH TYCIHY YLUiH, OHbIH,

TybIHIbINAPbIH ThIHAAY KepeK. KommnoauTopabiH 6aneT WhiFapMallbliblfFbl CaH aFblHaH Gail emec, 6ipaK 6ip

FaHa «Angap Kece» 6aneTi enimisaiH XKeTeKwWi My3blKasblK TeaTPbIHbIH, CaxHacblHAa Kepyre TypapibiK.

Tipek ce3pep: Anmvabek MenipbekoB, 6aneT, 6ananap 6aneti, Angap Kece, KazakctaH KOMNO3UTOPbI,

KOMMO3UTOP, Ka3aK My3blKacCbl

Kipicne

Kasipri KazakcTtaH KOMMO3MTOPNapbIHbIH,
apacbliHga AnmMa6bek Opaabekynbl
Menip6eKkoBTbIH, (1955-2008) ecimi
epekKlLie opbiH anaabl. 0N CUMOOHUANBIK
OpKecTpre, KasaK xanblK acnantapbl
OPKECTpPiHE, KamMepanblK XaHe acTpaaanblK
My3blKara, COHAan-aK KMHopuabmaep

40

MEH TeaTp/blK CNEKTaKbAepre apHanfaH
TyblHAbINAPAbI AYHMere aKkengi. OnapapiH,
iwiHae eKiHwi (1980) xaHe YLWiHwWi

(1987) kBapTeTTEpP, dOpTENUAHOFA
apHanfaH coHata-Kkuan (1983), ckpunKa
MeH popTennaHofFa apHanfaH coHaTa
(1985), rob6o1 MeH KaMeparblK OpKecTpre
apHanfaH KoHuepT (1989), «EpaeH» xanblK
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acnanTap OpKeCTpiHe apHanfaH noeca
(1989), «baKcbl» CMMPOHUANBIK KapTUHACHI
(1991), D-dur cumdoHusckl (1991),
«K06bI3 casbl» CUMPOHUANBIK KyHi (1991)
6ap.1991), «bacTtay» xanblK acnantap
OpKecTpiHe apHanfaH Kyn (2007) xaHe
6acKa aa wbirapmanap. OHbIH SHAEpPIH
TaHbIMaN Ka3aKCcTaHblK 3cTpaja apTicTepi
opblHAAAbI.

Ocbl Makanaga aBTopnap
KOMMO3MTOpAblH 3aMaHAacTapblHbIH
ecTeniKTepiHe XyriHeai, onap «xkaHgbl
ce36eH» A. 0. Menipb6eKoBTblH
LblFapMallbliblK MOPTPETIH canagbl.
OHbIH, My3blKablK LiblFapMallbl/iblFblHbIH
MOHIH TYCIHY YLLIiH ani THicTi 6ara
anMaraH LWblFapmManapibl TbiHAaN KaHa
KOMMaW, OHbIMEH 6ipre KYMbIC iCTEMTIH
ajampaapablH Ke3iMeH «Kepy» Kepek.
OHbIH WibIFAapManapbl apTypni cebentepre
6annaHbICTbl CUPEK OpbiHAaNaabl.
KomMmno3uTop 3amaHaacTapblHbIH MiHAETI
— OHbIH LWbIFapMaLllblNbIFbiHA AEreH
KbI3bIFYLLbINbLIKTbI XXaHgaHabipy, A. O.
Menip6eKOBTbIH, WbiFapManapbliH OKY
NPOLECiHE }aHe opblHAAYLWbIIbIK 6HEpiHe
€Hri3y.

9picrep

ABTOpnap Herisri agic peTiHae
aHanuTUKa MeH 6aKblnayra HerizgenreH
IMNUPUKanbIK aaicTi KonaaHaabl. COHbIMEH
KaTtap, 6acTtankbl aknapaTtTbl KalnbiHa
KenTipyre »kaHe 6eKiTyre biknan eTeTiH
3aMaHjacTapMeH cyxbatracy afici
KofgaHblnagbl.

HeTuMXenep

OT6acblHbIH AOCHI XoHe Ka3ak
paguocbiHgarbl apinTeci M. M.
MbinTbiKb6aeBa: «0/1 acbl1blH, CbIHbIFbI,
TEKTIHIH TYSIFbl, 3US/bl KaybIMHbIH,
oT6acblHaH LWbIKKaH, 6yn aHrime
MOHepiHeH-aK ce3ingi. On HafbI3 ep-
asamaT — MIHCi3, KalblpbIMAbl, }XoHE

Menipimai. Anaca 60unnbl, Kesinaipikre,

eTe YKbINTbl, KWiMaepi MyHTa3gamn 1asa,
ce3epi MeH apeKeTTepiHEH 1€ YKbIMTbUIbIK
GanKanaTblH» [1].

KypMaHfa3sbl aTblHAaFbI
KOHcepBaTtopuaaarbl CTYAEHTTIK
¥bliaapbiHaH 6actan A. O. Menip6eKoB
cabblp/ibl, 3UANbI, NapacaTTbl agam peTiHae
TaHbinabl. On oKyFa eTe 6arcanibl Kapagbl.
On TeopuanbIK NOHAEPAI *aKCbl KepAai:
rapMoHus, cofibPeqKno, My3blKasblK
WblFapManapabl Tangay. bipae makana
aBTopnapbliHbIH, 6ipi CbIHbINTACbIH
TaHfbl caFaT 7-e KoHcepBaTopuaaa
KesgecTipai. KoHcepBaTopusaaa ocbiHaan
epTe yaKbITTa He icTen »aTblp AereH
cypakka A. O. Menip6ekos carat 11:30-aa
6acTanatblH MamMaHAblK 60MblHLLIA cabaKKa
JanblHAaNaTbIHbIH aUTTbl. By OKWFa 63iHIH
6onallak MaMaHablfbl, K8cibi anablHAafbl
¥ayanKepLlinikTiH alKbliH Mbicasibl 60MbIN
Tabblnaabl.

KenTereH apintectepi OHbIH,

YoFapbl TOPTIOI MEH 6apnbIK icKe
XayarnKepLinikneH KapauTblHbIH

atan antabl. «OHbIH }YMbICbI, OHbIH
eMipi CUSKTbI, OJ1 Typasbl *OoFapbl
yHbIMOACTbIPbIIFaH, aKbl/1/ibl, }aH-KaKThbl,
HO3iK aKbl/1-OMbl MEH OPHbIMEH 83inaen
OineTiH, a3in-KanKblHFa XYUPIK agam
peTiHae antaabl [2].

«Bi3fiH «HapPbIKTbIK yaKbIT» Aen

atanartblH 3aMaHfa 0N YUpeHoOereH,
6enimaenmereH. benimaenyiH 63i OHbIH,
MiHe3i-Ky/bIFbl, 60JIMbICHI YLWWiH KOJlalCbI3
6onabl. < ... > Xannbl anfFaHga, on Tasa
OHe WWblHaWbl 601/bl, COHAbIKTAH [a OHbIH,
My3blKacbl COHLIaNbIKTbl cad anTbiHAaM
Tasa, XaHFa KaKblH XoHe LbIHaMbI.
On yNKeH MOHYMeHTanabl My3blKasnblK
KapTuHanapabl Kanabipabl. OHbIH,
LWblFapMalLlblfiblK Mypacbl MaHbl3bl }oHe
KasaKCTaHHbIH, My3blKa/blK MOAEHHUETIHAE
NTanbIKTbl OpblH anaabi» [1].

A. O. MenipbeKoBTiH OPKECTPAIK CTUNI
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OHbl NapTUTypaa Onbl HaKTbl XXeTKi3e
anatbliH KOMNO3UTOP peTiHAe cunaTTanibl.
On abl6bICTbIK addeKTiNnepMeH
*abbinmanabl. OpKecTpaiH, CbIPTKbI
KapananbiMAbINbIFbIHbIH, apTbiHAA *OFapbl
KociouniKk xaTblp. On opKecTpai 60afbliLl/
nanuTpa peTtiHae nanganaHaibl, OHAa
acnanrtap webep TaHJanfaH, onap/biH
TEXHUKaNbIK MYMKIHAIKTEPI 9pTyp/ii
e3repin oTblpafbl, COKKbLIap/WTPUXTaP
MeH AMHaMUKanblK PEHKTEP «By3blIMaN,
KbICbINbIN LWbIKAaW» }XoHe «anKannamam»
epeKweneHeai. OpKkecTpaiH, Abl6bICbIHbIH,
GipKenKiniri onepa My3blKacblHa ToH
3MOLMOHaNabl 3KCNPeCccuBTINIKNEH
OipiKTipineni. OpinTeci XXaHe KOMMNO3UTOP
A. K. TokcaHb6aeB Oblnai agenai:

«A. 0. Menip6eKoBTiH OPKECTPAIK
CTUNI — 6YN eH anabIMEH KNacCUKasblK
JoCTypnepre, POMaHTUKTED KE3EHiHIH
OPKECTPNIK CTUNiHE cyHeHy, 6yn acipece
«Anpap Kece» 6anert xyneninirinoe/
clouTacbliH4a (acnanTblK My3blKaHbIH
LUMKNAIK dopmMaaarbl Heriari 6ip Typi)
KepiHic Tabaabl. On 0pKecTp TyblHAbIIAPbIH
KETKI3yaiH webepi 6onabl!» [3].

KoMno3unTopAablH LiblFapMallbUlbIFbl
ap Typhi KaHpnapra 6an. MyablKasblK
TaKblpblNTapblH, 9HTIMeNep MeH CIOXETTIK
KONnnausinapabiH KEH ayKbiMbl OHbIH,
KOKXWETiH, OM-6pICiH, oIeMiK KoHe
Ka3aK MOJIEHUETIHIH MypacblHa 6eT
6ypybiH KepceTegi. A. O. Menip6eKOoBTbIH,
LWblFapManapblHblH, TiNli alKbIH My3blKablK
TiIMEH, aye3s[ii }XaHe CUMDOHUANbIK
JaMyMEH oHe 6MMEH KbI3bIKTbipaabl.
KomnoauTop B. E. HeannHHIH, eHOEKTEPIH
3epTreywinepain, 6ipi 6binan agen xasabl:
«OHbIH 6apnbIK WbiFapMallbbIFbl
KOMMO3ULUSAHbIH KONAAaHbIaTbIH
TEXHUKACbIHbIH, KYpAeniniriHe kapamacTaH
HEeHINAQiK neH epKiHaikke tonbi» [4, 380 6.].

A. O. MenipbeKoB negarorkanblk
Kbi3meTTe ae XK. EnebeKkoB atbiHAafbI
PecnybnnKanblK acTpaja-UunpK
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KonnemxiHae e3iH kepceTte 6ingi

*oHe KypmaHfasbl aTbiHAafFbl Kasak
YNITTbIK KOHCcepBaTopusackl MeH T. K.
HypreHoB aTbiHAaFbl Ka3aK yaTTbIK
eHep akageMusicblHAa acnanTta oMHayabl
}OHe NapTUTypaHbl OKyAdbl, CONbdEAKMNO
MEH My3blKa TeopUsCbiHaH cabak 6epai,
My3blKanblK LWblFapManapibl Tanjay

MEH yrnecimMainikTi ynpetrTi. OHbIH
6actamacbiMeH K. EnebeKoB aTbiHAAFbI
PAUK-ae xanblK acnantap aHcam6:i (2006)
Kypbingsl.

Komnosutop A. A. MomM6€eTOB 63iHiH,
ecTtenikrepiHge: «On emipai X)akcbl Kepa,.
On KyaHbll cbiMnaraHabl aKcbl kepai. On
Gananapabl }aKkcbl Kepfi XaHe onapiblH,
ETICTIKTEPI MEH COTCI3AiIKTEpI YLWIiH
anaHjaabl. OMipiHiH COHFbl XblaaapblH
apHaraH acTpaja-uUnpK KoaeaKi oFaH
fubanatxaHa 6onabl. CTyaeHTTep ofaH
ceHfi, ouTKeHi «<AnmabeK-aFan», OHbl
Gananap ataraHgamn, onap YLiH 6ifiMHiH,
MY3blKasblK HLMKIONEANACHIHbIH,
TacbiMangaylbicbl 60/1bl }XaHe 0/1 63
GinreH—Ty1reHin, 6iniMiH cabaxraH
cabaKKa cyricneHLwinikneH »eTkisgi» [5].
A. O. Menip6eKoB 63 OKyLIbITApbIH 6TE
¥aKCbl Kep/li aHe onap YLWiH anaHaagbl:
«OHBbIH, 3CTPaAanblK-LUMPK KOMNEAKIHIH
CTYAEHTTEPI KOHCepBaTopuUsFa TYCKeH1e —
6yn daKTiHi MaKTaH TyTagbl» [6].

l'ynHapa CeniTkepeKbl3bl MenipbexkoBa
ybalbl Typanbl 6blnan genai: «bip
Kesaepi Anmabek Opaabekynbl yeten
TEHHUCIHEeH GipiHLWi paKeTKackl 60/FaH.
On XKac KesiHae KoHcepBaTopusa OKbIr
MypreHae TeHHUCNEH alHasbICKaH.
Tay-TypreH Komno3auTtopnap oaafhl
MeH WblFapMallblnblK YAIHAE OUNbAPA
yctengepi Typabl. OHaa Komnosutopnap
63 WebepnikTepiH whiHAaabl. AimMabek
OppabeKynbl 6y OMbIHAbI }aKCbl Kepir,
TamMallla 6unbapallbl ataHabl» [6]. Bip KyHi
CblHbINTacTapbl MeH apinTecTepi A. O.
Menipb6eKoBTi eCcKe asblin, OHbIMEH Onap
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KenTereH *blagap 60Mbl TYPAi KOHLEPTTEP
MeH Xobanapaa 6ipre xymsbic icteai. Con
Ke3ae A. P. PanbiMKynoBa: «bananap,
©63iMi3re MeHiH, anTKaHbIMAbl MOMbIHAANbIK:
on 6opimi3aeH ae eHepni 6ongbl», — aeai.

AunckKyccuna

A. O. MenipbeKoB 6aneT TeaTpblHa
6ipa3 My3blKa }a3sbin ynrepai. bipak
TinTi 6ip «<Angap Kece» 6aneTi Ae oHbl
eniMi3fiH eTeKLLi My3blKanblK TeaTpblHbIH
caxHacblHAa Kepyre TypapibiK. OHbIH
YMBbICbIH ThiHAAM, TaaAan oTbipbiMn, OChbI
TanaHTTbl KOMMO3UTOPbIH KeNTereH
WblFapManapbl 61 6UNEenTiHIH 6anKayra
6onagbl. byn Tek CUMPOHUANbIK OpPKecTpre
apHanfaH My3blKa FaHa emMec, COHbIMEH
KaTap KasakK Xa/blK acnanTtapbl OpKecTpiHe
apHanfaH KamepanblK WblFapManap.

TinTi on KanablpfaH WblFapmManapaaH

Jla: OHbIH, KaHLWanbIKTbl TANAHTTbI }KoHE
epekKlle 6ofFaHbliH anTyra 6onabl. OHbIH
TanaHTbl KyaanaaH», — gen ecke anjbl
3amaHpacTtapsl [1]. B. E. HeagnnHa 6binan
aen xasgabl: <Anmabek Menip6eKoBTbIH,
CTWUAi YNTTbIK KOMMNO3UTOPSbIK MEKTEN
CTWUAIiHIH epeKLLeniriH, aayipaiH,
CTUINCTUKANbIK EPEKILLENIKTEPIH XKoHe
aKaJeMUASblK My3blKaHbIH, anmblnaHFaH
KacueTTepiH KamTuabl, 6ipak COHbIMEH
Oipre on e3reule, 63iHAIK epeKweniri 6ap,
KanTanaHo6ac» [4, 382 6.].

OHbIH 6aneT My3blKacbiHAa
KOMMO3MUTOPIbIK ePEKLLENIKTEPI anKbIH
KepiHAai. My3biKaTaHywbl A. 1. BonHeHKO
KOMMO3UTOPAbIH OCbl TaKblpPbINMeH
9YyeCTeHyiHiH nanaa 60y YaKbITbIH
ecKe angbl: <AnmMatblaafrbl KypmaHfasbl
aTblHAAFbl KOHCEPBATOPUSACHIHbIH CTYAEHTI
60JIFaH Ke3iHeH, OCbl KOHiNai, KamKbiH6ac
oHe Kynaipriw, o3inkon — Angap Kece
— AnMabeK Kbl3bIfyLLbl/bIK TaHbITKAHbI
ecimae. On 6i3re, OHbIH CbIHbINTAacTapbliHa
OCbl KEMINKePAiH KyNbIKTapbl Typabl
lWabblTTaHa aHrimenenTiH. «M1o, ceH

Anpapfa yKcanchbiH», — aen onnagbiM MeH
GipHelle peT, — «[19/1 CoHaKn a3inKell, TeK
KapanambiM }aHe cabblp/ibl» [7].

1980 xbingapabiH opTacbiHaa A.

0. Menip6eKkoB 6anetmencrep M. XK.
TineybaeBneH Gipre anfalwKbl <Angap
Kece» 6ananap yntrbIK 6aneTiHae

XYMbIC icTefi. XasblK epTerinepiHe
HerizgenreH 6aneTTiH KY/Kini, 83in-ocnak
YOHE OMblIH TaKbIPbINTbIK 6afbIThl €Ki
TanaHTTbl CYPETLUIHIH, WblFapMallblbIK
TYXKblpbIMAaMachl MEH KO3KapacblHa
¥aKblH 6014bl. CUMbOHUANBIK OPKECTpre
apHanfaH «Angap Kece» 6aneTiHiH
ctomTtachkl 1986 xbingaH 6actanaasl. I C.
MeWipb6eKkoBa My3blKa ¥a3yaaFbl COHFfbI
HYKTE CON Ke3ae KoWblaMaraHblH ecKe
anfbl — KOMMNO3UTOP YHEMI NapTUTypamMeH
YMBbIC iCTen, XaHa ManimeTTep onnan
TanTbl. On 6binan genpi: «<Anmabex,
Killinenin »oHe aKblnabl, KASALWbIN

YOHEe aH AyHueci 6ana cusaKTbl edi. On
y3aK yaKbIT 60Mbl My3blKaHbl 6acbiHAa
onnacTbIpbIn, OHbI Y3AiKCi3 OMHaN, coaaH
KeWiH FaHa »a3/abl. MeH ofaH: «bipaeH
a3z, YMbITbIN KETeCiH» Aen anTKaHbiMAa,
0N 93iNMeH Xayan 6epai: «<MeH XayaTtypsiH
CUSIKTbI — anibIMeH olnaHbIn, 6acbiMia
KypacTblpaMblH X9He OpblHAANMBbIH, COAaH
KEeWiH }a3aMblH» [6].

KomnosuTop KnaBupae My3blKa Ka3faH
Kesfie, OHbl OPKECTPNIK AblObICTa YCbIHAbI.
A. O. Menip6eKoB 6anet My3blKacblHa
KaXeTTi OpKECTPJIiK a3yabl, acnan
(My3blKa LWblFapManapblH OPKECTPMEH
OpblHAAyFa biHFannay) TEXHUKaChIH KoHe
OPKECTPNiK BeENHENeyi X)aKkcbl MEHIepreH.
On ap Typni TeMépnepai, )eke acnantapabl
OHEe OPKECTPAiH KOJIOPUCTUKANbIK
dJlicTepiH KoONaaHIbl.

A. K. TokcaH6aeB 6blnan gen ecke
anabl: «<AnmabeK 6yn 6aneTTi )a3faH
Kes[e MeH NapTutypaHbl Kepaim, 6i3
OHbI 30 ¥bin 6ypbIH TaNKbinaablk. MyHaa
Ta3a aBaHraparblK, y/ibTpa 3amMaHayu
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ajicTep XOK. bapnbifbl Aa 6i3aiH
neparorbiMbl3 FOnnin CUrnamyHaoBmY
CypBu1nno KoHcepBaTopusaaa OKbITKaHaaw.
OHbIH, KannurpadusanblK KoKa3sbachl
60NFaHbIH atan eTKeH XeH. On e3
OWNlapblH NapTUTYpaa HaKTbl KETKi3e
6ingi. KentereH komnosuTopaap HoTablK
MOTIHHIH AN3anHblHa HEMKYPaWUbIKMNEH
Kapanibl, KebiHece KO/ OMAbIH apTbiHAa
Kanmangbl. An AnMabeK 6apiH MyKUAT
*asabl. by Kaciou WebepniKTiH XKaHe
KoJleHepre YKbINTbl KapayablH KOpCeTKillli.
<...> OpKecTpuwinep MyHaan My3blKaHbl
KyaHa OMHalbl, OHAa napTutypanap
6apnblK acnanTblK epexKenepre conkec
*asbliagbh» [3].

A6awn atbiHgarbl MAOBT-HbIH,
(MeMneKeTTiK akaaeMusblK onepa
oHe 6aneT TeaTpbiHbIH) AnpuKepi H. C.
Hapacos A. 0. Menip6eKoBTbIH KenTereH
WblFapManapblH }asabl. OnapablH, ilwiHae
yBepTiopa, robomnFa apHanfaH KOHLLEepT,
«Anpap Kece» 6aneTiHiH clouTachbl aHe
6ackanapbl 6ap. On: «MeHi, con Kesgaeri
}ac gupuKepdi, OHblH My3blKacblHa KaTTbl
TaH Kanablpabl. Byn My3blKa KapKbiH,
¥aHabl, cepnimai, H93iK OpKeCcTpiK
*Kas3yMeH }a3sbljIfaH, eTe Kbl3blKTbl 60/1/bl,
6en-Kan Kanabipmagbl. On opKkecTpAai
aKchbl BINETiH KoHe «ecTireH» [8].

«Anpap Kece» 6aneTiHiH napTutypacsl
KOMMO3UTOPMEH asikTanfaH KoK. bapnblK
HOTalblK MaTepuas bl KOMNO3UTOP/bIH
ynbl EpgeH Opgabek op Typni MeEMIEKETTIK
KOHE ¥eKe MyparatTapia MyKUAT XUHabl,
an Komnosautop Hypacsin HypmnanH
umMbpnaHabIipabl.

Bbanet ctontackl 10 dparmeHTTEH
Typagbl:

1. Kipicne

2. Angap

3. Oyat

4. Ky-6ana

5. bu (Mapw)

6. Mynna

a4

7. BanablH 6ui

8. bu

9. Ajaxuo

10. Kapakuwbliap

A. O. Menip6eKoB KnaccuKanblK
eyponanblK 49CTYpAepAi YATTbIK
MY3blKaMEH: «aMKblH CbIPT MilliHHIH
KYpPblybIH, GOJIbKNOPFa XaHalla
Ke3Kapac, OPKeCTp/i MiHCI3 MEHrepy,
TemM6pnik 6odynapabl wWebep yunectipai.
[on Tapisai on 6ip acnantaH eKiHwWiciHe
Kypaeni ayeHaepai naKTbipbIM, XXapKblH
MoHepJli 6enHenep xacaabl» [7].
KomnosuTtop 6aneTTeri WhiFbIC KOTOPUTIH,
605YbIH Naja, bipFak, YWnecimainik
YoHe TeMOpAiH e3repyimMeH 6ingipai.
baneTTiH Tafbl 6ip epekweniri — B. E.
HeanvHa «[KoMnNo3uTopblH] «allbl»
Obl6biCTanManTbiH aKKopATapabl
KongaHysl [4, 391 6.] nen atangbl. banet
My3blKacbiHaa A. O. Menip6eKOB COKKb!
TOGbIHa (NMTaBpaM, KCUNodOoH, TopeskKe,
O6ybHa) aca anpblKLLa, YIKEH MaH 6epai.
«KebiHece MbIC TeMBpIEpPi apKblbl WbIFbIC
KOJIOPUTIH FaHa eMec, (laKblpyFa apHanraH
KapHan — MbIC YpMeni My3blKa/iblK acnar)
COHbIMEH KaTap My3blKaHblH, 93if1-0cnak
cunartbl aa 6epineni» [4, 6.391].

KewniHHeH «Anpap Kece»
ctouTacbiHaH KeniH A. O. MenipbexkoB
M. A. lWtnudmaHHbIH (1990) eneHgepiHe
apHanfaH BOKasablK — CUMPOHUSANBIK
ClOUTaHbl — «<ARNaKepaiH KynblKTapbl»
aTTbl My3blKa/iblK epTericiH }a3abl. B. E.
HeanuHa oHbl 6ananap TeaTpbiHa apHanfaH
KOMblNbiMAap TakblpblOblHAa KOMNO3UTOP
i34eyaiH, anfachl Aen caHayra 6onagpl.
«Onap *eKe }yMbIC, TyblH/bl PETiHAE
onnacTblpbingbl. bipak cTU/b MEH 6enHeni
Wyne 6ip. bankim, A. O. Menip6ekoB
6o/lallaKTa onlapAabl 6ip TyTacKa Kocyab!
}ocnapnaraH welrap» [9].

«AnnaKkepaiH KyNnblKTapbl» BOKasbl-
CUMOOHUANBIK CIOMTACbIHbIH, NapTUTypachl
8 pparMeHTTEeH Typaabl:
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1. Allegro molto (1 ¢pparmeHTi) —
[Ckepuo]

2. Moderato (2 ¢parmeHTi)

3. Allegretto (4 ¢parmenTi) — Angay
amangapbl

4. Moderato (5 dparmeHT) — AKbIMaK
6aTblpiapablH oHi

5. AHpaHTe (7 dparmMeHTi)

6. Moderato (8 dparmeHTi) — Angay
amangapsbl

7. Allegretto (caHCbI3 Y3iHAI, CaHbl XOK)
— Anakep oHi

8. Allegro molto (caHcbI3 dparMeHT) —
[YBepTiOpa]

banet ctontacbl MeH My3blKalblK
epTeri CIOXKEeTi TaKbIpbINTbIK 6ipnikKe,
YaKblH ynnecimainikke, ayesai cbi3blKKa
YKcac, COHbIKTaH onap eki 6enimae
a3sblfaH LWblFapMaHblH 9CEpPiH Tyablpajbl.
«CUHKONUpPNEHreH (My3blKkafafrbl CUHKONa
— bIPFaKTbl EKMNiHHIH, KYLWTi YNecTeH anciare
aybiCybl), NYHKTUPNI OCTUHATTbI (My3blKasblK
KOMMNO3MLUA 8fici MEH TEXHUKACHI,
aye3ai ppasaHbl GipHelle peT KanTanay)
bIpFaKTbl durypanap — 6y optraasussblK
yccynaapabliH (Ypmasnbl-coKnabl
acnanrtappga) annosusacei» [4, 6. 391]. Onap
GaneTTiH, Ke3-KenreH caHblHAa, YpMaibl-
COKNanbl acnanrtap MeH ayeHaepae
(coHaTanblK popMagarbl My3blKagarbl
oenimae) keageceqi.

«Anpap Kece» ciouTacbiHbIH,
MY3blKaCbIHbIH apKblH
3aMoLMoHanabbIFbIHA (8cepLlingiriHe)
acnantapiblH, OPKeCTPNiK TonTap/blH,
ynnecimainirimeH, aptypii Temépnepai
canbICTbIPY apKbl/bl KO XKETKi3ineni.
banet clontacblHbIH HEMIp/iepi apacbiHaa
NornKanblK 6amnnaHbic 6ap, oOHAa apTYPI
$parmeHTTEP BEMHENI KOHTPACTMEH,
JIMHAMUKaMEH }KoHe KapKblHMEH
cunatTanaabl. banet clontacbiHbIH,
NapTUTypachbl }apKblH XOHE aHbIK
60bIMN AblObICTanaTblHbIHA KOHE
ecTineTiHiHe KapamacTaH, KOMMNO3UTopP

LIETKI perucTpnepai nanjanaHaibl *oHe
COHbIMEH Bipre napTuTypa OpKecTpLlinep
YLiH eTe biHFannbl. H. A. PUMCKUI-
KopcaKoBTbIH anTybl 60MbIHLIA 01 3P
acnanTblH, «<MOHEPi OMbIH aMaFbIH»
KonaaHagabl [10, 6. 18]. H. C. XXapacos
ClOWTa XaTTbIFylapblHaH, AasgpfiblKTaH
KeWniH «bnnapMoHMUsHbIH, CUMOOHUANBIK,
OPKECTPI My3blKaHTTapPbIHbIH, 6TE }aKChl
nikipnepiH ectireHiH anTrbl. Onapably,
Oipi, Toxipnbeni KoHLepTMencTep,
BrosioH4yenucT 0. B. l'yceB aalblHObIKTaH
KeniH: «<KaHaan »apKblH, KbI3bIKThbI
WwbiFapmal» aen TaHdaHbICbIH 6inaipai [8].

CiouTaHbIH, OPKECTPNIK Ka36acblH
bilwkeKTe anpwxep H. C. apacoB xy3ere
acbipabl. CoaaH KeniH, 1980 xbingapabliH
coHblHAa A6an aTbiHAaFbl MAOBT-HbIH,
(MeMneKeTTiK akaeMUANIbIK Orepa xaHe
6anet TeaTpblHbIH) 6ac 6aneTMencrepi
M. XK. TheybaeB TeaTpAblH, penepTyapnbiK
¥KocrnapblHa eKi peT cneKkTak/b
eHri3gi. bipak KoMbl/IbIM KepCeTiIMEN
Kanabl. byriHri Tanga «<Angap Kece»
CMEeKTaKMiHiH KOMbl/IbIMbl asiKTasiFaH 6anet
napuTypachblHblH }OKTbIFbIMEH KWUbIHAAN
TYCTi. «My3blKaHbIH, atasnfaH clouTagaH
« AnaKkepaiH KynblKTapbl» My3blKanblK
epTericiHeH, CoOHAan-aK KOMMO3UTOPbIH,
6acKa fa WblfapManapblHaH Yinecimai
YKOHe ApaManblK Heri3genrex
KOMMNUAALMSCHI XKaFaanbliHAa FaHa OHbIH,
KYpblybl MYMKiH» [11, 6. 255].

A. . BonHEHKO «Kagipri 3amMaHHbIH,
6ap/blK KOMMNo3uTopapbl 6anet
aHpblHA, OHbIH, iWiHAE Gananap 6aneTiHe
HYTIHOENTIHIH, aca AeH KOMMaWTbIHbIH
6anKkanabl. Kumbin, KO3fanbicTap MeH
[leHe KMMbl/ilapblHbIH ©63apa CaKec
yHnecimainiri )xeHe 6u TiNiMEH CIOXKETTI,
KOHIN-Kynai KeTKidy, 6eMHeHI, MiHe3i
acay oHaun emec. byn *KaHpablH
naTwanbiMbl — My3blka. MiHe, 6api HaK
cofaH 6arnnaHbIcTbl. ONn }KapKblH, alKblH
KepiHin TypfFaH, 6eaepni, COHAbIKTaH Aa
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xopeorpadTrapabl WabbITTaH4blpaabl» [7].
2017 »binbl . 4. Ypa3bimbeToB

A. B. CenesHeB aTbiHAaFbl AMMaThbl

xopeorpadusanblK yHUINULLECIHIH XaHe T. K.

HypreHoB aTbiHaaFbl Ka3ak yaTTblK eHep

aKaJleMUsCbl CTyIEHTTEPI, cCOHan-aK Abai

atbiHaarbl MAOBT-HbIH 6aneT apTicTepi

YLWiH 6aneTTiH, 6ec pparMeHTiH caxHanaabl.

OnapablH apacbiHaa:

1. «KbI3gap ayblnjga» My3blKacblHa
[YBepTiopa] <AnakepiH, KynblKTapbl»
clouTacblHaH;

2. «Angap Kece» ctontacbiHaH Ky
6anaHblH, My3blKacbliHa apHasfaH «bai
YKOHE OHbIH, KbI3METLLINepi»;

3. «sAnpap Kece» ctontacblHaH Maplu
My3blKacblHa apHanfaH «Kac Xiritrep»;
4. «Anpap Kece» ctoutacbliHaH 61

My3blKacblHa «ANCYNyAblH BapuaLUsChI»;

5. <Anpap Kece» clontacblHaH ayaT

My3blKacblHa «AfaXK1o».

KopbITbiHADBI

2017 *binabiH 3 cayipinge T. K.
HypreHoB aTblHAaFbl Ka3aK YNTTblK
oHep akagemuscbiHbiH OKy TeaTpblHAA
xopeorpadusa daKkynbTeTi yubiMaacTblpFaH
«XX FacbIpablH asfbl — XXI FacbipabiH,
6acblHaafFbl XopeorpadusbliK eHep
}oHe 6inim 6epy macenenepi» atThbl
XanblKapablK Fbl/1bIMU-NPaKTUKaSbIK
KOH®EPEHLMSAHbIH allblybl asicbiHAA
«Anpap Kece» 6aneTiHiH, «Agaxuo»
npembepacsl e1Ti. [. [. Ypa3biIMO6ETOBTbIH
xopeorpadusacbiHaarbl AyaTTi AGaun
atbiHaarbl MAOBT-HbIH (MeMneKeTTiK
aKaleMUs/blK ornepa »aHe 6anet
TeaTpblHbIH) XXeTeKLWi conuctepi AMaH
EricbaeBa MeH 9ceT Mblp3aKynoB
9CEPNi }KoHE LblHaNbl OPbIHAAbI.
«KomMnoauntopablH KanamMblHaH
CUHKOMWPNEHTEH, 6TKIP bIpFaKThbl
ayeHaep («Angap») WwoiFaabl, AjarKno
KeH, Y3blH ieHTaMeH 6aynbl, <Ky 6ana»
93iNiMeH apKblpan WbiFajibl, apKblH
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HYKTENi/NyHKTUPANI bipFakTa «bn»
(Mapw) *a3bliFaH. KoMno3nTop HETKEH
Tankblp, 01 IMPUKaNbIK 6enHenepai ae,
a3ingepai Ae Kanau webep ynnecripeni
YoHe onap eTe caTTi 6onaabl» [7]. B. E.
Heanuna «Angap Kece» 6aneTiHiH 6acThbl
epeKLeniri — «kapananbIMAbINbIK MeH
WEHINAIKTIH 6@l OPKEeCTPNiK KypanaapMeH
ynnecyi, aBTopAblH Kypaeni ToHanabl-
rapMOHUWKaNbIK OMNaybl *oHE KypbllyblHa
epekKlle Ke3Kapachl, Tacifi» gereHai 6aca
anTagbl [4, 392 6.]. A. 1. BoIHEHKO Oblnian
nengi: «MeH My3blKkaHbl KanTa-KanTa
TbiHAaW OTbIPbIN, WapLWaManTbiHbIMAbI,
My3blKaHbl TbiHAaFaHAa XaHbIMHbIH,
*aablpanTblHbIH, KanKblpaManTbIHbIMAb,
CepruTiHiMai onaa yctamMblH, KYNIEMIH,
bIMUSIMbIH, MyHanManMbiH. byn Anmabek
MY3blKaCbIHbIH €PEKLLENiri: on Mewnipimai,
¥apKblH. MeH 6yn ce34eH KopblKnanMblH,
AnmabeKTiH My3blKacbl — KEpEMET,
Faxanbln My3biKa. AnMabeKTiH, 60/IMbICbI
[a — }KyMcaK, anaapbl KynKiciMeH,
MeuripiMai Xy3iHEH HYP LWallbIn TYpaTblH
YKaH, eH 6acTbICbl — XaHbl })omapTh [7].
KomnoautopabiH yibl E. A. Oppabek
2015 »koHe 2018 bingapbl AnmaTbiga
HHambbin aTbiHAaFbl Ka3ak MEMNEKETTIK
punapMoHuacbiHaa xoHe 2016 XKbibl
AcTaHa KanacblHblH, MeMneKeTTiK
aKagemMuanblK dunapmMoHuaceiHaa A.
0. Melip6eKoB My3blKacblHa apHanfaH
KOoHLEepTTepi yubiMaacTbipabl. AnpuxKkepnep
Mycnnum 9m3e MeH bepik baTbipXaHHbIH,
¥eTeKuWwinirimeH eTKeH KoHUepTTepae
«Anpap Kece» 6aneTiHeH cloutanap MeH
«AMNaKepaiH KynblKTapbl» My3blKanblK
epTericiHiH y3iHainepi opbiHAaNgbl.
KoHuepTTepaiH, 6ipiHae 6enrini
Ka3aKCTaHAblK My3blKaTaHyLlbl Opni
ApaBuH eHep KepceTTi. 2019 xbinfbl 12
Kapawapaa Hyp-CyntaH KanacblHAafbl
«KasakcTtaH» OK3-aa A. O. Menip6eKoBTbIH
KameparsblK My3blKachl LWblIpKaifaH
Tafbl 6ip KOHUEPT oTTi. 2019 »binfbl 12
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Kapawapaa Hyp-CyntaH KanacbiHAafbI
«KazakxcTtaH» OK3 KoHuepTTepiHae A. O.
Menip6eKoBTbIH, KamepasiblK My3blKachl
LWbIPKanfFaH Tafbl 6ip KOHLLEPT 6TTi.
«KapawncbiH, Anmabek! CeH TipiciH,
CeH 6i36eH 6ipreciH. CeHiH, My3blKaH,
93iNnre, })XOMapTTbIKKA, *aH XblyblHa
TONbI, @MipAiH SHEPrUsChl, KyLl-KyaTbl MeH
KyaHbllbiH 6epeai. bBaneTTiH npembepacshiH
YMITNEeH KyTeMinb [7], — nenai A. T1.
BonHeHKo. A. A. MoM6ETOB Te€ OHbIH,
anTKaHbIMeH Keniceai. On 6binan genai:

«bi3fiH 3aMaHbIMbI3la — agamMrepLuinik
neH MopasbAblH Ky1ablparaH — an
Anmabek 6onca, oaenTiNnik, ap-HambIC
¥oHe abblpor epexenepi 60MbliHLLA

eMip cypyai xanfacTtblpdbl. <...> OHbIH,
KoJiLapbl FaHa anTblH eMec, onnapbl 4a
anTbliH 60njbl. <...> Komno3auTopabiH
i3aepi — 6yn HoTanap. AnmabeK KentereH
aaeMi e acepni My3blKa XKa3[bl XKaHe 01
KenTereH aflamjapra KyaHblll oKenegi.
Hafbl3 KOMno3uTopnap enmMenai — onap e3
My3blKanapblHaa emip cypegi [5].
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Oamup YpasbimGeToB, lyabHapa Mm3atoBa
Kaszaxckas HaunoHasibHasi akagemus nckyccts um. T. K. XKypreHoBa

(Anmartsel, KasaxctaH)

BAJIETHOE TBOPUYECTBO AJIMABEKA MEUPBEKOBA.
PA3MbIWJIEHUAA COBPEMEHHUKOB

AHHOTaUMA

Cpean KOMNo3nToposB coBpeMeHHOro KasaxctaHa umsa Anmabeka MenpbexkoBa 3aHMMaeT 0co60e MeCTO.
Mo mHeHuto C. A. Kysaemb6aeBo#n, ero My3blKa UMEET «APKUI HaLlMOHaNbHbIA KONOPWUT, 3MOLIMOHASbHYIO
HaCblLLEHHOCTb, METOAUYECKYIO TEMOTY M OPKECTPOBYIO M306PETATENLHOCTL». B Npeanaraemoin ctatbe
aBTOPblI HAMEYAIOT LTPMUXM K TBOPYECKOMY MNOPTPETY KOMMO3UTOPa Yepe3 BOCMOMUHAHUS COBPEMEHHUKOB.
Y106kl NOHATL CyTb My3blKanbHOro TBopyecTBa A. O. MenpbeKoBa, HYXKHO ClyluaTb ero NponM3BeaeHus,
KOTOpblE, Ha B3rNa[ aBTOPOB, €LLe He NMONYy4uInM CBOEN JOMKHON OLleHKW. baneTHoe TBOpYeCTBO KOMMNO3uTopa
He 60rato KO/IM4ecTBOM, HO Jaxe oauH 6aneT «Anfap Koce» CToUT Toro, 4Tobbl yBUAETL €0 Ha CLieHe
Befywero My3blKafbHOMO Teatpa CTpaHbl.
KmoueBble cnoBa: Anmabek Menp6eKkoB, 6anet, AeTckuin 6anet, Angap Koce, Ka3axCTaHCKUI KOMMO3UTOP,

KOMMO3MTOP, Ka3axCKasa My3blKa

Damir Urazymbetov, Gulnara Gizatova
T. K. Zhurgenov Kazakh National Academy of Arts
(Almaty, Kazakhstan)

ALMABEK MEIRBEKOV’S BALLET MUSIC.
REFLECTIONS OF CONTEMPORARIES

Abstract

Among the composers of modern Kazakhstan the name Aimabek Meirbekov occupies a special place.
According to Sara Kuzembayeva, his music has ‘a bright national flavour, emotional richness, melodic
warmth and orchestral ingenuity’. In this article, the authors outline strokes for the creative portrait of the

composer through the memoirs of his contemporaries. To understand the essence of the musical work by
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A. 0. Meirbekov, they need to listen to his works, which in authors’ opinion have not yet received their due
appreciation. The composer’s ballet work is not rich in quantity, but even one ballet Aldar Kose is worth
seeing on the stage of the leading musical theatre.

Keywords: Aimabek Meirbekov, ballet, children’s ballet, Aldar Kose, Kazakhstani composer, composer,
Kazakh music
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OCOBEHHOCTH

ART STUDIES

B ASUATCKOM

ABTOPCKOM
KUHEMATOI'PA®E

MPHTH 18.41.51

KPUCTUHA MUXAMJIOBA!

1 YHnsepcutet «TypaH»

(Anmartel, KazaxctaH)

OCOBEHHOCTU METAMOAEPHU3MA B ABUATCKOM ABTOPCKOM
KUHEMATOIPA®E

AHHOTaUMA

B cTatbe paccmaTpuBaeTcsl BOSMOXHOCTb ONpeaeneHmns metaMogepHM3ma Kak AJOMUHAHTHON
KYNbTYPHOW JIOTMKM COBPEMEHHOCTM BBMAY OT/IMYMIM €0 CYLLHOCTHbIX XapaKTePUCTUK OT XapaKTEPUCTUK
nocTMoaepHn3aMa 1 mogepHuama. JlermtummnaunpyeTca nccnefoBaHmMe a3aMaTCKoro KnHematorpada B
KOHTEKCTE METaMOAEPHMUCTKOM CTPYKTYPbl YyBCTBA. MNPUBOASTCS KONMYECTBEHHbIE NOKa3aTeNMN NPOSBAEHUS
N3y4aeMblx KaTeropun, Ha YacTHbIX NPUMepPax 3HaKoBbIX GUIbMOB AEMOHCTPUPYETCH aHaNUTUYECKUI pa3bop
Bblpa3WTeNbHbIX CPEACTB KMHOS3bIKA U MAEMHO-TEMATUYECKOI0O COAEPHKAHUSA KUHOTEKCTa Kak GnnocopcKoro
TeKcTa. B pe3ynstarte aBTop, caenas 0606LeHMe, NpeanpuHUMaeT NONbITKY OXapaKTepn3oBaTb 0COOGEHHOCTH
MeTamMoAepHM3Ma B a3MaTCKOM aBTOPCKOM KMHemaTtorpade.

KnioueBble cnoBa: METaMOJEPHU3M, a3UaTCKUI KMHeMaTorpad, aBTOPCKUIM KMHemaTorpad, KUHOA3bIK,

KMHOTEKCT, GNI0CODCKUIM TEKCT

BBepeHue BepMIoneH 1 HOPBEKCKMA TEOPETUK

TepMHUH «MeTamMoIeEpPHU3M» BBE[IEH B
LUIMPOKOE o6palleHre BO BTOPOW NoSIOBMHE
XX BeKa. MHMumatopbl akTyannsaumu
TEPMUHa, rofnaHackmn eéunocod Tumorteyc
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Meaua PobuH BaH aeH AKKep, onpeaenunm
METaMOAEPHU3M KaK JOMUHAHTHYIO
KYNbTYPHYIO TOTMKY COBPEMEHHbIX
3anagHblX KanMTaancTMY4ECKUX 0OLWECTB.

METAMOAEPHU3MA
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Pa3paboTKkM Ha3BaHHbIX YY4EHbIX, OT
nepBbIx «3aMeTOK 0 METAMOAEPHU3ME»
(2010 r.) [1] BO KHUIM «MeTaMOAEPHN3M.
UcTopnyHoCTb, AddeKT 1 [MybuHa nocne
noctMoaepHuamar» (2019 r.) [2, 39 c.],
ABJIIOTCH CMbICNOBbIM TEOPETUYECKUM
A4POM, HEOBXOAMMbBIM 7151 BEPHOIO
BOCMNPUATUS MOHATUA. MeTaMoaepHU3M
— 37O He KynbTypHas napagurma,
dunnocodcKasa KoHUENLUS, CTUIUCTUYECKUHA
perucTp, AUCKypC, ABUKEHME, MaHUdeCT
uUnu nporpamMmma. MetamoiepHU3M eCTb
CTPYKTypa 4yBCTBa.

«CTpyKTypa YyBCTBa» npeacraBnser
cob0on PUKcaLMIO NUBMEHEHUN
nocpeacTBOM UHTYUTUBHOIO
CXBAaTbIBAHUS LLENOr0 10 BbISBNEHNS
€ro YacTen 1 onucaHus mx
XapaKTepUCTUK. [aHHbIM noaxoa
NO3BOJISET UCCNeN0BaTENIM BBOAUTb
B UHTENNEKTyanbHyto cpeay GeHOMEHbI
Jfocene HETUMWUIOTM3NPOBaHHbIE,
obpalaTb BHMMaHWe Ha getanu 6onee
npu3padHbie U cBOBOAHEE NONb30BATLCS
BO3MOXHOCTAMW aKTyabHbIX TEHOAEHLNN
MeXanucumnanHapHocTn. CTOUT OTMETUTD,
YTO NOAXo[ 0Co00 MpUBJIEKaTeNEH B cpefe
N3y4YEHUS NPON3BEAEHNN CUHTETUYECKNX
UCKyCcCTB, 06/1afalol X CNOXKHOCOCTaBHON
NIacTUKON, K KOUM OTHOCUTCS U
KuHemaTtorpad.

CucTemMHbIM 0630p paboT no
MeTaMOoAEePHU3MY NO3BONSET BbIAE/UTb
PO KNOYEBbLIX CYLLHOCTHbIX XapaKTePUCTUK
CTPYKTYpbl YyBCTBa: NPOCBELILEHHas
HaMBHOCTb, HOBas YyBCTBEHHOCTb,
HoBas UCKPEHHOCTb, OCLIMNNALMS,
HEOPOMaHTU3M, NepdopmaTU3am,
PEKOHCTPYKLMS, BO3pOXKaeHNe Muda,
NOCTUPOHUS, 3TUKA NOASIMHHOCTH,
yTOMUYEeCKUM NoBopoT 1 Ap. Hanbonee
3Ha4YMMbIMU B KOHTEKCTE U3YYEHMUS
KnHematorpada BuasaTcs NpocBeLEHHan
HaWBHOCTb, OCLUMNALNS, PA3NINYHbIE
NposiBIEHUS OMOpPaA, UBMEHEHHOE

COCTOSIHWE CO3HaHUSA, pacCMOTpeHUe
Kateropuu «A n UHOM», cTpemneHue K
BO3POXAEHMIO MeTaHappaTMBOB.

lpocBeléHHas HanBHOCTb
npegnonaraeT 4eNCTBUE C pauMOHalbHbIM
npeayoexaeHnemM npoTmB ero
6€CCMbICNIEHHOCTH, HO MPU3HAHMEM
60/iblen NONb3bl OT HETO, YEM OT
6e31encTBUs.

Ocuymnnayumsa npencraBaseT
Cco60M NOBTOPSIOLLMNCS B TOW UK
MHOW CTeneHu BO BPEMEHU Nnpouece
NU3MEHEHUS COCTOSIHUM CUCTEMbI OKOJ10
TOYKM paBHOBECUA. B KOHTEKCTE
XYOOXECTBEHHOMO NPOU3BeaeHUs
crieflyet NoHMMaTb KaK KonebaHwe
paccMatpMBaeMon Uaeu Unn SBNeHns
MeXIy 3asaB/eHHbIMU npegenamu. K
npuMepy, B GUI0COHGCKOM KOHTEKCTE UK
CTUIUCTUHECKOM.

lNoctupoHus. Ucnonb3yemasd B
KOHTEKCTe MeTamoaepHu3ama BepmioieHoM
n AKKepowm, a TakxKe JIn KoHCTaHTUHY
[2, 221 c.] KaTeropus «NOCTUPOHUS» B
JaHHOM 1ccnenoBaHum paclmpseTcs 4o
Kateropuu «tomop». Paccmatpusas lomop
KaK TaKOBOW, €ro pas/iMyHble NPOosIBIEHNS,
OyayT U3y4eHbl UPOHUSA U MOCTUPOHUSA. B
NPOAOMKEHNE HAa3BaHHbIX XapaKTEPUCTUK
aBTOp BBOAMWT NOHATUA «BECENOCTb AyXa»
(noT. Tecce «Mrpa B 6ucep» (1943 r.)
[3]) u «cBeTnbIK cmex» (No H.B. Toronto
«TeaTpanbHbIK pa3be3n» (1842 r.) [4]).
BecénocTb ayxa ecTb cepbE3HOE U
rny6oKoe NpusaTue A4en—CTBUTENbHOCTH,
pagocTHoe 604pCTBOBAHUE U flyxoBHas
YBEPEHHOCTb B KPU3UCHbIX YCI0BUSIX.
CBeTNbIN CMEX eCTb CMEX BbICLLETO
nopsiaka, coaepalimm B cebe
6e3yCNoBHYIO PaoCTb CyLLECTBOBAHMUA.
Taknm 06pa3om, toMop ByaeT pacCMOTPEH
NOCPEACTBOM BbISIBNIEHUS MPUMET UPOHUN,
NMOCTUPOHMH, «BECENOCTU AyXa» U «CBETNOro
cmexa.

MN3meHEHHOE COCTOSIHME CO3HaHMS.
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KaTeropusi ocHOBbLIBaeTcs Ha
BOCbMOM MPWHLUMMNE MeTaMoAepPHM3Ma
«O4HOBPEMEHHOCTb M reHepaTMBHas
HeoHO3Ha4yHOoCTb» (Simultaneity and
generative ambiguity) n3 gecsatu 6a30BbiX
NPUHLUMNOB, BbiBeEHHbIX CETOM
A6pamcoHoM [5]. OH yTBEPKAAET, 4TO
MHOIFOMEpPHble METAMOAEPHUCTCKME
paccyxaeHusi, Bbupatouime B cebs
napagoKchl U NPOTUBOMNOCTABEHUS,
TpebyOT NBMEHEHHOTO COCTOAHMS
CO3HaHMS, KOTOPOe, BNPOYEM, HE
CTOMUT OTOXAECTBAATb C KYyNbTYPOM
NPUMEHEHMUS NCUXOTPOMHbIX BELLECTB,
COMYTCTBYIOLLLEN MOCTMOAEPHNIMY.
UpoHua nocTMoaepHmM3ma 06bI4HO
accoununpyeTtcs ¢ anatMen u capkasmom, B
TO BPEMS KaK NMOCTUPOHUSA C SHTY3NA3MOM
N CEPbESHOCTHIO, rAe B N30LWPEHHOM
APXUTEKTYPE LUYTKM COAEPHKNUTCS
NUCKPEHHWI NOCbIJI.

Kateropus «5 n IHom» aBnaetcs
COBOKYMHOCTbIO NATOr0, WecToro
M ceabMoro 6a30BbiX MPUHLMUMNOB
MeTamMoAepHN3Ma U3 AeCHTH, BbiIBEAEHHbIX
Cetom A6pamcoHom [5] — «Konnanc
pacctosiHu» (The collapse of distances),
«MHOecTBeHHas CyObeKTUBHOCTb»
(Multiple subjectivities) n «Konna6opauus»
(Collaboration) cootTBeTcTBEHHO.
n UHOM — KaK HUKoraa B UCTOPUKU
— HEe3HaKoMUbl; BELWM, KOTOPbIMHK
Nnonb3yeTcs Ye0BEK, NPON3BEEHDI
HEe3HaKOMbIMU NIOAbMW CO BCEr0 MUPa,
OJIHAKO B TO e BPeMs Kaxbli B 1060#M
MOMEHT NOCPEeACTBOM COBPEMEHHbIX
TEXHONOMMM MMEET BO3MOXHOCTb
TECHOro, MHTMMHOIO KOHTaKTa. C cBS3K
C 3TUM POXAaeTCcqd MHOXECTBEHHAd
CYy6bEKTUBHOCTb JIMYHOCTH, a TaKKe
paHee HeBOOBGPa3nMbIe anbsHChI,
rae CAMWKOM pa3Hble B rnobasbHOM
CMbICNe Ntoan KonnabopupyoTtes no
NCKIIIOYNTENBHO Y3KUM, cneundrUiYecKkum
Bonpocam. O6LMM KITIOHOM K MOHUMaHUIO
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KaTeropuu aBnatoTC NOHATME NapajoKca
— «BblIGOp-NapagokKe» [6] BepmioneHa

n AKKepa, TpeTni 6a30BbIM NPUHLINUNM
«[Mapagoke» (Paradox) Ceta A6pamcoHa
[5]. MeTamoaepHU3M MOCTYINPYET,

YTO CYGBEKTUBHYIO UCTUHY Nonaraetcs
NOHMMAaTb KaK «06bEKTUBHO UCTUHHYIO ANS
MEHS», @ KaTeropmo 06beKTUBHAA UCTUHA
Ha3blBaTb YHUBEPCASIbHON.

MNog meTaHappaTuBamu cneayet
NOHMMaTb «BENIMKME MOBECTBOBAHUS,
Bceob6beMoLLME 06LLEeYeOBEYECKNE
YCTaHOBKMW, TAKUE KaK penurus,
Mundonorus, KynbTypa, UCTopus, Bepa
B HayKy, MCKYCCTBO, naeu rnporpecca,
BCeOoO6LLEro cHacTbsl, Uaeanbl pa3Horo
TonKa v np. loctmoaepHU3M yTBepKaancs
KaK anoxa KOMMEHTApPMEB K BENUKUM
NOBECTBOBaHMAM, HO HE BpeMS CO3aHns
nx. MetamogepHU3M nogpasymeBaeT
n3bupaTenbHoe BO3BPaLleHKE K
MeTaHappaTuBaMm Npu ycrnoB1n mx
NJ1040TBOPHOI0O NPaKTUYECKOro
NPMMEHEHUS, CO3HaTeNbHOEe o6palleHne
K «MUdam», KOTOpbl€ MOIyT 6bITb
nonesHbl. HEBO3MOXHO C TOYHOCTbIO
yTBEpPXKAaTb, YTO BO3poXKaeHne Muda
NPOUCXONT UCKIIOYUTENBHO MPU TaKMX
ob6cToaTenbcTBax. C OCTOPOKHOCTBIO
cneayeTt paccMaTtpuBaTh JaHHbIM BONPOC
B KOHTEKCTE BOCTOYHOM LIMBUAM3ALINN,

He UCMbITaBLIEN B NOSIHON Mepe «CMepPTb
bora, aBTOpa 1 cybbeKTar. S3HAYUTENbHbIN
MHTEPEC B a3MaTCKOWM KyNbType Bbi3bIBAET
co3JaHue HoBeNLUX MUDOB, CBA3AHHbIX
C NpUCrnoco61eHMEM YeNoBEKa K
ycnoBusiM rnobanu3aunn. Takxe B
cocTaBe JaHHOW KaTeropmm M3y4eHbl
c/lydaun peKOHCTPYKL MK B NPOTUBOBEC
JIEKOHCTPYKLIMM MOCTMOAEPHM3MA, e B
BOCTOYHOM CO3HaHWKU 6bIIN pa3pyLLIEHbI,
6€e3yCNOBHO, HECKO/IbKO UHbIE MOHATUS,
4yem B 3anagHOEBPOMNENCKOM.

Ocob6oe 3By4yaHue npuobpeTaeT ToT
daKT, 4To MeTamMoaepHM3M npeanonaraert
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«packayuBalolLeecs HanpsxeHue (o6a-
HUKTO)» [1] MeXay MOAEPHU3MOM U
nocTMoaepHU3mMoM. [1ns npoBeaeHns
BoAoOpa3zaena Mexay MoaepH1M3MOoM,

NMOCTMOAEPHNU3MOM U METAMOMEIHU3MOM
BHUMaHMUIO YUTaTeNs NpeaiaratoTcs
cpaBHUTENbHbIE TabULbI.

Tabnuua 1. O606LaroLMit cpaBHUTEbHBIN aHa/IM3, BbINOIHEHHbIN 110 pa3paboTkam BepmiosieHa n AkKepa [1]

MopepHuusm MocTmopepHU3M MeTamopepHuU3m
YTonnyeckum be3bicxoaHbIN ATONMYECKNMn
CUHTaKcUC (BpeMeHHoe napaTtakcuc MeTaKcue
yrnopsagoyeHue) (MpocTpaHCTBEHHbLIN (mpocTtpaHcTBO-
MNpurunnuancHas 6ecnopsaokK) BpPEMS, KOTopoe
ocHosa OAHOBPEMEHHO HU B
nopsake,
HUW B 6ecnopsake)
Huuwe, HKaH-PpaHcya Po6uH BaH aeH AKKep,
LLloneHrayap, NuoTtap, Xak deppuaa, TumoTeyc BepmioneH,
TeopeTnyecKas Kbepkerop, beprcoH, dpenepuK [JHKENMUCOH, CeT ABpamcoH,
OCHOBa dpeng, Optera-u- Yapnb3 [xeHKc, Nxab AneKkcaHgpa
laccer, Kamio, AjopHo XaccaH JOymMUTpeCKy, DNUCOH
TM660HC
NHanBuayanumam, A6contoTHas ceoboaa HoBas MCKPEHHOCTD,
3naTaxHoCTb, CaMOBbIpaXKeHUs, NpPOCBALLEHHan
PEBOMOLMOHHOCTb, naopanusm, HaWBHOCTb, OCLIUNNALMS,
3KCMNEePUMEHTaNN3M, CKeNnTUUM3M, OTKas nepdopmaTtnam,
cTuneBoe OT MeTaHappaTMBOB, PEKOHCTPYKLMS,
HOBaTOPCTBO, HacMmeLlKa, MPOHHUS, BO3poxaeHne muoda,
CylWwHOCTHbIE
AMHaMU3M, WUHTEPTEKCTYaNIbHOCTb, 3TUKa NOASMHHOCTH,
XapaKTePUCTUKH
npUHUMNUanbHas NacTuLL, AEKOHCTPYKLMS NOCTUPOHMUS

HE3aBUCUMOCTb OT
BHEXYAOXECTBEHHbIX
KOHTEKCTOB, aKLEeHT

Ha Xy[OXeCTBEHHON

dopme

53




Tabnuua 2. CpaBHUTE/bHbIN aHannM3 Banepus bparHuHa-lacceKa [7], JONOJHEHHbIN pa3aeaom

«meTamMmojepHNU3M» aBTOPOM [JaHHOIro nccsiegoBaHns

Mopepuuam

MocTtmopepHUu3m

MeTtamopepHu3m

CKaHaanbHOCTb

KoHdopmuam

OTpeLlleHHOoCTb

AHTUMeLaHCcKmn nadoc

OtcytcTBUE Nnadoca

PomaHTH4yeckumn nadoc

OMoLMoHanLHoe oTpuuaHne

npeaLwecTByIOLWEro

[enoBoe ucnonb3oBaHne

npelwecTByOLWEero

Ocuunnnaums (mexay
MOAEPHU3MOM U

NOCTMOJEPHU3MOM, K NPUMepy)

MepBMYHOCTb KaK NO3nLMs

BTOpMYHOCTb KaK No3nuus

lMpeemMcTBEHHOCTb

OLEeHOYHOCTb B

caMoOHa3BaHWK «Mbl — HOBOE»

Bbe3oueHo4YHOCTb B

camMoHa3BaHuK «Mbl — BCE»

[MocTMPOHUS B CaMOHa3BaHWK

«Mbl — HUYTO U BCE»

[exknapvpyemas an1TapHOCTb

Henexknapupyemas

AEMOKPAaTUYHOCTb

[ymMaHHOCTb

Mpeo6nagaHue naeanbHOro

Haa MatepualibHbIM

KommepyecKkui yenex

LleneBas HanpaBNEeHHOCTb Ha

onpeaenéHHyio ayauTopuio

Bepa B BbICOKOE UCKYCCTBO

AHTUYTOMUYHOCTb

Mpeanuam HOBOro ToSIKa

daKThyecKas KynbTypHas

npeemMcTBeHHOCTb

OTKas oT npeablaywen

Ky/IbTYPHOW Napagnrmel

NHTerpauma

OTtyeTnnBOCTb rpaHunLbl

MCKYCCTBO-HEWUCKYCCTBO

Bcé moxeT HasbiBaTbCS

MCKYCCTBOM

PaclumpeHue rpaHuy,

UCKycCTBa

B KOHTEKCTE MeTaMoaepHM3Ma Obln
ncenenoBaHbl nonutonorus, punocodus,
NCUX0N0rns, COLMONONns, NUTEPaTypPHOE TBOPYECTBO,
COBPEMEHHOE NCKYCCTBO v Ap. MNpn aToM
xapaKTepHo cocpenoToyeHmne GoKyca BHUMaHUS
Ha «3anagHow» Kynbtype. feorpadpus Hanbonee
3Ha4YUMBbIX UCCeaoBaHMM MeTaMogepHU3ma
Ha AaHHbIM MOMEHT ONpeAensieTcs cneayoumnum
obpasomM: Hugepnangbl, benobrus, LBenuapus,
Benvko6putanus, Upnanaus, PyMblHWsS, QCTOHUS,
Hoas 3enanaus, ABcTpanus, Poccus, CLUA.
TumoTeyc BepmioneH n PO6UH BaH aeH AKKep

NOACHAOT 3TOT GaKT 3HAKOMCTBOM TEOPETUKOB B
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60bluei Mepe ¢ «3anafHblM» KOHTEKCTOM, a TaKXe
cB0eo6pa3HbIM KPU3UCOM JOMUHUPOBaHUS [6].
04eBMAHO, 4TO YYEHbIE MPEAMNOYUTAIOT 3aHATb B
3TOM OTHOLWIEHMM NO3ULMIO NOJIMTKOPPEKTHYIO, U3
CKPOMHOCTM CTaBs BOMPOC O Lie1ecoo6pa3HoCTH
NPUMEHEHUS KaTeropum MeTamoaepHM3mMa BHe
«3anagHoro» KOHTEKCTa, YTo, O4HAKO, HEe MeLaeT
noABEPrHyTb CTPOroMy Hay4YHOMY aHann3y
XY[OXeCTBEHHbIE NPON3BELEHUS COBPEMEHHON
a3unaTCcKoM KynbTypbl. [posiBNeHHOCTb Hanbonee
aKTyanbHbIX 415 U3YYEHUS KMHO KaTeropui B
$punbmax, oTo6paHHbIX aBTOPOM UCCNeA0BaHUS,

No3BOJIAET OLLEHNTb CTENEHb COOTBETCTBUA
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npov3BeLeHNn METaMOAEPHUCTKOM CTPYKType
YyBCTBa, a TaKXe BbIIBUTb PAJ XapaKTepPHbIX
ocobeHHocTen. [eorpaduma nsyveHms asnaTcKom

KyNnbTypbl B KOHTEKCTE ME€TaMOJAEPHNU3Ma Nnocne

uccrnenoBaHUA aBtopa cnegytowas: BoctouHas Asus
— lOxkHasa Kopes, AnoHus, Kutan, FToHKOHT, TarBaHb;
HOro-BocTouHasa Azuns — dununnuHebl; LleHTpanbHaa A3uns —

KazaxctaH.

FEOrPA®USA UCCINEQOBAHUN

METAMOOEPHU3MA

HPEETTAHT. BEMIiaA
W AP,

SCTOHIR. HOBAR
AT, AN TR
POCTHIE, Cilla,

€ HETOM PESYITATOR

MCCREQORAHER:
AR KO, e
EHTAL, [T,
TAMIARE, CAiM T
EALASTFAH

¢
A0V

\

PucyHok 1. Kapta uccnegoBaHui MeTamogepHu3ma

LleneHanpaBieHHOro NOMIHOLLEHHOrO N3y4eHuns
KuHemaTorpada B KOHTEKCTE MeTaMoepHu3ma
NMOKa He COCTOAN0Ch BBMAY HOBU3HbI TEPMUHA.
CUCTEMHbIV 0630p cTaTen, ynoMUHAOWKUX Te Uan
WHble MPOU3BEAEHUS B Ka4yecTBE NPUMEPOB K
TEOpEeTUYECKUM pa3paboTkaM MeTaMoAepPHU3Ma,
NO3BOJNIAET BblAENNTb CEeAYIOLMX PEXKUCCEPOB:

Yac AHaepcoH, Muwenb loHapu, Cnank J)KoHs,
Mwupanga Oxxynan, Hapnu Kaydman, Jxxapen Xecc,
Ma#nkn Munnc v ap.; cnegyowmne deHoMeHbl: «quirky
cinema», «mockumentary», «mumblecore», «<indie-
KynbTypar; cnegytowime ¢unbmel: «becnofo6HbIn
MUCTeP GOKCe» (perK. Yac AHagepcoH, 2009 1),
«Kocmononue» (pex. Aasua KpoHeH6epr, 2012 1),
«CemenKa TeHeHBayM» (pex. Yac AHgepcoH, 2001
r.), «CTpaHa npunueos» (pex. Teppu Mmnnnam, 2006
r.), «@oHTaH» (pex. JappeH ApoHodcku, 2006 T.),
«KponuK un 6bik» (pexx. Mon Kunr, 2009 r.) u ap.

MeToab!

[ns BbiABNEHMUS 0COBGEHHOCTEN METAMOAEPHU3MA
B a3MaTCKOM aBTOPCKOM KuHemaTtorpade
MCNO/b30BasICA CUCTEMHbIN MOAXO0M, a TaKKe
B3anUMOAOMNOJHAIOLIME HAayYHble METObI

nccnefoBaHus, Takne Kak CeMUOTUYECKMI aHanus,

CTUIMCTUYHECKUIN aHanu3, repMeHeBTUYECKUI
aHanu3 B paMKax MCTOPUKO-KY/bTYPHOro noaxoaa.
B KOHTEKCTE MEeTaMOAEPHUCTCKUX KaTeropmm
(NpocBeLwéHHasa HaMBHOCTb, OCLMANALMUS, IOMOP,
M3MEHEHHOE COCTOAHME CO3HaHue, «A 1 NHoM»,
MeTaHappaTuBbl) 6bI/IM PACCMOTPEHbI, COFTAaCHO
pa3paboTKaM CEMUOTUKM JOKYMEHTa/IbHOrO KUHO
A. M. boxkeeBoW [8, 32 c.], 3NeMEHTbl KWNHOA3bIKA :
Tema, ugesl, cTunb, popma, NPOCTPaHCTBO-BPEMS,
06pas, a TaKKe IKCNepuMeHTanbHbIV NapamMeTp —

«XyAOXXeCTBEHHO€E OTKPbITUE».

Pe3synbrartbl

CdhopmupoBaH cneumnanbHbli NpUHLMN 0T60pa
dunnbMOB. [epBMYHO BbIIN ONpeaeneHbl Bce
asunaTcKue aBTopcKune dunbMbl, 3a NocnegHee
aecatuneTve NpUHMMaBLLINE y4acTUe B KOHKYPCHbIX
nporpaMmax MexayHapoaHbIx KuHodectneanewn
Knacca A, Takux Kak KaHHCKMI KnHodecTnaarb,
bepnuHcKknn KMHodecTuBanb, BeHeunaHcKui
KnHodecTnBanb, KWHodecTuBanb B CaH-CebacTtbsaHe
“ np. B noncke Heo4YeBUAHbIX GUNBMOB U3
BTOPOCTEMNEHHbIX MPporpaMmm KMHodecTMBanen aBTop
PyKOBOACTBOBaNCcS nogbopkamu bputaHcKoro

MHCTUTYTA KUHO. Y4nTbiBanocb Takxe pernoHasbHoe
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npu3HaHue (Harpajpbl a3uaTCKUX KMHOaKaaeMui,
accoumaLmi KWNHOKPUTUKOB U Np.). Ecnu B dunbme
He 06HapYXMBaNoCb UCKOMbIX MPU3HAKOB, TO OH He
BBOAWNCS B Ny UccnefoBaHUs. B OKOHYaTeNbHbIN
CMUCOK BblNK BKIKOYEHDBI TPUALATb NATb GUIbMOB,
KaM bl U3 KOTOPbIX MpUMeYaTeNieH NposiBIeHUEM
MeTaMOAEPHUCTCKUX KaTeropum.
IOxHas Kopest
«51 KGOPT, HO 3TO HOPMasbHO» (peX. Mak YxaH YK,
2006 r.)
«[Moasus» (pex. Jin YxaH [oH, 2010 T1.)
«binatowmi» (pexx. /v Yxan JoH, 2018 r.)
«[TpsiMO cenyac, a He nocne» (pexk. XoH CaH Cy, 2015 T.)
«Houbto y Mops ofHa» (pex. XoH CaH Cy, 2016 .)
«OKya» (per. MoH YrkyH Xo, 2017 1.)
«[Tapasutbl» (pex. MoH YxyH Xo, 2019 T1.)
AnoHua
«Jlec ckop6bu» (pex. Haomu Kasace, 2007 r.)
«Tuxune Bogpl» (pexx. Haomn Kaeace, 2014r.)
«AH» (pexx. Haomu KaBace, 2015 1)
«CusiHme» (pex. Haomn Kasace, 2017 r.)
«Buaenue» (pexx. Haomun Kaeace, 2018 r.)
«CblIH B oTU@a» (pex. Xupokaasy Kopaaga, 2013 T.)
«[AHEBHUK YMUMaTU» (per. Xupokaaay Kopaaaa, 2015T.)
«IpeTbe yOMnCTBO» (pex. XupoKkaasy Kopaaaa, 2017 1.)
«MaraauHHble BOPULLKW» (pex. XMpoKkaasy Kopaaaa,
2018r.)
«Acako 1 1 2» (pex. Plocyka Xamarytu, 2018 r1.)
Kutain
«HaTiopmopT (pex. Li3a YxkaHka, 2006 r.)

BbIBOAbI

«[TIpMKOCHOBEHME rpexar (pex. L3sa YrkaHka, 2013 T.)
«M ropbl caBuratoTest ¢ MecTar (pex. Lissa Yrkarka, 2015T.)
«[lenen — caMbli YNCTbIN Benbin» (pex. L3s YxkaHKa,
2018r.)
«beremot (pex. Yrao JiaH, 2015 )
«4EpHbI Yronb, TOHKUIA Néa» (pex. dao UHaHb, 2014 T.)
«03epo anKux rycenr» (pex. Jao MHaHb, 2019 T.)
«1 He MaHb L3nHbnsiHb» (pex. ®3H CaoraH, 2016 1.)
«AHrenbl HocaT 6enoe» (pex. Busman Lon, 2017 1.)
«[powwaHue» (pex. Jlyny Batr, 2019 1.)
TaBaHb, TOHKOHI
«Yéunua» (pex. Xoy CaocsaHb, 2015T.)
«HsiHg Tao» (pex. SHH Xyan, 2011 r.)

duavnnuHbl
«Jlona» (pex. bpunante MeHgoca, 2009 1.)
«Mama Posa» (pex. bpunaHte MeHgoca, 2016 1.)
KaszaxcTtaH
«OpexoBoe aepeBo» (pexk. EpnaH Hypmyxambetos, 2016 1)
«3aKpbITO Ha 3UMyY» (pex. [xkaHnbeK MyptasuH, 2016 T.)
«C punnomoM B ayn» (pex. Camrap Paxum, 2019 T.)
«X0NnoAHble NETHUE HouYM» (pex. AMup AmeHoBs, 2019 T.)

HemanoBa)kHO KONM4eCcTBEHHOE NPOsiBIEHNE
MEeTaMOAEPHMUCTCKMX KaTeropui B dunbmax.
Ha ocHOBaHMKM NOAyYEHHbIX AaHHbIX CO3aHbl
COOTBETCTBYIOWME Tabnuupl. [oKkazaTtenu
paccyuTaHbl MO WKase: «+» — KaTeropms
NPUCYTCTBYET B GUSIbME; «++» — KaTeEropmnsa pKo
BblpaxkeHa B GuibMe; «+++» — KaTeropus sBnseTcs

ocHoBoOMonaratwouen B dunbme

TABNWLA MO 2ANBMAM M KATEFOPUAM

(KERHAR KOPEHA, ANOHKWA)

= ol L] e 5 2 eT &l =k

2GR A EZ

16 [ 11 | 15 12 ] 1M 12 1 13

210 &8l @12 Si S iF M T

Ho || T 2

PucyHok 2. lposiBneHne Kateropumii B puibmax tOxHoun Kopeu n AnoHun
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®13-ChlH B OTUA
- ®14 - [IHEBHAK YMAMATH
15 - TPETRE YEWACTEO

©16- MATAIMHHBIE BOPUUKA

@AT-ACAKO 1M 2

PucyHok 3. PaclumngpoBKa 0603HaqeHmi no punbmam KxxHorn Kopen u AnoHumn

PucyHok 4. lMposiBneHne Kateropui B punbmax Kutas, TariBaHs, [OHKOHra,

®dununnuH u KasaxctaHa

Tabnuubl HaraaHO AEMOHCTPUPYIOT,
4YTO METAMOAEPHNCTCKUE KaTeropuu
aKTyalbHbl A1 a3MaTCKOro KMHemartorpada:
NpocBeLWEHHas HauBHOCTb NPOsIBNEHA
Ha 64 13 105 BO3MOXHbIX OTMETOK, YTO
cocTaBnsgeT 61%; ocumMnnauns NPosiBAeHa
Ha 71 13 105 BO3MOMXHbIX, YTO COCTaBNAET
68%; Kateropus «toMop» NPOsIB/IeHa Ha

59 13 105 BO3MOMXHbIX, YTO COCTaBNSET
56%; KaTeropus «uU3MeHEHHOE COCTOsIHWNE
CO3HaHus» NposBieHa Ha 50 n3 105
BO3MOMHbIX, YTO cocTaBnsaeT 48%; Kateropus
«A 1 MHoM» nposiBneHa Ha 72 13 105
BO3MOMHbIX, YTO COCTaBNAeT 69%; Kateropus
«MeTaHappaTuBbl» NposiBieHa Ha 86 u3 105
BO3MOXHbIX, YTO cocTaBnAeT 89%.
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BblBOAbI

PucyHok 6. [Aunarpammel, HarnsgHo JEMOHCTPUPYIOLLME KOJIMYECTBEHHbIE pPe3y bTaThl

Mo Kateropuam

B naTK 13 Wwectu cnyvyaes Kateropmm
nposiBfieHbl 6onee 4em Ha 50%. Takum
06pa3oM MOXHO cYMUTaTb paccMOTpeHue
a3uaTCcKoro KuHemarorpada B
KOHTEKCTe MeTamogepH1M3ma
BO3MOXHbIM 1 LieIeco06pas3HbIM.
bonee Bcero nposBeHbl B a3MaTtCKOM
KnHemaTorpade metaMoaepHUCTCKHE
KaTeropuu «metaHappaTmBbl», «A K
MHoW», ocunnnaums. KonmyectBeHHble
noKasarenun No3BoSSIOT BblAENUTb
cnegyolmne dunbmbl, B KOTOPbIX
MeTaMOAepPHUCTCKUE KaTeropmm Hanbonee
ABCTBEHHbI: «5 KWOOPI, HO 3TO HOPMaslbHO»
(pex. Nak YxaH YK, 2006 T.) — 16 13 18
BO3MOHbIX OTMETOK; «4EpPHbIN yronb,
TOHKMIW Né» (pex. Jao NHaHb, 2014
r.) — 16 n3 18 BO3MOXHbIX OTMETOK; «M
ropbl CABUralTCcs ¢ MecTar (pex. Li3a
YxkaHKa, 2015 T.) — 16 13 18 BO3MOMXHbIX
OTMeTOK; «[TblnatoLni» (pex. Jin YUxaH
[oH, 2018 1.) — 15 n3 18 BO3MOXKHbIX
oTMeTOoK; «A He NaHb U3nHbAAHb»

(pex. daH CaoraH, 2016 r.) — 151318
BO3MOXHbIX OTMETOK; «TuXrue BoAbl» (Pex.
Haomun KaBace, 2014r.) — 1313 18
BO3MOXHbIX OTMETOK; «[I[pMKOCHOBEHME
rpexa» (pex. L3sa Y»kaHka, 2013 r.) — 13
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13 18 BO3MOKHbIX OTMETOK; «beremot»
(pex. Yxao NaH, 2015r.) — 121318
BO3MOMHbIX OTMETOK; «[1psAMo cenvac, a
He nocne» (pex. XoH CaH Cy, 2015 r.) — 12
13 18 BO3MOKHbIX OTMETOK; «CblH B OTL,A»
(pex. Xvpokaasy Kopasga, 2013 r.) — 12
13 18 BO3MOMHbIX OTMETOK. Ha3BaHHble
$GUNbMbI MOXKHO YCNOBHO cyuTaThb «TOl-
10 MeTaMoAepPHUCTCKNX GUNBbMOB
as3unaTcKoro KnHemartorpadar. Hekotopblie
Hanbonee MHTepecHble 06pa3Lbl U3
TOIM-10 6yayT paccMOTpeHbl NoAPO6HO B
KayecTBe YacTHbIX NpuMepoB. N3ydyeHune
Ka3axCTaHCKOro KMHO B KOHTEKCTE
MeTaMo/JlepHM3Ma OCBELLEHO aBTOPOM B
oTAaenbHoM ctaTbe [9].

AuncKyccuna

«[binatowmi» / «Beoning» (pex. Jin YxaH
JoH, 2018 1.)

Tema: counanbHOE HEPABEHCTRBO.

Nnes: 3aaaTb BEKTOP NpeoonieHns
colManbHbIX Npobnem.

Ctvnb. ®MnbM BbINOMHEH B
CTUWINCTUKE peanm3ma C HaMepPEHHOMN,
clierka rnpeyBenMyeHHon acTeTusaunen
npoucxoasuiero. Pexxucceép co3naér
CUMBOJIUCTCKME aKLUEHTLI, KOTOPbIE
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B 06LLEN KaHBE KUBOMUCHOIO
NOBECTBOBaHMUSA BbIMMAAAT YMECTHO:
CLEHbl B3aUMOJENCTBUSA repoeBs ¢
6allHen, BUAHOM N3 OKHa X3MU, CLEHbI
C TeNIEBU30POM M OTHOLWEHMEM HoH Cy K
3KpPaHHbIM COBbLITUAM, CLieHa TaHUa Xamu
Ha depme, dmnHanbHas cLeHa youncraa u
apyrve.

dopma. PUnbM UMEET KNacCUYECKYIO
TPEXaAKTHYIO ApamaTypruyecKyto CTPYKTYpY
N 9BASETCS BOJIbHOM 9KpaHU3aumen
npounsseaeHuns «Cxedb capar» Xapyku
MypakaMu. [MaBHble repon — HoH Cy,
Xamu, BeH — ApKkue npeactaBUTENU CBOEIO
coLManbHOro Knacca, Ha Yém peXnUcceEpPom
clienaH ocobbl aKLIEHT, T.K. B MUP Kaxaoro
N3 HUX MOrPYEeHNEe NPOUCXOANT B KaXKa0M
aKTe COOTBETCTBEHHO. O4epeaHOCTb
NOrpy*KEHUs He NnLleHa NorMkK. B nepeom
aKTe 06birpaHO 3HAKOMCTBO C MMPOM
reponHu Xamu. E€ cneymduryecKkas paborTa,
yHUdOpMa, caMooLieHKa U dunocodckoe
OTHOLLIEHME K }W3HMU, peaKuus Ha eé
06pa3 YoH Cy, naHTOMKMa B 6ape U, B
KayecTBe anores, KoMHaTta — BCE 3T0
ABNSAETCH KanenaoCKonom nepBon 4acTtu,
KoTopas NorpyaeT 3puTens B atmocdepy
YHUKaNbHOro MMPOOLLYLLLEHUA X3aMH (C
yaapeHMEM Ha «KeHcKoe»). HecmoTps Ha
CBOE 06bEKTUBHO HEGNAronoly4Hoe U
LIaTKOE NONOoXKEeHWe, FepOnHS onpeaensier
€ro KaK Cy6bbeKTMBHO AOCTaTO4YHOE AN
WU3HW. [MaBHOM LEHHOCTbIO XaMU KaK
JINYHOCTU ABNSETCS €€ OTHOLWIEHNE K
npou1cxoasiiemy, cnocobHOCTbL o6oratllaTthb
peanbHOCTb CO6CTBEHHOM dhaHTa3nen.
370 04eBUAHOE NPUCNOCOBEHYECTBO,
npespaliaemMoe npu NoMoLLm
co3HaTeNIbHOM GUNOCOPCKOM NO3nULUK
X3MW B KQHTOBCKOE «KaK €CJiu Obl».
[aHHbIN CMHTE3 aBTOP NPENOAHOCUT
KaK JIMYHOCTHOE NPEBOCXOACTBO
X3Mu Hag ApYyrMMu NepcoHaXkamu,
BCNeACTBME HYEro OHa CTaHOBUTCS HEKUM
TpodeeM Ansa AByX repoes, KOTopble

He TaK rapMOHUYHbI U ABNSIOTCH NULLb
HOCUTENSIMM NPOTUBOMNOJOXKHbIX APYr APYry
LLleHHocTen. Bo BTOpOM aKTe Nponucxoamt
3HaKOMCTBO ¢ MMpoM beHa. HeKoe
«BCEMOTYLLECTBO» M arnpuopun HeraTMBHas
«BCEA03BOJIEHHOCTb» KOMMEHCHPYETCS ero
UCKPEHHUM MHTEPECOM K OKPYXKaloLLLEMY,
OTCYTCTBUEM BbLICOKOMEPUS, YMEHUEM
[lepXaTbCsl Ha PaBHbIX C NIOAbMMU,
CTOSILLMMU HUXKE NOo coLMaNnbHON NEeCTHULE.
Ero nmywectso (KBaptupa, MallmHa

W np.), 3pyauums, pedo, NnoBeaeHue,
peaKune pasMbllIEHUS O XU3HU PUCYIOT
o6pa3s «reposi Hallero BpemMeHm». [1o
nosiBNeHns KOHGNMKTa B TPETLEM aKTe,

OH — BonoueHne 6naronony4ms u
4ye/I0BEeYEeCKOro JOCTOMHCTBA. TeM caMblM
NoAroToBfieHa noaxoasuwas noysa ans
packpblTns repost HoH Cy B TpeTbeM

aKTe. Ero nM4HOCTHbIE XapaKTEPUCTUKMU
NPosIBASAIOTCS MOCTEMNEHHO, MPUTOM OH
ABNAETCA HE MHULLIMATOPOM, a CKopee
BE€4OMbIM BO MHOIMX OTHOLIEHUSAX
yenoBeKOM. CaMblil 3HAYUTENbHbIN
NOCTYNOK (ybMHcTBO beHa) oH coBepluaeT
Ha npegene cBOMX BO3MOXHOCTEN, OHAKO
B UBMEHEHHOM COCTOSIHUM CO3HaHUS
O/IHOBPEMEHHOW HEPELINTENIbBHOCTH

W KparHen pelnTenbHOCTU. B aTtoT
MOMEHT KOMMO3ULIMOHHO repom
«3aKO0/IbLIOBbIBAETCS», T.K. COBEPLLAET
NOCTYMNOK, UAEHTUYHbIM C NOCTYNKOM OTLLa,
JIMHUS B3aMMOOTHOLLEHWI C KOTOPbIM
NonHa NPOTUBOPEUUBLIX YYBCTB AN

YoH Cy. Ha ypoBHe apamMaTypru4ecKoro
NOCTPOEHUS MPOCNEKNBAETCH TUMNYHAS
ans MmetTamogepH1M3mMa ocLMANSALMS.
AHcaMO6b rnaBHbIX FepOEB eCTb HEKas
rereneBcKas «Tpuagar», rae mup HoH Cy
€CTb Te3nc, Mup beHa — aHTUTE3UC, MUP
Xamu — cuHTes. OTOXKAECTBNEHWNE 3PUTENS
npoucxoaut ¢ HYoH Cy, Takum o6pasom
HavyanbHasg No3unuma ans ABUKEHUSA
MasiTHUKa — ero To4Ka 3peHus. BTtopon akT
Ha NnoJico3HaTeIbHOM YPOBHe yCTpemasaeT
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Hac B MPOTMBOMNOJIOKHOM HanpaBfieHWH, rae
3puTeNib cumnaTnanpyet beny. TpeTnn akt
BO3BpallaeT MasTHUK B NepBoOHavanbHoe
NoJIOXKEHME, OJHAKO OTKPbITbIN PUHAN He
[JaeT 04HO3Ha4YHOro oTBeTa Ha BOMPOCHI:
[ENCTBUTENBHO /I BUHOBEH beH,
[EenCcTBUTENBHO K npaB YoH Cy.

MpocTpaHcTBO-BpeMs. Pnsnyecku
$dunbM NPOMCXOaNT B €AUHCTBEHHOM
NPOCTPaHCTBEHHO-BPEMEHHOM
N3MepeHnn, MeTapru3n4ecKu oH
NPOMCXOAWT B NJIOCKOCTU HaLLMOHaIbHOIO
MeTaHappaTUBa O NOJIOXKEHUU YENOBEKA B
coBpemMeHHoM HOxHon Kopee. O6beKTOM
BHMMaHuWs pexunccépa, YoH Cy u beHa
ABNSIETCH EHCKOE MUPOBOCMNPUATUE
X3MU KaK TakoBOe, HEJOCTUKMMOE KaK
CBETNbIN naean. XapakTepPHO U TO, YTO
JeNCTBYOLLME NULLa — Aanéxkue apyr
OT Apyra noau, cBefeHHble BMecTe
cTeyeHneM 06CTOATENbCTB, YTO BblparkaeT
METaMOLEPHUCTCKYIO KaTeroputo «A u
UHOWN».

O6pas. BaxXHO OTMETUTb, YTO
rMaBHble repou, Bce Tpoe, — AOCTaTO4HO
MHDAHTUIbHbIE MONOAbIE NIOAM, KOTOPbIE
B CMAy 3TOr0 NpeactaBnatoTca 6onee

OCTPbIMU MHANMKATOPaAMK COCTOSIHUS
NPe3eHTYEMOW COLIManbHOM MPOCIONKM.
3cTeTHKa B3pblBa (COXKEHUEe

capasl) BbICTyNaeT XxapaKTePUCTUKOM
LleHTpanbHOro o6pa3a KaK YHUUTOXEHNS
CTaporo, HO B CMbIC/I€ OAHOBPEMEHHO

pexKpeaunoHHOM U eMy NMPOTUBOMOJ/I0KHOM.

Jln YUxaH [1oH npe3eHTyeT rmybokoe
noyteHue nepea UCKPEHHUM CTPEMSIEHNEM
yenoseka K npasae. OH co3paér
NpeanochblIKK 415 CBOMX repoeB
JIENCTBOBATb BOMPEKM KOHCEPBATUBHbIM
YCTOSIM C LIe/IbI0 MPOBECTU UX Yepes
rny6MHHOE NepepoKaeH1e ¢ 0CO3HaHMEM
WUCTUHHbIX LLEHHOCTEWN, KOTOPble nonaraet
Cy6BbEKTUBHbIMU. [Tpobnembl 06WECTBA
B UICTOPUM UMEIOT BTOPOCTENEHHOE
3Ha4YeHUE, PEKUCCEP HE 0OXOANT UX
MOJIYaHMEM, HO U He AenaeT PyHAaMEHTOM
COBCTBEHHbIX Pa3MblLLIEHUN, MPETEHAYS
CKOpee Ha TOHKMIW NcUxoaHan13, Yem Ha
coLManbHylo KpUTKKY. B aTOM cmbicne
MOXHO OTMETUTb aKT «<MOJTHaHUSA»

Kak aencteus. JlIn YxaH [JoH 6onee
COCpPEeAOoTOHEH Ha XyA0XKECTBEHHOM
OTKPbITUM KaK TaKOBOM, HEXENN B pamMKax
paccMmaTtpuMBaemon NpobiemMaTuKu.

PucyHok 7. Kagp u3 ¢unbma «lbinatowmin» / «Beoning» (pex. Jin YxaH oH, 2018 r.)
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«M ropsl casuratotesi ¢ mecta» / «Shan he

8u ren» (pexx. Li3s YxaHka, 2015T.)
Tema: ocMbICNEHNE UCTOPUH
rocyfapctsa/HaLuu Yepes UCTOPHUIO
JIMYHOro BbIGOpA.
Naes: nocpeacTtBOM MHOTOGUIYpHOK

KOMMNO3M1LUK cO3aTb 0606LLEHHbIN 06pa3

M3MEHEHWUI B KUTANCKOM OOLLLECTBE,
CBfI3aHHbIX C NpoueccaMmn MMPOBOWM
rno6anusauuu.

Ctunb. Ctunb U35 YrkaHK3 — 3T0
Habop naponen. Kaxkgasa coctaBngawowas
€ro KMHOA3bIKa B KOHTEKCTE BCEN
dunbMorpadum BbIrMaanT Kak 3/IEMEHT
MOHYMEHTASIbHOTO LIeNIOro, KOTOPbLIN,

CO BCEM TEM, TPYAHO BbIYNEHUTb.

ToH 3apaét akTpuca Yxao Tao. OHa
BOM/OLLAET pa3Hble amnya, HO Bcerja
HE3PMMO UCTOJIHAET OAHY U TY XKe POoJib,
KoTopasi MaKCMMasibHO MPOSICHAETCH B
AOKYMeHTanbHOM KapTuHe L3a YxaHKa
«JlereHgbl ropoaa Haa mopem» (2010

r.). Y>kao Tao cnoHgeTca no punbmy

KaK CMMBOJ1 06peYEHHON ncye3aTb, HO
BEYHO BOCCTaloLLLEN U3 Nenna KPacoTbl.
CBoeobpa3Has GU3MOrHoMMKa eé nuua
npuoBpeTaeT Npu NPOCTon yNblbKe
MaKCMMasibHO TOYHOE BM3YyasibHOE
BblpaXeHMe KaTeropmnmn «BecenocTb
fyxa», BBEIEHHOM aBTOPOM [JaHHOro
ncecnegoBaHus. Pexxunccép ocoboe
BHUMaHUWe yaensiet o6pasam aKTpUchl

B pa3Hble BPEMEHHbIE NEPUObI:
pa3HouBeTHas, CBETALLAsACs 1 notowas
Tao 1999 roaa, cTporas 1 nevanbHas, HO
He noTepsaBLIas cBoen apkocTn Tao 2014
roga v 3emMnsaHon ottuck Tao 2025 roaa,

ofleBaloLLei B KOCTIOMbl CBOEW MOIOLOCTH

co6akKy. OTaenbHbIM CaMOL40CTaTOUYHbIM
XY4OXeCTBEHHbIM NPUEMOM L|3a YrKaHKa
B «M ropbl cABUraloTCs ¢ MeCTa» MOXXHO
CYMTaTb €ro akLEeHTbl Ha TEXHOSIOMUAX
pa3HbIX BPEMEH — NOAYEPKMBAETCS KaK
WX YTUAUTaAPHOE, TaK 1 OTBJIEYEHHOE,
nepeHocHoe 3Ha4veHue. OnepaTtopcKu
BPEMEHHbIE 3MOXM OTPaXKeHbI Hepes
COOTHOLWIEHWE CTOPOH 3KpaHa — OH

NOCTENEHHO paclIMPSETCs, KOMMNO3ULUH
CTaHOBATCA 60/1Iee OTKPbITbIMU,
nomelaoummMm repoes B CBOOGOIHYIO
cpeay, NoNHy oanHoYecTBa. B kateropum
«toMop» GUNbM MPOXOAUT NyTb OT
WMCKPEHHErO IOHOIro CMEXa PeXMCCEpPa U
€ro repoes B NepBOMN YacTK 10 FOPbKOW
NOCTUPOHWK B NOCNEeOHEN, KOTAa OHNTanH-
NepeBOAYMK HENEMO CNYXUT NOCPEAHMKOM
B pa3roBopax OTLa U CbiHa, a rpynna
MOJ1I0[bIX KUTANLEB aMePUKaHCKOro
MPOUCXOXKOEHMA U3Y4alOT KUTAUCKKMIA Ha
Kypcax, CHoBa Nno-loHOMY CMeSiICb Haf
cobon.

dopma. PubM NONOH HEGONbLLMX
CyOBLEKTUBHbIX AeTaNen, KoTopble
ABAOTCA METaDU3NYECKUMU
peTpaHcnaTopaMu CBOEN 3NOXu, B
TOM YMUCNEe AJOKYMEHTasbHbIE NUYHbIE
Kagpbl B NnepBou YacTu. [o-npexHemy
L35 Yr4aHK3 NONb3YeTCH 3CTETUKOMN
MalneHbKUX U 6O/bLINX B3PbIBOB, CHATbIX
¢ obulero nnaxa. MNo-npexHemy repou
TaHUYIOT 1 MOIOT, KOrga UM XOpPOoLLO Uan
rpycTHO. JpamMmaTtypruieckun ousibm
npeacraBnseT co60om NaKOHUYHbIN
o6pa3el, MHOroQUrypHoOn KoMnosuumu:
JIMHUS pa3nyy4€HHbix Tao u JIaHU3bI
NpoAoMKaeTcs Yyepes CTPaHHYo NI060BHYI0
CB$I3b pa3BeAEHHOM NpenogaBaTesbHNLbI
W noB3pocsesluero Jonnapa, Kotopas
NnoJiHa noasunu, Ho 6ecnogHa.

[MpocTpaHCTBO-BpEMS.
daKTHYecKkn GuUbM pa3geneH Ha Tpu
NPOCTPaHCTBEHHO-BPEMEHHbLIE HYacTy,
MeTapU3UYECKM e OH npeacTaBnser
Cco60M abCTpaKTHbIN BHYTPEHHUIA MUP
KWUTamCcKOro Hapoaa.

O6pas. B dunbme co3gaH obpas
CBET/IOro 6yayliero, KOTopoe ocTanochb
B NpoLunom. ABTOp HE MOpaU3unpYyeT,
HO NOJIOH NyYye3apHon nevyanu. O6pas B
NOMHOW Mepe BMUCLIBAETCS B KAaTeropuio
«MPOCBELLEHHAA HAUBHOCTb», T.K.
HOCTanbr1s No yrpavyeHHoMy, TOCKa no
MECTY, e AyX 4yBCTBYeT cebs cBOO6OAHO
(KaK NenTMoTMB GUIbMOB PEXKMUCCEPA)
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JTAKOHWYHO COYETAETCA C aKTUBHbLIMM,
AENCTBYIOLLMMW U PELLUNTENbHbBIMU
nepcoHaxamMu, HUKOra OTKPbITO He
pedneKkcnpyrowmMmMmn 1 He CKOPOGSALLIMMN.
dunbmorpadpusa Lssa YxkaHka
npeacraBnsieTr cobom Bagym4ymBoe
pa3MblLLIEHME O MPUPOAE BPEMEHMU:
BeYHOCTb B «HaTiopmopTte» (2006 r.),
€ANHOBPEMEHHbIE MPOUCLLECTBUSA B
«[TpuKocHoBeHUU rpexa» (2013 1),
3MN0XasibHOCTb B «M ropbl cABUraloTCs C
MecTar (2015 r.) u «[lenen — camblii YUCTbIN
6enbin» (2018 1.). BmecTe ¢ TeM dubMbl,
pacCMOTPEHHbIE KaK OAHO Lienoe, ABASoTCS
BOMJIOWEHNEM METAMOAEPHNCTKON
NPOCBELLEHHOW HAUBHOCTU: Fepon ero

NMOCTOSIHHO CTOAT Nepes BbI6opoM-
napagoKCOM, HO HE MHTENNEKTYaNbHbIM, a
*W3HEHHbIM; OHW NOJIHbI «FOPbKOro» 3HAHK,
HO AENCTBYIOT C HEMOCPEACTBEHHOCTLIO.
XyOOXEeCTBEHHbLIM OTKPLITUEM MOMXHO
Ha3BaTb CO3aHHbIN PEXUCCEPOM

MUWP, KOTOPbIM peann3yeT CIMTHOCTb
HafdeXa v pasoyapoBaHuii. B atom mupe
CYLLECTBYIOT Ta/IMCMaHbl: Y*kao Tao, aKTépsbl,
nepexoadwue n3 punoma B GuibM B O4HOM
1 TOM e obpa3se, onpeaenéHHbIn BbIGop
MECTHOCTH, MaCCOBble CKOM/IEHNUS NTt0AeN
KaK JaHb KUTauCKOM TpaanLMK «K3Ha0»,
ctoppeannCTUYHbIE BbICTYNIEHNS Pa3HbIX
apTUCTOB, KOTOpPbIE NIIOAM HAabMto4aloT Kak
AeTu 1 np.

PucyHok 8. Kaap u3 ¢punbma «M ropel caurarorces ¢ mecta» / «Shan he gu ren»
(pex. Li3a YxaHKa, 2015 r.)

«Tuxmne Bogsl» / «Futatsume no mado»
(pexx. Haomu KaBace, 2014r.)

Tema: B3pocneHne 4YenoBeKa.

Naes: nepexoq pebEHKa N3 COCTOSAHUS
HaboaatoWero «BoHbl XXU3HW» B
COCTOsIHME npebblBaloLLErO B HUX Yepes
CTpax OAMHOYECTBA, NPUHATUE CMEPTU U
BPEMEHHOCTM BCErO CYLLErO.

CTnnb. XapaKTepHbIW CTUb «TUXOIO
KnHO» Haomu KaBace, rae 4yem Tuiie
PEXMUCCEP N PELMNUEHT, TEM 60/iblue
NUCTOPUSA UMEET NOTEHLMaAN K PacKpbITHIO.
B naHHOM ¢ubMe aBTOp, OCTaBasACb
BepHow cebe, CHOBa NoMmelllaeT repoes
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Ha OKpauHax, 6/IM3KMX K AUKOW npupoge.
HepaspblBHasd CBA3b NepcoHaxKen ¢
OKeaHOM BblpaxaeTcs Yepes B3rnaj
IOHOLWN-NPOTaroHNCcTa B psge AMKOBUHHbIX
ONS HEro CLEeH: nojpyra Kynaetcq B
OKeaHe B WKOoNbHON dpopme, eé oTel,
paccyXaaeT 0 3aHATUM CEPPUHTOM KaK

0 MeTadope KU3HW, CTapUK-MOPSIK,

rNS4s Ha CNOKOWHYIO BOAY, NpeaBellaeT
6osblyto 6ypto. OKeaH nyraeT ropoiCKoro
MasibvYMKa TaKXKe, KaK nyraeT B3pocnas
*W3Hb CO CBOMMM MPOTUBOPEYNAMU. Ha
npeoaosieHne 3Toro cTpaxa HanpasieH
BECb COObITUMHbLIN pAa. Ha To, 4TOObI
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YBEPUTb repos U 0JapuTb €ro CMENOCTbIO
B3POCNOro, Hanpae/ieHbl BCE NO3TUYECKME
cpeactBa pexuccépa. Haomun KaBace
KaK Xy[OXXHWKa BOJIHYIOT BOMPOChHI
06L1e4YeIoBEYECKOrO XxapaKTepa, B ycTa U
[AEVNCTBUNS CBOUX repoeB OHa BKaabiBaeT
JINYHOE OTHOLLEHME K 3TUM BOMpoOCcam,
CBOAWUT aBTOPCKOE NPUCYTCTBUE K
MWUHUMYMY M CO30AET TaKMM 06pa3om
YHWUKaNbHbIM aBTOPCKUI CTUJb.

®dopma. JInHenHOe noBecTBOBaAHME
Ha NepBbIi B3NS/ CKyNno Ha cobbiTus,
KOTopble, 04HaKo, NpeaesibHO CMbICI0BO
HacCblILLLEHbI: 3TO CMEPTb *EHLLMHbI-
LlaMaHKK, KoTopas MPUHMMAET Nepexo,
B MHOM MWUP KakK gap v y4uT CBOIO
[104b BEPHOMY OTHOLLEHUIO K yTpaTe,
3TO paccriejoBaHMe TaUHCTBEHHOIO
HecyacTHOro cny4yas unu yéuinctea, Korga
B BOAE HaNAEeH HEOMO3HAHHbIN TPyr, 3TO
noesaka B3pOC/NEOWEro cblHa K OTLY B
ToKkMo ¢ BONMPOCOM O NMpuyMHax pacnaja
CeMbM, 3TO NepBast N060Bb B KN3HU
IOHOLWWM M AeBYLLKK. TyT CKpbiBaeTCs
O4YeHb cBOE€06pPa3HbIN GpeHoOMeEH GUNbMOB
JlaHHOrO pexunccépa: Haomu KaBace He
6ouTtca nadoca NOBECTBOBAHUS U yMeET
C HMM paboTaTb, 40BOASA NPOCTENLInNE
NCTOPWUM [0 YPOBHS APEBHErPEYECKON
Tpareamun cBOMM NpUCTabHbIM
BHMMaHueM. EE repou nnavyt n

yMupaloT nepes Kamepown, B dunbmax
NPUCYTCTBYIOT KpanHe 3MOLMOHasbHbIE
CLEHbI, UHTUMHbIE MOMEHTbI, CakpasbHble
puTyanbl, fjaxke B ogHUX «TUXMUX BOAaX» €CTb
0JHOBPEMEHHO BCE Ha3BaHHOE 1 BonbLe.

MpocTpaHCcTBO-BpeMSA. PUnbM
NPOUCXOANT B €AMHCTBEHHOM
NPOCTPaHCTBEHHO-BPEMEHHOM
NU3MEpPEHNHU, HO Yepeaa MeTadOPUYHbIX
obpalleHni K 6e3BpeMeHHOMY
NPOCTPAHCTBY OKeaHa KaK K 6bITULo
Haxo4uT CBOE NOrM4yHoOe pa3BuTme
B CNneayolmx cueHax: 6enetoummn B
npeapaccBeETHOM TEMHOM BoAE Tpyn,
NnponnMBaHWe oKkeaHa CTPallHbIM IMBHEM
Ha OCTPOB, dMHaNbHas CLeHa NnaBaHus
repoeB Harmwom B rny6oKnx Npo3payHbixX
BOAaAX KaK MHMLMALINS.

O6paas. Bcé cpeacrtBa aBTOpa
HanpaBfieHbl HA cO3aHMe MeTaHappaTuBa
0 XM3HU U CMEPTU BHE KOHTEKCTa
KynbTypbl, PENNUTMK, COBPEMEHHOCTH.

CTWNb «TUXOTO KMHO» MOXHO Ha3BaTb
60NbLUIMM aBTOPCKUM XYOOXKECTBEHHbIM
oTKpbITEM Haomun KaBace, uccneayouien
peanbHOCTb UCKTIOYUTENBHO KaK
HEOOBLATHbLIM MUP B6E3 BPEMEHU U
npocTtpaHcTBa. PunbMbl Kak o6pasel,
«pnnocodunm B HedUNocohCcKux popmax»
cocpeaoToyeHbl B 06/1aCTU OHTOSIOMMYECKUX
BOMPOCOB.

PucyHok 9. Kaap n3 ¢punbma «Tuxme Bogbl» / «Futatsume no mado» (pex. Haomn KaBace, 2014 r.)
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Pestlomunpys, npoBeaEHHbIE
B OTHOLIEHUK Kaxaoro dunbma
aHaNUTUYECKMNE U3bICKaHMS MO3BONSIOT
BbIIBUTb 0COBGble METAMOAEPHUCTCKUE
KaTeropuu, xapakTepHble 4s
KnHematorpada a3umaTCKunx CTpaH:
CTPeM/IEHNE K HEPa3OKUMOCTH
BOCMPUHMMAEMOro obpasa («<Mon4yaHue»),
COCPEeAOTOYEHHOCTb Ha }EHCKOM
BOCMPUATUM, E€TCKaa HENOCPEACTBEHHOCTb
B NPOsIB/IEHMM YyBCTB («CNé3bl 6€3 CThigar),
Mcnosnb3oBaHWe 3CTETUKN B3pbiBa U
«CBET/IbIN CMEX» KaK NpOosiBNIEHNE IOMOpa.

MonyaHue Kak Kateropus,
BBeaEHHas A.C. MapKoBo#,
nogpasymeBaeT «BCAyLIMBaHUE
rnasamu, MolllieHune “He cnoBamu’»
[10, 94 c.]. PaccmaTpuBas MofYaHue B
KOHTEKCTE KMHOOGpPa3a, uccnegosaTtesb
rnofiaraeT ero Kak «<Hepa3noXMMOoCTb
BOCMNPUHMMAEMOro BM3yanbHOro obpasa
Ha ero coctasnsawumer» [10, 94 c.], uyto
aKTyanbHO AN N3y4yeHns a3naTcKoro
KuHematorpada no ABym nNpu4mMHam.
Bo-nepBblIx, TAKOro poaa «MofyaHue»
60/1ee BCEr0 BO3MOHO Bblpa3nTb B
KnHematorpade. Bo-BTOpbIX, B CBOMX
dpyHAaMeHTanbHbIX GUI0COHCKUX OCHOBAx
BOCTOYHas KynbTypa XxapaKTepuayeTcs
6onblUen caepXaHHOCTbIO, YeM 3anagHas.
Takum 06pa3oMm, JaHHas KaTteropus
noapa3symeBaeT BO3SMOXHOCTb BblparKeHuUs
MbIC/IEN M YYBCTB Yepes «HeCKa3aHHble
CNnoBa», B TOM YMCNe U B NJIOCKOCTU
KnHosa3blKa. K npumepy, dnnbmbl
Haomun KaBace NocTpoeHbl MO 3aKOHY
NPUHLMMMUANBHOIO aBTOPCKOro MONYaHMS
M COCPEeNOTOYEHHOMo co3epLaTesibHoOro
BHUMaHUs, B «[1033unn» U «[lblnatoLiem»
nogo6Has npeaycrtaHoBKa OCYLLEeCTBSETCH
KaK GUIOCOPCKH, TaK U ApamMaTypru4ecKu:
rNaBHble repon AENCTBYIOT B MOSTHaHUM,
a UX MOTUBbI IOMbICIMBAOTCH 3pUTENEM
(aHanornyHo ans ¢punbma «CblH B oTL@»
Xupokaagy Kopaagbl). «TpeTbe yOUNCTBO»
Xupokaasy Kopaagpl, <Acako 1 n 2» Plocyka
Xamarytu, «[lenen — camblit YUCTbIN
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6enbi» L3 YrkaHKa n «C gunaioMom B ays»
Camrap Paxvma — npumepbl NpsiMoro,
He MeTadOpUYECKOro NCMNoNb30BaHUS
Mon4yaHus. B «TpeTbem ybuimcTee»
3TO BO3MOXHOCTb MO3BOJIUTb Fepoto
OCTaBaTbCs CKPbITHLIM Ha NPOTAXEHNU
BCero punbmMa B pamMKax XaHpoBOK
yCTaHOBKMW; B «<AcaKko 1 1 2» MmonyaHue
— 370, KaK HM NapajoKcanbHO, peyeBas
XapaKTtepucTuka Acako; B «[lenen —
CaMbl YACTbIM 6enblii» 3TO BbiparkeHne
[IOCTOMHCTBA Ha A3blKe L35HXY; B «C
JUNJIOMOM B ay/l» MOJl4aHue oTpaxaeT
rparkaaHCKyto MO3ULMIO NPe3eHTyemMoro
obulecTBa.

Cnésbl 6e3 cThiga. AneKkcaHapa
[OymuTpecKy, BBOASA NOHATUE «CNE3bI
6e3 cThifa» [11], BKNaabiBaeT B HEro
BO3MOXHOCTb CBOGOAHOIO BblparKeHNUs
aMouui. lNMpogomxasn pasmbllLneHne o
Ha3BaHHOWM BblllIe KaTeropnu (MonyaHue)
BaXKHO OTMETUTb, YTO KaTeropus «Ccnéabl
6e3 cTblfa» He NPOoTUBONOCTaBNAETCA
en, a pasBuBaeT. CaeprKaHHOCTb UMeeT
MecCTO 6bITb, HO OHa He ToTasibHa. B Tex
clnyyasx Korjga aMoLus BblparkaeTcs,
OHa He CoMNpoBOXKAAETCH CThIAOM,
4YyBCTBOM BUHbI, AUCKOMbOPTOM,
OLLyLIEHUEM COBCTBEHHOM HUUYTOXKHOCTH
WM 6ecnomMoLLHOCTH, a NOSIHOLEHHO
npoxuBaetcs. Taknm o6pa3om, JaHHas
KaTeropus nogpasymeBaeT AETCKYIO
HernocpeaCcTBEHHOCTb B NPOSB/IEHUU
yyBcTB. O6palwascb K NpMMmepam MOXKHO
OTMETUTb, YTO YaCTUYHO «CNE3bl 6e3
CTblga» 06yCnoB/IEHbI 3CTETUKOM peannusma
(«HaHa Tao» IHH Xyan, «[TpowiaHme»
Jlyny BaHr) n runeppeanunama («Jlona,
«Mama Poza» bpuinaHte MeHaoca). Ho
B page ¢unbmoB Haomun KaBace («Jlec
CKopOW», «Tuxune Boabl», «<BuaeHune»), Jln
YxaH [loHa («[Toasus», «[lbinatowmuim») 1
XoH CaH Cy («[Tpsimo cenyac, a He nocne»)
KaTeropus sIBNS€TCa OCHOBOMNoaratowen,
NnepcoHaXn MakcMMalibHO OTKPOBEHHbI
nepej Kamepon B MOMEHTbI KaTapcuca
U UX NOAIMHHbBIE AMOLMK — 3TO

Central Asian Journal of Art Studies 5/ 3. September 2020



KMHO3KCMNEPUMEHT Ha rPaHn 3TUKKU U
3CTETUKM.

YKeHckoe BocrnipusiTne. Yaensas
60/bllI0E BHUMAHUE }EHCKUM 06pa3am,
PEXMUCCEPDI, YbW PUNbMbI NPEACTaBNEHbI
B JaHHOM MccnegoBaHWM, CMeLatoT
CMbICTOBOM a@KLLEHT C YKEHLLMNHbI-CUMBONA
Ha XXEHCKOE BOCMPUATHE B LLENOM.
PaccmaTtpmBaloTca ero ncmMxonornyeckme
acrneKTbl U NPOTUBOPEYUYUBOCTb, YTOHHSAIOTCSA
ayTeHTUYHbIE (K NPUMEpPY, HaLlMOHasbHbIE)
aetanu. eHLnHa CTaHOBUTCA MaBHbIM
repoem, NoToOMy 4YTO BEeAs peuUunueHTa
BCNej 3a HEW, aBTOp noJsiydyaet
BO3MOHOCTb BbICKa3blBaTb MbIC/K 6oJiee
WHTUMHbIE, COBEpLUaTb ApamMaTypruieckue
XO[lbl MEHEE NOrnYHble, co3aaBaTb UHYIO
atmocdepy, N03BONAIOLLYIO MOSIHEE
Bblpa3nTb METAMOAEPHUCTCKYIO CTPYKTYPY
yyBCTBa. TaKMM 06pa30oM, B Ka4ecTBe
COCPEeAOTOYEHHOCTM Ha EHCKOM
BOCNPUATUN paccMaTpuBaloTC:

— rnaBHas repouHs eHwWwmHa (<4
He MaHb U3nHbNAHb» ®3H CaoraHa,
«MpowaHue» Nlyny BaHr, «<HaHa Tao» QHH
Xyan, «[lenen — cambi YUCTbIV BGENbIN» U
«M ropbl caBuratoTes ¢ Mmectar Li3sa YKaHKa,
«[1lpsAMo cenyac, a He nocner» n «Houbio
y Mops ogHa» XoH CaH Cy, «A kubopr, HO
3T0 HOpManbHO» MaK YxaH YKka, «[1oa3uns»
JIn YxaH [loHa, «OK4a» MoH YyH Xo,

«Jlec ckopobu» u «Tuxmne Boabl» Haomu
KaBace, «Younua» Xoy CaocsaHs, «JHEBHUK
YmumaTtu» Xupokaasy Kopaagbl, «<Acako 1 u
2» Plocyka Xamarytu);

—  naes co34aHus KEHCKOro
obobulatolero obpasa (<AHrenbl HoCAT
6enoe» BuBnat Lion, «Jlona» n «Mama
Poza» bpuinante MeHgoca, «<MEpHbIN
yronb, TOHKKM Néa» Jao NHaHs, «<XonoaHble
NleTHMe Houn» AMupa AMeHoBa, «BuaeHue»
Haomun KaBace, «/JHEBHUK YMUMaTU»
Xupokaasy Kopaaabl);

—  CTPEMJIEHUE K IMPUYHOCTH U
4yBCTBEHHOCTH («Y6uILa», <Ho4blo y Mops
OflHa», «[1psiMO cernyac, a He rnocse» XoH
CaH Cy, «[1o33us» u «lblnatowwmin» i Yxax

[oHa, «AH» 1 «Tuxue Boabl» Haomu Kasace).
3cTeTnka B3pbiBa. Muxann 3nwrtenH
B NPeancnoBumn K pabote «PycCKun
NOCTMOAEPHNU3M» BBOAWUT MOHATHE
«B30pBaJib», ONUCbIBAS «TOHANbHOCTb U
BM3Yyas/ibHOCTb B3pbIBa, €ro apXxeTunuky
W anoKanunTUKY Kak niaoTb U KPOBb
Hallero BpemeHu» [12]. «B3pbIBY4aTOCTb
— B OCHOBE COBPEMEHHOWM 3KCNPECCHUM»
[12]. Cornawascb ¢ HUM, MHOTUe
paboTbl MPUBOAAT TOYHYIO ATy CMEPTHU
NOCTMOAEPHN3MA U POXKAEHUS YEro-To
HOBOro-cTpaHHoro — 11 ceHtabps 2001
roga. ABTOpbl a3MaTCKOro KnHemarorpada
aKTMBHO MOJb3YIOTCA 3CTETUKOW B3pbiBa
KaK TaKoBOro, NPsiMO U KOCBEHHO
NnoKasbiBasg GernepBePKU, CantoThl,
BbICTPE/Ibl, BO3ropaHus, 6eHranbCcKme
OrHKM 1 Np. CMbICNIOBO B3PbIB UMEET
LUMPOKKIM CNEKTP nogpasyMeBaeMblxX
SIBIEHUI, OAHAKO B 3HAYUTENbHOM CTEMNEHU
MEeHbLLE NpeacTaBNeH KaK OroHb, HECYLLIMK
cMepTb. CKopee B3pbIB AJ15 a3MaTCKoro
KMHeMaTtorpada — 3T0 UBMEHEHUE UK
npeanocbinika K HeMy. Taknm 06pas3om,
B KaTeropmu «3CTeTUKa B3pbiBa»
paccMOTpPEHbI BCE Cy4Yan MCNONb30BaHUS
pPEXMUCCEPAMU IaHHOTO Xy0KECTBEHHOIO
nprMéma B pas3HblX KOHTEKCTax. PuUnbMbl,
B KOTOPbIX 3CTETMKA B3pblBa NposiBlieHa
«MPAMbIM TEKCTOM»:

— «beremot Yxao JlaHa — nepBbIi
Kaap — B3pbIB B Kapbepe, Yepeaa
nocneayoLLnx B3pbiBOB Ha NPOTAXKEHUU
Bcero punoMa — metadopa MOHOTOHHOIO
MaclLTabHOro CaMOYHUUTOXKEHUS;

—  «YEpHbIN yrosib, TOHKKK NéQ»

[dao NHaHs — denepBepK Kak 60/1bLIoK
6€eCCMbICIEHHbIN B3PbIB, MPUHOCS NI
pagoCcTb HOYbIO, HO HENEMbIN AHEM

— LeHTpanbHbii 06pa3 dunbma, a
CUMBOJIMYHOE 3aBefleHNEe CO CMOPHOM
penyTtaunen B KaHBe NOBECTBOBaHUS
HOCUT Ha3BaHue «[JHeBHOW denepBEPK»;

—  «¥ Kubopr, HO 3TO0 HOpManbHO» [aK
YxaH YKa — reponHa TpaHchopmmpyeTcs
B Knbopra v CTpenseT nanblamu, eé

65



cneunduyeckne ocobeHHOCTU NOSBAFIOTCS
nocne B3pblBa-UHULMALMK — yaapa TOKOM;

—  «[lbinatowmi» Jin Yxan JoHa — beH
CHWraeT Ang pasBnedyeHuns nycryrowmne
capau pepmepoB, 3abPOLLEHHbIE
X039€BaMM, 4YTO ABNSETCH 06 BEMHOM
MeTadbopon Ha colmanbHble NPo6AEMbI
KanuTannucTMYecKoro o6LLecTBa;

- «Bupenue» Haomun KaBace —
pacTeHue, cnocobHoe AapuTb cHacTbe,
poxaaeTcst NpyM camonpon3BOSIbHOM
BO3ropaHuu onpeaenéHHoro Mecrta B Jiecy;

—  «IpeTbe yorumncTBo» XMpoKkaasy
Kop3aaabl — mecTo y6UncTBa, K KoOTopomy
MHOECTBO pa3 BO3BpaLllatoTCcs
NepcoHaXKn — 3TO MECTO COMKIKEHNS
4yenoBeKa, puMTyasn ero npeaaHus orHio —
MeTadopa MLLEHNS 3a BCEX HEBUHHbIX
KepTB;

—  «[IHEBHUK YMUMaTK» XUPOKaa3y
Kopaaabl — Cya3o B anoree cobbiTui
oTnpaBnseTcsd Ha TPaAULMOHHbBIM CMOTP
denepBepKOB, OTpaxalowmnxca Ha Boje
(CbEMKa nponcxoamuT ¢ BO3ayxa), a 3aTeM
3aXuUraeT ¢ cécTpaMun 6eHranbcKkue
OrHW JOMa KaK CMMBOJ1 CBOEO6pa3HoOm
WMHULMALMN B MUP B3POC/bIX.

OTaenbHOro BHUMaHus 3acny>XnuBaet
psa GunbmoB, rae B3pbiB Kak robanbHoe
N3MEHeHNe AEMOHCTPUPYETCS OTPAKEHHO:

—  «[lapasuTtbl» IOH Y3KyH Xo —
KYbMWHALMOHHBIX MOMEHT NMPOSIMBHOIO
JIMBHS M 3aTOMNMIEHUS B CBA3U C HUM
BW3yasibHO PeLIEH KaK 60/bLIOW BOAHbIV
B3pbIB. [10 NyTn 6€4HOM CEMbM OMOW Ha
yMUax ropoaa B3pbiB-A0/b BbISANUT
NMO3TMYHO M OYMLIAET, B NOABaIbHOM
NOMELLEHUM UX UULLLA OH NpeacTaBaseT
Co60M KatacTpody, yrpoXKaltoLLyo XU3HU,
B NOABaSIbHOM NMOMELLLEHMUM YAaCTHOIO
[IOMa B3PbIB-[10 /b HUKAK HE NPOSB/EH,
a ang 6oraton ceMmbun — JocagHas
nomexa NMUKHUKY. ManeHbKOoro Manb4mKa,
peLUMBLIErO crnaTb NMoj B3pPbIBOM-A0XKAEM
npu3BaHa 3alMTUTb NanaTka, Kotopas He
MPOTEYET, T.K. «3aKa3aHa ¢ AMEPUKN»;

- «Mama Po3za» n Jlona» bpunaHte
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MeHpaoca — B3pbIB-A0X b, 3a1MBaloLUn
MecTa cOObITUI, eCTb CNaceHue Yyepes
CMEepPTb, MPUTOM 3TO HE NErKUIN HYAHbIN
[0Xb, HABEBAKOL MM TOCKY, a MOCTOSAHHbIM
MOLLHbIN IMBEHb, YHUUTOXKAIOLL MM BCE Ha
CBOEM MyTH;

— «CvuaHune» Haomn KaBace —
npoLaHne repost co 3peHUeM nNPoncxoanT
KaK yracaHue nenenuiua, T.K. MeTadbopruyHO
60/bLLIOK B3PbIB Obl/1 CAMO €0 XU3HbIO,
OT KOTOPOW Tenepb OCTalOTCS TOJIbKO
BOCMNOMUHaHUA-OJTUKU.

B paccmoTpeHHon dunbmorpadum
L39 YaHK3 B3pbIB — 3T0 06513aTe/bHbIM
3NleMeHT Kaxkaon uctopuu. JaHHas Tema
3acNyMBaeT 0TAENbHOro UccneaoBaHus,
T.K. MacTepcKas paboTa pexxuccépa co
B3pblBaMK J06aBNSAET NPOU3BEAEHUAM
€Llé OAMH YPOBEHb NPOYTEHUS
(paspylleHWe 30aHum, yneTalolee Kak
pakeTa QyTyPUCTUHECKOE COOPYKEHUE
B «HaTiopMopTe») Unun, Kak MUHUMYM,
yrny6nseT UMeloLMecs YypoBHU KaK
MeTadopa (cTpenbba BCeX rMaBHbIX FepoeB
B «[IPUKOCHOBEHWUU Fpexar, cTpenbba
Lso B «[lenen — caMblit YNCTbIN BENbI»)
Unu aetans (B3pbiBbl Ha peKe B «M ropol
COBUraloTCs C MecTan).

CBeT/IbIN CMEX M BECENIOCTb AyXa
BMECTO UPOHMU U MOCTUPOHUU.
KaTeropuu «CBeTNbI CMEX» U «<BECENOCTb
Ayxa», BB€AEHHblE aBTOPOM AaHHOro
nuccnenoBaHus M paccMatpMBaemble
Haps4y C MPOHUEN U NMOCTUPOHUEN,
KOJIMYeCTBEHHO NnpeobnagatoT Hafg
nocnegHuUmu. laHHbl GpakT Nno3BonsaeT
roBOPWUTb O TOM, YTO METAMOAEPHUCTCKUM
IOMOP B a3naTCKoM KMHeMaTorpade
KayecTBEHHO MHoW. K npumepy,
}MU3HEeYTBEepKAaloLWmni CMex repoes
$dunbmoB XrnpoKaasy Kopaaabl «JHEBHUK
YMumaTu», «MarasmHHble BOPULLKK» U «CblH
B OTL@» — NPUMEP TOPKECTBa BECENIOCTH
Jlyxa HaZl 6bITOBbIMWU N BbITUMHBIMU
npo6nemMamu. BaxKHO OTMETUTD, YTO
CBET/bI CMEX B JAHHOM CJly4ae He
6€ercTBo OT Hen36exHoro, a crnoco6
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npeoaosieHuns. 3Ta e BecenocTb ayxa
npucylia scem ¢punomam Haomun Kaace.
OHa e 9BNseTcs MAe0N0rM4ecKmum
CTEPXKHEM AN dMUNbMa Ka3axCTaHCKOro
pexuccépa EpnaHa HypmyxambetoBa
«OpexoBoe aepeBo».

3aknoueHue

MpenctaBneHbl pe3ynbTaThl
nccnenoBaHUs 0COGEHHOCTEN
MeTamMofepHU3Ma B a3MaTCKOM aBTOPCKOM
KuHemaTorpade. PaccmatpnBaembli
nepuvon — nepsble ABa AECATUNETHUSA
XXI BeKa, B KOTOPbIX onpeaennnach
CTPYKTypa 4yBCTBa MeTaMoAepHU3Ma
KaK IOMWHaHTHAas KynbTypHas NornKka
3anafgHoro obliectBa. PaccmoTpeHue
a3naTCKoro aBTOpCKOro KMHemartorpada
B 9TOM KOHTEKCTe npeacTaB/isieT co60M
CBOEro poja 3KCMEPUMEHT, YCNeLwHo
NOATBEPKAAOW MM pe3dynbTataMn JaHHOro
nccnenoBaHMs BO3MOMXKHOCTb MPUMEHEHUS

JNutepartypa:

METaMOJEPHUCTKMX «3anafHbiX» KaTErOPUI
K COBPEMEHHOM BOCTOYHOM KYNbLTYpeE.
Bonblioe 3Ha4YeHne B 3TOM CBA3M
npuobpeTatoT NpoLecchl robannsaumu,
3aTparMBaemble Tak i MHaye B 60Mbluen
yacTn GMNbMOB UCCNEeA0BaTENbCKOIO
opeona.

N3y4eHne Bbipa3nTeNbHbIX CPEACTB
KMHOSA3blKa B X B3aUMOCBSA3U C NAENHO-
TeMaTUYECKMM COoAEPKaHNEM KMHOTEKCTOB
KaK GU10ocodCKMX TEKCTOB NO3BONIIO
yrnybuTb U pa3BWUTb MOHATUE, AOMNOSHUTb
METaMOJEPHUCTKYIO CTPYKTYPY YyBCTBA
HOBbIMW KaTEropusiMu: CTpEMIEHHKE K
HEepas310XXMMOCTU BOCMPUHUMAEMOIO
ob6pa3sa («Mos14aHue»), COCPeaoTOYEHHOCTb
Ha YXEHCKOM BOCMPUATUU, AETCKAaN
HEenocpeacTBEHHOCTb B MPOSIB/IEHNUN
YyBCTB («CNné3bl 6€3 cThbiaar),
MCMNO/Ib30BaHME 3CTETUKM B3PbiBa U
«CBET/IbIK CMEX» KaK MposiB/iEHNe 1omMopa.
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Kpucruna Muxainosa

TypaH yHuBepcuTeTi

(Anmarel, KasaKctaH)

A3UAJIbIK ABTOPJIbIK KHHEMATOIPAOUAAAFbI METAMOAEPHU3M EPEKLUENIKTEPI

AxpgaTna

MaKanaga MeTaMoAepHU3MAI NOCTMOAEPHU3M MEH MOAEPHU3M cunaTTapbiHaH OHbIH MOHAIK
cvnaTTamManapblHblH arblpMallbliblKTapbiHa 6ainaHblCTbl Kagdipri 3aMaHHbIH AJOMUHAHTTbI MBJIEHU NIOrMKachI
peTiHae aHbIKTay MYMKIiHAIr KapacTblpbinabl. Ce3iMHiH MeTaMoepHMU3Mi KYPblibIMbl KOHTEKCTIHAE a3UANbIK
KnHemaTtorpadTbiH 3epTTeynepi nerntuMmmnadaumananagbl. OKblnaTblH KaTeropusnapablH CaHAbIK KeOpCeTKilTepi
KenTipineai, TaH6anbl GUNbMAEPAIH XKeKe MbicangapbliHAa KMHOTINIHIH MOHEpPNi KypangapblH Tangay KoHe
dunocopuanbiK MaTiH peTiHAE KMHOMOTIHTIH, AEANbIK-TaKblPbINTbIK Ma3MyHbIH KepceTy KepceTinesi.
HaTuxkeciHge aBTOp KOpbITa Kene, a3usiblK aBTOP/blK KUHeMaTorpaduaaarbl METAMOLEPHU3MHIH,
epeKLeniKTepiH cunaTrayra apeKeT xacanapl.

Tipek ce3pep: MeETaMOAEPHN3M, a3uanblK KnHemaTorpad, aBTop/blK KHHeMaTorpad, KUHOTEKCT,

dunocopuanbik MaTiH

Kristina Mikhailova
Turan University
(Almaty, Kazakhstan)

FEATURES OF METAMODERNISM IN ASIAN AUTHOR’S CINEMA

Abstract

The article considers the possibility of defining metamodernism as the dominant cultural logic of
modernity due to the differences in its essential characteristics from those of postmodernism and
modernism. The author legitimizes the research of Asian cinema in the context of the metamodern structure
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of feeling. There are quantitative indicators of the studied categories. Private examples of iconic films
demonstrates analysis of film language expressive means and ideological-thematic content of the film text as
a philosophical text. As a result, the author makes generalization and attempts to characterize the features of
metamodernism in Asian author’s cinema.

Keywords: metamodernism, asian cinema, author’s cinema, cinema studies, screen language, film text,

philosophical text
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LHOXPYX ABJ1YPACYJIOB!'
L UHCTUTYT MCKYCCTBO3HaHUS AKageMuu HayK
Pecnybnnku Y3bekuctaH

(TaluKeHT, Y36eKkucTtaH)

CLIEHUYECKAS
UHTEPIPETALLIUS
[MPOU3BEJEHUMU
YUHIU3A

AUTMATOBA
B TEATPAX
Y3BEKUCTAHA

CLIEEHWYECKASl UHTEPNPETALUSA NPOU3BEAEHUHA YUHIU3A AHTMATOBA

B TEATPAX Y3BEKUCTAHA

AHHOTauMA

B cTtaTbe npoaHann3npoBaHo BIUSHUE TBOPYECTBA 3HAMEHUTOIO KUPrM3CKOro nucatens YnHrmusa

ANTMaToOBa Ha y36EKCKOE CLUEHUYECKOE UCKYCCTBO, MAENHO-XYAOXECTBEHHbIE 0COOEHHOCTHM CMEKTaKNEN,

NnocTaBNEHHbIX B TeaTpax Y36eKuctaHa no MOTMBaM TBOpYECTBa Nucatensa. ABTOp paccMaTtpuBaeT CTeNeHb

BO3/1eMCTBUA NPo3bl ANTMaTOBa Ha 06GHOBNEHWE POPM U CTUEN B y3GEKCKON peXuUccype, akTEPCKOM 1

cueHorpadpuyecKoM UCKYCCTBax, Ha pa3BUTUE XaHPOB ApaMbl U My3blKaJ’IbHOl7I apambl, bopMupoBaHue

penepTyapa TeaTpoB. B cTaTbe Takke UAET peyb 06 0COBEHHOCTAX M KPUTEPUAX MHCLIEHUPOBKM MPO3anUYeCcKmX

npou3BefieHnI Ha Npumepe TBopyecTBa YHrnsa AMnTmaTtoBsa.

KnioueBble cnoBa: H1Hr13 ANTMaToB, MHCLEHMPOBKA, MP0O3a, PeXXMUCCEePCKasa MHTepnpeTaums,

My3blKa/ibHasa ApamMa, IereH/ia, JaHp, NoBEeCTb, CLEeHorpadus, aKTEPCKOe UCTIONIHEHNE.

BeeaeHue

YuHrna AMTMaToB, CBOMM TBOPYECTBOM
BOLWEALNN B COKPOBULLHMLLY
06L1e4YenoBeYEeCKOro Hacneans, okasan
OLLYTUMOE BNUSHWE Ha pa3BUTHE
MWPOBOI0 XYAOXXECTBEHHOIO MbILLIEHUS.
daKTopom, onpeaensowmm GpeHomMeH
ANTMaToBa, 9BNSETCH TO, YTO OH NOAHSANCH

Haj Y3KOHALMWOHaNbHbIMU PaMKaMU
N GUocodCKN OCMbICIUA NPOBAEMbI
BCEro YenoBeYeCcTBa, B KOCMUYECKOM
MacluTabe oTo6pa3ni B3aMMOOTHOLLEHMUS
YyenoBEKa M 3MOXM, IMYHOCTK M 0OLLECTBA,
N3BEYHYI0 60pbOY MeKay naeasnbHbIM
MWPOM U HU3MEHHbIMW AOrMaTaMMu.
lNo3sTomMy Npou3BeAEHU NMcaTeNs HaLUK
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OTK/IMK B cepAaLax MUJIMOHOB YUTaTeNEN,
nepesefeHbl Ha COTHU A3bIKOB MUpa, U
3TOT NPOLLECC NMPOAOIKAETCS U MOHbIHE.

B cBOMX Npon3BegeHnsx nucartesb
NIo0AOTBOPHO UCMONb30Ba APEBHUE
CKazaHus, MUbbl, lereHapl, XX1MByLIME B
namsaTW HapoJa, MacTePCKMU CUHTE3UPOBaAN
*U3HEHHbIE N BbIMbILLIEHHbIE CIOKETHbIE
nnHuKn. CumBoanyecKkre obpasbl nereHs
He TONbKO OTOOpaXKatT PpUIocodcKue
B3rNs4bl N1UcaTens, HO 1 onpeaensioT
XYAOXKECTBEHHBIN MUP, NOITUKY,
ApamMaTn3m NPon3BeaEHNN.

TBOpYECKMI AnanasoH OCMbIC/IEHUSA
TAKOro KpyrnHoro nucartens, Kak YnMHrus
ANTMaTOB, HE OrpaHM4YMBaEeTCs TONIbKO
obnacTbio nuTepaTypsbl. 1o MOTUBaM ero
npou3BeaeHui co3aaHbl TeaTpalibHble
CNeKTaKIn, KWHODUNbMbI, HanucaHbl
KapTUHbI, OHM HALLIK TaK¥Ke CBOE
OTpa*KeHue B 4pyrux chepax KynbTypHOH
}U3HU, YTO NO3BOJISIET HaM caenaTtb BbIBOJ,
YTO MX MOXHO U HY>XHO UCCNeaoBaTb U C
TOYKMN 3pPEHUS UCKYCCTBOBEAEHUS. [ToBecTH
W poMaHbl N1ucaTens MHCLUEHUPOBaHbI B
TeaTpax MHOIMMUX CTPaH, CAYXKUAK U cnyxKaT
HeucyeprnaeMblM Xy4OXECTBEHHbIM
NMCTOYHWKOM U BoraTblM Matep1anom gns
TeaTpanbHbIX aeatenen. dunocodckue
06pa3bl, NOCTPOEHHbIE HA CMMBOSIAX,
repou C CUIbHbIM XapaKTepoMm,
ipaMaTn3M, OCHOBaHHbIW Ha couMasbHbIX
NpPoOTUBOPEYUUSIX, BTU3KU NpUpoae
TeaTpasibHOro UCKyccTBa, 6narogaps
4yeMy MOCNYXMIM OCHOBOM ANS 3penbiX,

B XYAOXECTBEHHOM OTHOLUEHWH,
CLLEHWYECKUX MPOU3BELEHUN.

«[lbecbl No nponssegeHnam 4.
ANTMaTtoBa C ycrnexom uayT BO MHOIMMX
TeaTpax Poccumn 1 Ha poanHe nucartens.
EcTecTBeHHO, Y4TO B KaxJoM NOCTaHOBKE
[atoT 0 cebe 3HaTb HaLMOHalbHble
0COBEHHOCTM aKTEPCKOro UcKyccTear [1, c.
209].

MpoBeaeH Lenbin psg nccnegoBaHuiy,
NOCBSALWEHHbIX CLLEHUYECKOW
WUHTepnpeTaumm NnpomsBeneHnn YHuHrnsa
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AntmatoBa. Cpeaun HUX crneayeTt oco60o
OTMETUTb JOKTOPCKYIO AUCCEPTaLIUNIO
[KykyHa NmaHKynoBa «41HrM3 AiTmaTtoB
N COBETCKMM MHOIOHALIMOHaNbHbIM TeaTp»
W ero MmoHorpaowuio «<MCKyccTBo Teatpa:
[Mpons3BeaeHnsa YnHrnsa AWTmaToBa Ha
cueHax TeaTpoB pecnybank CpeaHen A3nu
n KazaxcrtaHa» [2, 3]. ABTOp aHanuaupyet
CNEKTaK/IN, NOCTaB/IE€HHbIE NO MOTUBAM
npouseeaeHnin YnHruza AntmartoBa
B TeaTpax Kuprnsuu, KasaxcrtaHa,
TapKnKucTaHa, TypKMeHUcTaHa U,
YyacTM4HO, Y36eKnCTaHa.

«TeaTp AUTMatoBa — 3TO MUP KPYMHbIX
coLManbHbIX NpobaeM, ry6oKux
YyBCTB M 60/bLUMX UAEW, HEPEOKO
ob6las TOHa/IbHOCTb 3TOF0 MUPa
HOCUT TpareauMnHbln xapakTtep. B Hem
OTpaeHbl yylne o6pasLibl MUPOBOM
XY[OXKECTBEHHOM KyNnbTypbl — OT [IpeBHEro
BocToKa 1 aHTUYHOro MUpa [0 HallmX
JHen», — nuweT aBTop [2, ¢. 4]. B npouecce
paboTbl HaJl NOCTaHOBKaMn pa3BMBaETCS
06pa3Hoe MbILLIEHME PEXUCCEPA,
WMHTYUTUBHbIV YM aKTEpa, yCuamMBaeTcs
CTPEMJIEHUE K UHAMBUAYANBHOCTH Y
BCEX MacTepoB cueHbl. [1. UMaHKynoB
roBopuT: «<KoHGNUKTbI Yy AUTMaTOBa
OCTPbI, XapaKTepbl CUbHbI, NpUpPoaa
0[lyxOTBOpEHa, 1 TeaTp NepeaaeT Bce 310
3puUTENIO, OKa3blBas BIUSHME HE TONbKO
Ha ero pasyMm, HO 1 Ha 4YyBCTBa, MOCKOJMbKY
TeaTpasibHOEe UCKYCCTBO, Npexae BCero,
3MouMnoHanbHoe» [2, ¢. 8]. lo6aBnio 34€ech,
YyTO Npou3BeaeHus AuTMaToBa He UMEIOT
BPEMEHHbIX U NPOCTPAHCTBEHHbIX FPaHMLL,
OHW CO3BYYHbI B3MMSAaM pPas3nnyHbIX
30X, MOTYT CNYXKWUTb TPUOYHOM Ans
3N100604HEBHbIX MAEN TIOOOIr0 BPEMEHM.

MeToabl

B nccnegoBaHmmn ncnonb30BaHbl Takne
METO/bl, KaK onucaHue, KnaccupuKkaLums,
CpaBHUTENbHbIN aHanns, beceaa,
HabnoaeHne, KOMMJIEKCHbIW Noaxoa,
WMHAYKUMS, aeayKuus. CnexkTaknm,
NocTaB/IEHHbIE MO MOTMBAM NPOU3BEAEHUN
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YuHruza AMTMaToBa, KnaccnuduumMpoBaHbl
NCXOAs U3 UX TEMATUYECKUX U XaHPOBbIX
0COOEHHOCTEN; AaH aHann3 ux
XY[I0XEeCTBEHHO-UAENHOro cBOeobpa3uns.

B pamKax uccnegoBaHus B
aHannse U3yyeHus cnekTaknen, B
TOM YUCNEe CTEMEHU OTPAXKEHUSA B HUX
aBTOPCKOM MAen, UCNONb30BaH METo.
CPaBHUTENbHOIO aHanu3a. [poBeaEHHbIE
6ecefbl ¢ co3aatensaMu CriekTakien TakKe
NOCNYXUNN NPUHLIMNAM JOCTOBEPHOCTH
Nony4YeHHbIX Hay4HbIX Pe3ynbLTaToB.
CBefeHMsa 0 HEKOTOPbIX CMEKTaKNAX Obln
3aHOBO BOCCTAHOBJIEHbI C MOMOLLbIO
doTomatepuanoB n nyénmMkauumm B
nepuoanyecKkon nevatu. Ang nonyyeHuns
06LLMX BbIBOJIOB O BIIUSAHWN TBOPYECKOTO
deHomeHa YnHrnza AntmatoBa,
onpeneneHnn TeHAEHLUUM obLWero
pa3BUTUS HaLLEro HaLMOoHaIbHOro TeaTpa
Ha OCHOBE 00palleHUs K NPOU3BeaEeHUAM
nucatens 6bln UCNONb30BaH METOA
WMHAYKLNMKW, @ Npy BbiIBOAE 0O06LIEHHbIX
3aK/II0YEHNIN — METOA AedyKUMN.

Mpn pacKpbITUN TEOPETUHECKUX
OCHOB MHCLEHUPOBKU NPO3anyeCcKmx
NPON3BEAEHWNIN, Xy10XKECTBEHHbIX
W opamMaTU4yeCKUX TEKCTOB Oblin
N3y4€eHbI Hay4Hble PaboTbl U METObI
aHann3a MHOXecCTBa 3apyb6exHblX
TEOPETUKOB NUTEPaTyPbl M UICKYCCTBA.
B aTtoM nnaHe 60/blloe 3HaYeHne
Cbirpan MeTo CEMUOTUYECKOTO
aHanusa 3HaMeHUTOro UTasbsHCKOro
nutepatypoBeaa v punocoda YmbepTo
3Ko. Npn uccnepgoBaHmMK npolecca
WMHCLIEHWPOBKM AA@HHbBIN HAY4YHO-
TEOPETUYECKUIM METO BbINOMHU
pO/b BaXKHOIo 06beKTa. A TaKXe npu
onpeageneHnn MeTo0N0rM4eCKON OCHOBDI
nccneaoBaHWs aBTOP CTaTby onuparncs
Ha Hay4Hble TPyabl TaKNUX TEOPETUKOB, KaK
B. benunHckui, A. JlyHavyapckun, P. bapr,
M. BaxTtuH, B. LUknoBckun, . Bosaxxumes,
B. BonbKeHwTenH, K. PyaHuukni, H.
Ckopoxoa.

Pe3ynbraTtbl

Ha ocHoBaHuu YKka3sa [pe3unaeHTta
Pecny6nunkn Y36ekunctaH LLlaBKaTa
Mup3unéeBa ot 2 anpena 2018 roga
«O WKnpoKom npasgHoBaHum 90-neTus
BE/IMKOro nucartens 1 o6u,ecTBEHHOro
nearens YuHrusa ATmaTtoBa» BO MHOMUX
TeaTtpax pecnyb/IMKKU Bbiiv NOCTaBNEHbI
CNEKTaK/N N0 MOTUBaM NPON3BEAEHNI
nucatensd. B aTom npouecce NpuHsan
yyacTue u caMm aBTop U BO BpeEMS
npeaBapuTenbHbIX MPOCMOTPOB U NPeMbep
CNEKTaK/IEN Bblpa3uni CBOMU NMPEaIOKEHUS U
3ameydaHus. OH ony6/IMKoBas B MaccoBom
neyaTn CBOU PELIEH3MU U CTaTbM,
NOCBSALWEHHbIE CMEKTAKIAM, a TaKKe
BbICTYMWN C IOKNalaMn Ha KPYr/blX CTONax
W HAy4YHbIX CEMMHapax, MOCBALLEHHbIX
WCKYCCTBY TeaTpa.

MccnegoBaHUA NoKasanu, 4To
TBOpPYEeCTBO YMHIM3a AMTMaTtoBa oKasasno
3aMEeTHOE B/IMIHUE Ha pa3BUTUE TeaTpoB
O6paTCKUX Hapo0B, B YaCTHOCTH,
y36€eKCKOro Teatpa, cbirpasao posib
BaXHOro MCTOYHUKA B GOPMMUPOBAHUM
pasnnyHbIX HanpaBiEHWU N }KaHPOB
TeaTpanbHOro UCKyccTBa. 310, B CBOIO
oyepeapb, BbIABMUIO HEOOXOAMMOCTb
W3y4yeHUs TBOpYECTBa nNucartens B
paKypce TeatpoBeaeHus. Mbicnn n
BbIBO/bl, BblpaXKEHHbIE B UCCNEf0BaHUH,
MOrYT 6bITb UCNONb30BaHbI B Ka4ecTBe
Hay4YHO-METOAMYECKOro Nocoous ans
JpamaTyproB, TeaTPOBEAOB, aKTEPOB U
CTYOEHTOB y4ebHbIX 3aBeAEeHWUM AaHHOMo
HanpaBJ/ieHUs. TeopeTUyecKne MbiCiu,
BblABUHYTbIE B UCCEA0BaHUU, MOTYT
ObITb MPMMEHEHbI HEMOCPEACTBEHHO
Ha NpakKTUKe, To eCTb B rnpoLiecce
WHCLIEHMPOBKM CNEKTAKIEN MO MOTMBaM
Npo3anyecKux NPonM3BeaeHUN.

AunckKyccuna

TBopyecTBO YnHIrnsa AiiTmMaToBa
COCTaB/IET 0COBYIO CTPAHULY M B UCTOPUH
y36EKCKOro TeaTpa. 3HaMeHUTbIe NOBECTH
W pOMaHbl NMcaTens MHOroKpaTHo
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MHCLEHMpOBaNnNCh B TeaTpax Hawewn
CTpaHbl U NOMOIIY TBOPYECKOMY

POCTY PEXUCCEPOB N aKTEPOB,
nonynspu3auunm yamBuTeNbHbIX CUMBOJIOB
N SKCNEPUMEHTOB, PA3BUTUIO MNOITUKMU U
XYOOXECTBEHHOIO MMpa CLUEHbI.

MepBbIK ONbIT UHCLLEHUPOBKMU
npomnsBeaeHnn nucatens obin
OCYLLECTBNEH B 1964 rogy N3BeCTHbIM
peXxncceépom TallXxoaKon XoarKaeBbiM.
Cnekrtaknb «CapBKomaTt gunéapum»
(«Tornosnexk MoK B KPaCHOM KOCbIHKE»),
NOCTaBJIEHHbIA Ha OCHOBE NepeBoja
noaTta v gpamatypra Xamuga lynama, B
JIMPUKO-ApamaTrMyeckon dopme nepenan
CTPacTb, KPAacUBYIO M UCKPEHHIOIO t06GOBb,
YUCTble YYBCTBA, CBOMCTBEHHbLIE IOHbIM
cepauam, 4eM gapoBas 3puTenam ocoboe
3CTETUYECKOE HacnaxaeHue.

Kak n3BecTtHo, noBecTb «Tononek
MOW B KPaCHOWM KOCbIHKe» ABneTcs
POMaHTUYECKUM NPOnU3BeaEeHNEM, C
6oratbiM MO3TUYECKUM A3bIKOM M MOJTHbIM
JIMpU3Ma, NOBECTBYIOLNM O KpacuBOMK
W apamaTU4yeckom no6BU ABYX MOJSIOAbIX
nogen. MNMpu NHCUEHUPOBKE NOBECTH
TpeboBanocb 06paTUTb BHUMaHWE UMEHHO
Ha 3TM OCOOEHHOCTMN NPOM3BEAEHMS
n o6a3aTeNibHOe coxpaHeHne
3MOLIMOHAbHOro Konopwuta. He Bce
nofay4Mnochb y Teatpa npu nepeHoce
npo3bl Ha cueHy. 06 aTom nuweT H.
3axuaoBa: «<ABTOP UHCLEHMPOBKHM A.
KoTenbHMKOB, NblTasiCb CKOHLEHTPUPOBATb
COObITUS NOBECTU U BTUCHYTb UX B XaHpP
ApamMaTU4yecKon KoMeanu, He cymen
nepeaartb TaKOHWYHYIO MO3TUYHOCTD,
CBOWCTBEHHYIO NUcaTeNIbCKOM MaHepe
Y. AlTmMaToBa. B nHCLEHNPOBKE MHOTIO
pas3apo6eHHbIX 3NM30408, NPUTOM
4yacTb U3 HWUX He paboTaeT Ha OCHOBHYIO
naeto nponsseneHus» [4, c. 88-89].
HepocTtaTku B MHCLLEHWMPOBKE OblN B
onpenenéHHom cTeneHn ycTpaHeHbl ¢
NOMOLLbIO PEXMCCEPCKOM MHTEPNpPETaL MK
N aKTEPCKOr0 UCMOSTHEHUS.

O6pas Nnbsica B cneKkrakne
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ncnonHun TypryH A3n3oB. HanonHeHHoe
nepexmBaHUIMMU UCNOSHEHWE aKTEpa,
Npo4YyBCTBOBaHHas UM YMCTOTa NiaMmeHu
MOJ1I00CTH, €ro NIMPUKO-apamMaTUiyeckoe
MacTepCTBO OCTaBWUIM xopollee
BreYyat/ieHue y 3puTenen.

O6pa3 0gHOM U3 MaBHbIX FrEPOUHb
nosectu — Acallb 3aHUMaeT BaxHoe
MECTO B pa3BMTUKN COObITUN. «E€ YyyBCTBa
nepegatoTcs onocpeaoBaHHo, Yepes
apyrue o6pasbl, Hepes NOCTYNKU U
paccka3sbl Apyrux repoes» [5, c. 89].

Ponb Acanb UCNONHANKU ABE TanaHTIMBbIe
aKTpucobl Teatpa — Mpoaa AnveBa n
OnanH HopboeBa. O6e aKTpUChl, UCXOas
N3 CBOEN MaHepbl UCMONHEHUS, NO-
pas3HOMY MHTEpPNPEeTUPYIOT 06pa3. Acalb B
ncnosiHeHuu Npoabl AnMeBoKn NpuUBNeKaeT
BHMMaHWE CKNOHHOCTbIO K IMPUYECKUM
nepexXuBaHUsMm, pazHoobpasnem
3MOLIMOHASbHbIX KPacoK, a repounHs
OnagmH Hop60oeBOW OTIMHAETCH BbICOKUM
ApaMaTu3MoM, MNoJHUMalOLLMMCS 10
nadoca.

310 NnponsBeaeHne B 1978 roay 66110
noctaBfieHo B TeaTpe My3blKasibHOM ApaMbl
UMeHU MyKnmu nog HasBaHnem «Kuaun
Jyppanu HO3UK HUXONUM» («<HexHoe
JepeBLE B KpacHOW KOCbIHKe»). [lpamaTtypr
Xamwna l'ynam, pexxuccép Abaypawing
PaxnumoB v TeaTpanbHasa Tpynna, rnyoboKo
NpOYyBCTBOBAB NMO3TMYECKOE CoAepKaHme
Npou3BeaeHus, nepeaanu ero NMpuyeckme
WHTOHAUMW, XyAOXECTBEHHOE CBOeobpa3une
B XaHpe My3blKanbHOW paMbl.

O6pas Acanb MCNoHUa aKkTpUca
Hawuma lNynatoBa. bnarogaps npusaTHOMy
ronocy, apusm, HanoJIHeHHbIM 60J1blo U
ne4vyasnblo, BOKalbHbIM U ApamMaTUYECKUM
BO3MOHOCTSAM, aKTpuca, packpbiBas
XapaKTep repouHun, NpeKkpacHo nepegana
CyLLHOCTb 06pa3a.

Ecnu B nHTepnpeTtauum HaunoHanbHoro
TeaTpa OCHOBHOE BHUMaHKWeE yaeneHo
[pamMaTnu3my NoBecTH, BHYTPEHHUM
NPOTUBOPEYUSAM repoes, To B Teatpe
UMeHn MyKMMU OCHOBHOE MECTO yaeneHo
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nepegave IMPUYECKOro 3By4aHuns
NpPOn3BEAEHUSA, MOSTUYECKUX MOTUBOB.

B 1965 roay Konnektus TeaTtpa
MY3blKanbHOW ApaMbl UMEHU MyKUMU
NnocTaBK/ Ha CLLEHE NOBECTb nucarens
«MaTepuHCcKoe none». ABTOPoMm
MHCLLEHUPOBKM Obln NoaT Typab Tyna.
Pexxuccép Aéaypawng Paxnumos,
KoMMno3unTop Unbac AK6apoB nepeHecu
NMO3TUKY MOBECTH, €€ TEN/OTY Ha A3bIK
MY3bIKW.

Ponb rnaBHOM reponHu TosiroHamn B
CcTpacTHOM 1 NnadpoCHOM MaHepe UCcnonHuNa
TypcyHxoH DxadapoBa. CunbHbIM
XapaKTep 1 BHYTPEHHWE NepexnBaHng
KEHLMHbI, NEPEXMBLIEN BCE yxKachl 1
TSXKENbIEe yaapbl BOWHbI, onpeaensioT
rMaBHYIO Uaelo criekTakns. «f1o cpaBHEHMIO
C NoBeCTblo ANTMaToBa, B My3blKalbHOM
Apame Npou3oLna U HeKoTopas
nepeakuLeHTMPOBKa 06pa30B. [MaBHbIM
AEVNCTBYIOWMM JIMLOM CTAHOBUTCH ATMMaH.
Ho u TonroHan octaeTtcs BaXKHOWM, XOTS
Tenepb yKe He eAUHCTBEHHON GUrypon
cnekTakns» [6, c. 98].

CneuunanmncTbl OTMEYaloT
MY3bIKa/lbHOCTb A3blKa U CTUJIA U3JTIOXKEHNS
nucatend. [lencTBUTENbHO, MPU YTEHWUU
NMoBECTEN NUcaTeng YyntaTesib Kak Obl
oulywaeT B gylle My3blKy. MMeHHO 3Ta
0COBEHHOCTb FOBOPUT 0 6/IM30CTH NPO3bI
ANTMaToBa }aHpy My3blKallbHOM Apambl.
«Bocnpuatue coaeprkaHus nutepaTypHoro
NPOU3BEAEHUA Hepe3 My3bIKY paclunpsaeT
rpaHuLbl BO3AENUCTBUSA NPo3bi» [7, €. 281].

B 1979 roay Ha cueHe
CypxaHaapbWHCKOro 06/1acTHOro Teatpa
MY3blKa/lbHOM ApaMbl PEXMUCCEPOM
MaHcypom PaBluaHoBbIM Obin
NocCTaBJIEH CNEKTaK/b NO MOTUBaM
nosectn «MaTepuHCKoe rnose» (aBTopbl
MHCLEHUPOBKK — O. Xoxnmypoaos, C.
KypB6oHKununyen). PEXMCCEP, COXPaHMB
KOJIOPWT, AyX NPOM3BeAeHuUs, co3aar
CNeKTaK/lb B COOTBETCTBUU C KPUTEPUAMMU
TeaTpa. O6pa3 TonroHam B UCMOMHEHUHN
aKTpuchl I'ynHopbl PaBluaHoBOM

BOMJIOTWU/ B ce6€e HaLMOHanbHble
n obleyenoBevYeckue LEHHOCTH, 1
BbICTYMaeT KaK CUMBOJ1 }KEHLINHBI,
CYyLLLECTBO KOTOPOM NepPenosHAET YyBCTBO
HEHaBWUCTU K BOMHE M BOM/IOLWAIOLLEN B
cebe 60/1b M CKOPOb BCEro YyenoBeyecTBa.
NoeecTb «benbi napoxoay»,
npuHecLwas YMHrudy AWTmMaToBy MUPOBYIO
M3BECTHOCTb, 6Gblfla MHCLIEHWPOBaHa
B HECKOJIbKMX TeaTpax Hallen CTpaHhil,
W Kaxaas NocTaHoBKa OT/IYaeTcs
CcBOe06pa3HbIM noaxodoM. lNperae
BCero, Npu MHCLLEHUPOBKe Npon3BeaeHns
crnefyet y4utbiBaTh ero xaHp. B. BopoHoB
onpeaensan xaHp «benoro napoxona»
KaK noBecTb-nputyy [8, ¢. 186]. 310
onpeaeneHne He6e30CHOBATENbHO.
TaK KaK «benblii napoxo/» He ABnaeTcs
YMCTO PEeaTMCTUYECKOM NOBECTbLIO, B HEN
peanbHOCTb nepenneTeHa ¢ paHTasnen.
B 1983 roay «benbin napoxon» 6bin
nocTaBJ/ieH Ha cueHe TeaTpa IOHOro
3puTENS pexnccépom MaxKkamom
MyxammenoBbIM. Ha npembepe nMM4HOo
npucyTcTeoBan YnHrua AMTmMaToB U nocrne
CneKTakng 6ecenoBan ¢ ero cosaarensiMmu
(PucyHoK 1).
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PucyHok 1. «benbivi napoxod». Pecrny6inMKkaHCKui Teatp 1oHoro 3putesns. 1983 r.
YuHrn3 ANTMaToB c co3gaTesiiMu CrieKTaKk/s

Pexunccép, NpoHUKHYB B
dunocodckoe cogeprkaHne NoBECTH,
co3fan TporatefbHbIf, KOTOPUTHbBIN,
6oratbii CAMMBOJ/IaMM U MHOCKA3aHUSIMU,
WHTEPECHbIV N0 GOpPMe CneKTaKIb. AKTpUca
Enropa 3uémyxamenosa, chirpasLuas
POJib LieHTpanbHoro repost — Manb4mka,
cTana HacTosLWUM KaMepTOHOM CMNEKTaKS,
3anomMHunach 3puTensiM CBOMM MHOrAa
BECENbIM, MHOTAA NevalibHbIM B3MS40M,
3BOHKMM W MOJTHbIM CKOPOW roJI0COM,
BbIpPa31TENbHON MOJTHA/IMBOCTbIO.

KaK n3BecCTHO, B NOBECTU [IBE CKa3KM1 B
BOOGpaXKeHUM ManbynKa nogrotaBansaioT
NoYBY 19 OCHOBHOMO KOHbNKKTa. [MNepBas
N3 3TUX CKa30K, TO eCTb pacckas o 6e/10M
napoxojae, — 370 NJI0j ero BOOGparkeHus,
a BTOPYIO NPUTHY — O Matepu-oJIEHNXe —
OH ychblllan oT cBOero aeaa. Pexxuncceép,
ncxXoas M3 Toro, YTo MaTb-0OJIEHNXA ABNAETCS
CMMBONMYECKMM 06pa30M, NOKa3biBaeT
€€ 06/1MK Ha CLIeHe B yCc/IOBHOM dhopme: Ha
3aHaBeC BbIBOAMTCS €€ BENMYECTBEHHAS
TeHb, KOTOpasi NPUBOAUTCS B ABUMKEHMWE C
NMOMOLLIbIO CBETA.
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3aTtem noBecTb «benbi napoxoa» 6biia
noctaBneHa Ha cueHe CypxaHaapbUHCKOMO
06nacTHOro Teatpa My3blKanbHOW ApaMbl
pexunccépom Hebmatom MapaaeBbiM
(aBTOPbI UHCUEHUPOBKKN — O. XOXKMMYpPOAOB,
C. Kyp6oHKknnnyeB). OCOBGEHHOCTbIO 3TOr0
CMNEeKTaKNsa 9BNSETCA TO, YHTO OCHOBHOE
BHMMaHWe HanpaB/IEHO Ha pPacKpbITUe
coumasnbHO-TparMyecKkoro cogepxaHus
npousBefeHus. PeXNCCEp B CNeKTakne
yepes yOMNCTBO MaTepU-0/IEHNXM
pa3o6sa4yaeT BCE MOPOKK N KO3HU
JerpaaMpoBaHHOro o6LLeCTBa.

B nepenaye naeu cnexktakis U Mbicnen
pexunccépa ocobo BaxKHOE MECTO 3aHMMaEeT
CcLieHorpaduryecKoe pelleHne XyqoXHUKa
BukTtopa MunxannmyeHko. [lekopaums Ha
CLEHe B BMAE NMPOCTPaHCTBA, OKPYHKEHHOIO
JepeBsHHbIM 3a60pOM, HanOMUHaET 3aroH
ans osell. B duHane cnektakns aToT 3aroH
OXBaTbIBAET N/1aMs U KaK 6bl nepeaaetcs
MbIC/lb, YTO BCE HU30CTH, MEP30CTH,
31106Hble HAMEPEHUS, KOTOPblE CTAHOBSATCS
NPUYMHOM CTPaaHUM 1 TMBenn ManbyumKa,
cropatoT 1 npeBpaLlaoTcs B nenen.

Central Asian Journal of Art Studies 5/ 3. September 2020



OyepenHom onbIT MO UHCLIEHMPOBKE
npousseneHnin YuHrusa ATmMaToBa 6bi
ocyllecTBnéH B 1986 roay B TeaTpe MMEHM
Xam3bl (HbIHE — Y36EKCKWI HaLMOHaNbHbIN
aKaJleMUYEeCKUIM ApamMaTUyecKum Teatp)

perxunccépom Pyctamom XammnaosbiM. Ha
cueHe TeaTpa 6bln NOCTaB/EH CNEKTaK/b No
pomMaHy nucatens «M gonblue BeKa AnuTes
[eHb» (PUCYHOK 2).

PucyHoK 2. «M fosnblue BeKa AUTCA AeHb». TeaTp MMeHU XaM3bl (HbIHE — Y36EKCKMI HaLUMOHa IbHbIN
aKafleM1yecKuil pamaTnyeckuil Teatp). 1986 r. Mankypt — Earop Cabanes, matb HaiimaH —
Capa 3woHTypaeBa

Pexxunccép P. XamnaoB BCE cBOE
BHMMaHWe HanpaBwW/ Ha CoObITUS,
CBSI3aHHblEe C cyAbOOW MaBHOMo repos
pomaHa Egures. [1ns NoCTaHOBKM
CNeKTaK/s 6blna B3sTa MHCLEHUPOBKa
Ka3axCTaHCKOro pexunccépa AsepbanxaHa
Mam6eToBa. A. MaM6eTOB MNocTaBu/

Ha clLeHe Ka3axcKoro akageMmn4ecKoro
JpamMaTn4ecKoro TeaTpa MmeHn M.
Aya30Ba LefbI psaa Npou3BeaeHUN
YnHrnsa AntmatoBa M o6nagaeT 60blIKUM
OMbITOM UHCLEHUPOBLLNKA.

B nepenaye naen cnexkTakns
pelwatowasn ponb NpUHaaIEXUT
3uKnpy MyxaMmaKOHOBY, MacTepCKu
cbirpasweMy pofib Eanres bypaHHoro.

B TpaKkTOBKe aKTé€pa Eauren npeacraér
KaK YenoBeK TeprnefnBbli, BOeBOW,
npeaaHHbIn, NOAYMHSAIOLWINIACS TONbKO

BE/EHUSIM COBECTH, AymMatoLLnm 06
OKpYXaloWKX 0ASX, HUBYLLMA UX
6efaMu U cTpagaHusamu. «Cuna aToro
obpasa, ero oTIMuYMTENbHANA YepTa
COCTOMWT B TOM, YTO OH YyBCTBYET cebs
COMpPMYaCTHbIM K MPOUCXOASILLMM BOKPYT
COObITUAM U OTHOCUTCH K M3HW CO BCEN
OTBETCTBEHHOCTbIO» [9, €. 210].

CueHorpadusa cneKkTaknsa Takxe
OT/IMYaEeTcs CBOE0OpPa3nEM, CIOKHOCTbIO
noctpoeHus. NoaHATble Hag aBaHCLEHOM
penbchbl Noe3aa v KpyTawunines nog
HMMM LIap co34aloT BnevaTieHne, 4Tto
CO6bITUS NPOMUCXOAAT Hal 3EMHbIM LIAPOM.
JOoHOoCcAWMNCS U3-3a CLIEHbI LWIYyM Noe3aa
3BYYUT KaK HaMEK Ha A/IMHHbIE AOPOTH,
NnosiHble NOABLEMOB M NajeHnn B cyabbe
Eaures.

KaK n3BecTHO, nereHaa o MaHKypTe

i



ABASETCS OAHUM U3 OCHOBHbIX 3MNM3040B
pomaHa. Kak otmeTun BukTop JleBYyeHKo,
«B nereHge AUTMaToB OCTaeTcs caMum
co60M1, OH onNupaeTcs Ha Ty peanbHOCTb,
KOTopas BoLUNa B HEr0 C MOJIOKOM MaTepy;
€€ He HY}HO n3o06peTaTthb, pacLBevynBaTb
W pa3yKpawunBaTtb, — KPacKn HEBOJTbHO
npocTynatoT n3HyTpu» [10, c. 199].
Cospgartenu cneKkTakng Take ocoboe
BHMMaHWE YOENWUNM NereHae o MaHKypTe.
Posib MaHKypTa ucnonHset Earop Cabaves,
MaTepu-cTpaganunubl Hanman — Capa
JuwoHTypaeBa. ITa BneyatngolLasa cLueHa
pacKpbIBAET CTPALLHYIO KapTUHY NOTEPHU
namMmsTu, NOTEPIO CBOEN CYLLHOCTH, M 4YTO 3Ta
Tpareauns KacaeTcs BCEro YenoBeyecTBa.

B rogbl HE3aBUCMMOCTU NPOJOIHKUIUCH
TBOPYECKME MOUCKN B 06N1acTn
WMHCLLEHWPOBKM NMPON3BEAEHNN
YuHrnsa AMTMaToBa Ha CLieHax TeaTpoB
Y36ekuctaHa. CambIM yCnewHbIM cpeaun
TaKuX OMbITOB CTasn cneKTaknb «HanmaH
OHa Hnaocu» («MpusbiB Matepu»),
NOCTaBJfIEHHbIN Ha cLieHe TeaTpa-cTyamu
«3CKMN MaymT ropoga Kapwwu B 1999 rogy
HapOAHbIM apTUCTOM TaKUKUCTaHa,
pexuccépom Pappyxom KacumoBbiMm.
Co3aaHHbIM Ha OCHOBE NEereHabl o
MaHKypTe B pomaHe «M gonblue BeKa
ANUTCS A€Hb», CNEKTaKNb Brnevyatnaer
cBOen HeobblHHON HOpPMON, GUNOCODCKUM
pelleHMeM, 3/IEMEHTAMU CUMBOJIUKM.

Pexxnccép ncnonb3yet B OCHOBHOM
Takue cpeacTBa, Kak niacTuKka, TaHel,
My3blKa, NECHS, ABUKEHNS, MUMUWKa
aKTEpPOB. JMHAMWYHbIE MU3AHCLIEHBbI
TaKKe CcNnyXaT YCWIeHMIo ApamaTnu3ma
Npon3BeaeHUS.

CneKTtaK/b HaYMHaETCs CO CLIEHbI,
nepepatoLlen KapTUHy CBETION U
CMOKOMHOM U3HW. B cepeanHe cueHbl
Macnob0KKa, Ha KOTopon paboTtaeT
HynamoH (aKkTép Mcok Typaes),
Hacnaxkgatowmmcs cBoen MoI0A0CTbIO,
nepenosiHEHHbIA U3HEHHOW PagoCTbio.
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3Ty MUPHYIO KM3Hb HapylLaoT
BOpBaBluMecs 3axBaTt4ynkn. OHun
BblpbiBaloT }ynamMoHa U3 06baTUi MaTepH,
CBf13bIBAlOT 1M yBOAAT.

HynamMmoHa Tep3aloT pasHbiMU
NbiITKAMK, HaleBaloT Ha ero ronoBy LWKypPYy
Bep6ntoaa, B UTOre napeHb nMLlaeTes
CBOEW CYLLHOCTHU, NaMaTu. Tenepb oH
npeBpallaeTca B 6ecnollagHoe cylwecTBo,
HUYEro He NoMHsLLee, CNoco6HOE TOJSIbKO
Ha y6UNCTBO, pa3pyleHue. Macnobonka,
Bblpa)KaBllas BHa4vasle YACTbIE MOMbICIbI,
npeBpaLlaeTcs B 06UTanuLie, KoTopomy
NMOK/IOHSIOTCA MaHKYypThl.

AKkTép Ucok TypaeB, UCMOJSIHUBLLMM POSb
HynamMmoHa, MacTepCcKuM NoKasal C/IoXHoe
COCTOSIHME, AYLEBHYIO HAaNPSAXKEHHOCTb,
6ecnamMaTcTBO CBOEro reposl.
3arpaBneHHbIn B3NS, ABUXEHNSA aKTEpa
nepeaatoT Tpareauo MaHKypTa BO Bcen eé
CTPaLlHOW CYLLHOCTH.

LleHTpanbHbIM 06pa3oM B CreKTaKle
cTan obpas matepu MaHKypTa HanmaH-AHa.
AyweBHasg 60/b 1 CTpaaHUs HECHYACTHOM
MaTtepu rnyboKo Npo4vyBCTBOBaHbI
B MUCMNOSTHEHUU TPaArmyecKux rneceH,
neyvyanbHbIX KONbIGENbHbIX B UCMOTHEHUH
3acyXeHHON apTUCTKK Y36eKucTaHa
Ownryn XanunoBoW. CnekTaknb «HanmaH
OHa Huaock» («[1Ipn3biB MaTepu») B 1999
roAy Noay4un rmaBHbIK Npu3 — [paH-npu
Ha aBTOPUTETHOM TeaTpasibHOM decTuBane
CMNeKTaK/en no npomna3seaeHnsam YnHrmnsa
AnTmatoBa, npouwejllem B ropoae buuiKek.

lNocTaHoBneHUe MNpe3unaeHTa
Pecny6nunku YaéekucrtaH «O LUIMPOKOM
npasgHoBaHun 90-neTns BENUKOIO
nucaTtens 1 06LLECTBEHHOIO AeATeNs
YuHruza AnTmaToBa» oT 2 anpeng 2018
roga umeno 60/blloe 3HaYeHne 1 ans
TeaTpasibHbIX KONNEKTMBOB. MHorme
TeaTpbl C 3HTY3MA3MOM OTKJIMKHYIUCh Ha
3ajlavy co3aHuns CrneKkTaKk/ien no MoTMBam
NpPOU3BeAEHUA KUPIrM3CKOro nucartens.

B yactHocTH, noBecTb «benbiin napoxon»
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Oblna NocTaBfieHa Ha cLueHe ABYX TeaTpoB 3, 4) n KawKagapbUHCKOM 061aCcTHOM

CTpaHbl — Y36€KCKOM HauMOoHalbHOM MY3bIKaJIbHOM JpamMaTU4yecKoM Teatpe
aKageMmn4ecKoM JpamMaTuyecKoM TeaTpe (pexkunccép Ackap XonMyMUHOB)
(perunccép Abybakp PaxmmoB) (PUCYyHOK (PucyHok 5, 6).

PucyHok 3. «benbii napoxon»r. Y36eKCKun HauMoHabHbIN aKageMUYECKUI JpamMaTUyecKnin Teatp.
2018 r. Matb-oneHnxa — Hoanpa MaxmyaoBa

PucyHok 4. «benbin napoxon». Y36eKCKun HaUyMoHabHbIN aKageMUYECKUI pamMaTUYyecKnin Teatp.
2018 r. Manb4uK — Hypmyxamman Xy»kKamoB

79



80

PucyHok 5. «benbiv napoxof». KalkagapbUMHCKUI 061aCTHOM My3blKaslbHbIN ApamMmaTuiyecKui Teatp.

2018 r. ea MymuH — SpkuH KomuioB

PucyHok 4. «benbivi napoxof». Y36eKCKnit HaLMoHaAbHbIA aKaeMUYeCKUIA JpamMaTMyecKui Teatp.
2018 r. Manb4nk — Hypmyxammag XyxamoB
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O6a perunccépa npeanoxunm
CBOIO MHTEpPNpETaLuIo NOBECTU. A.
PaxnumoB ocob6oe BHUMaHKe yaenun
NO3TMYECKOM NPUTAraTENbHOCTU NMOBECTH,
B COTPYAHMYECTBE C XyJOXHWKOM B.
TypaeBbIM HallEN 06pas3Hoe peLleHne,
nsobparkatollee KpacoTy npupoqbl Mcebik-
Kynsa. A B KallkagapbMHCKOM TeaTpe
MOJI0J0N pEXKMUCCEP ACKap XOTMYMUHOB
cTpemuincsa nepeaatb coLMabHO-
dunnocodcKoe coagepaHue, Tparmn4ecKkni
Ayx nponseeaeHus. Noatomy B 3TOM
CMNeKTaKse npeobnajaeT ApamaTnam,
ncmxonorn3m. B ocobeHHoCTH cneayet
OTMETUTb YAA4YHbIN TBOPYECKUN TAHAEM
Monoaoro aktépa Cyxpoba McomoBa,
CbirpaBLIEro pofib Majib4ynKa, U Hapo4HOro
apTucTa Y36eknctaHa 3pkmHa Komunosa
B ponu ctapvka MymuHa. O6a 3Tm akTépa
CTaHOBSATCS HACTOSALWMMWN A€AOM U BHYKOM,
4yBCTBYIOT M NOHMMAIOT Ha cueHe Apyr
Apyra yepes B3rnsabl, NpyU UCNONHEHUH
NOABASETCH UX AYXOBHOE €AUHCTBO,
AyleBHas 6/1M30CTb.

B cBa3u ¢ tobuneem nucartens 6biu
NOCTaBNIEHbI TAKME CNEKTAK/IU, KaK
«TONONEK MOM B KPACHOM KOCbIHKE»

B My3blKanbHOM ApaMaTUYeCKOM

TeaTpe meHn Mykumu (pexunccép M.
A3unzoB), «[Ixamunsa» B locyqapCTBEHHOM
JpamaTtuyeckom Teatpe Y3beKkucTtaHa
(permnccép . MapaoHoB), <MaTtepuHcKoe
none» B CbipAapbMHCKOM 06/1aCTHOM
My3blKa/lbHOM JpamMaTU4ecKoM TeaTpe
(pexucceép H. lonnbHasaposa),

«YTKa JlyBp» B Kapakannakckom
rocyagapCTBEHHOM My3blKa/lbHOM
ApamaTnyecKom Teatpe nmeHun bepaaxa
(permnccép M. Penmos).

3aknoueHue

B 3aKknto4yeHne cnegyet OTMETUTD,
4TO Npoun3BeaeH1a YnHrnsa
ANTMaTtoBa CNyXWUNK U cry»KaTt 6oraTbim
NUCTOYHWKOM N4 TeaTpa. [paKTnyeckoe
[OKa3aTeNnbCTBO 3TOM0 MOXHO YBUAETb
Ha npumepe y36eKCKOro TeaTpanbHOro

UCKyccTBa. [ponsBeaeHns nposanka
Bceraa Oblv B LIEHTPE BHUMaAHMUS
MacTepoB CLieHbl, MO OHU obnajatoT
6oraTbiM coLManbHO-GUNOCODCKUM
coepyKaHMeM, NoJiHbl CUMBOTUYECKUX
06pa30B, B OCHOBE KOTOPbLIX JiexaT
JpeBHUE nereHabl U MUPbl, MPOHU3aHHbIE
0o6llle4eI0OBEYECKUM CMbICIOM.

AHann3 CLUEHNYECKOro BOMJIOLLEHUS
npousseaeHuin YuHrnsa AivTmaroBsa B
TeaTpax Y36eKnctaHa 4aET BO3MOXHOCTb
caenaTb cneaytouimMe BbiBOAbI:

— 10 MOTUBaM Mpoun3BeaeHUI
nucarens B Teatpax pecnyoimKku
CcOo3[aH Lefbli psaj CNeKTaKIen B aHpe
My3blKanbHOM aApaMbl («TONONEK MOK
B KPaCHOWM KOCbIHKe» U «MaTepuHCKoe
none»). bnarogapst NO3TUYHOCTH,
JIMPUYHOCTH €ro npo3bl 060raTUINCh
Bblpa3uTesbHble cpeacTBa, CTUIN
My3blKanbHOIo Teatpa;

—  Mpo3a nucartens B onpeaenéHHom
CTeneHu OKa3asna BO31eNCTBUE Ha
popMUpoBaHME CUMBONMYECKOrO TeaTpa
B Y36EKCKOM TeaTpa/ibHOM UCKYCCTBE
(«benbin napoxon», «Mernn néc, 6eryumm
Kpaem Mopsi»);

—  TBOPYECTBO NnucaTtens cbirpano
PONb UCTOYHMKA U ANS CLIEHWYECKNX
Nnpoun3BeaeHni colmalbHo-
ncuxonornyeckoro nnaHa (<M gonblue Bexka
ONTCA AeHb», «[KaMuUns»);

—  BBMAY 6M30CTM HALlMOHANbHOMO
[yXxa KMPru3cKoro Hapoga, Konoputa
KWMPru3CcKoM nntepaTtypbl C HaLMOHasbHbIM
[yXOM Y36€EKCKOro Hapoja TBOpPYECTBO
Y. AlTMaToBa OKa3asio 6naroTBopHoe
BO3/J€ENCTBME U Ha pa3BuUTHE
HaLMOHaNbHOro cBOe0bpa3uns y36eKCKoro
Teartpa;

—  NpousBedeHus nucatens ganu
6oratbln MaTepuan onsa pa3BuUTus
TBOPYECKOro NOTEHLMaNa PeXMUCCEPOB,
JpaMaTU4eCKMX U BOKasbHbIX
BO3MOHOCTEN aKTEPOB, paHTa3nm
XYAOXHUKOB CLIEHbI M APYrMX TeaTpanbHbIX
aesTenemn.
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SCENIC INTERPRETATION OF WORKS OF CHINGIZ AITMATOV IN THEATERS OF UZBEKISTAN

Abstract

The article analyzes the influence of the work of the famous Kyrgyz writer Chingiz Aitmatov on the Uzbek
stage art, ideological and artistic features of the performances staged in theaters of Uzbekistan based on
the writer’s work. The author considers the degree of influence of Aitmatov’s prose on updating forms and
styles in Uzbek direction, acting and scenographic arts, on the development of drama and musical drama
genres, and the formation of a theater repertoire. The article also discusses the features and criteria for
staging prose works on the example of the work of Chingiz Aitmatov.

Keywords: Chingiz Aitmatov, dramatization, prose, director’s interpretation, musical drama, legend, genre,

story, scenography, acting performance.
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Woxpyx AGaypacynos
636eKcTaH PecnybnunKachl FbisibiM akagemusicbl OHepTaHy MHCTUTYTbI

(TalwKeHT, 636eKcTaH)

WbIHFbIC AHTMATOB LbIFAPMAJIAPbIHbIH ©3EEKCTAH TEATPbIH/IAFbI
CAXHAJIbIK MHTEPNPETALIUAJIAHYbI

AHpaaTna

Makanaga ataKTbl KblpFbl3 Xa3yLbicbl LLbIHFbIC AMTMATOBTbIH ©636€K CaxHallblK 6HepiHe acepi,
}Ka3yLWbIHbIH, WbiFapMackl HerisiHge ©36eKCTaH TeaTpnapbiHAa KOMbINaTblH CNEKTaKNbAEPAIH NAEANbIK-
KepKeMiK epeKLwenikTepi TangaHaabl. ABTOp AMTMaToB NpOo3acbiHblH 636€eK 6afblTbiHAaFbl popmanap
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PODIUM FEAR WITH ARTISTS
“To be human means to be afraid”.
Claudio Arrau

Abstract

This article is devoted to the study of the experience of stress by people of art, especially in the situation
of speaking to an audience. In this case, paraclinical disorder caused by stress is called fear of public
speaking or stage fear, it is in many ways determinant for the further creative growth and even professional
career of people in the arts. So, stage fright is a panic anxiety that arises in both expected future and real
social situations of public interaction. Numerous studies have identified the main symptoms of stage fright
and possible signs of high levels of individual stress. The epidemiology and frequency of occurrence of stage
fright were revealed approximately equally in 50% of professional musicians and 70% of music students,
their anxiety is associated with the fear of failure, poor performance of a piece of music. At the same time,
psychological, physical and cognitive reactions, classical symptoms of stage fright and other physical
reactions were identified. The article identifies two important groups of reasons for stage fear — personal
factors and external factors-requirements, which include both personal factors (personal and professional
biography of a person), the environment and prospects of a non-artistic plan, character and personality,
characteristics of orchestral musicians, and factors - requirements, the artist's attitude to the audience and
appearance.

The study focuses on psychophysiological explanatory models, the starting point of which is a hypothetical
relationship between physical and psychological reactions and behavioral level of response. According to
these models, fear is associated with pronounced physical reactions. In the event of stress and tension,
“mutual synchrony” arises, which is dangerous for the artist's health. When physical and psychological

problems arise, it is difficult for artists to find the right psychotherapist. Without prior experience in this field,
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the therapist is unlikely to be able to grasp the stress characteristics of the artistic profession and treat them

effectively.

Therefore, it is important to teach people of art the skills of public speaking, speaking to the public as part

of psychological trainings during their studies at the university, as part of teaching them strategies for coping

with stress in general, both on stage and in everyday life.

Keywords: people of art, fear of public speaking, stage fright, paraclinical disorder, individual stress,

epidemiology and frequency of fear, psychological, physical and cognitive reactions, classic price symptoms,

psychophysiological models.

Introduction

Stress — is a normal reaction even with
artists. A stress-related paraclinic disorder
is the fear of the podium. Even a negative
assessment by other people can threaten
the positive view of yourself and your
skills — self-esteem. Almost everyone is
excited when they are asked to speak to
others, whether it is a short, improvised
table speech or the performance of a
Rachmaninov prelude on the piano.

Performing stage artists such as
musicians, actors or dancers regularly
perform in front of an audience. For her,
public appearances are not just a by-
product, but the core of her artistic career.
The external pressure is high. Often a
single appearance can decide whether an
artist is successful or unsuccessful and
can have ramifications for the entire career.
But great demands are also made on the
actual performance of the performers.
From childhood on, highly trained and
automated skKills have to be used, mostly in
a very fixed time frame and with almost no
correction options.

If this succeeds without problems,
ideally a very high artistic achievement can
arise in front of an audience. But the more
perfected and automated an activity is, the
more susceptible it is to failure. Numerous
factors, e. g. The artist’s daily form, lighting
and temperature conditions influence the
individual performance. One of the most
natural processes and major disruptive
factors for successful public appearances

86

is fear of and during the performance, also
known as platform anxiety, stage fright or
fear of performing.

Podium fear — what is it?

“Panic anxiety encompasses anticipated
and / or real social situations in which
people have to present themselves on a
podium / stage in a vocal, instrumental
or acting manner and perform. Panel
anxiety is seen as a psycho-energetic state
of provision that occurs before, during
and / or after situations of public service
provision, whereby the degree of activation
is incorrectly regulated. Basically, panel
anxiety is nothing more than a normal
stress reaction in a performance situation.
The "performance situation” includes the
mental preoccupation with a performance,
the preparation for the performance, the
time after a performance and of course the
performance itself.

Slight stage fright usually improves
performance by increasing concentration
and energy potential. However, as the
anxiety response grows, so do numerous
debilitating symptoms, such as distraction,
trembling hands, and memory problems.
In this case one speaks of fear of the
podium. Anxiety and stress become a
symptom when they interfere with the
performance. A model from psychological
stress research, the Yerkes-Dodson law, is
well suited to illustrate the relationships
described above. The curve shows the
relationship between the activation or
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tension of a person and the performance
(here called "productivity”) that person can
bring in a performance situation. There

is an area of optimal medium activation
where the best performance is possible.
This area is called positive “stage fright”.
The balance is right here, enough energy
is provided to be able to perform at its
best. If the activation is too low, the power
remains below the available possibilities
due to a lack of energy. If tension is too
high, physical and psychological fear
mechanisms set in, which impair smooth
running. In this case one speaks of fear of
the podium. The boundaries between too
low, optimal and too high activation are
fluid and different for each Artist.

Methods

Explanatory models

Various psychological schools have
thought about the emergence of podium
anxiety and developed explanatory models.
At this point, the different views are briefly
summarized.

Psychophysiological explanatory models

The starting point is an assumed
relationship between physical and
psychological reactions and the behavioral
level. According to these models, fear
is triggered by noticing the physical
reactions. In the case of stress and
tension, a "responsesynchrony” occurs.
All three reaction systems are "switched
in line”, which means that there is a linear
connection between an increase in heart
rate, thoughts of fear and avoidance
behavior.

Learning theory approaches

The learning theory school assumes
that stage anxiety is learned through
conditioning. Frustration through
punishment, criticism or a lack of praise is
linked to the originally neutral performance
situation. The result is avoidance behavior.

Depth psychological explanations

Unconscious conflicts and fantasies,
the revival of early childhood object
relationships such as the parent-child
relationship through the relationship with
the conductor and audience as well as
self-esteem-related topics are at the center
of the development of podium anxiety after
the acceptance of the depth psychology
school.

Stress theory explanatory models

The interactional stress approach
developed by Lazarus and Launier (1978)
forms the core of these explanatory
models. Stimuli from the environment
or one’s own body are first evaluated in
terms of their importance for one’s own
well-being based on one’s own experience
(primary appraisal). This gives the strength
and direction of the subsequent emotion.
The requirement is then compared with
one’s own coping and reaction options
(secondaryappraisal). If this comparison
turns out negative, fear can arise.

- Treatment: opportunities and problems

For decades, research on the topic of
fear of the podium has been carried out.
Much is now known about causes and
manifestations. There has also been an
effort to do something about it for just as
long.

options

e Use of your own coping strategies

e Literature on "self-therapy”

¢ Relaxation procedures

e Course programs

¢ Individual therapy

Use of your own coping strategies

Those who perform a lot usually find
themselves or with the help of ways to deal
with stage fright. Most artists have more or
less effective coping strategies. Frequently
z. B. caffeine or relaxation procedures
applied.

Literature on "self-therapy”
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Books on “self-therapy” are surely
the medium that has affected the most
affected artists so far. They are often
written by musicians, dancers or actors
and provide a generally understandable
level of basic knowledge about the
phenomenal complex of fear of the
podium as well as self-tested, experience-
based ways to counter this. Examples
include “Courage to stage fright” by cellist
Gerhard Mantel (2003) and “Stage fright.
Causes and Overcoming with Special
Consideration of the Violin Playing "by the
violinist Kato Havas (1993).

Results

Symptoms of podium anxiety

Here are possible signs of a high level of
individual stress due to fear of the podium.

¢ Loss of performance compared to
situations in everyday practice

¢ a highly stressful and suffering
subjective experience situation

¢ an avoiding attitude and a
pronounced state of suffering before the
performance

e correlates in the physical area that
are detrimental to health (e.g. an increased
concentration of stress hormones and
longer recovery times after exertion)

For the performers and music and
art students concerned, podium anxiety
can be a serious problem in everyday
working life, which in the worst case can
hinder their careers and lead to health
problems of a physical and psychological
nature. Therefore, especially if the above-
mentioned factors occur, a targeted
influence should be taken where possible,
in which one learns to regulate the
excitement.

Epidemiology and frequency

About 50% of all professional musicians
and 70% of music students suffer from
disturbing fears of performance, which
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in some cases even lead to a career
break. This means that musicians
have a three to four times higher risk
of suffering the consequences of fears
than the normal population. In addition
to acute and chronic pain, stage fright
and other psychological stress are the
most frequently reported complaints in
musicians. Most of the studies on fear
of the podium were carried out on music
students, and a few on professional
musicians, dancers and actors. Some
interesting results are mentioned here
as examples. In a study by Krawehl and
Altenmller from 2000, 38% of the music
students surveyed stated that they always
had stage fright when they performed, 60%
at least sometimes. When interviewing
young musicians by Samsel et al. (2006)
describe 43% of those surveyed that
stage fright and fear of appearances and
rehearsals represent a strong or very
high burden for them. Studies on the
connection between podium anxiety and
psychosocial factors as well as personality
traits showed that women generally tend
to have higher podium anxiety than men.
The reason for this could be that women
in western societies are allowed to show
their fear, while men tend to suppress
them for cultural reasons. Instrumentalists
have higher overall performance anxiety
scores than singers. So far, there have
been few results on using anxiety-reducing
strategies. Overall, it can be assumed that
relatively few musicians know and apply
suitable strategies for fear management.
Relaxation exercises are the most
common. About 40% of the students
surveyed by Krawehl and Altenmiller
(2000) do not take any action against fear
of the podium.

Development over the lifetime

Children are usually not afraid to
perform because they have a healthy self-
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confidence. As a rule, they have not yet
been confronted with excessive external
and self-criticism and therefore have

no reason to doubt their abilities. From
around the age of 11, children begin to
see themselves increasingly in the context
of their environment. Evaluation by other
people is becoming more important.
Experiences in this stage of life can

point the way for future performance.

The beginning of a performance anxiety
stress often lies at this time. Adult artists
no longer have a clear correlation with
age. A habituation effect can occur
through frequent occurrence and good
"management” of the performance
situations. That a tendency towards

lower podium anxiety was found in older
musicians in studies can also be due to a
selection effect. Some musicians with high
anxiety levels may end their careers earlier.

Appearances of Podium Anxiety

"Oh this excitement, this fear. | could
never get rid of them, neither then nor
later. [...] Some of my upcoming public
concerts depress me like a nightmare,
even today. "Pablo Casals

Most of the performers will probably
be able to understand this statement.
Whether world star or orchestral musician -
the symptoms are similar.

Here is an overview of the many
possible manifestations of podium anxiety.
Body, mind and soul are closely related.
The psychological and physical reactions
mostly go hand in hand. The symptoms
are not limited to the actual performance
situation. For some people, the fear of
performing can even lead to changes in
everyday behavior.

Psychological level

At the level of psychological
phenomena, a distinction is made between
the emotional and the cognitive factor.

Emotional reactions:

¢ Anxiety overload

e Concrete fear of failure or
embarrassment

e excitement

e irritability

e Feeling of being delivered and
helpless

Cognitive reactions:

e Self doubt

Failure expectations

e Fears of failure

e Thoughts of danger

e Fear of loss of control over
movements and design skills

e fear of gaps in memory

e "Stand by yourself”
(depersonalization)

e Difficulty concentrating

Physical-physiological level

The physical anxiety symptoms arise
from an increased activity of the autonomic
nervous system. This should create the
conditions for an escape reaction in
dangerous situations.

Classic anxiety symptoms:

¢ Palpitations

e Sweat

¢ Dry mouth

¢ Hand or knee tremors

¢ Dizziness

® nausea

e Urinary or stool urge

e Difficulty concentrating

e Gaps in memory

e Difficulties in fine motor coordination

Other physical reactions:

¢ Increased muscle tone

¢ Heart rate increase before and during
the performance

¢ Increase in blood cortisol
concentration

e freezing, tightening the muscles,
holding the breath (freezing)

¢ Hyper ventilation.

The symptoms increase strongly in the
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run-up to an appearance. They are most
intense in the stage situation and return to
the starting level after the performance has
ended. The longer this normalization lasts,
the higher the burden on the organism. The
release of the stress hormone cortisol is
closely related to physical or psychological
stress.

These basically natural responses are
often misinterpreted at the cognitive level
as worrying and can themselves become
anxiety triggers. Relationships between
fear of performance and the intensity of
hearing sensitivity could be demonstrated
in professional musicians, in which case it
is not known what is the cause and what is
the consequence.

Behavioral level

In the case of severe anxiety stress,
behavior patterns spill over into situations
in daily life. Exhaustion occurs in people
who tend to use the “escape and
avoidance” pattern in fearful situations.
Situations that could trigger fear are
avoided and there is a tendency to
withdraw externally and internally. Social
withdrawal can be the result.

Other victims are more prone
to "attack”. They show increased
activatability and willingness to perform.
There is a kind of "hyperactivity” with
constant overwhelming in dealing with
yourself and others.

Chronological course

The exact timeline of fear of
performance is different for every person
and for every performance. As a rule, the
fear curve is wavy. The strongest rashes
can be seen either immediately before or
at the start of the performance. In some
cases, panic attacks occur days before.

Even during the performance, changes
in the level of fear are e.g. with sudden
sudden increase in short memory gaps or
distractions. After the concert has ended,
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the rest level is usually reached relatively
quickily.

Discussion

- Causes of Podium Anxiety

"All success has its secret, all failure has
its reasons”. Joachim Kaiser

As individual as the effects of podium
anxiety are, the causes are also different.
Every person is shaped by their origins,
dispositions and experiences in previous
life and develops throughout their lives due
to ever new impressions.

Basically, one can differentiate
between the innate reaction potential in
performance situations, which is used as
a performance-enhancing mechanism
and the effects of which must be endured
or kept at a regulated level, and the
disruptive, performance-reducing podium
anxiety. The former is unique to everyone
from birth. It enables the provision of
special services in the first place. This
mechanism should be viewed as a friend
rather than an enemy and should never
be turned off. On the other hand, the
occurrence of stronger fear reactions that
go beyond what is beneficial can have
many causes. Regulatory competencies
must be acquired here in order to reduce
the reactions to an appropriate level.

Often, the causes of the fear of
performing for the person concerned are
in the dark. As a result, stage fright is often
simply accepted. However, following the
preceding quote, it would be important to
think about possible causes of podium
anxiety and failed performances. In this
way, at least a little more clarity can be
created for the individual. Since podium
anxiety is a very individual matter,
general solutions are only of limited use
anyway. On the basis of personal causes,
customized solutions can be developed.

It can be assumed that in the rarest
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of cases there is only one cause for fear

of the podium. As a rule, various factors
add up. Here two important groups of
causes of podium anxiety — personnel and
requirements-side — are to be dealt with.

Personal factors

biography

The private and professional biography
of an artist definitely plays a major role in
the development of performance, because
nobody is born with a fear of the podium.

Some important aspects of artist
biography:

¢ Parent-child relationship

e Environment

e Family conditions

¢ Teacher and training

¢ Unprocessed events

* Performance experience

¢ Existence pressure

e Social environment and non-artistic
perspectives

¢ predisposition and personality

Parent-child relationship

The parent-child relationship is of great
importance for the entire personality
development. The education of particularly
gifted children is often more difficult than
that of "normal gifted” children. Many
parents are overwhelmed with it. The
child can perceive the child’s excessive
demands as a rejection.

Aspiring professional dancers usually
leave their parents’ homes very early and
spend a lot of time during their childhood
training in the dance school, so that family
support is often lacking.

Environment

Gifted children are treated as
exceptional by their environment early on.
The focus is on the child’s eye-catching
talent. That is why later self-esteem is
often based only on this area of ability. The
pressure arises to have to prove yourself
in this area and have to measure yourself

against others. Failure damages self-
esteem. The fear of loss of self-esteem
leads to a fear of situations in which

the special achievements have to be
demonstrated in public — of performance
situations.

Problems can also arise if a child
is overwhelmed early due to high
performance requirements. The excessive
demands are integrated into your own
thinking and considered normal. This can
lead to later overwhelming oneself and
ignoring the limits of resilience.

Family conditions

Many musicians come from families in
which at least one parent is a musician.
You are born into this milieu, learn an
instrument yourself and are often gifted.

It is not uncommon for the career path
to be mapped out, and there is often no
thought of career alternatives. When it
comes to the role of the family, there are
two common options for choosing the
instrument and choosing a career path:
agreement or protest.

In the event of a match, the child
responds to the wishes of his parents with
regard to the choice of instrument and
takes up the music profession because
the parents have intensively promoted
the musical development. When parents
act out their own ambitious or unfulfilled
desires about their children, conflicting
delegations can arise. The children do
not learn to perceive and implement their
own needs. In this case, fears express an
unconscious rejection of the profession
that was not learned based on one’s own
decision.

Taking up music studies can also be a
protest reaction to the rejection of this plan
by a close person. The musician is then
under pressure to have to prove to himself
and others that he can achieve particularly
high performances to justify the decision
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for this career. This can lead to stage fright
and other stress reactions.

The problems just explained naturally
occur not only with musicians, but also in
other artistic disciplines.

Teacher and training

The professional biography of an artist
must also be taken into account when
looking for causes of podium anxiety.
Especially with instrumentalists, the first
teacher is often later rated as "too nice”,
with too few demands on the instrumental
technique of the adolescent. Since these
basics are missing later, lack of technical
security can be a cause of stage fright.

However, authoritarian teachers in
particular are also not beneficial, since
the pupil hardly has the opportunity to
develop and implement their own ideas.
Inadequate pedagogical instructions and
a lack of methodology on the part of the
teacher can also be unsettling.

Education for self-discipline and
perseverance, regardless of one’s own
needs, is part of the lessons for a large
number of teachers, especially for
advanced students. This working attitude
is integrated into your own thinking. The
resulting stress results in physical and
psychological stress symptoms. A lack
of error-friendliness and the constant
compulsion to perfection do the rest.

In dance training, as a further stressful
factor, in addition to strict teachers and
physically demanding training up to the
stress limit, there is also the compulsion
to a certain appearance and weight. Strict
diets are prescribed early in order to
achieve the ideal weight. Together with the
daily stress of dance training, this often
leads to a delayed onset of puberty and
menstruation in girls and to relationship
disorders in boys.

Unprocessed events

Everyone has had one or the other
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negative, crushing or embarrassing
experience in the course of their life.
Especially in connection with public
appearances, but also in the classroom,
almost every artist biography has some
drastic experiences of failure.

The experience of failure has two
sides. If it is processed and its meaning
put in the right relation, it can be a useful
learning experience and even have a
motivating effect. If such an event remains
unprocessed, it becomes more and more
important over time. Individual negative
experiences are subjectively interpreted as
"catastrophe”, "prophecy” of future failure
and as evidence of personal inability.

As a result, further appearances are
anticipated with the fear that the failure
may repeat itself. This often happens,

simply because another failure is expected.

Performance experience

With little experience with exams,
auditions and competitions, on the
one hand there is a lack of stage safety
that can only be achieved by frequent
appearances. On the other hand, individual
negative experiences are saved. Due to the
lack of positive experience, the failures are
gaining in importance. The image of one’s
own skKills is distorted.

Existential pressure

If an artistic degree is sought or has
already started, the unfavorable job
market situation and the high competitive
pressure are perceived as extremely
stressful. Due to the constant availability
of almost perfect studio recordings, the
need for perfection for artists has grown to
infinity.

Dancers are particularly at risk of
injury. The artists are required to work with
full commitment during rehearsals and
performances regardless of the dangers.
Injuries often result in long forced breaks
and loss of level. The current roles are
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filled elsewhere. If the dancer becomes

too cautious afterwards and no longer
delivers the required expression, the end
of the career often follows quickly. Because
especially with minor injuries and Overuse
complaints rarely have time to heal them,
many dancers get used to working with
chronic pain.

Social environment and non-artistic
perspectives

The social contacts of artists are often
limited to other artists. Musicians, dancers
or actors often stay together within their
training institute or later in their work and
maintain little contact with other people.
As an active artist, this can at least work to
some extent.

However, major problems arise when
longer breaks are required due to injuries
or psychological stress or the career is
even ended. For example, dancers are
usually only active on the stage until their
mid-thirties.

There is often a lack of an environment
here that at least somewhat relativizes the
importance of the profession and helps
to find new perspectives for the future
professional life. If the social environment
consists only of other dancers, musicians
or actors, then hardly any help can be
expected from this side. Everyone hopes to
be spared from such problems. In addition,
the other artists continue to work, which
can lead to feelings of exclusion and
frustration for those affected.

Disposition and personality

To what extent there are genetically
caused causes for increased podium
anxiety is still open according to the current
state of research. Certain personality
traits may promote the appearance of fear
of appearance. These include fear as a
characteristic, introversion, hypervigilance,
emotional instability, low self-esteem,
low mental health, increased public

self-awareness, and low psychophysical
resilience.

Special features of orchestral musicians

For orchestral musicians, particular
stresses lie in the conductance style of the
conductors, which in rare cases is effective
and appreciative, and in the atmosphere
within the orchestra.

Age / performance experience

With some experienced artists there is
an effect of "getting used” to performance
situations. It can be observed that the
intensity of the fear often diminishes in the
course of the stage career and the time
course of the fear shifts. With experienced
artists, the fear peak is more often before
the performance. Self-regulation skills
increase over time, but the tendency to
fear appearances remains.

With less stage experience, the fear
is usually greatest in the performance
situation. Not only the quantity, but also the
quality of previous audition experiences is
important. Negative experiences are saved
and influence the image of one’s own
abilities in performance situations.

(Excessive) entitlement to benefits

"Success should always only be the
result, never the goal of action.” Gustave
Flaubert

Excessive demands on one’s own
performance can become a permanent
psychological burden, since one’s own
expectations regarding the quality of the
game cannot be met. The reason for this
is usually that the artist makes himself too
dependent on the recognition by others.
Appearances only serve to achieve success
and no longer to interpret a work.

"I can’t give you a formula for success,
but a formula for failure that reads: Try to
please everyone.” Herbert Bayard Swope

Since the tastes are different and
each performance is also determined by
the shape of the day and environmental
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factors, permanent recognition by any
listener is neither possible nor wanted.
Anxiety can arise from this experience. As
already mentioned, the extensive media
networking means that there is constant
access to comparison options that are
generally better or at least more perfect
than your own interpretation. In the
classroom too, a practice method aimed
at perfection is usually taught, in which
mistakes are not seen as an opportunity to
learn, but as a problem to be removed.

In order to be able to perceive success
and live in harmony with one’s own work,
achievable goals must be set. Through
unreachable goals such as B. "Getting
better” can also appear a successful
artistic development as a Sisyphean work.
Inaccessible goals become an eternal
requirement that can never be met. Stress
and frustration can also arise here.

Factors on the requirements side

audience

The audience is the counterpart to the
performing artist. No performance without
an audience. It can act and react to the
artist. While the lecturer is often the focus
of interest on stage alone or with a few
others, a crowd of people sits opposite
him. The fact is that the audience has an
immense impact on the lecturer.

Audience-related aspects that are
important in the performance situation
include:

Size and level of awareness

e Visibility

¢ Relationship of the artist to the
audience

Size and level of awareness

The more people listen, the more
excited many artists are. The level of
awareness of the audience and the
presence of subjectively (positively and
negatively) important people can have very
different effects. Whether the presence of
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friends or acquaintances is experienced

as relieving and supportive or rather as

pressure, as failure could impair their

positive opinion varies individually.
visibility

In large concert halls, the stage is
usually well lit while the audience remains
dark. Similar to playing behind a curtain
in auditions, this can be experienced as
very pleasant because the artist can hide
the presence of the audience. However,
other artists prefer closer contact with
the audience, which is possible in smaller
rooms.

Relationship of the artist to the
audience

Furthermore, the artist’s unconscious
fantasies about his relationship with the
audience can be a source of panel anxiety.
The fact that the audience demands
exceptional quality is often interpreted by
the artist as proof that he is something
special. Gifted children are treated as
something extraordinary from an early age
and often base their self-esteem solely on
their achievements in this area.

Many artists feel like they are naked on
stage. This can have its origin in the feeling
of being exposed to the public without
protection.

"Music is hard work” Justus Frantz

Free, relaxed “playing” should be
realized on stage. But there is real work
behind it. “Playing” has consequences and
is restricted by rules and requirements.
This is a contradiction in terms that can be
perceived as stressful.

Appearance mode

This section is more likely to apply to
musicians than to other artistic areas, e.g.
Actors usually embody their role alone.

Three different performance modes are
possible:

® Solo appearance

e Chamber music
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e orchestra

Solo appearance

With soloists, regardless of whether they
perform with an orchestra, accompanied
by another instrument, or entirely alone,
the audience’s full attention is focused on
this one musician. He has the feeling that
each of his movements, every sound, every
phrase is perceived precisely, without there
being the opportunity on stage to withdraw
and be unobserved.

In addition, the person performing
must take full and sole responsibility for
his or her actions with all strengths and
weaknesses. As a result, most musicians
perceive solo performance as the most
stressful performance mode.

The higher the subjective importance
of a foreplay, the greater the psychological
stress. This is most evident in auditions in
the form of exams, competitions, auditions
or auditions in front of fellow students and
colleagues, as these can have far-reaching
consequences.

Chamber music

In chamber music appearances,
the stage fright situation can be very
different. In a well-rehearsed ensemble,
the interplay can have a calming effect,
since the teammates no longer have to
prove themselves to each other and can
be trusted in a joint stand worked out in
rehearsals.

In ensembles compiled at short notice,
mutual observation and evaluation can
occur, so that in addition to the audience,
the other players also increase the fear of
performing.

orchestra

In the orchestra, the wind instruments
are most affected by fear of the podium
because they have to perform a variety
of solo tasks. String soles have the
unpleasant effect that an individual
suddenly turns out the group must emerge.

Most strings have relatively little stage
fright when playing in a group.

Preparation for performance

It takes a lot of practice and rehearsal
time until an artist is on stage with a work.
It is therefore not surprising that adequate
preparation has an impact on the quality of
the performance. Insufficient preparation
creates uncertainties. Perfectionist work
provokes a "tryingtoohard” effect. Due to
high demands on your own performance
in terms of striving for perfection, the joy
of playing is lost. After a certain point of
hard and over-disciplined work, there are
no further improvements. Overloading
leads to cramping and tension, which has
a negative impact on the performance
quality. In addition, the space for
spontaneity and artistic expression is lost.

The repertoire should be appropriate
to the player in terms of the level of
difficulty and the requirements that it
places in terms of interpretation and
technology. Pieces that are too light can be
underwhelming, but the necessary tension
cannot be achieved. Pieces that are too
heavy trigger fear through excessive
demands.

Optimal preparation in terms of
precise knowledge of the work and
technical mastery is essential for a good
appearance. Framework conditions for the
preparation of the performance are enough
sleep, if possible the choice of appropriate
and non-obstructive performance clothing
as well as the timing of the performance
day. By creating favorable framework
conditions, good physical conditions for
coping with stage fright can be created.

Relaxation procedures

Relaxation and body-related procedures
are the most popular strategies against
podium anxiety. A comparatively large
number of artists have integrated these
into their everyday life. Autogenic training,
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progressive muscle relaxation and
Feldenkrais are common methods.

Course programs

Course programs like the one described
here are an effective way to treat mild
to moderate podium anxiety. These are
carried out in groups. Group dynamics and
contact with other people affected can
have a positive effect on the success of the
therapy.

Individual therapy

In the case of moderate to severe fear
of the podium, which may also be reflected
in other areas of life, (additional) individual
therapy is useful in most cases. Numerous
therapy options are already available under
professional guidance:

¢ Exposing psychotherapy

e Methods of modern trauma therapy

Drug treatment e.g. with beta blockers
for symptom control

e Music kinesiology, which is
supposed to create a balance of physical,
biochemical and emotional processes
through dealing with tension, relaxation
and “spring tension”

e classic psychotherapy procedures

An important principle in the
treatment of artists is that psychosomatic
backgrounds should be taken into account
for diseases in the somatic area. Many
physical ilinesses are stress-related and
not least stage fright-related.

Problems

¢ Motivation for treatment

¢ Training of therapists

¢ [gnore symptoms

¢ Permanent psychomental stress

¢ Self-fulfillment versus everyday work

Motivation for treatment

Perhaps the greatest difficulty in
treating podium anxiety is in advance.
Motivation for treatment must be
established. This is made more difficult
by the fact that fear of the podium is still
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a taboo subject in artist circles. Many of
those affected lack the courage to stand
up to their fears. They fear that this will
make them unsuitable for their profession.
The fear that treatment will degrade artistic
performance is also widespread, although
unfounded.

Training the therapist

When physical and psychological
problems arise, it is difficult for artists to
find a suitable therapist. Without previous
experience in this area, it is hardly possible
for the therapist to grasp the special
stresses of artistic professions and treat
them accordingly.

Ignore symptoms

Due to the limitless self-discipline that
is required of this professional group,
nervous and physical problems are mostly
ignored. Problem awareness only arises
when the professional practice is impaired.
Musicians are often heard to treat their
instrument more carefully than their own
organism. Problems in private life are
usually viewed completely separately from
problems in professional practice.

Continuous psychological stress

It should not be forgotten that
performing artists are exposed to a
psychological permanent stress similar to
that of top athletes. In contrast to these,
artists are not by personal motivational
coaches and physiotherapists, but often
left to their own devices in daily practice.

Self-realization versus everyday work

It is commonly expected that artists who
have turned their hobby into a profession
can fully realize themselves there and
find full artistic fulfillment in their work.
Many young artists also start their careers
on this assumption. The practice often
looks different. Everyday working life is
characterized by hard work, the fulfillment
of instructions and sometimes physical
pain due to work.
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Conclusion If one or the other can get more enjoyment
Nevertheless, or precisely because of out of it, or copes a little less stressfully
this, it makes sense to give affected artists  with his daily work, this is already a
access to offers that serve to acquire skills.  success.
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Konpap Pewke

Jleanumrckmi YHusepeutet. MHCTUTYT [1CUX010rni, KITMHUYECKOM MCUXON0Mrni 1 ricuxotepanui (Jlenanuur,

lepmaHus)

CTPAX XYAOXXHUKOB NEPE] BbICTYN/IEHUEM

AHHOTaUMA

CraTbsl NOCBSLLEHA U3YYEHWIO NEPEXMBAHUS CTPecca NtoAbMU UCKYCCTBa, Npexae BCero, B CUTyaLumm
BbICTyM/1IeHMS nepes ny6nvkon. B gaHHOM cnyvyae napakinHUYecKoe pacCcTpPOMCTBO, 06YCIoBAEHHOE
CTpPEeccoM, Ha3blBaeTCcs CTPaxoM NyO6ANYHbIX BbICTYMIEHWUI UM CTPAXOM CLEHbl, OHO BO MHOIOM SIBASIETCSA
onpegensowmnm ana ganbHenlero TBOPYECKOro pocTa U gaxke NnpodeccnoHanbHOM Kapbepbl Ntogewn
MCKyccTBa. UTaK, cTpax cueHbl NpeacTaBnsieT coboMn NaHMYECKYO TPEBOTrY, BOSHWKAIOLLYIO KaK B OXUAAEeMbIX
B 6yayLLeM, TaK U peasbHblX COLManbHbIX CUTYaLMaX Ny6AMYHOro B3anMoaenCcTBMSA. B xo4e MHOrOYUCAEHHbIX
nccnegoBaHun 6binn BbiSiBNIEHbI OCHOBHbIE CUMMNTOMbI NMEPEKMBAHMS CTPaxa CLEHbI U BO3MOXHbIE NMPU3HaKK
BbICOKOMO YPOBHS MHAMBUAYANbHOMO CTpecca. INMAEMMONOrusa 1 YacToTa BCTPEYAEMOCTHU CTpaxa CLEHbI
BbISIB/IEHbI MPUMEPHO B paBHOM cTeneHun y 50%-Tn npodeccroHanbHbiX My3blKaHTOB U 70%-TH CTyAEHTOB-
MY3bIKaHTOB, UX TPEBOra CBsi3aHa CO CTPaxoM Heycnexa, NioXoro MCNOAHEHUS My3blKaslbHOro NPON3BEAEHUS.
Mpwn 3TOM BbISIBNEHbI MCUXONOrMYeCKne, GU3MYeCKUe N KOrHUTUBHbIE PeaKLUMK, KNacCUYeCKNe CUMNTOMBI
CTpaxa CueHbl U apyrue GM3nyecKre peakummn. B ctatbe Bblaensetcs ABe BaKHbIX rPynnbl MPUYMH cTpaxa
CLEHbl — IMYHOCTHbIE GaKTOPbI M BHELLHME GaKTopbI-TPe60BaHMS, K KOTOPbIM OTHOCATCS KaK JIMYHOCTHbIE
daKTopbl (MMYHasa 1 npodeccrmoHanbHas 6uorpadursa YenoBeKa), OKpyXKatoLllasa cpefa v NepcnexkTuBbI
HEXyA0XEeCTBEHHOr0 NiaHa, XapaKTep M IMYHOCTb, XapaKTEPUCTUKM OPKECTPOBLIX MY3blKaHTOB, TaK M
daKTopbl - TPE60BaHUS, OTHOLLEHWE apTUCTa K ayAMTOPUN U BHELLHEMY BUAY.

B nccnegoBaHum ocob6oe BHUMaHKe yaensetcs NCUXoPpru3nonormyeckumMm o6bacHUTENbHBbIM MOAENSM,
OTMpPaBHOM TOYKOW KOTOPbIX IBASIETCH rMNOTETUYECKAs CBA3b MeXay GU3NYECKUMU U MCUXONOTMYECKUMM
peaKkuus M1 1 NoOBeAEHYECKUM YPOBHEM pearnpoBaHus. CornacHo aTuM Mofensim, CTpax CBsi3aH C
BblpaXeHHbIMK GU3NYECKNMU peaKLmsamMu. B cnyvae cTpecca n HanpsxeHus BOSHUKAET «B3auMHas
CMHXPOHHOCTb», ONacHas Ana 340p0oBbsa apTUCcTa. Korga BO3HMKaOT GU3NMYECKME U MCUXONOTMYECKHNE
npo6nemsl, NOAAM UCKyCCTBa TPYAHO HAaWTU NOAXOAsSLEro ncuxotepanesTta. bes npeabigywero onbita paboThbl
B 3TOM 061acTy NcuxoTepanesT BPAA JIM CMOXKET YN10BUTb OCOBEHHOCTM CTPeCcCca apTUCTUYECKUX Npodeccui n
NIeYnTb UX 3QPEKTUBHBIM 06Pa30M.

MoaTomy BarKHO 06Y4MTb NII0AEN MCKYCCTBA HaBblKaM MyGANYHbIX BbICTYMAEHUI, BbICTYMNEHUI
nepen ny6iMKON B paMKax NcuxosiorM4ecKkmMx TPEHNMHIoB BO BpeMs y4ebbl B BY3e, B pamKax 00y4eHuUs nx
cTpaTeruam nNpeoaoneHuns CTpecca B LE/IOM KaK Ha CLIEHE, TaK U B 0ObIYHOM XU3HU.

KnoueBble cnoBa: 1toav UCKYCCTBA, CTpax Ny6/nYHbIX BbICTYNIEHUI, CTPaX CLEHbI, NapaK/MHUYecKoe
pPaccTpoNCTBO, MHANBUAYa/bHbIV CTPECC, AINNAEMUONIOrMS U YacToTa CTpaxa, NCUXoNorniyeckne, uUandeckue u

KOFHUTMBHbIE peaKLmn, KnacCU4eCKUe CUMNTOMbI LiEHbI, MTCUXODUIUONOTMYECKUE MOAENN.

Konpap Pewke

Jleanumr YumBepcuteTi. [lcuxonorus, KIMHUKasblK MCUXO00MMS KaHe rcuxotepanusi MUHCTUTYTbI (Jlernuur,

FepmaHusi)
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CYPETIUIHIH KONWIIK ANAbLIHAA CO3 COUNEYAEN YPEMI

AHpaarna

MakKkana eHep agamaapblHbIH CTPECCTIK KYMNEPiH, eH, anabIMeH, Kenuwinik anabiHaa
ceusney affanblHaa 3epTTeyre apHanfaH. byn afaania CTPECCTEH TyblHAAFaH
napak/JInHUKasblK OY3blNbIC KENLWiNiK angbliHAa cenney ypeni Hemece caxHaaH XKYPEKCiHYi
[en atanagbl, 6yn KebiHece eHep agamMaapbiHbIH OfaH api WbiFapMallblibIK 6Cyi MeH TinTi
KoCibW MaHcabblHbIH WewyLwi daKkTopbl 606N Tabbliaabl. COHbIMEH, CaxHaaH YpenneHy
— 6y 6onallaKTa KYTIJIETIH oHe KoFaMblK 63apa opeKeTTecyliH/ KapblM-KaTblHacTafbl
HaKTbl 9NEYMETTIK }aFaannapbiHaa nanga 6onatbiH aypoeneH Masachi3abifbl. KentereH
3epTTeynep caxHagaH ypenneHyain Heriari 6enrinepiH XKaHe XeKe CTPECCTIH XKofFapbl
JeHremniHiH, MyMKiH 6enrinepi aHblKTanbl. CaxHa KOPKbIHbILbIHbIH 3MUAEMUONOMUACHI
MeH Xuiniri wamameH 50% Kocibn my3blikaHTTapaa ¥oHe 70% CTyaAeHT My3blKaHTTapaa
TeH gopexene aHblKTanabl, 0OnapAblH anangayLbliblFbl COTCI3AIKTEH, My3bIKasblK
LblFapMaHblH Halllap opblHAaNYbIHAaH KOPKYbIMEH 6aniaHbICTbl. COHbIMEH Gipre
NCUXONOTUSANbIK, GU3MKaNbIK XOHE TaHbIMAbIK peaKkuusanap, caxHagarbl YPERiHiH,
KlacCUKanblK 6enrinepi }xoHe 6acka puanKanblK peakuusnap aHblKTanaol. Makanaga
caxHafllaH ypenneHyiH eKki MaHbl3bl TOObl KEPCETINTEH — eKe daKTopnap *KoHe CblPTKbI
daKTopnap — Keke daKTopnap (agamMmHblH KEKe oHe Kacibn emipbasiHbl), KopluaraH
opTa XaHe KOpKeMiK eMec XocnapblH 6onallarbl, CUNaTbl MEH TYIFAChbl, OPKECTPJIIK
MY3blKaHTTapAblH cunaTTamManapsbl XaHe daKTopnap — Tanantap, CypeTLliHiH ayauTopusiFa
KOHE CbIPTKbl KEIBETKE KaTbIHACHI.

3epTTey NncMxoduU3nonorusblK TYCiHOipMe Modenbaepre epeKklle Hasap aygapasbl,
onapablH 6acTtanKbl HYKTECI PU3UKaSbIK XKOHE NCUXOSIOTUSNbIK peaKkuusanap MeH MiHes-
KY/IbIK YKayanTapbl apacblHAafbl TMNOTETUKANbIK 6aniaHbic 60MbiN Tabbinaabl. Ochl
MoAenbaepre CoMKec ypen ankblH GU3MKanblK peakumnsnapmMmeHr 6annanbicTel. CTpecc
NneH WKWenexic XaraanblHaa CypeTLliHiH AeHcayNbliFblHa KayinTi «e3apa inecnenik» nanga
6onagpbl. Pn3nNKanblK KoHe NCUXONOrMAbIK Npobaemanap TyblHAaFaH Ke3ae eHep
aflamJapblHa TUICTi NncuxoTepaneBT Taby KMblHFa coFafbl. Ocbl canagarbl ToXipubeci
HOK MNCcUXoTepaneBT KOPKEMAIK KOCINTepaiH CTPeCcC epeKLWenikTepiH TyciHin, onapabl
TMiMAI Typae emaen anmvanabl. CoHabIKTaH eHep agamaapbiHa KOO0-aa 6inim any KesiHae
NCUXONOTUANBIK TPEHUHITEP asaCbiHAA Kenuwinik anablHga cenney, Kenuwinik angbiHaa
cenney narablnapbliHa YUPETY, caxHaaa Aa, KapanambiM emMipae ae CTPECCTi KeHY
cTpaternanapbiH YUPETY MaHbI3/bl.

Tipek ce3pep: oHep ajamMaapsbl, Kenuwinik angbiHAa cenneyneH ypenery, caxHagaH
HYPEKCIHY, NapaKkiMHUKanbIK 6y3blfbIC, YXEKE CTPECC, ANUAEMMUOSIOMUS HKOHE KOPKbIHbILL
MUiNiri, ncuxonoruanblK, PU3nKanblK KoHe KOFTHUTUBTIK peaKkunsnap, 6araHblH,
KNaccuKanblK 6enrinepi, ncMxopmnsnonornsnbik Moaenbaep.
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PREVENTING TEACHER’S EMOTIONAL BURNOUT: PRESERVING AND
STRENGTHENING TEACHER’S HEALTH

Abstract

This article is devoted to the problem of early prevention of teacher’s emotional burnout to preserve their
health, stimulate personal and professional development.

The main idea of the article is the need for early comprehensive psychodiagnostics of professional and
personal development of teachers for the prevention of teacher’s emotional burnout. A theoretical analysis
of diagnostics models of pedagogical activity of the teacher and methods of its diagnostics is carried out
in the article. The analysis held revealed the problem of insufficient development of a comprehensive
psychodiagnostic approach to the prevention of emotional burnout of teachers. The article describes the
author’s method of comprehensive psychodiagnostics of pedagogical activity, taking into account its three
components: design and gnostic, communicative-perceptive and reflective components. The application of
comprehensive psycho-diagnostic approach to pedagogical activity of a teacher has shown its effectiveness
in the prevention of emotional burnout of teachers.

Keywords: genesis of stress, semantic parameters, protection against stress, psychological risk, threats,
psychological diagnostics, constructive and gnostic components, communicative, perceptual and reflexive

components, teacher’s pedagogical activity.

102

Central Asian Journal of Art Studies 5/ 3. September 2020



Introduction

Back in the 70s, a number of
researchers drew attention to a fairly
common state of emotional exhaustion
in persons engaged in various fields
of communication activities (teachers,
doctors, social workers, psychologists,
managers). As a rule, these specialists
at some stage of their activities suddenly
began to lose interest in it, to be indifferent
to their duties, conflict with colleagues on
unimportant issues. In future, they usually
developed somatic diseases and neurotic
disorders. The changes observed, as it
was found, were caused by prolonged
exposure to occupational stress. The term
"burnout” appeared which in the Russian
psychological literature is translated as
"BbIropaHue” or "cropaHue”. Currently,
there is a common point of view on the
essence of emotional burnout and its
structure [1, 2, 3].

The relevance of the topic of emotional
burnout is due to the increasing demands
on the part of society to the personality of
the teacher, as the teaching profession
has a huge social importance. The ability
to empathize (empathy) is recognized
as one of the most important qualities
of a teacher, but the practical role of
emotions in professional activity is
evaluated inconsistently. We can say that
teachers are not prepared for possible
emotional overload, do not form in him
purposefully relevant knowledge, skills,
personal qualities necessary to overcome
the emotional difficulties of teacher’s
profession.

In modern conditions, the activity of
the teacher is literally saturated with
factors that cause emotional burnout:

a large number of social contacts per
working day, extremely high responsibility,
underestimation of professional

importance among management and
colleagues, the need to be in "shape”all
the time. Now the society declares the
image of a socially successful person, this
is the image of a self-confident person,
independent and determined, who has
achieved career success. Therefore, many
people try to fit this image to be in demand
in society. But to maintain an appropriate
image, the teacher must have internal
resources.

Also, the profession of a teacher is one
of the professions of altruistic type, which
increases the likelihood of burnout.

Burnout — what is it?

There are three main stages of burnout
syndrome in teachers [1, 2, 3]:

— at the first initial stage, teachers
have individual failures at the level of
performance of functions, voluntary
behavior: forgetting some of these things
(for example, if the required entry in the
documentation, wondering whether the
student planned question that the student
answered the question posed, failures
to perform any physical actions, etc.).
Because of fear to be mistaken, this is
accompanied by increased monitoring and
multiple verification of compliance with
operational actions against a sense of
neuropsychic tension;

— at the second stage, there is a
decrease in interest in work, the need
for communication (including at home,
with friends): "don’t want anyone to see”,
"on Thursday, the feeling that it's Friday”,
"week into the never-ending”, the growing
apathy towards the end of the week, the
emergence of resistant somatic symptoms
(no powers, energy, especially towards
the end of the week; headaches in the
evening; "a dead and dreamless sleep”,
the increase in the number of colds);
hyperirritability (any little thing starts to
irritate);
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— the third stage- actually personal
burnout. It is characterized by a
complete loss of interest to work and
life in general, emotional indifference,
dullness, unwillingness to see people
and communicate with them, a sense of
constant lack of strength.

Especially dangerous burnout is at
the beginning of its development, as the
"burnout” teacher, as a rule, is not aware
of its symptoms and changes which in
this period are easier to notice from the
outside. Emotional burnout is easier to
prevent than to cure, so it is important
to carry out early diagnosis of emotional
burnout of teachers in the framework of
psychological support for the preservation
of psychological health of teachers.

Studies conducted among teachers
and social workers clearly show that in this
occupational group there is a risk of early
negative effects of prolonged stress. The
initial symptoms of mental burnout occur
already in a group of young teachers with
little experience (V. Orel [4]). Therefore, we
studied various methods of diagnostics of
emotional burnout, primarily in the context
of professional activities.

In general, to ensure the development
of the above-mentioned integral
components of the teacher’s work and
monitor the dynamics of his professional
and personal advancement, it is necessary
to have valid diagnostic tools. Various
researchers have attempted to develop
such tools. The most common at the
end of the 20th century was the method
of assessing teacher’s pedagogical
competence by L. Mitina [2]. The creation
of which is based on the method of
teacher’s activity evaluation (MTAE),
proposed by representatives of American
Association of Humanistic Psychology
(Hazard, etc.), then modified and tested
in a number of secondary schools and
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pedagogical institutes in Moscow, Nalchik,
Orsk (Mitina [2]).

The method allows to assess the level
of development of two groups of teacher
competencies: methodical and subject
teacher training (competence |, II, 1l
V) and communication skills, the ability
to create a creative atmosphere in the
classroom (competence IV, VI, VII).

| — receiving information on the request
of a student and his progress in learning,

Il — demonstration of teacher knowledge of
the subject, written and oral presentation
of the material, lll — organization of lesson
time, classroom space, teaching aids

and technical means for training, IV —
communication and interaction of teachers
with students, V — demonstration of
appropriate teaching methods by teacher,
VI — maintaining the creative atmosphere
in the classroom, VIl — keeping acceptable
behaviour of students in the classrom by a
teacher [3].

With the undoubted value of the results
obtained in the course of this technique,

a number of its disadvantages should be
pointed out: cumbersomeness, that is, the
duration of carrying out and processing,
the lack of diagnostics of the reflexive
component of pedagogical activity, the
lack of data on standardization anWith the
undoubted value of the results obtained in
the course of this technique, a number of
its disadvantages should be pointed out:
cumbersomeness, that is, the duration

of carrying out and processing, the lack

of diagnostics of the reflexive component
of pedagogical activity, the lack of data

on standardization and validation of the
methodology. To conclude about the
competence of the teacher, the data
obtained in the survey are compared

with the data of selecting of teachers of
different work experience in school, that
is, with certain indicators interpreted
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as standard. Thus, this technique
makes it difficult to track the teacher’s
own dynamics when the results of his
activities are compared with his previous
achievements.

To date, the training of teachers
with new educational technologies, for
example, inclusive, competence-based
education requires the development of a
system of psychological and pedagogical
diagnostics of personal and professional
development of teachers both to identify
the effectiveness of the process of
training teachers, and, in general, to
improve their professional and personal
development, which is an undoubted part
of the prevention of emotional burnout of
teachers.

Methods

For psychological and pedagogical
diagnostics of personal orientation and
emotional flexibility of teachers as the
basis of early prevention of emotional
burnout of teacher A. Garber and M.
Demidenko developed a comprehensive
package consisting of such standardized
methods as: express method - diagnostics
of the pedagogical orientation of teacher
(EMDPQT), the method of determining
the locus of control (scale of J. Rotter), a
guestionnaire of social and psychological
adaptation of Carl Rogers and Peter
R. Diamond (Q-SORT-technique), a
methodology for assessing a psychological
climate in the teaching staff (by A.
Petrovsky), a method of studying the value-
oriented unity of the staff (according to V.
Shpalinskyi) [5, 6].

Later, this package of psychodiagnostic
techniques was supplemented by A. Garber
questionnaire (AVEM — Arbeitsbezogenes
Verhaltens — und Erlebensmuster) of types
of behaviors and experiences associated
with the work, which was developed by U.

Shaarshmidt and A. Fischer at the Institute
of Psychology, University of Potsdam [7,
8, 9]. Theoretical prerequisites to design
the questionnaire was the concept of
coherence by A. Antonovsky, mechanisms
of coping with stress by R. Lazarus and
methodological principles of the theory of
professional burnout by C. Maslach.

To study the styles of pedagogical
communication, i.e. in a certain sense of
professional orientation and emotional
flexibility in the system of student-teacher
interaction, the following methods were
recommended in this psychodiagnostic
package: the method of "Test chart of
communicative activity” by A. Leontiey,
method of diagnostics of pedagogical
communication style (Author I. Yussupov)
[5, 6].

However, these psychodiagnostic
procedures could not give a complete
picture of professional work of a teacher
and allow early diagnosis of emotional
burnout of a teacher. It was necessary
to find additional diagnostic tools. For
the above reasons, A. Garber and M.
Demidenko modified the techniques of L.
M. Mitin and methods of analysis of the
lesson by N. Flanders [5, p. 10-12].

Results

The result of this work was the creation
of a methodology to assess teacher’s
productivity (methodology for assessing
the effectiveness of teachers of authors
A. Garber, M. Demidenko). It reflects
a certain conceptual approach to the
analysis of the key competencies of a
teacher. The essence of this approach is
to highlight the three main components
of pedagogical activity: design and
gnostic, communicative-perceptive and
reflective. Design and gnostic component
is the organization of cognitive activity
of students in order to assimilate the

105



information volume provided by the
curriculum. This component includes a
number of indicators: 1 — the form of
presentation of educational material, 2

— demonstration of appropriate teaching
methods by the teacher, 3 — ways of
explanation in case of misunderstanding of
educational material [6, p.11--12].

Discussion

The communicative-perceptual
component focuses on the communication
of a teacher and a student in academic
process and the creation of conditions
for creative expression of a student.

This component contains the following
indicators: 1-communication of teachers
with students in the classroom,
2-maintaining a creative atmosphere in the
classroom, 3-presentation of information
to students about their progress.

The above components are subjected to
reflexive analysis, thus, the reflection of a
teacher has a dual focus, on the one hand,
on the forms and methods of presentation
of educational material, on the other - on
the emotional background of interaction
with the student and maintaining the
creative atmosphere of the lesson.

The formation of each of the indicators
of design and gnostic, communicative-
perceptual and reflective components
is estimated at five levels: reproductive,
adaptive, local-modeling, system-modeling
and system-developing.

This diagnostic unit was later

supplemented by A. Garber by Leipzig
express test for the detection of
chronic stress (LETS) (Authors of the
Russian version of the test: A. Garber,
L. Karapetyan, K. Reschke, the authors
of German version of test. Reschke & G.
Schroeder, University of Leipzig, Germany)
[13, 14].

LETS is designed as a screening test
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in which one subject matter is focused

on the study of stress components such
as: loss of control, loss of meaning,
negative emotions (anger, dissatisfaction,
frustration), sleep disorder and related
psychosomatic warning signals, inability
to rest, a topic which emotionally negative
and long effect on people as the critical
situation and the lack of socio-emotional
support.

Conclusion

As part of the theoretical development
of the test fundamental semantic
parameters were identified that best
describe the genesis of stress and
strategies to overcome it. These
parameters are personal resources that
increase the level of protection of a person
under the influence of stress, which has a
beneficial effect on his mental health. They
have a decisive influence on the decision
on the appropriateness of action, allow
to predict the behavior and successful
overcoming of stress. A high level of stress
on some or all parameters of the rapid
test indicates an increased psychosocial
risk and threat to human health. In the
Russian-language version, the test was
conducted on both students and teachers,
showing its validity and importance for the
prevention of emotional burnout of the
teacher and in general increase his stress
resistance.

Thus, early prevention of emotional
burnout of teachers should be based on
a comprehensive psychological diagnosis
of design and gnostic, communicative,
perceptual and reflexive components of
pedagogical activity of teachers.
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Anena Fap6ep
Rehaklinik "Reinhardshohe”

(bag-BunbgyHreH, lepmaHus)

NMPEAOTBPALLEHUE 9MOLIUOHAJIBHOIO U3rOPAHUA YYUTENA: COXPAHEHUE U
YKPEINJIEHME 310POBbfl YYUTENA

AHHOTaUMA

Cratbsl nocesiLeHa NpobaemMe paHHeN NPodUNaKTUKN IMOLMOHANBHOMO BbIFOPaHUs yuutenen ans
COXPaHEHUS UX 340POBbS, CTUMYTMPOBAHMS IMYHOCTHOIO U NPOdPECCUOHaNbHOro pa3sutmsa. OCHoBHas naes
CTaTbM - HEO6XOAMMOCTb PaHHEN KOMMIEKCHOM NCUXOANArHOCTUKM NPOdECCUOHANBbHOIO U IMHYHOCTHOMO
pPas3BUTHS yunTensa ansg NnpodunaKkTMKM 3IMOLIMOHANbHOMO BbiropaHus yuntens. B ctatbe npoBoauTcs
TEOPETUYECKUIM aHaNM3 Moaenen AMarHoCTUKK NeaarornyecKon AeaTenbHOCTU YYUTeNs n MeToaoB ee
OnarHocTuKK. NpoBeaeHHbIN aHan13 BbiiBU NPO6eMY HEAOCTAaTOYHON Pa3pabOoTKM KOMMIEKCHOIO
NMCUXOANArHOCTUYECKOro NoaxoAa K NPoPUIaKTUKE IMOLMOHaNbHOMO BbIrOPaHUs yuutenen. B ctatbe
onvcaHa aBTOPCKas MEeTOAMKa KOMMIEKCHOM NCUXOANArHOCTUKM NeJarornyeckon 4esTeNlbHOCTH C y4eToM
Tpex ee COCTaBMAAOLWMNX: KOHCTPYKTUBHO-THOCTUHECKON, KOMMYHUKATUBHO-NEPLENTUBHOM N pePNEKCUBHON.
MprUMeHeHWEe KOMMIEKCHOrO NCUXOANArHOCTUYECKOro NoAxoaa K neaarorMyeckomn AeaTenbHOCTH yuntens
noKasaso cBo 3GPEKTUBHOCTb B NPODUIAKTUKE 3MOLIMOHANIbHOIO BbIFrOPaHUs yYUTeNs.
KnioueBble cnoBa: reHe3unc cTpecca, CEMaHTUYeCKMe napameTpsbl, 3alluTa oT CTPecca, NCUXoN0rniyecKum
PUCK, YrpO3bl, MCUXONOrMYECKas AMarHoCTUKa, KOHCTPYKTUBHbIA U THOCTUYECKUE KOMMOHEHTHI,
KOMMYHWKaTUBHbIN, MEPLENTUBHbIN U PEDNEKCUBHBbIE KOMMOHEHTbI, Negarornyeckasn 4esTeNlbHoCTb

npenoaaBartend.

Anena lFapGep
Rehaklinik "Reinhardshéhe”

(bag-BunbayHreH, lepmaHus)

OKbITYLIbIHbIH 3MOLMOHANAbI KYHSENICIHIH AJIAbIH ANY: ¥CTA3/1bIH
AEHCAYJIbIFbIH CAKTAY }X9HE HbIFAHTY

AHpgaTna

MaKana OKbITYLWbIHbIH, JeHCay/blFblH CaKTay, }XEKe }aHe KaCibu JaMyblH biHTaNaHAbIPY YLWiH 3MOLMOHaNAbI
KYW3eniCiHiH epTepeK anablH-any MaceneciHe apHanfaH. MakanaHblH Heri3ri Maesicbl — MyFaniMHiH,
3MOLMOHaNAbl KYM3eniciHiH, anfblH any ywiH MyFaniMHiH KOCiOM KaHe XKeKe AaMyblHbIH epTe KelleHai
NCUXOANArHOCTUKACbIHbIH, KaXeTTiNiri. Makanaga mMyraniMHiH negarorMkanblK iC-opeKeTiH AgnarHocTuKanay
MOZAeNbAEPi MEH OHbI AMArHOCTUKaNay aA4iCcTepiHe TEOPUANBIK Tanaay *kacanagpl. Tangay myraniMmaepaiq
3MOLMOHaNAbl KYW3enicCiHiH anablH — anyra KeweHi NCUXoanmarHoCTUKasbIK TOCINAIH XETKINIKCI3 aamybl
MaceneciH aHblKTagbl. MaKanaga yl KOMNOHEHTTI eCKepe OTbIPbIN, NejarorMKasnblK iC-9pPEKETTIH KeleHai
NCUXOANArHOCTUKACIHbIH, @aBTOP/IbIK 94iCTEMECI cunaTTanFaH: KOHCTPYKTUBTI-THOCTUKASIbIK, KOMMYHUKaTUBTI-
nepuenTmuBTi }XoHe pedneKcunBTi. MyraniMHiH nefarornKkablK ic-opeKeTiHe KelleHi NCUXOAMarHoCTUKablK
TocinAi KongaHy MyFaniMHiH 3MOLMOHaNAbl KYWin KanyblHblH angblH-anyaa e3iHiH TUiIMAINIriH KepceTTi.

Tipek ce3aep: KyN3enicTiH reHe3uci, ceMaHTUKasblK NapaMeTpiep, CTPECCTEH KopFay, MCUXOOMUANbIK
Kayin, Kayintep, NCUXONOrUSANbIK AMAarHOCTUKA, KOHCTPYKTUBTI }KOHE MTHOCTUKasbIK KOMMOHEHTTED,

KOMMYHUKaTUBTI, NEPLENTUBTI }KoHe pedNeKCHUBTI KOMMOHEHTTEP, MYFaiMHIH NefarornkanblK KblI3METi.
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4

ACCAMBJIES
HAPOJA
KASAXCTAHA

PEDAGOGY

U EE POJIb
B COLIUAJIbHOM
MOJIEPHU3ALUU

N O LLIECTBA

1 KazaxcKasi HaLlMOHa /ibHas aKajeMusi UCKYCCTB

MPHTH 14.01.17

umenu T. K. XKypreHoBa

(Anmarsl, KazaxcTtaH)

ACCAMBJIESl HAPOJJA KASAXCTAHA U EE POJ1b B COLUAJIbHOM
MOAEPHU3ALUU OBLUECTBA

AHHOTauMA

[aHHas cTaTba NocBsleHa aHanu3y aeatenbHocT Accambnen Hapoaa KasaxctaHa 1 ee ponv B pa3BuUTUK
3THO-COLMalbHbIX OTHOLIEHUI B CTpaHe. ABTOP B Ha4vasne cTaTbM AenaeT uctopmorpadpumyeckmm o63op
paboT y4eHbIX, YbU UCCNEAOBaAHMA NOCBALLEHbI aHann3y aestenbHocTM Accambnen Hapoaa KazaxcraHa.
B cTaTbe 60/1blIOE 3HAYEHNE NPUAAETCH PACCMOTPEHMIO BOMPOCa Pa3BUTUS MEXITHUYECKMX OTHOLLEHWH,
3THUYECKOWM CTPYKTYPbl Ka3axcTaHCKOro obliectsa B nepuog o6pa3zoBanusa AHK v Tex nuameHeHum, KoTopble
NPOUCXOANIN B ATHUHECKOW CTPYKTYPE KasaxCTaHCKOro obuwectBa. ABTOp 0603Ha4vaeT 3aja4yu, CToaBlLME
nepen Accambneew, B KOTOpble BXOAUIO cOo34aHMe 61aronpuUsATHbIX YCIOBUIM AN5 fJaNbHENLEro YKPENIeHUs
MEXITHMYECKOrO COrNacus M ToNepaHTHOCTH B O6LLECTBE, YKPENeHMe eAnHCTBA Hapoda, NoAAEPKKa U
pa3BuTME 06LLECTBEHHOMO KOHCEHCYCaA NO OCHOBOMONAraloLWmnM LLEHHOCTAM Ka3axCTaHCKOro obliectsa
n apyrue. Accambnesn Hapoga KazaxctaHa paccMaTpuMBaeTCs KaK YHUKanbHbIM MHCTUTYT, CO3AaHHbIN AN
o6ecneyeHns NOAUTUKN MEKITHUYECKOTO U MEXKKYIbTYPHOrO B3aUMOAENCTBMSA. [leNCTBYS B KavecTBe
NMOJIHOMNPABHOIo CyGbEKTa NOIMTUYECKOW CUCTEMBI CTPaHbI, Accambnes Npu3HaHa HECOMHEHHbLIM HOBATOPOM
B MMPOBOM NPaKTUKE, MO3BOASIOLMM pelwaTb BONPOChl Pa3BUTUA MEXITHUYECKMX OTHOLWEHUI Ha caMOM
BbICOKOM YPOBHE

KnoueBble cnoBa: 3THOC, MeXKHaLMOHabHble OTHOLWEHUS, MHOMOHaLIMOHaNbHOE FoCcyAapcTBo,

HallMOHaNlbHada KynbTtypa, MOAEPHU3aLUNUA o6ulecTBa, HauMoHanbHas UAEHTUYHOCTb, TONEPaHTHOCTb
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BBepeHue

Llenblo cTaTbu 9BASETCH aHaN13
jedarenbHocTn Accambnen Hapoaa
KasaxcTtaHa n ero ponu B pa3BuUTUM 3THO-
colManbHbIX OTHOLLEHUI B Pecny6nuke
KasaxctaH 3a nepuop ero cywecTsoBaHUs
1 BbISIBJIEHWE Ha €ro OCHOBE XapaKTepPHbIX
0COOEHHOCTEN DYHKLIMOHMPOBAHUS
Ka3axCTaHCKOM MOAENN MEXITHUYECKOIO
B3aMMOJENCTBUS.

UccnenoBaHMio JaHHOMO Bonpoca
NOCBSALLEHbI PAa60Thbl MHOIMX Y4YEHbIX-
nuccnegoBartenen. B coBpeMeHHON
Ka3axCcTaHCKoM nctopuorpadum
3HaYUTENbHOE MECTO 3aHUMatoT paboThl,
NoCBSLWEHHbIE aHaNn3y AeaTeIbHOCTH
rocyaapCTBEHHbIX MHCTUTYTOB NO
PEryiMpoBaHuiO U MOHUTOPUHIY
MeXaTHU4ecKomn coepbl B Pecnybnnke
KasaxcTtaH 1, B YacTHOCTH, Accambnen
Hapona KasaxctaHa (AHK) KaK CTpyKTypbil,
HaJaeNeHHOM BCEMU MOTHOMOYUAMM
NS COXPaHEHWS MEXHALMOHANbHOIo
N MEXKOH}ECCUOHaNbHOro cornacus
B Ka3axCTaHCKOM obLectBe. bonbluoe
BHMMaHWE Ka3axcTaHCKUe aBTopbl yaensioT
aHanuay oco6eHHOCTEN HaLUMOHaNbHOM
NMOSIMTUKM U CUCTEMBI FOCYAapPCTBEHHOIO
peryninpoBaHma MexHaLoHanbHbIX
OTHOLLIEHMN B He3aBUCMMOM KazaxcTaHe.
3Ha4ynTeNbHYO POSib B MOHUMaHUKU
JedarenbHocTn Accambrien urpatoT paboThl
nepsoro lNpe3ngeHta KasaxctaHa
— Jlnpepa Hauun H. A. Hazapb6aeBa.
NHnumMmMpoBaB co3aaHne opraHu3aumm Ha
®dopyme Hapogos KasaxcTtaHa B aekabpe
1992 roaa, rnaBa rocygapctea BrnepBbie
0603Hauymn dopmart npeanonaraeMoro
06LLLECTBEHHOIO MHCTUTYTA:
HenonuTUYecKas, HenpaBUTENbCTBEHHASA
opraHuM3auus, rnaBHOW 3aja4en KOTOPOH
ABNSETCH YKPENIEHNE MEXITHUHECKOIO
MWpa K cornacusa B CTpaHe.

Pas3HbIM acnexktam 3Ton TeMbl

noceaTUNKX ceou Tpyabl M. A. Abuwiesa, P.
b. A6cattapos, J1. A. bangenbanHos, H.
K. banteHoBa, u ap. Cpean POCCUNCKUX
Y4YEHBbIX XOTENOCH Obl YTOMSHYTb
nccnenoBaHus 0. B. AKyleBon.

bonbwas paboTta B chepe U3y4yeHus
0COBEHHOCTEN Ka3axCTaHCKOW Moaenu
MEXITHUYECKOro B3aMMOAeNCTBUS
NpoBOAUTCSA Hay4yHO- 3KCNEPTHbLIM
coBeToM npu Accambriee Hapoaa
KazaxctaHa (AHK). O6pa3oBaHHbIN B
2009 rogay, aTOT aHa/IMTUYECKUI LLEHTP
yCnelwHOo oCyWecTBNSAET AeATENbHOCTb MO
KOMIMJIEKCHOW 9KCNEPTHOM OLLEHKE 3THO-
NOSIMTUHECKOIO U KOHDECCUOHANbHOIO
pa3Butnga B Pecnybnnke KasaxcraH,
Hay4YHO-3KCNEPTHOMY COMPOBOXKAEHUIO
paboTbl Accambneun Hapoaa KasaxctaHa,
KOOpAMHaLMK Hay4yHO-UCCeaoBaTENbCKUX
paboT B chepe MEKITHUHECKUX
OTHOLIEeHWW. B pamMKax cBOen AeATe/IbHOCTH
Hay4Ho-3KcnepTHbIM COBET TECHO
B3aMMOOENCTBYET C rocyaapCTBEHHbIMM
opraHamu, MHCTUTYTaMM FpaxKaaHCKoro
o6LecTBa, 9KCNEePTHbIMK OpraHn3aumaMu.

BaxHoe MecTo B psigy opuumaibHbIX
JOKYMEHTOB NpuHaanexuT Ctpareruu
pa3Butnga Pecnybnmkm KasaxctaH go 2030
rofa, onpeaenvBllE OCHOBHbIE 3Tanbl
CTaHOBNEHUS HeE3aBMCMMOro KasaxctaHa ¢
1997 po 2030 rr. UccnegoBaHue JaHHOTO
[IOKYMeHTa, npeacTaBnseTcs 3Ha4nMMbim
ansi HabnaeHN 3aKOHOMEPHOCTEN
BUSHUS YPOBHSA 3KOHOMMWYECKOIO
61arocoCTosHUSA HaceneHus Ha
MEXITHUYECKMUE OTHOLLEHUS.

MeTopabl

basupyscb Ha npuHUMiax McTopuama,
LLeSIOCTHOCTU M OGBEKTUBHOCTH,
aBToOp B JaHHOM paboTe UCMNoib30Bar
o6LleHay4YHble METOAbl —CPaBHUTENbHO-
NCTOPUYECKUI, CTPYKTYPHO-
$YHKUMOHaNbHbINA. CTPYKTYpHO-
dYHKUMOHaNbHBIM METO NO3BONSET
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paccmaTtpuBaTtb ponb Accambnen B
cUcTeMe 3THUYECKMX MPOLLECCOB U
rocyapCTBEHHOIO perynmpoBaHuna
MEXITHUYECKMX OTHOLIEHUM B CTPaHe.
Mcnonb3oBaHWe JaHHOro MeToAa Nomorsio
BbISIBUTb OCHOBHbIE 3Tanbl A€ATEIbHOCTH
AHK 1 ocHOBY Ka3axCTaHCKOro onbita
peanuM3aumm HalMOHa bHOW NONUTUKM.
CpaBHUTENbHO-UCTOPUYECKUI
METO/, NO3BOJINA ONpPEeEnnUTb pasnyus
B 3aKOHOAaTeNbHbIX NOAX0AaX K
peryinpoBaHuio MEXITHUYECKOM
oTHoweHun 1 ponb AHK B ocylecTBNEHNN
NocTaBJfIEHHbIX 3a4au.

Pe3ynbrarbl

C nepBbIX IHEN HE3ABUCUMOCTH
PYKOBOACTBO pecnyb/MKM CTaBUI0 CBOEW
3ajadven peanm3aumio NOINTUYECKOro
Kypca, HanpaB/EHHOrO Ha YKpenneHue
06LWECTBEHHOO COrnacusi, MEXX3THUYECKON
N MEXKOH}ECCUOHaNbHON TONEPAHTHOCTH.
3710, B 4aCTHOCTH, Npeanonarano
cobnoaeHne paBeHCTBa Npas 1 cBo60
JINYHOCTM HE3ABMCUMO OT EI0 PacoBOW,
HaLWOHaNIbHON, A3bIKOBOW U PESTUTMO3HOM
NPUHaANEHKHOCTH, HeJoNYyLEHNE KaKoN-
60 AMCKPUMMUHALIMK FpaXKaaH, a
TaKXe co3aHue YCI0BUIN aAns pa3BUTUS
HaLMOHalbHbIX KYNbTYP 1 93bIKOB BCEX
3THOCOB pecnyb/InKK.

Ha MHCTUTYLIMOHaNbHOM XK€ YPOBHE
onpeaensiioLLyo posb B peannsaumnm
[AaHHOro Kypca rocygapcTBeHHOM
HaLlMOHaNbHOW MOIUTUKKU Urpana
Accambrnes Hapoaa KasaxctaHa (AHK),
co3JaHHasg no UHMUMaTMBe NepBoro
MpeasngeHTa cTpaHbl H. A. Hazap6aeBa
B 1995 roay 1 cocpenotoymBllas B cebe
roCyapCTBEHHbIE U 0OLLECTBEHHbIE
dYHKUKMK. ITOT haKTop cnocobeTBOBAN
AKTMBHOMY y4aCTUIO B rapMOHM3aLmun
MEXKI3THUYECKNX OTHOLLEHWI B CTPaHe
HaLMOHaNbHO-KY/IbTYPHbIX 06 beANHEHWN,
KoTopble BXoasaT B coctaB AHK un
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aHanornyHbIx accamoénen B 06nacTsx,
ropogax ActaHa 1 Anmartbl. flocyqapcTso,
ero opraHbl 1 AHK B coTpyaHuyecTBe ¢
WHCTUTYTaMM rpaxkaaHCKoro obliectsa
NPUIOKUIU OFPOMHbIE YCUNUS ANS
HeaoNnyLWEeHNs Pa3BUTUS HANPSXKEHHOCTH
B MEXaTHU4Yeckon chepe. Bo MHOrom
NMO3UTUBHbIN pe3ynbTaT 6bl/1 JOCTUTHYT
6narogaps cCNoCoO6HOCTU PYKOBOACTBA
CTpaHbl NnoaaepxunBaTtb 6anaHc MHTEPECOB
MeXay 3THUYECKUMU Fpynnamu,
npoXxuBawwmnmm B KaszaxctaHe.
Hanpumep, paboTa, HanpaB/eHHas Ha
YKpenieHne No3nLmnin rocyaapcTBeHHOro
f13blKa, NPOBOAMNACH KOPPEKTHO, 6e3
KaKon-6bl TO HX ObINIO AUCKPUMUHALIMK
rpaxkaaH apyrux aTHOCOB, He BNafdetoLmx
A3bIKOM TUTY/IbHOW HALIMOHAIbHOCTH.
Hannune 4eTKo 0603HAYEHHbIX LIESIEN U
3a7a4 no o6ecrneyvyeHunto HaumoHanbHoOro
€AMHCTBa U MEXATHMYECKOro cornacus,
a TaKXe NpUMMeHeHue 0CTaTO4YHO
3QPEKTUBHbBIX MEXAHU3MOB, B

LLe/loM, cnoco6CTBOBASN YCNELWHOMY
OCYLECTBNEHUIO HALUMOHAIbHOM
rocylapCTBEHHOM NOMIUTUKKU B 06/1aCTH
MEXHaLUMOHaNbHbIX OTHOLLEHWUHN.

Accambnes Hapoda KasaxctaHa- aTo
YHUKaNbHbIA MHCTUTYT, CO3aHHbIN 414
obecnevyeHust NOIUMTUKU MEKITHUYECKOTO
N MEXKYJIbTYPHOIro B3auMOAENCTBUS.
[encTBys B Ka4ecTBe NOMHOMNPaBHOIo
cy6beKTa NONUTUYECKOW CUCTEMbI CTPaHHbI,
Accambrnes npu3HaHa HECOMHEHHbIM
HOBaTOPOM B MUPOBOW MpPaKTHKe,
NO3BOJIFAIOLINM peLlaTb BOMPOChI pa3BUTUS
MEMITHUYECKUX OTHOLIEHNIW HA CaMOM
BbICOKOM YpPOBHE.

OcHOBHbIMMK 3aga4yamum Accambnen
ABNAOTCS:

- obecneyvyeHne abheKTUBHOIO
B3aMMOJENCTBUSA rOCYAaPCTBEHHbIX
OpraHoB M MHCTUTYTOB rPaxKaaHCKOro
obLecTtBa B chepe MEKITHUYECKNX
OTHOLLUEHWNA,
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- co3aaHue 6naronpuUaTHbIX yCI0BUM
ANS AanbHENLLEro yKpenaeHus
MEKITHUYECKOro cornacus u
TONepPaHTHOCTU B O6LLIECTBE;

- fanbHewWLlee yKpenieHne eaMHcTBa
Hapoja, NoaJepKKa U pasBUTUE
06LWeCcTBEHHOIo KOHCeHcyca no
OCHOBOMOJAraoLLMM LIEHHOCTAM
Ka3axCTaHCKOro obLwecTBa;

- OKa3aHK1e BCAYECKOro coIencTBUS
rocynapcTtBeHHbIM opraHam B 60pbbe
C NPOSIBIEHUAMM IKCTPEMMU3MA U
paguKkannama B 06LIECTBE M TEHOEHLMAM,
HanpaBfIEHHbIM Ha yLWEMJIEHWE NPaB U
cB060O/ YENOBEKA;

- bopMUpoBaHne NOJIMTUKO-NPaBOBOM
KyNbTypbl rpaxkaaH, onuparoLiencs Ha
IEMOKPaATUYECKME HOPMBbI;

- o6ecneyvyeHne NHTerpaLmmn ycunmm
3THOKYNBLTYPHbIX U APYrUX 06LLLECTBEHHbIX
06beANHEHNI N1 AOCTUKEHUS LIENTU U
3aaa4 Accambnewu;

- COXpaHeHune u pasBuTne
HaLMOHaNbHbIX KYNbTyp, A3blKOB U
Tpaamumin Hapoaa KazaxctaHa.

Accambrnes cerogHs aBnseTcs
KOHCTUTYLIMOHHbIM OpraHoMm,
BOo3rasngemMblM ee lpeacenarenem
— nepBbIiM [pe3naeHToM CTpaHbl.
3TnuM onpeaeneH ee 0cobbln BbICOKNI
ctaTtyc. lNpaBoBou ctaTyc Accambnen
TaKe onpeneneH cneymanbHbIMU
3aKoHOoAaTeNbHbIMW aKTaMU: 3aKOHOM
PK «O6 Accambnee Hapona KasaxctaHa»,
«MonoxeHnem 06 Accambnee Hapoaa
KasaxcTaHa», rae pernaMeHTUpoBaHbl
nopsiaoK GopMUpPOBaHUS, CTPYKTYpa
W OpraHbl ynpaBieHus, onpeaeneHsbl
LLeNn, OCHOBHbIE 3aAa4yun, HanpaBieHus
aesatenbHocTM nosiHomouuns AHK, a
TaKXe 0COBEHHOCTUN OpraHM3aLnm
B3auMMOOENCTBUS C rocyaapCTBEHHbIMU
opraHamMu 1 06LLECTBEHHbBIMU
06bEANHEHNAMMN, MEXAHU3MBbI
yyacTtusl B pa3paboTke U peannsauunm

rocyfapCTBEHHOM NONIUTUKU B chepe
MEXITHNUYECKUX OTHOLLEHUN,

Bo Bcex pernoHax cTpaHbl
OYHKUMOHUPYIOT lJoma Apy*K6bl. B
AcTtaHe — [1BopeL, MUpa 1 cornacus, rae
NPOXOAST exerogHble ceccun Accambnen
Hapoaa KasaxctaHa, Cbe3bl MMPOBbIX
U TPaOULMOHHbBIX PESTUTUIR N Apyrue
3HaKoBble MeponpuaTus. B chepe
WUCKYCCTBa TaKe fenaetcs 6onbluas
paboTa o CoOXpaHeHUo U fanbHenwemy
pPa3BUTUIO HALMOHaNbHbIX TPAAULINA,
KynbTyp. KpoMe Ka3axCKux U pyCCKMX
TeaTpoB, B CTpaHe paboTaloT elle YeTbipe
HaUMOHaNbHbIX TeaTpa — y36EKCKUN,
YATYPCKUM, KOPENCKUIN U HEMELIKUA.

bonblwoe BHMMaHWe B chepe
3THOKY/BTYPHbIX B3aUMOOTHOLLEHWUH
B Pecnybnuke KazaxcTtaH yaensercs
NoaAepKKe pasBUTUa UHGOPMaLIMOHHbIX
pecypcoB 3THOKY/IbTYPHbIX 06beAUHEHWN.
B cTpaHe nagatotca 6onee 35 3THUHECKUX
raseT U XXypHanoB, HEKOTOPbIE N3 HUX
Nnony4vatoT rocylapCTBEHHYIO NOAAEPHKKY.
[a3eTbl 1 XKypHasbl BbiMyCcKaloTca Ha 11-
TU A3bIKax, paguonepeaayu - Ha 8-mu, a
Tenenepenayn Ha 7-Mu A3blKax.

B aTom rogy Accambrnes Hapoaa
KasaxctaHa (AHK) otmeyaeT cBoe
25-neTtne. 3a UCTEKLWMN NEpUo 3ToT
YHWKasbHbIM B CBOEM poje 06LLEeCTBEHHO-
NONUTUYECKUIN UHCTUTYT, OO bEANHSIOLL UM
npeactasutenen nopsaka 130 aTHUYECKMX
rpynn, NpoAEMOHCTPUPOBA BbICOKYIO
JVHaMWKY pa3BUTUS, Nponas NyTb OT
KOHCY/IbTaTUBHO-COBELLATENbHOro
opraHa [0 HaanoNUTUYECKOIO UHCTUTYTA,
ob6naaatollero KOHCTUTYLIMOHHbIM CTaTyCoOM
W NpeactaBuUTeNbCTBOM B NapnameHTe
Pecnybnunkn KasaxctaH. En6achl,
nepBbIn Npe3naeHT pecnybnnku H. A.
Hazapb6aeB 9BNS€TCA NOXMUIHEHHbIM
npeacenatenem Accambneun Hapoaa
KazaxctaHa. B ero pyHKUMM BXOAUT
onpeaeneHve n ytBepxaeHne 0OCHOBHbIX
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HanpaBneHun geatenbHoctn. B 2007 roay
AHK nony4ymnia KOHCTUTYLIMOHHBIN CTaTyC

n NpaBo U3bupaTb AEeBSATbL AenyTaToB
Maxunuca NapnameHTa, a B 2008-m cTana
NOMHOMNPaBHbLIM CYOLEKTOM MOJIMTUHECKON
CUCTEMBI CTPaHbI.

B 2014 roay Yka3om npe3ungeHTa PK
2015 rop 6bin 06bABAEH rogomMm Accambien
Hapoja KasaxcTtaHa. B aToT 3Ha4yMmbIn Ang
AHK rog rmaBow cTpaHbl 6bi1 NoANMUCaH
YKka3 «06 ytBepxaeHun KoHuenumu
pa3sutng AHK (1o 2025 roaa)».

BaHyto pofb, KOTOPYIO OCYLLECTBNSET
Accambnesn oTMe4Yanu 1 npeactaBuTenu
pa3IMYHbIX rOCY1apcTB U KOHbECCHN,
npuaHaBas ¢paKT co3aaHnsa Accambnen
MOTUBMPOBAHHOW HEOBXOANMOCTbIO
NS pelleHns BONpOCOB HaLlMOHaNbHOM
6e30MacHOCTU, OCHOBOW KOTOPOW
ABNSAETCS BHYTPU- U BHELIHENOUTUYECKAS
CTabUNbHOCTb.

CyllleCcTBEHHYIO POJib B pa3BUTUE
nccnegoBaTenbCKON AEATENBHOCTH,
Hay4YHOro MOHUTOPUHra cuTyaLlmm B
chepe MEXITHUYECKUX OTHOLIEHWUI
urpaet co3aaHHbin B 2009 roay
Hay4YHO-3KcnepTHbIn coBeT (HIC) AHK.
Monutonorun, counMonoru, UCTOPUKM,
IOPUCTbI, NPeacTaBUTENN aKadeMUYECKON
HayKun KazaxcTaHa 1 aKcnepTbl-aHaUTUKMY,
Boweplwme B coctaB CoBeTa, 3aHUMalOTCS
aHaM30M 3THUYECKUX MPOLLECCOB B
KasaxctaHe 1 3a ero npegenamu. B
pernoHax cosfaHbl Hay4HO-3KCMNEePTHbIE
rpynnbl, KaK MecTHble CTPYKTypbl HAC,
Hay4YHOM 62301 KOTOPbIX ABAAOTCH
pernoHanbHble BY3bI cTpaHbl.

Aunckyccuna

AHK aKTMBHO y4yacTBYeT B npoueccax
coumManbHOM MoepHU3aumnm obLlecTsa,
a 3T0 pa3BUTME HOBOW CUCTEMDI
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06pa30oBaHus, 3apaBoOOXpaHEHUS,
CoXpaHeHue KynbTypbl U Tpaanumn
3THOCOB CTPaHbl, YKpenneHue
rocy1lapCTBEHHOW HE3ABUCUMOCTH
yepes dpopmMmpoBaHUe HaLlMOHaNbHO-
rocyapCTBEHHON UOEHTUYHOCTH,
YKpenneHue rocyaapCcTBEHHOro A3blKa,
CoXpaHeHue ToNepaHTHOCTU U eANnHCTBA
Hapoaa. JMcKyccum no aTuM Bonpocam
NPOXOAAT Ha pa3HbIX YPOBHSAX U Ha
pasfMYHbIX AMCKYCCUOHHbIX NowagKax
n dopymax. Tak, 31 okTab6ps 2019 B T.
Hyp-CyntaH npouwen MexayHapoaHbli
GOpyM y4yeHbIX «<EAMHCTBO B
MHOroo6pasnun: Ka3axcTaHCKUI U
MeXAyHapOOHbIN ONbIT», MOCBALLEHHbIN
10-neTunio Hay4Ho-3KCNEPTHOro coBeTa
Accambneun Hapoaa KasaxcTtaHa. [naBHoOM
TEMOM hopyMa CTasio 06CYKAEHUE U
o6MeH pe3yfibTataMu Uccief0BaHum
GeHOMeHa NONUKYNLTYPHOro obLecTBa,
MEXITHUYECKUX U MEKKYNBTYPHbIX
KOMMYHWKaLWK, YKpEenieHus
MEKKYNbTYPHOIro Auanora B o6ecnevyeHunn
MWpa 1 cornacus, BKnaa Hay4Horo-
3KCNepPTHOro obliecTsa B pa3BuTne
e/IMHCcTBa Hapoja KasaxcTaHa. B xone
[aHHOro MeponpuaTUs NPOBOANINCH
naHeNibHble IMCKYCCUU MO TeMaM:
«Jnanor n apdeKTMBHbIE KOMMYHUKAL MUK
B NOJIMATHUYHOM 06LLLeCTBE», «POSb
MOJIOAEXM B NOSIMSITHUYHOM OBLLECTBEY,
«3THO-AemMorpaduyeckme nNpoLecesl
COBPEMEHHOCTHU: NEPCMNEKTUBDI

W Bbl30BbI». MHOIrne akTyasbHble
BOMPOCHI 3THO-KY/IbTYPHbIX OTHOLLIEHUN,
HalUMOHaNbHOM 6€30NaCHOCTH, BHYTPH
W BHELHEMNOIMTUYECKOM CTabUNbHOCTH
06CyKaaloTca U Ha 3acefaHusx
pecnyb6/MKaHCKOro METOANYECKOro
COBETa AUPEKTOPOB JOMOB ApPYKObl
accambneu Hapoaa KazaxcraHa.
TaKke, B paMKax 3acefiaHni npoxoasrt
naHesibHble AUCKYCCUU, MOCBSLWEHHbIE
HOBbIM NMOAXoaM B AeATENIbHOCTH
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JoMOB ApYy»K6bl M ATHOKYSIBTYPHbIX
06beaMHEHWUI, OpraHn3aLunm paboTbl 3THO-
NPOCBETUTENBCKMUX KOMMNEKCOB.

AHK 6b11 noanucaH psa
MEeMOpPaHyMOB, B TOM yncne MemopaHaym
0 COTpyaHU4YecTBe B 061acT1 Meanauunu
¢ BepxoBHbiM cynom PK, MemopaHaym
0 coTpyaHuyectBe Accambneu ¢
depepaumen npodcoto3oB KazaxctaHa,
MemopaHayM 0 COTPyAHMYECTBE C
leHnpokypatypon PK, IpaxaaHCKum
AnbsiHcom KazaxcTaHa.

OnbIT AHK n3y4yaeTcs B BbICLUMX
y4ebHbIX 3aBeaeHnsx KasaxctaHa. B
rOCyJapCTBEHHbIX U YACTHbIX By3aX
Oblnu co3aaHbl Kadbeapbl Accambnen
Hapoga KasaxcTtaHa. Tak, B 2013 roay
nepsas Takas Kadeapa 6blna OTKpbITa
B EHY um. J1. T'ymuneBa. No ee npumepy
nosaHee noao6Hble Kadeapbl CO3AaHbI
1 B HEKOTOPbIX APYrMX By3ax CTpaHbl. B
yacTHOCTH, B 2016 roay 6bina OTKpbITa
Kadenpa MHOCTPaHHbLIX 13bIKOB U
Accambrnen Hapoaa KasaxcTtaHa npu
Kasaxckon HauMoHanbHOW akageMumn
nckyccts umeHu T. K. }ypreHoBa,

KoTopasi BUAUT CBOEN LIeSIblo pa3BuUTUE
KYNbTypbl, A3blKa U TPaaML MM BCEX
3THOCOB, NPOXXUBAILWMX B Hallewn

CTpaHe, a TaKxXe cnocobCcTBOBaTbL POCTY
MeXayHapoaHoro aBTopuTeta KasaxcraHa
KaK CTpaHbl, yCNelwHOo peLwatoLLen Bonpochl
MEXITHUYECKUX U MEXKOHbECCUOHANBbHbIX
OTHOLLIEHWNA.

Nuteparypa:

3axknouenue

Takum o6pa3om, Accambriest Hapoaa
KasaxcTtaHa — 370 pe3ynbTaT yHUKaibHOro
NosIMTUYECKOro HoBaTopcTBa KasaxctaHa.
OCHOBHbIMM MPUHLKUMNAMMN, KOTOPbIE NIernu
B OCHOBY Halllero MHOroHalLMoHa abHOro
rocyaapcTtea, ABNSOTCSA JOBEpUE,
TpaHCcNapeHTHOCTb, TOJIEPaHTHOCTb.
HdeaTtenbHocTb Accambnen Hapoaa
KaszaxctaHa HanpaBfieHa Ha peannsauuio
rocyfapcTBEHHOW HaLMOHaIbHON
MOSIUTUKK, obecnevyeHne obLEeCcTBEHHO-
NOJIMTUYECKOM CTabUIbHOCTU B
pecnybnuKe 1 rnosbllieHne ahbEKTUBHOCTH
B3aMMOJENCTBUSA FOCYAaPCTBEHHbIX U
rpa*kaaHCKUX MHCTUTYTOB 06LLEeCcTBa.
3a 25 net aktuBHOM paboTbl AHK
npotuna aInTenbHbIM NYyTb Pa3BUTHUS,
HaKoMUB 60J1bWOM KOHCONUANPYIOLWWI
WU UHTENNEKTYanbHbIM NOTEHLMAN U
TpaHCHOPMMUPOBABLUMCH B UHCTUTYT
HaApPOAHOW AMMNIOMATUM.

KasaxcTtaHCKWI onbIT ¢ 60/1bLWNM
BHUMaHMEM M3y4aeT MMPOBOE
coobuwecTBo. CeroaHs onbIT ee padoThl
CTaHOBUTCS NPUBJIEKATENbHbIM U
NONE3HbIM A4S MHOIMX CTpaH Mumpa.
KasaxcTtaHCKWI OMbIT NOMY4YKUS BLICOKYIO
OLEHKY MeXAyHapoaHbIX aKcnepToB. B
CBO€ BpeMs [eHepanbHbIM CEKpeTapb
OOH Koddun AHHaH Ha3Ban KazaxctaH
«MPUMEPOM MEXHAaLMOHaNbLHOIo cornacus,
CTabunbHOro M yCTOMYMBOIO Pa3BUTUS s
[pPYrux rocyagapcrte Mupan.

1. A6uwesa M. A. KazaxcTaHCKas MOAENb MEXITHUYECKOro cornacus. OnbIT Ang
OBCE // Analytic. — 2009. — N21. — C. 5-10.

2. A6catrapos P. b. HaunoHanbHble NpoLecchl: 0CO6EHHOCTU U NPO6AEMbI. —
Anmarbl: MbinbiM, 1995. — 248 c.

3. bavgenbaunHoB J1. A. 3THMYECKUE NHTEPECHI B COBPEMEHHOM Ka3axcTaHe

M UX 3HaY€eHME B 3THOKY/bTYPHOW KOHCcoNnaaumm obwectsa // HoBbin

3Tan counanbHO-3KOHOMUYECKON MOAepHM3aLmMKM Ka3axcTaHa: npobnembl

peanusaLuu: MaTepuasibl MEXAyHapoaHOW HayYHO-NPAKTUYECKO

KoHdepeHuuun. — Anmatbl: Kasak, 2006.
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3akypa MakaxaHoBa
T. K. KypreHoB aTbiHAarbl Ka3aK yATTblK 6HEP akaaeMUSIChbl

(Anmartbl, KasakctaH)

KA3AKCTAH XAJIbIKTAPbI ACCAMBJIEAICbI JKOHE OHbIH KOFAM[1bl JIEYMETTIK
MOAEPHU3ALUUANAYAAFDBI POJII

AxpaTna

BepinreH makana KasakcTtaH xankbl AccambnesiCbiHbIH KbIBMETIH }oHEe OHbIH engeri aTHoaNeyMeTTiK
KaTblHacTapabl AaMbITyAaFbl peniH Tangayra apHanraH. Makana 6acbiHAa aBTop 3epTreynepi KasakcraH
xanKbl AccambesiCbiHbIH, KbIBMETIH Tanaayra apHanfaH FanbiMaapablH eHOEKTepPiHe TapuxHaMarsblK Wosy
*acanibl. Makanaga aTHocapasblK KaTblHacTapablH Aamybl, KXA-HblH KanbinTacybl Ke3iHAEr Ka3aKCTaHablK
KOFaMHbIH, 3THWKa/bIK KYPbUIbIMbl YXoHE KapacCTblPblibiN OTbIPFaH Ke3eHaeri Ka3daKCTaHAblK KOFaMHbIH,
3THUKANbIK KYpblbiIMblHAa 60/1FaH e3repictep Typanbl auTbliFaH. ABTOP KypaMbliHa KipeTiH AccambesiHbiH
anablHAa TypFaH MiHAETTepAi aHblKTanabl KOFamaarbl YiTapasblK KeniciM MeH ToNepaHTTbIIbIKTbI 04aH api
HbIFAWTY YLWIiH KONaWNbl }afFgannap *acay, XafnblKTblH 6ipniriH HbIFANUTy, Ka3aKCTaHAbIK KOFAMHbIH, ipreni
KYHAbIbIKTapbl 60MbIHLLA KOFaMablK KeficiMai Kongay »aHe gamblTy. KasakcTaH xankbl Accambnesicbl
yNTaparsblK XoHe MaieHnapasblK 63apa ic-KMMbl casicaTblH KaMTaMachi3 €Ty YLiH KypblaFaH 6iperen
WMHCTUTYT peTiHAe KapacTblipblnaabl. EnimMisain cascu yneciHiH TonblIKKaHabl cyGbeKTici 60n1a oTbipbIn,
Accambrnes anemMiik Texipnbeae ce3cia MHHOBATOP peTiHAE TaHblNaabl, 6yn ynTapasblK KaTblHacTapAabl
[JaMblITyAbl €H *OFapbl leHrenae wewyre MyMKiHAIK 6epeai.

Tipek ce3pep: 3THOC, YITapasblK KaTblHacTap, KeNyTTbl MEMIEKET, YITTbIK MOAEHMET, KOFamabl KaHapTy,

VNTTbIK Giperennik, TonepaHTTbIbIK

Zakura Makazhanova
T. K. Zhurgenov Kazakh National Academy of Arts
(Almaty, Kazakhstan)

ASSEMBLY OF THE PEOPLE OF KAZAKHSTAN AND ITS ROLE IN SOCIAL MODERNIZATION OF SOCIETY

Abstract

The article under review is devoted to analysis of the activities of the Kazakh people Assembly and its role
in the development of ethno-social relations in the country. The author at the beginning of the article makes a
historiographic review of the investigations made by the scientists in this sphere. The article gives high priority

to analysis the process of developing interethnic relations, ethnic structure of Kazakhstani society during
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the formation of the KPA, and those changes that occurred in the ethnic structure of the society during the

period under review. The author identifies the tasks facing the Assembly, which included creation of favorable

conditions for further strengthening interethnic harmony and tolerance in the society, strengthening unity of

the people, support and development of public consensus on the fundamental values of Kazakhstani society

etc. The Kazakh people Assembly is considered a unique institution created to ensure a policy of interethnic

and intercultural interaction. Acting as a full-fledged subject of the political system of the country, the

Assembly is recognized as an undoubted innovator in world practice, which allows solving the development of

interethnic relations at the highest level.

Key words: ethnic group, inter-ethnic relations, multinational state, national culture, modernization of

society, national identity, tolerance
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INTERVIEW
WITH A FAMOUS
JAZZ SINGER OF

REVIEW ‘

ALMATY CITY
MPHTH 18.41.45 IRENE ARAVI NA

GULZARA KANAPYANOVA'!

1T. K. Zhurgenov Kazakh National Academy of Arts
(Almaty, Kazakhstan)

INTERVIEW WITH A FAMOUS JAZZ SINGER OF ALMATY CITY IRENE ARAVINA

Abstract
This article is dedicated to the issues of jazz art and education in Kazakhstan. The well-known

Kazakhstani jazz singer, lecturer and tireless exponent of jazz on television, in concerts — Irene Aravina,
shares her views on the current state of jazz art in Kazakhstan in the interview. The author dwells on the
problems of jazz education, on the teaching methodology of pop-jazz vocals, on issues of vocal improvisation
and its essential features — on skat improvisation. A short excursion into the jazz art history in our country
is made in the interview, the style of “ethno-jazz” is considered, as well as issues of the vocal-jazz school
development are discussed. According to Irene Aravina, the organization and holding of international jazz
festivals, introducing children to jazz from the first days of music study, focusing on the best world methods
of jazz education, teaching the basics of jazz improvisation — all this contributes to the development of jazz
art in Kazakhstan.

Keywords: jazz, pop-jazz vocals, ethno-jazz, skat improvisation, jazz festival.

Good day, Ms. Irene! and graduated from the “Music

= Thank you for agreeing to meet Theory” department of the College of
with us. We know you as a great jazz Music. Why did you choose jazz vocals
singer, but at the same time, you and where did you learn this?
havegot a classical musical education — Thank you for inviting me to an
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interview, especially since the topic of our
conversation does not leave me indifferent!
Jazz in my parents’ house was as natural
as the anthem of the Soviet Union at 7

in the morning. Constant sessions with
great musicians — Gogi Metaksa, Mikhail
Yermolov, Takhir and Farhad lIbragimovs
and many others sometimes dragged on
until late at night and became a frequent
and traditional phenomenon, attracting a
large number of listeners, and my brother
and | were among them. Of course, in
addition to live concerts, jazz records
were constantly sounded at home — all
this predetermined my choice. | had a
chance to learn from wonderful teachers
and musicians — Rosean Vitro, Vered
Dekkel, Irina Robinson, Donna MckElroy,
Denis Montgomery and others as well as
from a great number of jazz full-time and
onlineschools.

- We analyzed the state of the
musical culture of Kazakhstan over
the past 10-15 years and found that
there are very few bright performers
of vocal-jazz music even if society is
keen with jazz. Why do you think so?

— This is probably due to the lack
of a large-scale jazz vocal school in
Kazakhstan. For many years Tagir Zaripov’s
Jazz School has been educating new
generations of musicians, but these efforts
are not enough to provide the country with
strong performers. This profession, unlike
classical vocals, requires the performer
to have good knowledge of jazz harmony,
ensemble and improvisation, the history of
jazz and musical jazz literature.

= Once the famous Ella Fitzgerald
sang with the accompaniment of
a small instrumental ensemble, or
accompanied by a piano or electric
guitar, and the singer’s soulful voice,
her scat improvisationsounded in the
foreground, and E. Fitzgerald herself
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was the queen of the stage. Now there
is a pile of electronic equipment,
amplifiers, and speakerson stage,
among which the performer is a little
lost. Tell me, please, is there a need
for such a sound reinforcement?
Probably it is necessary to “lighten”
the scene a little and entrust the
singer with the “main role”?

— In the ChicWebb Orchestra, which
was subsequently led by Ella Fitzgerald,
there was a clear functions separation
of the instrumental groups, where vocals
were of secondary importance. In the first
place, as in all big bands, there was a
rhythm group that set the rhythm and drive
of the orchestra. Soloists adorned and
emphasized the role of the rhythm group.
A competent and charismatic vocalist
builds his/her “line” without disturbing
the balance of the overall soundjust in
such a hierarchy. Therefore, paradoxically,
the modern sound of pop and rock
ensembles originates precisely from the
soundingbalance of a jazz big band, where
rhythm is of paramount importance. But
over time, harmony became simpler,
electronic and compression tones were
added, and the “aggression” of percussion
and bass intensified. The vocalist’s role is
“enhanced” mainly in ballads. But each
example needs to be analyzed separately.

- In one interview you said that
“jazz is like air for you, you live
by it” and your multidimensional,
tireless creative activity becomes
clear: participating in performances,
author’s programs on television
“Midnight Jazz”, lectures in the open
air, performances in parks, in the
mountains, in cafes, etc. Tell me,
please, is this caused by the desire
to promote jazz or is it a way of self-
expression?

—Most likely, this is a way to get closer
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to “your” audience, to convey and tell the
public your own discoveries and admiration
for jazz history and performers, to “infect”
people with interest in this art.

- Your grandfather, Petr Vasilyevich
Aravin, a music scientist, lecturer,
a wonderful propagandist of
Dauletkerei’s creativity. Your Dad,
Yuri Petrovich Aravin, is the author of
numerous music radio and television
programs, but you tirelessly talk
about jazz and jazz musicians in your
speeches. Is Musical enlightenment
and education a family tradition, a
call of the soul to share with the world
what you know yourself or a desire to
turn the listener in a special way, in
tune with your feelings?

— Of course, | owe many of my projects
to the example of my family — many in
our family have become musicologists
and historians in various fields of the
musical foundation by vocation. Everyone
hit their favorite “mark” — the Ethnicity
of the northern peoples, Kazakh steppes
or Russian classical music of the
nineteenth century. It so happened that |
wholeheartedly loved jazz and its history.
(Figure 1)

— As you know, the basis of jazz vocal
style is improvisation and its essential
feature is scat improvisation. Listening
to your speeches, one is amazed at the
fluency in this skill. Tell me, please, how
did you achieve such ease and freedom in
skat-vocals?

Figure 1. Kazakhstani Jazz Singer Irene Aravina.

— In fact, | continue to study and
improve in improvisation, and both
modern teachers — carriers of this culture
and the recordings of great jazzmen,
not only vocalists, help me in this. Many
instrumentalists, such as saxophonist
Lester Young or trumpeters Chet Baker and
Winton Marsales and many, many others
know how to “speak” on their instrument.

The simplest exercise to comprehend
different styles of improvisation is to notate
solo and reproduce it.

= You, by performing songs from the
great Edith Piaf’ srepertoire, achieve
the similarity of sound in timbre that
sometimes it seems that you listen
to the voice recording of this French
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singer. Tell me, please, how do you
achieve this, what inspires you?

— I never set out to be like the great
Edith — this is impossible. | simply
express my admiration by performing her
repertoire.

- Jazz improvisation, designed for
chamber, confidential communication
between the performer and the
audience, even in large concert halls,
tends to attract the listener. This is
the feeling we experienced at your
concerts. What do you feel with such
mutual understanding and unity with
the audience?

— The question has already provides the
answer - mutual understanding and unity!
= Let’s discuss the issue of jazz

education. What do you think, how
should it be set and produced? What
does not suit you in the modern
educational system and what needs
to be done so that we have more well-
trained jazz vocalists in Kazakhstan?

— Comparing the American and
Soviet (we still have the Soviet education
system in music schools) systems, we
see that children are not trusted with an
understanding of time and vertical. As
a result, after graduation from school,
musicians have to re-learn the rhythm
and feel of bass in the work. In the
Soviet school, the alphanumeric chord
system appears only in grade 7, while in
the American school it starts from the
beginning. Our solfeggio begins with
one-voice and the American one with
two-voice - melody plus bass and rhythm.
If you correctly analyze all the strengths
of the American musical literacy system
and add them to the already existing one,
quite voluminous and fundamental Soviet
system, but completely divorced from
modern sound, in a short time you can get
great musicians who own the styles of the
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twentieth century.

= Now in music colleges and in
higher educational institutions they
are training vocalists in two areas:
academic and pop-jazz. Is there
a relationship between the two
directions?

— There are many examples of the
interpenetration of classical and jazz, many
experiments in this direction. There is a
well-known style of Jazz classics, founded
by the French pianist Jacques Lucier.

- A few questions about the
methodology and pedagogy of pop-
jazz vocals. It is believed that in order
to master the art of jazz vocals, it is
necessary to train the voice according
to the classical method, and then,
based on academic singing, you can
develop a pop style. What’s your
opinion on this?

— | hear about such a techniquefor the
first time. American jazz, gospel, Soul,
R&B schools talk about the resonance of
the lower jaw to reveal a sound similar to
a brass instrument. Only the diaphragm
breath setting is similar. Articulation is also
the opposite.

= Ms. Irene, could you tell us about
the state of jazz in Kazakhstan today?
In particular about jazz vocalists? And
a little history, whom did jazz in vocals
in our country beginwith? How did the
vocal-jazz school develop?

— The state of jazz anywhere in the
world is determined by the number and
status of jazz festivals, jazz clubs and
international projects of jazz groups, the
number of records and the demand for
musicians. There are several festivals
in Kazakhstan - one in Nur-Sultan, two
in AlImaty and several in the regions - in
Karaganda, in Shymkent, in Lissakovsk, in
Pavlodar, in Aktau and others. They take
place once a year, some two or three times,
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most of them are organized by the initiative
of local groups and philharmonic societies.
There are much fewer jazz clubs, more
often jazz groups are forced to perform in
nightclubs or restaurants. New albums

are released extremely rarely, only at the
initiative of the musicians themselves,
occasionally supported by patrons and
practically not supported by the state. To
date, the most successful groups include
such groups as “MagicofNomads”, Big
band led by A. Ablaev (Nur-Sultan), Big
Band led by A. Belyakov (Aimaty), Big band
led by I. Andreychenko (Karaganda), Victor
Khomenkov’s trio, “Steps”, “JazzHouse”,
“Art-vocal”, “SoulNote” and many others
(can be added).

— The history of jazz vocals in
Kazakhstan began to develop with the
group “Boomerang” and the Big Band led
by E. Bogushevsky. Thus, thanks to the
talent of jazz legends Tahir and Farhad
Ibragimov, Eduard Bogushevsky and
Mikhail Yermolov, such wonderful vocalists
began to appear as Leonid Kogan, Zhanna
Zhantureeva, Zhanna Sattarova, Rimma
Walter and others. Today their successors
are beautiful young vocalists such as
Diana Makina, Gauhar Sattarova, Diana
Samyken, Gaukhar Umirzakova, Zhanna
Orynbasarova, Naziya Alzhanova, Alexey
Timofeev, Julia Pereimo, Yekaterina
Khomenkova and many others.

= Turning again to the musical
educational system of our country,
in your opinion, how to organize the
musical educational process so that
in the future we will have much more
vivid names in instrumental and,
especially, in vocal jazz music?

— The fastest and easiest way to help
young musicians understand and love jazz
music is to organize master classes of the
bearers of this culture, as well as training
according to American methods of vocal

improvisation, such as Bob Stoloff and
James Abertsold. And of course, visiting
jazz festivals and listening to the brightest
stars of jazz.

= Mastering the art of scat
improvisation is a complex and time-
consuming process, but subject to
training. You are actively engaged in
pedagogy, which of your students can
you mark as your follower who has
mastered your methodology?

— | am very happy about the success
of my students and for me they are
primarily friends, like-minded people
and colleagues. But | cannot call their
achievements as the result of my
technique, especially since it is not
mine. This is their path of dedication,
perseverance and a great love of music.
And it is a great honor for me to witnhess
their creative growth — Anastasia Petrova,
Naziya Alzhanova, Alexander Mikheev and
many others.

= In the Kazakh traditional music,
in folk songs, there is a reception
of improvisational syllable chants,
reminiscent of scat improvisation, but
not properly studied by modern pop-
jazz performers and, often, not used
by them. In your opinion, is it possible
to use jazz scat improvisation in
Kazakh folk songs?

— This is absolutely necessary and
should be explored and used, especially
by vocalists performing ethno-jazz.

Since the uniqueness of each culture is
valued throughout the world, which lies
in the creativity of our ancestors, who left
their character, individuality and image

in traditional chants, as a message to
posterity, a kind of musical DNA.

= Now is the difficult time connected
with the pandemic and forced work at a
distance, but, a person always lives with
hopes for the best, please share your
plans for the future?
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— We are planning new theater and music staging, new concerts as part of our SILK
MUSIC FEST festival, on the stage of which there are Kazakh and foreign groups, new lecture
cycles that reveal world musicology from the point of viewof anthropological development of
cultures, moving away from the usual Western European centrism (this tendency is growing all
over the world and becoming more and more popular science).

- Thank you very much, Ms. Irene, for the interview. We wish you success and
good luck!

— Mutually! Many thanks!

Tynb3apa KananbsiHOBa
Kasaxckas HaunoHaabHas akagemusi uckycctB umenun T. K. XKypreHoBa

(Anmarel, KazaxcTtaH)

WHTEPBbIO C U3BECTHOW [PKA30BOi NEBULIEH rOPOJIA AJIMATbI UP3HOU APABUHOM

AHHOTaUMA

3Ta cTaTbsl NOCBSALLEHABOMPOCaM AXKa30BOro UCKycCcTBa M 06pa3oBaHus B KasaxcTaHe. M3BecTHas
Ka3axCTaHCKas gxa30Bas NeBuLa, NEKTOP U HEYTOMUMbIN NponaraHAUCT AKala Ha TeneBuaeHuu, B
KoHuepTax — MpaH ApaBunHa, B CBOEM MHTEPBLIO AENNTbCS B3rNsSAaMu Ha COBPEMEHHOE COCTOSIHUE
MCKyCCTBa AXKa3a B KasaxcTtaHe. ABTOp OCTaHaBNMBaETCS Ha NpobiemMax 4xxa3o0Boro o6pa3oBaHus, Ha
MEeTOAMKe npenogaBaHus 3CTPagHO-AXKa30BOro BOKasa, Ha BOMpocax BOKalbHOM MMNPOBU3aLMK 1 ee
CYLLECTBEHHOM 0CO6EHHOCTU — Ha CKAT-UMNPOBMU3aLMKU. B MHTEPBbLIO coBepLiaeTcs He60bLLOM 3KCKYPC
B UCTOPUIO AXKa30BOr0 MCKYCCTBA B Hallen CTpaHe, pacCMaTpMBaETCs CTU/b «dTHO-AXKa3», 3aTparnBatoTcs
BOMPOCHI Pa3BUTUS BOKaNIbHO-A4Ka30BOW LWKONbI. M0 MHEHWUO MpaH ApaBUHOW, OpraHu3aLms 1 npoBeaeHue
MEeXAyHapOoAHbIX [Ka30BbIX GecTuBanen, NpuobLeHne aeTen K Axasy ¢ nepBblx AHEN 06y4eHUS My3bIKe,
OpMEHTaLMA Ha NyyllMe MUPOBbLIE METOAUKM 4XKa30BOro 06pa3oBaHms, 06y4eHne OCHOBaM AXKa30BOoM
MMNPOBU3aLMHK, - BCE 3TO CMNOCOBCTBYET Pa3BUTUIO JXKa30BOro UCKycCcTBa B KasaxcTaHe.
KnoueBble cnoBa: ka3, 3CTpagHO-4Ka30Bbli BOKaS, 3THO-AXKa3, CKAT-MMMNPOBM3aLIMS, AXKa30BbIi

decTuBanb

Zakura Makazhanova
T. K. KypreHoB aTbiHAarbl Ka3akK yaTTblK 6HEP aKaAeMUSIChbI
(Anmartsel, KazakctaH)

AJIMATbI KAJIACbIHbIH TAHBIMAJI [XKA3 SHLUICI
UP3H APABUHAMEH C¥XBAT

AHpaaTna

byn makana KazaKkcTtaHaafbl gxXa3 eHepi MeH 6iniMi macenenepiHe apHanfaH.

TaHbIMan Ka3aKCTaHAbIK AXKa3 SHLUICI, AopiCKep XKaHe MKasabl Teneanaapaa, KoHUepTTepae KarKbiManTbIH
HacuxaTTaylwbl — MpaH ApaBuHa e3iHiH cyx6aTbiHAa KasaKcTaHharbl AXKa3ablH Ka3ipri 3aMaHfbl Xafaambl
Typanbl Ke3KapacbiMeH 6eicTi. ABTOp AxXa3 60MbIHLLA BifliM 6epy MaceneciHe, acTpaaasblK-4Xa3 BOKaabl
OKbITY 8AiCTEMECIHE, BHAI CYbIPbIN canbin anTy MacenenepiHe, acipece, OHbIH, eneyii epeKLuenirine — CKaT-

MMNpoBKU3aumara TokTanaabl. Cyx6atTta 6i34iH enimisgeri ka3 eHepiHiH TapuxblHa WafFblH 3KCKYPC Kacanabl,
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«3THO-AXa3» CTUJT KapacTbipbingbl, AXKa3-BOKanablK MEKTEGIHIH Jamy Macenenepi Ko3ranabl.

MpaH ApaBuHaHbIH NiKipiHWe, XanblKkapasnblK ;a3 decTuBanbAepiHiH, YVbIMAACTbIPbIIYbI }KOHE OTKi3inyi,
6ananapibl My3blKaFa 6aynyablH GipiHLWI KYHAEPIHEH MyKa3Fa TapTy, AXKa3d 6iNiMiHiH eH Y34iK anemaik
ajictemeciHe 6araapnaHy, Axa3 UMNPOBMU3aLIMACBIHbIH, HETi3AEPiH OKbITY, OCbIHbIH 6ap/biFbl Ka3akcTaHaarb!
[XKa3 eHepiHiH JaMyblHa MYMKIHAIK TyFbl3abl.

TipeK ce3pep: [1)Ka3, )Ka3-3cTpajaliblK BOKaJ, 3THO-AXKa3, CKIT-UMNPOBU3aLMa, IKa3 dpecTuani.
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KPUCTUHA MUXAHJIOBA

OCOBEHHOCTHU METAMOJEPHHU3MA B ASBUATCKOM ABTOPCKOM
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PucyHok 1. Kapta uccnegoBaHui MmeTamogepHU3ma

PucyHok 6. [lnarpaMmbl, HarnsigHo AEMOHCTPUPYIOLNE KOIMYECTBEHHbIE
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LIOXPYX AB1YPACYJIOB

CUEHWYECKASI UHTEPIIPETALIMSA MPOU3BEIEHUM
YUHIT'N3A AUTMATOBA B TEATPAX Y3BEKUCTAHA

PucyHok 1. «benbivi napoxon». PecrybinkaHCKuii Teatp toHOro 3putens. 1983 r.

YuHrn3 AMTMaToB ¢ cO34aTesI MU CrEeKTaK/Is

PucyHok 2. «M fonblue BeKka AnUTcs AeHb». Teatp
MMeHM XaM3bl (HbIHE — Y36EKCKUI HaLMOHaIbHbIN
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Mankypt — Earop Cavgunes, matb HaiimaH — Capa

SuwoHTypaeBa
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Apamatunyeckun Teatp. 2018 r. Matb-oneHuxa — Hogupa MaxmygpoBa
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PucyHoK 6. «benbivi napoxod». KalukagapbUHCKMI 06/1aCTHOM My3bIKaslbHbIN

Apamatudeckun Teatp. 2018 r. Manbynk — Cyxpob McomoB

GULZARA KANAPYANOVA

INTERVIEW WITH A FAMOUS JAZZ SINGER OF ALMATY CITY
IRENE ARAVINA

Figure 1. Kazakhstani Jazz Singer Irene Aravina.
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