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'T. K. JKyprenos arbinjarbl Kasak yarrbik
oHep akagemusichl (Asnmvarni, Kazakeran)

«OHEP ®U/1IOCODPUACDHIHA KIPICNE»: P. 3JIAPUAX }KOHE ABTOPJIAP OHEP
CbiHbl MEH TEOPUAJIAPBI TYPAJIbI

Anpatna

Kasipri 3amaHfbl eHep dunocoduscol MEH OHEPTaHY OHEP TEOPUSACHI MEH CbliHbI FbiSIbIMU 3EPTTEY
OGBEKTUBTINIM Typasbl GipHeLLe KapaMa-KanLWblIbIKTbl Macenenepre ue, onap 3epTrey noHiHae ap TypAi
}OngapMeH aHblKTanagbl. MakanaHblH MakcaTbl — P. 9apuaxain, «OHep dunocodusicbiHa Kipicne» Kitabbl
HerisiHae 3amaHayun eHep dunocodUsAChl, ICTETUKA XKoHe eHepTaHy canacbiHaarbl 6ipKkaTtap gaysbl
Macenenepre HerisgenreH eHep TEOPUACh MEH diCHAMaChIHa, KaKTbIFbICTbI oHe CblIHW Ko3KapacTapbiHa
[OVCKYPCTBIK Tangay Xypridy. MiHaeTTepi: anemaik eHep TeopusnapbliHbiH, Kasipri TEHAEHLUMANapbliHa CoONKec
oHep GUNOCObUACHIHbIH, WapTTapbliH aHbIKTay; ChIHWU OMnay XXYMeci MEH KOPKEM CblHAbI aHbIKTay; KOPKEMAIK
apTUKYNAUUSHBE — 6enrini 6ip agam Taxipubeci TypiHAEr TaBUFATTbIH, MAHI MEH KYHZbINbIFbI PETIHAE KapacTbipy;
ap Typni aBTOpPNapabiH, eHep dunocoduUACkIHbIH 6acTaynapbl Typasibl Ke3KapacTapblH canbiCTblpMalbl TYpAe
3epTTey; TabuFn SNeyMETTIK TaXipnbe peTiHaeri eHepre AereH Ke3KapacTblH, epPeKLWENiKTEPIH aHblKTay; NoHHIH,
epeKLWeniKTepiH XaHe Kazipri eHep TapuxblHAAFbl 3CTETUKA MeH eHep GUNOCOPUACHIHbIH ©3apa 6annaHbICbIH
nanbimaay. 9aicteMenik Heri3 peTiHae eHep TapUXbIHbIH 3CTETUKASbIK XoHE CEMUOTUKaNbIK 9A4ICTEPIH, eHep
GUNOCOPUACHIHbIH, aCTPAKTbIIbI }aHEe CNEKYNATUBTI OMnay Xyneci anbiHabl.

3epTTey aaicTeMeci ap TypAi WbiFapManapaarbl TakblpbliNTap MeH naesnapAblH CoOMKec Kenmeyi eHepiHiH
Teopuschl 60MbIHLLIA Heri3ri MaKananapiaH XoHe TYPaKTbl TaKblPbINTbIK KYPbIbiIMbl 6ap eHep Typ/iepiHeH
Typaabl. Kagipri 6enHeney TeopuanapbiHaa 6eviHe penpe3eHTaunsacbiH P. AnapviK WwaMameH yw Typae:
GeHOMEeHONornsANbIK 06bEKTUBTI, 0ObEKTUBTI }XoHE aKNapaTTbiK TEOPUSASbIK PETIHAE axblpaTagbl. 3epTrey
HaTMXKenepiHae «OHep GMNocodUAChIHbIH MiHAETTEPI MEH XafFgadTTapbl» aTTbl 1-Tapayga ©Hep Teopuschb
KiMepre KaxKeT )KaHe eHep WbiFapManapblHAaFbl 3MOLMSAHbBIH MaHbl3bl Typabl, COHbIbIK NEH enecrety
«[eHunm woHe HaHara yMTbINbIC aTTbl 6enimaeri KaHT nikipi xaHe [erenbin, cy6beKTMBM3M Typasibl CbiHAAPbI
epeKue TangaHagbl. «<HenikTeH CoHbINbIK MaHbl3abl: AQOPHO ePKiH onnay Typanbl», «TyciHAipMeaeri naopaimam
oHe wekTeynep: Abpam, dull xoHe Jeppuaar, «<OHep KaHe KoFaM: Kasipri 3aMaHfbl eHep Taxipubenepi»,



«Kasipri 3amaHfbl eHepAiH Kenbip Toxipubenepi: NPUMUTUBU3M, BEPHAKYNIIPU3M, aBaHrapan3M KaHe
KOHCTPYKTUMBU3M» TaKblpblNTapbiHAa P. AnapyKAiH CbiHW NiKipTanactapbiHa MaAEHN-OUIOCOPUANBIK,
eHepTaHyNbIK Tanaaynap »acanbliHabl. HoTuKeciHAe Tanaay cbiHbiHa apHanfaH nepcneKktuBanap nanaa
60nFaHMeH, eHepAiH KanbiNTaCKaH aHbIKTaMacblH aHblK 6acLUblIbIKKa anaTbiH GaFbiTTap ryMaHUTapbIK

6inimaep TeopUsICbIMEH OpTaK EKEHI anKblHAANdbI.

Tipek ce3pep: oHep dunocodusachl, Teopus, aaictep, abCTpaKTblIbl 84iCTEP, CNEKYNATUBTIK OMNay XYHWeCi,
eHepTaHy, eHep QYHKLMANapbl, KOPHEKINIK TEOPUSACHI, Ka3ipri 3aMaHFbl eHep, NpaKTuKa.

Kipicne

Kasipri 3amaHfbl eHep dpunocoduschl
eHepai TYCIHAIpYaiH apTypNi MeKTenTepi
MeH GafbITTapblHa e 6ona Typa, 3aMaHaym
eHep dunnocoduschl cananapbiHbiH Aaybl
OipKaTap KOKeNKeCTi macenesnepiHe Kenin
Tipenepai. }annbl eHep 63 YFbIMbIHbIH
aHblKTamacblH anemMfi cypeTTeyain,
OENHENIK }oHe YFbIMbIK TociaepiHae
0J1 6HEpPre }aTaTblH He XaTnauabl 4enTiH
nikipnepaiH, KabblngaHyblH, Kapama-
KallWblbIFbIH FAHA EMEC, OHbIH, aHbIKTaYbl
eHep dGUNocodUACHIHbIH, 3CTETUKA XKoHE
eHepTaHyMeH opHaTtaTblH 6aiiaHbICbiHa
[la KaTbICTbl. OHEpiH MaKcaTbl MEH MAHIH
anKblHAayaa, OHbIH Ken yaKblTrapaa
ajlamJapMeH aHblKkTanatblH O6bEeKTUBTI
Hemece CyObeKTUBTI KbIBMETTIK MaHi
MEH naesinapbiHa KeHin 6eniHeni. Anam
KbIBMETIHIH, apHanbl canacbl peTiHaeri
¥aTKaH eHep/iH WbiFapMaHbl }acaybl
MeH KepepMeHMeH KabblngaHyblH
avKblHAAYLWbl KaTeropusnapsbl, agam
eMipiHae anaTblH 6HepPAiH, MiHAETTEPI MEH
KbIBMETIH 3epTTey — MYHbIH 6ap/bifbl 63re
FblNbIMAapPAbIH 6ipi anHaNbICNanTbIiH 6HEpP
GUNOCOPUACHIHBIH MBHAIK epeKLeniriH
cunatrangbl.

©HepaiH rymaHuTapiblK 6inimaep
KaTapblHOaFbl MpaKTUKalblK-
acamnasgblK KblpblHa MaH 6epy MeH
OHbI TYCiHY Kagipri }kahaHOblK anemaik-
MOEHM YpAicTepae KYH caHan TypaeHyae.
TeopusanblK 6iniMaepaiH, NoHapanblK
MaFbI34bUIbIFbIHbIH, apTybIMEH, Ka3ipri
yaKbITTa OTaH/lblK eHepTaHy, eHep
dunocoduacel cananapbliHia KOPKEM-
MOJEHM yaepaicTepi TEOPUSNbIK AeHrenae

pednexkcusanay MeH nanbiMaay Ke3eHi
eTyfe. OJIEMHIH, FbilbIMU-MeTadopasblK
GenHEeCI FbIIbIMU KOHE 3CTETUKANbIK
OUCKYpCTap KaTblHACbIHAAFbI TYTACTbIFbI,
MbICalibl, aBTOP, KEPEPMEH MEH KeuinKkep
Tis6eriHaeri, ybiIMAaacTblpblfiFaH
OKWFanapAblH AManorrepi He GeHoMEHiI
peTiHae opblH anadbl. Kannbl KEPKEM
eHepaeri cutyaumsanap MeH AUCKypcTap
©3/€epiHiH Kypangapbl MEH Ma3MYHAbIK
KYHObUIbIKTApbl Yaarbl ©3repin oTblpaTbiH
KypbllibIMFa, MOTiHre anHanatbiH 60/ca,
oHep dUNocodUAChIHbIH, aHbIKTamachl,
OHbIH e/lWeMaepi KaHaan aereH cypaxktap
TyblHAAWObI.

CoHablKTaH, 6i3 PAnapuaKaiH «OHep
durnocoduacbliHa Kipicne» oKynbIFbiH [1]
Tangaygarbl Fbl1bIMU MaKanaHblH ©3eKTifliri
OHepTaHy MeH eHep GUNOCOPUACHIH
3epTreyLlisiepre, isfeHyLWi CTyaeHTTepre
OHepAiH Xacany Teopusnapsl,
LbIFapMallblfblK NEH CbIHHbLIH Nanaa
6051y MacenenepiH TyciHy, agicHamManblK
KUbIHAbIKTAPAbl KO YLLiH Xa3blbIM OTbIP.

OHep — KepKeM LblFapMallblfiblK
peTiHAe KOFaMblK CaHaHblH epeKlle
dopmachl, WbIHAbIKTbI PyXaHu urepyaix,
6ip Typi. «OHEepP» TEPMUHI exengeH 6epi
OHep TybIH/blNAPbIH, KEPKEMAIK KbI3MET
OHiMAepiH FaHa eMecC, COHbIMEH KaTap
CaHa MeH KbI3METTiH, Ke3-KereH 6acka
canacblHfa (KoneHepae, FblibiMAa,
TEXHWUKaaa) KepiHic TankaH «aca
LebepniKTi», <KOCIOWUTIKTI», «CybIpPbIMN
canmManblKTbl» 6ingipai [2].

MaKanaHblH MaKkcaTbl P. dnapuaKaiH
«OHep dunocodusicbiHa Kipicne» Kitabbl
HeriziHae 3aMaHayu eHep dunocodUschl,

Central Asian Journal of Art Studies Volume 5.Issue 4. 2020



3CTETUKA XKOHE oHepTaHy canacbiHAafb
OipkaTap gay/fibl Macenenepre HerisgenreH
OHep TEOPUSACHl MEH d/licCHaMachblHa,
KaKTbIFbICTbI }KOHE CblHW K63KapacTapblHa
OWCKYPCTbIK Tanzay Xypriay.

3epTTeyaiH MiHAeTTEpI:

e oHep GUNOCOPUACHIHbIH MiHOETTEPI
MEH araasaTTapblH 9/1eMiK eHep
TeopusanapblHblH 3aMaHayu jamy
TeHAeHUUsanapbiHa ConKec Tanaay;

® ©HEep WbiFapMallbliblFbiHa TEOPUS
Kan Ke3ae KaxeT 60naTblHAbIFbIH
oHep dunocodUsAChIH 3epTTeyLli
LeTenaik FanbiMaap eHbeKkTepiHae
3epaeney;

® CbIHM Ke3Kapac NeH KepKEM CbIH
Kal Kesfe TyaTblHAbIFbIH P. Anapuax
eHoberi apKblbl avKblHAAY;

®  OHEP apTUKYNALMUACHIH —
TabufaTTblH, alaMHblH MOHI MeH
KYHAbIbIFbI, 6ENrifi 6ip Toxipnbe
TYpPiHAE KapacTbIpy;

e oHep dunocodusackl HegeH GacTtay
anaTtblHAbIFbIH 9PTYPAi aBTOPNAp
Ke3KapacTapblHAa casblCTbipMalsibl
TYpAe 3epaeney,

® «©Hepai TabuFu aNeyMeTTIiK
ToXipnbe peTiHae KapacTblpyablH
epeKLIEeNiKTepi Heae eKEHIH
aHbIKTay;

® Kasipri eHepTaHyOblH 3CTETMKA MeH
eHep dunocoduachl apacbiHaa
NaHAIK epeKLeniri )oHe apa-
KaTblHACbl KaHAaW eKeHAiriH
nanbiMaay.

OHepaiH XKiKkTenyi exenri acteTMKagarbl
ajlam3aT TaXKipnbecCiHiH aepbec
KaTeropusicbl MeH KyObl/bIChl PETIHAE 6HEP
MEH TabuFaTTbl, BHEP MEH adaMrepLUiniKTi,
HaKTbl }XoHe uaeanabl NpUHUMNTEPAI,
FbUTbIMMY TYXKbIPbIMAAMa MEH KOPKEM
o6pa3sabl KaHe T.6. 6inaipeni. OcblaaH
KeniH, «OHep JereH He?» AereH cypak
TyblHA@M, FblIbIMAAPAbIH XaHa AepeKTepiH
(6nonorus, NCUXoNorus, apxeonorus,

3THOrpadus }oHe T.6.) eckepe oTbIpbIn
YXOHe ap TypAi Tocinaepai KongaHa

OFaH *ayan 6epyre TbipbICYLLbIIbIK
3CTETUKANbIK OMAbIH OYKINT KEWIHTI
TapUXblHbIH NENTMOTUBIHE aHanabl.
OHep yFbIMbl 9/1i KYHIe AeNiH OHbIH, «<KEH»
OHe «Tap» KONAaHblyblHa KaTbICTbI

y3aK YaKbITKa CO3bliIFaH Jay-gamMmaniblH,
TaKblpblObl 60/bIN TabbiNnaabl. [JayablH,
MOHi — 6y/1 TEPMUH eHepre Tikeneu
KaTbICbl }XOK KbI3MET MeH eHiMai cunatray
YLWWiH KongaHblna anaTblHAbIFbl HEMECE
KonJaHblna aJiManTbliHAbIFbl eMEC, Bipak,
OpUHE, KBPKEMIK NPUHLMN afaMHbIH,
OMipi MEH OpEKETIHIH Ke3-KenreH
KocibiHle HeMece ic-opeKeTiHae
(HopMaaa — MIHAETTI TYpae)
6onaTblHAbIFbIH KepceTedi. CoHbIMeH
Katap eHep — 6y WbIHAbIKTLI 6erMHeneyaiH
epeKLlle, «sMamMaH4aH4blpblFaH» TYpi KoHe
O3iHAIK epeKuweniri, NoHAIK Ma3MyHbl MEH
KbIBMETIHE Ne pyxaHu eHgipic ajici. OHrime
eHepAiH afam3aTTblH CUHKPETUKaTbIK
YKbIMAbBIK ToXipubeciHaeri, cesim meH
Kenuwingik MoieHUeTiH JaMblTyaaFfbl,
«CYNyJblK 3aH4apblHa» ConKec emip cypy
¥OHe Kypy KabineTiHaeri opHbl MeH perfii
Typasbl. «OHEP» MEH «OHEepP eMECTiH»
apacbliHAaFbl anblpMallblfblK Co3ci3 6ap,
GipakK 0/ Tapuxu TYpFblaaH e3repmeni:
Kasipri Kesze eHep Aen atanartbiH Hapce,
OYpbIH KoNneHepai («TasiFamcbl3 eHep»)
[lece, KeNiHri yakblTTa onap/blH 6apiHe
KaparaHia «benHesney eHepi» FaHa XaKblH
KepiHai. byn anblpmalubiblK Ka3ipri eH6eK
GeniHici ke3iHae ae *anfacyga [2].

OHep dunocodUsiCbl MEH 3CTETUKACHIHA
apHanbIN aFbILWbIH TiIHAE ¥a3bl1FaH
leTen sfgebueTTepiHae 3epTrey TeEOPUSChI
MEH MpaKTUKacblH pednexkcusanay
TocinaepiH kepyre 6onaabl [3]. On
[. boepcema «OHep dunocoduschl:
3cTeTrKa Teopusnapbl MeH Taxipmubenepi»
[4], C. Mpeccounng opbip eHep afaMbl
LblFapMalLlblfiblFbIHAAFbI «OHEp LWanKachbl»



Typanbl [5], P. AHpuaiH «BHep pyxbi» [6],
«OHep KaHe cynynblK dunocoduscol» [7],
[. banngs, T. OpnaHg «<OHep MeH ypen»
[8], Terenbain, «9cTeTUKa gapicTepiHe
Kipicne», O. KneoH «CypeTwi Topisai ypna»
[10], I. paam «OHep dpunocopuscel:
acTeTUKara Kipicne» [11], «3cTeTuKa:
KeweHai oHTonorus» [12], C. ®dpunaHg

« LIbIHAbIFbIHAA OYN1 6HEP Me? BHep
TeopuscbiHa Kipicne» [13] aen atanaTbiH
3epTTey eHOEKTEePiHIH TaKblpblOblHa cak
KapacTblpfaH LWblFapMaLllbliblK MNeH 63iH-
©3i KepceTy acTapblHafFbl aBTOpAapablH,
paLMoHanbl XoHe XeKe naesnapblHblH
YTbIMIbl KepiHicTepi 6ap.

LWUbIHABIFBIHAA, FBUTBIMU AEPEKTEPIIH,
KenTiriHe kapamacTaH, Puyapg
AnapuoKaiH «OHep dunocodusicbiHa
Kipicne» okynbIfbl [1] MoaeHU-
dunocoduanbik Teopusnap 6omnbiHWA:

1) OHep dUIoCoOPUSaHbIH MiHAETTEPI MEH
argaaTtrapsl; 2) Penepe3eHTtauus, eniktey
MEH yKcacTblK; 3) COHbINbIK NEH enecreTy;
4) ©Hepai TYCiHy; D) OHep oHe KoFaMm:
eHepaiH KeNbip 3amMaHayu Taxipubeci;

6) 3Nunor: KepiHGENTIHHIH aKMKaTbl }oHe
T.6. 6enimaepi gen TapaynapbiHaa atanfaH
Moacenenep e3relle KapacTblpbliFaH.

OKynblK TaburaTt NeH 6HepAiH MoHI
Typasbl GunocodUsNbIK Teopusanap,

OHbl KOJi4aHy asicbiHAaFbl oaebuer,
KecKiHaeme, MYCiH, My3blKa, 61, cayner,
KWHO, KOHLENTyanabl *xaHe neppopmaHc
eHepepiHe aHblK api bIKLaM XacanfaH
Lwony 605bin Tabbinagbl. Puyapa 3napvKaix,
eHep GnnocodPuUsachbl MEH 3CTETUKA HKaWbl
OKY/bIfbl CTYAEHTTEP, XKac FafbiMaap *KoHe
3epTTeyLlinepre apHanbimn }asblnfFaH.

byn eKiHwi 6acbinbiM 6enHeney eHepi,
My3blKallblK 3KCMPEeCcCUsl, KoHLLeNTyan bl

eHep, [erenb, 6HEP KaHE KoFaMm
TaKblpbINTapbl XXaWblHAAFbl €1eyNi }aHa
3epTreynepai Kamtnabl. Knaccnkanbik
KOHe 3aMaHayu ¢punocodusra, sgebuet
TEOpPUSICbl MEH 6HEPTaHyFa CyMeHe
OTbIpbIN, Puyapa dnapuarx eHepait,
penpe3eHTaTuBTi, dopMasbibl }oHe
3KCMNPECCUBTI enllemMaepiH alabl.

On WhbIFapMaHbIH, 3CTETUKANbIK oHe
CeMaHTUKablK TEPEHAIriHe, 63 Ke3eriHae,
06pa3fbl 6erHenNi eHep TybIHAbINAPbIHbIH,
TaHbIM/bIK, afaMrepLUinik XoHe a/IeyMeTTIK
MaHbI3AblIbIFbIHA MBH 6epyre wakKblpabl.
Byn MaHbI3ablIbIK OaH 9pi KEPKEM
CYNYNbIK, COHbIbIK, 6EMHENINIK YoHe
CblHFa Kapan gamuabl.

opicrep

OHep prnocoPuachiHbIH KonaaHaTbiH
d/icTepi eHepTaHy KoHe 3CTETUKa
ajicTepiHe KapaFaHa e3reweney 60ybl
MYMKiH. Bipak onapabl 6annaHbICTbipaThiH
OopTaK TycTapbl Aa 6ap.

OHepTaHy — 6yn agaMHblH,
LblFAapMallbl/bIK iC-opeKeTi MeH
afam3atTblH MaIeHW MypacblH aaebueT
TybIHAbINAPLIMEH }oHe ap Typi eHep
TYpnepiMeH 6annaHbICTbipa 3epTTENTIH
FblIbIMUY 3epTTeynepaiH 6ipkatap
apHawnbl cananapblHblH 6eiri 60bIn
TabblnaTtbliH r'yMaHUTapsblK NoH. CoHaan-
akK canbiCTbipManbl TYPAE Fbl/ibiIMU
aJictemMeci 6ap eHep TapuxblHa €H KaKblH
FblnbiMAap — oaebueTTaHy, My3blKaTaHy,
TeaTpTaHy, KWHOTaHY. OHep TapMXbIHbIH
MaMaHAaHybl — BU3Yyasbl CYY/bIK
(*Ka3bIKTbIKTaFbl YLUI enwwemMai 3atrap
MeH 6erHenep), an eHepTaHywbIapabiH
Fbl/IbIMUM XKayanKepLwiniriHiy, wexkapanapbl
CypeTLi KaCibiHiH (benHeney xaHe

1 Puyapg 3napumk — CyapTmop Konnemkinge Yapnba xaHe Xappuett Koke Makaayann ®unocodus npodpeccopsl. On 6ec
KiTanTblH, @aBTOPbI, COHbIH, iliHAE XaKblHAa FaHa XapblK KepreH «9e6u1eT, eMip aHe Kasipri 3amaH» (2008), coHfai-ak
dunocodus xaHe agebuet 6oMbiHWa, Okcdhopa aHbiKkTamackl (2009) kaHe (bepHapa PumeH 6ipre) CTaHnen Kensen aHe
aaebuettaHy: CKenTuumnam cangapsl (2011) gen atanaTbiH TOPT TOMAbIFbIHbIH, PEAAKTOPbI.
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COHAiIK-KongaHb6anbl eHep, caynet
OHepi) eKiIAEPIHIH, WhiFapMaLlbl/iblK
ayankepLiniriHiy, WwexkapanapbiMeH
anfpblH-ana aHblKTanfaH.

OHep CblHbl — TYMaHUTapbIK
3epTTeysIeEP MEH ¥Kannbl FbiibIMU Giflim
Typasbl UaesnapMeH Katap 63 TapuxbiHaa
anTapnblKTam e3repi. FolbIMHbIH, JaMyblHa
Kapar, OHbIH Ka3ipri »karaambl MEH OHbIH,
KaFuaanapbl Typanbl TypaKkThbl naesnapsi
XVIII-XX Facblipnapga Kanbintactbl gen
anTyra 6onagbl. bypbiHFbl gayipnepai
FbI/IbIMU KE3eHre AeniHri KeseH Hemece
FbIIbIMUY 8liCHAaMaHbIH 8pTYPi KE3EHi
peTiHae aHbIKTayFa 6onajbl. Tapuxiwbiiap,
TEOPETUKTEP YKOHE FbINbIM GusiocopTapsl
(Mblcanbl, M. ®yKo) ocbl 6afbITTa FblibIMK
OiNiMHIH TEOpPUACHI MEH NPaKTUKaCbIH
3epTreymMeH anHanbiCTbl. OCbl CanaHblH,
MaMaHAapbl Kasipri FbIbIMHbIH,
epekKuweniktepiH (XYIlI-XXI Facbipnap)
LWbIHABIK NEH FbibIMK GiNiMAI OOBEKTUBTI
OHe AMHaMMKanblK 6eMHeneyaiH Xannbl
TYKbIpbIMJaManapbl apKblibl CTaTUKAbIK,
OHe TeKcepinMenTiH 6inimre 6anama
peTiHae KapacTbipaabl [14].

OHepTaHyaarbl CEMUOTUKaNbIK
a/lic — 3epTTeyaiH, CEMUOTUKANbIK BAiCi
HOTUXKECIHAE 6HEep TapuXxblHaa Nanaa
6onajbl, 6acKa noHaepae enKken-ternkenni
JanblHAanFaH Tacinai 6epy — ceMMoTUKa
(weTtengik goctyp 60MbIHLLA: CEMUONOIUS).
byn aaicTiH epeKweniri on 6enHeney eHepi
MEH CayneT eHepiHe apHalbl Kypangapabl
KOJIAaHy apKbl/ibl XXy3€ere acblpbliaTblH
KOMMYHWKaLKUS canachbl peTiHae Kapanabl,
OipaK 6yn Bepbanbabl KapbiM-KaTbIHAC
MoZJenNiHae aKCbl 3epTTenyi MyMKiH [15].

Kasipri 3aMaHfbl eHepTaHy 94iCTePiHiH,
YMECIH TeMeHerinen cunatrayra
6onaapbl. byn deHomeHaepai 3eptrey
apKblibl 1) «<eHep TybIHAbLIAPb! XaHe
coyneT eHepi; 2) WblFapMallblblKMNEH,
cyperTLinep 6inimimMeH, Kepmere
6annaHbICTbl TAPUXM MPOLIECTEPAIH,

WblFapMaja KepiHic Tabybl; 3) cypeTLiHiH
LbIFapMaLlblbIK TYIFAaCbliHbIH, KOPIHICTEPI,
TancbIpbIC 6epyLuinep MeH eHep
KepepMeHAepiHiH TananTapbl — 6Hep
Tapuxbl 3epPTTey OObLEKTINEPIHIH, TabuFaThl
MEH cunaTTaManapblHia anfblH-ana
aHblKTanfaH GipKaTap Tocingepai AaMbITThbl.
Bi3re TaHbIC KEHECTIK FblIbiIMAA OCbIHAaM
Tabufu onMeH nanaa 60/fFaH aficTep:
TapUXU KoHe eHepai MKOHOrpapusablK
3epTTey ajici, dopManbAbl-CTUIUCTUKANbIK
Tangay ofictepiH anTyra 6onaabi» [14].
3cTeTUKanblK 3epTTey Tacifli — acTeTUKa
MiHOETTEPIH LWellyae AnaneKTuKanblK
Tangay anemMeHTTepi aHTUKalbIK
3CTaTUKaga MnaTtoHHbIH cOKpaT
ananortapblHaa, KeniHHeH XVII-=XIX ff.
Hemic dunocodusiceiHaa U. KaHr,
®. Wennuur, . Terenbae KonaaHblFaH.
Onap acTeTuKanblK Kateropusanapabl
KaHaaun fa 6ip oCTETUKA NoHIHIH XXeKe
MIHOETTEPIH Welyae AnaneKTUKanblK
naesnap TypiHae Konganabl. Hemic
dunocodrapbl AUaNeKTUKasblK 3epTTey
9JliCiH acTETUKaNbIK Macenenepai
3epTTeyre FaHa eMec, COHbIMEH 6ipre 6yKin
aneMAiK KepKeMfiK npouecTi Tanjayra
COTTi KongaHabl. MyHOaFbl aTKapaTbiH
MaHbI3bl KbIBMETi — Oy AYHUEHI
3CTETUKANbIK Kabblngay epeKLlenikrepin
¥OHE KOepKEM LiiblFapMallbl/ibIKThbI
3CTETUKANbIK KaTeropusnap apKbiibl
KepKeM obpa3gapaa Tikenen icke
acblpblnaTblH KEHICTIK peTiHae 3epTTeyre
FbIIbIMU-TapPUXKU Ke3Kapac Tacini peTiHae
KepiHic Tabaapl [16].

OHep dunocodUsChl, ICTETUKA KoHE
eHepTaHy Fbl/IbIMW NOHAEP PeTIHAE
epeKLuenikrepre ne. «3cTeTuKa MeH eHep
GUNOCOPUACHIHBIH FblJIbIMU OO BEKTUBTINIK
[IEHTeni eHepTaHyFa KaparaHaa }ofapbl,
OWTKEHI COHFbICHI 6araay aFblHaH oHLa
E€pKiH emec» fen TyKblpbiMaanaabl [17].

OHep dunocoduAcbl MeH eHepTaHy
onlapablH, XanmnbinblK AeHreniMmeH
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YOHe coMnKeciHLle aMNUPUKanbIK
LWbIHAbIKMNEH 6aniaHbICbIHbIH CUNaTbIMEH
epeKLleneHeni. OHepTaHy, TiNTi Ta3a
TeopusinblK 605ca aa, KepKeMaiK
ToOXipubere }akblH aHe a1eTTe onapiblH,
rmnoTesanapbiHaa IMNUPUKanbIK TEKCEPY
}ongapbiH KepceTeai. OHep dunocodUschl
abCTpaKThifbl, OHbIH TY}XblpbiMAaManapbi
HaKTbl 6Hep TyblHAblapbliHAH FaHa

emec, oflapabiH, eHepai KabbinaayabiH,
YUHaKTanfFaH Taxipmnbeci Typanbl HeriziHeH
6acrtay anafbl. «<OHep GUI0CODUACHIHbIH,
Y/IKEH abCTPaKTifiri, CNeKYNATUBTINITI
OHbIH, KOKXMETIHIH KEHEIOIH KaMTaMachbI3
eTtefi. CoHbIMEH KaTtap, HOTUKeciHae eHep
dunocoduacel KebiHece cxeMalblK KoHe
CNEKYNATUBTI OM HOTUMKECI BONbIN LblFaTbIH
Kayini oe 6ap» [17].

HoeTtuMxxenep

CatikecmeHdipyae Kapchbl
Hakmsblinay (ldentification versus
elucidation) Takblpbl6blHAa P. Inapnmx
Tarbl Jja GipHelle Teopusanap MeH
aBTopnapbiH KenTipeni. MyHaarbl eHep
GUNOCOPUACHIHBLIH, MiHAETI 6enrifi 6ip
TybIHAbINAPAbI 6HEP GYHKUMANaPbI
MEH MaHbI34blNbIFbIH CbIHW TYPFbIAAH
TYCiHAiIpyre Kapchbl TEHAECTIpynepaeH
Typa/bl, BUTKEHI 0nap HaKTbl Xafaannapabl
Kepcetei. ConkecTeHaipy MiHAETIHE
Ken KeHin 6eneTiH eHep TeopusinapbiHa
FOMHbIH capanTamanbiK TajiFam TEOPUACHI,
xopo JUKKKU CUAKTbI MHCTUTYLIMOHaN bl
eHep Teopusnapbl XaHe [xxepponba
JIeEBUHCOHHbIH TapUXn eHep TeopusaiapbiHa
ToKTanagbl. MyHaan Teopusnap TyéiHae
anTapnblKTam AMNUPUCTIK KaHe
MaTepUanmCTiK INUCTEMONIOTUASbIK KaHe
MeTadu3nKalblK MiHAETTEMENepre ne
6onaabl. TeOPUSIHbIH, HEri3ri MiHAETI -
Fanamaarbl PU3UKaNbIK 3aTTapAblH, illiHEH
eHep Aen caHanaTblH anyaH TYpAi 3aTTapapl
axkblpaTbln any. FOM OCbl }XYMbICTbI
OpblHAAY VLWiH capanibiiapiblH WeliMmiHe
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yriHegi [18; 68, 255 66.]. opx AnKu
OHEepP UHCTUTYTTapPbIH }OHE eHep afieMiHe
TaHbICTbIPY MAESACHIH YCbiHaAb! [19].
J1eBUHCOH 0OGBbEKTIHI YaKblTblHAA KepceTyre
LaKblpabl, ce6ebi OHbl «Ke3 KeNreH
TOCI/IMEH 6HEep TybIHAbINapPbl 6YPbIH-COH/bI
60/1MaFaH HemMece AypbIiC KapacTblpblaFaH»
nen caHangbl?.

Hakmeinay (elucidation) miHaeTiH
aTKapyda ¥annbl aHblKTayLbl 6Hep
Teopusinapbl peTiHAe eH anibIMeH
ApuctoTenbfiH Kepkem 6enHeney
Teopusicbl, KaHTTbIH KOPKEMAIK KYHObIbIK
Teopusichbl KaHe K. KonanHIrByaTbIH,
aKcnpeccus TeopusanapbiH KaMTUIbI3.
byn TeopusanapabiH 6apnblFbl 6i3re
OHEepP/iH Kanam }aHe He YLWiH
*KacanaTtblHAbIFbl }KoHe 6i3 yLliH
MaHbl34bl 60/1ybl KEPEKTIri Typasbl eNKen-
TerKewnni }eTkisyai ycolHaabl. Onap
aZlaMHbIH Heri3ri MaceneciH wewyane
HemMece aflaMHbIH, HEri3ri myLaenepiHe
*ayan 6epyae eHepaiH, GYHKUMUACHIH
6enrineyre mingetreHeai. Ocblnaniua eH,
anjbiIMeH ajaMHblH NpobsieManapbl MeH
MyAdenepiHe Hazap aygapa OTbIpbIn,
du13KKasblK eMec TeEpMUHOEPMEH
cunatranFaH, MyHAan Teopusanap TOMEHT I
paLNOHaNUCTIK KoHe GYHKLUMOHaNabI
3NUCTEMOSIOMUSANBIK oHe MeTabU3UKaNbIK
MiHgeTTemenepre ne 6onagbl. OnapabiH
dpPKaWcChbIChl YLWiH eHepre 6apy »aHe ofaH
KaTbICy alaMHbIH ©MIiPiH }aKcapTy YLWiH
eTe MaHbl3/bl: MblCanbl, alaM eMipiHiH He
€KEHiH Biny XaHe KblI3bIFyLbIIbIKTapAbl
YUpPETY, TabUFU OHE MBJIEHU d/ieMaepiMeH
O3iHAIK YrneciMainikke KON *XeTKisy
YKOHE XKEeHyre aKbll MEH iC-9pEKETTIH,
PEnpPeccuUBTINIri MEH KATTbIbIFbI.

Kepy Typasbl TyCiHIipMe TeopusnapbIH
P. nopumk WwamameH yu Typre 6eneai:
GEHOMEHONOrUAbIK 0O bEKTUBTI;
OObEKTUBTI; }oHE aKnapaTTblK TEOPUSSIbIK.
DeHOMEHONOTUANbIK HEMECcEe CYyObeKTUBTI
Teopusnapaa TaH6anaHraH 6eTTe KepiHeTIH
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S TaKblIpblObl KBPEPMEH ToXipnbecimeH
aHblKTanaabl*.

®eHomeHono2usinbIKk meopusinapObiH
apmabIKWbIbIfbl Kall canada xeHe
HeciMeH? ®eHOMEHONOTUANbIK
TeopusnapabiH apTbiKLWbIIbIFbl — Onap
rpaduKansik 6enHeney 6enrini 6ip
TYPFbIAaH TYbIHAAWTBLIHbIH aKbIH KepceTeai
}aHe 6i3 S-TiH, M-ga 6erHeneHrexiH
KepreHae KepHeKi ToXKipubeHiH epeKLle
TYpi Nanga 6onaTtbiHAbIFbIH aTan KepceTei.
O6beKTUBTI TeOpUsINap KepiciHuue,
cypeTtep MeH GOTOCYpPeTTEP €H anibIMeH
OOBEKTIIEP MEH ONlapAblH, KACUETTEPI
Typasnbl AereH nikipre Herizaenemi
oHe cypeTuwinep meH doTorpadTap
KaHaaun aa 6ip OJIMEH NMCUXO0TUSANbIK,
TOXIPUOEHI KO3ablpaTbIH 6enrini 6ip
6eTTepai Whifapyfa TbipbiCaabl AereH
ovFa HerizgenreHs. Kepy Typanbl
aKnapaTTblK TEOpUS KepHeKi 6elHeney
«YKCaWTbIH» Ke3je canblCTbipMalbl Typae
WbIHAbIKKa ConKec Kenyi — BU3yanbl
YCbIHYFa aTafbl. «AFHWU, Ci3 opaanbIim
eKinre(npeacraBuTeNb) Kaparn, OHblH ap
TYpNi XaKTapblHa Ha3ap aygapraH Kesae,
OWblHAA 6erHeneHreHaep Typanbl Kebipek
aKnapar anblHybl Kepek» [20, 204 6.].
PenpeseHTaunsanblK BU3yanabl 3epTTeyaiH,
OyN TYpi — Kepy Typasnbl aknapaTTblK
Teopus cunattaMamMeH, aybl3ila YCbIHYMEH
MYMKiH emec.

Konnuureyn «OHep KarFuaanapbiHaa»
amMounsara 6annaHbICTbl TyblHAAYbI
Hemece KabbliaaHybl MYMKIH MCUXUKaNbIK
npouectepaiH, 6an NncuxogMHaMUKanbiK
TeopusiCbiH AambiTaabl. KONNMHIBYA YLWiH
Ke3-KeNreH caHaHblH 3MOLMOHanabl

3apsaabl 6ap. TyxbipbiMaamMachi3

epecKen cesiMTanblK AeHreniHae 6yn
3MOLUMOHaNbIK KyaT 6ipAeH 63iHiH,
TOXipUOEeNiK epiciHiH ceHCyMblHa HeMece
canacblHa JoHeKepneHreH. Cesim — 6yn
KONNUHIrBYATbIH, CE3iM MEH OMOLMSAHbIH,
OipTyTacTbIFbIH OiNAipeTiH YFbiMbl. byn
Keaen aMouMoHanblK KyaT YHEMI

[leHe peaKUUsCcbl Ke3iHae 6ocaTblnajbl.
Mblicanbl, 6ipey KOJblH bICTbIK NeLlKe
bICKblNar, (*blay) XaHe (Kapcbl/iblK)
ayblpCblHYMEH KOCbIbIM 6ipAeH ce3ineTiH
carnaHbl ce3iHyi MYMKIiH, coflaH KeniH 6api
GipaeH nezae alwbliagbl. annbl cesiMmTtan
TipWwinik nenepi KopllaraH optara oCblHAaK
*ayan 6epegi [20, 160 6.].

AunckKyccuna

OJli KYHre JeniH eHep
LblFAapManapbliHAaFbl TeNe-TeH,
KUbIHLWbIbIK KapananblM «63 XO0/bIMEH
YPY», O/ KaHOaW 01 HEMECE ChipTTan eTe
TYCiHIKCI3 60Ny fereHMeH Tapa3sbliaHabl.
CypeTwinepaiH agetre e3aepiH Tabybl
Kenge onap/bliH *YMbICbIHbIH KYH/bIbIFbI
MeH Ma3MyHbl KaHaaw fa 6ip annbl Hopce
aWTKbICbl KENTEeHAIKTEH, Oy }YMbICTap TeK
YKEKe KblI3bIFYLLbIIbIKTaH TyblHAaFaHAbIKTaH,
COJ XepaeH e34epi Ae Kenin Teopusra
Kynanabl. P. 9napuax «OaaH opi OHbIH,
MOHI MEH KYHAbIbIFbl Typasibl Oblnam
onnayfra 6osafbl: eHepai 6i3 TaHy YLiH
KONnJaHaTblH CblH MPUHUKUNTEPI — 6Hepai
TYCiHY MeH Garanayfbl KaMmTamMachl3
eteni. Erep 6i3 eHepaiH F MmaHbI3abl
6o0nallafFblH aHbIKTAUTbIH XoHe KaHaaun
[a 6ip KyHAbIbIKKA e 6onaTbiH OpTasiblK,
Y3[iK WblFapMacblH TaFanblHAaM BINcekK,

2 Jerrold Levinson, “Defining Art Historically,” British Journal of Aesthetics 19 (1979); reprinted in Philosophy of Art, ed. Neill

and Ridley, pp. 223-39 at p. 230.

3 P, K. KonnuHreyaTbiH, akcnpeccus Teopusnapsl: R. G. Collingwood, The Principles of Art (Oxford: Clarendon Press, 1938),

p. 41.

4 Robert Hopkins, Picture, Image and Experience (Cambridge University Press, 1998), pp. 53-63.
5 John Hyman, The Objective Eye: Color, Form, and Reality in the Theory of Art (University of Chicago Press, 2006), p. 73.
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OoJlaH KEWiH, CbIHHbIH, MiHAETTEPI MEH
CblHW XKafFaanabl Herisgeyre nikip ankblH
6onfaHgan KepiHep efi. CbiHLLbI, 9pUHE TEK
OepinreH }yMbICTblH F-Te Kagipri Hemece
O©TKEH yaKbITblH }XOHE OHbIH CTaTyCbIH
anKblHOaW 6ince, MaHbl3ablNbIFbl Aa
OpHbIFap eni. Eneyni popmachl, Kepkem
avKbIHAbIbIFbI Typasibl C63 KO3FaraHAa,
Mo[lEHMETKE CblHM KO3KapacTa HeMece
COHbI/IbIKKA KOJ1 XXeTKi3yae CbIHLWbI (He
CypeTLLi) eHepaiH epeKLLeniriH aHbIKTayaa
0oJIKiM, OCblHaM TYXKblpbiMAamMara Mui
cyneHeni.

CoHbIMeH KaTap, 6yn gunemma
YMITKe anaHAaTyLblNbIKTbl 9Keneai.
bonawakTbl arKbiHAay YLWiH HEMECe
abCTPaKTbIHbI XXaHe «MeTadbU3uKaHbl»
ycbiHaabl. OFaH MaHbI3bl1bIK GOpMachl;
ynnecimai e epKiH ovblH Typarbl
LblFapMaHblH TaHbIMAbIK KabineTrepi;
KepKeM MaHepniniri, CoHbIMeH, 6yn
¢oHAbl a3 FaHa TYCiHAiIpY apKblibl 60/ybI
MYMKiH, €PJliK, HEMeCe aHbIKTayLlbl
epeKLWeniK WETKINIKTI aHblK }oHe HaKThbI
60/1bIN K6PiHeai (My3blKagarbl coHaTa
dopmMachl; KecKiHaemeaeri ywoypbILWwTbl
KOMMNO3UMLMS; yaKbITTbIH 6esLweri, agpama
OPHbI }XoHe apeKeTi), bipak eHepaiH,
LWblHaWbI TYPNEPIHAE UKEMAI, KabblK oHe
cesimTan Kenepi. HoTuxKeciHae Xymbic
CblHblHa apHasiFaH nepcnexkTuBanap
nanga 6onFaHMeEH, eHepPiH KanbinTacKaH
aHblKTamMacblH aHblK 6aclbl/iblKKa anaTblH
HopCce wKapKbIH» 60NbIN KOpiHOen .
Hawap xafganga, Mmbicainbl, Xangerepi,
eHep Typasibl NanbiMaayblHAA «<KYMbIC
©3iHe MaKcarT peTiHae KOATbIH eMip
aKMKaTbl» aTTbl YCbIHbI/IFAH aHbIKTaMa
MeTabU3MKabIK KOHE NapoOXmUsbIK Tap
yFbiMa KepiHeai, MyHaa Xanaerepait
©3 KyLLU-XKIrepiHiH 6eniriHae (Mbicansl,
[MnaToH 6acKa 6afbITTa) 6i3e eHep MeH
eMipaiH HaKTbl dopManapbiH 6acKkanapabiH,
ecebiHeH anKblIHAaNMMbI3» aenai Pnyapa
Anagpuax [1; 3,4 6.; 10; 36 6.].
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«[erenbfiH, CyObeEKTUBU3M Typasbl
CblHAapbl» aTTbl Tapayaa 071 KaHTTbIH,
eHep Typasbl TYCiHiriH 60CTaHablK
Kbl3MeTiHAErigen Kex, KabblngaraHMeEH,
lerenb KaHTTbIH WbiFAapMalbliblK OEMHECIH
TbIM UHAUBUAYANUCT KOHE CYObEKTUBTI
nen cblHanabl. EPKiHAIKTIH, WbIHAWbI }XoHe
HaKTbl cesimai 6enHeci 60y yLliH lerenbiH
NiKipiHWe, eHepP TYbIHAbICHI YXEKE TeHUI
MEH OHbIH CYObEKTUBTI NCUXONOTMUSASbIK
KaXKeTTiNiKTepi MEH KYWTEPIHEH FaHa
€MeC, COHbIMEH 6ipre LiblFapMallblbIK
JaHbllNaHAbl KEeH TapaifaH ajaMmiapMeH
apanacyiaH oHe 60CTaHbIK
TY}KblpbIMAaMachlH YCTaHydaH 6actanybl
Kepek [1; 132 6.].

«HenikTeH CoHbIIbIK MaHbI3bl: ADOPHO
€pKiH orfay Typanbl» Aen atanagbl.

EpeKlue KepkeMiK Toxipnbe moaeHu
OHE YTUINTaP/IbIK TYPFbIAAH WbIFabl,
an }aHa MafblHalbl HbiCaHdapabl acay
KabineTimeH MaKTaHa OTbIpbIM, WhkiFapMa
calbICTbipManbl TYpAe aniblHFbl KaTapfa
LbIKKAHMEH, JamMy NMPOrPECCUBTI }KoHe
ellKallaH ToNblK 6onManabl. ALOPHO,
©60nFaH Ke3ae oCbl anablHFbl HOTUXKENEP
Typasibl ECKEPTIMN: «TeK CbIHW TyPFblAaH
KapacTblpbliaTblH KOPKEM TyblHAbINAP,
KepKeMeHep acay, SFHU epKiH MafFblHaHbl
KanblnTacTblpyaa [BepxanteHCBENCKE]
P3NCOH-A'Tpe-ae 6ap» eKeHiH Mbicasnfa
KenTipeai [1; 134 6.].

«TyciHaipMeaeri nntopann3m xoHe
weKteynep: Abpam, duw xaHe deppuaa»
aTTbl TapayblHaa Pui neH Abpamc, KepKeMm
MOTIH/I a3ylibllap MEH OKblpMaHaap
CYMbIK JIMHIBUCTUKANbIK Kypanaapabl
KOJiJaHa OTbIPbIN KypblibiMAap xacay
apKblibl TyciHeni, 6y KypanaapabiH Ko
KeTiMAiNiri MeH gamybl OHbI asifiblH-ana
KanblNTacKaH «MCUXUKaNbIK MafFblHaHbI»
aynapyAblH OpHbIHA TEK MaFfblHaHbI
Kypawnabl. Onap Tingik npakTUKaHbIH,
HETKINIKTI }annbl anfblllapTTapbl MEH
KOMMYHWKaLMSANbIK KaFganfFa KaTbICThl
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aBTOP MEH OKblpMaHAap MOTIHHIH,
MHTEepnpeTaunsacbIMEH LaMaMeH Kenicefi
[en Kytyre 6onaabl» genai [1; 162 6.].

Heppunaa, KepiciHwe, Ke3-KenreH
CaHaHblH, TiNAIH KyObliManbiiblFblHa,
OaKblNaHOANTbIHAbIFbIHA, TINAIH,
e3repyiHe }aHe KannblHa KeNTipinyiHiH
allbIKTbIFbIHA, TINTI KENAE Kannblifa
opTaK arKblH Xxabapfa Kbl3blFyLLbIIbIK
TaHbITagbl. OHbIH 63i CbiHLbINAPAbIH,
KYLL-}KirepiH cbiHaraH Ke3aeri eH KyLWTi —
Mblicanbl, Pyccogarbl }aH CTapOGUHCKUI
Hemece Mannapmagarbl aH-lbep
Puvyapp — 6ip MaTiHre Hemece aBTOPAbIH
XYMbICbIHa 6ip MaHAI, MafblHaNbI
HemMece xabapnama Kypyfa TbipbICThbl.
KepiciHwe, Jeppunaa opTanblK 6enHeni
y3iHAinepae KonaaHblnatblH Pycco Hemece
MannapMeHiH ce3aepi Ken mafbiHa/lbl
Hemece MafblHaCbl3 eKeHiH 6aca antaabl
[1; 165 6.].

«CypeTwWi-i3aeHyLli opeKeTi cebenTepiHiH,
TaburaTbl }oHe apTUKYNALNUSA cunaThl
apKbliibl 6i3 6ipKaTap gaynbl Macenenepai
lwewe anambl3. TYCiHyaiH apTYypi
cTpaTeruanapbl 6ip KepKeM/IiK 06beKTIre
KaTbICTbl HEMECe 6ip-6ipiMeH yrnnecimai
60/1aTblH SPTYPJIi MHTEPNPETALMUATIbIK
MaJlimaemenepre oKenyi MyMKiH...
LLlekcnupaiH Kasipri uHauBuayanuamre
KaTblHacbl Typasbl, OHbIH reHaepniK
pengep MeH reHaepnik afaHaayLwbliblK
Typasbl, CaxHalblK WebepsikKke aereH
Kbl3bIFYLLbINbIFbI }XaHe MeTadopaliblK
KUSANAbIH, KYLWi Typanbl 6apiH 6ipaeH
anTyra 6onajbl, BUTKEHI OCbl 3aTTapAblH,
9pPKaKcbIChI Typasibl OMiap Heri3ai Typae
TyblHA@Ybl MYMKiH» Ier€H o1 anTa/bl
[1; 162 6.].

TeaTp Teopusicbl 6OMbIHLIA XKYNENi KaHe
CblHM daicTep Typanbl Kpuctodep banm
«TeaTpTaHy» aTTbl OKY/IbIFbIH/a Xa3FaH.
On TeaTpTaHyabl Aepbec NaH peTiHae
laMybl 49CTYPSli TaKblPbINTbIK MNOHIHEH
TEOPUANBIK TOHKEPIC CbIHbIHA KapaWn

JaMblfaHblH «bipiHWigeH, XX Facbipaa
perxuccepaiH... KonblbIMHbIH 63i 04e0M
CbIHHbIH, KO/lA4a 6ap KypangapblHbIH
KemeriMeH KongaHb6anTblH 63iHAiK Kypaeni
KOPKEM LUblFapMa eKeHiH YKTbIpAbl.
EKiHwWIigeH, Ta3a Tapuxu NaH 6oamac ga,
TeaTpTaHy Kasipri akTepnik ToXXpuoeHi
TYCIHAIPYMEH arHanblCaTbIH FblbIM
peTiHAe KalTa KapacTblpblla 6acTajbl.
YWiHLWigeH, oCbl OHXKblAbIKTap 60Mbl
ryMaHuTap/blK FblibiMaapabiH 6apblK
canacbl KeniH TeOpPUSASbIK TOHKEPIC

[en atanaTblH CblIHaKTapfa Tan Kengi»
nengi [24; 90 6.]. leMeK, «ceMUOTHKa,
JINHTBUCTUKaAaH XaHe T.6. anblHFaH
naesinap MeH Teopusnap TeaTpra aan
conan on-oHan KongaHblIManTbIHbIH
6inaipeni. CeMnoTUKanbIK K63KapacneH
anTcak, Teatp — epeKue okura. CoHAbIKTaH
CEMUNOTUKANbIK TEOPUSHBIH TeaTp
TEOPUSACHIHA KaH-aKTaH eHiM[i KaHe
Ceprek biknan }acafaH CbIHMeH 6eTne-6eT
KenreHi TaH-KalapsblK Hopce emec»

[21; 94 66.].

«Kasipri 3amaHfbl eHepiH Kenobip
ToXipuobenepi: NPUMUTUBUIM,
BEPHaKyNAPM3M, aBaHrapan3m KaHe
KOHCTPYKTMBU3M» aTThbl TapaybiHAa
P. Snapumk gectyphi eHep — cayner,
91ebueT, My3blKa, KECKIHAEME, MYCIH XaHe
6un — ByKapasblK aknapaT Kypangapbl
3CTETUKaNbIK OEKITYAiH KepeMeT
MYMKIHAIKTEpPIH 6EpEeTiHI HaKTbl TYPAE
KepcerTinreH. lLbiFapmanap ocbl 6yKkaparsbiK,
aKnapart KypanjapblHblH 9pKancbiCbiHAA
LWbIFAPbIIbIN, KEPEPMEHAEPAIH HAa3apblHa
YCbIHbIIFaHAbIKTaH, 6i3 onapabl catupanap
(KoMmeausnap HeMece Tparegusnap) *KaHe
anervanap (Maunusanap MeH anerusanap)
peTiHAe Kabblnaayabl XaFactolpa 6epyimia
MYMKiH }XoHe 6i3 6y Typasbl AaynacybiMbl3
[a MYMKiH. Macene onap acTeTUKasnblK
pacTtayfa KOJ1 }KETKi3e Me, a/1e o/lap Ha3IK,
60c, casicaTTaHblpbl/iFaH, TEK COHAIK,
OWbIH-CayblK, EPMEK, MOpPanbiblK XoHe T. 6.
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KaTapblHAa Ma? Anainia, }aHaZaH nanaa
60/IFaH KBPKEMBHED LiblIFapMallblfbIFbIHbIH,
3CTETUKaNbIK TYPFblaaH GeKITyre xaHe
MaTtepuanibl KUAIMEH 3epTTeyre epeKiue
6eniMmaenreH TakblpbINTbl OMNay MeH
3MOLMOHaNAbl KapblM-KaTblHAC opTasblfbl
peTiHAe YCbIHYFa Kanak KapanTblHAbIFbIH
Oip COT ECKe TYCIPreH }eH» Aen eckepreai
[1;2746.].

byn xepae aBToOp NOCTCTPYKTYPaIn3m
MEH ncuxoaHanuns, peHoMeHonorus,
MaEHM MaTeEpPHAIN3M KaHallbi
Teopusinapbl ocep eTin TYpFaHablFbIH
avtagbl. P. dnapuax kapacTtblpraH
eHep GPUNoCcoPUACHIHbIH, KbI3BMETI
MEH MaHbI3AbINbIFbIH CbIHW TYPFblAaH
TYCiHAIpYyNepiH Keneci nepeKkTrepMeH
canbICTbIpbIN Kepenik. [asug boepcema
«OHep dunocodusichl: AcTeTnKa
Teopusanapbl MeH Taxkipnoenepi» [4]
atTbl eHb6eriHae eHep GUNOCOPUACHIHbIH,
Herisaepi XoHe onapblH Kasipri 3aMaHFfbl
LWblFapManapfa Kanam KongaHblnaTblHAbIFbI
Typasbl a3faH. 9p Tapay Gna0CoOUSAHbIH,
HEri3ri yl KesKapacTtafbl opTypi
naesnapbiH: MeTadn3nKa, rHoCceosorus
¥OHE KYHbINbIKTAp TEOPUSACHIH KaMTUabI.
CtuseH lMpeccodung apbip eHep agambl
LblFapMaLllblfibiFbIHAA «OHEpP LWanKackl»
[5] aTTbl KiTabblHAA TYNFaHbIH, 6apPbIK
Kedeprinepai Kanam »eHin Wblfbif, 63iHiH
iLKI WblFapMalblblK LAaWKacTa KeHicKe
WeTyi Typasibl asfaH. L birapMallbliblK
MIHAETTEPIHIH HENIKTEH KUbIH €KEeHAIrH
YKOHe onap/bl Here MalnHa CUSKTbI
KanTanan anmanabl? bi3 naeanapabl anfax
Ke3ae «KoFapbl» MaKcaTTapmeH 6eTne
6eT Kenewmia. benrini 6ip ngesnap cypet
canyra, ¥asyfra Ke3/[1eNCOoK utepmeneni.
bipak naesnapibiH WabbITNEH OWFa Kenyi
OHaW Topi3ai 6oaFaHMEH, OyN naesnapabl
Y3€ere acblpy KUblH EKEHIi Typasbl aBTop
Macerne Ketepeni. Pobept AHpuaiH “The
Art Spirit” («<BHep pyxbl») [6] eHberi 6acKka
eHep MeKTenTepi YLWiH Heri3ci3 60/ybl
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MYMKiH. BipaK, oHa aBTOPAbIH 63i }XyMbIC
iCTEreH »oHe oCbl CTYAEHTTEPMEH 66NiCKeH
eHepai KypyablH 6ap/iblK Xyneni Tecingepi
KaMTbl/IFaH.

«OHep ¥aHe cynynbiK GpUIocoPpuschbl»
(“Philosophies of Art and Beauty”) [7] —
6yn anemjeri eH y/ibl OnlblNAapablH,
accenepi MeH asbanapbl YIKEH Kenemae
6epinreH eHoOeK. [NnaTtoHFa AEeniHri
apalblKTa eHep afieMiHe acep eTKeH
YKoHe 6i3fiH eHep TyblHAbIIapbiHa AereH
Ke3KapacTapbl 63repTKeH naesnap MeH
TYXblpbiMAaManapbl Anb6epT XodbcTaae
*oHe Pnyapa KyHc pegakumaceiHaa
TonTacTblpblnFaH. O6GbeKTUBTI CYNYIbIK
neH BU3yanabl 6enHeney npoueci Topisgi
naesnap ete Kypaeni 6onfaHMeH,
onapablH, 6apnbifbl 6HEP canacblH4aFbl
CypeTLlifiep YWWiH KyHabl AepeKTep peTiHae
KenTipinreH. ABtopnap Jasua banna
oHe Tea Opnang “Art & Fear” («<OHep
MeH ypen») [8] TaKblpblbblHAa 94eTTe Ken
cypeTLlinep Kosfan 6epMenTiH bGipHele
CYPEeTLiHiH, eHep WhiFapMallblbIFbIHOAFbI
KiliripiMm HloaHCTapAbl *asy Tocini
peTiHAe NiKipnepiH XXUHaCTbIpFaH.
KeGiHece KpeaTuBTi cypeTKepnep
LW blFapMallblfiblKTafFbl ThiFbIPbIK, 63iHE
JereH CeHiMci3AiK neH Kkenterex
Macenenepaid KatapblHaafbl 63iH
[opiNTerilTiK angay CUHAPOMbI Topi3ai
KUbIHAbIKTApFa Tan 6onaabl. byn
KiTanTa KEPEMET LiiblFapMa XacayblH,
Here CoHWanbIKTbl KUbIH EKEHIH
CUnaTtTanTblH XaFgannap TangaHraH.
LLbiFapMallblnblK yOepicTiH 6acbiHaH
asifblHa AeniH TaHFa)Kamnbln TybIHAbI }Kacany
«ascbl» cMnaTtanaabl. EH Herizrici, 6yn
LblFapMalliblfblK TOCKaybl1AblH a3anTapbIH
YKOHe XaHa 6acTaynapiaH KOpKyablH
cebenTepiH KamMTUabl.

lerenbaid “Introductory Lectures
on Aesthetics” («3cTeTnKa gopictepiHe
Kipicne») aTTbl KiTanTa AacTypAni
durnocodua TyKbipbiMaamManapbiHa,
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3acTeTUKa Typanbl Kipicnenik gapictepiHe
opalny KapacTblpbliFaH. lerefib — MyciH
YKacayaH 6actan KecKiHaeMe eHepiHe
[ENiHri eTe MbIFbIM MiKipsepi 6ap eH KeH,
TapanfaH ¢unocodtapabliH 6ipi. byn Kitan
lerenbaiH 1800 blngapablH 6acbiHAaFbI
OHep MeH CYNYNbIK Typasbl MikipnepiHiy
Kelipmeci. 9puHe, dUNocodUsiHbl, eHepi
HeMece eKeyiH TeH KapacTblpy YLWiH eTe
KyHAbl 6acbinbiM. EpeKiueniri, 6yn Kitanta
lerenbfiH KenTereH nikipnepi Typanbl on
GeniceTiH CypeTLinep MeH ¥asylblnapabliH
TyciHaipmenepi 6ap [9]. OcTH KneoH
“Steal Like an Artist” («CypeTwi Topi3ai
ypna») [10] KiTabbl TaKblpblObl }aFblHaH
6acKalla ecTiNreHMeH, WblHAbIFbIHAA
aBTOp Hafbl3Fbl 6HEP PUNocodUschI
MacenenepiH KetepreH. lereHMeH, oHaafbl
naesinap CypeTLwinep yLiH XeTKIiniKTi
dunocoduanbik onra ne. OctuH KneoH
KiTaObl 8N KYHre AENiH Y/IKEH KETICTIKKe
KON XeTKi3yae. ABTOp 63 KiTabblH 63
e6eKTepiHiH, iWiHaeri oHan oKblNaTblHbI
[len caHaFaHMeH, Tanankep Hemece Kaciou
cypeTLlinep ywiH ge MyHaa TapTbiMAbl
naesnap 6ap. 160-TaH actam WafblH
o6etrepae OCTUH WbiFapMallblibIK Typasibi
©3iHiH OMlapbIMEH XaHe ToxipnoenepimeH
6eniceni. Moesinap KanaaH Woifabl,
cypeTLinep 6ackanapiaH Kanan Kapbl3
anbin, 0JjaH KenTtereH KaHaan ga 6ip KaHa
TYbIHAbI WbIFATbIHAbIFbIHA MOH 6epefi.
CoHbIMeH KaTap, «eHep» Aen caHanaTblH
KYHIbIIbIKTapMeH 6eicin aHe ci3ai
©3iHi3re ochl cypaKKa »ayan 6epyre
MoXOyp eTeai. Graham «Philosophy of the
Arts: An Introduction to Aesthetics» [11]
«OHep dunocodusichl: acTETUKAFa Kipicne»
[en aTbl anTbin TypFaHaamn 6ip NoHHEH
€KiHLWi NoHre eTin, TakblPbINTbI anfall peT
Oy3yFa KaaMm }acafaH agamjapra WbiHan
Kipicne peTiHae ycbiHbIFaH. LbIHAbIFbIHAA,
Oy/1 KiTan MaCeneHiH TopTacbiH Kak 6ene,
HblCafafa [19/1 TUTi3eTiH WbIHAbIKTap/bl
KeTepeni. MyHaa ApucToTenbeH lerenbre

JEWiHTI y3iHAinep MeH KenTtereH 6acka
dunocodTapblH TYKblpbiMAamManapblH
KaMTuabl. TakblpbiNTapbl XafblHaH
CYNyNblK NeH acTeTuKa dunocodusicbiHaH
6acTan, Kasipri 3aMmaHfbl eHepre
KaTbICTbl CbIH-MiKipnepre aeniH 6ap.
Kes-kenreH wbirapmallbli Ty1Fa 63iHe
KaXKeTTi KYHAbIbIK Tababl. by My3blKa,
OenHeney eHepi, Xagzy, Ou oHe 6acka aa
LWblFapMalLlblfiblK KepiHicTepai KaMTUTbIH
eHep punocodusacbliHa Heri3ri Kipicne
60/1ybl KEPEK.

CtueH M., CaH meH ApoH MecKeH
penakuusiceiHaarbl “Aesthetics:
A Comprehensive Anthology” («3cTeTuKa:
KeleHai oHToslorns») [12] 6yn MblHAaFaH
XblSidap 60MFbl KenTereH aBTopnap
apacblHAaFbl KenTereH xazbanapibiH
HWbIHTbIFbIHAH apTblK eMec. PunocodTap
y3aK yaKbIT 60M1bl 3CTETUKA Typasibl
nikipTanac »ypri3fi }xoHe KoFfam AaMblFaH
caWblH 6yn ngeanap esrepai. Heriari
KiTanTblH, 6epeTiHi 6Y/1 3CTETUKAHbIH,
Kanau »yMbIC iCTEUTIHIH, eHepaeri
3CTETMKA Kanawn xaHe onapablH Kasipri
3aMaHMEeH Kanan yuiece 6eniMmaenreHin
eTe XaKcbl TyciHaipeai. onemaeri
dunocodua KaHKynepnepi naeanapabl
HuuwepneH 6actan LoneHrayepre AeniHri
apanbIKTbl OKyAbl YHATATbIHAbIFbIH OCblAaH
Kepyre 6onaabl. ABTop CnHTMA ®punang
«LIbIHABIFbIHAG Oy 6HEP Me? OHep
TeopusicbliHa Kipicne» [13] aen atanatblH
3epTTey eHOEriHiH TaKbipblbbiHA KapaFaHaa
6enrini 6ip MarblHaa apaHaaTyLWbUIbIK
60/1bIM KePiHYi MYMKIiH. bipak, 6yn
LblFapMallbliblK MeH 63iH-63i KepceTy
acTapblHAaFbl aBTOPAbIH paLMoHanabl
OHE XKeKe naesanapblHblH YTbIMAbI
KepiHici. byn »epje aHrime, acipece
KOFaMHbIH eHepre AereH KeskapacblH
©3repTKEH Jay/ibl TYCTapblHa KaTbICTbI.
«ByN WbIHABIFbIHAA 6HEPre }aTta Ma?»
[lereH cypakrap asicbl bigblC-asaKTap
6enHeciHeH 6acTan, Tenewoynapasbl
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KamTuabl. byn Typansl dpunocopus MeH
eHep Teopusichl Typanbl naesnapabiH,
oNnapAblH Kanau 6ipirin »}aTKaHbIH Kepy
YLiH KapacTbipblIfaH cayangapabl
Kypanabl. KentereH tapaynapbl
NCUXONOrUsiFa KaTbICTbl 9P TYPJi eHepP
TYp/iepiH Kanan KabblganTblHAbIFbI TYpasibl
MW Tangaynapbl MEH OHbIH TaXipubenepi
Typasbl FblibIMK MafliMETTEP Bepedi.
KitanTblH Heri3ri noesnapbl eHeEpdiH

KeH ayblKMOaFbl GEMHECIH }KOHE OHbIH,
Xblngap 60MFbl Kanan JaMblFaHblH Kepyre
KemeKTecei. OHXbINabIKTap 6ypbiH KENBIp
eHep Typsiepi COHLWaNbIKTbl XXUiPKEHILLTI
KepiHce, an Kasip 6yN KanbIMTbl XoHe
TINTi }XaHalbll Ma AereH cypaxkrapibl
aBTop anfa TapTajbl. byn cypaktapablH
*ayabbl CUHTUSIHBIH, }Xa36anapbiHaa
KaTTbl TaNKblNaHaabl. MyHAa Kitan eHep
GunocodPpu1AaCbIH ayKbIMablpaK binyre
MYMKIiHJIK 6epreH.

«Busyarndbi cypem, yKcacmbik XoHe
olbIH». Puyapa dnapux Bu3yanabl eHep
canacblHAafFbl YKCACTbIKTbIH, IMHIBUCTMKA
canacblHaH e3relle eKeHgiriHe Tepex,

MoaH 6epeai. Ocbl apaga 3epTTeyLi

dnunT WeepaiH «CypeTtepre Tepex,

YHiNy: KepPHEKINiK 60MblHLIa 3cce» AereH
eHberiHeH anblpMallbINbIKTbIK Mblcaniap
KenTipeai. ®avHT WeepaiH, (MMHIBUCTUKANbIK
KepiHicTepre KapafaHia) KopHeKi 6enHenep
YCbIHbIJIFaH HblCaH/bl TaHY/blH, CUHTAKCUCTIK
YOHEe ceMaHTUKalbIK epexenepiHiy,
YOKTbIFbIHA HEeri3aenreHiH eckepin,
BM3yasbl 6EMHEHI HEMECE KECKIiHai
JIMHFBUCTUKASbIK YCbIHYaH axblpaTyFa
ThIPbICTbI AeWAi. Byn aypbic, 6ipak TafFbl Aa
6ip MaKcaTTbl Xibepin anabl aenai P. AnapuK
[1, 99 6.]. OrTKeHiI 'yamaH nnMremcT

peTiHAe cunatTaMaHbl aybl3lla YCbIHyaaH
6actan, TingiH 6acKa TYPiH — CUHTAKCUCTIK
YOHE CeEMaHTUKaJIbIK XafblHaH Tblfbl3

YKOHEe casbICTbIpMasbl TYPAE Ko
nanaanaHaTtbliHAbIFbI TYpabl Macese
Ko3ranabl [22, 73 0].
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Kengann YonTtoH lN'yamaHra
[eHoTalUMsHbIH 6eMHEHI KapacTblipyaa
Heri3ri emec eKeHfiriHe KapcblblK
6ingipeai, eMTKeHi agamaapna 6enHeHi
(penpe3eHTaumsHbl) XacanTblH d/1EM
601ybl MYMKIH [1, 99 6.]. KapacTbipblnfaH
0ObeKTINepaiH 6ap eKeHairi Typanbl
60/KaM }acamaMn, onapbl 6enHe
OWbIHbIHAA TipPEK peTiHae NanganaHibl.
Mbicanbl, agamMmaap LWblH MOHIHAE XOK
«KaJIFbl3 MYMi3i» }aHyapnap cypeTrepiH
KapacTblipaTbliH KUSN anemi 6ap genik.
[Jemek, Bu3yanibl pernpeseHTalusiHbl
TaH4ay MyHOa KOHCTPYKTUBTI HEMece
6enriney KblaMeTi peTiHAe MiIHAETTI eMec.

PvyapartbiH anTybiHLWa, 6Y/1 KApCblbIK
Ta MaHbI3abl emec. Cebebi, Kan anem
60/IMachblH OHbIH, LbIHaWbI TYpae 6ap
He }OK eKeHiH TyCiHy MyMKiH emec. byn
}epae HaKTbl XKblKblnapabiH, KycTap
MEH ByFbllapAblH KaTapblHAa XUHaManbl
6enHe «wKanfbl3 MYMi3aiH» Typybl aWKbIH
emec. PenpeseHTauusanap 63eKTiniKTiH,
Kenbip 6enrinepiMeH 6annaHbICTbl 60YbI
MYMKiH. CoHbIMeH KaTap, ['yamMaH ewTeHe
KOPCETIIMENTIH cypeTTepaiH, «6ap->KOFbiH»
enKen-terkenni Kapactbipagbl. CUKbIPAbI
OEeWHeHI cypeTTiH Bip Typi peTiHAE ¥aKChbl
TYciHyre 6onafpl, 6ipak oHbIH 6enrici
Henmik 6onaTbiH CUKbIPNbI CypeT. HKoK
HblCaHAap/bl KEPCETETIH CypeTTEPAiH,
MyHZawn Typaepi 60/ybl MYMKIiH, 94eTTe
cypeTTep ic Xy3iHae 6ap HblcaHaapabl
6enriney ywiH KongaHblnatblHAbIFbI 6GENTiNi.
An «Kanfbl3 MYRHi3» cypeTi AeHOTaUUsANbIK
3NeMeHTTePAiH PEKOMOUHALUACHI
HOTUXKECiHAe Nana 60NFaH, onap Kenage
HaKTbl aTTap MeH XblKbl 6eHenepiH
CYypPeTTenTIHAIMH yaMaH, COHbIMEH,
«OHepniK Tingep» aen atanaTtbiH eHoOeriHae
anTbin OTbIp. COHbIMEH, YONTOHHbIH,
KapcCbl/blFbl }asnblFa YCbIHbIIATbIH
OYHUENXYIIiNiK TyTblHya — HaKThbl 6enriney
TanantapblHa COMKEC KEJIMEUTIHAIT Typasbl
[1,996.].
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YONTOHHbIH, EKiHLWI KapCbUlbIFbl
oflaH repi ganengi xaHe on [yaMmaHHbIH
LIaPTTbl AN1EMEHTTEPIH KNacCcuKasblK
YKCacCTbIK TEOPUSACbIMEH BipiKTipy *KOJblIH
KepceTedi. YONToH e3iHiH «Mumecuc —
ceHaipy peTiHae» aereH eHberiHae [22,
364 6.] l'yamaHHbIH, Mbicanbl, Bepmeepai
BbpaK cypeTimeH canbiCTbipFaHia, YIKeH
peanuamai TYCiHAIPYAiH KMbIHAANTbIHbIH
anTtagbl [23, 35 6.].

Yonnxenm atan eTkeHaen, 6i3
OenrifieHreH HbicaHabl, (Mbicansbl,
MbICbIKTbI) T.6. Kepe anambl3. COHbIMEH
KaTtap, aHTponosiorusaaa aa, KorHUTUBTI
ncuxonorusifa a *}akblHaa Xyprisinrex
HYMbIC «OENHENIK GENKYHONMINIK» —

*ac cobusiep HeMece OKLlaynaHfFaH
TannanapablH 6eMHeNiK KepceTyiHae
EPTiniKTi KYNeCi oK — cypeTrepaeri

3aTtTap/blH, 6enHeCiH BipaeH Tycipy Ke3iHae

OWbIHFa pYKcaT eTiNIFreHHEH repi — OMbIH
Hemece CeHiMHiH HaKTbl TociaepiH
YMpPEHyi KaXeT eTeTiH ecenTiK Kasbanap
Tesipek 6enimaeneai nen 6omKanabi»
nenni Mankn Hetoenn e3iHiH «byn

cypeT AereHimia He? OnTuKa, peanusam,
abcTpakumsa aereH eHoeriHge [24,

11-14 66.]. CoHbIMeH KaTap, Bonnxenm ae,

dnuHT LLleep ae atan eTKeHAeNW, agamaap
6enHenep Kacay MeH onapra Kayan 6epy
Ke3iHAe 63 TaKblpblNTapblH aHbIKTayda
«TabUFK reHepauusHbl» KepceTeai [25,
11-14 66.]. AFHKU, MbICBIKTbIH HEMEce
UTTIH GipHell e cypeTiH TaHblFaHHAH KeWiH,
Ke3-KeJreH cypeTTi Mbicasbl, 6ipaeH
TYCiHY KMbIH 60/IManTbIHbIH YOnxenm
KOpbITbiHAbINAWabl [1, 38 6.].

KaHaan 60/MacbiH eHep LblFapMachl
OapnblK }aFqanaa ofaH ConKec
Matepuanbl KabaT NneH KypblibiMFa ne
06BEKTUBTI OMIpP CYPETIH MATIH peTiHae
KepiHyi MyMKiH. Byn MaTiH KaHaaK
afaana TypaKThbl inecynepiMeH KoHe
e3apa 6annaHbiCTapbiMEH «NanbiMaayFa»
alwbIK 601ybl MYMKIH 6€? My3blKanblK,

911ebu, KECKIHAEMENIK MOTIHAEPAIH,
«KaHOHAbIK» }afbl3 Aapa AypbIC OKblYbI
6ona ma?

JemeK, 6enHeNiK-TaKkbIpbINTbIK
KYPblJIbIM KOHCTaHTacbl 9pTypi
LblFAapManap MeH eHepaiH TypnepiHaeri
MOHJAi Kypay KOHCTaHTaCblHbIH, KENiJli eMec.
Byn weiFapMmanafsbl TaKbIPbIn NEH UAESHbIH,
(madochbl) conKec KenmeywwiniriH 6ankay
eHep TeopusiCbiHAaFbl HEri3ri 6antapibliH
Oipi eKeHiHe PAnapumx Kken MmaH 6epea;.

deHoOMEeHONoruanblK Hemece
CyOBLEKTUBTI Teopuanapia TaHb6anaHraH
6eTTe KepiHeTiH S TaKblpblbbl KEPEPMEH
ToXipubeciMmeH aHblkTanazbl. COHbIMEH,
Po6epT XonKKHC KepepmeH S TaKblpblOblH
M TaH6anbl 6eTiHAE Kepeai, erep
OenrineHreH xepdi Kapay Toxipunoeci
KecCKiHaeMe e3iHiH 3aTbl peTiHae
KabblngaraH HaKTbl OOGbEKTIHI Kapay
ToXipubecimeH yKkcaca, agenai. Atan
anTKkaHaa, TaHb6anaHfFaH 6eTTi Kapay
Ke3iHae ae, 6eMHeneHreH HaKTbl TypFaH
HblCaHbl Kapay Ke3iHae ae M HbicaHaaFbl
HaKTbl OObEKTIHI OHbIH, 3aTbl peTiHAE
KapacTbIpy YLWiH 6ipAen KypblibiM MilliHiH
Kepy KepekK (Bn3yanbl Toxipnbeci
60/1ybl KepekK), 6yN epae KoJidaHbICTaFbl
06BEKTIHIH, CbIPTKbI NilliHi — OHbIH,
KOHTYPbIH 8MHEK TaKTacblHAa 0O bEKTIAEH
6enrini 6ip KaWbIKTbIKTa OpHanacTblpy
apPKblJibl OPHANACTbIPbINATbIH KOHTYP»
Typasbl P. XonKKHC e3iHiH «CypeT, 6eirHe
KOHe TaXipube» aTTbl KiTabblHAA OCblNamn
TYXbIpbiMAanabl [26, 53-63 66.]. OHAa XKOK
HblCaHAapAblH CYPETTEPI YLWiH TeopUsra
TY3ETY/IEP EHTI3Y KaXeT, OUTKEHI 6i3 6ip
TEKTIHI, MbICalbl, CUKbIP/Ibl CYPETTE KOpe
a/laMbl3 XXaHe KapuKaTypanap CUAKThI
aleni bypManaHfaH cypeTTepi Kepin
TYCiHe anambl3. PeHOMEHONOMUANbIK
TeopusinapabiH apTblKWbIIbIFLI — ONlap
rpaduKkansik 6enHeney 6enrini 6ip
TYPFblAaH TybIHOANTLIHLIH @lKblH KepceTeai
KoHe 6i3 S-TiH, M-ga 6eMHeneHrexin
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KepreHae KepHeKi ToXipnoeHiH epeKklle
TYpi Nnanga 6onatblHAbIFbIH aTan KepceTei
[1,396.].

O6beKTMBTI Teopusnap KepiciHule,
cypeTrep MeH GpoTocypeTTep eH anibiMeH
06beKTINIEP MEH onapAblH, KacuetTepi
Typasbl AereH nikipre Herizgeneni »xoHe
cypeTuwinep MeH dotorpadTap KaHaam aa
Oip YONIMEH NCUXOSIOTUSNBIK TOXIPUOEHI
Ko3ablpaTbiH 6enrini 6ip 6eTTepai Wwhifapyra
TbipbiCabl AereH onfa HeridgenreH. OHbIH,
OpHbIHa cypeTuWinep MeH ¢oTtorpadTtap
6opi Kanam KepiHeTiHiH enecTeTei
Hemece Tycipeai. CoHbIMeH, [IXKOoH XanmaH
S-ni M-ae Kepyre MyMKiHAiK 6epeTiH
YKCacCTbIKTap, (a) OKK/03u1s NilliHi Hemece
KOHTYP NilliHi MEH caHpbl1ay TYCi (HaKTbl
3aTThblH TECIKLWECI apKblibl allbliaTbliH TYC)
apacblHOaFbl TIKeNen YKcacTblK aHe (b)
OKKJTI03M4 MilliHi YXaHe 6enrineHreH 6etre
KOPCETINTEH XePTiiKTi TYC KepepMeHre
Tayenai emec» Aen TyKblpbiMaanabl IxoH
XanmaH [27, 76 6.]. «O6beKTUBTI KO3:
OHep TeopuacbiHAAFbl TYC, POPMa HKoHe
WbIHAbIK» AereH MoHorpaduacohbiHaa. byn
TEOPUSAHBIH apThIKLWbIbIFLI — CypeTLlinep
6i3re 0O6bEKTIre KaTbICTbl K63Kapac
TYPFbICbIHAH AYPbIC TYCIHY YLiH Ken
HYMbIC XacanTbIHAbIFbIH 6aca anTajbl.
O6BLEKTUBTI TeopUanap YLWiH KUbIHAbIKTAP
TyblHAaMabI, anana 6i3 cypeTwinep
63 XYMbICTapblH Kanan }acanTblHbIH
KapacTblpambl3. JoMUHKK Jlonec nex
Maikn Hbtoenn o6beKTUBTI Teopusinapfra
Kapcbl 6onFaHAbIKTaH, cypeTwinep
6osNFaH 6eTiHAEri XeprinikTi TycTepai
CypeTTenreH 06bEKTIHIH, Anadparma
TYCiHE Wi COMKEeC KeNMENTIHAIriH»
JomuHuk Jlonec «benHeney Tyci:
3CTEeTUKA OHE KOTHUTUBTIK FblSIbIM»,
dunocoduanbik ncuxonoruna [28, 415 6.],
M. Hbtoann «benHe gereHimis He?» aTTbl
MaKananapbiHaa ganengerex [29,

75 6.]. OneTTe 6051FaH 6ETTIH XapKblparaH
TycTepMeH 6ipaen 60nybl MYMKiH emMec,
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OWTKEHI onap KYHAi3ri »apblKTa KepiHeai,
Ke3 KeJreH }araania cypeTulinep
KebeunTyre KaparaHaa «KapblKTblH, PEHKTIH,
}OHE KaHbIKTbl/IbIKTbIH apacbliHAafbl
KaTblHacTapfa CoMKec Keneai» aeni

Tafbl ga M. Hbtoann [29, 75 6.]. Onap
}apbIKTbIH, 6erini 6ip XarfgannapblHaa
6i3re Kafan KapauTblHAblFbIH BU3Yyas bl
ynenepimisai XXyYMbICbIH ecKepe
OTbIPbIN enecTeTyre Thipbicabl
(ranepesinapaarbl XoHe TaburaTTarbl
3aTTapiarbl CYpeTTepaeH epeKLieneHei)
EKiHWiaeH, TiNTi KOHTYpAbIH HEMeECe
OKKJIIO3USHbIH, KepiHici 6enrini 6ip maoaeHu
e3repicke yublpaybl MyMKiH (6i34iH
BU3yasnibl XXynenepmeH 6enrineHrex
LLEKTE), COHAbIKTaAH HblCaHAap Kanawu
KOPIHETIHI Typasbl AypbIC TYCIHIK anyablH,
apTYpAi Tocinaepi 6ap; COHAbIKTaH Kenobip
HblCaHAapFa TYCipy TYpPFbICbIHAH Gip
Ke3Kapac 6oMaybl MyMKiH. Hbtoannai
anTyblHLWA, TPEK-PUM CypeTLinepi sgetre
Teric annuMncTi emMec, 6ypbIWTbl 3IUACTI
nanianaHajbl, OHbl 6YriHAE blabIC-asK
NneH KyMblpanapblH AeHreneK XueKkTepiu
CbIPTKbI XafblHaH acauabl. byn
CypeTTep/liH rpeK-puMaiK KepepMeHaepi
annunc 6enrinepiHaeri bigbic-asKTap

MEH KyMblpanap/blH epeKLLe XHUeK
6eTTepiH 6ipaeH 6anKkanaabl XaHe 6i3 ae
HblCaHAapAbl Tycipy TocinaepiHe 6ipa3
TY3ETYJIEP EHTI3€ anambl3» Aeni 3epTreyLi
Hbtoann [29, 76 6.].

OTKeH Facblpnapaa eHep agamabl,
anemji Taburat gen 6enHenen, oxbl
yKCcaTyFa ThIPbICKAHAbIFbl MaJ1iM. MaHallbIf
Ke3KapacTa TabufraT 9CeM EMEC, OHbl Kepin
YKOHEe ce3in TypFaH alaMHblH XaHbl 9CEM.
ApucToTenbiH, «ars imitator naturam» —
«OHEep TaburaTKa enikTenai» aTTbl KaFnaachl
KONTEreH *y3xblablKTapFa co3blFaH
enwem 6onapl. [lereHMeH, 63 }aHblHaH
KocnaMn, eni TabufraTTbl 6€MHeney agam
YWiH agamabl a, anemii e KopKenTy
€MEeC, eHepiH MiHAEeTTepi e3repreHiHe
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¥oFapblJa Ke3 XeTKi3aiK. LUbiHabIFbIHAA,
ApucTtoTenb KaFMaacblHbIH MaHi anae
Kana KeH 6onca: «eHep [e Taburar
OJbIH YCTaHabl, Taburart KacaraHab!
OHEp Je }Kacanabl, GFHKU, TabuFaT Topi3ai
dopmanap xacanabl» gereHai 6ingipeai.
byn Taburart acaraHbl KanTanay emec,
€HJi WblFapMaLllblIbIKTbIKTbIH, }aHa
cTparteruanapblH icKe acbipyra 6eT
albICTap/bl €/IeCTETIH CUAKTbI. byn MaHa,.
OHbIMeH KaTtap, eHep ApuctoTenbe
«TEXHO» ars atThbl yFbiMFa ne. On «wKacaHabl
dopma 6epyni KaMTUTbIHFa» KON eHepi

Je Kipeai nereH. COHbIMEH, CypPEeTLLiHIH,
Kepy LWbIH/bIFbIH 6EMHENeyre YMbITbl/bICbl
OHbIH 8pAanbIM i3eHIC naeanbl 60MbIM
KeNnreHi akmkar. An, eHfli Kepy WbIHAbIFbI
KyHAbl Ma /1€ KBPKEM OMaHAbl

KbiMbaT na? OHepe KepKENTYiH KaHaan
6acKa Tocinaepi 6ap? Apuctotenbae

6Hep MUMeCUCHEH, KanTanayMeH
©alnaHbICTbIPbIIAbI }XOHE 0N caHafFaH
OHepAiH MaHI con epeKlle KanTanayiblH
Tapuxu CypeTTeMeneH anbipMallblbIfbl,
OHep XannbliblK Typaibl MaHbI3/bl
60/1aTblH 3aTTap Typasbl anTaTbliHAbIFbIHAA.
OHep TyblHObICbIHAH }KacaffaH HaKTbUIbIK —
«enec» peTiHae afjamMibl HaKThbI
amouusanapabl cesyre, 6ipak «caxHara
Xyripmeyre», 60MbIMN XaTKaH Hapcere
apa-KallblKTbIK CaKTayra Tayenai eteai.
OcblHAan anaKTaTy XaHe XUHaKTay
amMalnbl MYMKIHAIKTIH epeKlLle aaperKeciHae,
60MbIN XaTKaH «lWblHaWbl emecTe» 6onajbl.
byn eHepgaeri mumecTiH cunaTtramacsl [30,
826.].

Kepy akuKaTbl 6erHeney eHepi yLwiH
MafblHacbl3 60/1ybl MYMKiH emec. On
MIHOETTI TYpJe afaMHbIH CbIPTKbl }XaHe
iLIKi onemimeH ynnece, agam 60/IMbICbIHbIH,
KaHgaun aa 6ip LWblHaWbl HYCKaCbIH
KepceTyi Tuic. Typa conaw 6enrini 6ip
GUNOCOPUANBIK oHE 3CTETUKANbIK
Tanfam-TananTtapbiMeH apb6ip aayip, ap6ip
WblFapMalLlbl/blK MeCi ©3iHiH yaKblTbIHa

can agaMblH 6erHenen, oHblH MaHiHEe
JereH miHe3agemeciH e3repTTi. Kypaeni
KoFaM Myagenepi pyxaHu emipre TepeHaen
€He, }eKe Ty/IFafa fereH Kbl3bIFyLblbIK
KnaccukagaH Mypa 601bln KanfaH TypaKThbl
«MNacTUKanbIK» }oHe «wKanmbl naeanibl»
Ke3KapacTap/bl XeTKinikcia agen tadagbl.
Tapuxu peanucTik 6enHeney eHepiHae
aZlaM MaHi Typanbl TypaKTbl TYCiHIK
HaKTbllaHa, 9NeyMeTTiK MiHe3aeMe MeH
¥eKe TyNFaHblH epeKLLeNiKTepiH 60MbiHa
CiHipeai. Anam KenbeTiHae OHbIH TYp-
TypnaTblHbIH, OYPbICTbIFbI FAHa eMeC, OHbIH,
NCUXONOTUSANbIK anKbIHAbIFbIHA MOH 6epine,
AJaMHbIH KENOETTINIM — OHbIH, ilLKi *XaH
OYHUWECH CYNyNbIFbIHbIH KOPiHICi apKblbl
Kepcertineai. CynynblKTblH 63repmeri
YFbIMZapbl OpHbIHA KepKeM 6enHeneyain,
aHa TypaepiH akengi [30, 83 6.].

KopbITbhiHABI

ConKecTeHaipyre Kapchl HaKTbinayaa
TEOPETUKTEP OHEPAi, 3aTTaH KoHe xak
eHOEKTEH KaHaan anblpMallblbIKThbI
KapacTblpaTblHAbIKTapbl capanTabin,
ButreHwTtenH, Moppuc Beny, aHe
B. 3. KEHHUKTIH eHep punocopuUsacbiHa
KaTbICTbl OHEP/iH MOHI XOK AENUTIH }XoHe
6ip ae 6ip GYHKUMAHBbI OpPbIHAAMaNTbIH Aer
TabaTblH KOHCEPBATUCTIK Ke3KapacTapbl
aWKblHAanabl.

P. SnaopumKain penpeseHTaums nex
pernpeseHTaTMB apacbiHAarbl «TiIKEen
YKCaCTbIK» Cblpbl BU3yanabl 3epTreynepiHae
TEeK 6erHeney apKblibl KOPCETiNin,

OWblHAA 6eMHeNneHy apKblibl KOCbiMLIA
aKnapar afblHaTbIHAbIFbI NaWbIMAaAbI.
ABTOpP aHTPOMOSIOrNS MEeH KOTHUTUBTI
ncuxonorusiaa «6enHenik 6enKyHaninik» —
ac cobuep HeMece oKluaynaHfFaH
Tannanapia 6enHeni KepceTyaiH XeprifiKTi
WYWeci oK aenai. bipak, 6enHenik
3aTTapibl cypeTke BipleH Tycipy KesiHae
HeMece CEHiIMHIH HaKTbl TocinaepiH
YMPEHyi KaXeT eTETiH ecenTiK }asbanap
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Te3ipeK 6enimaenTiH 6omKam 6oKblHLWA
TaKbIPbIMNTbIK aHbIKTayaafbl «TaOUFK
reHepauusaHb KepceTe[i.

OHbl 3epTTeyLinepaiH,
TeaTpTaHylUbllapablH eHOEeKTepiHae
KOPKEM CblH, TEATP CbIHbI CYPETTEY,
GasHaay, peLleH3usnay, CblHU Tangaynapra
KYPblIFAHMEH, XKa/Mbl 6HEP TEOPUSNAphI,
Panapuax nikipiHwe 6aKiM, «CblHAbI
TiKenen KongaHa anManTbiH Topi3ai. Kenge
onap KOPKbIHbILL, KblI3FaHblLL XaHE MOIEHHM
ycTeMaikKke ymTbinaabl. Onap cypeTuinep
MEH CblHLLbIIapAblH HAKTbl *KYMbICbIHA
KaTbICTbl TAHKaNap/iblK eMeC KoHe TinTi
JylnaH 60nbIN KepiHyi 1e MyMKiH. COHbIMEH
KaTtap, oflap Tabufn Kbi3bIFyLLbIIbIKTAH
TyblHOAFaH KyaTTbl TOXipHUbere aHe

onapfa YMTblNybl MYMKiH eMEC CUSKTbI.
OHbIH TabuFaTbl MEH KYHAbBIbIFbI TYpasbl
aWTKaHaa — o/ 9pPKIMHIH 63iHAIK HeMece
GackanapapblH Taxipubeci» [1; 5 6.].
Bbbinanila anTkaHaa — e3iHi3 6eH e3renepre
Oy TOXKIPUOEHIH TabuFaTbl MEH KYH/bIbIFbI
Typanbl Ha3apaH aybITKY KublH, ce6ebi,
LbIFAPMaHbIH, TYTACTbIFbIHA, WELliMiHe
HyKCaH Kenyi MyMKiH. OaaH KeniH 6i3 eHep
Typasnbl HUETIMI3 6€H MiKip/ieMi3iH OH He
Tepic eKeHiHe CoKTbIFaMbl3. HaTvxeciHae
Tangay cblHblHa apHaJsiFaH nepcrnexkTusanap
nanaa 6onFaHMEH, eHEPAIH KanbliNTacKaH
aHblKTaMacblH aHblK 6acLUbl/iblKKa

anatblH 6aFbITTap rymaHuTapsblK 6inimaep
TEOPUSCbIMEH OPTaK eKEHiH alTKbIMbI3
Kenegi.
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KaGbin XanbikoB
Kazaxckasi HayuoHanbHas akademusi uckyccme um. T. K. XKypeeHoea

(Anmamsi, KazaxcmaH)

«BBEAEHUE B ®UJIOCODUIO UCKYCCTBA»:
P. 31APUAXK U APYITUE ABTOPbI O TEOPUM U KPUTUKE UCKYCCTBA

AHHOTaAuMA

Teopws 1 KpUTMKa UCKYCCTBA B COBPEMEHHOM MbICAN GUNOCOPUN UCKYCCTBA M MCKYCCTBOBEAEHUM
UMEIOT JUCKYCCUOHHbIE MHEHMS O Hay4HOM OGBbEKTUBHOCTH, KOTOPbIE pa3HbiMKU coco6aMu onpeaensoTcs
B NpeaMeTe uccneaoBaHums. Llenb ctaTby 3aKoHaeTcs B NPOBEAEHUM AUCKYPC-aHann3a no KHure
P. 9nopumka «BBeaeHue B dunnocoduio MCKyccTBar. B Hel faeTcs onpeaeneHne Teopmum 1 MeToaonorum
WCKYCCTBA, KOHGIMKTOB 1 COYETAHUS KPUTUYECKUX BIMNSA0B, 6a3MPYIOLLMXCS Ha psifie CMOPHbIX BOMPOCOB
B 06nacti Gunocodmm COBPEMEHHOIO UCKYCCTBA, CTETUKM U XYAOKECTBEHHOM KPUTUKK. B 3aga4m
nccnegoBaHus BXoaaT: BbiiBEHWE YCNoBUI GUN0CODUN UCKYCCTBA B COOTBETCTBMM C COBPEMEHHbBIMU
TEHAEHUMSMU MUPOBbLIX TEOPUI UCKYCCTBA; ONpeaefieHne KPUTUHECKOTO MbILUIEHUS U XyA0KECTBEHHOM
KPUTUKK; PaCCMOTPEHME apTUKYNALMU MCKYCCTBA KaK CYLLHOCTU U LLEHHOCTH MPUPOAbLI U YenoBeKa B popme
onpeaeneHHoro onbiTa; CpaBHUTENbHOE N3yYeHne B3MNSA0B pa3HblX aBTOPOB Ha MCTOKK dunocobum
WCKyCCTBa; onpeaeneHne 0Co6eHHOCTEN B3rNsAa Ha MCKYCCTBO KaK Ha eCTECTBEHHbIN COLMaNbHbIN OMbIT;
noHWMaHue cBoeobpasuns npeaMeTa h B3aMMOCBA3b 3CTETUKU U GUNOCOPUMN UCKYCCTBA B COBPEMEHHON
MUCTOPMM UCKYCCTBa. B KayecTBe MeTOA0N0rMYEeCKOM 6a3bl MPUMEHEHbI 3CTETUHECKUN U CEMUOTUYECKUI
MEeTOAbl UCKYCCTBOBEAEHWUS, METOAbI aBCTPAKTHOIO 1 CNEKYNATUBHOMO MbllAEHUS GUIocodum UCKYCCTBa.
MeTtogonorua nccnefoBaHus COAEPKUT OCHOBHbIE CTaTbM MO TEOPUU MCKYCCTBA, CNeLmann3npytoLimecs Ha
HecoBMaAeHWUM TEM Y UIEN B pa3HblX MPOM3BEAEHMSAX U BUAAX MCKYCCTBA C TEMATUYECKOMN CTPYKTYPOW.
B coBpeMeHHbIx Teopusix BU3yanusauun P. Anapuax BolaenseTt penpe3eHTalumo NnpuMepHo B Tpex Gopmax:
deHoMeHonorn4yecKkas 06beKTMBHas, 06beKTUBHANA 1 Teopusa MHGopMaLmu. B pasgene «3agadv 1 ycnoBus
dunocodpurm UcKyccTBa» 06CYKAAETCH, KOMY HYXHa TEOPUS UCKYCCTBA, BaXKHOCTb AMOLMI B MPOMU3BEAEHMSX
UCKyccTBa. Pe3ynbraThbl UCCIeA0BaHUSA COCPeAOTOYEHbI Ha B3rngaax KaHTa n KpuTuke cyobektnemama lerens
B pa3gene «[eHnn n cTpemneHne K MHHOBaLusaM», «[loyemy 3To TaK BaxHO: AQOPHO 0 cBO6GOAE MbILLIEHUS»,
«[lnopanna3m 1 orpaHMyeHns B nHTepnpetaumu: Abpam, duw 1 Jeppuaar, <MCKyccTBO 1 06LLLECTBO:
COBPEMEHHbIE Xy0XECTBEHHbIE MPAKTUKMN», <HEKOTOPbIE SKCMEPUMEHTLI B COBPEMEHHOM UCKYCCTBE:
NPUMUTUBKU3M, NPOCTOPEYNE, aBaHrapa U KOHCTPYKTUBU3M». KynbTypHbIN, GUNOCOPCKUIA U XYOOKECTBEHHbIN
aHann3 KPUTUYECKMX AUCKYCCH P. dnapuarka UMeeT NepcrneKkTUBbI AN aHaNUTUYECKOM KPUTUKK, KOTOpbIe
YETKO ONpeaensioT ycTosiBlIeecs onpeaeneHne NCKYCCTBa, a TaKKe MMEOT 06LLMe YepTbl C Teopuen
ryMaHWTapHbIX HayK.

KnioueBble cnoBa: p1iocodms UCKYCCTBa, TEOPHUS, METObl, aBCTPAKTHbIE METOAbI, CNEKYNATUBHOE
MblLLEHWE, UCKYCCTBOBEAEHME, cneundnKa, GyHKLMU UCKYCCTBA, TEOPUN BU3yann3almm, COBPEMEHHOE

UCKYCCTBO, NMPaKTUKa.
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Kabyl Khalykov
T. K. Zhurgenov Kazakh National Academy of Arts)
(Almaty, Kazakhstan)

AN INTRODUCTION TO THE PHILOSOPHY OF ART:
R. ELDRIDGE AND OTHER AUTHORS ABOUT THEORY AND CRITICISM OF ART

Abstract

The theory and criticism of art in modern thought, philosophy of art and art history has several
controversial opinions about scientific objectivity, which are determined in different ways in the subject
of research. The purpose of the article is to conduct a discourse analysis based on R. Edridge’s book
“An introduction to the Philosophy of Art”, which defines the theory and methodology of art, conflicts and
a combination of critical views, based on a number of controversial issues in the field of philosophy of
contemporary art, aesthetics and art criticism. The tasks of article include: identifying the conditions of
the philosophy of art in accordance with modern trends in world art theories; defining critical thinking and
art criticism; consider the articulation of art — as the essence and value of nature, man in the form of
a certain experience; a comparative study of the views of different authors on the origins of the philosophy
of art; defining the features of the view of art as a natural social experience; understanding the features of
the subject and the relationship between aesthetics and philosophy of art in modern art history. Aesthetic
and semiotic methods of art history, methods of abstract and speculative thinking of philosophy of art are
taken as the methodological base. The research methodology contains the main articles on art theory,
specializing in the mismatch of themes and ideas in different works and art forms with a thematic structure.
In modern theories of visualization, R. Eldridge distinguishes representation in approximately three forms:
phenomenological objective, objective and information theory. The research results in the section
“The situation and tasks of the philosophy of art” discusses who needs art theory and the importance of
emotion in works of art, focused on Kant’s views and Hegel’s criticism of subjectivity in the section “Genius
and the drive for innovation”, “Why originality matters: Adorno on free meaning-making”, “Pluralism and
limitations in interpretation: Abram, Fish and Derrida”, “Art and Society: Contemporary Artistic Practices”,
“Some contemporary practices of art: primitivism, vernacularism, avant-gardism, and constructivism”.

Cultural, philosophical and artistic analysis of R. Eldridge’s critical discussions has prospects for analytical

criticism, which clearly define the well-established definition of art and have common features with the theory

of the humanities.
Keywords: philosophy of art, theory, methods, abstract methods, speculative thinking, art history,
specificity, functions of art, theory of visualization, contemporary art, practice.
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THE IMAGE OF A WOMAN IN THE TRADITIONAL KAZAKH WORLDVIEW

Abstract

The article is devoted to the image of a woman in the traditional worldview of the Kazakh people.
Traditional worldviews that are divided into historical types and the evolution of ideas and trends associated
with the problem of women which took place at these stages are being studied. It is important to consider
the problem of women in the context of the traditional worldview. This is due to the fact that trends
and stereotypes about the social role of gender are formed on the basis of deeply rooted ideas that are
traditionally passed down from generation to generation. These concepts have evolved over a long history of
society and have different aspects: historical, social, economic, political, cultural, religious. Since the central
core of all this is the worldview of people, it is important to analyze the image of a woman in the traditional
worldview. This allows us to understand the evolutionary path of society's understanding of women's
problems and its foundations. To preserve one's identity in the context of today's globalization, it is necessary
to study the traditional system of values of the Kazakh people, the evolution of the system of ideas about
the place and role of men and women in society, the historical experience of the people in relation to gender
relations.

In today's world, the globalization of culture and the national renaissance go hand in hand. In the culture
of the 21st century, on the one hand, a common world culture of the whole planet is being formed, on the
other hand, there is a growing interest in the cultural diversity of each nation and its development. The
relationship between cultural heritage and modern culture is clearly reflected in the relationship between
tradition and modernity in the image of today's Kazakh woman. Any culture is not established by force in a
short time, the factors that regulate the culture of the people are formed over the centuries. Therefore, it is
important to systematize the image of the Kazakh woman in modern culture, starting from the analysis of
the image of mother in Kazakh mythology, motherhood in the Kazakh genealogy, the image of women in the
heroic songs, as well as the image of women in the works of poets.

Key words: image of a woman, traditional Kazakh worldview, essence of a woman, “the concept of a
Kazakh woman”, folklore.
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Introduction

The issue of studying the image of
women has never been neglected. For
centuries, the soul, the mysterious world,
the tenderness, the beauty, the wisdom,
the courage, the moral qualities of a
woman have been a special theme. With
its mysterious nature and beauty, the
innermost secrets, feelings, thoughts and
emotions of a woman, who have always
been the basis of poetry and work, have
been deeply rooted for centuries as a
unigue issue.

In the history of the Steppe, there were
many outstanding women who became
the greatest pride of the nation. In the
pleiad of prominent women of the world —
the great queen of the Massagetae Saka
Tomyris, who overthrew the king Cyrus the
Great, the founder of the great Persian
Empire. It is worth noting the daughter of
the Saka king, the wife of the commander
Mermer, the ruler of the whole city
Roxonaki, about whom there is a beautiful
legend that made her a symbol of justice
and patriotism. We must remember the
powerful and warlike Boarix, the queen
of the HunnoSavirian Union, who owns
the historical merit of concluding a peace
treaty with the Byzantine Empire. We all
know and are proud of our heroines — Aliya
Moldagulova, Manshuk Mametova, Hiuaz
Dospanova. Kazakh poet, composer and
philosopher Abai Qunanbaiuly became a
great son of the Kazakh Steppe thanks
to his mother Ulzhan and grandmother
Zere. We are also proud of the famous
composer-kuishi (dombyra player) Dina
Nurpeisova, who was recognized as the
National Artist of Kazakhstan for her
musical accomplishments.

In traditional Kazakh history there
were known numerous women who
ruled people, mothers who ruled whole
tribe, heroines who were known for
their braveness, and women who were
worshipped because of their sacred
qualities, famous orators and very well-

known musicians. Some of them were
forgotten in the pace of history, some of
them are still in the memory of nation
through myths and legends and became
the source for spiritual national artifacts.
Minaret and syrlitam in the shore of Syr
Darya for Biken, Monuments for Aisha
bibi and Baba azhe in Taraz, monuments
of Belen ana Bolgan ana in the shores
of Sarisu, monuments of Domalak ana
and Karligash ene in Shymkent all these
picturesque and beatiful monuments prove
that statement.

According to legends with toponymy
related to women it can be easily noticed
Kazakh traditional gender position, which
highly evaluated place of women in society
according to their wisdom, character.

It is difficult to describe the contribution
of women to the formation of the Kazakh
people as a nation. That is why our
people liken the sacred land, the sacred
Motherland, the language to a noble,
honorable, kind and sunny Mother. The
Kazakh woman saw all the hardships
with her people, rode with men in battle,
took up arms, and in peacetime “shook
the cradle with one hand and shook the
world with the other”, taught her sons and
daughters the wisdom of the steppe. There
is a lot of evidence for it. From ancient
epics Domalak ana, Aisha bibi, Kassym
khan’s mother Zhagan bike, Esim khan’s
mother Zhaksy bike, Bopay and Aiganym,
Ulpan apa only a part of women.

The image of women in Kazakh folklore
is also pleasing, uplifting and touching.
Their indomitable character, their unique
personality, the power of art, inevitably
captivate the human soul. Brave and
courageous girl Nazym, unchanging faithful
spouse, caregiver, friend Kurtka, tender
young girl Kyz Zhibek, Bayan Sulu, sisters
Aiman-Sholpan, smart and resourceful
Karashash, incomparable immortal
images created by unigue masters.

And in the written culture, the love of a
beautiful woman, a kind mother in the
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works of Abai and Ibrai, S. S. Toraighyrov’s
Kamar, Apakai, M. Dulatov’s Zhamaly, S.
Kubeyev’s Gaisha, S. Seifullin, B. Mailin,
S. Mukanov’s “free woman”, “fighting
woman” and Zh. Aimautov’s Akbilek,
Shcherbanuy, The images of G.Musrepov
“mother”, “strong mother”, “heroine
mother”, Ulpan, Aklima — new images that
embody the noble qualities of our people in
all their essence through wisdom, emotion
and courage. In general, we understand
from the teachings of the greats that the
mother is the driving force of society,

the basis of unity, the mirror of life that
determines the image of the country,

the handle of the country. The image of

a mother is measured by the image and
customs of that country.

Methods

In recent years, a great deal of work
has been done by Kazakh researchers to
study the history, language and religion,
mentality, traditional culture and worldview
of the Kazakh people. The desire of a
newly independent country to recognize
itself is a legitimate, historical necessity.
The analysis of the traditional worldview of
the Kazakh people on the issue of women
allows us to answer many historical
questions. Methodological basis is the
analysis of women’s issues in the Kazakh
traditional worldview by historical and
philosophical methods. The methods
of historical and logical, comparative
analysis, systematization, generalization
were also used, and the authors also used
the methods of generalization, synthesis,
description.

Results

All works of art are rooted in folklore
and find a traditional continuation. A wide
range of themes, a variety of themes,
immortal ideas, living ideals, which have
risen to the highest level today and are
included in the golden fund of world
literature, have traditionally continued
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in the oral literature, including poetry
attracted.

“Kazakh folklore, deeply rooted in
antiquity and ethnic history, is represented
by heroic tales, lyrical and epic poems,
tales, and legends, created mainly on the
basis of historical events witnessed by
people. Their primary sources could be
short stories about the heroism of people,
distinguished by military prowess, stories
about the tragic love of unhappy young
people who challenged injustice, active
and proactive people’s imagination that
revealed itself in the struggle against
natural forces. They are deeply patriotic
by content, poetic in presentation,
imbued with a call for unity, fortitude,
perseverance, and tenacity in pursuit
of the goal. These stories like a drop of
water reflect the fate of these people, their
wisdom, and attitude toward the world.
Kazakh folklore is unique; it includes
more than forty genre varieties, many of
which are typical only for Kazakh folklore.
This folklore is inexhaustible: it includes
not only heroic legends, lyrical and epic
poems, stories, legends, folk songs, love
and ritual songs, philosophical reflections,
dedications, and instructive tales, but also
many witty sayings, riddles, aphorisms,
proverbs, farewell and funeral chants,
lullabies, incantations, and spells, giving a
complete picture of the Kazakhs’ existence
and world outlook” [1, p. 203].

Folklore has always been rich in
aesthetics, where there is no world
beyond beauty. As a product of national
consciousness, they are always deeply
intertwined with aesthetic thought. In the
works of folklore, artistic criticism and
notion are formed as a twin concept, and
from the very beginning is associated
with the requirement to sing beauty.
Phenomena of life: a hero defended by
the country, a boy and a girl who fought
for their freedom, a wise old man sings in
accordance with the laws of beauty.

To judge the significance of a woman
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in a nomadic society, we will have less
historical sources than legends, which

are the most authentic source, because
legends are people’s interpretation of an
extraordinary event. It is known that steppe
women differed from women of other
Eastern peoples in that they possessed
much greater independence and freedom,
often taking a direct part in the fateful
decisions of the people. The steppe

gave birth to such types of women as a
friendcompanion, a counselor of the khan,
a kinswoman, a woman-wit, and, finally,

a warrior woman.

The greatest respect for a woman
is filled with the creators of the Kazakh
epic. There, a woman is valued along
with a horse and a weapon. And the most
interesting is that she is personified as
the batyr’s (Kazakh hero’s) mind, his
intellectual resourcefulness, while the
batyr himself is portrayed as a kind simple-
minded ruffian who should always be
guided and supported. But, one way or
another, a woman in the steppe is always
with a man.

In love epics and lyric-epic songs, the
issues of human freedom and women’s
equality are often raised. These songs have
great moral, humanistic and aesthetic
significance in the education of future
generations.

The Kazakh people have a tradition
of respecting women. The girl was given
as a guest for a few days, and she was
brought up as a shard of gold, a piece of
silk. If we look at the past history of the
Kazakh people, who had a special respect
for women, the source of tenderness
and beauty, there are many women who
danced, joined the group and spoke
through the legendary efforts of the people.
Kyzai, Karashash, Muryn, Batey, Uldai,
Enen and others. The names of the tribes
named after women are still known today.

Images of Juliet and Isolde in Western
literature, Tatiana and Anna Karenina in
Russian literature, Layli, Zukhra, Shyryn in

Eastern literature, Karashash, an ordinary
woman in Kazakh literature, who won
the khan with wisdom, Akzhunis, Nazym,
Kurt, who honored her loyal love and
accompanied her hero, Gulbarshin, Bayan,
Kyz Zhibek, Aiman-Sholpan, May and Enlik,
Gaisha and Shuga, who aspired to freedom
and equality, were the victims of an unjust
society, but they were the bright images of
the people’s thoughts and dreams.

Any image is based on national
character. National character is formed
on the basis of the peculiar psychological
structure of the population. Socio-
historical, as well as geographical
environment reflects the originality and
peculiarities of art and literature, first of
all in the national psychological structure,
and then through the psychological
structure. We would like, as an evidence-
based argument, to quote Kazakh writer
llyas Esenberlin, who in the last century
said such important words, “The nature of
the people is determined by the woman-
mother. Women of each people actually
determine the national character. Perhaps,
in the entire East, you will never find a
more freedom-loving and free woman than
the Kazakh woman. She never hid her face
behind the tight net of the veil, she knew
how to love and fight for her love, she was
not afraid to hold advice together with the
eldest, and, if necessary, she took a quiver
with arrows, short and curve, and sat in the
saddle. Kazakh legends preserved many
names of brave and wise women”, — said
the author of the trilogy “The Nomads” [2].

In order to penetrate deeply into the
manifestation of national character, it is
necessary to determine the reasons for
the formation and growth of the nation in
every aspect of that national character.
For example, the perseverance, naivety,
brotherhood, hospitality, gentleness,
forgiveness in the character of Kazakh
women are the hallmarks of our nomadic
ancestors, who have used the steppe as
much as necessary. However, this is not
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a permanent metaphysical phenomenon
that never changes.

When we talk about the image of
women as a symbol of beauty, elegance,
beauty, we must not forget that each nation
has its own peculiarities in the perception
and perception of beauty. For example,
in the Kazakh oral literature and poetic
works there are many works dedicated
to the sculpture of women’s beauty and
appearance. The Kazakh people have
many names for the eyes: for example,
sheep’s eye, black eye, transparent eye,
smiling eye, etc. We see the natural and
traditional complexion of the Kazakh
beauty through the phrases “money on the
forehead”, “cold moon”, “a braid on the
wrist, a gentle squeak”. The Kazakh people
have always admired their daughters,
called them “aq mangdaily” (“who has
white forehead”), “quralai kozdi” (“who has
eyes of saiga calf”, i.e. “who has beautiful
round brown eyes”). Women of the Great
Steppe always had a special status in the
social hierarchy of the Kazakh state, that
is why the Kazakh people traditionally
retained a respectful and careful attitude
to women — keepers of the hearth.

In folklore, the tradition of creating the
image of “perfect beauty”, “wonderful
woman”, “faithful spouse” is clearly seen
in various stories, epic songs and legends.
For example, in the fairy tales “Aibarsha
under the moon”, “Daily under the sun”,
“Aidai sulu Aisulu”, “Zhusup-Zylika”,
“Muhabbat-name”, “Kozy Korpesh-Bayan
sulu”, “Kyz Zhibek”, “Er Targyn”. In the
songs “Alpamys Batyr” the devotion to the
beloved, the beauty of the beauties who
have been waiting for their spouses for
many years, without extinguishing the fire
of hope, are especially beautiful.

The nature of women and her difference
from men is noticed by her beauty. The
beauty is only women's feature. So, itis a
logical that each woman strives for beauty,
and poets, as whole people, desire for
beauty.
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The description of Abai concept of
Beauty are reflected through following
combinations: spacious forehead, bronze
hair, light throat, reddish face, black
eyes, eyebrow arch, the gluttony looking
at her, honey lips, red flower, clean white
teeth, scent smells like a flower, thy light
is sunshine, friendly human, forgiving
person as a cast white silver, eye is
shining as a beautiful black eyes, bright
face, reddish side bars, the faceted nose
straight descending through the forehead,
bronze black hair like a silk, struck to eyes,
as a wave and etc. From these named
combinations we can clearly notice the
suitable meaning about the beauty of
Kazakh Nation. One line of them is the
combinations which have formed earlier
on Kazakh people‘s consciousness, and
another of them is pattern of words which
poet constructed.

Educated, arrogant, cool-minded,
intelligent, strong-willed women with great
spirit in our original literature Akkozy,
Gaukhar (I. Esenberlin “Nomads”),
Aisheshek-begim (M. Magauin
“Alasapyran”), Bopay (A. Kekilbayev
“Urker”, “Elen-alan”) etc. can be called.
They are delicate, sharp-eyed, noble and
courageous. Such images are Kulshan
(H. Esenzhanov “White Ural”), Botagoz
(S. Mukanov “Botagoz”), Aigansha, Bobek,
Kenzhekey (A. Nurpeisov “Blood and
sweat”), Rukhiya, Arshagul (S. Smataev
“Elimay”) .

M. Auezov, S. Mukanov, Zh. Aimautov,
M. Magauin, I. Esenberlin, A. Kekilbaev
and others were able to show the morality
and behavior of a woman by depicting the
delicate phenomena of a woman'’s face.

Discussion

In the traditional Kazakh worldview,
there are original categories that express
personality and individuality. Such a
concept includes “nobility”. Nobility
is a characteristic of both men and
women, rich and poor. Not everyone has
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it. Zh.Moldabekov divides the levels of
nobility as follows: nobility of race and
blood, nobility of the citizen, nobility of the
people [3, p. 208].

In particular, the concept of “Kazakh
woman” in the works of poets to the values
of the above national worldview.

Indeed, in folk legends and songs,
historical stories, genealogies, national
customs and traditions, it is often said
that our ancestors paid special attention
to their ancestry. According to L. Gumilev:
“... Special attention is paid to the origin
of his mother. For example, the reason for
the removal of Prince Toremen from the
throne was "the low origin of his mother.
Of course, this is just a ruse, a maneuver
of his political enemies, but look at the
interestingness of that argument” [4, p. 72].

“Revealing the essence of the concept
of happiness, which occupies an important
place in the epic heritage of the Kazakh
Zhyrau, Kazakh thinkers associate
happiness with married life, it is a part of
happiness ... characteristic of all thinkers
of the period” [5, p. 93].

“Women were important social and
economic partners with their husbands in
Kazakh society” [6, p. 33]. The importance
of the issue of a good wife in Kazakh life
can be seen in the fact that there were
no poets who did not address this issue.
How to recognize a good wife and a bad
husband? In turn, the main quality of a
good woman is to know the dignity of
a man, while the bad quality of a bad
woman, on the contrary, is a lack of respect
for her husband, which is clearly reflected
in the poetry of poets.

Legends of distant times brought to us
the sung by narrator-akyns (improvisatory
poets and singers) heroic and majestic
image of the steppe woman — daughter,
mother, wife, ruler, and batyr (heroine). The
Kazakh people have always admired their
daughters, their beauty, their intelligence
and valiant appearance. And women of
the Great Steppe always used a special

status in the social and political hierarchy
of the Kazakh state. According to the true
laws of the Kazakh people, the girl was not
meant for entertainment as a bond slave,
she was equal in a severe nomadic life,
and therefore, could only become a wife,
mother, and, when required, a defender of
the motherland. From an ancient period in
the Kazakh language, for example, such
archaisms were preserved: “ot-anasy” —
the main keeper of the hearth; “ot-agasy”
— the head of the family.

In the history of the Kazakh people
there were many poets, heroes and
daughters who spoke in front of a square
group, ruled the country, led the country in
difficult times, attacked the enemy with a
spear in their hands.

Summing up all this, we see a
progressive view of the place of men and
women in the world in the works of poets,
who formed the Kazakh philosophy in the
form of wisdom and understanding.

In the works of poets there are images
of a man, a mother of the country, a good
wife, a bad wife.

In general, the level of culture of any
nation is reflected in the care for women
in society, which can be seen in the
attitude of Kazakhs to women as wives,
mothers and daughters. In the Kazakh
society, the attitude of respect for women
as a mother, pity as a girl, respectas a
sleeve, love as a spouse prevails. “The
first principle “Ana Kurmetteu, Ana Sutin
Aktau” or “Respecting the mother, the
intention to justify the milk of the mother”
is the greatest and very first principle
that is accepted by those holding Kazakh
philosophies. From one hand a man ought
to preserve the moral and ethical qualities
that were laid down by the mother and
transferred as an ethical code. Every
person should to live according to the
mother’s moral expectations. He must
justify the milk of the mother, the gene
that she passes to her baby. On the
other hand, according to the ideas in the
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Turkic nomadic culture, Umai-ene, the
angel—spirit is the patron of mothers and
pregnant women, which also had been
associated with the native Earth-Water and
protects everyone to be born. Therefore,
each person should strive to justify the
milk of Mother-Earth” [7, p.70].

In general, the characteristic of the
peoples of the East, including the Kazakh
people — respect for the elder, never
to oppose him, this is a pure natural
character of a Kazakh woman who thinks
of loyalty to her husband.

In the Kazakh worldview, the main
functions of a woman — creativity,
procreation, guardian of the tribe, etc.

The book of the Russian ethnographer

. V. Stasevich “The social status of women
from Kazakhs: traditions and modernity” is
devoted to the study of the position of the
Kazakh woman in traditional and modern
culture. The attention of the author is
focused on changes in the social status

of the Kazakh woman that have occurred
over the past 200 years and are associated
with the cardinal transformation of

the traditional nomadic society. His
conclusions about the specifics of the
social status of women author confirm

the arguments about the role of women in
the rituals of the life cycle. . V. Stasevich
believes that “traditionally Kazakh women
are the guardians of the family traditions
and values of Kazakh ethnos... Respect for
awoman is present in each Kazakh national
tradition or ceremony” [8, p. 2409].

The history of Kazakh people clearly
demonstrates that the Kazakh woman in
her social status and status in the social
hierarchy differed from the women of
other Eastern peoples. The great steppe
people gave the woman a special tribute
of respect as to the keeper of the home
and mother. A Kazakh woman could be a
worthy companion, a counselor, a support
for her father, husband, brother. She
had the opportunity to get an education,
learn to play musical instruments,
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sing, participate in aitys (singing poetic
competition) (Beyond the silk road, n.d.).

The daughters of the Kazakh steppes
were not just an ornament, but also the
pride of their fellow tribesmen. Kazakh
women have always made a great
contribution to the culture and spirituality
of their people, occupying an equal
position in society. Daughters of the
Kazakh people differed from their peers
— representatives of Eastern and other
peoples, by having greater independence,
freedom and a developed sense of dignity.
Owing to natural qualities, ingenuity,
open and strong-willed character, the
steppe woman participated in making
crucial decisions for the people. In all
Kazakh legends and stories, the sublime
and majestic image of a Kazakh woman,
daughter, mother, wife, ruler, is sung.

Attitude to the woman was emphatically
respectful, chivalrous. The son, entering
the yurt, bowed first to his mother, and
then to his father. The Orkhon inscriptions
with the greatest pathos describe the
battle in which Kul Tigin defended the
horde, where there were his kinswomen
who were threatened with death.

The attitude of parents and relatives to
an unmarried girl is often more caring than
to boys. She seems to be in the status of a
“guest” in her family, and therefore, should
be endowed with great attention and love
than the boys who remain in the family of
their father and will inherit his property.

Every Kazakh woman took an active
part in the fate of her family. Conditions for
the existence of the family depended on
the actions and work of women. Therefore,
women in the home and family issues
acted freely and at ease, engaged in affairs
at their discretion and were real helpers of
their husbands.

The national consciousness of the
people, the calm, faithful spirit of the
Oriental woman, their politeness, the
struggle for the welfare of the family, the
willingness to sacrifice themselves for the
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sake of their beloved spouse and children
have a common place in the literary works
of each period, each nation.

Conclusion

Social, economic, political and cultural
changes and modernization in modern
society have their own impact on the
formation of the image of the Kazakh
woman. The image of the Kazakh woman
in the past had a variety of characteristics.
In accordance with the historical and
cultural development of each epoch, its
images were given mythological, religious,
philosophical and literary interpretations.
As a result, the image of a woman was
symbolically reflected in the spaces of
legends, epics, folklore, fiction and art.
Neither the singers nor the compilers of the
Kazakh national genealogy left the woman
in the genealogy and genealogical data. In
the formation of the Kazakh nation, in the
presence of a unique language, customs
and traditions that survived the tragedy of
the great steppe, the role of the Kazakh
girl, who became a mother, a special place,
was special. “Women are often depicted
in the heroes’ songs as the hero’s beloved
companion, reliable companion, wise
friend. The introduction of a fair and just
view of women in the oral literature shows
that intelligent, knowledgeable and wise
people come from women as well. Such
women are included in the song along with
men, creating a positive image of them”
[9, p. 22].

In the works of poets the images of the
mother of the country, the beautiful, the
masculine, the good wife, the bad wife are
created and sung. In the Kazakh worldview,
the main quality of a good woman is to
know the value of words, the value of the
country, a good woman should also know
the value of a man, and the characteristic
of a bad woman, on the contrary, is
disrespect for her husband.

At the beginning of the twentieth
century in Kazakhstan there was a time

when cultural and educational ideas began
to spread and the intelligentsia began
to form. Continuing the process set by
Abai, Kazakh intellectuals created a new
image of women. Abai was concerned
about the future of the nation and the
image of the epoch and paid special
attention to the education of girls and
women. The great poet portrayed not only
a noble and intelligent woman, but also an
unpleasant woman. In the works of Kazakh
intellectuals of the early twentieth century,
women’s inequality has become a topical
issue. Kazakh educators of this period
realized that the fate of the nation could
not be decided without the right decision of
the Kazakh woman.

“The image of a modern Kazakh
woman shows signs of tradition
and postmodernism” [10]. “One of
contemporary tendencies amongst Kazakh
women in modern society is aspiration to
be postmodern. It is not directed to life
with postmodern conditions, but to become
postmodern as an individual” [11, p.13].

Today, all national cultures are fully
aware of the process of globalization and
the influence of mass culture, which is its
“child”. There is no doubt that traditional
values and symbolic images, inherited
from ancient times, are undergoing radical
changes, including the change in the
image of women in the modern Kazakh
mentality. At the same time, along with the
transformation of centuries-old images in
the traditional consciousness, the role and
social activities of the Kazakh woman in
modern culture led to the formation of new
images.

Preservation of the positive traditional
aspects of the image of women is one
of the most important issues for the
nation. Advertising and cinema, which
are the carriers of popular cultural values,
play an important role in creating the
image of the Kazakh woman today. This
is because under the influence of the
media, especially on television, women try
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to create their own image, imitating the ruled out, but if we study the relationship
images in the movies. The influence of between tradition and innovation in the
globalization on the image of the Kazakh image of our contemporaries, it is clear

woman in modern culture can not be

36

that traditional national character prevails.
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Nynbxuxan Hypbiwesa, bany Kanpaesa
On-®apabu ambiHOarbl Kasak ynmmabiK yHUgepcumemi
(Anmamsi, KazakcmaH)

ASCTYPJI KA3AK AYHUETAHLIMbIHAAFbI 9MEN BEAHECI

AxpaaTna

MaKkana Kasak XanKblHblH 49CTYPNi AYHUETaHbIMbIHAAFbI 8esn 6erHeciHe apHanfaH. [JacTypni AyHUWETaHbIM
Tapuxmn TUNTEPre XiKTenin, ocbl caTbinapia OpbiH anfaH anen MaceneciHe 6annaHbICTbl TYCIHIKTEP MEH
YpAaicTep aBONOLMACHI 3epTTeneai. Onen maceneciH AaCTypii AYHUMETaHbIM WeH6epiHae KapacTblpyablH MoHi
30p. OWTKEHI XbIHbICTapAblH KOFAMAbIK Peni Typanbl YpAicTeP MEH CTEPEOTUNTEP YPMNaKTaH ypnaKkKa AaCTyp
BGOMbIHLLA ¥anfacbln Keje XaTKaH, TaMbIpbl TEPEHe KETKEH TYCIHIKTep HerisiHae Kanbintacagbl.
Byn TyCiHIKTEP KOFaM aMyblHbIH Y3aK TapuXbl }Y3iHAE AamblN OTbipaAbl }KOHE OHbIH 9PTYPAI: TapUXH,
9NEeyMETTIK, 3KOHOMUKASbIK, Casicu, MOAEHMU, AiHM Kbipnapbl 60/1aabl. ByHblH 68piHiH OpTanbIK 94POChHI
XanblKTblH AYHWETaHbIMbl 60/1FaHAbIKTaH, AOCTYPI AYHUETAHbIMAAFbl 9Men 6eMHECiH Tanaay aca MaHbI3[bl.
byn KoFamMHbIH aren MaceneciHe 6annaHbICTbl TYCIHIKTEPIHIH 9BOIOLMANIBIK *OJIblH XOHE OHbIH, HETI3iH
TYCiHyre MyMKiHAiK 6epegai. Kasipri »xahangaHy »afganblHaa e3iHAiriHai, e3reweneridii cakray ywiH
[e, KenTereH macenenepre, CoHbIH, iWiHae anen maceneciHe 6annaHbICTbl Ka3akK XanKblHbIH, A9CTYpi
KYHAbIIbIKTaP *YMECIH, EPKEK NeH arenaid Koramaarbl OPHbl MEH Peni Typasbl TYCIHIKTEP KYMECIHIH,
3BO/OLMACHIH, FEHAEPNIK KaTblHacTapFa KaTblCTbl XafbIKTblH TapUXK TOXIpUOECIH 3ePTTEY KarKeT.
Kagipri anemae mafeHu ahaHaaHy MeH YNTTbIK XaHFbIpy Katap xypeai. XXI Facblp mageHueTiHae, 6ip
YafFblHaH, OYKiN NNaHeTaHbIH, Xannbl 9N1eMIiK MOAeHUETI KanblnTacyaa, eKiHLI XaFblHaH, 9p YATTbIH,
MOAEHM SPTYPAINIriHe }oHe OHbIH AaMyblHa Kbl3bIFYLbINbIK apTbin Keneai. byriHri Kasax aneniHiH,
6enHeciHAeri ocTypnep MeH Kasipri 3amMaHHblH 63apa 6aniaHbICbl MOAEHU Mypa MEH Ka3ipri MOAEHMUETTIH,
apaKaTblHacblHa anKblH KepiHedi. KbiCKa yaKbIT iliHAe ellKaHaarn o KyWneH XacanManibl; XalblKTblH,
MOJEHMETIH peTTenTiH daKTopnap Facbipaap 6onbl Kanbintacagbl. COHAbIKTaH Ka3dak MMGONOrusicblHAarbl aHa
6erHeCiH, Ka3akK LexipeciHaeri aHa 6enHeciH, 6aTbipnap Typanbl anocTapaarbl 9Men o6pasaapbiH, COHAaN-aK
aKblH-UMNpOBM3aTopNap WhiFapMallblibiFbiHAAFbl aMenaep 6enHenepiH TangayaaH 6acrtan, Kasipri 3aMaHfbl
MOJEHUWETTEr Ka3aK aneniHiH 6eNHECIH Xyneney MaHbl3Abl.

Tipek ce3aep: orien 6eMHeci, A9CTYPAI Ka3aK AYHUETaHbIMbl, 81Men 60/IMbICbI, «Ka3aK a1eni KOHLEeNTICi»,

XalblK aybl3 afe6UeTi.
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Fynbxxuxan Hypbiwesa, Bany Kanpaesa
On-®apabu ambiHOarbl Kasak ynmmabiK yHUgepcumemi
(Anmamel, Kazakcmat)

OBPA3 JXEHWHWHbI B TPAQULIUOHHOM KA3SAXCKOM MUPOBO33PEHUU

AHHOTaUuMA

Cratbs nocssilweHa 06pasy XKeHWMWHbI B TPaAMLMOHHOM MUPOBO33PEHUM Ka3axCKOro Hapoza.
TpaAMLIMOHHbIE MMPOBO33PEHMS AENATCA HA UCTOPUYECKME TUMbI, U3y4aeTCs 3BOJIOLIMSA NPEACTaBAEHUI U
TEHAEHLWI, CBA3AHHbIX C NPOBAEMOW XEHLLMH, KOTopas MMena MeCcTo Ha 3Tux aTanax. BaxHo paccmaTpuBaTh
NpPo6aeMy XeHLIMH B KOHTEKCTE TPaAULMOHHOIO MMPOBO33PEHMS. ITO CBA3AHO C TEM, YTO TEHAEHLIMMU U
CTEPEOTUNbI O CoLMaNbHOM Ponu nona GopPMUPYIOTCH Ha OCHOBE MYGOKO YKOPEHUBLUMXCS NpeacTaBieHui,
KOTOpble TPaANLMOHHO NepeaatoTcs N3 NOKONEHUS B MOKONEHUe. 3TU KOHLLENLUK pa3BMBatoTCs Ha
NPOTAXEHMM LONTON NCTOPMM OBLLECTBA M MMEIOT pa3Hble acneKTbl: UCTOPUYECKUI, COLIMaNbHbIN,
3KOHOMMWYECKUI, NOSIUTUHECKUI, KYSIbTYPHbIN, PENUTUO3HbIN. [TOCKONBbKY LIEeHTPanbHbIM CTEPIKHEM BCErO
3TOr0 ABNSETCS MMPOBO33PEHME NIOAEN, BaXKHO NpoaHann3mpoBaTb 06pas KeHLWMHbI B TPAAWULMOHHOM
MUPOBO33pEHMN. ITO MO3BONSET HAM NMOHATb 3BOJIIOLMOHHbIV NYTb MOHUMaHUSA 06LLECTBOM Npobiaem
MKEHLUMH M ero 0CHOBbI. YTO6bl COXpaHUTb CBOK MAEHTUYHOCTb B YCNIOBUSAX CEMOAHAWHEN rnobann3aimu,
HEeo6X0AMMO U3YYUTb TPAAULIMOHHYIO CUCTEMY LIEHHOCTEN Ka3aXxCKOro Hapoaa, 3BOJIOLMIO CUCTEMBI
NpPeACTaBNEHUI O MECTE U PONN MYKUYMH U KEHLMH B 06LLECTBE, UCTOPUYECKMI OMbIT HapoAa NPUMEHUTENBHO
K reHAEepHbIM OTHOLWEHUSM. B coBpeMeHHOM MUupe rnobannidaLms KynbTypbl U HALMOHaNbHbIM peHeccaHc
nayT pyKa 06 pyky. B kynbtype XXI BeKa, ¢ 04HON CTOPOHbI, dopMUpyeTcs 0bLas MMpoBas KynbTypa Bcen
nnaHeTbl, C APYrol CTOPOHbI, PAcTET MHTEPEC K Ky/IbTYPHOMY Pa3HO06pa3unio Kaxkaon Hauumn 1 ee pa3BuUTHio.
B3anmocBsa3b TpagnumMm n COBPEMEHHOCTM B 06pa3e CEroAHsAWHEN Ka3aXxCKOM EHLLMHbI APKO OTparkaeTcs
BO B3aMMOCBSI3M Ky/IbTYPHOIo Hacneans U COBPEMEHHOM KynbTypbl. HM oaHa KynbTypa He cO34aeTcs CUNoN
3a KOPOTKOe BpeMsi, GaKTopbl, perynnpytoLme KynbTypy Hapoda, opMunpyroTcs BeKkamu. NoaToMy BaxKHO
CUCTEMATU3NPOBaATb 06Pa3 KA3axCKOM KEHLLIMHbI B COBPEMEHHOM KyNbType, HauynHas ¢ aHan13a obpasa
MaTepu B Ka3axCKon MUPONOrnn, MaTeEPUHCTBA B KA3axCKOW reHeanornun, o06pa3os XKEeHLWKWH B anocax npo
6aTbipOB, a TaKXKe 06pa30B XKEHLIMH B NPOM3BEAEHMAX MOITOB-UMMPOBMU3ATOPOB.

KnoueBbie cnoBa: 06pas XeHLMHbI, TPaAULMOHHOE Ka3axCKoe MMPOBO33PEHME, CYLLLHOCTb KEHLLMHBI,

«KOHLLEMUMS Ka3aXCKOM XEHLLMHbI», donbKop.
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BAJIETHbBIN
CINEKTAKJIb

4

JIAMUPA
) YPA3bIMBETOBA
«CTPAHCTBUS

DOI 10.47040)cajas.v514.255 KOPKDbITA»
B KOHTEKCTE
JTUAJIOTA
KYJIbTYP

JIFOJIMUJIA )KYHKOBA !

! Kazaxckast HallMOHAJIbHAsT aKAJIeMHsl HCKYCCTB
um. T. K. JKyprenosa (Anvater, Kazaxcrat)

BAJIETHbI! CNEKTAKJIb JAMUPA YPA3bIMBETOBA «CTPAHCTBUSI KOPKbITA»
B KOHTEKCTE AUAJIOTA KYJIbTYP

AHHOTaUMA

CraTbs nocBsilleHa pacCMOTPEHMIO MHOrOMePHOro o6pasa KopKbiTa — nepBollamMaHa 1 cosgatens
LPEBHEr0 CMbIYKOBOI0 MHCTPYMEHTa KOGbI3a — BNepBble CTaBLLIEro 06bEeKTOM XopeorpadryecKoro
BonsouweHuns B 6anete Jamupa YpasbimbeToBa «CTpaHcTBUSA KOpKbiTar. AKTyanbHOCTb UCCNe0BaHNs
COCTOMUT B NpeAcTaBneHnn obpasa KopKbiTa Kak 3HaKoBOW BENUYUHbBI TPAAULIMOHHOWM Ka3axCKoW KynbTypbl B
XY[OXECTBEHHOM CMHTE3€E MPOLLIOro ¢ HacToAWNUM. O6bEeANHMB LENUTENbHYIO CUITY 3BYHaHWUS M306PETEHHOMO
MM KObbl3a C MUCTEpPUabHO-CaKpasbHbIMK JeNCTBaMM KamnaHni 6aKcbl, KOpKbIT BO3BE MCKYCCTBO
B PaHr LyXOBHbIX LLEHHOCTEN CBOMX COMNEMEHHUKOB-TEHTPUAHLEB. A B TEHTPUAHCKOM MUPOBULEHUM
[lyXOBHbI€ LLlEHHOCTM NEPBOCTENEHHbI — OHM Bblpa)KaloT rMaBHblE CMbICI006pa3bl MaKpPo- U MMKPOKOCMOCa
KOYEeBHMWKOB. LLlamaH-Luenutenb — NOCpeaHuK Mexay Mnupamu. B HapoaHbix nereHaax KopKbIT niet
6eccmMepTUs, CTpaHCTBYS MO YeTbipeM YacTaMm ceeTa. B nubpetTo [1. Ypa3sbiM6eTOBa repoi CTpaHCTBYET BO
BpeMeHu 1 npoctpaHcTBe — n3 CpegHeBeKoBbA B XXI B., OCYLLECTBNAA AManor pa3HoOBPEMEHHbIX Ky/bTyp.
ABTOP CTaTbW HAXOAUT NPaBOMEPHbIM OLEHMBATb CNEKTaK/b C MO3ULMK TeEOpUK ananornyHoctn M. baxTuHa,
pa3paboTaHHOM B KOHLEeNUUKU Ananora «4aHHoro» U «cosgaHHoro» H. KonsaeHko u C. JlbiCeHKO.

ABTOp NPUMEHSET B UCCNEA0BAHMM CleaytoLiMe METOAbI: UCTOPUKO-XPOHOIOrMYECKUNA,
MCTOYHUKOBEAYECKMI, aHATUTUHECKUI, KOMNAPaTUBUCTCKUI, MHTEPBbIOMPOBaHUS. «[lorpyxkeHmne» KopKbita
B MHOM UCTOPUYECKNUM M KyNbTYPHbIN KOHTEKCT JaeT AManor NpoLoro ¢ HacToAWMM, NO3BOASS BbISBUTb
He3bl61IEMbIE 3TUHECKNE U 3CTETUHECKME LLIEHHOCTH, HEMOABNACTHbIE CMEHaM 3Mox. B Takom coBmeLleHnm
apxauKun 1 COBPEMEHHOCTU KaTeropus BpemeHun npeactaeT KIto4eBOM U aBTOP CTaTbM paccMaTpMBaET ee C
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HeeIMMOCTH MPOLLIOTrO U HACTOALLErO Y KOYEBHMKOB, a TAKKe C TOUKM 3peHus anddepeHLMaLm NoHATU

GU3NYECKOro 1 XyAOKECTBEHHOIO BPEMEHU B UCKYCCTBE.

BoisBnstotcs ¢punnocodckue cMblicnoobpasbl TPaAULMOHHOW Ka3axCKOM KybTypbl, BAKSIOWME Ha

XYOOXECTBEHHYI0 KynbTypy KazaxctaHa XXI B. 3TW CMbIC/bl pacKpbiBatoTCa Yepel3 B3anMOAeNCTBME

CMHECTE3MMHbIX KOAOB 06EeNX KynbTyp. UTOroM nccnenoBaHus ABASETCS MbIC/b O CBA3U BPEMEH, néo

KOpKbIT — penpeseHTaHT CYLLHOCTHbIX LIEHHOCTEN NPOLL/IOro, He YyTPaTUBLLMX AOHbIHE CBOEW

BOCTPEBGOBAHHOCTH.

KnroueBbie cnoBa: KopKbIT, KOpKyT, lWwiamaH, WwamMmaHn3m, Ko6bl30Bast My3blKa, NepeocMbICiieHNE lereHabl,

AManor KynbTyp, KaTteropms BpeMeHU, CMbICN006pa3bl CNEKTAKNS, HalMOHabHbIN 6aneT, Ka3axcKui 6anert.

BBepeHue

Kopkbim, KobbI3 U My3biKa

PenepTtyap locynapCTBEHHOIO
aKageMn4ecKoro Teatpa TaHua
Pecny6nunkun KasaxctaH nog pyKkoBoACTBOM
bynata AtoxaHoBa B 2019 roay
NMOMNOSHMUACS HaLMOHaNbHbIM 6GaneToMm
«CTpaHcTBMA KopKbiTa» B NOCTaHOBKE
Hdamupa YpasbimbeToBal.

KOpKbIT2 — BEPXOBHbIN WWaMaH
Ko4yeBHMKOB Benukown Ctenu n cosnartenb
NepBOro CMblYKOBOIO CTPYHHOIO
WMHCTPYMEHTa Kobbi3a. byayyuun NTMYHOCTbLIO
CpeaHeBEKOBbS, OH He nepecTaeT
np1B/EeKaTb BHUMaAHWE UCTOPUKOB,
reorpacdoB, aTHOrpadoB, KyNbTypO/0ros,
apxeonoros, GMI0N0roB, apXMTEKTOPOB,
dn3nKkoB U T. . C umeHeM KopKbiTa cBS3aH
NMUCbMEHHbIN NaMATHUK CPpeaHEBEKOBOIO
3noca TIoPKOA3bIYHbIX HapoaoB? «KHUra
mMoero aeaa Kopkbitar (<Kutabu gagam
Kopkym»). B HER OH npeacTaeT MyapbIim
CTapLEeM, XpaHUTENIEM UCTOPUYECKOTO
MPOLLIOro KOYEBbIX MIEMEH Ory30B,
«BMepBble YNTOMUHAEMbIX B UCTOPUYECKMX

nokymeHtax VI-VIII BB.» [MKUPMYHCKHWA,
c. 479]. 06 uctopm4yeckom 6bITOBaHNUK
KopKbITa cBUOETENLCTBYIOT U HaBow, (1)
Abynbrasu, n Pawuna-ag-AnH. HeckonbKo
CTONEeTUM coxpaHsiacb Morunna Kopkbita
B HU30BbsAX Cbipapbn, 6bIBLLIAA MECTOM
NOKIOHEHUS NanoMHUKOB. B 1902 1.
€e CHecJs10 TeyeHneMm pekun. K cyacTtblo,
MO COXPaHMBLLUMMCS PUCYHKaM U
GOTOCHUMKaM NyTelecTBEHHUKOB
XIX B. cMOInu1 BOCCTaHOBUTL €€
MeCTonosoxeHune, korga B 1980 r.
coopyranca memopuan «<KopkyT-Ata»
(apxutekTop b. N6paeB 1 PU3UK-aKyCTUK
C. WUcaTtaes).

Ho He Kaxkaas uctopuyeckas TM4HOCTb
coxpaHsaeTcs B HapoAHOW NamMsaTh
Ha NPOTAXKEHUU MHOIUX CTONETUN,
npeBpaLlasch B iereHay BbiCclero
nopsifika, OKpaLlMBasiChb Xy4OXECTBEHHbIM
BbIMbIC/IOM B NO33UMH, NuTepaTtype,
¥UBOMUCK, CKYNbNTYPE, ApaMaTU4eCKOM
TeaTpe 1 My3blKe. Buammo, cekpet Takoro
HeM36bIBHOIO MHTepeca K KOpKbITY KaK
WUCTOPUKOB, TaK M TBOPLLOB-XYA0XHWKOB,

1 Mpembepa 6anetHoro cnextaxknsa «CTpaHcTBMA KopKbiTar coctosnack 21 nioHs 2019 roga Ha cueHe focyaapcTBEHHOMO
aKaZieM14ecKoro Teatpa onepsbl v 6aneta MMeHn AGas npu noaaepxke doHaa Mepsoro Mpe3unaeHta Pecny6nmku

KasaxctaH — En6acbl 1 KomnaHum Ace Translations Group.

My3biKka KopKbiTa, GoNbKIOPHO-3THOrpadmyeckoro aHcamons «TypaH», P. faiicuHa; nMBpeTTo, pexruccypa v xopeorpadpus
[Jamupa Ypasbim6eToBa; TEKCT TMGPETTo 03BY4MI PomaH XKyKoB; naes ctoxeta Acum MyxaM6eTOBOW; XYA0XKHUK NO
KocTioMaM JTlo60Bb Bo3eHWKOoBa; XyA0OXHUK GOHOBbIX KapTuH MonntHa CanaBaToBa.

[encteyouwme nmua n ucnonHutenu: KopkolT — nap AkeHeB; Matb — l'ynbHap Kamanosa; AHren — Maau KacbiMoB;
3mes — AiHyp MyKaweBa; BuaeHnune — Al Menuc; wamaHsbl, 1e6eaun, CekTaHTbl, 6an n 6anéulle, KypTudaHKku, po6oTbl-
congatbl — apTUCTbl 6aneTa locygapCcTBEHHOIO akageMUyYecKoro Teatpa TaHua Pecnybnmkun KasaxcraH.

2 CyL|ecTBYIOT Apyr1e BapuaHTbl HanucaHus ero nmenn: Kopkyt, Kopkya, Xopxya, Xop-XyT 1 T. 4.

8 CtpaHcTBYA, KOpKbIT nocelan AsepbaimkaH, TypkMeHuio, KbiprbidctaH, TypLiMio, O3TOMY 3TW CTPaHbl BKIIOYAIOT

KopKbITa B CBOEN NaHTEOH BEMKUX COOTEHECTBEHHUKOB.
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KpOoeTcs B 3HA4YMMOCTH €ro BKNaja B
TPaAMLMOHHYIO KyNbTypy MPOTOKa3axoB.
Kak ckaszan B. KntoyeBCKUK, «eCTb
UMEHa <...> KOTOpbIE yXKe yTpaTuiu
XPOHOJIOrMYEeCKoe 3Ha4YeHue, BbICTYMUIN
U3 rpaHuL, BPEMEHMU, KOrAa Xuu
WX HOCUTENN. ITO NOTOMY, YTO AENo,
cenaHHoe TaKMM YeNOBEKOM, N0 CBOEMY
3Ha4YEeHUIO TaK [la/leKo BbIXOAMII0 3a
npeaenbl CBOEro BeKa, CBOMM 61aroCTHbIM
[IENCTBMEM TaK [y6oKOo 3axBaTbiBaso
YM3Hb JaIbHENLLNX MOKOIEHWNI, YTO C
vua, ero caenasBllero, B CO3HaHUM aTUX
NMOKONIEHNI crajano Bce BpeMEHHoe» [2,
C. 64]. B KazaxcKOM HapoAHOM npeaaHum
KOpKbIT — WwamaH (6akKchl), Lenutenb Ay,
NOCPEAHUK MEXIy N0AbMU U AyXxaMu
npeaKkoB (apyaxamu), HacensLWwmmm
BepxHunit Mup. OH — HOCUTENb CYLLIHOCTHbIX
LLEHHOCTEN TEHTPUAHCKOro MUPOBUAEHUS,
COCTaBSIOLLErO BaXKHYy0 YacTb
TpaaMLMOHHOM KynbTypbl Bennkon Ctenne.
TeHrpnaHCTBO BOUpPAET B cebst 3HAKOBO-
CUMBOJIMYECKYIO CUCTEMY, KOTOpas
Bblpa)KaeT lyXOBHblEe CMbIC/I006pa3bl
MaKpo- 1 MUKPOKOCMOCa KOYEBHMKOB.
3T0 TpoUYHOE aeneHue BeceneHHoW Ha
BepxHun mup — BnageHune TeHrpu (BeyHoe
CuHee He60) n apyaxoB; CpefHUI MUpP
— ep-Cy (3emna—Bopga) — KM3HEHHOE
NPOCTPaHCTBO Ntoaen, dpayHbl U Gophbl;
HWXHWUIA MUP — OBUTaSTULLE TEMHbIX CUI.
TeHrpu ynopsigoumsaeT Kocmoc, coxpaHseT
rapMOHMIO MPU HANN4YUM GUHAPHbIX
onno3uuunm (Bepx—Hu3, 106po—3no,
MYXKCKOE—}KEHCKOE, }KMBOE—MEPTBOE).
TpagnumnoHHas KynbTypa KOYEBHUKOB —
BenM4yanllee Hacneane Ka3axckoro
Hapoga. Ee noctmeHune ocylLecTBUMO,
C O[JHOW CTOPOHbI, HA MHTYUTUBHOM,
rNMy6UHHO-apPXETUMNYECKOM YPOBHE

«KONJIEKTMBHOro 6ecco3HaTeNlbHOro»

(K. KOHr), ¢ Apyron CTOPOHbI —

Ha WMHTENNEKTyalbHO-3MOLMOHANIbHOM
YPOBHE COBPEMEHHOIO
COLMOrYyMaHUTApPHOIO 3HAHUS.
Bo3MOXHO, 4TO TaKOW ANACUHXPOHHbIM
paKypc NO3BOUT NOCTaBUTb OYHUHCKNUK
Bonpoc: «[JOCTONHbI Jib Mbl CBOUX
Hacnegumn?» Npu paccMoTpeHnn 6aneta
Hamupa YpasbimbeToBa «CTpaHCTBUSA
KopKblTa», B KOTOPOM [flaBHbIN repon —
penpeseHTaHT cepaLEeBUHbI TPAAULIMOHHON
KYJIbTYPbl KOHEBHUKOB — €€ yXOBHOW
cohepbl.

MeTtoabl uccnefoBaHUNA

ABTOp NPUMEHSIET B UCCNefoBaHNK
cleayolime METoAbl: UCTOPUKO-
XPOHONOIrMYEeCKNK, NO3BOJIUBLLNK
paccMmoTpeTb Gpurypy Kopkbita B ABYX
nnocTacsax — Kak TIMYHOCTU UCTOPUYECKON,
TaK W lereHapHon; UICTOYHUKOBEAYECKUH,
oboraTtmMBLLMI UCCcnegoBaHMe MHOTMMU
HaY4YHbIMW TPYAaMK, K KOTOPbIM o6patlasncs
aBTOP; aHaNUTUYECKNI, MPOSABUBLLNICS B
KYNbTYPO/IOrM4ECKOM aHannae 6aneTHoro
cnekTtaknsa «CtpaHcTBus KopKbliTa;
[nanornyeckmn, No3BOJIUBLINIK OLLEHUTb
6aneT ¢ No3MLUuK TEOPUN AUANOrMYHOCTH
M. BaxTuHa, pa3paboTaHHOM B
KOHLENuUUK ananora «aaHHoro» u
«co3aaHHoro» H. KonaaeHko u C. J1bICEHKO;
KOMMapaTUBUCTCKUIM, BOCTPEOOBAHHbLIN
aBTOPOM B PpacCMOTPEHUU KaTeropmm
BpemeH#u ¢ no3nummM KOCMOrOHUYECKOro
€ro NOHMMaHUS y TEHFPUAHLIEB U NMOHATUS
DU3NYECKOTO 1 XYAOKECTBEHHOIO BPEMEHM
B UCKYCCTBE; MHTEPBbLIOMPOBAHMUS,
NO3BOJIMBLINIK NOAKPENUTL U3bICKaHUS
aBToOpa CTaTbM KOHLENTyalbHbIMU
B3rnagamu 6anetMencTepa Ha NoCTaHOBKY.

4 Hanuune rNyGUHHBIX UICTOPUYECKUX KOPHEN NO3BONSET COBPEMEHHON HayKe paccMaTpuBaTh TEHIPUAHCTBO B LUMPOKOM

CMEKTpe — KakK penuruto, Kak Mud, kak dunocoduto.
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Pe3ynbrartbl

B coBpeMeHHOM HayKe yCTaHOBUIIOCb
onpegenenue: «lLlamaHbl — 3TO N1OAM,
npuyacTHble K chepe cakpasbHOro,
4TO HEAOCTYMHO OCTaNbHbIM YleHaM
coobulectBar [3, c. 11]. LamaHbl B
Bennkon Ctenu 6b1n 1 Ao KopKbiTa u
nocne KopkbiTa. [ToyemMy ke UMeHHO
eMy BbiNana MUccus ObITb UX INMaBOW,
nepsowamMaHoM, 6akcbl>? [MpuymHa
B TOM, 4TO KOpPKbIT — co3aaTenb
CaKpasibHOro MHCTPYMEHTa Kobbl3a,
CNOCOGHOTOo yBpayeBaTb YKpPaAEHHYIO
60ne3Hbio aylwy. Bxoa B AyXOBHbIM MUP
LlamMaHy OTKpbIBanu cogeprralinecs B
3BY4YaHWM KOb6bI3a MHPPa3BYKHU, KOTOPbIE,
6yay4n COBMELLEHHBIMW CO 3BYKaMu
BbICOKOM 4acCTOTbl, Bbl3blBain 0COObIE
3MOLMOHAsbHbIE COCTOSIHMA.®

Kpome Toro, n3BsiekaemMble HOIFTEBbIM
NPUKOCHOBEHWEM K CTPYHaM 3BYKMU KOObI3a
cogeprat daxKoneTHble 06epPTOHbI.
CornacHo Teopun My3blKOTepanuu?,
06€epTOHbI CMNOCOGHbI MPOHUKaTb B MyO6UHbI
NMCUXUKH, Bbl3blBaTb GMOPE30HAHC,
CUHXPOHMU3MPOBATLCS CO «CTPyHaAMM
AyLWW» K YCTaHOBMBLUENCS rapMOHUEN
61aroTBOPHO BJIUSITb HA OPraHn3m
yenoBeKa. MsArkue 3ByKoBble BUGpaLmu
KOGbl3a BpayyloT JIIOACKME AyLIM Ha
[AYXOBHOM ypOBHE, KOrja BO3HMKaeT
TPUEAMHCTBO 3HEPreTUYECKHUX NoNen
BHYTPEHHEero (4ef10Be4YeCKoro), 3eMHOro
N KOCMMWYECKOro MUPOB. «Haluu npegku
3HaNu 0 LEeNUTeIbHON CUle My3blKK
M CKBO3b BEKA NPOHECNM NpedaHune o
BeNMKOM KOpKbITe, KOTOPbIM NpoBeN

¥WU3Hb B NOUCKax 6eccmMepTus.
Y6eamBLIKChL, YTO CMEPTb CYLLLECTBYET
Be3ae, KopKbIT co3aan cBSLEHHbIM KOObI3,
Yybe 3ByYaHWe 3allULLAET OT rMbenu Bce
¥UBOE Ha 3eme...» [4, c. 10].

06beanHMB Marn4ecKyo cuny 3ByvyaHus
KoObl3a C MUCTEPUAbHO-CaKpaibHbIMU
JencTBamMu KaMnaHum 6akcbl, KopKbIT
TEM caMblM BO3BEJT UCKYCCTBO (6onee
nosaHee ABAEeHME) B paHI AyXOBHbIX
LLEHHOCTEN CBOMUX COMJIEMEHHMKOB.

OHO cBAA3bIBaN0 KOYEBHUKOB C TeHrpu
Jyxamu NpeaKoB, BEYHOCTbIO. [ToTomy
NMPOTaroHMCTbl UCKYCCTBa — LaMaHhil,
¥blpay, aKblHbl, Cabl, CEPI — UMENU
OY€eHb BbICOKMWI COLMaNbHbIM cTaTyC B
KO4YeBOM COOO6LIECTBE, 1€ UCKYCCTBO
OblN1I0 JOCTOSTHUEM BCEX C/I0EB HaceneHus,
CKpallMBas cypoBble 6yaHM KOYEBbS.
Byayy4u CUHKPETUYHbIM, MCKYCCTBO
CTEMHSAKOB MPOHM3aHO BCEOOHEMIIOLLEN
TeaTpanbHOCTbO. OHa 1 cenyac
CKa3blBaEeTCA B iyxe apTUCTM3Ma,
UMMaHEHTHO CBOMCTBEHHOM Ka3axaM —
3MOLMOHASIbHOM OTKPbLITOCTH, COCOBHOCTH
K UMNPOBU3aLIMK, COCTA3ATENbHOM
3agope, Aape TOYHOro UMUTUPOBAHUS U
NnepeBonoWEHHUS.

NTaK, KOpKbIT cOBMECTHN 06psi10BO-
LIaMaHCKYIO U XyNOXKECTBEHHO-
3CTETUYECKYIO GYHKLIMN Ha3HaYEeHNS
KOObl3a B TPaAMLMOHHOW KynbType.

TaKUM «MUKCTOM» PESIUTMO3HOIO U
cBeTcKoro KopKbIT BbiBEN KOOLI3 13
repMeTrnyecKomn chepbl cakpasibHOro B
LMPOKKIK MUP. M. Aya30B B NO3TUYECKOM
nepenoxeHun cogepraHus «KopKbIT-Kios»

5 BaKcbl, No MHeHMto E. TypcyHOBa, «MCKOHHO TIOPKCKOE CI0BO, 06pa3oBaHHOE OT KOpHS 6ar/6aK, 03Ha4yaloLWero CMOTPETb,
BblCMaTpUBaTh, BUAETb M OTPAXKaIoLLEro CyTb AEATEIbHOCTM WaMaHa, 3aK1io4aloLLeincs B BbICMaTpMBaHUM YKpaaeHHOM

Aywu 6onbHoro» [TypcyHoB, 1999, c. 68].

6 3Ty 0CO6EHHOCTb 3BY4aHUs KOObI3a NOAMETUN BblaatoLwuitcs aTHorpad XX B. A. 3aTaeBuny, cKasas, 4To ero
«TaUHCTBEHHbIN, THycaBbI TEM6P <...> CNOCO6GEH BbI3blBaTb COOTBETCTBEHHOE MNMMHOTU3MpPYLOLLLee HAacTpoeHMe» [3aTaeBuu,

c.10].

" beprep J1. . 3BYK 1 My3blKa B KOHTEKCTE COBPEMEHHOW HaYKM U B APEBHUX KOCMUYECKUX NpeacTaBneHusx. TOUnncu:
MN3a-Bo ToUA. yH-Ta, 1989. 216 c.; Aekep-dourt I.-I. BBenernne B my3bikoTepanuio. CaHKT-MNeTep6ypr: Mutep: MNMutep MpuHT,

2003. 205 c.
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CKasan npoBua4veckue crnosa: «Menoauu
KopKbITa M cO34aHHbIM UM KOObI3 NOLWN
CTpaHcTBOBAaTb Mo 3emne» [5, c. 228].
NHTepecHO, 4TO C NosIBJIEHNEM
3THOMY3bIKOBEAEHUS, N3YHalOLLErO
HEEBPOMNENCKMNE My3blKallbHblE
KyJIbTYpbl MUpPa, YCTaHOBNEHO, YTO
KOGbI3 — NepBONpPeaoK CTPYHHbIX
CMbIYKOBbIX MHCTPYMEHTOB: «biarogaps
ncecneaoBaHMSaM eBPONENCKUX YYEHbIX
BepHepa, baxmaHa n CnaBbl [JoH4YeBa
Obl/10 JOKa3aHO, YTO KOObI3 — 3TO CaMblIK
[PEBHUN B MUPE CMbIYKOBbIN UHCTPYMEHT
<...>. CerogHs OH NpeAcTaBiseTCs CBOEro
poja AnamMoMm, OT KOTOPOro noLin no Asuu,
EBpone v AbpuKe BCe rMaKaKku, dpuaenm,
rOAlyNKK, apxy, 6arxy, rapse, KOBbIXMU,
CKPUWMKM, aNbTbl, BUOJIOHYENWN U APYTHeE,
NOpoNn Hey3HaBaeMo U3MEHUBILLNECS
NOTOMKMW» [6, a, 2002, a, ¢. 518-519].
PaccmoTpuM 0CO6EHHOCTH
MY3bIKHK, KOTOPYto nogapun KopKbIT
nogsam. Ee reHesnc BoCXoauT K ero
npodeccroHanbHbiM 06PAA0BbIM YMEHUAM:
LlamMaH npu3bliBan ayxoB NpeaxKoB
KpaTKUMK MenognyecKuMm «KInKamm»
— capblHaMu, B KOTOPbIX HEMNPEMEHHA
OCTMHaTHas NOBTOPAEMOCTb OAHOIO U
TOro e MoTmBa: «CapblHbl LIAMaHCKNX
KaMJlaHWI JOHEC/N 10 Hallero BPpeMEHH
JPEBHEWNLLNIM C/ION MY3bIKW, CTU/b
KOObI30BbIX KIOEB 3apOWJICA UMEHHO B ee
Heapax»8. YCTHasa Tpaamumsa coxpaHuna no
HallWX BPEMEH CBbILLE AeCATKa KOObI30BbIX
KtoeB KopKbiTa. B HMX lWWamMaHCTBO
3aneyarsieno CBOM PoAoBbIe YepThl:
BEKaMM OTKPUCTaNIN30BbIBaloLLasaCH
CUCTEMa nepennaBKU ABNEHUN
[ENCTBUTENIBHOCTU B 3BYKOOOGPa3bl
npeactana B BUAE KPaTKUX PUTMO-
MeSioAnYecKux GopmMyn, MHOTOKPaTHO,

FTMNHOTUYECKU NOBTOPSIOLMXCH: TO
€CTb HalJeHHble B capblHax crnocoobbl
opopMNEHNS My3blKaslbHOM MbIC/U
NoNy4YMIn NPUMEHEHNE B KOObI3OBbIX KIOSIX,
CllyXKa onpefefieHHbIM XyAOXECTBEHHbIM
uenam: «1nntenbHoe KONMYeCTBEHHOE
nepemelleHne HEU3MEHHOIo

Martepuasna no ropu3oHTann GpakTUYecKH
ocTaHaBNuBaeT Bpems, oTparkas Bce
BENNYME U HEM3MEHHOCTb METADU3NYECKMX
LleHHoCTen Mupa 6akcbl» [7, 2002, b, c.
199]. Hen3amMeHHbIM BO3BpaT K paHee
Npo3ByYyaBLUEMY MCUXONOrMYECKU faeT
4YyBCTBO PafOCTH OT BCTPEYUM C yKe
3HaKOMbIM, YyBCTBO YNOPSA104EHHOCTH,
YCNOKOEHHOCTU. ITO NPOsiIBAEHME
LLEHTPOCTPEMUTENBHOM CUJbI, MOJOOHON
cune 3eMHOro NPUTSKEHUS, 3aCTaBSIOLEN
NAOTU K cebe, K CBOEMY BHYTPEHHEMY MUPY
B CTPEMJIEHUM NMPUBECTU EFO B COCTOSTHNE
rapMOHWK C OKPYXKatowmm Mrupom. Hapsay
C UEHTPOCTPEMUTESNIBHOM CUNOM Ha
yeloBEKa BO3ENCTBYET LIEHTpOGEKHas
Cuna, HanpaBieHHas Ha XKenaHue
BblIPBaTbCS U3 HACKy4YMBLUErO NOCTOSIHCTBA.
M ons cero AyxoBHOIO 3[0POBbS HyXHa
cb6anaHCUpPOBaHHOCTb 0BENX CUN, UX
ypaBHOBelLIEHHOCTb. CylLeCTBEHHO

BarKHO, YTO K/OYEBBLIMU /151 KOObLI3OBbIX
KloeB cTanin o6pa3sbl, 3anedvarteBatolme
nonsipHble cunbl. ITo 06pa3 3n1a, obpas
aHTMnofda, npeonosieBatolLero 310; o6pas
paBHOBECUS KaK AOCTUXKEHME KenaemMoro
pesynbTata B NpeoosieHnK 3n1a; obpas
61aroc/ioBEHUS TOro, YTO MOCNAHO CBbILLE.
MOMHO 3aK/I04UTb, YTO OHM OTOGpPaXKatoT
GMNoCcodmIo BOCXOKAEHNA K TapMOHUU
yepes J0CTUKeHne cbanaHCUpPoOBaHHOCTH
[BYX PA3HOBEKTOPHbIX CUT MUPO3AaHMS.

A rapMoHU1s — CYLLIHOCTHas KOHCTaHTa
TEHrPMaHCTBA.

8 Kioit — maBHbIi XXaHp Ka3axcKoi My3blKiu, BOGPaBLLKiA B ce65 Bce cdhepbl )U3HEHHOrO 1 yXOBHOIO OMbiTa Hapoja

[Myxam6eTtoBa, 2002, b, c. 194].

44

Central Asian Journal of Art Studies Volume 5.Issue 4. 2020



AucKkyccuna

EanemHsbiti cnekmaknb U duarioe
Kynbmyp

BaneTHbIM cneKTaknb [l. YpasbimbeToBa
«CTpaHcTBUS KopKbiTa» OCHOBbLIBAETCH
Ha Auanore pasHOBPEMEHHbIX KybTyp.
Cama naes «napagokca coeMHeHuUs
apxanKn U COBPEMEHHOCTK» [8, €. 15-23]
[laBHO ObITYET B IUTEPATYPE U UCKYCCTBE,
[lOKa3blBas NPOAYKTMBHOCTb MPUHLIMNA
Ananorn4yHocTu. MIHTepecHa ero Hay4yHas
pa3paboTKa B Tpyaax M. baxTnHa, KOTopbI
cyuTan, 4yto nboe BocnpomnsseaeHmne
TEKCTa OCHOBAHO Ha MHGOPMALMOHHOM
«COOTHECEHUHN C IPYTMMU TEKCTAMU U
NnepeocMbICIEHUM B HOBOM KOHTEKCTE
(B MOEM, B COBPEMEHHOM, B ByayLIEM)
(kypcmB mon. — J1. }K.)» [9, c. 364].
McenepoBartenu H. KonaaeHKo m
C. JlbiceHKo NpeanoxKuam NnpuMeHnTb
KoHuenuuto guanora M. BaxtnHa B
COBpPeMeEHHOM baneToBeieHMN. B cBoen
ctaTtbe «A. MNylwKnH — . YanKoBCKUM —
P. Metn: gnanor «gaHHOro» U «Co3J4aHHOro»
B 6aneTte «[InKoBas gama» OHM rOBOPAT
0 MeTOo0JIOrMKN Ananora «4aHHoOro» n
«CO34aHHOro» Npu aHanmMae 6aneTHoro
cnekTaks. [pu aToM XyaoXKeCcTBEHHas
MHTepnpeTaLmsa TPaKTyeTcs aBTopaMu B
Tpaamumax GUNnocoPpCcKom repMeHEBTUKN —
«KaK ClI0XXHOoe B3anuMoencTBme
npouecca BOCCo3aHWst aBTOPCKOro
CMbicna (CMbICIOBOCCO34aHune),
[IEKOPUPOBAHUSA UHTEPTPETUPYEMOTO
TEKCTa M aKTyanusaumm CO6CTBEHHbIX

CMbIC/TIOBbIX MHTEHLMIA MHTEPMPETATOPOB
(cmblicnonopoxaeHue) [10, c. 347]. Takown
METOA0JIOrMYECKMI NoAxXo4 npeanonaraet
paccMoTpeHne 6aneTHOro CrexkTaknsg
KaK CUHTETUYECKOIO Xy40XKECTBEHHOIO
TEKCTa W JOMOJHAET CYLEeCTBOBaBILWH
TPaAMLMOHHBIN aHann3 onepHo-6aneTHbIX
NOCTaHOBOK. [MaBHOM «ABUraTebHOM
CWJ1I0M», MOMOratoLLLEN OCO3HATb
B3aMMOJIENCTBME B CMEKTaKI/IE MY3bIKHU,
xopeorpapuu, n306pasnTesnbHbIX
WUCKYCCTB, MPU3HAaETCsd CUHECTETUYHOCTb
XYOOXECTBEHHOIO CO3HAHMS, OCHOBAHHOIO
Ha pas3/IMyYHbIX MEXYYBCTBEHHbIX
accoumaumsx (cuHectesusx). Kak cumtaer
b. laneeB, CMHECTETUYHOCTb B Ka4ecTBe
accoLnaTMBHOIO MexaHU3ma y4acTByeT
B GopMUpoOBaHUK HeBEPOaNbHbIX
CMbIC/IOB, 06pa3yoLLMXCs Ha NepeceyeHnm
pPasnnMyHbIX YyBCTBEHHbIX MOAAIbHOCTEN
(cnyxoBoW, BU3yallbHOW, TAKTU/IbHO-
KMHecTeTMyecKon [11, c. 119].
CUHEeCTeTUYHOCTb OCOBEHHO
BOCTpeboBaHa B NOHUMaHUH
xopeorpapuyecKmnx CrieKTaken,
NOCTaB/IEHHbIX Ha HEGANETHYIO
MY3blKY, KAKOBbIM U ABNsieTca 6anet
[. YpasbimbeTtoBa «CTpaHCcTBUSA
KopKbiTa»r. My3blke B HEM OTBEAEHA
cMblcnoo6pa3sylolas GyHKuus. B
CcrneKTak/e 3By4Yar? Ko KopKbiTa,
KOMMo3u1LumnK GOSIbKIOPHO-
aTHorpaduyeckoro aHcamons «TypaH»1o,
P. lancuHa. My3blka o6pasyeT ToT
APXUTEKTOHUYECKMI OCTOB, Ha KOTOPOM
[EPKMUTCS ANUYECKUIN CIOXKET, OTMEYEHHbIN

9 MyablKanbHas pamaTypris CneKTakis, a TakKe TMBPeTTo, Xopeorpadus 1 pexknccypa npuHaanexar asTopeTey

[. Ypa3bimbeToBa.

10 B cnexTakie NoMMMO nNpounaseaeHns Kopkbita «KoHbip» («PasMbllLEHHE») 3BYYUT My3biKka GOTbKIOPHO-

3THOrpacdmyecKoro aHcamons «TypaH».
My3bIKanbHbI NAaH CnexkTaknsa (No anu3oaam):
Poxaenune Kopkbita — «¥nbl TypaH MaHTrinik».
AHren n neébean — «Cesim cbipbli».

Buaexne — «banbebek».

Boit co 3ameel — «baviTepek».

AHren n KopKbIT — «Cbipnacy».

PenurnosHole ceKTaHTbl — «<KepyeH».

I

7. bau v 6anbuwe — «OpTeKe».

8. KyptusaHku — «The Hunting».

9. Po6oTtbl-conaatbl — P. [acuH «<He3aBUCUMOCTb».
10. BonHbl cyab6bl — «<Kunbl 3amaH».

11. TOpPXKeCTBO XMU3HU — «To-LymaH».

12. KopKbIT — 6aKcbl — «baKcbl».
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GUNOCOPUYHOCTLIO B COYETAHUU C
06pa3HON KOHKPETHOCTbIO.

Ham npeacraBnaseTcs NnepcnekTMBHOM
METOA0JIOr 1S paccMOoTpeHus 6aneta
KaK CMHTETUYECKOIO Xy[0XKECTBEHHOIO
TEeKCTa B OMope Ha Ananor «4aHHoro»

N «CO3[1aHHOr0» C NPUB/IEYEHUEM
NOHATUSA «HEBepOaNbHbIN KOHLLENT».
Mpuweawn n3 TMHIBUCTUKM

TEPMUH «KOHLENT»'* B COBPEMEHHOM
KynbTyposioruM moanduumpoBasncs B
NMOHATUE «XYAOKECTBEHHbIN KOHLLEMT».
OH nogpasymeBaeT Ty TpaHchopMaLmio,
KOTOPYIO 0OPETAET UCXOHAs KOHLLENLUS
C NPUBHECEHUEM B HEE HOBbIX
CMbICNOBbIX UHTEHLMIX. Xopeorpadusa
onepupyeTt TEPMUHOM «HeBepbasbHbI
KOHLEeNT», Korga Bep6asibHbli KOHLENT
UHTepnpeTnpyeTcs HeBepbanbHbIMU

Cuena u3 6anera « Crpanerust Kopkbita».
Anmarer, 2019. ®oro E. TTerporoii

cpeacTBamu (My3blKanbHbIMU, BU3yanbHO-
MIacTUHECKUMMU, CLLeHOrpadU4ECKUMM).
MoaKpennsembii WMPOKMUM CNEKTPOM
CUHECTE3MNHbIX KOAOB, OH OTKPbIBAET
CcB060/y MOCTAHOBOYHbIM MPOYTEHUAM
xopeorpados.

Tak cBO6O/EH Obl/1 aBTOP 6aNETHOro
cnektaknga «CtpaHcTBusA KopKbiTar, Koraa
nucan NM6pPEeTTo No MOTUBAM JIEreHs O
nepBoLWamMaHe, NPeanoXmB CBON BapuaHT
NlereHabl2 . 3To BNOJIHE COrnacoBbiBaAETCH
¢ Mbicnbto A. Kogapa 13 ero cratbu
«JlereHaa o KopKyTe B NepeKpecTbe
NCTOPMONIOTUN U TEPMEHEBTUKMU»:
«JlereHga — 310 pacTekaHue ¢paKta BO
BPEMEHU 1 NPOCTPAHCTBE, NPU KOTOPOM
HEU36EXKHO <...> HanlacToBaHWE UHbIX
NPMBXOASLLMX MOMEHTOB» [12, ¢. 67].
3HamMeHaTeNlbHO, YTo IM6PETTO 6aneTa
«CTpaHcTBUSA KopKbiTa» 6a3npyeTcs Ha
TEX e K/toYeBbIX 06pas3ax KoObI30BbIX
KIOEB, O KOTOPbIX LA peyb BbILLE: 3110
nepcoHndnLMpPoOBaHO B 06pa3e aHrena
cmMepTn (3mes); aHTunoa 31y npeacraBieH
B 06pa3e aHrena *Xu3Hu, gatoLero
KopKbITy KOObI3 (Mepen ero CTPaHCTBUSAMMU);
OH MPUHOCUT B }EPTBY CBOIO LIAMAHCKY0
Jyuly, a KobbIi3 NPUBOAUT IO «B CaMoe
cepaLie 6ypu, B HacToSALWMMN BOXKECTBEHHbIN
nokom» [13, c. 69], paBHOBeCKE
yCTaHaB/IMBAETCS B BOCKPELLIEHWM
KOpKbITOM OyXOBHbIX CWJT HApo4a 4Yepes
LuenuTenbHoe BO3eNCTBUE EM0 MY3bIKM
(a3nn3oabl «<BonHbl cyabObl» U «TOPKECTBO
M3HW»); 61arocioBEHMNE NPETBOPSETCH
B 6narogapeHuu cnaceHHoro Hapogaa,

11 Ero BBen P. U. NMaBunénuc B paboTe «[Tpobaema cMbICNa: COBPEMEHHbII TIOrMKO-GUNOCOPCKN aHanna aabika» (MocKsa:

Mblicnb, 1983. 286 c.).

12 NnepetTo 6aneta «CTpaHCTBMA KOpKbITa» MO MOTUBaM HapoaHbIx NereHs (asTop [. YpasbiM6eToB):
Tpu roaa 1 AeBATb MECALLEB MaTb /ET POX/AEHUS CBOEro chiHa. baKchl 06pallaloTes 3a NOMOLLbIO K BbicumnMm cunam. U BoT
OH NosBAAETCH — UMS eMy 6yaeT KOpKbIT. AHren 61arocnoBiser ero nyTb, a ie6eaun ConpoBOXAaloT MiaeHLa, KOTOPbIN

03apuUT MUpP CBOMUM CBETOM.

YMyApPEHHbI He no rogam KopKbIT oTnpaBfseTcs CTPaHCTBOBaTb B MOMCKaX BEYHOM XU3HU. M0n0ooro oHOLWY nocelaet
BUAeHWe — o6pa3s NpeKkpacHom AeBYLLKU. HO 3TO eMy TOSIbKO KaxeTcs. Ha camom fene nepej HUM 3mest, Kotopast
CMepPTEeNbHO XKanuT ero. AHren, NPUCYTCTBOBaBLUMI NPU POXKAEHUKN KOpKbITa, NnpocuT He6o JapoBaTb eMy KM3Hb U AaeT

IOHOLLE KOObI3, My3blKa KOTOPOro crnaceTt Mup. -->
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nogHumatouiero KopkbiTa BBEPX U
61arocnoBASOLLEro €ro UCKYcCTBO (3nnM307]
«KOpKbIT — BGaKcCbl»).

O6paTvM BHMMaHKeE Ha TO, 4TO B
nmépetTo . Ypa3biM6eTOBa COAEPKUTCSH
NPUHLMNMaNbHOE NepeaxkL,eHTUPOBaHNE
CMbIC/TOBOW CTPYKTYPbl CYLLECTBYIOLLIMX
HapoaHbIx nereHa o Kopkite. lepon B
nouncKax 6eccMepTnst CTPaHCTBYET He Mo
4yeTblpeM 4acTsM CBETa, a BO BPEMEHU — U3
CpenHeBeKoBbs B XXI BeK. BHeBpeMeHHas
dunocodcKkas MHOrOMEPHOCTb JIereHaapHOM
nn4yHocTn KopKbiTta no3sonuna .
YpasblM6eTOBY NPOELMPOBATL UAELD €r0
CTPaHCTBM BO BPEMEHMN.13

«[orpyxeHne» KopKbiTa B MHON
NCTOPUYECKUIN N KYNbTYPHbIA KOHTEKCT
[aeT TOT Ananor NpoLsioro ¢ HacTOALNUM,
«AaHHOro» U «CO3aHHOro», MO3B0/IAA
BbIABUTb HE3bIGNIEMbIE 3TUHECKNE U
3CTETUYECKME LIEHHOCTH, HE NOABNACTHbIE
cMeHaMm arnox. ABTOPOM NeEPEKUHYT MOCT
oT CpeaHEeBEKOBbLS K COBPEMEHHOCTH
BBEJEHMEM UCKYLLUEHWI repos,
cob6nasHamMu, HeCYLMMU IYXOBHY CMEPTb,
BeYHbIMUK BO BCe BpeMeHa. Co3aaBluascs
peanusa XXI B. — pa3MbITOCTb rPaHuL,
mMexay Jobpom u 3n1om — npeacrasnser
co60M HaBWCLLYIO HaJ YeN0BEYEeCTBOM
yrposy, Korga ntofu, CoxpaHas Gusnyeckoe
Teno, rmMbHyT AyxoBHO. MeTKo cKal3ana
06 atoM A. MyxambeToBa: «TBOpPYECKHK

WMHTEPNPEeTMPOBaHHadA nereHaa caenana
KopKbITa HalMM COBPEMEHHUKOM,
3alLMTHUKOM, NpeaynperkaaloLnm Hac o
nyTsx, Beaylmx K ruéenu aywm» [14, c. 8].

Kamezopusi BpemeHu 8 mpaduuyuoHHoOU
Kynbmype rpomoKa3saxoe

B TakoM pexknccepcKkom pelieHnu
COBMeELLEHNS apXanuKK U COBPEMEHHOCTH
Kateropms BpemeHu npeacrtaeT Knto4eBom
N TpebyeT PacCMOTPEHUS B KOHTEKCTE
cneundurKkm BpeMAN3MeEpPEHNs B
TPAAMLIMOHHOWM KyNbType NPOTOKa3axoB.
CywecTBEHHO BaXXHO, Y4TO Y APEBHUX
KOYEBHWKOB 6bl/10 KAYECTBEHHO MHOE
npeacTaBfieHne 0 BPEMEHH, YEM Y
ocesibIX HApPO0OB C UX NO3XKE BO3HUKLINM
JINHENHbBIM neToucHmcneHnem. Y
CTEMHSAKOB BPEMS LMKIUYHO, UBMEPAEMO
ABeHaguatunetTusaMu. NonHbin Manbii LUK
— 60 neT — XK13Hb YenoBeKa. Xn3sHb e
Hapoja, apyaxoB 1 TeHrpu 6eCKoHeYHa.
Otctoaa B NCUXONOrMM KOYEBHUKOB
4YyBCTBO KOCMWYHOCTM ObiTUSA. Toraa
NOHATEH BbI30B KOpKbITa cMepTH, ero
yCTpeMeHune K 6e3rpaHMyHoMy MpoCcTopy
BEeYHOCTU. [10TOM 1 B CBOEN TPAKTOBKE
ero obpasa B 6anete /1. YpasbiM6€eTOB
OTKa3blBAETCS OT CTEPEOTUMNHOM
cepoBnacoctu KopKbiTa-aTta, npeactaBnas
€ro 3puUTento MOJIOAbIM, XMUBYLLUM BHE
Bpemenwu.

--> KOpKbIT NyTewecTByeT No ropoAam CKBO3b BPEMEHA, W Nepes HUM OTKPbIBAIOTCS YeTbipe nyTu. Ha nepsom nytv
PENUIMO3HbIE CEKTaHTbl MaHST ero B CBOU CETH, HE MOHWMas CaMu, BO 4TO M MOYEMY OHU BEPST. Ha BTOPOM NyTW OH BUAUT
NOfiEN, YNUBAIOLLMXCS BNACTbIO U 6OraTCTBOM, CHUTAIOLLMX, YTO 3TO CAMOE BaXKHOE B U3HW. Ha TpeTbeM Nyt KopKbIT
BCTpeyaeT 6e3yMHO pPa3B/IEeKaloOLWMXCS HKEHLMH, KOTOpble yTonatoT B 6e3[He rpexa. YeTBepTbIi NyTb PUCYET NYTHUKY MUP,

nopabouleHHbIN po6oTaMu-conigaTamu.

YBUaeHHoe octaBnseT y KopKbiTa fiMllb YyBCTBO FOPECTHOrO OTHAsHMS U AyXOBHOM NycTOTbl. EMYy KaeTcs, 4To nofew,
3a6bIBLUMX O CBOUX B/IM3KKUX, O YECTU U JOCTOMHCTBE, YXKe He cnacTu. PazoyapoBaHHbIV U OneYvasneHHbI, OH BO3BpallaeTcs
[IOMOW K cBsLLeHHON peke Cbip-Aapbe. OH AyMaeT, 4To MUp pa3pyLlaeTcs Ha ero rnasax.

KOpPKbIT OTAGET CBOI XM3Hb 3a Ntofew, 4Tobbl NofapuTb UM BO3MOXHOCTb YBMAETb pai. BHe BpeMeHu Tenepb 3By4uT
K0o6bI3 NepBoro 6akcbl KopKbiTa, HaNnoMuHas ntoaam o 4o6pe 1 No6BMU.

13 Camo noHsTe «CTPaHCTBMS» B CBOE OCHOBE COLEPHUT GDUNOCOMCKYIO MAEI0 MO3HAHMS MUPa U COBEPLIEHCTBOBaHUS
[yWX YeNoBEKa B €ro CTPAHCTBOBAHMM MO MOPIO XKUTEWCKOMY. MHOTMe Benuyanime Nnpou3BeaeHUs MUPOBOWM KyNbTypbl
NPOHM3aHbl TEMOM CTPAHCTBUIM — ByAb TO cTpaHCTBUS Oaucces, dHes, PaycTa, 3urdpuaa-reposi, Cunabaga-mopexoaa,
Capako-rycnsapa. B aTom e psgy CTOUT v nereHaapHas durypa 6akcbl KopKbiTa.
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Cuena u3 6asiera « Crpancrsust Kopkbita».
Anmatsl, 2019. @oto E. [Terposoit

[pyras BaxkHasi 0CO6EHHOCTb
TPaAKTOBKM KaTeropum Bpemeru
3aK/to4aeTcsa B TOM, YTO Y KOYEBHMKOB
«BPEeMS BbICTyNaeT Kak HeaeNnMoe LIENoe,
KaK equHeHne NpoLioro 1 HacToSLLErO
(kypcuB mon. — J1. XK.). Mpowinoe B Takon
e Mepe SBASeTCs HacTOSALWMM, KaK U camo
HacTosLlee, OHO HEOTbEM/IEMAs €ro YacTb.
Mpeakun, ymepline MHOro AeCATUNETUI
UNW Jarke CTONIETUI Ha3af, NOCTOAHHO
CYLLECTBYIOT B CTPYKTYpE CO3HaHMUS
MBbIX, MOMOrasi UM, Unu, HaobopoT,
npotMBoaencTBysa nm» [15, 2001,
c.12-13]. [MoaTomy y KOHEBHMKOB
CyLecTBOBasI0 0C060 yBaXKUTENbHOE
OTHOLLEHME K 3ax0pOHeHUsAM. o Teopun
aKageMuKa u apxutexktopa b. M6paeBa,
Tam 06pasyloTcs «XPOHaNbHbIE NONSA»
NMOTOKOB 3Hepruun. Ee nanyyatot Morunsl,
CJ/IO}KEHHbIE U3 [MWHbI, UBBECTHSAKA,
pakylie4yHnKa. OHu BNuTanu B cebs
TBOPYECKOE 03apeHune 1 CTpacTu n3
MPOLLUOro U «MOCTOSIHHO BbliGpachiBalOT
Ha XXMBbIX MOLLHbIE MOTOKM U3 T. H.
«HW¥KHero mupar, NpUHyXaas 1 3actaBnas
UX CTPOUTb Y TBOPUTb MO 3aBETaMm
npoLuIoro Ha aTomMm apeane» [16, c. 28].
«XpOoHasnbHbIe Nonas», No rmnoTese
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b. M6paeBa, BO3AENCTBYS Ha XUBYLLMX,
06pasyloT Pe30HaHC C COCEAHUMMU U
OTAa/IEHHbIMW TOKycaMu. B KoHeYHOM
ntore oHn GoOpPMUPYIOT HanpaBneH1e
}WU3HU, ee OYXOBHYI COCTaBSIOLLYIO —
Tpaguumio. lreHnn b. N6paeB 3aKitoyaeT
CBOM pa3mbilleHns BbiIBOAOM: «Toraa
Tpaguumsa — aTo uanydyeHue» [16, c. 28].
Mo MbICNK BblAAKOLWLErocsl Ka3axCTaHCKOro
YY4EHOr0, «XPOHasIbHble NOoNsA» «He
MOJIbKO coXpaHsirom ucmoputo rrodel
(u He morbKo ee), HO U “Haes3bigarom”
MOJ100bIM 3MHOCaM caMble apxauyHble
rnpedcmaerieHusi, KoTopble yXe AaBHO
[OMKHbI 6bITb 3a0bITbl BO BCEM MUpeE!
OKasblBaeTcs, HAYTO B 3TOM MUPE He
nponajaeT B NoToKax BpemeHu, a Korga
nosiBNSETCA HEOO6XOAMMOCTb, HEOXKMNAAHHO
BCM/IbIBAET U peanm3yeTcs BO BCEX
chepax KusHemearenbHocTu» [16, c. 271].
3Ta Mbicsb b. M6paeBa Koppenupyet
¢ Mbicablo T. Bypkxapaa o peHoMeHe
TPaAMLIMOHHOW KyNbTypbl, COXpPaHSAOLLEN
YCTOMYMBOCTb AYXOBHbIX LIEHHOCTEN,
MeHTanuTeTa, «<KOTOpble 3aKPEeNIAOTCS Ha
YpoBHE paKTUYEeCKN 6ecco3HaTeNbHOro
B CO3HaHUM Noaen» (Kypcus MOW.
—JI. 2K.))[17, c. 128]. U B camom
Jene: CrnoXuBLIasacs B TEHIPUAHCTBE,
MaHudecTnpyemas KopKbIToM napagurma
CaKpaibHOCTM MYy3bIKW, Bbipa3uBLLasnCcs
B CTPEMIIEHUN K AEMaTepUann3aLmnm
3BYKa Yyepe3 NpUMeHeHne 06EepPTOHOB,
CNOCOBHbIX BO3AENCTBOBATb Ha [MyOUHbI
NoACO3HaHWS, CoXxpaHunach B KIHOYEBbIX
MHCTPYMEHTa/bHbIX XXaHpPax Ka3axCKom
MY3blKK, HECMOTPS Ha BCE CMEHbI PeIUrnn
WU UOEO0SI0TUN.

M, HaKOHeL, NpoaonXKas pa3mblLLIEeHUS
0 ponu Kateropun Bpemenu B 6aneTe,
Henb3s 3abblBaTb O TOM, YTO GU3UYECKOe
BpeMs OTHIOAb HEe coBNagaeT co
BpEMEHEM Xy[0XKECTBEHHbIM, «<MOO
[ENCTBUE CIOXKETHOTO XyAOXKECTBEHHOIO
npounsseneHus (a 6anet «CTpaHCTBUSA

Central Asian Journal of Art Studies Volume 5.Issue 4. 2020



Cuena u3 6anera «Crpancreusi Kopkbira». Anmatsl, 2019. ®oto H. TTocrHukosa

KopKbITa» UMeHHO TakoB. — J1. XK.)
NPOUCXOANT B pycsie TeX NMPOCTPaAHCTBEHHO-
BPEMEHHbIX rabapuToB, KOTOPbIE MO
BOJI€ aBTOpa MOTYT CyXaTbCs UN
pacTtarmBatbcs» [18, 2001, c. 12].

UTaK, Xyl0}KeCTBEHHOE BpeMS
KopKblTa pacTsaHyTO — NnepeHeceHo B
Hally COBPeEMEHHOCTb, U aBTop 6aneTa
NPOBOAMT €ro Mo YeTblpem* foporam
HPaBCTBEHHbIX MPETKHOBEHUN —
PEeNnrMo3HOro CEKTaHTCTBA, BacToNo6ums,
4YyBCTBEHHOW pacnyLlEeHHOCTH,
POB6OTUIALIMN KNUIHENOBEAEHMUS.
Co6CTBEHHO, B HUX aKKYMY/IMPOBaHb!
MYyYUTENbHbIE KOHTPOBEP3bI HaLLEN
COBPEMEHHOCTH, U OHU ABNSAIOT HaM
«[PO3HOE NpeaynpexaeHne o ToM, Y4To
CMepTb CNOCOOHa NPUHMMATL U “MUPHbIE”
06/1M4MA: B HEYEMHOM Tsire K 6oraTcTBy
W BNacTu, pasBpare 1 Jaxe B HayKe,
npeBpaLatoLLEen noaen B poboToB, KOraa,
coxpaHss Gu3nyecKoe Teno, OHN ymupatoT
AyxoBHO» [4, c. 10].

M o KOHLUENLMN CreKTakNs uUx
pelleHne — B 06paLleHN K AYXOBHbIM
LLEHHOCTSM NPEAKOB: MyAPOCTH, JIIOOBMH,

MBOTBOPHOM CH/le NOASIMHHOIO
ncKycctBa. 06 3TOM — HanucaHHble
K NnpemMbepe 6aneta CTUXM ennuckona
KackeneHckoro leHHaaus (foronesa),
3amMeyareflbHO KOHTPanyHKTUPYOLWKUe co
CLEHMYECKMM OENCTBUEM CNEKTAKNSN:

Hywy e nneH 6epym cobrna3sHel,

Bamymun anasza mymar.

Cnod, Kopkbim, omeepaHuU pa3om

UcKyuweHbsi u 0bmaH 5.

CyTb ®UNOCODCKOro OCMbIC/IEHUS
. Ypasbim6eToBbIM 006pa3a KopKbiTa
cdOoKycMpoBaHa Ha ero 3BoJItoLMHK
OT 3K3UCTEHLMOHANbHOrO OAMHOYECTBa
K 06PETEHMIO TAPMOHMM CO CBOUM
HapoaoM. B 6ecene ¢ aBTOPOM cTaTby
pexnccep-noCTaHOBILLMK CNEKTaKISA
cKaszan: «B mupe, rae 310 Henctpebummo,
KOpKbIT CoXpaHaeT paBHOBECHE
NoACKMX ayul. NpeogoneBas COMHEHUS
M pa3o4yapoBaHus, CTPAHCTBYS OT
CpeaHeBEKOBbS K COBPEMEHHOCTH,
KOpPKbIT HAXOAUT UCTUHHbBIN NyTb K
COBEPLIEHCTBY M BEYHOM XKM3HU. My3bika
€CTb Ayx0BHOE 6eccMepTure, NoJapeHHoe
6aKchbl-lamaHom» [19].

14 Ypeno «4» coBCEM He CydaitHO. B HeM NpocMaTpuBaeTcs YUCNOBOMN KOf, CBA3AHHbIN C XapaKTEPUCTUKaMMU MaKpo-
MUpoKocmoca. M3 cymmbl 3 1 4 o6pasyeTcs YMCno 7, Bbipaxatollee naeto BeceneHHom: TPOMYHOCTb — YeHeHUe Mupa no
BEPTMKanu Ha 3 KOCMUYECKMNE 30HbI U HETBEPUYHOCTb — €ro UBMEPEHME MO FOPU30HTaNM (YeTbipe YacTu cBeTa).

15 Ctuxun ennckona NeHHaauns HamnevataHbl B MPOrpaMMKe K NpeMbepe HaLMoHanbHOro 6aneTHoro cneKtakns «CTpaHcTBus

KopkbiTtar.



3aknoyeHue

Xopeorpadunyeckoe 0CBOEHMKE
6anetmenictepom [l. Ypa3biMO6ETOBbLIM
rMYyGUHHbIX NJ1ACTOB Ka3axCKoK
TPaanLMOHHON KyNbTypbl B 6aneTte
«CTpaHcTBUA KOpKbITa» JOCTOMHO
JalibHENLEero nNpucTanbHOro
paccMoTpeHust. NoCKOoNbKYy «3abBeHne
TPAAMLMOHHBIX LEHHOCTEN HE MOXKET
CNoco6CTBOBATh Pa3BUTUIO KYJIbTYPbI,
XOTS 3TO HE O3HAYaET KOHcepBaTM3Ma U
3aKOCHEHMS €€ B aKaeMMUYECKMX paMKax»
[3, c. 67]. Co3paTenu crieKTakng Kak pa3s
CyMeNn HanTW JoMKHOEe paBHOBeCKE B
XYOOXECTBEHHOM CMHTE3€ MPOoLLIOoro ¢
HacTosWMM, BOMIOTUB 06pa3 KopKbiTa —
3HaKOBOW BENNMYUHbI TPAANLIMOHHOM
Ka3axCKow KynbTypbl CpeaHEBEKOBbS —
cpeacTBaMu COBpEMEHHOW BGaneTHOM
NaacTUKmne,

TeaTp HECKOJIbKO pa3 npeactaBnsn
CMNEeKTaK/b CO HA NMPeMbepbI Ha
pa3sHbix cueHax AnmMartbl’. Kaxabli
pas OH AOMONHANCA aBTOPOM, o6peTan
[IOMNONTHUTENbHbIE CMbIC/IOBbIE aKLEHTHI.
OTBETCTBEHHOM 1119 KOJIJIEKTMBA
locygapCTBEHHOMO aKaeMMUYECKOro
TeaTpa TaHuUa Pecnybnunkn KasaxcrtaH
cTana npemMbepa 6aneta B Kbi3blnopaes —
poaHbix MecTax KopKbiTa. CneKkTaKk/b Tam
OblN1 006PUTENIBHO BCTPEYEH 3PUTENAMMU,
W 3TOT GaKT AOPOroro cTout. lotoMy 4TO
«F€HUM MecTa» — 6e30WNO0YHbIN KaMEPTOH
npu onpeaeneHnun Toro, YTo NOAJIMHHO,
a yto panblumnBo. M60 «B HU30BbSAX
Cbipaapbu Mbl Habntogaem CyLLecTBytoLLME
[10 HaCTOSILLLErO BPEMEHU caMble

apxaunyHble GopMbl KynbTa Bennkoro
NPOpPOKa, <...>, BOPIOLLErocs CO 3/10M U
CMEPTbIO, OAaPSIOLWErO XUBbIX Y XKUSHEHHOM
CWUNON 1 yaa4yen, TBOPYECKUM O03apeHUeEM»
[16, c. 25]. 3T cnoBa NpuHagnexar

b. N6paeBy, BbIXoALy U3 3TUX MECT,
co3faBlleMy MeMopuan CBOeEMY BEIMKOMY
3EMIISAKY.

XyA0XKEeCTBEHHbIM KOHLLeNT
. Ypasbimb6eToBa B 6anete «CTpaHCTBUSA
KopKblTa» — npuMep Toro, Kak
ncTtopmnyeckas n Mudonornyeckas namsaTb
B CBOEM [IByeJMHCTBE MOryT BOMpaThb,
COXPaHATb M PETPAHCANPOBATb 3HAKM U
CUMBOIJIbl KYJIbTYPHbIX IBIEHUI OTAESbHbIX
3MO0X, BO3/IENCTBYS HA COBPEMEHHOCTb.
370 BO3AENCTBUE OCYLLECTBASETCA MO
HanpaB/IEHUAM UCTOPUYECKOTO CO3HAHMUS.
[o3TOMYy MOKHO MONOXKUTENbH O OTBETUTb
Ha BOMpoc: «JOCTOMHbI J1b Mbl CBOUX
Hacneann?» — KoJib CKOPO CMeKTaK/b
«CTpaHcTBMA KOpKbITa» CYXUT LEeNn CBA3U
BPEMEH.

Cnektaknb «CTpaHcTBUS KOpKbITa»
aKTyalleH B BbISIBJIEHWM CKPbITbIX CMbIC/IOB
TPaAULMOHHOM Ka3axXCKOM KynbTypbl,
BAMSAIOLMX Ha XYAOXKECTBEHHYIO KYNIbTYPY
XX| BeKa. 3T1 cMbIC/bl pacKpbiBaloTCA
yepes B3anuMoAeNCTBUE CUHECTE3UNHbIX
KOA0B 06eux — TPaANLIMOHHON U
€BPONeN3nNpPoBaHHOM KynbTyp. UMeHHO
MHOIFOMEPHOE BOCMPUATHE, NlIEXKallee B
OCHOBEe CHMHeCTe3uu, Korjga obpas, My3blKa,
niacTuKa, LBEeT COCTaBNSAIOT €4MHCTBO
4YyBCTB M CMbIC/IOB, MOXHO paccMmaTtpuBaTtbh
KaK NepcrneKkTMBHOE HanpaBieHne B
oTeyecTBEHHOM 6aneTHOM MCKyCCTBeE.

16 Xopeorpadus cnexkTakis — Tema OTAENbLHOro CNeLuUanbHOro ccneaoBaHmns. CKarKem KpaTKo, YTO OHa BbipaxeHa
TaHLeBabHOW JIEKCUKOM, BOMPaIoLLEN B CEGS HEOKNACCUYECKMI TaHell, IEKCUKY Ka3axCKoro TaHua, 3/1eMeHTbl MOfepH-

TaHua, CBOOGOAHYIO NNacTUKYy.

17 13 ceHTabps 2019 roga crnexTaklb NoKasaH Ha cLeHe Ka3axcKoro rocyfapcTBeHHOro akajeMUYecKoro Teatpa ans
neTen v 1oHowecTBa um. labuta MycpenoBa; 28 ceHTabps 2019 roga — Ha cueHe [ocyaapcTBeHHOM dUnapMoHum

M. }ambbina. Oco6eHHOCTb MOKa3a CreKTaKIA Ha pa3HblX CLEeHax NPOAMKTOBaHa Heo6xoAnMOCTbIO: focyAapCTBEHHbIN
aKagemMunyeckum TeaTp TaHua PK He nmeeT cO6CTBEHHOM CLLEHMYECKON MIOWaaKK.

18 21 pespans 2020 roga cneKTaKkIb NOKa3aH Ha racTponsx Ha cueHe Kbi3blopAUMHCKOro 06AaCTHOrO My3blKaibHO-

Apamatunyeckoro Teatpa M. H. bekexaHoBa.
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Jioamuna XykkoBa
T. K. XKypeeHoe ambiHOarbl Ka3ak yimmbIiKk eHep akadeMusiChl
(Anmamsl, KasakcmaH)

AAMMUP YPA3bIMBETOBTbIH MOAEHUET AUAIOrbl KOHTEKCIHAEN «KOPKbITTbIH JXEP¥AbIK
IBAEYI» BAJIETTIK CNIEKTAKJII

AHpaTna

Makana KOpKbITTbIH, Ken enwemai 6eMHeciH KapacTbipyFa apHanfaH — Ypa3bim6eToB Jamupain,

«KopKbIT eni» 6aneTiHae anfall peT xopeorpadusnblK iCKe acbipbliiFaH KOObI3AbIH eXenri cagak acnabblH
acaylbl. 3epTTeyaiH 63eKTiniri KopkbIT 6€MHECIH 6TKEH MeH BYTiHHIH KOPKEMAIK CUHTE3iHAE ASCTYpAI
Ka3aK MdEHUETIHIH MaHbI3abl enwemi peTiHae YCbiHyaaH Typaabl. On onmnan TankaH Kobbli3 AblObICbIHbIH,
eM/iK KyLWiH 6aKcbl KOMINETIHIH KYNWUa-KuUeni apeKeTTepiMeH YLiTacTbipa OTbipbin, KOPKbIT eHepai 63
Tarvnanapbl-TOHIPEPIHIH pyXaHW KYHAbUIbIKTapbl A9peXKeciHe KeTepai. AN TOHIpAiK AyHUMEeTaHbIMAa pyxaHu
KYHAbIIbIKTAp aca MaHbl34bl — 0f1ap KelneHainepdiH, Makpo aHe MUKPOKOCMOCbIHbIH 6aCTbl MafFblHaNbIK
6elHeciH 6ingipeai. LamaH emuwi-anemaep apacbiHaarbl Aengan. Xanblk aHbi3aapbiHaa KOPKbIT 9N1EMHIH,
TepT 6eniriH Kesin, enMecTiKTi isgenai. [1. Ypa3biMOEeTOBTbIH TIMOPETTOChIHAA KEMIMKEP YaKbIT NeH

KeHICTIKTe — opTa FacblipnapaaH XXI| racbipra AeniH ap TYPAi MOLEHUETTEP AUaOrbIH XKy3€ere acbipa oTbIpbIn
Ke36e eTeni. Makana aBTopbl H. KonsaeHKo MeH C. JIbICEHKOHbIH, «6epinreH» aHe «KypbliFaH» gnanor
TY)XbIpbiMAaMacbiHa a3ipneHreH M. BaxTMHHIH AManorTblK TEOPUSACHI TYPFbICbIHAH CEKTaKnbii 6aranay
3aHAbl Aen caHanabl. ABTOp 3epTTeyae Keneci aaictepdi KongaHaabl: TapUXU-XPOHONOMUANbIK, EPEKTAHYbIK,
aHaUTUKanblK, CanbICTbipMasbl, cyx6aTt. KOPKbITTbIH, ©3re Tapuxu oHe MaEeHN MOHMATIHIe «6aTblpbllybl»
OTKEHHIH, Ka3ipri 3amaHMeH AunanorbiH 6epin, AayipaepaiH aybicynapbiHa 6aFblHO6@nTbiH MbI3FbiIMAC 3TUKabIK
OHEe 3CTeTMKaNbIK KYHAbIIbIKTapAbl aHblKTayFa MyYMKIHAIK 6epeai. ApXanka MeH Kazipri 3aMaHHbIH,
OCblHAaW yHNneciMiHAe yaKbIT KaTeropusicbl Heriari 60biM KepiHeai }XoHe MaKana aBTOpPbl OHbl TOHIpPAIKTErI
enweyaiH UMKNAIK yaKblTbl TYPFbICbIHAH, KOLWNEHAINep apacbiHAaFbl 6TKEH MEH OYTiHHIH 661IHOEeNTIHAIMH
KOCMOFOHUMANbIK TYCiHY TYPFbICbIHAH, COHAAN-aK eHepaeri GU3nKanblK KoHe KOPKEMAIK YaKbIT YFbiMAapblH
capanay TypfbICblHaH KapacTblpajbl.

XXI Facbipgarbl Ka3daKkcTaHHbIH KEPKEM MBAEHUETIHE SCEP ETETIH ASCTYPNi Ka3aK MoAEHUETIHIH
durnocoduanbIK MaHi awblngbl. By MaFblHanap eki MoJeHUETTiH CUHECTETUKASbIK KOATaPbIHbIH 63apa
SpEKEeTTeCyYi apKbl/ibl allbliabl. 3epTTeyiH HOTUXKECI yaKbITTbiH 6arnaHbiCbl Typasbl naes 60/bin Tabblnagbl,
OUTKEHI KOPKbBIT — OCbl yaKbITKa AeNiH ©3EKTIiNIriH XofantnaraH eTKEHHIH MaHbl3bl KYHAbINbIKTAaPbIHbIH, OKifi.

Tipek ce3paep: KopKbIT, KOPKbIT, WWamaH, lWiamaHn3M, Ko6bl3 My3blKachl, aHbl34bl KalTa onnacTblpy,
MOJEHMET ANanorbl, yakblT KaTEFOPUSACHI, CMEKTaKIbAiH MaFblHasbIK YArinepi, yiTTblK 6aneT, Ka3ak 6aneri.
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Lyudmila Zhuikova
T. K. Zhurgenov Kazakh National Academy of Arts
(Almaty, Kazakhstan)

BALLET PERFORMANCE “KORKYT'S WANDERINGS” BY DAMIR URAZYMBETOV IN THE CONTEXT
OF A DIALOGUE OF CULTURES

Abstract

This article is dedicated to the analysis of the multidimensional character of Korkyt — the primal
shaman and the creator of the ancient bow instrument kobyz, which for the first time became the object
of choreographical representation in a ballet by Damir Urazymbetov “Korkyt’s wanderings”. Combining the
healing musical power of the invented kobyz and mysterious and sacral actions of rituals of shaman, Korkyt
elevated the art and recognized it at the level of spiritual values of his Tengrian fellow tribesman. Spiritual
values play a major role in the Tengrian perception of the world — they express main meaningful objects of the
macro and micro universe of the nomads. It's the three-level Universe divided into Upper World — possession
of Tengri (Eternal Blue Sky) and Aruakhs (ancestors’ spirits); Middle world — Zher—Su (Earth—Water); Lower
world — home of the dead. Tengri instills order in the Universe maintaining the harmony in the presence
of binary oppositions. Shaman Healer is a mediator between the worlds. In the folk fables Korkyt seeks
immortality while wandering four parts of the world. In libretto by D. Urazymbetov, the character travels in time
— from the Middle Ages to the 21st century establishing a dialogue between cultures of different periods. The
author of the article considers it appropriate to view the play from the perspective of M. Bakhtin’s dialogism
developed within the concept of the “current” and “created” dialogue of N. Kolyadenko and S. Lysenko.
Korkyt's “Immersion” in another historic and cultural context creates a dialogue between the past and the
present allowing to reveal long-standing ethical and aesthetic values untouched by the change of eras.
In this combination of archaic and modern elements, category of time becomes key and the author of the
article views it from the perspective of time cyclicity in the Tengrian world, from the position of cosmogonic
understanding of oneness of the past and the present among nomads as well as from the point of view of
differentiation of notions of physical and artistic time in art. The author recognizes the relevance of the play
“Korkyt’s wanderings” in attempt to reveal the philosophical meanings of traditional Kazakh culture affecting
the artistic culture of the 21st century. These meanings unfold through the combination of synthesized codes
of both cultures. The play aims at connecting time periods, since Korkyt is a representative of essential values
of the past which haven't lost its relevance up to this day.

Key words: Korkyt, Korkut, shaman, shamanism, kobyz music, rethinking of the legend, dialogue of
cultures, category of time, semantic images of the performance, national ballet, Kazakh ballet.
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! Kazaxckasi HaloHaJbHast KoHcepBaTopust WM. Kypmanrassl

2 Kazaxckasi HaLlMOHaJIbHAst aKaJleMHsi HCKYCCTB
um. T. K. JKyprenosa (Anmatel, Kasaxcran)

MECHU CBAAEBHOI0O O6PA]A KA3AXOB I0ro-3AnAAA XETbICY

AHHOTauuA

Mpeanaraemasi ctaTbsl NOCBSILLEHA MUCCEA0BaHUI0 Ka3axCKMX cBaaebHbIX 06PSA0BLIX NECEH tOro-3anaaa
Hertbicy. Cpeav aHpoB Ka3axcKoro o6paLoBoro GosbKiopa HanbobLEN COXPAHHOCTLIO XapaKTepusyeTcs
cBafebHbIN LMK, KOTOPbLIM BXOAWT B FPynny CEMENHO-06PSA0BLIX NeceH. CneuunanmMctaMmm cTapLunx
MOKOJIEHWUI Ha MPOTSXKEHUN NPOLLIOro CTONETUS OCYLLECTBAANACH 3aMMCb My3blKanbHOro GponbKiopa
NPEeUMYLLECTBEHHO BOCTOYHbIX PanOHOB HKeTbicy. ITO oNpeaensieT aKTyaibHOCTb BbIOPaHHOM TEMbI.
Llenb ctaTbn — paccMOTpPeTb CEMaHTUKY 06pa30B TEKCTOB CBaAebHbIX NeceH oro-3anaga MeTbicy U nx
My3blKaJIbHO-CTUIEBbIE 0CO6EHHOCTU. B 0CBeLLEHMM BONpoca posiv 06psaaoBoro GponbKiopa B Tpaauumm u
3TanoB Ka3axcKoro cBafebHoro putyana B craTtbe 6bl1 NPUMEHEH KOMMapaTUBHbLIN MeToh. PaccMoTpeHue
YCTOMYMBbIX 06Pa30B B TEKCTax CBafebHbIX NeceH Npefonpeaenmnno npuMeHeHne ceMaHTUYEeCKOro aHanunaa.
MN3y4yeHne My3blKanbHO-NO3TUYECKON CTPYKTYPbI, 3BYKOPSII0B M PUTMUYECKOW OpraHM3aLnm cBaaeGHbIX NeceH
toro-3anaga MeTbicy 6bI10 OCYLLECTBIEHO Ha OCHOBE CTPYKTYPHOro noaxoaa. CemaHTMKa 06pa3oB 3epKana,
[epeBa, nopora B 3anafHOXETbICYMCKMX cBaAEOHbIX MECHAX 0ObEAMHSET UX C aHaIOMMYHbIMKU 06pa3amu
Apyrux reorpad®uyeckux pernoHoB KasaxctaHa v HEKOTOPbIX ATHUYECKUX KynbTyp GIMKHETO 3apy6ebs.
Napo-menoanyeckne 0CO6EHHOCTU PaCCMOTPEHHbIX CBAAEOHbIX }aHPOB YKa3blBalOT Ha X TUMONOIrMYECKYIO
06LHOCTb C aHaNOrMYHbIMU KaHPaMKU NPENMYLLECTBEHHO BOCTOYHOM YacTu pernoHa n BoctouHoro
KaszaxcTaHa.

MpK M3y4eHUn KazaxcKux cBagebHbIX NeceH 3THOMY3blKOBebl 06pallany 60/blloe BHUMaH1e Ha aTanbl
npoBeaeHns cBagebHoro putyana, obycnaBnvMBaBlUMe UCMIONHEHME PA3/IMYHbBIX XXaHPOB. AKCNEANLIMOHHbIN
maTtepuan b. babuxaH Nokasarsn, 4To B CBA3M C UCHE3HOBEHUEM HEKOTOPLIX 3TanoB TPaAULIMOHHOM Ka3axcKomn
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WU EHCKUM «wKap-ap». B OCHOBHOM, B MX TEKCTAX COXPaHWUICS APEBHETIOPKCKUIN 7-8-CNIOXKHbIN pa3mep

CTUXOCNOXEHNUA — «KbIP». 3al'la,U,HO)KeTbI0yl7ICKVIe cBagebHble MECHU COYMHEHDbI B ABYX- 1N ‘-IeTpreXCTpO‘-IHOVI

My3blKalbHO-MO3TUYEeCKON popme. [NpeactaBneHHoOe uccneaoBaHme 6bi10 NPOBEAEHO HA OCHOBE MaTtep1anos

GonbKNOpHbIX akcneanumn 2018 1 2019 rr., 4TO NO3BONFET COCTaBUTb OO bEKTUBHOE NPeACTaBEHNE O

COBPEMEHHOM COCTOSIHUM 06pSA0BOro GosibKIoOpa B M3y4aeMOM permoHe. Pa3HOCTOpPOHeE pacCcMOTpeHUe

cBaAebHbIX }aHPOB NOKa3ano Ux TUMONOrMyeckne cBa3un ¢ GoNbKIOPOM COCEAHUX PETMOHOB U 06nacTen m

JanbHenwve nyTH pa3BuUTUA.

KmoueBble cnoBa: Gho/bKI0p, NECHW, CBafib6a, 06PAL, aHP, CbIHCY, }ap-ap, AManeKT, CeMaHTuKa,

CTPYKTypa.

BeegeHue

Putyanbl 1 06psibl, KaKk U3BECTHO,
UMEIOT HENpoxoasiliee 3Ha4YeHne
B XXM3HEOEeATENbHOCTU U lyXOBHOM
MUPOOBLITUX KaxKaoro aTHoca. HecnydanHo
N3BECTHbIN UccnenoBartenb anoca b.
MytnnoB nucan: «C NOMOLLbIO PUTyanoB
BHEAPSAIUCh TpaauLIMK, BHEOPSIUCH
HOpMbIl. BHeapsancb poaoBble,
KOJIJIEKTUBHbIE LLEHHOCTW. HaKoHel,
€C/I1 He BCe puTyasbl, TO ONpeaeneHHyo
MX YacTb MOXXHO paccMmaTpuBaTh Kak
cnoco6 0CBOEHUS MUpa — MUP
ocBauBaJicsl Yepes putyasbl... 06paa —
3TO KaK Obl y3aKOHEHHas, HaexHas
dopma co3aaHus, PEKOHCTPYKLIMH,
BOCCO34aHus. A He NpoCTo ob6ecneyeHuns,
NOAAEPHKKN KaKUX-TO AeN U T. 4. B atom
CMbICNe pUTyan paBeH camoMy npoLeccy
TBOPEHUS, COTBOPEHMUSA...» [1, 156—
157 c.]. UeHTpanbHOE MecTo B 3TOM
«poLiecce TBOPEHUS» NPUHAAIEXano
3BYKOBOW MaTepu1u, OCYLLLECTBNAEMON
rmaBHbIM 06Pa30M B My3blKa/ilbHOM
o6psa0BoM donbKope. Mo MHEeHUIO
M. 3eMUOBCKOr0, «My3blKa BXOAUT
B 06psa, 6yayy4n ero opraHn4HbIM,
Hepas3pbIBHbIM OT HEMO 3/IEMEHTOM...»
[2, 148 c.], a uccnenosartesb
H. Ma3yHoBa xapaKTepuayeT
MY3blKalbHbl 06PAA0BbLIM GONBKIOP Kak
«EeNCTBUTENBHO YHUKasIbHbIK GEHOMEH,
3apUKCUPOBaBLLMA B CBOEM 3BYYaHWUMU,
CTPYKTYpE NO3TUYECKOM CoAepKaHum
KY/IbTYPHO-XO39MCTBEHHbIW TUM 3THOCA, Ero

3CTETUYECKUE U XYNOXKECTBEHHbIE BKYCHhI,
dunocoduio, BepoBaHud, CBA3MU C APYTUMMU
Hapogamu... [3, 105 c.].

KaK 1 BO MHOTMX APYrMX STHUYECKMX
Ky/ibTypax, Ka3axCK1i My3blKasibHbln
06pAa0BbLIN GOJIBKIOP NpeacTaBieH
ceMenHbIM, KaneHaapHbIM 1 e4ebHo-
puUTyanbHbIM UMKNamu. Cpeam H1x
HanbOoNbllIEN COXPAHHOCTLIO OT/INYAKOTCSA
06pa3sLbl CEMENHO-06PSA40BbIX }aHPOB.
Ux anutenbHoe byHKLMOHMPOBaAHUE
ObINI0 rMaBHbIM 06Pa30M 06YCNOB/IEHO
NUCTOPUKO-reorpapruyecKnumu,
3KOHOMWYECKUMU, AEMOTPAPUUYECKUMMU,
COLIManbHO-POAOBbLIMU U KYNbTYPHbIMU
npeanocbinkaMmn. ATMM 06 bACHAETCH
[I0OCTaTOYHO AIMTENbHOE aKTUBHOE
GYHKLMOHUPOBaHWE CEMENHO-06PS0BbIX
KaHpPOB B 6O/bLIMHCTBE PETMOHOB
KasaxcTtaHa, 1, Ha060pOT, UX NOCTENEHHOE
yracaHue — B CeBEpPHbIX 06NacTsX.

BbllweHa3BaHHble GaKTopbl 06YCNOBUIN
CpaBHWTENbHYO YCTOMYMBOCTb Nepenayu
TpaauLUMKn NCNONHEHNSA 06PAA0BbIX NECEH
W B UCCNleAyeEMOM B HaCTOSILWEN CTaTbe
pervoHe — toro-3anaje Xetbicy.

HKeTbicy (OT Ka3axCKOro XeTi — CEMb U
Ccy — BoJa) — UCTOPUKO-reorpadmryeckas
0651acTb, Oro-BocTovHas Yyactb KasaxctaHa
Mexay o3epamu bankau Ha ceBepe,
CacblKKOJIb U AlaKO/b Ha Oro-BOCTOKE,
xpebtamun CeBepHoro TaHb-LLaHs Ha tore.
HasBaHue HeTbiCy NPOUCXOAUT OT CEMU
rMaBHbIX PEK 3TOro panoHa: Nne, Kapartan,
bywnen, Akcy, Jlencsl, backaH, CapKaH... [4].
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Onupascb Ha NpUPoOaHbIE, IKOHOMUYECKHE,
NONMUTUYECKNE, ITHUYECKUE U KYNIbTYPHbIE
NPeanocblsIKK, y4eHble NoapasaenstoT
HKeTbicy Ha ceBepO-BOCTOYHYIO U 1OrO-
3anafgHble YacTu. Apean nayyeHus
06pSAA0BbIX XaHPOB B HACTOSILLEN
paboTe — oro-3anaj pernoHa, KoTopbli
npeacTaBngalT TEPPUTOPUN, OMbIBAEMbIE
pekor Ly n BEpXHUM TEHEHUEM PEKMU
Tanac.

BnaronpusTHble reorpadunyeckme
ycnoBus npeBpatnnn Hetbicy
(Cemupeybe) B O[IMH U3 IPEBHENLLINX
0o4aroB KynbTypbl LleHTpanbHOW A3uu.
OHK cnoco6CeTBOBANM MOSIBIEHUIO Ha
TeppuTopum HeTbicy, Ha4MHas ¢ INOXU
HeonuTa, NacTéULLHOIo CKOTOBO/ICTBA
W 3emnenenus, a B ganbHenwem, B
anoxy 6poH3bI (XV-VII BB. 0 H. 3.), B
pernoHe pasBnBanMCb MatepuanbHas
W OyXOBHas KynbTypa, BO3HUKIIN
npodeccuun No M3roToBIEHUIO MEAHbIX
M 6POH30BbIX MHCTPYMEHTOB, NacTbbe,
06paboTKe 3eMerb, OXOTe, Pbi6OIOBCTBY.
B cepeauHe I-ro ThicayeneTns 1o H. 3. B
CemMupeybe B OCHOBHOM 3aKoHYMNach
3roxa pasaeneHns CKOTOBOAYECKMX
06LWKH. 3emng HeTbicy cTana
TeppuTopren o6pa3oBaHNa CMEHSOLLMUX
ApYyr Apyra KpynHbIX rocyAapCTBEHHbIX
06pa3oBaHMii, BO MHOIFOM MOB/USBLLMX
Ha dopmMKMpoBaHME ITHOTrEHEe3a MECTHOIO
couuyma. Tak, B | Tbica4eneTum 1o H. a.
Ha 3TOM TEPPUTOPUM KUK NSIEMEHA
caKoB; BO |l BeKke 10 H. 3. — V BEKe H. 3. —
YCYHU — APEBHUE NMpPeaKn 0OHOro n3
KpynnHenwmx pogos Crapluero xysa —
YHUCIiH. «B cepeanHe VI BeKa H. 3. 3ecb
ob6pazoBancs 3anagHo-TIOPKCKMIN KaraHar,
B VIIl BeKe — rocynapctBa Tioprewien (4o
758 ropa) n KapnyKkoB (766-940 rr.).

B KoHUe X Beka Cemunpeybe BOLWIO B
rocypapctBo KapaxaHuaos, ¢ 1130-x
rofloB — B rocy/lapcTBO KapaKUTaes.

B Hauane Xl BeKa TeppUTopmns 3aBoeBaHa
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BoVCcKamu YuHrucxaHa. B XIV Beke B
pesynbraTe pacnaja Yaratanckoro ynyca
MOHI0J1I0B 3[eCb 06pa30BasoChb Apyroe
MOHIOJIbCKOE rocyaapctBo — MorynumcraH.
B XV Beke Ha 3emnsix Cemupeybs
BO3HMKJI0 Ka3axckoe XxaHCTBO. 3aech
060CHOBaSICA Ka3axckuin CtapLumm »ys.

B cepeanHe XIX BeKa faHHas TeppUTopus
BOLUMNa B cocTaB POCCUICKON UMMEpPUH,

B pe3yfbraTte Yero crajna oCyLecTBIATbCS
CNnaBsiHCKas, rMaBHbIM 06pa30M Ka3aubs,
KOJIOHM3auus pernoHa. C 1867 roaa
HerTbicy cTana CemnpeyeHCKOn 06nacTblo,
B COCTaB KOTOPOW KpOMe COBCTBEHHO
Cemupeybs Bxoauna Yyrckasa gonunHa

M rOpHble pernoHbl TaHb-LaHar» [4].
MNo3xe B pesynbraTte HalMOHanbHO-
rocyaapCcTBEHHOIO pa3merkeBaHus
COBETCKMX pecnybnuk CpeaHen

Asnn B 1924-1925 rr. Tepputopus
HeTbicy Bowa B coctaB KasaxctaHa 1
Kbiprei3ctaHa. B nepuog, Korga KazaxcTtaH
6bl/1 0AHOM N3 coto3HbIX pecnybnnk CCCP u
nocne ero pacnaga, uccnegyemble panoHbl
pernoHa BoLWIK B cocTaB AlIMaTtUHCKOM 1
HKambblicKkom obnacten.

FOro-3anagHyto YacTtb eTbicy
npeactaBnaoT Kapacanckum 1
Ham6bINCKUI panoHbl AMMaTUHCKOMN,

a TakKe Kopaanckuin, LLynckun,
MepKeHCKMR, PbICKYOBCKMIN, bai3aKcKui,
a TaKXXe YaCTUYHO MOMBIHKYMCKUIA panoHbl
Hambbinckon obnactu. C ceBepHoOM
CTOPOHbI laHHOE reorpadunyecKoe
NPOCTPaHCTBO UMeET OOLLYIO rpaHuLy C
KaparaHamnHckon (Capbl-ApKa), Ha BOCTOKE
W Ha 3anaje — ¢ ApyrmMmMun paroHamu
AnmMaTtuHCKoM, }aMObINCKOW obnacTen.

Ha tore gaHHbIM PermoH rpaHnYmT ¢
KbiprbiactaHom. OCHOBHbIE TUMbl BEAEHUS
X039MCTBa — NacTObULLHOE U MOJIYyKOYEBOE
*MBOTHOBOACTBO U 3eMefenme.

B nccneagyemomn 4actun permnoHa npoxmsatroT
pecnoHAeHThl, NpUHaANexalme K

pas3HbIM poAaM TPEX Ka3axCKMUX »Ky30B,

Central Asian Journal of Art Studies Volume 5.Issue 4. 2020



HO OCHOBHas MUX 4acTb OTHOCUTCHA K poaam
Crapuwero xy3a «bot6amn» n GKaHblC».

Ha npoTaXKeHnn nocnegHmx CToNeTUI
HKeTtbicy aBnancsa reorpadpmnyecKkmm
JIOKYCOM U3y4eHUs crneumdu4ecKkmnx
BOMPOCOB UCTOPUU U apXeosormm:,
aHTPOMNONornu? , aTHorpadum u
JINHFBUCTUKM. [peactaBUTENN 3TUX
HayK uccnenoBasnu BbllleHa3BaHHbIN
Kpan BO BHYTpMPErnoHabHOM
N MEXPErmoHanbHOM acneKrax.
My3blKanbHbIM GONLKIOP Oro-3anagHoun
YyacTu HeTbIcy, 3anncb K pacllMPPOBKY
KOTOPOro Hayvanu ocywectsnsdtb B 1920—
1990-e rr. aTHOMYy3blKOBeAbl A. 3aTaeBuy,
b. Ep3akoBuy, T. BeKXOXWHa 1 ap., 4o
CUX Mop He Obln1 0GBEKTOM CleunanbHOro
Hay4YHOro ndyyeHus. N ato onpegensaet
aKTyanbHOCTb HacToslen cTaTbu. BaxHoe
MECTO B TPaAMLMOHHOW KyNnbType Hanbonee
paHHero ee njacra — 06pa40BOro
MY3blKanbHOro ¢oJibKnopa — 06yCnoBU
€ro Bbl6op B KayecTBe 0ObEKTa, a ero
06pa3HO-CEMAHTUYECKMX N MY3blKabHbIX
0COBEHHOCTEN — NpeaMeTa UccnefoBaHus.

O6pasubl 0Ny6IMKOBAHHbIX
MYy3blKa/lbHO-3THOrpadU4eCKnX COOPHUKOB
CTapLIero NOKONEHNS OTEYECTBEHHbIX
3THOMY3bIKOBEOB U 3KCNEeAULMOHHbIE
MaTtepuanbl NocneaHnx NeT yKasblBatoT
Ha GYHKLMOHMPOBAHKWE B IOXXHOM YacTu
HeTbicy npenmMyLecTBEHHO aHpoB
cBagebHoro obpsaa. MiccnegoBarenb
MY3blKa/lbHO-06PAA0BOM KyNbTYpbI
HapopaoB LleHTpanbHoM A3nun P. A6aynnaes

nuwert: «CoBpeMEHHbIN cBaAeOHbIN LMK
MHOTOJIMK U NEeCcTp U CBUAETENIbCTBOM
TOMY — UCnonHAeMas My3blKa,
pa3Hoob6pa3Has Nno xapaKkrepy,
CofiepXKaHu1Io U TMNam My3uLMpPOBaHUS,
W, YTO OCOBEHHO BaXKHO, NO XaHPOBO-
CTUNEBbLIM 3aKOHOMEPHOCTAM,
BKJ/IIOYAIOLWNM B ce64 OMbIT pa3HbIX 3MNox
u ctunen...» [5, 191 c.].

B 6bITOBaHWKM Ka3axCKUX cBaebHbIX
MY3blKa/IbHO-06PAA0BbIX }KaHPOB Oro-
3anafna MeTbIcy B HacTosllee BpeMs
MOHO NpocneanTb ABe TEHAEHLMN.

C 0HOM CTOPOHbI, PE3KNIK POCT AUHAMUKHU
NCTOPUYECKUX MPOLLECCOB B BMIE
yp6aHu3aLunm npueen K TpaHchopmMaLmm
NM60 NCYE3HOBEHUIO HEKOTOPbIX
QONbKIOPHbIX XaHPOB.

C Apyrow CTOpOHbI, B NaMATU NMOXMUIbIX
PECNOHEHTOB XOPOLLIO COXPaHUIUCH
TPaAMLMOHHbBIE XaHPbl pUTyana NpoBo40B
HEBECTbI — «CbIHCY» (OBpalleHne — }anoba
HEBECTbl CBOMM POAHBIM), }KEHCKUM
«wKap-Kap» (}KaHp, UCNONHAEMbIN B
AVManorMyecKom NeHMmM C MyXCKUM «<Kap-
}apom») 1 ap.

BbiweckasaHHOE NoABOAMT K
0CO3HaHWI0 BaXXHOCTU 0ObEKTa
nccnefoBaHus U K onpeaeneHuto
LLeSin cTaTbn — 3TO M3YHEHUE CTUNEBOM
cneundurKm ayTeHTUYHbIX 06pa3L0oB
cBaJebHOro p1Tyana toro-3anaga
HeTbicy — «Kbl3 y3aTy».

K Bonpocy M3y4eHus Ka3axCKmnx
06pAa0BbIX My3blKallbHbIX YXaHPOB, KaK

1 Top6yHoB A. Oro-BocToK KasaxctaHa B o4epKax YokaHa BanuxaHosa //Mbicnb, 2013 N21; lockim6aesa A.
TpaaMUMOHHOE MMPOBO33PEHUE CpeaHEBEKOBbIX TIOPKOB HKeTbICy (M0 MaTepuanam KynbToBbIXx NaMaTHUKOB). ABTopedepat
auccepTalmnmn Ha COMCKaHWe Y4eHOM CTeNeHn JOKTopa UCTOPUYECKMX HayK. — Anmatsl, 2010. — 52 c.); BosikuH [.
(Ky3HeuHoe pemecno CeBepo-BocTouHoro Cemunpeybs B cpeaHve BeKa (no Matepuanam ropoauiy Tanrap, Anmartbl).
ABTopedepar guccepraummn Ha COMCKaHWUe y4EeHOW CTeneHn KaHanaaTta UCTOPUYEeCKnx Hayk. Anmatbl, 2010.

2 Cmarynos 0., CukbiM6aeBa K. AHTPOMONOrMyecKas xapakTepucTika Ka3axos pervoHa Xetbicy. 110-117 cc.// Uctopus
1 Kynbtypa Xetbicy. MaTepuasnbl Hay4HO-MPaKTM4ecKon KoHdpepeHunm nocssweHHon 300-netuio Kasaxckoro HapogHoro
6aTblpa — Kapakepei KaGaH6al. 2 KHura. TangbikopraH, 1992. — 200 c.

3 Kop6e 0. KynbTypa 1 6bIT Kasaxckoro ayna (K 30-netuio ka3CCP). // CoseTcKas aTHorpadus, 1950, Ne4. — cc. 67-92;
CabutoB H. (Anma-Ata). ATHorpadumyeckas akcneanumna B MepKeHCKUI panoH [xambynckon obnactu.— cc. 196-200 //

CoBeTcKas aTHorpadums. 1953. N2 3.
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W3BECTHO, 06palllaiUCb y4eHble pa3HbIX
noKoneHnn. Kaxabiv u3 HUX GpokycupoBan
CBO€ BHMMaHWe Ha onpeaeneHHbIX
paKypcax mccnegyemoro Bonpoca.

Tak, nccnepgosartens C. EnemaHoBa,
paccMaTtpuBaBlUasi My3blKy Ka3axCKown
cBaAbbbl B KOHTEKCTE BCEW HaLMOHaNbHOM
TPaaAULMOHHON NECEHHOWN KYNbLTYPHI,
nucana: «<KazaxcKkasa cBagbba, cocrosias
M3 pas/InyHbIX 06PSA0BbLIX AENCTBUM

W pUTyanoB, CoOBepLIaEMbIX CEMENHO-
POACTBEHHBIMW KOMIEKTUBAMMU KEHUXa

W HEBECTbI NPKU BCTYMNJIEHUU B 6paK,
fBNSeT CO60M APEBHUN N YCTONUYUBBIN
nnacT HapoaHOW KynbTypsbl... KazaxcKas
cBagbba — O4MH U3 CaMblX CNOXHbIX
KOMMIEKCOB HapoaHOM KynbTypbl. OH
3aHMMaET NPOAOIKUTENNbHOE BPEMS U
COCTOMUT U3 3HAYUTE/IbHOIO KOIMYecTBa
pa3HoXapaKTEPHbIX KOMMNOHEHTOB.
BaxKHENILNM U3 HUX ABNSETCHA My3blKa —
06psA0BbIE MNECHU, CONPOBOXAABLLME
putyan» [6, 36 c.]. MHoroneTHss

6oraTtasi aKcneaMLMOoHHas NpaKkTuKa

no Bceun Tepputopmnn KaszaxctaHa n ero
npurpaHnybio (Ya6ekncTtaH, TypKMeHuUCTaH,
Poccus) no3Bonnaa M3BECTHOMY
3THOMY3bIKOBEAY CTapLLUEro NOKOEHUSA

T. BEKXOXMHOW COCTaBMUTb NOPSAOK
YyepeaoBaHWs B 06psaae cBageOHbIX
NeceH U OCylWeCcTBUTb NOAPOBHOE
onucaHue nx GyHKLUIM B putyane, a
yyeHbln b. Kokym6GaeBa npeanpuHana
NOMNbITKY PEKOHCTPYKLIMK 06psiaa
npoulaHns HeBecCTbl. [10 MHEHUIO aBTopa,
B NepBOM 3Tane HaKaHyHe cBagb0Obl
WUCMOHANCS «CbIHCY» UK «@pbl3 OJIEH».
«3JTO onjaknBaHWe CBOEro «yMmpaHus»
ansa poja (otctoaa 61M30CTb cBafeOHbIX

W MOXOPOHHBIX Nnayven)» [7]. Ha BTopom
aTane MoJ1Io[ble MYX4YMHbI (CO CTOPOHbI
YeHuxa), coBepliasd putyasbHble JENCTBUS,

BO3POXAaloT HEBECTY B KA4eCTBE YjeHa
cBoero poga. OHW UCMOJTHSAIOT <Kap-rKap».
B oTBET CHOXM M NOAPYrK HEBECTDI
MCMOJTHAIOT CBOM «wKap-x)ap». 3aBepLliaetcs
[JaHHbIW 3Tan HageBaHUeM Ha ronoBy
HEeBECTbl pUTyasibHOro rofI0BHOroO yéopa —
caykene. Ha TpeTbeM aTane, nepeq
OTbEe3[0M B ay/l XXeHuxa, MCNOJTHSAETCA
«Kepicy», «<kowTacy» (NpoLjaHMe HEBECTbI
C POAHbBIMM).

Takum 06pa3om, aKcneanLmnu
OTEYECTBEHHbIX UCCeaoBaTenen KoHua
XX cToNeTns NoATBEPKAAOT HabOAEHUS
PYCCKOrO Y4eHOro npeaplayLiero
ctonetus B. lopaneBCcKOro o aHpoBoK
06yCNOB/IEHHOCTU CBaAEOHbIX MECEH OT
nocnegoBaTe/lbHOCTU PUTYanoB
[8,15-25c.].

B akcnegmumax 2018-2019 rr. no
panoHaM toro-3anagHon Yactu HeTbicy
b. babuaH ynanocb 3anucatb Npumepsbl
N3 ABYX Ha4allbHbIX BbILLEOMUCAHHbIX
3Tanos.

Mnote3a 1. CKOToBOAYECKMIN TUN
BeAEeHUs X039NCTBa, NaTpnapxanbHbii
yKnag, TpaguMLMoHHOEe MUPOoNpeacTaBieHne
1 NCTOPUYECKOE CO3HAHUE coLnyma
CNoco6CTBOBANM HaLMOHAIbHOMY
€AWHCTBY CEMaHTUYECKNX 06pa30B
NMO3TUKKU, Pa3MepPOB MUX CTUXOCIIOKEHUSA
M CTUXOTBOPHOM CTPYKTYPbl CBaAE6HbIX
neceH toro-3anaga etbicy.

[Mnotesa 2. O6WHOCTb COLMANBbHO-
POAOBbLIX M UCTOPUKO-KYSIbTYPHbIX
npeanochIIoK NpeaonpenenvnmM poacTeo
MHTOHALMOHHOIO A3blKa B KaHpax
NPOBO/JOB HEBECTHI «Kbl3 y3aTy» Oro-
3anaga *eTbicy ¢ MeNnognyYecKnmm
0CO6EHHOCTAMW aHaNOMMYHbIX }aHPOB
BOCTOYHOM YacCTu pernoHa, a TakKe —
BocTtoyHoro KaszaxctaHa (0COGEHHO).

4 BekxoxmHa T. CTapuHHbIN CBafeOHbI LMK Kas3axcKoro Hapoaa. //MyabikoaHaHnue. Boin. 4; Anva-Ata, 1968. cc. 31-41
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MeToabl

MaTepunanom ans aHanusa nocayxuu
06pa3sLbl 06pAA0BbIX GONBLKIOPHbIX
aHpoB, cobpaHHble b. BabuxkaH
B POJIbKIOPHO-3THOrpaPpU4ECKnX
IKCNeanLMNSX Ha TEPPUTOPUHN
AnmMaTtuHcKon n JambblcKon obiacTen
B 2018-2019 rr. Jnsa cpaBHEHNUS KX
06pa3HOMN N My3blKanbHOW cneunuduKn
NCcnosb30Banncb NpumMepbl U3 1-ro
TOMa My3blKa/ibHO-3THOrpaprUyecKoro
nsgaHuns «Kazaxckaa Mmy3sblKa. AHTONOMUS».
M3yyeHne 06ps0BOro naacta Ka3daxckoro
¢OosIbKIIOpa oro-3anagHon Yactu HKeTbicy
TaKXKe nocTaBu/10 aBTOPOB CTaTbM Nepea
HEeo6X0ANMOCTbIO 03HAKOMJIEHNS C
Hay4YHbIMK paboTamMu Mo UccnegyeMon
TeEMe OTEeYECTBEHHbIX aBTOPOB, a TaKXe
CNeLnanmucToB GNMKHEro 3apybexbs.
TaK, BXOXOEHUE B KPYr pErMOHOBEOYECKMX
BOMNPOCOB 06YCN0OBUI0 O6palleHne
aBTOPOB K TpyAam crneumnannctoB
CMEXHbIX C 3THOMY3blKO3HaHWEM HaykK,
a B 060CHOBaHWKN BaXHOCTM 06PSA0BO-
pUTyanbHOM KyNbTypbl 418 3THOCA
W NpoBefeHns cpaBHEHWIW aBTOPbI
CTaTbM ONKUPANUCh Ha MOJIOXKEHUS TaKUX
yyeHblX, Kak b. lNytunos, H. Mas3yHoBa,
P. A6gynnaes v ap. MNpu aHanuse
CceMaHTUKKM 06pa30B aBTOPOM Obl1 yHTEH
onbIT uccnepgoBartenen A. bepanban, A.
Cabuposowu, I. KysabakoBo#,

A. TonbuoBow, 3. KycaeBow u ap.). AHan13
MY3blKa/lbHO-MO3TUYECKOMN CTPYKTYPbI U
My3blKa/lbHbIX 0COGEHHOCTEN CBaAe6HbIX
aHpOoB onpeaenun obpalleHne K Tpygam
TaKMX y4eHblx, Kak b. Kapakynos,
A. banrackuHa, C. EnemaHoBa u ap.
B aTOoM CBA3M aBTOPbLI CTaTbu
MUCNONb30BasM METOAbl KOMIMJIEKCHOTO,
CTPYKTYPHOIO Y CPaBHUTENbHO-
TUMNOJIOTMYECKOr0 aHan13a.
HemasnoBaxkHoe 3HayYeHue npu
paccMOTPEHUM Ka3axCKNX cBadebHbIX
06pAN0BbLIX MECEH lOro-3anaja
HeTbicy UMeeT ceMaHTUKa 06pas30B.
Uccnepnosatenb b. Mytunos cuntan:
«PYHKUMOHabHasa ceMaHTUKa
BCerga cBfi3aHa ¢ CUMBOJIMKOM,
C CUMBOJIMYECKMMM 3HAYEHUAMMU,
¢ MeTapOpPUUYECKUMM 3HAYEHNSTMMU,
C MIHOCKa3aHMEM, C KaKUM-TO CKPbITbIM
CMbIC/IOM. Yl KOHEYHO, HaM Bcerga
OY€eHb BaXHO YMTaTb 3anMCaHHbIN, yXKe
0ny6/MKOBaHHbIN TEKCT, OPUEHTUPYACH
He NPOCTO Ha C/I0Ba, KOTOPbIE B HEM
UMELOTCS (ecnu peydb AET 0 BepbaibHOM
TEKCTe), @ Ha CMMBO/IMYECKOE 3HAYeHKe,
Ha MeTadopUyecKoe 3Ha4YeHUe 3Toro
TekcTar [1, 33c.]. CemaHTU4eCKOE
TONKOBaHMWE MO3TMYECKNX 06Pa30B
Ka3axXxCKMX 006psioBbIX XaHPOB paHee
paccmaTtpuBanochk B Tpyaax A. bepanbawms ,
Cabuposon A.s u I. KyzbakoBown’ .

KapafaHaa KonbiMa anHaM BG0JCbIH, Xap-Kap-oy,

Ken xiritre 6ap Aenai KavblH EHEH, XKap-XKap-oy.

KanblH eHeH 6ap 601ca, MeH KaWTewniH, Xap-xap-oy

KalnpaH MeHiH wewemaen KanaaH 60NCbIH, Xap-xap-oy.

MycTb ByaeT B pyKe 3epKarsno, YToObl CMOTPETLCS B HETO, Kap-ap-oy,

Y MHOTUX IXKUTUTOB ECTb MaTePH, ap-Kap-oy.

YT0 C TOro, YTO y MeHs ByAET CBEKPOBb, Xap -Kap-oy.

Pa3Be 0Ha CMOMKET BbITb TAaKOM, KaK MOs! Il061Mast MaTyLLKa, Kap-ap-oy.

(PKenckuti :xap-xap. Kpiznap xap-xapot. 1 Bua.) [ 10, 62 c.].
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EciKTiH, angpl WOH, anHa,
YKat »epre 6apraH oHan ma?
AiHanamnblH oKeM-ay,

¥3artnau KocaH 6onmai ma?

Mepen aBepbo 6ONbLLOE 3EPKarno,
Pa3Be nerko yntu B apyron poa?
Jlto6bumbIi MO OTeL,

Pa3Be Henb3s 66110 He BblaaBaTb MeHA?

(ITpowanbhasi nechsi HeBectbl. Chiney. 1By ) [10, 70 c.].

Haunbonee noapo6bHO K pacCCMOTPEHUIO
CcBallebHbIX NeCeH B BbllleHa3BaHHOM
acnekte nogowna I. Kys6akoBa.

ABTOp BbISIBJIFET CEMAHTUYECKOE
cofeprKaHMe TaKMX KOHLIENTOB, KaK

KOHb, JE€BMYbE YKpalleHne — wwalibay,
pUTyanbHbIM 3aHaBeC — LbIMbIAbIK,
NPOTUBOMOCTAB/IEHNE KU3HU U CMEPTU —
eni-tipin ap. [9, 72-84 c.].

B 10’KHOXETbICYNCKNX 06PAA0BbIX MECHSAX
puTyana NpoBOA0OB HEBECTbI 06paLLatoT Ha
cebs BHUMaHWe 06pa3sbl 3epKana 1 agepesa
(nBbl):

TaKXe o6pa3s 3epKasia MOXKHO BCTPETUTb
B NO3TUYECKMX TEKCTAX «CbIHCY» U
EHCKOM «Kap-ap» NpenmMyLLeCTBEHHO
B LLEHTPasbHbIX M1 BOCTOYHbIX perMoHax
cTpaHbl [11, 115, 124, 127 c.].

B KazaxckoMm TpaguLMOHHOM
MWPOBO33PEHNM 3EPKasIO CHMTaNOCh
rpaHuLEN MEXIY M3HbIO U CMEePTbIO.
Hecny4anHo ero npukpennsanm K
pe30HaTopy MHCTPYMeHTa 6axchl (LlamMaHa),
OCHOBHOWM GYHKLMEN KOTOPOIro 6bI10
NleyeHune npu nomolm ayxos BepxHero m

CbInablp-Cbl1AbIP KaMblCKa CbipFam TYCT, XKap-Kap-oy,
CbIp anmaraH »art efire Kpl3blM TYCTi, Xap-Kap-0y.
KalblH aTaH 6ap 0N }akKTa, eHeH Ae 6ap, *ap-Kap-oy,

©3 oKeHen 60/1Manabl KarblH aTaH, Aa, XKap-ap-oy.

Hu»XHero mmpoB. AHanormnyHoe NoHMMaHue
caKpanbHOCTM laHHOro o6pasa umeeT
MECTO M B APYrMX HaLlMOHasbHbIX
KynbTypax. [1o MHEeHUIO nccnegosatens

A. lonbLOBOW, «3EepPKaNo ABASETCSH
KYNbTYPHOW YHUBepcanunen. B KUTanckom m
C/TaBAHCKOM KyNbTypax 3epKaso CBSA3aHo
C NOTYCTOPOHHMUM MUPOM, UFPaeT pPosib
obepera, 3alimiias oT HEYUCTON CUnbl,
ABJIETCS ONULETBOPEHUEM XKEHCKOIO
Hayana, HOCUT KOCMOJIOTMYECKUM

cmbicn» [12, 56 c.], a cneymanucty no
M3Yy4YEeHUIO0 OCETUHCKMX MeCeH

3. KycaeBol «yganocb paccMOTPETb
CBOWCTBO TPaHCLIEHAEHTHOCTH

HapOAHOro MMPOMOHNUMaHUS, CBA3aHHOE
¢ MndONOremMon 3epKana, a TaKkxe
MUPONOrnMYeCcKne npeacTaBneHums

0 3epKasne Kak CUMBOJIE }EeHCKOro
Hayana, Bblpa)<atollmecs B Bepe B
penpoayLMpyoLLYto CUNy NpeameTa 1
onpeaensioline ero posib B cBage6HoOM
o6psigHocTM» [13]. To eCTb, MO MHEHUIO
yyeHblX, MCNONb30BaHWe o6pa3a 3epKana
B NO3TUKE }aHPOoB 06psiaa NpoLlaHuns

B Wwypluaumn Kambll yrnana Ceperkka, ap-ap-oy.
[o4b yxoauT B Mano3HaKoOMbIM Ham pof,
ByneT TaM 1 cBEKOp, 1 CBEKPOBb, *ap-Kap-oy;

Ho He 6yaeT CBEKOP TaK1M, KaK TBOW OTELL, Kap-Kap-oy.

(PKenckuii kap-xap. Kbiznap xap-kapol. 2 i) [ 10, 63 c.].

5 Bepabibait A. AcTETHKA NPUNEBOB Ka3axCKUX TPAANLIMOHHBIX NeCeH.// MexBY30BCKas KOHPEpeHLMs «A3bIK 1 KynbTypan.

A., 2000. cc.78-81

6 CabblpoBa A. KazaxcKuit 06psiI0BbIN aHp «TepbIC OeH» //3amaHa caadbl. MaTtepuanbl MeayHapoaHOM Hay4HO-
npaKkTuyeckom KoHdepeHumm nocesueHHon 100-netuio kionwn K. MeagetoBa. CoctaButenu: A. OmapoBa, A. bepabi6an.—

Anmartbl: Jawnk-Mpecc, 2002. — cc. 173-213.

7 Kys6akoBa I. Kasaxckas 06psfoBas NecHs. PUTMUYEcKas CTPyKTypa u cemMaHTuKa. MoHorpadus. — Actana: Mactep M0,

2012. - 183c.
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HEBECTbI M €€ POAHbIX HE Cly4YanHo.
3epKano gBns/0Cb rpaHMLUENn MUPOB,
06eperom, ONMLLETBOPEHNEM KEHCKOMO
Hayana.

B BbilenpuBeaeHHbIX NpUMepax TaKKe
cofiepratcst MOTMBbI COMOCTaBEHNS
poauTENnen U CBEKPOB, a TaKXe obuaa
Ha OTLa, KOTOPbIV BblAaeT A04Yb 3aMYyX.
Bo Il BapnaHTe }eHCKOoro «xap-xap»
BbICKa3blBalOTCH COMHEHUS HEBECTDI,
HAaCKO/NIbKO CBEKOP (CBEKPOBb) MOIyT
3aMEHUTb EN CBOUX POAUTENEN.

EcikTiH anabl Tan Ma ekeH
TanpaH ga 6miK 6ap Ma eKeH.
He cbit KoWAapl *apaTKaH,

Kbl3aaH ga copnbl 6ap Ma eKeH.

(Chiney. 21.716.)

O6pa3 gepeBa HEPEOKO COYETAETCS C
KOHLLeNnTOM nopora, Bxoaa. I. Kysb6akoBa
nuiieT: «<Bxoa, Mopor Kak ceMaHTUYecKkune
06BbEKThI, MO NPeACTaBIEHNSIM Ka3axoB,
ABNSAOTCH MECTOOOUTANULLEM AYXOB —
NOKPOBUTENEWN IOPThI, Py6EXOM
04e/I0BEeYEHHOro NPOCTpaHcTBa.

Mopor ... CNYXUT NepexogHom 30HON
MEeXay BHELIHUM MUPOM M JOMOM, MeXay
KYNbTYPHbBIM U IUKKUM, NONOKUTENbHBIM U
oTpULLaTENbHbIM, CBOMM U YYXXUM, KUBbIM
U MepTBbIM» [9, 77 C.]:

O6pas gepeBa B Buae 6epesbl (akK
KaWblH) MCMONb3YETCS B MO3ITUYECKUX
cTpodax aHaNorM4HoOro xaHpa B
LleHTpanbHOM Ka3axcTaHe 1 B BUae enu
(kaparan) — B 3anagHom [11, 144 -

145 c.]. O6pas aepeBa B cogepraHum
BbILLENPUBEAEHHOIO NPUMEpPa MOXHO
TpakToBaTb ABOSKO. C 0HOM CTOPOHHI,
[lepeBO NpeacTaeT Kak apXeTun — CUMBOI
WU3HMU, LieHTpa BeceneHHown. C apyroun

CTOPOHbI, MOHUKLIKWE BETBU NMBbl MOXXHO
MCTOJIKOBATb Kak MeTadopy ropecTHOro
COCTOAHNA HEBECTHI.

Pe3ynbrartbl

1. Martepuanbl aKcrneauummn nociegHmx
JIET B Oro-BOCTO4YHbIE ParoHbl HKeTbiCcy
YKa3blBaloT Ha COXpaHeHMe B NaMATH
pPecrnoHAEHTOB NPeENMYLLECTBEHHO
ceMenHo-06paa0Boro GonbLKIopa,
a MMEHHO XaHpoB puTyana NpoBo4oB
HEBECTbl — «KbI3 y3aTy».

He nBa n1 ctouT nepeq ABepbio?
EcTb 1 4TO-HNGYAB BbILLE HEE.
Y710 370 32 NOAAPOK OT BCEBbILLHETO,

ECTb /11 KTO-TO HecYacTHewW AeBYyLUEK.

2. B noaTnyecKkux Tekcrax
3anajHOXEeTbICYMCKMX BAPMAHTOB KaHPOB
«CbIHCY» U «Kap-¥ap» BCTpevatoTcs
o6pa3sbl 3epKana, gepesa, nopora, 4to
06beanHAET UX C aHaNOrMYHbIMWU }aHpaMu
JPYrux perMoHoB.

3. MNepexoaHbin TN My3blKalbHOIO
f13blKa NeceHHoro ¢GonbKIopa loro-3anaga
HKeTbicy BbipaxaeTcs B TOM, 4TO €ro
NagOVMHTOHALMOHHbIE OCOBEHHOCTN MMELIOT
TUMONOrNYECKNE CBA3M C aHANTIOMMYHbIMU
*aHpaMW B BOCTOYHOW YacTu perMoHa
(¥KeTbicy), a TakKe BocToyHOro
KasaxctaHa. Menoanka KasaxcKmx
cBaaebHO- 06PAJ0BbIX *aHPOB Oro-
3anaja eTbicy OCHOBaHa Ha MIOHUMCKOM
N 30/IMACKOM 3BYKOpSAZaX.

3. C/I0roBOM pUTM EHCKOIO «wKap-xKap»
HeceT B cebe 4epTbl GOPMYNbHOCTU.

4. B pUTMUYECKOM OpraHmn3aLnMm cnoros
W 3BYKOBbICOTHOCTM 06pa3u,0B MECTHOIO
06psa0Boro ¢onbKIopa npeodbnagaet

8 Mo3aTHuecKan 1 PUTMUYECKAn cUCTEMA 0BPAN0BLIX NECEH TIPKOAXLIYHBIX HAPOLOB C PA3MEPOM WKbIp» C. 147-152//
MeToanyecKkne pekoMeHaluunmn no 0CBOEHMI0 y4e6HbIX AUCLIMIIMH B By3ax NoHanpasneHuto «McKyccTBo» /
Pen. A6apaxmat I.B., Mawnmbaesa A. XK. Kasaxckas HaunoHanbHas KoHcepBaTtopust UM. KypmaHraabl — AnmMaThbl:

2019. - 204 6.
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PEYUTATUBHbBIN U CUHXPOHHbIV TUMbI
B3aMMOJENCTBUS.

Auckyccun

M3BECTHbIN UccneaoBaTeslb PUTMUKM
Ka3axCKMX TPaAULIMOHHbIX MeCeH
A. barnrackvHa nucana o nNecHsax
PONbKIOPHON BETBU, YTO B HUX
«OTpaXKeHbl rMy6oOKMe UCTOPUYECKUE
npouecchl, Béupatouine B cebsi Hanbonee
oTcTosiBlIMECS GOPMbl U 3N1EMEHTHI

Ka3axCKMX TPaAULMOHHbIX NeceH BUAHOIO
yyeHoro, npodeccopa b. Kapakynosa,

npu paccMOTpeHUN 06PSa0BbIX 06Pa3L,0B
CTPYKTYPbI UX BOMJIOWEHUA — 2-X U

4-x CTpOYHasa My3blKasibHble GOpPMbI
CErMeHTMPOBa/IMCb Ha TEMaTUYeCcKue
3JIEMEHTbI — MY3blKallbHbl€ CTPOKMK®.
Moatnyeckas cTpoda Kaxaoro ns
BbllLleHa3BaHHbIX MPMMEPOB BOMJIOWaETCA
B MY3blKanbHOW CTPYKTypE CeayoLnm
obpa3om:

HpOLLlaJ'[bHaH [NeCHs HEBECTDI.

CblHcy (2 BMA)

My3abikanbHas dopma  AAL1AAL
Moatnyeckaa popma  ABCD
HKeHCKUM Kap-Kap

KbI3apbiH *ap-xapbl (1 BMA)
My3abikanbHas dopma  AAL1AAL

Moatnyeckas dopma  ABCD

MY3blKa/IbHOM Bblpa3nTeIbHOCTH,
OTO6paHHbIE B COOTBETCTBUM C
3CTETUYECKMMM NOTPEBHOCTAMMU U
ObITylOWMMU Tpaamumamm» [14, 83 c.].
My3blKalbHbl€ 3/1EMEHTbI 06PSA10BbIX
aHPOB, KaK M3BECTHO, HAXOAUIUCH B
TECHOM B3aMMO/JIENCTBUN C pa3Mepom
CTUXOC/IOXKEHUSA U CTPYKTYPOW NO3TUYECKOM
cucteMbl. TaK Xe Kak U ansa 60/blLIKHCTBA
¥aHpPOB puTyana NpoBOJOB HEBECTHI
TIOPKOB LleHTpanbHOM A31n, BaxHoe
3Ha4yeHWe B 3anafHOXeTbICYMCKMUX
ob6pasuax UMeeT 7- 8 C/IOXKHbIM pa3mep
(«<Kblp»)8 . ECNN B «CbIHCY» €r0 BHYTPEHHEE
CTpOEeHWEe NnpeacTaBnseT cob0 CTPOKKU C
OyHaKamu (cnororpynnamu): 44+3 n 5+3, 10
B «wKap-rKapax» ABa 7-CNOXHUKa BXOAWUIN
B 11-CNOXHYIO CTPOKY C 3-X CNOKHbIM
pedpeHoM (Kap-Kap-ay): 4+3+4 +(3).
CornacHo CTPyKTypHOMY MeTo4y aHannsa

CblHcy (1BKL)
ABA1C
ABC D

KbI3abIH ap-apbl (1 B1A)
AB AB
AB CD

Mo BblWENPUBEAEHHBIM CXEMaM
BUAHO, 4TO 2 BM[ «CbhiHCY» U 1 — «KbI3abIH
*Kap-XKapbl» COYMHEHBI B CTPYKTYpE
MY3blKanbHOW OAHO3/IEMEHTHOM
nonyctpodbl. OAMHAKOBOE MENOANYECKOE
Ha4vas0 M pa3Hble OKOHYaHWS CTPOK
NoKasblBatoT, HTO B My3blKasibHOW hopme
3TUX NPUMEPOB BOMIOLWEH MPUHLMM
«pacxoxaeHue ot ToxaectBar» (AAL).

Bo BTOpoM npumepe «KbI3ablH }ap-Kap»
My3blKanbHas OpraHM3aLns, YCIOXKHSSACh,
NoKasblBaET ABYX3/1IEMEHTHYIO

cTpyKTYpY (AB). BOJsiIee NHTEHCMBHOE
pasBUTUE MENOANYECKOW NMHWUN BEAET

K 06pa30BaHUIO TPEXINIEMEHTHOM
My3blKanbHoW cTpodbl (ABAC), KOTOpYLO
noKasblBaeT CTPYKTypa «CbIHCY 1».
CornacHo Tomy, 4TO «ONpeaensoemn
0CO6EHHOCTbIO NEeCEH, UCMOMHAEMbIX

B cBaebHO-06ps10BOM LIMKIE,

9 KoxaxmeTosa . OCHOBHbIE METOAONOrMHYECKNE N METOAMYECKME MOOKEHNS aHaNN3a My3blKabHO-MO3TUYECKNX
NPOU3BENEHNI Ka3axCKoro TpaAULIMOHHOMO UCKyccTBa no cucteme b.Kapakynosa // CekpeTbl MacTepcTea. CEOPHUK

ctaten. — KaparaHaa, 2010. — 221-232c.
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aBaseTcs o6pasHasd 0600WEHHOCTb UX
HaneBoB. OHUM NpeacTaBASOT CO60M
JTAaKOHUYHbIE, yCTOMYMBbIE GOPMYIIbI,
0606LuatoLLmne 3MOLUMOHaIbHO-06Pa3HbI
NOATEKCT HECKONIbKMX NO3TUYECKMX
TEKCTOB POACTBEHHOIO COAEPKAHUS.
O6pasHoe coaepKaHne aTUX MNeceH U

nX 06LLLeCTBEHHO-ObITOBOE Ha3Ha4YeHne
HaxoaAaTCca B HEPa3PbIBHOW CBA3WU...»

[5, 203 c.], B My3bIKanbHOM S3blKe
06pAa0BLIX NeceH HabNoaaeTcs KaK
BHYTPMPErnoHaabHOE POACTBO, TaK 1
CXO/CTBO C 06psiA0BbIM GONBKIOPOM
6nmM3nexallmx permoHoB. Tak, oba
BapuaHTa «KbI3ablH }ap-*Kapbl» NOCTPOEHDI
Ha OCHOBE MNeHTaxopaa 30JIMUCKOro
HanpaBfIEHUS C 3NM30AUYECKUM BBOAOM
B MeJIoANYECKYIO TKaHb TOHa CENTUMBI:
VII-I-11-IV-V. B «CbIHCY |» 3BYKOBbICOTHas
JINHUS BOMJIOLLAETCS B 30/IMACKOM
rekcaxopge: I-lI-1l-IV-V-VI, a B «CblHCY 2»
— |-1I-IlI-1V-V noHuCKOro HanpasneHus.
CnepyeT OTMETUTb, YTO aHalorMyHble
nafoBble 06pa3oBaHus Obln paHee
O6GHapyXeHbl 1 B 3anagHOKa3axCTaHCKNX
«CblHCY» [15, 75 c.]. Y10 e KacaeTcs
rekcaxopAoBOro 3Bykopsiaa, To
3THoMy3blkoBe[ C. EnemMaHoBa nuuier,
YTO «OObEM CEKCTbI NEPBOHAYaNbHO
OCBauMBasiCH KaK oneBaHMe KBUHTOBOIO
3BYKa Y N1Lb 3aTEM OH Obl1 «<y3aKOHEH»
B NpaBax ¢ OCTa/ibHbIMMW CTYMEHAMMW» [6,
41 c.]. Ba}KHOCTb CEKCTOBOW CTPYKTYpPb!
Ka3axCKoro o6ps/10BOro Menoca,
nepeullejlien 3atem B ObITOBbIE MECHMU,
TaKXe oTMe4yaeTtcs B paboTte

A. banbek [16, 10 c.]. Menogn4eckunn
Tmn: d-e fis -a-h, NoKasaHHbIV B Havane
370ro0 «CbIHCY», POACTBEHEH «CbhIHCY»,
3anncaHHOMY B BOCTOYHOM HeTbICy, No
MHeHuto C. EnemaHOBOW, cTan OCHOBOM
psiaa 6bITOBbIX TMPUYECKUX NECEH.
OOHOBPEMEHHO BbllLieyKa3aHHbIM 060pOoT,
a TaKXe BOCK/IMLaHNE «0Mbon» TaKKe
NpUGAMKaIOT 3anagHOMXKETbICYUCKUM
«CbIHCY» K Nfla4am o ymepLemy,
3adUKCMpPOBaHHbIM Ha BOCTOKE 3TOro

e pernoHa 1 B CemunanaTtMHCKOM
ob6nactu (BoctouHbiM Kasaxctan).
OpHako nocnegHue otnnyatoTcsa bonee
YCNOXHEHHOW CTPYKTYPOK, coaepKallen
«KeTepmer. 1o MHEHUIO aBTOPOB
C. Ma#nrasueBa u A. CabnpoBon:
“The analysis of the melodic of funeral
laments “koterme” that are common
in Zhetysu region, given in the collection
of folk songs by B. Muptekeev (2009),
demonstrates the traditional undulating
expansion of melody in the upper register
that means so-called "nightingale"
ornamentalism, including three different
methods such as “samgau” (soaring),
“shyrkau”(towering), and “kalkytu”
(taking off)” [17, 991].

[Mpn aHanM3e PUTMUYECKON CTPYKTYPbI
TPaAMLMOHHBIX MECEH MO TEOPUH
b. KapakynoBa BakHOe BHUMaHWe
yaensieTca Xxapakrepy B3aMMOOTHOLLEHWI
MEXIY PUTMaMM CloroB U
3BYKOBbICOTHOCTU (MeN0anK), TO eCTb
Korfa puTMMUKa aHaln3npyeTca B
BEPTUKaIbHOEN NPoeKLUmn. B aTon
CBAA3M pUTMUYECKasds GOPMYIbHOCTb
C/IOrOBOroO pUTMa B 3anafHOXEeTbICYUCKUX
NecHsIX coyeTaeTcs ¢ MHOroobpasnem
KOMOMWHaLWIM pUTMa 3BYKOBbICOTHOCTH. N3
TPEX NU3BECTHbIX TUNOB B3aMMOLENCTBUSA
[ABYX INHWUI PUTMOB (CNOroB U Menoanun) —
CUHXPOHHOCTH, pacnesa W pevyntaumm —
B 3anafHOXETbICYNCKMX MECHSAX
npeo6nagatoT NepBbli U TPETUN. ITO
CBMAETENbCTBYET O CTabUSIbHOCTU U
YCTOMYUBOCTU B NaMATU 3THOGOPOB
NO3TUYECKUX PUTMOPOPMYII.

3axknoueHue

1. MHOroatanHoCcTb ¥ MHOFOXaHPOBOCTb
06pS0B Ka3axCKOM TPaAULIMOHHOW CBaibObI
o6ycnoBmna pacCMOTPEHNE B HACTOSILLEN
CTaTbe TOMIbKO XaHPOB puUTyana oopsaaa «Kpl3
y3aTy» (MPOBO/ibl HEBECTHI).

2. HecmoTps Ha TO, 4TO HMKTO M3
pecnoHAeHToB BO Bpemsl GOSTIbKIOPHbIX
3KCMNeamLUmni He CMOT BOCMPOU3BECTH
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06psfoBble cBafeOHbIE aHpbl B UX MOJTHOM
TpaanLMOHHOM NoCNefoBaTeNbHOCTH,

a To4YHee, UCTONHAN eAUHNYHbIE,
COXpaHuBLUMeECs B NaMsaTn o6pasLibl, UX
aHaNnn3 yKa3blBaeT Ha COXpPaHEHNE B HUX
0o6LIEeHaLMOHA/bHbIX MO3TUYECKUX 0O6Pa30B.

3. PoactBo 06pa3HOM CUMBOJIUKM
M noatuyeckas GOpPMyNbHOCTb
npenonpeaenvnam yCtTon4nBocCTb U
obLeHaUMOoHanbHbIN XapaKTep puTmMa
Clloros..

4. B My3blKa/lbHOM OpraHusaumm 6bian
06HapyeHbl MHTOHALMOHHbIE TUTbI U
3BYKOPSObl, XapaKTePHbIe A1 BOCTOYHbIX
pParoHOB pPernoHa 1 B LIeJSIOM CTPaHhbl.

5. 06U HOCTb CEMENHO-06PAA0BON
Ky/IbTYpbl Ka3axoB loro-3anaja KasaxctaHa
C aHaNOrMYHbIM PUTyanbHbIM M1AaCTOM
BOCTOYHbIX YacTen AlIMatuHCKOM
o6nactm u BoctouHoro KasaxcrtaHa
06ycnoBfieHa coLmanbHO-UCTOPUHECKUMMU
npeanocbinkamn. C 04HON CTOPOHBI,
POACTBO MY3blKanbHOIO s13blKa
06psa0BOro ¢osbKIoOpa 3anaja u
BOCTOKa HeTbICy MOXHO 00YCNOBUTb
YCTOMYUBbBIMU MEXKIY COO0M CBA3AMM

CNUCOK UCTOYHUKOB:

poaoB Crtapuiero xy3a. C Apyron CTOPOHbI,
NMPU3HAaKKW TUMOJIOrMYECKON OBLLHOCTH
HEKOTOPbIX 3/1IEMEHTOB My3blKaJibHOWM
OpraHu3aumn XeTbiCyCKUX 06pAL0BbIX
KaHPOB C aHaNOrMyYHbIMK KaHpamMu
TIOPKOB HOXHOM CMBUPU U KbIprbl30B
MOrYT yKa3blBaTb Ha UX CybCTpaTHbIN
xapakxTtep. NcToprKo-TMnonornyecKoe
nccrnegoBaHue My3ablKallbHOM cneuupuKm
06pAL4O0BbIX }XaHPOB BOCTOYHbIX PaMOHOB
KazaxctaHa 1 ux npurpaHnybs —
nepcrneKkTMBHOE HanpasieHne 6yayLnx
3THOMY3bIKOIOrMYECKNX UCCNedoBaHUN.
EHUHA HacToALlen paboTbl MOTYT ObITh
MCMONb30BaHbl B HAY4HOM U y4eBOHOM
npaKkTuKe. A UMEHHO MPU N3YYEeHUU
My3blKanbHOro ¢osibKkiopa HambblICKON
061acTu, My3blKaJlbHOro 06ps40BOro
donbKIopa nNpuUrpaHnUyHbIX el PErMoHOB,
a TaKxe npu paspaboTKe BOMNPOCOB
Ka3axCKO-KblPrbl3CKOIr0 MEMKKY/bTYPHOIO
B3anUMOENCTBUA TPAAULMOHHON MY3bIKW.
Pe3ynbTaTbl UCCEA0BAHUSA TAKKE MOXHO
BKJIIOYUTb B MpOrpamMmmMy AUCLUMMINH NO
NCTOPUK, TEOPUM U MPAKTUKE Ka3aXCKMX
TPaAMLIMOHHBIX NeCeH.
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NneKunn ans ctyaeHTos My3blKanbHO-aTHOrpaduyeckoro otaeneHms CaHKkr-

MeTtepbyprckon KoHcepsaTopun (1995-1996 roabl). HayyH. pegaktop, aBTop

npeancnoBms U NpUMeYaHni K TEKCTY KaHg. nck. A. ®@. HekpbinoBa. — Cn6.: UMML,

CNBYT/A, 2006. — 315 c.

2. 3emuoBckuin N. K npobneme B3anMOCBA3U KaneHaapHoOW n cBagebHom

06psAgHOCTU cnassH // ®onbKiop n aTHorpadumsa. O6paabl 1 06PALOBbLIN

donbknop. leHnHrpaa: Hayka, 1974.— 276 c.

3. [hasyHoBa H.H. MexaTH14eckoe B3aumogenctene B GosibKnope: MexaHU3Mbl

nepefayun TpaguLmMM (Ha NpUmMepe My3blKasbHOM TPaAMLMK HAapoLoB

LleHTpanbHoM A3uun. 99-115 c.c./ MeXaTHUYEeCKHne CBA3KN B GONbKIOpE,

MaTtepuanbl V MexayHapoaHoM WKosbl Monoabix GonibKnopuctos/CocT.
H. H. MasyHosa. PUNN. CMN6., 2016, —238c.
4. HKasaxcTtaH. HaunoHanbHas aHumnKnoneams. 2 1. 1. pegaktop A. HeicaH6aeB.

— Anmarbl: Kasak aHuunknoneauscel, 2005. — 560c. https://ru.wikisource.

org/wiki/KazaxctaH._HaunoHanbHas_3HuuKioneans Pexxum goctyna: 2.22-3

aBrycta 2020

66

Central Asian Journal of Art Studies Volume 5.Issue 4. 2020



10.
11.

12.

13.

14.

15.

16.

17.

A6aynnaeB P. 06paj v My3blKa B KOHTEKCTE KyNbTypbl Y36eKncTaHa u
LleHTpanbHoM A3uKn. HayyH.ped. — JOKTOp UCKycCTBOBeAeHUS, npodeccop

H. C. AAHoB-AHOBCKas. TalwkeHT, 2006. — 336cC.

EnemaHnoBa C. KazaxcKkoe TpagnLMOHHOE NeceHHOe UCKYCCTBO. AliMaTbl:
[Hank-TMpecc, 2000. — 186¢.

KokymbaeBa b. CeMenH0-06paa0BbIE Navym Ka3axoB U IMPUYECKNE

NecHW TeMbl yTpaTbl (HEKOTOPbIE acneKTbl B3auMoencTauns). ABtopedepat
avcceprtaumu. TawkeHT, 1989.

lopanesckuin B. 3 HabnoaeHU Haa TypeLKor NecHbto // STHorpaduryeckoe
0603peHune. — 1908. — N24. — C. 15-25

Kys6akoBa I. Kazaxckasa o6psgoBas necHs. PUTMUYecKas CTpyKTypa u
ceMaHTuKa. MoHorpadus. — Actana: Mactepll0, 2012. — 183c.

babirkaH b. MepkKi eHipiHiH aH dponbknopbl.— AnmaTsl, 2018. — 100 6.

Kasak My3bikachbl. AHTONorus. bectomablk, 1-ToM. KeHe My3blKanblK onbKiop.—
Anmatbl. Kazaknapat,2005.- 516 6.

[onbuoBa A. [l. CeMMOTHKa 3epKana B KUTaWCKOW M CNaBAHCKOM

KynbType 56-62 . [3neKTpoHHbIN pecypc]. http://elar.urfu.ru/bitstre
am/10995/61157/1/978-5-7996-2423-1_09.pdf (aata o6palieHuns
03.08.20).

KycaeBa 3. CemunoTuKa 3epKana B GOJIbKIIOPHO-3THOrpadmn4eCcKomn TpaguLmnm
OCETUH. TeKCT Hay4HOW CTaTby MO CneunanbHOCTH «AA3bIKO3HaAHUE U
nuTepatypoBeneHuner. [ANeKTpoHHbIN pecypc]. //https://cyberleninka.ru/
article/n/semiotika-zerkala-v-folklorno-etnograficheskoy-traditsii-osetin (aata
obpauweHns 03.08.20.)

BanrackuHa A. PUTMMKa Ka3axCcKom TpaanLMOHHOM necHU. Anma-Ata, 1991.—
203 c.

TypmarambetoBa b. KazakTbiH 6aTbiC aiMaFbiHblH OH MOAEHUETI. — AnMarhil,
2009. - 320 6.

banbeK A. lleceHHbIN CTUb APKM B KOHTEKCTE 3THOCO/IbOEAKMNO (BY30BCKUM
Kypc). ABTopedepaT aMccepTaLin Ha COMCKaHWE YHeHOW CTeneHn KaHamaaTta
McKyccTBoBeaeHus. — Anmatbl, 2009. — 30 c.

Maigaziev S., Sabyrova. A. The art of Mozart ensemble in Kazakhstan variety art
// Opcioén, Afo 34, Especial No.17 (2018). Pp. 984 — 1019.

References:

1.

Putilov, B. Teoreticheskie problemy sovremennoj folkloristiki [Theoretical
problems of modern folklore]. Kurs lekcij dlya studentov Muzykalno-
etnograficheskogo otdeleniya Sankt-Peterburgskoj konservatorii (1995-1996
gody). Nauchnyi redaktor, avtor predisloviya i primechanij k tekstu kand.isk.
A.F.Nekrylova.Spb.: IPC SPBUTD, 2006, 315 p. (In Russian)

Zemtsovsky, I. K probleme vzaimosvyazi kalendarnoj i svadebnoj obryadnosti
slavyan [To the problem of the relationship between calendar and wedding
rituals of the Slavs]// Folklor i etnografiya. Obryady i obryadovyj folklor.
Leningrad: Nauka, 1974, 276 p. (In Russian)

Glazunova, N. N. Mezhetnicheskoe vzaimodejstvie v folklore: mekhanizmy
peredachi tradicii (na primere muzykalnoj tradicii narodov Central’noj Azii
[Interethnic interaction in folklore: mechanisms of transmission of tradition (on

67



68

10.

11.

12.

13.

14.

15.

16.

17.

the example of the musical tradition of the peoples of Central Asia.]. P.p. 99—
115 / Mezhetnicheskie svyazi v folklore, materialy V Mezhdunarodnoj shkoly
molodyh folkloristov/Sost. N.N. Glazunova. RIIl. SPb., 2016, 238 p. (in Russian)
Kazahstan. Nacionalnaya enciklopediya [Kazakhstan. National Encyclopedial.
2 t. Gl.redaktor A. Nysanbaev. Aimaty: Kazakh enciklopediyasy, 2005, 560p.
[https://ru.wikisource.org/wiki/KasaxctaH._HauunoHanbHasa_aHUMKIoneans
date of access 03.08.20]. (in Russian)

Abdullaey, R. Obryad i muzyka v kontekste kultury Uzbekistana i Centralnoj

Azii [Ritual and music in the context of the culture of Uzbekistan and Central
Asia]. Nauchn.red. doktor iskusstvovedeniya, professor N.S. Yanov-Yanovskaya.
Tashkent,2006,336 p. (in Russian)

Elemanova, S. Kazahskoe tradicionnoe pesennoe iskusstvo [Kazakh traditional
song art]. Alimaty: Daik-Press, 2000, 186 p. (in Russian)

Kokumbaeva, B. Semejno-obryadovye plachi kazahov i liricheskie pesni temy
utraty (nekotorye aspekty vzaimodejstviya) [Family-ritual laments of Kazakhs
and lyric songs of the theme of loss (some aspects of interaction)]. Avtoreferat
dissertacii. Tashkent,1989. (in Russian)

Gordlevsky, V. Iz nablyudenij nad tureckoj pesnyu [From observations of the
Turkish song] // Etnograficheskoe obozrenie. 1908, N24, Pp.15-25 (in Russian)
Kuzbakova, G. Kazahskaya obryadovaya pesnya. Ritmicheskaya struktura

i semantika [Kazakh ritual song. Rhythmic structure and semantics].
Monografiya. Astana: Master PO, 2012, 183 p. (in Russian)

Babizhan, B. Merki onirining an folklory [Song folklore of the Merke region]. —
Almaty, 2018, 100 p. (in Kazakh)

Kazakh muzykasy. Antologiya. [Kazakh music. Anthology]. Bestomdyk. Kone
muzykalyk folklor 1-tom. Almaty. Kazakparat, 2005, 516 p. (in Kazakh)
Goltsova, A. D. Semiotika zerkala v kitajskoj i slavyanskoj kulture [Semiotics

of the mirror in Chinese and Slavic culture]. [5662 http://elar.urfu.ru/bit
stream/10995/61157/1/978-5-7996-2423-1_09.pdf — date of access
03.08.20]. (in Russian)

Kusaeva, Z. Semiotika zerkala v folklorno-etnograficheskoj tradicii osetin
[Semiotics of the mirror in the folklore and ethnographic tradition of

the Ossetians]. Tekst nauchnoj statii po specialnosti «<Yazykoznanie i
literaturovedenie» [/ /https://cyberleninka.ru/article/n/semiotika-zerkala-v-
folklorno-etnograficheskoy-traditsii-osetin. date of access 03.08.20].

(in Russian)

Baigaskina, A. Ritmika kazahskoj tradicionnoj pesni [The rhythm of the Kazakh
traditional song]. Alma-Ata, 199, 203 p. (in Russian)

Turmagambetova, B. Kazaktyng batys aymagynyng an madenieti [Song culture
of the western region of Kazakhstan ]. Monografiya. Almaty, 2009, 320 p.

(in Kazakh).

Baibek, A. Pesennyj stil’ Arki v kontekste etnosolfedzhio (vuzovskij kurs) [Song
style of the Arka in the context of ethnosolfeggio (university course)] Avtoreferat
dissertacii na soiskanie uchenoj stepeni kandidata iskusstvovedeniya. Aimaty,
2009, 30 p. (in Russian)

Maigaziev, S., Sabyrova, A. The art of Mozart ensemble in Kazakhstan variety
art. Opcion, Ano 34, Especial No.17 (2018). Pp. 984 — 1019.

Central Asian Journal of Art Studies Volume 5.Issue 4. 2020



Anxxan BeppiicaeBa, Barnan Ba6hxaH, MypaT 96yFas3bl
KypmaHrasbl ambiHOarbl Ka3ak y/immbiK KOHCep8amopusichl,
T. K. ’)KypeeHos ambiHOarbl Ka3aK ynimmblK eHep akadeMusichbl
(Anmamesl, Kasakcmat)

JKETICYAbIH OHTYCTIK BATbICbl KASAKTAPbI TOW CANTbIHbIH SHAEPI

AnpaTna

¥CbIHbIbIN OTbIPFaH MaKana XeTicyablH OHTYCTiK-6aTbICbIHbIH Kbl3 yY3aTy canTbl GO/IbKIOPbIH 3epTTeyre
apHanfaH. KazaKTblH FypbINTbiK GONbKIOPbIK XXaHPAapblHbIH ilWiHAE 0TOACbUIbIK-CanT dHAep TOObIHA
artaTblH YWUNeHy paciMi LMKNI XaKCbl caKTanfaH. AFa OyblH MamMaHZapbl 6TKEH Facbipa aKkcneguuuanapaa
HeriziHeH MeTicyablH LWbIFbIC 66MiriHiH GONbKNOPbIH XUHaFbIH. By — TaHAaNbIN OTbIPFaH TaKbIPbINTbIH,
©3€eKTiNiriH Kepceteai. MakanaHblH, MaKcaTbl: XKeTicyablH OHTYCTIK-6aTbICbIHAH Ya3blblM anblHFaH Kbl3
y3aTy canTbl eneH MaTiHAePiHAEr KopKeMaiK 6eHenepaiH, cEMaHTUKaCbIH KapacTblpy XaHe FYPbINTbIK,
HYCKanapablH My3blKablK-CTUbAIK €pEKLIENIKTEPIH 3epTTey 60/bin Tabblnaabl. FYpbiNTbiK GONbKIOPAbIH,
[9CTYPNi KOFamAarbl OPHbIH XKoHEe Ka3aKTblH YMEHY TOMbI paciMAepiH aHbIKTayAa MaKanaaa KomnapaTueTi
aaic KonaaHbinabl. CanTTbiK en1eHaep MaTiHAepiHAeri TYpaKTbl 6eriHenepai KapacTblpy ceMaHTUKaNbIK Tangay
BAICiHIH, KeMerimeH Xy3ere acblpbligbl. OHTYCTiK-6aTbic MeTicyaarbl Kbl3 y3aTy canTbl HYCKanapblHbIH
My3blKanblK-MO33UANbIK KYPbIIbIMbI, AblObIC KaTap/iapbl }aHE bIPFAKTbIK XYWECi KypblibiIMAbIK 94iC HEri3iHae
TangaHabl. XKeTicyablH OHTYCTIK- 6aTbiCblHAA KbI3 Y3aTy caiTbl MaTIHAEPIHAE Ke34eCceTiH anHa, afall, 6ocara
6enHenepi KasaKkcTaHHbIH 6acKa reorpadusanbliK eHipnepiHae oHe Kenbip KaKbliH WeTenaepaeri XaHpnac
HyCKanapfa ke3aecyi 6yn 6enHenepaid TMNONOrManblK CUNaTbiH anFakTanabl. Makanaaa TangaHfaH
MblcanaapiblH, NaATbIK-0yEHAIK epeKLLeniKTepi onapablH atajifaH auMaKTblH WhIFbIC afFblHAa OpHanackaH
OHipnepaiH, atrac XaHp/apbIMEH TYbICTbIFbIH KepceTeai. YWIeHy CanTbiH 3epTTereHe aTHOMy3blKaTaHyLbliap
6yN pacim eTKI3iNyiHiH apTYpNi Ke3eHaepiHe KaHe onapFa TUEeCiNi XaHpnapFa Kemn KeHin 6ereH.
b. BoabixaHHbIH GONIbKIOPIbIK dKCNeanUMUsanapaa X1uHaraH mateprangapbl YUeHy pacimiHin, 6ipkatap
Ke3eHAepPiHiH YMbITbIyblHa 6annaHbICTbl, PECNOHAETTED XablHAa Ka3ipri kesge 6y cantTbiH KeNbip
Ke3eHaepi }oHe coFaH 6annaHbICTbl OPbIHAANATbIH «ChIHCY» }OHE «KbI3/blH ap-Kapbl» FaHa CaKTaaFaHbIH
KepceTTi. Onap HerisiHeH eXenriTypKinik 7-8 6yblHAbIK «Kblp» 6/1EH e/leMiHe HeridaenreH. baTbiCxKeTicynbIK
Kbl3 y3aTy CanTbl HyCKanapbl 2 — }aHe 4 oAbl My3blKa/blK-M033UA/bIK KYPbUIbIMAA LWblFapbliFaH.
YCbIHbINbIN OTbIpFaH 3epTTeme 2018-wwi oHe 2019-wi . K. 60nFaH GONbKNOPbIK aKcneanuusanap
MaTtepuangapbl HerisiHae })asbliFaHablKTaH, KapacTblpblibln OTbIpFaH auMaKTa FYPbINTbIK GONbKI0OPAbIH,
Kagzipri kesgeri WblHalbl }an-KyniHeH xabap 6epegi. Kbi3 y3aTy canTbl HYCKanapblH KaH-*aKTbl
KapacTblpy HOTUXECIHAE ONlapblH, KOPLLi eHipnep MeH 0bnbicTap FYPbINTbIK GONbKIOPbIMEH TUMONOTUASBIK,
GannaHbICTapbl XXaHe gamy xongapbl 6enrini 6onabl.

Tipek ce3aep: GoNbKIOP, OH, TON, FYPLIM, XXaHpP, CbIHCY, }ap-ap, ANaNeKT, CEMaHTUKa, KYPbITbIM.

Aizhan Berdibay, Baglan Babizhan, Murat Abugazi
Kurmangazy Kazakh National Conservatory,

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

SONGS OF THE WEDDING CEREMONY OF THE KAZAKHS OF THE SOUTH-WEST OF ZHETYSU

Abstract

This article is devoted to the study of Kazakh wedding ritual songs in the southwest of Zhetysu. Among
the genres of Kazakh ritual folklore, the wedding cycle is characterized by the greatest preservation, which is
included in the group of family ritual songs. Over the past century, specialists of the older generations have
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been recording musical folklore mainly from the eastern regions of Zhetysu. This determines the relevance of
the selected topic. The purpose of the article is to consider the semantics of images of the texts of wedding
songs in the southwest of Zhetysu and their musical and stylistic features. In highlighting the role of ritual
folklore in the tradition and stages of the Kazakh wedding ritual, the article uses the comparative method.
Consideration of stable images in the texts of wedding songs has taught the application of semantic analysis.
The study of the musical and poetic structure, scales and rhythmic organization of wedding songs in the
south-west of Zhetysu was carried out on the basis of a structural approach. The semantics of images of a
mirror, a tree, a threshold in the Western Nozhetysu wedding songs unites them with similar images from
other geographic regions of Kazakhstan and some ethnic cultures of the near abroad. Lado-melodic features
of the considered wedding genres indicate their typological similarity with similar genres mainly in the eastern
part of the region and East Kazakhstan. When studying Kazakh wedding songs, ethnomusicologists paid
great attention to the stages of the wedding ritual, which determined the performance of various genres.
The expedition material of B. Babizhan showed that due to the disappearance of some stages of the
traditional Kazakh wedding, at present only “syHsu” and female “heat-heat” have been preserved in the
memory of the respondents of the studied region. Basically, in their texts, the ancient Turkic 7-8-complex
versification size — “zhyr” has been preserved. Zapadnozhetysu wedding songs are composed in 2- or 4-line
musical and poetic form. The presented research was carried out on the basis of materials from the folklore
expeditions of 2018 and 2019, which makes it possible to form an objective idea of the current state of ritual
folklore in the studied region. A comprehensive examination of wedding genres showed their typological
connections with the folklore of neighboring regions and regions and further development paths.

Key words: folklore, song, wedding, rite, genre, synsu, zhar-zhar, dialect, semantic, structure.
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THE FOURTH AREA OF MUSICOLOGY
(TO THE PROBLEM OF THE DEBATABLE DISCOURSE)

Abstract

The article reviews various schools of thought studying the Kazakh traditional music in Kazakhstan and
abroad. The goal — to reveal different scientific areas of studying the Kazakh traditional music, to determine
their significance in Kazakhstan and foreign ethnomusicology. There was a compelled cultural and scientific
isolation of each country due to suspension of a book-exchange during the Perestroika (Reconstruction)
period. As a result, each national school of ethnomusicology has gone its own way. Research in this area
underline the need in the overall review of knowledge accumulated by schools of thought with a single
representation. Authors give examples of review of various sources using a comparative-typological method,
compare their significance and define the general trend of studying the Kazakh traditional music methods,
and unite this knowledge in a uniform common school. Local and foreign sources of pre-revolutionary (end of
XIX — beginning of XX centuries), Soviet and modern writers of the period of Independence of the Republic of
Kazakhstan were used. Main existing areas of Kazakhstan musicology were assessed, and conclusions were
drawn on the birth of Kazakh ethnoorganology. The main aspect of the article is a focus on emergence in XXI
century of the problem of a new cycle in the Kazakhstan science, which presence we can assume because
we have written sources about the Kazakh musical culture in foreign languages, and information on materials
from far and near abroad. Authors, based on the concept of Aima Kunanbaeva, an ethnomusicologist,

formulate new statements about opposition between the Russian-speaking and Kazakh-speaking schools,
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supplementing it with opposition to foreign-language schools. As a result, an assessment was given to three

main existing areas of the Kazakhstan musicology science and the emerging “Fourth” school, which has

all prospects of further development not only in Kazakhstan, but also abroad. Examples were shown of a

comparative study of sources of the pre-revolutionary period, and merits of each scientist were assessed.

The conclusion was drawn on the birth of Kazakh ethnoorganology in the beginning of XX century.

Keywords: the Kazakh traditional music, ethnomusicology, school of thought, verbal tradition, foreign

materials, the fourth school, the fourth science, an empirical method, a comparative-typological method,

interdisciplinarity.

Introduction

There was a re-assessment of values
and scientific methods of studying
traditional music on the cusp of centuries.
It was due, first of all, to independence of
many countries, including the nowadays
CIS. There is a need in performing the
analysis of a condition of the Kazakhstan
ethnomusicological science at the present
stage.

Since the European musical community
turned to a universal dialogue of cultures,
historical, culturological, comparative
and source study methods of research of
traditional music became more important,
which allows a holistic review of the
research subject. The interdisciplinary
discourse of this article, given the
different methods of study, is focused
on achievements of a foreign and local
ethnomusicological science.

From time immemorial cultural values
were transferred in the Kazakh society
verbally. The people transferred ceremonial
songs, legends, the epos, melodies, and
words of wisdom of well-known people,
akyns, and storytellers-zhyrzhy by word
of mouth. They occupied a special place
in life of the Kazakh people, and were a
spiritual basement of knowledge.

Prior to mid XIX century, the steppe
verbal historiography * of Kazakhs was

considered as a unique and homogeneous
knowledge, because the language of
communication and thoughts had no
impact from the outside. Penetration in
XX century of Russian language into the
cultural life of Kazakhs changed mentality
and thinking of the people. As a result the
question of several schools of knowledge
in the Kazakh culture became the basis
for an article “On a phenomenon of the
“Third science” of Alma Kunanbaeva,
the Stanford University Professor [1]. The
scientist focused on the “two cultures”
concept of a writer Charles Percy Snow?
(1905-1980), who considered that there
is a gap not only between various areas
of scientific knowledge, but also between
scientists and representatives of the
intellectual society. Based on C. P. Snow’s
idea A. Kunanbaeva has put forward an
idea of existence of the Kazakh-speaking
school of musicology in Kazakhstan,
opposing it to the Russian-speaking
school of thought. These schools, existing
within the territory of one state, are often
in disagreement concerning the same
research subject, and are not correlated
among themselves. Each of them rotates
about its own axis, living in certain isolation
(1, p. 2]

Prior to XX century verbal steppe
historiography can be considered an

1 SVH-the term mentioned in the books of an ethnographer, art critic, composer, journalist A.S. Seidimbek with reference

to the term of V. Yudin and L. Gumilev

2 Charles PSnow. “Two Cultures and the Scientific Revolution: The Rede Lecture”. NewYork, 1959.
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initial school of traditional knowledge of
Kazakhs. In XX century a written school

of thought in the Kazakh language —

“the Second science” appears in
Kazakhstan with spread of the European
scientific knowledge [1, p. 8]. According

to A.Kunanbaeva, the Kazakh verbal
tradition can be called the “Third science”
[1, p. 3]. Written schools formulated the
accumulated system of knowledge of the
“Third science” (school of knowledge) by
using empirical methods. Representatives
of the Russian-speaking school were not
familiar with Kazakh-speaking musicology.
In this case there was a problem of

not only the research language of the
culture, but also of methods, because
Kazakh-speaking researchers first of

all thought and wrote according to their
internal national assessment and internal
understanding of own culture. There was
also a problem, that Kazakh-speaking
scientists seldom used comparative
methods in studies of other cultures
(including Turkic cultures) related to

the Kazakh music. Often the Kazakh
language literature did not exist in Russian
translation. This fact made representatives
of schools more and more apart from each
other, which gave birth to a branching of
scientific thought.

Methods

When we review various sources using
comparative-typological and historical
methods, it is necessary to compare
their importance and to define the
common trend of studying of the Kazakh
traditional music methods, and to unite
this knowledge in a uniform common
school. After we started to use local
and foreign sources of pre-revolutionary
(end of XIX — beginning of XX centuries),
Soviet and modern writers of the period
of Independence of the Republic of
Kazakhstan, it became possible to
assess the main existing areas of the

4

Kazakhstan musicology science and to
draw conclusions on the birth of Kazakh
ethnoorganology.

The outstanding Kazakh philologist
and turkologist, Professor Kudaiberghen
Zhubanov and his younger brother, the
well-known composer, musicologist,
conductor and academician Akhmet
Zhubanov were at the wellspring of the
Kazakh-speaking ethnomusicology.
Although K. Zhubanov was a linguist, and
not a musician, he became the pioneer
of studies devoted to Kazakh kyuis. He
has put a basis of a comparative study of
Kazakh kyuis in a context of Turkic music
and Tengrism (Materials with studies of
Kazakh language. Article “On emergence
of kyui art among Kazakhs”), and also
studying Kyuis as a part of syncretic culture
of Kazakhs and etymological studying
of the Kazakh musical terminology
(Methodological methods of studying
instrumental music have been specified
in K. Zhubanov’s articles).

The prerogative of Russian language
in the Kazakhstan scientific thought has
been related to an ideological paradigm
of that period, when Russian was a state
language. It has led to domination of
the Russian-speaking musicology and
underestimation Kazakh-speaking authors.
A. Kunanbaeva in her work noted that
terminology of three schools could differ,
and all three schools reflected the various
approaches to the research subject.

Years of Independence have marked a
new cycle in formation of the Kazakhstan
science: specifics of Kazakh-speaking and
Russian-speaking written schools have
become uniform in their methods and
approaches. Young scientists, who spoke
both languages and united both schools
of thought, could open the idea of a verbal
Kazakh school to the scientific community
by gathering field materials.

The main aspect of this article is a
focus on the problem of emergence of
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the “Fourth science” in XXI century, which
existence we can assume, having written
sources about the Kazakh musical culture
published in foreign languages (English,
German etc.), and also information on the
materials of value for researchers from
Kazakhstan, and far and near abroad.

The following factors were the reason of
emergence of the “Fourth science” as an
independent area of ethnomusicology:

1. Foreign researchers. Starting from
the end of XVIIl and beginning of XIX
centuries, the Kazakh people’s culture
have been studied by representatives of
the European school (Germany, Russia,
Great Britain etc.). Of these materials, due
to political grounds, the available Russian-
speaking sources were more often studied,
chronologically dated by the end of XVII —
beginning of XX centuries;

2. Kazakhs have always been the
nomadic people. Owing to various
historical events they inhabited a huge
territory centered in Central Asia, and
further — in Russia, China, Mongolia,
Turkey and some European countries.
Thus, ethnic diasporas appeared in these
countries, who preserved their cultural
heritage of considerable interest;

3. The important premise for studying
were publications of the Kazakhstan
scientists in high-rating journals of the far
abroad, and also their presentations at
international conferences;

4. At the time of the USSR existence
rare cultural artifacts have been taken
to foreign museums from Kazakhstan
(musical instruments, elements of
national clothes, household items, etc.).
For example, expositions were opened in
museums in Russia which could become
valuable research subjects.

If earlier the world of scientific thought
of Kazakhstan was limited to the USSR
framework, where the thoughts had to be
formulated in Russian, with Independence
it became almost boundless. Works of

Kazakhstan scientists became highly
sought abroad. There was a flight of
scientists to other countries, which has led
to a greater activity of the “Fourth science”
in foreign languages (including English),
i.e. making it comprehensible to the whole
world.

During the conference “Spiritual
Heritage of Abai and Urgent Problems
of Modern Art Studies” [2] which was
held in November, 2020 at the Kazakh
National Conservatory named after
Kurmangazy to celebrate the 175th
anniversary of the great Kazakh poet
and educator, the presentation was
given by V. N. Yunusova, Professor of the
Moscow State Conservatory named after
P. I. Tchaikovsky, Doctor of Art Studies,
about studying of traditional music in a
modern scientific context. The speaker has
highlighted historical and culturological
areas where presently an active study of
traditional music is performed. She has
also mentioned the new scientific area
related to computer studies. According to
V. N. Yunusova, a process of studying of
traditional music became more active in
the former USSR together “with growing
national consciousness and search for
own ways of development of musical
culture”[2, p. 5]. All that proves that
there are changes in the approaches
to the traditional music even in the
European school, and that transition from
europocentric views to the “dialogue of
cultures” [2, p. 6] is obvious. The same
process is necessary in the Kazakhstan
ethnomusicology, and scientists should
unite knowledge of all schools in the
uniform approach.

Results

As abovementioned, the Kazakh
traditional music was in a focus of
attention of the West-European school
of knowledge since XVIII century. The
studies were started by scientists-
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travelers who collected data on the
people in the Central Asian region. In

the light of appearing new data and the
facts described in these sources, it is
necessary to analyze them from the new
point of view. Reference to these studies
and materials can significantly enrich
knowledge of the Kazakhstan scientists.
Presently materials about the Kazakh
traditional music, which are unknown to
the Kazakhstan ethnomusicologists, are
stored in various foreign archives, collected
during expeditions of researchers-
travelers from the end of XIX century.
Records of the German ethnographer-
anthropologist Richard Karutz, found in
2015 by the Kazakhstan scientists during
shootings of a documentary series “Road
of People” [3], which were described,
analyzed and published in the “Turkestan
Collection of Songs and Instrumental
Plays, Collected by R. Karutz (1905)”, and
the Doctor of Art Studies S. I. Utegalieva
[4], prove that there are sources about
the Kazakh traditional music which can
change opinion on historical value of

the Kazakh culture in the Central Asian
region. In general, the Kazakh traditional
music became the research subject of
many scientists from Russia, Germany,
England, and other countries, where the
scientific thought was developing. Today it
is important to review materials unknown
to ethnomusicology and scientific sources,
revealing the common trends in foreign
ethnomusicology.

We can also perform a comparative
review of some foreign sources. For
example, we can review works of Russian
and German researchers: August Eichhorn
[5], Erich Moritz von Hornbostel [6], and

P. P. Tikhov [7] from a position of modern
musicology, and trace interrelation, and
find new materials for research.

A. F. Eichhorn’s work “Complete
Collection of Musical Instruments of the
Central Asian People” (SPb, 1885) can
be considered one of the first catalogues
with a short description of the musical
instruments created by a musician [5].

Being the military conductor in
Tashkent, the musician has gathered
a complete collection of the Central
Asian instruments. In total there are 36
instruments in the catalogue, four of which
are related to the Kazakh tradition. In his
work the author classifies instruments
by string, wind and percussion, and also
by ethnic groups — “String Instruments
of Kyrgyz and Other Mongolian Tribes”,
“Musical Instruments of Turkestan,
Kashgar, Kokand, Afghanistan, Bukhara
and Khiva”, “Instruments of Sarts
(Turkestan)”. The author gives their
approximate description, a method of a
sound extraction, areas of use, history of
acquisition and an ethnic group to which
they belong.

So, the first instrument presented in
the catalogue, was "Dumbra” (Dombra)
(N1 in the catalogue), followed by “Kaus
or gobyz” (N24) and “Tsibiska” (sybyzgy —
my spacing B. A) (N27); “Kerney” (existing
also among Kazakhs) is included in
instruments of Sarts from Turkestan.
There are ten instruments of Kazakh origin
or related to Kazakhs in A. F. Eichhorn’s
collection.

In his description of instruments
A. Eichhorn gives the details of acquisition
of instruments. For example, the
instrument N°3 “Dumbra” belonged to

3 V. N. Yunusova wrote: “If earlier it [traditional music — A. B.] was mainly studied in ethnomusicology (folkloristics) and
ethnoorganology, WorldMusic, it was partially present in historical research, then by the end of the XXth centurycultural
studies and oriental studies turned to the traditional music, and computer research is carried out (including within the

framework of computer musical oriental studies)” [2, p. 5]
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a noble girl, “a well-known singer and
virtuoso player” [5, p. 5]. Instrument
"Tsibiska” (sybyzgy) — a “very ancient
item” — was purchased from a Kyrgyz boy
[5, p. 6].

After A. F. Eichhorn, E. Hornbostel
conducts the earliest ethnoorganologic
research. We are speaking about
the “Notes on the Kyrgyz [Kazakh]

Musical Instruments and Melodies” to

R. Karutz's well-known book “Among the
Kyrgyz (Kazakhs) and the Turkmen on
Mangyshlak” published in Leipzig in 1911,
translated by A. V. Samarkin, a Kazakhstan
musicologist, Candidate of Art Studies, the
edition volume was 20 pages [6]. In this
connection the author asks a question that
studying the Central Asian instruments
could impact the creation of a systematic
classification of musical instruments of

E. Hornbostel, which was later done by

B. Sarybaeyv, a Kazakh ethnoorganologist,
whose research was devoted to the Kazakh
national instruments. Thus, E. Hornbostel
can be considered the ancestor of Kazakh
ethnoorganology.

E. Hornbostel made notes on a total
of ten Kyrgyz (Kazakh) instruments,
searched for etymology of their names,
described appearance, considered links
with religious use, compared them to
instruments of other people of Central,
East and South East Asia, Africa, ancient
civilizations of Near and Middle East. It
connects the notes with the subsequent
research works, and believes that “the
careful account of outwardly insignificant
details for cultural-geographical work” is
important and continues in the following
text “the abovementioned notes should be
understood in this sense” [6, p. 17]. The
instruments specified in E. Hornbostel's
“Notes” have the following sequence:

1. Dutar or dumbra [6, p. 11]

2. Lute (Sherter — A. Samarkin’s spacing)
— the lute with simple convex case and
wide, shorter neck [6, p. 13]

3. “True bow instrument” - (Qyl-qobyz —
A. Samarkin’s spacing) [6, p. 14]

4. End-blown flute - (Sybyzgy —
A. Samarkin’s spacing) from
R. Karutz's collection [6, p. 14]

5. Shalmei — (Kamys-syrnai —
A. Samarkin’s spacing) [6, p. 15]

6. Extended trombone (Kernei —
A. Samarkin’s spacing) [6, p. 15]

7. Whistle - (Saz-syrnai — A. Samarkin’s
spacing [6, p. 15]

8. Multromel - (Shan-qobyz —
A. Samarkin’s spacing) [6, p. 16]

9. Drum - (Danghyra — A. Samarkin’s
spacing) [6, p. 16]

10. Stick-rattle — (Asatayak —
A. Samarkin’s spacing) [6, p. 17].

This list gives ground for reflection
on how instruments could be called in
scientific use of the European scientists.

Pre-revolutionary articles can be
studied not only by using a method of
comparative musicology, but also a
method of search of new materials in
already known works. Rethinking of
approaches and consideration of sources
in the light of the newly obtained data
gives us a chance to assess more fully
the merits of the first researchers of the
Kazakh traditional music. For example, it is
necessary to study a source which is already
mentioned in B. G. Yerzakovich’s work [7] in
passing, i.e. P. P. Tikhov's article “On Music
of TurkestanKyrgyz” [8]. Not much is known
about P. P. Tikhov himself — he was the
regent-priest from Turkestan, but valuable
information is contained in his notes. In his
article P. P. Tikhov reviews the population of
Turkestan, musical instruments of the Kyrgyz
(Kazakh) people, songs and singers, and
he also writes about a system of the Kyrgyz
songs. He mentioned an interesting fact that
dances are not inherent in Kazakhs.

Also the author of the article about
musical instruments performs a detailed
analysis of Kazakh music in comparison
with Sart (Uzbek) musical culture.
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B. G. Yerzakovich in his work “At Sources of
Kazakh Musicology” mentions P. P. Tikhov's
[7] materials as one of numerous sources,
but he does not mention his rank of a cleric
(probably, for ideological reasons). In total
he mentioned P. P. Tikhov four times in the
book (on five pages of the book) [7, pages
15, 27-28, 49, 80], related to performers
and their skills [7, p. 15], national musical
instruments [7, p. 27-28], aitys [7, p. 49],

a reference to P. P. Tikhov about training of
Kazakhs “by means of singing” [7, p. 80].
The merit of the researcher of Turkic music
are records of the Kazakh melodies, which
need further identification as a melody

of songs and kyuis, and also melodies of
baksy. In total the author recorded nine
melodies, two of which instrumental
(qobyz) [8, p. 8].

Ethnoorganologic part of the research
about the Kazakh musical instruments
deserves great attention. Although
P. P. Tikhov commits an error when he
mentions shangobyz, naming it “a primitive
device” and “a children’s toy”4, in general
his work is an invaluable material on
studying of instruments of that time, as all
instruments were drawn, definitions were
given to their sizes, and playing methods
were described. lllustrations described
not only theappearance of dombra, qobyz,
sybyzgy and shanqobyz, but also the
playing musicians: “akyn with dombra and
baksy” sounding off the qobyz [8, p. 8].
Also the dombra length was specified —
101 centimeters. Considering that the
size of the modern dombra fluctuates
from 80 to 130 centimeters, it is possible
to assert that the researcher was not
mistaken in identification of the instrument
and correctly named it a Kyrgyz-Kaisak
instrument [8, p. 8].

Discussion

P. P. Tikhov's research is not empirical,
but analytical, as he also refers to several
ethnographic sources known at that point
in time in order to get a complete picture.
He conducts an ethnoorganologic analysis
and an analysis of musical materials —
songs and kyuis.

It is possible to refer not only to source
study materials, but also to modern works
of scientists of the far abroad about the
Kazakh traditional music. For example
to the research works of a Hungarian
scientist and ethnomusicologist Janos
Sipos. In one of his works he studied and
collected song musical folklore of ethnic
Kazakhs [9, p. 10].

The music of Kazakh people was also
studied by a Turkish scientist FezaTansu
from the anthropological point of view, as
well as the process of musical creativity
in migration [10]. Thus, we can look at the
Kazakh traditional music from the outside
and find its place in a global process.

American ethnomusicologist Megan
Rancier [11] studies the traditional Kazakh
instrument qyl-qobyz: «qylgobyz as a
case study for conceptualizing musical
instruments as “archives” that contain
layers of historical, social, musical, and
emotional information» [11, p. 379]. At
the same time the author rests upon the
Kazakhstan scientists, beginning from
representatives of sources of Kazakhstan
musicology, refers to her previous research
works devoted to qyl-qobyz, interviews
the Kazakhstan musicians-qobyz players
A. Tazhibaeva and A. Zhumabekov, and
conducts a comparative analysis of
research in the field of string instruments
of scientists-etnoorganologists and
research of string instruments of authors

4 P. P. Tikhov. On Music of Turkestan Kyrgyz /Music and Life. 1910. p.3.
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from several countries (India, Great Britain,
Armenia etc.).

The studies which were described
above show the general trends in studying
of the Kazakh traditional music by foreign
ethnomusicologists. The materials
reviewed in this article are only an iceberg
top. Studying of this topic demands
a more attentive and deeper approach in
the future.

Comparative studies of scientific
approaches of global musicology schools
allows determining the general and special
aspects of studies of trends in the Kazakh
traditional music. This given process
has already been started. The scientific
methodology of Kazakhstan has stepped
into this path in connection with successful
introduction of the Kazakhstan scientists
in the global scientific community. Works
of researchers-ethnomusicologists
B. I. Karakuloy, S. A. Yelemanova,

S. I. Utegaliyeva, G. Z. Beghembetova,

V. E. Nedlina, A. S. Sabyrova, A. R. Berdibai,
M. S. Myltykbayeva, A. S. Nussupova in
foreign languages, their participation in
international symposiums and conferences,
and also their scientific articles published
in high-rating foreign journals, give an
opportunity to the scientists, who are
engaged in development of the “Fourth
science”, to interact with colleagues from
different countries.

If the research works of foreign
scientists first of all touch upon the
question of self-identification of the
Kazakh people and the Kazakh music,
articles of the Kazakhstan scientists review
the vast spectrum of topics, from ritual and
folklore tradition [12; 13; 14], mythsand
legends in music, epic tradition, to the
Kazakh music in a global context [15].

The special role of folk music in the
life of Kazakhs are reflected not only in
contemporary researches, but also in
numerous ancient myths and legends [14].
Yet, the lost sacred meaning of traditional

music has to be found by present day
authors.

Conclusion

At the end of this article we believe
it is important to go back to the idea of
uniting the knowledge of different schools,
because the traditional music should be
taken as a whole in a uniform review, when
research works of the Kazakhstan and
foreign musicologists are in unison with
universal trends of studying traditional
music with use of various methods and
approaches.

As a result of studying the topic of
the fourth area of musicology, three
main existing areas of the Kazakhstan
musicology science were assessed, as well
as the emerging “Fourth” school which
has all prospects of further development
not only in Kazakhstan, but also abroad.
Based upon the concept put forward by
A. Kunanbaeva about opposition of the
Russian-speaking and Kazakh-speaking
schools of thought and their inconformity,
authors of this article write about the
emerging new school of scientific
ethnomusicology, the “Fourth science”.

The following factors served as reasons
of the birth of the “Fourth science” as an
independent area of ethnomusicology:
studying of culture of the Kazakh people by
foreign researchers starting from the end
of XVIII — beginning of XIX centuries and till
today; preservation of cultural heritage by
ethnic diasporas of Kazakhs; publications
of the Kazakhstan scientists in high-rating
journals of the far abroad, and also their
presentations at international conferences;
availability of rare cultural artifacts
(musical instruments, elements of national
clothes, household items, etc.) in foreign
museums.

The article gave examples of a
comparative research of sources of the
pre-revolutionary period. Works of German
and Russian researchers E. M. Hornbostel,
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A. Eichhorn, and P. P. Tikhovwere reviewed,

the merits of each scientist were assessed,
and, as a result, a conclusion was made on
the birth of Kazakh ethnoorganology in the

beginning of XX century.

Authors have addressed not only to
source study materials, but also to modern
research works of scientists of the far
abroad about the Kazakh traditional music:
Janos Sipos, Feza Tansu, and Megan
Rancier. The above research works have
shown the general trends in studying
the Kazakh traditional music by foreign
ethnomusicologists.
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Avrepim Bapu6aeBa, 9nua CaébipoBa
KypmaHrasbl ambiHOarbl Kazak ¥immblK KOHCep8amopusiChbl
(Anmamesl, Kasakcmat)

MY3bIKATAHY/IbIH TOPTIHLUI BAFbITbI (AUCKYCCUSAJIbIK AUCKYPC MACEJIECI BOHMbIHLLIA)

AnpaTna

MaKanaga enimiafe »xaHe WweTtenje KasakTblH 49CTYPi My3blKacblH KapacTblpaTbiH TYPAI FblabiMU
MEeKTeNnTep Xannbl 6asHaanagbl. 3epTreyaiH 6acTbl MaKcaTbl — Ka3aKTblH, ASCTYP/i My3blKacblH 3epTTeyaeri
PTYPAI FblbIMU GaFbITTapAbl aHbIKTam, 0napAblH Ka3ak KaHe LeTen 3THOMY3bIKONOrUaCbiHAaFbl MaHbl3blH
KepceTy. KanTa Kypy Ke3eHiHAe KiTan anmacyabliH 6y3bliyblHa 6aniaHbICTbl 9p eNfiH MOAEHM XOHE FblibiMU
OKLUaynaHybl OpbIiH anfaH. HaTuxeciHae ap6ip YNTTbIK 3THOMY3bIKOIOMUSA MEKTEOBIHIH 63 0Jbl avKblHAANAbI.
OTHOMY3bIKONOrMAAaFbl FbITIBIMW MEKTENTEP MOCENECIH 3EPTTEY MEH YKaH-aKTbl TEKCEPY KaXeTTiNiri
«Ka3aKTaHy» 3amaHayM fFbl/iIbIMHbIH, AEHTENiH TYCiHAIpEe anajbl, COHAbIKTaH 6y Macene MaKana MaKkcaTblH
©3€eKTi eTeqi. ABTOpnap ap TYpAi AePEKKO3AEPIH CaNbICTbiPMasbl-TUMNONOMUABIK 94IiCNEH KapacTbipyaa
anyaH Typni Mbicangap KenTipe oTblpbin, 0NapAblH MaHbI3AblblFblH CabaKTacTbipa, Ka3aKTblH ASCTYpAi
My3blKacblHbIH Ka3ipri TaH4a FblbIMW 9AICTEPIH 3epTTeyae Xanbl TeHAeHUMsanapabl aHblKkTanabl. byn
3THOMY3bIKONOrns 6iniMiH 6ipblHFan TyTac MeKTen peTiHae 6ipikTipeai. JacTypni Kadak My3blKachbl Typasbl
HappPaTUBTIK XoHM FbiNbIMK AepeKTep Ka3aH TeHKepiciHe feninri (XIX FacbipabliH, asfbl — XX FacblpiblH, 6achl),
KasaKcTaH pecnybanKacbiHblH TOYencCi3aik Ke3eHiHAeri KeHECTIK KaHe Kasipri 3aMaHfbl aBTopAapAblH,
OTaHAbIK YXoHe LWeTenaik FbiibiIMU AepeKKke3aepiHe KaTbicTbl. Makanaga KasaKcTaH XaHe WweTen My3blKaTaHy
FbIIbIMHbIH, HETI3r KanbiNTacKkaH 6arbiTTapblHa 6ara 6epinesi, Ka3dak 3THOOPraHONOMMSAChIHbIH, WbIFYbI
¥aWnbl TYKblpbiMAApP Xacanaabl. MakanaHblH 6eneK apHarbl acnekTici XXI Facbipaafbl 3THOMY3bIKONOMUSA
FbIIbIMbIHbBIH, 3€pTTEY NpobnemManapbiHa apHanfaH. LLUeT Tingepae (afbiilbiH, HeEMic, dpaHLy3) Ka3aK
My3blKanblK MaEHUETI Typasibl }a36a AepeKKe3aepi MEH FbifibiIMK 3epTTeyep 6ap XoHe anbiC KaHe KaKblH
weTenaepaeri matepuangap Typanbl aknapat 6ap aen 6onxayra 60n1aTblH Ka3aKCTaHAbIK FblibiIMAarbl XXaHa

KeseH 6acTanbl. ABTOpaap aTHOMY3biKonor A.KyHaH6aeBaHbIH TY)XbIpbiMAaMacbiHa CyWeHe OTbIpbIM, OPbIC
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TiNAi XoHe KasaK TiNai MekTenTepain, onno3numachl Typanbl aHa nikip YCbiHaAbl, OHbl WeT TingepiHaeri 6inim
MeKTebiHe Kapcbl KOO Ke3KapacblH TanKblnanabl. HoTuxeciHae Kas3aKCTaHablK My3blKaTaHy FblfbiIMbIHAA
KanbIiNTaCKaH YL HETi3ri FbiNbiMK 6GafFbITTap *oHe TeK Ka3aKcTaHaa FaHa eMec, 0aH TbIC Kepnepae Ae oaaH
api gamyabiH 6apblK NepcnekTnBackl 6ap, KanbinTacbin Kene )aTkaH «TepTiHwi» MeKkTebiHe 6ara 6epinea.
KasaH TeHKepiciHe AeNniHri Ke3eH Ke3aepiH 3epTTey Mbicanaapbl canbICTblpMalbl TYPAE KOPCETIinin, ap
FaNbIMHbIH, CiHipreH eHoeri 6aranaHabl. XX FacblpblH 6acbliHAaFbl Ka3aK 3THOOPraHONOIMACIHbIH, LWbIFY Teri
Typasibl KOPbITbIHAbI Xacanabl.

Tipek ce3pep: Ka3aKTblH A9CTYPi My3blKacbl, STHOMY3bIKOJIOrUs, FblIbIMW MEKTEN, aybl3Wa AaCTYp,
WeTengik matepuangap, TepTiHWi MeKTen, TOPTIHWI FbINTbIM, 3IMAUPUKAINbLIK 84iC, canbiCTblpMabl-

TUNONIOrUANbIK 84ic, NoHapasnblK agicteme.

Aiirepum Bapu6aeBa, Anua Ca6bipoBa
Kaszaxckass HauuoHanbHas koHcepeamopusi um. KypmaHeaasbi

(Anmamel, Kazaxcmat)

YETBEPTOE HAMNPABJ/IEHUE MY3blKO3HAHUA (K NPOBJIEME AUCKYCCUOHHOIO AUCKYPCA)

AHHOTaUMA

B cTaTbe uccneayoTcs pasfiMyHble HayyHble LWKOMbI, pacCMaTPUBAlOLLME Ka3axXCKYI0 TPaaULMOHHYIO
My3blKy B KadaxcTaHe v 3a py6exoMm. Llenb — BbIIBUTb pPa3Hble Hay4YHble HanpaBieHUs U3y4eHMs Ka3axCKon
TPaAULMOHHOM MY3bIKKW, ONPEAENUTb UX 3HAYEHME B Ka3axCTaHCKOM U 3apy6eKHOM 3THOMY3bIKO3HAHWUH.
MN3-3a HapylweHUa KHUroo6MeHa B Nepuos NepecTpomKY NPon3oLLia BblHYXAEHHAasA KylbTypHas U Hay4yHas
N30NALMSA KaXKaomn cTpaHbl. B utore, Kaxkgas HaunoHanbHas WKoNa 3THOMY3bIKOBEAEHUS noLwna CBOUM
nytreM. ccnefoBaHns B JaHHOM HarnpaB/ieHWW aKTyanu3npytoT He06X0ANMMOCTb BCEOOLLENO PACCMOTPEHMS
3HaHWM Hay4YHbIX WKOM B €ANHON TPaKTOBKeE. ABTOPbI MPMBOAAT MPUMEpPbI PACCMOTPEHUS Pa3UYHbIX
MCTOYHUKOB B CPaBHUTENIbHO-TUMOJIOTMYECKOM METO/E, CPABHUBAIOT X 3HAYUMOCTb U BbIBOAAT OOLLYIO
TEHAEHLMIO U3YYEHUS METOJ0B Ka3axCKOM TPaAMLMOHHOM MY3bIKK, 0OGbeAUHSAIOT 3TU 3HaHMS B e41HYI0 06LLYI0
wrony. NpuBneYeHbl 0OTeYECTBEHHbIE U 3apyOGEXHbIE UCTOYHUKK LOPEBOSIIOLMOHHBIX (KOH. XIX — Hay. XX BB.),
COBETCKMX M COBPEMEHHbIX aBTOpOoB nepuoga HesaBuncnumoctu Pecny6ninku KasaxcraH. [JaHa oueHKa
OCHOBHbIM CYLLECTBYIOLWMUM HanpaB/eHUSIM HayK1 B Ka3axCTaHCKOM MY3blKO3HaHWU, CAenaHbl BbIBOAbI O
3apOXKAEHNN Ka3axCKoM aTHoopraHonornn. OCHOBHOM acneKT CTaTbM COCPEAOTOHEH Ha Npobsieme NosiBAEHUS
B XX| B. HOBOr0 BUTKa B Ka3axCTaHCKOM HayKe, O Ha/lM4nu KOTOPOro MOXHO Npegnonaratb, UMes MMCbMEHHble
MCTOYHMKM O Ka3axCKOW My3blKasibHOM Ky/ibType Ha 3apybeKHbIX A3blKax, U obnagas nHbopmauunen o
mMaTepuanax anbHero u 6nnxKHero 3apyoexbsa. ABTOPbI, ONUPasCb Ha KOHLEMLMIO 3THOMY3bIKOBea
A.KyHaHG6aeBOW, BbIBOASAT HOBbIE NOIOXEHMS O MPOTUBOMNOCTABAEHUM PYCCKOA3bIYHOM U Ka3axos3bl4HOM
LIKOS, JONOJIHAS €€ MPOTUBOMNOCTaBIEHUEM LLIKONE 3HAaHWUIN Ha 3apybexHbIX A3blKkax. B utore, faHa oueHKa
TPEM OCHOBHbIM CYLLECTBYIOLWMM HanpaBfeHUSIM HayKW B Ka3axCTaHCKOM My3blKO3HaHMKW 1 3apoxjatoLencs
«HeTBeEpPTOM» LWIKOSE, UMEIOLLEN BCE NEPCNEKTUBLI 419 AalibHENLLEro pa3BUTUS He TONbKO B Ka3axcTaHe,
HO 1 3a py6exkoMm. MoKazaHbl NPUMeEpPbI UCCNef0BaHWA UCTOYHMKOB OPEBO/IOLMOHHOIO Nep1oaa B
CpaBHUTENbHOM KJTlOYe, laHa OLeHKa 3acnyru Kaxzaoro y4eHoro. CaenaH BbiBOJ O 3apOXKAEHUU Ka3axCcKom
3THOOPraHo/IorMM B Havane XXB.

KnoueBble cnoBa: Kasaxckas TpaguunoHHas My3blKa, 3STHOMY3bIKO3HaHWe, Hay4yHas WKona,
yCTHasa Tpaanums, 3apy6exHble MaTepuanbl, HeTBepTas WKoa, YeTBEPTas HayKa, IMNUPHUYECKMIA METOA,

CPaBHUTENbHO-TUMONOIMYECKUI METO, MEXANCLMMINHAPHOCTb.
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GENRE VARIETY AND FEATURES OF COMPOSITIONAL FORMING
OF THE UZBEK SHORT FILMS

Abstract

The main goal of the work was to study short films. However, this direction of the cinema have become
more popular, there are not enough research works concerning this field. Shorts were contemplated on
compositional and genre side. Methods part of the article includes itself thoughts about compositional
forming of the short films. Theoretical views of the Greek Encyclopaedist Aristotle about the structure of
the work and what is considered by modern experts are given in this work. Also as the result of article short
films of young directors in terms of genre and the compositional building are analyzed. In the analysis there
are such Uzbek short films as "Mother” (directors Abduazim llkhomjonov and Botir Abdurakhmonov 2017),
"Victims of Freedom” (directors Sanjar Sultonov and Hasan Alijanov 2015) and "White Cloud” (the director
Habibullo Lutfullayev, 2015). In this work each short is exposed to the detailed analysis. Generically, the short
film "Mother” can be attributed to drama — a genre characterized by the demonstration of real-life conflicts
and their believable resolution. The short "Victim of Freedom” belongs to the genre of historical tragedy.
The film tells about the tragedy that befall local intelligentsia striving to awaken people’s mind; it is about a
man who was strong enough to fight for the independence of the Uzbek people, and was subjected to brutal
torment during the time of repression. The short film "White Cloud” is devoted to young love in a genre the
melodrama. By the discussion there was obviously that short films have made in different genres, but most of
them are drama. At the end of article as conclusion it was evidently that the young cinematographers prefer
to a drama genre.

Keywords: short films, composition, culmination, director, genre, drama, melodrama, tragedy.
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Introduction

Cinema is one of the few mediums
which have managed to successfully
depict the true reality of society in general
and our lives in particular. As like other
art forms, it depicts the multiple realties
that one is faced with. It explores one
of the most discarded yet eternal truths
which every individual experiences and
that is isolation. Each individual longs for
social ties despite belonging to organized
societies; it is what each one of us is
ultimately reduced to [1, p. 1].

Film matters, among other things,
because it has an extraordinary capacity
to expand our reality, to deepen our
moral sensibility, and to shape our self-
understandings, sometimes by moving us
closer to cultures, problems, and realities
that are distant from those we know well
[2, p. 25].

Talking about the cinema there is
a need to notice that there are two
directions: art house and film industry.

The most remarkable direction in art house
is short film. Short films are a rarified form,
which serve to reflect the consciousness of
our artists in a purer way than most feature
films. With ideas often less diluted or
altered by commercial imperatives, short
films hold tremendous cultural significance
[3, p. 1].

At the outset of film being created as
an art, all films were short. Indeed, until
1913, all films were 15 minutes long or
less [4, p. xi].

The purpose of the article is to study the
development trends of short films in the
Uzbek cinematography and to analyze the
scientific, theoretical and practical features
of short films. In spite of developing short
films last years, there are lacks of research
works in this field. In this article short
films were paid attention on importance
of a properly structured script that allows

ensuring the film’s allure to the audience
that would stay focused on the narrative;
this means lending a film a dramatic
shape. There is given special attention on
the composition structure in the short films
is critically important because of a limited
timeframe allowed to convey the author’s
idea to the audience. Also in article there
is told about genre versions in shorts and
there is given explanations about genre
properties and their role in dramatic art.

Methods

To study shorts, define features of
compositional structure and distinguish
genre variety it is necessary to analyze
shorts in details. Also it is useful to
approach the works of specialists.
According to their thoughts and rely upon
results of analyze it will be obviously the
way forwarding to conclusion. To view the
shorts in scientific way it is used author’s
own vision because of lack research works
on this topic.

Speaking about short films we should
pay attention on compositional structure of
them, because this is the most important
thing in any dramatic story.

In her book “How to Make a Good Script
Great” Linda Seger noted specifically that
one of the three essential components of
a good scenario is the script structure. And
in fact, for a unique formation, the script
of the film is very important compositional
construction. Aristotle wrote in his book
“Poetics”: ... “Tragedy is an imitation of an
action complete and whole, which has a
known volume, since there is a whole and
without any volume. And the whole is what
has the beginning, middle and end”

[5, p. 62].

The theoretical views of the Greek
encyclopedist on the structure of the
work from the time of Aristotle and BC
are continued by scriptwriters of our time.
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Good examples of the script composition
value can be found in books such as
“How to Sell a Good Script Well” by
Alexander Chervinsky, “Cinema Between
Heaven and Paradise” by Alexander Mitta,
and “How to Write What You Want &

Sell What You Write” by Skip Press

[6, p. 133].

Hollywood practitioners and
theoreticians exploring the domain of
screenwriting have developed some rules
and codes governing the compositional
structure of a film story, building on many
years of careful research into the film
audience perception psychology and
taking into account the degree of success
enjoyed by a production [6, p. 132]. In line
with these rules, every film script should
have a clear composition structure, that
is, the beginning, the story development,
and the ending. Yet composition structure
is not just a set of rules and codes; it also
assure the film’s reach and appeal to the
viewer; hence the process of writing a
script involves precisely the search and
identification of a film narrative structure.
With the help of a story structure a
screenwriter gives shape and sequence
to the film narrative, highlighting specific
moments, etc. a properly structured
script allows ensuring film’s allure to the
audience that would stay focused on the
narratives; this means lending a film a
dramatic shape.

The composition of any dramatic piece,
be it a Greek tragedy, a Shakespeare’s
play or a weekly television program,
follows a single structural scheme: set-up,
development and denouement [7, p. 9].
This theoretical basis applies to all fiction
genres, including short films.

The composition structure in short films
is critically important because of a limited
timeframe allowed to convey the author’s
idea to the audience. Even a minor mistake
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may deprive the film of its completeness
and appeal the viewer.

To make the right choice of a
composition structure for a screenplay, it is
of prime importance to decide on the genre
of a film narrative. Here is Karl Iglesias on
this: “Choosing the genre of your story is
probably the most important decision you'll
make before writing your script” [8, p. 35],
because it is the genre that defines how
to bring the story to the audience. Picture,
image, text, storyline structure and the
story itself with its constituent elements —
movements, developments, character
types, character integrity and, of course the
very idea of a film production — may take
on different forms depending on the genre
chosen by the author [6, p. 324].

Despite the fact that mainly short films
are created as a type of author’s cinema,
in short cinema there are also all types of
genres of cinema. Unlike the monotonous,
mostly twilight in mood, intense adult
cinema, the world of cinema-bref is more
multicolored [9, p. 3].

Results

Like all other types of cinematography
art, short films are known to have a
variety of genres: comedy, thriller, drama,
melodrama, psychological drama,
historical or fantasy films, etc.

Among them there are short films telling
about the twentieth century historical
events in our country and the enduring
life of the Uzbek people. A 2017 film
titled “Mother” directed by Abduazim
Ilkhomjonov and Botir Abdurakhmonov
is a tribute to the times of the World War
II. It celebrates the fortitude of the Uzbek
people, the willpower and heroism of
its women. The film tells about women
who lost their men to the war, about
mothers who lost their children. Despite
all the hardships, they found the strength
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to nurture and take care of orphaned
children from Russia, Ukraine, Belarus,
and other union republics who ended up in
Uzbekistan as evacuees.

The production opens with archival
footage showing war scenes followed
by the short feature itself: the field on
the screen is divided into two parts, one
shown in light colours, while the other
is dark. Women appear on darker side.
This pictorial solution in the exposal is
employed by the film directors to introduce
the viewer into the atmosphere of events,
which also defines the film genre. The
field divided into two backgrounds sets
communicates the women’s sorrows and
hope they harbour — a cinematographic
solution that intensifies the film’s artistic
impact on the audience. The news comes
from the “bright” side of the field, and
women are heading for the “bright” side of
the field, and women are heading for the
light to hear the news that will take their
sorrows away. From regions burned out
by the flames of war, orphaned children
arrive to be embraced and consoled by
the women. The lead female character of
the film took four children under her care
and told them a story of her family, of her
husband and eldest son killed in the war.
The grief of the mother reading a letter
from her younger son, and her experiences
are communicated through a song called
“Yul bolsin”.

In the film’s climatic scene, the woman
receives a death notice about her younger
son; she goes over painful realization that
no one is going to call her “Mom” again.
The film’s finale shows the woman, worn
out with suffering for the loss of her sons,
now holding to her heart four orphaned
children to who she gives her motherly
love. The film ends with a scene where the
woman says to these bereaved children:
“I'am your mother”. These words sound

optimistic, instilling hope for a happy
childhood for the no-longer orphans.

The heroine of the “Mother” was
described as a great image of mother.

The archetype in the cinema is a semantic
and constructive unit, through which,

at the stage of the script, the dramatic
narrative of the film is calculated and
evaluated. The correspondence of a

movie to an archetypal plot, the so-called
cinematic archetypal sequence, allows
the viewer to self-identify, following the
archetypal motivation of individuation,
conditioned by specific archetypal patterns
of behavior demonstrated through specific
archetypal images. The archetypal image
in the cinema is an essential element that
forms a «role model» for whole generations
of people [10, p. 46].

Generically, the short feature “Mother”
can be attributed to drama — genre
characterized by the demonstration of
real-life conflicts and their believable
resolution. At the same time, a dramatic
piece should inspire hope and awaken
positive feelings in the audience. Andrei
Tarkovsky, the famed film director, once
said that “any work of art, no matter how
sorrowful or sad, would be pointless unless
it left some room for hope in the viewer’s
heart” [6, p. 352]. “Mother” have certainly
reached that goal: with the help of her
adopted children the heroine regained
the joy of being a mother, and her love
for these children healed wounded soul.
She healed her mental wounds with love
[1]. This leaves the viewer with hope for
tomorrow.

The short films’ limited time requires
focus on the composition structure of a
storyline, where every frame should be
capacious to the ultimate degree to meet
the objectives set for each compositional
part the film: exposal, set-up, development,
culmination, and denouement. Abduazim
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[Ikhomjonov and Botir Abdurakhmonov,
the directors of “Mother”, carefully
followed these rules, which ensured the
completeness of the storyline. Their colour
solutions also serve to enhance the film's
impact on the audience.

If “Mother” is a short historical drama,
the 2015 film titled “Victims of Freedom”
by Sanjar Sultonov and Hasan Alijonov
belongs to the genre of historical tragedy.

The film tells about tragedy that befall
local intelligentsia striving to awaken
people’s minds; it is about a man who
was strong enough to fight for the
independence of Uzbek people, and was
subjected to brutal torment during the time
of repressions. The film’s hero endured
torture and brutality with unbroken spirit
and was destroyed physically. The tragic
ending of the “Victims of Freedom” brings
sorrow to the hearts of the audience.
Sanjar Sultonov and Hasan Alijonov
compellingly demonstrate the terrifying
reality of repressions during that historical
time.

The “Victims of Freedom” can be
attributed to the genre of tragedy, also
because it makes the heart of everyone
who loves his homeland grieve. The film's
lead character has the audience feel proud
for people who sacrificed their lives for the
freedom of the nation, and be saddened
by their tragic fate. Interesting in this
respect is the thought of Hegel who wrote:
“Scoundrels and rascals cannot make us
sorrowful. Therefore, the tragic character
should be significant and meaningful.
Excessive immorality frightens us, whereas
the fate of the miserable makes us mourn.
Nobility touches the human heart, shaking
it profoundly” [11, pp. 575-576].

The composition structure of the
“Victims of Freedom” by Sanhar Sultonov
and Alijon Hasanov is thoroughly thought
out. All the sorrows and hardships endured
by the whole nation during the years of
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oppression are exposed through the story
of one family. On the story composition
Aristotle wrote: “Every tragedy is in part
Complication and in part Denouement;
the incidents before the opening scene
and often certain also of those within the
play, forming the Complication; and the
rest the Denouement”. By Complication

I mean all from the beginning of the story
to the point just before the change in the
hero’s fortunes; by Denouement, all from
the beginning of the change to the end”
[5, p. 97]. When the hero of the “Victims of
Freedom” short features sees the “death
machine”, it troubles his heart, while the
audience gets anxious and uneasy. This
“complication” drives the events of the
film to the denouement, which proves
that the film composition is structured
correctly. Speaking of the generic diversity
among short films, one should mention
the genre of melodrama, a term that for

many years has had a negative connection.

Over the years, the term melodrama
has increasingly taken on a negative
implication. It is associated with soap
opera exclusively with romantic women’s
stories, and with a dramatic device best
characterized as exaggeration (as opposed
to realism, or a story that is simply more
believable). Although, all of the above
has a hint of truth, each is to narrow an
approach to melodrama and keeps us
away from the usefulness of melodrama
as a form. Turning to the “truth” of
melodrama, what then do we mean by the
term? A good starting point is to suggest
that melodrama at its most basic concerns
itself with stories that are essentially
realistic. Within that general description,
melodrama can be a story about ordinary
people in ordinary situation [4, p. 153]. In
cinematography it can be either a full-
length or a short feature.

“White Cloud”, a short melodrama
made by Habibullo Lutfullayev in 2015, is
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telling about teenage love. The film begins
with the hero’s imaginary journey back

to his school years. When a newcomer

girl joins the class, the boy falls in love
with her, and the girl also notices hem.
But there is another guy in the class ...

As noted by Leonid Nechoroshov in his
book “Film Dramaturgy”, “A happy love
surely gets tarnished the bad guy...” [6,

p. 325]. The film’s lead male character
cannot swim, yet chooses to take the
challenge of his adversary and jump into
the river from a bridge. Learning about this
decision of her boyfriend, the girl takes the
bad guy by the hand and leads him away,
thus saving the hero’s live. But the latter
misunderstood her action. Years go by, the
young man becomes a writer and authors
a story about the betrayal of his first love.
In the meantime, the story editor, having
corrected his mistakes, returns the story
to the author: the “bad girl” has now been
turned into an “angel”; and the editor thus
justified the hero.

Habibullo Lutfullayev, the scriptwriter
and director of the “White Cloud”
melodrama has met his objective. In the
words of L. Nekhoroshey, “when creating
a melodrama, ... the author softens the
viewer’s heart, and even more importantly,
by letting him shed a tear, he seeks to
make a happy ending” [6, pp. 325-326].
While watching the “White Cloud” short
feature, the audience sympathizes with
the young people in love, cares about
them and rejoices at the happy end, and
this is one of the essential requirements
of the melodramatic genre. According to
Cooper and Dancyger, “There are genres
that are dominated by plot — the action-
adventure film, the Western, the war
film. Other genres, such as melodramas,
dominated by character. What this means
is that melodramas key in on relationships
on a level that is both understandable and
appealing to us” [4, p. 154].

The film’s exposal gives the audience
an opportunity to get to know the
characters better and understand them,
but then the twists and turns of the films
events start developing rapidly. Through
these means, the film director was able
to meet the requirements of both the
genre and short film time constraints. To
ensure composition integrity in the film, a
metaphor is employed: at one time the girl
appears among the white clouds, looking
like an angel; at another she is wearing
black vestments, among the dark clouds.
This graphic solution helped to logically
connect contrasting episodes, leading
artistic allure to the cinematographic
piece. The viewer truly believes that a
melodrama of this kind can happen in
the life of anyone. Analyzes show that the
last time made short films are in different
genres. It was obviously, learning short
films approved that creative works of young
directors have taught dissimilar themes.
Also they have compositional structure that
obeys to dramaturgic rules.

Discussion

In the XXI century, there have been
major changes in all areas. The art of
cinema, including cinema, is no exception.
However, short meter films are continuing
to develop in its figurative form to give new
impetus to cinematography in the new era.
Along with technological advancement, it
has an ideological impact on the spiritual
and cultural life of society.

Shorts are playing a role of a training
ground for young artists and they are
continuing their research and creative
experiment. They are raising the problems
in their "little” affair, which cannot be
overlooked by “big movie” sponsors. In The
Film Encyclopedia, Ephraim Katz notes the
multiple functions of short film, as both a
“training and testing ground” where new
talent and techniques reveal themselves,
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and as a vehicle for artistic expression and
social commentary [12, p. 1248].

However, shorts have emphasized great
ideas of filmmakers, there is a lack variety
in genre. Most of shorts are made in drama
genre.

Here | would like to cite what Malyukova
Larisa said in the magazine "Art of
Cinema”: "Despite the manifested taste
for the genre, melancholic stories are
still common among young authors.
Melancholy is a friend of youth” [9, p. 4].
Talking about the genre of short films, one
thing is pleasing that despite everything,
young directors create films, revealing the
themes that excite them and invest their
souls in them.

Conclusion

Today contemporary artists are
successful in offering their personal artistic
strategies and representing their countries
at leading international exhibitions and
film festivals. However, although some
artists have achieved considerable
international recognition, video art as a
cultural phenomenon still faces serious
institutional problems, which become
transparent in a temporal perspective.
Nevertheless, Central Asian video art
continues to develop in the convergent
global current of artistic practices of new
cinema and contemporary art [13, p. 238].

Speaking of genre, comedy should also
be mentioned. Popular in the first half
of the twentieth century were the films
featuring Charlie Chaplin, and later in the
century — short films made in the soviet
republic Georgia. Unfortunately, in recent
years, short film makers seem to be largely
neglecting the genre.

Filmed in recent years, short film by
Uzbek cinematographers belong primarily
to the genre of drama. Examples include
“Limousine” by Abduazim lIkhomjonoy,
“Angels with Wings” by Sevara Halimova,
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“Devoted” by Maftuna Allokulova,
“Powerlessness” by Abdusamat Salomoy,
and “Love” by Hasan Alijonov.

The best short films generally make it
clear from the start whose story they are
telling. Once we as viewers know that,
we have a “home-base” within the film,
a means for keeping our bearings and
for knowing how to gauge the relative
importance of anything that happens
(14, p. 2.].

As we looked above, shorts have
become a great exercise and test ground
to express the views of creators. This has
developed a lot in the new era. One of the
experts view on this specifies our point of
view: "... What’s behind it? Is the effect of
modern style or is it really enjoyable? Some
interesting and positive aspects of this
art are identified by its fans. A short film
is not just an animated painting, but the
fact that the plot is enriched with colors,
heroes and events. Because it is necessary
to convey the idea to the viewer within
5 to 20 minutes, which is sometimes a
very difficult task. Secondly, the speed,
fast changing slots, and the unexpected
plot never make the audience feel bored.
Moreover, But full-bodied colors serve as
an indication of describing the movie’s
main idea” [2].

Learning short films made last years
shows that most filmmakers prefer
drama genre. There are some conclusion
concerning this. On the one side shorts
made by young creators. Therefore, it is
typically that they have more problems with
work and in their life. On the other side
young filmmakers approaches difficulties
of society. They want to touch problems
and improve the world.

However there is similarity in the genre
in shorts they do not lose their worth as
art works. Because of varieties of looks
that transferred into shorts they have
uniqgueness.
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Hoaupa Kacumosa
FocydapcmeeHHbIU uHCmMumym UcKyccme u Kynbmypsl Y3bekucmaHa
(TawkeHm, Y3bekucmaH)

JXAHPOBOE PASHOOBPA3UE U OCOBEHHOCTU KOMMNO3ULIMOHHOIO NOCTPOEHUA
Y3BEKCKUX KOPOTKOMETPAJKHbIX ®UJIbMOB

AHHOTaUMA

OCHOBHOW Liefibio paboThl ObI10 U3yHEHNE KOPOTKOMETPaXKHbIX GUIbMOB. HeCMOTpS Ha TO, Y4TO
3TO HanpaBieHWe KUHO CTaHOBUTLCS BCe Gonee NonynsapHbIM, 40 CUX HE XBaTaeT uccneaoBaTebCKunx
paboT, KacatolMxcs 3ToM 061acTu. PaHblie KOPOTKME METPbI, PacCcMaTPMBaIUCh SNLLb C TOYKM 3PEHUS
KOMMO3WLIMOHHOIO NOCTPOEHMSA U XKaHpa. MeToAbl, KaK YacTb CTaTbM, BKIOYAIOT B €65 MbICN O
KOMMO3WLIMOHHOM GOPMMPOBAHMM KOPOTKOMETPaXHbIX G1NbMOB. B aTo paboTe NpMBOASTCS TEOPETUHECKUE
B3INS4bl FPEYECKOro aHUMUKIoNeancTa ApnctoTens o CTPYKTYpe NPOM3BEAEHMS M O TOM, YTO paccMaTpmBaeTcs
COBpPEeMEHHbIMM cneuuanmucTaMu. TakKe B cTaTbe aHaNn3nPYyTCs KOPOTKOMETPaXKHble GUAbMbl MOSTOAbLIX
PEXKMCCEPOB C TOYKM 3PEHUS KaHpa U KOMMO3ULMOHHOIO NOCTPOEHHMS. AHANM3NPYIOTCA Takne y36eKCKne
KOPOTKOMETPaXKK, Kak «Mama» (pexxknccépbl Abaya3mm NnbxomaKoHoB 1 boTtup A6aQypaxMoHOB,
2017 r.), +KepTBbl cBOGOALI» (perkmccépbl CaHmkap CynToHOB M XacaH AnnmkaHoB, 2015 r.) n «benoe
obnakKo» (pexucceép Xabuobynno Jlytoynnaes, 2015 r.). B gaHHom paboTe Kaxkgas BblluenepeymcieHHas
KOPOTKOMETParKKa nogsepraercs noagpobHoMy aHannzy. O606LWEHHO KOPOTKOMETPaXKKy «Mama»
MOXHO OTHECTM K XaHpy ApamMa, KOTopasi XapaKTepm3yeTcs AeMOHCTPpaLMEN peasbHO CYLLECTBYIOLLIMX
KOHGMMKTOB M UX NPaBAoNoJ06HbIM pa3pelleHneM. KopoTKoMeTpaxKa «KepTBa cBo60Abl» OTHOCKUTCS
K XaHpy McTopuyeckon Tpareann. Puibm pacckasbiBaeT O TPArMYeCKnx coObITUAX, MOCTUTLLIMX MECTHYIO
WMHTENNUTEHLMIO, CTPEMSILLYIOCS NPOBYANTb YM ftoaen. Pevb MAET 0 YenoBEKe, KOTOPbIM Hallen Cuibl,
4TO6bI 6OPOTHCS 3a HE3ABUCUMOCTb Y3GEKCKOro Hapoaa, U NoABEPrascs }XeCTOKMM My4EeHUAM BO
BpemeHa penpeccuin. KopoTKomeTpaxKa «benoe 061ako» nocesleHa Mooaon 068U U pelleHa B XKaHpe
mMenoapamsbl. JUCKyccra NoKasana, YTo KOPOTKOMETPaXKM NOCAEAHMX JIET, CHAMaBLUMECS B Pa3HbiX
YaHpax, B 60/1bLUMHCTBO OTTa/IKUBAKOTCA OTXKAHPbI ApamMbl. ABTOP CTaTby NPUXOAWT K BbIBOAY, YTO MONIOAbIE
KnHematorpaducTbl NpeanoymnTaloT UMEHHO 3TOT XKaHp.

KnioueBblie cnoBa: KOPOTKOMETPaXHbIN GUAbM, KOMNO3UUMS, KYIbMUHALIUS, PEXMUCCED, KaHp, Apama,

menoapama, Tpareaus.

Hopaupa Kacumosa
©36ekcmaH MemIekemmik eHep XoHe MadeHuUem UHCmumymsi

(TawkeHm, ©36ekcmaH)

©3BEK KbICKAMETPAXXAbl ®U/IbMAEPIHIH XXAHP/IbIK 3PTYPAIIIII 2KOHE
KOMMNO3ULUAJIbIK K¥PblJIbIMbIHbIH EPEKLUEIKTEPI

Anpatna

HKYMbICTbIH, HETIi3ri MaKcaTbl KbiCKameTpaxabl Gunbmaepai 3eptrey 6onabl. KWHOHbIH 6y 6afbIThl
TaHbIMan 6ona 6actaFaHblHa KapamMacTaH, OCbl caflaFa KaTbICTbl 3ePTTEY YMbICTapbl KETKINIKCI3. KbiCKa
METPAIK KOMMO3ULMANbIK ECKINTIK XXOHE }aHp TYPFbICbIHAH KapacTbipbliabl. MakanaHbiH 6ip 6eniri peTiHae

alicTep KbiCKa MeTpa/ibl GUNbMAEPAiH, KOMMO3ULMSANbIK KanbinTacybl Typasibl oinapabl KaMTUAbI.
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Byn *KyMmbICTa rpeK aHUMKIoONeanCTi ApUCTOTENbAIH LWbliFapMaHblH KyPblIbIMbl }KoHE Ka3ipri 3amMaHfbl
MamaHaap KapacTblpaTblH TEOPUANbIK Ke3KapacTapbl KenTipinreH. CoHAan-aK, Makana HoTUXeciHae
ac pexkuccepnepin Kbicka MeTpaxabl Gunbmaepi XaHp MEeH KOMMO3ULMSAMbIK KYPbUTbIM TYPFbICbIHAH
TangaHagpl. Tangayaa «AHa» (pexuccepnep Aéayasvm NnbxomaxoHoB aHe botup A6aypaxmoHoB 2017),
«bocTaHablK KypbaHaapsbl» (pexxuccepnep CaHxkap CyntoHoB neH MacaH AnnmkaHoB 2015) xaHe «AK 6yiT»
(pexkunccep Xabubynno Jlytoynnaes, 2015) cuaKTbl ©36€eK KbiCKaMeTpaxabl Gunbmaepi 6ap. byn xymbicta
9P KbICKa METpaxKabl PUNbM ErKen-Ternkenni TanaaHaabl. Xannbl anfaHaa, «<AHa» KbICKaMeTpaxkabl Apama
YaHpbIHa XaTKbl3yFa 60nadbl, 01 HAKTbl KAKTbIFbICTapPAblH KOPCETINTYIMEH KoHe onapAblH CEHIMAI WeLinyimeH
cunattanagbl. «<bocTaHAbIKTbIH Kyp6aHbl» KbiICKaMeTPaXabl Tapuxu Tpareauns }aHpbiHa )aTagbl. Punbm
YEePriniKTi MHTENIMreHUMAHbI ajamaapbliH cCaHacbliH OATYFa TbiPbICKaH Tpareaus Typanbl 6asHhanabl; 6y
©636€eK XallKbIHbIH TOYENCi3Airi yWiH Kypecyre eTKiNiKTi KywTi 601FaH oHe penpeccus KesiHae KaTTbl a3an
LIEKKEH afaMm Typasbl. «AK 6yNT» KbiICKaMeTpaXKabl Mefioapama XaHpblHAaFbl Xac Maxab6aTKka apHanfaH.
Mikipcarnbic 6apbiCbiHAA KbiCKameTpaXkabl GunbMAePAiH, 9pTYPi KaHpiapaa TycipinreHi aHblk 6onapl, 6ipak
onapfblH Kenwiniri Apama. MaKanaHblH, COHbIHAA Xac pexxnuccepnep Ken KonaaHaTblH aHpbl ApaMa eKeHi
aHblK 60n/bl.
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Abstract

The form, typology, essence and causes of the interaction between theater and cinema in the world is
one of the priorities in the field, and a number of scientific studies have been conducted on the subject. In
world experience, during the development of cinematography, it has been used the help of theatrical figures
in overcoming the problems of acting, directing and dramaturgy. The study of theater and cinema as the
main types of artistic worldview, in which the relationship between the two independent arts, exchanges
of actors, process of interaction, individual characteristics were assessed, and it was considered as a new
phenomenon. The article studies issues, causes and factors of influence of the same process in 1920-1930.
The interaction of Uzbek theater and cinema, the study of creative ties, see it as a scientific problem has
attracted attention in recent years. The article examines the role of Uzbek stage leaders in the development
of screen art as a separate process, as well as the phenomenon of interaction between theater and cinema.

The author explores a new creative life, a biography of a stage actor in cinema, opened for theater actors
on the eve of the twentieth century. The art of filmmaking, which has been fighting for the actor for half a
century, studies on facts that have attracted theater performers. Theatrical art has proven to be a model for
cinematography in terms of decorating, makeup, music, lighting, and acting.

Key words: theater, actor, cinema, director, genre, image, type, role, phenomenon, screen art, character.
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Introduction

Acting is an intermediate art, it is equally
important and central figure for theater and
cinema. Acting has an ancient history. It is
a natural process, born out of need. Initially,
a new life began on the threshold of the
twentieth century for actors who worked
in the streets, squares, and later on the
stage, and the name of cinematography
was added to the biography of the theater
actor. Born as a miracle of technology,
cinema has mastered the most powerful
components of the adjoining arts. During
this period, theatrical art became a model for
cinematography make-up, music, lighting,
acting. At the same time, the theater was the
only and reliable model in the creation of an
artistic model for cinema. The art of cinema,
which has been fighting for the actor for half
a century, has sometimes been criticized and
sometimes justified by theater critics.

No one can argue with the interplay
between the art of theater and cinema,
rejecting their creative connections. In
particular, the theater actor plays an
important role in the development of national
cinema. The theater actor has become a
necessary factor in the creation of a film
hero, filling the gap in the issue of executive
personnel in cinema.

Theater and cinema have entered
the second century in parallel creativity
and have achieved a number of practical
achievements in collaboration. As a result,

a new problem arose in science — the need
to study the interaction of theater and
cinema. Theorists used the terms “theater”,
“theatricality”, “theatrical” in order to prove
the independence of cinema. The attempts
were in vain. Every decade of history has
proved the influence of theater on cinema.
The theater taught cinema to choose a play
in the first decade, to reveal the character
of the protagonist in the second decade,

to create a stage environment in the third
decade, to compose order.

As scholars around the world study the
process of the interaction of the arts, the
emphasis is on the fine arts, music, theater,
literature, and television. Scientists from
around the world have written a number
of dissertations, monographs, alboums and
scientific projects proving the contribution
of stage actors to the development of
cinematography, the creative collaboration
of the two arts. In the world, the harmony of
the arts, the creative connections are strong,
and the research devoted to the study
of the subject is also weighty. Traditional
forms of art - theater, literature, music, fine
arts, cinematography — have proven to be
inextricably linked.

The formation of the directing theater at
the beginning of the twentieth century, the
primacy of the directing idea contributed
to the “equalization of rights” of all means
of stage expression. The actor is no longer
the center of the stage work. Scenery, light,
sound and actor form an ensemble with
which the director creates an artistic image.
[1,p.3]

Methods

The article uses complex, comparative,
critical-assessment, structural-functional
analysis, typological, contextual methods.
In general, research methods were used
for scientific concepts of system-structural
analysis, observation, comparative, content
analysis (analysis of documents), interviews
with experts. Methods of comparative
analysis of sources, critical evaluation,
content analysis of archival materials were
used in the study of the selected topic. Each
found facts were compared with the others.
Interviews with experts in the field were
conducted, and the results of observations
were comprehensively packaged.

Results
The study of the interaction of theater
and cinema in Uzbekistan, on the one hand,
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leads to the study of the creative heritage of
dramatic, musical, theater-studio actors in
cinema, on the other hand, the relationship
between the two arts, interest and advanced
trends in acting.

December 28, 1895 ... (First film
screening. Paris. “Grand Café”) From this
date, the theater turned the new page
in history. The title of the miracle
of technology — the name of the
cinematographer. Now the theater has
focused its creative potential on the
development of cinema. “The new art has
captivated the world audience in half a year.
The cinema, which gained popularity in a
short time, soon became nothing new. By
1897, the movie theaters were completely
empty [2, p. 126]. Now, the creators realized
the need to show the dynamics of life
and nature, dramatic, satirical, comedic
heroes, and a plot rich in conflict, using the
theatrical experience through the invention
(apparatus) of the Lumiere. Meles brought
the protagonist to the screen using his
theatrical experience. Thus he learned the
first letters of the cinema alphabet and
began to pronounce them theatrically.

It is known that the first steps of the
national cinema were made in harmony
with theater, literature, fine arts and music,
mastering the traditions of art before it. The
first movie heroes of the theater actors were
fully theatrical [3, p. 6, 7]. The actor has
always been a central figure in Uzbek stage
and screen art. The basis of the Uzbek acting
art was laid by the great figures of the theater
and defined its peculiarities. By the time
cinema emerged, all forms of art were taking
on a new look.

In 1897, the Lumieres brothers came
to Tashkent. Circus performances and
one-act performances were added to the
performances for the audience to see the
films. In 1921, Hamza Khakimzoda Niyazi
was on tour in Khorezm and watched a film
by H. Devonov. After the screening, Devonov
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is asked to record one of his performances
[4, p. 18]. However, Hamza’'s request was
impossible because H. Devonov was busy
making films. In the 1920s, Uzbek cinema
did not have a single professional actor.
There is a lot of evidence that the first steps
of Uzbek cinema were connected with the
search for actors, mastering the secrets of
the performing arts. In Uzbek cinema, the
problem of actors was solved by the theater,
and during this period, the theater came to
the theater stamps, the conditional law of the
stage, stage movement. Gradually, theatrical
actors mastered the individual features of
stage and screen art.

F. Juraev, H. Abulkasimova, M. Kadirov,
H. Akbarov, J. Teshaboev, |. Mukhtorov,
M. Tulahojaeva spoke about the contribution
of theater actors to the development
of cinematography, their performance
opportunities, the style and direction of
interpretation, the features of the interaction
of the two arts. In the researches of such
scientists as Sh. Rizaev, D. Rahmatullaeva,
0. Rizaev, N. Karimova, as well as in the
memoirs of artists, historical-theoretical
generalizations are given. The chronological,
analytical records in the sources are valuable
for this study.

During the development of Uzbek
acting, it faced various obstacles, denials
and prohibitions. Stage and screen heroes
created by strong-willed, professional theater
actors are valued as a spiritual heritage.
Over the years, theater actors have created
new performance styles, directions, and
schools, combining traditional and modern
elements. National stage actors sought
innovative findings, modern views, unique
methods of interpretation in the formation
and development of theater and cinema.
The new Uzbek theater and cinematography
were born at the same time, formed and
developed in strong creative cooperation.

The performance of an actor of theater
and film is the same. Actors in both fields
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create the image. The main hero shows
feelings to the audience through his play. But
the stage and screen actor’s performance
styles are different. We distinguish this
difference through the work of the theater
and film actor in front of the camera.
According to the experience gained on
stage, the theater actor will thoroughly study
the fate of his hero, his way of life in front
of the camera. The theater actor makes a
performance plan for the role assigned to
him. Plans the necessary emotions for each
frame. He may not be able to get out of his
hero’s position until the film is shot.

The theatrical actor communicates
with the audience on stage through the
art of experience. A stage actor who is
accustomed, cannot leave the experience
when working with the camera. The theatrical
actor’s performance in front of the camera
is also exaggerated. The theater actor has
learned to work with a live partner. In front
of the camera, you sometimes have to work
without a partner, imagining it as a bar. Such
situations also cause some difficulties for the
theater actor.

In the process of interaction in the
national theater and cinema, five stages
of the study of historical and theoretical
aspects in terms of periods have been
identified. The first of these is the beginning
of creative contacts with theatrical art in the
silent period of cinema. Since the 1920s,
theatrical elements have been reflected
in cinematography, and elements of the
performing arts have come to life on canvas.
In the 1920s and 1930s, the Uzbek acting
industry was dominated by a sharp satirical
direction, domestic detail, brilliance, and
relief. Theater masters such as A. Hidoyatov
(only in the theater), G. Islamov, M. Mirakilov,
R. Pirmuhammedov were the leaders of the
time. He also used the experience gained by
theater actors on stage and the professional
training he received in the development of
cinema.

In the 20s and 30s of the twentieth
century, the interaction of theater and
cinema was the initial period in their
interaction. During this period, cinema took
the form of creating an atmosphere from
the theater. In the 20s and 30s, theater
actors were almost never involved in cinema.
Because at that time the professional
training of theater actors was accompanied
by the mastery of European-type theatrical
form.

In the 1920s and 1930s, the skills of
the first generation of talented actors in
the theater increased and became more
creative. Formed on the basis of traditional
amateur troupes, the new Uzbek theater
has influenced the overall development of
national culture. The creative process has led
to radical changes in the spiritual life of the
people. In the mid-twenties, the demand for
professional staff in the new Uzbek theater
became more urgent. European-style Uzbek
theater required balanced training in acting,
directing and drama. Moscow and Baku
studios were responsible for training actors
and the existing needs. The staff trained
in the studios had to work in theater and
cinema at the same time.

In November 1924, with the efforts of
Mannon Uyghur, an Uzbek drama studio
was established at the House of Education
in Moscow. 24 talented actors of amateur
theaters (troupes) with stage experience,
such as M. Uygur, E. Bobojonov,

A. Hidoyatov, H. Siddig, M. Muhammedoy,

0. Jalilov, T. Saidazimova, S. Eshonturaeva,
Z. Hidoyatova, T. Sultanova, G. Isomov,

H. Isomov, (Tashkent), L. Nazrullaey,

H. Latipov, S. Tabibullaev, Sh. Qayumoy,
(Bukhara), B. Ermatov (Kokand), I. Karimov
(Andijan) returned to the studio to study the
experience of mature theaters in practice
and gain performance skills. The fact that the
first Swallows had professional acting skills
was a great achievement for the national
theater, cinema. Studying in the studio under
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the tutelage of such coaches as R. Simonoy,
M. Tolchanov, V. Kantsel, L. Sverdlin,

0. Basov became an experimental field for
theater actors.

A group of artists such as S. Olimoy,

H. Nosirova, N. Alieva, H. Khojaev, K. Khojaey,
Z. Kobulov, R. Bobojonov, S. Juraboev were
sent to study at the MF Akhundov Azerbaijan
Theater College in Baku. “... Dozens of
artists (at the Theater College in Baku)
studied in the workshop of Professor

V. V. Sladkopevtsev and A. A. Turganov”

[5, p. 14]. The available materials on the
history of the Uzbek theater contain a
number of memaoirs of the older generation
of actors, on the basis of which information
about the regular professional training of
actors and directors. The graduating studios
also trained actors in the provinces upon
their return to the Republic. In 1929, under
the leadership of M. Uyghur, the studio
returned from Moscow and became the core
of the team. Until now, the performances of
that period serve as a model in the artistic
and theatrical culture for all theater groups of
the Repubilic.

The creative ties between Uzbek Theater
and cinema began in the 1920s and
strengthened in the 1930s. In 1926, an
actor’s studio was opened in Uzbekistan,
where theater actors mastered the secrets
of cinema. For the first time in this studio,
the masters of the Uzbek theater got
acquainted with the technique and aesthetic
integrity of silent cinema and developed
practical skills. The origins of the first actors
of the Uzbek Theater are different, such as
S. Eshonturaeva from the orphanage, O.
Jalilov, the son of a blacksmith, Sh. Qayumov.

In 1920-1930, the first stage actors
from the Republican theaters were involved
in cinematography. During this period,
the actors had a universal ability to play a
musical instrument, sing songs, and have
the ability to mold plastic. M. Uygur met
A. Hidoyatov in the teahouse while playing
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the dutar and singing, and brought to the
theater a handsome, powerful, magical
voice. S. Eshonturaeva studied music at the
orphanage, M. Qorieva and H. Nosirova were
singers and musicians. Actors were selected
for the theater based on their musical and
plastic-artistic abilities. The Uzbek audience
was fascinated by the musicality of the
performances and the pathos of actors.

In 1927-1930, the second studio
students J. Koldoshey, B. Jamoloy, A. Olimov,
P. Rahimova, M. Khaydarov, A. Khasanov,

M. Musaey, N. Alieva, R. Pirmuhammedoy,
A. Ismailov studied in Moscow. In the history
of theater, the actors (studios) of this period
were characterized as a talented generation.
At the same time, a great force began to
form in the theaters of the Republic. In

the 20s and 30s, theatrical actors had a
universal ability, and most performers were
familiar with singing, playing various musical
instruments, and choreography. Musicality
and bright plasticity added artistry to the
performance of the actors.

In the 1930s, the Hamza Theater stood
on its own two feet professionally and
organizationally. Thanks to its appeal to world
and modern dramaturgy, the theater has
helped actors to train in every way.

In the same years A. Hidoyatov, O. Jaliloy,
M. Korieva, M. Kuznetsova, S. Olimov,

H. Ismoilov, Sh. Kayumov, S. Eshonturaeva,
Sh.Burkhonov, 0.Khojaev, H.Khojaeva,
Z.Hidoyatova, S.Tabibullaev, U.Azamov,
H.Narimonov were the leaders of acting.

Just as a photo loses its significance
when compared to an actor’s face, so does
a cinema when compared to a theatrical
performance, says V. V. Chekhov [6, P. 383].
The reason for the birth of such a sharp
idea was not that the actor worked with the
camera, but in the emptiness of the script.
Commenting on the two leading actors of the
theater (not named in the source) about the
art of acting in cinema, the film is not scary
for real theatrical art, there is no common
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ground that binds them together. He says
the on-stage performance has nothing in
common with the on-screen interpretation.

Discussion

During this period, the first national
feature films were made in Uzbekistan
(Bukhara and Tashkent), and the artists
mastered the new discoveries of the West,
combining the rich performance, directing
and dramatic heritage achieved on stage. In
this way, filmmakers actively used the artistic
traditions of theatrical art. But the silent era
of national cinematography invited actors
mainly from neighboring countries, while
theater actors followed the creative process
and mastered the technical requirements of
the art of cinema.

Death Tower (1925) was the first feature
film shot in Uzbekistan, which debuted not
only in our country, but also in Central Asia.
The film was co-produced by Sevzapkino
(Leningrad) and Buxkino [7, p. 10].

The film was shot by theater actor, director

V. K. Viskovsky. Although the work of art,
which is a novelty for the Uzbek people, is not
without its shortcomings, it has aroused the
interest of the audience. The creative team

of the film was entirely foreign experts. In

a series of screenings, theater actors were
first invited to perform episodes to create a
national character in the play, and then to
interpret the main characters.

In the 1920s and 1930s, national stage
artists (actors, directors) who studied,
researched and gained experience in the
creation of feature films mastered the
technical requirements of the new art.

The creative team formed in Uzbekistan

(Y. Azamoyv, S. Iskandarov, M. Rahimoy,

R. Pirmuhammedov, A. Umarov) later worked
as a great director and actor in "Uzekfilm”.

In the mid-twenties, the first Uzbek actors —
S. Khojaey, K. Yormatov, R. Akhmedoy,

R. Pirmuhammedov starred in the film
“Jackals of Ravot” [8, p. 3].

The film’s protagonists, created in
the 1920s and 1930s, had a strong
ideological influence and emerged mainly
as propagandists. During these years
(1924-1929), theater actors involved
in professional education have been
collaborating creatively with cinematography
since the 1930s. In the same year,

R. Pirmuhammedoy, A. Ismailov, M. Mirakilov
starred in the films “The Last Bek”, “Until
Dawn”, and the rest of the theater actors
returned to Moscow to demonstrate the
achievements of Uzbek performing arts at
the Theater Olympiad (1930).

“Two Uzbek teams took part in the
Olympics. Hamza (now Uzbek National
Academic Drama) Theater and Uzbek State
Musical Theater. At the end of the Olympics,
which lasted from June 15 to July 11, each
participant was given a separate opinion
of the members of the prestigious jury. In
particular, the Uzbek theater was advised
not to “deviate from the successful national
spectacle” [9. p. 126].

And when a silent feature film appeared,
it turned out to be associated with non-
conversational theatrical genres — with
pantomime, ballet, circus [10. p. 2]. In
Uzbekistan in 1920-1930, both arts were
engaged in the training of professional
staff, the formation of national creative
teams. From 1924 to 1929, theater actors
received professional training and were
involved in stage and screen work. The
first actors to enter the cinema from the
theaters in 1920-1930: R. Pirmuhammedov
(“Jackals of Ravot” 1927, “Chachvon” 1927,
“Closed Wagon” 1928, “Under the Domes
of the Mosque” 1928, “Leopard Woman”
1928, “The Last Beck” 1930), M. Mirakilov
(“Leprosy Woman” 1928, “Until Dawn”
1934), S. Khodjaev (“Jackals of Ravot”
1927, “The Last Beck” 1930, “Until Dawn”
1934), 0. Jalilov (“Death Well” 1934),

N. Alieva (“Death Well "1934), A. Ismailov
(“Until Dawn” 1934).
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With the participation of theatrical
actors in the first sound feature films
(1937-1940) to the second stage of creative
collaboration, the process of interaction
was further strengthened. Graduates of
Moscow and Baku studios went to the
Central State Troupe in Samarkand. In 1929,
the Samarkand troupe was transformed
into the Uzbek State Drama Theater (now
the National Academic Drama Theater) and
from 1931 conducted group activities in
Tashkent. This theater became the center
of Uzbek stage culture and contributed to
the development of theatrical communities
and cinematography of the Republic. In the
1930s, the art of acting was characterized by
brilliance, exaggeration and satire (comedy)
leadership, while in the 1940s, there was
a great philosophical generalization and
ideological depth in the performing arts.

In 1937-1940, the skills of Uzbek theater
actors increased, and they mastered the
principles of the Stanislavsky system
(doctrine). Realistic interpretation and
honesty were appreciated in the acting art of
this period. Principles of execution based on
tradition and values, understanding the true
nature of the hero’s nature, were required
to experience the characteristics of the
character, the pain. Ostrovsky’s “Thunder”
(1938), Gorky’s “ Egor Bulichev and Others”
(1939), Pogodin’s “The Armed Man” (1940),
Shakespeare’s “Othello” (1941), as well as
Hamza's “The Servant with the Rich” (1939)
staged the play. In cinema, the first sound
feature films “Oath” (1937) and "Azamat”
(1939) were released.

In the late thirties and early forties,

a large group of theater leaders were
involved in the development of national
cinema. Stage actors such as A. Ismatov,
E. Bobojonov, Sh. Rahimova, H. Latipov,

L. Sarimsakova, R. Pirmuhammedoy,

A. Bakirov created film heroes inseparable
from theatrical work.
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Conclusion

Acting is an intermediate art, both types
of art exist because of the actor factor. The
relations, cooperation and competition
of cinema and theater, which are mainly
influenced by the actor phenomenon,
have always attracted the attention of film
practitioners and theorists. The issue of the
interaction of the two arts has been studied
in depth and detail in the scientific literature.
In cinema, theater, human destiny, past and
vision are observed and evaluated through
acting.

Uzbeks got acquainted with the miracle
of cinema in 1897 in Tashkent. This event
took place two years after the screening of
the Lumiere brothers in Paris (December 28,
1895). Today, the influence of the national
theater and cinema has been observed and
is constantly strengthening. While a few
of national theater actors had performed
episodes in silent cinema, since 1937 a
stream of Republican stage actors has
entered screen art. Such a creative process,
the interaction of the two independent
arts with the interaction is constantly
strengthening.

American actress Kerry Hishon, who
watched the actor’s work on stage and
screen, commented on the similarities and
differences between the two independent
arts. Kerry points out that the stage requires
the actor to practice more, working on
gestures, speech, voice, plastic behavior.
The stage actor is required to be both
physically and mentally fit. After all, a stage
actor is required to be able to show the
mental state of his protagonist to hundreds
and thousands of spectators at a time, live,
without any auxiliary means of expression.
In cinema, the camera lens is a great help
to the actor. The actor does not have to use
excessive gestures to show the protagonist’'s
pain. He can also express the hero’s grief
with a drop or two of tears. He is also not
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required to raise his voice on high curtains.
After all, a microphone helps him. The actor’'s
extravagant behavior in front of the camera
is also not necessary. That, too, is a sham in
screen art [11, p. 3.], says Kerry Hishon.

Theater actors played an important role in
the development of Uzbek cinema. Theatrical
actors are a necessary phenomenon in
the creation of a movie hero and play an
important role in filling the gap that arises
in the personnel issue. Uzbek acting has
led to the study of the creative heritage of
drama, music and theater-studio actors
in cinematography, on the one hand,
and the interaction of theatrical art with
cinematography, as well as the study of
methods, directions and forms of acting as a
result of interest in related and collaborative
trends.

To date, the role of theater actors in the
development of Uzbek cinema is of particular
importance. The fact that in almost all of
the 100 films included in the golden fund
of Uzbek cinema, the main characters
were played by theater actors, proves our
point. The unique direction and style of
performance created by the theater actors,
and in due course, their schools, also played
an important role in the interpretation of the
film hero.

The theatrical actor analyzes and
examines the significance of the particular
piece (etude) the director wants to shoot,
the reasons for the situation in which
hero finds himself. The emotion that suits
the situation seeks original solutions to
create the atmosphere of the episode. The
performance, on the other hand, focuses
mainly on the harmony of facial expressions,
body and facial movements.

The theater actor has learned to be
with his hero on stage continuously for an
hour and a half. Theatrical actor enjoys live
communication with the audience, catharsis.
The hero likes continuity in execution. In

the film, the situations are filmed in parts,
from end to end, from beginning to middle.
The same situation makes it a little difficult
for the stage actor to clearly express the
emotions of hero in front of the camera.

But | can say with confidence that the
contribution of theatrical actors in the
development of the national cinematography
in the pages of the hundred-year history
of Uzbek cinema has been enormous.

The theater actor found his own direction
in acting with the camera, no matter how
difficult it was for him. He also used his
experience on stage in screen art.

During his creative activity on the stage,
the theater actor thoroughly masters the
art of role-playing. The rehearsal process
taught actor how to find an original solution
in performance. The stage teaches that
each actor must have his own direction,
method of interpretation. In a play, the
stage teaches the performer an individual
approach and solution-finding skills through
the interpretation of a single role by three
actors. A theater actor can prepare for a
role performance on a weekly or monthly
basis. Because the director requires original
findings in the performance of the role
in the stage actor. A single role requires
multiple stuntmen to enrich it with different
findings. That's why stage directors like to
see a single role in performances by two,
three, sometimes four actors. Main hero in
a comedy performance can interpret the
first actor as a comedian, the second as a
satirical, and the third as a humorous.

At the moment when cinema began
to realize its specificity, a rejection of
theatrical influence arose, which was
powerfully felt at different periods of its
formation. [12. P4] The theater actor loves
rehearsals. In the relentless retreats, the
hero matures. Whether the theater actor
works in front of the camera or on stage,
he trains his hero in rehearsals.
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AmuHa A3u3soBa
Akademusi Hayk Pecnybnuku Y3bekucmaH, IHcmumym ucKyccmeo3HaHUs

(TawkeHm, Y3bekucmaH)

B3AUMOJEACTBUE TEATPA U KHHEMATOIrPA®HU B KY/IbTYPE Y3EEKUCTAHA
B MEPBOW NOJIOBUHE XX BEKA

AHHOTaAuMA

dopma, TUNONOrus, CyLHOCTb M NMPUYMHBI B3AaUMOAENCTBUSA TeaTpa M KMHO B MUpe ABNSIOTCA OAHUMU U3
NPUOPUTETHLIX B JaHHOM 061acTH, U MO 3TOM TeMeE Bbl1 MPOBEAEH PR HayYHbIX UccnegoBaHnin. MMpoBoWn
OMbIT NOKa3bIBAET, 4TO B NPOLIECCE PA3BUTUS KUHEMATOrpadun MCNosib30Basacb NOMOLLb TeaTpasbHbIX
aestenem Ans NnpeofoneHns npobaemM akTePCKOro MacTepcTBa, PeXMUCCypbl M ApamaTypru. M3ydeHue TeaTpa
M KMHO KaK OCHOBHbIX TUMOB XY10XECTBEHHOIO MMPOBO33PEHNS, B KOTOPOM OLIEHWMBANIUCH OTHOLLEHMS
MeXay ABYMS HE3aBUCUMbIMWU UCKYCCTBaMM, 0OMEH aKTepaMu, NPOLLECC B3aUMOAENCTBUS, MHANBUAYaNbHbIE
0COGEHHOCTH, U 3Ta peanbHOCTb paccMaTpuBasach Kak HOBOE sSiBlieHMe. B ctaTbe nccneaytotes Npobaemsl,
NPUYKHBI U GaKTOPbl BANSHMUSA OAHOIO M TOro e npouecca B 1920-1930 rr. Blaumogencteume y36eKCKoro
TeaTpa U KMHO, N3y4yeHune TBOPYECKMX CBA3EN, B3MA Ha AaHHbIN MPOLLECC KaK Ha Hay4Hyto Npobiemy
npuBAeKaeT BHUMaHWe B nocneaHue rogbl. B ctatbe paccmatpuBaeTcst Poib y36EKCKUX TeaTpanbHbIX
faesitenen B pa3BUTUM 3KPAHHOMO MCKYCCTBA KaK OTAE/IbHOMO MpoLiecca, a Takxke GeHOMEH B3auMoaenCcTBUS
TeaTpa M KMHO. ABTOp UCCeayeT HOBYIO TBOPYECKY!IO KM3Hb, BUOrpaduio aktepa Teatpa B KMHO, OTKPbITYIO
N5 TeaTpabHbIX aKTEPOB HaKaHyHe XX BeKa. ICKycCTBO KMHOMPOU3BOACTBA, 3a KOTOPOe akTep 60poncs
y)Ke NofiBeKa, OCHOBaHO Ha daKTax, NPUBAEKaloWmMX apTUCTOB TeaTpa. MNpucylime TeaTpanbHOMY UCKYCCTBY
JeKopauuu, rpuM, My3blKa, OCBELLEHWE M aKTEPCKOE MacTePCTBO ABUIMCL 06pa3L,0oM AN KWHemaTorpaduu.

KnioueBble cnoBa: 1eatp, akTep, KuHematorpad, pexunccep, xaHp, o6pas, Tunax, posib, GeHOMEH,

xapakrep.

AmuHa A3usoBa
©36ekcmaH Pecniybrniukacsl fbinibiM akademusicbl, ©HepmaHy uHcmumymbal

(TawkeHm, ©36ekcmaH)

XX FACbIPAbIH BIPIHLII XXAPTbICbIHAAFbl ©35EKCTAH M3AEHUETIHAEI TEATP JXOHE
KUHOMATPA®USAHbIH ©3APA SPEKETTECYI

AxnpaTna

onempaeri TeaTp MeH KMHOHbIH, HbiCaHbl, TUMOJIOMUSACHI, MOHI MEH ©63apa SpeKeTTeCyYiHiH cebenTepi ochbl
canafarbl 6acbiM 6arbiTTapablH, 6ipi 601bIMN Tabblnafbl oHe 0Cbl TakblpbinTa 6ipKkaTtap FbiibiMy 3epTTEYNEp
XYPrisingi. 9onemaik Toxipnbe KepceTin oTblipFaHaan, KWHemaTorpadusaHbl AambiTyaa TeaTp KanpaTKepnepiHiy,
KOMEeTri aKTePIiK, PeXUCCYpanblK XaHe ApaMaTyprusnbik Macenenepi Wwellyae KongaHolaraH. Teatp meH
KWMHOHbI eKi Aepbec eHepaiH apaKaTblHACbIH, aKTEPNEpPAiH anMacyblH, 63apa 9peKeTTecy NPOLECIH, XKeKe
epeKLeniKTepiH 6arananTbiH KEPKEM AYHUETaHbIMHbIH, HETi3ri TYpaepi peTiHae 3epTTey XoHe 6y WbIHAbIK
aHa KybblibiC peTiHAe KapacTbipblngbl. Makanaga 1920-1930 xbingapaafbl Con NpouecTiH npobiemanapsl,
cebenTepi MeH acep eTy daKTopnapbl KapacTbipblnFaH. ©36eK TeaTpbl MEH KMHOCLIHbIH, ©63apa 6ainaHbIChbl,
WblFapMalLlblblK 6arnaHbiCTapbliH 3epTTeY, OHbl COHFbI XKbl1AapAarbl FbilbIMKU Npo6aemMa peTiHae Kapay Ha3ap

aynapabl. Makanaga e36ekK TeaTp KanpaTKepepiHiH, aKpaHablK eHepi AambITyAarbl peni KeKe npoLecc
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peTiHAEe, COHbIMEH KaTap TeaTp MeH KMHOHbIH, 63apa apeKeTTecy KyOblnbiCbl KapacTblpbliFaH. ABTop XX
Facblp KapcaHblH4a TeaTp aKTepnepiHe alwblIFaH XaHa WhlFapmallbliblK ©Mipai, KWHOAaFbl TeaTp aKTepIHiH,
eMipb6asiHblH 3epTTeni. AKTEp apTbl Facblp 60Mbl KYPECKEH KMHO ©HEPi TeaTp CypeTwWinepiH Kbl3blKTblipaTblH
dakTinepre HerizgenreH. Teatp eHepi AeKOpaLMSIMeH, MaKUSKOEH, My3blKaMeH, }apblKMNeH KoHe akTepik
LebepsiikneH KnHematorpadusaHblH, yarici 6onapl.

Tipek ce3pep: TeaTp, aKTepP, KMHO, PEKUCCED, aHp, o6pas, TyYp, pen.
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B3AUMOITPOHUK-
HOBEHWE MY3blKHU
B OPKECTPOBOM

¢

ART STUDIES

UCIOJIHEHUU
o 5501 B CYLLIHOCTb
0 7o KUHEMATOI'PA®UHU
Lt XX M XXI BEKOB

! ®enepasibHOE OCYAPCTBEHHOE KAa3EHHOE
BoeHHOe 06pa3oBaTe/ibHOE yUpesKieHHe BbICIIEro
o6pagoBanus « Boenublii ynupepcurer»

(r. Mockaa, Poccust)

B3AMMONPOHUKHOBEHMUE MY3blKH B OPKECTPOBOM UCMOJIHEHUH
B CYLWHOCTb KHHEMATOIPA®HUHU XX U XXI BEKOB

AHHOTauMA

B cTatbe ncnonb3oBaHbl MICTOPUYECKUE UCTOYHMKM, OTPaXKatolwme 4OCTOBEPHOCTb 0606LEHHbIX
W @aHaNM3UPOBaHHbIX PaKTOB Pa3HbIX 3M0X, BO B3aUMOCBS3M Y B3aUMONPOHWKHOBEHMM CUHTE3A
WCKYCCTB, KOTOPble CNOCO6CTBYIOT GOPMUPOBAHUIO MUPOBO33peHUS. MIcnoNb30oBaHHbIE onpeaeneHHble
3aKOHOMEPHOCTH U crnelndrKa B3aMMOMPOHMKHOBEHMS My3blKi B OPKECTPOBOM MCMOMTHEHUN B
CYLHOCTb M 3aMbIcen GunbMa XxapaKTepu3ytoT 1 NOAYEPKUBAIOT Pa3BUTUE KMHEMaTorpada Kak MOLLHOMO
COLMOKYNBbTYPHOIO peHomeHa. MoATBEPKAEHUEM CNYXKUT TOT GaKT, YTO MUMEHHO 6narogaps BEMKOW cune
MY3bIKM B OPKECTPOBOM WMCMOTHEHWUW, HANWUCAHHOM KOMMNO3WUTOPaMMU, U TanaHTy My3blKaHTOB, UCMOHAIOLLMX
reHnanbHble My3blKaJibHble TBOPEHUS, BO B3aUMOMNPOHUKHOBEHMM B 3aMblicenl GUAbMOB, CO3AaHHbIX
pexuccepamu, aenaioT yHMKanbHoOM KnHematorpadwuio.

Heo6xoaMmo OTMETUTb, YTO MacCOBbIE HanpaB/iEHNUS, BO3HMKLIIKE B XX BEKE, MPOAo/IKatoT GOpMUPOBaTb
COBPEMEHHYIO CUCTEMY UCKYCCTBA, COCYLLECTBYS M aKTUBHO B3aUMOAENCTBYS B PaMKaXx KynbTypbl, MPU3HaHbI
MHOTMMW KyNbTypoSioraMu, My3blKOBeAamu, KOMNO3UTOpaMu. He MCKIIOYEH TOT GaKT, YTO A0 HaCTOSLLEro
BPEMEHW Hacneane npoaosixKaeT ocBanBaTbCs, pa3pabaTtbiBaTbCH, OCMbICNATLCS B KUHEMaTorpaduun XX n XXI
BEKOB ¥ a/IEKO €Ll HEe U3KMI0 cebs, MO3TOMY NPOAOIKAET GbiTb aKTyaNibHbIM M NPOGAEMHbIM, Bbl3biBast
LUMPOKKUI MHTEPEC Y uccnefosatenen. BolbpaHHaa HaMu Tema C Y4ETOM BCEX BblCKa3blBaHWUM, MbICIIEN U
aHanM3a Hay4HbIX paboT onpeae/ieHHOro HanpaB/EHWS He ClyYaiHa, OHa NOAYEePKMBAET NPOGIEMHOCTb,
HencYepnaHHOCTb NO CErOAHALWHUIA AeHb, BYA0PaXKMUT MbICIM MHOIMX HAYMHAIOLWKX UccnegoBaTenen,
CTaBLUMX Ha 3TOT NyTb B MOWCKE OTBETA M NONYYEHUS PE3yNLTaToOB Ha NOCTaBNEHHbIE BOMNPOCHI. [laHHas Tema

HanpaBAsgeT Ha4YnHatLWero uccnegoBartens K 6osee rmyboKoMy OCMbICIEHUIO U U3YYEHMIO B3aUMOCBS3U
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TEOPUN N NCTOPUN KNHO, MY3bIKK, OPKECTPOBOIO MCMNOTHUTENBCTBA AJ19 MOUCKa HOBbIX OTMPAaBHbIX TOYEK U

M3N0MOB NpoLiecca Ky/bTYPHO-UCTOPUYECKOrO Pa3BUTUA KMHeMartorpaduu.

KmoueBble cnoBa: npo6iemMa, B3aMMOMNPOHUKHOBEHUE, UICTOPUYECKNE UCTOYHMKM, cneunduKa,

3aKOHOMEPHOCTb, CYLLHOCTb, KWUHEeMaTorpabusa, OpKeCTPOBOE UCMONIHEHWE, 3aMbICeSl, My3blKa, TBOPYECKUN

NMOUCK.

BBepeHue

N3 NCTOPUYECKMNX UCTOYHMKOB,
CO6paHHbIX B TEHEHUE MHOTUX NeT
nccnegoBarensmu, U3BECTHO, HTO
npo6nema B3aMMOMNPOHNUKHOBEHMUS
1 B3anMOOboralleHu1s KynbTyp He
CBOAMTCH NULLb K OMUCAHUIO U aHannusy
pa3HO06pPa3HbIX ATHOKYbTYPHbIX
npoteccoB. He cny4yanHo nepes y4eHbiMU
BCEr0 MMpa CTOMT TEOPETUYECKUI BOMPOC:
BCe /i chHepbl TOW UIN MHOW KyNbTYPHOM
06LLHOCTM OAUHAKOBO MPOHUL@EMbI
[1-3]. YuuTbiBas 4OCTOBEPHOCTb MHOIMMX
$aKTOB A5 pacKpbITUS coaepxaHus
cTaTbM, Mbl ONUPaNUCb Ha UCTOPUYECKUE
WUCTOYHMKMK, 0606LLasa U aHaNU3npys
TEOpPETUYECKMNE U NMPaKTUYECKNE CTOPOHDI
BblOpaHHON TeMbl [4—6]. PaKkTnyecKu
HaMW BbISIBJIEHO, YTO BO BCE 3MOXW pa3Hble
BWAbl MCKYCCTB OKa3blBatoOT APYr Ha Apyra
B/IMAHWE U, HECMOTPSA Ha CNeLndUKy
Ka)XO0oro n3 H1X, HaxoasTCs B HEKOTOPOMU
B3aMMOCBSi31. B3anmonpoHuKas, oHu
06pasytoT onpeaesieHHyo CUCTEMY ANd
COTpyAHMYeCTBa; 06beanHAACh, 06pasytoT
CUHTE3, NPUYEM 3TU B3aMMOOTHOLLEHHUS U
CUHTE3bI Pa3/IUYHbI.

BaxkHeNwas npobiema 3aknoyaeTcs
B TOM, 4YTO BO BCE BpPeEMEHa 4e/l0Be4eCTBO
BCera HaxoaMTcs B MOCTOAHHOM
TBOPYECKOM N TEOPETUYECKOM MOUCKE:
KaKoe MeCTO [0/I)KHa 3aHUMaTb My3blKa
B KMHemMatorpadmmn B OPKECTPOBOM
NCnonHeHuu [7]. NMpUHATO cynTaTh, 4TO
3BOJIOLMA Pa3/IMYHbBIX CMELIaHHbIX
BMA0B UCKYCCTB NpuBENa K ToOMy, 4TO
My3blKa B OPKECTPOBOM MCMOJIHEHUM
rny6oKO MPOHUKIIa B KWHEMaTorpaodumio,
Havana AoNoNHATb camy 3pUTENbHYIO
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COCTaBNSAIOLLYIO, NPX 3TOM YBeIU4MBas
60 NPOTUBOMOCTaBAA BCIO
BbIPa3UTENbHOCTb 3PUTENIbHOIO 3/IEMEHTA.
Ecnun gonycTuTb, 4TO 3pUTENBHbLIN Kaap
KOHKPETU3UPYET, TO OPKECTPOBas My3blKa
[AéT 0600LEHHYIO XapaKTEPUCTUKY U

TEeM CaMbIM YCUNMBAET BO3AENCTBME
n3obparkeHus. BoT B 4EM, MO CyLLECTRY,
COCTOUT B3anMoencTene o6omx
KOMMOHEHTOB, MPW 3TOM HEe UCK/toYas
caMo B3aMMOJenCcTB1e, NoAroTOBIEHHOE
YC/IOBHOCTSIMU, BblpaboTaHHbIMW Ha No4YBe
CUHTETMYECKMX }aHPOB B COBPEMEHHOCTH.

MeToabl

PasButne KuHematorpada Kak
MOLLHOIO COLMOKY/IbTYPHOro peHoMeHa
cpa3sy NoBJIUAIO Ha HaMOJIHEHHOCTb
1 BbICTPOEHHOCTb Xy[10}KECTBEHHOI0O
NPOCTPaHCTBa, KOTOPOE, OCTaBasACh B
NMOCTOSIHCTBE, CTAHOBWUI0Cb MOLLHbBIM
reHepatopoM GOpMUPOBaAHUS
MMPOBO33peHus. C rogamum ycuneHHoe
COLManbHO-NPOCTPAHCTBEHHbBIMM
3aKoHaMM, 06yCNOBAEHHbIMMU
TEM, 4YTO B XO/1€ B3aUMOJENCTBUS,
pa3BopaynBatoLLEerocs B onpeneneHHon
MaTepuanbHOW cpeae v B onpeaeneHHbIn
MOMEHT COLManbHOro n Gpu3n4ecKkoro
BpeMeHHU, oborallasicb, NpoaBUraeT
Brnepea BO3HMKHOBEHWE HOBOIO
CUCTEMHOIO Ka4yecTBa, NPU3HaKMU,
KOTOPOro, NPOSBAAsCb, MHOMda
OTCYTCTBYIOT B 3/IEMEHTAX CUTyaLUM.
B npouecce anuntenbHoro HabnoaeHus
MOHO OTMETUTb, 4TO, MONaB B OJIHO Mone,
JI0an, pa3Hble N0 CBOEMY XapaKTepy,
B3rNg4aM M MaHepam NoBeaeHus,
Ha4yMHalOT BECTM ceB5 CXOAHbIM 06pa30oM.
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Torga Kak My3blKa Lia pyka 06 pyKY € KUHO
C CaMOro ero poXAeHus, Ha YTO KOHKPETHO
o6palaloT BHUMaHMe ¢ NepBoro ceaHca
6patbeB Jliombep B 1895 roay. bonee 170
NeT Ha3aj BENMKNI KnaccuKk SaBapa Mpur
3aMeTUI, YTO «CNI0Ba MHOra HyXKaaloTcs B
My3blKe, HO My3blKa HUKOIa He Hy)aaeTcs
HUW B YeM». bnarofgaps atomy nyyuue
GunbMbI cofepKaTt B cebe UCTUHHbIE
My3blKanbHble LeaeBpbl [8].

Pab6oTa B KMHO npeabaBaseT K
MY3blKa/lbHOMY OPKECTpPY 0Cobble
TpeboBaHus. 3anncb My3blKK B
OPKECTPOBOM UCMOJIHEHUN K DUNBbMY
NPOXOUT B YC/TOBUSIX CTPOMUX
BPEMEHHbIX PAMOK NMoYTH 6€3
penetuumni. 3ToT TPpYa TPEeOYET BbICOKOI0
npodeccnoHanbHOro MactTepcTea
KaXK[10ro UCNONHUTENS-MY3bIKaHTa
OpPKecCTpa, YETKOCTU M COBPaHHOCTH,
MY3blKanbHOM YYTKOCTU N BLICTPOro
NOHMMaHMWS 3amblC/la KOMNO3UTOPa
[9]. Bcemun aTUMKM KadyecTBamu B
NnoJIHOM Mepe obnagaeT POCCUNCKUIA
rocyaapcTBEHHbIM CUMGMOHUYECKHN
OPKECTPp KMHemaTorpaduu, ans
KOTOPOro NpaKTUYECKN He CylecTByeT
HEBbINOJIHMMbIX 3a4a4. Ha cerogHALWHWN
[IEHb OH ABNSIETCH OHUM U3 CaMblX
MOGUIbHbIX OPKECTPOB, CMOCOBHbIX UrpaTb
B NI0ObIX 60/bLUMX U MalblX COCTaBax,
TpaHCchOPMUPOBATLCH B 3CTPaAHbIN
W OXKa30Bbl aHcaMb/1b, BbICTynaTb B
GUNapMOHMUYECKNX KOHLIEPTAX.

Y4yuTbiBasa gaHHble U3 UCTOYHMUKOB,
HEOo6X0ANUMO OTMETUTb, YTO BbiIGpaHHas
TeMa 0COBEHHO aKTyallbHa B HallUW HM,

B 3MOXYy Pa3BUTUSA KUHO U TENEBUAEHHUS.
My3blKka B OPKECTPOBOM UCMOTHEHUN —
pa3HOBUIHOCTb UCKYCCTBa, BoMJollatoLlas
NMOENHO-3MOLIMOHaNbHOE CoAepKaHMe

B 3BYKOBbIX Xy[OXX€CTBEHHbIX 06pa3ax,
OHa crnocobHa co3fiaTb HacTPOeHMeE,
HeobxoauMoe A1 NPocMoTpa Toro

UNn nHoro dunbma. Kro-to cumtaer

€€ HeoTbEM/IEMON HaCTbi0 KMHO,

HEKOTOpbIE e, HanpPOTUB, TOIbKO
«opoluen npunpasown» [10]. Tak unu
MHa4ve, 6e3 OPKECTPOBOIr0 My3blKalbHOTO
COMPOBOXAEHUSA, HAaMUCAHHOIO
KOMMO3MUTOPOM, TPYAHO cebe NpeacTaBmTb
0601 GUIbM, CO3[aHHbIN PEXUCCEPOM,
CLEeHapuCTOM, apTUCTaMu, 4To elle pas
[lOKa3blBaeT B3aMMOMNPOHNUKHOBEHHWE U
oboralleHne TBOPYECKOro coto3a.

Ha Haw B3rnsaa, Henb3sa oTpuuaTb
TOT aKT, YTO Matepualibl, CKPynyse3Ho
CO6paHHbIE HAMW U3 UCTOPUYECKMX
WUCTOYHWMKOB, B TOM YMUCNE N 3apyOEKHbIX,
elle pa3 AoKasblBaloT, YTO My3blKa
B OPKECTPOBOM UCMOSHEHWUN MO
CEroAHsLWHUM AE€Hb UFPaET OAHY U3
Ba*KHEWLMX ponen B KnHemaTorpade.

B cTaTbe Mbl NOA4YEPKMBAEM Lefb
roNMBYACKMX KOMMNO3UTOPOB U
CUCTEMHOCTb MX TBOPYECTBA, HEM3MEHHO
COYeTaloLLYOCs C HEKOTOPbIM
CTpeMsieHneM K o6HoBsieHumto [11].
Heo6x0aMM0 OTMETUTb, Y4TO B TO }Ke Bpems
npeanoyTeHne, otTaaBaemoe «MCrblTaHHbIM»
MY3blKaJibHbIM MPUeMam, 06bSICHAETCS

He MPUBEPIKEHHOCTbIO TPAAULIMAM,

a rMaBeHCTBOM B KOMMEPYECKOM
NCKYCCTBE KOMMYHUKaTUBHOIO

3/leMeHTa: KWHOMY3blKa B [onnuByae
CNYXKUT He «abCOMOTHBbIM LIEHHOCTSIM», a
NOTPEOHOCTAM COBPEMEHHbIX NIOIEN B
CWJIbHbIX U Pa3HOOBPa3HbIX BNeYaTneHusx,
B pacllMpeHnn CBOero NnoBceqHEeBHOMo
MWU3HEHHOro NPOCTPaAHCTBA C MOMOLLbIO
«pabpuKn rpes» [12].

[NMOCKONbKY MHOTME UCTOPUKMU
3apyb6erbsl MO3BOMSAIN COOTHOCUTb
XPOHOMETPaX CLEHbI C MPOTAXEHHOCTbIO
My3blKa/ibHOro GpparmeHTa, a Takxe
paccmaTpuBani UMEHHO 3MOLMOHANbHO-
CMbIC/I0BO€E COOTBETCTBME MY3blKa/lbHOMO
«IMTaTHOrO» MaTepuasna C CloXeTHoO-
COGbITUMHBIM COAEPKAHMEM KMHOCLIEH,
YyCTaHOBJ/IEHWE 3MOLMOHASbHO-
06pas3HOro KOHTaKTa ¢ M306parKeHnem
N PEXUCCEPCKMM 3ambiciom [12].

107



[103TOMY MOYHO OTMETUTb, YTO Ha PaHHew
cTaguu CTaHOB/IEHUS KMHemaTorpada
MHOIMMU PEXMCCEPAMM Bblla 0OCO3HaAHa
NoTPe6HOCTb B NPUBIEYEHNUN K paboTe
Hag GnIbMOM NpPodeccnoHanbHbIX
KOMMNO3MTOPOB.

OaHaKo HeobXxoAMMO OTMETUTb, YTO
BMECTE C TEM CYry60 My3blKOBEYECKUI
noaxof K uccnefoBaHuio My3bIKM KUHO
JlaneKo He Bceraa no3Bois/ OCTHUYb
NO3UTUBHbIX M 0O bEKTUBHO B3BELLEHHbIX
pe3ynbTaTtoB, NOCKONbLKY crieunduKka
MY3bIKM KMHO 3aKJtovanach B eé
COCYLLLECTBOBAHMK C PEYBIO U LUyMaMK
B €eJMHOM UIFPOBOM NPOCTPaHCTBE, B
TPaKTOBKE M NOAYNHEHUUN PEKMCCEPCKOMY
3aMbICy KMHemaTorpaduu. Bee atu
TEXHWYECKME MOMEHTbI U 3aMblCJibl
pexunccepa cnocobCcTBOBasM
npeabsaBIEHUIO0 0COObIX TPEOOBAHUM
K TEXHUKE KOMMO3UTOPCKOro N1ucbma,
OT/IMYHOW OT TEXHUKM MPU HanMcaHum
aBTOHOMHbIX MYy3blKa/lbHbIX COYMHEHWUI [13].

HeBO3MOXHO He cornacmTbcs ¢
BblCKa3blBaHMEM NKMKOBCKOIO, KOTOPbIN
COPOK NeT Ha3a/ KOHcTaTupoBal, YTo
UMEHHO «KMHO PacLUMPSET BUANUMbIN
MWP YeNloBEKaA...», CUMTad, YTO BO [flaBe
CTaBUTCA 3aMblcen pexuccepa. Toraa Kak
06pa3 My3blKM NU1LIb NOAYEPKMBAET B
LLeJTIOM BOCMPUATUM KUHOKaPTUHbI CBOK
«BTOpPOM NnaH» [10].

OaHaKo Heo6xo0ANMMO NpU3HaTh,

YTO UMEHHO B COBOKYIMHOCTU OHU
CNOCOOGCTBYIOT NPOABUKEHUIO

W 3pUTENBHON cdepbl dunbma,

W My3blKasbHOro odopMIeHns B
aKTMBM3aLMKU 3aMbicia 1 ryoeoKoro
cofepxaHusa punbma, Torga Kak, rno
MHeHuto M. MapTeHa, 13 06WmMX GYHKLINK
NpM3HaeTcs 3a My3bIKOW N1LLIb CO3aHue
3aMoLuMOHabHOM aTmocdepbl dunbma [14].

BosBpallascb K UICTOKaM, MpUMeEpPHO
[0 cepeamnHbl 30-X roaoB MPOLLIOro
BEKa, X0Tenocb 6bl OTMETUTb, YTO B
TeOpeTUYECKUX paboTax U Ha NpaKTnuKe
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NPUMEHSTUCh Ha NpaBax TOXAECTBEHHOCTH
[Ba NOHATUA: «MY3blKa B KMHO» U
«My3blKa B dunibmer. [TosaHee 6bina
npeanpuHaTa NonbiTKa 3aMEHUTb UX OAHUM
yHMBeEpPCaibHbIM TEPMUHOM «KMHOMY3blKa»,
aKLEHTUPOBaBLLMM €€ NMpuKagHyro
NnpUHaaNeXHOCTb, BUAUMO, NO aHaormm
C ONepHON, TeaTpasibHOU, LMPKOBOM
MY3bIKOW.

XoTenochk 6bl MOAYEPKHYTb, YTO UMEHHO
B Hayane 70-x rogoB KMHoBeq MpuHa
LLinnoBa noaBeprna KPUTUKE NoHATHE
«KMHOMY3bIKa», COYTS €ro J0BO/IbHO-TaKM
HeonpeaenéHHbIM, B pe3ysibTaTe Yero B
chepy nencTBma KUHOMY3bIKM Nonagana,
No MHEHWIO aBTOpa, MHOro4YMceHHas
HM3KONPOOGHAas U peEMECEHHas
NpPoAyKUMs, OpUEHTUPOBAHHAA Ha
BOCMNpou3BeaeHue CTaHAapTHbIX GOpPM-
K/IULLIE MacCOBO-pa3B/ieKaTe/lbHON U
HenTpalbHO-OOHOBOW MY3bIKK. Mcxoasa ns
aToro, V. LLlnnosa npepnoxuna saMeHuTb
NMOHATUE «KMHOMY3bIKa» APYrMM — «My3blKa
dunbmar [3].

Pe3ynbrartbl

Y4yuTbiBas MHOTOJIETHUM OMBbIT,
NPOTUBOPEYUBLIE BbiCKa3blBaHUS
MCTOPUKOB UCKYCCTBA, HAaKOMNEHHbIE 3a
BCIO UCTOPUIO 3BYKOBOIO KUHO, OTMEYaeM,
4YTO MHOTME MOJIOAble acMUpPaHThI,
KOTOpble BCTAOT Ha NyTb UCCNEA0BaHUS,
He TO/IbKO TPaKTYIOT CBOE MHEHMWE, HO U
npeanaratoT ropasao 6onee WUpPoKoe
M Pa3HOCTOPOHHEEe paccMoTpeHue
B3aMMOMNPOHUKHOBEHMWS MY3bIKW B
OPKECTPOBOM UCMOJIHEHUMN B pa3BUTUE
Xy[AOXKEeCTBEHHOIo 06pasa punbma.
370 06YCNOB/IEHO TEM, HYTO My3blKa B
KnHematorpade npv B3aMMoaencTB1Mm TO
C KagpoM, TO CO C/IOBOM, TO C MOHTaXHbIM
CTPOEM, TO CO BCEM BMECTE npuobpetaeT
HOBble QYHKLIMW M BMECTE C TEM HOBbIE
KayecTBa, BO MHOIMOM OT/iMYatlolme ee oT
MY3blKM KaK CaMOCTOSTE/IbHOIO UCKyCCTBa
[13].

Central Asian Journal of Art Studies Volume 5.Issue 4. 2020



OG6cyxpenme

HeBO3MOXHO He 3amMeTUTb 6osee
NPOrpeccuBHbIE U JaneKo uayuiue
3aMbIC/bl PEXKUCCEPOB U KOMMO3UTOPOB,
KOTopble, co3aBas CBOW LeaeBpbl
B KMHematorpadum, He 3abbiBatoT
3aKpennsaTb UCTOPUYECKME PaKThl,
cyuTag, YTo B KMHematorpadumm
[10MyCTUMO UCMNONb30BaHNE HOBATOPCKMUX
3BYKOBbIX CPEACTB MMEHHO B CUJTY UX
cneunduruyeckoro GyHKLIMOHMPOBAHMKS.
OTTOro 4YTO My3blKa B OPKECTPOBOM
NCMNOMTHEHUN BO MHOTUX PpUIbMax
KOMMEHTUPYET KUHOKaAp U OQHOBPEMEHHO
KOMMEHTUPYETCH KNHOKaAPOM,
clylwartelb MOXET NOCTUYb €€ «CMbIC/»,
[laXke ecnv B HEW UCMONb3YIOTCH
COBpEeMEHHbIe HEMPUBbIYHbIE CPEACTBA,
YTO NOJYEPKMBAET CBOBOHbBIN BbIOOP
Yy KOMMO3UTOpa U pexunccepa B LEeNom
N9 B3aUMOMNPOHUKHOBEHWS MY3bIKW B
CYWHOCTb ¢pusibma [15].

3aknoueHue

Cpean BecbMa MHOFQYUCIEHHOIO
CMUCKa Hay4YHbIX paboT uccnegoBarenen,
BbIGOPOYHO MCMONb30BaHHbIX
NCTOPUYECKMX UCTOYHMKOB B CTaTbsX,
NOCBSALWEHHbIX JaHHOW NpobnemMaTtuke,
crneayet BblAENNTb OnpeaesieHHyo
3aKOHOMEPHOCTb, KOTOpPas ycunmMBaeT
atMocoepy dpunbma, yBenmimBaeT
BO3MOXHOCTb NMOrPyXEHUS B €ro CyLHOCTb,
B Hal pas3yM. [oaTBepaaolmnn  GakT:
6narogaps BEMKON cuie My3blku B
OPKECTPOBOM MCMOJIHEHUM, HANMUCaHHOM
KOMMO3MTOPaMM, 1 TanaHTy My3blKaHTOB,
CO3aloWmnX reHuanbHble My3blKabHble

TBOPEHUSA, BO B3aMMOMPOHUKHOBEHWH
B 3ambicen GUIbMOB, CO3AaHHbIX
pexunccepamu, AenatoT YHUKaNbHON
KnHematorpadwuto.

BceMm n3BeCTHO, YTO UMEHHO XopoLlas
My3blKa MOXET Bbl3BaTb Yy 3pUTENS
3MOLIMOHANbHOE COCTOAHUE, HYKHOE
NS BOCMPUATUS MPOMCXOASALLETO Ha
9KpaHe, 3aayMaHHOro PexXmccepom
npu cosagaHnu punbma. M TonbKo npu
npodeccnoHanbHO rPaMoTHOM NOAxXoae K
COEepPKaHUIo U 3amblicny dunbma nobble
nepexoAHble YacTu MOryT BbIUrpaTb OT
MY3bIKW, 0OCOBEHHO eCnu OHa co3aaeT
6onee NpMNoaHATOE HAaCTPOEHHUE,
No3TOMYy B3aMMOMPOHUKHOBEHME
M B3aMMOOBOralleH1e yCUnnmBaioT
BOCMNPUSATHE LIENOCTHOrO, 3ayMaHHOIo
NS NOSlyYEHUS KOHEYHOrO pe3ynbraTa.
OTevyecTBEHHOE KMHOMCKYCCTBO XX BEKa —
3TO HEOTbEMJ/IEMAs YacTb KyNbTypbl
POCCUMCKOro obLllecTBa, pasBuTne
KOTOPOWM BO MHOIOM 3aBUCENO OT NOSUTUKHK
N 3KOHOMUWKU, MUPOBO33PEHYECKNX
OPUEHTUPOB coumnyma. bonee Toro,
cneundurka KuHemartorpadum n ee
KyNbTYPHOro npoayKta — Gunbma,

B COBOKYMHOCTU C My3blKa/lbHbIM
COMPOBOMX/AEHNEM, HE TONIbKO MOXET
[IEMOHCTPMPOBaTb TOTOBHOCTb KaK

K CO3MaHuIo LuenecoobpasHocTu B
BbINOSIHEHWM ONMpPeAeNneHHbIX 3aaau,

HO M B3aMMOMPOHMKas Ans co3aaHns
Lenoro, obnagaet yHMKaabHON CUIION,
KOTopas JeNCTBYET Ha YeN0BEYECTBO KaK
He4YTo HanpaBsatowee, BAOXHOBASOLLEE,
CNoco6HOE Ha KOHTAKT C Hallewn AyLWwon v
BHYTPEHHUM MUPOM.
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Oner Kyckawés
«9ckepu YHusepcumemy» ®edeparniObl MeMAekemmik Ka3blIHaWbIfbiK XOfapbl OKY OPHbI

(Mackey, Pecel)

XX=-XXI FACbIPJIbIK KHHEMATOrPA®UA MOHIHAET OPKECTPJIIK OPbIHOAYFA
MY3bIKAHbIH ©3APA EHYI

AnpaTna
MaKanaga AyHMeTaHbIMHbIH, KanbliNTacyblHa biKnan eTeTiH eHep CUHTEZiHIH 63apa 6arnaHbiCbl MEH
MHTEepneHeTpaunscblHAa apTypAi Adyipnepaeri )XannbliaHFaH XaoHe TangaHfaH GaKTtinepaiHd ceHimainirin

KepceTeTiH TapuxM IepeK Kesaepi KonaaHbinaabl. PUabMHIH MaHI MEH TyXKbipbiMAaMacbiHa OPKeCTPIiK
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OpblHAAyAaFbl My3blKaHbIH, €HYiHiH 6enrifi 6ip 3aHAblIbIKTapbl MEH €PEKLLENIT KWHOHbIH KyaTTbl 91€YMETTiK-
M3AEHM KyOblNbIC PETIHAE AaMyblH cUNaTTanabl XXaHe 6aca KepceTteai. KuHematorpadpusiHbl KantanaH6ac
€Tin yacanTblH pexuccepnep }xacaraH GunbM MAesCbiIHA 63apa eHy Ke3iHe TaMalla My3blKasblK TyblHAbI1aP
»KacayLbl KOMNO3UTOPAap MeH My3blKaHTTapAblH TanaHTbIMEH OMNACTbIPbIIFaH OPKECTPAIK OpblHAAYAAFbI
My3blKaHblH 30p KYLUiHiH apKacblH4a eKeHAiri 6yHbl ganenaenai.
XX Facblpaa nanga 6onfaH 6yKapanblK TeHAeHUMANap KenTereH MaojeHneTTaHyLblnap, My3blkataHylblnap,
KOMMO3uTOpAap MOWbIHAaFaH MSIEHUETTIH LIEHOEPIHAE KaTap eMip cypin, 6enceHai e3apa apeKeTTecin,
3aMaHayu eHep XKYMECiH KanbinTacTblpa 6epeTiHAIriH atan eTKeH eH. MypaHblH XX aHe XXI Facbipnapaarbl
KnHematorpadusaga CiHipinyi, Aamybl XaHe TYCiHiNyi xanFacaTblHbl }XoHE OHbIH NanaanblibliFbiHaH oNi ae
acbln TycnereHgiri, COHAbIKTaH on 3epTTeyLlinepain, KeH Kbl3bIFYLWbINbIFbIH TyAblpFaH 63eKTi macene 60nbin
Kana 6epeTiHi ie oK emec. FbinbiMy eHOeKTepaeri 3epTreywinepaid 6enrini 6ip 6arbITTapblHbIH 6apblK
TYXXbIpbIMAAPbI, OMNapbl MEeH TangaynapblH eCKkepe oTblpbIMn, onap npobaemansiK TaburatTbl 6aca Ha3ap
ayaapaTbliH TaKblPbINTbl KE3AEMCOK TaHAaybIMbI3Fa bIKMan €TTi, OCbl KYHIe AENiH CapKblIMaabl, Xayan i3aey
YKOHE KMHAK YLLIH HOTUKE any XoblHAA OCbl XONFa TYCKEH KenTereH 6actayllbl 3epTTeyLlinepais onnapbiH
KO3FaAbl. TaHJanFaH TaKblpbIN XaHagaH 6actaraH 3epTTeyLiHiH OMnapblH KUHEMATOrpaPUAHbIH MOAEH K-
Tapuxu gaMybl YaepiciHaeri })kaHa 6actankbl HyYKTenep MeH y3inictepai izgey MakcatblHAa KUHO, My3blKa,
OPKECTP OpbIHAAY TEOPMSACHI MeH GanaHbICbiH TEPEHIPEK TYCIHYre XKaHe 3epTTeyre 6arbiTTanbl.

Tipek ce3pep: Mocese, 63apaeHyLUifiK, Tapuxu AepeK Ke3aepi, epeKklueniri, 3aHablblFbl, MaHI,

KMHemaTorpabus, OpKECTPIIiK OpbIHAAY, TYXKblpbIMAAMa, My3blKa, LWblFapMallbl/bIK i3AeHiC.

Oleg Kuskashev
Federal State Treasury Military Educational Institution of Higher Education “Military University”
(Moscow, Russia)

MUTUAL RELATIONSHIP IN ORCHESTRA PERFORMANCE IN THE ESSENCE OF
CINEMATOGRAPHY OF THE XX AND XXI CENTURIES

Abstract

The article uses historical sources that reflect the reliability of the generalized and analyzed facts of
different eras, in the interconnection and interpenetration of the synthesis of arts, which contribute to the
formation of a worldview. The used certain laws and specifics of the interpenetration of music in orchestral
performance into the essence and purpose of the film characterize and emphasize the development of
cinema as a powerful sociocultural phenomenon. Confirmation is the fact that it is thanks to the great
power of music in orchestral performance, conceived by composers and the talent of musicians who create
ingenious musical creations in the interpenetration of the idea of the film, created by the directors, make
cinematography unique.

It should be noted that the mass trends that emerged in the twentieth century continue to form the
modern system of art, coexisting and actively interacting within the framework of culture, recognized
by many culturologists, musicologists, composers. It is not excluded that the heritage continues to be
assimilated, developed, and comprehended in the cinematography of the 20th and 21st centuries and has
not yet outlived its usefulness, therefore it continues to be relevant and problematic, arousing wide interest
among researchers. Taking into account all the statements, thoughts and analysis of a certain direction of
researchers in scientific works, they contributed not to our random choice of a topic that will emphasize the

problematic nature, not exhausted to this day, agitating the thoughts of many novice researchers who have
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taken this path in search of an answer and obtaining results for the set questions. The chosen topic directs
the thoughts of a novice researcher to a deeper understanding and study of the relationship between the
theory and history of cinema, music, orchestral performance in order to search for new starting points and
breaks in the process of cultural and historical development of cinematography.

Key words: problem, interpenetration, historical sources, specificity, regularity, essence, cinematography,

orchestral performance, design, music, creative search.
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HUT'OPA SIITAPOBA !

" IHCTHTYT HCKyCCTBO3HAHUS AKaleMHH HayK
Pecny6mku Ya6ekuncran (Tamkent, Y36ekucran)

®OPMUPOBAHUE UMNPECCUOHU3MA B JKUBOIMUCH Y3BEKUCTAHA XX BEKA

AHHOTauMA

Bonpocbl M3ydeHnss GopMUpoBaHUA 1 Pa3BUTUSA UMINPECCUOHMU3MA B XUBOMUCK Y36EKMCTaHa ABNSIOTCA
OAHVMMM U3 aKTyaNlbHbIX B OTEYECTBEHHOM UCKYCCTBO3HaHWK. B cTaTbe aHannaupyetcs cneundura
dOpMMpPOBaHMS UMMNPECCUOHM3MA B XKUBOMUCK Y36eKMCTaHa XX BeKa. TeOpEeTUKO-METOA0N0TMYECKUM
OCHOBaHWEM AaHHOM CTaTbM CNyXKaT UcCnefoBaHus 3apyberKHbIX U Y36EKCKUX YHEHBIX, KOTOpbIe
npeanaratoT Hay4yHble NOAXOAb!, COMPSIXKEHHbIE C 06LEeDUIOCODCKUM OCMbICIEHUMEM MPOGIEM UCKYCCTBA.
PaccmaTpurBaloTcs CTOPUKO-TUNONOTMYECKME M KOMNAPaTUBUCTCKUE KOHLEMNLMK, a TaKKe cneLmanbHble
TeopeTMyecKme BONpochbl GopMMUPOBaHKS U Pa3BUTHS KUBOMNKUCK Y36eKncTaHa XX BeKa. ABTOp uccneayet
reHe3nc y36eKCKOro MMNpPeccMoHnM3mMa B *KMBOMWUCH, a TaKKe ero CBs3b C GPaHLLy3CKUM U PYCCKUM
aHanoramu. Onpegensioliee 3Ha4yeHne B n3y4eHnm GOpMUpPOBaHUSA MMNPECCUOHM3Ma UMEET TBOPYECTBO
. beHbKOBa v ero nocnegoBatenen. B ctatbe paccMaTpnBaeTcsl TBOPYECKUI MYTb XyAOKHUKA —
OCHOBaTeN UMMPECCUOHN3Ma B Y36EKUCTaHE, a TaKKe ero BIMSIHWE Ha pa3BUTUE HaLMOHaNbHOM
KMBOMUCK. AKTyanlbHOCTb TEMbI MOATBEPKAEHA NYGNAMKALMSMHU, BbICTaBKaMMU U KOHDEPEHLUAMU, B KOTOPbIX
noAHMMancs BONpocC HaluMOHaAbHOro BapMaHTa MMNPECCMOHM3Ma, BENUCb NOIEMWUKK Hal onpeaeneHnsImu
«MMMPECCUOHNCTUHECKOE MMPOBOCMPUATME U MUPOBO33peHHuer. [poBeaeHNe BbICTaBKU «beHbKOB — PeLlunH.
MecTo noa conHuem» B My3see pycCKOro MMNpeccMoHM3ma elle pa3 akLeHTUPYEeT BHUMaHWE Ha Ponu U1
3HayeHuu M. beHbKoBa B GOpMUPOBaHUKN Y3GEKCKOro BapuaHTa UMNPeccMoHn3ma. MIMnpeccnoHm3m Kak
XYOOXECTBEHHOE TeyeHne GppaHLy3CKOM XMBOMUCK BTOPOM NOSTIOBMHbI XIX BEKa Cbirpasl OrpOMHYIO POsb B
pasBUTUM MHOMMX HALMOHaNbHbIX WKON XX BeKa. B kunBonucu YabekncrtaHa TBopyecTBo . beHbKoBa cTano

KNnto4eBbIM MOMEHTOM B (DOpMVIpOBaHMVI N pPpa3BUTUN HalMOHa/IbHOIo UMNPECCUOHU3Ma. Ero TBOPYECTBO
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N NPUHLMNBI 6EHBKOBCKOMO MMMNPECCUOHM3Ma HaLLIM MPOAOSIIKEHME B MPOU3BEAEHMSAX Y4EHUKOB U

nocnefosaTenen.

KnioueBbie cnoBa: TBOpYECTBO [1. BEHbKOBA, XXMBOMUCL Y36EKMCTaHa, Nensax, NopTPeT, KapT1Ha,

bopmmpoBaHKUe, UMNPECCUOHU3M, PEann3M, NIeHap, XX BeK.

BBepeHue

MMMNPEeccMoHN3M B }KUBOMUCH
Y36eKncTtaHa MMEET CBOK UCTOPUKO-
XY[OXKECTBEHHYIO crneumndunKy. Bonpochl
B/IMSIHUS KOHTEKCTa MNOCNepeBONOLMOHHON
3MOXM Ha 0COBEHHOCTM GOPMMPOBAHMUS,
TBOPYECTBO €ro NePBONPOXOALIEB,
TEHAEHLMW NocneayoLLero pa3BuTms
3TOro TEYEHUS B HALlMOHANIbHOM
WCKYCCTBE MpeacTaBnstoT CO60M KOMIMNEKC
aKTyanbHbIX UCCNeA0BaTENbCKUX MPOBNEM.
MX He06X0AMMO paccMaTpmuBaTh C
Y4E€TOM PENEBAHTHOCTU U OT/IUHMI OT
$paHLy3CKOro 1 pycCKoro BapmMaHToB.

MMMNpeccMoHN3M B XUBOMUCH
MPUHSATO M3y4aTb KaK Xy[JOKECTBEHHbIN
(GEeHOMEH, BO3HUMKLLIKIM B KOHLLE XIX BeKa
BO ®paHuUMM 1 MOBANSBLUWI Ha pa3BUTUE
BCEro MMPOBOro UckyccTBa. OCHOBHbIMM
GaKTONOrMYECKMMU UCTOHHUKAMMU MO
N3Yy4YEHUIO UCTOPUU MMMPECCUOHN3MA
aBnsaoTcs KHUru J1. BeHtypw, I, diopaH-
Pioang, O. PentepcBepaa, . PeBanbaa n
A. lNepptowo. B oTcyTcTBUE NMUCbMEHHbIX
nporpaMmMHO-TEOPETUYECKMX
MaHUDECTOB 3CTETUYECKUE MPUHLIUMbI
UMMPECCUOHUCTOB AOLWJIN 0 Hac
60/blIEN YACTbiO B BUAE BOCNIOMUHAHUM
XY[IOXHWUKOB, 61aroaps KOTopbIM
OHW BOCTMPUHUMASIUCb KaK XYAOKHUKM
cYacTbs, HOCUTENN CYry60 NO3UTUBHOIO
MWPOBO33PEHUS.

[Toao6HbIe B3MNsAAbl CO BpEMEHEM
NOABEPINNCH KPUTUKE HEMELLKMUM
TEOPETUKOM, UCTOPUKOM MUCKyCCTBa
P. lamaHoM. ABTOpP KHUMU «MIMNPECCUOHNU3M
B UCKYCCTBE U }WN3HW» 1907 roga oHUM
N3 NepBbIX YCMOTPES B }UBOMUCH
UMMNPECCUOHUCTOB OMpeaeneHHyto

$unocodutio. 1o ero MHeHUto, «B 6ONbLIEN
Mepe Hafensasd BEWM XU3HbLO, YeM
BOCMPUHMMANA YTO-NTMOO0 OT HUX CaMuX,
OTAaEeTCs UMMPECCUOHU3M MOCTOSAHHO
CMEHSIOWEMYCH TEHEHMIO HKUSHMW. ..

Takas »¥U3Hb, NOMHaA Nepexonos oT
O[HOIO Xy[OXXEeCTBEHHOIro HacnaxaeHus

K OPYromy, Hen36exHo BbI3blBaeT
N30/IMPOBAHHOCTb U 3aMKHYTOCTb KaxKaoro
OTAE/IbHOr0 MOMEHTa ¥XMU3HU, HO BMeCTe

C TeM ONpefenseT ero HacblLLEHHOCTb U
KOHLIEHTPMPOBAHHOCTb» [1, ¢. 69].

B nanbHenem nosiBUAMUChH HOBbIE
acnekKTbl U3y4eHUs UMMNPECCUOHU3MA,
CBfi3aHHble C AnBepcubUKaLmen B3rnaL08
W Hay4HbIX NoAxo4oB. 10 MHEHUIO
ncecrnegosarenien, UMMNPECCUOHU3M
YHWKaJEH TEM, YTO €ro HEBO3MOXKHO
«MOHOMMONM3UPOBaTb», K HEMY Hefb3
NPUMEHUTb CTUNEBLIE OFPaHUYEHNS,

B TO YXe BPeMsi ero nosioxxeHue u

CBA3b C TEHAEHLNAMU peann3ma,
CMMBOIN3MA W NOCTUMMNPECCUOHM3MA
HEeo6X0AMUMO y4nTbIiBaTb. 19 OAHMUX OH
Obl/1 BOMJIOWEHWEM «MTOBEPXHOCTHOTO
cumBosinamar (A. benblix), ana opyrux —
«HULLEero ayxom» peannama (B. Ctacos),

a TPETbU CYUTAIN, YTO «Peanm3M — TONIbKO
pPa3HOBMAHOCTb MMMPECCUOHM3Ma»

(4. bypntok) [2, c. 77].

BHOBb aKTyanuauposan aTy
npo6nemy M. lepmaH B KHUre
«MMNPECCUOHN3M: OCHOBOMONOXHUKH
u nocnepoBatenn» 2017 roga. B Hen
UMMNPECCUOHM3M pacCMaTPUBAETCS «He
KaK TpaHCHaLUMOHallbHOE ABJIEHUE, @

KaK cneymduyeckni, orpaHUYeHHbIM
MECTOM, BpEMEHEM M NEePCOHaxaMu
GEeHOMEH UCKII0YNUTENBHO GPaHLy3CKOro
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UCKyccTBar» [3, c. 8]. Mexay TeM pa3Butme
UMMNPEeCcCUoHM3Ma B EBPOMNENCKUX
LKonax BHe ®paHL MK 04EBUAHO U

[laBHO CTano nNpeaMeToM nUccnenoBaHus
MHOIMX y4€HbIX. OHM MOKa3anu,

YTO TEHAEHLMU UMMPECCUOHU3MA
NpoAoMKanu pa3BnBaTbCa Ha
NPOTAXEHUM BCero XX BeKa 1 41o co
BpemMeHeM chopMMpoBaiocb NOHATHE
«MMMNPECCMOHUCTUYECKOE MUPOBO33PEHNE»
WU «MAMTMPECCUOHUCTUYECKOE
MWpOBOCNpUSATHE». B YyacTHOCTH,

T. MapTbIlWKKHa, paccMmaTpuBasg
UMTMPECCUOHN3M KaK NposiBieHne ocoboro
MWPOBO33pPeEHNS B 3anagHOEBPONENCKON
KynbType XIX BeKa, nayyuna

NPosiBNEHUS UMIMPECCUOHUCTUHECKUX
TeHAeHUMn BHe PpaHLUmMM KaK
3aKOHOMEPHYIO B3aMMOCBS3b

Tpaamumn Boctoka n 3anaga. OHa
paccmaTtpuBana MMMPecCUMOHU3M KaK
«cneyndUYECcKUin TUM XyaoKeCTBEHHOIO
MblLLNEHMS, 06nafatoLwmm
BHEBPEMEHHbIMUW XapaKTEPUCTUKAMMU:
UMMNPECCUOHUCTUYECKOE BUAEHME,

Oy/ly4un He TOJIbKO CBOE06pa3HoOM
TeHAeHLmen, HO 1 0coboro poaa
MWPOBOCNPUATHEM, onpeaenset
dopmmpoBaHUue cneumdpuyeckom CUCTEMBI
OTHOLLEHMS YesloBEKa K mupy» [4, c. 3].
NMMpeccuoHUCTUYECKOE MUPOBO33pEHME
B NOJIHOW Mepe NPOSIBSET BCIO C/IOXKHOCTb
KyJIbTYPHOW aTMOCdepbl CBOETO BPEMEHMH,
B KOHLEHTPUPOBAHHOM GOpME BbiparkaeT
NPOTUBOPEYUS INOXK U Npeanaraet
BO3MOXHbI BapWaHT BbIXxo4a U3
COCTOSIHUS KpM3uca. MiccnepoBarenb
YKa3blBaeT Ha TO, 4YTO CTaHOBNIEHUE
UMMNPECCUOHUCTUHECKOTO MUPOBO33PEHMS
BO MHOIOM CB$I3@HO C B/IUSTHUEM
XYOOXECTBEHHbIX U GUNOCOPCKUX
Tpaanumin Boctoka. C aHanorM4Hom
no3uuunn nccaenoBanu npupoay
UMMNPECCUOHM3Ma B KUBOMUCH

B. MNpokodbeB, B. dunnnnos u

A. AKMMOBHMY.
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MeToabl

TeopeTUKo-MeToA0/IOTMYECKUM
OCHOBaHWEM [JaHHOM CTaTbM cnyaT
nccnenoBaHUsa 3apyeeHbIX U y36EKCKUX
YYEHbIX, KOTOPbIE NpeanaratoT
Hay4Hble NOAXO/bl, COMNPSXEHHbIE C
061WedpnIocoOPCKUM OCMbICSIEHUEM
npo6nem ncKycctea. PaccmatpuBatoTes
NCTOPUKO-TUIMOJSIOTMYECKUE U
KOMMapaTMBUCTCKUE KOHLEMLINK, a TaKKe
crneumanbHble TeoOpeTU4eCKne BONpochl
bopmMHUpPOBaHUS U PA3BUTUS }UBOMUCHK
Y36eKkuctaHa XX BeKa.

CyllecTBEHHOE METOI0/I0MMYECKOEe
3HayeHue a8 uccnegoBaHms
MMMPECCUOHMN3Ma B Y3OEKCKOM KUBOMUCH
UMEIOT TPYAbl NO Npob6aeMamM PycCKoro
nMnpeccnoHmnama. B yactHocCTH,
TeopeTU4ecKne pa3paboTKM BONPOCOB
reHesnca v cneunduKkn pyccKoro
nmMmnpeccnoHnama A. PegopoBa-
JasbigoBa, [1. CapabbaHoBa,

0. JlackoBckon. B moHorpagpmu

B. ®uannnosa BNepBble Ha WMPOKOM
NCTOPUKO-KYNbTYPHOM hOHE UccneaoBaHbl
BOMPOCHI cneunduKm pyccKoro
MMMNPECCUOHN3MA, PACKPbIThbl CTaaManbHble
0COBEHHOCTU M TEHAEHLINMKN €0 Pa3BUTHUS.

N3yyeHne pa3BUTUS UMIPECCUOHN3MA
B XXMBOMUCK Y36EKKCTaHa He
npeanpuUHMManocb MHOTMMe rofbl.

B cBs131 € 3T1M BOMpOCh! 0 cneundbunke
ero GopMMpPOBaHNA U PA3BUTUS, a TaKKe
NpPOsiIBNIEHWI B TBOPYECTBE TOIO UK MHOTO
HaLMOHAaNIbHOIO XyAOXHWKa aKTyaslbHbl U
TpebytloT CBOEro AanbHENLIEro U3YYEHMUS.

B y36€eKCKOWM }KMBOMUCK OCHOBAaTENEM
nMnpeccnoHmnama 6oln lNMasen beHbKoB
(1879-1949). [10BOPOTHbLIM COObLITUEM
B ero TBOpYeCTBe CcTaNa Nnoes3aKa B
Y36ekuncTtaH B 1928 roay, HaBceraa
N3MEHMBLLASA XU3Hb XYAOXKHUKA.
3HaKOMCTBO C COJIHEYHOM CTPaHOM,
cpeaHEeBEKOBbIMU aPXUTEKTYPHbBIMM
naMmsTHUKaMn 1 cBoeoBpas3HoOn
HaLMOHalIbHOW Ky/IbTYPOM OTKPbINIO nepen
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XY[IO}KHWKOM HOBbl€ BO3MOXHOCTU A1
*MBOMUCHbIX MNoncKoB. CamapKaHa,

Kylla XyqOXHWK nepeexan B 1929 roay
paau BO3MOXHOCTU TBOPUTb

No-HOBOMY, CTaN /19 HEFO «TEM Xe, YEM
NS UMMPECCUOHUCTOB cO60pbl PyaHa 1
JNIOHAOHCKKWE TyMaHbI» [5, ¢. 371].

B Byxape 1. BeHbKOB cMOr co34aTb ceputo
UMMPECCUOHUCTUYECKNUX KapPTUH, BEHLLIOM
KOTOPbIX CTana «Xay3 ¢ BOAOHOCaMM.
Mawkonuu» (1929). OHa BnevyaTnsaeT He
TONbKO CBOEN MOHYMEHTaIbHOCTbIO, HO

M MacTepCTBOM UMMNPECCUOHUCTUYECKOM
nepefayv CBETOBO3yLIHOM aTMOochepsl,
CBO6GOAHbIM XWUBOMUCHbLIM UCMONTHEHUEM.
[TONOTHO AbIWKWT BO3AYXOM, Kax/bl ero
YrofIoK NPOHU3aH CBETOM.

KomMno3unuusa KapTuHbl pelieHa
XapaKTepPHbIM A9 UMNPECCUOHUCTOB
NPUEMOM KaZipupoBaHMA. XyOKHUKOM
NnoKasaHa TONbKO YacTb Xay3a —
BOoAoeMa Co CTyrneHbKaMu, Mo KOTOPbIM
MOXHO cnycKaTtbcs K Boae. BogoHocCHh!,
HabupatoLine Boay B OCBELLEHHOM LIEHTPE
KapTuHbI, U KpynHasa Gurypa BoJoHoca
Ha NepBOM MnnaHe B TeHW co3aatloT
HEeOo6X0ANUMbIM KOHTPAacCT M AUHaMUKY
Komnosunumn. CuHeBa Heba, 3e1eHoBaTo-
EnTas N1cTBa epPeBLEB, APKO-
OpaHXeBoe ofesiHne BOJAOHOCOB — BCe
3TO MBOMUCHO OTPaXKaeTcs B BoAE.

B MHOro4ymcneHHblx MOTUBaXx
CpeaHEBEKOBbIX YI04EK, }XMBOMMUCHbIX
OBOLIHbIX M KPbITbIX 6a3apoB,

[IBOPMKOB U Xxay30B pa3BuBasiocb
UMMNPECCUOHUCTUYECKOE MaCcTEPCTBO

. beHbKoBa. Ecnun B KazaHu nensaxu
XYAOXHMKa 6blN CBSA3aHbI C PYCCKUM
NJEeH3PU3MOM, TO B Y36EKUCTaHe,
paboTasi Ha OTKPbLITOM BO3/lyxe, OH
ObICTPO NEepPELIEN K KONMOPUCTUYECKUM
npuemMam MMMNPEeCcCcUoHn3Ma. XyqoxHMK
YMENO0 UCNOMb30Basl CONIHEYHbIE B/IUKK U
Npo3payHble TEHWU AN CO3AaHNA ABUKEHNS
CBETOBO3/1yLIHOM cpeabl, 106aBNS/ ApKue
Kpaco4Hble NATHa, OXUBJISs 06U MA

CBET/bI TOH KapTuH («KpbITbii 6a3ap B
Byxape» (1929), «HanxaHa» (1932), «<Ynuua
C apblKoM» (1944), «Y xay3a. CamapkaHg»
(1947).

Ponb n 3HayeHue l. beHbKoBa
B Pa3BUTUKW HaLIMOHANbHOMO
UMMNPEecCUoHM3Ma B MNOJIHOM Mepe
pacKpbliBaeTCsi B caMapKaHACKKM
nepuoj TBopYecTBa. XyaoXHMK BOMAOTUI
TpaaMLMKU TPYOoato6Ma U rocTeENPUMMCTBA,
nepegan CoIHEYHYIO 3eMJ1t0, 3a60T/IMBO
BO3[e/biIBaEMYIO pyKaMmu Hapoaa B
HOBOM CMHTE3€ Nnen3axa 1 nopTpeTa.
B yacTHOCTHK, OAMH N3 aCNEKTOB, KOTOPbIN
OT/IMYaET ero paboThbl OT PYCCKOro
naeHapa, — 3To BOMJIOLEHNE FAPMOHUK
YyesioBeKa M npupoabl. MNneHapHble
noptpeThl 1. BeHbKoBa «[lopTpeT
yaapHuKa» (1939), «[leByLiKa ¢ AyTapom»
(1947) BHECNIN HOBbIE YEPThI B 3BOIOLMIO
6EeHbKOBCKOI0 MMMPECCUOHU3MA.

Mo4yTr BO BCeX Nen3axax macrtepa
YyBCTBYETCS NPUCYTCTBME YEeN0BEKaA,
YTO IOCTMUraeTcs B NEPBYIO o4epeab
YMEHUEM XYAOXHMKa He NPOCTO
co3epuaTb, @ HACTPOUTb AYXOBHbIM
KOHTaKT C OKpyXatouen cpeaon. Tak,
Hanpumep, ogHa unun ase GUrypbl
npeobpaxkatoT nenldaxu «Cag BECHON,
«laxn-3uHpa» (1942-1943) nnu
«[IBOPUK C BUHOTpagHMKOM» (1944),
npeBpaLlas HesambICNOBaTbI MOTUB B
cofepKaTe/bHy0 CIOXKETHYIO KapTUHY.
J1lo601 MOTUB, MHCTTMPUPOBAHHbIN
conHe4vyHon 3emnen CamapkaHia,
npuBJEKan mactepa, 0 YeM OH NPU3HaeTCH
TaK: « Mory 3aecb N1caThb BCe,
6ecKoHeYHo» [6, c. 158].

HayyHag cneundurka gaHHOM
TeMbl, CBA3aHHas C aHaIM30M
BO3HWKHOBEHMUS 1 Pa3BUTUSA TEHAEHLINN
UMMNpPEecCcUoHmM3mMa B Y36eKUcTaHe,
aKTyanuM3upyeT TaKkKe obpalleHre aBTopa
K TpyAam, uccneayoLmm Tnnbl 1 Gopmbl
XYOOXECTBEHHbIX BIMHWUI U KOHTAKTOB
pasfnYHbIX KYNbTYp U TPaauumnim B
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KOHTEKCTe Xy[OKEeCTBEHHbIX MPOLECCOB
XX BeKa.

Pe3ynbraTtbl

PesynbTaTbl UCCNneaoBaHUs NpuBenu
K BbIBOJly, YTO MMMPECCUOHU3M B
Y36eKnctaHe MMeEeT CBOW reHesnc
GopMUpPOBaHUS, a TaKKe NPUHLMIbI,
cosfaHHble 1. BeHbKOBbIM M NepeaaHHble
crneayroumnmM NOKONEHUAM HalUMOHa M bHbIX
XYOOXHUKOB.

Ha ocHoBe M3y4yeHus pasnmyHbIxX
HaLMOHabHbIX BapnaHTOB
MMMNPECCUOHM3Ma MOXHO BblCKa3aTb
NMOSIOXEHME O TOM, YTO UMMPECCUOHU3M
BbIXOAWT 3@ PaMKU XyA0XKECTBEHHO-
CTMNEBOI0 TEYEHNS ONMPENENEHHOIO
BPEMEHM.

NMmnpeccnoHn3m gonrue roabl
paccmaTtpuBasncs Kak «aHTUCOBETCKOE
TeyeHune, narybHoe BAusHUE
3anaga». UccnepoBaTenb UCKyCcCTBaA
Y36eknctaHa C. KpykoBcKas, BbiCcTyrnas
Ha cTeHorpaduyeckom ot4€Te Colo3a
0o6lero cobpaHunsa XyaoXKHMKOB TallKeHTa,
roBopuna cneaywouiee: «MMNpeccnoHn3m
CTan OCHOBHbIM YOEXULLEM
GOPManUCTUHECKN HACTPOEHHbIX
XYAOXHMKOB. Bopb6a ¢ MMNPECCMOHN3MOM
npeacTaBAsgEeT aKTyaNlbHylO 3agaqy
Halen KpUTKKK [7, c. 53]. HeratneHble
OT3bIBbl O HEM 06 bACHAIOTCSH
MAE0NIOrMYECKMMU BIMISAaMu
NPOLLSIOM 3MOXKU, N TAKOE KPUTUYECKOE
OTHOLLIEHWE PacnpOCTPaHUIOCh Ha
BCE XYy[1OXXECTBEHHblE TEYEHNS B
3anagHOEBPONENCKON KynibType XX BeKa.

Cenyac cutyaums ¢ dpaHLy3CKUM
UMMNPECCUOHM3MOM XOPOLLIO U3Yy4eHa,
0[lHaKO MHaye 06CTOAT ena ¢ U3y4eHUeM
TeHAEHLMN MMNPECCUOHN3Ma B
¥UBONUCKU Y36eKucTaHa. TpebytoT
N3y4eHuMs BOMPOChl MHTEPNPETaLMK UK
B/IMSIHUS CTUIA B TBOPYECTBE Y36EKCKUX
XYAOXHUMKOB XX BeKa. [NaBen BeHbKOB 6bin
OCHOBaTeNieM cBOe06pa3HOro y3abeKCcKoro
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UMnNpeccnoHn3ma. BAOXHOBIEHHbIN
COJIHUEM M BOCTOYHbIM KOSIOPUTOM
Y36eKncTtaHa, oH chbopMuUpoBan
COOCTBEHHbIN CTU/Ib MUCbMa U OKa3an
CuNbHeNLWee BAUSIHWE Ha pa3BuThe
HaLMOHaNIbHOW peannCTUYEeCKOM XUBOMUCH
B Y36eKucTtaHe.

B HOBOM MCTOPUYECKOM KOHTEKCTE,
Korga CHSTbl MAeoNornyeckme 3anpethbl
M CTOUT 3ajla4a 06 bEKTUBHOIO Hay4HOro
nccnegoBaHus Bcero XX ctofietus,

B OTE4ECTBEHHOM UCKYCCTBO3HaHUU
HaCTynui0 BpeMsi 3aHOBO NEPecMOoTPeETb
NCTOPUIO U TEPMUHONOIMIO UCKYCCTBA
Y36eKnUCcTaHa, BHECTU BaXKHble
ncrnpaBfeHUs 1 AONONMHEHWS HA OCHOBE
HOBbIX MOAX00B U B3INSA0B.

B nocnenHune rofibl B UCKYCCTBO3HaHMU
NPOUCXOAUT N3YYEHUE U MEePEOCMbICIIEHNE
TBOPYECKOro Hacneauns BblaatoLmMxcs
MacTepoB Y36eKknctaHa XX BeKa, B
pany Kotopbix UMA MNaena lNeTpoBuya
BbeHbKoBa 3aHMMaEeT 0cob0e MecTo.

1. BeHbKOB MO NpaBy Ha3bIBaeTCH He
TOJIbKO BblAAIOLMMCS KUBOMUCLEM, HO
W TanaHTIMBbIM NeJarorom, co3aaBLinM
B XXMBOMNWcK Y36eKucTaHa ocoboe
«6EHbKOBCKOE» HanpaBieHue.

Jonruve roabl K TBOpYecTBy 1. beHbKOBa
OTHOCW/IUCb HEOAHO3HAYHO, JaBas
eMy onpegeneHue 1o dopmanunama, To
peanuama, NNeH3pU3Ma 1in aTAHOCTH.
YepTbl UMNPECCUOHM3Ma B MPOU3BEAEHUNAX
XYAOXHMKa NPU3HaBannCb, HO HEOXOTHO U
Bcerga ¢ HeoJ06peEHUEM.

B cBA3M € 3TUM M3yyeHune npobemsl
UMMNpPECCUOHN3MA B TBOPYECTBE
1. BeHbKOBa ABASETCA HEOOXOANUMOW
CTyneHbio Ans 6osee NoIHOMo PacKpPbITHS
YHUKaNbHOCTU XYAOXHUKA N 06 EKTUBHOIO
NOHUMaHUs BCEN LLEHHOCTU ero TpaauLnn
07191 XKUBOMUCK pecnybnmKn. Taknm
06pa3oM, aKTyanusauusi U3ydeHus
JaHHOM NpobyieMaTuKK CBA3aHa KaK ¢
BHYTPEHHUMMU, TAK U UICTOPUYECKUMM
dakTopamu. TaKKe CToUT elle pa3
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OCMBbICNTUTb TOT GaKT Y TBOPYECKNUNI

ONbIT XyJOXKHWKA, KOrAa B UICTOPUKO-
KYNbTYPHbIX YCNOBUSX TEX NIET, YCIOBUAX
COJIHEYHOrO Y36€eKucTaHa npounsoluna
pasutenbHas TpaHchopmaLus CTuns
XYAOXHUWKa, KOTOPbIN, 3BONOLMOHMPYS,
cTan oCHoBOW ANt GOpMMUPOBAHMS LLENTOTO
NOKONEHUS OTEYECTBEHHbIX XYAOXHMUKOB.
Bce ato gaet Ham NpaBo yTBepaaTb 06
YHWKaNbHOM HaLMOHaibHOM CBOEOOpa3nmu
N IOMUHUPYIOLLEM XapaKTepe TpaamLunii
TBOpYecTBa 1. BeHbKOBa B UCTOPUH
MCKyccTBa Y36eKucTaHa.

KaK HOBbIY METO MUPOBOCMNPUATUS
UMMNPECCUOHM3M OTKPbIN U B y3GEKCKOM
*KMBOMWUCU HOBbIE BOSMOXHOCTH A5 ee
pasBUTUSA, YTO NOATOTOBUIO MPOSBIEHME
4yepT NOCTMMMPECCUOHM3MA, MOAEPHU3MA
M CUMBOJIM3Ma B UCKYCCTBE Y30EeKUCTaHa.
Kaxabli XyqoXHMK, o6pallasch K
3TOMY TEYEHMUIO, CTPEMMUICS HE TOSIbKO
NPeasoXMnTb Ero COBPEMEHHYIO TPAKTOBKY,
HO 1 06HOBWTbL CBOE NpPOoYTEHME
NepBOMCTOYHMKOB, AaTb MM COOBCTBEHHYIO
MUBOMUCHYIO WMHTEpPMpPETaLMIO.

Takum 06pa3oM, HECMOTPS Ha TO

YTO MO UAEOSIOTUHECKUM NMPUYUHAM
MMMNPECCUOHM3M MOJBEPrancs KecTkom
KPUTHUKE U HE n3dy4vancs, TeM He MeEHee B
Yy36EKCKOWM XMBOMUCKU BO3HWUK U MHOTHE
JECATUNETUS Pa3BMBAJICA €ro JIOKaNbHbIN
HaLMOHaNbHbIV BapuaHT.

[oBOpS O cneymdnKe pasBuUTUS
UMMNpPEeCCUOHN3Ma B Y3OEKUCTaHe,
HEeo6X0AMMO YYUTbIBATb TaKXKe TO, 4YTO
HalLMOHaNbHas WKona onupanach Ha
TpaaMLUMKM pycCKoW xuBonucu. Beneactaue
3TOro €e UMMNPECCUOHUCTCKas KoHLenuus
UMEET CXOXMeE C GPaHLY3CKUM U PYCCKUM
MMMNPECCUOHM3MOM Xy[10KECTBEHHO-
3CcTeTMYECKME NpUHLUMMBL. X cOnmKaeT n
nporpaMmMHOE «CHSITUE» 0601 CIIOXHOM
NMCUXONOrMYECKOM UK COLIMaNbHON
TeMaTUKK, CTpeMSIEHWNE yaepKaTb U
nepeaatb OTPaAHbIA MOMEHT, XenaHue
pasaenuTb CO 3pUTENIEM HacnaxaeHue

KpacoToW M1pa U 3BYYHOCTbIO
JIEKOPaTUBHOro KosopuTa.

AuckKyccusn

deHomeH TBOpYecTBa 1. beHbKOBa
CTan Ba)KHbIM BIEHWEM, OnpeaenuBLIUM
Ccyab6y peanncTM4eCcKon XMBOMUCH
Y36eKucTaHa. XyAoKHUK AoNrmMe rogbl
npenoaaBaln 1 OKasas CUibHeNnllee
B/IMSIHWE Ha MOJIof0€e NOKOoNeHNe
MBOMUCLEB, Cpean KOTOPbIX 0COBEHHO
Bblgenunucb 3. KoBanescKas,

A. A6aynnaes, P. Tumypos, P. AxmefoB

n H0. EnnzapoB. HecMOTps Ha TBOPYECKYO
WHAWBUYaANbHOCTb KaXK10ro U3 HUX,

BCE OHW B TOM WM UHOM CTENEHU OTAANM
JaHb UMNPECCUOHU3MY BEHbKOBCKOIO
BapuaHTa. CTuneBble JOMUHAHTHI,
CcBsI3aHHble ¢ TBopYyecTBOM [1. beHbKOBa,
OKa3sa/icb BeCbMa 1IENCTBEHHbLIMMU

NS MHOTMX MOJTOAbIX XYAOXXHUKOB
Y36eKucTaHa Ha nepBbIxX 3Tanax mx
CaMOCTOATE/IbHOIro TBOPYECTBA.

B aToM nniaHe nokasateneH HOBbIN
paKypc MMPOBO33PEHYECKON KOHLEMLNK
UMMpPeccuoHn3mMa, popMmnpoBaBLLIMIACS
B TBOpPYECTBE Y36EKCKUX XYOOKHMUKOB.

B ymMHpoTBOpPEHHO-CO3€epLaTeNbHbIX
nensdaxax CamapKkaHia 1 NopTPETHbLIX
Komno3numax . beHbKoBa,

3. KoBanesckown, P. TumypoBa npocTtynaet
CTPEMJIEHUE XY[OKHMUKOB Nnepeaatb
HecneLwHbIM PUTM BOCTOYHbIX FOPOAOB,
NnoKa3saTb MATKOCTb M CBOeo6pasune
XapaKTepa y36eKCKOro Hapoaa, rapMOHUIO
yesloBEKa C NPUPOLON.

HenpoTMBOPEYNBOCTb CUCTEMBI
OTHOLUEHWH «4eJIOBEK — Npupoaa»,
CTpeMJIEHUE K NO3TU3aLmK
06bIAEHHON WU3HW BHYTPEHHE
POAHAT UMMNPECCUOHUCTOB Pa3HbIX
XY[OECTBEHHbIX LLKO, CBUAETENbCTBYS
06 0BLHOCTU UX MUPOBOCIPUATHUS.
Onopa Ha NepBUYHbIN YYBCTBEHHbIN
06pas, YyTKOCTb, HEMOCPEACTBEHHOCTb
BOCIMPUATHUS MPU OAHOBPEMEHHOM
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CTPEMJIEHUU K 0606ILLLEHHOCTN N OTCYTCTBUU
€[MHOM TOYKM 3pEHUS Ha NpeaMeT — Bce
3TW CBOMCTBA MMMNPECCUOHUCTUHECKOIO
BUIEHUA HAXOOAT OTpaXKeHne B
0COBEHHOCTAX N36UPAEMBbIX XYAOKHUKaAMU-
UMMpPECCUOHUCTaMKN N306pa3uUTENIbHO-
Bblpa3uUTENbHbIX CPEACTB.

[AncKyccuio o crneundurke
UMIMPECCUOHN3Ma, HavyaTylo B
BbILIEYNOMSAHYTON MOHOrpadpum
M. TepmaHa, NpoaoIKakoT HE TONbKO
Hay4Hble cTaTbW. Ero ytBepaeHus
0 TOM, YTO UMMPECCUOHN3M CYyLLLECTBOBAN
TONbKO BO PpaHLUmMK, onpoBepratoT
BbICTABKM U Hay4YHble KOHEepPEeHL NN
B My3ee pyccKoro umnpeccuoHmama.

OaHa 13 Hux (B 2019 r.) 6bina nocesleHa
UMMPECCUOHN3MY B TBOpPYECTBE

. BeHbkoBa u H. PelnHa. BoicTaBKa
«MecTo noa conHuem. beHbKkoB —

delumH» elle pa3 noaTBepanaa To, YTo
TBOpYecTBO [1. beHbKoBa aBngeTCH
CaMOCTOATENIbHbIM, OPUTMHANbHbIM
BapMaHTOM MMMNPECCUOHM3MA.

[aHHbIn daKT, a B elle 60/bluen

CTENeHu To, YTO MUPOBOCMPUATHE,
chopmupoBaHHoe 1. beHbKoBbIM B XX
BEKE, 9KCTPanoIMpoBanochb Ha TBOPYECTBO
crnenytolLero NOKOEHUS y36EKCKUX
XYOOXHUKOB, NOATBEPKAAET aKTyaNbHOCTb
ncecnegoBaHuUs UMMNPECCUOHUCTUHECKUX
TEHJEHLUMN B TBOPYECTBE 3TOr0 XyAOXHMKA.

3aknioyeHue

B 3aKknto4eHnn cnefyet nogYepKHyThb,
yTO npouecc GopMMUpPoOBaHUS U
pasBUTUSA UMIMPECCUOHN3MA B
Y36eKucTaHe npoTeKasn CloXHO B CBA3M

120

C NOJINTUYECKMUM HOHOM U HOPMATUBHOM
3CTETUKOM coupeannama. HecMmoTpsd Ha
TO, YTO UMMPECCUOHN3M [JONTHUE oAbl
paccMmaTpuBascs Kak «aHTUCOBETCKOEe
TeyeHue, narybHoe BaMsHWe 3anaga»,
«yoexuie GopManmuCTMHecKu
HaCTPOEHHbIX XyAOXHUKOB», K HEMY
obpalllanmcb MHOTME XyAOXKHUKM XX

BeKa. TeHAEeHLMN UMNPECCUOHMU3MA
NPUCYTCTBYIOT B TBOpYecTBe H. KalmnHom

n O. TaTeBOCSAHA, PaHHUX KapTUHaxX

Y. TaHcbiK6aeBa U H. KapaxaHa. 9tu
MacTepa BHecC/u onpeaeneHHbln BKnag

B MCTOPUIO CTAHOB/IEHMS HALMOHANbHOMO
UMMNPECCUOHN3MA B }KUBOMUCH
Y36ekuncTtaHa. bnarogaps yBneyeHuto
MMMNPECCUOHU3MOM MHOTME XYAOKHUKN
o6oratunm co6CTBEHHbIM TBOPYECKUI ONbIT
1 CMOIIM pa3BMBaTbCS Aasiblie B MOMCKaXx
MHAMBUAYaNbHOro cTung. Tak, H. KawuvHa
n O. TaTeBOCSH BblGpan BOCTOHHbIN
CUMBOJ/N3M, a Y. TAHCbIKOAEB NMepeLLén K
MOHYMEHTa/IbHO-3MNMYECKOMY peanm3my

B nensae. Jlnwb 1. BeHbKOB 40 KOHLUA
ocTasicsl BepeH UMMNPECCUOHMU3MY U CMOT
nepeaartb ero NPUHLMNbLI CAeAYOLWMM
NOKONEHUAM XYyAOXHWKOB. C Tpagnuumnsamm
6EeHbKOBCKOIo MMMNPECCUOHM3Ma CBA3au
cBov TBOpYeckui nyTtb HO. Ennzapos,

P. Tumypos, P. AxMefoB 1 MHOrue
XYOOXHUKKN Y36EeKMCcTaHa BTOPOH
NonoBUHbI XX BEKa. MHOro NieT cnycTs
O[IMH U3 YYEHUKOB Xy[OXHWKa 6yaeT
BCMOMWHATb, 4YTO «[1. BEHLKOB YAMBUTE/IbHO
BEPHO NOYYyBCTBOBAJS COJIHLIE, LIBET,
KpacKku Y36eKkuctaHa. OH nucasn WMpPOKUMHU
Mas3Kamu, npurosapusagd: “Jlosurte
rnaBHoe. MrHoBeHue nosute!”» [6, c. 145].
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Huropa figraposa
©36exkcmaH Pecnybrnukacsol fbliibiM akadeMusiCbiHbIH ©OHepmaHy uHcmumymsl

(TawkeHm, Y3bekucmaH)

XX FACbIPAAFbI ©3BEKCTAH KECKIHAEMECIHAE UMNPECCUOHU3MAIH KAJIbINTACYbI

AxpgaTna

©36€eKCTaH KecKiHaemeciHae UMMPECCUOHU3MHIH, KanbiNTacybl MEH faMyblH 3epTTey macenenepi
OTaHAbIK 6HEpP TapuXblHAaFbl 63€KTi Macenenepid 6ipi 6onbin Tabbinaabl. Makanaga XX Facbipaasbl
©36€eKCcTaH KecKiHaeMecCiHAe MMNPECCUOHN3MHIH KanbinTacy epekLueniri TangaHaabl. byn makanaHbiH
TEOPUSASIbIK XKaHE aicTeMenNiK Heri3i — eHep npobaemanapblH Xannbl GUNocodUabiK TYCiIHYMEH 6annaHbICTbl
FbIbIMUM ToCiNAepAi YCbIHATBIH LWeTeNaik XaHe 636€eK FanbiMAapblHblH, 3epTTeynepi. Tapuxu-TMNoNornanbiK
OHe canblCTbipMalbl TyXblpbiMAaManap, COHbIMEH KaTap XX FacblipAafrbl ©36eKcTaHAa KeCKiHAEMEHIH,
KasnblinTacybl MEH AaMyblHbIH, apHaibl TEOPUSbIK MacenenepiHe apHanraH. ABTop KecKiHaemeae e36eK
UMMNPECCUOHU3MIHIH reHEe3UCIH, COHAAaN-aK OHbIH GpaHLYy3 }oHe oOpbIC apinTecTepiMeH 6annaHbICbiH
KapacTblpagbl. [1. BEHbKOB NeH OHbIH, i36acapnapblHbIH, *KYMbICbl UMMNPECCUOHU3MHIH KanblNTacyblH
3epTTeyae welywi MaHbi3fa ne. Makanaga ©36eKcTaHaarbl MUMNPECCUOHM3M HETi3iH canyLibl CypeTLLiHiH
LWblFapMalLLbIbIK KOMbl, COHAAN-aK OHbIH YNTTbIK KECKIHAEMEHIH AaMyblHa acepi KapacTblpblnagbl.
TaKbIpbINTbIH 63EKTINIr 6acbiNbIMAaPMEH, KEPMENIEPMEH XaHe KOHbEPEHLMINAapMEH pacTanaabl, oHAa
MMMNPECCUOHN3MHIH YITTbIK HYCKaChl Typasibl Macene Ketepindi, <uMnpecCUoHUCTIK AYHUETAHbIM MEH
JYHUETaHbIM» aHblKTaManapblHa KaTbICTbl KarLWblIbIKTap *)yprizingi. «<beHbkoB—®PelwmnH. KyH acTbiHAafb!
OpblH» KepMenepiH yibimaacTblipy. OpbiC UMNPECCUOHM3M MYparkanblHaa TaFbl 6ip peT . BeHbKOBTbIH
UMMNPECCMOHU3MHIH 630€K HYCKaCblH KanbiNTacTblpyAafbl Pesii MEH MaHbl3blHa Ha3ap ayaapagbl.
MmnpeccrnoHnam XIX FacblpablH €KiHLLI *apTbiCbiHAAFbI PPaHLy3 KECKIHAEMECIHAEr KepKeMiK 6aFbIT
peTiHae XX Facbipfarbl KONTEreH YNTTbiK MEKTENTEPAIH AaMyblHAa OpacaH 30p pen aTkapabl. ©36eKcTaH
KecKiHgemeciHae 1. BeHbKOBTbIH, }KYMbICbl YITTbIK UMNPECCUOHM3MHIH, KasbiNTacybl MEH AaMYbIHbIH, LWeLYLi
coTTepi 60nabl. OHbIH XYMbICbl }XoHEe BEHbKOBTbIH, UMMNPECCUOHUCTIK NPUHLMMTEPI OHbIH CTYAEHTTEPI MEH
i36acapnapblHbIH XYMbICTapblHAA XKanfacblH TanTbl.

Tipek ce3paep: [1. beHbKOB WbIFapMallblbIFbl, ©36€KCTaH KeCKIiHAEMECI, Nen3arK, MOPTPET, KECKiHaeMe,

dopmaLns, UMNPECCUOHN3M, peannam, nieHap, XX .

Nigora Yadgarova
Art Institute of the Academy of sciences of Uzbekistan
(Tashkent, Uzbekistan)

FORMATION OF IMPRESSIONISM IN PAINTING OF UZBEKISTAN IN 20TH CENTURY

Abstract

Introduction: the issues of studying the formation and development of impressionism in painting in
Uzbekistan are among the most relevant in the national art history.the article analyzes the specifics of
the formation of impressionism in the painting of Uzbekistan in 20th century. Methods: the theoretical
and methodological basis of this article is the research of foreign and Uzbek scientists who offer scientific
approaches associated with a General philosophical understanding of the problems of art. Historical-

typological and comparative concepts, as well as dedicated to special theoretical issues of the formation and
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development of painting in Uzbekistan of the twentieth century. Results: the author explores the genesis of
Uzbek Impressionism in painting, as well as his connection with French and Russian counterparts. The work
of P. Benkov and his followers is crucial in the study of the formation of national impressionism. The article
examines the creative path of the founding artist of Uzbek impressionism, as well as his influence on the
development of the national painting of Uzbekistan in 20th century.

Discussion: the relevance of the topic is confirmed by publications, exhibitions and conferences, which
raised the issue of the national version of impressionism, polemics were conducted over the definitions of
“impressionistic worldview and worldview”. Holding of the exhibition “Benkov—Feshin. A place in the sun” in
the Museum of Russian impressionism once again focuses on the role and significance of P. Benkov in the
formation of the Uzbek version of impressionism. Conclusion: impressionism, as an artistic trend of French
painting in the second half of the XIX century, played a huge role in the development of many national schools
of the XX century. In the painting of Uzbekistan, the work of P. Benkov became a key moment in the formation
and development of national impressionism. His work and the principles of Benkov’s impressionism were
continued in the works of his students and followers.

Keywords: creativity of P. Benkov, painting of Uzbekistan, landscape, portrait, painting, formation,

impressionism, realism, plain air, XX century.
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BHEJIPEHUE
COBPEMEHHbIX
TEXHOJIOTMH

B MPOLIECC

¢

PEDAGOGY

MPHTH 18.45.01

OBYYEHUA
g%ll( 17 6(.)4?77940/cajas.v514.284 pE)l(l/l CC EPOB -
XOPEOI'PA®OB

B BY3AX KASAXCTAHA

JIIOAMUJIA HUKOJIAEBA, AHUTIA KYCAHOBA !

! Kazaxckast HallHOHaJIbHAs aKaleMHsl HCKYCCTB
um. T. K. JKyprenosa (Anmatsl, Kazaxcran)

BHE[JPEHUE COBPEMEHHbIX TEXHOJIOrM#X B MPOLIECC OBYYEHHUSA
PEXXUCCEPOB-XOPEOIPA®OB B BY3AX KASAXCTAHA

AHHOTauMA

B ycnoBusix BCE 60nee Bo3pacTalollen KOHKYPEHLMK cpeam TBOpYECKUX By30B Ka3axcTaHa 3a
npaBo 06yyaTb CTYAEHTOB MO CreunanbHOCTH «peUccypa xopeorpadum» HeManoBaXHoe 3HavYeHue
npuobpeTaeT BHeAPEHMNE B NPOLECC U3YHEHUS KOMIIEKCA XopeorpadruiecKnx AUCLUMNINH COBPEMEHHbIX
TEXHONOrn 06yy4eHuns. ITO NO3BOIUT AOCTUYb BECOMbIX PE3YNLTaTOB B Ae/e BOCNUTAHWUS HE TONbKO
rpaMoTHOrO cneumanncTa B 06/1acTi TaHLEeBalbHOI0 MCKYCCTBA, HO M BbICOKOMPOPECCUOHaNbHOIo
pexunccépa-xopeorpada. OCHOBON METOAONOTMM NOCYKWUIM TPYbl MO OGLLEN PEXMUCCYPE, pexunccype
xopeorpaduu, nccnegoBaHusa B 061aCT COBPEMEHHBIX UHHOBALMOHHbIX TEXHOMOMMI, Hay4YHble pa3paboTKm
BUAHbIX Ka3aXCTaHCKMUX Y4EHbIX, paboTbl y4e6HO-METOANYECKOro HanpaBneHus negaroros KazaHANU
um. T. K. XKypreHoBa. bbinu BbiiBNEHbI 1 CTPYKTYPUPOBaHbI OCHOBHbIE COBPEMEHHbIE TEXHONOIMMK, Hanbonee
ycrnewHo NpuMeHsemble B npouecce 06y4eHNs 1 BOCNUTaHMS ByayLMX peXMUCCEPOB-Xxopeorpados,
PacKpbITO UX coAepraHMe n 0603Ha4YeHbl OCHOBHbIE NPU3HaKK. Ha 3Ton ocHoBe pa3paboTaHa UToroeas
Tabnmua, N03BOASIOWAs HArAAHO NPOCNEANUTb NOCNEeA0BaTEIbHOCTb MPUMEHEHUS TEX UIIU UHBIX TEXHONOMUN,
a TaKKe Te NPU3HaKM, KOTOPble XapaKTePMU3YIOT TOT AN MHOW BMA MHHOBALMN. [IMCKYCCUOHHbIN 610K
npeacTaBieH CPaBHUTENbHbLIM aHaIM30M O MOMIOXKEHUM AeN B 3anajHblX MHHOBALMOHHbIX CUCTEMAX
N3y4YeHns xopeorpadum n oTe4ecTBEHHbIMMU MOAXOAAMM K BHEAPEHUIO TEX UM UHbIX MeAarornyeckmnx
TexHoornn. TakKe npoaHannM3npoBaHbl 06U KMe pes3ybTaTbl UCCeA0oBaHUs. B 3aKnoveHnn gatotcs oobwmne

BbIBObl O I'IpOBeLI,éHHOM ncenefoBaHuu, yKasaHa ero npaktuyeckas 3Ha4mMmocTb. [peasioxeHbl OCHOBHbIE
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nyTH peleHnsa HacyLHbIX BOMPOCOB MO Hanny4vwemy UCrnosib30BaHUIO COBPEMEHHbIX Nejarorn4eckunx un

MHHOBALIMOHHbIX TEXHOMOTUI B AeNie 06y4eHNUs 1 BOCMUTAHUSA GYayLLIMX PEUCCEPOB-XOpeorpadoB. TaKkKe

HameyeHbl JanbHenLwme NepcneKkTuBbl Mo N3Yy4EeHUIo [aHHOM Npo6remMaTUKM.

KnioueBble cnoBa: xopeorpadus, 6aneTtMencTepckoe NCKYCCTBO, PeXMccep-xopeorpad, yHe6Ho-

BOCMUTaTENbHbIM NPOLECC, COBPEMEHHbIE TEXHONOIMN.

BBepeHue

B HacTosILIEE BpPEMS, HA COBPEMEHHOM
3Tane pa3BUTUSA UCKyccTBa Pecnyb/inKu
KazaxcTaH, ¢ y4ETOM BCex MpPOoLLECCOB,
NMPOUCXOASLLNX B KYNbTYPE U chepe
06pa3oBaHnd, HEMaoBaXKHOe
3Ha4yeHue NpruobpeTaeT peLleHne
npo6nembl 006y4eHUS 1 BOCNUTAHUSA
BbICOKOMHTENIEKTYaSIbHbIX, BCECTOPOHHE
pa3BUTbIX JIMYHOCTEN, CMIOCOBHbIX
K peann3aLunmn CBONX TBOPYECKUX
3aMbIC/10B, CAMOCTOSATE/IbHOMY PeLLEHUIO
BO3HUKalOLWWMX nepes HUMKU NpobneM ¢
NPUMEHEHWEM HOBbIX MOAXOA0B K caMOMy
npoLeccy TBopYeCcTBa M YMEHUIO CO31aBaTb
BbICOKOXY/OXEeCTBEHHbIE NPOM3BEAEHUS
UCKyccTBa. BCE 310 B NonHom mepe
MOXHO OTHECTU K Xopeorpadunieckomy
06pa30BaHuIo, K NPOLIECCY BOCMUTAHUSA
MONOAbIX PEKMUCCEPOB-XOPEOrpadoB.
OaHako cnefyeTt OTMETUTb, YTO, XOTS Ha
JaHHbIX MOMEHT COBCTBEHHO MpoLLecc
06y4eHus CTyAEHTOB MO cneLmnanbHOCTH
yXKe oTnaKeH, 6yay4m oCHOBaHHbIM
Ha MCMNOSIb30BaHUKN HayYHbIX U
METOANYECKUX Pa3paboToK B 3TON obacTy,
COBpPEMEHHOE pa3BUTHE OTEYECTBEHHOIO
xopeorpapuryecKoro MCKyccTea
TpebyeT Hapsay ¢ TPaAULMOHHbIMMU,
anpobupoBaHHbIMKM METOAAMM U
npMémMammn BHeaPEHUS B CUCTEMY BbICLLIETO
xopeorpadnyeckoro o6pasoBaHust HOBbIX,
COBPEMEHHbIX TEXHONOM M.

Ha ceroaHslWHMI AeHb 3TOT BOMPOC
CTOUT TeM 60onee 0CTPO, YTO UCMOJIb30BaHKE
COBPEMEHHbIX METOA0B 00Y4YEHMS U
BOCMUTaHWUS BYaYLLMX PEXXUCCEPOB-
xopeorpadoB B TBOPYECKMX By3ax
Pecnybnunkn KazaxctaH, BHegpeHue
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B y4eOHO-BOCNMUTaTENbHbIM NPOLECC
MHHOBALIMOHHbIX TEXHONOIMIM ABNSETCS
OAHWUM U3 YCNOBWMN JanbHENLLIEN YCMELHOM
PabOoThbl MONObIX OTEYECTBEHHbIX
6aneTtMencTepos.

Cenyac yxxe HeocrnopMmbIM BASIETCA TOT
daKT, 4TO NpoLLECC AaNbHENLLIErO Pa3BUTUS
OTEYECTBEHHOW PEXMUCCYPbI B LIESIOM U
peXMccypbl xopeorpadmm B HaCTHOCTU HE
MOXKET ObITb YCMNellHbIM 6€3 TWaTebHOro
aHa/mM3a ToM Hay4YHoW 6a3bl, KoTopas
JIEXWT B OCHOBE N1060r0 TBOPYECKOIro
npouecca. M 3aecb Hy»KHO roBOPUTb
0 TOM, 4YTO C yBeNM4YeHnem o6bEma
MHdOPMaLIMM NOCTAHOBOYHbIN MPOLIECC
nepenayn pexumccépamm BCcen nanuTpsbl
TaHUEBaNbHOIO MCKycCTBa BCE 60/blUe
YCNOXHSAETCS. BnnoTHyto BCTan BONpoc
0 NoBbIWEHNN 3IGPEKTUBHOCTU JAHHOIO
npouecca. 3To KOCHYN0Cb Kak 06/1acTu
PEXMCCEPCKOro NCKYCCTBA, TaK
N pPEeXMCCYpPbl Xopeorpadpuu.

OpHaKo BMeCTE C YC/OXKHEHMEM
TEXHUYECKOMN CTOPOHbI PEXMCCEPCKO-
NMOCTAaHOBOYHOIO NpoLecca BO3HUKNA
npob6nema BHeApPEHUs 60nee HOBbIX,
COBPEMEHHbIX METOA0B M NPUEMOB
npu Co34aHnK yCreLHbIX MPOEKTOB B
obnacTu xopeorpadmn4ecKoro MCKycCTBa.
Ho co3agaHune TakMx NPOEKTOB — Aeno
He 0HOro AHA. baneTmencTep A0/KeH
ObITb FOTOBbIM K OCYLLECTB/IEHWIO CBOETO
3amblcna, BOOPYXEH NpUHLUMNaMu
PEXMCCEPCKOro MacTepcTBa, 3HaTb
Hay4YHble OCHOBbI CBOEN AEATENTbHOCTH.
be3s TwatenbHon npeaBapuUTenbHOM
NOAroTOBKK, @ UMEHHO 6e3
NPOXOXKAEHUSA Kypca 00y4eHNs B By3e
Mo COOTBETCTBYIOLLEN CNEeLManbHOCTH,
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HEBO3MOXHO MOCTUYb BCE BbICOTHI
6aneTMeNCTEPCKOro NCKyccTBa.
CnepoBartenbHO, HemManoBaxHoe 3Ha4yeHue
npuobpeTaeT BHeAPEHWE B NPOLECC
N3y4yeHust KOMMeKca xopeorpadmnyecKux
ANCUMMIIMH COBPEMEHHbIX TEXHOOM MM
06y4yeHus. ITO MO3BOJIUT I0CTUYb
3Ha4uTESIbHbIX PEe3yNbTaToB B Aese
BOCMUTaHWS BbICOKOMPOPECCUOHAIbHOO

N KOHKYPEHTOCMOCOBHOIO peXMnCCEpa-
xopeorpada. 3aech, B Ka4ecTtse
Heo6X04MMOro OTCTYNJIeHUs, cneayeT
CKas3aTb O TOM, 4TO 6aNeTHOE MCKYCCTBO
BOOGLLLE W TaHUEeBalIbHOE UCKYCCTBO
KazaxctaHa B HaCTHOCTM Hepa3pblBHO
CB$13aHO C YCTHbIM HapOAHbIM TBOPYECTBOM,
[AEKOPaTUBHO-MNPUKNAAHBIM UCKYCCTBOM,
KOCTIOMOM, 06psfjaMn, OKa3aBLINMU
onpeaenéHHoe BIUSIHUE Ha NNEKCUKY,
XYOOXKEeCTBEHHO-06pa3HoE cofeprkaHne
TaHLa, onpegensowmne TeMaTuky,

CIOXETbI, NIAaCTUKY xopeorpadum [1].
lMoatomy BHeApeHME COBPEMEHHbIX
TEXHUYECKUX MHHOBaLMM B chepy
pexxunccypbl xopeorpadun AOSIKHO

ObITb KaK MOXXHO 60/ee rTMbKumMm,
Pa3HOCTOPOHHUM. 3TO 1 HOBblE TBOPYECKME
ngeu, n obpasoBaTtesibHble MPOLECCHI,

M COBPEMEHHbIE CPELCTBA, U METOLMKHM
06y4yeHus ByayLLMX PEKUCCEPOB-
xopeorpados, K, KOHEYHO XKe, MONyYEHHblE
peaynbTathl, B3ATble B €AUHCTBE. TOSIbKO

B TAKOM CJly4ae MOXHO roBOPUTb O
KayeCTBEHHOM COBEPLLIEHCTBOBaHMMK
COBPEMEHHbIX METOAOB 06Yy4eHUA

OyayLLMX PeXXMCCEPOB-XxopeorpadoB Ux
6aneTMencTepcKkoMy MacTtepcTy [2].

MeTtoab!

Cneayet OTMETUTb, HYTO K HAcTosILLEMY
BpemMeHu B KazaxctaHe HaKomnneH
[OCTaTO4HO 60JIbLLOKM OMbIT Hay4YHbIX
ncenenoBaHui no npobnemam 06y4eHus
W BOCMUTaHUS PEXMCCEPOB-XxopeorpadoBs
HOBOW popMaumnn. N3gaH psg TpyLoB
KaK TeopeTU4eCKOon, TaK U y4eBHOo-

METOAMYECKOWM HanpaBneHHOCTN. BmecTe ¢
TEM Ka3axcKue 6anetMmencrephbl TwaTebHO
n3y4aloT 6oraTteniuee Hacneame MMpoBOro
PEXMCCEPCKOro UCKYCCTBA M, B YaCTHOCTH,
Hay4Hble TpyAbl, NOCBSALLEHHbIE PA3/IUYHbIM
acrnekTam pexuccypbl. bonblioe BHUMaHWe
yaenseTcs aHanusy paboT no oobluen
pexuccype, pexuccype Teatpa u KMHO,
IPYrMM BUAaM PEXMUCCEPCKOro MacTepCcTBa.

TakK, B patote A. C. PaxumoBa
«MacTepcTBO pexunccépar [3] onmcaHbl
pesynbTaThbl Hay4HO-UCCNeaoBaTEbCKOM
paboThbl MO U3YYEHWUIO OCHOB PEKMUCCEPCKON
npodeccuu, B Xoae KoTopom bbina
npeanoxeHa cuctema 06yyYeHms u
BOCMUTaHUS MONOAbIX PEHMUCCEPOB-
NOCTaHOBLMKOB. B KHMre «MacTepcTBO
aKTépa M perncceépar noa peaaKkumen
b. E. 3axaBbl [4] 0606LeH 60/bLLOK
NPaKTUYECKNIN OMbIT PEXUCCEPCKOM PaboThl
Mo CO3AaHUI0 Pa3MYHbIX KOMMO3ULINK
W LeNbIX TeaTpasibHbIX NOCTAHOBOK.
Kpome Toro, noagpo6HO paccMaTtpuBaeTcs
cofiepXaHue 3aHATUI NO PEXMUCCEPCKOMY
MacTepcTBY, BK/Il0OYas BONPOCHI No y4ebHO-
TPEHUPOBOYHOM paboTe 1 penepTyapy,
METOAMYECKME NPUEMbI, 0OYCNOBNEHHbIE
cneumorKom 3Toro Bnaa TBOPYECTBA,
opraHn3aunoHHble GopMbl paboThbl C
TBOPYECKMMU KONIEKTUBAMM.

B yue6HO-MeTOANYECKON pa3paboTKe
J1. B. byxBoctoBow 1 C. A. LLLeKOTUXMHON
«Komnosnumsa 1 noctaHOBKa TaHLa»
[5] aBTOpPbLI NOAPOBHO paccMaTpMBaloT
nNpo6aemMbl, BO3SHUKAOLLME Y PEKUCCEPOB
npu co3gaHum xopeorpadun4yeckoro
npousBeaeHus. ABTOPbI, aHaNTU3UPYS
CNOXMBLUMECH B XO[€ NCTOPUYECKOIO
pa3BUTUA GOpPMbl 6aNeTMENCTEPCKOro
TBOPYECTBA, MPUXOOST K BbIBOAY, YTO MX
MeToAnKa TpebyeT Hay4HOM pa3paboTKu.

N3 paboT, NocBALWEHHbIX NpoLeccy
BOCMUTaHWS MONOAbIX PEHUCCEPOB-
xopeorpadoB, cneayet OTMETUTbL B NEPBYIO
oyepeab Takme 6a30Bble YHEOHUKM,
KaK «McKyccTBO 6aneTmencrepar» [6] n
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«3anucKn banetmenctepar [7]. MHTepec
npeactaBnsaet n pabota 0. M. BuHorpagosa
«Mosi cuctema 6aneTHoro o6pa3oBaHUs»
[8], B KOTOpOK paccmMaTtpmBatoTcs BOMPOChHI
GopMMpOBaHUA TBOPYECKOM JIMYHOCTU Ha
OCHOBE aMepUKaHCKOW 6a/IETHOM CUCTEMBI.

ATanHbiM MOXHO Ha3BaTb TPy
«TBOpYECKME MPUHLMIMBI BaneTMencTepoB
COBETCKOW xopeopambl» (COCT.
P.T. BonogyeHKoB) [9], B KOTOPOM
060CHOBbIBaETCH HEOOBXOANMMOCTb U3YHEHUS
TBOPYECKOro Hacneams BblAatoLLIMXCS
PEXMCCEPOB-X0peorpadoB, KOTOPbIM
noJ CuUy CTaBUTb M pellaTb MHTEPECHbIE
TBOPYECKME 3a7a4m, co3aaBaTb
CaMOCTOSITENbHbIE NPOrPaMmbl U KOHLEPTHI.
MpUHLMNbI, METOAbLI U COAEPKaHME,
penepTtyap AeATeNbHOCTN TaKUX
6aneTMencTepoB NoAPO6HO M3naratoTcs B
JaHHOM U3AaHUMN.

bonbLuon crnexkTp npobaem B
06/1aCTN COBPEMEHHOIO PEKMCCEPCKOro
MacTepcTBa paccMaTpUBaETCs TaKKe
W B Hay4YHbIX TPyAax U METOANYECKMX
Noco6ursax OTEHECTBEHHbIX PEXKUCCEPOB-
xopeorpadosB. TaK, B KHurax b. I. AtoxaHoBa
«Mown 6anet [10] n «bnorpacdus 4yBCTB»
[11], BbINYLEHHbIX B CBSI3X C PaCTyLLMM
MHTEPECOM K xopeorpadpuryeckomy
WCKYCCTBY U BO3POCLINMMU TPEOOBAHNUSIMHU
K CLLeHMYecKom xopeorpaduun, nogpobHoO
N3N0¥EHbl OCHOBHbIE MPUHLIMMbI
6aNneTMENCTEPCKOro NCKyccTBa. B aTux
paboTax onMcaHbl He TOJIbKO pesynbraThl
MHOroneTHen paboTbl MacTepa B yCNOBUSX
npodeccuoHasnbHOro TaHLEeBaNibHOIO
KO/NNEKTUBA, HanpaB/eHHble Ha peLleHne
3a4ay no GopMMpPOBaHMIO HaLMOHaNbHON
MYy3blKa/lbHO-TaHLEBaIbHOW KyNbTypbl.
ABTOp paccMmaTpMBaET TaK¥Ke BOMpPOChI
MCMoNb30BaHMs HOBENLLNX METOOB U
NPUMEMOB B paboTe pexxnccépa-xopeorpada
¢ 6yaylwimmm 6anetTMencTepamMu.

B xone vccnenosaHus Bornpoca 06
0COBEHHOCTSX 06Y4YEHNUS U BOCMIUTAHUS
MOJ00M Ka3axCTaHCKOW PeXMnCCcypbl
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xopeorpaduu c NpUMEHEHNEM
MHHOBALMOHHbIX TEXHONOMMIK HAaMK BblSTN
N3y4YeHbl U MpoaHannM3npoBaHbl PpaboThbl
pas/inyHbIX aBTOPOB. PellieHne 3Toro
BOMpPOCa 0COOEHHO BaXHO CEro/iHs,
NMOCKONbKY UMEHHO cenyac 0Te4eCTBEHHOE
6a/leTMENCTEPCKOE NCKYCCTBO BECbMa
BbICOKO OLlEHMBAETCH Cpeaun 3apybemHblX
Konner. Tak, B ctatbe «The ethnogenesis

of the Kazakh dance» Ka3axctaHcKu1e
nccnegoBaresiv Nog4yepKnBaloT: «Y4uTbiBas
nocneaHMe HoBaToOPCKMUE NOCTUKEHUS
6aneTHbIX TeaTPoB M Ka3axCTaHCKMX
pexxmnccepoB-6aeTMeNCcTepoB Ha
HaLlMOHaNbHYO TEMaTUKY, MOXHO

clienaTb BbiBOJ, 0 60/IbLLIOM PE30HAHCEe
Ka3axCTaHCKOro UCKycCTBa U MUPOBOM
NPU3HaHWN KaK KyNbTYPHOM LIMBUAM3ALIMN, C
YHUKanbHOM NIaCTUKOM U HaLMOHaNbHbIMU
TpaauUMOoHHbIMK dopmamm» [12; 340].

NHTepeCHbIMM C NO3ULIMKU HaLLIero
nccnenoBaHUs ABASIOTCS TPYAb
[. ®petapa [13] 1 M. deBpa [14]

0 pa3BUTUM HOBbIX TaHLIEBaIbHbIX

dopm B TeaTpasibHOM UCKYCCTBE 1
Pa3HOBUHOCTAX PEXUCCEPCKOM

paboTbl XopeorpadoB B ApamMaTUiECKUX
TeaTpaXx. B 70 Xe BpeMs HapaBHe C 3TUM
pasBuUTUE IKCMEPUMEHTASIbHbIX MOUCKOB
YyBCTBEHHOIO BblPaXeHUs BHYTPEHHETO
COCTOSIHWUS YeNI0BEKa, ero ayluu B
NposiBNeHUM HaLMoHabHbIX 06pa3oB
pacKpbIBalOT 601ee abCTPaKTHbIE MPaHULIbI
BbIpaXKEHUS PEXUCCEPCKNX HOBALIUNA.

K. battepBopT v J1. Bunbawyt
rOBOPST O Pa3BUTKK XopeorpadrUyecKoro
HanpasneHus contemporary [15; 8],
O[lJHaKO He paccmaTpuBaloT BOMPOC O
TOM, KaK B YCNIOBUSIX BbICLUIEN LUKOJbI
MOHO rPaMOTHO BECTU 3aHATUS MO
3TOMY HanpaB/EHUIO Xopeorpadpuryeckoro
MCKyCCTBa C UCMONIb30BaHUEM
HOBENMLINX TEXHUK 06y4eHus. Bonpoc 06
MCNONb30BaHMM HOBENLLMX TEXHONOIMIA
KaK B npoLiecce 06y4eHnst U BOCNUTaHUS
OyayLInx pexuncceépoB-xopeorpadoB, Tak
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N B UCKYCCTBE PEXMCCYPbl Xopeorpadpum
He HoB. O6 oboralleHnn TPpaanLMOHHON
PEXMNCCYPbl COBPEMEHHbLIMU TEXHUKaMMU
roBopunoch ellé B 60-e rofbl NpoLwaoro
BeKa. Tak, B COBMECTHOM paboTe

[A. T. AbupoBa 1 A. UcmannoBa «Kazaxckue
HapoAHble TaHLUbl» [16] 0606uaeTcs
METOAMYECKMM U y4EeOHbIN MaTepuar
pasHbIX 3TanoB pasBUTUS HaLMOHaNbHOIO
xopeorpapuryecKoro TBOpYeCTBa,
npeanaraeTcs onTMMasibHoe COOTHOLLEHWE
3/IEMEHTOB U ABUMXEHUI Ka3axCKoro TaHua
1 BNEePBbIE — 3/IEMEHTOB COBPEMEHHbIX
Ha ToT nepuof (60-e roabl XX BeKa)
TaHLUeBaNbHbIX cTUNen. OBOCHOBLIBaETCS
HOBbIW NOAXOA K PEXUCCYPE Ka3axCKOoro
TaHLUa, onuparLWwmnncs Ha UTorn Bcemn
npeaLwecTBYOLIEN UCCIeA0BaTENbCKOM

N 3KCNepuUMeHTalbHOM PaboTbl.
HemanoBakHbIM B NiaHe U3y4YeHuns
MPUHLIMNOB PEXUCCYpbl xopeorpadun
ABNSFETCH TaKKe y4ebHO-MeToaNYecKoe
noco6ue I. Y. TyTknbaeBon «<McKyccTBO
6anetmencTepar [17], B KOTOPOM He
TOJIbKO M3naratTcs 06LMe OCHOBbI
PEXMCCEPCKON NPODECCUN, HO M TLATENbHO
npopabaTtbiBalOTCS BCE 3Tamnbl paboThbl

Haj co3aaHnem xopeorpaduyecKkmx
NPOU3BEAEHNI PA3NNYHbIX CTUEN

W HanpaBfieHWM C UCMONb30BaHWEM
nocneaHux JOCTUXKEHUN HAYKN U TEXHUKM.

Pe3ynbrartbl

PaccmoTpeB 1 npoaHann3nMpoBas
COCTOSHWE Aien Ha daKynsTeTax
xopeorpapum TBOPYECKMX BY30B
KazaxcTtaHa, a TakxXe pacnonaras Tem
OMbITOM, KOTOPbIV YXKe Obl1 HAaKOMJIEH
BblAAIOLWMMUCA OTEYECTBEHHBLIMMU
xopeorpadamMu-npakTMKkamu npoLLIoro,
MOXHO KOHCTaTUpPOBaTb, YTO Nefaror,
BelyLine B HAcTOSALWMIM Nepuos BPpeEMEHHN
3aHATUA MO CneLmanbHOCTU «perrmccypa
xopeorpadum» B CUCTEME BbICLIEN LLKOJIbI,
He Bcerfa B OCTaTO4YHO MNOJIHOM Mepe
YMeIoT co4eTaTb Hacneame npoLsioro, onbIT

BblAAOLIMXCS OTEYECTBEHHbIX PEKMUCCEPOB-
xopeorpadoB ¢ COBPEMEHHbIMMU
TexHonornsamu. Takas cuctema o6y4eHus
xopeorpadum BecbMa aKTyanbHa Ha
HacToALWMI Nepno BpeMeHn B AKageMunm
nckycctB uM. T. K. MKypreHoBa, NOCKONbKY
BCE 3aHATWS B HACTOSALWMWIW NepMNo] BpEMEHHU
NPOBOAATCS B PEXUME OHNIAMH.

Haww negarorn-xopeorpadbsi
ceryac HanpsiMyto CBA3aHbl C TEM
06CTOATENIbCTBOM, YTO Ha 3aHATUSAX
KoMMeKca xopeorpadmnyecKux ANCLUNINH
BCE Yalle 1 BO BCE 60JblLEM 0OBEME
UCMONb3YIOTCS Pas3INYHble UHTEPHET-
nopTasbl, BUAEO- M ayano3anmcu.
TpaAnLMOHHbIE YPOKM yCNELHO
COYETalOTCH C CUCTEMOW 3aHATUIN B
pexunme oHnarH. M xoTs coBpeMeHHble
CTYAEHTbI, 0Oy4aloLLMECH PEKMUCCYPE
xopeorpaduu, OT/IMYHO pa3bupatoTcs B
HOBENLLMX MHDOPMALMOHHbIX TEXHONOTUSAX,
OAHAaKO OHM He B NOMHOM Mepe BnaaetoT
COBpPeMEHHbIMW 06pa3oBaTe/lbHbIMU
TEXHOSIOrMSIMU. B 3TOM MM Npu3BaHbl
NoMoYb B NepPBY0 04epeab NpenojaBaTenu
NpodUNbHbIX XopeorpaPpuyecKnx
JVUCUMMNIINH, KOTOPbIE AOMXKHbI YCMELLHO,

a rmaBHoOe, rPaMoTHO NPUMEHSATb 3TU
TEXHOSIOTMW B Aene BoCNUTaHus 6yaymnx
pexxnccépoB-xopeorpados.

Mbl NpeKpacHO CO3HaAéM, 4To ntobas
co3HaTefNbHasi, Hay4HO 060CHOBaHHas
[esiTeNbHOCTb, B TOM YMCe 1 B 061acTu
pexxunccypbl xopeorpadun, npeactaBnseT
co60 CTPOro onpeaenEHHy0 CUCTEMY,

B KOTOPOW OONKHbI 1IOFTMYECKH

rPAaMOTHO COYETaTbCS IMYHOCTHbIN

W KONJIEKTUBHbIN TPy, Hacneane
BblAatowWwmnxcs 6aneTMencTepos m
COBpPEMEHHbIE METOAbl 06y4eHUs
PEXMCCEPCKOMY UCKYCCTBY. M 3aeChb Mbl
BMJIOTHYIO NOAXOAMM K BOMNPOCY O TOM, KaK
npaBuWbHO U FPAaMOTHO NMpenoaaBaTenu
NPOPUNbHbLIX XopeorpadnU4ecKmnx
AVUCUMMNIIMH AOMKHbI BHEAPATb B NMpoLecc
06y4eHns U BOCNUTaHKUS ByayLmX
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pexncceépoB-xopeorpadoB COBPEMEHHbIE
WHHOBALIMOHHbIE TEXHOMOMMW.

M HacKonbKO onpaBAaHHO MCMOJIb30BaHWe
HOBENLLMX METOAOB M NPUHLMMOB B
xopeorpapmyeckom o6pa3oBaHuUM.

3TOT BOMPOC BeECbMa aKTyaseH ans
OTEYECTBEHHOM PEXKMCCYPbl XOpeorpaduu,
NMOCKOJIbKY COBPEMEHHbIE TEHAEHL MM
NPOHKWKAIOT aXKe B TakMe, Kasanoch Obl,
He3bl6emMble 06/1aCTU UCKYCCTBA, KaK
Knaccuyeckas My3blKa W KNacCUYeCcKni
HaLWOHaNbHbIN Ganer.

Mpu 06CyKaAEHNN JAaHHOIO BOMpoca
NS Hac 04eBUAHbIM CTan TOT PaKT, yYTo
CEroflHA PeXMCCEpPDI, paboTatoLine B
CTWUS1e HaLMOoHaibHOW xopeorpadun,
JIOMKHbI NMPUNOXKNUTL BONbLINE YCUNUS Ans
NPU3HAHUSA 3TOW CTUINCTUKKU 3a PyOEKOM,
rae BcE 6osbluee pacrnpocTpaHeHne
nosyyatoT TaK Ha3blBaeMble
«CUHTETUYECKME» XaHpPbl.

BCcE e Henb3s He 3aMEeTUTb, YTO
TBOPYECKME NPOEKTbI OTEYECTBEHHbIX
OaneTMENCTEPOB, Ka3axCTaHCKoe
xopeorpapuyecKkoe UCKYCCTBO,
0CO6EHHO NMpoM3BeaeHNs, CO3aHHble
Ha HaLUMOHaNbHYIO TEMATHKY, MOKa
ocTatotcs (No 60/blUen YacTu) B
paMKax TPaaMLMOHHOIO KNacCUYecKoro
CLEHNYECKOro NocTpoeHms. Mbl nonaraem,
YTO ANK TOro, YTOObI Hallle TaHLEBaNbHOE
NCKYCCTBO Obl10 MU3BECTHO, MOMNYASPHO U
BOCTpe60OBaHO BO BCEM MUpPE, YTOObI OHO
JIOCTUINIO MEXAYHAPOAHOIro NPU3HaHKS,
TpaAMLMOHHbIE MOAXOAbl B pEXUCCYpe
xopeorpadum JOMKHbI COYETATLCH C
3KCMNepPUMEHTaNbHOM METOAMKON N HOBbIMM
NnoMcKamu B 061acT 6aneTMENCTEPCKOro
UcKyccTBa. «CoBpeMEHHbIN TaHEL, MOXET
ObITb TO/IbKO PEBOMOLIMOHHbIM», — CYUTAET
dpaHLy3CKUI UCKyccTBoBe HaKnH
Po6uHCcoH [18, c. 15].

Mexay TeM MaccoBoe BHepeHne
WHHOBALIMOHHbIX TEXHONOMMI B
ob6pa3oBaTe/ibHbIM NPOLIECC HE TONbKO
B 06/1aCTK xopeorpaduu, HO U BCEN
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CUCTEMbI BbICLIEN LLKOJIbl HAYaNochb
naBHo. Eweé B 1960-x rogax nossBUINCH
nepBble 06pa3oBaTe/ibHblE CUCTEMBI,
CO3/laHHble Ha OCHOBE HEN3BECTHbIX
TEXHOJIOMMYECKUX MPUEMOB M METOOB
06y4eHus. K Hanbonee N3BECTHbIM
pa3paboTynKam TaKUX MHHOBaLMOHHbIX
cucteM oTHocaTes XK. Kapponn, . bpyHep,
0. J1. BabuHckun, B. U. becnanbko. Cpeaun
Ka3aXxCTaHCKMX aBTOPOB MOXHO Ha3BaTb
M. X. bantabaeBa, C. A. A6abiMaHanoBa

n ap. Co6CTBEHHO roBOPS, YTO BXOANUT

B MOHSATUE «COBPEMEHHbIE TEXHOJIOMMHU
npenojaBaHus»?

CaMo CroBO «TEXHOJOMUsI», ECIIN €r0
NepeBECTH C FPEYECKOro, eCTb HE YTO UHOE,
KaK «MCKycCTBO». COBPEMEHHbIE Y4EHbIE
TPaKTYIOT ero Kak COBOKYMHOCTb METO0B
M3roToBfIEHMS, 06PaBOTKN, MUBMEHEHUS
CBOMCTB 4ero-n1Mbo, Kakoro-nmbo
MaTtepuana. 3TM MeTobl NPUMEHSIOTCS
1 OCYLLLECTBASAIOTCA B npoLiecce
NPOM3BO/CTBa KOHEYHOro NPoayKTa. B
HalleMm cnyyae nog MHHOBaLUMOHHbLIMU
TEXHOJIOrMSIMM, UCMOJIb3YEMbIMW B
nene oby4eHunst U BocnuTaHns 6yayuimx
PEXMCCEPOB-Xxopeorpados, cneayet
NMOHUMaTb BECb KOMIMIEKC METOA0B U
NPUEMOB, HEOBXOAMMBbIX AN AOCTUKEHMUS
KOHEYHOW Lienun y4ebHoro npouecca —
BbINyCKa TaKUX cneLmnanmncToB B 06/1actm
6a/1eTMENCTEPCKOr0 UCKYCCTBA, KOTOpble
CMOTYT yCMNeLIHO KOHKYp1poBaTb Ha
MWPOBOM PbIHKE TPyaa.

CoBpeMeHHbIE TEXHOJIOMMK YCMNELIHOIo
06y4yeHus ByayLLMX OTEHYECTBEHHbIX
pexunccepoB-xopeorpadoB, Ha Hall B3Nk,
npeanonaratoT cneaytollee:

— BO3MOXHOCTb rpaMOTHOIO U
[03MPOBAHHOIO [IOMOJIHEHUS YIKe
CYLLECTBYIOLMX Hay4HbIX METOAMNK
npenogaBaHns y4e6HbIX ANCLMMIUH
xopeorpadryeckoro LnKia HoBbIMU
cpeactBaMmn 06yyYeHus;

— BbI6OP TOrO MM UHOFO COBPEMEHHOIO
oby4yatollero Metoja B COOTBETCTBUMN C
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LensiMu1, BO3MOXKHOCTAMU U YCIOBUAMM
COBMECTHOW AedATeNlbHOCTM Nneaarora u
CTyLEHTa;

— TaK KaK MHHOBAaLIMOHHAA TEXHOSIOMUS
— 9TO BHEApPEHUEe COBPEMEHHbIX METOA0B
npenojaBaHns B YKe C/TOXKMBLUYIOCSH
y4ebHyto cucTeMy, TO OHa nogpalymeBaeT
TaKne HOBOBBELEHMUS, KOTOPblE NOMOryT
NnoJly4nTb MaKCUMasbHO yNy4LlleHHble
pe3ynbTaTbl B NOArOTOBKE MOOAbIX
negaroros-xopeorpadoB HOBOW GOpMaLIUHK.

OcTaHOBMMCS Ha KaXKAoOM U3 3TUX
NyHKTOB 60/51€e€e NoAPOO6HO.

1. [lonofIHEHUE YrKE CYLILECTBYIOLLINX
Hay4HbIX METOAMK MpenojaBaHns y4ebHbIX
AVMCUMNINH XopeorpadrnyecKoro uuKna
HOBbIMM CpeacTBaMmn 06yHeHUs He
O3Ha4aeT, 4To nejaror JoJIKeH B34Tb 3a
npaBKIo Ha KaXkaoM U3 CBOMX 3aHATUM
NPUMEHATb MHHOBALMOHHbIE TEXHONOTUW.
BCé 3aBWCHT OT TEMaTUKM YPOKa, Hamuums
Ha JaHHbIM MOMEHT ONMpPeaenEHHOro
Habopa cnevucpeacTs, YPOBHSA MOATOTOBKM
CTyAeHYEeCKOW ayanuTopumn. MHoraa obbl4yHas
NneKkuus-6ecena MOXKeET ObITb abPEKTUBHEE
npocMoTpa Buageomarepuana c
NCMOJIb30BaHWEM KOMMbIOTEPHON rpaduUKHu.

2. [pu BbIBOPE OnpeaenéHHbIX METOA0B
nposefeHs ypoKa HeO6X0AMMO AenaTb
AKLLEHT Ha OCHOBHOM LEeNn 3aHATUS. Tak,
€C/IN LeSblo 3aHATUSA SBISETCA U3ydeHne
HOBbIX TAHLIEBa/IbHbIX ABUXEHW, TO
30eCb BO3MOXHO MCMNOJIb30BaHWE Takoro
COBPEMEHHOI0 MEeTOAa, KaK MeToj
NMpaKTU4EeCKOro NnoKasa Ha npumepe
NCMNONIHEHNS AaHHbIX XOpeorpadryecKmnx
3JIEMEHTOB JTy4LWWNUMU MUPOBbLIMM
ncnonHutensmu. B Takom cnyvae
npumeHeHne UKT 6yaeT NorMyHbIiM 1
onpaBAaHHbIM.

3. He Bce HOBOBBEAEHUSA MOTYT BbITb
OAMHAKOBO 3Ha4YMMbl 419 YyyLLIEHUS
npoLiecca 06y4eHNst PEXMCCEPCKOMY
MacTepcTBY B cepe xopeorpadum.
Mcrnonb3oBaHWe KOMIMbIOTEPOB, ayano- u
BUAEOTEXHWKM, ANCTAHLMOHHO yAaNEHHOE

00y4eHne — BCE 3TO ABNSETCA NULLb
BCrnomoraTte/ibHbIMW CpeAcTBaMu 41s
06y4eHns U BOCNUTaHKS ByayLmx
negaroros-xopeorpados. Ha nepsom mecte
3[0€eCb CTOUT NPUOBPETEHNE NMPAKTUYECKMX
HaBbIKOB, BblpabaTblBaeMbIX Ha OCHOBE
Hay4YHbIX UCC/IEAOBAHWI, a TaKXKe XUBOe,
HenocpeacTBeHHOE 06LEeHME U OOMEH
MHbOPMaLIMEN C neagarorom.

JTanbl BHEAPEHUS COBPEMEHHbIX
CUCTEM MpenogaBaHus AMCLMUMIUH
pPEXMCCEPCKO-Xopeorpadn4ecKon
HanpaB/EHHOCTW B TBOPYECKNX By3ax
Pecnybnnkn KazaxctaH, TaKnx Kak
Akagemus uckycctB uMm. T. K. KypreHoBa
B . AnmMatbl, AkagemMus xopeorpadum B
r. Hyp-CyntaH, pacnonaratoTcs B C/ieaytoLLen
nocnefoBaTe/lbHOCTU: TEOPETUYECKME
OCHOBbI NpenogaBaHus, NPaKTUYECKN
onbIT (NpenodaBaresfibCKas NpaKkTuKa),
nporpamMmmMa o6y4eHus, UHGOPMaLUOHHbIE
TEXHOIOTMN.

[Na DOCTUXKEHUS HaUyYLLNX
pesynsTatoB MOXHO BbIAENNUTL crefyloLune
COBpPEMEHHbIE MHHOBALMOHHbIE
TEXHONIOTUN:

1. UHdOpMaLMOHHO-KOMMbIOTEPHbIE
TeXHoNorunu, unu nHade UKT. C nx
NoMOLLbIO Npenoaasartesib nanaraet
y4eOHbI MaTepuall, UCnosib3ys pas/inyHole
npeseHTauuu, guarpaMmmbl, ayamo- u
BMAeodanbl, UHTEPAKTUBHbIE TEXHONOTMK
(MHTepaKTMBHble gocku). KT ¢ ycnexom
MCMONb3YIOT NPU AUCTaHLUMOHHOM CUCTEME
06y4eHus, Korga HET MHOM BO3MOXHOCTH
npenocTaB1Tb 06yHaloLLEMYCS HYXKHbIM
y4ebHbI MaTepuarn.

2. [IpoeKTHasa TEXHONOTUA, UK
METO[ NPOEKTOB. 31eCb BO3MOXHbI Ba
BapuaHTa: pa3paboTKa MHANBUAYaNbHOMO
TaHLEBa/IbHOro NMPoeKTa 1 rpyrnnoBou
npoekrt. [pn nepBom BapuaHTte
CTYLAEHT nosyyaeTt (Wnu npegnaraet
cam) Temy paboTbl U nocne eé
YTBEPXKAEHUA CaAMOCTOSATENIbHO ULLET
Ha4vanbHbIM MaTepuan ansd co3gaHng
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xopeorpapn4eckon KoMMNo3numn (Kak
INTepaTypHbIN, TaK U My3blKalbHbll),
pa3pabaTtbiBaeT METOANKY €€ COUNHEHMNS,

a TaKXKe aTanbl U NpaBuna paboTsl ¢
ncnosHutTensaMu. NMpu BTOPOM — YYaCTHUKM
NensaTcs apyr ¢ ApyroMm HapaboTKamu,
BMECTEe ONpeaenstoT TeMaTuKy, CTU/b,

YaHp co3gaBaemMoro xopeorpaduyeckoro
NpPOU3BeEHNS, BbIOUPAIOT My3blKy U
YyTBEPXKAAOT COCTaB UCMONHUTENEN, a
TaKXe pellatoT BO3HMKatoLLMe Npobembi.
Ho v npu nepBoM, 1 Npu BTOPOM BapuaHTte
NMPOEKTHON TEXHONOIMMKN HanpaBsoLwas
ponb negarora (PyKOBOAMUTENSA MPOEKTA)
oYeBUHa, MOCKOJIbKY YY4aCTHUKKN MNpoeKTa —
NnoKa CTYAEHTbl, U TOJIbKO HA4YMHaKOT
HapabaTblBaTb COOCTBEHHbIE NPAKTUYECKNE
HaBbIKW B 6a/IETMENCTEPCKOM
[eATeNbHOCTH.

3. NccnenoBatenbCKo-NoncKoBas
TEXHOMOTUS, UM TEXHOSIOMUS
NpoBeAeHNs y4eBHbIX UCCNEAOBAHUN.
[MaBHas Luenb — pa3BuTUe y ByayLiero
pexunccépa-xopeorpada cnocobHOCTH K
CaMOCTOSTE/IbHOMY TBOPYECKOMY MOUCKY
Hay4HbIX JaHHbIX U UX afibHelLlee
MCMoJIb30BaHWe B CBOEN NMPaKTUYECKOM
[eAaTeNbHOCTU. 3Ta TEXHONOMUS
npeanonaraeT NOCTaHOBKY U pelleHne
onpenenéHHbIX 3aa4 Ha OCHOBE
aHannsa MHopMaLnKn U3 pasHbix chep
3HaHWM, CMENKHbIX C Xopeorpadun4ecKnm
MCKYCCTBOM. BaKHbIM pe3ynsTaTtom MOXeT
cTaTb HanuMcaHue CTyAeHTOM CLeHapueB,
Hay4HbIX cTaTen Nno BbIGPaHHOW TeMaTUKE,
pa3paboTKa My3blKanbHO-6aneTHOM
JpamMatyprum Toro uin MHOro NpoeKTa.

4. B nocnegHee BpemMs LINPOKOE
pacnpocTpaHeHWe NosyyYnn Takom Bua
WHHOBaLMK B y4e6HOM MpoLiecce,

KaK TEXHOJI0rMs co31aHmsa neaarorom
COOCTBEHHOrO caunTa. ITOT BUA
COBpPEMEHHbIX TEXHONOMMM OYEHb BaXeH B
y4yebHO-BOCNUTaTEIbHOM MpoLecce LuKna
xopeorpapuyecKmx AUCLUMINH, MOCKONbKY
B YCNOBMSAX BCE 6onbluero npeobnagaHns
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CUCTEMbI AIMCTAHLIMOHHOIO 06Yy4EHUS
nefgaror ¢ NOMOLLbO NEPCOHabHOM

cavita MOXKET NPeaoCTaBUTb CTYAEHTY

BCIO UMEIOLLYIOCS Y HEFO Hay4YHYHO U
TEXHUYECKYI0 MHDOPMALMIO MO TOM UK
MHOW Teme 3aHATUS. Kpome Toro, Tak MOXHO
[EeNUTbCS HOBbIMW KHUraMM, yHeBbHbIMU
nocoéusamMu 1 np.

Ecnun BepHyTbCS K BONPOCY O rpajaLmm
COBPEMEHHbIX TEXHONOTMN, BHEAPSAEMbIX B
npoL,ecc 06y4eHuns ByayLInX PEHNCCEPOB-
xopeorpadoB B TBOPYECKMX BYy3ax
Pecnybnunkn KazaxctaH, To B HacTosLee
BPEMS B HAy4YHO-METOAMYECKOM NuTepaTtype
pas3nnyaloT TaKXKe TaKMe MHHOBALIMOHHbIE
TEXHONOMMKN NPENOAABAHNUS, KaK TEXHOIOM MK
TpaHcHOPMUPOBAHUSA YMEHUIN U HABLIKOB,
a TaKXKe TeXHOJIOrMKU pa3BMBatoLLEro
00y4eHu s, XxapaKTePHOM OCOBEHHOCTbIO
KOTOPbIX ABNAETCS X BAPUATUBHOCTb.

370, B CBOIO 04Yepeb, AAET BO3MOXKHOCTb
YYUTbIBATb Pa3/IMYHbIN YPOBEHb Ha4YabHbIX
CNOCOBHOCTEN M BO3MOXHOCTEN CTyIEHTa
[ns Toro, 4To6bl B Npouecce 06y4eHus
YPOBEHb 3HAHWIM y 0BYy4alOLWMUXCH CTa
[10CTaTO4YHO BbICOKMM.

Cpeau oTnn4nTENbHbIX MPU3HAKOB
TaKUX COBPEMEHHbIX TEXHONOIMMIN B
npenoaaBaHnn AUCLMNIMH PEXNCCEPCKO-
xopeorpadpuryecKoro LiMKIa MOXHO
BblAENNUTb CneayloLue:

— OPUEHTMPOBAHME Ha MonyYyeHne
KOHKPETHOro peay/braTta; 3TO 03HaYaeT,

YTO MO OKOHYAHWM U3YYEHWS TOTO UK
MHOIO Kypca CTYAEHT AO/IKEH NpeaocTaBUTb
pe3ynbTaTt NoJlyYEeHHbIX 3HAHUIW HE TONIbKO B
BUAE CAa4YM dK3aMeHa B ero TpaanLMOHHOM
dopme — OTBETHI Ha BOMNPOChI 6uneTa,

HO 1, HanpuUMep, 3aLMTUTb CBOW NPOEKT,
noKasaTb Xxopeorpadn4ecKkyto MNOCTaHOBKY
UT. 4.

— Lef1b YpOKa C UX UCNOSIb30BaHMEM
— NpUobpeTeHne 3HaHU B npoLiecce
aKTMBHOW OEeATENbHOCTHU CTYAEHTa;
dopmMbl 3aeCb MOIyT 6bITb Pa3INYHbIMK
— NPaKTUYEeCKMIM NOKa3 TOro UK MHOMO
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TaHLEBaNbHOMO OTPbIBKA, COOGCTBEHHbIN
My3blKa/lbHO-ApaMaTtypruyecKkum
cLeHapui, pa3paboTKa nnaHa paboTbl Haj
CLEHMYECKOWM NOCTaHOBKOW U Np.;

— UHOMBUAOYanU3auus npotiecca
006y4eHus, BCE 6onbllee yeuneHune
BHMMaHWS K IMYHOCTU KaXaoro
obyyatollerocs; cnocobCcTByeT

B3aMMOOTHOLLEHNS NeJarora U CTyaeHTa;

— CMOCO6CTBYET TBOPYECKOMY U
WHTENNIEKTYalbHOMY Pa3BUTHIO IMHHOCTH
oyayLlero pexxmccépa-xopeorpada.

Oco6eHHOCTM UCMONb30BaHKA
COBPEMEHHbIX TEXHONOMMKU NpPKU 0BY4EHNU
OyayLLMX PEXMCCEPOB-XopeorpadoB MOXKHO
Bblpa3unTb cneayoLlen Tabnmuen.

Tabnuua 1.

TexHonorum

MpU3HaKNU TeXHONIOTUH

MHbOpPMaLMOHHO-KOMMbIOTEPHbBIE TEXHOJIOT UM
(MKT)

[MpoeKTHasa TexHoNormnsg
MccnenoBatenbCKO-MOMCKOBAs TEXHONOMUS

TexHonornn TpaHcHOPMUPOBAHUS YMEHNI U
HaBbIKOB

TexHonornun passumBatowero o6y4yeHus

TexHonorus cosgaHns negarorom co6CTBEHHOro
canta

® OpPMEHTUMPOBAHME Ha NOyYeHME KOHKPETHOIO
pesynbraTa;

® MPUOBPETEHUE 3HAHUI B MPOLIECCE aKTUBHOM
[EeSATENbHOCTHU CTY[IEHTa;

° WMHAMBMAYyaNM3aLmMs npouecca 06y4eHuns,

® yCUIEHWE BHUMaHUS K TIMYHOCTU KarKaoro
oby4yatowerocs;

® BapWATMBHOCTb;

® 1CMNOMb30BaHWE APYrMX MHHOBALMOHHbIX
TEXHONOIUK;

e OpraHu3aums rpaMoTHOro o6pasoBaTesibHOro
NpPOCTPaHCTBa YPOKa;

® KayecTBEHHO HOBble€ B3aMMOOTHOLLIEHUS
negarora v CTyAeHTa;

® TBOPYECKOE M MHTENNEKTyaNbHOE pa3BuTue
JIMYHOCTM ByayLLero pexxunccépa-xopeorpada.

couunann3daumnn CTyaeHToB KaK B rnpouecce

06y4eHus, TaK 1 Mocsie NoJiy4eHns AUnaomMa;

JaHHbIW MPU3HaK XapaKTepuayeTcs
npuobpeTeHnem ByayLmMM PEXNCCEPOM-
xopeorpadom KoMMNeKca onpeaenéHHbIX
couManbHbIX HAaBbIKOB: YMeEHMEM paboTaTb
B KOJJIEKTMBE, 06LLAaTbCA C pas3HbIMK
JIOAbMU, pelatb KOHGNUKTHbIE CUTYaLNu;

Kpome Toro, neaaror BCE 60/blle BHUMaHMS

yoenseT MHAnBUAyabHbIM Ka4yecTBam
Ka)X[oro OTAeNbHOro CTyAeHTa, y4UTbiBaeT
€ero Hay4Hbl 1M NPaKTUYECKUIK NOTEeHLNan,

— BapuaTUBHOCTb O6Yy4YEHMS
npegnonaraeT Co4eETaHWE pas/inyHbIX
METOA0B 1 MPUEMOB MONTYYEHUSA 3HAHWUN;

— MCMNOJSIb30BaHUe Apyrux
MHHOBALMOHHbIX TEXHOJIOTUI;

— TpebyeT OT negarora opraH13aLmm
rpamMoOTHOro o6pa3oBaTe/lbHOro
NMPOCTPaHCTBa YPOKa;

— yCTaHaBNMBAET KA4e€CTBEHHO HOBbIE

OAucKyccun

MNpun nccnegoBaHnM COBPEMEHHbIX
TEXHOJIOMMIA U UX BO3MOXKHOM
MCnonb3oBaHMK B 06pa30BaTe/lbHOM
npoLecce BbiCLleN LWKoNbl KazaxctaHa
OblIY NpoaHann3npoBaHbl Npeablaymne
paboTbl B 3TOM 0611aCTH KaK aBTopa, TaK 1
Apyrux uccnegosarenen. Ecnn rosoputb o
Hay4HOM OCHOBE BHEAPEHUA COBPEMEHHbIX
TEXHOJIOTMIW B NpoLEeCcc 06y4eHus
OyayLMX PEXMCCEPOB-XopeorpadoB B
TBOPYECKMX By3ax Hallen Pecnybnumku,
TO 34€Cb MOXHO 06paTUTLCA K paboTam
BMAHOIO Ka3axCTaHCKOro Y4EHOro
C. A. AbabiMaHanoBa, KOTOPbIN
onpeaensert npenoaaBaTe/ibCKyto TEXHUKY
CErofHALWHEro AHA KaK «<KOMMNEeKC
3HaHWMN, YMEHWI, HAaBbIKOB, HEOOXOANMBbIX
negarory afis Toro, 4Yto6bl aIGPEKTUBHO
NPUMEHSATb Ha NPaKTUKe n3bupaemble UM
METO/bl BO3AENCTBUS KaK Ha OTAENbHbIX
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BOCMUTAHHUKOB, TaK 1 Ha KOJINEKTUB B
uenom» [19]. 31o onpeaeneHune, HECMOTPS
Ha ero HanpaBJ/IEHHOCTb Ha UCKYCCTBO
npenojaBaTebCKOro MacTepcTea B
LLesIoM, B MOSIHON Mepe OTHOCUTCS U K
WCKYCCTBY NnpernojiaBaH1sa KOMIIeKca
Y4EOHbIX OAUCLMIMINH PEKMUCCEPCKON
HanpasfieHHOCTU. BHeapeHue
COBpPEMEHHbIX TEXHONOMMIM NpenoaaBaHns
Heo6X0AMMO, MOCKOMIbKY MMEHHO Takne
TEXHONOMMKN NO3BONIFIOT PacNPUTb
paMKM CyLLLECTBYIOLLMX METOANK 0BYYEeHUS,
KyNbTUBMPOBAaTb MHANBWYANbHbIN

CTWNb NpenoaaBaHns U TEM CaMbIM C
MaKCHMManbHOW OTAa4Yen BO34enNCTBOBATb
Ha CTyeHTa B KayeCcTBe 06beKTa
BOCMUTAHWUSA U OBYYEHMUS.

N3BeCTHbIN y4EHBIV U Neaaror
B. . becnanbKo B CBOEN KHUTe
«Cnaraemble negarorMyecKomn TeEXHONOrMm»
cnpaBeanMBo oTMevaeT: «O6HoBNEeHKE
npouecca 06y4eHnsi BO3MOXHO
TOJIbKO Yepes Hay4HO 060CHOBaHHbIE
COBEpPLUEHCTBOBAHUSA NegarorMyeckmnx
TEXHOJIOMMI, Npeanonaratowmne CTporo
Hay4YHOe NPOEKTUPOBaHME U TOYHOE
BOCMPOM3BEAEHNE NeJarorMyecKkmnx
npoueccos» [20, c. 65]. 3710 B NONHON Mepe
OTHOCHUTCS K NnpenogaBaHuio AUCUMMINH
pPeXMCCEPCKO-xopeorpadryecKom
HanpaBfEeHHOCTH.

TakKe OblNIN NPUMEHEHbI HEKOTOPbIE
13 6a30BbIX MNONOXKEHMN PabOTbl aBTOPA
[laHHOW cTaTby «McTopUs 6aneTHOM
neparornkn KazaxcraHa», B KOTOPOH
[IOKa3blBaETCH BaXKHOCTb TOr0 NocTynara,
4TO ONpeaennTb CyLLHOCTb U CNeLnduKy
npoLecca n3ydyeHuns 6aneTtMencTepcKoro
UCKyCCTBa 04YeHb BaxHO. bes atoro Henb3s
NpaBuUSIbHO MNOJOWUTU K PACCMOTPEHMIO
t060ro U3 MHOXECTBa acrneKToB AaHHOM
cUCcTeMbl — 6yab TO NPOLIECC CTAHOBEHUS
W pasBUTUS UIN UCTOPUYECKOE Hacneane
pexunccépon-xopeorpados [21], [22].

Kpome Toro, 6eccnopHbIM, Ha Hall
B3N/, ABASETCS YyTBEepPKAEeHWE, HTO
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HOBOE B CO34aHWn NyyLLmx 06pasLoB
xopeorpadpuryecKoro UCKyccTBa He MOXKeT
BO3HWKHYTb 6€3 aHa/iM3a MNPO4YHOro
YCBOEHMUS, Y)Ke CO34aHHOro B 3TOM 06/1aCTu.

B 10 yKe Bpems Heslb34 3abbiBaTb O
TOM, JlaXke caMble YCreLHble TBOPYECKHE
HaxO[ KW OTeYeCTBEHHbIX 6aleTMENCTEPOB
ABNSINCb OTPAXKEHNEM XapaKTEPHbIX
0COBEHHOCTEN CBOEN 3MOXM, YCIOBUIN TON
M3HUW. BOT noyemy B HacTosLMK Neproa
BpeMeHM Heo6X0AMMO BHUMATENbHO
NoAXo4MTb K BOMPOCY 06 NUCMOSIb30BaHUK
TPaAMLMOHHbIX METOAMK PaboThbl HAA
cOo3aaHneM xopeorpadruyecKknx NPoeKTos
C YY4ETOM peasiui CErogHALWHEro gHs.

A Mexay TeM 3anafHble TaHLeBalbHble
LUKOJbl BECbMa YCMELIHO UCMONb3YIoT
nocriefHue JOCTUMHEHUSA OHMTanH-
TEXHOJIOrMI M NPOBOAAT 3aHATUS, YTO
Ha3blBaeTCs, «4epes3 60MbLLOM 3KpaH» [23].
TakKe B 3apybexHblXx 06pa3oBaTesibHbIX
cucteMax 60blloe BHUMaHUe yaensercs
pa3paboTKe U Pa3BUTUIO TEOPETUHECKMUX
OCHOB BCEBO3MOXHbIX 00YyvatoLLmx
nporpamm, n3gaétcs psig HayyHblX
YYPHanoB., HanpsaMyto CBA3aHHbIX UMEHHO
C NeaarorMyecKMMm TEXHOSIOMMSMM, C
MCNONIb30BaHWEM COBPEMEHHbIX TEXHUK
npenojaBaHus [24].

Ucxops ns Bcero
npoaHaM3nMpoBaHHOIo, MOXXHO FOBOPUTb O
TOM, YTO B HacTosiLLee BpeMS BblAENAOTCS
YeTblpe OCHOBHbIX MOBYAUTENbHbIX MPUYUHDI
NS NPaKTUYECKOro MCMNob30BaHWs
COBPEMEHHbIX MHHOBALIMOHHbIX TEXHOJIOTMH
B cucTeMe 0B6y4YEeHMSI U BOCNIUTaAHUS
MO0AbIX PEXMCCEPOB-XOpeorpadoB:

1. HeobxoanMMocCTb BHEAPEHUS
WMHHOBAaLMM B NpoLecc o6y4eHns Ha
COBPEMEHHOM 3Tarne pa3BuTUS BCEN
CUCTEMbI OTEYECTBEHHOIO BbICLLETO
xopeorpadnyeckoro o6pasoBaHug 4N
NoJly4eHUS HanTy4LWNX Pes3ynbLTaTos.

2. Bcé 6onee Bo3pacTamowas
NoTpe6bHOCTb B aKTMBU3aLMKU y4eBHO-
no3HaBaTe/IbHON AedATe/IbHOCTU CTYAEHTOB.
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3. pamoTHas opraHn3aLns Takux
CoBpeMeHHbIX GopM B3anMoaenCTBUSA
neaaroroB M CTyIEHTOB, KOTOPbIE HA OCHOBE
06paTHOM CBA3W MaKCHMMasbHO MOBbILLaNM
Obl YPOBEHb PE3YNbLTaToOB 00Y4EHMS.

4. TonbKo Npu cobnogeHNM BCEX
BbllLENEPEYNCNEHHbIX YCIIOBUM BO3MOMXHO
npaKkTU4yecKoe BOMJIOWEHNE Pe3ynbTaToB
y4yebHOM paboTbl (MPOU3BO/ICTBEHHAS
NnpaKTUKa Ha CTaplUmMX Kypcax By3a).

B cBA3K ¢ paccMoTpeHreM Bonpoca 06
aKTya/lbHOCTU BHEAPEHUS COBPEMEHHbIX
TEXHONOMMIM B MPOLLECC 06Y4YEHNSA OyayLLMX
peXMcceEPoB-xopeorpadoB B TBOPYECKMX
By3ax Pecny6nvku KaszaxcTaH (B YHaCTHOCTH,
Ha daKynbreTe «Xopeorpadus» KasHAU
num. T. K. }ypreHoBa), xoTenochb 6bl
OTAEe/IbHO OCTAaHOBUTLCS Ha NpobnemMe
ob6paTHOM CBA3M «MeJaror — CTyAEHT».
Bbllle Mbl y3Ke BCKOJIb3b 3aTparnBasm
3TOT aCneKT oby4vatoLlen AeATeNbHOCTH.
Mbl HacTanBaem Ha TOM, YTO, TBOPYECKH
pa3BuBas Uaeun HallMX Bblaatoumxcs
OTeYEeCTBEHHbIX Xopeorpados, MPUMEHAS
UX (C UCMONb30BaHMEM HOBEMLLNX
TEXHONOMMIN N COBPEMEHHBIX METOI0B
npenogaBaHuns) B npenogaBaHnu
XopeorpapryecKmx AUCLMNINH Mo
cneumanbHOCTHU «peXxunccypa xopeorpadum»,
Heo6X04MMO TaKe MOoBbILaTb 3HaYNMMOCTb
obpaTHOM CBA3U «Mefaror — CTyAeHT»

[25]. KoHeuHo, npenoaaBaTerb,
BlaflElOLIMN BCEM apCceHanioM CpeacTs
06y4YeHUst PEXMCCEPCKOMY UCKYCCTBRY,
MCMOJIb3YIOLLMA HOBENLLINE OCTUKEHUS
HayKW 1 MHHOBALUMOHHbIE TEXHOSIOM UM,
ABNSIETCH OCHOBHbIM MCTOYHUKOM 3HaHWUK
Ans cTyaeHTa. Ho Bedb 1 CTyaeHT, 6yayyn
3HaKOMbIM C a3amMu xopeorpaduu,
NOCTaHOBOYHOWM AEATENIbHOCTH,

XOTSl U HE MMEET A0CTaTOYHbIX
TEOPEeTUYECKMNX U NMPaKTUYECKMX HaBbIKOB
6aneTMmencTepa, B CBOO o4vepepb, B

CUIy CBOMX JIMHHOCTHbIX OCOOEHHOCTEN,
B/IMSIET Ha NPOLLECC OOYYEHUS U
nepegayv 3HaHWM. 3a4acTyto, JaBas

CTyAeHTaM onpeaenéHHoe TBOpYECKOe
3ajaHue 1 3aTeM npocMartpusas ero,
npenojaBartesib cam YepraeT 4YTo-To
HOBOE B MONYy4YEHHbIX pe3ysbraTtax. 310
KacaeTtcsl U HOBOW, HEOPAMHAPHON
TPaKTOBKM xopeorpaduryeckoro obpasa, 1
HEOXWJaHHOIo CLIEHNYECKOrO peLleHus.
Tak nposBnsercd obpaTtHas CBS3b B
nencteun. Kpome Toro, 110601 OMNbITHbIN
npenojaBaresb, 3aHUMaloLWKNICS
06y4yeHnem CcTyaeHToB-xopeorpados,
3HAET, YTO HET ABYX OAMHAKOBbIX y4EOHbIX
rpynmn, paBHO KaK HET U OAMHAKOBOIO
noaxoa K M3y4eHuto y4ebHbIX AUCLMMTUH
LIMKNa «pexuccypa xopeorpadum». M 3necb
Jl060e HeBHUMATENIbHOE OTHOLLEHME

K MHAMBUAYaNbHbIM OCOBEHHOCTAM
CTy[iEHTa YPEBATO TAKUM }KE OTBETHbIM
HEBHWUMaHWEM K y4eOHOMY NpeaMETy CO
CTOPOHbI CTyEHTA.

3aknoueHue

3Ha4yeHue Ucnonb3oBaHus
COBPEMEHHbIX TEXHOOTUI B NMPaKTUKE
BbICLLEN LWKONbI KasaxcTaHa COCTOUT He
TOJIbKO M Ha CTOJIbKO B TOM, 4TOOb!l Ha
BbIXOAE, T. €. N0 OKOHYaHWKN 0By4eHus,
NONYYNUTb HYXKHbIV MPOAYKT, @ UMEHHO —
rpaMoTHOrO cneumanucTa B 061actu
pexuccypbl xopeorpadun. BHeapeHue
WHHOBAaLM B 06pa3oBaTesibHbIM NpoLecc
JOJIKHO CTaTb 3a/10roM YCMeLHOro
pas3BUTHS BCEMO COBPEMEHHOIO
OTeYeCTBEHHOro xopeorpadun4eckoro
MCKyCCTBa BOOOLLE U PEKMUCCEPCKOrO
MacTepcTBa B YaCTHOCTM.

KaKue ke Hay4yHO-NpaKTU4ecKme
peLleHns No pasBUTUIO U UCMOJIb30OBAHMIO
COBPEMEHHbIX TEXHONOMMI U METOAOB
06y4eHuns ByayLnX PEXUCCEPOB-
xopeorpados B TBOPYECKMX By3ax
Pecnybnunkmn KazaxctaH cToaT Ha
CErofHAWHWM AeHb Nepes Hawnmm
npenogaBatensimm?

1. Ha Haw B3rns, Ha nepBbik NiaH
BbIABUraeTCcs Npexae BCero peleHme
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3a7a4n coxpaHeHUs NPeemMcTBEHHOCTH

B BOMPOCax pa3BUTUS PEXUCCEPCKUX

naen 1 NPUHLMIMOB, JIEXKaLlUMX B OCHOBE
TBOPYECTBa POJ0Ha4YalbHUKOB Ka3axCcKoro
OaNleTMENCTEPCKOro NCKYCCTBa:

[.T. Abuposa, 3. I. PanbaeBa,

b.T. AtoxaHoBa u ap.

2. He meHee aKTyanbHa 1 pa3paboTtka
(Ha OCHOBE HaKOMIEHHOrO OrblTa) HOBbIX
GopM 1 METOAOB 06YHEHUS PEXUCCEPOB-
xopeorpadoB Ha GOHE UBMEHEHUI B
MWPOBOW 6aIETMENCTEPCKOM NPaKTUKE
BOOOLLE U B OTEYECTBEHHOM peXxuccype
xopeorpadun B HaCTHOCTK.

3. Npu BHEAPEHWN COBPEMEHHbIX
METOOB B MPOoL,Eecc 06y4eHUs ByayLINX
pexnccepoB-xopeorpados cneayet
YUYUTbIBaTb TOT GaKT, 4TO NPOohECCUOHaNbHOE
xopeorpadunyeckoe U 6aneTMenCcTepcKroe
UCKyccTBO KazaxctaHa npu cpaBHUTENbHO
HeObO0NbLIOW UCTOPUK Pa3BUTUSA (MeEHee
BEKa) UMEET yrKe CBOM CNOXMBLUMECS
TpaguLmm, 1 6b1710 6bl HEBEPHbBIM TPEOOBATb
KapAuHaNbHbIX UBMEHEHWUI, C/IENOrro
BHeOpPEHMS MHHOBALMN B METOANKY
06Yy4eHUs PEHUCCEPCKOMY MacTepCcTBy B
obnacTtu xopeorpaduu.

4. Heo6xoaMmMo onpeaenmTbes
C BbI6GOPOM BHeApeHUs Hanbornee
paLMoHanbHbIX COBPEMEHHbIX
WHHOBALMOHHbIX TEXHONOMMI B TBOPYECKUM
npoLecc 06y4eHns ByayLLMX PEHKUCCEPOB-
xopeorpadoB. N 3aecb npexae BCero
crneayeT ocTeperarbCs nepexKoca B
CTOPOHY YNCTO TEXHUYECKNX CPeacTB
B NpenogaBaHunm y4ebHbIX ANCLMUMINH
PEXMCCEPCKO-XopeorpadU4ecKoro LiMKna.
MoKeT Nony4YnTbCs TakK, YTO MOOAO0M
negaror, To/ibKO Ha4yMHatoL MM CBOLO
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npenojaBaTefibCKYo AeATENbHOCTb B
BY3€, C/IMLIKOM YBSIEYEH HOBENLLMMU
COBPEMEHHBIMU METOJaMU U TEXHONOTMAMU
npenojaBaHus, a Beflb 06y4yeHune
6aneTMENCTEPCKOMY MacTEPCTRBY,
BOCMUTaHME pexncceépa-xopeorpada
HOBOW dopMaLmn — 3TO, NPeXae BCEro,
HarMaaHOCTb, MPaKTUYECKUI NOKa3
nefarora, XMBO€e TBOpYECKoe 06LLEHNE
YyYUTENS C YYEHNKOM, KOTOPOE HE 3aMEHUT
HW OflHA MHHOBALMOHHAs cxema 06y4eHus,
HW OWMH UHTEPHET-NopTaN.

5. B ¢BS131 C 3TMM HEO6X0ANM
TBOPYECKUIM NOAXO[ K PELLEHUIO
BOMpoca 0 BHeApPEeHUM COBPEMEHHbIX
TEXHOJIOrM B NpoLLecC 06yYeHns ByayLLmx
peXunccepoB-xopeorpadoB B TBOPHYECKMX
By3ax Pecnybnuku KasaxctaH. 3gecb
TpebyeTcsa rMbKoe coYeTaHNEe HOBENLLIMX
METOAMK NnpenofaBaHus U TpaauLui,
yXKe HaKOoMNEeHHbIX K JaHHOMY MOMEHTY
B pexkuccype xopeorpadun 3a BeCb
nepuos eé pa3BuTKs. ToNIbKO B TaKOM
CNy4yae MOXKHO roBopUTb 06 yCNeLHOCTH
y4yebHO-BOCMNMUTATENIbHOIO NpoLecca B aene
06y4yeHuns n GopMUpoBaHKs TBOPHECKOM
JINYHOCTHU pEXKMCCEpa-xopeorpada HOBOK
dopmaLmn, BbICOKOKBaANMOULIMPOBAHHOIO
cneumanmcra, KOHKYpPEeHTOCNOCOBHOIro
Ha MMPOBOM PbIHKE B JaHHOM 061acTu
MCKycCTBa. M ToNbKO Toraa MHHOBALMOHHbIE
TEXHONOIMMKN, COBPEMEHHbIE METO/bI
npenojaBaHus, UCNOSb3yEMbIE B AeNe
06y4YeHuUs 1 BOCMUTAHUSA MOOAbIX
PEXMNCCEPOB-XxopeorpadoB, CTaHyT BaXHON
COCTaBHOM YacTblO BCEro npoLecca
pPasBUTUSA U yCNELWHOro GyHKLMOHUPOBaHUS
OTeYeCTBEHHOIO XopeorpadmnyecKoro
MCKyccTBa.
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loamvuna HukonaeBa, Aumna Kycanosa
T. K. XKypeeHos ambiHOarbl Kazak ynmmbik eHep akadeMusicbl
(Anmamebi, KazakcmaH)

KA3SAKCTAH WbIFAPMALIbIIbIK 3X00-pa PEXXUCCEP-XOPEOIPA®TAP[bl OKbITY
YAEPICIHE 3AMAHAYHU TEXHOJIOMMAJIAPAbl EHAIPY

AxpaaTna

KasakcTtaHgarbl WwoeliFapmalbiiblk OO0 apacbiHaa «xopeorpadus pexxmuccypachl» MamaHabIfbl
GOVblIHLLA CTYAEHTTEPAI OKbITY KYKblFbl 60MbIHLIA 6OCEKENECTIKTIH apTybl afdanbiH4a 3aMaHaymy OKbITY
TEXHOJNIorusNapbliH XopeorpaduanblK NOHAEP KELWEHIH OKbIM YUPEHY YAepiciHe eHri3y MaHbl3bl 60bIMN
oTblp. byn 61 eHepi canacbiHAaFbl cayaTTbl MamaH FaHa eMec, COHbIMEH KaTap XOoFapbl KaCibun pexuccep-
xopeorpadTbl Topbueneyae antTapfibiKTan HOTUKeNepre Ko XKeTKidyre MyMKiHIiK 6epeai. ©OficHaManblK,
Heri3 peTiHae Xanmnbl pexuccypa, xopeorpadus pexxmccypachl, 3amaHaymM MHHOBALMSAbIK TEXHOIOTMANap

canacblHAarbl 3epTTeynep, KOPHEKTI Ka3aKCcTaHabIK FabiMAapAblH, FblbIMU 83ipnemenepi, CoHpan-ak
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T. K. ypreHoB aTtbiHaarbl Ka3¥OA OKbITyLbIapblHbIH, OKY-94iCTEMENIK 6aFbITTafbl YXYMbICTapbl afblHbIN
oTbIp. bonawak pexuccep-xopeorpadtapibl OKbITY MEH TopOUeney yaepiciHae eH, TMiMai KongaHblnaTblH
Heri3ri 3aMaHayu TEXHOMOrUsNap aHblKTanabl XKoHe KYPblbiMAaPbl HAKTbIAHbI, 0OlapablH Ma3MyHbl allbliabl,
Heriari 6enrinepi kepceTingi. OcbiHbIH, HEri3iHae 6enrini 6ip TexHonoruanapabl KonAaHy PeTiH, COHbIMEH KaTap
MHHOBAaLMAHbIH CON HeMece 6acKa TYpPiH cunaTTanTbiH 6enrinepai Bu3dyanapl Typae 6akbliayra MyMKIHAIK
6epeTiH XUbIHTbIK KecTe xacangbl. [NikipTanac 6enimiHae xopeorpadusHbl 3epTreyre apHasaFaH 6aTbICTbIK
MHHOBaLMANbIK Kyrnenepaeri »arganabl xoHe 6enrini 6ip negarornkanbliK TEXHOOrMsANapabl eHrisyaeri
OTaHAbIK TaCINAEPAi canbiCTbipMasbl Tangay YCbiHbIIFaH. 3epTTeyaiH Xannbl HOTUKeNepi Ae TangaHaabl.
KopbITbIHAbIAA XKYPri3ireH 3epTrey Typasbl *amnbl TYKbIPbIMAAP KENTIPINreH, OHbIH NPaKTUKabIK MaHbI3bl
KepceTinreH. bonawak pexxuccep-xopeorpadTapabl OKbITY MEH TopbUueneyae 3aMaHayv negarormkasblk KoHe
MHHOBaLMANbIK TEXHONOrMANapabl TMiMai NanjanaHy 60MbIHLIA 63EKTi Macenenepai WewyaiH Heriari )onaapbl
YCblIHbIAFaH. Ocbl MaceneHi 3epTTeyaiH anjarbl NnepcneKkTMBanapbl 4a KOPCeTINreH.

Tipek ce3pep: xopeorpadus, 6aneTMencTepnik eHep, pexxmccép-xopeorpad, oKky-topbue yaepici,
3amaHayu TexHonorusnap.

Lyudmila Nikolayeva, Anipa Kussanova
T. K. Zhurgenov Kazakh National Academy of Arts
(Almaty, Kazakhstan)

IMPLEMENTATION OF MODERN TECHNOLOGIES IN THE PROCESS OF TRAINING
DIRECTORS-CHOREOGRAPHERS IN UNIVERSITIES OF KAZAKHSTAN

Abstract

In the context of ever-increasing competition among creative universities in Kazakhstan for the right
to teach students in the study program «directing choreography», the introduction of modern teaching
technologies into the process of studying a complex of choreographic disciplines is gaining in importance.
This will make it possible to achieve significant results in educating not only a competent specialist in the
field of dance art, but also a highly professional director-choreographer. The methodology of our work was
based on works on general directing, choreography directing, research in the field of modern innovative
technologies, scientific developments of prominent scientists of Kazakhstan, the works of the educational
and methodological direction of teachers at the T. Zhurgenov KazNAA. The main modern technologies, which
are most successfully used in the process of teaching and educating future directors-choreographers, were
identified and structured, their content was revealed, and the main features were indicated. On this basis,
a summary table has been developed, which makes it possible to visually trace the sequence of application
of certain technologies, as well as those features that characterize one or another type of innovation. The
discussion block is presented by a comparative analysis of the state of affairs in Western innovative systems
for studying choreography, and domestic approaches to the introduction of certain educational technologies.
The general results of the study are also analyzed. In the conclusion, general conclusions about the
conducted research are given, its practical significance is indicated. The main ways of solving pressing issues
on the best use of modern pedagogical and innovative technologies in the training and education of future
directors-choreographers are proposed. Further prospects for the study of this problem are also outlined.

Key words: choreography, ballet-master’s art, director-choreographer, educational process, modern
technologies.
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EGYPTIAN MOSAIC BY BULAT AYUKHANOV

Abstract

The author of the review is considering the ballet opera “Aida Suite”, which premiered on November 26,
2020. The performance, staged by the famous Kazakh ballet master Bulat Ayukhanov, was performed by the
troupe of the State Academic Dance Theater of the Republic of Kazakhstan. The review focuses on the style
and characteristics of the choreographer, as well as on the composition and vocabulary of the performance.
The creative longevity of Bulat Ayukhanov is accompanied by his new discoveries in the field of dance, which
implies the development of Kazakhstani ballet and its integration into the world history of choreographic art.

Keywords: Bulat Ayukhanov, State Academic Dance Theater of The Republic of Kazakhstan, young ballet

of Alma-Ata, Kazakh ballet, Verdi, Aida, Aida Suite, ballet opera, ballet

“The profile is everything. Full face
can be embellished”. This quote from the
book of “the last of the Mohicans” Bulat
Ayukhanov is the best fit for the theme
of the plot he chose for his new creation.
The continuation of the premiere boom in
the choreographic art of Kazakhstan on
November 26, 2020 was marked by
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the presentation of the ballet opera
“Aida Suite” by the State Academic
Dance Theater of the Republic of
Kazakhstan.

The master set a high bar — in the free
(in his words) interpretation of the music of
G. Verdi, libretto by A. Gislanzoni, he, tacitly
referring to the title of “Carmen Suite”,
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created his laconic, dramatically rich love
story of Aida and Radames.

Although the plot of the opera, which
celebrated its 150th anniversary this year,
is quite complex and not everyone can
adapt it for ballet. This is not the first time
he turns to the operatic genre. Back in the
day Ayukhanov staged “Onegin”, “Tatiana
Larina” (“General of the Company”), and “La
Dame aux Camélias”. Last year he created
the brilliant ballet “The Queen of Spades”.
Let us also recall the famous transcription
of “Carmen Suite”, which was one of the
first Kazakh choreographers to stage two
years after his Cuban colleague. By the way,
one cannot fail to notice that the range of
composers to whom Ayukhanov addresses is
vast and multifaceted. He has the vantage to
benefit from the music of many, sometimes
not even “dance” works.

Now, in the genre of ballet opera, Bulat
Ayukhanov staged a performance on
the theme of the Egyptian pharaohs and
priestesses (assistant M. Kassymov). If in
the previous year’s “The Queen of Spades”
the choreographer sometimes illustrated
singing, this time (the musical material of

the performance is a masterfully made
compilation from an audio recording of an
opera performed by M. Callas) he resorted
to a conventional metaphorical embodiment
of the characters’ feelings and emotions.
The genre of ballet opera is inevitably
complex, but undoubtedly relevant, and

this unprecedented courage and creative
relaxedness amazes us (continuously for
decades) in Ayukhanov.

The well-known Ayukhanov choreographic
style in staging movements with fine
technique, grand battement, rich musical
dance, rectangular patterns is recognizable,
but in Aida Suite you can clearly feel the
freshness, open-ended dance language and,
of course, the hand of a master who thinks
large-scale and structurally. He develops
and comprehends images and plots to the
logical end, builds a complete composition in
complete harmony with musical drama. He,
a Zakharov’s student, was always interested
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in plot and drama. Ayukhanov’s Egyptian
mosaic captivates, although today it is not
easy to captivate a viewer with a clip way of
thinking. The master is always successful in
this. This is the secret of his theater.

Ayukhanov’s choreographic language
is always so rich that the scenery already
plays a minor role. But this time the
choreographer decided to use projection.
Instant immersion in the throne room, in
the dungeon, then in the banks of the Nile
became an unobtrusive (and therefore very
appropriate) addition to the idea of the
performance.

The master is effective in using
choreographic polyphony, in unfolding the
plot. Dramatic plastic revelations in the
solo monologues of Aida or Radames,
the establishment and development of
dialogue duets Aida and Amneris, or Aida
and Radames, represent a delightful
celebration of the choreographic and
plot composition. It would seem that
staging a “profile” dance is not easy, but
Ayukhanov does not become a hostage
to Egyptian frescoes and silhouettes —
without forgetting them, he freely develops
movements both in profile and in full face.
Dancing almeys, pharaoh, priests, slaves —
everything is logical, spectacular, exciting
and piquant.

The main parts were performed by the
theater soloists Abylai Tuleyev (Pharaoh),
Ainur Mukasheva (Amneris, Pharaoh’s
daughter), Madi Kassymov (Radames, head
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of the palace guard), Daulet Ybyshev
(Amonasro, king of Ethiopia, father of Aida),
Aida Zhaksylyokova (Aida, ethiopian slave.
Rumor has it that it was for the opera by

G. Verdi that this name was invented by

the French Egyptologist O. Mariet and later
became widespread), Zhanar Kusherbaeva
(Almeya), Sanzhar Amirov (African dance),
priestesses, priests, Egyptians, military
leaders, soldiers, slaves, prisoners
Ethiopians are ballet dancers of the State
Academic Dance Theater of The Republic
of Kazakhstan. Actors play, live in images,
lead whether it's a monologue or a dialogue
between the main characters of a ballet
opera. You really empathize with them.
Especially closer to the end, when the artists
“parted” and “in full swing” broadcast a love
story in the famous quivering duet of Aida
and Radames, about which F. Werfel wrote,
“Oh, calm, invincible sadness of strong
hearts before the inevitable”. “After all, no
one is dearer than you”, they say to each
other, in concluding the Aida Suite.
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Despite the impressive background, the Ayukhanov is a person with an inspiring

choreographer is still creatively dissatisfied, desire for art. His energy is inexhaustible and

greedy for new things, open to experiments creative. Each new day of the master begins

and faithful to traditions. He still feels with a flight of imagination and thoughts

excitement before every premiere. This can about those closest to him — his artists and

be seen and heard in his famous speeches his theater, to whom he devoted his whole

before the start of the performances. Bulat life. It has always been and will always be.
Oamup Ypa3bimGeToB

Kazaxckas HayuoHanbHas akademusi uckyccme um. T. K. XKypeeHoea
(Anmamsi, Kasaxcmat)

ErMNETCKAAl MO3AUKA BYJIATA AlOXAHOBA

AHHOTauMA

ABTOpOM CcTaTbu paccMaTpuBaeTcs 6aneTHas onepa «Auaa-ctoutar, npeMbepa KOTOPoK cocTosiach
26 Hos16ps 2020 roga. CneKTaK/ib B NOCTAaHOBKE M3BECTHOIO Ka3axcTaHCKoro 6anetmencrepa bynarta
AtoxaHoBa McnonHuNa Tpynna focyaapcTBEHHOrO akaleMMYecKoro Teatpa TaHua Pecnybnvnku KasaxcTaH.
B cTaTbe aKLeHTMPYeTCS BHUMaHWE Ha CTUMIE U XapaKTePUCTUKE AesTeNbHOCTM xopeorpada, a TakKe Ha
KOMMO3MUMKU 1 NIEKCUKE cneKTakada. TBopyeckoe gonronetue bynata AtoxaHoBa CONPOBOXAAETCS €r0 HOBbIMMU
OTKPbITUSIMM B 06/1aCTV TaHLa, 4TO NoApa3yMeBaeT pa3BUTUE Ka3axCTaHCKOro 6aneTa n ero MHTerpaumio B
MWPOBYIO MCTOPMIO XOpeorpadu4ecKoro MCKyccTBa.
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Oamup Ypa3bimGeToB
T. K. XKypeeHoe ambiHOarbl Kasak ynmmbiKk eHep akademusicbl
(Anmamesi, KazakcmaH)

BOJIAT AOXAHOBTbIH MbICbIPJ/IbIK MO3AUKACDI

AHpaTna

Makana astopbl 2020 »binablH 26 KapallacbiHaa TycayKecepi 6TKeH «Auaa-ciouta» 6anet onepachiH
KapacTblpfFaH. benrini KazakctaHablK 6aneTmencrtep bonaTt AtoxaHOBTbIH, KOWblbIMblHAA Ka3aKkcTaH
PecnybnunkacbiHbliH, MeMneKeTTiK akageMuanblK 61 TeaTpblHbIH, TPyNnackl eHep kepceTTi. Makanaga
xopeorpadTbiH CTUNI MEH cunaTTamanapbiHa, COHAan-aK CrneKTaKIbAiH KOMNO3ULMACHI MEH JIEKCUKACbIHa
6aca Ha3ap ayaapbliagbl. bonat AloxaHOBTbIH, LWbiFapMaLlblIbIK FYMbIPbl OHbIH, 64 canacbiHAafbl XXaHa
alblaynapbiMeH yltacaabl, 6y Ka3daKCcTaHAbIK 6aneTTiH AaMyblH XXaHe XxopeorpadusnbiK eHepaiH anemaik
TapuxblHa MHTErpauunsanaHnybiH 6ingipesi.
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