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PHILOSOPHY OF ART ‘

AL-FARABI'S
PHILOSOPHY
OF MUSIC:
“THE LEGALITY
S . OF MusIC”

Gulzhikhan Nurysheva',
Nurfer Tercan'
! Al-Farabi Kazakh National University (Almaty, Kazakhstan)

Abstract. This article’s approach is to acquire Al-Farabi’s point of view on the philosophy of music.
Under the heading of Farabi’s music philosophy, we determine that music is not just about art
and entertainment. For this reason, he carried the theme to a higher level in terms of science and
philosophy with his proof method studies. First of all, we aimed to discover the traces of Farabi’s
inquiry method from his works. A philosopher and musician, Abu Nasr Al-Farabi, wrote on the perfect
city, logic, astronomy, linguistics, politics, mathematics, geometry, medicine, optic, philosophy,
and music, known as the ‘second teacher’, the first being Aristotle. This investigation contributes
to practical and theoretical music proposing formation in the context of correlation. From this
perspective, a musical system’s consistency level relies on a sense-perception, a method of relevant
indications within other comparable and correlated systems. This inquiry analyzes correlations’
modalities, exploring their general and particular attributes and their operational bounds. This article
evaluated the description of meaning from one cognitive domain to another mental part, such as
from mathematics to music or astronomy or psychology correlated with music science. Approaching
music science with dimension and paradigm determined the requirement for detailed music research
in science and measurement criteria. His book ‘lhsa’, which describes the nature and enumeration
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Introduction in medieval Islam. The philosophy
concerning music is separated from
n this general work, we focus on the the concept referred to as music theory.
thoughts that form the philosopher’s During this time, the music theorist
music to understand the scholars’ takes care of matters like the elements of

perspectives and ways of thinking music: tone, intervals, melody, rhythm,



modes, transitions, composition, musical
instruments and their use in the theory
and performance of music. We see
a medieval music philosopher that answers
questions about the nature of theoretical
science, which dominates the music and
its origin, the theoretical and practical
or practical sides of music, the location
of music. Alternatively, again, music or
harmony is the concord of several different
things blended into one. Al-Farabi raised
most of his philosophy and theory on
Greek philosophers such as Aristotle,
Pythagoras and Plato. Furthermore, they
are thought to have made progress beyond
their contribution and not disclosing the
uncertain, agreeing or choosing from
different ideas. He uses the practical music
of his time in the Arab Empire as source
data to understand what is ‘natural’ in
music. He lived just after the early Abbasid
period of Islamic civilization (750—847 AD)
(M. S. 872—950). He was educated at the
House of Wisdom (recognized as the first
known university), especially in Baghdad,
by several Greek authors who were
recently translated into Arabic. In music,
he pioneered the mathematical calculation
of intervals. To strengthen his arguments,
Al-Farabi studied music with other sciences
such as astronomy, physics, mathematics,
geometry and medicine. It is not mainly
at the heart of logic science, and in doing
so, it gives an idea about the method and
epistemology. Al-Farabi had aspired to
understand his first existence. One of the
main topics that Al-Farabi addressed in
the first introductory section of Musiga
concerns specific sciences’ epistemological
foundations.

In the beginning, was the “Word’...
So what was the beginning of the word?
Was the world a brief moment outside of
our time? The real question must be, did
it happen long before the dawn of time?
Logos does not just mean ‘word’ in the
language of the Greeks. It also includes
the meaning of ‘sound’. Word or sound is
vibration and motion that is amplified. Its

first meaning is awareness, and it is the
first moment when creation recognizes
itself. Word, sound, light and thought are
highly interdependent. Because each is
the frequency to the others, the scope of
each other, intertwined in neurological,
philosophical and theological contexts.
Before the beginning of time and space,
the absolute and perfect universe existed
with the knowledge of ‘life’. The epistemology
and philosophy of science also existed with
their inquiries on this thought and formed
the whole world of thought.

Al-Farabi’s Kitab Al Musiqa Al Kabir
involves a wide range of experience,
observation in philosophy, along with proof
theory. However, the great book explains
the importance of induction in the most
systematic and detailed approach.
Al-Farabi provides more specific information
on the role of experience in astronomy.

He writes that the situation of musical
science agreement with other sciences.
Many of the principles are acquired through
sensitivity experience, as in astronomy,
optics, medicine and other sciences.

Methods

This research is a qualitative study using
library data. The method used in this
research is interpretative analysis with
content inquiry techniques, that is,
analyzing the text of the works associated
with Al-Farabi’s thought in both primary
and secondary data by conducting a form
of books, journals, and previous results
research. Besides, data analysis was made
by distinguishing one concept from other
concepts to obtain the desired data.

Results

The research results are the resolutions

of Kitab al Musiga regarding the impact

of music on science and support our
inquiries. Farabi compared the thoughts of
the previous philosophers in music, which
is cited as an essential subject. Al-Farabi
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tried applying Aristotle’s methodological
ideas to specific sciences such as music
and astronomy. This study based on his
general approach to the classification

of the sciences. Al-Farabi apprehends

that the human ear can be unreliable

from time to time. Infrequently people
experience pleasure following perfections
of what is not the natural course for

man. One of Al-Farabi’s main issues in

the first introductory section of Kitab al
Musiqa concerns the particular sciences
epistemological foundations. To strengthen
his arguments, Al-Farabi compares music
to other sciences such as astronomy and
medicine, and by doing so, provides insight
into their method and epistemology.
Farabi’s advice to approach this science of
music reminded us that we should examine
the relationship between astronomy,
mathematics, geometry and physical
sciences with music.

Discussion

Farabi’s division of music clearly
theoretically and practically, with all the
established inclusions and exclusions we
have discussed, actually formed a tight
hedge against Kindi’s Pythagoreanism

and others like him in the Islamic
tradition. The principal theorists main
difference was that Al Kindi went deeply
into Pythagorean speculations on the
harmony of the spheres, whereas Al-Farabi
and confined themselves to consonance
theory and its corollary, the division of

the octave. Al-Farabi’s purpose is not to
react strongly to the theory of music in
Pythagoras. Farabi’s aim is to prove why
he did not accept the theory of music

that Pythagorism defended. Farabi was
inspired by Aristotle’s distinction between
theoretical and practical aspects of all
research before him. He is a loyal follower
of Aristotle; therefore, Farabi developed it in
his philosophical thought system, adopting
this method. In this case, if one were
pursuing Pythagoreanism’s history within

the Islamic intellectual tradition, Farabi’s
assumption is notable, and Ibn Sina also
joined later to Farabi’s views.

Music review, research authors have
written exceptional works, making
particular reference to themes written by
past authorities. They also wrote their life
stories, citing stories and legends about
various wise men’s musical works. While
some research writers cite Al-Farabi as
an authority based on his texts, others
tell the story of the musical performance
that is not included in any of his known
writings, making people laugh, cry and
fall asleep at court. During our research
on Al-Farabi’s music philosophy, we could
access this whole story in only one author’s
work. Many authors and researchers do
not mention the source and reference that
contains this history that has told.

Understanding Music and Cosmology in
Al-Farabi’s Philosophy
Al-Farabi begins by identifying the method
necessary to structure his first principles,
dividing them into various categories and
creating a system. His work ‘Ihsa al-ulum’
has been the prime tract for all eras as the
sciences’ classification methodology. In this
labour, he scientifically emphasized music
within the scope of the sciences. All these
explanations to the sciences classification
belong to ‘al-Musiga’and ‘lhsa al-ulum’.
“Here is the Escorial text of the
section on the Him ‘al-musiga’in the
Ihsa al-ulum of Al-Farabi: And as for the
Science of Music, it comprises, in short,
the investigation into the various kinds of
melodies, and what they are composed of,
and for what they are composed, and how
they are composed, and in what forms it
is necessary that they should be in order
that the performance of them be made
more impressive and effective. And that
which is known by this name [i.e. ‘music’]
comprises two sciences. One of them is
the science of practical music, and the
second is the science of theoretical music”
[1, pp. 571—=572].



If one found a paradigm case of seeing,
it would be better to regard as such,
not the visual apprehension of intensity
applications. Still, things like seeing what
extent it is, seeing what key a piece of
music is written in.

“Al-Farabi also states that matter is
receptive to form: it does not exist without
the form. Al-Farabi states matter must
receive forms to exist; otherwise it will be
a privation in actuality, that is, it will not
exist. Although it was potentially (in the
sense of possibly) lacking in existence,
when matter receives form, it becomes
substance. Therefore matter includes the
potentiality to receive form. The material
elements thus form part of a thing’s
quiddity. Al-Farabi’s use of the root j-s-m
in the active participle of the Fifth Form
mutajassim, the form that means making
into a body, graphically illustrates his
definition” [2, pp. 79—80].

The Enumeration of Sciences is, to some
extent, the most essential for understanding
Al-Farabi’s philosophy of other sciences,
which is a copy of ancient artefacts. Hence
arithmetic is the science of numbers. Music is
the differentiating of sounds and the diversity
of voices. About encore, music or harmony
is the consensus of several different things
blended into one. Al-Farabi highlights the
application of Aristotle’s methodological
ideas to the sciences such as music and
astronomy. He understood the significance
of the inductive approach and experience,
especially in searching for the first principles,
and reflected in his profound understanding of
the relationship between practice and theory.

“It is this latter aspect in the
development of ilm al-hay ah that is
relevant to our analysis of Al-Farabi’s
cosmology, since this particular endeavour
on the part of Arabic astronomers overlaps
with the early history of falsafah. Indeed,
both groups reflected on the relation and
interactions between the various sciences
and on the principles of the astronomical
discipline in particular. Now, this is
a question that also preoccupied

the Second Teacher. Not only did he

write works in which he discusses the
classification, status, and method of

the philosophical sciences (including
astronomy) as in ‘lhsa’, Burhan, and
Mausiga’ but Al-Farabi’s own attempt at
providing a cosmological synthesis betrays
a similar concern for harmonizing the latest
astronomical findings of the age with

the main principles of Aristotelian physics
[3, p. 36].

Al-Farabi hypothesizes that the celestial
nature may be reducible to the celestial
souls responsible for causing the motions
that produce the powers that emanate from
the world of generation and corruption. The
primacy of the soul can perhaps explain this
feature.

“Its utility [lies] in tempering the
character of living beings that digress from
the mean (a&egualitas) and in perfecting
the fitness of those that have not yet been
perfected, and in maintaining those that
appear [to possess the] mean (aquales) and
have not yet gone to any of the extremes
[in digressing from the mean]. It is also of
utility to bodily health whenever the body is
weakened by a languid soul and is impeded
by the existence of its own impediment.
Thus the cure of the body is affected by the
cure of the soul through the adjustment of
its own constitution, and combining this
with its own substance by means of effective
sounds, such as concordant [sounds]”

[4, p. 49].

Utilizing Aristotelian’s concept of time,
Al-Farabi easily conceives it impossible to
show that the creative action is untimely,
that the universe did create unbeginning
and never-ending. However, even in this
way, it points to Al-Farabi’s awareness of
the radical possibility that its formation
doctrine requires the universe.

In his treatise The Principles of
EXxisting things, Al-Farabi divided six types
of bodies on which accidents subsist in six
major levels: “The principles by which
the six types of bodies and accidents subsist
are divided into six major levels, each one
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comprising a single kind. The First Cause
is in the first level. The secondary causes
are in the second. The Active Intellect is in
the third. The soul is in the fourth. Form
is in the fi fth. Matter is in the sixth. In the
first level there cannot be many but rather
only a single one. In each of the other
grades” [5, pp. 81—82].

The heavenly bodies do not accept
contrary forms; they cannot be caused by
the same potential element that composes
sublunary beings. Contrariety and potency
influence sublunary substrates, although
the celestial substrates are affected by
neither. To answer this question, we must
consider Al-Farabi’s theory of emanation
which symbolizes his cosmology. Heavenly
bodies do not convey anything to the
existence of the tenth intelligence. Below
are the material world of four elements (fire,
air, water and soil), form and substance,
and change. Al-Farabi provides more than
one way to notify about emanation.

effects of the scope of Islam. It is also
a result of the discovery of new cultures.

“The centrality of music in early Islamic
discourses contrasts with the marginality
of images. Music’s proponents and
detractors both described it through a
cosmology of similitudes, ranging from
our internal experience to the physical
world, the universe, and the divine. Its
therapeutic, spiritual, sinful, divine, rational
and irrational effects exceed the physical
experience of audition. The symbolic role
that the modern episteme assigns to the
outward, visual image may have been
addressed by inward musical apprehension
in the Islamic realm. Yet music lies in the
blind spot of art historical oculocentrism”
[7,p.57].

The mathematical literature of astronomy
is modified to inquiring problems that
require observations, calculations, and
measures, such as the conditions, sizes, and
distances of the planets. Nevertheless, it is

“God = the First (al-Awwal) (The Necessary Being)
The following intellects are emanated from the Necessary Being
First Intellect (‘aql): The second EXxistent:

The Soul and Body of the First Heaven (Al Sama’al *Ula)
Second Intellect Fixed Stars (al-KawakibThabita)

Third intellect Sphere of Saturn (Zuhal)

Forth intellect Sphere of Jupiter (Al-Mushtari)

Fifth intellect Sphere of Mars (Al-Marreekh)

Sixth intellect Sphere of the Sun (Al-Shams)

Seventh Intellect Sphere of Venus (al-Zahra)

Eighth Intellect Sphere of Mercury (‘A tared)”

6, p. 119].

The Legality of Music

The philosophers and scientists of the
Middle Ages Islamic geography led many
science branches such as geography and
cosmology, astronomy, mathematics,

and philosophy. They have profoundly
influenced the scientific disciplines in
Europe and discovered essential knowledge
that also profoundly influenced music. A
very intense translation movement started
in the [slamic world of the eighth century.
This process is one of the most significant

clear that the inquiry into invisible things,
e. g., the causes of the celestial bodies,
cannot be carried out through mathematics
since the philosopher is dealing in this case
with entities that cannot be perceived and
measured.

“Below this rank, Al-Farabi goes on
to argue, is that of those who perceive
all these things, either in their sleep or
waking state, and are able to imagine
them in themselves, but do not perceive
them visually. Below this rank still is that



of those who perceive those things in their
sleep only and express their perceptions in
terms of analogies, symbols, enigmas or
simulations [8, p. 90].

The law of nature, the functioning
of collective consciousness, is the
characteristic of being human. It is as
essential to imagine voices mentally ‘in
mind’ as visualizing them in the ‘eye of
the mind’. Everyone is compulsory to
hear spontaneous sounds. The vibrancy of
sounds in their imagination differs between
individuals. When they listen to music,
most people imagine various things: a
singer, a rising line, a swirl of activity,
an impending disaster. Some of these
dreams seem to be a closer connection to
music than others. However, how do we
understand the concept of ‘intimacy’ and if
such imagination is necessary?

“For instance, lines, planes, bodies,
stars, and celestial spheres would have to
exist there; then movements and rotations
for these celestial spheres would [have
to] exist. Furthermore, sciences like the
science of astronomy and the science of
melodies, of harmonic and non-harmonic
sounds, of medicine, of geometry, of
straight and curved measures, of hot and
cold things, and, in general, of active
and passive qualities, of universals and
particulars, and of matters and forms
would [have to] exist there. [These and]
other repugnant things articulated in those
statements are such that it would take too
long to mention here” [9, p. 160].

When we detect the intensity of sound
or vibrations, how does the interaction
occur in our minds? Sound is vibration, and
the vibration is physical. We can feel sound
by touch. We are feeling the combination
of notes in music with the inner eye. How
does our mind perceive and shape the
feeling it creates when frequencies turn
into sound waves? These questions raise
whether the physical and metaphysical
approaches demonstrate the same
attention for demonstrative severity as the
mathematical one.

“Discussion of human communication
through music, by Al-Farabi and others,
is informed by commentaries on Aristotle’s
De anima, Poetics and Nicomachean
Ethics. Al-Farabi’s conception of music
as an art (si na‘a)that can engage our
faculties of sense perception (ha sasiya),
imagination (takhayyul)and intellect (“aqgl)
is one application of Aristotle’s view that
the exercise of the intellect presupposes
imagination, which in turn presupposes
sense-perception (De anima, 111, ). Some
musicians, Al-Farabi acknowledges, can
merely replicate melodies they associate
with concrete material realities; others can
imagine new melodies without the support
of familiar circumstances; and the most
complete musicians can reason about all
the products of their imagination. According
to Farabi, experienced listeners imagine
the likely course of a melodic progression,
which then proves itself either ‘faithful’
(wafiy)or ‘deceptive’ (khatil)with respect
to the listener’s expectations” [ 10, p. 113].

Musical art aims to create harmony with
sounds and clarify the universal functioning
in life. Human talent can distinguish
musical phrases from each other through
the ear. Human perception can distinguish
good and bad sounds between harmonious
and dissonant. According to Al-Farabi,
every theoretical art has logical and
scientific principles.

“A sense organ is a potentia passiva, the
actuation of which is due to a stimulus, and
ultimately to an object. Second, when the
object acts upon the sense-organ, it must
produce therein a modification which is
like to itself, and generally called sensible
species. In receiving the sensible species,
the sense passes from potentia passiva
to act. Hence, when sensible species are
produced in a sentient organism, they must
produce a corresponding reaction which we
call sensation” [11, p. 39].

Form of the Sound Waves
As a result of the order and regularity in
music, sound and motion, it has been
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studied as the generic principle of various
sciences to create the harmony of nature’s
belongings. It’s all motion and sound.

“The Origin of Music: After noting facts
like these we naturally ask how music came
into existence. It is true that external nature
supplies suggestions, as in the sighing
and whistling of the wind, the rippling and
roar of falling water, the cries of beasts, the
buzzing or calls of insects and the songs
of birds ; but the influence of these on
primitive song is apparently slight. Herbert
Spencer argued that song is primarily
a form of speech, arising from the reflex
action of the vocal organs under stress of
emotion (as a cry follows the sensation of
pain). More likely is the hypothesis that
music is derived from some attempt to work
off surplus energy through bodily motions,
to coordinate and decorate which rhythmic
sounds, vocal or mechanical, are employed,
and that what was at first only an accessory
to dancing was finally differentiated from it.
But these speculations are not especially
fruitful” [12, p. 31].

Al-Farabi mentions the following
information about the formation of sound
in objects in the context of the principles
of music:

“The simple man is he whose imagining
of the common form of what should be
chosen and avoided is sound, except that
he has no experience of the practical things
which should be known by experience.

A man is sometimes simple in one class

of things and not simple in another class.
The speculative and reflective virtues*

are sometimes a cause and principle for
the coming into existence of the practical
virtues and practical arts” [13, pp. 47—73].

Harmony and disharmony in music

The two words, music and harmony,

always stated the same thing. The first
accomplished by the scientific discoveries
that belong to universal harmony, whilst the
latter became the divine language of melody
and song. The joining of the elements
resembles a harmony, such as results

from an appropriate consonance of strings
and a clear tone compound. The Greeks
included the idea in the general principle
of harmonization in the universe and in
the human spirit. At first, Al-Farabi was
sceptical of the theory of cosmic harmony.
“Here is what Aristotle is made to say
in the Kitab al-siyasa on the question of
the Pythagorean notion of the Harmony
of the Spheres, and musical therapeutics.
‘And now that I have finished describing
physical remedies, [ am going to mention
spiritual ones. Know, that mental diseases
are also amenable to treatment but their
treatment is carried out by means of
musical instruments which convey to the
soul through the sense of hearing, the
harmonious sounds which are created by
the motions and contacts of the heavenly
spheres in their natural motion, which
affect the right perceptions. And when
those harmonies are interpreted in human
language they give rise to music which
is pleasing to the human soul, because
the harmony of the heavenly spheres is
represented in man by the harmony of his
own elements, which is the principle of life.
Hence, when the harmony of earthly music
is perfect or, in other words, approaches
the nearest to the harmony of the spheres,
the human soul is stirred up and becomes
joyful and strong” [ 14, pp. 95—96].

Instruments and the Human Sounds

A structure of art reflects the presence and
affects the listener through intellectual
acknowledgement and sound successions.
By dispatching subconscious images and
emotions in aural form, music can be
classified as a form of human interaction
and influences the mind’s psychological
element. As a substitute, there is an
analogy between music and human
speech, principally speech articulation.
The intrapersonal perceptions and
emotional reactions towards the external
world are represented by alterations of
sound and other characteristic expressive
vocal harmonies. This resemblance



makes it possible to classify the nature of
music according to emphasis. Al-Farabi’s
‘Kitab al Musiqa al Kabir’is considered
the most remarkable treatise on music
theory and was the most significant work
of music written up to this time as a prime
encyclopedia. It is pointed in the form

of introduction, composition elements,
instruments and presentation. Principally
is developed as a well-organized and
established theoretical-scientific thesis on
the philosophy and practice of music and
theory. Al-Farabi formed this introduction
part as the most competent treatise in his
corpus Al Musiqga al Kabir'.

“After observing that he has already
devoted two essays to the rudiments and
that he has already shown how these
rudiments, as described theoretically, can
be tested by the senses with the aid of an
instrument constructed for the purpose,
Al-Farabi tells us that he now proposes
to show how these rudiments can be
experienced on the musical instruments
actually in use. He proposes to study each
of these instruments and show which are
capable of producing all of the notes and
which can produce only some of them.
Thus, he says, the reader will learn the
application of what has been explained
in the essays on the rudiments. Similarly,
at the end of the second essay on the
instruments, he writes that he has dealt in
these two essays with the instruments that
are most in use in his country, showing the
notes and groups that are proper to each
of them. In so doing, he has addressed
not just other theorists, as is the practice
of some authors, but has addressed the
practical musician as well. And, indeed,
the bulk of these two essays is taken up
with extremely detailed accounts of a
variety of instruments, most notably the
lute” [15, p. 180].

We also find out, says Al-Farabi,
that three interludes give a sense of
perfection or completeness of all potential
combinations of notes. Al-Farabi advises
the aspiring musical theorist to rely, like

the metaphysician, on comparison and
analogy to acquire some knowledge of
the intelligible things that lie beyond the
realm of sense perception in Musiga. In
its broadest sense, we learn that music
disciplines convey through both speaking
and writing covers as the interpretation of
the term musical knowledge. Here, we can
conjecture that it expresses the erudition
acquired and identified appropriating
rhythm, melody, movement. These
definitions carry out through the subject
of sense-perception.

“Excellence of idea is that a man should
have ideas or excellent ideas, i.e. that a man
should be good and virtuous in his actions,
then that he should have ideas, and his
words, ideas, and counsel should have been
tested many times and found sound and
right, bringing the man, when he employs
them, to approved results” [ 16, p. 46].

“Now sense-perception attests to
the multiplicity of natural things. This
multiplicity is perceived through sense-
perception in two ways. First, sense-
perception apprehends a multiplicity of
natural things because the [same things] are
dispersed in separate places; it distinguishes
them from each other by virtue of the
different places they occupy. This, then,
is the first kind of multiplicity; it is better
known. Second, the multiplicity of natural
things is apprehended through sense-
perception of a single object” [17, p. 94].

The first part of Farabi’s corpus is about
the nature of music, considered melody the
music source, both vocal and instrumental,
the varieties of melody, the practical and
theoretical sides of the inquiry. All this
is said to be an introduction to the art-
science of music. For music is an art, its
instances the continued use of sound and
other elements as material. As far as we
conjecture, Farabi does not make it a logical
point, an issue of the description of music
as an art. Not only does he make it an issue
for natural science, but he prefaces
the point about what science has ruled
out by saying that most of the primary

Central Asian Journal of Art Studies Volume 6. Issue 1. 2021



Central Asian Journal of Art Studies Volume 6. Issue 1. 2021

individuals for this science music exist by
art and cannot exist by nature.

“As in other arts, a knowledge of the
theory of music requires that one know
the first principles. One must then know
the rules or general propositions by means
of which one derives all of the rudiments of
the art, since a complete mastery of these
rudiments, too, is essential for the theorist.
Finally, these rules enable one to determine
precisely in what the art does and does
not consist, and they enable one to avoid
error. Related to these aspects of theory
are the two remaining subjects comprising
the first part of the science of theoretical
music, both of which are discussed in the
first pair of essays in the Grand Book: the
way in which man comes to discover the
art of music and the character and training
appropriate to the person who would
investigate this art” [18, p. 177].

Here mentioned a short case at
medieval Arabic music theory and its recent
accomplishments by examining Al-Farabi’s
viewpoints on rhythm in Musiga. Contrary
to the intended and accidental impacts
left by contemporary scholarship, it is
apparent from the previous analysis that
Al-Farabi’s viewpoints concerning rhythm
are harmonious, considerably definite and
unambiguously formed, and surprisingly
intriguing as a composition and as an
alternative way of perceiving rhythm.

“That rhythm again is determined by
musical notes which fit in with them in
playing, the rhythm of blows of the hand
corresponding to the rhythm of the syllables
of speech; and that rhythm must not vary
from its station (martaba)if the playing is
not to be ruined” [19, p. 53].

The practical and the theoretical arts

of music

Another circumstance of attention

in Musiqgais the detail between the
theoretical and practical sides of astronomy.
Al-Farabi differentiates between theory and
practice and values the former more than
the latter; he nevertheless indicates that

theory can gain only limited progress if
it is not approved by reasonable practice
and observation. Al-Farabi synthesizes
the Aristotelian causal knowledge with
the neo-platonic emanations scheme in
theoretical philosophy.

“In his discussion of the mathematical
sciences, Al-Farabi gives an account
of music, dividing it intothe sciences of
practical and theoretical music. The appeal
of this simple division to scientists like
Bacon is in itself quite suggestive. Lambert
preserves Al-Farabi’s distinction between
practical and theoretical music, but of
Al-Farabi’s five branches of theoretical
music, Lambert preserves only the second,
which can scarcely have meant to him
anything like what it meant to Al-Farabi.
Rhythm is treated in a separate context in
which all music is divided into that with
rhythm and that without. His general
terms for discussing rhythm are modus and
mensura” [20, pp. 173—186].

Without dwelling on the nature of
that science extending beyond physics,
Al-Farabi achieves his discussion with
a concise indicating how the practical
intellect, regarded with preference and
choice, supports the theoretical, wherein
human perfection consists. He draws
attention to the knowledge that philosophy
is the most basic system practice and
theory in its field. In addition to influencing
the audience’s feelings under the twelve
magam system, Al-Farabi also discovered
a different music feature. Music performance
under the twelve magam system
maintained the understanding of music
as a practice that can physically change
audiences, applying music’s recurring
feature to change humanity’s mentality.
Farabi is the philosopher who forms
a legend that shows the musical talent
circulated in texts about the twelve magam
system. First, Farabi played a melody for
his audience and made them spontaneously
laugh, followed immediately by another
melody that spontaneously made them
cry, followed immediately followed by



another melody that spontaneously put
them to sleep so he could leave. This story
expressed the one-to-one relationship
between properly executed musical
knowledge and the audience’s emotional
and physical response.

“Farabi’s view of the origin of music is
in marked contrast to the one held by Kindi
and the Ikhwan. According to these, human
music originated when the Sages, and in
certain passages Pythagoras is singled out,
heard the celestial music and set down
the rules for human music. These were
then disseminated to others, and eventually
music spread to all. This has all the earmarks
of a myth, and we do not mean that
in any negative sense. By contrast what
Farabi offers, to be followed by Ibn Sina
along rather similar lines, is a natural
or naturalistic explanation?” [21, p. 59].

“According to Al-Farabi musical
structures are artificial and not based
on nature: the Pythagorean argument
about the relations of planets and stars
producing music is based upon a linguistic
misunderstanding: namely that of using
the word ‘music’ in two different meanings.
Further, as early as the beginning of the
Middle Ages Al-Farabi is fully aware of
differences between cultures and of the fact
that what are regarded as natural tones in
a given culture, e. g. Arabian, are ‘natural’
only in this context. He even determines
rather strict limits for the cultural sphere
to which his musico-theorical
considerations about tonal relations,
distinctions between structural kernel
motifs and secondary ornamental motifs,
can be applied” [22, pp. 307 —308].

To figure out better, we can assume
that Al-Farabi in the caliph’s assembly is
the most apparent exemplary experience
that draws attention to the fact that human
should be based on practical and theoretical
in achieving virtue. Farabi emphasized the
need for people to acquire practical and
theoretical knowledge about achieving
virtue. The fact that when people listened to
his music, some reactions realized in their

mind. These reactions appeared without the
listener’s control. The caliph’s assembly
indicates that Farabi had professional
practical and theoretical knowledge of his
expertise in music. Therefore, we anticipate
that this may be a prime example of
practical and theoretical knowledge.

It can be said that the anonymous ‘Kitabii
Kesfi’'l-Hiim Kiimve’l Kiirab fi Serhi
Aleti’t-Tarab’ is the most comprehensive
study of the science and philosophy

of music in the Farabi corpus. The only
copy of this work is in the third Ahmed
Library Manuscript Section of the Topkapi
Palace Museum. This work has still been
reviewed by the British musicologist

and Arabist Henry George Farmer and

J. B. Hardie in 1932.The inspirational
experience of the second master Al-Farabi,
which led to the discovery of many different
new opportunities in science, will perhaps
be read for the first time in this article with
the details below.

“Such is the opinion of the people of
Iraq, and as a result all the older authorities
used to derive the science of music (tarab)
from the science of human nature; on this
basis Al-Farabi derived the science
of the ‘musiqa’ and its rules by means of
which he surpassed all others who wrote
on this science of music. And there is a
story about the reason for his making it.

Al Ma’mun used to hear about Al-Farabi
and the knowledge which Allah the Exalted
had given him, and his understanding,

so he desired to meet him, wishing to test
him in some of the sciences in order

to see his sagacity and his knowledge.
How a strange thing had happened to
Al-Farabi which brought him out of his
own country against his will and secretly.
So he travelled night and day until he came
to the city of Baghdad which was the seat
of the Caliphate, and he entered the city

in disguise so that not one of the people
recognized him, and he thought that he
would make his way to the Caliph in order
to earn his favour by means of his learning
and his knowledge.
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Caliph said to Al-Farabi ‘At our court
you shall have the highest privilege and
the greatest riches, among us you shall
obtain glory, and you shall be honored
above all your peers and your fellows.’
Then the Caliph continued ‘Produce the
knowledge of which you spoke to us, and
hasten with your answer that you may be
given our generous gift.” He answered ‘It
will appear before you now.” The Caliph
asked ‘what things do you need to produce
it for me?’ Al-Farabi said ‘Bring me copper
and smiths and wood and carpenters.’
So the Caliph sent for them, and all who
were present stood silent watching him
to see what he would make. And he ordered
the smiths melt their copper and make it
into long thin sheets, light, engraved and
ornamented; and he ordered the carpenters
to saw the wood and to cut it into rods,
round and hollow, in two sizes thick and
thin, the thick cut eight sided and short,
the thin cut four sided and long. They were
to stand upright their heads upward and
their tails down. And between each pair
of rods he fashioned a peg fixed on
a crossbeam, twelve pegs above at the
heads of the rods with the heads of the pegs
turned downward; and twelve similar pegs
at the tails of the rods also, arranged in the
same way on a crossheam, steady and fixed
at the bottom so that the heads of the pegs
were upward standing alone. Then he took
silken strings which he stretched across
the rods to right and lelt; and over these he
rolled the sheets of copper on the outside
until all of them were covered with copper
and the instrument resembled. (There is an
omission in the Magic Seven. at this point.)
Then he fastened it up and connected the
various pieces together, and stood it upright
and erect like a pulpit (minbar). Some said
too that it resembled a physician’s ointment
box (marhamdan) eight sided in size and
dimensions. Others said that it was like
a box turned in a lathe, rounded in the
cross-section and long; and yet others said
that it was square in length and breadth
like a coffer. But this is generally agreed;

that it was square, its height off the ground
being less than the height of a man, while
the breadth of the circumference of its four
sides was 12 dhira, each side being 3 dhira.
It had 4 doors each in two leaves
and each opening and shutting; around
each door was a small aperture (taga. lit.
window) in which was a copper pipe going
in to the inside. On the outside of this pipe
was fixed a wild beast’s skin secured to it
and folded over upon itself like a bellows
with two wooden handles which were
opened and closed mechanically to deliver
air. It was worked by men who sat blowing
with the bellows, and others who stood
beating with the plectrum on the 4 sides
around the 4 doors. Each door has a front,
each front has an entrance, each entrance
has a channel, each channel has a mouth
and each mouth has an end to which the air
comes and goes round. By whichever door
it enters it has no exit by which to escape,
so it masses and collects all together and
rises to the top; but finding no loophole
or exit by which to get out it sinks back to
the bottom to go out where it came in. But
there it meets the air which has been blown
in on top of it, and the pressure becomes
stronger and stronger. The blowing of the
bellows prevents the air from sinking to the
bottom, and the beating of the plectrum
keeps it from rising to the top, so that no
exit remains O for it, nor any movement to
escape, but it is enclosed and can find no
way out. So it circles between the upright
pegs and strains at all the strings but finds
that they have checked all its efforts to
escape and have driven it out of its place
and prevented all its movements to reach
its destination (i.e. outside ) and made all
its efforts vain by opening the doors and
closing the windows. So the four blasts of
air (i.e. from the 4 doors) are hindered in
their way and circle round in that copper
box; and the pressure grows strong and
the force continues to increase and to grow
and to become great until the air is confined
between the four doors. Then the pressure
becomes too strong for it and forces it



back to the top, so it ascends and finds
12 windows which had been made

(in the top corresponding to the 12 hours
of the day and also p to the 12 Signs of
the Zodiac).” |23, pp. 79—84].

Conclusion

This research’s result should lead to a
partial re-evaluation of Farabi’s intellectual
heritage in Islam based on music
philosophy and science. Moreover,
Al-Farabi’s attempt to harmonize physics,
metaphysics, and astronomy in terms

of methodology and doctrine and the
multilayered theory of infinite causality
introduced intellectual beings’ dimension.
Furthermore, along with the later Arab
thought, it also profoundly affected
Europe. In the method of studying Farabi’s
approach to cosmology and music, we
applied his classification. It was primarily
his work of texts in which he compared

the ideas of Kindi, Pythagoras, and others.
However, on the other hand, this model,
and especially Al-Farabi’s idiosyncratic

ABTOpnapablH yneci

theory and causal powers, was never fully
adopted by later thinkers.

Especially the subject of rhythm pattern,
we could say it assists as a model for future
variations on the same theme, but as far
as we know, these details have never been
deeply analyzed. Until today, we have
determined that only general studies have
been done on Farabi’s life and corpus from
our deep library antiquities research source.
Despite the conciseness of Al-Farabi’s
remarks on the method of astronomy,
it is nonetheless possible to reach certain
conclusions based on the previous analysis.
First, it should encourage us to re-examine
some aspects of Al-Farabi’s affiliation
with the Aristotelian, Platonic, and
Neoplatonic traditions. In his description
of the astronomical method, Al-Farabi
appears as a quite thorough Aristotelian.

[t was important to access and read
Farabi’s original book, which exemplifies
the rhythmic flow of emotions. It is evidence
of the universal law of rhythm in nature.
The philosopher points out that all motion
is rhythmic or wave-like.

I". }X. HypbllweBa — MaKanaHblH TaKblPblObIH XXoHe 3epTTeyaiH MiHAeTTepiH 6enrinesi;
3epTTeyiH aficTeMenNiK KypamblH a3ipneyai yubIMAaacTbIpabl.

H. TepmxaH — pecypctapabl 3epTTey, capanTay »aHe Tanjay 6ovblHLWa 6apiblK
TancblpManapAbl OpblHAaAbl; FbiNbIMU 84e6UeTTepdi Tanaay; a4ebw wonyabl AanbiHaay;
MOTiHHIH 3epTTey 6eniriH a3ipfeyai *aHe MbiCbiKTabl.

Bknap aBTOpOB

[ XK. HyprLIJeBa — onpegennna teMaTtuKy Ctatbu U NOCTaHOBKY 3aa4u UCcCnenoBaHUd;
OopraHmn3oBana pa3pa60TKy METOJ0N0MMYECKOM COCTaBNSIOWEN UCCNESOBAHUS.

H. TepayxaH — BbiMoMHMA BCe 3aa4u No UCCnefoBaHu1io, NPUoBPETEHNIO,
3KCMepTH3e U aHaNn3y PecypcoB; NpoBea aHanuMa Hay4yHoW n1TepaTypbl, NOAroToBMUAa
NIUTEpaTypPHbIM 0630 U UCCNEA0BATENIbCKYIO YacTb TEKCTA.
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I'ymxkuhan Hypseiwesa, Hypdep Tepaxkan

ou-Dapabu atbinaarsl Kasak yaTTbiK yHUBEpCHTET
(Anmvatser, KasakcraH)

9J1-dAPABUAIH MY3bIKA ®UJT0COPUACDHI: «<MY3bIKAHbIH 3AHAbI/1bIFbI»

AHaaTtna. byn makana an-®apabuaid My3blka punocoduacbiHa JereH Ke3KapachiH 3epTreyre
6arbiTTanFaH. Papabuain, My3blKanblK GUN0CODUACHIHbIH, YFbIMbl — My3blKa TEK 6HEP MEH OMbIH-
cayblK eMec aereHgi 6inaipeai. OcbiFaH 6anaHbICTbl 01 Aanenaey aficTepiH KonaaHa oTbipbIm,
FbINbIM MeH dunocodumsa TypPFbICbIHAH TaKbIPbIMTbl XOFAPbl AeHrenre ketepai. ABTopnap eH anabiIMeH
dapabuaiH eHOeKTepiHAE 3epTTey aAiCTePiHiH 6enrinepiH aHbliKTayFa Tbipblicagbl. PUIocod KaHe
My3blKaHT 96y Hacblp an-Papabu naeanabl Kana, orMka, acTpOHOMMS, IMHIBUCTUKA, cascar,
MaTemMaTuKa, reOMEeTPUS, MeaULMHA, ONTUKA, GUNOCODUS KoHE My3blKa Typanbl XKa3/bl KoHe
«EKiHWI ycTas» peTiHae TaHbiMan 60/4bl, 6ipiHwici ApuctoTenb 60nabl. byn 3epTrey canbiCTbipy
TYPFbICbIHAH KYPbIbIM XYMECIH YCbIHA OTbIPbIN, My3blKa TaXipnbeci MeH TeopUAChIHA 63 YIEeCiH
Kocagabl. Ocbl TYpFblAaH anFaHaa, My3blKanblK XXYWEHIH YMNeciMainik AeHreni ceHcopnblK Kabblnaayra,
canbICTblpbINaTbIH XaHE CanbICTbIpbIIManb XXyrnenepaeri 6enrini 6ip KepceTKilTep aaiciHe cyheHei.
Bbyn 3epTTey KoppenaumaHbliH epeKWwenikTepiH Tanganibl, OnapiblH, *anbl XXoHe KeKe KacueTTepiH
YXOHe oflapblH XKYMbIC iCTeY WeKapanapblH 3epTTenai. byn makanaga 6iniMHiH 6ip canacbiHaH
€KiHLWiciHe, Mblcanbl, MaTeMaTnKagaH My3blKkaFa Hemece acTPOHOMUSFa Hemece My3blKa FbllbIMbIMEH
6annaHbICTbl NCMXONOrUsiFa AENiHI MafFblHaHbl cunaTTay 6aranaHagbl. MyHaan MacwrtabtaFbl My3blKa
FblINIbIMbIHA K&3Kapac FblibIMAaFbl My3blKaHbl EMXKEN-TEMKEWI 3epTTEYAIH KaXKeTTiiriH, CoHaan-aK
eley KputepumnepiH aHbiKTagbl. OHbIH, GMN0COdUS MEH FblTbIMAAPALIH KlacCubUKaLMACbIHAAFbI
FblbIMAAPAbIH MOHI MEH Ti3iMiH cunaTTanTblH «Mxca» KiTabbl OpTa Facblipnapaa MonbiHAanAbl. Ananaa,
«My3bIKa Typasibl YJIKEH TpakTaT» Apab TaHAaMasbl TEOPUSANbIK 3EPTTEYNEPIHIH Ti3iMiHAE 60/1bl }KoHe
apab My3blKaCbIHbIH, KENIHIT TEOPUSICbIHA aUTap/biKTam 30p 9CepPiH TUri3Ai.

Tipek ce3gep: On-Papabu, My3biKa, My3blKa GUIOCOPUACHI, aneymeTTaHy My3blKachl, My3blKasblK,
M3AEHMET, My3blKa NCUXOSIOrUSACHI, HEMPOMY3bIKONOTMS, My3blKaTaHy, My3blKa TEOPHSChI.

[oviekce3s ywiH: Hypeiwesa, I. XK., TepaxaH, H. 9n-PapabuaiH my3bika dunocodusicoi:
«My3blKaHblH 3aHAablabIFbly. Central Asian Journal of Art Studies, 2021, 6(1), 10-26.
https://doi.org/10.47940/cajas.v6i1.318
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Kazaxckuii HalHOHA/IbHDBII YHUBEPCHTET HMeHH ajib-Papatu
(Asmarsl, Kazaxcran)

DOHNI0COPUA MY3bIKU AJlb-OAPABU: «<3AKOHOMEPHOCTU MY3bIKW»

AHHOTauusA. B gaHHOM cTaTbe AaeTca NonbiTKa U3Y4nTb TOUKY 3peHus anb-Papabu Ha dunocoduto
My3bIKW. [TOHATHE My3blKanbHaa dunocobus Papabu NogpasyMeBaET, YTO My3blKa — 3TO HE TOJIbKO
MCKYCCTBO U pa3BiieyeHuns. B CBSA3K C 9TUM OH NOAHAN JaHHYO TemMy Ha 60/1ee BbICOKUM YPOBEHb

C TOYKM 3PEHUS HAyKK M punocodmm, UCNob3ys METOAbI AOKa3aTeNbcTBa. B nepByto oyepeab aBTopbI
HaLeneHbl BbIIBUTb MPU3HAKWM METOA0B UccnefoBaHusa B pabotax Papabun. dunocod n My3blKaHT
A6y Hacp anb-®apabu nucan o6 ngeanbHOM ropoae, 10rmke, acCTPOHOMUK, TMHIBUCTUKE, MONUTHUKE,
MaTteMaTuKe, reoMeTpun, MeamumnHe, onTuke, Gunocodumn n MysbiKe 1 6bi1 UBBECTEH KaK «BTOPOM
yyuTEeNb», MEPBLIM U3 KOTOPbIX 6bla ApucToTenb. [JaHHOe UccneaoBaHmMe BHOCUT BKNag B MPaKTUKY

M TEOPUIO MY3bIKM, Npeanaras CUCTeMy NOCTPOEHUS C TOYKMU 3peHUs cornocTaBieHns. C aTOn TOUKK
3PEHUs, yPOBEHb COIMMacoBaHHOCTU My3blKallbHOM CUCTEMbI MONaraeTcsd Ha YyBCTBEHHOE BOCMPUATHE,
Ha MeToA OnpeAeneHHbIX NoKasaTenen BHYTPM CPaBHUBAEMbIX M COMOCTaBASEMbIX CUCTEM. [daHHOEe
U3blCKaHWe aHann3npyeT 0COOGEHHOCTU KOPPensLni, nccneays nx obLimMe n YacTHble CBOMCTBA

N UX FrpaHnLbl PYHKLMOHUPOBaHUS. B aTOM cTaTbe OLLEHNBAETCS ONUCaHWe CMbic/ia OT 04HOM 061acTm
NO3HaHWA K Apyron, Hanpumep, oT MaTeMaTUKK A0 My3bIKW UK aCTPOHOMMM, UK MCUXONOTMUH,
KOppenupytoLmx ¢ HayKow 0 My3bliKe. [1oaxo K My3blKa/lbHOM HayKe B TaKOM Maclutabe onpeaenuin
NoTPEe6HOCTb B A€TabHbIX UCCNEA0BAHMAX My3blKM B HayKe, a TaKKe Kputepun namepenms. Kuura
anb-Papabu «Mxca», onmcbiBatoLLas CyLIHOCTb U NepPeYeHb HayK B Gpuiocodum n Knaccuoukaumm
HayK, NoayyYnna NnpM3HaHue B cpefHue BeKa. «b0/ibLuoN TpaKTaT O My3biKe» BOLIEN B CIMCOK
BblAAOLWMXCA apabCKUX TEOPETUYECKUX UCCNIEA0BaHMI U OKa3an 3aMeTHOe BIMSHWE Ha 6onee
NMO3A4HIO0 TEOPUIO apabCKOM MY3bIKM.

Knto4eBble cnoBa: anb-Papabu, mysbika, GUnocodus My3bliK1, COLMONOIUSA MY3bIKH,
My3blKaJibHas KynbTypa, MCUXON0rMa My3blK1, HEMPOMY3blKOBEAEHME, My3blKOBEAEHME, TEOPUS
MY3bIKMK.

Ana untnpoBanus: HypebiweBsa, I. XK., TepaxaH, H. Punocoduna my3biku anb-Papabu:
«3aKoHOMepHOCTH My3blkK». Central Asian Journal of Art Studies, 2021, 6(1), 10-26.
https://doi.org/10.47940/cajas.v6i1.318

Central Asian Journal of Art Studies Volume 6. Issue 1. 2021



ABTOpnaap Typanbl Manimert:

CBepeHusa 06 aBTopax:

Authors’ bio:

F'ymxuhan )Kyma6aiikbi3bl
Hypbiwesa — ¢usocodus
FbUIbIMIAPBIHBIH JOKTOPbI,
ou-Dapadu ateinnarsl Kasax
VJITTBIK YHUBEpCUTET] (usiocoust
KadeipachiHbIH POQeccopbl
(Anmvarsl, Kazakcran)

Hypdep Tepmkan — 9a-DPapadu
aTbiHarbl Kasak yaTThik
yHUBepcuTeTi usocodust
KaeipachiHbiH 2 Kype JJIOKTOPAHTbI
(Anmvarbl, Kazakcran)

[ymxkuxan YKymabaeBHa
HypbiweBa — nokrop
husocoekux Hayk, npogeccop
Kadepbl pusocoduu Kazaxckoro
HalMOHAJBHOTO YHUBEPCUTETA
uMeHH aib-Papabu

(Anmatbi, Kazaxcran)

ORCID ID: 0000-0001-6640-8111
email: gulzhikhan-nurysheva@yandex.kz

Hypdep Tepmkan — nokropant
2-ro Kypca Kadenpso! usaocoduu
Kasaxckoro HauoHasbLHOTO
yHHBepcHTeTa UMeHH alib-Papadu
(Anmatbl, Kaszaxcran)

ORCID ID: 0000-0003-3482-4182

email: nurfer.tercan@gmail.com

Gulzhikhan Zh. Nurysheva —
Doctor of Philosophical Sciences,
Professor at the Department of
Philosophy, Al-Farabi Kazakh
National University

(Almaty, Kazakhstan)

Nurfer Tercan — PhD candidate
of the Department of Philosophy,
Al-Farabi Kazakh National
University

(Almaty, Kazakhstan)



CULTURAL
MARGINALITY
AND ITS

e SOCIAL

DCHOIL IMPLICATIONS

PHILOSOPHY OF ART ‘

Kudaibergen Temirgaliev',
Gaziza Jamaliyeva®
! Karaganda Medical University,

2E. A. Buketov Karaganda State University
(Karaganda, Kazakhstan)

Abstract. The article is devoted to exam the problem of cultural marginality. Due to the fact that
nowadays, during the formation of new social forces and relations, many societies, including
Kazakhstan’s, more-less experience a vacuum of values and norms. Marginal individuals in the
conditions of new landmarks formation are lacking the stable social orientations; it is very hard for
them to identify themselves with sufficient certainty. A marginal state characterizes by the fact that
a human, having left one culture, leaving it on the outer plane of his being, does not fit into a culture
new for him, does not come to it, although he lives in the presence of its innumerable displays.
The individual is in the stage of mastering new cultural features, but he cannot yet master them
completely. This is the marginality as the natural paradox for being transitional, borderline social
and cultural status. Usually, it is precisely in transition eras that the process of marginalization
intensifies sharply and expands in its scale. People feel insecure and socially unstable. In this regard,
the purpose of this article is to thoroughly exam the problem of marginality. In writing the article, we
used the methods of cognitive-evaluative analysis, the methodology of cross-cultural-psychological
research and the principle of the historical traditions unity. Based on the research of marginality
problem, we conclude that the personality absorbs single and diverse, whole and detailed, universal
and individual. In this regard, the problem of marginalization should be resolved through personal
self-determination. This article was written by virtue of the works of various philosophers,
sociologists and educators who studied the problems of marginality. The article offers a number
of recommendations for solving the problem of marginality in the new realities.

Keywords: anomie, marginalization, marginality, marginal, culture, traditions, identity,
globalization.
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Introduction cultures when they enter a period of
transition, when cultural orientations
arginalization and the reality itself change drastically. The characteristic of
behind this conception relate not the cultural situation in the newly formed

only to the individual, but also to entire independent states on the Eurasian
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expanse (the territory of the former USSR)
also lies in the fact that the major features
or bases, traditional for the cultural space,
do not yet exist or no longer exist (which is
practically the same) in the sphere of actual
cultural meaning. This features or bases
must be formed together with the bounds
of future cultural activities.

Currently, according to definition of the
French scientist E. Durkheim, during the
formation of new social forces and relations,
many societies, including Kazakhstan’s,
more-less experience a vacuum of values
and norms, or so-called legal and moral
“anomie” (literally — “lack of norms”).
This is a state of society, when old social
norms and values cease to function, and
new ones are still have not been established.
Anomie also characterizes the state of an
individual with sudden and painful changes
in social conditions. In general, anomie
reflects the status of personal and social
consciousness associated with the value
system’s decomposition being a result
of the social crisis.

Under conditions of anomie, marginal
individuals are lacking the stable social
orientations; it is very hard for them to
identify themselves with sufficient certainty
and clarity. They are standing on the
borderline between two cultures — old
and new. In the borderline state a human,
having left one culture, leaving it on the
outer plane of his being, does not fit into
a culture new for him, does not come to
it, although he lives in the presence of its
innumerable displays. The previous personal
social and cultural characteristics are lost,
though are not completely wasted: the
individual is in the stage of mastering new
cultural features, but he cannot yet master
them completely. This is the marginality as
the natural paradox for being transitional,
borderline social and cultural status.

Usually, it is precisely in transition
eras that the process of marginalization
intensifies sharply and expands in its scale.
During that time, people feel insecure and
socially unstable.

At the same time, the marginal
individual is been characterized by ethnic
elimination and ethnic nihilism. Being at
the turn of two or more cultures, eager
to be a member of several ethnic groups
at once and not being able to realize the
worldview of any of them in a life situation,
that individual suffers from duality,
internal contradiction and tragic discord
with himself due to the impossibility of
combining the allegedly incompatible
cultural features. However, marginality
is a widespread social phenomenon
associated with a deep crisis of any identity,
with the destruction of the previous system
of identifications, with a breakdown
of the objective social order, its norms,
principles and values. Human becomes
marginal in a situation of simultaneous
and one-dimensional existence in the
context of opposing social and cultural
requirements. Therefore, marginality is
been rightly perceived as cultural inertia,
overcoming the environment.

Today there are three conceptual
directions in the study of marginality:
cultural, structural and role-based.
Cultural marginality refers to the processes
of cross-cultural contacts and assimilation,
structural marginality describes cases
of political, social and economic
powerlessness of deprived of voting rights
(or disadvantaged) groups within society,
role marginality arises in the case of an
unsuccessful correlation of oneself, one’s
social position with a positive reference
group; with the choice of a role that
contains elements of two roles, etc.

In the context of the development of various
subcultures, countercultures, elements

of transformation in cultural marginality
are observed, so the study of cultural
marginality is important not only for
understanding the phenomena of culture
proper, but also for a deeper understanding
of the general laws of development of the
entire human culture.

The marginality of the individual in the
period we are experiencing is a symptom



of the social crisis itself and the lack of
comprehension of its social displays.
Known, that the situation of uncertainty
enhances the individual’s needs for self-
identification based on certain undoubted
principles. However, the current stage of
development of the post-Soviet society,
including Kazakhstan’s, is characterized by
the absence of consolidating society values,
senses and images (for example, the image
of a morally-oriented, freely self-determined
personality in its socially significant ideals
and tasks). Everyone has to develop these
moral foundations of social existence on
one’s own account and risk.

“...What is an identity crisis?

[ts essence is the rejection of the “self”
from the side of “I'am”™. This rejection
may not be completely open; “I'am” that
despises its “self” may try to deceive itself
with feverish activities that, like a senseless
journey, have only one purpose — to divert
the attention of “I'am”. To make the crisis
explicit, to admit the further impossibility
of identifying oneself with one’s “self” is
an important step to overcome the crisis
of identity” [, p. 113].

In other words, the matter is not only
in society with its external crises and not
only in the fact that it throws out a man,
making him marginal. It is also in the fact
that within the individual himself there is a
struggle, a split, an attempt to displace one
of his own “I”’-s on sideways, background,
to marginalize it.

Nowadays, the marginal is not so much
a marginal (a person standing “on the
brink” or “on the edge”), but a fragmented
personality, disintegrated into many
unrelated displays. Unless, of course,
proviso that this man has given way to
the destructive influence of modern mass
culture and lifestyle.

Methods

The use of the theoretical culturological
concept of intercultural communication
as a condition for the dialogue of cultures

has sufficient positive potential for the
study of dynamically developing societies.
[t is a special way of seeing complex social
problems that arise in the process of social
reconstruction. The multidimensionality of
this phenomenon makes it possible to study
the various processes of acculturation,
identification, occurring both at the
local level, and, in our opinion, interfaith
relations and, in general, in human
relations. The impact of the globalized world
with its mass culture accustoms a human
to view the surroundings not by their own
impressions, but the emotions caused by
virtual (and often falsified) images. This
impact changes not only the content,
but also transiorms consciousness itself
from sustained to “mosaic” or “faceted”,
reducing the possibilities of critical thinking.
The well-known philosopher and
culturologist Aleksandr Dugin in his
article-interview “Homo novissimus”
published in the “Chelovek” (Human)
magazine rightly points out: “... Earlier,
a human’s identity followed from a tradition
that postulated the meaning lied behind.
Then, the modern that subverts tradition,
proposed its own largely nihilistic liberal
anthropology freeing a man from ties with
traditional identity parameters. Yet this
nihilistic pathos has also used up its
“evident” potential. The process of
freeing a human from the influence of the
inhuman has been finished in general, but
pure emptiness and uncertainty, a post-
modern game of ephemeral instantaneous
principally imputed identities remain.
Having freed himself from the identity
imposed by the traditional anthropology,
at the same time a human has lost his
wholeness and holism. Today he split. Now
he is one thing, in a minute — another.
Hereof the output of culture stylistics —
television (chaotic switching of channels
as a special form of contemplation —
attention stops on a fragment, a vivid
image), drugs — a man sinks in a series of
incoherent but saturated impulses, without
contextualization” [2, p. 100].

Central Asian Journal of Art Studies Volume 6. Issue 1. 2021



Central Asian Journal of Art Studies Volume 6. Issue 1. 2021

You can say that modern man has
radically transformed his universal abilities.
The human of de-constructivism era is no
longer a microcosm, as in ancient Greece,
and is no longer a “presence”, as it was
in Martin Heidegger. Rather, it goes by
the term “absence”, more exactly, by the
fact that the human’s universality has now
appeared as his breakup, destruction from
within, as a variety of masks. Personality
lost its face, its own self-identity.

In the world of “semblances”, “replica
counterparts”, a human himself becomes
a “simulacrum”. Though a replica copies
the original or even a replica itseli, it would
seem to be the almost complete similarity
to the original position, be identical to it.
However, it does not happen in reality. In
a secondary culture, which is a system of
simulacrums, replicas are not identical to
the original, and individuals are not identical
to their human essence. The fact that the
original spirit of the copied appearance is
lost, especially when it occurs constantly
and in a different progression explains
everything in the process of copying.

As Arlette Farge points out, marginality
is now experiencing a very peculiar
moment. Considering all undesirable
elements as victims of marginality,
society feels the destabilization of piers
fundamentally shaken from within by all
economic processes. “Not only strangers
are now in circulation, but also mostly their
own ... Rejection appears as a product of
society’s disintegration, affected by the
crisis. Marginal is no longer some kind
of an outsider or leper. He is similar to
everyone, identical to them, but at the same
time, he is a cripple among his own kind —
a man with cut off roots, torn to pieces
in the very heart of his native culture and
environment” [3, p. 143].

This statement was made at late 80’s
of the last century. Then, what can we say
about the nowadays, when these processes
have escalated multiple times?

In social psychology, a condition called
by researches as “culture shock” is well

known. Its essence lies in the conflict of
old, customary and new cultural norms and
orientations. The old ones are usual to the
society that the individual has left, and the
new ones represent the society he joined.

In other words, culture shock is a conflict of
two cultures within the consciousness and
psyche of the individual.

In the same way, “returnees” to their
historical homeland sometimes feel
themselves like outsiders in a country
that, as they felt for many years, was
once their homeland. For example, some
“oralmans” — immigrants who returned
to Kazakhstan from China, Mongolia and
other countries, where they lived as part of
the Kazakh diaspora. This phenomenon has
received the name in the scientific literature
as “reversed culture shock”.

Frankly speaking, those researchers
who assess marginality sharply negatively,
the concept of “marginal” was been
identified, willingly or unwittingly, with
the concept of an “outsider”. This is not
entirely correct, as will be seen from further
conclusions. Moreover, the concept of an
“outsider” implies that a man was been
thrown outwards the borders of his social
and cultural niche, while the concept of
“marginal” means a man living on the
border of two or more social and cultural
worlds. Firstly, we are talking about
the elimination of the individual and its
isolation from the “mother culture”, and
in the second — about the dual position
of the individual, he deprived of his culture
but not completely, and at the same time
he is not completely entered another new
culture for him.

What about marginality in culture,
can we consider it as a purely negative
phenomenon? Obviously, there is only
one radical way: to establish bans on
overstepping the framework and
boundaries of the traditional culture
currently established. Although historical
practice proves that taboos and
prohibitions never had and cannot have
creative potential in general. Consequently,



the ban on marginality is not only
impossible in modern conditions. Even
with the assumption of its reality, it cannot
serve as a source for resolving the essential
contradiction in cultural marginality
phenomenon.

However, today there is an
understanding and interpretation of
marginality as a positive phenomenon.
Many researchers believe, that only
through a marginal chronotope, an
individual and a whole culture can achieve
truly creative results.

Results

Argumentation for this thesis lies in
expanding our perception by leaving the
bosom of our native culture and entering
into the adaptation process for the new one.
We notice and see things that split and at
the same time bring these two cultures
together. Thus, we master a wide range

of new cultural rules and value systems,
and as a result, our culturally induced life
experience is expanding vastly.

To understand this important factor
better, it is necessary to consider
thoroughly the process of ethnic
identification: how it occurs, whether
ethnic identity changes in the process of a
human’s life, etc.

Taking the scheme of E. Giddens as a
basis, the process of identifying an actor
with an ethnic group follows by the next
scenario: a human is born into a family
where each member is a representative
of a particular ethnic group. Hereby, a just
born human is included into the ethnic
area, surrounded by objects with a certain
value for this or another ethnos and by
a certain language native to a distinct
ethnic group. l.e., a human exists in an area
filled with cultural artifacts valuable for an
ethnic group.

When a man grows, his world expands
its horizons. Therefore, the value space also
expands. A huge number of institutions are
included in the process of his socialization,

claiming to be ethnic ones (such as school,
the environment, religious institutions,
family as the most important institution

of ethnic identity formation, and many
others). Thereby, it is the institutions

that offer the value-normative basis for

the formation of ethnic identity. This is
happening everywhere and all the time.
However, the existence of ethnic marginals
proves the fact that a human is directly
involved in the formation of his identity,
since the structure of values and value
orientations offered by the institutions of
socialization are not mastered by everyone
in the form it is offered.

Having analyzed the possibility of
using the structuration theory to study
the phenomenon of ethnic identification,
we can make the following conclusion.
Ethnic marginals are the most active
agents that transform ethnicity. Therefore,
the structuration of the ethnos is mainly
due to the marginals that transform
the rules, resources and rituals.

The transformation of ethnicity occurs
under the influence of ethnic marginals.
Avivid example of creative marginality is
the work of the outstanding Kazakh poet
Olzhas Suleimenov. His artistic, social and
cultural achievements would have been
inconceivable without the assimilation

of cultures adjacent to the Kazakh culture
and even completely different from it.

For example, a thorough linguistic research
“The Language of Writing” was impossible
without sufficient knowledge of various
Turkic, Slavic and European languages

[4, p. 15].

Another rather vivid and characteristic
example of positive marginality is Bakhyt
Kenzheyev, descendant of Kazakh ethnicity,
living in Canada and writing poetry in
Russian.

In his recent interview, to the question
why he calls the experience of emigrant
life “good” and “generally positive” and
what kind of experience it is, B. Kenzheyev
replied, “My answer will be trivial. This
experience is life, broadening one’s
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horizons. Nothing else. [ believe that

the future, the 21st century in general,
belongs to young generation, [ call

them international people, who get their
education abroad and who then live either
abroad or in Russia. It would be better if
they lived in Russia. They are very helpful.
The main thing is that Pushkin had never
been abroad but passionately dreamed
about it. If he went there, he would be even
better. Just the experience of someone
else’s life, someone else’s society. It is
like speaking a foreign language. It is just
useful” [5, p. 10].

To say in general, in different countries
— from Denmark to Kazakhstan, there
is plenty of poets existing within one
language. Some of them create new poetics
and largely determine the movement of
modern literature [6, p. 25].

So what, in this case, really happens to the
personality: its “gradation” or the formation
of a universally evolved human? What is
“struggling” in the phenomenon of cultural
marginality — the tendency to destroy
human culture or, on the contrary, the need
for a truly human attitude to the world?

From all above mentioned, both
are expressed in the phenomenon of
marginality. Accordingly, the scenarios for
the development of the global modernity
process include the expression of culture
crisis, and at the same time — the need for
proper human development and the revival
of a genuine, spiritualized culture.

Discussion

For the first time the term “marginality”
was used in 1928 by the American
sociologist Robert Ezra Park, one of the
founders of the Chicago school, in his essay
“Human Migration and the Marginal Man”
[7, p. 882]. According to Park, a “marginal
man” is an individual who stands on the
border of two different, often conflicting
cultures. A marginal personality, in his
opinion, is a product of the natural cultural
process expanding interaction of cultures.

Everett Stonequist supported and
developed Park’s idea in his monograph
“Marginal Man” [8, p. 115]. The name
of Stonequist is associated with the final
consolidation and legitimation of the
marginality concept. Stonequist’s concept
of a “marginal man” characterizes a social
identity participating in a cultural conflict,
an individual who stands at the edge of each
of the cultures, but does not belong to any
of them. Stonequist views the marginal
man as a “key-personality” in cultural
contacts.

A. Amirova (a Kazakh researcher of
the problem of marginality) writes in this
regard, “It should be noted, that according
to R. Park, a marginal person is a man at
the border of two cultures and two societies
that will never completely fuse. As a result,
he will never be accepted into a new society,
staying as a man with split consciousness
and a disordered psyche. While Stonequist
believed, the adaptation process can lead
to the formation of a personality with new
features... This is an important point in
a positive perspective of considering the
marginality problems” [9, p 129].

Indeed, one can agree with A. Amirova
that E. Stonequist is closer to a positive
understanding of a marginal man.
Although, both points of view reflect two
different sides of the problem. A marginal
personality, including a culturally marginal
one, is never unambiguous and one-
dimensional. This personality always has
different hypostases, in different situations
and social relationships and roles it shows
its new sides. In this sense, a marginal
personality should be assessed not only
as passive and bifurcated, but as active,
creative and integrative in the merits of two
or more cultures [10, p. 338].

[t is also impossible to assess
marginality as something only negative
and destructive for the reason that a man
usually has a certain time interval to get
used to and prepare for the transition to a
new cultural environment or to new cultural
realities. Western researchers (for example,



representatives of the Cardiff psychological
school N. Ellemers[11, p. 161], A. Van
Knippenberg[12, p. 1008], etc.) have long
noticed this subtle psychological moment.
When individuals or communities try to
accept a new desired identity and at the
same time, perhaps, reject the old one,

at a certain level, the so-called “expected”
or “anticipated” identity often appears.
This is called “readiness” for changes.

In the conditions of transformation
of mass man’s being and consciousness,
the problem of preserving Homo sapiens,

a humane man becomes urgent[13, p. 215].

Returning to the question of the
cultural marginality’s axiology, it should
be re-emphasized, that in itself it cannot
be a source of either only positive or only
negative displays.

According to A. R. Masalimova
essentially universal cultural codes or
a single social and cultural field is emerging
during the era of modern globalization.
Accordingly, the problem of intercultural
communication obliges to reach a
completely new level of its statement
and solution. The unity of cultural codes
either makes the question of intercultural
communication meaningless, or requires
it to be in different plane and new level,
perhaps a deep psychological, cultural,
ethical, or even noospheric one [14, p 176].

A marginal situation arises at the
borders of different forms of social and
cultural experience. It is always very
tense and comes true in different ways
practically. [t can be a source of neuroses,
demoralization, private and group forms of
protest. At the same time, it is also a source
of new perception and understanding of
society, the Universe in general, and non-
trivial forms of intellectual, artistic and
religious creativity.

Speaking of the marginal, A. Farge tells,
“He is similar to everyone, identical to
them, but at the same time, he is a cripple
among his own kind”. Here we are talking
about so-called marginals of their own free
will [15, p. 145]. Therefore, the evaluative

definition of cultural marginality will

depend only on a man’s own choice, on how
he sees and feels himself in conditions of
cultural marginalities. Everything depends
on the man himself, on his independent
choice of his cultural identity.

As a rule, in the process of personal
development, on individual life path, a man
faces several stages or phases. At first,

a human does not yet distinguish himself
from the surrounding society and the usual
culture and actually serves them. At the
second stage, when a man realizes himself
as a unique individual, he seems to step
back from the social dimension of his being
and goes into internal emigration. Here the
danger of the aforementioned bifurcation,
the loss of identity with the matrix culture
arises: being alone with his dreams, a man
falls for a hurtful state of psychological

and social loneliness. Not always and not
everyone reaches the third stage of life
advancement, when, breaking free from a
seli-estranged state, an individual identifies
himself with a deep, essential human
origin, harmonizes his inner world and its
outward demonstrations.

Conclusion

Based on the performed analysis, the
following summing conclusions are:

1. The problem of marginalization should
be resolved as follows: the personality
absorbs single and diverse, whole and
detailed, universal and individual. Ideally,
the confrontation between globalism and
local cultures should be resolved through
personal self-determination. Generally,

a human can choose a uniform world if

it seems convenient, or he can choose

a pluralistic one. There is also a third
possibility: a man as personality chooses
the path of unity in diversity, i. e. becomes
internally whole and one with other people,
and externally creates privately unique
works and cultural articles.

2. Man is a transcending being, i. e.
is able to cross and outgrow any existing
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frameworks. In this sense, the marginality
phenomenon has not only negative, but
also positive and creative significance.
At present times, marked by radical
transformations in various areas of life,
it appears as a man’s self-determination,
as an opportunity to overcome crisis in
global and local cultures.

3. In modern conditions, the growing
role of ethnicity is a natural reaction
to the so-called effect of uncertainty.
Intolerance for uncertainty is a pronounced
psychological trait of a human. The effect
of uncertainty affects the reversibility-

ABTOpaapabliH yneci

irreversibility interaction of the socio-
psychological triad: personality — ethnos
— civilization. Yet, there are univocal signs
that the identification of people goes beyond
the state borders and the time is coming
for the “we-are-identity” group at the level
common to all humanity.

4. No culture exists by itself, in
a confined space. The conditions of
modern history dictate that today we
are on the verge of giving birth to a new
type of personality that will be social
and psychological product of the mutual
influence of different cultures.
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M3AEHU MAPTUHANAbIJIbIK YXOHE OHbIH SJIEYMETTIK CAJ1AAPbI

AHgaTtna. MaKkana MaaeHn MapruHanabliblK MaceneciH 3eptreyre apHanfaH. Kasipri yakbitra
YKaHa o/M1eyMETTIK KYLITEP MEH KaTblHAcTapAblH KanbiNTacyblHaH KeNTereH KoFaMmaa, COHbIH iliHae
Ka3aKCTaHAblK KoFamaa KaHaam fa 6ip gapexene KyHAbIbIKTap MEH HopManapablH, BaKyyMblH
cesiHyae. }aHa 6argapnapabl KanbiNTacTblpy XKaFganblHAaFbl MaprHanibl TyJiFanap TypaKTbl
aneymeTTiK 6araapnapaaH ambipbinabl; 0Onapabl KETKINIKTI CeHIMAINIKNEH aHbIKTay eTe KUbIH.
MapruHanabl MeMeKeT 6ip MoAEeHUETTI Kanablpbin, OHbl ©3iHiH CbIPTKbI XXOCMNapblHAA Kaaablpbim,
O YLLIiH }XaHa MBIEHNETKE COMKEC KENMEWTIHAIriIMeH cunaTtanagbl, 6ipak on e3iHiH cCaHCbI3
KepiHICTepPiHIH KaTbiCybIMEH eMmip cypedi. AjaM aHa MaAeHu epeKLlenikTepdi urepy catbiCbiHAA,
6ipaK onapAbl o/ fe ToNblK urepe anManabl. MyHaasbl MapruHanabliblk eTneni, WeKapanblK
SNEYMETTIK XXoHe MaeHU MapTebeHiH TabuFu NapafoKChl PeTiHAE TYCiHiNneai. 9aeTre, eTneni
Ke3eHJepae MapruHannsaums npoLeci KYpT Kywwenin, aykbiMbl 60MbIHIWA KeHeneni. Anamaap
©3[€epiH KopFaiMaFaH XoHe a/IeyMEeTTiK TypaKcbl3 cesiHeai. OcbiFaH 6annaHbICTbl, OCbl MaKanaHblH
MaKcaTbl MapruHanabliblK MOCENECiH MYKUAT KapacTblpy 60bin Tabblnaabl. Makana a3y KesiHae
6i3 TaHbIMAbIK-OaFanay Tangay aficTepiH, MoAEeHU-MCUXONOTUANbIK 3epTTeynepdiH, adicTeMenik
YKOHe Tapuxu AacTypaepain 6ipniri kKarnganapblH KongaHablK. MapruHanbliblK MaceneciH 3eptrey
HeriziHae 6i3 XXeKe TyJiFa 6ipTyTac XKaHe ap TYp/i, TYTac }KoHe enKen-terkenni, ombeban xaHe
YKEKe TyJIFaHbl KaMTuabl Aen TYKblpbiMAanMbI3. OcbliFaH 6annaHbICTbl MapruHanu3alums maceneci
YKEKe 63iH-031 aHbIKTay apKblbl WeLlinyi KepeK. byn makana MapruHanbinblik Macenenepi
3epTTereH apTypni GunocoPpTapablH, aNeyMeTTaHylblIap MEH MyFaniMaepaiH eH6eKTepi HerisiHae
asbliFaH. Makanaga »aHa WbIHAbIKTarbl MapruHaaabliiblKk MOCENeCiH Welyre apHanfaH 6ipkaTtap
YCbIHbICTap 6ap.

Tipek ce3gep: aHOMUA, MapruHann3auus, MapruHanbHOCTb, MapruHan, KynbTypa, TPaauLmu,
WMOEHTUYHOCTb, robanu3auus.

Hanekce3s yuwiH: TemipranneB K. A., [xamanueBa f. K. MaaeHn MapruHanibiibiK KaHe
OHbIH, 8neymeTTiK cangapbl. Central Asian Journal of Art Studies, 2021, 6(1), 27-38. https://doi.
org/10.47940/cajas.v6i1.355
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KYJIbTYPHAA MAPTUHAJIBHOCTb U EE COLIMAJIbHbBIE NMOCJIEACTBUA

AHHoTauus. CTaTbs NocBsileHa nccnefoBaHuIo NPo6aeMbI KylbTYPHOM MapruHanbHOCTH. M3-3a
TOro, 4TO B HacTosiLee BPEMS GOPMUPYIOTCSH HOBbIE COLMANbHbIE CWU/bl U OTHOLLEHMUS, MHOTUE
obuecTBa, B TOM YUCSIE U Ka3axCTaHCKKUE, B TOM UJIK MHOW CTENEHU UCMbITbIBAOT BaKyyM LIeHHOCTEN
1 HopM. MapruHanbHble MHANBKUALI B YCI0BUAX GOPMUPOBAHNUS HOBbIX OPUEHTUPOB SIULIEHDI
YCTOMYMBBIX COLMANbHbBIX OPUEHTALMIA; UM OYEHb TPYAHO UAEHTUDULMPOBATL ce6S C 4OCTAaTOYHOM
YBEPEHHOCTbO. MaprnHanibHOE COCTOSIHNE XapaKTepPU3yeTcs TeM, YTO YENOBEK, OCTaBUB OAHY
Ky/IbTYpy, OCTaBUB €€ Ha BHELIHEM MJiaHe CBOEro CylecTBa, He BNUCbIBAETCA B HOBYIO 1 HETO
KyNbTYpy, HE MPUXOANT B HEE, XOTS M XKUBET B NMPUCYTCTBUM €€ 6ECHUCIEHHbIX NPOSiBAEHWUIA. UHAMBUA
Haxo4WTCs B CTaMMW YCBOEHMS HOBbIX KY/IbTYPHbIX OCOGEHHOCTEW, HO ELLE HE MOXKET OBNaAEThb
MMM MNONHOCTLI0. MaprMHanbHOCTb 34€Ch MOHMMAETCS KaK eCTECTBEHHbIM NapajoKC NEPEXOLHOrO,
NMOrpaHUYHOro CoLManbHOro U KynbTypHOro ctatyca. O6blI4HO UMEHHO B MEPEXOAHbIE 3MOXMU NpoLecc
MapruHanmMaalumm pe3Ko YCUIMBaETCs U pacluMpsaeTcs Mo CBOMM MacliTabam. Jlioan 4yBCTBYIOT cebs
He3aLMLEHHBIMU U COLMANbHO HECTabUIbHbIMU. B CBSI3N C 3TUM LIEeNbI0 AaHHOW CTaTbM SBASETCSA
TLWaTeNbHOE paccMoTpPeHME NPOGIEMbl MaprMHanbHOCTH. Mpu HanWcaHMK cTaTby Mbl MCMOJIbL30BAMU
MeTOoAbl KOTHUTUBHO-OLEHOYHOrO aHann3a, METOAONOMMIO KPOCC-KYNbTYPHO-MCUXOOrMYECKOro
nccneaoBaHus M MPUHLMN €ANHCTBA UCTOPUYECKUX TpaaWLMi. Ha ocHoBaHWK nccneaoBaHus
npo6aemMbl MapruHanbHOCTU AeNlaeM BbIBOA, YTO IMYHOCTb BOMpPAET B ce65 eAnHOE U pa3HO0Opa3Hoe,
Lenoe u getanbHoe, yHMBepcanbHoe 1 MHAnBUAyanbHoe. B cBA3K ¢ aTUM Nnpobaema MmapruHanmMaaumm
[O/MKHa pelaTbes Yepes NTn4yHoe camoonpeaeneHune. 3ta cTatbd HanncaHa Ha OCHOBE paboT
pasnn4yHbiX GpuaocodoB, COLIMONOIOB U Nefaroros, M3y4aBLUMX NPo6aeMbl MaprHanbHOCTU. B cTaTbe
npeanaraercs psg peKomMeHgaumni no peLeHnto NnpobaemMbl MaprMHanbHOCTU B HOBbIX peanusix.

KnroueBble cioBa: aHOMUS, MapruHanuaauuns, MapruHanbHOCTb, MapruHan, Kynbtypa, Tpaauumu,
WMOEHTUYHOCTb, robanm3auus.

Ans yntnpoBanus: Temmprannes, K. A., kamanneBa, . K. KynbTypHaa MapruHanbHOCTb U ee
coumnanbHble nocneactsus. Central Asian Journal of Art Studies, 2021, 6(1), 27-38. https://doi.
org/10.47940/cajas.v6i1.355
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Abstract. The borders of visual art on the eve of the 20th-21st centuries are being extremely
expanded both at the empirical and theoretical levels and so is the agenda of contemporary
philosophy of art. Is the unprecedented polyphony of discourses a methodological drawback or
is it a heuristic opportunity that can help to broaden our knowledge about the essence of art and
the notion of a work of art? What is visual art and what is artwork speaking the 21st century

language?

The study examines the current trends and innovations in the visual arts field and how they can
be interpreted. Authors come to conclusion that the times of normative or negativist approaches
are over. The plethora of transformations is a value-in-itself and can be seen as a legitimate
methodological situation, namely, as a meta-relativist turn. Examples that are presented in the paper
deal with different sides of “a work of art formula”: span of discourse, artist, audience, art space,
art market, new technologies, etc. Those cases demonstrate the ambivalence of current visual
art practices that can be interpreted either as complete negation of the preceding standards or as
new discourses that are equally legitimate with the older ones. Meta-relativist approach treats all
existing discourses and practices as equally legitimate and thus provides the method to broaden our
understanding of the essence of art and definition of an artwork. The study suggests that
it is a contemporary tool for further intra- and inter-disciplinary dialogue.

Keywords: philosophy of art, work of art, visual arts, meta-relativism, levels of discourse.
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visual arts theory and practice”. Central Asian Journal of Art studies, 6(1), 39-53. https://doi.

org/10.47940/cajas.v6il.349

Introduction

ntellectualization of discourse, the social
turn in the arts, politics of aesthetics,

aesthetics economy, artistic values,
aesthetic hierarchism, metamodernism,
decolonization, freeportism, ghost
museums, zombie formalism, curatorship
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as fine art, aesthetics of ugliness, everyday
aesthetics, aesthetics of atmospheres,
cultural property, normative justification,
critique of critique'... All these are names of
bits and pieces of contemporary philosophy
of art and its neighboring fields of study
terminology and discourses. What this
sample list demonstrates, besides drawing
attention to the significance of various
approaches, phenomena and debates, is
simply that the agenda of contemporary
philosophy of art is quite long and still
growing.

The situation of surfing along the
multivoice mosaic of topics has been
presciently described by G. Lubbe back
in the 1990s: the German philosopher
substantiated that due to the expansion
of individual perceptual abilities a person’s
chances to adequately respond to the
compression of cultural innovations are
very small [ 1]. Today, almost thirty years
later, we see this problem aggravated —
both on empirical and theoretical levels.
The ever increasing expansion of the
subfields and consequences of this process
for our ability to reckon with and continue
hearing each other is gradually becoming
a major methodological problem. Continued
attempts to present an exhaustive interpretation
of the essence and borders of the philosophy
of art synchronized with the ongoing quest
for the novel readings of “an artwork”
produce less and less chances of arranging
a mutual understanding in the field.

We trust that without conventional
methodological foundations contemporary
philosophy of art is prone to remain more
like a conglomerate of discrete critical
studies rather than a joint field of research.
In this paper we turn to the problem of
modern framework for agreement about
the meaning of the concept of a work of
art as the end point of the dispute. We
concentrate our study within the visual
arts field and address some schematic
empirical examples in order to demonstrate
that the current situation is a heuristic
opportunity to deepen our understanding

about the borders of visual art and the
definition of a work of art. We suggest that
while neither of the existing normative or
negativist approaches can be accepted, the
polyphony of trends in visual arts research
is not a methodological problem if we could
justily it as a legitimate meta-relativist
turn. We conclude that acknowledgement
of the expansion of the art field as a key
characteristic of the current state of

things and convention that it is crucial to
distinguish between the levels of discourse
can eliminate designated methodological
inconsistence. Inducing from the field of
visual arts to a greater scale, we could
claim that relativism appears as both the
current agenda and the meta-approach in
contemporary philosophy of art.

The discussion is laid out in five steps,
mainly: (1) a brief historiography of visual
art followed by presentation of (2) some
schematic examples of the uncharted trends
of the 21st century and (3) introduction
of discourse sensitive meta-relativism as
a prolific approach to the current agenda of
the philosophy of art, in the Results section,
(4) assessment, in the Discussion, section
of alternative methods of interpreting the
essence of art and the notion of a work of
art and (5) final remarks, in the Conclusion,
regarding the restatement of the main
question of contemporary aesthetics
and meta-relativist turn as a method
of addressing that challenge.

Methods

Analysis of the current agenda of
contemporary visual art field was designed

' Samplings of research on these topics include
Peters J., Roose H. [8, pp. 952—969], Frey B.
[31, pp. 141], Golazewska M. [29, pp. 25—42],
Zahradka P. [26, pp. 578 —579], Vermeulen T,
Akker R.[28, pp. | —13], Heindrich [13],
Shepard W. [ 14, p. 192], Hegenbart S. [32],
Ventzislavov R. [30, pp. 91-101], Medvedev A.
[33], Bohme G., Thibaud J.-T. [34] and other
authors.




as a study of transformations that are
taking place on both the empirical and

the methodological levels. We reckon

that this topic is under-researched in
Kazakhstan’s philosophy of art and thus
requires a thorough literature study and
examination of empirical data. Sociological
surveys, intelligence and art market
reports, professional network information
and critical opinions of the art cluster
participants, museum reports as well as
economy of culture/art politics case studies
had been used as sources of empirical

data analysis. International and domestic
literature review approach included the
study of a broad range of sources, including
research volumes, textbooks, articles,
dissertation autoreferats, thesis reviews,
visual arts research platforms articles and
interviews, etc.

The study employed historic analysis,
logical analysis, systemic approach,
induction and deduction, description,
comparative studies, generalization
and other classical methods as well as
multidisciplinary approach in order to
evaluate the current state of things in
the visual arts theory and practice.

Results

Visual Arts in a Historical Perspective
Depending on the adopted methodology,
centuries of visual art history can be
reviewed from a variety of angles.

Thus, history of visual arts can be
schematically described as graduate

shifts in the dominant aesthetic principle
from cosmoanthropic in the Antiquity

to theoantropic in the Middle Ages,

to anthropocentric in the Renaissance,

to object oriented ontology of our times

[2, pp. 133—152]. Alternatively, history

of art can be described as a timeline with
benchmark points tagged at “before” and
“after” domination of the mimesis principle,
modernism and the post-modernist turn.
[t can as well be seen as a straight line that
refracted around the 19th century towards

the development of two major brands in
Western aesthetics: the normative-rational
and the irrational-spiritual accounts

of art[3].

Notably, regardless of the founding
analytical principle debates, the amount
of artistic innovations in the visual art field
continues to grow following the exponential
curve of scientific and technological
progress. Thus, H. R. Jauss’s calendar
of art epochs demonstrates that while,
during half a century from 1850 to 1900,
there were distinguished seven significant
styles in the visual arts — from realism to
secessionism, the decade between 1960s
and 1970s gave twice as much directions
from magical realism to environmental
art[1].

Progress inevitably multiplies the
amount of cultural forms. From mid-
20th century on the modernist splash
of negation and innovation in fine art’s
aesthetics agenda was followed by an
unparalleled “geometric progression”
of post-modern discourses and modes
of interaction between art and society.

As writer and literature critic N. Sarrot has
put it, the intensity of life has shifted far
beyond its traditional forms and thus the art
in mid-20th century had stepped into

the “era of suspicion” [4, pp. 195—201].

In other words, technological development
has rather disarmed than enforced people;
the degree to which the irrational factors
rule the world and underlie the existence
has increased dramatically [5, Ch. 35].

By the beginning of the 21st century the
postmodern agenda has almost exhausted
itself, but remarkably, the older school art
practices continue to coexist alongside the
most recent trends. Artists and institutions
that promulgate the art of mimesis are in
demand along with modernist and technical
mastery art, digital art, virtual reality
galleries or crypto-art market. Notably,
traditional gallery sales, the 20th century
art auction practices, art policies based on
the merger of curatorship and cyclicity of
major international exhibitions like artfairs/
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biennals and the 21st century liberating
blockchain infrastructure technology today
are functioning side by side. We witness
that art borders are being extremely
expanded and phenomena from different
dimensions coexist as equally eligible.

This diversity cannot be reduced to a single
aesthetic principle and needs to be studied
as sheer polyphony of trends that establish
themselves across empirical and theoretical
levels.

The Uncharted Trends of the 21st
Century
Turning to contemporaneity as
“the moment of truth” we will now seek
to highlight some of the important trends,
situations and convolute transformations
that could sharpen our understanding of
the essence of visual art. As J. McMahon
observes, “The twenty-first century has
seen the artworld dissolve into a plethora
of practices” [6, pp. 7—17]. The totality of
innovations is irreversible since all parts of
the older work of art discourses are being
challenged and updated at the empirical
level.

Endeavor. One of the most distinct shifts
in visual arts and quite a long-standing
one is the switch from homogenous to

heteronomous discourses [7, pp. 305—307].

As was demonstrated in recent analysis of
visual artists topic models of the last twenty
five years, not merely aesthetic or romantic
justifications of artists” compulsive desire

to make art but engagement with “social/
political issues, academic methods and
terminology, and an entrepreneurial spirit”
are shaping contemporary art field

[7; 8, pp- 952—969].

The social turn and the political turn are
among the must-haves of most countries’
contemporary art scene: the long list
includes national and ethnic identity,
feminist, ecological, anti-globalist and
other issues. Most recent examples are
“Black Lives Matter” (BLM) initiatives in
the West? and “You can’t run from the truth
[in Russian]” sort of art activism in Central

Asia. As K. Khalykov points out, we are
talking about the place and role of art in the
syncretic collective experience of mankind,
in the development of feelings and social
culture [9, p. 9], we could anticipate

that global vulnerability and pandemic
aftermath topics will become artists’ new
inspiration in the coming years.

Contemporary artists’ pursuit often
becomes subject of a separate study since
today art is often understood as a statement
on a topical issue but the ambiguity of
these heteronomous endeavors “leaves
open the possibility that art operates either
as mere stimulation to private reverie or...
as propaganda” [6, pp. 7—17].

Artist. Changes in terminology also
cannot go unnoticed: artists by no means
just “create” — they “examine” or “study”
certain issues, problems and phenomena.
The result of their activity is not just
the “oeuvre” but “research” and that is
what the art cluster considers the most
significant input in the field. The external
translation of spirit, content and guiding
principles of visual arts is provided not by
the author but by a whole cluster of actors.
The classical model “artist-work of art-
audience” has been displaced with a longer
chain of art world industry professionals.
Contemporary art universe includes such
compulsory actors as art scholars, critics
and curators who produce agenda, texts,
“initiate” the audiences and mediate
current themes in art to the audience.

Even more so: the function of an artist is
sometimes displaced by the work of other
agents like curators. As S. Spaid points
out, “shortly after the work of an art curator
has being established in its own right as
an integral part of the contemporary art
process, it was already nominated equal
to the work of an artist, despite radically
different products result from artistic and

2 In 2020 British magazine Art Review Annual
has ranked BLM most influential in art.




curatorial work™ [ 10, pp. 87—91].

In other words, borders are fading and in
some people’s opinion, curatorship is
being equated to fine art.

Audience. Another realm that resembles
the difference between the “old” and
contemporary times concerns people’s
viewing habits, especially at international
exhibits of scale, to grasp multiple
meanings of the artworks [6]. We could
generalize that throughout history the
mission of an artwork was realized in the
moments when “art meets its audience”,

i. e. at home, at the gallery or museum, and
that it presumed some sort of communion
with the artworks. Nowadays international
art fair or biennal formats provide a different
kind of communication — grandeur of the
artspace, experience of atmospheres and
that special feeling of overabundance when
“audience meets the art”. Art is no longer
conceived as exclusively individual piece of
work: “visitors simply immerse themselves
in images, videos or environments which
strike them as evocative”, very similar

to the staging of the musical concerts

or theater performances [6, pp. 7—17].
Plentifulness and excess have become an
inalienable part of the global art societies
experience. That background “noise”

of the plethora of art is part of the new
formula of its comprehension. Okwui
Enwezor, one of the most influential
curators and artistic director of major
international cyclical exhibitions?, once
commented, “I've often said that one
doesn’t see the Venice Biennale, one scans
the Venice Biennale” [11].

The rhetoric question that follows
from this brief discussion is whether
the audience still appreciates visual art
institutions as the locus of masterpieces or
“the art-gallery-museum takes its place as
one of many public spaces with occasion

3 0. Enwezor curated Documenta in Kassel
in 2002 and the Venice Biennale in 2015.

experiences of entertainment, reflection
and communication about a range of topical
issues” [12, pp. 77-85]? What is prevailing,
the form or the content?

Art Space. The twisting nature of
contemporary visual arts field and the
changing essence of a work of art can
be discussed through such opposite
but equally distorting examples of
institutionalized art spaces as freeports
and ghost museums.

Freeportism is the term introduced by
S. Heidenreich to pinpoint and analyze
the “invisible art” — millions of highest
quality and high demand art works that
will never meet the audience precisely
because of their high value. They are
stacked as duty and tax iree art at freeports
in Geneva, Singapore and other places
in order to minimize the risks for those
who play on the art market. The truth is
that the function and the destiny of true
masterpieces (both, old and contemporary)
nowadays has nothing to do with the
function of cultural heritage. The higher
the artistic and commercial value of an
art piece, the greater the chance that
they will “remain hidden, all enclosed in
disenchanted wooden boxes, suspended
in a permanent circuit of exchange” [13].
Walking in those huge secured halls
among works of art that are at arm’s length
but unapproachable as hostages that “sit
and wait for their price to rise or fall, or
to be shipped to an auction or to another
Freeport” [13]is probably an epic kind
of experience. Artist’s creative process,
professional ambitions, aspirations,
exhibits, provenance, well-deserved PR
and popularity of an artwork all fade in view
of the final destination for the best artifacts
of human genius.

Another paradox of art economy
that triggers our understanding of the
essence of an art work and the art-
audience relations is the so called “ghost
museums” phenomenon in contemporary
China. Unlike in freeportism when there
are millions of artworks that cannot be

Central Asian Journal of Art Studies Volume 6. Issue 1. 2021



Central Asian Journal of Art Studies Volume 6. Issue 1. 2021

displayed, China, the successor of one of
the oldest civilizations and “victim” of the
20th century Cultural Revolution, has got
thousands of massive beautiful visual art
museums filled with nothing. As stated
in the review dedicated to peculiarities
of China’s development model where
“cultural facilities are an important part
of the identity creation and branding” and
“new cities and districts must be created
to fund existing cities and districts”,
the country is an example of an ambiguous
state of things [ 14]. While many cities
(and of course countries) in the world*
are striving to implement at least one
contemporary art space project, China’s
number of museums already exceeds
5,000. However, these ghost museums
are meant to remain empty from the very
beginning due to lack of content, curators,
professional museum staff, etc. The “iconic
cultural buildings” become a “conspicuous
paradox of modern development” and
“a toxic example of art spaces without art
and art policy” [14].

Art Market. The final case that we
wish to bring up deals with a well-studied
and broadly discussed art market bubble
phenomenon that was fervently entitled
Zombie Formalism. Zombie Formalism
is a contemporary simulacrum of abstract
expressionism style that “arose at the
precise moment that the global economy
witnessed a level of wealth disparity and
private-sector advantages unseen since the
Gilded Age” [15]. Its meteoric rise and fall
within the 2010s is already an encyclopedic
example of how financial institutions and
mechanisms of the art market attribute
aesthetic value through raising the work’s
commercial value.

Zombie Formalism phenomenon is
one of the many examples that
demonstrates that creation and
legitimization of an artwork’s aesthetic
value is no longer the prerogative of art
critics, curators, art institutions or the
audience. In case of big money projects it
is the market forces and they “shape the

contemporary artworld dysfunctional and
unhealthy” [13].

To a great extent, rigid
institutionalization of visual arts hits at
the very essence of philosophy of art and
brings up the new challenge: can this
perversion of the arts through financial
values be confronted, and should it?

Will any of the visual art cluster agents,
starting with the artists themselves, be
ready to dismiss of the big money status
of this sector of the economy and quit

the game? “Sad to say, cautioned artist
and art critic W. Robinson that coined the
phrase “Zombie Formalism”, the notion
that there is a genuine, pure, sincere, and
deep art that can be set in opposition to

a compromised, mercenary, dishonest,
and shallow one is romantic piffle” [ 16].

Methodological Relativism
Contemporary art community has grown
into a flourishing brand of economy and
continues to build itself up following some
new, previously uncharted recipes. It has
become unprecedentedly crowded with
many new actors as compared to the times
when the initial philosophy of art notions
had been introduced. Modern contributors
and stakeholders of the visual arts universe,
besides the artists and the audience, are
art critics, curators, museums, galleries,
art dealers, auction houses, biennals and
art fairs, government agencies, private
foundations and so on [17].

Remarkably this set of things is being
already challenged by the new wind crypto-
art and blockchain technologies that are
about to change the whole balance between
visual arts stakeholders. Decentralization

* One of the most recent examples is the city
of Coventry, UK, initiative to turn a former
IKEA building into one of the biggest
cultural hubs in the world and place
thousands of national collection art
pieces, that have previously been stacked
in repository, on display [35].




of authentication, provenance tracking
and collection management of both digital
and non-digital art is expected to take
away “the power from middlemen and
gatekeepers in the art world ... returning
autonomy to artists and collectors” [18].

Situations that were discussed above
are examples of impetuous fading of the
former standards in the field of visual arts.
The art cluster faces an ever changing tasks
agenda. Epochs change and so evolves
the question of what and why should be
considered a work of art. The new extreme
can be described as complete negation
of everything that once was shaping the
whole creative activity discourse, like in
“The author is dead” [19] formula: no
artist, no aesthetic questions, no audience,
no artspace, no material mediums,
no veracious value indicators. Some
philosophers of art have already announced
that it is time for advancing a new paradigm
that would revise the old methodological
foundations and promote a new intra-field
dialogue.

What is art and what is artwork speaking
the 21st century language? That is the key
question because, as R. G. Collingwood put
it, “no one can define a term in common
use until he has satisfied himself that his
personal usage of it harmonizes with the
common usage” [20, p. 26]. A theoretical
convention about new ways of dealing with
the notions of art and artwork is crucial for
conducting successful heritage, local and
global art field studies.

We reckon that the current state of
things should be viewed from a meta-
relativist perspective and any standard
is acceptable and valid by virtue of its
existence at the empirical level. Theoretical
meta-relativism presumes that art is an
open concept and any definition of an
artwork is viable as long as it is shared
by a certain community or fits a certain
discourse. As O. Naukkarinen argues,
“there are phenomena in contemporary
aesthetics that are fairly global or very
wide-spread ..., some that are culture-

dependent, and some that are very local,
even individual. All of them have their place
in the totality of the contemporary situation
and we should be sensitive to all these
levels” [21]. In other words it is a crucial
characteristics of the current state of the
visual arts agenda that there are different
levels of discourse that are not reducible
to each other. The prefix meta- in the case
of empirical and theoretical relativism is
proposed as a heuristic way of approaching
the main question of the philosophy of art
and exemplifies that this state of things
should be accepted as sheer, unconditional
and enduring.

Meta-relativist vision of the problem is
a contemporary alternative to single-feature-
biased theories and attempts to eliminate
the main question of the philosophy of art
as irrelevant. Meta-relativism implies that
while no comprehensive interpretation of
the essence of art or definition of an artwork
is possible, any empirical phenomenon and
any theoretical account should be admitted
as relevant and legitimate as a value-in-
itself. A convention to imply a discourse level
sensitive relativist approach is a liberating
and productive method of intra- and inter-
field dialogue.

Discussion

The 20th century gave us a pool of aesthetic
theories that can be united under the
umbrella of a positivistic assumption

that the meaning of art can be defined.
These approaches have been scrupulously
examined by philosophers of art such as

N. Carrol, R. Stecker and others. Thus,

N. Carrol in his notable volume
“Philosophy of Art” particularly provides

a meticulous analysis of the long history

of debates about the essence of art and the
notion of a work of art. N. Carroll indicates
the shortcomings of representationalism,
institutionalism, formalism, neo-formalism,
neo-Wittgensteinism, aesthetic and
historical approaches from the “necessary
and sufficient conditions” perspective
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[22]. The study elicits that no matter

how well-grounded the approach, it can
never provide an exhaustive definition that
is sufficient for the intra-field dialogue.
Another comprehensive critique of
contemporary methodological approaches,
from essentialism to constructivism, that
can be utilized as example of exhaustive
appraisal of those theories’ shortcomings
is presented in R. Stecker’s volume
“Aesthetics and the Philosophy of Art”
[23, p. 5]. We maintain the consonant
conclusions of both philosophers that

any normative theories of art can already
be reckoned as outdated. Empirical
observations give a clear signal that
something is going beyond those theories’
horizon. As A. Kudryashov points out,
nowadays the very essence of the main
question of the philosophy of art has
changed and modern aesthetic theory
should inquire not about the essence but
about the acceptable and non-acceptable
ways of using the word art [24].

A more radical way of assessing the
main question of the philosophy of art is
presented by M. Weitz. He asserts that
aesthetic theory is wrong in principle and
no definition of a work of art is possible.

In his highly influential volume “The Role
of Theory in Aesthetics” M. Weitz insists
that a true definition of art simply cannot
be maintained “neither by philosophers,
nor by art critics and even by artists”.

He argues: “Formalism, Voluntarism,
Emotionalism, Intellectualism,
Intuitionism, Organicism”... all of it is
wrong in principle [25, p. 27].

In objection to these negativist type of
arguments, we adhere to the meta-relativist
position and contend that on the contrary,
it is essential that aesthetic theories exist
“since the beginning of time” and that is a
historical fact. The question is not that they
cannot provide a comprehensive account
of art or that “the main question of the
philosophy of art has changed” [24], but
that they treat the notion of a work of art
as a closed concept. However, it is still a

methodological question of consenting on
the fact that any theory or judgement is
equally viable as long as it is shared by
a certain community of people (scientists,
art professionals, etc.). The neo-
Wittgenstenian “meaning as a use” outlook
is a much closer approximation here since it
implies that a convention about the meaning
of a notion within a certain community
is a sufficient foundation for accepting
a definition. Community is the locus of
ideology, convictions and beliefs which in
turn can exist as long as they are shared
within a certain group of people. From there
we could draw a parallel with the explanation
provided by proponents of institutional
theory who argue that aesthetic or artistic
properties may not at all be a criterion for
something to be qualified as a work
of art. Instead, it is solely the conferment
by representatives of the art world of
“the status of candidate for appreciation”
upon an artifact [26, p. 579]. In other words,
verification of the status of a work of art is
left to the agents of the art cluster.
Combining these two guidelines we
would like to stress that in all cases the
most important factor would be the meta-
relativistic awareness about the level of
discourse. In contemporary visual art
practice there is no point in arguing whether
or not something/someone is a true work of
art, artist, audience, art space or veracious
value indicator. Any empirical phenomenon/
relationship or theoretical definition/
notion should be considered legitimate by
virtue of the very fact of their existence and
differentiated by their levels of discourse.
This point will be further addressed in the
Conclusion section of the paper.

Conclusion

Creative activity is probably one of the
major functions of culture because its
products — works of art/masterpieces

are those artifacts that make possible the
appreciation between different generations
and civilizations, cultures and individuals.



In the end, ability to produce artifacts
distinguishes humanity from other species
because we can generate something

other species cannot. In a way, history

of humanity can be seen as history of art
and its “ever-present changes and novel
creations” [25, p. 32]. The expansive,
adventurous character of art is what makes
it an open concept.

The speed of transformations that are
taking place in the field of contemporary
visual art resembles the galloping pace
of scientific, technical, social progress.
Perhaps we do not possess enough time
or the necessary degree of detachment
to immediately grasp the essence of those
transformations. But at least we can be
aware that “art and ideas alike have always
responded to their conditions of encounter,
to how they are exhibited, inscribed,
perceived, bought, and sold, adapting
to whichever is dominant among their
various modes of representation” [13].

In a situation when immediate theoretical
apprehension of a phenomenon may be
precipitant it is possible to at least work
out a convention about general
methodological foundations of the studies.
As A. Karabayeva notes, “contemporary
society and its cultural institutions
actualize the problem of comprehending

a new scientific “methodology” and
research approaches, along with solving the
problems of adaptation of a modern person
to a new socio-cultural space” [27, p. 31].

ABTOpAapAbliH yneci

Some philosophers of art prefer to assess
the current period of time from a cultural
progress perspective. They assert that we
have already passed the era of post-
modernity and denote the new age as
metamodernism. Thus, Vermeulen T.,
Akker R. note that “the postmodern years of
plenty, pastiche, and parataxis are over giving
way to metamodernism, a new discourse
which is characterized as oscillating between
a modern enthusiasm and a postmodern
irony” [28, p. 1]. We insist, however, that the
demarcation should be made along different
criteria. The most important characteristic of
contemporaneity is the meta-relativist turn
while metamodernism is one of its many
empirical and theoretical manifestations.

To be sure, the question about the
essence of art and possible definitions of
an artwork must not necessarily be central
for each and every kind of the philosophy
of art debate. However, drastic changes in
art practices and forms of communication
between art and society are highly
conducive to updating our outlook. Meta-
relativist approach allows taking time and
accumulating knowledge about the plethora
of contemporary visual art manifestations.
We would like to finalize our discussion
with an opinion of A. Kudryashov that today
is the moment when it is highly important
to demarcate between art and non-art and
contemporary aesthetic has modified its
main question to what the borders of art
are [24].

M. LL. XacaHOB — 3epTTey TYXKbIpbiMAaMacblH 93ip/iey }oHe KanbliNTacTbIpy; 3epTrey
S/liCTEMECIH Kacay; FblibiIMW 94e6UeTTEPAI Tangay; MaTiHAI CbIHW TYPFblAaH Tanaay;
KOPbITbIHABINAPAbI TYXKbIPbIMAAAbI.

B. ®. MNeTpoBa — 3epTrey MaceNeciH TyKblpbiMaay; FbiNbIMU 9ae61eTTepai Tanaay;
MOTiHAI CbIHM TYPFbIAaH Tanaay KaHe MbICbIKTay; KOPbITbIHAbLIAPAb! TYXKblpbIMAAAbI.

A. M. XacaHOBa — 3epTTey MacenenepiH TyKblpbiMaay; WeTenaik AepeKKe3aepMeH
YYMbIC; MOTIHHIH, 3epTTey 6eniriH anbiHAay KaHe MNbiCblKTay; *K06aHblH

OpbIHAAYLIbICHI.
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Bknap aBTOpOB

M. L. XacaHoB — pa3paboTka u GpopMmnpoBaHME KOHLIEMLUKN UCCNEeAOBaHNS;
pa3paboTKa METOA0NOMMU NPOBEAEHNUS UCCNEA0BAHNS; aHaNN3 Hay4HOW NMTepaTypsbl;
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Mapar XacaHoB, Bepa [lerpoBa, Acusi XacaHoBa

ou-Dapabu atbinaarsl Kasak yaTTbik yHuBepeHTeTI
(Anmarsl, Kazakcran)

KA3IPI'l 3AMAHFbl BEAHEJIEY OHEPIHIH TEOPUACHI MEH NMPAKTUKACBIHJAFbI
META-PENNATUBU3M

AHgatna. XX—XXI fFacblpnapfarbl 6eMHesiey OHEPiHIH IMMUPUKAIbIK XXoHE TEOPUSASIbIK LeKapanapsbl
Kasipri 3aMaHfbl eHep GUNOCOPUACHIHbIH KYH TOPTI6I CUAKTbI 6Te KeHenai. nucKypctapablH, 6ypbIH-
COHAbI 601MaraH NonndOHUSACKI dicCHaManblK Macene Me, ange 6y eHepaiH MaHi MeH eHep
TybIHAbICHI Typasbl 6iNiMiMi3ai KEHENTYre KOMEKTeCETiH 3BPUCTUKasbIK MYMKIHAIK ne? XXI Facblp
TiniHaeri 6enHeney eHepi AereHimia He xaHe XXI FacbipfiaFbl ©Hep TybIHAbICHI AereH He?

3epTTey 6enHeney eHepi canacblHAarbl Kasipri TeHAEHLMANap MEH MHHOBaLMSNapabl *aHe
onapabl TYCIHAIPY *onaapblH KapacTbipafbl. ABTOpap HOPMaTUBTIK HEMeCe Tepic Ke3KapacTapiblH,
yaKbITbl 6TTi Aen TyXblpbiMAaNAbl. BOnbIN XaTKaH e3repicTepiH XUbIHTbIFbI TOYENCi3 KYHObINbIK
60nbIN TabblNaabl XXaHe OHbl TAabUFK BAiCHaManbIK XXafaan peTiHae, atan anTKkaHaa MeTa-penaTUBUCTIK
OypblbIC PeTiHAE KapacTbipyFa 6onaabl. Makanaga KenTipireH mbicanap «eHep TYbIHAbICbIHbIH,
popmynacblHbliH» 9PTYPi acneKTinepiHe XKaTagbl: AMCKYPCTbIH ayKbliMbl, CYPETLLI, ayAUTOPUS, 6HEP
KEHICTIri, eHep Hapblfbl, }XaHa TEXHOOrUsANap, *KaHe Tarbl 6acKkanapbl. byn Mbicangap 6enHeney
OHEPIHIH Ka3ipri ToxipnbenepiHiH KocapnaHraHabIFbIH 6ingipeai, onapabl anAblHFbl CTaHAapTTapaaH
TONbIK 6ac TapTy HEMECE XKaHa oHe eCKi AUCKYpPCTapAblH TYOeremni akBMBaneHTi peTiHae TyciHaipyre
6onagbl. MeTa-pensaTMBUCTIK TOCiN 6ap/iblK KONAaHbICTaFbl AUCKYPCTap MEeH Taxipnbenepai TeH, aen
caHanAbl XXaHe ocblnawLla eHEPAIH MaHI MEH ©Hep TYbIHABICLIH aHbIKTay Typasbl TYCIHIriMI3ai KEHENTY
aAici 60nbIn Tabblnafbl. 3epTTeyaiH KOPbITbIHAbICH — Oy OfaH api iWKi }oHe NoHapanblK ANanorTbiH,
3aMaHayu Kypasbl AereH 6omxam.

Tipek ce3gep: eHep dunnocodUschl, BHEP TybIHAbINAPbI, 6ENHENEY eHEpi, MeTa-pPeNITUBU3M,
OUCKypC OeHrennepi.

Hoariekce3s ywiH: XacaHoB, M. L., [leTpoBa, B. ®., XacaHoBa, A. M. Kazipri 3amaHfbl 6enHeney
©HEepiHIH TeopUSACHI MeH NpaKTUKacbiHAarbl MeTa-pendtueuam. Central Asian Journal of Art Studies,
2021, 6(1), 39-53. https://doi.org/10.47940/cajas.v6il.349
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Mapar XacaHoB, Bepa [lerpoBa, Acusi XacaHoBa

Kazaxckuii HalMOHA/IbHDBI YHUBEPCUTET HM. ajib-Papatu
(Anmarsr, Kazaxcran)

META-PENIATUBU3M B COBPEMEHHOW TEOPUU U NPAKTUKE
N30BPA3UTEJZIbHOIO UCKYCCTBA

AHHOTauUus. IMNUPUYECKME U TEOPETUYECKME FPaHNULLbl U306PA3UTENIBHOIO UCKYCCTBa pybexa
XX—XX| BEKOB 4pe3BblHanlHO PacCLLUMPSIOTCS, KaK U MOBECTKa COBPEMEHHOM dunocodum UCKyccTaa.
fBnsetca v 6ecnpeleneHTHas NoaMdoHMa ANCKYPCOB METOA0N0IMYECKON NPOB6AEMON N 3TO
3BPUCTMYECKAs BO3MOXKHOCTb, KOTOPas MOMOXET pacLUMpPUTb HallK 3HAHWUS O CYLLHOCTM UCKyCcCTBa
W NOHATUM NPOU3BELEHUSA UCKYCCTBA? YTO Takoe N306pasnTesibHoe MCKYCCTBO U YTO TaKoe
npou3BefeHne NCKYCCTBa Ha A3blKe XXI| Beka?

B nccnegoBaHum paccmatpuBatoTes TEKyLLME TEHAEHLMM U MHHOBaLMK B 061aCTH
M306pa3nTeNIbHOrO MCKYCCTBA M CNOCO6LI X MHTEpNpPeTaLMnU. ABTOPbI JeNatoT BbIBOA, YTO BPEMEHA
HOPMaTUBHbIX UM HEFATUBUCTCKUX MOAXOA0B MPOLUIK. TOTaIbHOCTb MPOUCXOASALLMX NPe06pa30BaHUM
ABNSETCA CAMOCTOSATENIbHOM LLEHHOCTbLIO M MOXKET paccMaTpmMBaTbCs Kak 3aKOHOMepHas
METOA0/I0rMYecKas CUTyaLusl, a UMEHHO KaK MeTa-pensiTUBMCTCKUIM NOBOPOT. [Mpumepsl,
npeacTaB/EHHbIE B CTaTbe, OTHOCATCH K Pas3fiMyHbIM CTOPOHaM «DOpMy/bl MPOU3BEAEHUS UCKYCCTBa»:
[AManas3oH ANCKYpca, XyAOXKHWUK, ayAUTOpKsl, apT-NPOCTPaAHCTBO, apT-PbIHOK, HOBbIE TEXHOOMMK
W T. 4. 3TV NpUMeEpPbI NOAPa3yMeBaloOT IBONCTBEHHOCTb HbIHELHUX MPAaKTUK M306pa3nTeNbHOI0
MCKYCCTBA, MX MOXXHO MHTEPNPETMPOBATL KaK NOJHOE OTPULLAHWE NPEALIECTBYIOLLMX CTAHLAPTOB UK
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Abstract. The article is devoted to the consideration and study of the creativity of the most prominent
representatives of the musical art of national ethnic groups, the role of the Assembly of the People
of Kazakhstan, the identification of various criteria for the relationship of ethnic groups living in

the territory of the Republic of Kazakhstan, the peculiarities of their life, way of life, spheres of life,
their relationship and views on the modern State, created by the first President of the Republic of
Kazakhstan — Nursultan Nazarbayev. The core of the projects completed in the period from 2012

to 2017 includes not only historical facts and materials found from the State Archives, Central
Scientific Library and the National Library of the Republic of Kazakhstan, but also an overview of
active participation in many events related to the Assembly of the People of Kazakhstan, to the 20th
and 25th anniversaries of the Assembly of the People of Kazakhstan, associated with the considered
ethnocultural centers and representatives of certain ethnic groups. Through the media, participation
in international scientific and practical conferences, previously unknown facts of the studied ethnic
groups were highlighted, and their relationship with the main population of the republic, their
contribution to the multinational culture of Kazakhstan, which in turn confirms the prudent, orderly,
and wise policy of Elbasy (The Head of the State).

The authors use the following methods in the study: historical-chronological, source study,
analytical, comparative, and interviewing. Since 2012, in Kazakh musicology, the musical heritage of
ethnic groups inhabiting Kazakhstan has been studied. A unique opportunity for a full-fledged study
of their work is presented thanks to the activities of the Assembly of the People of Kazakhstan and
systematic state policy, under the leadership of the First President.

In 2017, the second book, entitled “The Historical Significance of the Assembly of the People
of Kazakhstan in Interethnic Cultural Integration”, was published, which became a fruitful result of
the research project in 2015-2017. This book is a kind of continuation of the series, which began
in the previous collective monograph “The Musical Art of the People of Kazakhstan”, which was
published at the end of 2014 and has undergone extensive testing not only among professionals,
but also among fans of the musical culture of multinational Kazakhstan. Such research projects,
which were not previously carried out in the domestic humanitarian science, are significant and in
demand, since before their appearance in domestic musicology there were only separate reports on
the activities of cultural centers, articles in the media and on Internet sites, a brief analysis of the
work of specific masters in publications devoted to the study of the history of musical art of numerous



national cultures. They give only fragmentary ideas about the art of the ethnic groups in question.
The relevance and insufficient elaboration of these problems served as the basis for the study “The
historical significance of the Assembly of the People of Kazakhstan in interethnic cultural integration”,
carried out by the Department of Musicology of the M. Auezov Institute of Literature and Art of the
Committee of Science of the Ministry of Education and Science of the Republic of Kazakhstan. The
implementation of such a complex and significant topic for the national musical art, coverage of the
activities of large cultural centers of different ethnic groups, and much more makes it possible to
determine the contribution of each of them to the history of Kazakhstan’s development and outline
ways to preserve the traditional folklore heritage and identity. In this regard, these projects are
relevant and socially and politically significant at the state level.

Keywords: musical art, musical instruments, the Assembly of the People of Kazakhstan, ethnic
groups, diaspora, genres, integration, folklore, ethno-folklore ensembles, ethnocultural associations,

ethnic groups, historical homeland.
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Introduction

Activities of the Assembly of the People
of Kazakhstan
¢ The historical significance of the
Assembly of the People of
Kazakhstan in interethnic cultural
integration” is a beneficial result of the
research project in 2015—2017.
This book is a kind of continuation of the
series started in the previous collective
monograph “The musical Art of the People
of Kazakhstan”, which was released at
the end of 2014. In the implementation
of the above publications, the Assembly
of the People of Kazakhstan, created on
the initiative of the First President of
the Republic of Kazakhstan, Nursultan
Nazarbayev, was the most important
structuring and organizing core, which
is a spiritual and coordinating center
and plays a key role in the functioning of
national culture. The presented structure
has become an important element of the
political system of Kazakhstan, which has
consolidated the interests of the entire
people, ensuring the strict observance
of the rights and freedoms of citizens,
regardless of their nationality. The study of
the guiding activities of this organization
makes a significant contribution to
understanding the role of cultural
centers in the development of musical

art and composition schools, including
representatives of numerous ethnic groups.
When studying this topic, such
important problems as identifying the
specifics of the national worldview and
worldview of the people on the way of
comprehending universal, humanistic ideas
and postulates are highlighted. National
musical theaters, vocal and instrumental
groups, pop ensembles and outstanding
representatives of each individual ethnic
group contribute to the formation of the

diverse ethnic cultural space of Kazakhstan.

The study of their purposeful activity

to revive spirituality in the musical art

of Kazakhstan will give a new level of

understanding of this scientific problem.

The relevance of the publications lies in

the versatile study and systemic analysis

of polyethnic musical art as a unique

phenomenon of the culture of Kazakhstan.
The scientific essays present the

work of composers of various ethnic

groups in the context of the formation

and development of the musical art

of Kazakhstan. Found, collected and

described historical documents confirming

the main reasons and motives for their

resettlement to this territory. The specific

features and genre manifestations in the

music of Russians, Dungans, Koreans,

Kyrgyz, Tatars, Bashkirs, Belarusians,

Turks, Azerbaijanis, Uzbeks, Uyghurs,
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Kurds, Bulgarians and others have been
investigated. The spiritual values of these
representatives living in the republic, which
together form a multicolored palette of
the cultural space, are indicated. And also
revealed their individual contribution to
the overall, unified system of artistic trends
and directions. The innovative approach is
also due to the comprehensive, multilateral
study of the art of numerous ethnic groups
of Kazakhstan, consideration of the
phenomenon of national characteristics
and genre manifestations in the context of
the declared idea by the First President of
the Republic of Kazakhstan N. Nazarbayev
about tolerance and unity from various
methodological approaches, including
ethnography, ethnomusicology, cultural
studies, musical folklore, political science,
philosophy and other related sciences[1, p. 3].
In this regard, in two monographs,
the classical approaches of musicological
analysis are organically combined with
innovative trends in the study of languages,
culture, philosophy, political aspects, artistic
practices, identification processes. The
research boasts an innovative application
of sociological methods for a deep analysis
of the sociocultural situation, with the
identification of external circumstances that
affect the evolution of the creative process.

Methods

The authors use the following methods

in the study: historical-chronological,
which allowed to consider the history of
the emergence and development of the
Assembly of the People of Kazakhstan;
source study, which enriched the study with
many scientific works, to which the authors
turned; analytical, manifested in the
cultural aspect and musicological analysis;
comparative, demanded by the author in
considering the category of temporary
positions of understanding among
Kazakhstanis of the artistic process in the
musical art of numerous ethnic groups;
interviewing, which made it possible to

support the research of the authors of
the article with conceptual views on the
problem under study.

Results

Scientific monographs, which clearly
define the role of the Assembly, which is

to support the activities of ethnocultural
associations, will become the main scientific
publication dedicated to the vigorous
activity of ethnocultural centers, which
directly contribute to the strengthening

of interethnic harmony in the country,

the comprehensive mutual enrichment

of the national cultural tendencies of the
people of Kazakhstan, the preservation and
development of the traditions, customs and
culture of numerous ethnic groups, the
patriotic education of youth, the promotion
of a healthy lifestyle.

That is, in a country where “the ethnic
polyphony of languages, cultures and
traditions of Kazakhstan has acquired...

a wealth of peculiar shades and beauty”,
the urgent is the development of problems
concerning, again speaking in the words of
the Leader of the Nation, distinctive socio-
cultural norms, customs and traditions

of the Kazakhs, “forming tolerance as an
element of the intangible cultural heritage
of universal human value” [2, p. 5].

These trends form the basis of collective
research. At the same time, the topic of
monographs is scientifically interesting
from the standpoint of in-depth study of
the folklore heritage of numerous ethnic
groups, whose work has not yet become an
object of special scientific research.

The head of state emphasizes the role
of the intelligentsia in the development of
the spiritual process of social cohesion,
giving impetus for scientific understanding
of various problems of interethnic cultural
integration

In his article “Looking into the future:
modernization of public consciousness”
on April 12, 2017, the First President
of the Republic of Kazakhstan, in his



message, announced the start of the third
modernization [3, p. 4].

The competitiveness in the modern
world and the competitiveness of cultures
were especially noted.

In this sense, it is absolutely necessary
to work on the active popularization of
the activities of domestic composers and
performers of numerous ethnic groups,
not only in the homeland, but also abroad.
The relevance of the research lies in
the comprehensive study and systemic
analysis of multinational musical art as
a unique phenomenon of the culture of
Kazakhstan. The research projects were
successfully completed on the following
themes: “Musical art of the people of
Kazakhstan” [4, p. 6] and “Historical
significance of the Assembly of the people
of Kazakhstan in interethnic cultural
integration” [5, p. 4], declared under the
program of fundamental research represent
the most relevant direction in the field of
fundamental research in the field of Russian
musicological science.

The members of Musicology
Department at the M. Auezov Institute
of Literature and Art of the Ministry of
Education and Science of the Republic of
Kazakhstan and prominent scientists of
various related sciences tested and chose
such interesting and versatile topics in
the form of meaningful essays, articles,
interviews, speeches in the media. The
history, ethnography, life, culture of various
ethnic groups living in the republic,
the peculiarities of their mentality and
worldview, philosophical views, social
status, selected as objects for research,
directly found an active response among
professionals and amateurs of musical art
in poly-confessional Kazakhstan.

Discussion

Music of the people of Kazakhstan in the
cultural integration process

The musical science of Kazakhstan makes
a significant contribution to the study

of the creativity of the most prominent
representatives of the musical art
of national ethnic groups, to the study
of the role of the Assembly of the People
of Kazakhstan, in identifying various
criteria for the relationship of ethnic groups
living on the territory of the Republic of
Kazakhstan, features of their way of life,
way of life, spheres of life, their attitudes
and views on the modern State, created
by the first President of the Republic of
Kazakhstan N. A. Nazarbayev. The core of
the projects completed in the period from
2012 to 2017 includes not only historical
facts, materials found from the State
Archives, the Central Scientific Library
and the National Library of the Republic of
Kazakhstan, but also active participation in
many events related to the Assembly of the
People of Kazakhstan, to the 20th and 25th
anniversary of the Assembly of the People of
Kazakhstan, associated with the considered
ethnocultural centers and representatives of
certain ethnic groups. Through the media,
participation in international scientific and
practical conferences, previously unknown
facts of the studied ethnic groups were
highlighted, and their relationship with
the main population of the republic, their
contribution to the multinational culture
of Kazakhstan, which in turn confirms the
prudent, orderly, wise policy of Elbasy.

The collective monograph of 2014
“The Musical Art of the People of
Kazakhstan”, dedicated to the musical
culture of numerous ethnic groups for
the first time in Kazakh musicology, fully
studies the musical creativity of ethnic
groups inhabiting Kazakhstan, which has
not yet been undertaken in the domestic
humanitarian science. Separate reports
on the activities of cultural centers, rare
articles in the media and on Internet sites,
a brief analysis of the work of individual
masters in publications devoted to the
study of the history of musical art of
numerous national diasporas, give only
fragmentary ideas about the art of the
peoples represented. The relevance and

Central Asian Journal of Art Studies Volume 6. Issue 1. 2021



Central Asian Journal of Art Studies Volume 6. Issue 1. 2021

insufficient development of these problems
served as the basis for this study (Figure 1).

o/ -

HICKYCCTBO
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Figure 1. Scientific monograph “The Musical
Art of the People of Kazakhstan”: published in
Almaty (Republic of Kazakhstan) by the publishing
house “Evo Press”, in 2014 with a total volume
of 516 pages.

In the course of the scientific research,
the process of studying the work of
composers of diverse national ethnic
groups in the context of the formation
and development of the musical art of
Kazakhstan was carried out: collection,
inventory and search of historical documents
confirming the main reasons and motives
for the resettlement of different peoples to
the territory of Kazakhstan study of specific
(primordially national) features and genre
manifestations in the music of Russian,
Uyghur, Korean, Kyrgyz, Tatar, Karakalpak,
Dungan, Nogai, Azerbaijani authors and
other peoples of Kazakhstan; designation
of the spiritual values of ethnic groups living
in the republic, which together form
a multicolored palette of cultural space.

[t also revealed the individual contribution
of each diaspora to the overall, unified
system of artistic trends and trends.
Scientific novelty is also due to an
integrated, multilateral approach to the
study of the art of numerous ethnic groups
in Kazakhstan, consideration of the

phenomenon of national characteristics
and genre manifestations in the context

of the declared idea by the first President of
the Republic of Kazakhstan N. Nazarbayev
on tolerance and unity from various
methodological approaches, including
ethnography, ethnomusicology, cultural
studies, musical folklore. Earlier, in the
article “The main stages of implementation
of the research project in Musical art of

the peoples of Kazakhstan”, published in
the International newspaper of the Turkish
Ethnocultural Center of the Republic of
Kazakhstan “Akhiska” on June 28, 2013,
were highlighted some issues on the
implementation of this project [6, pp. 6—7].
To date, the staff of the Department of
Musicology highlighted many problems in
the study of the musical art of the diasporas
in Kazakhstan, in particular on the topic
“Traditional and modern musical creativity
of the Russians of Kazakhstan” performed
by a well-known scientist in the Republic,
Corresponding Member of the Republic

of Kazakhstan, Doctor of Art History,
Professor S. A. Kuzembay investigated

the problems of existence at the present
stage of the traditional folk art culture of
Russians in Kazakhstan, the forms and
types of musical folklore are determined,
religious holidays, folk festivals during
Christmastime, Shrovetide, Slavic Written
Language Day, the Day of Russia, Pushkin
Day, etc., also, are analyzed (lyrical, folk,
calendar) songs and folk choral works.
These are “Native sources”, “Shrovetide”,
“Ducks are flying”, “Over the hill”,
“White color is on the stone”, some
comics “Valenki”, “Ah, Mommy”,

“Oh, Ladies”, the wedding “We have

a white day now”, ceremonial “Wreaths

of Kupala” and many others. The dominant
idea of the work is the idea of reviving the
national spirituality of Russians in the
republic, their desire to restore and further
develop the origins of Slavic culture under
the common shanyrak of Independent
Kazakhstan [7, pp. 122—127], [8, p. 4],
[9, pp. 48—51].



In the section “Folklore and professional
music of Koreans of Kazakhstan”,
written by the candidate of art history,
associate professor G. Zh. Mussagulova
some work has been done to study the
numerous customs and rituals of the
Korean diaspora. The various types of ritual
folklore (anniversary of a child, ceremony
of majority, marriage, 60th anniversary,
funeral procedures, as well as the rite of
sacrifice) have been investigated. In this
regard, various types and forms of art of the
people represented have been studied —
song-ritual, ritual songs, old song genres.
At the same time, a creative portrait of
representatives of the Korean diaspora —
Doctor of Philology, Professor of the
composer — Ten Chu and composer
A. Strigotsky — was studied. The meetings,
conversations, interviews with professional
composers of the Korean diaspora who
made a certain contribution to the study of
Kazakh professional music were held.
The works of Ten Chu, which stand out
for their national flavor, emanating from
the Korean folk melody, the originality
of harmonic, polyphonic writing and
orchestral texture, are analyzed. Among
them are the cantata Pyongyang, the
symphonic poem The Land of Morning
Freshness, the Dramatic Suite, the Harvest
Festival suite, numerous songs, as well as a
5 part drama suite for a symphony orchestra
entitled 11.09.1937 17 h 30 min “STALIN™.
All 5 parts of the essay were analyzed,
which have the following titles: “Order and
excitement”, “Despair”, “Remembrance of
the Motherland”, “Resentment” and “Cry”
[10, pp. 165—202].

In the section of the candidate
of art history A. Zh. Kaztuganova
“Kazakhstandagy kyrgyz khalkynyn
madenieti dasturi zhane muzykasy”
for the past period, the problem of the
relationship of the instrumental music of
the Kazakh and Kyrgyz peoples, as well as
the differences between their instruments,
has been investigated. The similarity,
preservation and reconstruction of the

ancient stringed-plucked instruments of
the komuz and dombra were traced, the
relationship and differences in the mood,
scale and shape of the instrument were
revealed in comparison. At the same
time, the sources and development of the
widespread instruments ooz komuz and
shan kobyz are considered. A comparative
analysis is made, the history of origin and
development is studied, and the experience
of propaganda and preservation is traced. In
this regard the kyuis for shan kobyz and ooz
komuz were deciphered and analyzed by
such composers as Adamkalyi Baybatyrov
“Tagyldyr too”, Karomoldo Orozova
“Nasikhat” Kyrgyz folk kyui “Zhastar”,
“Kerbez” etc., also “Kyz uzatu”, “Kyz
zary”, “Kyz muny”, “Shankobyz tolgauy”
and others. In comparison, their musical
characteristics (melody, rhythm, tempo,
form, etc.), the history of creation, stylistic
and genre features, as well as distinctive
features as pitch, scale, ratio of voice
(bourdon) and instrumental part are studied.
According to the results of the scientific
expedition, wedding ceremonies, funeral,
labor songs, recitative genre — terme,
instrumental works performed on the ooz
komuz, as well as works of authorship
recorded from informants of the Kyrgyz
diaspora of the city of Aktau were collected.
In addition, materials on national dress,
applied arts, events and holidays held by
the Kyrgyz ethnocultural center “Ala-Too”
have been systematized [11, pp. 203—275].
On the topic of the scientific project
“Karakalpak diasporasynyn dasturli
zhane bugingi musika madeniety”
by the candidate of Art history
B. Zh. Turmagambetova, information
about the art of zhyrau and baksy of
this ethnic group is presented, that is
heroic performers (baksy accompanying
themselves by playing kobyz playing the
dutar), analyzed 25 Karakalpak songs from
the collection of the famous ethnographer
A. Zataevich “Songs of different peoples”.
Other sources of research are also
considered: “Karakalpak folk music”
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(1959, 8th volume), “Karakalpak folk
songs” (1959), “Karakalpak folklory”
(multivolume, 2007), “Musical culture of
the Karaqalpak people of the pre-October
period” (T. Adambayeyv, 1967), etc.

In a scientific expedition around the
city of Aktau, the musical folklore of the
Karakalpaks was collected and its audio
recording was made. The braids (songs) of
Berdak bucks “Bozatau”, “Dembermes”
were analyzed, transcripts of folk and lyrical
works “Kyz ben zhigit aitysy”, “Meiman-
dur”, “Otersen”, “Bolmasa” and others
were made, performed by informants,
the “Aydinlar” kosyk of the famous
Karakalpak composer M. Zhiyemuratov
was notated. The information about rituals
and traditions, national dress and holidays
of this ethnic group was collected and
systematized [ 12, pp. 276—324].

In the section “Ethnocultural centers
in the multicultural space of independent
Kazakhstan (on the example of Turkish and
Azerbaijani cultural centers)”, candidate of
Art history Z. M. Kassimova pays special
attention to different stages of the formation
and development of musical art, genres,
historical background, instrumentation,
characteristics of the work of prominent
figures, individual works, as well as the
general theoretical foundations of the
stylistics of Azerbaijani music.

At the same time, the art of ashugs —
storytellers, singers of folk legends and
poems, as well as vocal-instrumental and
pop groups performing traditional and
modern Azerbaijani compositions, with
the characteristic features of the musical
language in terms of the harmonic,
metro-rhythmic basis, timbre, figurative —
thematic structure [13, pp. 96—120].

The section named “The current
state of the musical art of the Uyghurs of
Kazakhstan”, performed by the Master of
Art history Kh. Domullaeva dedicated to
the study of the activities of the modern
vocal and instrumental group “Diyar”
in Kazakhstan, as well as the current
state of the musical art of the Uyghurs

of Kazakhstan. The author provided
information about the famous art workers of
the Uyghur diaspora in Kazakhstan.
There are A. M. Burkhanov (Chief
Conductor of the K. Kuzhamyarov Uyghur
Theater), G. Saitova (choreographer),
folk talents Z. Kibirova (Malabay village,
Chilik region), A. Rozakhunova (Chundzha
village, Uyghur region) among them
and others. As a result of the study of
the creative activity of the Uyghur vocal-
instrumental group, the full repertoire of
the ensemble (on an electronic medium)
was recorded — consisting of traditional
and modern works, samples from the
ensemble’s repertoire were notated, such
as: “Toy”, “Aziz diyar”, “Omur shundak
otidu” and others [ 14, pp. 443—467].

Thus, the study of the musical art of
Asian, Slavic and Turkic-speaking peoples,
coverage of the activities of large cultural
centers of different ethnic groups, etc.
made it possible to determine the
contribution of these ethnic groups to the
history of Kazakhstan’s development and
ways of preserving the traditional folklore
heritage and, in general, the original
culture of each of them. And in this regard,
the scientific projects “The Musical Art
of the Peoples of Kazakhstan” and “The
Historical Significance of the Assembly of
the People of Kazakhstan in Interethnic
Cultural Integration” carried out by the
Department of Musical Art of the M.
Auezov Institute of Literature and Art of
the Ministry of Education and Science of
the Republic of Kazakhstan has its own
relevance, novelty and social political
significance at the state level.

The main core of the research was
the problem of preserving, promoting
and functioning of the polygenre and
multifaceted folklore musical heritage of
the peoples of multinational Kazakhstan
and the enrichment of traditional culture
in cooperation with the Assembly of the
People of Kazakhstan.

The monograph found a lively response
in the media, a presentation of this



publication was held at the conference
“Kazakhstan khalky adebieti zhane
ulttyk tanym” (Astana, 17.03.2015), at
the Sairam Drama Theater (Shymkent,
17.04.2015), in the Writers’ Union of the
Republic of Kazakhstan (13.04.2015),
our presentation took place at the book
exhibition of M. Auezov Institute of
Literature and Art of the Ministry of
Education and Science of the Republic of
Kazakhstan (Almaty, 04.09.2015).

Musical art of the people of Kazakhstan
in the aspect of domestic composer
creativity
The collective monograph “The Historical
Significance of the Assembly of the People
of Kazakhstan in Interethnic Cultural
Integration” (2017) is a kind of continuation
of the series begun in the previous
monograph. The introductory section
of the project opens with the study
“The Assembly of the People of Kazakhstan
as a Public Institute of Interethnic Accord”,
Academician of the National Academy of
Sciences of the Republic of Kazakhstan,
Doctor of Philosophy A. N. Nysanbaev
(Figure 2). The scientist examines the
formation of space for the dialogue of
cultures and civilizations in our difficult
modern era and harsh political conditions
in which the desired and necessary consent
is obtained, it becomes one of the priority
forms of social and cultural arrangement of
the conflict world [ 15, pp. 18—=31] (Figure 2).
The article by the academician of
the National Academy of Sciences of
the Republic of Kazakhstan, Doctor of
Philology, Director of the M. Auezov
Institute of Literature and Art of the
Ministry of Education and Science of the
Republic of Kazakhstan U. K. Kalizhanov
“The face of the people in literature”
provides information that allows you to
identify culture and literature. According to
the author, in world history, in accordance
with the era, the policy of the state and the
level of culture, the role of sociocultural
codes is transformed, but their originality

HcTopHuecKan 3HauMMecTh
AccamOnew Hapoaa Kazaxcrasna
B ME:X3THHUECKON
KYNbTYPHON MHTEIBALMM

Figure 2. Scientific monograph “The historical
significance of the Assembly of the People of
Kazakhstan in interethnic cultural integration”,
published in Almaty (Republic of Kazakhstan) by the
publishing house “Alem Adebieti” in 2017 with
a total volume of 456 pages.

and national features are preserved
[16, pp. 32—49].

Candidate of art history, associate
professor G. Zh. Mussagulova carried
out a voluminous work on the material of
historical documents confirming the main
reasons and motives for the resettlement
of the Tatar-Bashkir and Belarusian ethnic
groups to the territory of Kazakhstan.
Information was received regarding the
culture, customs and rituals of the ethnic
groups represented, interesting historical
information about the festive events held
in the Tatar ethno-cultural center of Ust-
Kamenogorsk was recorded. Information
about the activities of the Association “Idel”
was obtained, the folklore of the Tatars
of this region with its distinctive features
was studied from literary sources. At the
same time, musical samples provided
by the composer of the Tatar ethnos —
M. Sutyushev, the Bashkir composer
O. Yultieva were recorded, as well as
transcribed and analyzed, and records of
their last unpublished works were obtained
[17, pp. 50—95].
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Within the framework of the research
project “The historical significance of the
Assembly of the People of Kazakhstan
in interethnic cultural integration”,
the activities of composers of various
ethnic groups, which at the present
stage naturally deserve due attention,
are also highlighted. Among the group of
talented composers, the names of such
composers as S. Apasova, Kh. Setekov,

O. Khromova, N. Khinkov-Aitbayeva and
many others should be distinguished.

The activities of the above authors for the
first time find the most complete coverage
in this project, in the section “Composers’
creativity of ethnic groups of Kazakhstan

in the context of national professional art”
of the candidate of art history, associate
professor G. Zh. Mussagulova. According
to the section of the candidate of art history,
Senior Researcher B. Zh. Turmagambetova
“Kazakhstandagy ozbek diasporasynyn
madenieti (music, bi jane teatr oneri
mysalynda)”, the work was carried out to
study the historical cultural differences of
the Uzbek ethnos in Kazakh dastans

[18, pp. 138—157].

The section “Uyghur professional
composer’s creativity in Kazakhstan (on
the example of [. S. Massimov)”, performed
by the Candidate of Art history, Senior
Scientific researcher Z. M. Kassimova is
dedicated to the study of Uyghur written
professional music, which was first formed
in Kazakhstan. The first classical music
of European orientation in the history of
the Uyghurs was first formed in the works
of K. Kuzhamyarov, the author of the first
national opera, the first Uyghur symphony
and ballet. Along with major genres,

K. Kuzhamyarov also wrote in chamber
— choral suites, quartets, trios, sonatas,
plays, romances. And in each of them the
Uyghur national melos sounds vividly in
synthesis with European compositional
forms, thereby acquiring a unique flavor
and sound.

In the section Z. M. Kassimova
“Ethnocultural centers in the multicultural

space of independent Kazakhstan (on
the example of Turkish and Azerbaijani
cultural centers)” examines the processes
of interaction and mutual influence in
the musical creativity of Kazakh Turks,
Azerbaijanis and Kazakhs [19, pp. 18—=31].

The Master of Art N. B. Khinkov-
Aitbaeva in the section “Customs,
rituals and musicality of the Kurdish and
Bulgarian ethnic group of Kazakhstan” the
author focuses mainly on the traditions,
culture, religiosity, survival of these ethnic
groups on the territory of the Republic of
Kazakhstan since their appearance.

Such pages are about the deportation
of the Kurds in 1937, 1941 and 1989
are affected. Despite the new difficulties
associated with the resettlement of small
peoples of the former USSR to Kazakhstan,
the ethnic groups in question received
protection, understanding, recognition
in a new land, a new homeland
[20, pp. 84—89], [21, p. 84].

Conclusion

These publications are the result of the
research by musicologists in the field of
both folklore and professional musical

art and a reflection of current cultural
processes in Russian musicology over the
past decade. For the first time at the present
stage, folklore samples, performing arts
based on materials brought from scientific
expeditions, new opera, symphonic, pop
works by Russian composers have been
studied. The mastery of the musical culture
of ethnic groups living in Kazakhstan
became remarkable in the collections of
scientific essays.

Special attention should be paid to large
essays on the Russian, Dungan, Korean,
Kyrgyz, Azeri, Karakalpak, Uyghur and
many other ethnic groups. The creative
portrait of the representative of the
Dungans — People’s Artist of the Republic
of Kazakhstan, professor of the composer
— Bakir Bayakhunov has been studied.
Meetings, conversations, interviews with



the first professional Dungan composer

of Kazakhstan, who made a certain
contribution to the study of Kazakh dombra
music, were held. In addition to composing,
the scientific heritage of B. Bayakhunov has
been studied, who illuminates the historical
and theoretical problems of Dungan music.
His new compositions written in various
genres were reviewed.

At the same time, the genre diversity
of Dungan folklore, examples of narrative-
aesthetic, informational-mnemonic,
verbal-song and small forms were
investigated. In the essays dedicated to
the above-mentioned ethnic groups of
Kazakhstan, folklore and various types
and forms are studied — song-ritual, ritual
songs, old song genres. The activities of
representatives of the studied nationalities
and large essays on Russian, Dungan,
Korean, Kyrgyz, Azeri, Karakalpak, Uyghur
and many other ethnic groups are studied
from the standpoint of refraction of the
origins of the national in them in interaction
with European and other cultures.

In connection with the anniversary of
the Assembly of the People of Kazakhstan
in 2020 and the adoption in 2015 of a new
Concept for the activities of this large-
scale Institute for maintaining unity and

ABTOpaapabliH yneci

tolerance in the Republic, the presented
studies are an important contribution to
the history and culture of ethnic groups
inhabiting our Republic. The problem of
covering the activities of ethno-cultural
centers and representatives of the
professional school of composition seems to
be rather necessary.
On the eve of the celebration of the
30th anniversary of Independence of the
Republic of Kazakhstan and the subsequent
active support of the ANC by the State,
the implementation of scientific projects
and the publication of monographs
“The Musical Art of the People of
Kazakhstan” and “The Historical
Significance of the Assembly of the
People of Kazakhstan” became a worthy
continuation of the started progressive idea.
In our opinion, the continuation in
the study of such an urgent and little-
studied, at the same time interesting
and significant problematic is directly of
fundamental importance. The study of the
cultural aspects of the numerous ethnic
groups living in the Republic at the present
stage will make a certain contribution
to the development of the musical art of
independent Kazakhstan.

I". }X. MycarynoBa — 3epTrey TyblpbiMAaMacblH KYPbl 3KaHe KasbINTacTbipabl;
3epTTey NpobremMachiH TYbIpbiMAaAbl; MOTIHAI pefakumanagbl, FolbiMU o4e6ueTTepai
Tanfagbl; HoTUKenepai TYKbIpbIMAabI.

3. M. KacumoBa — 3epTTeyaiH aaicTemMenik KypaMmaapblH a3ipnesi; cbiHv Tangay
WYPrisgi; MaTiHHIH 3epTTey 6eniriH JanbliHAadbl }oHe KaWTa Kapaabl; 94ebu wony
JavblHAaabl; MATIHHIH, 3epTTey 6eniriH JanbiHan, KanTa KapacTblpabl.

Bknap aBTOpoOB

I". XX. MycarynoBsa — uccnefoBaHue, paspaboTka M GopMUPOBAHWE KOHLEMLIM
“ccnenoBaHWs; NOCTaHOBKA 3aJja4u UCCNeoBaHus; pefaKkLmus TeKcTa, aHanma
Hay4HOM NUTEepaTypbl; KOHLENTyanM3aLUusa pesynbLTaTos.

3. M. KacumoBa — pa3paboTka METOANYECKOM COCTaBNSAIOLWEN UCCIIef0BaHMS;
KPUTUYECKMUI aHanns; NoAroToBKa v 4opaboTKa UCCea0BaTeNbCKOM YacTu TEKCTa;
MOArOTOBKa SIMTEPATYPHOrO 0630pPa; NOAroTOBKa U A0paboTKa UCCNEA0BATENIbCKOM

4aCTU TeKCTa.
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Contribution of authors

G. Zh. Mussagulova — research, development and formation of the research concept;
statement of the research problem; revision of the text, analysis of scientific literature;
conceptualization of findings.

Z. M. Kassimova — development of the methodological component of the research;
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'yamupa Mycarynosa

Kypmanrasbl arbisarbl Kaszak yiITTbiK KOHCEPBATOPHSICI
(Anmarsbr, Kazakeran)

3yadusa Kacumosa

T. K. )KyprenoB atbinnarst Kaszak yaTThik eHep Akagemusichbl
(Asmvarsr, Kasakcrah)

MOAEHUETTEP UHTEIPALIUACHI: KASAKCTAH XAJIKbl MY3bIKAChHI

AHaaTtna. MaKana yaTTbIK 3THOCTapblH My3blKasblK OHEPIHIH €H XapKblH OKi4epiHiH
WblFapMalwbbiFbiH, KXA peniH kapayfa »aHe 3epaeneyre, KP aymarbiHAa TypaTbiH 3THOCTbIK
TONTapAblH ©63apa KapblM — KaTblHACbIHbIH 9PTYPi KPUTEPUMNEPIH, OnapablH TYPMbICbIHbIH,
epeKLeNiKTepiH, eMip canTblH, TipLWinik ety cananapbiH, KP TyHfFbiw MNpe3naeHTi — H. 8. Hasapb6aes
KYPFaH Kasipri MEMNIEKETKE ereH Ke3KapacTapbl MEH Ke3KapacTapblH 6ingipyre apHanfaH.
2012-2017 »bingap apanbifblHAa opblHAANFaH XobanapblH 63eriHe MeEMIEKETTIK MyparaTTapiaH,
OpTanblK FbiNbIMKU KiTanxaHaaaH aHe KP ¥NTTblK KiTanxaHacblHaH TabbliFaH Tapuxu dakTinep
FaHa eMec, CoOHbIMeH KaTap KasaKcTaH xankbl AccambnesicbimeH, KXA-HblH 20-KblnablFbl MEH
25-}blnablFbiHa 6anaaHbICTbl KapacTblpblbiM OTbIPFaH 3THOM3AEHM OPTabIKTAPMEH KaHe
YKEKeNlereH aTHoCTap eKingepiMmeH 6annaHbICTbl KONTEreH ic-lWapanapra 6enceHai KatbicyFa

Lony *acangbl. bykapanblk aknapat Kypangapbl apKbiibl XanblKapanblK FblbIMU-MPaKTUKaNbIK
KOHbepeHUMsnapra KaTbiCy, 3epTTeNreH aTHOCTapAblH 6ypbIH 6ericia daKTinepi KaMTbl1Abl }KoHe
onapablH pecnybnnKaHblH, HEri3ri TYPFbIHAAPbIMEH KapbiM-KaTblHaChl, Ka3aKCTaHHbIH, Ken yaTTb
M3AEHMETIHE KOCKaH YNeci, 6y 63 Ke3eriHae akblIAblNbIKTbl pacTanibl, En6acbiHbIH XKyneni, faHa
cascarbl.

ABTOpnap 3epTTey 6apbiCbiHAa Keneci agicTepdi KongaHaabl: TapUXM-XPOHONOTUANbIK,
[EePEKTaHYbIK, aHanMTUKanblK, canbiCTbipMansbl, cyxbatracy. 2012 xblngaH 6actan Kasak
My3blKaTaHyblHAa Ka3aKcTaHabl MEKEHAEreH aTHOCTapAblH My3blKasblK Mypanapbl 3epTrenyae.
OnapablH XYMbICbIH TOSIbIKKAHAbI 3epTTeyiH 6iperen MyMKiHAiri TyHFbIW MNpe3naeHTTiH,
GacuwbinbiFbiMeH KadakcTaH xankbl AccaMbiesiCbiHbIH KbI3METI MEH XYWeni MEMIEKETTIK casicaTblHbIH
apKacblHAA YCbIHbIIbIM OTbIP.

2017 »blnbl «<KasaKcTaH xankbl AccambeacbiHbliH 3THOCaAPasblK MOAEHU MHTErpaumaaarbl Tapuxm
MaHbI3bl» aTTbl EKiHLWLI KiTabbl }apblK Kepai, on 2015-2017 bingapaarbl FblibIMU }0OaHbIH, *KEMICTI
HaTuKeci 6onabl. byn Kitan 2014 xbinablH COHbIHAA XapblK KOPreH XaHe TeK Kacibn MamaHaap
apacblHAa FaHa eMec, COHbIMEH KaTap KeH ayKbiMAbl anpobaumaaaH eTkeH «<KasakcTaH XaNlKblHbIH
My3blKasblK 6HEPi» VXKbIMAbIK MOHOTrpadusacbiHaa 6acTanFaH cepusiHbIH Xanfacbl 601biN Tabblnaabl.
KenynTTbl Ka3aKCTaHHbIH, My3blKablK MOAEHUETIHIH, XaHKyrnepnepi. bypblH oTaHAbIK FyMaHUTapbIK
FblibiMAApAa *KyprisiiMereH MyHaan fbifibiMy XKo06anap MaHbI34bl XKOHE CypaHbICKa Ue, BUTKEHI onap



OTaHAbIK My3blKaTaHyaa Nawaa 6osFaHfFa AeWiH TEK MOAEHM OpTablKTapAblH KbI3METI Typasbl XXeKe
ecenTep, 6yKapanblK aknapaTt KypanaapblHAa }oHe UHTEPHET canTTapaa MaKkananap, Kenterex
VATTbIK MOAEHNETTEPAIH My3blKablK OHEPIHIH TapUXblH 3epTTeyre apHanfFaH 6acblibiMaapAarbl HaKTbl
lwebepnepaiH *XyMbICblH KbicKalla Tangay. Onap KapacTblpblabin OTbIpFaH 3THOCTAP/AbIH, ©HEPI Typasibl
TeK Y3iHAai naesnap 6epeai. Ocbl Macenenepai 63eKTiniri MeH XeTKinikcia gamybl M. O. Dye3oB
aTblHAAFbl O4e6MeT KoHe eHep MHCTUTYTbIHbIH, My3blKaTaHy 6enimi Kypri3reH «KasaKkcTaH xanKbl
AccaMbesACbIHbIH 3THOCapasblK MSAEHW MHTErpaLMsaaarbl TapUXM MaHbl3bl» 3epTTeYiHE Heri3 60abl.
KP BFM FK ¥nTTbiK My3blKanblK 6Hepre apHanfaH ocblHAAN KYPAENi *aHe MaHbI3/bl TaKblPbIMThbI
YKy3ere acblpy, 9pTYpi 3THOCTAPAbIH, ipi MdIEHM OpTaNblKTaPbIHbIH, KbIBMETIH KaMTy aHe 6acKanapsbl
onapablH dpKancbICbiHbIH, KadaKcTaHHbIH AaMy TapuxblHa KOCKaH Y/IECIH aHbIKTayFa XoHe OHbI
CaKTay Xo/i4apblH anKblHAAYFa KEMEKTece i, 0N A3CTYPAi XablK Mypachl MEH ©3iHAIK epeKLweniri.
OcblfaH 6annaHbICTbl 6y }0b6anap ©3eKTi }oHe a/1eyMEeTTiK-CasgCu TYPFblAaH MEMIEKETTIK AeHrenae
MaHbI3/bl.

Tipek ce3gep: My3blKanblK 6Hep, My3blKasblK acnanTtap, KasakctaH xankbl Accamb6neschl,
3THUKaNbIK TONTap, AMacnopanap, MHTerpaums xaHpnapbl, GONbKIOP, ITHO-PONbKIOPAbIK
aHcambnbaep, aTHOMBAEHM BipnecTiKTep, aTHOcTap, Tapuxu OTaH.

[oariekce3s ywiH: MycarynoBa, I. K., KacumoBa, 3. M. MaaeHWeTTep UHTErpaLmschbl:

KasaKcTaH xankbl My3blKacbl. Central Asian Journal of Art Studies, 2021, 6(1), 54-68.
https://doi.org/10.47940/cajas.v6il.353

[ynbmupa MycarynoBa
Kasaxckas HaumoHasbHast KoHcepBaTopust uM. Kypmanraser
(Anmatol, Kazaxcran)

3yabhus Kacumosa

Kaszaxckas HatonasbHast akagemust uekyeers uM. T. K. JKyprenosa
(Anmarel, Kasaxcran)

MHTEMPALUA KYJIbTYP: MY3bIKA HAPOJJA KASAXCTAHA

AHHoTauus. CTaTbs NocBsileHa PaCCMOTPEHUIO M U3YHEHUIO TBOPYECTBA Hanbosiee SpKUx

npeactaBuTeNen My3blKanbHOIO MCKYCCTBA HallMOHANbHbIX 3THOCOB, Posiv Accambien Hapoaa

KaszaxctaHa, BbIIBNEHWUIO Pa3MYHbIX KPUTEPMEB B3AaMMOOTHOLLEHWI 3THUYECKUX TPy,

NpoXM1BaloLLMX Ha TeppuTopun PK, 0COBGEHHOCTAM MUX ObITa, YKNaga, chep Kn3HeaesaTenbHOCTH,

MX OTHOLLEHWNM W B3MNS40B Ha COBPEMEHHOE rocyaapcTBo, co3aaHHoe lMNepBbim MNpe3naeHTom PK —

H. A. Hazap6aeBbiM. B 91p0 NpoeKToB, BbINONHEHHbIX B nepuoa ¢ 2012 no 2017 rof, 3an0XKeHbl

He TONbKO UCTopMYeckne daKTbl, HanAeHHble MaTepuanbl N3 rocyAapCTBEHHbIX apXMBOB,

LleHTpanbHOM Hay4YHOM 6MGAMOTEKN M HaunoHanbHOW 61banoTekn PK, HO TakKe 0630p aKTUBHOIO

y4acTusi BO MHOTMX MEPONPUATUSX, CBA3aHHbIX ¢ Accambrieen Hapofa KadaxctaHa, ¢ 20-netmem

n 25-netmem AHK, ¢ 0esTenbHOCTbIO Pa3nYHbIX STHOKY/ILTYPHbIX LIEHTPOB M NPeaCcTaBUTENSAMU

OTAENbHbIX 3THOCOB. Yepe3 CMW, yqacTue B MexxayHapoaHbIX HayYHO-MPaKTUYECKUX KOHbEepeHLMaX

OblNIM OCBELLEHbl paHee Hen3BecTHble GaKTbl 06 M3y4aeMblx ATHOCAX, UX B3aUMOOTHOLLEHHUS

C OCHOBHbIM HaceneHnem pecnybaunKku, BKNag B MHOrOHaLMOHaNbHYI0 KynbTypy KasaxctaHa,

4TO, B CBOIO O4Yepeab, NOATBEPKAAET 61aropasyMHyto, yNnopsao4yeHHYI0, Myapyto NoauTuKy Enbaceol.
ABTOPbI MPUMEHSIOT B UCCIEA0BAHMM criefytolMe METOAbI: UCTOPUKO-XPOHONIOTMYECKUNA,

MCTOYHMKOBELYECKUM, aHANTUTUHECKUI, KOMMNAPaTUBUCTCKUIN, MHTEPBBLIOMPOBaHMS. B Ka3axcTaHCKOM

My3blKO3HaHUK ¢ 2012 roga M3y4aeTtcs My3blKasbHOE Hacneane aTHOCOB, HacenswWwmux KazaxcraH.

YHUKanbHas BO3MOXHOCTb 415 NMOMHOLEHHOI0 UCCNeA0BaHMsA UX TBOPYECTBA NpeacTaBieHa

6narofaps festensHocTu Accambnen Hapoaa KazaxctaHa M nn1aHOMEPHOM rocyAapCTBEHHOM
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B 2017 rogy yBuaena cBeT BTopasi KHWra Noj Ha3BaHMeEM «McTopryecKas 3HaunmocTb Accambnen
Hapofa Ka3axcTtaHa B MEX3THUYECKOW KyNbTYPHOW MHTErpaLmu», ctaBlias niogoTBOPHLIM UTOFOM
Hay4HO-MccnenoBaTenbCcKoro npoekta 2015-2017 rr. JaHHasa KHUra npeacTaBaAseT CBOEro poaa
NPoAO/MKEHNE UCCIEA0BaHUSA, HAYATOro B NpeAblAyLLen KOTEKTUBHOM MOHOrpadum «MyablKaibHoe
MCKYCCTBO Hapoaa KazaxctaHa», yBuMAEBLUEN CBET B KOHUe 2014 roga v npoLuefLlien LWMPOKYo
anpobaumio He TONbKO cpean NPodeCcCUoHaNoB, HO U NtobUTeNnen My3blKasbHOM KyNbTypbl
MHOroHauuoHanbHoro KasaxcraHa. [ogo6Hble Hay4HO-UCCNef0BaTebCKUE NPOEKTbI, KOTOPbIE
paHee He BbIMONHAIUCh B OTEYECTBEHHOM N'YMaHUTapHOW HayKe, 3Ha4yuTeNbHbl U BOCTPEOOBaHHbI,
TaK KaK [0 MX NOSiB/IEHUS B OTe4ECTBEHHOM MY3blKO3HaHMW CYLLECTBOBASIN JINLLb OTAENbHbIE OTHETHI
0 0eATeNbHOCTU KyNbTYPHbIX LlEHTPOB, cTaTbl B CMW 1 Ha MHTEPHET-canTax, KpaTKMi aHanus
TBOPYECTBA KOHKPETHbIX MacTePOB B N3AaHUAX, MOCBSALLEHHbIX M3YYEHWUIO UCTOPUM MY3blKalbHOIO
MCKyCCTB@ MHOIOYMUCIEHHbIX HaLMOHaNbHbIX Ky/bTyp. OHM AalOT NLLb OTPbIBOYHbIE NPEeACTaBEHHUS
06 UCKYCCTBE paccMaTpuBaEMbIX 3THOCOB. AKTyallbHOCTb M HeJocTaTo4YHasA pa3paboTaHHOCTb ATUX
npo6siem NOCNYXUK OCHOBaHWEM A1 NpoBeAeHMs nccnenoBaHus «<Mctopuyeckas 3Ha4MMOCTb
Accambneun Hapoaa KazaxctaHa B MEXITHUYECKON KyNbTYPHOM UHTErpaLLnn», BbINONHEHHOIO
OTAENOM My3blKOBeAeHUS MHCTUTYTa niuTepaTtypbl 1 ucKycctea Um. M. O. Ayazosa KH MOH PK.
Peannsaumns cTonb CNOXHOW M 3HAYUMOW TEMATUKKN ANt OTEHECTBEHHOIO My3blKa/lbHOr0 MCKYCCTBA,
OCBeLLEHNe AeATENNbHOCTM KPYMHbIX Ky/IbTYPHbIX LLIEHTPOB pa3HbiX 3THOCOB U MHOrO€ Apyroe no3Bonsr
onpeaennTb BKAaA Kax4oro u3 H1x B UCTOPUIO pa3BuTUa KasaxctaHa u HaMeTUTb NMyTU COXPaHeHUs
TPaAULMOHHOTO GONLKIOPHOIO Hacneans U caMobbITHOCTU. B 3TOM CBA3M AaHHbIe MPOEKThI
aKTyaslbHbl Y COLIMaNbHO-NONUTUYECKM 3HAYUMbI Ha FOCYAapPCTBEHHOM YPOBHE.

Knro4yeBble cnoBa: My3blKallbHOE UCKYCCTBO, My3blKalbHble MHCTPYMEHTbI, Accambies Hapoaa
KagzaxcTtaHa, aTHOCbI, Anacnopa, *KaHpbl MHTErpaLum, GonbKIoP, ITHODONLKIOPHbIE aHCaMbIH,
3THOKYNIbTYPHbIE 06 bEAUHEHUS, ITHUYECKME TPYNMbl, UCTOpHUYecKas PoaunHa.

Ans yntupoBaHusi: MycarynoBa, I'. K., KacumoBa, 3. U. NHTerpauus KynbTyp: My3blKa Hapoaa
KaszaxctaH. Central Asian Journal of Art Studies, 2021, 6(1), 54-68. https://doi.org/10.47940/

cajas.v6il.353
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OB30P
PETPOCIEKTUBDI
CLIEHOI'PA®U-
YECKUX PELLEHUH
OBPA3A ABAS
oot ) KYHAHBAEBA

ART STUDIES

Aiinana YKplikamanosa',
Mepyept )KaHryxuHosa'

! Kagaxckast HaLUMOHAJIbHAsT aKaJleMHst HCKYCCTB
um. T. K. JKyprenosa (Anmarbi, Kazaxcran)

AHHOTauus. B gaHHOM cTaTbe paccMaTpuBaeTCs TEOPETUHECKUI 0630p CLEHOrpadrUHeCKnx
peleHnn obpasa Abas KyHaH6aeBa B peTpOCMNEeKTUBE TeaTpabHblX MOCTAaHOBOK. B nccnenoBaHum
co3aaHus obpasa Abasi KyHaH6aeBa pacKpblBatloTCa IMTepaTypHOe Hacneame, nutepaTypHbli o6pas,
nM306pasunTenbHbIM 06pags, TeaTpanbHbin 06pa3s. [NpuBeaeH aHanmM3 co3aaHMsa KOCTIOMHOIO o6pa3sa
Ha OCHOBE UcceAoBaHKA TeaTpaibHbIX MOCTaHOBOK B TeaTpax KasaxcTaHa: [ocydapcTBEHHOM TeaTpe
onepsbl 1 6anerta «ActaHa Onepar (r. Hyp-CyntaH), Ka3axcKkom rocyaapCTBEHHOM aKageMUYECKOM
TeaTpe Apambl UMeHn M. O. AyazoBa (r. Animathbl), Ka3axCKOM rocygapCTBEHHOM aKageMUYECKOM
TeaTpe onepbl n 6aneta umeHu Abas (r. Aimatbl), [ocyaapCTBEHHOM aKaeMMYECKOM Ka3axCKOM
My3blKaJibHO-ApamMaTmnyeckom Teatpe nmenn K. KyaHbiwbaesa (Hyp-CyntaH), Kazaxckom
apamMatuyeckoMm Teatpe umenu C. CendynnuHa (r. KaparaHaa).

[MpoaHanna3npoBaH, 060CHOBAH W COCTaBIEH CEMUOTUYECKUIM 06pa3 nepcoHaxka Abas
KyHaH6aeBa B TeaTpasibHbIX MOCTaHOBKax KasaxcTaHa.

CraTbsl NOCBSLLIEHA 0OPALLEHMIO K KynbTypHOMY Hacneaumto A. KyHaH6aeBa B CBSI3M
C npa3gHoBaHMeM 175-netms co AHS poxkaeHus. CTaTbsd pacKpbliBaeT METOAMYECKUE MOAXO/bl CO3AaHMS
06pas3HOro peLleHns KOCTIOMHOro odpopmieHns Abast KyHaH6aeBa B TeaTpasibHbIX MOCTaHOBKaX.

Mpo6nemon nccnenoBaHung aBaseTca popmmpoBaHne obpasa Abasi KyHaH6aeBa B cLieHorpadpum
TeaTpanbHOro KocTioma.

AKTyanbHOCTb TEMbI CBSi3aHa C 06palleHneM K KynbTypHoMy Hacneamio A. KyHaH6aeBa
B CBfI3M1 C Npa3gHoBaHMeM 175-1eTus Co AHSA POXAEHMSA U NMPUBNEYEHUEM NMPUCTANIbHOrO BHUMAHMUS
MpesngeHTa PK B ero exxerogHom MNocnaHuun Hapogy KasaxcraHa (o1 1 ceHTa6psa 2020 r.) B paMKax
[ocynapcTBeHHOM nporpammsbl «<PyxaHu HaHfblpy».

Llenbto uccnepoBaHma aBnseTcs NPoBeAeHe PETPOCNEKTUBHOIO aHann3a 06pasHbIX PeLeHnn
A. KyHaH6aeBa B TeaTpasibHbIX MOCTaHOBKaX.

3apada uccnefoBaHUs — BbISBUTb XapaKTePHble 0CO6GEHHOCTN 06Pa3HOro peleHns Abas
B cLieHorpacdum Teatpa Yepes METO0/IOrMYECKME NMPUEMbI U MHTEPMPETALIMIO CLIEHOrpadun
B KOCTIOMMPOBaAHHOM 0popMieHNM obpa3a Abas KyHaH6aeBa B TeaTpe. HOBU3Ha nccnegoBaHus
3aK/1oYaeTcs B cMCTEMaTU3aL MM METOAMYECKUX MOAXOA0B CO3aHns obpa3a AbGas cpeacTBaMu
KOCTIOMHOro obopm/eHns B TeaTpe.
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175-netne Abas, KocTioMHoe odopmneHre ob6pasa Abaa KyHaHGaeBa.

Ana untupoBaHus: KbiikamaHoBa, A. A., XKaHryxunHoBa, M. E. 0630p peTpOCNEeKTUBLI
cueHorpaduyeckux peeHm obpasa Abas KyHaHb6aeBa. Central Asian Journal of Art Studies, 2021,
6(1), 69-84. https://doi.org/10.47940/cajas.v6il.325

BBepaeHue

BHyTpeHHMﬁ U BHELIHUHA MUD 103Ta-
mblicauTesist Abasi Kynan6aena
Halues1 oTpaXKeHue B MHOIOUYHC/IEHHBIX
JIUTEPATYPHBIX, H30OPA3UTEbHbIX,
TeaTpaJibHbIX MOCTAHOBKAX

¥ KMHOTIpOeKTaX. ABTOpaMH THX
1I€/IEBPOB SIBJSIOTCS BbIAAIOLIHECS
JIeATeNM KyJIbTyphl U HeKyccTBa Kasaxcrana
u 3apybexbsi. Fimenno 6arogaps nx
BbICOKOXY/I0?KECTBEHHOMY TBOPUECTBY
BEJIMKUH MO3T MPEJICTAET Nepes] HaMH

B CBOE# lyXOBHOH BO3BbILIEHHOCTH

1 MYZIPOCTH.

OCHOBBI HayYHO-TEOPETHUECKHX
MCC/IeIOBAHUI COCTABJISIIOT: JIHTEpATypHOE
HacJsiee (aBTOpCKHUe pousBeeHust AGast
Kynan6aesa), murepatyphblii o6pas Abasi,
HayuHble UCCJIIOBAHMS 10 TEME CO3/IaHHUs
oOpasa Abast (JiccepTalliu, CTaThH,
yu4eOHUKH, KHUTH, Hay4YHbIE HCCJIe0BAHMUS,
MaTepHasibl KoHhepeHInH ).

MeToAabl

O630pHO-TEOpPETHIECKOE HCCeIOBAHNE
Ha OCHOBE METOJIMUECKHUX MOJIXOJI0B
cosjlanust oopasa Abasi cpeicTBaMu
KOCTIOMHOTO OpOpMJIEHHS B TeaTpe
COJIEPIKHUT: KYJIBTYPOJOTHUECKHH,
MCTOPUYECKHH, IMaNIeKTHYECKHUH, TPOEKTHO-
KOMMapaTUBHBIN, PaKTONOTHUECKUH,
CEMHOTHYECKOTO aHaJn3a,
clieHorpacguueckoro aHaJauaa.

OcHoBy Hcc/IenoBaHuUs
1o GopMHUPOBaAHHUIO ClIeHOTpahHUIeCKUX
pelenuii o6pasa Abast KynanGaepa
COCTaBJISIIOT: JIMTEPATYPHOE HACJEIHE,
JIUTepaTypHbli 06pa3, U306 pasuTe/bHbIN
o6pas, o6pas Abasi B TeaTpasibHbIX
nocraHoBKax, o6pa3 AbGasi B KHHOTIPOEKTax,

HayuHble HCCJIEIOBAHUS 10 TEME CO3/IaHHs]
o6pasa Abasi.

Pe3ynbTtaThbl

Teopetnyeckoe ncesenoBanme
METO/I0JIOTHYECKHX OCHOB: JINTEPATYPHOTO
Hac/ieus, IuTepatypHoro o6pasa,
u3o6pasuTesibHoro o6pasa, obpaza Abasi
B TeaTpasibHbIX IOCTaHOBKax, oOpa3a Abast
B KMHOTIPOEKTAX, HAyUHbIX HCCJIEIOBAHNH
10 TeMe co3/ianusi oopasa Abast — 1o3BOJHIO
OIPEJIENUTD MOCIEN0BATENBHOCTL U3YyUeHM S
PeTPOCHEKTHBBI CLIEHOrpathUeCKUX pelleHHH
oOpasa Abasi KynanbaeBa
B Ka3aXCTaHCKHX TeaTpax.

PacemotpeHue B uccsie/1oBaHUH
TeatpaJibHbIX 00pa3oB AbGast KynanOaepa
Ha pasHbIX Tanax KU3HHU MO3BOJISIET
npoc/e/IuTh GopMHpOBaHHE PA3TUYHBIX
pewieHuid 06pasza yepes KOCTIOMHOE
othopmJ/IeHHe CIIEKTAKIS, B UaCTHOCTH,
riaBHoro nepconazka — Abas KynanGaesa.
Pegysnbratamu 0630pHO-TEOPETHUECKOTO
MCCJIeI0BAHUST SIBJISIETCS ONpeJie/ieHHe
NPUEMOB XY/10;KECTBEHHON BU3yaJu3aliuu
o0pa3a, BbIsIBJIEHHE Xy/02KECTBEHHO-
BU3YyaJIbHBIX CPEICTB, METOAMYECKHX
MOJIXOJI0B co3nanust oopa3a Abast
CpeaCTBAMHU KOCTIOMHOTO OpOpMJIEHHUS
B Teatpe it PopMyJHPOBAHHUS
peKoMeHIaUMi 1 repereKTHB
10 UCCJIelyeMOH TeMe B pelieHun o6pasa
Abas Kynan6aesa cpejictBaMu KOCTIOMHOTO
oopmsienus B Teatpe. O630pHO-
TEOPETHYECKOE HCC/IeI0BAHHE MTO3BOJIUT
MPUMEHUTD MOJIydeHHbIH OTbIT
B METO/IMUECKHX MOJIX0/1aX KOCTIOMHOTO
ohopMJIeHHs B TOCTaHOBKe «Abaii»
B AKTIOGHHCKOM 00J1aCTHOM JipaMaTHYeCKOM
teaTpe uM. T. AxranoBa. Hixe npencraBsieto
0030pHO-TEOPETHYECKOE HCCIIe0BAHE



PETPOCTEKTHUBBI ClIEHOTPa(PUIECKUX
perieHuit oopasa Abasi Kynantaepa
B Ka3aXCTaHCKHUX TeaTpax.

Cnexrakib «Kac Ab6ait» (1pama) Gbl1
npezcran/eH B Kazaxckom apamMmaTuieckom
teatpe umenu C. Celidpysnnna B roposie
Kaparanne B 2020 rony. Pexxuccep —

H. )Kymanusizon, Xy0:KHUK 110
koctiomaM — E. Tysikos. (Pucynok 1)

Pucynok 1. Criekrakib «Kac Abait» (1pama).
Pesxxuccep — H. JKymanuszoB, xynoxuux
1o kocriomam — E. TysiKoB.
Kazaxckuii apamaTHieckmi Teatp HMeHH
C. Cerigpynnna. Kapararnna, 2020 rox

O0630pHO-TEOPETHYECKOE HCCIEI0BAHHE
JipamMaTHYeCcKoi roctaHoBKH «yKac Abaii»
CPeCTBAMM KOCTIOMHOTO 0(hOpPMJICHHUS
CMeKTaKJIsl TO3BOJIUJIO BbISIBUTH ACMEKThI
cleHorpaduiyeckux pelieHui oopasa:
COLIMAJILHBIR CTaTyC — y4eHHK MeJpece,
TOJILKO 2KEHHUJICS, MOJIOJION MapeHb,
BECEJIbIH, XKU3HEPALOCTHBIH, B BO3pacTe
MOJIOZIOTO MY»KUMHBbI J10 25 JieT. Bkian
B KyJILTYPHO-HUCTOPHYECKOE HAC/IeHe:
HavaJo ero npogeccuoHasbHON
JIUTePaTypPHOM JeATEeJILHOCTH, CO31aHHe
HOBBIX (POPM — LLIECTH- U BOCBMHCTHILIHMH.
[ToaT 6Bl HepaBHOYILIEH K TTPoHIeMaM
COBPEMEHHOT0 €My Ka3axcKoro 00LLeCTBa.

Jlas1 coznanus cuennyeckoro obpasa
B criekrakiie «yKac Abait» 6bliu
NpUMEeHEHbI TPUEMbI Xy/10?KECTBEHHOH
BU3yasiu3alun o6pasa: KOMOMHATOPHKA,
IKJEKTHKA, oMpeeseHust KOTOPbIX Oy1yT
paccMOTPEHbBI HUKE:

«KomO1HaTOpHKA SIBJISIETCS] TPUEMOM
HaXOK/IeHUS PA3THUUHBIX COTUHEHUH
(komMOuHALMH PaKTyp, LIBETOB, MAaTEPUAJTIOB,

MPONOPLMH ), pa3MellleHUH U3 IAHHBIX
3JIEMEHTOB B OIPE/IeJIEHHOM MOPSIIKE.
Kom6unatopuka B clieHorpauieckom
MCKYCCTBE, B YACTHOCTH, B MIOCTPOEHHH
KOMTIO3HIIHH KOCTIOMa — 3TO METOJ
COUETAHUSI, PACIIOJNOKEHUS H
YHOPSII0YHBAHHUST CeeLIHOHHPOBAHHUS
TKanei» [1, c. 12].

«DKJIEKTHKA, TAKXKE SKJIEKTH3M — 3TO
CMellleHHe, COeIMHeHHe Pa3HOPOIHBIX CTHJIEH,
LIBETOBBIX coueTaHu# u axryp» [ 1, c. 12].

Xy/103KEeCTBEHHO - BU3yaJIbHBIMU
CPeJICTBAMH KOCTIOMHOT0 0(hOpMJICHHUST
criektak/si «yKac Abait» siByisiercst BBIGOP
L[BETOBOMH ramMmmbl. Mcnosib3oBanch CHHUH,
cepblil, UepHbIH, GeJbli 1IBeTa. A TakKe
KOH(EeKIMOHUPOBaHHE (aKTyp U BUIOB
TKaHei, TaKUX KaK KOCTIOMHasi TKaHb,
lepeTb, 6apxat, caTHH.

B Kaszaxckoii Ky/bType ceMaHTHKa 11BeTa,
B YACTHOCTH, CUHET0, CUMBOJIU3UPYET
CIOKOHCTBHE M €IMHCTBO, I0CTATOK YKU3HH.
«CHHUM 1IBET — 3TO 9KBUBAJIEHT CJIOBY
cosjiaTelisi, M0ITOMY JIAHHbIH LBET O3HAYaeT
MPOYHOCTh, M0GE/y, BO3BbILIEHHOCT JlyXa,
npeBoCXoACcTBO. besblil LBET B KazaxcKo
KYJIbTYp€ O3HayaeT YeJI0BEYHOCTD,
HEBUHHOCTb, OJlarue HaMepeHH s »

[2, c. 22]. [IpoTBOMONOKHBIM GesoMy
CUMTAETCS UePHbIH 11BeT. «HepHbIi

LIBET 03HAYAET He TOJbKO TEMHOTY,
MPOHU3BIBAIOIINH XOJO/, TYCTOH, OOJIBLIIOH,
CUJIbHBIH, CBUPEMbIH, MHOXKECTBO,
3aypsIHOCTb, HEU3BECTHOCTD, HO H
TPYJHOCTb, TS?KEJIble TIepeKUBAHMUS,
6enHoCTb> [2, ¢. 45].

Cnekrakib «AGait» (Tpareust )

Obl1 TIpejicTaBeH B [ocynapcTBeHHOM
AKaJIeMHYECKOM Ka3aXxCKOM MYy3blKaJIbHO-
JpamMaTHYeCKOM TeaTpe UMeHH

K. Kyaunni6aea B roposie Hyp-Cynrane
B 2017 rony. Pexxuccep — A. Opas6ekos,
xynoxxuuk — 1. locnaes. (PrcyHok 2)

O0630pHO-TEOpPETHYECKOE HCCIe/I0BAHHE
JipaMaTHYeCKO MOCTaHOBKH «Abaki»
CPeNICTBAMU KOCTIOMHOTO 0(hOpMJIEHHUST
CMeKTaKJIsl MO3BOJINUJIO BbISIBUTb ACMEKThI
clieHorpaduuecKux pelieHui oopasa:
COLIMAJIbHBIH CTATYC — COCTOSIBLLIMIACS
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OOLLECTBEHHBIH JeSITeJb, [03T-TPOCBETUTEIIb,
cpesiHero Bospacra. Bx/aj B Ky/bTypHO-
MCTOPHYECKOE HACJIe/Ie: OCHOBOIIOJIOKHHK
COBPEMEHHOU MMUCbMEHHON Ka3axCKOu
JIMTEPATYpPhI U €€ MepBbIH KJIaCCHK.

Jlas1 coznanus cuennyeckoro obpasa
B crieKTaksie «AGai» OblLIH IPUMEHEHbI
MPHUEMBI XY/I0?KECTBEHHOH BU3YyaJIM3alliH
o0pasa: rapMOHH3allKsl, UEHTPHPOBAHHE.

«[lapmoHu3alusi — 3T0 paBHOBeECHE,
KOMITO3MIIHOHHAST CHMMETPHS BCeX
BH3YyaJIbHBIX M Xy/102KeCTBEHHbIX
COCTaBJISIIOULMX KOCTIOMA MePCOHaxa,
siBJIsTIOLIAsiCSt HH(DOPMAIIHOHHBIM
theHomeHoM» [ 3, ¢. 34].

«llenrpupoBanne — 310 POKyCHPOBKa
Y MTOJIYMHEHHUE BCEX 2JIEMEHTOB
Ha KOMITO3HLIHOHHOM LIEHTPe KOMITO3HLIMH»
[4, c. 52].

J17151 KocTioMHOrO 0hopMIIEHHUS
crieKTakssi «Abaii» Xy[10KeCTBeHHO-
BU3yaJIbHBIMH CPEJICTBAMU SIBUJICST BBIOOP
1BeTOBOH raMmbl. McnoJsib3oBanuch Takue
L[BETA, KAK YepHbIH, KOPUUHEBBIH, OeJbIH.
A raxke KoH(beKIHOHHPOBaHHE PaAKTyp
¥ BUJI0B TKaHel: 6apxara, caTHHa, LEePCTH.

«B kazaxckoll KyJbType KOpUUHEBbIH
LBET — 3TO 3HAK KHU3HEHHOH CTaOUJIBHOCTH,
TernJia, 6esonacHocT» |9, ¢. 47]. «Benblit
LIBET B KA3aXCKOH KyJIbType 0O3HauaeT
CMPaBEIJIMBOCTh, HCTUHY, 10OPOTY,
JIOCTaTOK, CBSITOCTb, W IAHHBIH LBET
U3BECTEeH KakK 0J1aropojiHbId, TOCTOUHBIH,
NPHUATHBIA ¥ TETJIBIN IBET> [, ¢. 23]
«]TpoTHBOMNOMOKHBIM 6€/10MY CUHUTACTCS
uepHblil 1BeT. HekoTopble yueHble
paccMaTpHBalOT UMeHa, CBSI3aHHbIE
C UEPHBIM LIBETOM, pas/iesIMB UX Ha 6 rpynn

Pucynok 2. Cnexrakib
«Aba» (Tparenms).
Pexxnceep —

A. Opastekos,
xynoxnnk — /1. locnaes.
[ocynapcrsenmbir
aKaneMH4eCKHH
KasaxcKHH My3bIKaJIbHO-
APaMaTHYECKHI TeaTp
HMEHH
K. Kyambiii6aeBa.
Hyp-Cyuaran, 2017 rox

Npu3HakoB: 1) ana; 2) anonesiHui,
YKECTOKOCTH; 3) IePBUUHOCTH; 4 ) CBSITOCTH,
6J1aropOAHOCTH; O) MPOCTOTHI; 6) nevyasu
W YHbIHUS» [5, ¢. 45].

Cnexraksb «A6Gai» (Tpareust)
6bL1 peacrapyaeH B Kazaxckom
rocy/1apCTBEHHOM aKaJieMHUeCKOM TeaTpe
apambl uMenn M. O. Ays3oBa B AniMaThl
B 2010 romy. Pexxuccep — E. O6aes,
XYJIOXKHUK 110 KocTiomam — E. Tyskos.
(PrcyHok 3).

Pucyrok 3. Criektariib «AOar» (Tpareaus).
Pesxxnccep — E. O6aeB, Xy[0xKHHK 110 KOCTIOMAM —
E. TysikoB. Kazaxckuii rocynapcTBeHHbIH
axanemuieckiti reatp apampl umern M. O. AyssoBsa.
Aumarsi, 2010 rog

O630pHO-TeOpeTHYECKOE HCCIeI0BaHHE
Tpareaun «Abdaii» cpecTBaMi KOCTIOMHOTO
0(hopMJIEHHST CMIEKTAKJIS TIO3BOJIUIIO BBISIBUTD
acreKThbl cLieHorpaHuecKux peleHni
00pasa: couMasbHbli CTATyC 0OLLIECTBEHHOTO
JiedaTesIs1, TPOCBETUTENS, YPABHOBEIIIEHHOTO,
CHIep2KaHHOTO, YMHOTO, CPEIHHX JIET.

Ero BkJaJloM B KYJIETYpHO-HCTOPHUECKOE
HacJIeue SBJAAI0TCS UHHOBAUMH B 00J1aCTH
KYJIBTYpbl H HAYKH, B3aUMOJICHCTBHE

C PYCCKOH M €BPONEHCKON KyJIbTypaMH.



Jlaist cosnanust clieHuueckoro oopasa
B crieKTakse «A6ai» OblIH TPUMEHEHDI
MPUEMBbI Xy[107KECTBEHHOH BU3ya/IM3allnK
o6pasa: MacliTabupoBaHUe, KOHTPACT.

«MacrabupoBaHue o3Hayaer
ajanTaiuio K u3MeHeHHbIM pa3Mepam,
NPUMEHSIETCS B BUJIAX TeaTpaJsibHbIX
1 BU3yaJlbHbIX HCKYCCTB C LeJIblo Mepeiadu
o0pasa B yBeJIMU€HHOM OT peaJsibHbIX
pasmepoB macuitade» [6, c. 27].

B cuenorpacuu clieHHueckoro Koctoma
B TeaTpe npueM MacuiTabupoBaHus
M03BOJISIET BBIIEJUTD KJIIOUEBOH 3aMbICe
XYJ102KHUKA [0 KOCTIOMY, OTO/IBUTast

Ha BTOPOH MJIaH JeTau3alluio.

«KoHTpacT — 3T0 Xy102KeCTBEHHbIH
npuém BO MHOI'MX BHJIaX UCKYCCTBA,
OCHOBBIBAIOLIMACS HA TPOTHBOIOCTABJIEHHH,
pasHullEe, TPOTUBOMOJIOXKHOCTH OT/IE/bHbBIX
4acTel U XapaKTePUCTUK H300parKeHUs1
JUIs1 YCUJIEHHST BbIPA3UTE/IbHOCTH
npousBeeHus B ejnom» [7, ¢. 37].

Xy102KeCTBEHHO - BU3YaJIbHBIMH
CPeJICTBAMM KOCTIOMHOTO 0(hOpMJIEHHUS
criekTakJ/si «AGai» siBJsieTcsi BLIGOp
LBETOBOMH raMMbl. DTO0 1BeTa OeJbli
1 4epHbId. A TakKe KOH(EKIIMOHUPOBaHHE
(hakTyp ¥ BUJIOB TKaHel: 1epeTH, 6apxara.

HaunboJiee c102KHble OTHOLLICHUS
B CEMAHTHKE 11BETa B KA3aXCKOH KyJbType
SIBJISIIOTCS COUeTaHMs1 6€J10ro U YepHOTro
1LIBETOB. DTH MOHSATHS BOLLIU TIyGOKO
B CO3HaHHUE U 513bIK Hapoja. [Ipexe
BCEro, «1BeT00003HaYeHHs1 Oesiblid U
YepHbIH B MO3HABATE/ILHOM MOHUMAHUH
Ka3aXCKOro HapoJa NpUMEHSIJIUC JJ1s1
pa3rpaHuyeHHst XOpPOoLIero u MJjaoXxoro»

[8, c. 47]. Ecin «Genblii BeT — 3HaK
6J1aropoJIHBIX KAYeCTB, TO UePHBIN

LBET — 3HaK HEraTHBHOTrO, MJI0XOrO:

craJji uepHei 3emsn» [, ¢. 47]. «bBenbiit
LBET JIO CErOJIHSLLIHETO JIHSI B KA3aXCKOM
s13bIKe — CHMBOJI 6J1aronoJyyms,
MO3UTHBA, YHCTOTHI» [, ¢. 12]. «HepHbli
LIBET, CUMBOJI CTPaJIaHusl, KA3aXCKUH HApoJ1
MCIO0JIb30BAJ KaK 151 TIPeyBeMUeHH s
MJI0XOr0, HEraTUBHOTO, TaK U JIJIs1
runepOoJM3allik Xopoulero,
MO3UTUBHOTO> [6, ¢. 27].

Onepa «A6ait» Gblia npejcTaBjeHa
B Kaszaxckom rocynapcrBeHHOM
aKaJleMMUecKoM TeaTtpe orepsl U 6aseta
umenn Abasi B Anmatsl B 2014 ropy.
Pexxnccep — Aunpea Uunbn (Mranus),
XY[LOKHHUK 10 KocTioMmam — CHMoHa
Moppesu (HUranust). (Pucyrok 4)

=

Pucynok 4. Onepa «Ao6aii».
Pesxcnccep — Angpea Ynnbn (HMrasns), Xyaoxumk
o Kocriomam — Cumora Moppesn (Hranns ).
Kasaxcknii rocyaapcTBeHHbli akaaeMHIecki TeaTp
onepnl 1 6ajneta umern Adas. Aimarts, 2014 rozq

O0630pHO-TeOpeTHUECKOE HCCeIoBaH1e
onepbl «AHait» cpeacTBaMm KOCTIOMHOTO
0(hopMJIEHHST CIIEKTaKJIs1 [T03BOJIHJIO BbISIBUTD
ACIeKThI CLieHOrpaUUeCcKnX pelleHri
obpasa: COLlMaJILHBIF CTaTyC — KOMITO3UTOP,
MPOCBETUTE/Ib, MBICJUTE/Ib, OOLLIECTBEHHBIN
JiesiTesib, 00PA30BaHHbIH, YPABHOBELLIEHHBbIH,
B 3pesioM Bo3pacre. Ero BKJ/1ajL B KyJIbTypHO-
MCTOPUYECKOE HaC/IeIHe: poloHaYaJIbHUK
HOBOH KA3aXCKOW peasliCTHUECKOH
qurepatypbl. [lepBbiM Havas nepeBOAUTH
Ha POJHOH S3bIK MPOU3BEACHHS KJIaCCHKOB
PYCCKOH M MUPOBOM JIMTEPATYPHI.

Jlaist cosnanust clieHuueckoro oopasa
B criekrakJje «A6ai» OblH MPUMEHEHbI
MIPUEMBbI XY/102KECTBEHHOH BHU3ya/M3alMH
o0Opasa: UMHTall1sl, aCCOLIHATUBHOCTb.

«HMmuranus (ot siat. imitatio —
«TI0fipazKaHue » ) — rojiparkaHue (CTHIIIO,
BHJIAM MCKYCCTBA, 11BETOBOH NajuTpe
1 (hakTypaM MaTepuasioB U T. 11.);
yrnono6JieHue KOMy- HJIK 4eMy-Jau6o0,
BOCITPOU3BE/ICHHE, TOBTOPEHHE,
KonupoBaHue» [9, c. 27].

«AcCCOMAaTHBHOCTL — €Moco6
JOCTHKEHHS! Xy/102KeCTBEHHOH
BbIPA3UTEJILHOCTH, OCHOBAHHBIH
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Ha BbISIBJIEHUH CBSI3H YyBCTBEHHbIX
00pa3oB, BO3HUKAIOLLMX B MpoLecce
HEMOCPEACTBEHHOTO OTPaKEHHUS
JIEHCTBUTENILHOCTH, C MPEICTABIEHUSIMH,
XPaHSILMMHUCS B TAMSITH MU
3aKperJIeHHbIMU B KYyJIBTYPHO-
MUCTOPUUECKOM OIbITE UeJI0BEUECKON
XKusHeesitesbHoCcTH> [ 10, ¢. 57].

J17151 Xy[02KeCTBEHHO - BU3YasIbHbIX
CPECTB KOCTIOMHOTO 0(hOpMJIEHHS
criekTakJ/si «AGai» siBJisieTcsi BLIGOp
LIBETOBOM raMMbl: O€KeBblil, OeJIblH,
yepHbIH. A TakKe KOHPEKIIMOHUPOBAHHE
(hakTyp W BUJIOB TKaHeH: 6aTucTa,
TpUKOTaxka, Hapxara.

«CoracHo CMbICJIOBOMY 3HAUEHHUIO
L[BETA B KA3aXCKOU KYJILType OeJibli BT
CUMBOJIH3UPYET I'yMaHU3M, TPOCBETIEHHE,
4eJIOBEUHOCTb, Osiarue HaMepeHust,
CIpaBeVIMBOCTb, HCTHHY, 106POTY,

Y JJAHHBIH LIBET U3BECTEH KaK O/J1ar0pPOIHBIH,
JIOCTOUHBIH, NPUATHBIA U TEIJIbIH LBET»

[2, c. 22]. Hacro BcTpeuatouiicst

B Ka3axCKOM ObITy GeKeBbIH 1[BET (CapFbilll)
SIBJISICTCS] CHMBOJIOM [TOBCE/IHEBHBIX

3a00T, POCTOro YKJaja }KU3HH,

TernJIoro ouara v 6nita. bexeBblil — 310
HaTypaJsibHbIN, He0OpabOTaHHBIN 1IBET
oBeubei, BepOJII0KbeH 111ePCTH, 1IBET

ObITa KOUEBHUKOB. «IIpOTHBOIMO/IOKHBIM
SIBJISIETCS] YePHBIH LBET, KOTOPbIF 03HayaeT
He TOJILKO TeMHOTY, MPOHU3bIBAIOIINH
X0JIOJ1, HO U TPY/IHOCTb, Tsi2KeJible
nepexkuBaHusi, CKopob» [2, ¢. 22].

Onepa «AGait» Gbli1a npecTaB/ieHa
B [ocynapctBeHHOM TeaTpe onephl 1 Haseta
«Acrana Onepa» B Hyp-Cynrane
B 2015 romy. Pexxuccep — [IxankapJo
nesb Monako (Mranust ), Xy1o:KHUK
no Koctiomam — @panka CkyapuanuHo
(HUranust). (Pucyrok 5)

O630pHO-TEOPETHYECKOE HCCIeIOBAHNE
onepbl «AbHaii» cpencTBaMH KOCTIOMHOTO
ohopMJIeHHS CIIEKTAKJIs TIO3BOJIHIIO
BBISIBUTb aCMEKThl CLEHOrpauuecKux
peleHnit o6pasa: coluHaJ/IbHBIN CTaTyC —
KOMIIO3UTOP, TPOCBETHTEIb, MBICJUTEb,
00111eCTBEHHBIN AesTe b, B TTOXKHIOM
Bo3pacre. Ero Bk B KyJIbTypHO-

Pucynok 5. Onepa «Abari».
Pexxuccep — /Dranxapsio gess Mounako (Hrasst),
XYAOXHHK 110 KocTioMam — @Ppatka CKyapuaniio
(Hrasnst). [ocynapcrBenmbiii Teatp onepbl v 6ajeta
«Acrana Onepa». Hyp-Cynran, 2015 rox

UCTOPHYECKOE HacIeue: ABJISCTCS
OCHOBOIIOJIO?KHUKOM Ka3axCKOH
MUCbMEHHOMH JINTEPATYPhl U €€ MepBbIM
KJaCCUKOM, pehopMaTopoM KyJIbTypbl
B JIyXe cOJNMKEHUS C eBPOINeicKoi
KyJIbTYPOH Ha OCHOBE MPOCBEUIEHHOTO
ucjama.

Jlois1 co3nanus clieHnueckoro obpasa
B criektakJje «A6ar» Obla1 TPUMEHEH MpHeM
XYJI02KECTBEHHOH BH3yaJIM3aLuK 00pasa —
JleTaju3atus.

«JleTanusaiusi — no3BoJISIET MOBLICHTh
XYJI02KECTBEHHOCTb, aTTPAKTUBHOCTb
1 3PEJIHUIHOCTb AaHUMAaLIHOHHbIX
MOCTAHOBOK B TeaTpe ¥ KHHO, MPUOJIH3UTh
UX K [IPOU3BEACHUAM H300Pa3UTEIbHOTO
MCKYCCTBA, HAMOJIHSIST CLIeHHUeCKOoe
MPOCTPAHCTBO 3HAKAMM U CUMBOJIAMH,
KOTOpbI€ OTKPbIBAIOT BCE HOBbIE U HOBbIE
BO3MOKHOCTH /151 UX e1IH(POBKH
Ha OCHOBE 3aMbICJla PeXKuccepa
U XyJI02KHHKA 110 KocTiomy» [ 11, ¢. 37].

Xyn02KecTBEHHO - BU3YaJIbHbIMH
CPeJICTBAMU KOCTIOMHOTO 0(hOpMJIEHHS
criekTakJ/si «AGai» siBJIsieTCst BLIOOP
LIBETOBOK FAMMBbI: CepbIil, GeXKeBbIil. A TakkKe
KOH(eKLHMOHUPOBaHHE (aKTyp H BUIOB
TKaHel: 6apxaT, MoJAKJIaA0UHas TKAHb.

«BoJibllioe 3HaUeHHe B Ka3aXCKOH
KyJIbType uMeeT OeKeBbli [IBET
(caprbilll) — B Ka3aXCKOM ObITY 0O3HAUaeT
€CTeCTBEHHOCTb, MPOCTOTY, UBET ObITa
KOYEBHUKOB» [3, ¢. 32].

«Cepblil LIBET — 3TO 30J10Tas CepeirMHa
MEXK/ly YepHBIM U OeJIbIM, HeHTpabHbIA



LIBET /151 JIIOZIeH CPEIHEro U MOXKHUJIOTO
Bo3pacra» [12, c. 18].

Cnekrakiib «AGaibIH XKyMOaFbl »
(1pama) b1 npescrabien B Kazaxckom
rocy1apCTBEHHOM aKaJeMHUeCKOM TeaTpe
npambl uMenn M. O. Ays3oBa B AsiMaTbl
B 2020 romy. Pexxuccep — A. OcnanbaeBa,
xynoxxHuk — M. Canapos. (Pucynok 6)

Pucyrok 6. Criektariib «AOarbiH yMOarbl»
(apama). Pexxriccep — A. Ocnanoaesa,
xynoxcuuk — M. Canapos.

Kasaxckuii rocyaapCTBeHHbll akaqeMHIeCKHI TeaTp
apambi umern M. O. Ayszopa. Anmatsi, 2020 rox

O0630pHO-TeOpeTHIECKOEe UCCIEI0BAHIE
Jpambl «AGalIbIH XKyMOaFbl» CPeICTBAMU
KOCTIOMHOTO 0(hOPMJICHHUST CIIEKTAKJIS
M03BOJIMJIO BBISIBUTH B CLIEHOTPahHIeCKUX
pelueHusix obpasa colldabHbIN cTaTyc
VIABHOT'O Feposi — MPOCBETUTEIb, YUHTEJIb,
NaTpUOT, OOLIECTBEHHBIN IESITEb,

B M02KMJ10M Bo3pacte. OH BHEC OrPOMHBbIH
BKJIAJL B KYJILTYPHO-HCTOpHUECKOE

W JIMTEPATYPHOE HAC/IE/IUE KA3aXCKOI'0 Hapoa.

Jloist co3nanusi clieHnuyeckoro obpasa
B CrieKTaKJje «AGaiiibiH XKyMOarbl»
OblJ TPUMEHEH MPUEM XYJ102KeCTBEHHOM
BU3yaJsiM3alu o6pasa — MpocToTa.

«[TpocToTa — 3TO KOMITO3UIIHOHHbBIH
NpHeM, Mo3BOJISIOLHMH 3PUTEIIO
BOCIPUHUMATb 0OBEKT JOCTYIHBIMH
BH3yaJsIbHBIMH CPEJICTBAMHU, (POPMaMH,
metonamu» [13, c. 66].

Xy/10:KeCTBEHHO - BU3yaIbHbIMU
CPeCTBAMH KOCTIOMHOTO O(hOpMJIEHHS
crieKTakssi «AGaibIH XKyMOaFbl» BJSETCS
BbIOOP LIBETOBOH raMMbl: KODHYHEBDIH,
6esblii. A TakKe KOH(eKIMOHMpPOBaHHe
thakTyp W BWJIOB TKaHel: coueTanue 6ejon

XJ10M4aTOOyMaxKHOH TKAHU ¢ KOPHYHEBbBIM
HapxaTom.

«KopuuHeBbIH 11BET B KA3aXCKOM
ObITY 03HaYaeT ypaBHOBELLIEHHOCTD,
MOPSII0UHOCTb, ACCOLUUPYIOLLHeCs
C eXKeJIHeBHBIMU 3a00TaMH, MO3/IHEH
oceHblo, Onaronathbio» [3, c. 32].

«BeJiblil IBET B Ka3aXCKOW KyJbType
03Ha4aeT NMPOCBeTIeHHe U H3BECTEH KaK
6J1aropo/IHbIi, JOCTOMHBIN, TETJIbIH 1IBET»
[3, c. 32].

B pesysabraTe npoBeaeHHOro
0030pHO-TEOPETHYECKOTO UCCIIEI0BAHMS
peTPOCHEKTUBBI CLieHOTpadUUecKuX
peulennti o6paza Abas Kynantaena
ObLJIH BbISIBJIEHBI METOAHYECKHE TOAXOIbI
cosjlanust oopasda Abasi cpeicTBaMH
KOCTIOMHOTO 0(hOpMJIEHHUST B TeaTpe:

— KYJBTYPOJOrHYECKHH MOJXO/,

B KOTOPOM T€OPETHYECKH HU3ydeHa
KyJIbTypHasi MOJIeJIb JIMUHOCTH Ha OCHOBE
CO3JIaHHBIX LIEHHOCTEH B KOHTEKCTE eé
KYJILTYPOJIOTHYECKOTO CyLLLIeCTBOBAHMUSI,

Ha OCHOBE aKCHOJIOTHH — y4€HHH

0 LIEHHOCTSIX U LIEHHOCTHOH CTPYKType MHUpa,
CKBO3b [IPU3MY MOHSITHSI KYJIBTYPbl»

[14,c. 16];

— KHCTOPHYECKHH M0JX0J, B KOTOPOM
NPOAHANU3UPOBAHBI PA3JIMYHbIE
6uorpaduueckie U UICTOPUIECKHUE SIBJICHHUS
B [poLeccax pa3BUTHS JIMUHOCTH
¥ U3MEHEHHS BHELIHero o6JMKa epcoHaxa
B CLIEHHYECKOM KocTiome. Packpbita
METOJI0JIOT ST TEXHOJIOTHUECKHX
1 Xy/102KECTBEHHBIX PUHLMIIOB, METO/I0B>»
[15,c. 10];

— <JHAJIeKTHYEeCKHH MOAXO/,

KOTOPBI oTpaxaetr pedieKCHIO JIOTHKO-
(hU10cOhCKOrO MbIIIJIEHHS 110 BHEITHUM
MPU3HAKAM CLIEHUYECKOTO MepCoHaXKa

B MEHSIIOLLMXCS [IPOLieccax Ha pas/MyuHbIX
JKH3HEHHBIX 3Tanax» [ 16, ¢. 8, 17, 25];

— <[IPOEKTHO-KOMIAaPATHBHBIH MOIXO] —
CPABHUTEJLHBIN MOJIXO]L IPOEKTOB,
OCYLLECTBJISIIOLINH CPABHUTENBHO-
MCTOPHUYECKUH aHaJI3 TOCTAHOBOK B TeaTpe
Y KUHO, BBIMOJIHSIET MEXKAMCUHUIIHHAPHYIO
(bYHKILIMIO COXPAHEHHUST UIEHTUYHOCTH.
AHas3 pasHbIX KYJbTYpP UJIH KOHKPETHBIX
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o6JiacTel KyJIbTypbl B ONIPEAeJEHHOM
BPEMEeHHOM HHTepBaJie MO3BOJISIET BbISIBUTD
obliye, yHUBepcasbHble MPUHIUITBI
¥ YCTaHOBKH, HAUTH pas/nuus,
CaMOOBITHOCTL pacCMaTPUBAEMbIX
Tpaauuui» [ 18, c. 36];

— «aKTOJIOrHYECKHH MOIXOT —
Ha OCHOBE METOJI0JIOTHH CeJIEKIIMH
(haKTOB, BbISIBJIEHUST TEOPETHUECKHX
OCHOB, MPUHIIMTIOB U METOJIOB U3yUeHHs,
aHajn3a, oTMcaHusl clieHorpapuuecKnx
(hakToB W MX cucreMaTH3ali. akToaorus
OCYLIECTBJISIET KOMIIIEKC MTPUEMOB,
MO3BOJISIIOLLIAX OCYIIECTBJSTH MOUCK,
pacriosHaBatue, otO0p, 10ObIBaHHe PaKTOB,
MHTEPIIpeTalnio, a TaKXKe OrepupoBaHHe
tdaxramu» [19, c. 86];

— KI10JIXOJ] CEMHOTHYECKOTO aHAJIH3a —
Ha OCHOBE HUCCJIEN0BAHUS TEOPHH
3HAKOB M 3HAKOBBIX CHCTEM, Bblie/IeHHE
YCJIOBHBIX 3HAKOB C HEMOTHBHPOBAHHBIM
OTHOILIIEHHEM TIJIaHa COflePKAHMUS,
1306pa3uTeNbHBIX (MKOHUUECKHX ) 3HAKOB
C YCTAHOBJICHHOH CUCTEMON CBSA3EH MEXKILy
KYJIbTYPOJIOTHUECKUMH 0GbEKTaMH.
[IpuMeHeHHe CeMHOTHUECKOTO aHaIn3a
MO3BOJISIET MPOCJEIUTH MEXaHU3M
(hopMHPOBAHHS HCTOPHUECKON peabHOCTH
U MOHSITh CMbICJT COOBITHH MPOLIJIOTO
nuist coppemennocti» [20, ¢. 105];

— «I10JXOJ CLHEHOTPaQHIECKOTrO
aHaJ/IM3a — TO CPABHUTEJIbHBIN aHAJIU3
pasHbIX clieHorpaUuecKux pelieHui
C L&JTbIO BbISIBJIEHHST B HUX HEKHX OOIIIHX,
YHUBepCAbHbIX MPUHLIMIIOB H YCTAHOBOK,

a TakxKe C 11e/1bI0 HAXOXKJIeHUST PA3IUUHi

¥ MTHHOBALIMi, CBUIETEIbCTBYIOIINX

0 caMOOBITHOCTH paccMaTpUBaeMbIX
TpAIULMA, TEHIEHLIUH, KOHLIeTLIUH.
Pa6ota pexknccepa ¢ Xy10:KHUKOM HaJl
MPOCTPAHCTBEHHBIM pellleHMeM MaCCOBOT0
JIeRCTBa HAYMHAETCS C BbIPaXKeHHSI
€IMHOTO CMbICJIa U CBepX3ajiauu OyjIyliero
npejcrapiaenus» [21, c. 23].

OucKyccusa

B npamatuueckoi nocranoske «yKac
Ab6aii» clieHnueckuii 06pas uepes KocTioMm

OblJT Mepeiad Ha 0CHOBe MoJionocTH Abas,
KOTJIA OH ellle B PACLBETE CHJI, HEOTIITHbIH,
HAWBHbIH, IOHBIA U CBETJIBIH MEPCOHAXK.

B tparennn «A6aii» cuieHnueckni
o0pas uepe3 KOCTIOM Obl/1 MTPeJICTaBJeH
Ha OCHOBE CEPEJIMHBI JIET €70 XKU3HH, CO3/1aH
06pa3 KpyrnHoH, KOJOPUTHOH JINUHOCTH
C €ro JIMYHbIMH KauecTBaMH UeJIOBEUHOCTH,
1eJIeyCTPEMJIEHHOCTH.

B tparennu «AGati», npeacraBieHHON
B KI'AT/] um. M. O. Ay»30Ba, ClieHHYeCKHil
o6paz uepe3 KOCTioM Obl repeaH
Ha OCHOBE CBETJIOr0 00pasza yueHoro,
MBICJIUTEJIST, YeJIOBEKA, HECYILIETO CBETIIbIE
ujeasbl U MOPaJibHble LEHHOCTH.

B onepe «A6aii» nepenaua
clieHHuecKoro o6pasa uepes KoCTioMm
Hbl1a 00yC/I0BJIEHA €ro JII0OOBBIO
K yuebe U 3HAHUSIM JI/Is TPOCBETJIEHUS
HEBEXKECTBEHHBIX JIOJICH.

B onepe «A6aii» (TocynaperBenHblit
Teatp onepbl U Gasera «Acrana Onepa>»)
nepejiaua clieHHueckoro obpasa uepes
KOCTIOM OTTMPAETCsl HA KauecTBa yMy/IPEHHOTO
JKH3HEHHBIM OIMbITOM UeJI0BEKa, COCOOHOT0
NPUHUMATDH B3BellleHHble PEllIeHHs B }KU3HH.

B npame «A6aiinbiH :KymOars»
nepesiaua clieHHueckoro obpasa uepes
KOCTIOM OCHOBaHA Ha MOMEHTAaX ero »KU3HH,
I7le OH B TIOMCKE YEro-To HOBOTO, BO3MOXKHO,
B MOUCKe cebsl.

3aKnuyeHue

B pesynbraTe npoBeneHHOro 0630pHO-
TEOPETHYECKOTr0 HCC/IeI0BAHUS
PETPOCTIEKTUBBI ClIEHOTpaHUECKHUX
pelenuii o6pasa Abast Kynanbaesa Obliiu
BBISIBJIEHbBI ACITEKThI CLIEHOTPAPHIECKHX
pelIeHuE 06pasa, npHeMbl XyA0XKeCTBEHHOH
BH3YaJIH3aLHH 00pasa, XyJA0XeCTBEHHO -
BH3YaJIbHbIE CPEACTBA, METONHYECKHE
M0JX0bI CO3aHHs 00pasa Abast
CPeJICTBAMH KOCTIOMHOI0 0(hOpMJICHHST

B TeaTpe, CPopMyJIMPOBaHbI peKOMeHIAlINH
Y MIePCIEKTUBbI [0 UCCJIELYyEeMON TeMe

B peliieHud o6pasa Abasi Kynan6aena
CPEICTBAMH KOCTIOMHOTO OpOpMJIeHHST

B TeaTpe.



B pe3sy/abraTe npoBeeHHOro
0030pHO-TEOPETHYECKOTO HCCJII0BAHMS
PETPOCTIEKTUBbI CLIEHOTPahUUECKHX
peulenntt o6pasa Abast Kynan6aesa
OblIM BbISIBJICHBI METOA0J0THYEeCKHe
OCHOBbI UCCJI€0BaHHUS, BKIIOYAIOLINE
JIHTEPaTyPHOE Hac/IeqHe (aBTOPCKHE
nponssenerns Abas Kynarnoaepa),
JIHTEPaTypHbIi oopasz Abas,
H300pasuTe/IbHbIH 00pas Abasi, o6pasz Abas
B TeaTpaJibHbIX 110CTAHOBKaX, o6pa3 Abast
B KHHOIIPOEKTAX, HAYYHbIE HCCAEAOBAHHS
o Teme cozaanus oopasa Abasi.

[1poBeneH 0630pHO-CpaBHUTENLHbBIH
aHaJIu3 TeaTpasibHbIX MOCTAHOBOK
B pa3/anuHbIX TeaTpax Kazaxcrana.

B pesysibraTe Teopetnueckoro
uccseIoBaHns! Obl/IM BbISIBJCHbI aCMEeKTbl
cueHorpaduueckux pelieHui oopasa,
BKJIIOYAOLIME aCCOPTUMEHT KOMIIJIEKTOB
OJIeK/Ibl, TEXHUUECKHE XapaKTePUCTHKH
Mojiesiell KOCTIOMOB (KPOH, BHJIbl TKaHEH,
LIBETOBYIO MAJIUTPY ), COLLMAJILHBIN cTaTyc,
BO3PACT, BKJIaJL B KYJIbTYPHO-HCTOPHYECKOE
HacJ/eme.

Jlns1 coznanus cuennyeckoro obpasa
B CIIEKTAKJISIX OblJIM HCIT0Jb30BaHbI
npueMbl Xyl102KECTBEHHOW BU3yaln3aluu
obpasa: KoMOUHATOPUKA, TapMOHU3ALLHS,
LIEHTPUPOBAHHE, KOHTPACT, IKJIEKTHKA,
maciutabupoBaHue, HMUTALKS,
JleTas3alysl, acCoLMaTUHBHOCTb, MPOCTOTA.

ABTOpaapabliH yneci

Xyn0KeCTBEHHO -BU3YyaJIbHbIMU
cpeacTBaMu KOCTIOMHOTO 0(hOpMJIEHUS]
CHeKTaKJIeH BJISIIOTCS:

* BbIOOp LIBETOBOH raMMbl B COOTBETCTBUH
C CeMaHTHKOM 1IBeTa B KA3aXCKOH
KYJIBTYpE;

*  KOH(eKIMOHHPOBaHHe (DAKTyp U BUIOB
TKaHeH.

Metonuueckue MoAXoAbl CO3AAHUS
o6pasa Abasi cpesicTBAMH KOCTIOMHOTO
oopMJIeHHsT B TeaTpe OCHOBAHbI
Ha KyJbTYPOJIOTMYE€CKOM, HCTOPHUECKOM,
JIMaJIeKTHYECKOM, TIPOEKTHO-
KOMIapaTHBHOM, (PaKTOJOTHUECKOM,
CEMHOTHYECKOM, ClieHOTpauueckom
aHaJmse.

PekomMeHaaluuu v nepcrnexkTuBbl
no uccjeayeMoi Teme B pelieHuu
o6pa3a Abas Kynan6aeBa cpencrBamu
KOCTIOMHOTO 0hopMJieHUs1 B TeaTpe —
COXPaHSATb U MOMYJSIPU3UPOBATH:

*  Ka3axCKylo HallMOHAJbHYIO,
KYJIbTYPHYIO, UCTOPUYECKYIO
HJIEHTHUHOCTD;

*  coziepKaTesIbHbIH acreKT JUYHOCTH
Abas;

* TBOPYECKHH MOUCK MHOT0OOPa3HbIX
peLIeHUH;

*  MHHOBAILMOHHBIE MOJXOJIbI;

* 3HaAuYeHHe Jisl KYJBTYPHOTO Hacae1st
Kazaxcrana.

A. A. XbinkamaHoBa — }06aHblH, OpbIHAaYLWbICbl 60MbIN TabblNaabl, 3ePTTeY XKYPrisdi,
OHbIH, AiCTEMENiIK KOMMOHEHTIH 83ipnesi, MaTiHHIH 3epTTey 6eniriH JanbiHAabl oHe
NbICbIKTa/bl; TYXKbIPbIMAAP *acabl }aHe KOpPbITbIHAbIIAAbI, FbibIMU 8aebueTTepre
Tangay acagbl, oaebv Wwonyabl AaibliHaaabI.

M. E. )'KaHFy)'KVIHOBa — 3epTTey TYXKbIpbiIMAaMacCbIH esipney MEH KanblNTacTblpyabl,
3epTrey mMacenenepniH TYXbIpbiMAayAbl, KOPbITbIHAbIHbI KOPbITbIHAbINAYAbI; MaTiHre
CblHU Tanjay Xacaln XoaHe KanTa NbICbIKTabl.
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uccnefoBaHus, pa3paboTKy ero METOA0I0MMYECKOM COCTaBAAOWEN, NOATOTOBKY

1 0opaboTKy NcCnesoBaTeNbCKOM YacTu TEKCTa; 6blan cHOPMUPOBaHLI U
chopMynMpoBaHbl BbIBOAbI, NPOBEAEH aHaIn3 Hay4HOM nuTepaTypbl, NOArOTOBNEH
nuTepaTtypHbIn 0630p.

M. E. XXaHry>knHoBa — BbINojiHWNa pa3paboTKy U GpopMUpoBaHME KOHLIEMLUK
nccnefoBaHus, MOCTAaHOBKY NPO6AeMbl UCCNEA0BAHUS, KOHLeNTyanmM3aLmio BbiIBOAOB;
npoBefeHbl KPUTUYECKMI aHanu3 1 JopaboTKa TeKcTa.

Contribution of authors

A. A. Zhylkamanova — research; development of the methodological component of
the research; preparation and revision of the research part of the text; formation of
conclusions; performer of the project, analysis of scientific literature; preparation of a
literary review; preparation and revision of the research part of the text; executor of the
project.
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Aiinana )XpikamaHnosa, Mepyept )KaHryxuHoBa

T. K. )Kyprenos atbinnarsl Kazak yaTTbIK oHep akajeMHsIChl
(Anmvatser, KasakcraH)

ABA/ KYHAHBANYJ1bl BENHECIHIH CLLEHOTPA®UANbIK WWEWIMAEPIHIH
PETPOCINEKTUBTI BEUHECI

AHaaTtna. bepinreH makanaga Teatp KOMblbiIMA@pPbIHbIH PETPOCNeKTUBACbIHAAFbI AGan
KyHaH6anybIHbIH 6EMHECIHIH, cLueHorpaduanblK WeLiMaepiHe TEOPUANBIK LLOJY KapacTbipbinagbl.
A6an KyHaH6anybiHbIH 6EMHECIH }acayabl 3epTreyae a4ebu Mypa, 91ebu 6enHe, KepHeKi 6enHe,
TeaTpnblK 6erHe awbinagbl. KazakctaH TeatpnapbiHaa: ActaHa banet Teatpbl (HypcyitaH K.),

M. O. Oye30B aTblHAaFbl KasaK MeMIEKETTIK akageMusasblK Apama Teatpbl (AnmMartsl K.),

A6an atbiHaarbl Kadak MeMneKkeTTiK akaaeMusbIK onepa aHe 6anet Teatpbl (AnmaThbl K.),

A6aw atblHaarbl MemneKkeTTik Kasak My3bikanbiK-pama Teatpbl (Cemen K.), C. CendynnivH atblHaafbl
Kasak apama TeatpbiHaa (KaparaHabl K.) TeaTp KOMblbiIMAAPbIH 3ePTTey HerisiHae KOCTIoM 6eNHECIH
YXacayfa Tangay xacangsbl.

KasaKcTaHHbIH TeaTp KonblibiMaapbiHAaFbl Aban KyHaH6anybl KENINKEPiHIH CEMUOTUKANbIK
6enHeci TangaHabl, HErisgenai »xaHe KypacTblpbliabl.

Makana A. KyHaH6aeBTbIH TyFaHblHa 175 bl ToNyblHa 6ainaHbICTbl MOAEHW MypaFa apHanfaH.
Makanaga A6an KyHaH6aeBTbIH, TeaTpiblK KOMbLIbIMAAPAAFbl KOCTIOMAIK 6e3eHaipyaiH 6enHeni
WeLimMiH XacayablH aicTeMeniK Tocinaepi alwbinagpl.

3epTTey maceneci Teatp KOCTIOMIHIH cueHorpadusceiHaa Aban KyHaH6aeBTbIH 6eMHeCiH
KanblinTacTblpy 60/biM Tabbliaibl.

©3eKTiniri: PyxaHu }aHfblpy MeEMIEKETTIK 6aFaapiamacsl asicbiHaa A. KyHaH6anynbiHbIH MOAEHM
MypacblHa OHbIH TyFaHblHa 175 bin TONybIH MepeKeneyre 6annaHblCTbl YHAEY oHe [1pe3naeHTTiH,
XblIN canblHFbl KadakcTaH xankbiHa *KongaybiHaa (2020 xbinfbl 1 KbIpKYWEKTET) epeKLle Ha3ap
ayaapyblH KaMTamMachl3 eTy.

MakKcaTtbl MEH MIHOETTEPI — TeaTp KoMblnbiMAapbiHAa A. KyHaH6anynbiHbIH 6eMHeni welimaepiHe
PETPOCNEKTUBTI Tanaay *Kyprisy, Teatp cueHorpadusicbiHaa AbaniblH 6eVHENI WeLiMiHiH,
epeKLEeNiKTePiH aHblKTay.

HKaHanbifbl: TeaTpa KOCTIOMIK MaKeT apKblnbl AGan 6eMHEeCiH acayablH aaicTeMenik Tacingepin
Xyneney.

Tipek ce3gep: Aban KyHaH6anynbl, cueHorpadus, Aban 6erHeci, TeaTp KombinbiMaapbl, AGanabiH
175 xbinabifbl, A. KyHaH6anynbl 6eMHECiH KOCTIOMMEH 6e3€eHipy.

HaieKce3s yuwiH: XKblikamaHoBa A. A., aHry»knHoBa M. E. Aban KyHaH6anynbl 6EMHECIHIH
cueHorpaduanbiK LWeLliMaepiHiH peTpocneKTuBTi 6enHeci. Central Asian Journal of Art Studies, 2021,
6(1), 69-84. https://doi.org/10.47940/cajas.v6il.325



Aidana Zhylkamanova, Meruyert Zhanguzhinova

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

REVIEW AND THEORETICAL STUDY OF RETROSPECTIVE SCENOGRAPHIC SOLUTIONS
OF ABAI KUNANBAYEV IMAGE

Abstract. This article discusses a theoretical review of scenographic solutions for the image of

Abai Kunanbayev in a retrospective of theatrical performances. The creation of the image of

Abai Kunanbayey, the literary heritage, the literary image, the figurative image, and the theatrical
image are revealed in the study. The analysis of the creation of a costume image based on the study
of theatrical performances in the theaters of Kazakhstan is given: Astana Ballet Theater (Nursultan),
M. O. Auezov Kazakh State Academic Drama Theater (Almaty), Abai Kazakh State Academic Opera
and Ballet Theater (AlImaty), Abai State Kazakh Music and Drama Theater (Semey), S. Seifullin Kazakh
Drama Theater (Karaganda).

The semiotic image of the character of Abai Kunanbayev in theatrical performances of
Kazakhstan is analyzed, substantiated and compiled.

The article is devoted to the appeal to the cultural heritage of A. Kunanbayev in connection
with the celebration of the 175th anniversary of his birth. The article reveals the methodological
approaches to creating a figurative solution for Abai Kunanbaev’s costume design in theatrical
performances.

The problem of the research is the formation of the image of Abai Kunanbayev in the stage design
of theatrical costume.

The relevance of the topic is the appeal to the cultural heritage of A. Kunanbayev in connection
with the celebration of the 175th anniversary of his birth, and the attraction of the president’s close
attention in his annual message to the people of Kazakhstan (dated September 1, 2020) within the
framework of the state program Rouhani Zhangyru.

The purpose and task is to conduct a retrospective analysis of the figurative solutions of
A. Kunanbaev in theatrical performances; to reveal the characteristic features of the figurative
solution of Abai in the theater scenography.

The objective of the research is to reveal the features of the imaginative solution of Abai in the
theater scenography through methodological techniques and interpretation of scenography in the
costume design of the image of Abai Kunanbayev in the theater.

The novelty of the research is the systematization of methodological approaches to creating the
image of Abai by means of costume design in the theater.

Keywords: Abai Kunanbayev, Scenography, image of Abai, theatrical performances, 175th
anniversary of Abai, costume design of the image of A. Kunanbayev.

Cite: Zhylkamanova, A., Zhanguzhinova, M. (2021). “Review and theoretical study of retrospective
scenographic solutions of Abai Kunanbayev image”, Central Asian Journal of Art Studies, 6(1), 69—-84.
https://doi.org/10.47940/cajas.v6il1.325

Central Asian Journal of Art Studies Volume 6. Issue 1. 2021



ABTOpnap Typanbl Manimer:

CBepeHus 06 aBTOpax:

Authors’ bio:

AiinaHa AiiGeKKbI3bl
JKblikamaHoBa — cueHorpagus
KacpeapachiHbIH 2-Kype
maructpantsl, T. K. )Kyprenos
aTbiHaarbl Kasak yaTThiK eHep
aKaJieMHUsIChI

(Anmvartbl, KazakcraH)

Mepyept EpkeHoBHa
JKaHryxuHoBa — mnenaroruka
FbLIbIMIAPBIHBIH JIOKTOPBI,
clieHorpadusi KadeapachiHbIH
notenti, T. K. )Kyprenos
aTbiHarbl Kasak yaTThIK eHep
akaznemusicol (Anmatel, KazakcraH)

Aiinana AiiGeKKbI3bl
JKblikamMaHoBa — MarucTpaHt
2-10 Kypca Kadephbl clieHorpapuu
Kaszaxcko#i HatoHaibHON
AKAJIEMHH HCKYCCTB HM.

T. K. )Kyprenona

(Anmatnl, Kazaxcran)

ORCID ID: 0000-0002-3476-3714

email: ai.dana004 @mail.ru

Mepyept EpkeHoBHa
JKaHry:KuHoBa — J1I0KTOp
TeJarorniecknx Hayk, IOLeHT
Kadespbl clieHorpadun Kazaxckoit
HalMOHAILHON aKaZleMHH UCKYCCTB
M. T. K. JKyprenosa

(Asvarbl, Kasaxcran)

ORCID ID: 0000-0002-9124-4099

email: aumira@mail.ru

Aidana A. Zhylkamanova —
2nd year Masters Student of
Scenography Department

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

Meruyert Ye. Zhanguzhinova —
Doctor of Pedagogical Sciences,
Associate Professor

at Scenography Department

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



\ 4

OBPA3HDIE

ART STUDIES

HEJIOCTHOCTH

B CUEHOI'PA®UU

COCTABJIIIOLUME

U KHHOIIU3AMHE:

®EHOMEHDI,
[MOHSTHS,

CSCSTI 18.45.07 + 18.67.28

v KPUTEPUHA

Hasupa Baii6ekosa',
Ka6bin Xanbikos',
Mamkut Cunrx!

! Kasaxckasl HallMoHaJ/IbHasi aKaJeMHsT HCKYCCTB
um. T. K. JKyprenosa (Anmarsi, Kazaxcran)

AHHOTauums. Cpean ayanmoBmu3yasnbHbIX UCKYCCTB COBPEMEHHOE KMHO SBASETCS CaMblM BAWUATENbHbIM
BMAOM MCKYCCTBA, OCHOBaAHHbIM Ha CMHTE3€e TeaTpa, IMTepaTtypbl, ) XMBOMNUCKU, poTorpaduu,
pPEeXMCcCypbl, Apambl U psae ApYrux MCKYcCTB. C TOYKM 3PEHMSA MCUXOOTMKU BOCNPUSATUS, 6OJbLLYIO
pPO/b B Pa3BUTUKN HOBEWLLIMX TEHAEHLIMIA B 3TOM HanpaB/ieHMK, 6E3YCNIOBHO, UTPALOT XYAOKHUKM,
BHOCS MPOPbLIB U B HAyKy, U B HOBENLLWE TEXHONOMMKU. CMeHa NPOCTPaHCTBA U BPEMEHU B KUHO

W B TeaTpe — ABE OCHOBHbIE COCTaBASIOWME yenexa Nto60oro GunbMa Uu CnexkTakns, HesaBUCUMO

OT XaHpa. CylecTByeT MHTEPEC K NpobaemMe BM3yanbHOro MbllWAEHUS KaK NpeanochlinKe

NS NOHUMaHKUS PasnMYyHbIX CNOCO6G0B BM3yanibHOW KOMMYHUKaLMK, @ MPpo6nemMbl 06bEKTUBHOIO
OTpaKEHUS MUpPa BOKPYr Ye/I0OBEKA B NOCNEHEE BPEMS YPE3BbIHANMHO PACLUMPUINUCE.

9TU 06CTOATENLCTBA JOMKHbI GblIM ONPEAENUTb NPEABUAEHNE COBPEMEHHOIO YE0BEKA, HO,

KaK NoKa3blBa€eT NpaKT1Ka, BCE 3TO MPUBENO K BOBHMKHOBEHMIO HEKOETO Xaoca. PelleHnem aBnsetcs
TWaTeNbHbIM aHaNM3 NPOLECCOB BM3YyanbHOMO MbILWIEHUS, YTO NpeanonaraeT KOMMIEKCHOE U3yYeHne
ryMaHWUTapHbIX AUCLUMMINH, U B 3TOM paKypce AaHHas cTaTbsl OPMEHTMPOBAHa Ha pacCMOTPEHUe

He TO/IbKO KaKOro-To OHOr0 acrneKrta 3ToM NPo6aeMbl, @ Ha OCMbIC/IEHUE POJSIU BU3YaslbHOro
MbILWNEHMS B LIETOCTHOM BOCNPUSATUM KMHO M TeaTpa. Lienbto cTaTbu ABASETCS TEOPETUKO-
METOA0/I0MMYECKOE UCCeaoBaHMe HOBbIX GOPM BU3YyanbHOM LLENOCTHOCTM 06pa3a Ha npumepe
Ka3axCTaHCKoW cLeHorpadumn 1 KMHoaM3aHa. 3ajayu: uccnegoBaTb TeopeTuyecKue

1 IMMNUPUYECKME NOAXOAbl MOHUMAaHUS LLeNOCTHOCTM 06pasa; ONpeaenunTb CYLLHOCTHbIE KavyecTBa
BM3yanusaLun obpasa B COBPEMEHHbIX ayAMOBU3YyasibHbIX UCKYCCTBAx M 060CHOBaTb OCHOBHbIE
NMOHATUMHbBIE KOHLIEMTbI MU KaTErOPWUK LLeSTIOCTHOCTM 06pasa; a TaKKe MeToAbl BO3AENCTBUSA
BU3yann3aLmm, CBS3aHHbIE C ABEHUSAAMU cMHEeCcTe3NM. COBPEMEHHbIE MOAXOAbl U METOAbI
NCUXosiornuu, cemmonormndeckne noaxoasbl (Y. 3ko, . Nasonunuu, K. MeTw), CTPYKTYpaauCTCKME NOAX0AbI
B KuHematorpaduu (0. llotman, 0. LiuBbsaH, b. YeneHckui, K0. MapTbiHEHKO), repMeHeBTUYECKUE

1 NPaKTUKO-OPUEHTUPOBAHHbIE METOAbI UCCNIeaoBaHMA. Budyannsawumsa BoobparkeHns nposBaseTcs

Central Asian Journal of Art Studies Volume 6. Issue 1. 2021



Central Asian Journal of Art Studies Volume 6. Issue 1. 2021

KaK KayecTBO M 0CHOBA LIE/IOCTHOCTM 06pasa nponsseneHuns. Bcé BocnpuHMMaeTcs nepBoHadanbHo
yepes BM3yanuaaLmio o6pasa, GUKCMPYs OKpyKalolue SBAEHNUS C 60MblUeN APKOCTbIO, HEXEK
Apyrve. Busyanusaums, Unm MbICIEHHOE NPeACcTaBNeHNe, — 3TO CMOCOBHOCTb MO3ra BUAETL NPeaMEThI
B 06pas3ax, MbIC/IEHHO «JOCTPanBaTh» TO, YTO HE 3aMOMHMIIOCh Cpasy. ATO TBOPHECKMI MPOLLECC.

Ec/iv cneacTBus MHOMVMX TBOPYECKMX aKTOB HarpaB/eHbl Ha No3HaHWe 1 npeobpasoBaHne
OKPY)KaloLLEro M1pa, To aKTUBM3MPOBAaTb CBOU 3aMbIC/bl YENIOBEK MOXKET /IWLLb Yepes BU3yasnbHoe
BOOGPaXKeHWe, ABAsloLeecs ero GyHaamMmeHTanbHoM Cnoco6HOCTbIO. Pe3ynsTatoM 3Toro CTaHoBATCS
co3JaBaeMble UHAMBUOYaNbHLIM CO3HaHUMEM 06pas3Hble CTPYKTYPbI, peanuayemble B KyNbTYPHOM

TBOPYECTBE JINYHOCTH.

Knio4eBble cnoBa: BU3yanbHbl 06pas, LEeN0CTHOCTb, KaTeropun, cueHorpadus, kKuHemartorpad,
@HTPOMNOJIONUS UCKYCCTBA, NMCUXON0MUS BOCNIPUATUS, HEMPODU3NONOTUS, CUHECTE3NS.

Ans untupoBaHus: banbekosa, H. A., XanbikoB, K. 3., CuHrx, M. O6pasHble cocTaBnsatoLLme
LLeNI0CTHOCTU B CLieHorpadum M KMHoan3anHe: deHoMeHbl, NoHATUS, KpuTepuu. Central Asian Journal
of Art Studies, 2021, 6(1), 85-106. https://doi.org/10.47940/cajas.v6i1.375

BBepgeHue

Hccneaosaﬁne BU3yaJbHbIX PEHOMEHOB
CB$I3aHO C I00AJIbHBIMH TEH/IEHIIUSIMH
Pa3BUTHs ayIMOBHU3YaJIbHBIX U MEIUAKYJIETYP
B MUPOBOM Maclitabe. AKTyaJbHO ellie
¥ T€M, YTO CTPEMHUTEIbHOCTD LIHPOBU3ALINH
COBPEMEHHON KMHOUHLYCTPUHM U TeaTpa,
BOBJI€UEHHE MUPOBBIX TPEH/IOB KaK
JIOMUHUPYIOLLMX HAYaJl POUCXOAUT
Kap/IMHAJIbHO, HO HEPaBHOMEPHO,
Ha JIoKasibHOM ypoBHe. Cutyarius
B Ka3aXCKOM TeaTpe U KUHOIIPOU3BOJCTBE
OTPaKaeT HeKOTOPYIO alanTaluio
K YCJIOBUSAIM Y€TBEPTOH MUPOBOH
TEXHUYECKOH PEeBOJIIOLIUH, A TAKXKe
COOTBETCTBHE TEXHOJOIHUECKHUM
TpeOOBAHHMSIM BPEMEHH U MOUCKH
aJIbTePHATHBHBIX BAPHAHTOB.
Busyasusauusi B KHHO U TeaTpe
MMeeT IIHPOKUHA CIIEKTP BO3MOXKHOCTEH
u3o6paxKeHust, 0606IIEHHUSI, CMBICI ee
HeckoHeveH. B 3ToM c/10:KHOM Mpotiecce
3a1eHCTBOBAHbI HE TOJIBKO BbIPa3UTe/bHbIE
CPe/CTBA KMHO, TaKHe KaK 3BYK, CBeT,
MOHTaK, IBU?KEHHE KaMepbl, HO U 3J1eMEHTbI
BU3YaJIbHOH CPe/ibl, B YACTHOCTH, IEKOpALIUH
1 HX cofiepxKaHue — ietasid. Ho, K coxkanenmto,
UTHOPUPYETCS] TAKOKH BAXKHbIH 3JIEMEHT,
Kak BHU3yaJsiu3alusi 06pasa, 4to HHOT/A
OTPULATEJBHO CKA3bIBAETCS HA CTPYKType
(bHIIbMa WJTH CTIEKTAKJIS.
AxTtyanbHocTb GoJiee TyGOKOro
U3YYeHHsl BU3yaJM3aUMK 00pasa B KHHO

¥ TeaTpe onpesessercs TeM, YTo B CLleHapHH
WJIM [Ibece CMeKTaK/sl 4acTo BHUMaHHe
AKLEHTHPYeTCsl Ha COLIUOJIOTHYECKHUX

M 3THYeCKHX acrekTtax. OnHako
BbIPA3UTE/IbHbIE CPEICTBA KHHEMATOrpaduu
CTPEMHTEJILHO MEHSIIOTCS, U Pe3yJbTaThl
MCCJIEI0BAHUIL, KOTOPbIe OblJIH aKTyaJIbHbI
BCEro JIULLb HeCKOJIBbKO JIeT Ha3ajl, CeroiHs
HY>KJIAI0TCS B TIEPECMOTPE H I0MOJHEHHUSIX.

B XXI Beke nosiBu10ch MHOTO
HOBBIX TEXHOJIOTHH, U 9KpaHHAas1
KOMMYHHKALMS CTaj1a OCHOBOH Pa3/IMUHbIX
ay/IM1OBU3YyaJIbHBIX (POPM KyJIBTypbl
He TOJIbKO B KHHO U Ha TeJIeBUJICHHH,

HO U B TeaTpe. B cBs3H ¢ 5TUM HEOOXOAUMBI
COOTBETCTBYIOLLIHE HCCJIeI0BAHHUS,

B TOM 4Hciie 6oJiee ry6oKoe NoHUMaHHe
OTITPABHBIX TOUEK MPAKTHUECKOH
JESITE/IbHOCTH Xy/10?KHHKOB-[IOCTAHOBLIMKOB
Tearpa U KHHO.

KuHOnpou3BoacTBO NMOABUJIOCH B T1€PBbIe
rojlbl rocjie U300peTeHHst KHHeMaTorpaguu.
B nauasne naznuartoro Beka Obliv OCHOBAHbI
kuHokomnanuu B EBpone, Poceun u CILA.
Chauasna MX pa3Mella/i B HelTPUIOHbIX
JJIs1 CbeMOK MOMELLEHHSIX, UCIO0JIb30BaJIH
MPOCTYIO TEXHUKY, POCTbIE MPUCNOCOOEHHUS
1 IPUMUTHBHbIE eKopaluu. TeatpasibHble
TPaZULMK [TPH TIPOU3BOJICTBE (PUIBLMOB OblIH
BoCTpeOoBaHHbl. OHAKO CTPEMHUTEJILHO
pasBuBatolLeecs NPOEKTHPOBAHHE
(bHJIBMOB MTOMOIVIO HAKOMUTb HEKOTOPBIH
ONbIT B OPraHU3ALMH U TeXHOJIOTHH
KHHOMpou3Bo/cTBa. PasButue



KHHOMHJLYCTPHUH U MOSIBJIEHHE HOBEHIIHX

TEXHOJIOTHH 0KasaJsin 60JbLIoe BIHSHHE

Ha OpraHu3alMio KHHOIPOU3BOJICTBA.

B cBoeM pa3BuTHM KHHOMHJYCTPHSI BCE

60JIbLLE OTXOANNA OT HCIOJIb30BAHHUS

TeaTpaJsibHOro OMbITa, COBEPLICHCTBYS

cOOCTBEHHbBIE METO/Ibl PAOOTHI, 1JI5 KOTOPbIX

XapaKTePHO COYeTaHUE Xy[0XKEeCTBEHHBIX,

TBOPUYECKHUX M TEXHUUECKHUX MTPOLLECCOB.
Lleab paboTbl: onpenenTb peHoOMEeHbI,

MOHATHSA, KDUTEPHH, OTpazKatole

00pa3Hylo LIEeJNOCTHOCTD B ClieHOrpaun

W KHHOIU3anHe.
3anauu:

* HCCJIEI0BATb TEOPETHYECKHE
¥ SMIHPUUECKHE MTOJIXO0/Ibl B TOHUMAHWH
LeJIOCTHOCTH 06pasa;

*  OINpPELE/UTD CYLIIHOCTHbIE Ka4eCcTBa
XYJI0’KeCTBEHHOT0 0Opa3sa
B COBPEMEHHBIX ay/IMOBU3YaJIbHbIX
MCKYCCTBAX;

* 000CHOBATb OCHOBHBIE KATETOPHH
MOHSTHH LLeJIOCTHOCTH U CTPYKTYPHOCTH
o6pasa;

*  aHaJIM3UPOBATb CUCTEMHBbIE MOJIXO/IbI
hopMHUpoBaHHUsi 00Pa3HOH LENTOCTHOCTH
B clieHOTpauH 1 KHHOIM3aKHE;

* IIPOBECTH CPABHUTEJbLHBIA aHaJU3
peasiucTUIeCKUX U abCTPaKTHBIX 06pa3oB
1 UX U300Pa3HTE/IbHOH TPAKTOBKH
B TeaTpe U KHHO;

*  aHaJIM3UPOBATH Mpolecc GopMUPOBAHHUS
11eJIOCTHOCTH 00pasa B COBPEMEHHOH
Ka3axCTaHCKOH clieHorpaduu
W KHHOAU3aKHe.

MeTopabl

J1/1s1 TEOPETHKO - METOI0JI0THUECKOTO
aHaJiM3a COBpeMEeHHbIX POPM BU3yabHOH
1eJIOCTHOCTH 06pa3a OblJIK TPUBJIEUEHbI
TaKHe METOJbl HCCJIIOBAHMSI, KAK
COBpEMEHHbIE MOXObI K METOJIbI
MICUXOJIOTHH, CEMHOJIOTHYECKHE TTOXO0/IbI
(V. ko, I1. TTagonunu, K. MeTi),
CTPYKTYpAJIHCTCKHE TTOJXO/Ib

B kuHematorpaduu (1O. JIorman,

1O. Lusbsn, b. Yenenckut, FO. MaprbiHeHko ),
COBpeMEHHbIE MOJIXO/IbI ClieHorpathuH,

repMeHeBTHUYECKHE U TPAKTHKO-
OpPHUEHTHUPOBAHHbIE METO/IbI MCCIIEI0BAHMUSI.

CemuoJIOrHYeCcKrie MeTO/Ibl TPUMEHSHCH
IS oTIpe/ie/ieH|sT BU3yaJsbHbIX (heHOMEHOB
1 00pa3oB B MOHUMaHUK 3HAKOBOH MPUPOIbI
XYJIO?KECTBEHHbIX H KYJIBTYPHbBIX TEKCTOB.
Uro ke Kacaercs KuHemaTorpada,
TO IPUMEHEHHE BU3YaJIbHOH CEMUOTHKH
KaK CeMMOTHYECKOH CUCTEMBI CTaJl0
CcBO€0OPA3HON TPaMMAaTHKOH TPH aHAJH3e
1300paKeHus1, MOCTPOCHUH MeccelzKa
U XYJ102KECTBEHHOM CTHJIMCTUKM KHHOSI3bIKA.
Busyasnbhas cemuoruka ¥Ym6epTo Jko,
OCHOBaAHHAs1 HAa MOHUMAHUHU MPUPOJIb
3HaKa B KMHO M B OTHOLLIEHHH JIMCKypCa
CEMHOJIOTMYECKHX MMOJIXO/I0B, FPaMMaTHKa
[Ibepa [Taosio [Tazonunu B ero
nporpaMMHoM Tpyze «[ToaTHueckoe KHHO»
[1, c. 52], MmeTos1 CHXOaHATUTHYECKOH
kommyHuKaluu Kpucruana Metiia
B ero pyHIaMeHTa bHOM HCCJIeI0BaAHHUH
«[Ipobisiema 1eHOTalluK B Xy[102KECTBEHHOM
(busibMe» CTasIi LEeHTPaJbHBIMU METOIAMH
B U3ydeHHH KOMMYHHKATHBHOTO MOJIs]
BU3yaJsIbHO! MaMsITH, 00pa3oB-3HAKOB,
CHUTHAJIbHBIX 3HAKOB M KOJIOB TIPH CO3/IaHNH
06pasoB B KMHO U TeaTpe [2, ¢. 52].

IO. M. JlotmaH B cBO€#l KHHIe
«lnasor ¢ sKkpaHOM>», paccMaTpuBast
CTPYKTYPAJIUCTCKHE TOAXO/1b
B KHHeMaTtorpaduu, 3agaetcst
BOIPOCOM: B YeM CYLIIHOCTb «ITPHPO/IbI
KHUHOTOBECTBOBAHHMSI», UTO €CTh «MeTacopa
B KHHO», MOKHO JIH TOBOPHUTb O €IICHXOJIOTHH
KUHO» M «KaK BO3HUKAeT KHHOOOpa3»:
«... Kak cosnaercs kKuHonpousseaeHue? »
i «Kak Bo3HUKaeT KHHOOOpas? »
Bonpoc HaCTOMBKO 2Ke CJI02KEeH, HACKOJILKO
¥ PaCIJIbIBYAT, YTO MHOTHE yYeHble
C MOJIHBIM IPABOM COMHEBAIOTCS1, MOXKHO
JI1 BOOOI11e€ TOBOPHUTH O TBOpPUYECTBE
B [1CUXOJIOTHYECKOM MJ1aHe. Besikni
IKCTePUMEHT CUMTAETCs I0Ka3aTebHbIM
MIPH YCJIOBUH, UTO JIOOOH YCOMHUBILIHHICA
MO2KET €ro MOBTOPUTb U MPUHTH K TEM
»Ke pegysibrataM. Takum o6pasom,
(hyHIaMEHT MCUXOJIOTHIUECKON HAYKH —
MOBTOPSIEMOCTb, OHOTHITHOCTb MPOSIBJICHUH
YeJIOBEUECKOH MCHXUKH U, KaK CJIe/ICTBHE,

Central Asian Journal of Art Studies Volume 6. Issue 1. 2021



Central Asian Journal of Art Studies Volume 6. Issue 1. 2021

NpeacKasyeMOCThb MOBEIEHUST HCTIBITYEMOTO.
Mexny Tem HaOJ110/IeHUsT HAJL TBOPYECKUM
MPOLECCOM MOKA3bIBAIOT, UTO MOBEICHHE
XYJI0’KHUKA, KaK 1 «TIOBEJIeHHE »
XYJ102KeCTBEHHOTO [POU3BEIEHHSI,
HeMnpeicKa3yeMbl [0 caMOU CBOEH CYyTH»

[3, c. 96].

B cucreme noaxoso aHajnusa
00pa3HoN LEJIOCTHOCTH B ClieHOrpaduu
¥ KUHO/IM3alHe, KaTeropusi 11€JI0CTHOCTH
paccMaTpuBaeTCsl Kak OfIMH W3 BaXKHBIX
KPUTEPUEB Xy/10KECTBEHHOTO MPOU3BEICHHS,
6y/lb TO CMEKTaKJb WK (DUJIbM, 38 KOTOPBIM
OJIHO3HAYHO CTOUT MPU3HAHHE KauecTBa
MPOU3BENIEHHS U €T0 11eJ0CTHOCTH.

Eute ¢ antnuno# dusnocoduu noxsitue
LIeJIOCTHOCTH paccMaTpUBaeTcst Kak
KaTeropust 3CTETUKH U TEOPUH UCKYCCTBA.

¥ IlnatoHa 1e/bHOCTb MOHUMAETCS KaK

«TO, YTO HEe UMEET HeJIoCTaTKa HU B OJIHOH
cBoell yact. LIe/IbHOCTb eCTh HeYTO
onpe/eseHHoe, 00beMJIIolIee Bee pasinyHble
CBOM YaCTH, HO KaKue Obl 3/IeMEHTbI HU
yCMaTpUBAJIUCh B HEH, OHA TPO0JIKAET
ObITh Hefleumon» [4, ¢. 330—334].

B coBpeMeHHOM MOCTaHOBOYHOM
JIUCKypCE OJIHUM M3 COCTABJISIONINX
CTPYKTYPbI LL&JIOCTHOCTH MTPOU3BEICHHS
KakK (pUJIbMa, TaK M CIIEKTaKJIsl SBJSETCS
XyJI07KECTBEHHBIN TeKCT. Henbast 3a6biBaTh,
YTO B MOCTMO/IEPHUCTCKUX MOJIXOAX CAMO
NPOU3BE/IeHHE HCKYCCTBA PaCCMaTPUBAETCS
KaK KyJbTypHbIH TeKCT. Bocnpusitue
NPOU3BE/ICHUI ay/IHOBU3YaJIbHOTO
MCKYCCTBA KaK XyJ0?KECTBEHHOTO TeKCTa
1 KaK CHHTETHYECKHX BHI0B HCKYCCTB
OTpaxKaeT UX CoJep2KaTe/bHYIO
1 CTPYKTYPHYIO LIEJIOCTHOCTb. B 3TOM cityuae
IIEJIOCTHOCTh U CBSI3HOCTh paboTaloT Kak
OCHOBHbI€ U KOHCTPYKTHBHbIE TPU3HAKH
XYJ102KECTBEHHOTO TEKCTa U COCTABJISIIOT €0
CONIEPKATENbHYIO H CTPYKTYPHYIO CYLIIHOCTb.
[1pu 3TOM, B 4YaCTHOCTH, HCCIE0BATENH
pas/IMyaloT JIOKAJbHYIO CBA3HOCTb
1 1106a/IbHYI0 CBSIBHOCTb. «J/I0Ka/IbHAs
CBSI3HOCTb — 3TO CBS3HOCTh JIMHEHHbBIX
nocse/10BaTebHOCTEN ( BbICKa3bIBaHUH,
MezK(hpas3oBbIX €AUHCTB). [J00asbHast
CBSI3HOCTb — 3TO TO, 4TO 0OecrneynBaeT

€IMHCTBO TEKCTa KaK CMbICJIOBOTO 1IJI0T0,
€ro BHYTPEHHIOI 11eJIbHOCTb> 9, ¢. 29].
«MHorna TepMHHBI «1LIeJIbHOCTh
(KOrepeHTHOCTh )» U «CBSIBHOCTD (KOTre3ust )»
ynotpe06ssitoTest Kak cuHoHnMbl. Ho Bee ke,
M0 MHEHHIO GOJIbLIMHCTBA HCC/IeloBaTeel
TEKCTa, 9TH MOHSATHS Pa3rpaHUUYHBAIOTCS. ..
TEKCT COCTOUTCSI, €M OH 06J1a/1aeT ABYMsI
NpU3HAKAMH — CTPYKTYPHOH CBSI3HOCTbIO
1 COMIePKATENIbHON 11€7IbHOCTBIO.
[Tpuuem o6a npusHaka Hepa3pbIBHbI
¥ HaKJIaJIbIBAIOTCS IPYT Ha Jpyra.
[IpucyTcTBHE TONBKO OHOTO U3 TIPU3HAKOB
ellle He CBUJIETEJILCTBYET O 1eJIec000Pa3HO
NocTpoeHHoM Tekere>» [6, ¢. 210]. Hacro
Hajl 5TUM paboTaloT B MOCTAHOBOUYHOM
npoliecce He TOJILKO JIMTepPaTypPHbIil
OT/Ies1 TeaTpa U KHHOCTYJIHH,
HO TaKxKe PEXKUCCEPhl U XYI0XKHUKH.
[1pu 5TOM BaXKHBIM SIBJISIETCS CHHXPOHHOCTh
BH3yaJIH3alUH TeKCTa 00pa3HO-
NeHiCTBEHHOMY, aCCOLUaTHBHOMY PSILY,
TJle CMBICJIOBbIE HATPY3KH «HalleJIEHbI»
Ha «JIeMCTBEHHBIN aHaTH3»
¥ MHTeprperalinio. Metosoioruueckas
HanpaBJeHHOCTb clieHorpaduu cBs3aHa
C CO371aHNEeM BU3yaJbHON XapaKTePUCTHKH
JIENCTBUS (CTHJIST) U XapaKTepa
OKpY»Kalolllel Cpefibl B COTPYHHUECTBE
C IpyruMH 3JeMeHTamu: «Scenography
contributes to the creation of the ‘world’
where the action takes place. Together
with the director’s choices, it defines
the theatrical image: its form, colour,
proportion, perspective and theme.
Scenography signifies place and time,
even if this is given in an abstract or
minimal way. It defines the space of the
action and organises the stage in order to
enable the actors’ movement. It creates
the visual characteristics of the action
(style) and characterises the atmosphere
of the performance in collaboration with
other elements such as lighting and
music» [7, c. 68]. A. A. JleonTbeB cuutaer,
4YTO «...CBSI3BHOCTb OOBIYHO SIBJISIETCS
YCJIOBHEM 1EJbHOCTH, HO 11€/1bHOCTh
He MOXKET MOJIHOCTBIO ONPEee/ISIThCS uepes
cBsA3HOCTb. C IPYToi CTOPOHBI, CBSI3HBIN



TEKCT He Bcera 00s1agaeT XapakTepUCTHKOH
nesbHoCTH> 8, ¢. 51].

B o6sactu Teatpa u nepdopmanca
HeMeLKHil TeopeTHk Dpuka Purep-JIuxre
MCI0JIb30BaJa FePMEHEBTHKY B COYETaHHH
C CEMHOTHKOM, 4TOObI TPOAHAIU3UPOBATD
cueHuveckue aencteus (1992). Ona
YBHJIE/1A, UTO repMEHEBTHYECKUI MeTO]L
MO2KeT ObITb MOJIE3HBIM /15 aHAIU3a
MOCTaHOBOK JBYMsI crioco6amu. Bo-mnepBeix,
repMeHeBTHYECKHI METOJL PECTaBISET
LIMPOKHE BO3MOXKHOCTH M pagHoobpasue
MHTEpPIIpeTalli, KOIJla 3pPUTE/b BBIXOIUT
3a rpaHuLibl COOCTBEHHOTO 3HAHMUSI,
npeny6exKIeHul U PEeIpacCyIKoB, KOTOpbIe
COCTABJISIIOT OCHOBY Y3KOJIHYHOCTHOTO
«TFOPU30HTa MOHUMaHUs1». Bropori
cr1oco0 repMeHeBTHYECKOTro MeTo/1a
B aHa/m3e 3(h(HeKTUBHOCTH B TOM, UTO
OH JIETUTUMHPOBAJI HCCJI10BATE/LCKHH
OTBIT KaK OCHOBY aHaJi3a MOCTaHOBKH.
JKaknaun Maptun n Busnbmap Cayrep
OTMEYaIoT, YTO M0JIb3a OT UCIOJb30BAHHUS
repMeHeBTHYECKOTO METO/Ia COCTOUT B TOM,
4TO «OH OCBOOOKIAET CEMHOTHYECKH
aHaJsI3 0T HEOOXOAUMOCTH «TTOJHOM»
CCBIJIKM Ha BCE 3/JIeMEHThl CEMHUOTHYECKOTO
anammza» [9, c. 15]. HemocraTtok
repMeHeBTHYECKOTr0 MeTo/1a, 10 UX MHEHHIO,
B €r0 BO3MOXKHOCTH MCI10JIb30BATh [IPOCTO
«JJ151 apryMeHTaLMK TTPaB0No0OHOCTH
nopxonax» [ 10, ¢. 62].

Pe3synbTaThl

Hccenenyst cocrapasiioliie oOpasHoi
1IeJIOCTHOCTH B ClieHOTpaduu

U KMHOJM3alHe, 06paTUMCs K CBOHCTBAM
BOCIIPUSTHSI 00pa3a U K ee OCHOBHBIM
KPUTEPHSM: <IIPEAMETHOCTb, LEJOCTHOCTb,
CTPYKTYPHOCTb, KOHCTAHTHOCTb,
OCMBICJIEHHOCTb, arnmepuenius

1 akTuBHOCTb» [ 11]. Onpenenenue
CYLIHOCTHBIX KaUeCTB BU3yaJiM3allnu
o0pasa B COBpeMeHHbIX ayIM0OBU3YaJbHbIX
MCKYCCTBaX B [1E€PBYI0 o4epe/lb 3aBUCHT

OT npeaMeTHocTH BocnpusThs. [peamer
BOCIIPUSITHSI paccMaTpuBaercst He B Habope
OUILYIIEHHUH, «a B MHIMBHIYyaJbHOH (hopme

00beKToB. bes yuactus ipuxkeHus
1 BOOOLLIE JIeiTeJIbHOCTH 06pa3bl
BOCTIPUATHS He 06/1a1a/1 Obl KAUeCTBOM
MPEJMETHOCTH, T. €. OTHECEHHOCTH
K 00beKTam BHelliHero mupa» [11].
LlestoctHocTe BocpusiThs. <13 oTiesbHbIX
OLLYLLIEHUH BOCTIPUSITHE CUHTE3UPYET
LEJIOCTHBIA 06pa3 06beKTa, 3TO CBOIUCTBO
BOCIPHUATHS U HAa3bIBAIOT LEIOCTHOCTHIO.
Ha uesnoctnoe Bocnpusitue 60Jblioe
3HAUeHHEe UMEET OMbIT MPEeIbILYLLHX
HabJoieHui. BocnpusiTue KOHKPETHOTO
yeJI0BeKa M03ITOMY CHJIILHO CBSI3AHO C €ro
MOJIe/IbIO MUPA W MOJIEJIbIO OT/E/bHbIX
00bekToB 310r0 Mupa» [11]. Tomy
npumMep — apxeTuruyeckue o6pasbl,
npUMeHsitolecs B pUJIbMax U CleKTaKsX,
Takue Kak o6pas JIoporu, Mocra, Jiepesa,
JloMa, MaTepH, POjIMHbI, oUara, xpama
WJIH 2Ke Bpaua B «6eJIoM XaJiaTe», 3J1o/1es
C XOJIOJIHBIM OpY2KHEM, XY/I0?KHUKA
C KMCTOUKOH PSIIOM C MOJILOEPTOM,
My3blKaHTa, HTPaIoLLero Ha CKpUIKe, —
3TO YCTOSIBLIMECS MTpeJICTaBIeHHUS
06 3THX 06pasax, B KOTOPbIE BEPUT
1 2KJIET 3PUTEJb.

Hacro B BOCIPOU3BEIEHUN PeabHOCTH
1 2KM3HEIeATEJIbHOCTH YesloBeKa UMEIOT
MeCTO MeplenTHBHbIe PeHOMEHbI,
Kak armepuenius. «Anmnepientus —
NPe/LLECTBYOLLINH NepLEeNTUBHbIA ONbIT
MMeeT OrpoMHOe 3HaueHHe B rpoliecce
Bocnpusitusi. Oco6eHHOCTH BOCMPUSITHS
OMNPEIEJISIOTCS BCEM MPE/ILIECTBYIOLHUM
MPAKTHUECKUM U KU3HEHHbBIM OTbITOM
uesioBeka. Annepueniner Ha3bIBalOT
3aBUCUMOCTb BOCTIPUSITHSI OT 001ET0
COJIep2KaHUS ICUXMUECKOH XKU3HH
yesioBeka» [11]. MHorue pexkuccepsl
1 KHHOXYJI0?KHUKH, paboTasi HaJl KapTUHOM
¢uabMa, MPUMEHSIOT BOCIOMUHAHHUS
CBETJIOr0 IETCTBA WJIH (PUJIbM, OCHOBAHHbBIH
Ha peaJsibHbIX cOObITHSIX. HO KaxbI#
3pUTENIb MOXKET BUETb M MPEICTABISATh
9TO COObITHE CKBO3b MPU3MY COOCTBEHHOTO
ombITa. DTO U €CTh anmnepuenTuBHOe
BOCIPHUSITHE BU3YyaJIbHOro 00pasa Kak
wabJyIoHa-KaTeropuu, peaandyeMon
NPaKTHUECKUM OMbITOM U€/I0BEKA.
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Jpyrum ocHoBomnoJ1aratonum
(heHOMEHOM KOHTpOJISI B BU3ya/U3alliu
o0pasa sIBJISIeTCsl OpraHuyeckoe CoeiMHeHne
CBETO- U LIBETOKOJIOPUCTHYECKHUX
XapaKTePUCTHK HJIH LIBETOBOH raMMbl
B [10CTaHOBKe. B Teatpe 1 KMHO OHU HMEIOT
CBOIO CIelU(HKY H OTJIHYAIOTCS B Criocobax
peaJiusaliui.

B kuHonpousBozicTBe LBET hopMupyeTcs
BO Bcex craausax. OH 3apozkaaeTcsi, Korjua
XYJI02KHUK-TTOCTAHOBILMK BHUKAET
B CIOKET U NPUYMbIBACT KOHLENT Oy1yLero
¢usbma. B aToi HavuasmbHOM cTaiun
1 onpeessieTcs: o611asi ToHaJbHOCTb Kajipa,
HacTpoeHHe, aTMocdepa, paccTaBJsioTCs
KOHTPACThI 11BETa BHYTPH ONpeesIeHHOH
ClleHbl U ee sseMeHTaMu. [Ipuctynas
K paboTe, Xy10KHHK B [IOJIHOH Mepe
JIOJI?KEH MPOUYBCTBOBATH IPAMATYPruio
KaPTHHbI, MOHSITh, KAKYIO CLEHY HY2KHO
YCHJIUTb LIBETOM JIjIsl TOTO, UTOOBI OHa
cMoTpeJsiachk 6oJiee BbIPa3HTEe/bHO,

C MOMOILIBIO CTOJIKHOBEHHUS 1LIBETOB MOXKHO
OMpe/Ie/IUTh OTHOLIEHHUST MEXKLY OTeJIbHBIMU
oObeKkTaMH, HX Xapakrep. OcHoBHast pabota
Haj u3oOpaxKeHueM, BU3yasausaluei B KHHO
UJIET 110J1 3HAKOM TaPMOHHHU, B TO XK€ BpPeMsl
9TO HeINpepbIBHbIA U MOCTOSIHHbIH TpoLecc.
B pesysbraTe nosiyueHusi HEOOXOAUMOTO
XyJI07KeCTBEHHOTO 3(hpekTa 060
XYJI02KHUK UCITOJIb3YeT LIBET, KOTOPbIH
SIBJIIETCS OJITHUM U3 OCHOBOIMOJAralonx
3J1EMEHTOB MUPOBOCIIPUSITHS, U BLICTYAET
MOBECTBOBATE/IEM JIPAMbl [€POEB,
cosjlaTesieM YHUKAJIbHOTO BU3YaJlbHOTO
MHpa KapTHHBI.

bproc biiok B cBoell kKHure
0 BH3yaJIbHOM MOBECTBOBAHUU Pa3JiesisieT
KHHOMPOU3BOJCTBO Ha TPH OCHOBHbIX
YPOBHSI: IOBECTBOBATE/bHbIH, 3BYKOBOH
1 BU3yasibHbIR» [ 12]. «[lepBbiit
XapaKTepU3yeTCsl HaJIMUMeM CIoXKeTa,
Xapakrepa 1 quaJjoro. B 3ByKoBoil ypoBeHb
BXOJISIT JIMAJIOTH, a TaKxKe 3BYKOBbIE
3(h(eKThbl U My3blKa, BU3yaJIbHBIH KaK
HauboJiee OTBETCTBEHHBIH B TpopaboTke
HarpsiMylo BJMSIET HA TO, KAK 3PUTEIb
BOCIIPUMET CIOKET, a 3HAUMT, H BeCb
(usbM. [l ero npaBUILHOTO BOCTIPUSTHS

HeoOX0MMO paboTaTh C BU3YyaJlbHbIM
MOBECTBOBAHHEM, BaXKHEHILIUM 3J1€MEHTOM
KOTOporo siBaisieTcst 1eT. Hanbosee
CJIOZKHBIM TpeJICTaBJIsieTcsl BbIOOP
HauboJiee TOUHbIX U3 LBETOBbIX

U CBETOBLIX pelleHUH, uTo Oy1er

MOJXOUTh U JIOTIOJIHATL CMbICJ (DUJIbMA
WJIM ONPEJIeJICHHON CLIeHBI, 1aXKe eCJd
CJIOZKHJIOCh YeTKOE MPE/ICTaBICHHE
BHELIHero Buja orpeska. Jloctuub
JKeJIaeMOoro pesyJsbTaTa CrocoOHbl YacTble
KOMOHHALMK CO CBETOKOPPEKIIHEN

U C OCBelleHHEM, TaK KaK M300paxKeHue
MO2KeT paccka3aTb HAMHOTO 0OoJIblle, 4eM
CJIOBA MEPCOHAKEN U CIOXKETHbBIE TTOBOPOTHI.
JleficTBYS 1 CIOXKET COCTABJSAIOT (PyHAAMEHT
¢usbMa, 1 JIHIb THIaTebHas paboTa

C LIBETOM TNPHAACT KUBOH BHJL
npoucxoasiuieil ucropuu» [ 13].

Kak u3BecTHO, B KHHO HCITOJIb3YIOT
KOHTPACTHYIO KOMITJIEMEHTapHYIO CXeMY,
BOCIPUHUMAIOLLLYIOCS €CTeCTBEHHO
U PUJIAIOLILYIO KOMITO3HIIUH
ypPaBHOBELLEHHBIH BHJL, 3TO CBOETO pPojia
coueTaHue XOJIOIHBIX U TeTJIbIX OTTEHKOB,
Ha LBETOBOM Kpyre HaXoAsdLIuXcs
MIPOTHUBOIOJIOKHO JAPYT APYTY. XOJ0HbIA
1 TEMUIbIA BOCTIPUHHUMAIOTCS YeJIOBEKOM
KaK JIOTIOJIHEHHE APYT Apyra 1 B TO XKe
BpeMsi COCTaBJISIIOT HEKYIO TaPMOHHUIO.

K npumepy, cambie nomnyJisipHbie B 1IBETOBOM
Kpyre CHHMH H OpaH2KeBbIH HCIOJIBb3YIOTCS
yaule apyrux. [lepennuil nian B kazupe,
0OBIYHO IEMOHCTPHPYIOLLHH JIFOJIEH,

110 1IBETOBOMY peLLeHHIO OJIHKe

K OpaHKeBOMY, COOTBETCTBEHHO,

JUIs1 TADMOHHUYHOCTH Kajipa Jijisl 3aJHero
nJsiaHa BblOMpaercst CMHUi LBeT. MHorna

B KaJlpe XyJ02KHHUK UCI0JIb3YeT TPOUUHYIO
L[BETOBYIO CXEMY, TJI€ B €IMHOH KOMIO3HLIMH
0OBbeMHSOTCS TPH LIBETA, paBHOYAAJEHHbBIX
JIPYT OT Jpyra Ha LIBETOBOM Kpyre,
HanpuMep, KpacHbIH, CHHUH, XKEeJIThIH.

Kak npaBuJio, 0/IMH U3 LBETOB JIOMHHHPYET
HaJl IPyrMMU JIByMsl, @ OHH, B CBOIO 0Uepe/lb,
JIOTIOJIHAIOT U YCHJIUBAIOT H300paKeHHe.
Terpaninas cxema — 6oJiee Cl0KHas

Y pe/iKast cxeMa, OHa OCHOBAHa

Ha 0ObeIMHEHUH YEThIPEX LIBETOB.



Bo Bcex 3THX ciydasix O/iuH U3 LIBETOB
JIOMHHHUPYET, a JIpyrue TPH JIHLLb OTTEHSIOT
ero|[ 14, c. 38].

BocrnpusiTie 11BeTa u €ro noHUMaHue
(hopMHpPYeTCst IMUHBIM OMBITOM 3PUTEJIS,
npeacraBieHreM 06 OKpy»KatoleM MUpe
1 lyOMHHOM MTOHUMAaHHU O TIPOLIECcax ero
npoucxoxaeHusi. CeMaHTHKa 1BeTa B KHHO
MMeeT lKMpoKoe 3HadeHue. Tak, KpacHbi#
UBeT y OOJIbLICH YaCTH JIIOJICH HeCeT
acCOLMALIMIO C HACHJIUEM, XKECTOKOCTbIO,
OlLylIeHUEM ropstuero. ATo CTUXUS OTHS,
CTpacTH, arpeccuu, onacHoctu. B o xe
BpeMsl HeT 0IHO3HAYHOH TPAKTOBKH
aHaJIM3UPYEeMOTO 1IBeTa, CoueTaHue
L[BETOB B KaJIpe €CTb OTPaXKEHHE CMbICA,
3aJ103KEHHOT0 MOCTAHOBLIMKOM (pHJIbMA.

B dunbme «Illecroe uyBcto» (1999)
KpacHbIH 1IBET CUTHAJIU3UPYET
00 OMaCHOCTH W MPUCYTCTBUU MOOGJIU3OCTH
OLLy1LIEHUSI CTPALIHOTO H HEOObSICHUMOTO.
A B tpusiepe «TauncrBenHbli gec» (2004)
M. H. llIbsamanan HafessieT KpacHbii
LBET COCOOHOCTBIO MPUTSATUBATH TEX, Ube
MMS$1 HeJ1b3s1 Ha3blBaTh, TO €CTh MOHCTPOB.
«C 1CUX0JIOTHYECKOH TOUKH BOCIIPUSTHS
«BbIOOP KPACHOTO 11BETA, KAaK 0c000T0
aKLEHTa B YKa3aHHbIX (pU/bMax onpasiaH>»
[15, c. 17]. «MHOro3HauHOCTb KPACHOTO
3aBUCHT OT MJIOTHOCTH U TOHAJIbHOCTH.

B T0 ke BpeMst MOTyT ObITb OTMeU€eHbl
ycrelHble KOMOUHALMHU CO CIELYIOIIMMH
LBETaMU: ToJyObIM, 3€JIeHbIM, OCJIbIM,
YepHbIM, UMEIOT MECTO CHMBOJIMYECKHE
accollMalluK ¢ OTHEM, CTPACThIO,
AKTUBHOCTBIO, arpeccuei, ornacHocCThIo,
cuoi» [ 16, c. 75].

Yro KacaeTcst opaHKeBOro 11BeTa,

OH HECeT TeMJIOTY, PaJIoCTh U CIIOKOHCTBHE
KaK BOKPYT, TaK M BO BHYTPEHHEH rapMOHUH
reposi. Ho ero 3HaueHusi « MeHsIOTCS

B 3aBUCHMOCTH OT €T0 CMECH C KPaCHbIM —
TOrJa OH NpUOOpPeTaeT SHEPrUIHOE,
UYBCTBEHHOE WJIH MPA3JHUUHOE, a TIOPOi

M CKa304Hoe 3BydyaHue. Ho satemHeHHbIH
YEPHBIM 1IBETOM, OH TYCKHEET W CTAHOBUTCS
MPU3HAKOM HACTOPOXKEHHOCTH, OMACHOCTH,
He JIOXOJsLLEH 10 04eBUIHON Yrpo3bl.
KoHTpacTbl MeK/ly HAaChILLIEHHOCTBIO

1 BbIOOPOM COUYETaHHsI CO31AI0T JIETKYIO
aTMoccepy B HeMHOro TpycTHol « Cemerike
Tenen6aym» (2001)[17, c. 153]
(HacbIlIeHHBIF OpaHKeBbIH ), a B POHOBOM
peurennun « Mapcuanuna» (2015)
(B COYETAHHH C 2KeJITbIM ), HAITPOTHB,
NoAYePKUBAIOT MPAUHOCTb U EPEHOCSAT HAC
Ha 1pyryto rianery» [ 18, ¢. 57]. Kpachbii,
CMelIaHHbIH ¢ 6e/bIM, TpHoGpeTaeT
3HAueHHe YUCTOTbI, JIETKOCTH, HAUBHOCTH.
Becbma opuruHasibHbl KOMOMHALIMH
C 3eJIEHbIM, CHHUM, OeJIbIM, YepHbIM
¥ CepbIM, KOIJIa BO3HUKAIOT aCCOLUALIUU
¥ OLILYyIIeHHUS SMOIMOHATBHON aKTHBHOCTH,
pajoCTH, B NaMsITH BCIJIBIBAIOT
BocroMuHaHus (cenusi). YKeaTblii — camblii
cBeT/Ibli 1BeT. OH TepsieT 3TO KauecTBO
B COUYETaHUHU ¢ GoJiee TEMHBIMH — CEpPbIM,
uepHbIM, (hH0J1eTOBBIM. COOTBETCTBEHHO,
Npo3pauHble U SPKHe TOHA YKEJITOro
BOCIPUHUMAIOTCS TO3UTHBHO,
a 3aTyMaHEeHHbIe U TYCKJIble — HEeraTHBHO.
JKentblii 11BeT accounupyercs y 3pureseit
C BHyTpeHHel rapMoHUel, crnaceHuem
OT HEMPHUSATHOCTEH, YeCTHOCTBIO
1 CIPaBeVIMBOCTLIO.

«B ¢punbme «TauHcTBEHHBIN Jlec»
(2004) »xkenThIl LBET 3alIUIIAET TEPOEB
OT MOHCTPOB. C TOUKH 3pEHHUST TICUXOJIOTHU
1BeTa, 3To BepHoe peleHue. YKeaToii
I[BET B COI03€ C KPACHBIM (KOTOPbIH
cUMBOJIM3UpYeT B KapTHHe LlIbsimManana
arpeccHio U KeCToKOCTb MOTYCTOPOHHUX
CYIIECTB) CTAHOBHUTCS «CHJIbHEE».
bnaronapst takomy addekry, xKenThie
MJalid repoeB BOCTPUHUMAIOTCS 3pUTENIEM
KakK peasibHasi 3allMTa OT MOHCTPOB.
Hy u Bro6aBok criocoGeH BbI3bIBATh
YyBCTBA TeIJla U yI0Ta, KaK B (huibMe
«Orenb «Ipann bynaneur»» (2014)
[19]. DTOT LBET HEOIHO3HAUEH, U 3]IECh
OH UCIIOJIb3YeTCsl KaK J/151 U300 parkeHUs1
TpeBOrH, 6OJIE3HH, a MHOTA JaxKe
6e3yMusl, TaK U JI/1s1 TEMJIOTbl U HAUBHOCTH.
Habuonatores yeneninbie KOMOUHALIMH
KEJITOTO 1[BETA C CHHUM, YEPHbBIM,
KPaCHBIM U 3eJIeHbIM, KOTOPbIE B 3TOM
CJydae MpeCcTaBJsioT CUMBOJIHYECKHE
accolyalliM He TOJIbKO ¢ pasyMoM,

Central Asian Journal of Art Studies Volume 6. Issue 1. 2021



Central Asian Journal of Art Studies Volume 6. Issue 1. 2021

Mo3HAHUEM, YBEPEHHOCTBIO, HO U BbI3bIBAIOT
accollMaTUBHbIE MapaJliesiv C YyBCTBOM
HejloBepHsl, 60J1e3Hbl0, 6eaymueM. 3e1EHbIH
[[BET CUUTAETCS HEUTPAJILHBIM 1IBETOM,
TaK KaK B 1IBETOBOM CIIEKTpPaJbHOM
Kpyre pacroJiozKeH MexK1y UepHbIM
1 GesibiM. Xapakrep ero BbIpaXKeHHOCTH
MeHSIeTCsl B 3aBUCHMOCTH OT KoJieGaHHUs1
B CTOPOHY COCEIHUX LIBETOB — KEJITOTO
U CUHET0. DTO 1BET CMIOKONUCTBHUSI, MOKOSI
1 HETMOJIBUZKHOCTH. DTHM LIBETOM MOKHO
CKPBITh BCe TaiHbl. B KHHO 3e1EHDBIN IBET
MCIOJIb3yeTcsl B (hHIbMax ¢ HeCTaHAapPTHOH
peasbHoCTbiO. Hanpumep, B husbme
«Matpuua» (1999) 3enéubiii UBET CJyKUT
MOMOIIIHHKOM B TIOHHMaHHH TOTO,
B KaKOH BCeJIEHHOH B TOH WJIM MHOH CLeHe
NpoucxoauT Aericteue. Ho npu no6asienun
B MaJIMTPY CUHUX OTTEHKOB, a TaKXKe
o6LIEeH MPUIIYLIEHHOCTH TOHA, 3eJIeHbIH
OTpazKaeT XOJIONHOCTDb, Oe3pasJ/inume,
3arnyTaHHOCTb U ctpax [ 14, c. 40].
W B TaKOM 3HaU€HHUU OH MPUMEHSIETCS]
B MOHOXPOMHBIX ClieHaX (PUIbMOB ropasio
yaule. Hanpumep, B «Ios0BoKpyKeHUH »
(1958) oTpazkaet TauHCTBEHHOCTb 06pasa
rnaBHo# repounu [20, ¢. 58.], 3eneHoe
LIBETOBOE pelleHue cleH B « Marpuiie»
(1999) cosnaer HeecrecTBeHHbIH 3P PeKT
Jpyroi peanabHocTH. Cpean yCrenHbX
KOMOHUHAUUH: Oesbli, OpaHKeBbIH,
JKEJIThIM, KPACHbIA, CHMBOJIMYECKH
ACCOLMUPYIOLIHECS C 2KM3HbBIO, TAPMOHHEH,
MSITKOCTbBIO, TAMHCTBEHHOCTBIO.

CHHMI Ha 7KeNITOM KaxKeTcs TEMHbIM
1 HECKOJILKO TEPSIET CBOIO SIPKOCTb.
YHUCTBIM CUHMM CYHTAETCS LBET, B KOTOPOM
HeT HH 2KeJITOBAThIX, HH KPACHOBATBIX
oTTeHKOB. Ecsin KpacHblil IBET — CHMBOJI
AKTUBHOCTH, TO CHHUI — €ro npsiMast
MIPOTHBOIOJIOKHOCTb, T. €. TACCHBHOCTb.
[1pu 3TOM OH MOXKET CTaTh U CHMBOJIOM
CKPBITOH OMACHOCTH, KaK B CLieHaX
«C 1LIMPOKO 3aKPbIThIMU I1azamu» (1999)
(Jan Sabol), nim uapyioiiieit 3araoqHoOCTH,
Kak B puabme « Mysien Pyxx» (2001)
(bas Jlypman). B 6oraroii Ha sipkue 11BeTa
«Tecnore» (2017) yatiie Bcero B kajpe
NOSIBJISICTCS CHHUHA, KOTOPbIA CUMBOJIU3UPYET

3aMKHYTOCTb, OIyCTOLLIEHHE W HapaCTaIOLLLyiO
6€30TUETHYIO TPEBOTY, CMELIAHHYIO
¢ HeorBpatumocthio (Kantemup banaros).
CuMBOJIMYECKHE acCOLIMALIMY — THULINHA,
MOKOH, ry6uHa, haHTa3us, 3araf0qHoCTb.
HauGosee nepcreKTHBHBIM
BUIUTCS Pa3BUTHE BU3yasU3aliH
006pa3Horo MOCTPOeHUsT PUIBMOB Uepes
LIBETOKOJIOPUCTHYECKHU T 3aMbICe/1.
HeBo3M0xKHO 0XBAaTHUTD BCE LIBETOBbIE
raMMmbl, B 3TOH CBSI3H UCCIe0BaHKe
BbIlI€YKa3aHHbIX LIBETOB MT0O3BOJIUJIO
chopMyIMpoOBaTh KJacCHpUKALMIO 11BeTa
JUIS1 IeJIOCTHOH BU3YaJM3alMu €ro B KUHO
B CIIEKTPE 3MOLMH, IJIe KaxKblil LBET
croco0GeH BbI3BATh Y 3PUTEJIs OMPeiesieHHOe
coctosinue. Ho npu ero Bei6ope B 0CHOBHOM
CChlJIaloTCs Ha BCeoOlLMe accolralily,
CBsI3aHHbIE Y MHOTHX C T€M HJIK HHBIM
LIBETOM, OJIHAKO BCEIJIa OCTAETCS] BAPHAHT
CyObEKTHBHOTO MPOUYTEHHUSI, KOTOPBIH
3aBUCUT OT JINUHOH MPEAPACIION0KEHHOCTH
¥ TIPENOUTEHHH 3PUTEJIS K IIBETY H €10
rapMOHMYHBIM COYETAHHUSIM.
Heob6xoaumo ynomsinyThb
00 0JIHOBPEMEHHOM LIBETOBOM KOHTpacTe,
BO3HUKAIOLLEM «TPH B3aUMOJICHCTBUH
JIByX XpPOMaTHUECKHX 1IBETOB HJIH
XPOMATHYECKOTO 1IBeTa ¢ aXpOMaTHYeCKHUM,
B pe3yJsibTaTe yero NPOUCXOIUT BUAUMOE
M3MeHEeHHe LIBETOBOIO TOHA, UTO
COIPOBOXK/IAETCS OJIHOBPEMEHHBIM
M3MEHEHHEM €ro CBETJIOThl U HACHILLEHHOCTH.
OcoGbifi HHTEpeC MPEJICTABISET KOHTPACT
JIOTIOJIHUTEJbHBIX 11BeTOB. [ Ipy pacemoTpeHnu
JIOTIOJTHUTE/IbHBIX LIBETOB C OJIM3KOTO
paccTosiHusl 3aMeTHO MOBbIllIEHHE
HACBILLEHHOCTH M SIPKOCTH 1IBETOB, HOBbIX
JK€ OTTEHKOB B BOCTIPUSITHH STHX LIBETOB
He BosHuKaet. [Ipu paccmoTpenuu
JIOTTOJIHUTEJ/IbHBIX LIBETOB C J1aJ1€KOT0
paccTosiHUs BCTYMAET B CUJTY 3aKOH
OTNTHYECKOTO CMELIEHHUS 11BETOB.
CornocrapJisiemMble IOMOJHUTE/bHbIE
LBEeTa TYCKHEIOT U CJIMBAIOTCS B cepoe
nsiTHO. M3MeHeHue LIBETOBOIO TOHA
B pe3yJsibTaTe JIeHCTBUS OHOBPEMEHHOTO
LIBETOBOTIO KOHTPACTA 3aBUCHUT
OT CJEYIOUIUX TPUUHH:



1) pasHULLbl CBETJIBIX COMOCTABJISIEMbIX
LIBETOBbIX TOHOB. OJIHOBpEMEHHBbIH
LIBETOBOH KOHTPACT Haubosee 3aMeTeH
NpH NPUOIH3UTENLHOM PABEHCTBE CBETJIbIX
COIMOCTaBJIsIEMbIX LIBETOB HJIM B TOM CJyyae,
KOIJIa pearupytolee noJje HecKoJIbKo
CBeTJ/Iee MHYKTHPYIOLLEro;

2) HaChILLEHHOCTH COMOCTABJISIEMbIX
L[BETOBBIX TOHOB;

3) pa3MepoB MmJouaael pearupyiouero
1 UHJLYKTHPYIOLLETO MoJIeH UK PACCTOSTHUS
JI0 Touku HabJoneHus [21].

B duabme «ITomuun» (2000) kapTuHa
pasjesieHa Ha JIBe raMMbl: CHMBOJIMYECKH
yepHO-06esias U pa3HollBeTHas. DTO BUIUMast
1eJIeHaNPaBJIEHHOCTD pelieHus huIbMa,
rJIe BETOM YeTKO [10Ka3aHo pasrpaHuyeHne
MePUOJIOB HA MPOLLJIOE U HACTOSALLee KaK
B BOCITIOMHHAHHSIX H NAMSITH Ue0BeKa.
MmMeHHO B 3TOM (hHJIbME, TOJILKO HA0G0POT,
MPOLLJIOe NT0KA3aHO LBETHBIM, a HACTosILLee
ObITHE YepHO-6enbiM. [1o Bceil BunMMocTH,
HaxoJIka aBTOPOB «MCTOPHIO MOKA3bIBATh
B 4YepHO-0OeJ/IbIX TOHAX», BO3MOXKHO, OoJ1ee
ybenuresibHa. Takum 06pa3om, MOXKHO
CKasaThb, 4To uielHble (QyHKIMY 11BeTa
HECYT MOJIMTHUECKUH, PEJIUTHO3HbIH
1 TICHXOJIOTMUECKHH XapakTep.

duosieToBbIN 11BET, GajJaHCHPYIOLINH
MEKJ1y IByMsI KOHIIAMH CIIEKTpa, HMeeT
cBoeoOpasHoe BJMSIHME HA TOJCO3HAHME.
B 3aBMCHMOCTH OT KOHTPACTHPYIOLIMX
TOHOB OH MOYKET BbI3bIBATh Y 3PUTEJISI
KaK BO3BbILLIEHHOE, TaK U THeTYlLlee
BrieyatieHue. JTOT LBET YACTO UCTOJB3YIOT
JUIs1 CO3/1aHNs1 Ha 9KpaHe (haHTa3uiHOM
peasibHOCTH, APYTrHX MUPOB MJIH
NOrpyKeHns1 BO BHYTPEHHUI MUP Teposi.
B HeM, B oTJIHuHe OT APYTHX LIBETOB,
JIBYCMbIC/JIEHHOCTb MTPOYTEHHUST HE 3aBUCHUT
OT KOHTEKCTa — OHa MOJpadyMeBaeTcs
NpaKkTHYECKH B KaxioM ciydae. Hanpumep,
B «Heonosom nemone» (2016) BoiGop
(h10JIETOBOTO MOJICKA3bIBAET 3/10Bellee
HapactaHue KOH(MJIMKTa Ha MPOTSHKEHUH
Bcero nosectBoBanus (Hukonac Bunaunr
Pecn. Heono). Msrkue oTTeHkn
(h10JIETOBOTO TaKKe 4acTO CTAHOBSITCS
WJTIOCTPaLMed MUpa Ipe3 U CKa30UHOCTH.

B ncuxogiorun BocnpusiTus LBera
(hHOJIETOBBIH CUNTAETCS TAKETBIM
1 CMIOCOOHBIM BbI3BATH JICIIPECCHI0. DTOT LIBET
COMPOBOKIAETCS TAKUMH CHMBOJIMYECKUMH
aCCOLMALIUSIMU, KAK UYBCTBEHHOCTD,
6J1aropo/ICTBO, IBOHCTBEHHOCTD,
MHUCTHYHOCTb, MY/IPOCTb, OMACHOCTb.

[IBeTOKOMIOpUCTHYECKOE pellleHHe
(ubMa B KWHOMHLYCTPHH He BCeria
ObIBaeT 4epHO-6e/IbIM HJIH MOJHOLBETHBIM.
Ectb Bcerna ropopsiiiie HIOAHCHI TEHEH,
MOJYTOHOB MJIM KOHTpacToB. Po/kep
JIukuHe Tak nucas 06 sToMm: «Jlerue
clIes1aTh TakK, 4TOObI LBET BbINVISIEN XOPOLLIO,
HO ropasjio TpyJiHee 3aCTaBUTh ero paboTaThb
Ha ucropuio». B «Jlabupunre ®asna»
(2006) «nBa mupa. B danrazuiinom Mupe
TenJible UBETa BbIPaXKaOT MSTKOCTb.
B cypoBoii peanbHocti Odbesinu moJiHo
OCTPBIX YIJIOB, H 3TO BbIPAXKEHO Uepe3
roJiyoble 1 cepble ToHa. C pa3BUTHEM
CIOKETa JIBa MUPA HAUMHAIOT MeperieTaThes,
v 1Beta cMmetiBaiotest» [22]. [o cioBam
onepatopa HaBappo, 11BeT oH1 pUMeHsiIn
KaK «sI3bIK», PACIyThIBAIOIINH CIOXKETHI,
IJ1e BJMSIIOT MUPBI IPYT Ha Jpyra.
B «Tpadduke» (2000) Crupena
ConepGepra CloXKeTHbIe JJTUHUH OTMPEISTIOTCs
yepes uBeT. PaccmarpuBast Teopuu
u metonbl [ukunca, Hasappo u Toppo,
MOXKHO CYJIUTh O KOHIIENTyaJbHOM BJIUSIHUH
1IBETa Ha CIO’KeT U PACKPBITHE HCTOPHYECKHUX
(hakTopOB.

WMHorna pexxuccepsl 3/10ynoTpedJsiior
pacnpe/eseHleM repoes Mo LBETaM:
B «Asnce B Crpane uynec» (2010)
y TIepCOHaKeN LBET MOMOTaeT COCTABUTh
MX MICHXOJIOTMYECKUH TIOPTPET: HACBILLEHHO
KpacHblil y KpacHo#l kopoJieBbl, cepeGpucTo-
Genbii y Besoit KopoJsieBbl, y Asncbl
cunui 1Bet, y bedymuoro lnsinuuka —
OpaHKeBbIH, KeNTbIH, Y DU3bl — rosyOoH,
y AHHBI — KpacHblil. B naHHOM citydae et
NPe0CTaBIseT BO3MOKHOCTb 3PUTEJISIM
pacro3HaBaTh M COCTaBJISITb COOCTBEHHOE
MHEHHE O reposiX 10 LBETAM.

LIBeT, u3nyyaemasi UM SHeprusi v cuJja
BO3JICHCTBYIOT KaK M0JI0XKUTEJIbHO, TaK
1 OTPULATENBHO. DTO He 3aBUCHT OT TOTO,
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HACKOJIKO Mbl CITOCOOHBI 3TO 0CO3HATh.
Ero BHyTpeHHee GOraTCTBO U CojlepKaHue
Bcerya Gy/leT nepeXKUBaThCcsi HaMU

He TOJIbKO 3pUTEJIbHO, HO H 3MOLIHOHAJIBHO,
TICUXOJIOTHYECKH U CUMBOJINYECKH.

B pesyabraTe uccenoBanus Oblin
BbISIBJIEHBI BU/IbI KJIacCU(PUKALIMHN 1IBETA
JUIS1 IeJIOCTHOCTH BHU3YyaJIM3alli B KMHO!
JUIsl KOHTpacTa, JI/1s1 IEMOHCTPaLMH MecTa
JIEHCTBUS, 1151 IPOJIBUKEHHUSI CIOXKETA,
co3nanusi o06pasa reposi, B KauectBe
CUMBOJIMKH, aKlleHTa. TakuMm o6pasom,
LBET — OJIMH U3 BaXKHEHIIINX KOMIIOHEHTOB
duabMa, npaBuabHAs MOCTAHOBKA
KOTOPOTO JI0 CUX MOP ABJSAETCSH OJHUM
M3 CaMbIX BbIPA3UTE/IbHBIX CPEJICTB CO3/IaHMS
KaueCTBEHHO! U BbICOKOXYI02KECTBEHHOH
KapTHHKU. M TeM He MeHee BJMsIHHE 1IBETA
Ha TOUHYIO MHTEPIPETALNIO TPOUCXOJISIIETO
Ha 9KpaHe 3a4acTyio HeJ0OEeHHBAIOT,

B TO BpeMsl KaK B (DUJIbME LBET SIBJISIETCS
CB0Oe0OPA3HBIM OPUEHTHPOM B CIOJKETE

1 ero TpakToBKe. Ero rpamoTHoe U
YMECTHOE UCTOJIb30BaHUE COOOIIaeT
3PUTENIO BaXKHEHIIIME CBEIEHMUSI.

OAvcKyccusa

Mertozpl Bo3aeiicTBUS BU3yaau3aluuu

B TeaTpe U KMHO

Ewe B 1950-€ roasl H3BECTHBIN
hpaHily3ckuil pexxuceep, huaocod

1 cotoJior darap MopeH, BbiiBUras
KOMIJIEKCHBIE TTOAXO/Ibl B MCC/IE/IOBAHUSIX
KMHO, OTMeYaJl, YTO «KMHO OTIaHO

Ha oTKyM BooGpaxkeHuto». Ha camom nene
COBPEMEHHbII MUP OT/A€eT Npe/ioyTeHHe
MHIMBUYaJIbHOMY BOCIIPUSITHIO OCBOEHHS
ObITHS UesioBeKa, LIEHHOCTH U MOIXO/IbI
MCc/e/IoBaHus Toxke MeHsttotest. Kputuiuno
BbipaxkeHHoe B. M. BexrepeBbim

B « OGBEKTHBHOM MCUXOJIOTHU»: «DBhiTHE
onpeJiesIsieT Co3HaHue, a YeJloBeK
YIpPaBJSeTCs MOACO3HAHUEM, TO €CTh
pediekcaMu 1 00CTOATENLCTBAMU

OH MpejJiaraeTr u3yyaTb BHELIHHE
NPOSIBIEHUS, MUMHUKY, ?KECThI, Peub,
JIBUKEHHSI, H3MEHEHHE JIbIXaHUs,
cepiuebuenve u T. 1. Cepreil Di3eHUITENH,

3aHUMasICh TeOpHel MCKyCCTBa
B JlabopaTopuu pedieKCcoNornu, nucas
B nHeBHUKaX: «Kyna ke nanbuie! Tenepb
SICHO, TOUHYIO Hayky. B nncrutyt [1aBnosa.
WMnu, Bo BesikoMm cityuae, B 1ab60paToOpHIo
M3y4eHHsT TOUHBIX PeIeKCOMOTHIECKUX
MEeTOJI0B B UCKycCTBe. TakoByto Hajlo
coszath» [23]. D10 nokasbiBaer
0/IHOO0KOCTb pe/IEKCHBHOTO MOXO/A.
Y C. Dizenmirerina GakT BOCIPHITHS
XapakTepuayeTcst pedpieKCHOI0THIeCKUM
Y BbIIBUTAeTCs HA MEPBBIH MJ1aH
KaK aKTHBHOE [epecosjiatoliiee
¥ TI03HaBaTebHOE HAuaJl0, 4eM
coseplaresbHoe. B aTom nuiane o6pasHyto
LLeJIOCTHOCTb B KUHO 3. Kpakaysp
OTJIeNISIeT KaK 0COObIN BUJ H300paXKeHUS:
«Duzmnosoruyeckas pupojia pearupyer
npexJe, 4eM UHTEJIEKT 3PUTEs.
OTO MPOUCXOUT B CUJY pellaloliero
3HAUEHMUsI IBUKEHHUS HA IKPaHe,
POKIAIOLILEr0 CBOETO Pojia « Pe30HAHCHbIH
3(deKT», y 3puTe/isi BOSHUKAIOT TaKHe
KUHECTHYECKHE PeaKIliH, KaK MyCKYJIbHbIE
pedJieKcbl, MOTOPHbIE UMITYJIbChI U T. T.
A BIXKeHHe MaTepUasibHbIX 00BEKTOB,
no muenuio 3. Kpakayspa, Bnpouem,
Kak 1 Apucrapko 1 basoH, BUies npupojy
KHHO B peasnuame o6pa3os» [24, c. 132].
Ha Hauu B3risi, BocnpusiTHe KMHO Hedlb3sl
OTHECTH TOJILKO JIHLb K (PU3HOJIOTHUECKOMY.
Ho 3T1 ncuxosiornueckue npouecesl,
BO3HHUKAIOLLME B X0Jie TPOCMoTpa (pujbMa,
pedJieKCoIorusi He MOKET OObSICHUTD.
«Kartapcuc — cioxkHenmmi
U TSKEJICHILIHI « TPy Ly »,
BbI3bIBAIOLIMH [TyOOKOE MOTpsiceHHe
JIMYHOCTH U COBEPLIAIOLINI EPEeCTPOHKY
ee CTPYKTYpbl, Mpeo6pasyrolni
¥ TaPMOHU3UPYIOLLMH JIMUHOCTb. CU/bHAS
CTOPOHA MCUXOJIOTHH B H3yYeHHH UCKYCCTBA
COCTOMT BO BJIJICHUH SKCIIEPUMEHTA/IbLHON
METOJI0NIOTHEN ¥ BO3MOZKHOCTH CTPOUTH CBOU
KOHLEMIUH HA OCHOBE HE TOJIbKO
TEOPETHUECKUX COOOpaXKeHHUH
U JIAHHbBIX cCaMOHAO0JIIO/IeHHS], HO TaKxKe
1 SKCTIEPUMEHTAILHO MOJTy4YeHHbIX (haKTOPOB.
MIMeHHO 1MCUX0JIOrUH 0CTYITHO H3YYeHHe
KOHKPETHBIX YaCTHBIX MEXaHU3MOB M TOHKHX



VHIMBUIYaJIbHbIX PA3JIMUHH B BOCTIPUSATHH
1 BO3JIEHCTBHU UCKyCCTBa» [24].

Camoti HoBeHIIeH U CHIIbHEeH1IeN
CTOPOHOMH BOCTIPUSATHS BU3YaJbHBIX
00pa30B COBPEMEHHOCTH SIBJISIIOTCS
MHTEHIMOHAJIbHbIE (DEHOMEHBI B TeaTpe
1 KUHO. «IHTeHIIMoHaMbHOCTD — 3TO
noHsiTHe, 0603Havaolllee LeHTpalbHOe
CBOKCTBO YeJIOBEUECKOTO CO3HAHUS — ObITh
HarpaBJIeHHBIM Ha HEKOTOPBIH 0ObEKT.
[Tos MHTEHLIMOHABLHOCTBIO TOHUMAETCS!
MMMaHEeHTHAast HalpPaB/JAeHHOCTb HA MPeIMeT
WJIM IMMaHeHTHasi TPeIMETHOCTb CO3HAHHUS
6€30THOCUTENILHO K TOMY, SIBJISIETCS JIU
npeaMeT peasbHbIM UM a6CTPAKTHBIM »
[25]. HanpassiennocTb co3Hanusi Ha 0GbEKT
B KMHO WJIM HA CTEKTaK/Ib aKTyaJu3upyeT
ObITHE UesOBeKa, CTPEMSIIIEeCs BbIUTH
3a Mpejiesibl BO3MOXKHOCTH uepes
BOCIPHUATHE 00PA30B UJIH TPEIMETHI.

ATOT heHOMEH YCTaHABJIMBAET B 9TOM
ciyqae 0co00e OTHOLIEHHEe MeXK1y
CO3HAHHEM, MbILLJIEHUEM, 5I3bIKOM

1 Mupom nepes bertnem, Mupowm u Cytmm.
«Yacro B lelicTBUSIX paboTaIOT KaK
cMbIcI0opMUpYIoLLast HarpaB/JIeHHOCTb
CO3HAHMSI U €T0 CIOCOOHOCTh
pernpe3eHTUPOBAThL MPEAMEThI U SIBJICHHUS»
[25]. B pesynbraTe pazsutie 006pa3oB UK
00BEKTBI 00peTaloT JOMUHUPYIOLLEee UK
aKTHBHOE HayaJlo npocMoTpa (usbMa Hiu
CTeKTaKJIsl, HaTMpaBJisisi CO3HaHUEe Ha 0ObEKT
6e3 MPeIB3ATOro MoAX0/a.

HauGosiee BazKHbIM acrekToM sIBJSIeTCs]
nepuenuust o6pasa B HCKyCCTBe yepe3
SIBJICHUS] CHHECTE3HH, TJIe aKTyaJu3upyeTcst
BOCIIPUSITHE 1IeJIOCTHOCTH 06pasa uepes
cosHaHue. B Mexmucuuniannapiom
acrieKTe CHHECTe3Hsl UCC/IeLyeTCs] MHOTUMH
NepCreKTUBHbIMU OTPAC/ISIMH HAayKH,
TaKMMH KaK (peHOMEHOJIOTHS, ICHXOJOTHS,
HeHpOodU3NOJIOTHS, AHTPOTIOJIOTHS,
JIMHTBUCTHKA U 1p. CHHecTe3us
onpesessieTcsl Kak (0T rped.) «BMecTe»

W «ollyllieHre». B nanHom ciyuae, B cBsA3M
C CMHTETHYECKOH MPUPOJIOH JBYX HCKYCCTB —
TeaTpa ¥ KUHO, — (DyHKIIHOHUPYIOT

He TOJIbKO CPeJICTBA BbIPA3UTEJIbHOCTH
o0pasa, HO U 1o3HaBaTe bHbIH haKTop

KOTHUTHBHBIX CITOCOOHOCTEH YesIoBeKa,
Ha KOTOPBIX Mbl OCTAHOBHMCST HHZKE.
BrisiBnsiiorest Beceobiiye hakTophbl
CHHECTe3MH B KauecTBe repenauu oopasa
B MCUX0(HU3NUECKOM TIJIaHe, TIPUCYIIIHEe
JUIS1 BCeX BUJIOB ayJIMOBU3YaJslbHbIX HCKYCCTB.
«M3yyast cl0oKHYI0 CHCTEMY BOCTIPUSTHS
yeJI0BeKa, COBPEMEeHHast ICUXOJI0THS
BbIJICJISIET B HEll HECKOJILKO YPOBHEH
OLLLYLIEHNUH, IEPBbIA U3 KOTOPbIX
BKJIIOYaeT B ce0sl TP OCHOBHBIX
BHUJ1A: 9KCTEPOLICNITUBHBIE (3peHue,
calyX, 0OOHsSIHHE, BKYC, OCSI3aHUE ),
MPONPHUOLIETITUBHBIE, [Tepeaalolye
MH(OPMALIMIO O MOJIOKEHUH Tesia
B [IPOCTPAHCTBE (CTaTHuecKue, CBA3aHHbIe
C OlllyllleHHeM PaBHOBECHS,
¥ IMHAMUY€eCKHe, KHHeCTeTHYecKHe,
CBsI3aHHbIE C ITepeMellleHeM Teja
B MIPOCTPAHCTBE ), MHTEPOLIENTUBHbIE
(opraHuyeckue, nepejarole CUrHasbl
0 COCTOSIHWM BHYTPEHHHX OPTraHOB:
TemrepaTyphbl Tes1a, 60JieBble OlYyILEHHS,
BHYTPEHHEH JIEFrKOCTH HJIH TS2KECTH,
00ycJI0BJIeHHbIE BHYTPEHHUMHU TPOLIECCaMH
opranuama» [26, c. 2]. B uactnocry,
B My3bIKe «aBTOPCKHE BbICKa3bIBAHHUS
(hOPMHUPYIOT CEMAHTHUECKH CJIOXKHBIE,
«KoJIeOJIIoIIHeCs », «3bIOKHE» 00pa3Hhl,
OJIHAKO UX MepLeNTHBHO-3MOLUHOHA/bHAS
HaNpaBJeHHOCTb MMO3BOJISIET JOCTHUb
OMNPeJIe/ICHHOT0 YPOBHST KOHKPETH3aLIMH,
BbISIBUTb XapaKTepHble 0COOEHHOCTH
MICUXUKH MY3bIKAHTA, €r0 Xy/10?KECTBEHHOTO
MblleHs » [26, ¢. 13]. Takum o6pazom,
OHTOJIOTHYECKHE OCHOBaHUS (heHOMeHa
CUHECTe3UH OCHOBAHbI HA HJlee B3aHUMOCBSI3H
¥ B3aMMO3aBHCHMOCTH BCETO 111070 KaK
MPUHLMIA IyaJbHOTO €MHCTBA ObITHSI.
B reatpasibHol npakTHke 0Opa3
B cLieHOrpauu BOCIIPUHUMAETCS Yepes
MPOCTPAHCTBO C MOMOLIBIO BbIPA3UTENbHBIX
CPEJICTB CHHECTE3UH B 0COOOM U HY?KHOM
Teatpy cmbicsie. O TeX W/ HHbIX METO/ax
BO3JIEHCTBHUSI CLIEHUYECKOro POCTPAHCTBA
Ha 3puTesiel NoJpoOHO HAMMCAHO B KHUTE
A. MuxaiizioBoit: « OHO MOYKET XKHTh
CBOEH OTIEJBHON CLIEHUYECKON KH3HbIO
1 TIOCBIIATh MOILIHbIE (DJTIOUIbI 3aJTy.
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Pagymeertcsi, oHo — uzobpazkaioliee
MPOCTPAHCTBO, H HE TOJIBKO B COYETAHUU
00bEMOB M MyCTOT €ro CHJIa, HE TOJIBKO

B MPOIMOPLMSIX KAK TAKOBbIX, XOTS 3TO

KaK OY/ITO U eCTb HerocpeICTBeHHas!

cepa Bausinus npocrpanersa. Ero cuna
MPOSIBJISIETCS BO B3AUMOJIEHCTBUN

CO CJIOBOM, 3BYKOM, MJIaCTHKOH aKTepa,

€ro NCcUXopu3nueCcKoi KU3HBIO.
CueHnyeckoe NPOCTPaHCTBO HeCeT
006pasHyto (MHTEPIPETATOPCKYIO ) (PYHKIIHIO.
B couetanuu ¢ aipyrumu KOMrnoHeHTaMu
CMeKTaKJ/sl OHO BbI3bIBAET U OPraHU3yeT
IMOLUH 3PUTEIS, CTUMYJIHPYET paboTy
accoLMaTUBHOIO anmnapara, Bo30yxKuaer
UHTEJJEKTYaJbHYI0 aKTUBHOCTh
MOCTHKEHHUSI IPaMbl U €€ TeaTpasibHOro
Bortowenus. Hab/onaemoe npoctpaHcTBo
ClIeHbl — BMECTUJIMIILE JIEHCTBUS U YHACTHUK
ero. OHO BOCIIPUHUMAETCS YyBCTBEHHO

1 OCMBIC/JIMBACTCS] MHTE/JICKTYAJIbHO, U €r0
HeMoCpeACTBEHHAs! BJAUATENBHOCTb OYeHb
BaxkHa» [27, ¢. 157].

B stux ycnoBusix heHoMeH cuHecTe3nu
BbISIBJIEH KaK BO3JICHCTBYIOUIMHA BCEOOLINH
(hakTop B ayIMOBU3yaJIbHbIX HCKYCCTBAX.
«CrocoOCTBYeT yCTAHOBJICHHIO CBSI3H
MezKly 3J1eMeHTaMH BepOaJsibHbIX
1 HeBepOa/IbHBIX ( BU3YaJLHOH, ayiuaibHOH,
KMHECTETHUYeCKOH ) cucTeM. BhisiBieHne
OOLLHOCTH BOCHPHUSITHS YE€JIOBEKOM LIBETA,
(hopMbl M 3BYKa OTBeuaeT 00LIeH TeHACHIIMH
4eJI0BEYECKON MCHXMKH K LIeJIOCTHOCTH
BOCIIPUSITHSI, COMPOTHBJIsTIOLLEHCS
JuddepeHMaliY BUIOB HCKYCCTB
1 0OBbEUHAIOLIEH UX B MTpoLiecce
BoCTpusiTHSI» [26, ¢. 2].

Bo MHOTHX HcC/ienoBaHUsIX HAMTUCAHO,
4TO MPOCTPAHCTBO BOOOLIE 00J/1a1aeT
(hU3HOJIOTHUECKON CHJIOK BO3JIEHCTBHSI.
3puTes B KUHO UK B TeaTPe MOTYT
OCTpO pearpoBaTh Ha XapakTep
WJIM Ha CBOMCTBO OKPY2KAloLLEero nx
MPOCTPAHCTBA (MaToJOrHUeCcKUe Clydan:
«KJs1aycTpodobusi» — 60513Hb 3AMKHYThIX
NPOCTPAHCTB, «aropadobus» — cTpax
OTKPBITBIX MPOCTPAHCTB). MexaHuam ero
BO3JICHCTBHUS Ha YeJ0BEKa C MOMOLLbIO
XYJ102KECTBEHHO - BbIPA3UTEJIbHBIX CPEJICTB

MOTYT LieJIeHaNpaBJeHHO PUMEHSIThCS
XYJIO?KHUKAMH KMHO WJIM TeaTpa Jist OCTPOThI
OLLYLLIEHHS TeX MJIK MHBIX KOMITO3ULIMOHHBIX
o0cTosITe/IbCTB. «B Kakue Obl HOBbIE
MPOCTPAHCTBEHHbIE 0OCTOSTEIbCTBA

HH TT0MajiaJ 4YeJ0BeK MPH CBOEM JBHKEHHH,
€IMHCTBEHHOM 1LIKAJIOH, €IMHCTBEHHbIM
MEpHUJIOM, C KOTOPbIM OH CBEpSIeT CBOH
OLLYLLIEHHS, OCTACTCS ero TeJIO.

Ha ypoBHe nojcosnanus uaer
HETIPEPLIBHBIH, CI0KHEHLLINH ITPOLIeCce
COOTHOLLIEHUS ce0s1 C OKPYZKatOLLUM

U MIPEJICTOSILIAM B30PY, OCTOSIHHOTO
npuMepHuBaHust K cebe naju u 6Ju3H,
BBICOTBI M LLIKPHUHBI, MACC U MyCTOT.

B 3aBMCUMOCTH OT pe3yJ/ibTaToB 3TOro
COOTHOILIEHHST BO3HHKAET IMOIIMOHAJIbHAS
OLIeHKa, IPOCTPAHCTBEHHOE NepeKMBaHUe —
NPOCTPAHCTBO MPECTABJISIETCS HAM
THETYUIMM WJIM BO3BBILIAIOLIHM,
CTE€CHEHHBIM HJIH TPOCTOPHBIM, TPEBOMKHBIM
WK yMUPOTBOPsitonuM. OIHAKO JIMUHbIH

(M reHeTHUECKHH ) MPOCTPAHCTBEHHbIH

OMBIT €CThb Y Kaxkporo... Ha stoil 6aze
CTPOMT CBOU UTPbI C POCTPAHCTBOM
MCKYCCTBO. «ApXUTEKTYpa, CKYJbIITYypa,
JKHBOIHCh HAXOASTCS B IPSIMOH
3aBUCUMOCTH OT POCTPAHCTBA, Oyaydu
CBSI3aHbl HEOOXOIMMOCTBIO YIIPABJATD UM,
KazK/1asi ¢ TOMOLLIbIO CBOMX CPEJICTB», —
nucan Jle Kop61o3be. OH nopuepkuBad:
«CyllIeCTBEHHO BaXKHO OTMETHTb, YTO
KJIFOUOM K 9CTETHUECKON SMOLUH JIEXKHUT
npocTpaHcTBeHHas PyHKLHUs» [28, ¢. 157].

3aknwuyeHue

3aBepias uce/1el0BaHNE LETOCTHOCTH
BU3yaJbHbIX 06pa30B B clleHorpadun
¥ KMHOJM3alHe KaK (peHOMeHa U KaK
KaTeropuasbHOTO MOHSATHS, Mbl OJTYUHJIH
11eJIbIi KOMIIJIEKC CJIOXKHBIX JI/151 TEOPETHKO-
MEeTOJI0JIOTMUECKOr0 aHa/I13a BbIBOJIOB!

1. Onpenenienne BU3yasbHbIX (heHOMEHOB
B ClieHorpady U KUHO/IM3akHe KaK 3HAKOBBIX
€/IMHUIL U KAK SIBJI€HUS] CHHECTE3HH,
KOT€PEHTHOCTb U KOTe€3Hst KOTOPBIX COCTABJISIIOT
11eJIOCTHOCTh BU3yaslbHbIX 06pa3oB. To ecTb
LLeJIOCTHOCTb, 06€CMEeUHBAIOLLYIO HE TOJBKO



CMBICJIOBOE UJIH BHYTPEHHEE eIHHCTBO
(buIbMa WM CMIEKTAKJIS KaK MPOM3BEIEHUS
MCKYCCTBA, HO W 06pasHyto H300pasuTesIbHO-
XYI07KECTBEHHYIO LI&/IOCTHOCTh CTPYKTYPH,
KOTOPasl «TaKKe SABJISIETCS ABHKYLLEH CHIIOH,
HOCHTeJIeM Kay3aJbHOCTH, KOTOPYIO HeJlb3s1
OTPEJIENIUTh, & MOYKHO TOJBKO OOHAPYKHUTH»
(29, c. 506].

2. [lnanektvka TeOpud U METOI0JOTHH
IMIUPHUUECKOTO MOX0Jla OTPAXKAET
reHepaJibHbIA NPHUHLIKIT B U3YYEHHH
MICUXOJIOTHH BOCIIPHUSITHS], UYBCTBEHHOTO
OMbITA X TBOPUECKOTO MPOLECCa CO3/IaHUS
XYJI02KeCTBEHHOro 06pasa B COBpeMeHHOH
cueHorpahuu U KHHOAM3alHe . « DIMIHPUIM
Kak HarnpaBJieHHe THOCEOJIOTHH, KOTOPOe
BCE [M03HAHHE BbIBOJUT U3 UYBCTBEHHOIO
OMbITa (SMIUPH ); C METOJONOTHUECKOH
TOUKH 3peHHsT — MPUHIIKI, COMIACHO
KOTOpOMY BCsl HayKa, 6oJibLie TOro, BCsl
YKU3HEHHast TPaKTHKA U HPaBCTBEHHOCTb,
JIOJ2KHbl OCHOBBIBATbCS HA 9TOM OIIbITE »
[29, c. 539].

3. Onpenenenue CylHOCTHBIX KAY€CTB
BU3yaJiM3alMH 06pa3a B COBPEMEHHbIX
ay[IMOBH3yaJIbHBIX HCKYCCTBAX HEOJIHO3HAUHO.
B o6sacTu TeXHOMOTMYECKOTO UCKYCCTBA
BBIACJIAIOTCS TPH OCHOBHBIX HAllPaBJIEHUS —
MYJIBTUMEIMMHBIE TeaTp, TeJeMaTHIeCcKoe
1 TTIOBCEMECTHOE (TIePBACHBHOE ) UCTIOJIHEHHE,
COCTaBJISIIOLLME COBPEMEHHbIE MPAKTUKH
B 3TOH KOHBEPreHIHH. DTH KaTeropuu
B CBO€H OCHOBE ONPENENSIOT
TEXHOJIOTMYECKHE OTHOLUEHHUS MEXKIy
JIIOJIbMH, TPOCTPAHCTBOM, MECTOM
1 BpeMeHeM. MyJibTUMEIMIHbBII TeaTp
M0JIb3YeTCs CBOUMH CPEICTBAMHU
OT TPAJAULOHHbIX 10 HHHOBAUMOHHBIX
B MIOCTAHOBOYHOM MPOLIeCCe, Co3/1aBast
WJIK TTOJLIep2KUBasi 0OpasHble MJ1acThl
BU3YaJIbHOM PEXKUCCYPbI, B 3aBUCUMOCTH
OT TeX WJIK HHBIX TEH/IEHIIUI pellieH s
(bUsIbMaA WJTH CIIEKTaKJIS.

4. IlesocTHOCTD MpUCYLLLA TAKOH
CJI0’KHOM TIOCTAHOBOYHOM CHCTEME, KaK
TeaTp: HUMEHHO 3TO W «He 1103BOJIsIeT
pacrnactbcsi Ha OT/lesibHble 0COOEHHOCTH
U CJTydaiHble 1eTaJli; MOKHO ITePeUUCIHTh
TPH 0OCTOSITE/IbCTBA: HAJHUHE 3a51BJICHHbBIX

NPOTHBOPEUYUI BO BCEX YACTSIX CTEKTAKJ/IS —
B CHCTEME aKTePCKOH UrPhl, B My3bIKe,
B CBETOBOH MapTUType, B 0OpallleHnH
C POCTPAHCTBOM; €IUHCTBO
Y T0CJIeI0BATE/bHOCTb MBIC/IH; HAJTMYHE
MOCTOSTHHOM apXUTEKTYPHOH OpPMbI,
HECYLLEeH MbICJ/Ib U IIPOKUBAIOLLEH TTOJIHYIO,
3aBepLIAIOLLLYIO XKU3Hb B CIIEKTaK/Ie,
COXpaHsisi KA4eCTBO KOHCTAHTHOCTH »
no A. A. MuxaitnoBoii [ 28, c. 283].
«Xy/102KeCTBEHHAs 11€/I0CTHOCTb CIEeKTaK/Is
€CTb pe3yJibTaT MOAUHHEHHOCTH BCeX €ro
COCTaBJISIIOLINX, BCEX KOMITOHEHTOB 0011IeMY
3aKOHY CIEKTaK/Isl, NPEIOKEHHOMY
nocraHoBlUMKaMH. OOLLMH 3aKOH —
9TO HarpaBJieHHe HHTEPIPETaTOPCKON
MBICJIH, KauecTBO 00Pa3HON CTPYKTYPHI,
ypoBeHb 000OIIEHHOCTH, SMOLIHOHAJILHON
HarpsiKeHHOCTH, 3TO «cBoeobpasue
TOHa» UcHoJHUTesel» [28, ¢. 247 —248].
LlesloCTHOCTb B KHHO, HeOX0oauMast
3aJlaHHOCTb M0 CLEHAPHIO, KOI/a Kajipbl
MexKy COOOH M CLIeHaMH COXPAHSIOT
CBSI3HOCTb M HEMPEPbIBHOCTb BO BPeMsl
CbEeMKH. JTO 00s13aTe/IbHBIH KOMIIOHEHT,
KOTOPOTO JIOJIZKHBI TPUIEP2KUBATBCS BCE
YUaCTHMKH, HauMHas OT aKTepa B KOCTIOMe,
npuuecke, yKpaleHusix 10 PeKBU3UTA...
B Kaxk/J10M Jy0J1e J10 KOHLA J10JKHBI ObITh
co6J110/IeHbl B KapTHHE ObITHS «3/1eCh
1 ceiduac». «bes coxpaHeHHs 1eJ0CTHOCTH
1 CBAI3HOCTH (DHJIbM MPEBPALLAETCs B CEPHIO
paccomiacoBaHHbIX MOMEHTOB, KOTOpPbIe
YHHUUTOKAIOT OlllyllleHHe PeasuCTHIHOCTH
y 3puTessi. BHUMaTeIbHO CriJIaHUpOBaHHOE
OTCYTCTBHE MPEEMCTBEHHOCTH MOXKET
craTb 3((eKTUBHON TEXHUKOM JI/1s1 BbI30Ba
HanpsKeHHOCTH U MyTaHHIIbl Ha clieHe...» [30].
5. AHanuaupysi CUCTEMHbIE OJXO/IbI
thopMupoBaHusi 06pa3HOH 11€TOCTHOCTH
B cLieHOrpauu U KUHOIM3alHe, TPUXOJIUM
K CJIe/lyIOLLEeMY BbIBO/Y: CTPYKTypa
LLeJIOCTHOCTH 00pa3a COCTOUT
13 JIMUHOCTHBIX KAuecTB Xy/102KHHUKA,
pexkuccepa, Apamartypra, Ho U TaKxe
Y4acCTBYIOLIMX TOCTAHOBIIMKOB
(husibMa uaK criekrakJs. Mckpenne
NepezKUToe UyBCTBO — KaTapCuce,
MMMECHC UJIM MHTEHLIMOHAJBHOCTD
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SIBJISIIOTCS CTPYKTYPHBIMH MeXaHU3MaMH
pasBepTbIBAHHSA TEX UJIM HHBIX
COCTOSIHHUH BH3yaJIbHOH aHTPOMOJIOTHH.
Bocnpoussenenue peasbHOro
4eJI0BEUECKOr0 CYLIeCTBOBAHHUS BO BCEH
€ro MoJIHOTe, OMpeieIeHHe MecTa
1 OTHOLIIEHHE YeJI0BEKA K OKPYKalollleMy
MHPY €CTb UCTHHHBIE 3a/laul 'YMaHUTapHbIX
Hayk. KysnbTypHasi antpornoJiorust usyuaet
yeJIOBEUECKHE MOJIEH MbILIJIEHHUS]
1 MOBEJICHUS, a TaKXKe TO, KaK U [oyeMy
3TH MOJISJIM Pa3/IMUaloTCsl B COBPEMEHHbIX
o61iectBax. KysabTypHyto aHTpONosIoruo
MHOT/1a Ha3bIBAKOT COLMAJIbHON
AHTPOMOJOTHEH, COLMOKYJILTYPHOH
AHTPOIOJIOTHEH HJIH STHOJIOTHEH.
KyJ/ibTypHast aHTponoJ1orusi B 3TOM IJ1aHe
BKJIIOUAET TAKHe HarpaBJeHnsl HayKH,
KakK 3THOrpadusi, STHOUCTOPHS H KPOCC-
KyJIGTypHble ucesienoBanus [31, c. 221].
6. AHa/I3 peasnCTHUECKUX
1 ab6CTPAKTHBIX HauaJl B 00pa3HoOM
MBbILLIJICHHH XY[0:KHHKOB TeaTpa
1 KHHO, UX 00IIIeCTBEHHO - UIeHHON
NPe/PacroOKEHHOCTH B TY HJIH HHYIO
310Xy, B KOTOPOH OHHU »KUJIU U TBOPUJIH,
JlaeT OCHOBAHME ISl CJISYIOLLET0 BbIBOAA.
KonuenryasbHble NpearnoYTeHnsi MoJIOJI0ro
MOKOJIEHHST Xy[I02KHUKOB-CLIeHOrpaoB
1 XyI0KHUKOB KHHO XapaKTepU3YyIOTCsl
yBJIeUEHHEM HeKoero oopasa TylHKOBOTO
MHpa «oT abcypia B CTHJIEe MUHUMaJIU3Ma

ABTOpaapabliH yneci

1 KOMIBIOTEPHBIMH crieldPdeKTaMu»;
BHEJIPSSICh BCe OOJIbllle, OHU THPAXKUPYIOTCS
1 B COBPEMEHHBIX OTEUECTBEHHbBIX (hHIIbMaX
1 Tesiecepuanax [32, c. 221].

7. DTarbl TBOPUECKOTO PA3BUTHS
XYJI0XKHUKOB KMHO B KAa3aXCTaHCKOM
KuHeMartorpade cBsi3aHbl B IEPBYIO
o4epe/ib CO CTAaHOBJEHHEM KHHOOTPAC/IH,
NOsIBJIEHHEM PEXKHUCCEPOB «aHATUTHUECKOH
LIKOJIBI», OJTHOTO U3 BEJIyLLIUX HarpaBJeHni
COBETCKOI0 SKCIEePUMEHTA/ILHOTO HCKYCCTRA.
A no3xKe — «HOBOH Ka3axCKOH BOJIHbBI»,
Ka3axCTaHCKOro KnHemartorpada HadaJga
snoxu HezaBucumoctu. Bee 310
(hopMHPOBAJIO y Xy/I0KHUKOB KHHO
CBOMW CTHJIM H BU3YyaJIbHblE CPECTBA
B peasinsauuy 3ambicaa. Hanpumep,

B Ka3aXCTaHCKOM KHHO ¢chOpMHUPOBaJICS
HOBBII BU3yaJibHbIH 06pa3 COBPEMEHHOT0
Ka3axCKoro aysa — MeTa(opHiuHOCTH
KOUYeBOH LIMBUJIM3aLIHK, 00pa3 «HJeabHOro
ropoga» — Asimatbl, AcTaHbl U JIp.
Konuenr-apt ¢pusibma packpbiBaetcsi

C MOMOIIIbIO TaK HasbiBaeMoro moodboard,
KOTJIa XYJI0XKHHUK-TIOCTAHOBIIMK

CO3/1aeT Hape3Ky BU3yaJibHbIX 06pa3oB,
nolo6paHHbIX CrelUaNbHO JJis TPOeKTa
13 GUIBLMOB, HATIPUMEP, HEMEIKOTO
IKCMPECCHOHU3MA UK PabOoT XyI0KHUKOB
B CTHJIE OM-apT, apT-OpIOT, HCIOJb3YeT
noaoopky dororpaduil ¢ KaOUeBbIMHU
JeTansiMu puabma.

H. A. banbekoBa — Kipicne, KECKiHHIH BU3yanbl TyTacTblFbIHbIH 3aMaHayM
dopManapblH TEOPUANbIK XKoHe dficTeMenNiK Tanaay, TyC Kabblngay NnCuxonoruachl
YKOHE OHbIH KECKIH TYTaCTbIFbIHbIH, KYPbIAbIMABIK KOMMOHEHTTEPIH KapacTblpabl.
Cemuonoruanslk tacingepai (Y. 3ko, I. Nasonuuu, K. MeTu), Tanaayra,
KuHemaTorpadbusga KypblibiMAbIK TOCINAEPAI KondaHyFa KaTbICTbl.

K. 3. XanbIKoB — TeopUsnbIK-adicTeEMENIK annapaTTbiH HErM34eMeCiH XXaHe 3epTTey
TYXXblpblMA@MacblH opbiHAaAbl. MakanaHblH 3 Tinae TakblpbINTblK 6aFbITbl MEH
aHJaTtnachblH, 6eniMmaep: agictepi, HOTUXKENEPI KoHe 3epTTey KOPbITbIHALICHIH 93ipnesi.
Ywnecimainik, 6ipikTipy, annepuenums, 6erHeHi KabblnaayablH, MHTEHLMOHANAbINbIFbI
CUAKTbI KYOblbICTapAbl KapacTbipabl.

M. CuHrx — Fischer-Lichte, Erika. The Semiotics of Theatre. Indiana: Indiana University
Press, 1992; Pantouvaki, Sofia. Visualising Theatre: Scenography from Concept to
Design to Realisation; Alfred, Gell. Art and Agency. An Anthropological Theory; Sauter,
Wilmar. Eventness: A Concept of the Theatrical Event cekingi arbiiwbIH TiniHAET
[LepeKKke3aepaeri FolbiM1 o4ebueTTepai Tangayra KaTtbiCTbl.



Bknap aBTOpOB

H. A. banbekoBa — pa3paboTana YacTu: BBeAeHWe, TEOPETUKO-METOA00MMYECKOrO
aHannsa coBpeMeHHbIX GOpM BU3yasnbHOM LEeN0CTHOCTM 06pasa, NCUXonornm
BOCMPUATUSA LiBETA U €€ CTPYKTYPHOM COCTaBASAOLWEN LIeNOCTHOCTU 06pasa.
Y4yacTBOBana B aHanM3e NpUMeHEeHUs CeMMONOrMYecKnx noaxomos (Y. Ko,

M. Masonuuu, K. MeTu), NpUMEHEHUM CTPYKTYPAIUCTCKMUX MOAXOA0B B KMHEMaTorpadpuu.

K. 3. XanblKoB — ocyLecTBma 060CHOBaHWE TEOPETUKO-METOA0N0MMYECKOro annapaTa
M KOHUEeNuUnu nccnenosanus. PazpaboTtas TemaTUYeCKyo HarnpaBaeHHOCTb U
aHHOTaLMK Ha 3-x 93blKax CTaTbW, pasaesbl: MeToAbl, Ppe3ynbTaThl U 3aKIoYeHe
ncecnenosaHus. PaccmoTtpen Takne GeHOMEHbI, KaK Koresus, CBA3HOCTb,
annepuenuus, MHTEHLMOHANbHOCTb BOCMPUATUS 06pa3a.

M. CHHIX — y4acTBOBaN B aHaNM3€e Hay4HON UTepaTypbl aHM10A3bI4HbIX UCTOYHUKOB,
TaKux KaK Fischer-Lichte, Erika. The Semiotics of Theatre. Indiana: Indiana University
Press, 1992; Pantouvaki, Sofia. Visualising Theatre: Scenography from Concept to
Design to Realisation; Alfred, Gell. Art and Agency. An Anthropological Theory; Sauter,
Wilmar. Eventness: A Concept of the Theatrical Event.

Contribution of authors

N. A. Baibekova — developed introduction and methods sections, made theoretical
and methodological analysis of modern forms of visual integrity of the image, the
psychology of color perception and its structural component of the integrity of the
image. She participated in the analysis of the application of semiological approaches
(U. Eco, P. Pasolini, C. Metz), the application of structuralist approaches

in cinematography.

K. Z. Khalykov — substantiation of the theoretical and methodological apparatus and
the concept of research. Developed thematic focus of the article and abstracts in 3
languages, elaborated on the following sections: methods, results, and conclusion of
the study. He considered such phenomena as cohesion, connectivity, apperception,
intentionality of image perception.

M. Singh — participated in the analysis of scientific literature in English language
sources, such as Fischer-Lichte, Erika. The Semiotics of Theatre. Indiana: Indiana
University Press, 1992; Pantouvaki, Sofia. Visualising Theatre: Scenography from
Concept to Design to Realisation; Alfred, Gell. Art and Agency. An Anthropological
Theory; Sauter, Wilmar. Eventness: A Concept of the Theatrical Event.

Central Asian Journal of Art Studies Volume 6. Issue 1. 2021



100

Central Asian Journal of Art Studies Volume 6. Issue 1. 2021

CrnUCOK UCTOYHUKOB

1.

10.

11.

12.

13.
14.
15.
16.

17.

lMazoaunHu, [1. Noatnyeckoe KnHo // CtpoeHune dpunbma. Coct. K. 3. Paznoros. —
Mocksa: Pagyra, 1985. — C. 45 — 66.

Mertu, K. NMpo6nema AeHoTauuKn B XyaorKecTBeHHOM punome // CtpoeHune
dunbma. Cocrt. K. 3.Paznoros. — MockBa: Pagyra, 1985. — 158 c.

Jlotman, 10., UuBbsiH, FO. Juanor ¢ akpaHoM. — TannuH: Anekcangpa, 1994. —
215c.

Jloces, A. @. ctopusi aHT4HOM acTeTuKM (CodurcTbl. Cokpart. MnatoH). — MocKBa:
McKycetso, 1969. — 850 c.

BanrunHa, /1. C. Teopus TeKcTa. LLenocTHOCTb M CBA3HOCTb KaK KOHCTPYKTUBHbIE
nNpu3HaKku Tekcta. — Mocksa: Jloroc. 2003 — // AHKo CnaBa (bubnvoteka
Fort/Da). — URL: https://www.hi-edu.ru/e-books/xbook029,/01/part-006.htm/
(daTa obpalleHuna: 06.02.2012).

SxubbaeBa, /1. M. Kateropuu LenbHOCTH, LENOCTHOCTU U CBA3HOCTU KaK
OCHOBHble Npu3Haku TekcTa. — C. 209-214. — URL: https://cyberleninka.ru/
article/n/kategorii-tselnosti-tselostnosti-i-svyaznosti-kak-osnovnye-priznaki-
teksta/ (data o6pauieHuns: 09.12.2020).

Pantouvaki, Sofia. Visualising Theatre: Scenography from Concept to Design

to Realisation // Edited by Monika Raesch. An At the Interface research and
Publications project. Norwegian University of Science and Technology. Trondheim,
2016. — 192 p. — URL: https://www.inter-disciplinary.net/at-the-interface/
(Retrived: 12.11. 2018).

JleoHTbEB, A. A. TIPU3HaKM CBA3HOCTH U LIENIbHOCTU TeKCTa // JInHrBUCTMKa
TEeKCTa: MaT-/bl Hay4. KoH®. — MockBa, 1974. — 4. 1. — C. 159 - 168.

Sauter, Wilmar. Eventness: A Concept of the Theatrical Event. 2nd ed. Stockholm:
STUTS, 2008. — 149 p.

Fischer-Lichte, Erika. The Semiotics of Theatre. Indiana: Indiana University Press,
1992. — 336 p.

Bocnpuatue u ero ocHoBHble cBoKMCTBa. lNcuxonorus. Azps.ru — URL: https://
azps.ru/articles/cmmn/vospriyatie_i_ego_osnovnye_svoystva.html/

(daTa obpaueHus: 15.08.2020).

baribekoBa, H. Knaccudurkauus LBeToBOW BU3yann3aunn KUHONPOU3BEAEHHUS
Ha npumMepe 0630pHOro aHanM3a kuHodunbmoB. — URL: https://sozvuchie.by/
mustaj-karym-4/klassifikatsiya-tsvetovoj-vizualizatsii-kinoproizvedeniya-na-
primere-obzornogo-analiza-kinofilmov.html / (daTa o6paweHus: 04.01.2020).
B0k, Bproc. BusyanbHoe nosectBoBaHne. Co3aaHne BU3yaibHOM CTPYKTYPbI
dunbma, TB n undposbix Meana. — Mocksa: TUTP, 2012. — 320 c., unn.

UtTeH, MoxaHHec. VicKyccTBo LBeTa. — Mockga: [. ApoHos, 2001. — 96 c.
Bosikos, H. H. LiBeT B »kmBonucu. — MockBa: Mckyccteo, 1985. — 143 c.

[éTe, M. B. YyeHue o uBeTe = ZurFarbenlehre: Teopus no3Hanus = ZurFarbenlehre /
Mep. c Hem. B. O. NluxteHwTtaara. — N3a. 4-e. — MockBa: URSS, 2012. - 195c.
MaHawes, M. X. LIBETOBOM Kpyr MeXAay HayKOM 1 XXMBONUCbIO // BECTHUK
KapayaeBo-YepKeccKoro rocyaapCTBEHHOMO NeAArorM4eckoro yHuBepeuTeTa. —
2000. — N2 3. - C. 153-163.



18.

19.
20.

21.

22.

23.

24.

25.

26.

27.

28.

29.

30.

31.

32.

MenesHskos, B. H. LIBET 1 KOHTpaCT. TEXHONOIMS U TBOPYECKMI BbIGOP: yHebHOoe
noco6ue. — Mocksa: BI'MK, 2001. — 286 c.

MBeHc, P. M. BBenenue B Teopuio Lseta. — MockBa: Mup, 1964. — 442 c., unn.
MapyceHkKoB, B. B. UHTepnpeTauus CIOXETHO-06pa3HOoro psja nMrepatypHoro
npoun3BeaeHuns cpeactTBamm KMHoUCKyccTBa: Katanor / ckycctBoBeaeHue /
KunHownckyccTBo. TeneBuaeHme cpeacTtBaMm KMHOMCKYCCTBa: Aue. Kand. 17.00.03 /
MapyceHKoB. — MockBa, 2015. — 182 c.

KosuH, A. E., McaeBa, H. A. NpaBuna LBETOBOIro KOHTpacTa B OTAESNKE
MHTEpPbEePOB U aKcTepbepoB. eLIBRARY ID: 39150812. — URL: https://www.
elibrary.ru/item.asp?id=39150812/ (daTa o6pauieHuns: 10.09.2020).
KnaccudukaLums LBETOBOW BU3yanu3aLnm KMHOMPOU3BEAEHNUS Ha MpUMepe
0630pHOro aHanusa KnHodmnbmoB. — URL: https://sozvuchie.by/mustaj-
karym-4 /klassifikatsiya-tsvetovoj-vizualizatsii-kinoproizvedeniya-na-primere-
obzornogo-analiza-kinofilmov.html/ (Jata o6paLyeHus: 04.01.2020).
Amutpuesa, B. A., OgnHuoBa, B. B. Tcmxonorua KnHo. — CaHKT-Metepbypr:
cnery, 1995. — 215c.

Kpakayap, 3urcppug. NMpupoaa dunbma. Peabunutaums Gpusmyeckon peanbHoOCTH /
Cokp. nep. ¢ aHrn. [1. ®. Cokonosoi. — MockBa: UcKyccTBo, 1974. — 238 ¢.
NHTeHLMOHanbHoCTb. l'ymaHuTapHbin noptan. . M. Mangexko, C. C. HepeTuHa,
E. B. BoctpuKkoBa, H. B. Motpowwunosa. — URL: https://gtmarket.ru/
concepts/7348/ (daTta obpallueHums: 22.03.2021).

3aviyeBa, M. /1. DeHOMEH CUHECTe3UW B €BPOMNENCKOM My3blKalbHOM UCKYCCTBE
3MNOXU poMaHTU3Ma // MerayHapoaHbiv 3NEeKTPOHHbIM HayYHbIV XypHan. Pasaen
MckycctBoBegeHue. 3. 1. — 2016. - T. 2. - N2 11. - C. 1-13.

Muxa#noBa, A. A. O6pasHbIi MUP CLEHbLI: 3aMETKU O COBPEMEHHON
cueHorpadumn. — MockBa: COBETCKUM XyOOXKHMK, 1979. — 245 c.

MuxarnoBa, A. A. CueHorpadus: Teopms 1 onbIT (04epKK). — Mocka: COBETCKMI
XYOOXHKK, 1989. — 336 c.

dunocodcKui aHLUMKIONEAMYECKUI cnoBapb. — Mockea: MHOPA-M, 2003. —
576 c.

CHumK dunbm. LlenocTtHocTb cueHbl, dokyc. — URL: http://snimifilm.com/
almanakh/semki/tselostnost-stseny-fokus/ (data o6palieHuma: 09.08.2020).
Alfred, Gell. Art and Agency. An Anthropological Theory. United States, Oxford
University Press Inc., New York. — 1998. — 293 p.

AbunkeeBa, . 0. KazaxcTaHCKOE KMHO, KOTOPOE CTOUT CMOTPETb paau
HEBEPOATHOM paboThbl XyAOXHUKOB-NOCTaHOBLUKMKOB // Biopo. —

URL: https://www.buro247.kz/culture /cinema/kazakhstanskoe-kino-kotoroe-
stoit-smotret-radi-neveroyatnoy-raboty-khudozhnikov-postanovshcikov.html
(daTa obpalenums: 23.07.2020).

Central Asian Journal of Art Studies Volume 6. Issue 1. 2021



102

Central Asian Journal of Art Studies Volume 6. Issue 1. 2021

References

1.

10.

11.

12.

13.

Pasolini, P. Poeticheskoe kino // Stroenie fil’'ma. [Poetic cinema // The structure
of the film]. Compiled by K. E. Razlogov. Moscow: Raduga Publ., 1985,

pp. 45-66. (In Russian)

Metz, C. Problema denotatsii v khudozhestvennom fi’me // Stroenie fi'ma.
[The problem of denotation in a feature film // Film structure]. Compiled by

K. E. Razlogov. Moscow: Raduga Publ., 1985, 158 p. (In Russian)

Lotman, Yuri, Tsivian, Yuri. Dialog s ekranom [Dialogue with the screen].
Aleksandra Publ., Tallin, Yukhiselu Print, 1994, 215 p. (In Russian)

Losev, A. F. Istoriya antichnoi estetiki (sofisty, Sokrat, Platon) [History of ancient
aesthetics (sophists, Socrates, Plato)]. Moscow, s/n, 1968, 850 p.(In Russian)
Valgina, L. S. “Teoriya teksta. Tselostnost’ i svyaznost’ kak konstruktivnye
priznaki teksta” [Text theory. Integrity and coherence as constructive features of
the text]. Moscow: Logos Publ., 2003, Yanko Slava (Biblioteka Fort/Da). — URL:
https://www.hi-edu.ru/e-books/xbook029,/01/part-006.html (date of access:
06.02.2012).

Yakhibbayeva, L. M. “Kategorii tsel’nosti, tselostnosti i svyaznosti kak osnovnye
priznaki teksta” [Categories of unity, integrity and coherence as the main features
of the text], pp. 209-214, CyberLeninka. — URL: https://cyberleninka.ru/
article/n/kategorii-tselnosti-tselostnosti-i-svyaznosti-kak-osnovnye-priznaki-
teksta (date of access: 09.12.2020).

Pantouvaki, Sofia. “Visualising Theatre: Scenography from Concept to Design

to Realisation”, Edited by Monika Raesch. An At the Interface research and
Publications project. Norwegian University of Science and Technology.
Trondheim, 2016, 192 p. [http://www.inter-disciplinary.net/at-the-interface/,
date of access: 12.11.2018].

Leont’ev, A. A. “Priznaki svyaznosti i tsel’nosti teksta” [Signs of coherence

and integrity of the text], Text linguistics: proceedings of scientific conference.
Moscow, s/n, 1974, Part 1, pp. 159-168. (In Russian)

Sauter, Wilmar. Eventness: A Concept of the Theatrical Event. 2nd ed., Stockholm:
STUTS Publ., 2008, 149 p.

Fischer-Lichte, Erika. The Semiotics of Theatre. Indiana: Indiana University Press
Publ., 1992, 336 p.

Vospriyatie i ego osnovnye svoistva [Perception and its main properties]
Psikhologiya. Azps.ru— URL: http://azps.ru/articles/cmmn/vospriyatie_i_ego_
osnovnye_svoystva.html (date of access: 15.08.2020).

Baibekova, N. “Klassifikatsiya tsvetovoi vizualizatsii kinoproizvedeniya na primere
obzornogo analiza kinofi’mov” [Classification of color visualization of a film on
the example of a review analysis of films], Sozvuchie. — URL: [http://sozvuchie.by/
mustaj-karym-4/klassifikatsiya-tsvetovoj-vizualizatsii-kinoproizvedeniya-na-
primere-obzornogo-analiza-kinofilmov.html (date of access: 04 .12. 2020).
Block, Bruce. Vizual'noe povestvovanie. Sozdanie vizual'noi struktury fil'ma,

tv | tsifrovykh media. [Visual storytelling. Creation of the visual structure of film,
TV and digital media]. Moscow: GITR Publ., 2012, 320 p. (In Russian)



14.

15.

16.

17.

18.

19.

20.

21.

22.

23.

24,

25.

26.

Itten Johannes. Iskusstvo tsveta [The art of color]. Moscow: D. Aronov Publ.,
2001, 96 p. (In Russian)

Volkov, N. N. Tsvet v zhivopisi [Color in painting]. Moscow: Iskusstvo Publ., 1985,
143 p. (In Russian)

Goethe, J. W. Uchenie o tsvete = Zur Farbenlehre: Teoriya poznaniya = Zur
Farbenlehre [Theory of colours = Zur Farbenlehre: Theory of knowledge] / transl.
from German by V. O. Lichtenstadt, 4th ed. Moscow: URSS Publ., 2012, 195 p.
(In Russian)

Danashev, M. Kh. “Tsvetovoi krug mezhdu naukoi i zhivopis'yu” [The color wheel
between science and painting], Bulletin of the Karachay-Cherkess University of
Education, 2000, No. 3, pp. 153 — 163.(In Russian)

Zheleznyakov, V. N. Tsvet i kontrast. Tekhnologiya i tvorcheskii vybor [Color and
contrast. Technology and creative choice]. Textbook. Moscow: VGIK Publ., 286 p.
(In Russian)

Ivens, R. M. Vvedenie v teoriyu tsveta [Introduction to color theory]. Moscow: Mir
Publ., 1964, 442 p. (In Russian)

Marusenkov, V. V. “Interpretatsiya syuzhetno-obraznogo ryada literaturnogo
proizvedeniya sredstvami kinoiskusstva” [Interpretation of the plot-shaped series
of a literary work by means of cinematography], Katalog / Iskusstvovedenie /
Kinoiskusstvo. Televidenie sredstvami kinoiskusstva [Cinematography. Television
by means of cinematography]: candidate’s thesis: 17.00.03 / Marusenkov.
Moscow, 2015, 182 p. (In Russian)

Kovin, A. E., Isaeva, N. A. “Pravila tsvetovogo kontrasta v otdelke

inter’erov i ekster’erov” [Rules for color contrast in interior and exterior
decoration]. eLIBRARY ID: 39150812 — URL: https://www.elibrary.ru/item.
asp?id=39150812 (date of access: 01 .09. 2020).

Klassifikatsiya tsvetovoi vizualizatsii kinoproizvedeniya na primere obzornogo
analiza kinofil’'mov [Classification of color visualization of a film by the example
of a review analysis of films], Sozvuchie. — URL: http://sozvuchie.by/mustaj-
karym-4 /klassifikatsiya-tsvetovoj-vizualizatsii-kinoproizvedeniya-na-primere-
obzornogo-analiza-kinofilmov.html (date of access: 04.01.2020).

Dmitrieva, V. A., Odintsova, V. V. Psikhologiya kino [Psychology of cinemal). Saint-
Petersburg: SpbGU Publ., 1995, 215 p. (In Russian)

Kracauer, Siegfried. Priroda fil'ma. Reabilitatsiya fizicheskoi real’'nosti [The nature
of the film. Rehabilitation of physical reality]. Abridged transl. from English by

D. F. Sokolova. Moscow: Iskusstvo Publ., 1974, 238 p. (In Russian)
Intentsional’nost’ [Intentionality]. Humanities web portal. Gaidenko, P. P.,
Neretina, S. S., Vostrikova, E. V., Motroshilova, N. V. — URL: https://gtmarket.ru/
concepts/7348 (date of access: 22.03.2021)

Zaitseva, M. L. “Fenomen sinestezii v evropeiskom muzykal’'nom iskusstve
epokhi romantizma” [The Phenomenon of Synesthesia in European Music Art of
the Romantic Era], Mezhdunarodnyi elektronnyi nauchnyi zhurnal [International
electronic scientific journal], 2016. Vol. 2, No. 11. Section "Iskusstvovedenie"
["Art History"] 3.1, pp. 1-13. (In Russian)

Central Asian Journal of Art Studies Volume 6. Issue 1. 2021



104

Central Asian Journal of Art Studies Volume 6. Issue 1. 2021

27. Mikhailova, A. Obraznyi mir stseny: ( Zametki o sovrem. stsenografii ) [The
imaginative world of stage: (Notes on modern set design)]. Moscow: Sovetskii
khudozhnik Publ., 1979, 245 p. (In Russian)

28. Mikhailova, A. A. Stsenografiya: teoriya i opyt (ocherki) [Scenography: theory
and experience (essays)]. Moscow: Sovetskii khudozhnik Publ., 1989, 336 p.
(In Russian)

29. Filosofskii entsiklopedicheskii slovar’ [Philosophical Encyclopedic Dictionary].
Moscow: INFRA-M Publ., 2003, 576 p. (In Russian)

30. Snimi fiI'm. Tselostnost’ stseny, fokus [Shoot the movie. The integrity of the
scene, focus]. — URL: http://snimifilm.com/almanakh/semki/tselostnost-
stseny-fokus (date of access: 09.08.2020).

31. Alfred, Gell. Art and Agency. An Anthropological Theory. United States, Oxford
University Press Inc., New York. 1998, 293 p.

32. Abikeyeva, G. 0. “Kazakhstanskoe kino, kotoroe stoit smotret’ radi neveroyatnoi
raboty khudozhnikov-postanovshchikov” [Kazakhstani cinema worth watching
for the incredible work of production designers], Buro. — URL: https://www.
buro247.kz/culture/cinema/kazakhstanskoe-kino-kotoroe-stoit-smotret-radi-
neveroyatnoy-raboty-khudozhnikov-postanovshcikov.html (Jata o6paLieHuns:
23.07.2020).

Hasupa BaiioekoBa, Ka6bin XanbikoB, MaHxut CuHrx

T. K. )Kyprenos aTbinnarsl Kaszak yaTTbIK oHep akajieMHsIChbl
(Anmarst, KasakcraH)

CLEHOIMPA®UA MEH KUHO AN3ANHAAFbI BEUHE TYTACTbIFbIH KYPAYLLUbI
K¥PblIbIMAAP: ®EHOMEHJAP, ¥FbIMOAP, KPUTEPUWANIEP

AHzaTtna. Ayamo-6enHeni eHepae KMHO KanTafaH TeaTp, o4ebueT, KeckiHaeme, dotorpadus,
pexuccypa, ApamMa xoHe 6acKa Aa 6ipKatap eHep TYpaepiHe HerisgenreH biknaaabl eHep Typi
60nbin Tabbinagbl. Ocbl 6arbiTTapAblH AaMyblHAAFbl COHFbI TEHAEHUMANapaa Herisri pendi Kabbingay
NMCUXOJIOMUSACHI TYPFbICbIHAH FblfIbIM MEH TEXHMKaAa Y/IKEH XKETICTIKKE XKETKEH CypeTLinep atkapabl.
KWHO MeH TeaTpaarbl KEHICTIK NMEH YaKbITTbIH, ©3repyi — XaHpFa KapamacTaH Ke3-KenreH GuUabMHiH,
KOMbINbIMHbIH, COTTINIMHIH, €Ki HETi3r KOMNOHEHTI. KepHEeKi KapbIM-KaTblHACTbIH, 8p TYPAi 84icTepiH
TYCIHYAIH anfbllapTbl peTiHae 6enHeni onnay npobaemMacbiHa Kbl3blFyLblibliK 6ap, 011 aaMHbIH,
avHanacblHAafFbl 0OObEKTUBTI 81EM KeHele TycyimeH 6annaHbicTbl. byn kargannap 3amaHaym
aflaMHblH angblH-ana 6argapnan anybiHaa, 6ipak ToxXipnbe KepceTKeHOeN, MYHbIH 63pi XaoCTbIH,
nanga 6onyblHa akengi. Lewim — rymaHuTapnblK FblibiMAapabl XKaH-KaKTbl 3epTTeyaeH KepiHeTiH
6eriHenik onnayabl AaMbITy MOCENECIH aH-XaKTbl Tanaay, an makanaga 6yn MaceneHiH Tek 6ip
YXafbl FaHa emec, atan anTKaH4a KMHO MeH TeaTpAbl Kabblngayaarbl 6eMHENiK onnayablH peni
KapacTbIpblafFaH.

MaKanaHblH, MaKcaTbl — Ka3aKCTaHAblK cLeHorpadusa MeH GunbMai KepKemaey MblicasblH
KoJilaHa OTbIPbIM, KECKIHHIH BU3yanabl TYTACTbIFbIHbIH XXaHa Typ/epiH TEOPUAbIK XKaHE afiCHaManblK
3epTrey. MiHaeTTepi: 6EMHEHIH TYTaCTbIFbIH TYCIHYAIH TEOPUSASIBIK }oHEe aMMNUPUKanbIK TacinaepiH
3epTTey; Kasipri 3amaHFfbl ayanoBu3yanabl eHepaeri 6enHeneyid, MaHbl3bl cananapbiH aHbIKTay
YKOHE KECKiHHIH TyTacTblfbl YFbIMAAPbIHbIH, HETi3ri KaTeropusaaapbiH HEri3aey; COHbIMEH KaTap,
CUHeCTe3us KybblnbiCTapbiHa 6anaHbICTbl BU3yanu3almsara acep eTy aficTepi. 3epTrey aficTepi:



NCUXONOrusiHbIH 3aMaHaywv Tacinaepi MeH aaictepi, cemuonorusansik tacingep (Y. 3Ko, . MaconuHu,
K. Meu), KuHemaTorpaduaaarsl CTPyKTypanucTik Tacingep (K0. JlotmaH, 0. LinesH, B. YcneHckun,
H0. MapTbIHEHKO), FepMEHEBTMKANbIK XaHe NpaKTUKanblK-6aFbITTanfFaH 3epTrey aficTepi.
HaTuxenep: KnsnabliH BU3yann3aLmnsachl cana XoHe LWbliFapMa 6€MHEeCiHiH TYyTacTblFblHbIH, HEri3i
peTiHae KepiHedi. bapnbiFbl 6acTankblga anHanagarbl KyoblibicTapabl 6acKkanapra KaparaHia
GapblHLLA XKapKblHbIPaK KepceTine oTbipbin, 6eMHEHI BU3yanusauumsanay apKblibl KabblngaHagbl.
KepHekKinik Hemece akbln-onabl 6erHeneyre — 6y MUAbIH 3aTTapabl 6erHenepaeH Kepe any
KabineTi, eciHe TycipinMereH HopceHi ovla «afKTaybl» XaTafbl. by WbiFapMallblinbiK NPOLEecc.
Erep MoaeHHETTIH AaMybl MEH KOpLUaFaH anemAi TaHyFa XoHe TypneHaipyre 6arbiTTanfaH KentereH
LWbIFapMalUblblK aKTiepaiH ic-opeKeTiHiH cangapbl 601ca, OHAA aaam e3iHiH Ty6erenni KkabineTtiH
KypanTblH BU3yanabl KUK apKblibl FaHa 63 naesnapbiH 6enceHi ete anaabl. MyHbIH HOTUXKECH —
YEeKe TyJIFaHblH MOAEHM LblFapMaLlblNbIFbIHAA iCKE acbIpblilyFa KaTaTblH, }XEKe caHa KypraH 6enHeni
KypblnbiMaap 60nbin Tabbinagbl.

Tipek ce3gep: BU3yanabl 6eMHe, TYTacTblK, Kateropuanap, cueHorpadus, KuHematorpadus, eHep
QHTPOMOJIOrMUsAChl, Kabblgay NCUXONOrMUACHl, HEMPODUINONOTUS, CUHECTESNS.

HaneKkce3s yuwiH: barnbekoBa H. A., XanbikoB K. 3., CuHrx M. CueHorpadums MEH KMHO AM3anHaafb
6eiHe TyTacTbIFbIH KypayLlbl KypblibiMaap: deHomMeHaap, YrbiMaap, Kputepunnep. Central Asian
Journal of Art Studies, 2021, 6(1), 85-106. https://doi.org/10.47940/cajas.v6il.375

Nazira Baibekova, Kabyl Khalykov, Manjeet Singh

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

IMAGINATIVE COMPONENTS OF INTEGRITY IN SCENOGRAPHY AND FILM DESIGN:
PHENOMENA, CONCEPTS, AND CRITERIA

Abstract. Amongst audio-visual arts, cinema is the most influential art form based on theater,
literature, painting, photography, directing, drama and a number of other arts. The role in the latest
trends in the development of these areas is played by artists who make a breakthrough in science
and technology from the point of view of the psychology of perception. Changing space and time in
cinema and theater are two main components of success of any film, performance, regardless of
genre. There is interest in the problem of visual thinking as a prerequisite for understanding various
methods of visual communication; recently, the objective world around a person has expanded
enormously. These circumstances should have determined the foresight of modern man, but, as
practice shows, all this led to the emergence of a kind of chaos. The solution is a thorough analysis of
the problem of the development of visual thinking, which reflected in the comprehensive study of the
humanities, and the article considers not only one aspect of this problem, namely the role of visual
thinking in the perception of cinema and theater.

The purpose of the article is a theoretical and methodological study of new forms of visual
integrity of an image using the example of Kazakhstani scenography and film design. Objectives:
to explore theoretical and empirical approaches to understanding the integrity of the image;
to determine the essential qualities of image visualization in modern audio-visual arts and to
substantiate the main categories of concepts of image integrity; as well as methods of exposure
to imaging associated with the phenomena of synesthesia. Research methods include modern
approaches and methods of psychology, semiological approaches (U. Eco, P. Pasolini, C. Metz),
structuralist approaches in cinematography (Yu. Lotman, Yu. Tsivian, B. Uspenskij, Yu. Martynenko),
hermeneutic, and practice-oriented research methods. The study has shown that visualization of the
imagination appears as a feature and the basis for the integrity of the image of the work. Everything
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is perceived initially through the visualization of the image, capturing the surrounding phenomena
with greater brightness than others. Visualization or mental representation is the ability of a brain to
see objects in images, mentally “finish building” something that was not immediately remembered.
This is a creative process. If the consequences of many creative acts are aimed at cognition and
transformation of the surrounding world, then a person can activate his intentions only through visual
imagination, which is his fundamental ability. The result of this is the imaginative structures created
by the individual consciousness, which are subject to implementation in the cultural creativity of the

individual.

Keywords: visual image, integrity, categories, scenography, cinematography, anthropology of art,
psychology of perception, neurophysiology, synesthesia.
Cite: Baibekova, N., Khalykov, K., Singh, M. (2021). “Imaginative components of integrity in
scenography and film design: phenomena, concepts and criteria”. Central Asian Journal of Art
Studies, 6(1), 85-106. https://doi.org/10.47940/cajas.v6i1.375
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OHen bekenosa',
Hapraii BekmosauHos'

'T. K. JKyprenos arbinarst Kaszak YJITTbIK OHep aKaaeMHsIChI

(Anmatsl, Kazakcran)

AHfaTna. KasaK xanKkbl MypacbiHAa My3blKa eHepIiHAE YIKEH OPbIH anbin, atagaH 6anara, yctasaaH
LIBKIPTKE, KONMa-Kos 6epinin Kene xatkaH A9CTypfepaiH 6ipereni — aH-kyn gactypi. Ocbl 9H-KyM
MEKTEnN A9CTYPiHiH 6ipi — ApKa KYMLLINiK AocTypi. ApKa KYMLWIiNiK ASCTYPIiHiH LWWepTne Kyn eHepiHaeri
OPHbIH, OPbIHAAYLbINbIK MOHEPIH aXKblpaTblN KapacTblpFaH eHOEKTiH a3ablfbl KenLwinikke Masiim.
KenTereH 3epTreyLli FanbiMaapablH, eHOEeKTepiHae ApKa KynLWinik MexkTe6i TaTTiMbeT KasaHFanyiblHbIH,
LbIFapMalLLbUIbIFbIMEH LLIEKTENIM, 63re KyMLli AoMOblpallblnapablH KYULLIIK Kblp/apbl ThiC KanfaH.

Ocbl MaceneHi 6YriHri KyHae Kapan Tangay AoM6bipa Kyn eHepiHae 63eKTi Macene. ApKa KyMLWinik
[OOCTYPiHiH epeKLweniri 6yriHri KyHae agamy yctiHae. COHbIH 8yeHAIMH, bIPFAKTbIFbIH, KaFblCTapbIH,
OpblHAAYLWbIIbIK MOHEPIH *eTKi3e KonaaHa 6iny — yKeH ASCTYPAIH KYHAbINbIFbIH KepceTei. On AKmona
OHipiHiH popTennaHora, aHcambibre, opKkecTpre, GObKIOP/bLIK XoHe XablK acnantapblHa TyCipinreH
LbIFapManapaa aHblK 6ankanaabl. Ocbl TycTa ApKa eHipiHiH Ky eHEPiH AaMbITbiM, LIEPTNE KyM
[OSCTYPiHiH HacuxaTTaywwbicbl OcnaH CynenmMeHOBTbIH LWblFapMallbliblFbl MaHbl34bl OPbiH anafbl. OHbIH,
LbIFapMallblIbIFbIH Tanaan 3epTrey apKblibl 6i3 ApKa KYWLWLINiK eHepiHiH 6YriHri KyHre AeniHri agamy
Ke3eHaepiH 6arkan anambl3. bananapfra Kym ynpertyae anfblHa aH canmMau, YIKeH eHOeK aTkapbin,
Gananap My3blKka MEKTENTEPIH allKaH Kyhwi-komnoautop CynenmeHoB OcnaH CynermeHybl oCbl
MaKanaHblH HEri3ri 3epTTey Keai 60naabl. byriHri KyHAe aBTOpPAbIH LblFapMallbliblFbiH alla OTbIPbIM,
AKMONa eHipiHiH ApKa KyMLWinik MeKTeobi iWwiHAeri e3re KbipnapbliH 6aKanmbl3.

Ochbl FbIIbIMU-I3AEHICTIK XYMbICTbI XKYPri3e oTbipa 6i3 6ipas KaHalblK NEH HOTUKEre KeNaiK:
[OOCTYPJli OKbITY 8AiCiHIH AKMONa eHipiHae XoFanmaK KanfacblH TabyblHAa, ApKa KYHLLINIK MEKTEBIHIH,
KanblnTacyblHAA XoHe KyHLWinepaiH WolFapManapblHblH HacuxatTanybiHga. OcbiFaH CyneHe oTbipa
6yn 6arbIT 60NallaKTa 3epTTeylli FanbiMaapfFa, OKbIpMaH KaybiMFa XoHe e ApKa KYMLWiNiK MeKTe6iH
3epTTeyllinepre Kbi3blKTbl 9pi Nanaanbl aknapat 6onagbl Aen ecenTenmia.

Tipek ce3gep: ApKa KYMLWIiNiK eHepi, A9CTYpANi YUpETy a4icTepi, WepTne Kyn AaCTypi, KYK, ycTas,
XanblK LWblFapMalbliblfbl, JOMObIpa MEKTEBIHIH, KanbinTacybl, LWaKIipT, AJOMObIpa.

HaieKce3s yuwiH: bekeHoBa A. /1., bekmongnHoB H. C. ApKa Kynwinik meKtebiHgeri OcnaH
CynerMeHoBTbIH, WbiFapMallbibiFbl. Central Asian Journal of Art Studies, 2021, 6(1), 107-119.
https://doi.org/10.47940/cajas.v6i1.302
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Kipicne

A3aKCTaHHbIH OPTAJIbIK aMaFbl
K caHasatblH Capblapka jajachl
VITTBIK KyH/IblJbIKTapra aca 6ai.
Kasak My3blKachlHbIH aJIThIH FACKIPbI
cananatbiH XIX raceipyia eTKeH caJi-cepi,
Kaaccukrepimiz bipxkan, Akan, Ykiji
bl6wipaii, banyan [llonak, Owmipe T. 6.
KoCiOW 9HIIIIK OHEp/IiH HeTi3iH KaJjaca,
Urasik, blkbinac, Cainans Capbl Toka,
TorrimGet, Keiznapoekrep Capblapkanarbl
KYHLIIJTIK OHep/li KaJbINTacThlpraH
tyJaranap. Kazak xaakblHbIH TypMbIC-
TipLUiJIiri, TApUXbl MEH MOJIEHHET] TypaJibl
1IeTes FaJibIMIapbIHbIH (casxaTLbLIaP/bIH )
3eprreysepi KobiHece STHOrPAPUSIBIK
HarbITTa »KacajraH. Kasak My3blKachl, OHbIH
illiHAeri acnanTblK My3blKa TypaJibl Ka3aK
JlaJlacblHa KeJlil 3epTTey XKYPri3reH OTaHIbIK
YKOHe 11eTeliK FasbIMAap/bIH, eHOeKTepiHeH
kepewmis. 1. B. Apasun (Apasun, 1970),
B. B. Papyios (Pangios, 1993) 1. 6. wietennik
3epTTeyLi FaJbIMAAP/IbIH eHOCKTepiHIe
Ka3aK XaJKblHbIH 3THOrpadHUsiChbl, MOJIEHHETI
MEH TapUXbl, ACNAITbIK My3blKa OHEPiHIH
XaJIKbIMBbI3/IbIH, KOLLTIeJ TYPMbIChIHIAFbI
Jamybl MeH 6acka 1a ailpbIKiia
€peKLLIEeJIKTePi FhIJIBIMU TYPFbIAA KYHeJi
3epTTe/reH. bys tapuxu seprreyiep o3
Ke3eriHjie »KaJlllbl Ka3aK XaJKblHbIH, OHbIH,
itrinne CapblapKaHbl xKakIaFaH XKYPTThIH,
TapUXH-MdJICHH axyaJibl TypacbliHla
KenTereH ThlH MaJjiimerTep Gepin, XIX
FacbIplaFbl Ka3ak JAaJ1acbiHarbl KelneJi
MOJICHUETTiH OUiK IeHreHiH KOpCeTTi
[1,2156.].

Kasak — e3iHiH MyHbIH alTbIN

JKETKi3eTiH, LepiH TapKaTaTbiH CaH
MbIH, 2KbIJIFbl TAPUXbIH »KAJIbIHIA CAKTAH
aJIaTbIH KOOBI3, 10MObIpa CeKiJIL KyAipeTTi
acrnanTtap/pl IyHHere 9KeJreH XaJblK.
By ekeyi e — kekiperi kembere TOJbI
XaJbIKTbIH MyHIIbLIapbl. Ochl KylipeTTep/i
TYJILIPbII, OJIapra TiJl GiTipreH raxkan eHep
aramiapbl 1a Kasak XaJKblHaH HIbIKKaH [ 2,
6 0.]. «Kasak nHarbi3, kazak emec, Harbi3
Kaszak-jomObipa» [3, 101 6.], — nen akbit
Kanbip Mbip3a aJ1i xKblpsiaraniail XaJaKbiMbl3

YLIiH JoMObIpaMeH eri3 yrbiMm — Kyi. Ky#
Jlece eJieH eTTMelTiH, KahchIChl ThIHAACA 1A
KaHbl KbI30AUTBIH Ka3aK »KOK, KyaHbILITa 1a,
KaWrblia J1a, Kait xkepjie 60JIChIH dpKallaH
KaszakreHn 6ipre »kacackan — kyi. Kyine
VATTHIK pyx 6ap. Ky# KazakTbiH emip
Gailsiblrbl — KyHIbIBIFGL [4, 6 6.]. KagakTbin
yJbl akeiibl AGait: «Kynakran kipin

Ho¥Ibl anap, OceM 9H MeH TOTTi Ky », en
JKbIpJiaraHiai, Kaszak XaJKblHbIH caH OybIHbI
Kypmanrassl, [loynetkepeii, Jluna, Momen,
Ecip, batixirit, Tortim6er, Kazanran,
Cyrip, Toka, AGblT CHSIKTbI XaJIKbIMbI3/IbIH
acbl/l 6HEPIH yCTaFaH yJbl KyHLIIJIEPAIH MOJ
MypachIMEH CyCbIH/AI OCTi.

Kaparay enipin, Anraii-TapGaraTtaii,
Opraunbik Kaszakcera, Coip eHipiH
KAMTUTBIH, Ca3 9yeHIMEeH, oHi MeH
Wipimisiri >karbinan 6afaanbicsl 6ap
11epTIie KyH I9CTYpi Ka3ak My3blKacbhlH/1a
VJIKeH opbiH anajpl. [leptne kyit —
JKAHPJIBIK aHbIKTAMa €MecC, COHbIH Oip raHa
6edrici. O allMaKThIK-OpbIHAAYLLBIIBIK
epeKlLle/iKTepiHeH TyaTblH My3bIKaJIbIK-
o0OpasiblK YFbIMFa XKakplH atay. Erep
TOKIIE KYHJIEP XKblIaM, KYHKbIIKbITA
opblHjaJICca, 1IepTre Ky yarinepi 6asty,
yCTaM/ibl, J1aM »KaHblHA TEPEH dcep eTeTiH
wibirapmadap. leprne kyhaepain neni 6ip
JlaybIcThbl 60JbIM, apariiik eki gaybicka ia
yJachin oteipapt [5, 349 6.] Ueprne ky#
atacbl TorriMGeTTeH Gacray ajbin OyriHri
KYHre JIediH y3iJMel, I9CTYPiH KoFaaTiau
JKETKEH KYHIIIJIIK IOCTYP CaH-FaChIPJIbIK
TaxKipubeci MeH KYH/IbIILIFBI 6ap eKeH/ITiH
ailkbiHaanabl. bys nactyp yerasapikra 1a,
OpbIHAAYIBLIBIKTA 12, KOMIIO3UTOPJIBIKTA
J1a 63 KACHEeTiH »KoFasTrnarad. Tortimoer
Ky#Jsiepite ToH Apka JIocTypiH KenrereH
K9CiOU KOMIMO3UTOPJIAp 03 lliblFapMasiapbiHa
apkay etkeH. bys perren E. bpycunosckui,
A. )Ky6anos, M.Tenebaes, JI. Xamuu,

T. 0. KOMITO3UTOPJIAP/IbIH €CiMIEPiH aTayFa
6onanbl. Kaparanabl KasacbiHaarbl My3blKa
KoJlie/Ki ToTTiMOeT ecimiMmeH artaJibin
keseni. TortiMOeT Kyisiepi — Kasak
XaJIKbIHbIH aCManTbIK My3blKaChIHIAFbl
epekiie KyOblbic. OHbIH IbIFApMasiapbiHaH
KOPKEM/IIK dJIeMiHiH »KaHa KblpJapbl



allbl/IbIMN, J0MObIpa acnabblHbIH, XKaHa
MYMKiHJliKTepi kepinic TanTbl. [LlepTin
TAPTY OHEPi LbIH MOHIHAET] YJIKEH MEKTeIKe
afinasbl. KoMnosutop/pit, i3in Kyran
uiepTIie Kyi webepJepiHii TybIHABLIAPbI
COHbIH, aiirarbl [6, 156 6.].

Apka ky#uinik mekre6inin o3re
MekTenTepieH epekiuedniri « Kocbacapaap»
60J1bI1 TaObl1a/bl. « KbIpbIK OybIH
KocOacap» Jien atanaTblH Ky#Jep JieriH
TOJIbIK Oip »KaHp peTiHe KapacTblpyFa
60J1a/1bl. OPKAKChIChI 9P TYPJIi Karnaia
LIBIKKAH OyJ1 KYHJIEP/iH XKapThICbIHaH KeOi
MYH/IbI, 3apFa ToJibl 60J1bIN Kesteli. Keibip
KocOacapJiap ublrapraH KyHLIiHiH aTbIMEeH
Jle aTaJIbIl KeTKeH [7].

Apka KyitsiepiHin 6acka tepTrrie
MEKTeNTepiHe KaparaHaa casiblK
KYPbIJIbIMbI MEH MY3bIKaJIbIK KYpAJIiJIiTi
JKaFblHaH aHaFypJIbIM IaMblFaHbl aHKbIH
KepiHin Typazbl. Anraur apka Kyisiepine
FBIIBIMU Oara Oepir, HoTasbIK »Ka3baJsapra
TyCyiHe bIKNaJ eTKeH — aKaJleMHK A.
JKy6anoB. Kaszak TapuxblH1a TYHFbILI
YHABIMJIACKAH YJIT acranTapbl OPKeCTPiHiH
penepryapbiHa TorTiMOeTTiH «Kocbacap»,
«Capbikaitaay», « CbUIKBLIIAK» Kyijepi
eHri3isi. ApKa KyiJaepiH ocbl OpKecTp
KypamblHa OH TOPT »KaCblH/1a KeJreH
TaJIaHTThbl IoMObIpallibl - Pycrembek
OwmapoB 6eJiceH]li HaCUXaTTa/lbl, OHbIMEH
6ip y2KbIMJIa KbI3MeT eTKeH yKannac
Kanam6aes nen Marayusi Xamsun ne Apka
LIEPTIIECiHiH, y3iJIill KaJMayblHa OpacaH
eHOeK eTKeHiH aiTyra THicnis [7]. Apka
MeKTeOiHiH f1aMyblHa KazakcTaHHbIH XaJlblK
aptici Marayus XaM3uHHiH Ko eHOeri
cingi. O 1epTrneHiH »KaHallia TapThlTy
VJITICiH 2Kacafpl, ecKi KyHJIepaiH xki6iH y36er
OTBIPbII, OHbIH CaXHaJIbIK MOJICHUETIHIH
JIAMYbIH »KeTiJP/i, OChl cajana o3
»KaHbIHAH J1a KeITereH ayes/li lepTresep
KyHJ1ep WbIFap/pl.

Apka KyHLIinepiHiH IbIFapMallblIbIFbIH
aJiraiu 3eprrereH — YoJsin bekeHos,
oublH «IIleprne ky#l webepnepi», «Kyi
TaOUFaThl» aTTbl eHOEKTePi aca KyHbl
FbUILIMU — dlicTeMesiK KiTanTtap. Kyfiii-
3epTTeylliHiH 03i e Apka KyisiepiH

HAKbILLbIHA KSJITIPill TApTaThbiH AAPbIH/IbI
LIePTIIeLLi PETIH/E KA3aKThIH €CiH/Ie aThl
KaJibl. ToTTiMOET KyiepiHiH XKUHAFDI
1988 :xkblibl Epmypat YceHOBTBIH,
KYpacThIpybIMEH aJIFalll >KapbIKKa LIbIKTbI,
2005 xbubl AfiTkan Tokraran Men
Mypar 96yrasbiHblH pelaKIUsiCbIMeH
TOJIBIKTBIPbLIA KalTa OaChI/IbIM LIBIKThI.
TortimGet Kyitsiepin Tyrenaeh binona
blckakos kasbin WIbIKTHL. By enbexte
Torrimbet KyiJiepiMeH Katap OHbIH
MeKTeOiH KypauTbiH ApKa KyHIIiJIepiHiH,
Gopi Gap. Apka Kyiljiepin Taza MeHrepy
9PKIMHiH KOJIbIHAH KeJie OEpMEeHTIH iC.
Ce6e0bi, Kot xkblagap 60HbI LepTIie Kyi
HACHUXATTAJIMAJIbl, OHbI OKBITY iCi 2KyHeJi
TYpAe XKYprigijireH eMec, Kasipri My3bika
MeKTernTepiHeH Oacran KoHCepBaTOpHs,
aKajemusira JIelinri 1omObIpa NoHiHiH
OKBITBITY YJITiCi 1lIepTIe KYH/Li TOJbIK
KaMTbIMa/ibl, HEri3ri 6arbIT TOKIE KyHIiH
JlamyblHa Gar1apJaHbli OTbIPFaHbl LIbIH.
bipak, coran kapamacraH ara OybIH LIepTIIe
KyHLIiJIep/ieH YJIri KopreH AapbiH/bl KyHILi
JKacTap ecin keJie xKaTblp, oJiap 6apbiHila
TYIHYCKAHbl MEHrepyre TaJIblHya, Oipak,
caycak 0acy, Kazakbl KarbIC I9CTYypiHe
Tictepi 6atnan XKypreHi WbIHABIK, OFaH
HaJsianaiika MeH OpbIC JOMPAChIHbIH,
JKATThIFYJIapbIMEH ©CKEH 2KaT MallblK Kepi
acepiH THrigren aen Ginemis [7].

Anmatsl Kanacbinaarsl Kypmanrasbl
aTblHAarbl YJITTbIK KOHCEPBATOPHUS]
Kabbipraceinga ToTTiMOeT aThiHIAFbI
uieptrne Kyi MekTeOiHiH allblTybliHa
bIKIAJI €TKEH JaPbIHAbI KYHLi-ycTa3 —
Binan blckakos. By mexren uieptre
MojieHHeTiHiH OTaH/bIK a/IThiH Ka3bIFbl,
9P 2KblJ CalbIH OCbl MEKTEIITEH JI9Pic
aJiFa TyJekrep OypbIHHAH KaJlbIITAChIT
KeJie yKaTKaH OHep/liH aTbIH ollipMeH,
Gosaliiakka »KaJjrayna. Apka MekTeGiHiH
KaJlayblH TyCipMeH »KeTKisreH 1edep
KyHLLIiJep KaTapblH1a AapbIH/bI
nomo6bipatibiiap — Jlayner6ek Cajnyakacos,
[Tasbln Tyrkabekos, MyxameT:kaH
Tineyxanos, Meiipam Yiimaram6etoB, Axat
bBaii6ocbinon, Kanrac Canyakacos, Ocrnan
CyJiefimeHoBTep. bisnin Makaiambiara
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apkay 6oJbin oteipran Ocnan CysefiMeHOB
1948 xblibl 1 aknanga AKMoJia 06J1bICH,
[lesmunorpan aynansl, KaHaxos aybliabiHaa
nyHuere Kesred. yKacrariblHaH atachbiHbIH,
HasiHIaraH XKblp-AacTaHjiapbiH 60HbIHA
cinipin ecken Ocnan CynefimMeHyJIbl

aJiraiu pet 12 »xacbiHna ayiim xKypTKa
Ky#uisirimen Taubuia 6iared. O Mekten
KabbIpracblHaH H6acran [oMoObipaja iebep
olHayMeH Oipre e3i eJ1€H »Ka3blll, oH ¢
wibiraprat. TinTi, 10-1bl CbIHBINTA OKbII
JKypreHinze 6ananap KiikeHtai OcrnaHHbIH
JKasFaH clueHapuili OoMbIHIIA JaibIHIAIFaH
CTeKTaKJ/b/i MEKTEeI caxHacblHa LIbIFapFaH.
Oua1 10 chinbInTa 1OMOBIPA OPKECTPIH
YHBIMJIACTBIPHII, OFaH YKETEKIIIJIK eTe
aJlaTbIH JppexKere xeTkeH. JKuHasnran
aKrapar KyHLIiHiH >KeKe cyXOaTTapblHaH,
OYpbIH-COHJIbI KAPHsIIAHFAH ra3eT-
JKypHaJapaH aJjblHibl. « MeHiH KoJbiMa
J1oMObIpa emMec, 9H caslaThiH KaH CHUSIKThI»
T, eMipiH eHepMeH epHeKTereH «Kypmer
Hesirici» opieHiHiH nerepi, HipHelle KbIp
»KUHarbIHbIH aBTOpbl, KP Ginim Gepy iciHin
Y3Jliri, TaHbIMaJ ycTazuapra OepijieTin

«bl. AnTblHCapuH MeaiHiH» Herepi,
casrep-ky#ini, ycras CyneiimenoB Ocnan
CyJiefiMeHy/IbIHBIH ApKa KYHIIIIJIIK OHepiHiH
JlaMyblHa KOCKaH yJeci 30p. YcTasiblK
KOJbI 1967 *Kblibl akaH adblHbIH 1 11
JKYJIIBI3bIHIA HOMepi 4-11i Kazak opta
MekTeOiHeH HacTay anaibl. Onepre

JIeTeH CyHiCMeHUIITiHiH apKaChIHAA COJI
»Kblbl Llennnorpan kanacoinaarsl CokeH
CefidpyiuH aThIHAAFBI MEAATOTHKABIK
MyFaJliMIep HHCTHTYThIHBIH, My3bIKa
(hakysibTeTiHE OKyFa Tycei. Asralil KyHHeH
facran TepT Kbl OOHUbIHA KA3aK 2KACTAPbI
apacbinaarbl «['yanep» yibIMbIHBIH « OHep
JKoHe MajieHHeT» OeJliMiHiH KeTeKLici
6onanbl. 1979 xblibl Kopramkbin
ayJlaH/IbIK KopKeMeHeprasiapjian KypaJjraH
«Llenunublii» ancaMOJiHiH KaTapbIHAA
Kypin, BeHrpust MemsiekeTiHe oHep
kepceresli. bynan keitin aynanibik
«Jlynap-ail» ancambJliHiH KaJiblTacyblHa
yJKeH yJsec Kocaapl. Ocbl atasran
aHcambJ/ibMeH YexocoBakus MeMJIeKeTiH e
Kasak 6HepiH AyHiM >KYPTLIbIIbIKKA Malll

etenti [13, 6 6.]. OHepin opiciH KeHeHTeTiH
OiJIiM €KeHiH epTe TYCIHTeH YJIaFraTThbl YCTa3
1991 xbuibl 9 KbipkyiiekTe [lemunorpan
KaJlaCblHbIH, aTKAPy KOMUTETI XaJIbIK
JlenyTaTTapbl KeHECIHiH, LeliMiMeH asraLl
MeMJIeKeTTiK Tisine Oiim 6epetin No4 kazak
My3blKa MeKTeGiH atajbl. Cos yakbITTarbl
JKoraprbl keHec genyTatsl, binim xkone
FolIbIM MUHHCTPi LTomiui Kenbaikpiabl
HacraraH Y/ATKAH/Ibl 3Us1/IbLIAPIBIH,
Kemerimen 3 myraJjim cabak Gepetin 27
OaJsiara apHaJIFaH Kasak My3blKa MeKTeOi
manpipak ketepirn, Ocnan CynefiMeHyJIbl
COJI MEKTEMNTIH, TYHFbILL IHPEKTOPHI

6oJ1bIN carsianapl. by mekren coa

JKblJIbl €J1iMi3JIeri alrallKbl KA3aK My3blKa
MeKTeNnTepiHiH 6ipi ef.

9aicTtep

Ocnan CysieiMeHOBTBIH
LIbIFAPMALIBIIBIFBIH 3€pTTey OarbIThIH/A
613 TYpJ1i FBIJIBIMU dIiCTEP/Li KOAAHbIK.
Ocnan CynefiMeHOB TypaJibl aknaparrap
TYpJli razeT->KypHaJ OachblIbIMAAPbIHAA
JKapusiJIaHFaH, MHTepHeT calTTapiaH,
OeJrifi Ky#iijiepaeH, ycrasaapiat

aybi3eKi aknapar peTinje xuHajblk. Ocbl
aKrnapatTtap KeaJepiH kuHan 6ip xyiere
KeaTipy Kesinne 6i3 AkMoJia eHipiHie eHOeK
eTin Apka Ky# eHepiH JaMbITyblHA YJIKEH
yJiec KocKat jipysieckep Kyt Ocnan
CyJ/ieiiMeHOBTBIH GeiHeCiH alllbM, YCTa3/IbIK
mebepJiiriMeH oKbITy dflic-TaciJiepiMeH
TaHbICThIK. OChl TyCTa: OHriMesecy,
cayaJiHaMa Kyprisy, eHOeKTepiH capanTay
azicTepi naiaasaHbLIIbI.

1. Byriuri kynne Apka Ky#iuinik mexkren
itninneri AKMosia eHipiHae KaabinrackaH
OpbIHAAYLIBIILIK MeKTeN 6ap Aer anTyra
6osanbl. Conrsl 50-60 Kbl iliHge
acriarnka, ancamOJib KoHe OpKecTpre
JKa3blJIFaH LWIbIFapMaJiap, oH-KyHaepaeH,
Hatikayra 60J1ajibl. OYeHIiK epeKIlieliriHeH,
KAFbIC TYPJIEpiHEH, MOTUBTEPJICH T.0.

Byubl 6i3 Ocnan CysieiMeHOBTbIH 03iHiH,
IOKipTTEpiHiH, Gesriai AKMoJia eHipi
KYHULLIJIePiHiH LIbIFAPMaLIbIBIFbIMEH
TaHbICKaHJa OalKalbIK.



2. Ycrasnplk KbIpbIH 3epTTey KesiHie
Ocnan CysieiiMeHOBTbIH 1LIDKIPTTEPI,
i3bacapJaapsl, apKa Kyd J19CTypiH
HacHXaTTaylliblIapbl KONTiri aHbIK. OHbIH
JloMObIpa acnabbiHIa OUHaYbl YEPETYIiH
nporpeccuBTi gaiciMen TaublcTbIK. OJ1 Kici
OYriHri KyHre AediH yMBIT O0JIFaH J9CTypJl
YHApeTy dliCiH KOJIAHbIIN KeJie/li 2KoHe
JIOCTYPJIi YHpeTy OaFbIThIH HACHXATTaklIbl.

HaTtuxenep

Ocnan CyneiitmenyJibl 6isireHiniH 69piH
e3reJjiepre yHpeTil, TaJaHTThl KacTap/ibl
COJ1 OHEP/LiH KbIP-ChIPbIH MEHIepyre
Haysyabl MakcaT TyTkan. OJ1 Typasibl
»KasbliraH Makaianap 1975 xblian 6acray
aJIblll, KA3ipri yakbITKA AeHiH 2KaJFachlIl
keseni. YKagyibl Cepik KananuuHbiH,
canaybiHiia Ocnan CyJiefiMeHOBKe
apHaJiraH MakaJsiajap canbl 350-1eH acajpl.
Onep manitanmanbl 50-/1eH actam 1eT
MeMJIEKETTep CaXHAChIHAA Ka3aKThlH Kapa
JnoMObIpacbiMeH eHep KopceTkeH. COHbIH
iiinne lepmanusi, banteik ennepi, Peceit
Kananapbl, @panuus, YexocmoBakus
oHe Benrpusi memsiekerrepi. @panius
eJliHe 6apraH canapbl xKalblH1a
»ypHasuer Kapatuain Tokcan6atira
6epren cyxOaTbiHaH: « Derunes-AyBper3
KasacbiHbiH M3pi [1bep Bayuer Kazakcran
TypaJbl fa, 6i3aiH EnGacbiMbI3/bl 1a KaKChl
6isieTiH agam GOJIbIT ILIKTHL. AcTaHaza
OTKEH dJIEMIK JiiH1ep KewbaclublIapblHbIH,
Cbe3iHe KyJIaFblH Tilill XKypPreH TycTa
YKOJIBIKTBIK. ©Te KapanaibiM afiaM eKeH.
Yiiinin TepineH 6i3 yiiiH apHaiibl OpbIH
caisian KoibinTel. Kellenepre xKapHamambl3
i1iHin, agrbIMbI3 2Kepre TuMest. TinTi
OacblIbIMIAPbIHIA CYPETTEPiMi3 XKapbIK
KOPIll, TeJIEBUIEHUE aPKbIJIbl OHEPiMi3ai
KeHiHeH JppinTen :katTbl. MyHnan
cyHicreHIiiKTi 6YpbIH-COHJIbI KOPMEIiK »
nen (paHily3nap/blH Ka3ak MajieHueTiHe
JIeTeH 1JITUNAThIH epeKile KOHiJI-Kyije
QHrimMesiereH Ky»HIi eTesie Kazak oHepiH
JopinTey yiuiH ker eHoex eTti [ 11, 6 6.].
OrtkeH racbipiibiH, 30-KblJIapbIHAA
@panuusubiy actanachl [lapuxkie anraii

peT Kasaklia aH caJlblll, Ka3ak eJiHiH oHepiH
Eyponara nai etken Owmipe Kauay6aes
eni. Apana 60 »KblJ1 6TKEH COH aTa/IMbIIII
memJekeTTiH Kinepmon-®eppan kasnacbiHa
a3 KYHJK carnapMmeH Oaphblr, ajrail peT
Ka3aKThIH oHepiH KopceTkeH Ne2 Hasanap
My3blka MeKTeOiHiH 1oMObIpallibliap
aHcam61i [ 16, 6 6.].

Kasak eninin :xyperi Acrananarbl No2
H6asianap Mysblka MeKTe6iH HiIMelTiH
TYPFbIH/BI Ke3zlecTipe anmaincbis. bapi
Nie Gisiefti, OHbl MaKTaH TyTajibl. bip
FaxKaObl ©HEP OPAACHIHbIH OKYLIbIAPbI
COHFbBI JKbIJIJIAPbl KOHKYpCTap MeH
(hecTHBasIBIAPFA KATBICY YILIiH aJbICTarbl
1IeT MeMJIeKeTTepiHe 26 peT canap uierin,
Ka3aK My3bIKACbIH HacHXaTTam KeJie/j.
Ochinpai Tosarai TabblcTapyibiH Heri3in
KaJsarn, eHepJi 6ajanap/pl Topouesen
JKaTKaH MeKTerl MyraJiiMepi ekeHi
Hedrisi. YokbIMIpl OipHellie XKbl1aap
6olibl Kazak eHepiHiH xkaHaubipbl Ocnau
Cy.sieitmenoB 6ackapmpl [ 15, 3 6.]. Ocnan
CyJiefimeHysibl — caarep, GipHellle dHzep
MeH Kyisep/iH aBTopbl. COHbIH, illliHe
e3i WbIFapraH Leprre Kyili — «Ananapra
tarabiM>». OraH Koca «Haypbla camasibl»
JKoHe «KekTeM iryarbl» Kyisepi MeH
«KaszarbIMHBIH 19CTYpi», «ANTHIH YsIM-
MekTeGiM», «yKacrapra tinek», «ApTbiMzua
0JICH->KbIPbIM KaJslapJarbl» ChIH/Ibl
oHepi 6ap. 1967 xbuian 6acran Ocnan
CyJsiefimeHoB OipHelile PecnyGankasbik
KOHKYpPCTap/iblH JlaypeaTbl, TaHbIMaJ
uieGep nomObIpatibl. bipak, e3i atan
OTKEH/ICH, 0J1 YLIiH YKIMeTTiH AUIJOMAADHI,
OpAEHIEepi MEeH Melasblaphbl, Ka3bliap
aJIKACbIHbIH, MaKTaybl ?KoHe TillTi MaKTayJIbl
niKipJep emMmec, KopepMeHIep/liH, TaHybl MEH
cyiticnentuiniri Manpi3apl. O 03iH Kazak
XaJIbIK acrnantapbl aHcaMOJliHiH »KeTeKIIIiCi
»oHe Kypambinjga 100-1en acaTbin
OPKECTPIH AMPHKEPi peTiHae CbHAI KOPAI.
Bipak oJ1 03iHiH »K0J1bIH JOMObIpaMeH
JKaJrayjibl koH canaran. OHbIH KOHLIEpTiHe
KesireH op kepepmen Kyit atachr —
KypmaHnrasbIHbIH KyisiepiHeH 6acrarl,
Ocnan CynefiMeHyJIbIHBIH 03 2KaHbIHAH
LIBIKKAH KyHJiepiHe IeHiH ThIHIaNIbI.
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Ocnan CyJsiefiMeHyJIbIHBIH YCTa3iapbl MeH
LI9KipTTEpiHe ToKTasap O0Jcak, KyHILiHiH
aJIFallKbl yCTas3AapbIHbIH Oipi ©3iHiH TyFaH
ayblibl JKaHaKoJiblH, KypMeT TyTap
azamartbl — Matinan basapysibl.
«Ou Kici HaFbI3 ceri3 KbIpJibl 6ip ChIPJIbI
»KaH, ayblIbIMbI3Fa yKaC MaMaH PeTiHje
KeJIill, OKYLIbIJIAap capaibl aTKapaTbiH
JKYMBICTBIH, 69piH 031 aTkapabl. [llarbin rana
ayblJl eHeprasaapbii 10MOblpa OpKecTpiMeH
Pecny6siika fneHrefiine ketepreH 6eei
azamar» — Jien ecke ajajpl Kyiui. [Toa3usi
MEH I1p03a cajlaCblH MEHrepyiHe yJec
KOCKaH MEKTel IMPEKTOPbI KoHe Ka3aK
Tini mamanbl barewr lomoBa, an Tapux
neH casicaTka OayJsblraH ycrasiap Kasanu
Moyusienyiibl MeH Hisisib AMaHKOJTyJIbI.
Ant 06J1bIC OpTasbiFbl AKMOJIaa 9 ChIHbINTAH
Oacran eHepre OHbIH iliHAe JOMObIpara
6aysibiran Cabsiay bopan6atiyiibl »koHe
JKamObl1 aTblHAAFbl OPTA MEKTEITe 9H-KYH
myradqimi JKymaranu Kpisnap6ekoB aTTbl
ycTas.

Ocnan CysefimeHoB Myrasimaepi
Kasipri 6isim 6epy Kyiecinaeriaen
14 canatka emec, TOPT caHaTka GeJef:

1. Ycras

2. YnaratThl ycras

3. Ycraznap/plH yeTasbl

4. Ycras-rajbim

O.1 ©3iH ycTa3nap/blH ycTa3bl caHaTbiHA
»atkpizazbl. Ocnan CyseidMeHyIbIHbIH,
aybl3 TOJTHIPBIN alTap TajaHTThl
1aKipTTepiHin 6ipi JKypreHoB aTbiHAaFbI
aKaJleMUsIHBIH MPoheccopbl, KOMIO3UTOP,
KoprasKbiH ayfiaHblHbIH MAKTaHbILLIbI
Katibiprasbl Tesieno, Hyp-Cyaran kanachl
Kasak y/ITTbIK 0Hep YHUBEPCHTETiHiH ara
OKbITylIbICH, KyHii Afirys CaratoBa,
Hyp-Cynran Kanachl ¢puapMOoHHSICbIHBIH
VJIT acrantap OpKeCTPiHiH 2KeTeKILi
JoMObIpatbliapsl BeHepa XamuToBa,
['ynsana TemenibekoBa xone JIa33at
Temip6ekoBa, Kopra/zkbii aynaHibik
My3blKa MeKTeOiHiH qupekTopbl Mapat
OJIIMXKaHOB, aralbiHjibl AliKellioBaiap
men Cannannnanap, lomeni JKynicosa,
Aiiman laitxuna, buGiryn ApMHSIKbI3HI,
alTbicKep akbiHgap MeitipxkaH OJ1i6eKoB,

ChoipbiM OyesxaH, Tanuyp 9a60cbiH. Ocnan
CyuneiimenynbinbiH « Eremen Kaszakcran»
rasetine GepreH kazbacblHaH:

«Men «Eremen Kasakcran» raseTiHiy
TYpaKTbl OKbipMaHbiMbiH. KyHjeri caHbin
KaJIT >kibepmeil Kapan oTblpaMbii. Ennie
He yKaHaJsbIK H60JbIN KaTblp, Ejdackl He
JIeli lereH Macesie MeH YIlIiH 6Te MaHbI3/Ibl.
Byu1 xkoJibl 1a raseTTi ana canbiCbiMeH
EnGacoinbig «Actana — KaszakcraHHbIH,
VJIbl J1I9Yipi 2KOHE CTPATErHsIbiK BEKTOPhI»
JlereH KeJieMJli MaKaJiachl Ke3iMe oTTai
H6acblibl. KyHHEH KyHre KyJIbIpbl Kese
»KaTKaH AcTaHambI3 TypaJibl aUThIIFaH 9poip
ce3, opOip MaJliMeT ajlaMFa KaHIaJ bIKThI
KyaHbIllI ChIHJIal/bI leceHisii! OuTKeHi,
OCbIHJIA TybINIOCKeH 6i3nep AcTaHaHbIH,
HanbIprbl KenbeTid e Oisemis. On kesneri
JKYTbIHBI KaJ1a MeH OH 6€eC »KblJIJIaH COH
myJite 6acka Keiinke eHreH AcraHaHbl
caJsibIcTbIpyFa MyJijie 60JMaNTBIHbIH 1a
napbIKTaiMbi3. AJiara 1ykip, ereMeHi
eJ1 6oJirasibl Oi3/liH MEMJICKET TEK aJiFa
YMTbIIY/A, OacllbIMbI3 63r€ JaMblFaH
eJIICPMEH Tepe3eHi TeHeCTipy YIIiH
JKaHBIFBIT 2KyMbIC icTeye. OHbIH 6ip
YJIKeH KopceTKillli — AcraHa KaJjachl. OJi
ecimzie, actana AKMoJiara aybicajibl lereH
xabap/pl €CTH caJjla KyaHbILUTaH KeyaeMIi
oH kepHereH. Conan 1997 kblibl «Apaiiibl
MEHIH acTaHam» JIereH 9H eMipre KeJii.
OHiH Jie, cO3iH Je 03iM kasabiM. Aj, 1998
JKbLJIbl PECMM TYPJIE acTaHa TUTYJIbIH
aJIFaHza eJsl opJachl TypaJibl alraiiKbl
CUPEK 6HICPAIH KAaTapblH1a MEHiH 6HiM
ne opblHaanibl. Ne2-u1i 6ananap Mysbika
MeKTebi ereMeHjiKIIeH Kyp/lac allibliraH
KenTereH OiJiM opaajapbiHbIH, Oipi
60JIFaHbIMEH, OCbl YaKbIT apaJibIFbiH/A
JKETKEH KeTiCTiriMi3zli a3 raHa ce30eH
alTbin 6epy MyMKiH emec. bianin
My3blKa MeKTeOiHiH GasiblpraHiapbl TeK
COHFBI O€eC XKbIJIbIH iliHae ajaemMHig 30
MeMJIeKeTiHe Hapbll oHep KOPCETiMTi.
Typai hecTuBasbiepre KaTbiChin, KeHiMMIa3
atanjibl. MyHbIH OapJibIFbl aJlibIMeH
€reMeHIiKTiH apKachl €KeHiH MaKTaH
Tyrambi3. EkiHiineH, en opracol Actana
KaJslaChlH/1a TYPYbIMbI3 14 KOIl Hopcere



KOJI 2KeTKi3yre MyMKiHjiK 6epeni. biznin
MEKTEITE JKy3JIereH TaJaHTThl OanaJap
6inim anyna. Osap na ocbl Actanamen Gipre
OCiIl, KETiJIN KeJie )KaTKaH OaJiblpraniap
JKOHE dJIEMHiH KOITereH enjiepine o3
OHepJIepIMEH KA3aKThIH KiM €KEeHiH, eJl
opaachl ActaHa KaslaCblH TaHBITYFa yJiec
Kochim Kyp. Keneiekre e 6i3 Acrananbl
QJIEM YKYPTILBIBIFbIHA ALl €TYTe JKYMbIC
icreii 6epetin 6onambid. Kasa tek ocem
FUMapaTTapbIMeH eMec, TAJIaHTThl, OHEPJI
aamIapbIMet Jie KOPIiKTi eKeHiH JpJiesiiey
6acTbl MakcaTbIMbI3» [9, 2 6.].

NMikipranac

Eu actanacbIHbIH TOPiHe OpHaslacKaH
eHep oprachl Nel Bananap mysbika
MmekTe6i — Kasakcran Pecrny6sinkachol
Tayenciznirinin Tos Kypaacbl. Ocbl oHep
LIaHBIPAFbIHBIH LIbIFAPMAlLIBIIBIK 2KoHEe
FBIJILIMH 6CYy »K0JIbl AcTanasibiK GaJiasnap
MEH 2KaCcoCHipiMACPpIiH, My3bIKAJIbIK,
9CTETHKAJBIK JAMYbIH KaJbINTACThIPY/A,
60C yaKbITbIH Ma3MYH/Ibl YIHBIMACTBIPYbIHA
JKarnai »kacaija, blrapMallibli, eHOeKKop,
VJIT2KaH/IbI, 11LKi 2KaH yHueci 6ai,
NaTPUOT TyJiFa TopOUesIeyae aTKapaTbiH
pouJii 3op. Ken xkbliiap 60ibl 2KyMbIC
OapbICbIHA Ke3ECKEeH KeMLIITIKTep MeH
KHBIHLLBIIBIKTapFa MOHbIMAH MEKTe
TaribIpbIMeH 6iTe KallHaCKaH nejarorrap
Y2KbIMbI MEH OKYUIBLIap/bIH KOJI

JKETKI3I'eH 2KeTiCTIKTepi MeH KeJleLeKTe i
OpbIHIA/ATBIH KYMbBICTAPbI, KaJaJlblK
KeJleMJIer MaJICHH iC-1uapasnap/bl TKiay,
carnaJbl My3blKaJblK OisliM 6epy, My3blKa
APKbIJIbl OTAHCYHTILITIKKE TopOuesey, TypJi
OarbITTa LWIbIFaPMaLIbIBIK OaiKayJ/1ap
YHABIMAACTBIPY/IbIH TOPOUETiK MOHIHIH,
KYHJBUIBIFbIH OUIIIPETiH fas1e1 — Oy
»KOFapbl HoTHKe. Basianbl 3amanbina Kapaw
UKEeM/IeI, 63 3aMaHbIHbIH 03bIK ©HereciH
OHBIH CaHacblHa CiHipe 6iJy, YATThIK CaT-
JI9CTYP/Li KacTepJern, KypMeTTeyre YHpeTy,
NaTPUOTTHIK, LIbIFAPMaLUbLIbIK GaFbITTa
JKaH -2KAaKThl IAMBITY, VATTBIK OHEpre
Hayay 6i3/1iH MeKTeOiMi3/liH aTKapaTbIH
KbI3MeTTepiHiH 6acbiM GaFbITTapPb.

1991 xbubl 9 KbipkyiekTe [lemunorpan
KaJaCbIHbIH aTKAPY KOMUTETi XaJlblK
JlenyTaTTaphbl KEHECiHiH, lelimMmiMeH
aJirall MeMJICKeTTIK Tisiie OisiM 6epeTin
Ne4 kazak My3bika MeKTeOi allbljibl.
Mekren mupekropbl CynefimeHos OcrnaH
CyJiefiMmeHyJbl TarakbIHaa FaH [8].

KopbiTbIHAbI

KopbiTbiHjibliail Kese, Apka KyHIIiJIik
MeKTeOi TOJIbIK 3epTTe/IMe/li JereHMEeH

ne, Ocnan CyJieiMEeHOB CbIH/IbI KYHLLI-
KOMITO3UTOPJIap/iblH, KOJIIaybIMeH 0i3
CHSIKTbI 2Kac ypriak, ara OyblHHAH YJITi aJiblll,
GacraraH icTi »KasiracTbipMaKiibi3. Apka
KYHLIIK MeKTe61 OyJ1 KyHie 03 OuiriHe
LIBIFBI, Oip KyH OTaybl OOJBIIT OTBIPFAH HTi
MYpPaMbl3, OHbI 2KaJIFACTbIPYLLbl YPHAKTbIH
y3isiMeyi - ApKa KyHLIiTiriHiH KopKeMJITiH,
Ca3bIHbIH, IIANKAPJBIFEIH KopceTeni. Connait
KepKeM ApKa KyHIlliJliKk MeKTen6iHiH
JKAJIFAYLLbIChI, 6HEPIIa3 WoKIPTTEPAiH Oepik
yctaabl 9pi yerachl Ocnan CyneiMeHOBTBIH
eHerere ToJibl eMipiH 6ip MakaJaaa aluTbin
1IbIFy MyMKiH emec. OJ1 es1 apacbiHiarhl
KypMeTKe e3iHiH 0ail api cannukaJbl
MiHe3iMeH, Kyaai OepreH eHepiMeH KoJl
x)etkizyze [10, 1 6.].

Ocnan CyseiiMeHOB — »KaH-KarblHA
HYPBIH TOril TypaTbIH OUsI3bI, CAJIMAKThI,
cabbipJibl 2kaH. OJ1 KalbIHAAFbI Ke3 KereH
nikipJsiep ocbliail 6acrasnrad 6oJap ezi. ©3
opTacbiHa 6enesi, pyxanu 6ail azamar.
3amanpnacrapsl Ocnan Cy/ieiiMeHOBTbI
ackap rtayra TeHeii, — «OcekeHHiH,
JKypret xepi 6epeke. Kauian n1a kasak
eHepi iece »KaHbl Kanmat :kypeai. OHbl
Tek ackak AJsiatay, GHiKTiKKe TeHecek
60J1a1b1». OChl yaKbITKA IEHiH apThiHAa
Kapari, el KAMbIKKAaH Ke3i 00JIManThl.

« KUBIHILIBIIBIKTBI KOpceM Jie, Kasipri e
Toyescizpirinin KacbiHaa TYK eMec» JIe/].
JKoHe nie: « MeHiH 6acTbl MaKcaTbiM —
Ka3arbIMHbIH 6HEPiH HacHuxarTay.

Ypnak caHacbiHa CiHipy. AKMOJIaHbIH
TOPiHJIE OTHIPbII, MYH/AH »KaHALLIbIPJIBIK,
TaHBLITIIACAK €P a3aMaTThbIFbIMbI3Fa CbIH
6ogiap ei» aeini. «bosalakTbiy, 03iH
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3eHOipeKITeH aTrnaybl YIlliH, 6TKeHre

TamnaHila KeaeHOeY/liH» KepeMeT YJriciHIeH.

OHbIH 6Hep XKOJIbl, OMIpP CYPY Karujaaaaphbl
earere eHere 6osapsbikran [ 12, 8 6.].
YcTa3npIKThiH, Ti3TiHiH YITKAHABLIBIKITEH
korensen anran Ocnan CysediMeHOBTbIH
Taburathl ocbiHaai. OHbIH OMipaeri
OOJIMbICHIH aUTKAH/Ia KaHJal »KaKChbl
TeHeyepli KayablpcaH Jia apThiK eMec.

ABTOpnappablH yneci

OliTKeHi 0J1 HIbIHBIMEH — acKak AJiaTay.
An Anarayra 6opi jie )apacbiMibl. «Taza
MiHCi3 acbl1 Tac — cy TyOiHje 2KaTnamiiabl»
Jemekii e1 aracbl OcraH KaKbl
CyJ1eliIMEeHOBTBIH TaFblJILIMbl MEH OHEPJIIK
webepJIiri zkacrap yiiH TayCblIMaHThIH
KasbiHa. bak-1oy/eTTiH 6acThl 2KeTicTiri e
COHJIA XKAThIP.

0. /1. bekeHoBa — maTepuangap XuHay, FblibIMU aHe aficTeMenik agebuettepre
LLOJY YKacan, Makana fanbiHaaabl.

H. C. BEKMONAMHOB — 3epTTey Mace/eciH KapacTblpy; 3epTTey KOPbITbIHAbINaPbIH
KanbINTacTbIpy; FbIbIMKA MaKanaHbl MbiCbIKTay; AePeKKe3aep TidiMiH Tangay »acafbl.

Bknap aBTOpOB

A. [l. bBekeHoBa — c60p MmaTepuanoB; 0630p Hay4HOM U METOANYECKOW IUTepaTypbl;
noAroToBKa CTaTbM.

H. C. BekMonanHoB — noctaHoBKa nNpobaembl u GopMUpoBaHUe BbIBOLOB
nccnefoBaHus; [opaboTKa HayYHOM CTaTbW; aHanu3 UCMoSIb30BaHHbIX UCTOYHUKOB.
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Anenb bekenosa, Hapraii bekmosanuHoB

Kasaxckas HaunonasbHas akagemus uckyeers uM. T. K. )Kyprenosa
(Asmarsl, Kazaxcran)

TBOPYECTBO OCIMAHA CYJIEUMEHOBA B APKUHCKOW JOMBPOBOM LLUKOJIE

AHHOTauus. BoNbLWKWHCTBO M3 BarKHENLLIMX TPAAULMI B HACIeAnN Ka3axCKOro Hapoaa, nepeaaBaeMblx
OT OTLLA K CblHY, OT Y4YUTENS K YYEHUKY — TPaAULIMM NECHU-KIoA. OiHa U3 TPaaWULIMIA STOM My3blKasibHOM
LWKOMbl — TPaaMuUmUs ApKa KIOMLLK.

MatepuranoB no uccnegoBaHmo ADKMHCKOM OMGPOBON LWKOMbI HEMHOTrO. B Tpyaax
0TeYeCTBEHHbIX yYeHbIX-UCccneaoBaTenen ApKMHCKas JoM6poBas WKoa orpaHuymnnach U3y4eHnem
TBOpYecTBa TattumbeTa KazaHranynbl. [l0aTOMy pacCMOTPEHNE M aHaNM3UPOBaHWEe JaHHOro BONpoca
aKTyanbHO B MCKYCCTBE JOMBPOBOro Kiosi. XOPOLO U3BECTHO, YTO OTCYTCTBYIOT Pab0oThl, KOTOPbIE
OT/IMYatoT TpaaMLMio ApKa B MCKYCCTBE AOMOPOBOM WKONbl. CBoOeo6padHaa ApKMHCKaa oMbpoBas
LWKONa pa3BMBaETCS. YMEHUe nepeaatb U MCNoIb30BaTb CBOKO MENOAMNIO, PUTM, CTUSIb UCMOMHEHUS
NMoKa3blBaeT LIeHHOCTb BEMKON TPaaML UK. 3TO OTYETSIMBO NPOCAEKMBAETCA B paboTe KIOMLLK,

B GpopTenMaHHOM COMPOBOXAEHUMU, B COYMHEHUAX AN19 aHCcaMbns, OpKecTpa HapoAHbIX MHCTPYMEHTOB.
OCHOBHbIM MCTOYHUKOM MCCef0oBaHMA B 3TOM cTaTbe 6yaeT TBopyecTtBo OcnaHa CynenmeHoBa,
KOMMNO3UTOPa-KIONLLW, KOTOPbIM MHOIO paboTan Haj pa3BuTMemM ApKMHCKOW AOMOPOBOW LLIKOSbI

M 06y4eHNEM AeTEN, OTKPbIBAN AETCKME My3blKa/lbHbl€ WKO/bI. Barogaps ero TBOPYECTBY Mbl
CMOXeM YBUAETb 3Tarbl Pa3BUTUA ADKMHCKOW LIKObI.

CerofHsl, ndy4yas paboTbl aBTopa, Mbl 3aMme4yaemM HENOBTOPUMOCTb My3blKasbHOIO Hacneans
AKMOSIMHCKOW 061acTh, 3HaKoMMUMCEs ¢ GuorpadmsaMmn U TBOPHECTBOM MHOTMX MECTHbIX KIOMLLIN
M BUAMM, 4TO APKMHCKaa oMOpoBas LWKoa ele HeaocTaToqyHo M3yyeHa. Bo Bpems HanucaHus
CTaTbW Mbl O3HAKOMWJIUCb CO MHOTMMM paboTamMu O WKone ApKa, B3s/M MHTEPBLIO y aBTopa,
cobpanu MHGOopMaLIMIO U3 ra3eT U KYPHaoB U CUCTEMATU3MPOBaNu ee. BHUMaHUIO yuTatenemn
oyaet npeactaBneHa MHGoOpMaLus 0 X13HU 1 TBopyecTBe OcnaHa CynenmeHoBa. lNpoBeas aty
nccnegoBaTenbCKyo paboTy, Mbl MPULLAN K Py HOBOBBELEHWI U pe3yNbTaToB: NPOAOIKEHME
TpPaAWLMOHHbLIX METOA0B 06y4eHMs B AKMONMHCKOM obnacti, opMmnpoBaHie ApKUHCKOM JOMBPOBOK
LUKOMbI M NONYNSpPU3aLng NPOU3BEAEHMI KIOMLWN. Micxoaa n3 3Toro, Mbl nosiaraem, YTo AaHHas
MHbopMaLmsa 6yaeT MHTEPECHON M NONE3HON ANS YuTaTeNen, a TakKe aAns 6yaylimx uccnegosartenem
APKUHCKOM IOMOPOBOM LLIKOSbI.

KnroueBble cnoBa: ADKMHCKOE JOMGPOBOE UCKYCCTBO, TPAAULIMOHHbBIE METOAbI 06YyYEeHUS,
TpaguLmMS WepTne Kios, Kior, y4uTenb, HapoaHOoe UCKYCCTBO, GOPMUPOBaHUE LLKObI LOMOPbI,
Y4YeHUK, JoMbpa.

Ansa yntupoBaHus: bekeroBa, A. ., bekmongnHoBs, H. C. TBopyecTBo OcnaHa CynerMmeHoBa
B ApKMHCKOM foM6poBoMu WwKone. Central Asian Journal of Art Studies, 2021, 6(1), 107-119.
https://doi.org/10.47940/cajas.v6i1.302
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CREATIVITY OF OSPAN SULEIMENOV IN THE ARKA DOMBRA SCHOOL

Abstract. The tradition of music is one of the most important traditions in the heritage of the Kazakh
people, passed down from father to son, from teacher to student, is the tradition of the song-kyui.
One of the traditions of this school of music is the Arka kyuishi tradition. It is well known that there are
no works that distinguish the Arka tradition in the art of the dombra school. As you know, there are
few materials on the Arka dombra school. In the works of domestic scientists and researchers, the
Arka Dombra school was limited to the work of Tattimbet Kazangapuly. Therefore, the consideration
and analysis of this issue is relevant in the art of dombra kui. The unique Arka dombra school is being
developed today. The ability to convey and use its melody, rhythm, style of performance — shows
the value of a great tradition. This can be clearly seen in the work of kuishi, piano accompaniment,
compositions for ensemble, orchestra, authentic and folk instruments. The main source of research
in this article is Ospan Suleimenov, a kyuishi composer who worked a lot on the development of
the Arka dombra school and teaching children, opened children music schools. The main source of
research in this article will be the work of Ospan Suleimenov, a kuishi composer who worked a lot on
the development of the Arka dombra school and the education of children, opened children’s music
schools. Thanks to his work, we will be able to see the stages of development of the Arka school.
Today, revealing the works of the composer, we notice the uniqueness of the Akmola region. We get
acquainted with the biographies and works of many local kuishi and see that there is an unknown
school here. While writing the article, we got acquainted with many works about the Arka school,
interviewed the composer, collected information from newspapers and magazines and systematized
it. Information about the life and work of Ospan Suleimenov will be presented. Having carried out
this research work, we came to a number of innovations and results: the continuation of traditional
teaching methods in the Akmola region, the formation of the Arka school and the popularization of
kuishi works. Based on this, we believe that this area will be interesting and useful information for
future researchers, readers and scholars of the Arka dombra school.

Keywords: Arka dombra art, traditional teaching methods, tradition of shertpe kyui, kyui, teacher,
folk art, formation of dombra school, student, dombra.
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Abstract. The theme of integrating people with special needs into society is extremely relevant both for
the entire civilized world and for our country in particular. The introduction refers to the signing by the
Republic of Kazakhstan of the Convention on the Rights of People with Disabilities at the UN headquarters.
However, today there is no full-fledged integration of people with disabilities into society. As it is known,
cinematography is a modern herald of value orientations, it has educational functions, and also endows
a viewer with ability to see beauty in everything. However, domestic science has not yet investigated the
image of an “exceptional” hero in cinema, which is a person with a disability. Therefore, the purpose
of this article is to provide scientific coverage of inclusive cinema in Kazakhstan and the image of an
“exceptional” hero. The study used theoretical methods such as bibliographic, descriptive, analytical,
systematic, chronological and statistical. The results examine the impact of inclusive cinema on the
transformation of public opinion, as well as instilling humanity in society. The discussion contains official
data on shooting of 248 feature films for the period of independence of the Republic of Kazakhstan of
which only 17 are devoted to the theme of disability. The article shows the dynamics of the creation of films
about disability in the Republic of Kazakhstan, highlights modern inclusive cinema in Kazakhstan on the
example of the films “To be or not to be” (2014) and “The gjrl and the sea” (2017) directed by Aziz Zairov
and Mukhamed Mamyrbekov. In conclusion, it is suggested that inclusive cinema can serve as a “beacon”
of value orientations for society and a guide in understanding and accepting citizens with disabilities. It also
proposes a forecast of development of the trend of creating pictures about people with disabilities.

Keywords: inclusive cinema, a person with disabilities, an “exceptional” hero, integration,
humanity, value orientations.
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Introduction the Convention on the Rights of People
with Disabilities at the UN headquarters,
tis known, that on December 11, 2008, according to which the country undertakes

the Republic of Kazakhstan signed to take the necessary measures in provision



of the rights of people with disabilities to
justice, health care, work, education and
mobility [1, p. 38]. Certainly, a number of
tasks are being carried out by the country
these days. However, there is still no full-
fledged social rehabilitation and integration
of people with disabilities into our

society. Consequently, this article aims to
illuminate in scientific circles phenomenon
of inclusive cinema in domestic
cinematography, in particular an image of
an “exceptional” hero. The authors set the
following tasks: to analyze the dynamics
of the creation of films dedicated to the
theme of disability in the cinema art of
sovereign Kazakhstan; to study the film
works “To be or not to be” (2014),

“The girl and the sea” (2017) directed by
Aziz Zairov and Mukhamed Mamyrbekov;
to reveal the meaning of inclusive cinema
for cinematography and society.

In the article were applied such scientific
theoretical methods as descriptive,
analytical, systematic, chronological,
bibliographic and statistical. According to
data for 2020, more than 705 thousand
citizens with disabilities live in Kazakhstan
and they are disadvantaged, limited in

a full life because of underdeveloped
infrastructure and rejection of society [2].
The integration of people with disabilities
into society, as a rule, affects all spheres
of public life, a sphere of culture and
education in particular. In the world
cinematography many outstanding

films have been dedicated to people with
disabilities, while in our young country
social films about people with disabilities
are rare and only a few directors create
them. In America and Europe, people with
disabilities are full representatives of their
countries along with healthy residents,
society accepts them, and developed
infrastructure allows them to live a decent
life. In our country, the average healthy
people have no idea what kind of life their
fellow citizens with limited life activities
lead. For this reason, the theme of inclusive
cinema is extremely relevant in solving the

tasks set by the government, since

in modern times cinema is one of the

main translators of value orientations of
society. According to a Russian film critic

S. N. Penzin, works of screen art form

a worldview, patriotism, moral and aesthetic
education of both adult contingent and
modern youth [3, pp. 6—7]. Social and
inclusive cinema has a similar potential:

it promotes spiritual growth and self-
awareness, broadening horizons and
developing empathy. According to a director
Aziz Zairov, social films enrich a viewer,
open his eyes and heart, contribute to
emergence of deep thoughts about what

is happening around and, above all, inside

a person himself [4].

Methods

The theme of disability in the world
cinematography has been widely disclosed
and studied since the 1960s, when the
European Social Charter was adopted

(the first international treaty that contained
specific provisions on the rights of people
with disabilities) [5]. In the field of
cinematography of the United States and
Europe an impressive number of scientific
works have been written about a hero with
a disability and transformation of social
attitude towards him in different historical
periods: starting from a stigma of a social
outcast, a “freak” and a parasite in the
period before the First World War, aiter the
war — a respectful and sympathetic attitude
towards hero-veterans, and, finally, only

in the 1970s due to the Declaration on the
Rights of People with Disabilities, films
appeared which began to display disability
in a positive manner [6, p. 109, p. 145,

p. 223]. While in the domestic scientific
community the theme of disability in
cinematography has not yet been disclosed,
therefore material for writing this article
was taken mainly from media sources of
Kazakhstan: interviews with directors,

data for statistics, etc. In the article were
applied such scientific theoretical methods
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as descriptive, analytical, systematic,
chronological, bibliographic and statistical.
Descriptive and analytical methods were
used in the coverage of inclusive films from
the “Endless Possibilities” trilogy by directors
Aziz Zairov and Mukhamed Mamyrbekov.
A statistical method of research was applied
to provide a structure on the number of
films about disability made in independent
Kazakhstan. And finally, systematic and
chronological scientific methods were used
in the search and collection of domestic
films about people with disabilities.

Results

As it was already mentioned, in scientific
community of Kazakhstan the theme of
disability in cinematography has not yet
been disclosed. According to officially
published data, during the period from
1991 to 2020, 248 feature films were shot
in sovereign Kazakhstan of which only

17 were devoted to the theme of disability
[7, 8]. And only three out of 17 films feature
people with disabilities as the main and
“exceptional” heroes (“To be or not to be”,
2014; “The girl and the sea”, 2017 and
“Children of the Sun”, 2019). So films
devoted to illumination of people with
disability are represented by single films
according to Figure 1.

5% 1%

94%

Kazakhstan from 1991 to 2020 in
percentage, demonstrating that films
featuring people with disabilities make up
only 5%, and films about “exceptional”
heroes, where the main character is a
person with disabilities or even less —

only 1%. The dynamics of creation of films
about people with disabilities during the
period of independence of Kazakhstan
clearly demonstrates a small, but still stable
growth in production of these pictures
from year to year. This trend in Kazakhstan
is confirmed by the global international
movement to increase public attention

to the issue of disability, including the

new 2020 requirements for the mandatory
representation of a hero with a disability

in films nominated for Oscar.

The list of Kazakh films where people
with disabilities and “exceptional” heroes are
presented for the period of independence of
the Republic of Kazakhstan in chronological
order, indicating a category of disability of
a hero is presented below:

1. “Goner” (Zhansebil), 1991 (deprivation
of limbs);
2. “Aiganym”, 1991 (deprivation of speech);
3. “I'don’t want to say goodbye”,
1992 (loss of speech);
4. “Wild East”, 1993 (dwarfs);
. “Farah, the true story of angels”,
1999 (cerebral palsy);

(@2

M other films

films where disabled people are
presented

H films about "exceptional" heroes

Figure 1. The structure of the created feature films of Kazakhstan
for the period from 1991 to 2020 (% ).

Figure 1 shows the structure of
feature films created during the period
of independence of the Republic of

6. “Leila’s Prayer”, 2002 (deprivation
of legs);
7. “Returnto A”, 2011 (deprivation of a leg);



8. “Lessons of Harmony”, 2013 (latent
personality disorder);

9. “The story of an old woman”, 2013
(paralysis);

10. “To be or not to be”, 2014 (cerebral
palsy);

11. “Aigerim”, 2015 (paralysis, loss of
vision);

12. “Bopem”, 2015 (fatal disease);

13. “Blind Love”, 2017 (loss of vision);

14. “Call to Father”, 2017 (impaired
mental function);

15. “Light”, 2017 (loss of hearing);

16. “Girl and the Sea”, 2017 (cerebral palsy);

17. “Children of the Sun”, 2019 (autism,
Down syndrome).
Figure 2 demonstrates the dynamics

of creation of films devoted to the theme of

disability during the period of independence

of the Republic of Kazakhstan. It depicts

a tendency towards a slight increase in

production of these films which

is confirmed by the red trend line with

the approximation reliability value
R? = 0.1545.

5

healthy people who have sunk to the social
bottom. We would like to believe that these
films will not leave them indifferent, on the
contrary, they will instill hope in a bright
future and force them to reconsider their life
priorities. Nevertheless, the most significant
idea of these pictures is still to increase the
morality and empathy of our citizens in
relation to people with special needs. These
films are focused on the manifestation of
humanity, which in turn combines such
concepts as kindness, sincerity, empathy.
These qualities are the most important
component of any civilized society.

Discussion

A film gives a viewer an opportunity to feel
empathy towards its heroes, so screen
images allow a person to reveal his own
psychological identity outside of rational
consciousness. The highest impact of

art on the emotional component of the
individual is attributed to the phenomenon
of catharsis. Due to catharsis, as
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Figure 2. Dynamics of making films on the theme of disability.

Director Aziz Zairov noted that young
people with disabilities who participated
in the filming process, as a result, feel
much more confident in society, get rid
of imaginary fears and feel necessary for
people, pleasant changes happen to them
[9]. People with disabilities, having watched
these films, will also take their spirits and
feel themselves as an important part of our
society. Thus, inclusive cinema contributes
to their cultural integration into society.
Moreover, such life-affirming films are
a vivid motivational example for desperate

L. S. Vygotsky believed, emotions transit
to the level of spirituality and become
“intelligent feelings” [10].

T. A. Florenskaya argues, that
emotional transformation is the change
of negative emotions into positive ones,
due to which there is a holistic and
spiritual change in the personality [11].
Certainly not every film is able to evoke
experiences similar to catharsis but films
about disability can cope with this task.

Displaying the image of a person with
a disability is typical for many foreign films
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including world cinema masterpieces
[12p. 141; 13. p. 983; 14.; 15. p. 256; 16.
p.51; 17. p. 783]. However in September
2020, the US Academy of Motion Picture
Arts and Sciences announced new
standards for performance and “Oscar”
nomination for “Best Picture” at its
Aperture 2025 Academy of Motion Picture
Arts and Sciences. These standards are
designed to encourage fair representation
on and off screen, to better reflect diversity
of people with disabilities to moviegoers.
Thus, according to Standard A: screen
display, themes and narratives about people
with disabilities should be in the general
cast (A2); the main storyline, a theme
or narration of a film should also focus on
a group of people with cognitive or physical
disabilities, deaf or hard of hearing (A3)
[18]. The Academy sets standards for
representation and inclusion to qualify
for Oscar Award. Accordingly, more films
on disability will be made by American
directors to get the desired award and to
become recognized. Nevertheless much
more valuable point is that the theme of
disability will be raised world-wide more
convincingly and more than possible that
this tendency will influence on the same
issue of our country as well.

The inclusive and social films “To be
or not to be” and “The girl and the sea”
directed by Aziz Zairov and Mukhamed
Mamyrbekov, above all, are distinguished
by genuine sincerity and life-affirming
position of “exceptional” heroes who
are students of the rehabilitation center
(Association of Parents of Disabled
Children) Almaty, Kazakhstan. These films
are full of drama, they tell about the difficult
life of people with disabilities, but at the
same time they narrate about strength of
human spirit, thirst for life and faith in
a bright future. The protagonists of the
films are young people diagnosed with
cerebral palsy, Takhir Umarov (“To be
or not to be”, 2014; “The girl and the sea”,
2017) and Dinara Sharipova (“The girl
and the sea”, 2017).

“You have to become a kind of
mouthpiece. Talk about spiritual values,
about those things that can change the
world for the better, change the attitude of
society ... And now, taking this opportunity,
you can express everything that is painful
for all people with disabilities. Since you
are already Hamlet, you must broadcast”—
such instructions were given by the director
Aziz Zairov to an exceptional actor Takhir
Umarov during the filming “To be or not to
be” [19]. He prepared the actor for the role
for a year and a half, they brought Hamlet’s
monologue to perfection. The director
was strict with his actor. Aziz Zairov
demanded full dedication from Takhir
Umarov so that the audience applauded
him not because of pity, but recognized
his talent. The director set a difficult global
task for, at that time, 20-year-old Takhir
with a diagnosis of cerebral palsy and a
severe degree of stuttering. Nevertheless,
despite all the difficulties Takhir surpassed
all expectations and played one of the best
Hamlets, according to a famous British
actress, director of the Shakespeare Theatre
in London, Sarah Berger. She said that the
picture is a modern interpretation of an old
story and a breath of fresh air in modern
cinema [20].

The inclusive film “To be or not to
be” vividly shows one day in the life of a
person with a disability. According to the
plot, a young man dreams of becoming an
actor, so he diligently rehearses Hamlet’s
monologue throughout the day. In addition
to dreams of acting, the guy dreams of
reciprocal love of his neighbor, he imagines
himself in the role of Hamlet, and her as
his Ophelia. In parallel to the “ideas about
high”, a viewer is shown a quite ordinary —
a life of the hero and difficulties caused
by his limited abilities. The culmination
of the picture becomes the news for the
“exceptional” hero that his beloved one
preferred a healthy young man to him,
after that everything breaks off in him
including the desire to live. However,
fortunately, a thirst for life overcomes



momentary weakness. It is difficult to
disagree with the words of a co-director of
the film, Mukhamed Mamyrbekov, that
“this is a film about love: about love of the
protagonist for a profession, mother, girl
and, finally, life” [21].

The film “To be or not to be” has a very
eventful festival life. As it has taken part
in a number of film festivals and has won
more than ten international awards and
prizes. The most significant of them are:
participation in the American film festival
“Superfest” for people with disabilities
in 2015, where the film was awarded the
main prize in the category “Excellence”,
the screening of the film made a splash
at the festival “Open Central Asia” held in
London in October 2017. In San Francisco,
at a separate screening at the Facebook
office, they even noted the fact that the
described situation in the film does not
occur in the United States, since they have
established social services [22].

A special screening of the film was
also held in some cities of Kazakhstan.
In October 2014, a press screening of
the film “To be or not to be” was held at
Arman Cinema Center, a director of which
is Baurzhan Shukenov. However, invited
directors of other cinemas in Almaty did not
come to discuss the screening of the film,
since social films are not profitable unlike
world blockbusters [21].

Later, the film “To be or not to be”
was released with tyflo-commentary, that
it was adapted to the needs of the blind
and visually impaired audience. By the
way, the tyflo-commentary is an offscreen
description of the picture written by
a screenwriter and read out by an
announcer. Typhloversion is used in
order to bring blind and visually impaired
representatives closer to ordinary life
and subsequently integrate them into
society, to familiarize them with the socio-
cultural sphere of the country. This is an
unprecedented case in our country when
a soundtrack commentary on a film was
made, while this practice has existed in

the world for a long time. So, for example,
the entire Golden Fund of America’s
cinema is adapted for viewing by blind
people. Also in Germany every fifth cinema
shows films with tyflo-commentaries.
Moreover, in many countries on the TV
remote control there is a button “turn on /off
tyflo-comments” [23]. For a long time,
director Aziz Zairov had an idea to produce
pictures with typhloversion in our country.
Finally, he achieved his goal and with the
support of the Ministry of Culture and
Sports of the Republic of Kazakhstan, from
now on, domestic films will be released with
audio commentaries. The director noted the
significance of this decision in the following
words: “Social revolution, as an important
step towards an inclusive Kazakhstan!..
[t is the world of equal opportunities!” [24].
The film “To be or not to be” by the
creative union of directors Zairov and
Mamyrbekov turned out to be successful,
so two years later they shot the next
inclusive film “The girl and the sea” (2017)
with the support of the Ministry of Culture
and Sports of the Republic of Kazakhstan.
“The girl and the sea” is the second part of
the "Endless possibilities” trilogy, which
narrates about the life of young people
with limited life activities. The film “The
girl and the sea” is based on the real life
story of Dinara Sharipova a student of
the rehabilitation center, who played the
central role in the film. According to the
storyline Asel diagnosed with cerebral
palsy, lives with her sister. During the day,
a girl studies and develops creatively in
a rehabilitation center, where she meets
Timur, whose role was played by Takhir
Umarov from the previous film “To be or
not to be”. Young people develop mutual
sympathy for each other, but they face a
series of obstacles on the way to happiness.
The uniqueness of these pictures lies in
the fact that they show the expanded life of
a person with special needs, presented on
their behalf without embellishment, as it is.
The director of the film, Aziz Zairov,
noted that this film is a “cry from the heart”
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of women with limited life activities who
wish to create a family, children, but
because of circumstances they cannot

make their dreams come true and, as a rule,
they are doomed to loneliness. In addition,
the director emphasized that the main

goal of the film is to improve morality and
humanity of our society in relation to people
with disabilities. According to the director,
humanity and kindness are the main
qualities of a healthy society, guarantee of its
survival, and the film “The girl and the sea”
is a kind of art therapy both for people with
disabilities and for the full majority [25].

The festival fate of the social drama
“The girl and the sea” turned out to be
as fruitful as the film “To be or not to be”.
In 2019, the film “The girl and the sea”
was shown at the International Film
Festival “Eurasia” in Nur-Sultan, at the
International Film Festival “Romford Film
Festival” (London, the UK), the leading
actress Dinara Sharipova was awarded
a prize for “the Best Actress” ... Also at
the Russian film festival “Silver Akbuzat”
held in Ufa, the film received two awards at
once — a special prize “For the embodiment
of a dream" to Takhir Umarov and
a special prize in the category “Social
and Motivational Cinema". At “the
International Asian Film Festival” in
Barcelona the film won “The Best Film
prize” in the Panorama section [25].
Moreover, the picture continued to delight
with its successes in 2020. Thus, it received
the prize in the nomination “The Best
Social Drama" at the prestigious Silk Road
Film Awards — Cannes [26]. The same
year at the Cinemaking International Film
Festival in Bangladesh, “The girl and the
sea” won “the Best Social Film in Asia”
award [27].

[t is also necessary to note separately
the talents of a performer of the main role,
Dinara Sharipova - she is fond of beading,
writing stories, painting pictures, making
origami, typing on the keyboard, and she
does all these actions only with the help
of her feet. The girl’s paintings adorn both

private collections in Kazakhstan and
Japan, the USA, and England. In addition,
Dinara studied remotely at St. Petersburg
University. She combined her studies

with work at Capital Bank Kazakhstan,
where she acted as a HR administration
specialist [25].

In 2019, the film “The girl and the
sea” was shown at Forum Almaty cinema,
where it received a deafening notice.

Also a professional and high-quality
dubbing of the film into Kazakh language
was made. A separate premiere with
typhloversion is awaiting blind viewers.
The President of the Republic of
Kazakhstan Kassym-Zhomart Tokayev
visited the rehabilitation center, where he
was presented with CDs with the films
“To be or not to be” and "The girl and the
sea”. The President of Kazakhstan highly
appreciated the contribution of directors
and actors to the cinematography of
country [28].

At the moment the third final part
of “Endless Possibilities” trilogy called
“Mom, [ am alive!” is being shot.

The picture is dedicated to the mother’s
selfless love for her children. It is extremely
important for directors A. Zairov and

M. Mamyrbekov to convey to a viewer

all mothers’ courage, their soul pain,
responsibility that falls on their fragile
shoulders, especially when it comes

to sick children [29].

Conclusion

Cinema art is a contemporary powerful
tool that makes people aware of crucial
social issues such as disability in particular.
Moreover, cinema not only introduces a
theme to a viewer, but it invites him to take
a part in it by experiencing catharsis and
change the attitude as a result.

It was known that in sovereign
Kazakhstan were shot 248 feature films of
which only 17 were devoted to the theme
of disability. And only three out of 17 films
present people with disabilities as the main



and “exceptional” heroes. So in domestic
cinematography there are very few feature
films where people with disabilities are
presented (5% and 1%, respectively).
At the same time, there is a tendency
towards an increase in the production of
films on this theme which is confirmed by
the creation of such films for the first time,
where the main character is not an actor
but a person with a disability. Films
“To be or not to be” and “The girl and
the sea” directed by Aziz Zairov and
Mukhamed Mamyrbekov give a viewer
a tremendous opportunity to plunge
simultaneously into the physical world
of limited opportunities and into the rich
inner world of unlimited possibilities of
“exceptional” characters. Inclusive cinema
does not demonstrate a parallel reality, but
the real one, to which many prefer to turn
a blind eye. But this kind of cinema always
touches to the depths of soul, changes the
attitude towards one’s own, as it turns out
to be, trivial problems, helps to look at life
in a new way and to re-evaluate a system
of values. Such pictures are necessary for
society so that it learns to understand and
accept people with special needs.

As it was mentioned, at the moment the
third part of “Endless Possibilities” trilogy
is being filmed: “Mom, [ am alive!”

ABTOpnapablH yneci

of directors A. Zairov and M. Mamyrbekov.
[t is known that various genres of

a film: from comedies to horrors with

a participation of people with disabilities
have long been practiced abroad, while
nowadays in domestic cinematography,

as a rule, it is mainly a drama. That is why
Aziz Zairov would like to shoot a comedy
film with a participation of an “exceptional”
hero, where a person with disability and
situations in which he finds himself will
cause good-natured laughter and smiles
from a viewer. Also by the next year a

film “Paralympian” by director Aldiyar
Bayrakimov will be released, which tells

a story of an athlete who managed to
rehabilitate himself and return to sports
after a tragic accident, as a result of which
he loses his leg. Thus, we can safely
assume that the trend of integrating people
with disabilities into society will continue
both in the art of cinema and in other
spheres of life.
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Akmapan Kacbimxanosa, Bnanumup IMonor, bay6ek Herep6ek

T. K. )Kyprenos atbinnarsl Kaszak yaTTbIK oHep akafieMHsIChI
(Anmarsl, Kazakcran)

KA3AKCTAH UHKJ/THO3UBTI KWUHOCbIHAAFbI «EPEKLUE» KEMINMKEPNEP

Anpatna. Epekiie KaxeTTiniktepi 6ap agamaapAbl KOFaMfFa eHridy TakblpblObl OYKin ©pKEHUETTI aneM
VLLUiH ae, acipece 6i3AiH en YLiH Ae eTe 63€eKTi.

Kipicnege KasakctaH PecnybnuKkacbiHbiH BYY Wwrab-natepiHge myreaeKrepid, KYKbIKTapbl Typasbl
KOHBEHLUSIFa KO/ KOtobl Typasibl anTbinadbl. Ananaa, 6yriHae MyreaeKkTepiH KoFamra TobIKKaH bl
MHTErpaLmschbl oK. ©3aepiHi3 6ineTiHaen, KNHemaTorpadbua — 6yN KyHAbIIbIK 6aFaapnapabiH,
3amaHayu ayfapMallbiCbl, 01 TOp6UeENiK GyHKLMANapFa e, COHbIMEH 6ipre KepepmeHre 6apiblK
YaFblHaH CYNIYNbIKTbl Kepe 6inyre MyMKIHAIK 6epeai. Anaifa oTaHAbIK FbUIbIM MYMKIHAIT WeKTeyni
ajam 60bin TabblNaTblH KWHOAAFbI «€PEKLLE» KeNinKep 6eMHeCiH ani 3epTTereH oK. CoHAbIKTaH 6y
MaKasaHblH MakcaTbl — Ka3aKkcTaHaarbl MHKIIO3UBTI KUHEMATOrpaduUsaHbl XoHe «epeKLIe» Kerinkep
OEWNHECIH FbINbIMU TYPFbIAAH KamTy.

3epTTey 6apbicbiHaa 6UGANOrpadUsanblK, cunaTTamanblK, aHaNUTUKaNbIK, XYHenikK,
XPOHONOTUANbIK aHEe CTaTUCTUKANbIK CUSKTbI TEOPUANLIK 84icTep KonaaHbinabl. Hatuxenep
WMHKNIO3UBTI KMHEMaTorpadusaHblH KOFaMablK NiKipaiH e3repyiHe, COHbIMEH KaTap KoFamaa
ajamM3aTTbliH TopbueciHe acepiH 3epTTenai. Tankpinayga 248 kepkeM dunbMHiH KasakcTtaH
PecnybnunKacblHbIH, TOYeNci3fik Ke3eHiHe 6erimaenyi Typaibl pecMu maniMeTTepi 6ap, OHbIH TEK
17-ci MyrefeKTiK TakblpblOblHa apHanfaH. Makanaga KasakctaH PecnybnmKkacbiHaa MyregeKTik
Typanbl GunbMaep Kypy AMHaMuKachkl KepceTinreH, «<bony Hemece 6onmay» (2014) oHe «Kbi3 6eH
TeHi3» (2017) dbunbMaepPiHiH MbicanblHAa 3aMaHayn Ka3aKCTaHAblK MHKNIO3UBTI KWHEMaTorpadusiHbl
epekKLle atan eTyre 6onaabl, onapabiH pexunccepnapbl A3na 3anpoB neH Myxamen Mambip6eKoB.
KopbITbiHAbINAK KENe, MHKIIO3UBTI KNHOTEATP KOFaM YLUiH KyHAbIIbIK 6aFaapliamMbl 60/1a anafbl XXaHe

MYMKIHAIM WeKTeyni azamatTapabl TYCiHy MeH Kabbingayaa 6arbiTraylibl 601a anagbl 4en YCbiHbIaabl.

CoHpan-aK, MyreaeKktep Typanbl KUHO }Kacay TeHAEHLMSACBIHbIH AaMy 60/MKaMblH YCbIHaAbI.

Tipek ce3gep: NHKIIO3UBTI KWHO, MYMKIHAIr WWEKTeyNi agam, «epeKLUe» KENINKep, MHTerpaums,
ajamMrepLuinik, KyHabliblK 6argapnap.

Hanekce3s yuwiH: KacbimxaHoBa A. A., [TonoB B. U., Herepb6ek b. b. KazakcTaH MHKTIO3UBTI
KUHOCbIHAaFbI «<EpeKiwer» kerinkepnep. Central Asian Journal of Art Studies, 2021, 6(1), 120-133.
https://doi.org/10.47940/cajas.v6il.364
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Akmapan KacsimxanoBa, Bnagumup lonos, bayoek Horep6ek

Kasaxckas HaunonasbHas akagemus uckycers uM. T. K. )Kyprenosa
(Anmarsr, Kazaxcran)

«OCOBEHHbIE» TEPOU B UHKJ/TIO3UBHOM KMHO KA3SAXCTAHA

AHHOTauus. TeMa MHTerpawmm noaemn ¢ 0cobbiMM NOTPEBHOCTAMM B OOLLECTBO KparHe aKTyanbHa
KaK 15 BCEro LMBUIM30BAHHOIO MMpa, TaK M A9 Hallen CTpaHbl B YAaCTHOCTU. Bo BBeaeHUH
roBopuTCS 0 noAanucaHunn Pecnybnmkon KazaxctaH KOHBEHUMW O NpaBax MHBaNIMAOB B WTa6-
kBapTupe OOH. TeM He MeHee Ha CeroAHsAWHWI AeHb He HabntoaaeTcs NOMHOLEHHOW UHTerpaLmm
JIUL, C UHBANNAHOCTbIO B 061ecTBO. Kak M3BECTHO, KWHOUCKYCCTBO ABNSIETCSH COBPEMEHHbIM
TPaAHCNATOPOM LIEHHOCTHbIX OPUEHTALMIA, OHO 06n1aaaeT BocnuTaTelbHbIMU GYHKLMAMU, a TaKKe
HaJenseT 3puTens cnocobHOCTbIO BUAETb KpacoTy BO BceM. OAHaKO B OTEYECTBEHHOM HayKe A0 CUX
nop He uccnenoBasncs o6pas «0CO6EHHOro» repost B KMHO, KOMM SIBASIETCSH YENOBEK C MHBANUAHOCTbIO.
[Mo3aToMy Lienblo JaHHOW CTaTbM ABASETCH OCBELLEHME B HAayYHbIX KPYrax MHKIO3UBHOIO KUHO
B KazaxctaHe n o6pasa «0cob6eHHOoro» repos. B nccnegoBaHmm 66111 NPUMEHEHBI TaKue
TEOpPETUYECKME METObI, KaK GUBANOrpadUyecKmi, onnucaTesibHblM, aHaIUTUYECKUA, CUCTEMATUHECKUH,
XPOHOIOMMYECKUIM U CTAaTUCTUYECKMI. B pe3ynbratax paccMaTpuBaeTcs BANSHUE MHKIIO3MBHOIO KMHO
Ha TpaHCcPOopMaLMO 06LLECTBEHHOIO MHEHUS, TaKXe NPUBUTUE FYyMaHHOCTHK coLmymy. B anckyccum
npueeaeHbl oduLMnanbHble JaHHbIe 06 3KpaHM3auun 248 XyL0XKECTBEHHbIX KAPTUH 3a Nepuos
He3aBucMMOCTM PecnybiMkn KasaxctaH, M3 KOTOPbIX Wb 17 NOCBSAWEHbI TEMe MHBaIMAHOCTM.
B ctaTbe noKasaHa guHaMuKa co3gaHms dunabMoB 06 nHBannaHocTu B PK, ocBellaeTcs coBpeMeHHOe
Ka3axCTaHCKOe MHKNIO3MBHOE KMHO Ha NpuMepe GunbMoB «bbiTb nan He 6biTb» (2014) 1 «/leByliKa
n mope» (2017) pexuccepoB A3nsa 3anpoa 1 Myxameaa Mambip6eKkoBa. B 3aknto4eHmm
BbICKa3bIBAE€TCS MHEHWE O TOM, YTO MHK/IIO3MBHOE KMHO MOXET CNYXKWUTb 06LECTBY «MasgKOM»
LLEHHOCTHbIX OPUEHTALIMIA M PYKOBOACTBOM B MOHUMaHWKN U MPUHATUM FpaKaaH ¢ orpaHU4YeHHbIMU
BO3MOMXHOCTAMMU. TaKKe npeanaraeTcs NPorHo3 pa3BUTUS TEHAEHLIMM CO3aHNA KapTUH O NIoASX
C MHBANNUIHOCTbIO.

Knto4yeBble cnoBa: UHKNIO3UBHOE KUHO, YE/TOBEK C OrPaHNYE€HHbIMU BO3MOXHOCTAMMU,
«0COBEHHbIN» Fepon, MHTErpaLms, ryMaHHOCTb, LlEHHOCTHbIE OPUEHTaLUM.

Ansa untnpoBaHus: KaceiMxaHoBa, A. A., lNonos, B. U., Horep6ek, b. b. «<Oco6eHHble» repou
B MHKIIO3MBHOM KMHO KasaxcTtaHa. Central Asian Journal of Art Studies, 2021, 6 (1), 120-133.
https://doi.org/10.47940/cajas.v6il.364
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Abstract. In the last decades the concept of resilience was described to characterize a person,
who has higher stability to resist against negative threats of the environment.

Purpose of the research: 1. To show key contributions from the Leipzig University’s Institute
of Psychology for research on stress and. 2. To summarize some theoretical point of views for the
further assessment and research of stress. Methods. Theoretical and methodological analysis of
stress, logical and structural research method. Results. More dangerous and more harmful can be
chronic stress. Stressors are objective and hinder people’s need fulfillment. Stress coping should
have always two starting points, external and directed to the stressing environment: to be informed,
to seek solutions to problems and to collect friends and technics to become able to act and internal:
the feelings, excitement, to bring activism into self-control. Conclusions. Stress is only in this one
way positive, because it's possible to collect experiences in the coping process of stress and have
new abilities to cope with stress. Stress — is a normal reaction even among artists. A stress-related
paraclinical disorder is podium anxiety. Even a negative evaluation by other people can threaten the
positive view of oneself and abilities — the self-esteem. Today, stress is a recognized risk factor for
the development of diseases and many disorders. Stress is closely linked to negative performance
parameters, operational errors and reduced performance. Stress mediates the biopsychosocial chain
of causation between health and disease. Extreme forms of stress can be stressful for all people.
However, many stressors are effective individually, resource-dependent, individual or population-
specific. The relation of stress and coping is essential for stressmanagement activities of humans.



Resilience is generally viewed as a quality of character, personality, and coping ability which is a
resource contra stress and can reduce the stress reactivity and sensitivity for stress. Our Research
provides some guidelines for intervention, adaptation and prevention of stress.

Keywords: stress, resilience, positive psychology, clinical psychology, medical psychology, art
people, stress management, stressors, biological stress, stress and coping, stress and emotion.

Cite: Reschke, K., Berdibayeva, S., Abirov, M. (2021). “Stress of artists before a performance: a
study based on materials from the Institute of Psychology at the University of Leipzig”, Central Asian
Journal of Art Studies, 6(1), 134-147. https://doi.org/10.47940/cajas.v6i1.366

Introduction

he Department of Psychology of the
Leipzig University has a long tradition

in stress research. The roots of this
research are in the field of Educational,
Developmental and Clinical Psychology
research after the re-opening of the
Department Psychology in the year 1975.

Stress — is a normal reaction even
among artists. A stress-related paraclinical
disorder is podium anxiety. Even a negative
evaluation by other people can threaten the
positive view of oneself and abilities —
the self-esteem. Almost everyone is excited
when they have to perform something
in front of others, regardless of whether
it is a short, improvised speech or the
performance of a Rachmaninov prelude
on the piano.

The article is also giving some
orientations for intervention, adaption
and prevention on stress. We are
supporting the meaning of stress, which
was developed by Scheuch & Schroder
(1990) and include some theoretical basics
of Reschke & Schroder (2010)[1; 2].

In the context of this article it is
not possible to mention all work in all
disciplines, because a lot was done in this
whole time period. In drawing the attention
to Clinical Psychology, it is necessary at
first that it was always a basic goal of our
research to contribute to the understanding
of psychopathological processes of many
disorders and illness. In 1980 the Medical
Psychology research phase started (Stress
research in Dentistry, anxiety for surgery,
coping with the consequences of body
dysmorphic syndrome etc.).

But later came the health psychological
research, and more was done to develop
health promotion tools and to analyze
health in schools, in professional life and
in different age groups. In the beginning
of research the assessment of test anxiety
of medical students in the Physical was
the starting point. Two of the important
publications, which can show the progress
in stress research are Scheuch & Schroder
(1990) and Schumacher, Reschke &
Schroder (2002) [ 1; 3].

In Table 1 an overview about the
wide variety of stress related research
at the Department of Psychology of the
Leipzig University will be given. It is
to mention, that in other departments
(Medical Psychology, Psychiatry and Sport
Psychology, Pedagogics) stress research
was also done during decades.

Table 1. Examples of stress research

Areas of stress research

Development of new methods for the
assessment of stress

Programs for Stress Management Training

Treatment Programs for therapy of PTSD
and Adjustment Disorders

Stage fright / Test Anxiety for Artists
Coping with Death and Dying for
Intensive and Palliative Care Unit Staff
Members

Prevention of addiction, alcohol and
tobacco use

Work place related stress research
(analysis of health)

Rehabilitation of Pine /face-wounded patients
Test anxiety & stage fright

Stress in special populations and
professional groups (teacher, pupils,

Police, elderly people)

Central Asian Journal of Art Studies Volume 6. Issue 1. 2021



136

Central Asian Journal of Art Studies Volume 6. Issue 1. 2021

Some of the latest stress research
projects which are necessary to be
mentioned are: Development of stress
management programs for divergent
groups, posttraumatic stress and coping
with the disorder PTSD and Adjustment
disorder, stress in traffic and for driving
teachers, stress and psychological first aid
in disaster (Disaster Psychology) and stress
in teachers and pupils (Stueck).

At all, many research was done in stress
and coping. The goal was always to make
a contribution to health promotion in public
and at workplaces.

One of the mechanisms of identification
with the environment of activity is the Sense
of Coherence, described in Antonovsky’s
concept of mental health. According to
the author’s concept, it is associated with
a positive assessment of the possibilities
of resolving a problem situation, the
development of effective strategies for
overcoming it, a positive attitude of life.

The sense of coherence consists of three
main components:

1. Understanding the situation as
a measure of predictability;

2. ability to cope with stressful situations,
awareness of the possibility of managing
the course of events (manageability)
as a manifestation of the individual’s
personal and social competence;

3. experiencing the significance

and meaning of the situation

(meaningfulness), that is, the

perception of one’s own life as

a complete meaning and meaning,

leading to an active search for

a solution to difficult situations.

A sense of coherence as a mechanism
for overcoming stress, included in the
identification process with the environment,
affects the formation of positive
expectations of the success of one’s own
activities, guarantees the rational use of
one’s capabilities and thereby favors the
preservation of mental health [4; 5].

Methods

In this work, the authors used the following
research methods: psychological methods
for discussing the problem of stress,

stress research methodology, theoretical
and methodological analysis of stress,
description and interpretation of stress.
Analysis of the literature on stress and
resilience.

Results
1. There is a model of a Stages of

destabilization from acute to chronic
stress pattern (Figure 1).

l. Il. II. IV.
. Handlungs- Dauer- Psycho-vegetative
'(CD GUEE I aktivierung mobilisierung Reaktions-bildung
i—’, durch: durch: Langerfristiges Mit «Krankheitswert" o
&: | * Handlungsroutinen | » Bedrohungs- Anpassugs-syndrom =
@ | * Automatismen kognitionen —> Aufzehren von o
Qe Kognitiver * Negative Reserven (%
= Ausgleich Emotionen o
(] >
Akuter Stress Chron. Stress > @
¢ emotionsbasierte * Stress-Kognitionen, | ¢ inneffizientes e Schutz- und ?_)
g Regulation Unsicherheiten/ Handeln Abwehrstrategien >
Q@ | * kognitions- Angstaquivalente e Verlust von * .Symptome als §
) gesteuerte ¢ phychophysische Zukunftsbesogen- Kompensations- @
X Handlung Mobilisierung heit Phénomene" —
@ | « keine Notfall- e Angst/ ¢ manifeste
Q_' Signalisierung Depressivitat vegetative
= * Veslust von Erhol- Stérungen
ungsfahigkeit

Figure 1. Stages of destabilization from acute to chronic stress pattern in German




The prevention of chronic stress and
the pathological consequences of chronic
stress is the goal of stress prevention in
form of a primary, secondary and tertiary

prevention level.

2. Stressors are burdens; this mix

of requirements, conditions and

prerequisites are consistently called
stressors. Stressors are deliberately
reflected or unconscious. Stressors are
challenges that have the potential to lead
to stress. Extreme forms of stress are
likely to cause stress in all people. However,
many stressors are individually effective,
are resource-dependent, individual-
or population-specific. Stressors are
special forms of stress (environmental
requirements) that have the potential to
trigger a stress process (with consequences
of health impairment, performance
degradation, hindering development).
There are different stressors in the work

context:

a. Stressors from the work task

— o a0 o

Stressors from the role

Figure 2.
Sources of Stress and
health consequences

in burn out

Stressors from the workflow
Stressors from working conditions
Stressors from social relationships
Stressors from the work task

g. Stressors from development

opportunities

What makes a person able to remain
somatically and psychologically healthy,
despite the impact of stressors?

“The question is no longer how we can
eliminate this or that stressor, but how we
can learn to live, and live well, under the
influence of stressors, and perhaps even
turn their existence to our advantage”
Antonovsky, 1923-1994). In psychology,
there is a Questionnaire of work-related
behavior and experience (in the original
abbreviation — AVEM, Arbeitsbezogenes
Verhaltens-und Erlebensmuster) was
developed by W. Schaarschmidt and

A. Fischer at the Institute of Psychology
of the University of Potsdam [6; 7].

The theoretical prerequisites for the
creation of the questionnaire were the
concepts of Antonovsky coherence,
Lazarus stress coping mechanisms.

3. The sources of stress are always:
objective environmental requirements,
assessed environmental requirements
and action capabilities, individual
target- and strategy-selection as way
of coping and coping-style, and somatic
requirements and regulations (Figure 2).

Individual
factors

Work related
factors

A ]

©

1. Actual high work load
(not continuously)

Prevention and

vegetative stress symptoms, heam"
exhaustion promotion
Longer work persistent stress
related load, and load
2. Burn out

(risk state, chronic stress)
exhaustion, cynics, reduced
achievement

Regeneration

v A
persistent deficits of
chronic stress achievement
Vv )

+Z7Z73.0
Burnout

3. Disorders and
lliness states
i.e. depressive

and anxiety
disorders, drug

and tablet
abuses, tinnitus,

hypertonia

4. Somatic and
psychic disease
i.e. cancer, early
states of
dementia,
psychosis,
depression

Therapy
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4. Stress and coping

The two circle model of stress
management of Reschke&Schroder (2010)
shows this connection two main activity
circles of humans which must be regulated
together in an effective way [2].

The forms to use coping can be evaluated
by psychological tests, like the ways of
coping checklist, in German language the
“Stressverarbeitungsiragebogen — SVF”
of Janke & Debus (2008) [8].

Figure 3 shows the two circle model
of human regulation activities to reduce
stress.

5. A concept of a stress prone
personality was not successful.
The Table 2 shows the system of relevant
protective personality factors. Different
personality variables form the conditions
and resources for coping with stress. They
do not act directly, but as moderators of
stress and demands management.

6. Stress and emotion

There are emotions without stress
and stress without emotion. Seyle (1979)
wrote: “emotional arousal is the most
common cause of stress” [ 10]. Mason
(1975) described the un-specificity of stress

Human regulative activities
(Shroder, 1999)

}e@n

Social regulation

c
g Problem
8 External regulation
g Object problem oriented
bo) regulation
w

M

~ Reflexive

Subject

activity

Regulation of human environment
svstem

Regulation and stabilization of
selfsystem

1Q ... Intelligence, problem competence
SKO ... social Competence

emotional competence
reflexive Competence

Figure 3. The two circle model of human regulation activities to reduce stress

Table 2. Taxonomy of protective factors of personality (Belz-Merk, Bengel, & Strittmatter, 1992)[9]

S Hardiness Optimism Mental health
coherence
1 2 4 5
Locus of control | Comprehensibility, Internal locus of Autonomy,
no specific locus of control self-responsibility
control patterns
Self-efficacy Confidence in Coping with
mastering life internal and
tasks external demands
Outcome no sure success Generalized
Expectancies expectancies outcome
necessary expectancies




1 2 8 4 5
Life sense meaningfulness, Commitment, Finding meaning
conviction that life to see things as
has meaning meaningful
Future manageability, Optimistic attitude, Confidence,
orientation conviction to be expectation of optimism
able to master life positive future
tasks in the future
as well
Coping with Predictability, Confidence, even Ability to cope with
transitions, stability of the in case of failure; life requirements
changes of life external and Challenge, and difficulties
and life tasks internal world | curiosity about life

in his emotional appraisal. Often we find
descriptions like “emotional stress”, this
draw attention to the link of cognition,
emotion and stress|[11]. In the psycho-
neuro-immunological stress model of Henry
(1986) the role of emotions in the interaction
between cognitive stimuli and neuro-
endocrinological response patterns[12].

The role of emotions and stress was also
focused by Lazarus (1991) and Lazaras &

Launier (1981)[13; 14]. The role of
positive emotions for wellbeing and health,
contrary to stress, will be outlined in new
publications of the Positive Psychology.
This can be seen in the PERMA Model

of Seligman (2012)[15]in Figure 4.

7. Stress and achievement
Relationships between stress and action
exist in clear patterns. Very well-known is

Yerkes Dodson. Higher tension (stress)
can produce symptoms of disturbed

achievement. The Yerkes-Dodson law

shows these connections (Figure 5).
8. Stress and illness
The relation between stress and

disorders is researched often. The end

of search on the links is not closed up to
now. The patterns of stress can be involved
in the causalemergence, maintenance,

aggravation and progress of disorders.

achievement

Stage-frigth

7 N

Anxiety, stress

the reverse U-shaped relationship between
stress and performance according to

Engagement
finding flow

Relationships
authentic
connections

Meaning
purposeful
existence

achievement

optimal

Figure 5. Yerkes—Dodson law

Positive emotions
feeling good

Achievement
a sense of
accompolishment

Figure 4. The PERMA Model of Seligman and the role of positive emotions for health

araousal/ activity
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Discussion

The theoretical analysis of stress provides
opportunities for further assessment and
research of stress.

In this part, we discuss some of the main
theoretical approaches to stress research
and consider stress in the following context:

1. Stress as an adaptation activity
under consideration. This was one of the
main starting points of definition of stress
sensu (Selye 1936)[16]. Seyle’s biological
stress model conceptualized the adaptation
process to severe threats in a phasic
process of Shock — resistance and break
down.

But adjustment is not identic with
a homeostatic process, there is a positive
activity and development of the actor,
it is not only a concept of over living the
overloading situation.

2. Stress is studied as a mental and
somatic phenomenon. Therefore a bio-
psycho-social approach of stress should be
favored. Stress is a not specific response
on changes of the inner or environmental
milieu.

In the history of definition of stress and
former stress theories the phenomena
of stress was assumed as an unspecific
stress-reaction.Un-specifity means the
existence of general activities in the process
of adjustment to a homeostasis. The un-
specifity of the stress process doesn’t mean
a stereotypic process. Also the unspecific
stress response pattern exists in situation
specific contexts.

3. Sources of stress in the process of
acting and productive being.

The emergence and coping with
stress are always active processes of
central regulation where there are
various possibilities. The stress release
is indeed based on stress factors in their
relation to prerequisites (resources) of
humans. However, the assessment of
the requirement situation is an essential
component of a cognitive stress model.
This assessment (the cognitive appraisal)

also includes the proximity of a requirement
to the personal need structure.

4. Stress and health

Stress and health are the opposite pages
of the same medal. In former time there was
a distinction between negative and positive
stress (Disstress and Eustress). This seems
to be an old definition of stress.

5. Stress-reactivity (sensibility for
stress) & resiliency

The Resilience means the amount of
forces, resources and strategies which
individuals have as a potential to overcome
crisis, demands and all strengths in her
life. Some authors define Resilience as
an individual’s ability to maintain or
regain his/her mental health in the face
of significant adversity or risk of death.
(Macedo et al., 2014; Bonanno, 2004 )

[17; 18].

The general definition of Resilience is
‘the activity of rebounding or springing
back; to rebound; to recoil.” It further
defines resilience as ‘elasticity; the power
of resuming the original shape or position
after compression, bending, etc.” Most
people are exposed to at least one violent
or life-threatening situation during the
course of their life. As we are human being
we have to experience sorrowful situations
such as death of close friends and relatives.
But not every one of us can cope with these
potentially disturbing events in the same
way. Some people experience acute distress
from which they are unable to recover.
Others suffer less intensely and for a much
shorter period of time.

Resilience seems to be an important
key factor to determine that kind of
emotional stability with these situations
(Bonanno, 2004)[18].

Conclusions

So, discussing the problems of stress on
the basis of a theoretical analysis of the
work of the Institute of Psychology at the
University of Leipzig, we draw the following
conclusions:



1. Under stress, when humans are
confronted with stressors, a person’s control
activities are always directed to meet and
solve the demands, ensuring the satisfaction
of needs and psychophysical well-being.

Performing stage artists such as
musicians, actors or dancers appear
regularly in front of an audience. For them,
public appearances are not just a side effect,
but the core of their artistic career.

The external pressure is high. Often a single
performance can decide the success or
failure of an artist and have consequences
for the entire further professional career. But
great demands are also placed on the actual
performance of the person performing.
Skills that have been highly trained and
automated since childhood have to be
applied, mostly in a very fixed time frame
and with almost no correction options.

If this succeeds without any problems,
ideally a very high artistic performance can be
achieved in front of an audience. But the more
perfected and automated an activity is,
the more susceptible to failure it becomes.
Numerous factors, e. g. daily form of
the artist, light and temperature conditions,
influence the individual performance.

One of the most natural processes and
biggest disruptive factors of successful public
appearances is the fear before and during

the performance, also called podium fear,
stage fright or fear of performing.

Examples include “Courage to Stage
Fright” by the cellist Gerhard Mantel [19]
and “Stage Fever. Causes and overcoming
with special consideration of the violin
playing "by the violinist Kato Havas. [20]

Relaxation procedure

Relaxation and body-related procedures
are the most popular strategies against
podium anxiety. Comparatively many artists
have integrated these into their everyday
lives. Autogenic training, progressive
muscle relaxation and Feldenkrais are
widely used methods.

Course programs

One effective way to treat mild to
moderate podium anxiety is through class

programs like the one described here.
These are carried out in groups. The group
dynamics and the contact with other
affected persons can have a positive effect
on the success of the therapy.

The coping process is a holistic socio-
psycho-somatic process in cognitive-
emotional and somatic patterns in a close
relation to the social conditions of a given
context.

Lazarus & Launier (1981 assumed coping
after the appraisal processes and divided into
emotional and problem-oriented coping) [ 14].
The coping response can be divided into the
forms of mastery, coping and defense.

Coping always leads to the adaption and
the adjustment. Practically important is the
difference between coping with short-term
and long-term demands — it leads to the
distinction between stress management
techniques oriented on a) long-term
improvement of well-being or b) short-
term stress management technics for acute
stress reduction.

Stress coping should have always two
starting points, external and directed to the
stressing environment: to be informed, to
seek solutions to problems and to collect
friends and technics to become able to act
and internal: the feelings, excitement, to
bring activism into self-control.

Thus, the relationship between stress
and coping is important for a person’s
stress management activities.

Different personality variables form
the conditions and resources for coping
with stress.

They do not act directly, but as
moderators of stress and demands
management.

In this context the following are
important:

a. cognitive structures over stress-

inducing environmental factors

b. self-concept: sense of coherence,

optimism, self-efficacy

c. skills (problem-solving skills, for

communication and acting under
stressing condition)
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d. techniques for stabilization
and regulation of the human
psychophysical system (relaxation
techniques, mindfulness techniques)

e. interpersonal competencies, social

skills

Stress is only in this one way positive,
because it’s possible to collect experiences
in the coping process of stress and have
new abilities to cope with stress (tertiary
appraisal.

The assessment and description of
stress must be multi-variable, this is
evident caused by the complex nature of
stress. Stress shows itself in all hierarchic
levels of organism and its relations to the
environment. So stress can be described
in his multidimensional forms of
appearance: somatic, psychic (cognitive
& emotional), behavior.

Therefore, a biopsychosocial approach
to stress should be preferred.

In the men-environment relation
of work related processes in the last time
a demands-load concept was developed,
which seems to be crucial for a human-
scientific stress framework. Stress should
be understood al a process within the
demands-loads dynamic.

This concept defines the two parts:

1. demands — as the value-iree
description of the needs and conditions
of a given work-related or general
environmental task

2. loads — is the effect of the demands
on the human being and the interactive
relations to the environment. Here we
summarize the reactions and changes in
organs, in the experiencing of the situation
and the ability to react adequately.

The consequences of this demand-
load process can be positive and negative.

We divide into positive and negative load

consequences.

Positive load consequences are
development of personality in form of
protective factors and resilience and future
optimism against coming stress.

Negative load consequences are
tiredness, monotony, frustration, sattigung,
stress which all can lead to longer health
hazards and illness.

Thus, stress is defined as:

1. Stress is a psychophysically activity of
human beings in the coping process
with changes in the environmental and
inner milieu connected with the goal of
adjustment to these changes

2. Stress is a non-specific response to
changes in the internal or external
environment.

3. Stress is an un-specific activity of
adjustment and has in comparison
with other forms of adjustment specific
descriptive patterns. In difference
to other forms of adjustment the
particularly source of stress development
consists of disorders of need satisfaction
in situations of pressure to act and
acting difficulties.

4. Stress and emotion are closely linked,
but not identical.

5. The relation of stress and coping
is essential for stressmanagement
activities of humans.

6. Resilience is a key factor of health in
general but it can be also a key factor
for coping with stress, loss, traumatic
situation, etc. It can be defined as an
emotional elasticity for coping.

7. Stressors are objective and hinder
people's need fulfillment.
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Konpap Peuike

Jlewimuur ynusepeuteri (J1efinuur, lepmanust)

Cgera bepnicaeBa

OJ1-Dapabu atbinaarsl Kasak YATThIK YHHBEpPCHTET
(Anmarbl, Kazakcran)

Mypar A6upos

Kypaibik ackepiiepi Ockepr HHCTHTYTbI (Anmartsl, Kazakeran)

OHEP AIAMAPbIHbIH, KOMNLWIIK ANAbIHAAFbI CTPECCTEPI: JIEANUNI
YHUBEPCUTETI NCUXOI0I A UHCTUTYTbIHbIH, MATEPUAJIAAPbI BOMbIHLUA 3EPTTEY

AHaaTtna. CoHfbl OHXbINAbIKTapAa Te3iMAINIK TYKblpbiIMAAMachl }aFbIMCbI3 9KOOrUSAbIK Katepaepre
Kapchbl TYpyFa Te3iMAai agamabl cunaTrayMeH anKkblHaanaabl. 3eptreyaiH Mmakcatsl: 1. Jlennuur
YHUBEPCUTETI KaHblHAaFbI [ICMXONOrMs MHCTUTYTBIHbIH, CTPECCTI 3epTTeyaeri Heri3ri yeciH Kkepcery.
2. CtpecTi oaH api 6aranay aHe 3epTTey YiliH Kenbip TeopUaNblK Ke3KapacTapabl KOPbITbIHALIIAY.
9pictep. CTpecTi TEOPUANBIK KOHE 8AiicHaManblK Tangay, 10rMKanblK oHe KypblibIMAbIK 3epTTey
aaici. Hatmxkenep. Co3blimanbl CTPECC KayiMTi oHe 3nsiHAbl 601ybl MYMKiH. CTpeccTep 06 beKTUBTI
YXoHe aflamapfa onapablH KaXXeTTiiKTepiH KaHafFaTTaHAblpyFa »on 6epmengi. CTpecTi *KeHy
SpKallaH CbIPTKbl XaHe ilKi cTpeccKe b6arbiTTanFaH exki 6actankbl HEMi34eH TYpybl KEPEK, CbIPTKbI
YXOHe CTPECTIK opTaFa 6arblTTasiFaH : aKknapaTtTaHy, opeKeT eTy KabineTi yLWiH MacenenepaiH wewimMiH
i3aey oHe ilWKi: cedimaep, Tonkynap, 6enceHAainikTi e3iH-e3i 6acKkapyra KeTKi3y. KopbITbIHAbI.
CTpecc — 6y eHep agamaapsbl YLWiH Ae KanbinTbl peakuus. MapaknnHuKanblK CTPECCTiH, 6y3bllybl —
Oyn noanMymaarbl Ma3acbl3ablK. TinTi 6acKkanapiblH, *afFbIMCbI3 6aranaybl 63iHe KaHe KabinetrepiHe
[ereH oH KesKapacka — e3iH-e3i 6aranayra Kayin TeHfipyi MyMKiH. CTpecc Tek 6ip »aFblHaH
¥aFbIMAbl, BUTKEHI CTPECCTI XeHy 6apbICbiHAa ToXKipUbe KUHaKTasbIM, CTPECCTI XKEeHYiH XaHa
KabinetTepi anbiHaabl. BYriHri KYHi cTpecc — 6y aypyAblH aHe KenTereH 6y3blnynapabiH Aamy
KayniHiH GaKTopbl. 30PbIFY TEPIC XXYMbIC NapaMeTpaepiMeH, NnanganaHy KatefnepiMeH xaHe
HallapnafraH eHiMaiNiKNeH TbiFbl3 6annaHbiCTbl. CTpecc AeHcaynblK NeH aypyablH apacbiHAaFbI
6uoncuxocounanbabl ceben-cangapnbiK 6annaHbICTbl XKy3ere acbipagbl. CTPecCTiH 9KCTpemanpl
Typnepi 6apnbiK agamaap YiliH cTpecc 60/ybl MYMKiH. Ananaa, CTPeCTiH KenTereH daktopnapbl *Kexke
JapanblK XafblHaH TWiMai 60/1a4bl, 0flap pecypcrapiaH, MHAMBUAYMAapAaH HeMece agamaapaaH
Toyenai 6onagbl. CTpecc NeH OHbl XXeHy apacbiHiaFbl 6aniaHbIC adaMHbIH CTPECCTi 6acKkapy

KbI3METI YLWWiH MaHbI3abl. DAeTTe Te3iMAiNiIK MiHe3AiH, Ty/IFaHblH canacbl }XoHe CTPECCTi eHe 6iny
KabineTi peTiHAe KapacTbipbliagbl, 6y CTpeccKe Kapchbl pecypc 60/bin Tabblnabl }XoHE CTPECCTIH,
PEaKTUBTINIr MEH CTPECCKE CESrillTIriH TeMeHaeTeqi.

bisaiH 3epTTeynepimis angbiH-any, 6enimaeny *xeHe CTPECCTiH anablH-any 60MbiHWa GipHelle
YCbIHbICTap 6epesi.

Tipek ce3gep: cTpecc, Te3iMAINIK, NO3UTUBTI MCUXONOTMS, KITMHUKaNbIK MCUXONIOrUS, MeAULMHANbIK
NMCUX0Norus, eHep agaMbl, CTpeccTi 6acKapy, ctpeccopnap, 6UOIOrUSNbIK CTPECC, CTPECC XKOHE XKERY,
CTPECC XaHe amouumanap.

Hanekce3s yuwiH: PeluKke K., bepanbaesa C. K., Abupos M. P. BHep agamaapbIHbIH Kenwwinik
angblHAaFbl cTpeccTepi: JIennuur yHMBepcuTeTi NCUXO0rUs MHCTUTYTbIHbIH, MaTepuangapbl 60MbIHLLA
3epTTey. Central Asian Journal of Art Studies, 2021, 6(1), 134—147. https://doi.org/10.47940/
cajas.v6il.366
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Konpan Peuike

Jletinuurekuii yuusepeurer (Jlefinuur, [epmannst)

Cgera bepau6aeBa

Kazaxckuii HallMOHAJIbHBIH YHUBEPCHTET UMeHH alb-Dapatu
(Anmarbl, Kazaxcrat)

Mypar A6upoB

BoeHHbIiT KHCTHTYT CyXOTMyTHBIX BOHCK (Asmatsl, KazaxcraH)

CTPECC IIOAEN UCKYCCTBA NEPE/ BbICTYNJIEHWEM: UCCNEQOBAHUE
N0 MATEPUAJIAM UHCTUTYTA NCUXOJIOrMU NEANLUICKOIO YHUBEPCUTETA

AHHOTauus. B nocneaHve necatnneTns 6bina onnucaHa KoHLUENUUs pe3nnbeHTHOCTH, YTOObI
XapaKTepr3oBaTb Ye/IOBEKA, KOTOPbIM 06naaaeT 60/bllen CNOCOGHOCTLIO MPOTUBOCTOSATh
HeraTMBHbIM Yrpo3am OKpy»Katollen cpeabl. Lilenamn agaHHOro nccneaoBaHus SBASIOTCS creaytolme:
noKasaTb Kto4eBon BKnag MHCTUTyTa ncuxonorum JIeMnuMrcKkoro yHuBepcuTeTa B MccnefoBaHms
cTpecca, 0606LMTb HEKOTOPbIE TEOPETUHECKMNE TOUKM 3PEHUS AN Aa/IbHENLLIEN OLEHKMU

W ncenenoBaHua ctpecca. ABTOPbl UCNONb30Bav TOMMKO-CTPYKTYPHbIN METOA UCCIeA0BaHUS,
TEOPETUKO-METO/I0NI0MMYECKNUI aHaNN3 cTpecca. bbiv NonyyYeHbl Takne pesynstaThl: 6onee
OMacHbIM 1 BPeAHbIM MOXET OblTb XPOHMYECKNI cTpecc. CTpeccopbl 06 bEKTUBHbLI U MELLAIOT NtoaaM
YAOB/IETBOPSATL CBOM NOTPEOHOCTU. Y NPeoioNeHns cTpecca Bceraa Ao/IKHbI OblTb IBE OTNPaBHbIE
TOYKM. ITO BHELLHASA, HANpaB/ieHHas Ha CTPECCOBYIO cpeay: 6biTb MHHOPMUPOBAHHBLIM, UCKATb
peleHns Npobaem, YTobbl CTaTb CNOCOOHbLIM AENCTBOBATb, U BHYTPEHHSSA: YyBCTBa, BOJIHEHME,
YMEeHUe MPUBHECTU aKTUBHOCTb B CAMOKOHTPO/b.

CTpecc — HopmanbHasa peakuma gaxe y toaen ncKyccTBa. lNapaknMHMYecKoe pacCcTPOMCTBO,
CBfI3aHHOE CO CTPECCOM, — 3TO noavyMHas TpeBora. OTpuuatenbHas oLeHKa APYrMMU NoAbMU
MOXET NOCTaBWTb NOA Yrpo3y NOJIOKUTENbHbIV B3NS4 Ha cebs 1 cBou cnocobHocTu. CTpecc
MONOMXMWTENEH TOJIbKO C OAHON CTOPOHbI, MOTOMY 4TO B MPOLIECCE Ero NPEOA0EHNUT MOXKHO HAKOMUTb
OMbIT M NONYYNUTb HOBbIE CMNOCOBGHOCTU CMPaBAATLCSA CO CTpeccoM. CeroaHs cTpecc aBnseTcs
NPM3HaHHbIM GaKTOPOM PUCKa Pa3BUTUS 6OIE3HEN U MHOTMX PACCTPOMCTB. HanpsxKeHue TeCHO
CBf13aHO C OTpULATENbHbIMKM PAaGOYNMK NapamMeTpamu, IKCNIyaTaLMOHHBIMU OLMGKaMM
N CHUXXEHWEM Npon3BOANTENbHOCTU. CTpecc onocpeayeT 6GMONCUXOCOLMaNbHYIO CBA3b MPUYUHHO-
CNeACTBEHHOW CBS3U MEX/Y 300POBbEM U 601E3HbI0. AKCTPEMabHble GOPMbI CTpecca MoryT
BbI3blBaTb €ro y Bcex Ntofgen. OaHako MHorme daktopbl ctpecca 3POEKTUBHbBI UHANBUAYANBHO,
3aBUCAT OT PECYPCOB, UHAMBUAYYMA WU NONYALUK.

B3anmocBA3b cTpecca 1 coBnaaaHusa ¢ HUM BaxkHa AN AesTeNbHOCTU YeloBeKa Mo ynpaBfieHMIO
cTpeccoM. Pe3nnbeHTHOCTb 06bIYHO paccMaTpPMBAETCS KaK Ka4yecTBO XapaKrepa, IMYHOCTH
M CNOCOGHOCTb CNPaBAATLCS CO CTPECCOM, SBASETCH PECYPCOM MPOTUB CTPECCa U MOXKET CHU3UTb
PEaKTUBHOCTb Ha CTPECC U YyBCTBUTENIbHOCTb K HEMY.

Halue nccnenoBaHve AaeT HEKOTOPblE peKoMeHAaLuKn No NpodunaKkTuke, agantaumm
M NPeaoTBPaLlEeHNto cTpecca.

Knro4eBble cnoBa: CTPeCC, Pe3nSIbEHTHOCTb, MO3UTUBHASA NCUXONOMUS, KIMHUYECKas NCUXON0rus,
MeAMLIMHCKas MCUXONOrus, NIOAN UCKYCCTBA, YNpaBaeHUe CTPECCOM, CTPECCOPbI, GMONOrMYECKUIA
CcTpecc, CTPEeCC U COBNagaHue, CTPECC U AIMOLIUM.

Ansa untnpoBanus: Peluke, K., bepanbaesa, C. K., Abupos, M. P. CTpecc ntogen ncKkycctTsa nepes
BbICTYNJIEHWEM: UCCNEJOBAHNE NO MaTepuanamM UHCTUTYTa NCUXOA0rMK JIENNLMICKOro YHMBEPCHUTETA.
Central Asian Journal of Art Studies, 2021, 6(1), 135-147. https://doi.org/10.47940/cajas.v6il.366
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XYIO)KECTBEHHO-
AHUMAJIUCTU-
YECKHUE OBPA3bI
YHUBEPCAJIbHO-
TPAHC®EPHOMH
CBSI31 MUPA
MPUPO/IbI
U MY3bIKH

B TBOPYUECTBE
ABAS

Jlaypa Kakumosa'

! Kasaxckuil HalHOHAJIbHBII 11e1aroruecKui yHUBEpCHTeT
umenu Abast (Anmatel, Kazaxcran)

AHHOTauusA. Ha ocHOBe aHann3a Uaen M3BECTHbIX YYEHbIX PACKPbLIBAETCS M AeNaeTcs NomnbITKa
paccMmoTpeTb GeHOMEH HaLMOHaNbHOM My3blKa/lbHOM Ky/IbTypbl MOCPEACTBOM MNPOU3BeaeHU
TBOp4yecTBa Abasi. [loKasbliBaloTCs YHMBEPCaIbHO-TPpaHChEPHbIE CBA3U MMUpPa NPUPOAbI
N XyAOXKECTBEHHO-aHNUMANIUCTUHECKMX 06PA30B NPOU3BEAEHMI, KOTOPbIE BOMJIOLLAIOT B cebe
LLeHHOCTH M naeanbl 06LLECTBA, MPUEMIEMbIE K OpraHn3aLMm My3blKanbHO-TBOPYECKOM AEATENbHOCTH
obyyatoumxcsa B paboTe negarora-my3blKaHTa.

B anoxy rno6anusauunm KynbTypHbIX MEPEMEH, NPOMUCXOAALLMX B HacToslee Bpems B KasaxcTaHe,
C OYyXOBHbIM BO3POXKAEHWEM HALIMKU M OCO3HAHMEM CBOEN MEHTANIbHOCTH, @ BMECTE C 3TUM U HOBbIM
B3I1S40M Ha OTEYECTBEHHYIO My3blKanbHYO KyNbTypy, akTyasbHbIM BCTAET pa3paboTKa 31EKTUBHOIO
Kypca no My3blKanbHOMY abaeBefeHnto. ABTOPCKUIM KONNEKTUB Hay4YHOro MpoeKTa npeanaraet
BbICTPOUTb 3NEKTUBHbIVM KypPC MO TPEM MOAYNSIM, PACKPbIBaOLWMIA MHOrOrpaHHoe TBOpYecKoe
Hacnegue Bennkoro A6as — punocoda 1 rymaHucTa, NoaTa M My3blKaHTa KoHua XIX — Havyana
XX Beka. CornacHo pa3paboTaHHOMY Kypcy Ka4yecTBa 06yHeHUs U MPUBIIEYEHNS 0OYHaIOLLMXCH
K YXOBHO-XYOXECTBEHHbIM LLEHHOCTAM aBTOpaMu TEOPETUHECKU 060CHOBAHbI YCIOBUS pPeELLEHNS
Tpex B3aMMOCBSA3aHHbIX MPo6ieM — pa3BUTUE NMYHOCTHOIO NOTEHLMana, popmMupoBaHme
TBOPYECKOM Cpefbl U NOBbILLEHWE KayecTBa 06pa3oBaHms nogpacratoLlero nokoneHus. Lens
Kypca HanpaBJ/ieHa Ha Nonynsipu3aLmio My3blKasabHOro cTuis abaeBCKOM IMPUKHK, KaHPOBOM
CB0€06Pa3HOCTU TBOPYECTBA U HA NPUBJIEYEHWE TaTaHTIMBOM MOIOAEXKM K MUPY UCKYCCTBA.

B npeacraBneHHOM cTaTbe onpeaeneHbl U pacCMOTPEHbI TEMbI XyA0XKECTBEHHO-
aHUManUCTUYECKNX 06Pas30B Yepes NpM3My NPon3BeaeHU NoaTa. PacKpbiBaOTCS CYLIHOCTHbIE



XapaKTEPUCTUKN My3blKanbHO-XYAOXXECTBEHHOI0 TBOpYecTBa A6as, KOTOpoe BOMJIOLWaeT B cebe
3CTETUYECKME, AYXOBHO-HPABCTBEHHbIE, XYAOXECTBEHHbIE LIEHHOCTU, CO3BYYHbIE BPEMEHU

M NOTPEBHOCTAM COBPEMEHHOro obLecTBa. [locpeacTBOM My3blKalbHOro Hacneama Abas
paccmaTpuBaloTCs BOSMOMXHOCTM NMPUOGLLEHUS NogpacTaloWwen MOMOAEKM K HaLlMOHANbHOM KybType
N UCKYCCTBY, MyTEM BO3POXKAEHMSA NX HALIMOHANBLHOrO CAMOCO3HAHUSA U OCMbICIIEHUS MY3blKalbHOrO

BOCMUTaHMA 1 06pa3oBaHus.

KnroueBble cioBa: TBOpYeCTBO ABas, My3blKanbHOe abaeBeleHUe, aHUMaNUCTUYECKME 06pasbl,
XYOOXECTBEHHAas KynbTypa, LEHHOCTHU, MCKYCCTBO, My3blKa.

Ans untnpoBaHus: KakumoBa, /1. L. XyaoxXeCTBEHHO-aHUMaNncTMiecKne obpasbl yHUBepPCaabHO-
TpaHchepHOM CBA3M MUpa NpMpoabl U My3biKK B TBopyecTBe Abas. Central Asian Journal of Art
Studies, 2021, 6(1), 148-164. https://doi.org/10.47940/cajas.v6il.314

BBepaeHue

Beﬂmme JIMUHOCTH OCTaBHJIH MOCJIe
ce0s1 OrPOMHbII MJ1ACT JIyXOBHBIX
3HAHUM JIJ151 TOCTIEYIOLIMX MOKOJEHHH,
4TOOBI BXOXK/IEHHEM B 06pa3oBaTe/IbHOe
MPOCTPAHCTBO Obl1a BO3MOKHOCTh
pa3BUBATHCS U POPMUPOBATHCS

B YHHBepCa/lbHO-TPaHChEPHOH CBA3U
MezKJ1y MUPOM MPUPOJIbI U MHPOM ObITHSI.
OnHNM 13 TaKUX BEJIMKHX JIOJIEH sIBJISIETCS
Abaii, KOTOpbIi CBOUM HEMpPeB30HIeHHbIM
TaJlaHTOM, 310XaJbHOH MYIPOCTbIO
NpoC/IaBUICS 3a Ipe/ie/laMu CBOeH

3eMJId, cBoei cTpaHbl. Ero Hacsenue
CTaJ10 MEPUJIOM MYPOCTH U TYMaHHOCTH,
BbICOKOH U€JIOBEUHOCTH, UTO TIPOCTHPAETCS
3a IpaHULLbl TOJBKO JIMTEPATYPHO-
nostuueckoro TBopuectsa. Ocoboe
3HaueHHe B €ro TBOPUECTBE UMeEET
My3blKa, KOTopasi IPOHU3bIBAET BCE €0
JIUTEepaTypHble CTPOKH, MOITHUECKHE CTHXH.
Caienryer cuutaTh, UTO MO3TH3UPOBAHHBIN
My3blKaJIbHblH 13bIK a0aeBCKHUX MeceH
JIEXKUT B OCHOBE TPAAULMOHHON

My3bIKaJIbHOH KyJIBTYpPbl Ka3aXCKOTO Hapoa.

[Tpoussenenus u uien Abas,
Npoc/aBJsolme o0leye/10BeyecKue
LIEHHOCTH M BO3BEJIMUHBAIOLILIHE
HalMOHAJ/IbHOE BOCIIUTAHHE, — 3TO
OCHOBHbI€ I'PaHH BCEro TBOPEHHS BEJIMKOTO
yueHoro Kasaxckoro Hapozna. [Tostomy
06pa3 Abasi 1 ero KOHIeNTyasbHast
niest 0 GOPMHUPOBAHUM HALMOHAJBHOTO
CaMOCO3HAHMSI SIBJISIIOTCS KJIIOYOM Pa3BUTHS
HOBOT'0 Ka3axCTaHCKOro o611ecTBa,

C HOBBIMH Kap/JMHaJbHBIMH MOJXOJAMU

K 06pa3oBaHuio, HayKe ¥ BOCMHUTAHHIO
noapacratotert mosozexku XXI Beka.
B c¢BsI131 ¢ 9TUM Bce npeoGpa3oBaHus
B 0011[eCTBe U B 0O0pa30BaHuH,
B YaCTHOCTH, HATPaBJIeHbl B PyCJI0 U3yUeHHs
MCC/Ie/IOBAHUS €10 TBOPUYECTBa, CBSI3U
MynpocTd Abasi ¢ HallMOHAJILHBIM JIyXOM
1 BOTIPOCAMHU MPENoJaBaHusl BO BCEX
3BEHbSIX Mpeamera «AGaiTany».
[1IpuyMHOXKUTB, THPAKUPOBATD HJIEH
¥ MbIC/TH, TTyG2Ke H3YUUTh My3blKaJbHOE
TBOpUecKoe Hacseane AGasi ocpecTBOM
MY3bIKH, TIECEH U My3bIKAJIbHOTO CTHJIS
BEJIMKOTO 1103Ta, Ybe UMsI CBSI3aHO C 0COOOH
pOJIbIO B OOLLIEMHPOBOM M HALLMOHAJBLHOM
KYJIbTYPHOM MPOCTPAHCTBE M UCKYCCTBE,
0060raTHTh KyJIETypHOE HaCJ/eIne
Ka3aXxCTaHCKOro o611ecTBa sIBUI0CH
1LeJIbI0 CO3/IaHUs1 3JIEKTHBHOIO Kypca
«MysblKasbHOe abaeBeieHre» B paMKax
Hay4yHOTro MPOeKTa.
[Iporpamma Kypca npejHasHaueHa
JUist cnelipaibHocti «6B01402 —
MysbikasibHOe 06pa3oBaHKUe» W MOCTPOEHA
M0 TPEM MOJIYJISIM, PACKPbIBAIOIIIUM
MHOTOIpaHHO€E TBOPUECKOe HacJseue
Besinkoro Abast — dusocoda 1 rymaHucTa,
MosTa v My3blKaHTa KoHlla XIX — Hauasia
XX Beka: « My3blKaJbHO-03THUECKOE
TBOpYeCTBO AGasi B KOHTEKCTe
COILMOKYJIBTYPHBIX MTEpEMEH »,
«My3sbIKaabHbIH MUp AGast»
1 «XopoBoe MpouTeHHe MeceH U CTUXOB
Abast komnoautopamu Kazaxcrana».
YKasaHHble TeMbl Kypca BbICTPOEHbI
B BHJIE TPUOPUTETHBIX HATIPABJIEHUH
nearornueckoro o6pa3zoBaHus,
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NpelycMaTpUBaIoOIMX HHTErPALIHIO
W B3aUMOJIEHCTBHE C TAKUMH
JWCLUTIIMHAMM, KaK puaocodus,
KYJIETYPOJIOTHS1, COLMOJIOTHS, 3THKA,
3CTETHKa, 3THOTIEJIarOrMKa.

Mkl yKe HeOJIHOKpaTHO OTMevaJiH,
4TO Pa3HOCTOPOHHOCTb AGasi pacinpsier
rpaHulibl MO3HAHKS €r0 TBOPUECTBA.

OHa BOCXOJIUT K H3YYEHHIO TPATUIIHOHHBIX
MpeJCTaBICHUH O HAPOJHON Ka3axCKOH
recHe, 4TO MO3BOJIUJIO TOBOPUTh

0 pepopMaTOpPCKOM MOJIXOJIE M03Ta

K TPaAMLMOHHON Ka3aXCKOH My3bIKaJbHOH
KYJIbType B ee nieceHHOM »kaHpe [ 1 ].
Besien 3a yueHbIMU, HCC/IEIOBABIIUMH €70
My3bIKaJIbHOE TBOPUYECTBO, Mbl MOXKEM
CMeJIO CKa3aThb, YTO reHualibHoCTh Abast
Heu3MepuMa ¥ MoHyMeHTasbHa. LinTupys
A. CabupoBy, oTmeTHM, uto Abar Boles
B MHPOBYIO COKPOBHUIIIHHILY B KAUeCTBe
«HOBATOpa HOBOTO MY3bIKAJIbHOTO CTHJISI

B Ka3aXCKOH MeCceHHOH TPaJuIIHOHHON
KYJILType» 1 «pedopMaTopa My3blKaJbHOTO
MCKYCCTBA Ka3axCKOr0 HApo/ia B 1IEJI0M»
[1, c. 300].

B pamkax naHHOH cTaThbu Mbl
MOCTapaJiuCh PACKPBITh HOBYIO IPaHb
TBOPUECKOTO HACJIE/IUST BEJTMKOTO
Abasi oCcpeICTBOM Xy/I0XKECTBEHHO -
aHUMAJIMCTHUECKUX 00pa3oB U uepes
TeMbl Kypca MoKasaTh YHUBEPCAIbHO-
TpaHchePHYIO CBS3b MUPa MPHUPOJIbI
W My3bIKaJIbHOTO UCKYCCTBa.

MeToAabl

Mertono/10ruecKoi 1 TeOpeTHUECKOH
OCHOBOH MCCJIeI0BaHUS SIBHJIMCh
M0JIOXKEHHS1 O €IUHCTBE U [IPEEMCTBEHHOCTH
KYJIETYPHO-HCTOPHUECKOTO U My3bIKaJIbHO-
NeJaroruyeckoro orbITa BOCIUTAHUS

1 00pa30BaHUsl; TPY/ibl OTEUEeCTBEHHBIX
yUeHbIX, My3bIKOBEJIOB 00 OCHOBAX
(hopMHPOBAHUSI U PA3BUTHS 3HAHUH,
yMEeHUH W HABBIKOB B MPOLIECCe BOCIIUTAHUSI
1 00yU€eHUs; HCCJIEIOBAHUS MT€/IarOrOB-
MY3bIKAHTOB, OCBEILAIOLIIHE BOMPOCHI
BOCITUTAHUSI Xy[102KECTBEHHO - 3CTETUYECKOTO
1 My3bIKaJIbHOTO HalpaBJIeHUH.

Wccnenosartenn-abaese/pl yKa3biBaior,
uTO reHnto AGast OblIH MOJIBIACTHDI
pasJiMuHble CTOPOHbI YeJOBEUECKON
CYLIHOCTH U OBITHSI: JIMPUKA, pusocodckue
pa3MblLLJIEHHS], ICTETHYECKHE HIeallbl,
BOIMPOCHI HPABCTBEHHOTO BOCITUTAHHUS
¥ COBEPIIEHCTBOBAHHS Y€JIOBEUECKUX
KauecTB [2—4]. Ero TpakTaTbl H Bce ero
TBOPUYECTBO HANPABJIEHbl «Ha COXpPaHEeHHe
B JKH3HH KaxK/10T0 YeJI0BeKa ero
MHIIMBUyaJIbHOCTH », KaK OTMevaeT
yueHbI#-pusocod Opasanbl Caben —
ABTOP KHHUI U KOHLETILMH, OTPazKaOLLMX
HOBbIE B3IVISI/Ibl HA 3M10XY I100aH3aLUN
B XXI Beke uepes npusmy abaeBeneHus [9].

O60611ast NPOrpeccHBHbIN OTBIT
YUeHbIX M HCCJIeIoBaTe 1€l HCIOb30BAHUS
npoussenennit Abast U aHaU3 TPOrpamMmm
My3bIKaJIbHOI0 BOCMMTAHHUS HA OCHOBE
00paslloB ero TBOPUECKOro Hac/eus,
CJIE/ly€eT ONpPee/IUTh OPraHU3allHOHHO -
MeTO/IHUeCcKHe YCJ0BHs UX BbIOOpa 1151
CO3/1aHHs1 YHUBEpCalbHO-TpaHchepHOH
CB$I3U MEXK]Ly TPUPOJHBIMHU SIBJIEHUSMH
¥ TeMaTHYECKUMHU [TPOU3BEICHUSIMH aBTOPA.

B KoHTeKcTe aHaJ/M3a Uccae10BaHui
paboT y4eHBIX TPOC/IeKHBACTCS
MHOTOJIeTHEee U3yYeHHE My3blKaJIbHO-
MO3THUECKOT0 TBOpUecTBa Abasi B Tpyaax
nckycerBoBenoB (A. 3ataeBuu, B. besnsies,
[ UymbasnoBa, M. AxmertoBa, A. )Ky6aHos,
B. IlepuoBa, b. Epsakosuu u npyrue [4]),
13 KOTOPOTO Mbl y3HaeM HacJsienue Abasi-
MPOCBETUTEJIS, [109TA-KOMITO3UTOPA,
OCTABUBILIETO MOCENAYIOUIUM TOKOJEHHSIM
00pasLibl BbICOUANLLIETo Xy10KeCTBEHHOTO
TBOpenus. MccnenoBatenu B CBOUX
paboTax rnucaJiu, 4To ero Mo33usi U MecHu
3HAUUTEJIbLHO 000raTHIIM Ka3axCKoe
neceHHOe MCKYCCTBO, HAILLIK BIOCAEACTBUH
ry0oKoe MpesioMJIeHHE U B KIaCCHUECKHX
MPOU3BENEHUSIX TTPOPECCHOHATBLHOTO
My3bIKaJIbHOIO MCKYCCTBA.

Benyuine yuenble pecrnyOyuku
[ bucenosa [6], T. Erun6aea [ 7],

A. Ca6upoBa [ 1] u npyrue nokasagu
BOCTPeGOBAHHOCTb KOTHUTHBHbBIX 3HAHWH
0 TBOpYECTBE 1109Ta-My3bIKaHTa B BOIpoce
UCTOpUU «abaeBCKOU 3MOXH My3bIKAJIbHOH



KYJIETYPbI», <[IOBJIUSIBIIEH Ha Ja/bHellIee
pa3BHUTHE MECEHHON KYJbTYPbl Ka3aX0B»,
TBOPYECTBE, MO3BOJISIIOIIEM PEeaJM30BbIBATL
WJIEI0 BOCMUTAHHUS B JIyXe POTPECCUBHbIX

1 TIPOCBETUTEIbCKUX UIEH, ONpeiesUB
HampaBJieHus, CBSI3aHHbIe ¢ (hHIT0COPCKO-
MHMPOBO33PEHUECKUMH, JIHTEPATYPHO-
MO3THYECKUMH, ICTETHYECKUMH,
nearoruuecKUMm Bo33peHUus MU

U MbIC/ISIMH AGast.

Tak, A. CabupoBa pyKOBOJICTBYeTCSI
TeM, UTO TBOpUeCTBO Abasi ciieyer
paccMaTpUBATh B JIBYX HAPABJAEHUSIX:

C TOUKH 3peHHUs1 PUIOCOPCKO-3CTETHUECKOH
KaTeropuu, B KOTOPOH pacKpbIBAIOTCS
PEJIUTHO3HO - PUIOCOPCKIE B3IJISIIbI
M05Ta-MbICJIUTE/S HA SCTeTHUeCKHe
KATeropuu «ecTi oH» U «TOTTi 9H»,

U JIPyroi — MHPOBO33pPEHUYECKOH,
pe3yJIbTaThl My3bIKaJbHOTO BOCIIPUSITHS

1 CJIYLIATeIbCKOH KYJIBTYPbl B KATETOPHUU
«oHnbl Kyi». Ho, Tak nan nnaue,
YKa3bIBaeT oHa, (heHOMEeH caMoro
MCKYCCTBA, U B YaCTHOCTH, Ka3aXxCKOe
My3blKaJIbHOE [eCEHHOE TBOPYECTBO,
OTPAXKAETCS B KTECHOM CBSI3U C CAKPAJIbHON
cepoii» [1, ¢. 27]. ABTop KHUTH

MOSICHSIET, UTO 9CTeTHYECKHE KaTeropHH,
npuBHeceHHble AGaeM B My3blKasibHOE
MCKYCCTBO Ka3aXxCKOT0 Hapojia, BHOCSIT
0C00YyI0 My3bIKaJIbHO-Xy/102KECTBEHHYIO
MHTEPIIPETALUIO B TOHUMAHHE KaHpa
MEeCHH, YTO SIBUJIOCH HOBATOPCKUM
MOJIXOI0M MY3bIKaJIbHOTO CTUJISI B €10
TBOpUECTBe U pehopMaTopCTBOM

B U3yUEHUH TPAJAULIMOHHOTO HALIMOHAJILHOTO
My3bIKaJbHOTO UCKYCCTBA B LIEJIOM.

Oco6y1o uaurpannyio padboty
B paccMOTpeHHH abaeBCKOro TBOPUECTRA
cnenana T. K. Erunbaesa, Tpynbl KoTopoi
noarBeparn, uto Abait Kynantaes
SIBJISIETCS] HE TOJILKO «JIOCTOSIHUEM
Ka3axCKOH HaUMOHaJIbHOH, HO U MHPOBOH
KyJbTyphl» [7, ¢. 13—14]. B onope
Ha H3yueHHe apXUBHBIX U JIOKYMEHTaJbHbIX
MaTepHaJioB (Jiccepralyii i MoHorpadui
[. H. BucenoBo#, My3blKaJbHO-
MPOCBETUTENBCKOTO TBOpUeCcTBA AXMeTa
JKyb6aHoBa, 0uepKOB HCKYCCTBOBEIOB

M. M. AxmeroBoii, b. I EpsakoBuua

U JIPYTHX ), €10 OblJ1 UCC1e10BaH
My3blKaJIbHbIH 13bIK TPOU3BEEHHH
Abast, npeanpuHsTa MOMbITKA C1eNaTh
aHaJiM3 00pabOTOK MeCeH KOMIO3UTOpa
1151 roJioca M popTenuaHo U CBs3aTh Bee
39TO C TPAIULMSMH KAMEPHO-BOKAJIbHOTO
TBOpUecTBa KoMmnodutopoB Kasaxcrana.
ITO NOCTYKHUJI0 Aa/IbHEHLLIEMY
MCC/IeIOBAHUIO MHOTOTPAHHOTO TBOPUYECTBA
AbGas B 06s1aCcTH TAKOTO HAYYHOTO
HarpasJieHHs], Kak abaeBeeHHe

1 My3blKaJjibHOE abaeBe/ieHHe.

Ciaienyer ykasatb ¥ Ha HaJIHule
HOTHOTO MaTepHaJsia i (hoHoXpecToMaTHH
MOCJ/IEIHUX JIET, YKA3bIBAIOLLIMX
Ha MHOTOXKaHPOBOCThb TBOPUECTBA U 0COObIH
My3bIKaJIbHbIF CTHJIb KOMII03WTOpa-103Ta
Abasi, 3aTparuBarolyx pasjinuHble BUJIbl
OTEeUYeCTBEHHOTO MY3bIKaJILHOTO UCKYCCTBA:
OMepPHOro, BOKaJIbHOI0, XOPOBOTO,
KaMepHO-UHCTpyMeHTasbHOro. [1pu 3T0M
CJIelyeT pacCMaTPUBATh POU3BEIEHUS
Abasi mocpeicTBOM HOBOH TPaKTOBKH,
4TO He MPOTHBOPEUYUT TBOPUECKOH MpHpojie
CaMOro TBOPYECTBA KOMITO3UTOPA, €ro
MY3bIKaJIbHOCTH M UHIMBH/yaJIbHbIM
0COOEHHOCTSIM UCIOJIHEeHUS. BpiGop
npousBesieHni AGast 00yC/IOBJIEH U HX
XYJ102KeCTBEHHBIMH KauecTBaMHU, U TeM,

UTO OHM CYLIECTBYIOT B XOPOBBIX
TPAKTOBKAX, H BO3MOXKHOCTbIO X H3YYCHHUS
B 3aMMCH HA 3JIEKTPOHHOM HOCHTEJIE,

4To CnocoOCTBYET 00JbliIel 0ObEKTUBHOCTH
XY/102KECTBEHHOTO U My3bIKaJIbHOTO
BoCnpusTHS [8].

Crout oT™MeTHTb, uTO B Kazaxcrane
BBIMOJIHSIETCS PsifL paboT, e
paccMaTpUBalOTCs pa3/nuHble TOAXO/Ib
B BOCITUTAHUN U OOy4eHHU MYy3bIKe
MOJIpacTalolLero MoKoJeHHs B rpolecce
YPOUHBIX U BHEYPOUHbBIX (hOPM PabOTHI.
Ha6umonaercst TeHaeHLMs OepeKHOTO
OTHOLLIEHHSI K My3bIKaJIbHOMY HaCJIe/I1I0
Abasi, B rpotiecce U3ydeHust KOTOPOTro
AKTUBU3UPYETCSI TBOpPUECKAS! J1€ATESIbHOCTD
00y4atoLnxcsl, X SMOLMOHAIbHOE
0CO3HAHHOE OTHOLLIEHHE K 2KM3HH,
nesitesibHocTd. [lectn AGasi Bo3eCTBYIOT
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Ha pPa3BHUTHE MY3bIKAJbHBIX CITOCOOHOCTEH,
Ha My3blKaJIbHO-3CTeTHUECKHE,
HpaBCTBEHHbIE, MATPUOTHUECKHE KATErOPHH
JIyXOBHOH »KM3HH U My3bIKaJIbHOTO JIOCyTa
MOJIOJIEXKH (KOHKYPChI, (ecTHBaIH,
BUKTOPHHBI U T. 11.). [ Ipesiomsientble uepes
COBpEMEHHbIE My3bIKaJIbHble TEXHOJOTHH
necHu Abasi moBCeMeCTHO 3BydaT

1 UCIOJIHSIOTCS HA TeJIeBUIEHUH, PAHo,

B MHTepHeTe, HenonbayoTest

Ha 3J1eKTPOHHBIX HOCHTEJISIX.

Ananus umeroliericsi Hay4Ho-
MPOCBETUTENBCKOH JIUTEPATYPhI, y1eOHO-
MEeTOIHUECKOH IOKYMEHTALUH, METO/Ibl
orpoca (6Gecena, aHKeTHPOBAHHE)
MO3BOJIUJIK TPOBECTH TeIarOrHyeCKu
9KCIepUMEHT U 0600111eHHE TOJydEHHbIX
JIAHHBIX /151 BBEJIEHUSI 9JIEKTHBHOTO Kypca
M0 My3bIKaJbHOMY a0aeBe/leHHI0, B KOTOPOM
obyyaroluecs: CMOIH GJIMKe U TyOxKe
MO3HAKOMUTBCS C My3bIKaJIbHO-TBOPUECKUM
nacienuem Abasi. Kype paccunran
Ha CTYJEHTOB M0 06pa3oBaTebHON
nporpamme «6B014 — [loaroroska
yuyuTesiel ¢ npeMeTHON crielann3auuen
o61iero pasuTHs / MysbikabHoe
obOpasoBanue». B KoHle K101 JeKIUH
MPUBOJIATCS BONPOCHI U 3a/laHUs 1151
CaMOCTOSITEIbHON paGoThl, CIIMCOK
MCMOJIb30BAHHBIX HCTOUHHKOB M TVIOCCApHH
TEPMHUHOB.

Yepes ocBoeHHe My3bIKaJIbHOTO S13bIKa
1 My3bIKAJIbHOTO CTHJIS TPOU3BEIEHUI
Abast, Xyn0:KeCTBEHHO -aHUMAaJIUCTHUECKHX
00pasoB U KaTeropui, HHpopmaluu
B CHHTE3€ C Pa3JIMUHbIMU BUIAMU
MCKYCCTBA CTY/ICHTaM MpeocTaBUIach
BO3MOKHOCTb BbITIOJIHUTD PSIJL
MY3bIKaJIbHO - TEOPETHUECKHX, HCTOPHKO-
CTUJIMCTHYECKHX, HCTTOMHUTEIbCKHUX,
BOKaJIbHO-XOPOBbIX aHAJIHU30B
NPOU3BEJIEHUH IO HCTTOJMHUTETbCKUM
MHTepIrpeTalysiM YHUBEpCaabHO-
TpaHchepHOH CBSA3M MUPa TPUPOJIbI U MUPa
My3bIKaJIbHbIX iBJeHHH. [lono6panHbie
110 CMbICJIOBOMY H SMOLMOHAJBHOMY
paKypcy TeMbl 3JI€KTHBHOTO Kypca HOCAT
HECKOJILKO KYJILTYPOJIOTHYECKHI acreKT
Hapsiy ¢ My3bIKO3HaHUEM U 3aTParuBatoT

HEKOTOPble BOMPOCHI (hHUI0CODHH,
9CTETHKH, MOPAJIH, HPABCTBEHHOCTH,

a TaKXKe KyJbTypHO-ObITOBbIE 0COOEHHOCTH
VKJ1a/1a U YCTOEB TPAIULIMOHHON Ka3aXCKOH
XY/LO?KECTBEHHOW M MY3bIKaJIbHOH KYJIBTYPHI.

Pe3synbTtaThl

DJIEKTUBHBIN KypC TPEX MOMLYJIeH,
PaCKpbIBAIOLIHNIH Xy/I07KECTBEHHO-
aHMMaJIMCTHUeCKHe 06pasbl, CO3BYUYEH

C TeMaTHKOH Pa31eJIoB, [e NPOBOAUTCSA
Hay4HOe OCMbIC/JIeHHE MY3bIKaJbHO-
MO3THUECKOTO TBOpUecTBa Abasi B KOHTEKCTe
COLMOKYJIBTYPHBIX TIepeMeH, BHYyTPEHHEr0
My3bIKaJIbHOIO MUpa 1103Ta-My3blKaHTa

U UHTEPIpPeTallMOHHOTO TPOYTEHHUS T1eceH
1 CTHXOB KoMno3utopamu Kazaxcrana.

B kakoM u3 Tpex Mojysiel npejaraercst
KpPacHO# HUTbIO NPOCEIUTh B3aHMOCBSI3b
MPUPOJIHOTO SIBJIEHHUST Xy107KECTBEHHO-
aHMMaJIMCTHUECKUX 00pas3oB

1 0cOOEHHOCTEH My3bIKaJbHOIO CTHJISI

1 XKaHPOBOCTH MPOU3BEJIEHHH aBTOpA.

B pamkax ctaTbt HeT BO3MOXKHOCTH
OXBaTUTb BCE MHOTOOOpasue
npotrecca paboTbl HAJl My3bIKaJIbHO-
Xy/10?KECTBEHHBIMHU MTPoU3BeeHusiMu Abas;
HUKe Mbl NIpe/iJIaraeM 03HaKOMHUTbCSI
C HEKOTOPBIMU HapaOOoTKaMH,

B35ITbIMHM M3 MaTepHaJia 3JIeKTUBHOIO
Kypca, CBSI3aHHBIMH C Pa3/JHUHbIMU
MHJIMBULyaJIbHBIMH OCOOEHHOCTSIMU
NPOYTEHUsI, TPAKTOBKH W HHTEPIIPETALIUU
TBOPEHUH 1103Ta-My3bIKaHTa KacaTelbHO
XyJ02KECTBEHHO - aHUMAJIMCTHUECKHUX
06pasoB.

CJienryetT OTMETHT, UTO
MUMITPOBH3ALIMOHHAsA TPUPOJA MY3bIKH U CaM
NpOLLeCC My3HLIMPOBAHHS C IpeBHERLINX
BpeMeH B TIOPKCKOH MU(OJIOTHH ¥ UCTOPHH
3HAYUJIHCh OCOOBIM MUPOOTHOLIEHHEM
K OKPY2KatOLLLeH IeACTBUTEIbHOCTH.

W 3auactyto 311 npeacTaBieHus
CBSI3bIBAJIUCh C AHUMAJIMCTUYECKUMHU
o0pasaMu U CUMBOJIaMH TOTEMHbIX
JKHBOTHBIX U MITHLL U [TOJUE€PKUBAJHUCH
MPUOPUTETOM MY2KCKOTr0O Hayasna. Tak,
MY3bIKaHT-HCIOJHUTE/b aCCOLMHPOBAJICS



C KPbIAThIM HHOXO/ILLEM, BLICOKO Mapsiliiei
JoBUel NTHLel: < KbIIKbI [LIIHIe CaH/IaK
Kana on canansl / cTunmbli neser —
HHOXOJ€I] CPENH KOOBLIHIL», <« OHepiMeH
eJ1 cyHreH, 6ey, 3amManjac, Ty3 OypKITTIH
TYbIICHIH KbipaubiHa / O COBpeMeHHHK,
HapoJy MoJII0OHTCS JIHIITD HCTHHHBIH
TBOpeL, POX/ICHHDIH OT COKOJIA»;

« YeraraHbIM KoJIbIMA ajaTbiH KYPbIK, aK
CYHKAPABI YLILIDABIM TAJITBIHABIPLIT /

B pykax MoHx 30J10TOH »e3J1, KOIAa Mol 5,
CJIOBHO OTIIYIL€HHBIH B I10JIET OEJIblH
cokoJ1»; <AKKynan acrnanaarbl 9H KOCYIIbI
em /' B nieru s 1apHJ1, C0BHO JIeOen

B HeOe».

HepaspbiBHast CBSI3b MO3THKK
Abast pacKpbIBaeTcsi MOCPECTBOM
YHUBEPCAJIbHbIX M 3a4acTyt0 cakpaJsibHbIX
o6pasos ToremoB. O6pasnas chepa nTuiy
0c060 Osin3Ka a6aeBCKOMY CTHXOCJIOKEHHIO
B CTPOKaX: «KoHII KYyCbl KYHKbIJI XbIp
waprapanxa / [lecus BambiBaet u
napHT B HebGe CJI0BHO MTHIA». BbiGop
PA3HOBUJHOCTEH MTUL B TPAAULIHUOHHOK
MHMOJIOTHH Pa3HO00paseH: KOHBIPKA3 /.
KOPHYHEBbII 1YCh, aKKY / OeIblH
Jiebe/lb, U 3a4acTyto OHU HMUTHPOBaJIH
crienduuecKoe My3blKaJbHO€E UCIOJHEHHE!
KOHBID KA3AbIH JAYbIChIHAAL / TO0COM
KOPHYHEBOIO I'YCsl, aKKYMEH acraHiarbl
OH KOCYILIbI €M /' B ITeHHH 5 TAPHJ, CIOBHO
Jiebeab B Hebe U JIpyTHe.

PesysibTaT BOCIIPUATHST My3bIKH
BbIpaXKAEeTCsl TAKUMH KaTeropUsiMH, Kak
keHisI, o[ 1]. Y AbGasi B CBSI3U ¢ STHMH
KaTeropusiMi 4acTo BCTpeyaroTest ajjleropuu
W aCCOLMalIUK, CBSI3aHHbIE C MTHIIEH,
coOaKoi:

KoHiJ1 Kycbl KyHKbIJI JKbID 1IAPTAPAITKA.
CaJiraH oH KeJieHKeci col KoHIH/
Jlyiiia cioBHO NITHLA BOCIIAPHT.

[lecHs1 — TeHb JyI1IEBHOTO COCTOSTHHA.

*UIH

AnackaH Ky cexijii
Yuibin xxypTKa KadTKaH ok
(«Koutinkxe 6acbln y3apToin» ).

Hcropuko-6bIToBOE Hac enle
1 KOoueBOH 06pa3 »KH3HHU Ka3aXCKOTo
Hapoya Obl/IM Hepa3pbIBHO CBSI3aHbl
C MMPOM MPHPOJIbI, KITUMATHIECKUMH
¥ TePPUTOPHAJIBHBIMH YCJIOBUSIMU
ObITOBaHMSI, @ OTCIOA U OCOOBIM
MHPOOTHOIIIEHHEM K OKPYzKalollleH
JlefcTBUTeIbHOCTH. TeHrpuaHcTBo,

KaK MepBOOCHOBA MUPOBO33PEHYECKOTO
OTHOIIIEHHSI CTEMHOT0 Ka3aXCKOro Hapo/a
K JKH3HH U TTpepuaocodust Kazaxckoro
00LLIeCTBA, HAJOXKHJIO OTIIEYaTOK

Ha Xy/10’KECTBEHHbIE YHUBEPCATUH
TpaHchepHOH CBSI3M MUPa MPUPOJIbI
(th1opbl 1 hayHbl ), }KU3HEHHOTO yKJa1a
KOUEBHHKA U €ro TepBOe BOCTIPUSATHE
My3bIKaJIbHOTO HCKyccTBa [9].

KybTHBMpOBaINCh HE TOJBKO SBJEHUS
MPUPOJIBI (KYJIBT COJIHILA, OTHS, BOJIbI,
JiepeBa u T.JL.), HO U TOTeMbl — CITyTHHKH
JKH3HHU KoueBHUKA. KX Obl10 Godibliioe
MHOKECTBO, M KaxK/Ibli U3 HUX 3aHUMaJl
oco6o0e MoJioKeHHe B aHUMaJTUCTHYECKOM
KOJIe HCTOPUH M UCKYCCTBA. 3BEPUHBIN
CTHJIb 1Ipe00J1ajiall MOBCIOALY: B ObITY,
BOHHAX, B peMecsiax, HapoAHbIX Urpax,
MHOJIOTHH, PEJIUTHH, PA3JTHUHbBIX
JKaHpax YCTHO-TM03THYECKOTr0, a M03/IHee
1 My3bIKaJIbHOTO TBOPUECTBA U HCKYCCTBE
[10]. C 06pa3om AKMBOTHBIX U MTHIL
6bIJ10 CBSI3aHO LIaMaHCTBO. Apxanueckoe
BEpOBaHHUE HAMEISANIO IMKUX U IOMALIHUX
YKUBOTHBIX M TITHIL 0COOBIM XapaKTepoOM
Y Npe/iHa3HayeHueM, BBeJIsl UX B PaHT
cakpaJibHbIX U cBATBIX [ 11 12].

B nmutepaType 1 My3bIiKaJabHOM
TBOPYECTBE MM MOKJIOHSIIUCD,
MOCBSIIAJM OMYChI, TPENOJAHOCHINCH KaK
noporue nojapku u npouee. CjaoxKHOe
nepernJieTeHue TOTEMHbIX 2KHBOTHBIX
Y TITHIL PACKPbIBAETCS YUEHBIMH
B MCCJIEIOBAHUM aHUMAJIMCTHYECKOTO
HarpasJeHHsl HALMOHAJIBHOTO KOJIa
Xy[02KeCTBEHHOH KyJIbTYphI [ 12]. dkeKype
B YHUBEPCAJIbHYIO CBSI3b MUpPa MPHUPOJIbI
1 ObITa XOPOLLIO MPOCJIEKUBAETCS
B KOJIJIEKTHBHOH MOHOTPahUM yU€eHbIX,

B KOTOPOH MPUBOJUTCS CEMAaHTHYeCKast
crieurduKa aHUMaJMCTHYECKOTO KOJIa
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B TPAIMLIHOHHOH M COBPEMEHHOU Ka3aXCKOH
KysbType. [TocpencTBoM aHMMaIMCTHYECKUX
00pa3oB, B KOTOPble BXOJISIT TAKKE
1 300MOpHbIE 06pa3bl U MOTHBBI, yUeHble
YTBEP2KIAAIOT O POJIM U 3HAYUMOCTH
AHMMAJIMCTHUECKOTO KOJIA B KYJIBType
M UCKYCCTBE Ka3axcKoro Hapoja. baaronaps
MEHTaJIbHOCTH, YCTOUYMBOCTH BO BpPEMEHH,
UCTOPHUECKOH MPepacooKeHHOCTH
¥ crienduuecKor BU3yasnu3alyu
OT MaTepHaJsIbHbIX 10 HeMaTepUaJIbHbIX
XYJIO?KECTBEHHbIX MPOsIBJCHUH, OHH
SIBJISIIOTCS] HEOTHEMJIEMOH YaCThIO
COBPEMEHHOH KyJILTYPbI U BJUSIOT
Ha yKperJieHHe HallMOHaJbHOro
CaMOCO3HaHMUS.
K ncenenosanuto 6bIToBaHMS
AHUMAJIMCTHYECKHX 00pa3oB
B XyJ107KECTBEHHOM TBOPUECTBE KA3aXCKOTO
Hapo/ia OTHOCSITCS KOPEHHbIE HCTOKH
caMoil KyJIbTypbl H ObiTa. O6 3TOM
CBHU/IETEJIbCTBYIOT MHOTHE apXeoJI0THYecKHe,
THOTrpapuyecKue, My3blKaabHO-
MPOCBETUTE/bLCKHE PAOOThI YUeHbIX,
MCKYCCTBOBEJIOB, My3blKaHTOB. OJIHUM
U3 TaKHUX SIPKUX TPUMEPOB SIBJISIETCS] 0XOTa.
Oxota B CTEMHOM MHpe KOUeBHHKA
Obly1a He TOJILKO MPOSIBJICHHEM
TPaJIMLIUOHHOT0 ObITOBAHMSI,
HO U 0OpalleHHeM K JlyXxam MPeKOB,
YBaXKUTEJIbHBIM OTHOLLIEHUEM K APEBHOCTH.
«B TIopKcKoii / Ka3axCKoil TpauiH, —
nuuiet uckycersopen M. 3. CynranoBa, —
opeJsi U 6epKyT — OJIHH U3 HauboJiee
JIPEBHUX H MOYMTAEMbIX MU(POMOITHIECKUX
nepcoHaxen... DTUMOJIOTHS Ka3aXCKOTro
cioBa «OypkiT» (6epKyT), re «Oyp» —
«XBaTaTb KOITSIMH, He JaBasi BbIPBATbLCS »,
a «KyT» — «60xKecTBeHHas 6JaroaTh»,
CBHUJIETENIBCTBYET, UTO BepkyT — cuMBOJ
yaauu, 10ObITOH OOJNBIIUMH YCUIUSIMH,
3aCJy?KEHHOW M MOTOMY O€CLEHHOH. ..
Muorue coBpemeHHble Ka3axu, 0COOEHHO
Te, KTO 3aHUMAaeTcsl 2KHBOTHOBOJICTBOM,
JI0 CHX MIOp CUMTAIOT, 4TO bepkyT
sIBJISIeTCs1 HauHoJ1ee CUIILHBIM JIyXOM -
NoKpoBHUTesIeM». «Byjiyun oXoTHUKaMH
1o cBoel npupose, bepkyT u yesobek
JIOJKHBI 6epeyb JIPYyT Apyra, 1axKe ObITh

B OTpeIe/IeHHOM CaKpa/JibHOM CMbIC/IE
B3auMosamensieMbiMu>» [ 12, ¢. 50—51].

CakpasibHasi CyLIHOCTb O€epKyTa —
CHMBOJI y/Iaul U nioioposiust. CUMBOJIH3M
6epKyTa y yueHbIX MPEeCTaBIsIeTCs MOLLHbBIM
06eperom u «oTcyeKUBaeTcs B ObITOBOH
OOPSIHOCTH U 11€JIUTE/ILCKUX TPaKTHKAX
KazaxoB». JI1o11, KOTOpble 3aHMMAJIUCh
3TOH CHJIbHOH MTHIIEH, HAa3bIBAJIUCh
6epKyTYH — 3TO CMELHAJUCTHI 110 JIOBJIE
1 JIPECCHPOBKE, HCIOJIb30BAHHIO MTHILL
U151 OXOThI, YaCTO OUYeHb YBaXKaemble
1 JI0CTOlHBIe TTpodeccHoHalbl. Xopolio
oOy4yeHHast NTHLA NPOSIBJIsIACh
Ha 0XOTe U MPUHOCHUJIA CBOEMY XO3SIHHY
He TOJILKO JIapbl B BUJIE TIPOITUTAHHUS,

HO W MOYMTaHHe U 0COOBI CTaTyC Cpeu
CBOMX COMJIEMEHHHUKOB, 1PYyrHX 6€PKyTUH.

O6yuenne pemecsty 6epKyTUH
HaYHHAJIOCh C IETCTBA, U Y KaXKJ0T0
Oy/1y111ero oXoTHUKa Obla CBOsA, 0OyUeHHast
oxote nruua. [lo ncenenoBaHusam yyeHbix,
6epKyT COOTBETCTBOBAJ CBOEMY XO3SIHHY
U €KaK MepBbIi B NTHULEH HePAPXUH
BepkyT / opes TpeGoBas, 4To6 M OXOTHHK
COJIMIHO BBITVIsZIEN, BeJl cebsl He3aBUCHMO,
¢ locTouHCTBOM» [ 12, ¢. 52]. D10 roBopuUT
00 0cOOOM OTHOLLIEHHH K IAHHOMY pemecity
1 BaXKHOU poJiu 6epKyTa B 2KM3HHU Ka3axa-
KOUEeBHHKA.

B nokymenTanbHOM puiibmMe Xamuia
Capnapa «Hcuesrysuine mupnl. basanan.
Kpblibst Asrast» neMoHCTpupyercst
(bparMeHT OXOThI CTEMHSIKOB-Ka3axXo0B,

B JJaHHOM cJiydae GepKyTuH, Ha BoJika [ 13].
Oxota cunTanach YUCTO MY»KCKHM 3aHATHEM
1 TpeOoBasa coOJMIOACHUS 0COOBIX KAHOHOB
¥ nipUrotoJieHni. B husbme npencrasierbl
Cpagy HeCKOJIbKO TOTEMHBIX }KHBOTHbIX:
6epKkyT M BoJIK. Ho Bce e rnaBHbIH repoi
cduabma — 310 nrenett 6epkyra. Mcropus
6epeT HayaJso C ero NosiBJAeHUs B CEMbe
MPOCTOTO Ka3axa U ero BHyKa: MOKUJIO0H
OXOTHHMK-OEpPKYTUH U MaJIbYuK 100bIBAIOT
JUIS1 yUeHUsI MacTepCTBY OEpKyTUH MTeHa
u3 ero ruesza. Ha nporsokeHun Bcero
(busIbMa IeMOHCTPUPYETCsT Mpoliecc
JPECCHPOBAHUS M OJIOMALLIHHBAHHS

9TON XUIIHON NTULBI. JlocToMHCTBAMK



OepKyTa ABJAI0TCA ObICTPOTA H CHOPOBKA,
XBaTKOCTb M 11eJIeyCTPEMJIEHHOCTD, a el
JIPYKeJIIOOHOCTD, MPEJaHHOCTb U GO0JblIas
NPUBSIBAHHOCTh. DepKyT oueHb 11leHHIICs

B HapOJe, CUMTAJICS OTPOMHBIM 6OTraTCTBOM
1 OOJIbLLIUM JIPYTOM CTEITHOI0 KOUeBHHKA.

Jlpyrum nonyJisipHbIM TOTEMOM Ka3axoB
CYMTAJICS BOJIK — <TOTEM, [1€PBOIPE/OK,
KYJILTYPHbIH Fepoii»; OIHOBPEMEHHO
HOCHTEJ/Ib CBEeTa U MOPOXK/IeHHEe
TbMbI, 3aLIMTHHK U HaNaaloLmi,
CO3JIA0LIMA U pa3pyllaoui» — camblid
pacrnpocTpaHeHHbIH U APKUH MepCOHaK
(hoJILKJIOPHOTO TBOPYECTBA BCEX HAPOJIOB.
[TosTomy B (husibMe BOJIK MpeJICTaBIIeH Kak
XUTPbIA U OeCcCTPaLIHbIN XHILHHK, 3101
W KOBapHbIH, KOTOPOMY HalIeTCsl JOCTOHHOE
MecTO B OBITOBAaHWH KOUEBOTO HApOJa.

B naHHOM cjlyuae BOJIK — 3TO HOCUTeJb 3J1a,
OTSITOLLAIOLLMH 2KU3Hb Ka3aX0B-MacTyX0B,
BbIHY2K/IEHHBIX OXOTHTbCS1 HA HEro, 1a0bl
3aLMUTHTBL CBOE OOraTCTBO (OTapy OBell).

I xopotio o6yueHHbIH U PeIaHHbIA CBOEMY
JIOJITY OEPKYT IOCTOHHO BBIMOJIHSACT CBOIO
(byHKLHIO, BBIXOJUT MOOEAUTENIEM B OXOTE
Ha BoJika. CHOpOBKa, CMeJIOCTb, ObICTPOTA
NTHLBI H MACTEPCTBO OEPKYTUH TPUHOCST
CBOI 6€CKOMITPOMHUCCHBIH Pe3yJibTarT.

Ha HekoTophble cTenHble 1
YHHUBepCa/lbHble aHUMAJIUCTHYECKHE
o6pasbl o6pania cBoe BHUMaHHE U
BEJIMKHII 03T Abaii [ 14].

B ctuxorBopennu «Kauconapaa
OYPKITILI LLIBIFA/BI AHFA» TIOBECTBYETCS
0 TpolLLecce OXOThl JIOBYEH NTHLBI 6epKyTa
Ha Jiicy. [TosT onuckiBaeT cxBarky,
MPUBOJIMT CPABHEHHSI }KHBOTHBIX C FePOSIMH,
aHaJIM3upyeT CUTYALHIO, TPHUXOS
K Pa3MbILIJIEHHIO O CYLLLHOCTH ObITHSI:

JKapK->xapk eTin exkeyi ainkacasnbl,

JKeke 6atbip HIbIKKAHAAH KaH MAHAAHFA.
bipeyi — kek, Gipeyi — sep TarbIChbl,

Anam yiin 6aTbIChI KbI3bLI KAHFA.

Kap — annak, 6ypkit — Kapa, TyJIKI — KbI3blJI,
YKcarinpl Kaca cyJsy uiombliranra |14, 12].

Elle B 01HOM CTUXOTBOPEHUH < Kasz»
Abail KoJIOPUTHO OMHCHIBAET JIETHIOIO MOPY,

rie 06pa3bl }KHBOTHBIX HAXOIATCS

Ha JIOHEe caMo# MPUPOJIbL. DTO ObIIO CBS3aHO
C MOKJIOHEHHEM JIOMALIHUM KUBOTHBIM,
KOTOPbI€ CUUTAJUCH CBSIIEHHBIMHU

JUIS1 JKU3HU M ObITa Ka3aXCKOro Hapoja:

Ar, afireipsiap, 6uesep

DByiiipi 1ibirbii, bIHKbLIAAI,

Cyna TypabIr bIObIHAAI,
KyFpbirbIMeH HIbLIMBLIAAT,
Apacbinna KyJiblH-Tar

Afinana maypir OyJITblIAAI.
JKorapbi-remen yripek-Ka3

Yuibin typca coivnbiinan |14, c. 37].

Ho, k coxxasnenuto, cienyer
KOHCTaTHPOBAaTh (akKT, 4yTo
B Pa3HOXKAHPOBOCTH [MO3THYECKUX
06pa3oB B TBopuecTBe AGast He HAUIyTCs
NPOM3BEICHHUS, HATIPSIMYIO MTOCBSAILIEHHbIE
JKUBOTHBIM. O HUX TOJILKO BCKOJIb3b
YIOMHHAeTCs B CPAaBHEHHUH, B SMUTETE.
K npumepy, B HEKOTOPBIX C€30HAX MPUPOJIb,
BpeMeHax rojla aHuMasucTHYecK1e
00pasbl TaK W/ HHAYe y4acTBOBAJIN
B IOBCE/IHEBHOM »KM3HH YeJIOBeKa.
Hanpuwmep, B cTuxotrBopenuu «Ky3»
[14, c. 54| nTHIIBI TOKUAAIOT ayJl
W yJIeTaloT B Terible Kpasi — Ka3s, ThipHa
KartapJiaHblll KAHTca 6epMeH; B U3BECTHOM
CTUXOTBOPEHUH «)KeJICi3 TYH/e XKapbIK ail»
[14, c¢. 60] npucyrcrByeT cobaka:

Ypren nr new arrtaxka,
Kesimerr rie eiH Xo0J1 TOCHII,
JKoublnyra aynakka?

Wau anumasninctuyeckue o6pasbl
MPUBOJIUJNCD JI/IS CPABHEHHUS, HATTPUMED,
C NTHIIAMH — COKOJIOM <«[37€er1 Tabap
cyHKapMbIH > (<KiriT cosi» ); «Ciz —
6ip cyHKap 1iah6as» («Kbiz co3i»);

c nonyraem « CeH — TOTbI Kyc OaKTa
sxypren» (« OHerHHHIH xKayaobl» ) Un
JKUBOTHBIMH — c0o0aKol «TacrarkerceH,
anpipmad, FIT Kop azam 6osap ma>» (<«Kpi3
ce3i» ), c uHoxonueM «TyanapaaH Tyrbip
0306ac 1aopijca 1a>» (OJHOMMEHHOe
npoussesieHue ); ¢ obpeMeHeHHOH
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BepOmoanLel «boraJel Tyke cexeai»
(«banasbik oTTi, OLIIH Oe?> ).

B napoje 3auacryto Hasuuue
CKOTa aCCOLMHUPOBAJIOCH C JIOCTATKOM,
6naroneHcTBUeM «CaraH KypOaH mMaJl
men 6ac» (<AHTTbIM casiem, Kasamkac» ),
«Tarira mingix, Torira wanrtoix ... At
Kapartelk, CoH TapatTbiK> («laiira
MiHJIK>» ) UJIA YIIOMHUHAJIOCH B repeade
paloCTHON BECTH:

Yiii Moz 6o, Kok corbl
Hlyiinuire wankanra
(«Ma3z 6os1a1b1 60JBICHIH> ).

®unocod u rymannct Abait KpUTHKOBAJ
CTapHUHHbIE NEPEKUTKH MPOLLJIOro,
BBICTyTasi MPOTHB KaJbiMa, ToBapooGopoTa
NPOJIaK JIEBYLIEK 32 CKOT: «bipeyain Kbi3biH
aJlblll MaJira catbirl, basirblHbl i371ereH
KaHjaak Kyproip?» («Bip cys1y Kbl3 TYpbIIThI
XaH KOJIBIHAA> ).

B Hekortopbix crixax AGail onuchiBa
MOBAJIKKU U TIOBEJIeHHE XKUBOTHBIX.
K npumepy, B cTuxorBopenuu «3aman
aKbIp XKACTapbl»:

Cublpiiia, Tofica Mac 6OJIbI
Opere keJin cyikeHep...
Kekek te cexe kerem serl,
Hlouika tyap cosuepi.

W B 10 Ke Bpemsi AGaii roBopuJI
0 HAJIMYWH Y JKHUBOTHBIX JIyLIIH U TIPU3bIBAJI
K YBa’KUTEJLHOMY OTHOLIEHHIO K HUM:

Maut ga 6ap »aH MeH ToH,
AKbli1, cesim 6osmaca.
(«Kypekre Kaiipar 6o/1maca> ).

CaieyeTt cKasarhb, 4To B CBOEH
nepeBojueckoi padote Abait oGpariascs
K 6acusam M. A. Kpoinosa. M usBecthbie
o0pasbl B ctuxax «Illeriptke men
KyMbIpCKa», «Ecek neH 6ys0yn1», «Kapra
meH OypKiT», «Kapra MeH TyJIKi»,
«bakamen oriz», <[l MeH KaH1eH»
MOMOTaJIH MO3TY BbICMEMBATh YeJ0OBEYECKHEe
MOPOKH: aJIYHOCTD, JIECTh, CAMOJIOBOJILCTBO,

XBACTOBCTBO, JieHb. AGall KpUTHKOBaAJ
Tulec/1aBue, Oe3aeicTBre, He3HaHue,
HecTpeMJIeHHe, HEYIOPCTBO, HE310pOBOe
COMEPHHUYECTBO, OTHOBPEMEHHO T€M CaMbIM
J1aBast COBETbI U Ha3WIaHUs:

Aszar 6acbiH 60JICBIH KV,
Kosnan kesimec icke ymToL!
(«Kapra men OypKit> ).

Tak, crnieunduyeckne ocoGEHHOCTH
MOBEEHHS U MOBAJIKK AKMBOTHbIX TaK UJIH
MHaue acCOlMMPOBAJIUCH C YEJIOBEUECKUMU
KauecTBaMM MJIM opokamu. MopaJibHasi
9THKA 1103Ta OTpaxKajiach B CTHXaX,
MOBECTBYIOIIUX O CUHTE3€ TIPUPOTHBIX
SIBJICHUI, B KOTOPOM BBICTYTaJIM 2KHBOTHbIE
Y TITHLLBI M 1IeHHOCTHbIE OPHEHTHPDI
yesIoBeKa.

OO6partumcst K HEKOTOPbIM U3 HUX
B cTuxax AbGast «Kapra meH OypKiT>»,
«Kapra men tyki» [ 14, c. 228—229)].

O6pas Kapra / BopoHa B MUbOJIOrHH
pasHbIX HAPOJOB — «KJjioueBas purypa
KOCMOTOHUYECKHX, FreHea oTHIeCKUX
Y 9THOr€HETHYECKHUX TPOLLECCOB»;

OH «OJIHOBPEMEHHO U TBOPEIl,

¥ pa3pylinuTesib, TPUHOCHUT B JIap U KPaJieT,
JlaeT Myjlpble COBETbI U 3aIyThIBaerT,
NPaB/IUB U JUKUB U T. 11.», U 3aHUMAeT
JIOCTOMHOE MECTO B [IaMaHCKOMH
MHOJIOTHH, — TaK OMHUChIBAET
MCKYCCTBOBEJL IAHHYIO XUIIIHYIO TITHILY

[12, c. 58 —59]. Tak, B TIOPKCKOH KyJIbType
BopoH onuuerBopsieT Bocxosliiee CoHLe
U SIBJISIETCS POIOHAYAIbLHUKOM TOJTyObIX
TIOPKOB, a B KA3aXCKOH — CBSI3aH C TEMHbBIM
MHPOM, CO CMEPThIO, HO OYeHb [TOYUTAEM
nocse TeHrpu, — yKasblBaeT B paboTe

M. 3. Cynranosa [12, c. 60].
HcenenoBatenu 31oro rorema

MPUBOJIAT B I0KA3ATEJLCTBO TO,

4TO MHOI'ME Hapo/ibl, B YACTHOCTH

Ka3axu, CYMTaJIH HETO3BOJUTENbHBIM
CTPEJIATh, 1I€JIUThCS, TOBOPHUTH B MX

azpec rpy6ocru. O6pas BopoHa, Kak

W JILMPYIOLLME B HEPAPXHUH TOTEMOB
Ka3aXxCKOTO Hapojia, — TO MOILHbIN
obeper, oH BeTpeyaetcsi B (hOJIbKIOPHOM,



11aMaHCKOM U TPAIULIMOHHOM OpHAMEHTE,
B HaTypHI0CODUH B BUIle <Kapra TysK )
BOPOHbSI JIAIIKa», yKa3blBAeT Ha CEMaHTHKY
BRIpAsKeHUs «Kapra TambIpib Ka3ax /
Kasaxu — Opatbs BOpoHa», — OTMe4aloT
yueHble B UCC/IEIOBAHUM aHUMAJIUCTHYECKOH
BecesIeHHOH Ka3axCKOH KyJbTyphbl
[12,c.61].

Abaii Kak 1Mo3T-ryMmaH|cT He MOT
He 3aTPOHYTb BONPOCHI BOCITUTAHMUS
1 00y4yenusi. CBOMM NepoM OH JaBajl
OLIEHKY [IeHHOCTHBIM Y€eJI0BEUeCKHUM
KauecTBaM U KPUTHKOBAJ MOPOKH.
H3o6paxkasi aHuMaNuCTHYECKHE
00pasbl 2KUBOTHbIX U MTHLL, OH CKPBITHO,
MOJITEKCTHO, MOPOH C CapKa3MoM,
NPUBOANJ IPUMEPHI, PUCYIOLLHE
HEJI0CTOHHOE MOBe/IeHHE U KauecTBa
yesioBeKa.

Tax, B 6acHe «Kapra mer OypKiT»
B 06pase Kapra / BopoHa OH BbICMEHBAeT
HEeyMeCTHO€e XBAaCTOBCTBO, TlIeCIaBHe
U pe3yJIbTaT 3TUX AEHCTBUH —
HerpousBoJibHOe padbeTBo. HUTo Kacaetcst
o6pasa 6epKyTa, OH CUJIbHBIA, MOLIHBIH.
HeymecTHoe cpaBHeHMe U MpeyBeHueHHe
CBOMX CHJI IPUHOCHUT HECYACTbe; YeI0BEK
JIOJDKEH CTPEMUTBCS K JIyUllieMy,
HO pacCYUTBIBATh TOJIBKO HA CBOM CHJIbI
1 BO3MOYKHOCTH — BOT OCHOBHA$1 Uiesl
M03Ta B JAHHOM [POU3BEJEHUH.

B u3BectHOM nepesojie 6acHH
W. A. Kpulnosa «Bopoua u jinchua /
Kapra meH TyJiki» UMEIOT MeCTO caMble
HHM3KHE YeJIOBEUCCKHE MTOPOKH: JIECTh,
CaMOJIOBOJIbCTBO, HYMOCTh. AGaii
IIPU3BIBAET YEJIOBEKA BECTH ceOs1 JOCTOHHO,
6J1arOpPOJIHO, HE pacTpauuBaThLCA
Ha MycThble Pa3roBOpbl, HEHYKHbIE
JIEACTBUS U TTOCTYIIKH.

O6a 311X nepeBojia CPaBHUMbI
co cyioBaMu Hasunanusi Abast «Kuura ciio»
[15]. B cioe 37 nost npuBOAUT nepeveHb
J00pOJeTeNIbHBIX Ka4eCTB, KOTOPbIM
ueJI0BEK JIOJIZKEH PYKOBOJICTBOBATHLCS
Ha MPOTS?KEHNH BCEH CBOECH KHU3HH.
dunocodekue scce-pasmbiiiienust Adas
YBEKOBEUHJIH HCKOHHO YesloBeyecKHe
LEHHOCTH.

O6cyxaeHue

O6patieHne K yHMBepCalbHO-TPaHCPEPHOH
CBSI3M MMpa MPUPOJIbl U MUPA My3bIKH
B Hacsied Abast He citydaito
1 3HAMEHYETCs TeM, 4YTO JIaHHas]
npobJieMaTHKa HACTOJIbKO aKTyaJibHa
1 CBOEBpPEMEHHA, YTO COBPEMEHHbIH
LMBHUJIN30BAHHBIH MUP 00EpHYJICA
K JIyXOBHOMY HayaJly, COCTaBJISIIOLLEMY CyThb
JKH3HEHHBIX LIEeHHOCTEH ¥ IPUHOPUTETOB.
OGpallieHre K BHyTpeHHEH IyXOBHOCTH
B €/IMHCTBE C MUPOM TPUPOIBI €CTh
rapMOHHYHOE COCYlIeCTBOBAHHE
yeJIoBeKa, HCTOKH KOTOPOTo GepyTcst
M3 aHUMAJIH3HPOBAHHOTO MPE/ICTABJICHHS
JKU3HH U TPUOJHIKEHHOTO
K aHTPOTIOJOTHYECKOMY €€ HauaJy.

B pycsie BbilIeckazaHHOTO
yJleJIsIeTesl BHUMaHHWE MCC/eIOBAHHUIO,
pacrpocTpaHeHHIO U TUPAKUPOBAHHUIO
Horarefliedl TpaauLMK Xy102KECTBEHHOH
KYJIBTYPbl, OFPOMHOT0 MOTeHLHaa
Hay4YHOH MBICJIH, HAYLLHUX OT YYeHbIX-
HUUKJIONEIUCTOB, aPXE0JIOT0B U
MCKYCCTBOBEJIOB H MPOJIOJIZKEHHbBIX X
NoCJ/Ie10BaTe/IIMH, UCCIeI0BATENAMU
JIlyXOBHOH MaTepHaJJibHOW U HEMaTepHaJIbHOM
KYJITYPbl Ka3aXCKOT0 Hapoja B 00J1acTH
AHMMAaJIMCTHYECKOTO OCMBICJICHHS
KyJIbTypHOTO Kojia Hauuu [ 12]. Pegyabratsl
UCCIEN0BAHNS YUEHbIX, BbIPaXKEHHbIE
B KOJIJIEKTHBHOH MOHOIpathuH,
JI0Ka3aTeJIbCTBO TOMY, UTO TEOPETHUECKHH
aHaJIM3 UCCEN0BAHUHN U MTOJIEBbIE
UCCJIeI0BAHHUS, ClIeIaHHbIE HA CThIKE
pasHbIX o6JlacTell ryMaHUTapHbIX HAYK,
TaKKX Kak pusocodusi, aHTPOIOJIOTHs,
KYJILTYPOJIOTHS1, STHOTpadus,
MCKYCCTBOBEJ/IeHHe, apTiie/larorika
1 9THOTIENArOTHKA, My3bIKOBEJIEHHE
1 My3bIKO3HaHHE, MT03BOJIMJIM OXBATHUTh
LIHPOKHH TJIACT BO3POXKIIEHUSI, PA3BUTHS,
CTAHOBJIEHUS XY/I02KECTBEHHOM KYJIbTYPbI
MOCPEACTBOM aHUMaJIMCTHYECKUX 06pa3oB
1 CHMBOJIOB. ABTOPbI PYyKOBOJICTBOBAJIUCh
TEM, UTO UMEHHO 3Ta 00J1aCTh SIBJISIETCS
3a4aTKOM (pOPMHPOBAHMUST KYJILTYPHbIX
LIeHHOCTEH y MOKOJIEHHs], CTPEMSILLETOCs
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NPUOJIH3UTBCS K IyXOBHOCTH KAa3aXCKOTO
Hapona. M HecmoTpsi Ha To, 4TO
Ucc/e10BaHue HOCUT KYJIbTYPOJIOro-
MCKYCCTBOBEIUECKHUI XapaKTep,
paccMOTpeHHe aHMMaJIHCTHYECKOro KoJa
TPAIULMOHHON Ka3aXCKOK KYJIBTYPbl
M03BOJIUJIO KOJIIEKTUBY YY€HbIX
NPUOJIU3HUTBCS K PACKPBITHIO 3arajiku

00 onpejiesIeHHON PoJIH KyJIbTYpPHOTO
YHHUBEpPCAJIUS TOTEMHbIX 2KMBOTHBIX U MTHLL
B 2KM3HHU YeJIOBEKa, IJle 3B€PHUHbIF CTHJIb
— 3TO HAay4HOE OCMbICJICHHE BOCITUTAHHUS
1 00y4eHHe HOBOIO MOKOJIeHHs], €ro
azanTalus K LeHHOCTSIM KyJIbTY bl

1 MCKYCCTBA.

[Ipennaraemoe aist nmyGuKaLuu
ucese0BaHKe MoJyYn/10 HOBOe
HaIpaBJIeHHe /1S pelleHns TpoOJaeMbl
OpraHu3alHH My3blKaJbHOTO BOCITUTAHHUS
oOyuatoiuxesi. AHa/u3 npou3BeIeHHi
Abasi mokasbIBaeT, 4To XapaKTepHOH
0COOEHHOCTBIO ABJIAETCS TIPUCYTCTBHE
AHMMAaJIMCTHUECKUX 00pPa3oB U CHMBOJIOB,
NPULLIEALIHX ¢ CAMOOBITHOCTBIO KYJILTYPbl
1 ObITa Ka3aXCKOro Hapoja B TPaAHLIMOHHbBIH
YKJIAJL UX ?KH3HH, B My3bIKaJIbHY!O
JeSITe/IbHOCTb M TBOpUecTBO. OueBHIHO,
9TO CBA3AHO C 0COOCHHOCTbIO My3bIKaJIbHOTO
MBbILLJICHHUS], 1€ IPUCYTCTBYET CHHKPETH3M
M03THYECKOr0 CJIOBA U MY3bIKAJIbHOIO
CTHJIS, JKaHPOB, YTO CO3/1A€T HETIOBTOPHUMYIO
M3bICKAaHHOCTb MPOJLyKTOB TBOPYECTBA.

PagpaboTka TeopeTHYeCKHX OCHOB
3JIEKTUBHOI0 Kypca « MysblkajibHOe
abaeBejieHHe» 110 TPEM MOJLYJISIM, TAKUM
Kak « My3bIKa/bHO-T03THYECKOE
TBOpuecTBO AbGasi B KOHTEKCTe
COLMOKYJIBTYPHBIX TIepeMeH »,
«Mys3blkanbHbli MUp Abast»

1 «X0poBOe MPOUTEHHE MEeCEH U CTHXOB
Abas komnosuropamn Kasaxcrana»,
06ycJI0BUIa HEOOXOIMMOCTD €r0
IKCIepUMeHTaIbHOH anpobauuu B paboTe
CO CTy/IeHTaMH MJIJILLIUX KypcoB. B 3anaun
9KCIePUMEHTANIbHOM YaCcTH HCCIeIOBaHHUS
BXOJIMJIO H3ydeHHe MpousBeieHnil Abast

C LLeJIbIO PACKPDLITHS HX IyXOBHbIX

1 KyJIETYPHBIX LleHHOCTeH /15
(hopMHPOBAHHS My3blKaJIbHbIX 3HAHUH,

LLIHPOKOTO KPyra MHPOBO33peHHs],
HABBIKOB aHaJIM3a U camopediieKCHH;
orpejiesieHHe CrieltHKH My3bIKaJbHOTO
CTHJIST abaeBCKUX [1eCeH B KOHTEKCTe
Mearoruueckoil 1enecoo6pasHoCTH

1 MIPEEeMCTBEHHOCTH JIAHHOTO MaTepHasa
JIJ151 BHEILIKOJIbHBIX, BHEKJIaCCHbIX
MY3bIKaJIbHbIX 3aHATHH U TBOpYECTBA.

3aKnwyeHue

Pestomupyst BblllieckazaHHOE, CTOUT
OTMETHTb, UTO Xy/102KECTBEHHO-
aHUMaJIMCTHUeCKHe 06pasbl B TROPUECTBE
Abasi sBasiioTest CBOE0OPa3HbIM
KYJILTYPHBIM KOJIOM He TOJIbKO aBTOPCKOTO
CTHJISI THCbMA, MUPOBO33PEHHUSI T103Ta,
€ro TBOPUYECTBA, HO U KYJILTYPHbIM
KOJIOM BCEll OT€UeCTBEHHOMN KYJIBTYpbI.
[Tonynsipusalinsi TBOPYECKOTO HACIEUS
AbGasi — 3TO UCTOUHMK yXOBHBIX IEHHOCTEH
COBPEMEHHOro 00111eCTBa, 3TO BO3POKIACHHE
HalMOHAJILHOTO CAMOCO3HAHHS
KazaxcraHckoro Hapoja. Ero Hacoenye
— 3TO KJa/1e3b JlyXOBHOI0 0OHOBJICHHUSI
o011eCcTBa U HALlUH, TPeOYIO1Lero
1epecMoOTpPeTh HEKOTOPhIE BOMPOCHI,
CBsI3aHHble ¢ 06pa3oBaHUeM, BOCITUTAHUEM
¥ Pa3BUTHEM Y€J0BEYECKOro MoTeHIHala.
B cBsi3u ¢ uem nccseioBaTesIbCKui
KOJIIEKTUB B paMKax MpoeKra
Ne AP05132384 «9THOKYJIBTYpHbIE
ACMEKThI XyJI02KECTBEHHO - HCTTIOJHUTEIbCKOH
MHTepIpeTaluy NpoU3BeIeHNH
komroautopoB Kazaxcrana B KOHTEKCTe
peasin3aliuu rocy1lapCcTBEHHON POrPaMMBbl
«TyraH en» npeayiaraet cBoe BUIEHHE
JIAHHON TeMaTHKH. Mbl noJiaraem,
UTO PACCMOTPEHHbIE T€MbI 3JIEKTHBHOTO
Kypca « My3bikasibHoe abaeBeieHHe »
MOMOTYT OCYLIECTBUTD [VIABHYIO
COCTaBJIAIOLLYIO Me1arOrHYeCKOro
00pa3oBaHKsl — MOBBICUTb YCTOHYHBOCTD
1 KaueCTBO Me1arornieckoro 06pasoBaHusi
Ha OCHOBE HALlHOHAJIBHOTO KYJILTYPHOTO
KoJia.

B pamkax gaHHoro uceJsiesoBatus
HEBO3MOKHO OXBATUTb BCeOObeMIIIOLEe
¥ MHOTOTPaHHOE IyXOBHO-TBOPUECKOE



Hac/ienle Besinkoro Abast. Pelienue
npo6JieMbl B LIEIOM BO3MOXKHO JIUIIb
TOJILKO B HTOTE JYIUTEIbHBIX

1 [1yOOKUX UCCJIEIOBAHUN U 0O00LIEHHUH,
MpUHAJIEKALIMX YUeHbIM - [Te/laroraM,
MY3bIKAHTAM - UCTTOJIHUTEISAM,

UX TBOPYECKHX IMCKYCCUH, HAYYHBIX
U3bICKaHUH, KOHUEPTHBIX BBICTYIJICHHH,
COTPYJHHUECTBA B 06J1ACTH HAYKH,
NEeAroruKy U UCITOJIHUTE/IbCKOTO UCKYCCTBA,
pas3paboTOK METOJIMUECKOTO XapaKTepa,
coznanue yueGHO-MeTOAUUECKUX TOCOOUH,
pacrnpocTpaHeHHe U THPAXKUPOBaHHe
MY3bIKaJIbHOTO HaCJIeUst BeTMKOro Abasi.

CNUCOK UICTOYHMUKOB

Tema cratbu 06s13bIBasIa aBTOpa
noKasaTb MpakTHueckne HapaboTKH
npH pazpadoTKe 3JIEKTUBHOTO Kypca
M0 My3bIKaJIbHOMY a0aeBe/IeHHIO.
Mbl He orpaHUuYMBaeMcst JIMYHbIM
HabJtoIeHHeM U COOCTBEHHBIM OIbITOM
1 GyaeM Os1aroapHbl KOJIJIEKTHBHOMY
06CyKIEHUI0, KOTopoe OY/IET CONEHCTBOBATD
6oJiee noJHOMY 06001IEHHIO OMbITA
paboThl HaJl TAKOTO pojia MaTepHaloM
1 TeM CaMbIM CMIOCOOCTBOBATH
JlasibHe1IeMy UCC/IEIOBAHHUIO TAPOBAHUS
BEJIMKOTO 1109Ta U MbICJIUTEJIS] KA3aXCKOH
CTelH.
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Jlaypa KakumoBa

Ab6ait atbiiarbl Kazak yaTThIK neiarornkasibik yHHBEPCHTET
(Anmvatser, KasakcraH)

ABAN LLBIFAPMALLbINBIFbIHAAFbI TABUFAT MEH MY3bIKA 9JIEMI APACBIHOAFbI
OMBEBAMN-TPAHC®EP/IK BAA/IAHBICTbIH, KOPKEM-AHYAPJ1bIK BEUHEEPI

AHpaTtna. benrini FanbiMaapablH MaesnapbiH Tangay HerisiHae YATTbIK My3blKa MOAEHUETIHIH GEHOMEHIH
A6all WbiFapMaLlbibIFbIHbIH WblFapManapbl apKblibl KapacTelpyFa TannblHbIC Xacanagbl. MNeaaror-
MY3bIKaHTTbIH, }KyMbICbIHAA 6iniM anyLublnapablH My3blKalblK-LUblFapMaLLbiiblK KbI3METIH ybiMAaCTbIpyFa
Konawnbl, KOFaMHbIH, KYHAbINbIKTapbl MEH MypaTTapbliH 6EMHENENTIH TaBUFaT a/1EMi MEH LUblFapManapabiH,
KOPKEM-aHUManuUCTiKk 6enHenepiHiH amobeban-TpaHchepnik 6annaHbICTapbl allblnagbl.

Kasipri yakbiTta KasaKkctaH4a 60/bIMN aTKaH XahaHaaHy XXaHe MaJieHu e3repictep AayipiHae
VATTbIH PYXaHW KaHFbIPYbIMEH YKOHE 63iHiH, AiNiH TYCiIHYMEH, COHbIMEH 6ipre oTaHAblK My3blKasblK
MoJEHMETKE [IEreH XaHa Ke3KapacrneH My3blKanblK abanTaHy 60MbIHLLA SNEKTUBTI KypCThbl 83ipney
©3€eKTi Macesiere anHasbin oTblp. FbIIbIMU }KO06aHbIH aBTOPIbIK YXKbIMbl XIX FacblipablH, asgfbl MeH XX
FacbIpiblH, 6acbiHAafFbl GMN0COO KOHE YMaHWUCT, aKblH }XoHe My3blKaHT — ¥/bl AGanablH KeMnKbIpsbl
WblFapMaLllbliblK MypacbiH awaTblH YU MOAYb 60MbIHLLA 3NEKTUBTI KYPC KYPYabl YCbIHaAbI.
O3ipNeHreH oKy canacblHa XaHe CTYAEHTTePAi PyxaHu oHe KOpPKEMIIK KyHAbIbIKTapFa TapTyFa
CcolKec aBTopiap e3apa 6annaHbICTbl YL MACENEHI WeLlYAiH, WapTTapbiH TEOPUSANbIK TYPFblAaH
Herisgenai-eKe aneyeTTi 4aMblTy, WblFapMaLllbliblK OpTaHbl KalbINTaCTbIPy aHE Xac YpnaKTblH 6ifim
canacblH apTTbipy. KypcTblH MaKcaTbl AGav NMPUKACIHbIH, My3blKablK CTUIH, LblFapMallblbIKTbIH,
YaHP/bIK epeKLeniriH Aapinteyre aHe TalaHTTbl XacTapAbl 6HeEp a/1eMiHe TapTyFa GafbiTTaNnfFaH.

¥YCblHbIIFAH MaKanaaa aKkblH LblFapManapblHbiH NPU3Machl apKblibl KEPKEM KaHE aHyapnap
6enHenepiHiH TakblpbiNTapbl aHbIKTasbIM, KapacTbipbliFaH. AGanabiH 3aMaH MEH 3aMaH TanabbliHa
cal aCTeTUKanNblK, pyXxaHU-agamMrepLuinik, KepKkeMaik KyHAblbIKTapblH 60MblHa CiHipreH My3blKasblK-
KOPKEM LUblFapMaLlblIbIFbIHbIH MaHbI3Abl cMnatTapbl awbliagbl. AGanabiH, My3blKanblK Mypachl
ApPKbl/ibl 6CKENEH, KacTapabl YTTbIK MOAEHWUET NeH eHepre 6ayny, onapabiH YITTbIK CaHaCblH
aHFbIPTY XoHEe My3blKaiblK Top6ue MeH 6inim 6epyai YFbiHY apKblibl MYMKIHAIKTEPI KapacTblpbliaabl.

Hoba N2 AP05132384 «TyrFaH efl» MEMJIEKETTIK 6arapnamMachbiH iCKe acbipy
arganblHaa KazaKcTaH KOMNO3UTOpAapbiHbIH WbiFapManapbliH KEPKEMAIK-0PbIHAAYLLbINbIK
WHTepnpeTauusanayablH STHOMSAEHMN acneKTinepi».

Tipek ce3gep: AGan LbiFapMallbliblFbl, My3blKanblK AGanTaHy, aHyapnap 6enHenepi, KepKem
MOAEHMET, KYHAbIIbIKTAp, 6HEP, My3blKa.

[oariekce3s ywiH: KakumoBa, /1. L. Abaw wbliFapMallbliblFbiHAaFbl TAOUFAT NEH My3blKa oNeMi
apacblHAaFbl aMbeban-TpaHcdepnik 6annaHbICTbIH KEPKEM-KaHyapblk 6enHenepi. Central Asian
Journal of Art Studies, 2021, 6 (1), 148—-164. https://doi.org/10.47940/cajas.v6il.314
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ARTISTIC AND ANIMALISTIC IMAGES OF THE UNIVERSAL-TRANSFER CONNECTION
BETWEEN THE WORLD OF NATURE AND MUSIC IN THE WORKS OF ABAI

Abstract. Based on the analysis of the ideas of famous scientists, an attempt is made to consider
the phenomenon of national musical culture through the works of Abai’s creativity. The article
reveals the universal transfer of the world of nature and artistic and animalistic images of works
that embody the values and ideals of society, applicable to organization of musical-creative activity
of students in the work of a teacher-musician.

In the era of globalization and cultural changes that are currently taking place in Kazakhstan,
along with the spiritual revival of the nation and awareness of its mentality, and with a new look
at the domestic musical culture, the development of an elective course on musical Abai studies
becomes relevant. The team of authors offers to build an elective course in three modules,
revealing the multifaceted creative heritage of the great Abai — a philosopher and humanist, poet
and musician of the late 19th and early 20th centuries. According to the developed course on the
quality of education and attracting students to spiritual and artistic values, the authors theoretically
substantiate the conditions for solving three interrelated problems: the development of personal
potential; the formation of a creative environment; and improving the quality of education of the
younger generation. The aim of the course is to promote the musical style of Abai’s lyrics, the genre
originality of creativity and to attract talented young people to the world of art.

In the present article, the themes of artistic and animalistic images are defined and considered
through the prism of the poet’s works. The article reveals the essential characteristics of Abai’s
musical and artistic creativity, which embodies aesthetic, spiritual, moral, and artistic values
that are consonant with the time and the needs of modern society.Through the musical heritage
of Abai, the possibilities of introducing young people to the national culture and art are considered
by reviving their national identity and understanding musical attitude and education.

Grant project No. AP05132384 “Ethno-cultural aspects of the artistic and performing
interpretation of the works of composers of Kazakhstan in the context of the implementation
of the state program ‘Tugan EI'".

Keywords: Abai’s creativity, musical Abai studies, animalistic images, artistic culture, values,
art, music.
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Abstract. Kazakh traditional music has been the research object for many scientists from Russia,
Germany, Great Britain, Hungary, Japan, the United States, and other countries. In the 20th century,
due to the establishment of Soviet power, the territory of Kazakhstan was closed for research

by foreigners. Simultaneously, such a combination of events contributed to preserving materials
collected before the Great October Socialist Revolution. Therefore, today it is vital for the World

and Kazakh ethnomusicology to consider unknown materials and scientific sources.

Various foreign archives contain materials unknown to Kazakh ethnomusicologists about
Kazakh traditional music collected on researchers’ and traveler’s expeditions since the end of the
XVIII century. Recordings of the German ethnographer-anthropologist R. Karutz were found in
2016 by the film crew of the Interstate TV and Radio Company “Mir”, and analyzed and published
by the doctor of Art studies S. I. Utegalieva in the book” Turkestan collection of songs and
instrumental pieces collected by R. Karutz (1905)”. These recordings prove that there are sources
about Kazakh traditional music that can change the opinion about the historical significance of
the Kazakh culture in the Central Asian region. The famous turcologist Efim Rezvan presented
the records in the Pushkin Museum in St. Petersburg. It turned out that the original cylinders
with authentic recordings are currently stored in the archive of the Berlin Museum of Visual
Anthropology and Ethnology.

This article reviews the documentary film “Road of People: The First Audio Recording of Kazakh
Music”, and sheds light on the possible prospects of studying the problem of research the Kazakh
traditional music.

Today, the Berlin Phonogram Archive contains samples of music from all over the world,
the first recording dates back to 1900. The collection of wax cylinders by Richard Karutz is kept
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in the Department of Ethnomusycology, Visual Anthropology at the Berlin Phonogram Archive

of the Ethnological Museum in Berlin. The collection is well preserved, and according to its

curator Dr. Ricarda Kopal, there are 16 wax cylinders from Turkestan, an area of now southern
Kazakhstan, which R. Karuts crossed during his expedition. The film crew brought digital copies

of the recordings to Almaty for further study. Kazakh and international scientists and performers,
professors and doctors of sciences: S. Utegalieva, T. Togzhanov, A. Berdibay (Kazakhstan),

|. Saurova (Karakalpak Autonomous Republic), R. Abdullayev (Uzbekistan) and others were involved
to decipher, analyze, describe and evaluate the musical and artistic content of the recordings.

The whole process was documented in the film, which was worked on by a whole team of
professional journalists, the script was written by Timur Sandybayev and Askar Alimzhanoy,

directed by Kanat Yessenamanov.

Keywords: Kazakh traditional music, Richard Karutz, First Audio Recording, documentary film,
Berlin Phonogram Archive, wax cylinders, Turkestan, international research crew.

Cite: Sabyrova, A., Baribayeva A. (2021). “Overview of the documentary film ‘The first audio
recording of Kazakh music. Road of people’”, Central Asian Journal of Art studies, 6(1), 165-175.
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he documentary tells about
discovering and studying the first

audio recordings of Kazakh songs and
music made by the German ethnographer
Richard Karutz in 1905.

The recordings were discovered when
a film crew of the Interstate TV and Radio
Company Mir started investigating old
records for the documentary film tracing
the fate of the last Kazakh khan Kenesary
Kasymov (1802—1847), a Kazakh national
hero, ruler, and liberation movement leader
of the turbulent period of subjugation
of Kazakhstan by the Russian Empire

that started in 1731 and completed in
1858. While working on the movie, they
discovered and brought out of obscurity
many unique items related to the Kazakhs
and their history that were stored in Russia.
Among them were the wax cylinders

with records of Kazakh folk songs and
instrumental music from the Pushkin
House, formally the Institute of Russian
Literature, in St. Petersburg (Figure 1).
They were presented by famous researcher-
turcologist Efim A. Rezvan and this became
the starting point for the documentary
movie on Kazakh music, “The First Audio

Figurel. Pushkin’s House in Saint-Petersburg (Russia)
(A moment from the movie “Road of People: First Audio Recording of Kazakh Music”)



Recording of Kazakh Music”, where a great
team of professional journalists worked on
this documentary. Timur Sandybayev and
Askar Alimzhanov are the script writers,
the film was directed by Kanat Yesenamanov.
The finding triggered a multinational
research effort and considerably enriched
our understanding of the past music
traditions and practices of Central Asia.
The recordings were made by the well-
known German ethnographer Richard
Karutz (1867 —1945) (Figure 2), who
crossed Kazakhstan [ 1, 220] while traveling
on the Turkestan-Siberian Railway from
Samara, Russia to Tashkent, Uzbekistan at
the beginning of the 20th century. After the
expedition, he published the book Among
the Kyrgyzs and the Turkmens: From the
Life of the Steppe — back in those days,
the Kazakhs and the Kyrgyzs were believed
to be one and the same nation and were
collectively referred to as the Kyrgyzs. The
wax cylinders discovered in St. Petersburg
turned out to be copies made during the brief
tenure of the original German recordings
— they were taken to Russia as trophies
after World War II but were returned to East
Germany in the late 1950s and are now kept
in the Berlin Phonogram Archive.

Figure. 2. Richard Karutz (1867-1945)
(Image from the movie: “Road of People:
First Audio Recording of Kazakh Music”)

Before the discovery of Karutz wax
cylinders (Figure 3), it had been widely
believed that the recording of Amre
Kashaubayeyv, a celebrated Kazakh singer,
made at the ethnographic concert during
the International Exhibition of Modern
Decorative and Industrial Arts in France
in the summer of 1925 [2] was the oldest
recording of Kazakh music. However,

the newly found recordings of music,
voices, and ritual chants made in Western
Kazakhstan precede it by 22 years [3, 8:32].

Figure 3. Original wax cylinders recorded by Richard
Karutz From the Ethnologisches Museum Berlin
(Image from the movie “Road of People:

First Audio Recording of Kazakh Music”)

The Berlin Phonogram Archive contains
samples of music from all over the world,
with its first recording dating back to 1900.
The Karutz wax cylinder collections are
parts of the Media Department — Berlin
Phonogram Archive, Ethnomusicology,
Visual Anthropology of the Ethnologisches
Museum Berlin [4, 26].

According to the curator of the collection
Dr. Ricarda Kopal (Figure 4), wax cylinders
are well preserved. Overall, there are 16
wax cylinders from Turkestan, the area of
Kazakhstan, that Karutz traversed in the
course of his expedition, but virtually there
are no documents associated with the
collection in the archive.

Pukappa Konan
Kypatop Konnekuyun P.Kapyrua apxuea (oHorpamm I
BepNMHCKOr0 My3eA BUaYanLHOR aHTPONONOrMM U 3THONOTUM

Figure 4. Dr. Ricarda Kopal from the
Department of the Media — Berlin Phonogram
Archive, Musical Ethnology, Visual Anthropology,
Ethnologycal Museum, State Museums
of Berlin — Cultural property of Prussia.
(Image from the movie “Road of People:
First Audio Recording of Kazakh Music”)

However, there are references to Richard
Karutz’s work in the essay of the influential
Austrian ethnomusicologist Erick Moritz
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von Hornbostel (1877-1935) Notes on
Kyrgyz Musical Instruments and Melodies
(Figure 5—6)[5, 56], who is known for co-
creating the Sachs-Hornbostel system of
musical instrument classification. In fact,
E. Hornbostel was the first to study
Karutz’s recordings [ 1, 221]. The book
describes Karutz’s travels across
Kazakhstan — Among the Kyrgyzs and
the Turkmens — even contains a chapter
written by E. Hornbostel. This chapter
briefly describes seven of the recordings
and even provides transcripts of the
recorded melodies (Kopal, 2018).
However, these descriptions were not
included into the Russian edition of the
book called Among the Kyrgyzs and the
Turkmens at Mangyshlak, published in St.
Petersburgin 1911 (Figure 7).

Figure 5—6. Original book by Richard Karutz in
German with a chapter written by Erick Moritz von
Hornbostel “Unter Kirgizen und Turkmenen: aus

dem Leben der Steppe” published in Leipzigin 1911.

(Images were taken from https://www.catawiki.

com/1/29888315 -krigizistan-turkmenistan-r-karutz-

unter-kirgisen-und-turkmenen-1911.
Date of access 23.02.202; 20:13)

Figure. 7. Russian edition of the book written by
R. Karutz Among the Kyrgyzs and the Turkmens at
Mangyshlak, published in St. Petersburgin 1911.

(Image is taken from http;//antiq.kz/portlolio/
sredi-kirgizov-i-turkmenov-na-mangyshlake/
Date of access 23.02.202; 20:25)

According to Dr. Saule Utegaliyeva,
Professor of Kurmangazy Kazakh National
Conservatory, the name of the German
scientist Richard Karutz has been known in
Central Asia and Russia since the beginning
of the last century, mostly thanks to this
book. Her investigation revealed that the
discrepancy between the name of the book
mentioning the Kyrgyzs and the Turkmens
and the fact that the account and photos
describe the lifestyle of the Kazakhs and
the audio recordings he made with an
Edison phonograph contain samples of
Kazakh music occurred due to an accidental
geographical mistake. Starting from 1903,
Karutz was traveling along the coast of
the Caspian Sea around the Mangyshlak
Peninsula, hence the reference in the
Russian name of the book, hoping to find the
Turkmens since many of their tribes were
nomadic and roamed Central Asian lands;
however, instead of meeting the Turkmens
he met the Kazakhs who were also nomadic
and lived in the same territory [5, 56].

Karutz made a complete historical and
ethnographic description of the region,
and, according to him, this region was
multinational. Therefore, the recordings
he made in the cities of Kazalinsk,
Kazakhstan, and Tashkent, Uzbekistan,
contained not only Kazakh and Uzbek
songs but also the music of other peoples
from Central Asia.

Thanks to a greater availability, Karutz’s
book was reasonably well-known among
ethnographers and ethnologists, whereas
the wax recordings remained a hidden
treasure until their recent unearthing.

This discovery gave us an entirely new
musical perspective on the work of the
ethnographer. In fact, it provided an
invaluable opportunity to explore the
repertoire of the musicians of the early 20th
century and actually hear the recordings of
songs and instrumental pieces that were
popular at that time.

The Karutz collection can be viewed as
a historical source. And Kazakh scientists
completed a massive amount of work to



match and compare the recordings with
the existing records of folk music and
trace the historical changes in the musical
tradition of the region. The effort was led
by Dr. Saule Utegaliyeva in Almaty,
Kazakhstan (Figure 8).

Cayne YTeranuesa
JOKTOp MCKYCCTBOBEAEHMA, npodeccop H
Kaaaxckoii HauuoHansHoi KoHcepeatopum um. Kypmanrasel

Figure 8. Dr. Saule Utegaliyeva, Professor of
the Musicology and Composition Department at
the Kazakh National Conservatory named after
Kurmangazy. (Image is taken from the movie “Road
of People: First Audio Recording of Kazakh Music”)

An international group of experts
from Kazakhstan and Uzbekistan took
up the challenge of matching the songs
and instrumental tunes and finding their
ethnic origins. It was difficult to determine
whether the songs and instrumental
pieces still exist and how typical they are
for the region once traversed by Karutz.
The Kazakh part of the team did sound
restoration and reconstruction of the audio
recordings. After that, the music was
carefully notated, and transcripts of the
lyrics were made (Figure 9).

Figure 9. A process of transcribing the songs and
instrumental pieces by T. Togzhanov — Honorary
Worker of Education of the Republic of Kazakhstan,
Honored Artist of the Republic of Kazakhstan,
Assistant professor (Docent), Senior lecturer at the
Department of dombra at the Kurmangazy Kazakh
National Conservatory (Image is taken from the
movie “Road of People: First Audio Recording of
Kazakh Music”)

Thirteen pieces were notated; three were
left out since one is a simple count in the
Kazakh language; two others are stories
that belong to the colloquial genre and are
not related to the music art.

In the course of the investigation,
musicologists determined the ethnic origins
of the recordings, and their findings once
again confirmed the conclusion of Karutz
that the area was very multinational since
the recordings belong to a whole array of
Turkic ethnic groups that inhabited that
area at the beginning of the 20th century.
The recordings contain 8 Kazakh, 6 Tatar,
and 2 Sart folk songs and instrumental
tunes. Sart is a collective name for
sedentary communities of early Central
Asian societies; they mainly refer to certain
groups of the Uzbeks and the Tajiks.

Some of the recordings contain tunes
that are still popular and have remained
mostly unchanged to this day, for example,
the Central Asian version of the Ukrainian
song Two Merry Geese and several Tatar
songs that are built around common Tatar
national song patterns known as takmaks.
Others have undergone considerable
changes but are still recognizable. One of
these is the song called Aibalain Karutz’s
recordings. After a thorough search
among the published music samples and
contemporary folk songs, it was eventually
collated with one of the melodies provided
by A. Berdibay, Associate Professor of the
Department of Musicology and Composition
of the Kurmangazy Kazakh National
Conservatory, Ph.D.[3, 15:02], (Figure 10).

Figure 10. Dr. Aizhan Berdibay, Senior lecturer
of the Musicology and Composition Department
at the Kazakh National Conservatory named after

Kurmangazy. (Image from the movie “Road of
People: First Audio Recording of Kazakh Music”)
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The song was fixed in the book —
Melodies of the centuries in the
Proceedings of the international conference
dedicated to the 100th anniversary of
K. Medetov (2002). The melody was close
to Karutz’s recording, but the lyrics were
completely different, and the song bore a
different name — Inkarzhan. A sample with
the same name was found in the records
by Aleksandr Zatayevich, a Russian music
ethnographer and exponent of Central
Asian folk music. It was found that the
song was typical for western regions of
Kazakhstan. Yet other songs and tunes
sank into oblivion and can no longer be
found nowadays. Some of the religious
songs, a bacha dance, and other recordings
from the collection bear no resemblance
to the current ethic melodies [5, 62],
(Figure 11).

2 T

-84

SR E At

To identify the two Sart tunes, the
team contacted a group of Uzbek and
Karakalpak traditional musicians and
researchers. They said that the samples
were not Uzbek but agreed that the
instruments used bore a much closer
resemblance to a 3-string gidjak, a
historic cousin of the now 4-stringed
traditional Uzbek instrument, rather than
to the Kazakh kobyz, a Kazakh national
instrument with two horsehair strings.
As part of a comparison study, the pieces
were performed on both instruments
simultaneously by two musicians —
Umud Eshonhodjayev (Eshonxo’jayev)
from Uzbekistan and Maksat Medeubek
from Kazakhstan. A verification of the
origins of the pieces were made by
Inzhegul Saurova and Dr. R. Abdullayev
(Uzbekistan), (Figure 12).

5 BRI R A 22
9 »

TIeCeH U KIOeB,,

C6oprux
cobpammsiit P.Kapyrunem *
i » Typrecrasie (19051.).

1) Apyr-ai (Anpait). Kaaaxcxu HapOAHAs MEeCHA.
2) Aibala (Ait6aaa). Kasaxckas HapoaHas mecHs.

3) A-khau! (Axay!). UincTpymenTaabHas Bepcus
Ka3axckou HapOAHO TeCHHU.
4) Zhangyrbai sultan. Osiet (KanrnipBaii cyaran. Ocuer).
HaaugareasHas cyduiickas necss.
5) Shegebai akyn (Illere6aii axnm). Kasaxckas sporuueckas necus.
6) Amaitsl eaeH. Kasaxckas apoTudeckas NecHs.
%) Kasax xiritiniy aHrimeci. MoHoaor MO20A0TO Ka3axa.
8) Canamak, Cuuraaka.
9) Makhfusa (Maxgysa). Tatapckas HapoAHaA TIeCHA.
10) Tatar takmak (Tarap rakmarsi). Tarapckas mryTouHas necrs
11) Tatar takmak (Tatap rakmarsi). Tatapckas OIyTOWHAs NeCH:
12) Tatar takmak (Tarap raxmarsr). Tarapckas mryTounas necus
13) Aspaptyk shygarma (AcnanTsix msrapMa).
Uncrpymenraasnas nseca

14) Tatar rakmak (Tarap raxmarsi). Tarapckas myToqHas necHs
15) Marsh (Mapm. ©36ex rikarsHa apHaAFaH MIKIFApMa).

@HT IBEChl AAs YAORKCKOIO rMaXaKa.
16) Bachanyn biye (baua 6ui). Tanen Baua.

Hncrpymenraapias nseca. Tamkenr 1905 roa.

Figure 11. A list of the tunes from the collection of R. Karutz
(Image from the movie “Road of People: First Audio Recording of Kazakh Music”)

Figure. 12. A historical moment of
identifying the Sart tunes while playing
on two instruments — Uzbek gidjak and

Kazakh kobyz.

On a photo from left to right
U. Eshonhodjayev (Uzbekistan),
M. Medeubek (Kazakhstan),
R. Abdullayev (Uzbekistan)
(Image from the movie “Road of People:
First Audio Recording of Kazakh Music”)



Notated samples and their descriptions
were published in 2018 under the title
The Turkestan Collection of Songs and
Instrumental Pieces of R. Karutz (1905)
(editor: Saule Utegaliyeva, Professor
at the Kurmangazy Kazakh National
Conservatory, Doctor of Arts) (Figure 13).

¢ 23
- - !
'—~-‘//;/T/4 T
TYPKECTAHCKHI

~ — CBOPHUK

MECEH U MHCTPYMEHTAJIBHBIX NIBEC,
COBPAHHbBIV PKAPYTLEM (1905)
|

Figure 13. Cover of the “Turkestan collection of
songs and instrumental pieces by R. Karutz (1905)”,
Editor Saule Utegaliyeva

Along with the notation of the songs and
instrumental pieces, the collection included
articles authored by the leading researchers
who took part in the project Ricarda Kopal,
Ph.D., curator of the Berlin Phonogram
Archive, Askar Alimzhanov, Director of the
Kazakhstan Branch of the Interstate TV
and Radio Company Mir, and Dr. Saule
Utegalieva, Art.D., Professor of Musicology
and Composition Department.

The recordings of Karutz are significant
for elucidating the musical repertoire of
Central Asia at the beginning of the 20th
century. They tell us much about the
ethnomusicological methods and concepts
of that time and shed some light on the
ethnical composition of the population and
culture of the region.

The research that went into making the
movie First Recordings of Kazakh Music
brought many essential aspects into the
spotlight and clearly showed that historical
audio recordings could play a considerable
role in ethnomusicological research. The
Karutz Turkestan Collection was a starting
point for contemporary scientific research.

New investigations may be undertaken
once more, though that such records made
by musicologists throughout history are
found and restored. The Berlin Phonogram
Archive alone contains 351 wax cylinders
and around 2000 gramophone records in
its historical portfolio [4, 351], and many
of them are accompanied by little or no
information about their content. The study
of these recordings is greatly hampered by
the lack of knowledge of the languages and
dialects of the areas where these recordings
were made. So, there is hope that more
Kazakh recordings will be brought to light
at a later date.

The movie symbolically ends with a
voice counting in Kazakh, just like in one
of the recordings made by Karutz. A young
schoolboy takes up the count, and the
ancestral voice gradually melts into the
boy’s voice. This transition represents a
connection across time — the investigation
of the Karutz Turkestan Collection has
created a cultural bridge connecting our
pasts and future and showing that the
cultural heritage is preserved and cherished
by future generations.

Acknowledgments

We are expressing our gratitude to

Valeria E. Nedlina (Ph. D, Associate
professor of the Department of Musicology
and Composition at the Kurmangazy
Kazakh National Conservatory) for an

idea of the revue and introduction to this
beautiful movie; Dr. Saule [. Utegaliyeva
(Doctor of Arts, Professor of the
Musicology and Composition Department
at the Kurmangazy Kazakh National
Conservator), for your research and for
letting us use the cover of the collection’s
book; Askar Alimzhanov (journalist,
National Branch of the Interstate TV

and Radio Company “MIR” in the Republic
of Kazakhstan) for allowing us to use the
images from the movie and contributing to
writing of the review.

Central Asian Journal of Art Studies Volume 6. Issue 1. 2021



172

Central Asian Journal of Art Studies Volume 6. Issue 1. 2021

References

1.

Sultanova, R. Early Recordings from Central Asia: A Comparative Study of German
and British Collections. Music Archiving in the World. Papers presented at the
Conference on the Occasion of the 100th Anniversary of the Berlin Phonogram
Archive. Edited by Gabriele Berlin and Artur Simon. Berlin: VWB — Verlag fur
Wissenschaft und Bildung, 2002. pp. 219-226.

Suleimenoy, A. “Proslavivshii kazahskuju muzyku Amre” [Amre Who Made
Kazakh Music Famous]. 2018. Qazagstan Tarihy, [online]. — URL: https://
e-history.kz/ru/news/show/4327/ (date of access: 25.04.2020; 11:20)

The First Audio Recording of Kazakh Music, documentary, Interstate TV

and Radio Company Mir, Kazakhstan (2018), Alimzhanov A. (Producer),
Sandybayev T. (Executive Producer), Yessenamanov K. (Director), Mursalimov S.,
Alimzhanov A. (Script Writers). — URL: https://youtu.be/J5R0tvV08yl (date of
access: 25.02.2021; 12:20)

Kopal, R. “The Wax Cilinder Collection Karutz Turkestan of the Berlin Ethnological
Musem”. Turkestan Collection of songs and Instrumental Pieces by R. Karutz
(1905). — Aimaty: Asyl Kitap Publ., 2018. pp 25-28.

Utegaliyeva, S. Collection of Audio Records of R. Karutz. Turkestan Collection

of Songs and instrumental pieces by R. Karutz (1905). Aimaty: Asyl Kitap Publ.,
2018. pp 56-63.

Karutz, R. Unter Kirgisen und Turkmenen: Aus dem Leben der Steppe [Among the
Kyrgyzs and the Turkmens: From the Life of the Steppe], 1911. Leipzig: Klinkhardt
& Biermann, 1991.

Karutz, R. Sredi kirgizov i turkmenov na Mangyshlake [Among the Kyrgyzs and the
Turkmens at Mangyshlak], 1911. St. Petersburg: Devrien Publ.



Oausa CabbipoBa, Alirepim bapubaesa

Kypmanraser atbiniarsl Kazax YATTbIK KOHCEPBATOPHSIChI
(Anmarsl, Kazakcran)

«AOAMIAP CAJIFAH CAPA 3OJ1. TAPUXTAFbI AJTFALLKbI KASAK MY3bIKACbIHbIH
AYANOXA3BACbHI» ®UJIbMIHE LLIOJTY

AHzaTna. KasaKTblH A4oCTypAi My3blKachkl op ke3aepi Pecen, Anvanus, ¥nbl6putaHus, BeHrpus,
Hanonus, AKLL xoHe 6acka Aa engepaiH FanbiMaapblHblH 3epTTeY HblCaHbl 60FaHbl 6enrini.

XX Facblpaa KeHec eKimeTiHiH opHaybiMeH Ka3aKcTaH aymarhbl LWeTeNAiK 3epTTeyLlinep YLiH xabbliapl.
Byn okuranapablH ToFbiCybl KadaH TeHKepiciHe AeWiH XUHanFaH MaTepuanaapAblH cakTanybiHa aa uri
bIKNan eTKeHi XacblpblH eMec. COHbIKTaH, OYriHri TaH4a 3THOMY3bIKONOTUSAHbIH, Xannbl YPAICTEPIH
aHbIKTaM OTbIPbIN, dNEMJIK XoHe Ka3aK 3THOMYy3blKaTaHyblHa 6erManiM MaTepuaniap MeH FbiiibiIMu
[epeKKe3aepdi KapacTblpy MaHbI3bl.

Kasipri yakblTTa anyaH Typni wetengik myparatrapga XVIII FacbipablH, asfbiHaH 6epi 3epTreyLli-
casxaTwbliapablH, aKCNeanLmnsanapbl XXMHaKTanfFaH KasaKCTaHAblK 3THOMY3blKaHyLbinapFa 6enricia
Ka3aK AacTypAi My3blKachl Typasbl MaTepuaniap cakranyaa. XX fFacblpablH 6acbiHAa emip cypreH
Hemic aTHorpad-aHTpononorsl P. KapyTuTbiH GOHOXa36anapbiH TankaH eHepTaHy AOKTOPbI
C. bl. ©teranuena «P. KapyTu, 1MHafraH TypKicTaH aHAep MeH acnanTblK NMbecanap X1UHafbl»

(1905) KiTabbl xannbl cbip wepTedi. 2016 xbibl MemneKketapanbik «<Mup» enepagnoKoMnaHUACbIHbIH
nepeKti dunbmi ae Tycipingi. P. Kapyu, *KMHafFbiHAAFbl Ka3aK A9CTYpAi My3blKachl Typasbl WeTenmik
[lepeKKe3aepain, 6ap eKeHiH Tafbl 6ip Aganenaen TycTi. EKiHWI }afFbiHaH 6yn 6acbibiM Ka3ak
MaaeHUeTIHIH, OpTanbik A3us eHipiHAeri Tapuxu MaHbI3bl Xawbl NiKipai e3repte Tyceai. asbanapabl
6enrini TypKiTaHywsl FansiM Epum Pe3BaH CaHKT-lNeTtepbyprreri MylWwK1UH MypaxanbiHAa awThbl.
Kasipri yakbiTTa TYNHYCKa »a36anapbl 6ap uunnHapnep bepnuH Budyanabl aHTPONONOrUs aHe
3THOOMUSA MypaanblHbIH, MyparaTblH4a caKkTanfaH. byn makana «Ajamgap canfaH capa *on.
TapuxTarbl anfallKbl Ka3ak My3blKacblHbIH, ayanoxasback» GUnbMiHe apHaiFaH peBblo 60/bIN
Tabblaabl XXoHe KasaK A9CTYp/li My3blKacblH 3epTTey 60MblHILa KOWblIFaH MaceneHi 3epaeneyin,
bIKTMMaN NepcrnexkTMBanapbiHa o allagpl.

ByriHri Tanaa bepnunH poHorpaMmmanap MyparaTbiHAa OYKif 9IEMHIH My3blKasblK yArinepi
6ap, anfallKkpbl *a36a 1900 xbingaH 6actanagbl. Puyapa KapyuTbiH 6anaybi3 LWMAMHAPAEPIHIH
KoneKkuuachl bepnuHaeri STHONOMMAbIK MyparkanblH ITHOMY3bIKONOMMS, BU3yasi[ibl aHTPOMON0rms
*oHe bepnuH ®oHorpaMma MyparaTblHAa caKTanFaH. TonTaMa XaKCbl CakTanfFaH, OHbIH KypaTopsbl
noktop Pukapaa KonanapbiH anTybiHWa, TypKicTaH 06abiCbiHaH, Ka3ipri OHTYCTiK Ka3aKkcTaH
obnbicbiHaH, P. KapyTy, akcneanumns KesiHge 16 6anaybli3 LMAWMHAP XUHaNFaH 601aTbiH.

DuUnbMHIH Tycipinim To6bl 8pi Kapan 3epTTey yLWiH AnmMaTbiFa Ka36anapablH CaHblK
KellipmenepiH akengi. }asbanapablH My3blKalblK-KOPKEMAIK Ma3MyHbIH ally, Tangay, cunarray
YoHe 6aFanay YLWiH Ka3aKCTaHAbIK XaHe Xa/blKapasblK FanbiMaap KaybiIMAacCTblFblH 6acTaFaH Fbl/ibiM
noktopbl C. OTeranneBa xaHe T. TofkaHoB, A. bepai6an (KasakcTaH), W. CaypoBa (Kapakannak
ABTOHOMMANBIK PecnybnuKkachl), P. A6gynnaes (©36eKcTaH) )oaHe 6acKa a FanbiMjap MeH
OopblHAAyLWbINap TapTbingbl. Punbmae ocbl IKCNEAULMSANbIK canapMeH 6annaHbICTbl XXYMbIC Yaepici
BMAeOTacnara Kyxatranbl, OHAa Kacibn MaMaHap ToObl MEH XKypHanucTep X)ymblic ictedi. CueHapum
aBTopaapbl Tumyp CaHabi6aeB neH Ackap 9iMxKaHoB, pexkuccepbl KaHat EceHamaHoB.

Tipek ce3gep: KasaKTblH A9CTYpNi My3blKkachkl, Puxapa Kapyu, anfawKbl ayanoxkasba, AepekKTi
dunbm, bepnnH PoHorpammanap MyparaTtbl, 6anaybl3 LMaMHAPAEpPi, TYPKiCTaH, xanbikapanblk
3epTTey To6bI.

Hanekce3s yuwiH: CabbipoBa, A. C., bapnbaeBa, A. C. <Anamaap canfaH capa xos. Tapuxtarbl
anFalKbl Ka3aK My3blKacblHblH ayanMoxasbacbkl» dunbmiHe wony. Central Asian Journal of Art Studies,
2021, 6(1), 165-175. https://doi.org/10.47940/cajas.v6il.347
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Anus CaobipoBa, Aiirepum bapubaeBa

Kasaxckas HalmoHasbHast KOHCepBaTOpHst UMeHH KypmaHrasbl
(Anmarsr, Kazaxcran)

PELLEH3UA HA ®UbM «[MEPBAS B UCTOPUU AYAUO3AMUCb KA3AXCKOW MY3bIKW.
JOPOrA NNOOEN»

AHHOTauums. Kak M3BECTHO, Ka3axcKasi TPaAnUMOHHAsA My3blKa HEOAHOKPATHO ABNSNAaCh OO EKTOM
nccneaoBaHuUs MHOTMX yYeHbIX U3 Poccuu, [epmanuu, Bennkobputanum, BeHrpun, AnoHun, CLUA v opyrmx
cTpaH. B XX BeKe B CBfI3K C yCTaHOBNEHWEM COBETCKOW BacTi Tepputopust KasaxctaHa 6blia 3akpbiTa
[Na M3ydeHns. Mexzay TeM TaKkoe CTe4eHUe COObITUI NOCMOCOOCTBOBAIO COXPAaHEHMWIO MaTePUaNoB,
CO6PaHHbIX 10 OKTA6PLCKOV PEBOMOLMK. [103TOMY CErOfHS BaXHO PACCMOTPETb HEM3BECTHbIE KaK
MUPOBOMY, TaK M Ka3axCKOMY 3THOMY3bIKOBEAEHMIO MaTepuasbl U Hay4HbIE UCTOYHWUKM, BbISBNAS 0bLime
TEHAEHLNN STHOMY3bIKO3HaHMS.

Ha faHHbIM MOMEHT B pa3/iMyHbIX 3apyO6exHbIX apxnuBax XpaHATCA HEU3BECTHbIE Ka3aXxCTaHCKUM
3THOMY3bIKOBElaM MaTepuasbl 0 Ka3axCKoW TPaAULIMOHHOW My3blKe, COOpaHHbIE aKCMeANLUAMU
nccnepoBartenemn-nyTelwecTBEHHUKOB elle ¢ KoHua XVIII Beka. PoHo3anmcm HeMeLKOro aTHorpada-
aHTponosnora P. KapyTua, HanaeHHble B 2016 rofly CbeMOYHOM rpynnon MexrocygapcTBeHHOM
TenepagMokomnaHum «Mup», 6bliv NpoaHann3MpoBaHbl U U34aHbl LOKTOPOM UCKYCCTBOBEAEHMUS
C. U. YTeranneBon B KHUTe «TypKECTAHCKMUIM COOPHMK NECEH U MHCTPYMEHTASbHbIX MbEC, COBPaHHbIX
P. KapyTtuem (1905)». KHura goKka3blBaeT, YTO CyL,ECTBYIOT MCTOYHMKM O Ka3axCKOM TpaanLMOHHON
My3blKe, KOTOPble MOTyT UBMEHUTb MHEHWE 06 UCTOPUYECKOM 3HAYEHUM Ka3axCKOW KynbTypbl
B pervoHe LleHTpanbHoM A3uKn. 3anncu 6bi1n 06HapYKeHbl U3BECTHLIM YHEHbLIM-TIOPKOOroM Edrmom
PesBaHom B NywKnMHCKOM My3ee CaHKT-lNeTepbypra. OKa3anoch, YTO NOAANHHbIE LIUANHAPLI
C ayTEHTUYHbIMM 3aMUCIMMU Ha AaHHbIM MOMEHT XPaHATCS B apxMBe bep/IMHCKOro My3esi BU3yanbHOM
aHTPOMOJIOrMK U ITHOJSIOTUM.

[aHHasd cTaTbs ABAgeTca peBblo K Gunbmy «flepBasi B UCTOPUM ayanMo3annchb Ka3axCKOn My3bIKU.
[opora nogen» 1 NPoAUBaET CBET Ha BO3MOXHbIE MEPCNEKTUBbI U3YYEHUS NOCTABIEHHOM NPOGAEMbI.

Ha cerogHs BepnvHcKkui apxns GoHOrpaMm COAEPKMUT 06pasLibl My3blKK CO BCEro Mupa, nepsas
3anucb gatmpyetcs 1900 rogom. Konnekuuns BOCKOBLIX LnnMHApoB Puxapaa Kapyua xpaHuTcs
B OTAeNie aTHOMY3bIKOJIOrMK, BU3YyalbHOW aHTpOoMNonorum u bepamHckom apxuse GoHorpamMmm
3THoNornyeckoro myses B bepnvHe. Konnekuns xopoLwo coxpaHuiach, 1, No C/IoBaM ee KypaTopa,
foKTopa PuKkapabl Konan, B Hel HaxoanTcst 16 BOCKOBbIX LIMAMHAPOB M3 TypKecTaHa (HbiHe 061acTm
toxHoro KazaxcraHa), Kotopyto P. KapyTL, nepecek Bo Bpemsl CBoew akcneanumm. CbemoyHas
KOMaHAa duabmMa npueesna unMdpoBbIie KOMMK 3anncen B AnmMaTtbl AN Aa/ibHENLLEro U3y4yeHus.

[na pacwndpoBKK, aHanM3a, ONMCaHUSA U OLLEEHKU My3blKallbHO-XYAOXXECTBEHHOIO COAEPKaHUS
3anucen 6binn NpUBIEYEHbl Ka3axCTaHCKME U MexAyHapoAHble YYeHble U UCMONHUTENN, Npodeccopa
n joKTopa Hayk: C. Yreranuesa, T. TorxaHoB, A. bepan6ai (KasaxctaH), N. CaypoBa (Pecny6nuka
KapakannakcrtaH), P. A6aynnaeB (Y36eKuctaH) u apyrve. Becb npouecc 6bi1 3aJ0KyMEHTUPOBaH

B dunbMe, Haj KOTOpbIM paboTana Lienas KomaHaa npodeccroHanoB-XXypHaaucTos. ABTopamu
cueHapusa asnstoTcsa Tumyp CaHabi6aeB M AcKap AnMMKaHoB, pexxnccepom — KaHaT EceHamaHoB.

Knro4eBble cnoBa: Ka3axcKas TpaguumMoHHasa My3blika, Puxapa Kapyu, nepBas ayano3anucb,
[OKYMeHTasbHbIM GUibM, BEPINMHCKUI apxMB GOHOrPamMM, BOCKOBbLIE LIMAMHAPLI, TYypKeCcTaH,
MeXayHapoaHas uccrnegoBaTtesibCKas rpynna.

Ana untupoBaHus: CabbipoBa, A. C., bapnbaesa, A. C. PeLieH3us Ha dunbm «[lepBas B ucTopumn
ayamo3anueb KasaxcKon My3biku. [lopora ntogewn». Central Asian Journal of Art Studies, 2021, 6(1),
165-175. https://doi.org/10.47940/cajas.v6il.347
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