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PHILOSOPHY OF ART ‘

VALUES OF
TRADITIONAL
KAZAKH

Do o7 s CULTURE

Zhakypbek Altayev',
Zhuldyz Imanbayeva'
! Al-Farabi Kazakh National University (Almaty, Kazakhstan)

Abstract. Eastern (including Kazakh-Turkic) philosophy differs from classical Western philosophy
in that it does not make a major distinction between the universals of culture and philosophy.
For Kazakh traditional society, philosophizing is characteristic of a non-abstract, extremely
generalized, figuratively complete form of reflection. For the most part, philosophical categories
and concepts are reflected and enshrined in artistic and religious texts. Therefore, the study

of Kazakh philosophers should be conducted in a broader socio-cultural context.

A holistic conceptual understanding of the worldview universals of a nomadic civilization
is one of the most urgent tasks of modern Kazakh philosophy. To accomplish this task, we have
at our disposal a huge amount of material from the monuments of the Orkhon-Yenisei runic writings,
to priceless samples of oral folk art in the form of folk legends, heroic epics, proverbs, and sayings,
the poetical and musical heritage of the zhyrau-akyns, etc.

Traditional Kazakh culture is the quintessence and reflection of a special nomadic type
of economy. Nomadic civilization is an example of a favorable coexistence between nature and man.
An eco-friendly lifestyle was a reflection of the internal attitude towards maintaining harmony
between man and nature. At the same time, the Kazakhs managed to create a special
socionormative culture based on deep spiritual traditions that widely regulated social relations.

The genus origin was the fundamental principle of the individual's self-identification and linked
him by inseparable blood ties with the community and the territory of residence as a continuation
of his social and natural existence.

A nomadic collective was a hierarchically designed social organism, where human life was strictly
regulated. Every action in everyday life had not only practical, but also spiritual meaning, value.
Sacralization of actions took place through the ritual. Aimost every single thing in everyday life was
endowed with symbolic meaning.

Having mastered the methods, principles and categorical apparatus of Western philosophy,
modern Kazakh philosophy has become capable of deeply analyzing and actualizing the past
examples of the spiritual culture of the Kazakh people. At the same time, it opens itself
up to other cultures and thus new opportunities for intercivilizational dialogue appear.

Keywords: general concepts, hermeneutics, values, traditions, culture, traditional culture,
nomadic culture, traditional Kazakh culture.

Cite: Altayev, Zhakypbek and Zhuldyz Imanbayeva. “Values of traditional Kazakh culture.” Central
Asian Journal of Art Studies, vol. 6, no. 2, 2021, pp. 10-24. DOI: 10.47940/cajas.v6i2.37 3.



Introduction

he self-consciousness of the people
forms their philosophy. It is inappropriate
to apply to various national philosophies
one formula of Western classical philosophy:
systematic, evidentiary, science-like. “Such
philosophical style really prevailed
in the Western tradition and gradually
began to be perceived as an example
of genuine, true philosophy” (Nysanbayev
250). All other philosophical concepts
of man and the world are usually taken
outside the framework of philosophy as not
corresponding to the true philosophical style
of thinking, “as not ‘reaching’ the heights
of reasonableness and rationality”
(A. N. Nysanbayev). Meanwhile
the experience in the development of world
philosophical thought in the 20th and 21st
centuries showed an upward tendency
of its exit to areas bordering with art, science
and religion, going beyond the limits
of the former academism. Entering into
an alliance with mythology, poetry, music,
religion, literature, psychology, philosophy
manifests itself more and more clearly
in the context of everyday life. In Kazakh
philosophy, there is both a poetic metaphor
and a rational concept. In the aitys
(an impromptu competition between two
poets) of the zhyrau (folk poet and singer
in Kazakh poetry), the muslim mysticism
of Yasawi, the philosophical reflections of Abai
and Shakarim, we find confirmation of this.
In the philosophical dictionaries
of the Soviet period, Kazakh philosophy was
not designated as a special national type
of philosophical thinking, unlike,
for example, Chinese, ancient or German
philosophy. In relation to Kazakh philosophy,
the phrase “social thought” was used.
As noted by doctor of philosophical sciences,
Farabi scholar, professor Zh. A. Altayev
in modern literature there is still a tendency
to identify the history of Kazakh philosophy
with the history of the development
of social thought. This is due to an inadequate
understanding of the nature of philosophy.

“In this way, the peculiarities of the history
of philosophy have been erased and reduced
to historical and political ideas” (Altayev 12).
From the point of view of academic
philosophy in the spirit of Hegel, Kazakh
philosophy lacks systematicity, scientific
quality, and evidence. However, today
Eastern philosophy (Kazakh-Turkish
including) against the background
of ongoing transformations in the most
Western tradition imperiously declares its
special status. Modern Western philosophy,
from Kierkegaard and Nietzsche to today's
postmodernists, rethinking the ontology
of culture, comes to an understanding
of the need for a productive synthesis of
Western and Eastern traditions.
There is an idea of the Western man, tired
of civilization and technical innovations,
who, in search of spirituality, looks with
hope to the East.
The worldview picture of the world
of the Kazakh people was formed on the basis
of myths, legends and folk poetic tales,
which eventually turned into a treasury
of his philosophical knowledge.
They might not fit the European standards
of philosophization, but they constituted
a certain type of Eastern philosophy.
Philosophical reflections, expressed
in the form of folk wisdom, enshrined
and transmitted from generation
to generation through folklore, constitute
the unique heritage of the Kazakh people.
Currently, philosophical science has
accumulated a lot of experience in the study
of general theoretical issues, methodological
approaches, research methods for describing
the characteristics and specifics of national
philosophies. Reducing all the diversity
of national philosophies to German classical
philosophy, taken as a standard, is like
depleting the treasury of world philosophical
thought.

Methods

Dialectical method with its system-
structural approach, in particular
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the principle of integrity and historicism,
hermeneutic interpretation and philosophical
comparative studies were chosen to study
the general concepts of traditional Kazakh
culture. The application of the principle

of integrity and historicism makes

it possible to characterize a national
tradition as an expression of the unique
spiritual development of a particular
nation. Hermeneutic interpretation orients
us towards understanding philosophical
concepts through the prism of value
priorities. Philosophical comparative
studies by means of analogies and parallels,
dialogue and polylogue consider the problem
comprehensively and objectively.

The indicated philosophical and general
scientific methods are used in a complex
and systemic way in the analysis

of the research problem.

Results

The Kazakh people were formed

in the 14th—15th centuries on the basis

of the Turkic tribal associations that have
lived on the territory of modern Kazakhstan
since ancient times. “The culture

of the newborn ethnic group did not inherit
from one ancestor, whose name he took,
but from all ethnic substrates integrated
into the new ethnic system” (Gumilyov
679). Kazakh philosophy, originating

in the mythological pre-philosophy

of the Protokazakhs, goes back to even
more distant times, in the I—II millennium
BC. The rich history of the Kazakh people
is a methodological key in comprehending
the progressive development of their
philosophical thought. The lack of a holistic
and developed concept of the history

of national philosophy leaves a negative
imprint on all other forms of public
knowledge. To understand what exactly

is the specificity of the national philosophy,
to identify only its inherent features,

to determine what niche it occupies

in world philosophical thought, its further
deep, comprehensive study is required.

The history of the national philosophy
can be divided into three periods. The first
period, which by A. N. Chanyshev
and M. S. Orynbekov was called
pre-philosophy (Altayev 12) dates from
ancient times to the 9th century.

This is the period of the reign of ancient
myths, beliefs and cults. Over time,

the myth is transformed through the epic
into a more or less ordered worldview
system of views. According

to Zh. A. Altayev “The desire to explain
the unknown world from an even more
unknown is one of the features of the myth”.
Folklore as a source of ideas about nature,
society and the structure of the world

as a whole vividly conveys this feature

of the mythological type of thinking.
“There is every reason to believe that this
was a historically necessary and inevitable
period of thinking of the ancient nomad,
when the myth not only fully absorbed

the functions of explaining and assimilating
the reality surrounding a person, but also
the functions of regulating people

in the composition and structure

of a particular ethnic group in a community,
clan, tribe” (Segizbayev 31).

The second period can be called properly
philosophical. It began in the 9th century
and continued until the end of the 19th
century. The formation of consciousness
is taking place on a completely different
level. The widespread use of philosophical
categories and concepts is associated with
the name of the Turkic thinker al-Farabi.
This period can be characterized
as the most difficult, contradictory,
but at the same time rich in philosophical
concepts and teachings, differing in form,
content and style of philosophizing.

The third period includes a time period
from the beginning of the 20th century
to the present day. This period is distinguished
by the desire to “take on arms” the rich
theoretical and methodological baggage
accumulated in the development of world
philosophical thought, to use it
for the development, enrichment



and rethinking of national philosophy.

Currently, development is in line with

the search for the origins of national

philosophy, its research tools, the definition

of nature and its inherent appearance

of philosophizing. The philosophical

consciousness of the people bears

the distinct stamp of its historical fate.

The interaction of internally determined

development trends with external factors

as a result of the involvement of Kazakhstani

society in world processes sets the trajectory

for further research for Kazakh philosophy.
Traditional Kazakh culture

is the quintessence and reflection

of a special nomadic type of management.

For a nomad, nature is the source of his life.

He did not relate to nature from a position

of superiority, while not ceasing to be

an active subject of activity. A well-thought-

out and effective system of nomadic

pastoralism made it possible to survive

in the harsh, sharply continental climate

of the Great Steppe. In order not to deplete

the soil, the time and place of grazing were

strictly defined. In winter, cattle were kept

in the lower reaches of rivers, where lush

green grass was preserved under the snow,

in summer they were driven to the sun-

drenched mountain regions. For the nomad,

land, water, forest and mountains were

spiritualized. In his daily routine,

he listened attentively to the breath

of nature, unraveled its secrets, deciphered

the signs that it gave. “Nature and man,

life and death were subjects of the highest

wonder and were always filled with

inexhaustible mystery” (Ualikhanov 50).
Seasonal migrations presupposed

an active lifestyle. “Constant movement

for the nomad was not only an economic

undertaking, but also life. During

migrations, people were born, achieved

perfection, matured, got married,

celebrated, rested, learned the world, died...

Not moving on time was considered

the result of a flawed economy, a sign

of the poverty of the clan. Lagging behind

the migration was seen as a great social

evil, comparable to hunger and devastation”
(Akataj 25). This circumstance, in turn,
formed the nomad's easy-going, mobile,
not fastidious and hardy character.
A. Toynbee wrote: “A nomad-shepherd,
in order to survive and prosper, had
to constantly improve his skills, form
and develop new skills, as well as special
moral and intellectual qualities... Nomads
could not have won a victory over
the steppe, survive in such a harsh natural
environment, if not developed intuition,
self-control, physical and moral endurance”
(Toynbee 192). Despite the fact that
the nomadic way of life on the territory
of Kazakhstan was abolished during
the time of total collectivization in 1936,
according to the preserved traditions
and customs, we can reconstruct
the features of the nomadic character
of our ancestors.

A nomadic civilization is an example
of the harmonious coexistence of nature
and man. Breeding livestock on a large scale
required perfect physical fitness as well
as a deep knowledge of the environment
and animal biology. Livestock as the only
source of wealth providing all material
needs of people from food and clothing
to items of daily use and shelter. A rich
spiritual culture was hidden under
the seemingly uncomplicated way of life.
Harmony presupposes orderliness. That is
why the whole life of a nomad was strictly
regulated, subordinated to the laws
of universal harmony, “he is dissolved
in the rhythms of the Cosmos,
in a repetitive cycle, where everything
is correct, the change of states, age
and season is natural” (Sarsenbayeva 157).
Life alone with nature is distinguished
by monotony, sameness, external without
events, but full of internal, continuous
communication with the world. This is
manifested in deep involvement
at the emotional level of a person
in relations with the outside world.
The fertile predictability of a nomad's life,
peace, stability in these conditions
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is perceived as a priceless blessing.
Everyday life filled with daily worries

and joys is desirable and blessed. To live

in a single rhythm with the Cosmos means
not to disturb the course of ordinary life,
when “both the grasses turn green

and the stars continue to shine, that is,

a person accepts them, is not distracted
from the beauty of the world and life

by any cataclysms” (Nurlanova 11).

In life, nomads strove for proportionality,
harmony with nature. An eco-friendly
lifestyle was a reflection of the internal
attitude towards maintaining harmony
between man and nature. At the same
time, they managed to create a special
socionormative culture based on deep
spiritual traditions, widely regulating
social relations. The clan origin was
the fundamental principle of the
individual's self-identification and linked
him by inseparable blood ties with the
community and the territory of residence
as a continuation of his social and natural
existence. In this regard, serving the
family had a sacred meaning. “A nomadic
society reproduces only the generic
consciousness, it cannot reproduce any
other consciousness. And the tribal
consciousness is necessarily heroic,
for it can manifest itself only in the cult
of its heroes. Therefore, nomads manifest
themselves not in a mythological set,
but in legends and traditions grouped
around a certain personality” ( Cultural
contexts of Kazakhstan: history and
modernity 69 ). Belief in the Aruakhs,
the spirits of their deceased ancestors,
was widespread among the Kazakhs. Life
success was regarded as a consequence
of the patronage of the Aruach for righteous
behavior. The poem Kyz-Zhibek shows
an example of what misfortunes a person
can undergo if he is not guarded by aruakhs.
The main character Tolegen, having not
received his father's blessing, sets out
on a journey for his bride, but misfortunes
overtake him, and he dies at the lake
Kosoba. In the epic Alpamys when

“the Jungars saw that the batyr (warrior)
came alone and decided, without wasting
energy, to stitch him with arrows”

and “... at once they pulled their bows”
(Nysanbayev 258) then thousands

of arrows flying to Alpamys bounced

off his body, leaving not a single scratch.
Before the battle, he asked the spirit

of the patron saint of warriors (Aiyp Eren
Kyryk Shilten) for help, and he, turning
into a cloud, covered the batyr.

A nomadic collective is a hierarchically
structured social mechanism in which
each of its members was endowed with
certain duties and rights. The provisions
of the customary law of Kazakhs, enshrined
in the Code of Tauke Khan Zhety Zargy
of Tauke Khan and Code of Yesim Khan,
testify in favor of this statement. The laws
contained a list of the individual's
obligations to the family and clan,
as well as his right to receive assistance,
often gratuitous, from relatives in cases
of livestock death or urgent seasonal
work. Even the location of yurts (nomad's
dwelling) in the Kazakh aul had its own
symbolism. The yurts were set up
in circles: in the very center were the white
yurts of the elders, then “young yurts”
of married sons, followed by the yurts
of the closest relatives and other members
of the community, the closing circle was
set aside for outbuildings. In the matter
of enforcing the rule of law, the strength
of public opinion made the use of repressive
and punitive measures unnecessary. Being
imprisoned was not as scary as losing face
in front of the whole family. Shame,
as a cultural and psychological mechanism,
performed the function of forming a sense
of responsibility towards society. As al-Farabi
wrote moral relations between people
“are possible only in the case when each
person practices real reason in his life
and strives to ensure that each person
also practices rational attitudes with
other people” (Altayev et al 92). Shame
is a manifestation of human rationality
and intelligence. It is shame that



distinguishes man from the animal and
makes him a social being.

The khan's power personified the unity,
the solidity of the nomadic collective.
The institution of power by itself did not
provide authority. The ruler was required
to have extraordinary personal qualities
necessary to protect the interests
of the families under his control. Therefore,
in the steppe, along with the principle
of aristocracy, the principle of meritocracy
acted (literally “power of the worthy”, from
Latin meritus “decent” and Greek kpdtog
“power, government”). The tribal leaders
and foremen possessed great power, who,
in case of dissatisfaction with the decisions
of the khans, could simply migrate with
the whole family and join another khan
or sultan. The solution of general issues
was carried out at the Kurultays (general
meeting or congress among the Turkic
peoples). The khan's duties included
ensuring the military protection of nomadic
lands, determining the ways of migration.
In the traditional land law of the nomadic
Turks, land was considered as a common
property, there were no forms of personal
land ownership. Land law norms were
respected strictly. “They die for her
in battle, since neither Tengri nor Aruakhi
will patronize the expelled people,
which means they will not be happy”
(Sarsenbayeva 166). To encroach
on the lands of a clan is like endangering
the well-being of its members. Each clan
had its own generic tamgas (symbols),
banners, battle cries, holy places.

The syncretism of the world-view
of the nomads was formed as a reaction
to the dynamically changing reality
of the nomadic way of life. However,
there is an opinion that nomadism never
existed autonomously from a sedentary
economy. According to the famous
philosopher M. Orynbekov, it is wrong to
deduce the Kazakh culture exclusively from
the nomadic way of life. Such proto-Kazakh
formations as Saki, Huns, Usuns, Kangly
initially differed from each other

in the type of economic activity, “the Huns
were nomads, the Kangly-farmers

of the Syr Darya, and the Saks and Usuns
combined pastoralism and settling in the
Seven Rivers region” (Orynbekov 13).
Perhaps the syncretism of the world-view
was born from the ratio of life guidelines

of nomads (Huns), pastoralists-farmers
(Usuns) and sedentary tribes (Kangly).
This circumstance predetermines

“the situational and sporadic nature

of nomadic cultural genesis and

the multicomponentness of its composition,
in which only an outbreak of some kind

of mental synthesis is possible” (Kodar 2).
The nomad's mentality is based

on the desire for diversity, endless renewal,
and vigorous activity. Such a worldview
contributed to the formation of spiritual
openness and generosity in him.

The Kazakhs attributed special power
to certain elements, for example, fire,
animals, birds and various objects that are
beneficial in their nomadic life. Various
kinds of rituals were associated with these
beliefs. Sh. Walikhanov wrote, “...if an
animal has any peculiarity, then it is called
awliye and is revered as an expression
of happiness; horses with nests on their
manes and tails, which make, according
to (Kazakhs) concepts, evil spirits —
shaitans, are also revered for happiness,
such animals are not given to anyone”.
“Accordingly, the main sphere of activity
of the ancient Turks — cattle-breeding
practice was sacralized, whether it was
the appearance of young animals, driving
herds to pasture, the appearance
of the first milk, branding, castration
or sale of animals” (Sarsenbayeva 167).
Nomads created a special zoomorphic
style in art. Animals were viewed here
through the prism of value relationships
with humans, and therefore their image
was often personified and idealized.

The horse was a symbol of wisdom,

the upper world and the world of ancestors.
[t is no coincidence that the Kazakhs
sacrificed not a ram, but a white mare
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as a sacrifice to the Aruakhs. There are
more than 50 names for the designation
of the color of horses in the Kazakh
language.

The life of a person of traditional culture
was not accidentally strictly regulated.
“The traditional world existed and was
cognized through action” (Sarsenbayeva
185). Every action in everyday life had not
only practical, but also spiritual meaning,
value. Sacralization of actions took place
through the ritual. The everyday life
of the people was filled with symbolic
meaning. Every thing in everyday life was
included in the chain of value relationships,
carried information about the character,
worldview of its creator. The construction
of the yurt carries a deep semantic meaning,
reflecting the religious and mythological
ideas of the nomads about the world.

The prototype of the yurt is an ancient
Turkic portable dwelling of a hemispherical
shape, invented around the middle

of the Ist millennium AD. Much attention
was paid to the choice of the place and time
for the construction of the dwelling.
Construction stages were also strictly
regulated. The inner space of the yurt was
divided into zones: the owner's place was
called “tiger”, the hostess’ — “hare”

as the personification of power and
obedience, respectively. The youth settled
in a place called the “bird ”. The hearth
was central as the center of attraction

for the whole family. The residents showed
a particularly reverent attitude towards

the hearth. It was impossible to stir the ash
in the hearth, spill water into it, carry out
the fire lit from the hearth outside.

Only older, respected people could sit

on the place of honor on the elevation.

A complex system of interpersonal
relations was built in accordance with
gender, age, social and family status.

For example, the rules of etiquette during
meals included: the order of seating guests
during a meal, methods of cutting meat
dishes, etc. Mention should be made

of the institution of “age classes” that

functioned in nomadic society.

The peak of vitality and vigor was

in middle age. Elderly people were treated
with respect for their proximity to the world
the spirits of ancestors, i.e. to the world

of the Aruachs. By dress it was possible

to determine the family and social status
of a person. Women's jewelry symbolized
the involvement of their bearers

in the generative forces of nature —
flowering, fertility, etc. In traditional society,
gender determined the norms of social
behavior. The central role was assigned

to the man, but the role of the woman
was no less weighty and significant.

The maturity of a man was largely
determined by his attitude towards
awoman. “Becoming human” meant
starting a family. Raising children was

the prerogative of a woman as a mother
and homemaker. Therefore, marriage

was considered a sacred act and one

of the most significant events in a person's
life. Traditional society is built on a blood-
related relations, which is an effective
mechanism for human adaptation

to the social environment. “The genus,
being integrity in joints and unity in parts,
forms a kind of community with a special"
mythological biography” (Nysanbayev
257). Traditional culture, with its complex
complex of ritual actions and normative
prescriptions, regulated the attitudes

and behavior of people to the smallest
detail. “A characteristic direction of the
Kazakh traditional ritual culture is that

it not only initially, from the moment of
inception, inseparably ‘connects’ a person
with the Universe, but also constantly
increases the depth, versatility

and inexhaustibility of these relations.

For example, the ritual ‘tusau keser’ —
‘cutting the fetters’” — means that life has
accepted him and the world has accepted
him. He is now in the middle world

of man and is freely connected with the blue
world of heaven and with the color of life
of the earth, and this will always inspire
and support him” (Sarsenbayeva 190).



The worldview universals of traditional
Kazakh culture contain much from
the religious ideas of the ancient Turks.
[t is about Tengrianism — the ancient
religion of the Turkic-Mongolian nomads
of the Eurasian steppes. The famous
scientist-Turkologist N. G. Ayupov saw
in Tengrianism that common spiritual
and moral foundation on which the entire
Turkic culture is based. “Historically,
the Turkic peoples developed as a single
organism”, the scientist wrote, “genetically
united Turkic-speaking peoples together
created a self-sufficient cultural array,
which at all times played a significant
role in the formation and development
of human civilization” (Ayupov 94).
The merit in the amazing ability of the Turkic
culture to absorb the achievements
of other cultures and to process them
in its own special way belongs to
Tengrianism as its general ideological basis.
N. G. Ayupov Tengrianism characterized
it as an open worldview, which determined
the “internal possibilities for adaptation and
transformation” of the Turkic culture.
Honoring the memory of ancestors
is one of the fundamental features
of the Kazakh mentality. The spirit
of the ancestor, once in heaven, turned
into an aruach i. e. patron spirit. Aruahs
are able to influence the life of the living,
help, protect or, on the contrary, punish
in the event of an offense. The polysemantic
nature of the concept of “soul” among
the Ttirks is connected with the same
ideas: the soul is material and incorporeal
(i. e., it has physical properties and is able
to leave the body), zoomorphic
and anthropomorphic (that is, it contains
the features of animals and humans)
at the same time. A special form
of religiosity is associated with the belief
in the existence of two souls in a person:
the first is “Rukh Rauan” (that is, a soul
wandering during sleep), the second
is “Rukh sakshy” (a soul that does not leave
the body until death). The famous writer A.
Kodar wrote: “Indifference

to the divine consisted in the fact that

the appeal to God was situational,

as problems arose that required resolution.
If in developed monotheistic religions

a person tries to become like God,

then in Turkic mythology God and Turk
are as alienated from each other as
possible” (42). Such alienation was rather
the result of not an indifferent attitude

of man to God, but, on the contrary,

of a highly respectful one, demonstrating,
under aloofness, the observance

of subordination in relation to the creator.
Otherwise, alienation would mean the final
loss of connection with God as the supreme
being of the guiding person on his life path.

Discussion

The philosopher A. Nysanbayev considers
the integral conceptual understanding

of the worldview universals of the nomadic
civilization, as well as the study

of the general features of the eastern type
of philosophizing, to the most urgent

tasks of modern Kazakh philosophy.
Comprehension of our own culture from
the standpoint of hermeneutics takes

us into the world of its secret and explicit
signs, symbols, codes, values and primary
meanings, behind which not only the past,
but also the future of the people is hidden.
The task of philosophy is to formulate
Spengler in order to “comprehend

the physiognomy of great cultures”.
Modern Kazakh philosophy acts as a means
of deciphering the complex ideological
complex underlying the traditional nomadic
culture. To accomplish this task, we have
at our disposal a huge amount of material
from the monuments of the Orkhon-Yenisei
runic writing, on inscriptions embossed

on steles in honor of the ancient Turkic
historical figures Kul-Tegin, Bilge-Kagan,
Tonikok, Moyun-Churu and Kuli-Churu,
to priceless examples of oral folk art

in the form of folk legends, heroic epics,
proverbs and sayings, poetical and musical
heritage of zhyrau-akyns, etc.
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Eastern (including Kazakh-Turkic)
philosophy differs from classical Western
philosophy in that it does not make a big
difference between the universals
of culture and philosophy. The Western
philosophical tradition is immersed
in the “element of pure thinking”
independent of empiricism. Here ample
opportunities open up for the design
of new artificial worlds of ideal objects.

In such an ontological structure, man

and the world are initially separated from
each other. “Eastern philosophy moves
not in a truncated ‘subject-object’ scheme
generated by the fundamental principle

of domination that defines Western discourse,
but in the field of meaning-forming
concepts ‘man and the world’, where
nature reveals itseli not as an object

of actions, but as a living divine
environment” (Nysanbayev 253 ).

The ontological attitude towards

the unity of man and the world gives rise
to the existentiality of such philosophical
categories as “subject and object”,
“essence and phenomenon”, “internal

and external”, etc. This does not mean
complete identity of philosophical
categories and cultural universals.
Philosophy is the spiritual quintessence

of culture, its comprehension. Philosophy
reflects on the ultimate foundations

of human existence, otherwise referred

to as worldview universals. Human activity,
which means culture, is formed by worldview
universals developed by philosophy.

For the Kazakh traditional society,
philosophizing in non-philosophical
forms is characteristic. “This method
is characteristic of the East, because there
was no university type of philosophizing
that originated in the Middle Ages
and became a form of professionalism, just
as there were no other types of rationalistic
philosophizing” M. Orynbekov adds (12).
In the East, an extremely generalized,
complete, figurative form of thinking
is customary. The reasoning here is not
based on philosophical categories

and concepts. Therefore, for the most part,
they are reflected and enshrined in artistic
and religious texts. The study of Kazakh
philosophers should be conducted

in a broad, socio-cultural context.

Conclusion

The hermeneutic interpretation
of Kazakh culture, understood as a single
text with internal integrity, is a task
at the present stage is still not solved.
This promising direction outlines the future
of Kazakh philosophy, sets the trajectory
for new scientific research. The world
of traditionally Kazakh culture is an
encrypted text that has yet to be studied.
Integral philosophy of the future will
combine the philosophical traditions
of the West and the East. A. N. Nysanbayev
expresses the hope that this tendency
in sovereign Kazakhstan will only intensify
over time: “... in the new century,
Kazakh philosophy and research
on its history will develop in a new form
and at a new level” (266). Having mastered
the methods, principles and categorical
apparatus of Western philosophy, modern
Kazakh philosophy has become capable
of deeply analyzing and actualizing
the past examples of the spiritual culture
of the Kazakh people. At the same time,
it opens its palaces to other cultures
and thus promotes intercivilizational
dialogue. The historical path of following
from the past to the future is more likely
not yet accomplished in Kazakh philosophy,
but a task for the future.
The nomadic way of life formed its
own specific worldview, its aesthetics
and artistic taste. The creativity of akyns
and zhyrau was highly valued among
the people, since they did not seek
to benefit from their gift. Creativity
in traditional society is not a craft,
but a way of life. The akyns and zhyrau
were entrusted with the mission
of preserving and transmitting the spiritual
values of the people.



Values are the meaning-forming factor
of human consciousness and worldview.
Today, values are visualized by means
of cinema. Films in their own language
are able to convey universal values
to the modern viewer, referring
to mythological images, symbols —
these “building blocks” of the spiritual
culture of both modern and archaic society.

Cinema is known to have the magical
power of influencing the minds and hearts
of people and can act as a tool to promote
traditional values. According to R. Isaacs,
in modern Kazakhstani cinema such films
as Nomad, Myn Bala, The Sky of My
Childhood or Mustafa Shokai, in addition
to the historical discourse, carry codes
and symbols of traditional values
of Kazakhs — apples, horses, yurts,
perspectives of mountains and steppe,
[slamic beliefs, myths about the Baiterek
tree and the Samruk bird, respect
for the elderly, nomadic lifestyle, dombra
and playing kokpar (Isaacs 399).

Cinema has a rich arsenal of means
of transmitting the necessary information,
the director's message. Cinema not only
combines the artistic means of other
arts, but at the same time it has specific
expressive capabilities. Such as changing
images, a scene in the frame, close-up,
general or distant plan, editing. “These
and a lot of other means of expression
of cinema help the director to open
and inform the viewer about these
or those thoughts which express his
regard to the system of values”

(Khalykov 222).

In the traditional worldview of Kazakhs,
there is a unity of material and ideal,
natural and supernatural, rational
and irrational. The utmost generalization

and consistency of the Kazakhs' views
allowed the outstanding orientalist
V. V. Radlov back in the 60s of the 19th
century to note: “the Kirghiz values in his
songs not some wonderful and terrible,
fairy-tale world, on the contrary, he sings
in them his own life, his own feelings
and aspirations, those ideals that live
in each individual member of society.
[t is not the colossal and not the
supernatural that delights the listeners,
but the natural and truly existing”
(Segizbayev 194 ). Man was presented
in the sum of his biological, mental
and social characteristics. Therefore,
the obviousness, the availability of truth
for a nomad vividly demonstrates
the features of his mentality. Traditional
society was monistic i. e. relied on a stable
system of values enshrined in traditions
and customs.

Pluralization of opinions and attitudes
in modern society is associated with
the ideology of individualism, which
encourages the spread of opinions,
including in matters relating to basic
values. Without common values,
it is impossible to construct a single reality
in which individuals of different social
groups, culture, religion, age and lifestyle,
prosperity could peacefully coexist
and work together for the benefit
of the whole society. At turning points
in history, what was considered archaic
remnants of the past does not fit into
modern reality more than once proved
its viability and served as a factor in getting
out of crisis situations. We hope that
the emerging trend of reviving the values
of traditional culture in modern
Kazakhstani society will not lose
its strength in the future.
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JKakbin6ek Aataes, )Ky.iipi3 Uman6aeBa

Ou-Dapabu atbiniarsl Kasak yiITThik yHHBEpCHTET]
(Anmarsl, Kazakcran)

N9CTYPJ1I KASAK MBAEHUETIHIH KYHAbIJIBIKTAPDI

Anpatna. LbiFbic (Ka3aK-TYPKi, OHbIH, iWiHAe) dunocodbuscel Knaccukanslk batbic dunocopusicbiHaH
M3IEHUET NeH GUI0CODUAHBbIH dMOEBANTLIFbI apacbiHAA YIKEH ariblpMalLlbIbIK }OK EKeHAiriMeH
epekueneHei. Kasak gactypni KorambiHa GUN0ocoPUAnbIK EMEC, 6TE XKanblaHFaH, 6enHeni Typae
asikTasiFaH onnay TypiHgeri dunocodus ToH. KentereH punocodusnbiKk Kateropmusnap MeH yrbiMaap
KOPKEM XaHe AiHW MaTiHaepAe KepiHic Tabaabl aHe 6ekKiTineni. CoHablKTaH Ka3aK dunocodprapbiH
3epTTeyai HEFYPbIM KEH, 9N1eyMETTIK-M3/IEHM KOHTEKCTE XYPri3y KepeK.

Kewwneni epKeEHMETTIH AYHMETAHbIMAbIK @M6e6anTblfblH 6ipTYTac TyXKblpbiMAaMasblK NanbiMaay
Kaszipri KazaK GnnocoPUACHIHbIH, EH 63EKTI MiHAETTEPIHE XKaTadbl. by MiHAETTI Xy3ere acblpy YLUiH
OpxoH-EHKMCEN pyHMKanbIK }Xa36a ecKepTKiluTepiHEH 6acTan, XaNblK aHbl3aapbl, 6aTbIp/blK 3M0C,
MaKan-maTenaep, Xblpay-akblHAapAblH NO3TUKaNbIK-My3blKanblK Mypachl KaHe T. 6. TYPiHAEr XanblK,
aybl3 9eb6ueTiHiH 6aFa KeTnec yarinepiHe AeniH ynkeH matepuan 6ap.

KasaKTblH A9CTYPNi MOAEHUETI-KBUHTICCEHLINS XOHE LapyallblbIKTbl XYPridyaiH epeKLle
HOMaATbIK TUMiHIH KepiHici. Kewneni epKkeHWeT TaburaT NeH afaMHblH KOJanabl ©Mip CYPYiHiH YAriCi.
JKONIOrUsNbIK Ta3a eMip cantbl agaM MeH TaburaTt apacbiHAarbl YUIECIMAINIKTI cCaKTayFa AereH iwkKi
Ke3KapacTblH, KepiHici 6onabl. byn peTre Ka3aKkTap TepeH pyXxaHu ASCTyp/iepre HerizaenreH, KoFamaplk
KaTblHacTapabl KEHIHEH PEFNAMEHTTENTIH epeKLLE d1eYMETTIK-3TUKabIK MOAEHUETTI Kypa angbl.
TybICTbIK-PYNbIK MPUHLNUM KEKEe afaMHbIH, 63iH-63i TaHYbIHbIH HETi3ri KaFuaachl 6014bl }XOHE OHbI
2NEeYMETTIK aHe TabuFK eMipiHiH *anFacbkl PETiHAE KOFaM MEH eMip Cypy ayMaFbiMEH aKbipamac
KaHMeH 6annaHbICTbIpabl.

Kewneni yXbIM — 6y/1 nepapxusiblK TYPAE KYPbIFaH 9/IeyMETTIK OpraH1M3m, oHAa aaM emipi
KaTaH, petrenreH. KyHaenikti emipaeri ap6ip apeKkeT TEK NpaKTUKalblK FaHa eMec, COHbIMEH Bipre
pyxaHW MarblHaFa, KYHAbINbIKKa e 6onabl. PaciMm apKblibl ic-opeKeTTepAiH cakpanunaauusicel 60n4bl.
CUMBONUKaNbIK KeHiN AepAiK ap 3aTTbl TYPMbICTa MaHi 6014bI.

Kasipri Kkazak ¢punocodpuscel batblic GnnocoPpuUsAchIHbIH dAICTEPIH, MPUHLMNTEPIH KoHEe
KaTeropusiabliK annapatbiH Urepe OTbIPbIM, Ka3akK XaNKblHbIH PyxaHWU MOAEHUETIHIH 6TKEH yArinepiH
TepeH, TanjayFa XoHe e3eKTeHaipyre Kabinetti 6on4bl. CoHbIMeH 6ipre on 6acKka MaAeHUETTEp YLUiH
63 3aapblH alWwajbl }XaHe ocblnailla epKeHneTapasblK ANanor YILiH XaHa MYMKIHAIKTep nanaa
6onagbl.

Tipek ce3gep: ambeban, repMeHEBTUKA, KYHAbIIbIKTAP, MOAEHMET, ASCTYPNI MOAEHMET, Keluneni
MO/IEHUET, ASCTYPJIi Ka3aK MOIEHUETI.

HAanekceos ywiH: Antaes, aKbin6ek xoaHe Hynabid UmaHb6aeBa. «[JaCcTypni Ka3ak MOAEHMETIHIH,
KyHAblIbIKTapbl». Central Asian Journal of Art Studies, 1. 6, N2 2, 2021, 10-24 6.
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Kasaxckuit HallMOHaJIbHbIH YHUBEPCHTET UMeHH alb-DPapatu
(Anmarbl, Kazaxcran)

LEHHOCTU TPAAULMOHHOM KA3AXCKOM KYNbTYPbI

AHHOTauus. BocTouHas (Ka3axcKo-TIOPKCKas B TOM Yucie) Guaocodpus oT KnacCu4ecKomn 3anagHomn
dunnocodunmn OTINYAETCS TEM, HTO HE MPOBOAMT GOJbLLIOrO PA3NUYUSA MEXKAY YHUBEPCANUAMM KyNbTYPbl
n dunocoduu. [ing Ka3axcKoro TpaguLMOHHOIo 06LWECTBa XapaKTepHO dnaocodCcTBOBaHNE

B HepunnocodbcKon, npeaenbHo 0606UEHHON, 06pa3HO 3aKOHYEHHON hOpPME Pa3MbILLIEHUI.

B 6051bWwWKHCTBE CBOEM GUIOCODCKUE KaTEFOPUM U MOHATUS OTPaXKEHbI U 3aKpenieHbl

B XY[OMXECTBEHHbIX N PENUTMO3HbIX TEKCTaX. 03TOMY U3yHeHUEe Ka3axCcKux punocodem cneayet
BECTW B 60/1€€ LUIMPOKOM, COLMOKY/IbTYPHOM KOHTEKCTE.

LlenoctHoe KoHLeNTyanbHOE OCMbICIEHWE MUPOBO33PEHYECKMX YHUBEPCANUIA KOYEBOM
LMBUIN3ALMM OTHOCUTCS K Hanbonee akTyalbHbIM 3aa4yaM COBPEMEHHON Ka3axCKon GuUnocopuu.
[ns ocylwecTBNEHUS 9TOM 3a4a4n MMEETCS B PaCNOPSIKEHUN OFPOMHbIM MaTepuan OT NaMATHUKOB
OPXOHO-EHUCENCKOM PYHUYECKOM MMCbMEHHOCTU 40 6ECLIEHHbIX 06Pa3LL0B YCTHOMO HAPOLHOIO
TBOPYECTBA B BUAE HApPOAHbIX MpeAaHUi, repoOnYeCcKoro anoca, Noca0BUL, U MOroOBOPOK, MO3TUKO-
My3blKaJIbHOr0 Hacneaus Kblpay-akblHOB U Mp.

TpaAMLMOHHaN Ka3axcKas KynbTypa €CTb KBUHTACCEHLMS U OTPaXKeHME 0CO60ro HOMaaN4eCKoro
TMNa Xo359McTBOBaHMSA. KoyeBas LMBMAn3aums — npumep 61aronpuMsaTHOro cocyLecTBoBaHuMs
NPUPOAbI 1 YenoBeKa. IKONOMMYHbIM 06pa3 KU3HKU Bblal OTPAXKEHMEM BHYTPEHHEN YCTaHOBKM
Ha noaaepraHve rapMoOHUU MEXIY YEeTOBEKOM U NPUPOAoK. MpKn 3TOM Ka3axm cymenun co3aatb
0C06Y0, OCHOBAHHYIO Ha My6OKMX AYXOBHbIX TPAAULMAX, LUIMPOKO PernaMeHTUpPOBaBLLYIO
06LEeCTBEHHbIE OTHOLWEHNS COLIMOHOPMATUBHYIO Ky/bTypy. POACTBEHHO-POAOBOE Havyaso BbICTynano
OCHOBOMONAraoLWUmM NPUHLMMNOM CaMOoUAEHTUDUKALMKU MHAMBUAA U CBA3bIBAIO €r0 HEPA3PbIBHbIMMU
KPOBHbIMW y3aMU C 0OLLMHOM U TEPPUTOPUEN NPOXKMBAHUSA KaK NPOAOIKEHUEM EI0 COLIMANbHOIO
W NPUPOAHOIO ObITUS.

Ko4yeBoWM KONNEKTUB — 3TO MEPAPXMYECKM BbICTPOEHHbIN COLMaNbHbIN OpraHn3m, rae 13Hb
yenoBeKa Oblla CTPOro pernaMeHTMpoBaHa. Kaxxaoe aencremne B NoBCEAHEBHOM KMU3HU MMENO
HE TOJIbKO MPaKTUYECKMUI, HO U AYXOBHbINA CMbIC/, LIEHHOCTHOE 3Ha4YeHKe. [NlocpeacTBOM putyana
npovcxoaunna cakpanusauma gencteum. CUMBOIMYECKUM 3HAYEHMEM Oblfla HaeneHa noYTy Kaxaas
BElLlb B ObITY.

CoBpeMeHHas Kazaxckas dunocodus, ycBOMB METOAbI, MPUHLMMbLI U KaTeropuasbHbIi annapat
3anagHon dunocodum, ctana cnocobHOM ryboKO aHaNM3UPOBaTb U aKTyanau3upoBaTh NPOLWbie
06pasLbl yXOBHOW Ky/bTypbl Ka3axCKOro Hapoaa. OAHOBPEMEHHO OHa OTKPbIBAET CBOM HYEPTOrM
NS APYTUX KYALTYP, U, TaKUM 06pa30M, NOSBNSIOTCS HOBbIE BO3MOXHOCTHU /19 MEXLIMBUIU3ALLMOHHOIO
Ananora.

KnroyeBble cioBa: yHMBEPCanumn, repMeHEBTUKA, LLIEHHOCTH, TPAAULMK, KynbTypa, TPaauLMOHHAs
KynbTypa, KoyeBas KynbTypa, TPaguLMOHHaa Ka3axcKas KynbTtypa.

Ansa yntupoBaHus: AntaeB, akunbek u *Kynabi3 MmaH6aeBa. «LleHHOCTV TpaaMLIMOHHOM
Ka3axcKow KynbTypbi». Central Asian Journal of Art Studies, 1. 6, N2 2, 2021, c¢. 10-24.
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Csemnana Llkasesa'

! Kasaxckasl HallioHa/IbHast aKaJEMHsl HCKYCCTB HMEHH
T. K. JKyprenosa (Anmatsbl, Kazaxcran)

AHHOTauus. TBOPYECTBO KypaTopa M XyAoXKHULbl EneHbl [PUropbsiH — peayaniuee, eCNn He eAMHCTBEHHOE,
o6palleHne B contemporary art AimaTtbl K COBPEMEHHON XYAOXECTBEHHON MPAKTUKE MHCTaNNALMNA,
HepeaKo OTpaatoLmx AUCKYPCUBHbIE TEMbl XPUCTUAHCKOM U COLIManbHO-KyNbTYPHON aHTPONOOr UK.
ABTOpCKasa BU3yanu3aLmns XpUCTUaHCKMX CUMBOIOB U BUEHWE B APYruX apTedaKTax BbICOKMX
06pa30B YenoBEKA — JIMYHOCTU — B KaHPE UHCTaNNSALMN HE OCBELLEHbI B MCKYCCTBOBEAYECKUX
paboTax, YTo NO3BOJISET Ha3BaTb UCCIEAOBAHME B CTaTbe aKTyasbHbIM. Lienibio cTaTbu cTano
N3y4yeHne 3BONOLIMM METOAOB PaboThl KypaTopa ¢ 06pa3amMu XPUCTUAHCKUX AYXOBHbIX LLEHHOCTEN
N KOHTEKCTaMu CUMBOJIOB «KY/IbTYPHOM NamMsATH»; @ 3aga4amMun — BbIACHEHWE KOMMO3ULMOHHbIX
WHCTaNNSALMOHHbIX MPUEMOB, UCMONb30BaHHbIX KypaToOpoM, B CUHTETUYECKOM 3BYHaHWUM TBOPYECKMX
naem, ocylecTBAEHHbIX B MaTepmnanibHOM BOMIOLLEHUN (aBTOPCKOWM KEPAMUKK, apTedaKToB,
ApPXUTEKTYPbI M Ap.). B HanucaHmm ctatbm MCMNONb30BaHbl METO/bI «KTACCMYECKOrO MCKYCCTBOBEAEHMUS»
— onucaTtenbHbIA, UKOHONOIMYECKUIN, CTUTUCTUHECKUI; GUNOCOPUM — CEMUOTUYECKUIN, OTChINAIOLLNIA
K MeTadopam 6ubnenckoro Happatnea u metoay bapta. Oco6oe BHMMaHWE yaeneHo noaxoaam
KypaTtopa K cnoco6am BuU3yanusauun 6biTUS MHCTANNSALMM M NPOLLECCY €0 B3aUMOAENCTBUSA
CO 3puTenem. B XxpoHonornyeckomn nocnegoBaTeibHOCTU OTMEYEHbI CTUIIMCTUYECKUE OCOBEHHOCTH
apT-NPOEKTOB: BHa4yasne 3To MeToj 6nbEeNCKMX OBELLECTBNEHHbIX METAPOP, MO3KE — HEKOTOPbIX
noao6ui pa3mellleHns 06pa30B B CaKkpaibHOM AEKOPE XPaMOBOro NPOCTPaHCTBa, AaNee — Crnocobbl
NMOHMMaHWS eAMHCTBA CMbIC/1a COAEPKaHMS AyXOBHOro U MatepuanbHoro. OnpeaeneHbl ypoBHU
BblpaXeHus YyBCTBEHHO-3IMOLMOHAIbHOIO Havyana, rae BUu3yanbHbii 06pa3 MMEET CBOMCTBO
MPOYTEHMS HE TONIbKO 3PUMOr0, HO U HE3PMMOTO. BbiSBNEHbBI aBTOPCKME HaMnpaBieHsa B CO34aHUU
WMHCTaNNSALUNA — MHTEPNPETALIMA CMbICNa XPUCTUAHCKUX CUMBOJIOB M «KYJIbTYPHOW NamsAT»,
06palleHHON K TBOPSALLEMY YENTOBEKY, — IMYHOCTH, COMTACHO TE3UCY XPUCTUAHCKOM aHTPOMOOr1K
B U3N0XXeHnn bepaseBa: <uMeHHO B TBOPYECTBE Ye0BEK Hanbonee nogo6eH TeopLy».
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[oKkagaHo, YTO raBHas cTpaTerus Kypatopa B MOCTPOEHUN KOHLLENTa U KOMMO3ULIMOHHOIO peLleHuns
WHTEPNPETALMOHHbIX 06Pa30B MHCTaIALMIN MMEET CBOIO aKTyaIM3MPOBaHHYO HanpaBNEHHOCTb,
CBSI3aHHYI0 ¢ GEHOMEHOM JIMYHOM U COLMANbHON «6N1arofapHOCTU» U 0OPALLEHHOCTbIO K 3pUTENSAM.

KnioyeBble c/ioBa: HENOBEK, XPUCTUAHCKASA M COLMaNbHO-KyNbTYpHas aHTPOMONOr 1S,
contemporary art, MHCTanNALMS, CaKpaibHble€ CMbIC/bl, TMYHOCTb, «KY/IbTYPHAs NaMaTb», colanbHas

61arogapHoCTb.

Ans yntupoBaHus: LLIknsesa, CBetnaHa. «CakpasibHble CMbIC/bl U 06pa3bl YesIoBEKa
B KOHLLeNTyasIbHbIX MHCTaNNALLMAX anMaTUHCKOro Kypatopa Enexbl [puropbsiH». Central Asian Journal
of Art Studies, 1. 6, N2 2, 2021, c. 25-49. DOI: 10.47940/cajas.v6i2.437.

BBeaeHue

MHorHe HarpaBJIeHHsT aHTPOMOJIOTHU
00J1a1a10T MEXKIUCHUITIMHAPHBIM

XapaKkTepoM, KaK, HarpuMep, aHTPOIOJIOTHsI
MCKYCCTBA, U3ydarollasi mpoosieMbl «4eJjoBeK
1 HCKYCCTBO». B MCTO/IKOBAHUSIX CJI02KHOTO
SIBJICHUSI B 2KH3HHU UeJIOBEKA — HUCKYCCTBA —
CYLLIECTBYIOT pasHble Je(hMHULHA/bHbIE HIeH
uccnenonatenei (KpusiyH; batpakosa

1 1p. ), Ho Asnibchpen e, anrmmiickuii
coupoJor, B 1998 rojy B cBoelt paGote
«HMcKyceTBO M areHTCTBO: aHTPOMOJIOrHYeCKast
TEOPHS1 HCKYCCTBA» <IPEJI0KHI HOBOE
ornpesiesieHre “UCKYCCTBO” KaK CJI0XKHOM
CHCTEMbI HHTEHLIMOHAJILHOCTH,

IJ1e XYJI02KHUKH TIPOM3BOJIAT MPEMEThbI
MCKYCCTBA B CHJy UI3MEHEHHS B MUPE,

B TOM UMc/ie (HO He OrPaHMYMBAsiCh HMH )
M3MEHEHHUS B 9CTETHUECKOM BOCIPHUSITHH
Xyi02KecTBeHHOH NyOsukn» (les). Briosnne
OUYEBHIHO, YTO HEKOTOPASI 10J151 HCTHHBI

B 9TOH (DOPMYJIMPOBKE YUEHOTO €CTh.

B cratbe Mbl paccmaTpruBaemM TBOPUECTBO
Kypartopa Esienbl [puropbsin u 1pyrux
XY[I0?KHUKOB B JIUCKYPCE XPUCTHAHCKON
¥ COLIMAJIbHO - KYJIBTYPHOH aHTPOTOJIOTHH,
COCPE/IOTOUHB HCKYCCTBOBEIUECKOE
BHUMaHHe Ha UCC/IE/IOBAHUH COJIeP2KAHUS
1 OpPM OCYILIIECTBJAEHHBIX apPT-MPOEKTOB
UHCTaIsIKi. BedycnoBHo, XpucTHanckasi
AHTPOIOJIOTUSI — 3TO JIMILb YacCTh
HarpasJieHHs1 B pa3pabaTbiBa€MbIX TEOPHSIX
M COLMAJIbHO-KYJILTYPHOH aHTPOMOJIOTHH,

1 aHTPOIOJIOTHH UCKYCCTBA, 3HAUUTE/bHbBIX
B CBOEM COJIePKaHUH TEM HAayKH O YeJIOBEKe.

O6patasch K Bonpocam 3By4aHus

B contemporary art AnMaTbl TeM

XPUCTHAHCKOH U COLHAJIbHO-KYJIBTYPHOH
AHTPOIIOJIOTHH, @ UMEHHO: KOHCTAHTHbIX
CMBICJIOB CUMBOJIOB CaKpaJIbHOro 1 00pa3oB
yesioBeKa — JIMYHOCTH — B €KOJIJIEKTUBHON
namsiTH», OTMETHM, YTO OHH SIBJISIIOTCS
JIEUTMOTHBOM MHOTOJIETHEH apT-TIPAKTHKH
B JKUBOIMCH, Ipadpuike, aBTOPCKOH
Kepamuke Edqienbl u eé cynpyra Baagumupa.
JI3HI-apT, MHCTAJISILIMK — MCKYCCTBO
coyeTaHust apTeakToB U MPUPOHBIX
00BEKTOB B IPOCTPAHCTBEHHON Cpeae —
OKa3aJIiChb MHTE€PECHBIMH /151 BOTJIOLLIEHUS
MHOTHX 3aMbICJIOB Xy/I0?KHHKOB B KepamMuKe
1 JIPyruX MaTepuaJax.

Ho kakum o6paszom peasinayrorcs
TBOpUeckue uiaeu Esenbl U Bnagumupa
[puropbsit ¢ OTKpbITOH NMO3ULKEH
yOeKIeHHbIX PaBOC/ABHbIX XPUCTHAH
B [TOCTMOJIEPHUCTCKON MapajiurmMe CMbIC/I0B
¥ 2KaHpa UHCTAJJIAIMU? DTOT BOTIPOC CTaJ
11e/1bI0 HALlIero UCC/Ie/I0BAaHMUS, B 3a/1auk
KOTOPOTO BOLLJIM U U3y4eHHE IBOJIOLIUH
00pasoB, ¥ ornpeseseHne KOMIMO3HIIMOHHBIX
0CcOOEHHOCTEH HHCTAJIALMI Xy102KHUKOB.

XpucruaHnckas Tema B contemporary
art Anmatbl — Heu3yueHHbIH MaTepual,
MOCKOJIbKY XY/I0?KHUKOB, paboTatolInX
B 3TOM HarpasJjeHuH, equHulbl. Ho, kak
MOKa3bIBAIOT MyOJIMKALMK HCceloBaTes el
JIPYTHX CTPaH, XPUCTHAHCKHUE TEMbI,
MCIOJIb3yeMble B HCKYCCTBE apT-MpPaKTHK, —
3T0 06CyK/1aeMblil BONPOC BO3HUKLIEH
npo6JjemMaTuku. JlyxoBHOCTH B COBPeMEHHOH
MUPOBOH Xy[02KECTBEHHOU MPAKTUKE
MOCBSILLEHbBI HCCJEI0BAHUS POCCHSIH
E. IO. AunpeeBoii (Aunpeena),

B. C. I'naroniesa (I'narosies),
M. B. Cunantbepoit (CusanTbeBa),



H. A. lllennapesa (Illennapes) u apyrux
YU€HBIX; PsIfla UBBECTHBIX 3aPyOesKHbIX
cneunanuctoB: Jk. dnkunca (Elkins),

A. Posena (Rosen), Crechana Knopa (Knor)
1 MHOTHX JIPYTHX.

AcniekTbl U3yUeHHsT HCTOPHH
1 BOJIIOLIUH, MOP(OJIOTHH
¥ CeluHUIHOCTH, COOBITHHHOCTH,
KOHIIETNTYaJbHOCTH U JIPYTHX KauecTB
UHCTAJUISILIMN KaK »KaHpa uckyceTBa XX —
Hauajsa XXI Beka paccMOTpeHbl B CTaThe
H. A. Kosanésoii u JI. H. Bosibcko#
(KoBanéna u Bosibckast).

Cyio:keHne 0co6eHHOCTEH XPUCTHAHCKON
AHTPOIIOJIONHH M PACCMOTPEHHE
KauecTB YeJI0BeKa — JIMUHOCTH B €&
KOHTEKCTe — M3JI02KEeHbI B HCC/IEIOBAHUH
¢dusocoa H. A. Bepnsiea «I1poGiema
yesioBeka (K nocrpoenuto Xxpueruanckon
antponoJioruu )» (Bepasien).

OtanunTesibHble 0COOEHHOCTH
BBIMOJIHEHUST KyPaTOPCKHUX MTPOEKTOB
MHCTAJLISIIAH, TOCBSIIIIEHHBIX TEMe TaM$ITH,
npocJsekuBatorest 6aaropaps paboram
10. M. Jlormana (Jlorman 200-202),
Anetinel Aceman (Aceman 2014),

HO B CTaTbe Mbl OCTAHOBHJIMCh HA TEOPUH
CKYJIBTYPHOU MaMsTH>», ONpeIesEHHON
Slnom Accmanom (Aceman 2004).

B cratbe A. K. ®iopkoBcekoi,
paccMoTpeBIIel TBOPUECTBO AKTyasbHbIX
xynoxHuKoB Mocksel (1990—2000),
yHoMUHHaeTcs yTBepkieHue «...Posanuupl
Kpayc 1979 rona 06 “abcostoTHom
paspbiBe” MezK/ly HCKYCCTBOM H PeJIUrHed...»
1 MHeHue JIK. AHiepcoHa, KOTopbli
«... COIIALLIATCs C Hel, HO MoJ1araer,
uto B XXI Beke pesiurusi BepHyJiach
K HCKYCCTBY, XOT$1 3T0 OblJIO BO3BpalleHHE,
u3o6uIytolee npodsuemMamu. AHIepcoH
NpeiaraeT BbIsIBUTb OCHOBHbIE POOJIeMbI
paspbiBa MeK1y pPeJIUruell i HCKyCCTBOM
1 TIOyMaTh O TOM, KaK €ro MpeojioJieTh,
BEPHYTb PEJIUIHIO B IMCKYPC HCKYCCTBA,

a TakXKe MpPeJIoKUTh CrocoObl, ¢ TOMOLbIO
KOTOPBIX XPUCTHAHE MOTYT MPOJYKTUBHO
paboTaTh B 9TOM pa3pbiBe. AHiepcoH
onupaercs Ha yTBepxkaeHue JK. dikunca
0 TOM, YTO Mpo6JIeMa KOPEHUTCS

B MHTEPITIPETALIUSIX COBPEMEHHOTO HCKYCCTBA
aBaHrapJHoH Teoprel U KpUTHKOM »
(PaopkoBckas 95).

JleficTBUTENBHO, €C/T 00PaTHThCS
K aHaJIM3y HEKOTOPbIX HHCTAJLISILIUH,
Hanpumep, npoekra @pancecka Toppeca
«$Ipoctb eBsITHIX», coznanHoro B 1996 rony,
TO MOKHO OTMETHUTb TOHKO 3aMeyeHHOe
B. M. JluanoBo# TsroreHue «COBpeMEeHHOro
MCKYCCTBA K MeTadpu3nuecKum npobsaemam,
K [OJIHOTE CMbIC/Ia, KOTOPbIH He MOXKeT
ObITh BbICKA3aH, MOKa3aH, a JUlIb OTYACTH
npuoTKpbIT» ([luanosa 229).

B. B. bapaiiikoB Ha eBponeiickom
MaTepuaJie pacKpblBaeT 0coOyio poJib
MHCTAJJISIMA B XpaMOBOM MPOCTPAHCTBE
B Havasie XXI B. OH paccmaTpuBaer
npuMepsl TBopuecTBa Kpucruana
Bosrancku (Amcrepnam), busia Buosibt
(JTonpon), Crechana Knopa (bambepr).

[To MHeHuto aBTOpA, /15T XYOKHUKOB
XapaKTepHbl TAKHE KauecTBa, «Kak ryOuHa
1 YeCTHOCTb PACKPBITHSI aHTPOIOJIOTHYECKOH
npo6ieMaTHKH, OTCYTCTBHE HPOHUHU (CTONb
NpUCYyLLEH COBPEMEHHOMY UCKYCCTBY ...)»
(bapatukos 122).

WccenenoBatesb, aHaau3upys NpupoLy
PeJIMTMO3HOTO UCKYCCTBA, TPUBOJAUT
aBTopuTeTHoe MHeHre CHibBUM XeHKe,
KOTOpast 3aMevaeT, UTo «C TOUKH 3PEeHHs
3HAUUTEJILHOTO GOJIBILIMHCTBA XY/I02KHHKOB
PEeJIMTHO3HOEe UCKYCCTBO SIBJISIETCS CTOJb
»Ke CTporo TabynpoBaHHBIM, KaK
Y PEJIMTHO3HbBIH CTHJIb MbILLIJIEHHS B cepe
HayKd. DTOMY pa3pbIBy COCOOCTBYET
pajiMKabHbIH CYyObEKTUBU3M B HCKYCCTBE
M €10 aBTOHOMMUSI»; U < CHTyaLHIO
JUCTAaHLMPOBAHUS OT PEJUTHO3HBIX TEM
B HCKYCCTBE...» KOHCTaTHpyeT u JlxKerimc
Aukunc (bapaikos 123).

B nocrmonepHucTckoi npaktuke Poccuu
Hauyasna XXI Beka HaubGoJsiee U3BeCTHAS
uuposast uHcranasauus «IIpencrosuue»
(Deisis ) MOCKOBCKOTO XyJI0KHHKA
K. XyznsikoBa (aBtop uneu, npojrocep —
Bukrop Bonnapenko, aBTop TekcToB
1 KoHcysnbTantT — Poman Barnacapos),
pellieHHast Kak «JIeKOHCTPYHMPOBAHHBIN
MKOHOCTAC C JIMKaMHu cBATBIX» (2004 ),
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MOPOJIMJIa MHOZKECTBO HEOJIHO3HAUHbIX KyJIbTypoJioruieckuii meton BapOypra

oueHok (Paopkosckas 107—108). JIONOJTHHJT TIPEJIbLLYLIME CIOCO0

Ewé oy acrekT Haulero UCCae10BaHusl  MCC/AeN0BaHus. B anannse embicaa 1 gpopm
Kacaercsi caMoi CyTH HHCTaJIISILIMH, HEKOTOPbIX apTeaKTOB MHCTANISALNH
B XapaKTE€PUCTHKE KOTOPOH 10 CHX MOP OTMETHUM MPUMEHEHHE «KIACCHIECKUX»
HeT TouHoro onpeenenus. B. B. BapauikoB  nckycerBoBe1uecknx MeTo0B —
nutet, uto A. CyBopoBa MpUBOUT OIMUCATENbHOTO, CTHIUCTHUECKOTO
AHAJIUTHIECKYI0 (POPMYJTHPOBKY 1 KyJIbTYPHO - UCTOPHIECKOTO aHAJH3a,
COBPEMEHHOTO TOTYJISIPHOTO YKaHpa, pagpa6otantoro Mnnosurom TaHOM.
B €€ M3JI0’KEHUH «CJI0XKHAS!, HCKYCCTBEHHAs! J1/1s1 BBISIBJIEHUST BOTTPOCA TBOPUECKOTO
cpejia, co3aBaemasi MHCTaJIsILHEH, OTHOLIEHHUST KypaTopa U XyJ0KHUKOB
COCTOMT U3 BPEMEHH, POCTPAHCTBA K CMbIC/IaM CaKpPaJbHOT0, < HEBHIAMMOTO
U 3pUTesIeH, KaxK/Iblil U3 KOTOPBIX UCTIBITBIBAET W HEBBIPA3UMOI0», CyLIECTBYIOIIET0
CBOH coO6CTBeHHbIH onbIT. MHCcTammsms TOJIBKO B BHJI€ CHMBOJIA, ObLJ HCTTOJIb30BAH
3aBMCHMa OT OKPY2KalOLLLero MPOCTPAHCTBA,  CEMMOTHUECKHMH aHaJIU3, OTChIIAOULINH
KOHTEKCTOB, UM CO3/1aBAEMbIX»; K MeTachopam 6UOJMEHCKOr0 HappaTHBa.
«MHCTAJLIALUSA CO31aET POCTPAHCTBO Cewmunogornueckuit meton P. bapra,
11eJI0ro MUpa, rnpeobpasysi peasjbHOCTb, OCHOBaHHbI} HA CTPYKTYPHOM CXOJICTBE
YCJIOXKHSIST OTHOLLIEHHS] UCKYCCTBA M 2KM3HU»,  sI3bIKA U PeasbHOCTH, MO3BOJIUII
c uem, 6e3yCJI0BHO, HEBO3MOYKHO COTIOCTaBUTh XPUCTHAHCKHE CMBIC/IOBbIE
He cornacuthes (bapauikos 123). 3HAKH B UCTOPHU MCKYCCTBA PA3HbBIX 3MOX

HanomHuM, 4T0 OCHOBHOU MaTepualsl W HACTOSIIIEH JEeHCTBHUTENBHOCTH,
MHCTAJISIIIME aJIMAaTHHCKOTO KypaTopa — OTpaXkeHHOH B HHCTAJIISLIUSAX KypaTopa.
aBTOpCKasi Kepamuka. B xaHpe CroxxHast coBpeMeHHasi npobJjemMaTika
MHCTA/ISILIK TeMbI UeJIOBEKa U KYJIBTYPbl, MOHUMAaHUS BU3yasbHOCTH, HCCIIeyeMast
e€ LIEHHOCTH, HCTOPHUU U COBPEMEHHOCTH, B TEOPUH «BU3yaJIbHOTO TOBOPOTA »
0 Oy/lyllleM YeJloBeKa U ero OTBETCTBEHHOCTH — WJIM «[TMKTOPHAJIbHOTO MOBOPOTA»
3a npoucxosiiiee sarparuBaet Aii Baiisaii (Y. JIx. T. MuTuens), K UKOHHUECKOTO
(Ai Weiwei), HCrOJIb3YIOLIME B CBOUX nosopora» (I. bem) n MHOrHX 1pyTHX
paboTax KUTalCKYyI0 KepaMUKY 3MOXH paboTax 3apy0exKHbIX aBTOPOB KOHLIA
HEeOJINTa W IMHACTHH XaHb, DHTOHH XX — navajyia XXI Beka, akTUBHO
Topmunu (Antony Gormley), Knsp Tyomu o0cy»K/1aeTcsl B HayYHbIX IMCKYCCHSIX.
( Clare Twomey); Ipaumano Jlokatenan Ho coBpemeHHbIit peHOMeHOOrMYeCKHH
(Graziano Locatelli); Jxkynu Tpun (Julie JICKYPCHUBHBIH MOJXOJL e11I€ He 0popMuJICS
L. Green)u np. (Yopn 106-107; Ceip0y). B c(hOpMYJIMPOBAHHbBIE H MHCTHTYaIM30BaHHbIE

MOJIOXKEHHUS HOBOM IMCUMIIMHBI “visual
MeTopbl studies”. Y Mutyesa MUp MpeaCTaéT
Kak 006pas, B OTJHUHME OT MPEJbIIyLIEro

CHHTe3 pasMUHbIX XyJ107KECTBEHHbIX TOJIKOBaHHsI HCCJIEIOBATE/ISIMH €70 KaK
NPUEMOB, (POPM M OOBEKTOB B CO3JIAHHbIX Tekcra. KioueBbiM BonpocoM 17151 bema
MHCTaJWISILUMSX NPE/IOIaraeT HCroJb30BAHHE  CTAHOBUTCS BOIPOC O TOM, «KaK 06pasbl
B CTaTh€ H3BECTHBIX METOJIOB MCCJIEI0BAHHS NPOU3BOAAT 3HauYeHUs1» (beszybosa 30).
MCKYCCTBOBEIEHHSA, PUI0CO(DHH B «Hemel1Koi1 Teopru KyJBTYpbl QOPMHPYETCST
U KyJIbTYPHO-HCTOPHYECKOTO 3HAHHSI. 3anpoc Ha co3naune Bildwissenschalt —

HMkonosiornueckuit meron A6n BapGypra  yuupepcanbHoil Hayku 06 06pasax
1 dpsuHa [lanodckoro obycioBu u uzobpaxenusix» (bessybosa 31).
npoyTteHune O6p83HO-CHMBOJIW{eCKOI‘O OTMeTI/IM BayKHbIH JIJIs1 HAC Te3UC
coliep2KaHus l'IpOI/ISBeﬂ,eHI/IfI U apTeq;)aKTOB B COBpeMeHHOﬁ pe(bﬂe}(cpm 06paga —

B HHCTANLIALUAX KypaTopa. CUMBOJIMKO- «... Ha CMeHY HaTypaJIHCTHUECKOMY



MOHUMAaHHIO BU3YyasIbHOrO 00pasa Kak
M300PAKEHHST PeaIbHOrO MM BbIMBILLIIEHHOTO
oObeKTa NPULLIO OHHMaHHe 06pasa

KaK COObITHS, Iepe;KUBAEMOr0 HapsiLy

C IpyruMH Buamu onbita» (Jlposnosa 256).

Pe3ynbTtatbl UccnepoBaHus

«UcKyccTBO Kak nociaaHue»
[lepexon K mpakTHKe OCylL1eCTBJACHHUS
KOHLIENTYa/IbHBIX MPOCTPAHCTBEHHbBIX
apT-MpOEKTOB, COYETABLINX apTedaKThbl
¥ TIPUPOJIHbIE 0OBEKTHI, B AJIMaThI
npousotuésn B cepeaune 1990-x rogos
B TBOpuectBe C. Macsiosa, P. Xanbduna
(Sorokina and Shklyayeva 511—525),
[ Tpakuna-byxaposa, E. Menbau6ekoBa
1 JIPYTUX XY02KHHKOB, OTJIMUABLINXCS]
KPUTHUECKUM BHJIEHUEM peasibHOH
neficrButesibHocT. [lepdopmancr,
KaK JIpyroe HarnpasJeHHe Ka3aXxCTaHCKOro
aKTyaJibHOro HekycerBa Havana 1990-x
TrOJI0B, HHOTYA BKJIIOUAJIH JIEHCTBHS
XYJI02KHUKOB, 0OpalllaBLumuxcs K o0psiiam
1amanuama u ucsiama (M. HapbimGertoB,
C. AraGekoB).

Sauarus E. u B. [puropbsn
CTaHKOBBIMH (DOPMaMHU HCKYCCTBA
B 2005 rojty 10MOJHUIMCH HHBIM CITOCOGOM
XYJ102KHUYECKOTO BbICKa3bIBAHHSI —
Enena craHoBUTCS BriepBbIe KypaTopoM
MezKJ1yHapOHOTO MPOeKTa JI3H/1-apTa
«[Ton 6e310HHBIM KyroJioM A3uK>»,
co6paBlIero BMeCTe MHOTHX XY/102KHHKOB.
B Besinkosiennu 6eCKOHEYHOro rosry6oro
Heba W OrPOMHOTO CHSIIOLLETO COMHLA
Ka3aXCTaHCKOTO BBICOKOTOPHOTO 03€epa
Wecenik u yuienbst Caiipam Cy y KypaTtopa
NPOEKTa U Xy[L0:KHUKOB MOSIBUIACH
BO3MOKHOCTb MOHSTh HHbIE CMIOCOOBI
TBOpYECTBA U JIEHCTBA B PUPOJIE, OLLyLIas
e€ LBETOBYIO, CBETO-TEHEBYIO U BO3AYLIHYIO
MPOCTPAHCTBEHHOCTb KaK HEOOXOIHMble
YCJIOBHSI BIOXHOBEHHOTO COCTOSTHUSI.

Komnosuius «O6bekt» (Catipam Cy)
Enenbl cocrosinia U3 y/oxKeHHbIX Ha 3eMiie
1LIECTH BaJIyHOB, MepeBs3aHHbIX OeUeBKOH.
B xpucruanckoi Bepcuu 3To Yucso
CHMBOJIM3UPYET 1LEeCTb AHEH TBOPEHHUS

1 COBEPILEHCTBO OOKECTBEHHOTO ICSHHUSI.
M3 1iectu kamHel, NsATh psiioM JiexKalllux,
HO pacroJioxKeHHbIX YyThb 100/1aJIb,
HarmoOMHHAIOT O YMCJIe, COMYTCTBYIONIEM
o0pagy yesioBeka nocse rpexornaiaeHHus.
Ho, noxkasnyii, 310 camast nepBasi 3puTesibCKast
BU3yaJsibHasi HIEHTU(UKALINS YUCTOBbBIX
cMbicsioB. MeTtacopa apT-o6beKkTa
XYJI02KHULIbI HAOMUHAET O MO3THKE
pacrpocTpaHeHHbIX 06pa30B KaMHs
B bu6sauu u B Betxom, u B HoBoMm 3aBere.
[TonpoGHbIi pazbop «KaMeHHbBIX» KOHTEKCTOB
u3 EBanrenusi or Mardes cnenan
J1. B. ®pososbim 1 C. A. MouceeBoii.
OHHU BbIIESIIOT <KJIFOUEBbIE aCMEKThI
00pa3HOCTH KaMHsI» B TEKCTE €BaHTe/IMCTa:
«KaMHHM — Hapojl, KaMeHb — HCKYLLIEeHHe,
KaMeHb — OCHOBaHHe, KaMeHb — XPHCTOC,
KaMeHb — KJIto4 K THnoJiorun» (Pposos
1 MouceeBa 96—116).

CxemarunuHoe nzobpaxkeHue pbiObl
C PUCYHKAMH U 1IBETOBBIMH MATHAMHU
Ha Mecke BHYTPH KOHTYPOB, BbIIOKEHHBIX
1IBETHBIMH 03€PHBIMH BaJlyHAMH,
B. Ipuropsbsin Hazsan «Mxruce»,
paHHEXPUCTHAHCKUM aKPOHMMOM UMEHH
Mucyca Xpucra. M3o6paxkenue pblObl
BIIMCBIBAJIOCH B OUEPTAHUS IPUPOIHOTO
MbICa, MPOCTUPALIOLLETOCs B [NyOb BOASHOTO
3epkasia ogepa. Paboty xynoxKHHUKa
B T€XHOJIOTHH BBITIOJIHEHHST MOXKHO
COTIOCTaBUTh C H3BECTHBLIM POU3BEIECHHEM
Po6epra Cmurcona «bosbluas namba»
(3emu1s1, BoJia, KaMeHb, coJib; 1970),
BBIMOJHEHHBIM Ha BoJibliiom cosienom o3epe
mwitara Ota (CIIA) (Pocrep u ip. 587).

Heonnosnaunasi rema «Prioa»
[po3ByvaJia JEUTMOTUBOM OOJbLION
BoicTaBkM «Fish Party» (2011) aamaTunckux
xynoxKHUKOB (E. u B. Ipuropbsin,
A. JIbBoBuu, A. Maprauxasi, [. Makapos,
A. TabueB u MHOTHe IpyTHe ), B YbHX paboTax
COBEPLIEHHO M0-pa3HoMy 0ObITpbIBaJICS
00pas pbIObl: «XHllHble U OJ1aroayliHble,
MPOHUYHbBIE H TOPXKECTBEHHbIE, BECEJIbIE
Y TPYCTHbIE, BCSIKHE — OHU MUPHO
YKMBAIOTCS B €IMHOM MTPOCTPAHCTBE.
[Ipa3nHuK nJoTH v yxa», — Tak onpeeansia
Enena cyTb eMHCTBA MaTepHabHOTO
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1 JIyXOBHOT0, 0003HAYE€HHOI0 B CBOEM
KOHIIENTYaJbHOM MPECC-Pen3€e BbICTABKH.
MHUHHATIOPHBIHA KepaMHUYeCKUH BULLAT
E. Ipuropbsin oTcblias K ApeBHEHILIUM
APMSIHCKUM MeraJIMTHYeCKHM 0Opazam
B popme pbI6, OTHOCSIINXCS K KYJIBTY
BOJIbI U 1100 poiHst (ApyTioHsiH 237)
1, BHOBb, OJJHOBPEMEHHO K aKBATHUECKOMY
CUMBOJIU3MY B XpUCTHAHCTBE ( bHOJIHS,
2 Iler. 3.5—6; Mn. 4.10—14).
OnpenenéHHbIM 3TaNOM NPUOOPETEeHHS
OMbITa HHCTANIMPOBAHHUST ABTOPCKOH
KEpaMMKH B CaKpaJibHOM apXUTEKTYPHOM
MPOCTPAHCTBE CTaJl TPOEKT, OCYLIECTB/IECHHbBIH
E. u B. Ipuropbsn B 2011 rony Bo @panuuu,
B HHTEpbepe Cpe/IHEeBEKOBOK YaCOBHH
toxkHoro pernota Jlanrenok (B EBporne
B OT/IE/IbHBIX LIEPKBSX M YACOBHSIX MOYKHO
9KCMOHUPOBATH apT-MpoeKThl ). OHK
MCI0J1b30BAJIM HeGOJbLINE TIPSIMOYTOJIbHbIE
HHUILIM YACOBHHU B CTE€HAX KAMEHHOH KJa/IKH,
3aroJiHss IPOCTPAHCTBEHHbIE YITyOJIeHUS
KepaMHUECKUMH CKYJIbIITYPKAMH aHT€eJI0B,
BecTHHKOB CozJiaTe/1s1, BbINOJHEHHbIX
B TPaJMLIUSIX HEOTPUMUTHBH3MA,
¥ Halamu ¢ roTy0siMu (CUMBOJIaMH JIyITIIH )
10 Kpalo, HaMOMHUHAIOLMMH HKOHOTpaduIo
M300paKeHnsl Ha paHHEXPUCTHAHCKHUX
MogauKax (MasaoJiel [amn [Tnauuamy,
maB3aoJieit cB. Koncranuun). B aBropckom
MCMOJIHEHHH GecTe/IeCHbIX aHTe/I0B TaK ke,
KaK U B XKMBOIHUCH, MaJIbIMK CPEICTBAMH —
MIOBOPOTOM TOJIOBBI, MOJIOKEHHUSIMH PYK,
JIMHUSIMU U3ruHa OpoBe, OMyIIEHHbIX BEK —
XY/IO’KHHLA TTepelaéT mybovanilme 4yBCTBa
MX JlyLI€BHOTO COCTOSIHHSI: TOP2KECTBO
BCEJIEHCKOTO 3HAHMUS1, BCEOOGBEMITIOLLYIO
JII0GOBb, PEXOALLYIO IPYCTh (CM. pHc. 1).

¥

Puc. 1. Enena u Bnanumup [puropbsin. Hucrasisnmus
B cpeaHeBeKoBoH yacoBHe Jlanrenok. [nuna, rnasypu,
sanpimsienne. 201 1. @oro Enennl [puropbsin

Ha crenax yacoBHM Obl/IM pa3MelileHbl
He6oJblIKE 10 (hOPMATY AKUBOMHUCHBIE
MPOU3BEIEHHUS XYI0XKHUKOB C XPUCTHAHCKUMH
CloXKeTaMH W CUMBOJIMYECKHE KepaMHUuecKue
KJII04H «OT past». Cpe/iHeBeKOBbIE TSKEJIble
KOBaHble KJIIOUH, YBUIEHHbIE B My3€siX
Kannonokuu, cranu ass E. [puropbsn
npoo6pa3aMn HOBO3aBETHBIX CHMBOJIMUECKHX
KJTIOUei, KOTOpbI€, 110 TPEIaHHIO €BAHIe/TUCTOB,
xpausrest anocrosioM [Terpom (Matdes
16:19). OTMETHM TO, YTO HHCTAJLISIIHS
HanomMHHazna 06 0OpalleHUH Xy10KHUKOB
K HapaOoTaHHOMY BeKaMH OTIbITY
npuMeHeHust 006pa3oB, OTPAKEHHDBIX
B JKUBOIHCH U CKYJILIITYpE XPaMOBOTO
MHTEpbepa.

Becnoit 2013 rona E. [puropbsin 6b11
paspaboTaH JI0JIT0OCPOUHBIN MEXKTyHapOIAHbIH
npoekt «IlapaJenn cTpaHcTBUI».

[lo 3ambicsty KypaTtopa, BrieyatyieHus,
TMOJTy4YeHHbIE B MyTELIECTBUSX, 10KHbI
OblIM TOMOYb PA3BUTHIO HOBBIX TBOPUECKHX
WIeH W CO3/1aHHIO TPOU3BEICHH

He TOJIbKO Ka3aXCTaHCKUM XY/I02KHHKaM,

HO M KoJlieraM u3 GJIMKHEro U JJaJibHEero
3apy6exbsi. [lepBast Tema npoexra
HasbiBasach «[lyrewmecrsue B Kazaxcran»,
a ero npoBeJieHKe MOoJIepKal KOHCYJI
[uitom Hapzkosie quniomatHyeckoro
npeacraButenbersa Mranuu B Kaszaxcrane.

[TpoekT ObL1 OCyllIeCTBIICH B anpesie —
mae 2013 rosa B yacTHOH apT-CTynu
Anyapna Kazapsina (Hbine Kazarian Art
Center — Anmarbl), T/ie KpOMe NPOBeIeHH s
MeK/lyHapOIHOTO CHMITO3UyMa, MacTep-
KJIaCCOB COCTOsI/IACh MyOJIMUHAsT BbICTABKA
aBTOPCKHUX pabOT yyacTBOBABLINX
B COOBITHH Ka3aXCTaHCKUX U (PpaHILy3CKHX
kepamucros — Mzabenb Bepuutopen
(Isabelle Verchuren Blutel), ®abnen Jlaept
(Fabienne Laheurte).

Bo Bpewmst cumnosuyma M. Bepurtopen
npeioxkuaa E. Ipuropbsin BTopyto Temy
npoekra — «Benen 3a A. [lioma. [ TyreiiectBre
na KaBkas», cTaB cokypaTopoMm cJ/eyiolero
nJlaHa MeK1yHapOoaHOTo COOBITHSI.
3asiBjieHHast B TeMe sKeneauuus B [pysuto
OCYILIECTBHJ/IACh Cpasy »Ke M0cje OKOHUAHHS
apT-coObITHS, U OHA OIHOBPEMEHHO



craJjia BpeMeHeM cOopa MaTepHaJioB
1 TIOJIrOTOBKOH BEPCHH MPOEKTA, CBA3aHHOTO
C MECTOM U 3aMKOM, Tjie KuJsl Asiekcanip
Jioma — [laro ne @occe ( Chateau des
F0s5€s). 3aMOK HblHE PUHAJIIEKUT
Mzabenb Bepuiiopen, U Tam 2Ke HaXOAUTCs
ed apT-cTyaus kepamuku. MapectHoe
nyreuiecTBue nucaredisi no Poccuu
B 1858—1859 ronax, 3aBepiiieHHOe
Ha KaBkase W ornvcaHHoe B OJHOMMEHHOM
npousBenennu lroma «KaBkas», crajno
OCHOBOH JI/151 KOHIIENTYaJIbHOTO TBOPUECTBA
E. u B. IpuropbsiH.

B utone — asrycre 2014 rona B [larto
ne Pocce COCTOSMNUCH CHMIO3HYM
1 BbicTaBka «[lapasienu crpaHeTBUil» —
“Les paralléles des voyages”(¢p.), rie
OIBIT HHCTAJVIMPOBAHHUS KEPAMHUKH MaJIbIX
(hopM B IPUPOIHON U apXUTEKTYpPHOH cpeie
OblJ1 BHOBb PeasM30BaH XyJ10AKHUKAMH.
BHelliHMe cTeHbI 3aMKa MOCJYKHJIM OCHOBOH
JUIS1 SKCITO3ULIMOHHON pa3BecKH aBTOPCKOH
JKUBOIHCH, @ HA MOJIMyMaX Pa3MeCTHJIUCh
apT-o0beKThbl, pazpabaThiBaeMbie
1 TPaHCJUpyeMble Xy[L0KHULEH B pa3HbIX
BapHaHTax: KepaMmuyecKue KJouu
¢ OyMaxKHbIMH OMPKaMH, Ha KOTOPbIX
OblI 0003HAUEHbI HA3BAHMS T€X MECT,
rie noobiBaa dioma u cama Eqena
(Hyxa, [lemaxa u Kacnuit), )usiias
B Baky B neTcKue rojpl; Kepamuueckue
MMHHATIOPHbIE JIOJKH C OTOJIEHHBIMH
MayTaMH, HaBeSHHbIMH »KHBOIMCHBIMH
ob6pazamu nucatesisi B mase «[Ipoianue
¢ Kacrnintickum mopem» B «KaBkaze».
[Ipro6peTéHHble Ha GJOLIMHOM PbIHKE
T6umucu crapole doto GpaTheB-rUMHAZHCTOB,
KpacaBullbl apMsiHKK U3 Tudiiica cepenyHbl
XIX Beka — cBHJeTE/H BpEMEHH,
npoBesieHHoro nucaresem Ha KaBkase, —
CTaJIM 4acThIO KOJIJIaXKeH apT-00bEKTOB,
3aKJ/II0YEHHbIX B ABTOPCKHE KepaMHYeCKHe
pamku. BeTxue ucnucantbie JIMCThI
B CTOTIKE, NepeBsA3aHHON 6e4eBKOH, —
ellé oJIMH 3HaKOBbIH 0OBEKT, MOCBSIEHHBIN
TBOpUeckomy ropenuio «Ilucarens —
[Tosra — Xynoxuuka — TBopua»: «9t1o BCE,
UTO OCTAeTCsl OT HALLMX CKHTAHUI», —
3ameuaet Eqiena. O6patienue Kypatopa

K apTedakramM «KOHCTPYMPOBaAHHSI
KyJibTypHOro BpemMenn» ($1. Accman),
NPeCTaBIsIIOLIUM aBTOPCKHE CHMBOJIbI
KKYJIBTYPHOU MaMsITH», TO3BOJIUJIO
CO3/1aTh YCJIOBHBIN XapaKTep COOCTBEHHOTO
MOBECTBOBAHUS B MHCTAJI/ISILIAH.
YIUBUTENBHO, YTO MOJ0OHYI0 TEXHHKY
«KYJILTYPHOTO BOCTIOMHHAHM$1» OMHUCBIBAJI
[LuuepoH, ynomunaemblit AccMaHoM:
«DTa MHEMOTEXHHKA OCHOBAHA Ha TOM,
4TOObI “BbIOMPATh ONpe/le/eHHbIe MecTa
U, CO3/1aBasi B yme 00pasbl TeX BeLIEH,
KOTOpbI€ XOUellb 3aTIOMHUTh, pa3MellaTh
MX B 3HAKOMbIX MecTax. Takum o6pasom,
MOC/eI0BATEbHOCTb STUX MECT COXPAHUT
pacriosioxkeHe Matepuasna, a 06pasbl
Beller OyayT 0603HaYaTh CaMu Bellll’ »
(Accman 29). Y Accmana «KyJbTypHast
namsiTh HanpaBJjeHa Ha PUKCHPOBAHHBIE
MOMEHTBI B MpolioM. <..> [Ipouwioe
CKOpee CBOpauMBaeTcs 31eCh

B CHMBOJIHUECKHE (PUTYPBI, K KOTOPBIM
NPUKPEINJIsieTest BOCOMUHAHUE »
(Accman 54).

Pa6otbl Enenbl u Baagumupa
[puropbsii Kak npojoJKeHue npoekTa
9KCIOHUPOBAJIMCH B My3ee ropojia Busiep-
Kotpe ( Villers-Cotterets), rie ponuics
A. JTioma, reHuasibHbli micatesib Ppaniuu,
UbM pabOThl H3BECTHBI JIIOOOMY UHTATEJIO
coBpeMeHHoro mupa. bepasieB cBoé
MOHMMaHHe YeJ0BeKa-TBOPLIA, JIMYHOCTH,
onpesessieT Tak: « CraTh JJMUHOCTBIO €CTh
3aja4a yesoBeka. Onpenesutb Koro-au6o
KaK JIMUHOCTb €CTh [0JI02KUTE/bHAS OlleHKa
yesioBeKa. JIMUHOCTb He poxKaaeTcs
OT pOjITE/IeH KaK HHAMBHIYYM, OHA TBOPUTCS
Borom u camorBopuTCst, 1 OHa ecTb boxkbs
ujest o BCsikoM uesioBeke» (bepasien 13).

Caienytoliuii stamn npoekra
«[Tapannenu cTpancTBuii» NpoxXoaus
B ceHTs6pe 2015 rona B Axray,
pacnoJioxkeHHOM Ha Gepery Kacnus,

v Anmartsl, B Clay House Gallery.
Macrep-KJ/aacc no srnoHCKOH TeXHOJIOTHH
KepaMuku: raku, naked raku, pit firing —
NPOBEJH XYI0KHUKH - KEPAMUCThI
13 @panuuun u Hunepnannos — Msabesb
Bepunopen, ®abben Jlaept u Maona Ban
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ne bpaak (llona van de Braak). XynoxHukn
MCIOJIb30BAJIH U151 00KUTA [JIHHbI TlecUaHble
SIMbl, BBIPBITBIE [10 3TOMY CJly4ato Ha Gepery
mops. E. Ipuropbsin BosBpartusiach

K o6pasam KaMHsl, HO y2Ke PYKOTBOPHbBIM
KepaMHMUeCKMM — IVIaJIKHM OKaThblLlIaM,
M0J06HBIM TPUPOIHBIM KPACHO-OXPUCTBIM
KaMH$IM C HaHECEHHBIM PUCYHKOM
(6uGIeHCKUI icC), — MOBEPX KOTOPBIX
OT PYKH ObLJIH HaNHCaHbl KYPCHBOM

CJIOBA HEUMTAEMOTO TEKCTa, HO KaK

Obl HAMMOMHUHAIOLLLETO CyTh 3anoBesek
Berxoro u HoBoro 3aBeta. Mucranisuuu
«[Tocnanune», « CKBO3b MOPCKYIO TIalb>,
«KameHHble nucbMa», co3laHHble

B [POCTPAHCTBE BOJHON CTHXHH,
NPEJIOMJIFIOLIEH HCKPALIMHACS COJTHEYHBIH
CBET, OMsATb-TaKK HallOMHHAJIH

0 CUMBOJIMYECKOH eBaHTeJIbCKOU BOJIEe
BO3POK/ICHHUS U OOHOBJICHHUS JIyXa.

O06pasbl KAMHs1 1 BO/Ibl, BaXKHble
CMBICJIOBbIE KOHCTAHThI B XPUCTHAHCKOH
CUMBOJIHKE, B 0U€PENHON Pa3 COeIMHUINCH
B KACMUHUCKUX HHCTAJLISILUSIX XyLOKHULLbI
(cMm. puc. 2).

Puc. 2. Enena [puropbsin. Kamenuble nucbma.
Kepamunueckue kamuu. Texuuka pit firing. 2015.
®oro Enennl [puropbsii. MHcTasims Ha
no6epekbe Kacnust

Kak nror kepamuueckoro njeHepa
B anmatuHckol Clay House Gallery 6biiu
BbICTABJIEHbl pA0OThI BCEX XY/I02KHUKOB,
NPUHSBLINX yuacTHe B paboTe MpoekTa.
Kazanoch 661, HapaGoTaHHble
rogamu cxembl nnpoekta «Ilapasienu
CTPAHCTBHH» — PaZOCTHbIE BCTPEUH KOJLJIET,
COBMECTHbIE MyTELIeCTBHUS, HAMPSIXKEHHbIE
CHMIIO3UYMbl, BIOXHOBEHHbIE MacTep-
KJ1aCChl H HHTEPECHBIE BLICTABKH — MOTJIH
CYLLLeCTBOBATH M Jlasiee, BCeryia PUBHOCS

VIS XyJI0XKHUKOB HEKOTOPYIO HOBH3HY

B ME’KJIyHapO/JHble KepaMHYeCKHe apT-
coObiTHs. Ho npuBbIUHbIA PUTM paboTh
pesko uamenusics, korna E. [puropbs
NPEAIOKHUIIA KeEpaMHUCTaM CBOH HOBBIN
KOHLIENTya/bHbIF BAPUAHT MPOeKTa
«[Tapannenu crpancrBuit» — “Viaggei
Paralleli” (uT.), KOTOpbIH OHA pelluIa
nposectd B Mtanuu, B ipeBHEM ropoje
Jlanuano ( Lanciano, provincia di Chieti,
Abruzzo) B aBrycre — centsiope 2016 roza.
[TomolHuKaMK 1 opraHuzaTopamu
Enennl B Utanuu cranu cynpyru Mapko
CaJsibBaTope (IupeKTop npoekra) u Axap
MaxaTtoBa (KOOpIHHATOpP TPOEKTA).

[opon JlaHuaHo B MCTOpHUM XPUCTHAHCTBA
M3BECTEH CBOMM EBXapuCTHUECKUM Uy/IOM.
E. u B. Ipuropbsin oGpaTtuu cBoé
BHUMaHHe Ha TOT 3aMeyaTesIbHbIi ropoJL
Ha Gepery ApHaTHKH, H3BECTHBIN
¢ MUoJIorHueckux BpeMeH TposiHeKoi
BOHHbI, BO BpeMsl CBOMX MPE/bILYIIHX
nyreutectsuil no Mranuu. Topon Gbii
OCHOBAaH repoeM TPOSIHIIEB, COPATHUKOM
Auest, Conumom Ppuruiickum B 1179 rony
JI0 H. 5. M HAa3BaH B 4eCTb €ro rnorubuiero
apyra Ankco. Pumckoe HasBaHue ropojga —
Ankcanym (Anxanum) (Anxanum).

[Ipoekt KypaTopa nomor ocy1ecTBUThb
€/IMHYI0 KOJIJIEKTUBHYIO HHTE€HIIHOHAJBbHYIO
3ajiauy apT-IeicTBa JUisi MHOTHX XY[02KHHKOB,
00BbEIMHEHHBIX PEllIEHHEM TeMbl
vHcTa/Issuun — «Yatiuu 6aarogapenus».
[To 3ambicsty KypaTopa HHCTAJLISILHS
JI0J2KHA Oblyla COCTOSITh M3 12 aBTOPCKHX
KepaMH4eCcKHX yalll, 10 YHC/Ty arocTo/I0B
Tatinoit Beuepwu, u nociienoBaresibHoO
pa3MellaThCsl B Pa3HbIX HCTOPHYECKHX
APXMTEKTYPHBIX IPOCTPAHCTBAX FOPOJIA:
IKCTepbepe apKajibl CPeIHEBEKOBOTO
tonrana Poure bopro (Fonte del Borgo),
uHTepbepe ranepen teatpa Penaposn
(Fenaroli) HeokJlacCHUECKOTO CTUJISI
cepenrnbl XIX Beka U katrakombe
MOJL MOCTOM PUMCKOTO HMIepaTopa
Jnokneruana ( Ponte di Diocleziano).

Croxer «Taiinast Beuepsi» — oMt cambIx
pacrpocTpaHeHHbIX B MHPOBOM HCKYCCTBE,
OTPa3MBLINX XY/I07KECTBEHHOE CO3HAHHE



MHOI'HX 310X, HaunHast co Cpe/IHeBEKOBbSI.
Ho, o6pauasick k npoexty E. Ipuropbsiy,
OTMETHM, UTO JIEBSATH XyJ0KHUKOB —
Maypuiiio Purertu (Uranust), abben
Jlaept (®panuys ), Mnona Ban ne bpaak
(Tonnanmus ), Jloperra bapusisunuue
(JIutBa), Enena [puropbsin, Baagumup
[puropbsin, dabsupa [puropbsan, Haranbs-
Aspopa Kum 1 Anekcannpa Poranosa
(Kazaxcran) — npuBeasu ¢ co6oi
B JIaHuaHO aBTOpCKHE KepaMHUuecKHe Jalliu,
BOIJIOLLABLINE JIMUHOCTHOE ColepeKMBaHUe
CIOKEeTa €BaHIe/IbCKOr0 COOBITHSI:
«M B3siB uauly, 61arolapuB, MOAAJ UM:
W 1k U3 Hee Bee» (Mapka 14:23).
B kaxjom npousBeneHun 6b110 0603HAUEHO
coOCTBEHHOE OTHOLIEHHE KepaMHCTa
K MTOHUMaHHUIO MHOTO3HAYHOTO
XPUCTHAHCKOTO CUMBOJIA — YalllH.

Tak, 3anpIMIéHHAS IaMOTHAS vallla
E. [puropbsin Bo BHyTpeHHeH YacTu
MOKpbITA [V1a3ypblo HeGECHOro GHPI030BO-
roJiy6oro 1Beta, MMeIOI1ero CMbICII
BozkecTBEHHOH HEMOCTHKUMOCTH, MYJPOCTH,
a ¢ BHeLIHeH CTOPOHbI IEKOPUPOBaHA
MOATEKAMM 1IIJIHKEPA KPACHOH TIMHBI KaK
3HAKOM }KUBOTBOPHOTO TeMJIa, 2KH3HU —
M3BECTHBIMH KOHBEHIIHOHAIbHBIMH
CPaBHEHHUSIMU B XPUCTHAHCKOH CUMBOJIHKE.
YHawa B. Ipuropbsina — cocyn Ha BBICOKO#H
HOXKKE C U300PayKeHHUIMH JIBYX PblO
(cvMBOJT KOH(IMKTA JTyXa ¥ JyLIH
B yesioBeke ). [oy6oBato-3eneHoBaras
raMmMa 4aiiu ¢ BKJIIOUEHHEM OXPbl
TaKxKe OTChIJIAeT K [[BETOBBIM CHMBOJIAM
XPUCTHAHCTBA, B KOTOPbIX «T0JYyOOH —
CUMBOJIU3UPYET UUCTOTY LETOMYIAPHS
1 TIOKasiHUS », 3eJIeHbIH «03HayaeT
no6ejy HaJl cMepThio U Beunyio JKusHb,
naposannyto Criacuresiem» (Dénopon
22—23). MoHoxpoMHasi yailia Ha HOXKKe
U3 KpacHoi inHbl Mayputio Purertu
B IPEBHEPUMCKOH TPAUIMH MaCTEPCKHUX
Apeuno konua I B. 1o H. 3. Ceramica
sigillata (¢ penbeHBIME 3HAKAMM BOJI0JIEs,
BUIMMO, OTHOCSILLIUMUCS y2Ke COOCTBEHHO
K aBTOPY ) 0Opa3HO COOTHOCHUTCS
C XpOHOJIOTHEH BPEMEHH, KOT/Ia B HApoJIe
PuMCcKoll UMNepuu yCUITHBAJIUCh

HACTPOEHHUS OXKMIAHUST TTPUXOJIA
Cnacuresisi, Meccuu.

YHawm Padben Jlaept ¢ 1Byms
00bEMHBIMH IPOTOMAMH arHlia,
JMaMETPaJIbHO PACMOJIOKEHHBIMU
Ha BHEIIIHEH MOBEPXHOCTH yalllH,
oTchlialoT K 06pagdy Mucyca Xpucra,
4acTo CPAaBHUBAEMOTO C HEBUHHON
Kpecrthoit JKepteo#i. Cocyn 3. [puropbsin
C BbIPE3aHHBIMH B TOJILLE [VIHHBI
KBA/IPATHBIMH (MJIH IPEYEeCKMMH ) KpecTaMu
MHTepeceH CKBO3HBIMHU CHJTyITaMHU,
BOMPAIOLIUMHU OKpY2Katoll|e 11BETO-
¥ CBETOBO3JLYILIHbIE TOTOKH.

[Tono6HbIe YeTbIPEXKOHEUYHbIE KPECThl

C paclIMPSIIOLUMUCS paBHBIMH OajsKaMH
MCMO/Ib30BANCh U IOXPUCTHAHCKUMH
Kysbrypamu. Tpu rosiyOble yauin

C KBaZIPaTHLIMU MJIOCKOCTSIMH,
npunoaHAThIMU Ha yriax, H.-A. Kum, aBrop
KOMITO3UIIMH, CpPaBHUBAET ¢ (hOPMOK
OTKPBITOTO 11BETKA JIOTOCA, TTOCJY?KUBILIETO
NMpoo6Pa3oM CUMBOJIHKH JIMJIMH, U3BECTHOH
B XPUCTHAHCKOMN TPaJMLIMK H306paxKeHHsl
Buaroseuenus. B uawe A. Poranosoit
MPEJICTABIEHO BCEBHJISILIIEE <OKO»,
BO3BbILIAIOLILEECS HA IHE CHHE-TOJyObIM
KYTIOJIKOM, TOJIe/ICHHBIM Ha 12 cermeHToB.
«PecHuupl» masa — vyepejyrominecst
uepHo-06eJible MoJI0Chl JIEHTOUHOr0 OOp/IopPa,
KOTOpbI€, COIIACHO XPHCTHAHCKOH CHMBOJIHKE
1BeTa, MOTYT €l11€ HHTEPIPETHPOBATHCS
KaK 3HaK¥ CMHUPEHHST U HEMOPOYHOCTH.
Cocyn pyuHOH acCCUMETPUUHOH JIEMKH

¢ HepoBHbIMU Kpasimu JI. BapusiBunnue

CO CJIOXKHOH (DaKTypOl MOBEPXHOCTH
HaMOMHHAET MOYKY, PACKPbIBAIOLLYIOCS
6J1arolaTHOMY TerIy, — MJaCTHYHOM
MeTadope 3HaUEHHUsT LyXOBHOH HKHU3HH.
Manona Ban e bpaak nosinxpomuoe
60raTCTBO POCIHUCH IV1a3ypsIMH BHYTPEHHEH
YaCTH yallli B iyxe abCTPaKTHOIo
9KCIPECCHOHU3MA JIOTIOJIHU/IA CHSTHHEM
(parmeHTa rnotaJaM Kak 30J10TOro Jiyua,
cumBoJH3upytolliero boxxecrsennyio Cnapy
Xpucra, Torna Kak BHellHsIst e€ CTopoHa
ocTajiacb MOHOXpPOMHO#. HeBosibHO
HarpalmBaeTcst ellé oJlHO CPaBHEHHE:

TaK BHELIHE TPAAUIIMOHHO CKPOMEH
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6oraTblil BHyTPEHHUM MUPOM XPUCTHAHHUH,
OCBelIleHHbIH 3HAHUSIMH BEPBI.

[TepBas ne6iotHasi rpymnmnosas
MHCTANISILUS XYIO2KHHKOB Pa3MeCcTHIIach
B 9KCTepbepe apKajlbl CPEeAHEBEKOBOTO
®onre bopro. Crapbiii KameHHbIH GoHTaH,
natupyemMblid XVI BekoM, pacrnoJiokeH
Henaseko ot [Ibsa aenna [ Teetpoca
1 OrpaHuveH 3eMJISTHOH HAChITbIO
v yKpenJsioulei creHoi. Bepxuuit
nelexoiHbl# MaHAyC ¢ MeTaJIMIeCKUM
OrpakJ1eHHeM M03BOJISeT MOAHATHCS
nHapepx. Crena @oHTe coxpaHuia
JpeBHHUe Tecanble kKamuu. LlenTpasbhas
acuMMeTpHuHasi yacTb PoHTe —
HeryOOKUH MPSIMOYTOJIbHBIA BbICTYNAIOILIUH
00bEM, yKpallleHHbIH (hPOHTOHOM,
aHTabIeMeHTOM C UMHUTaLIMeN TPUIII(OB
U METOI U PSIMOYTOJIbHOK HULLIEH,

TJIe 11eCTh 3aTeHJUBBIX aHTPOTIOMOP(HBIX
MaCKapoHOB HCTOYAIOT CTPYH BOJIbI.

[To sieByI0 CTOPOHY OT HEro pacnoJoxKeHa
apkajaa — TUIUYHOE JIpEBHEPUMCKOE
apXUTEKTypHOE H300peTeHHe —

¢ 12-10 nosyuHNIMHAPUUECKUMU apKaAMHU,
00pamMJIEHHBIMH KPYTTHBIM KAMHEM

B apXHUBOJILTaX M OMUPAIOLLIUMHUCS

Ha abaKu KBaJpaTHbIX HU3€HbKHUX
KHUPIHUYHBIX cTos160B. Apkr PoHTe,

KaK BU3yaJslbHbIH HKOHOTpauuecKuit
AHAJIOT apOK XPAMOBOH apXHUTEKTYPHI,
CTaJli JI/1s1 KEPAMUCTOB CUMBOJIaMU
HeOGeCHOro, 1 Mol HUMH OHH Pa3MeCTHJIN
cBoun Yaimu 6aaronapenus. OTMeTnm

B MHCTAJUISILIUY U TPUCYTCTBHE BOJIbI,

Ybsl 3HAYUMOCTb 151 PEJIbILYLLHX TPOEKTOB
yKe Obl1a ynoMmsiHyTa (cm. puc. 3).

Puc. 3. KossiekTHBHAS HHCTAJJISILIHS
«Yaum 6naronapenus». [nuua, rnagypu,
zanpimsierue. 2016. @oro Enenbt [puropbsit.
Dkcerepbep apkajbl cpenteBekoBoro ounre Hopro

Bropasi uncranisumns «Yatuu
6J1arofapeHusi» COCTosIaCh B MHTEPbepe
ranepen teatpa @enaposu. B ceoguarom
BLICTABOYHOM MPOCTPAHCTBE Yallll
OblIM SKCTIOHUPOBAHBI HA HU3KOM,
TMJIAHIIETHOH BBICOThI, 6€JIOM MOIHyMe,

Ha YJI02KEHHbIX CBEPXY JIBYX J€PEBSIHHBIX
JIOCKAxX ¢ OOHA>KEHHOH TEKCTYpPOH.
Mmuraums nmjiockoctu crojia TainHo#
Beuepu, 3a:kxKeHHbIE TPH CBEUYH B LIEHTPE
KOMTO3HIIUH, CHMMETPUUHO pacCTaBJaeHHbIe
Yauld acCoLMAaTUBHO HAllOMUHAJH

o maBHoM cobbiThn Tpanesbl. Mucransims
B MHTEpbEpe TeaTpa J0MoJHUIACh
ABTOPCKUMH KepaMHUeCKUMH paboTaMH,
MPUBBIYHO BbICTABJEHHBIMH B rajepee

Ha OT/Ie/IbHBIX TTOIMyMaX.

TpeTbum, KyJIbMHHALMOHHBIM
MPOCTPAHCTBOM HHCTAJLISILIUM
«Yarn 6narogapeHus», MoayduBIIen
HeOJIHO3HAYHble CMbICJIbI TIPOUTEHHS,
cTasl SKCTepbep KaTakoMObl MOJI MOCTOM
Jlnoksernana. drta kKarakomba MOCTa,
MOCBSILLEHHOTO UMMepatopy noknetnany, —
coxpaHuBlasics yactb nocrporiku II Beka,
TOTJIA KaK OCTaJibHble OblJIM Pa3pyllieHbl
npu 3emsietpsicennd B 1088 rojy
¥ BOCCTAHOBJIEHbI B TPAAUIIUSAX
CpenneBekosbst XIII Beka. Mmsi
JIMokJ/eTHaHa HallOMHUHAET O BpeMEHH
YKECTOKUX TOHEHHUH HA XPUCTHAH,

HO MoMelleHHe KaTaKoMObI JI0 CHX TTOP

B rOPOJIe UCTOJb3YeTCsl 15 TOCTAHOBKH
MpasgHUYHbIX ClieH poxkaeHus Mucyca
Xpucra — presepe. Ilyis1 KypaTopa BaxKHbIM
CUTYallHOHHBIM 00CTOSITE/ILCTBOM
pasMelleHUst HHCTAJISILMK B KaTakomMbe
ObLIO TO, YTO OHA MOJL MOCTOM CBSI3bIBAETCS
MOJI3EMHBIM KOPHIOPOM C KadepasbHbIM
cob6opom Canra-Mapusi-neib-1lonte

1 1lepKoBbio CesiToro @paHimcka

(rne xpanutest EBxapuctuueckoe

uyno — Miracolo Eucaristico). CMmbica
eBaHresibeKoro cioxkera «TafiHasi Bedepsi»
CTaJl OIHAM M3 Ba’KHBIX CUMBOJIOB

He TOJIbKO B PUOOLLEHHH K Bepe

B XpHcTa, HO U K 00Psily XPUCTHAHCKOTO
TaMHCTBA €BXapUCTHH — 1IeM0YKa
BU3YyaJslbHbIX aCCOLMATHBHBIX CPABHEHUH



HEBOJIbHO BO3HMKAET MPHU PACCMOTPEHUU
TpeTbel Bepcuu UHCTaMIALMK «Hallu
OJ1aroflapeHus».

Heb6osblas kamepa ¢ myIoTHO
VJIO?KEHHBIMH CTE€HHBIMHU TJIHTKAMH
06TeCaHHOTO KaMHS$I U JIOXKHBIM CBOJIOM
OTKpBITA B IPOCTPAHCTBO FOPOJA.
XyI0yKHUKH TIOBTOPUJIH MTPEbLLY N
NpUéM pasMelleHust Yalll B HHCTAJJISILIHU:
VJIO?KEHHAs! Ha 110J1 IepeBsIHHAs MaHe b
¢ 12-10 ropsiLiMMH CBeYaMH 1ocepente
BHOBb 0003HAUMJIa MJIOCKOCTh CTOJIA,

a paccraBJieHHble BOKPYT €€ cTopoH Hauiu
GJlaroapeHust craau 06pa3oM namsTH
MPUCYTCTBHUS Ha MocenHen Tpanese
Xpucta u anoctosioB. C ropu3oHTaIBbHO
PacrosoKeHHOH JOCKOH KOPPECIOHIMpOoBana
BepTHUKaJbHas YacTb, BU3yaJbHO HATOMUHAS
0 CYLIHOCTHOH HarpaBJIeHHOCTH CAKPaJILHOTO.
MHble KOHTEKCThI TPOUTEHHST CMbICJIA
HHCTAJLISILIMY CO3/1aBaJio MEHSoLIeecst
€CTeCTBEHHOE OCBellleHHe: rofyboBaToe
BeyepHee, ¢ TEMJIbIMH 0TOJeCKaMH
MepLalolEero Orysl cBevek, HaloMUHarolllee
0 BbIOOPE KaXKI0T0 CBOET0 3eMHOT0 MyTH,

U IHEBHOE COJTHEUHOE, CO3alolee
BIieyaT/eHHe CBETJIOr0 MpasHUKa.
KoMmnosuyoHHbIe OMMO3ULIUH
B3aUMOJECHCTBHS 0OLEKTOB HHCTAJISIUN —
PYKOTBOPHBIX KOHLIENTYaJJbHbIX aBTOPCKHUX
CUMBOJIOB — Yalll U TPOCTPAHCTB
MCTOPUUECKHX apPXUTEKTYPHBIX apTehaKToB,
CBSI3aHHBIX C XPUCTHAHCKON KYJBTYpO#, —
CTaJIu VIABHBIMH BbIPA3UTEJILHBIMU
JIOMUHAHTaMH NIPOEKTa, BbIMOJHEHHOTO

B Jlanuano (cm. puc. 4).

Puc. 4. Ko/ieKTHBHAS HHCTAIALHS
«Yaum onaronapennsr»>. [nnna, r1asypH,
sanpimsienne. 2016. ®oro Enenst [puroposn.
DKcTepbep KaTakoMObl Mo MocToM JIHOK/IeTHaHa

Wnes kypatopa uHcrasipoBath Haiuu
6Ja1arofapeHust B pa3HbiX MPOCTPAHCTBAX,
UMeIOLIUX cOOCTBEHHbIE UUTAEMbIE
KOHTEKCTbI, MOJTy4HJIa HOBOE BOIJIOLLIEHHE
nocJsie Bo3BpatileHusi B Asmatol. B nekaGpe
2016 nncrannsiuus «Yaiu 6sarogapeHust»
Obl1a ocyllectBiena B Kazarian Art Center.
JlaHuaHCKHUI OMBIT MHCTALIHPOBAHHS,
MOKa3aHHbIH B apT-LEHTpe
B JIOKYMEHTHPOBAHHOM LIH(POBOM
BapuaHTe, ¢ BbIOpaHHbIMU paKypcamu
1 OCBellleHUEeM, B HHTephepe rajepeu
Obl1 H3MEHEH HOBOH peasibHOCTbIO
MPOCTPAHCTBA, (hOPMaAMK U MATEPHAJIOM
UMITPOBH3HPOBAHHOTO TJI0CKOTO
noJyMa — HepPOBHbIE, CJIOBHO pa3OUTbie
KYCKH CJIaHLa NPUIaIH KOMITO3HIUH
MHCTAJJISILIMK OLLYyLLIeHHe HEBO3BPATHOCTH
TonorpauuecKoro U ceMaHTHYECKOro
COOBITHS.

Hcropust npoekTta npofo/kuIach B Mae
2017 ropa. E. Ipuropbsin u yuenuku “Clay
House Gallery” BHINOJHUIM UHCTAJISILINIO
co cBoumu Yatamu Gaaropapenus Ha
6epery rosyboro Kanuaras — pyKoTBOpHOTr0
Mopsi 6s113 AJIMaThl, MOBTOPUB TBOPUYECKHH
OTBIT HCKAHUH KOJIOB CaKpaJIbHON
CHMBOJIMKH B KACTHHCKHX BOJIHbIX
UHCTAJLISILUSX XYLO2KHHILLbI.

Takum o6pasom, B UCKyCCTBe
contemporary art AnmaTtbl 6bL1
AKTyaJIM3UPOBAH HOBbIH KOHTEKCT
KOHLENTYa/JbHOHN UHCTAJISILINH,
BOTJIOLIAIOLIUH ONpeieIEHHbIN
nepuenTUBHbIN CHHTE3 POCTPAHCTBA
APXUTEKTYPbl U aBTOPCKHUX KEPAMHUECKHX
apT-00bEKTOB — 06pa3oB XPUCTHAHCKHX
CUMBOJIOB U KYJIbTYPHOH MaM$ITH.
MHoroJieTHH# KypaTOpCKHi MPOEKT
E. Ipuropbsin «Ilapanyesnu ctpaHcTBUI»
MOXKHO pacCMaTpUBaTh KaK einHoe
1eJioe, Ho UMelollee pagHble YacTH. DTOT
OMbIT UHCTAJJIMPOBAHUST UMEET CBOIO
HarpaBJeHHOCTD, CBA3aHHYIO C PeHOMEHOM
JIMYHOHU U COLMAIbHOK «6J1aroapHOCTH»,
dunocodckoil KaTeropuei, uydaemMmon
MHOrMMHU HccnenoBatessivmu ([ TosotkeBuy ).

B xpuctuaHcKoi aHTpornoJioruu
Tpaauuus 6aarogapHoctu bory
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paccMmaTtpuBaeTcs Kak [iaBHasi 03ULHs

B JKHU3HM, TIOMOTaioliast ObITh
N06POETENBHBIM U MCKOPEHSIIOLIUM
crpactu: «3a Bce 6aaronapute» (1 Cour.
5:18). Ho u B Teopun Ky/abTypHO# namsTi

y 5. Accmana BbINoJIHEHHE COLUATbHOTO
00513aTe/IbCTBA XapaKTepHO ISl < TOMHSILLLEH
KyabTypbl» (Aceman 30).

Cpey MpoeKTOB Xy0KHHUILbI
BbIJIEJISIeTCS] KOHLIENTYyaJ bHAsl HHTEpbepHasi
uHcranasauus «IIpekpacnoi semu
nycroresasi kuura» (2017) TBopueckoro
TpUyMBHpaTa ceMbH [puropbsit, Kotopas
Obl1a okasaua B ranepee “Art Lane”
Anmvartsl u B Akray. Mnes kypatopckoro
3ambicsia E. [puropbsit, U3/10:KeHHOr0
€10 B [pecc-peJsin3e K BbICTaBKe, CBsI3aHa
C MOMCKOM «COBEPLICHHON KHUIH>», KOTOPLIH
«T10X02K Ha MOUCK JI0BABUJIOHCKOTO sI3bIKa
WJIH TTOTEPSTHHOTO past, TPEKPAaCHOH 3eMJIH.
D10 Bceryia Bo3BpallleHue, IBHKEHHE
BCIISATh, epebupaHue BETXOCTEH, KoraHue
B IVIHHE...>».

Xy/10’KHUKaMK ObLJTH BBITTOJTHEHbI
Kepamuueckre 06pasbl HIJTIOMUHHPOBAHHBIX
CBHUTKOB, MaHyCKPHITOB, KOHBEPTOB
TIHCEM C T1e4aTsIMU, OTKPBITbIX KHUT
C OTAEJbHBIMHU JIMCTaMU. PacrosioxKeHHble
Ha CTOJIaX, OTKPBITOM GI0PO KHUZKHOTO
1Kadga, MaJieHbKHX CTOJIMKAX, OHU
OpraHu4yHo J0TMOJHSIH 00pa3 PpOCKOUIHOH
OUONMOTEKH UCKYCCTB rajiepen. [yiaBHbli
AKLUEHT HHCTAJISILIUM — TPU OTKPBITbIE
KepamuuecKue «(oJMaHThl» - CKYJbITYPb
C XPYNKUMHU U MJIACTUUHBIMH JIUCTOUKAMH,
COBEPLIEHHbIMH B CBOEM TE€XHOJIOTHYECKOM
MCIMOJIHEHHH, — pacrioJiarascst
Ha MJIOCKOCTH BETXOH OKOHHOH CTaBHH JIoMa
CTaporo BepHEHCKOro BpeMeHH ropoja.

B xpuctuanckoil CMMBOJIMKE OTKpbITast
KHHTa TPAKTyeTcst Kak H300paKeHue
Bubmnuu v noHsiTHe rnpas/pbl, OTKPOBEHHUS
(bubnus) (cm. puc. 5).

Bunenue tembl B BOMJIOLIEHUH
COOCTBEHHOIO aBTOPCKOTO «JIOroca»

M «TexHe» OblJIM [VIaBHbIMH B MPe3eHTaLMN
BbIHALIMBAEMbIX Mlel KypaTopa.

Ha BbicTaBke 01HOBpeMeHHO 3By4asH

1 MOLLIHOE IyXOBHOe neHue Jlycute

Puc. 5. Enena, Baagumup, dabsupa [puropbsiH.
Hucrannsms «[IpekpacHori 3emJii rycroresiast
KHHra». [nuna, rnadypw, saasimaenue. 2017.
doro Anekcanapbl PoraHoBoil.
Konnekuusi 6ubanorekn Art Lane

3akapsiH, i IPOHUKHOBEHHbIE CTHXOTBOPHbIE
crpoukn O. Manzenbuitama. Benomunanach
1 IPEBHSISE UCTOPHUSI, YEMY CITOCOOCTBOBAJIH
BEJIMKOJIETTHbIE KPACOUHbIE aJ1bOOMBI
1 KHUT'M OMOJIHOTEKH rajiepen. DTH
aypaTtuuecKkue, MHTePTEKCTyasbHble
BIeYaTJIEHHS] CIUJINCh B €IMHbIN
3anoMuHarolni 06pas, co3naBlIil
HEMOBTOPUMbIH MOMEHT COBMECTHOT'O
CorepeXKUBaHUsi aBTOPOB U 3pUTE/EH
B [IPOCTPAHCTBE HHCTAJIISILIMU
KepaMHUYECKHUX MPOU3BEJEHHUH.
MHuTennexTyanuaaiysi MHOXKECTBEHHOCTH
00pa3oB, CBSI3AHHbIX C lyXOBHBIM TOUCKOM
ABTOPOB, TMOKA3aJa HHOH MyThb Pa3BUTHA —
MOLIMOHAJIbHO -UYBCTBEHHbIH —
KypaTopcKoro mbiliieHust E. [puropbsit.
Jlpyrast uHCTaJLIsILKS KypaTopa —
«Tpanesa» — sKcrnosuums, o6beIMHEHHAs
00111el TeMOU rapPMOHUYHOTO €J1y3Ta»
MHCTAJIISILIHOHHON KEPAMUKH U YKHBOITUCH
E. u B. Ipuropbsin, 6bla1a 0OTKpbITa
B anpene 2018 rona B Kazarian Art
Center. IlpesenTanyst BbICTaBKH B MepBOE
BocKpeceHbe nocie [Tacxu i @omuno
BOCKpeceHbe CUMBOJIMUHO OTChlsala
1 K coObITusAM XpucTtoBa Bockpecenus,
1 K TOJIKOBAHUIO Tpare3bl KaK lyXOBHOMY
aKTy, U K NIyOHHHBIM BpeMeHaM «OHO»
B MCTOPHM YeJIOBEYECTBA, KOIJIa BOCIIPUSTHE
MaTepUaibHOTO U JIyXOBHOTO ObLJIO €IUHBIM,
a pasjiesieHHas Tparesa yoezkada Jiojeh
4yBCTBOBATH cebsl B POJICTBE, «€IMHbIM
TesloM». PacKkpbiBalolMecs COKPOBEHHbIE



00pasbl HalOMUHAJIH JIPEBHUE MPa3IHHYHbIE
JIyXOBHbI€ TparesHble CTOJbl — KOrIa-To,
no mHenuto O. M. ®@peiinenoepr,
«...00BIKHOBEHHBIH CTOJI 1151 e/1bl,
ocMblc/s/ICs B 06pasax BbICOTbI-HeOa ...»
(Ppeiinentepr 54 ).

Kepamunueckue nHerasisiiuu
1 2KMBOMKUCh — 06pa3bl BHYTPEHHETO
JyXOBHOTO MMPa XY/I0KHUKOB —
M03HABAJIUCh [0 Mepe TMOrpyKeHHust
B CYTb JIEMOHCTPHUPYEMOTO. YI0BOJbCTBHE
COMOCTaBHUTb «3PUMOE, HO H HE3pUMOe »
MOZKHO BbIPa3HUTh CJI0BaMH YoJlieca
Crusenca: «$l He 3Halo0, 4TO IPENOYECTb —
KpacoTy U3rHGOB HJIH KPacoTy HAMEKOB...»
(Cruenc 93).

[1710THO y/102KEHHBIE B Psijibl KEPAMHUECKHEe
(pYKTbl HA MHOTOYHCJIEHHBIX BBICOKHX
¥ HU3KHX MOJIMyMax: rpaHathbl, rpylLiiu,
XypMa, MacTepCKH BbIMOJHEHHbIE
B rMIeppeancTHiecKoil MaHepe, yemy
HeMaJs10 crnoco6CTBOBaM GJecTsiiye
W1a3ypH (HO COBCEM He B JIyXe «peasiiCTHUHbIX
BKYCHOCTEH» HTaJbsIHCKOTO Xy/102KHHUKA -
runeppeasnucra JInymku beneauuentn
( Luigi Benedicenti), npennaranu
BOCTOPKEHHO JII0O0BATHLCS MJI0IAMU
PasloCTHOrO MUPCKOTO.

Ho Bcé ke, o6pailiast BHUMaHUE 3pUTEJIst
Ha KepamHuueckue QpyKThi-0OMaHKH,
XY02KHUKH HEe CTOJIBKO KOITMPOBAJIH 1apbl
11Le/IPON aJIMATHHCKOH MPUPO/IbI, CKOJIBKO,
JlyMaeTcst, ojipazyMeBaJjin cakpajibHble
00pasbl-CUMBOJIbI B XPUCTHAHCKOM
NMoHUMaHUU. B pasHbiXx KepamHuecKux
UHTEPIpeTalysx TpaHat, H3BECTHbIH
CHMBOJI CMHPEHHSI U BOCKPECEHHUSI,
KOPPEeCHOHHPOBAJICS C KUBOMUCHBIM
06pasom ropsitiier cBeuu (CUMBOJIOM
npucyTcTBusi Xpucra, CBeTa Mupa),
UCXOAALLEH U3 TeJ1a PhIObl U pa3ABUraloLel
CBOUM CBETOM TbMY B KapPTHHE XY/102KHHLLbI.
«A Kako# BeJIMKOH, KaKOH MpeKpacHoim
MOXKET CTaTh Ta MUHYTa, KOTJIa CBevYa rOpUT
6e3 nomex!» (bauwisip 131).

[pyin ¢ HeXKHelllIel cusitollen
KOXKHULEH - V1a3yPhlO, PACTOJ0KEHHbIE
Ha CToJ1ax-MoAMyMaXx, NOo/UIePKUBAJIH
MEpPHBIH PUTM MHOXKECTBEHHBIX MJI0JI0B

rpanata. OTKpoBeHHOe Jto6oBaHHE
XYLOXKHHKOB H 3pUTeJIEH pasHOOOPa3HbIMH
thopmMamu rpyLl M 1IBETOM MOKPbIBAIOLLIHX
MX MJIOTHBIX IVIa3ypei He 3aC/0HSI0

v npoutenure obpasa. lanc bunepmant,
NPUBOJIS B IPUMEP aslJIEroOpHio 103Ta
CpennesekoBbst Xyro Tpumbeprekoro
(1290) B cBOEH SHIMKJIONEMH CHMBOJIOB,
OTMeYaeT, YTo «I'PyLIeBOE IePEBO
siBJIieTCs paMaTepblo EBoH, a niaoapl —
MPOUCXOIIIIUMHU OT Hee JIIOIbMHU »
(Bunepmann 64-65).

B MuHHaTIOpE U3BECTHOTO TYPCKOTO
nevyatHuka u xyjpoxxuuka yKana [ lyarie
(Yacocsios Ienpuxa VIII, ok. 1500),
MPOUJTIOCTPUPOBABIIIETO MOJIUTBY
“Obsecrote” («BabiBato k Te6e» ),
obpateHHyio K Jlese Mapuu, usobpaxéu
Hocud, nporsiruBatoiiuii rpyiiy muajaeHIyy
Xpucry (3o0toB u 1p. 262, puc. 303).
Mo02KHO BCTOMHUTb M KapTHHY BeHellHaHLa
JxxkoBanuu bennnnu « ManonHa ¢ rpyuuei»
(ok. 1488), Ha KOTOPOH CUMBOJIHUECKHUH
MJ10]1 OJIMHOKO U300PpayKeH OJIHKHUM
MJIaHOM Ha HELTHPOKOH rOpU30HTANH
KaKOro-To 3arpaxieHus. Ecin
1300paKeHHas rpylia B IpoU3BeIeHHUSX
Xy[I0?)KHUKOB — 3TO CHMBOJI I'PeXOTajieHUs,
TO B HEM BUJIMTCS M 3HAK OyIyLLIero
CMACUTEIbHOTO UCKYTIJICHHS], KOTOPbIH
OJIHOBPEMEHHO CTAHOBUTCS CHMBOJIOM
mo6Bu Xpucra K uesioBedectBy (CaoBapb
CUMBOJIOB. [py1ua).

Crniesible counble, G/1eCTSILIHE UEPELLHH,
JiexKalle Ha 11a3ypoBaHHbIX LBETHBIX
0J11071aX, ¥ HA 3TOT pa3 OTChLIAIX BHUMAHHE
K MpUMepam LIeHUMbIX ST0Jl B XPUCTHAHCKOH
MKOHOrpauu, Ie OHH, KaK U BULLIHH,
0603HaYaI0T PaNCKy0 MPUHANJIEKHOCTD.
O06pa3 BUILIHK BCTPEYAeTCsi BO MHOTHX
npoussesieHusix MrasbsHckoro
BospoxkneHnust, mocBsillleHHbIX
u300pakeHnto MasloHHbI U MJ1aJIeHLA
Xpucra: bortuuennn « MajoHHa ¢ KHUTOH»
(1480—1481), xamnerpuno « Manonna
¢ mnanenuem» (1508—1510), Tunmana
«ManonHa ¢ BumiHer» (1515) u gpyrux.

[1noap! Xxypmbl, cBeTseHCs
B MHCTAJLJISILLUM 2KHBOMH »KU3HEPAIOCTHOM
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MJIOTHOH OpaHzKEBOH KOXKYPOH € 3eJIeHbIMU
JIUCTBSIMU OKOJIOTIJIOJIHUKA, HATIOMUHAJIH

0 JINCKYCCHSIX O XypMe (J1aT. — poJL
Diospyros, B iepeBojie ¢ I'pevyeckoro —
nuiia 60roB ), He YTHXAIOUIMX JI0 CHX 110D,
KaK 0 BO3MOXKHOM pafickom [IpeBe (Xypma.
CJ/ioBapy ¥ 3HIHMKJIONEANH HA AKaieMUKe )
(cMm. pHe. 6).

Puc. 6. Enena [puropbsin. @parmeHTbl IKCIIO3HIHH
«Tpaneza». Iimana, rnagdypu, 3anpimienue. 2018.
®oro Anekcanapbl Poranopoil. Kazarian Art Center

O06pasbl yaliu u PpyKToB, Kak
MHOCKa3aTesbHbIH KO/, HCIOJIb30BaINCh
1 B IPyTrHX KEPAMHUYECKUX MHCTAJISALUSAX,
0OpalLleHHbIX KaK Obl K TOBCEIHEBHOH
peasibHOCTH. B nHcranasuumu « Mosionoi
rpaHat B yaiiie» o6pasbl Hallli 1 He3pesioro
«MOJIOJIOr0» IpaHaTa MoJCKasblBaloT
MeTaopUYECKH HHTEPIPETHPOBAHHYIO
BaKHOCTb BoBpeMsi ckazanHoro CJjioBa.

O6pasbl KepaMHUeCcKHX (hpPyKTOB
MOBTOPUJIMCH B MHCTaIsILMK « M3 cana
3a06bITbIX (DPYKTOB», MOCBSIIIEHHON MAMSATH
Tonuno [ysppa, BeJIMKOro HTAIbIHCKOTO
nosra, Nposauka, ClieHapucTa, apamartypra
1 xynoxkuuka (1920—2012), B rocTsx cembu
KOTOPOT0 MOCYACTIMBUJIOCH 106bIBAThH
E. u B. Ipuropbsin. Tonnno [ysppa
OblJ1 aBTOPOM MHOTHX apT-00bEKTOB
B [TenHabu/11, T71€ OH XKUJI B MIOC/IC/IHUE
rozibl »Ku3Hu. «Jlopora CoslHEUHbIX 4ACOB»,
«ITputor moknHyTbIx Manonu», «Apka
HeccaaBHbIX», poHTaH «BonHoe nepeBo»,
namsatHuK1 Penepuxo Pesnunu
u Annpeto TapkoBckomy B « Cajty 3a0bIThIX
(pYKTOB» M Ipyrue — 3T0 NpUMEpbI
TBOPYECKOTO BJIOXHOBEHHOIO OTHOLIEHHS
K POJIHOH MPUPOJIE T€eHUATBHOTO MyjIpelia

¥ Xy/oxKHHKa. [yappa cosnaBas KapTHHBI,
PUCYHKH, MO3aUKH, KepaMHUYeCKHe U3JIe/Hs]
1 MHOTOe Jipyroe. OH — «... “nocyeHui
yesioBeK Bospoxknenus”, Kak ero yacto
HasbiBaloT B Mtamuu» (BeicraBka Tonuno
[ysppa).

«Cap 3a0bITbIX (DPYKTOB» OblJI CO3/1AH
Tonuno [yappa Ha TepPUTOPUH OUMILIEHHOH
ropojicko# casiki. OH «Iocajitil B 3TOM
Cany Bce pacteHust, 1epeBbsi U (PPYKThI,
Kotopble Obliu B JlpeBHem Pume
(cTapuHHbBIE MJIOJIOBbIE COPTA ): PUMCKHI
BUHOTPAJl, PUMCKHE CJUBBI, (PUHUKH,
PUMCKHE MPOTOTHITbI a0pPUKOCa, HHIKHP
1 pumckue 61011 (Boskosa).

MHucranasimy — pocchbiny KepaMuuecKux
thpykToB, BbiNMoHeHHBIX E. [puropbsH, —
Ha CTOJIAX, B KEPAMHUUECKHX Yalllax rajepeu
Art Lane (Hosi6pb — nekabpb 2018) 6blin
MOX0KH Ha cOOpaHHbII OOMJILHBIN yporKak
B cany [lenna6buinu (cem. puc. 7).

Ho He To/IbKO: B Ha3BaHUH BBICTABKH yaKe
OblJT 3a/107KeH KOHLENTYasIbHbIH MOCHLI

IS TOCBSILLIEHHBIX 3PUTENIE — «TEKCTOBOH
JIUCKYPC» WJIH €KJII0Y» K TOHHMAHHUIO MIIeH
npoekTa Kypatopa, o0paTuBllel BHUMaH1e
Ha HeyCTaHHbIE JIESTHUST BEJIMKOTO TBOPLIA.
[1n10/161 TPUPOJIBI HATOMUHAHK U O TII0JAX
YKU3HHU YeJI0BeKa, U BHOBb JINUHOCTH,

KakK B MpoeKTe, nocpsiiieHHom A. /Tioma.
«JIMUHOCTD €CTb HEM3MEHHOCTh B U3MEHEHHH.
<...> TBopueckuii akT Bceraa cBsizaH

¢ yGUHOH JIMYHOCTH. JIMYHOCTB eCcTh
TBOPUECTBO», — 3T0 cJioBa bepsiena,
MPOJIOJIZKEHUE €r0 PACCy KIACHUH

0 MOHUMAaHHH YeJIoBeKa B XPUCTHAHCKOH
antponosioruu (bepnsies 14).

Puc. 7. Enena I'puropbsin. «H3 caza 3a0bitbix
¢pyxros». Inuna, rasypu, 3aapiMjleHue, MeTaJll.
2018. ®oro Enenst [puropbsin. Tanepes Art Lane



[TocTikenune cMbicsia npoeKTa
XYIOXKHHULIbI, KaK U paHee, ObLI0
HarpaBJieHO HA YYBCTBEHHO-
9MOLIMOHAJIHOE BOCTIPUSTHE 3PUTEJEH,
oOpallalolIMX BHUMAHHE HE TOJbKO
Ha BUIUMble (POPMbI, HO ¥ CHMBOJIHUECKHE
3HaYeHHsl MHCTAJISILIHOHHBIX
COCTaBJISIONINX.

Y $lna Accmana B 0603Hau€HHOM
MOHSITUH «KOJIJIEKTUBHAS MTAMSITh»
ornpejiesieHbl IBa €€ KOHTeKeTa —
KOMMYHHUKaTHBHAsl U KyJIbTypHast
(MpHUMep KOTOPOH Mbl Y2Ke pACCMOTPEJIH ).
OH nuuIeT, 4To0 KKOMMYHUKATHBHAS
NaMsiTh OXBAThIBAET BOCIOMHHAHHS,
KOTOpbIe CBSI3aHbl C HEJJABHUM IMPOLJIBbIM.
ATO BOCTIOMUHAHHUS, KOTOPBIE YeJOBEK
paszesisieT co CBOMMH COBPEMEHHUKAMHU »
(Accman 52). D10 «KUBasi NaMsTh»,
no MHeHHIo AccMana, (hyHKIIHOHHPYeT
«...B Mojtyce 6rorpauuecKoro BOCloMUHAHHS,
KOTOpOE CBSI3aHO C HEMOCPEICTBEHHBIM
OIBITOM U €ro KoHTeKeToM “recent past”...
<..>. Monyc 6uorpaduueckoro Bceryia
onupaeTcs <..> Ha CollHabHOe
B3anmoyierictBre» (Aceman 54).

«HenocpencrBeHHbIi ONbIT» 0611EHUS
Kypartopa ¢ cembedl TonnHo [yappa cran
OCHOBOH “memory” - uHCTaJJISILUH,
MO3HAKOMUBILIEH 3pHTeE/eN BHICTABKH
C SIPKOH JIMUHOCTBIO BEJTMKOTO HTAJIbSHIIA.

OucKyccus

MHorouunc/ieHHbIe KypaTOpPCKHe MPOEKThI
vHcrasuui E. [puropbsin oTinyatores
TOHKHUMH CMbICJIaMH MHTEPIPETHPOBAHHbIX
CaKpaJIbHbIX CUMBOJIOB, KYJILTYPHO-
MCTOPHYECKUMH PEMHHUCLEHLUSIMH

1 TIOHCKOM COBPEMEHHOT0 XapaKkTepa
Xy[02KECTBEHHOT 0 2KecTa, 00J/1a/1at011ero
CUHTeTHUeCKOH (DOpMOI.

B paccMoTpeHHBIX apT-npoeKTax
uHcrasauuil E. [puropbsiH otmeueHbl
aBTOPCKHe 00pa3bl XPUCTHAHCKHUX
1 COLMAJILHO-KYJIBTYPHBIX LLleHHOCTEH
B ’KH3HH YeJIOBEKA.

Mbl MO2KEM yTBeprKAaTh U TO, YTO
MHCTAJIISILMKI U apTehaKThbl KypaTopa

1 Xy/10?KHUKOB, MPUHUMABLINX ydacTHe
B MPOEKTAX, CTAHOBATCS MPEAMETOM
BU3YaJsIbHOTO SCTETHYECKOr0 Y10BOJbCTBHSI,
KOTOPO€e BO3HUKAET KaxK/bli pas
OT MOHUMAaHHS HHTEPTEKCTYabHBIX
cBsizelt, o uém nucan Y. ko (67 —68).

WurennexkryaansanpoBaHHbIH sI3bIK
COOOLLECHUI U TBOPUECKHH XapaKTep HieH
MHCTaJJISILMI, BCEra ConpsiKeHHbIX
C MPUPOAHBIMHU MPOCTPAHCTBAMH
J160 apXUTEKTYPHBIMHU UHTEPbEepPaMH
1 9KCTEPbepaMH, U KepaMHUeCKUMH
apredakTaMmu, COXpaHsIOLIMMH aBTOPCKHE
JIOCTOMHCTBA BIOXHOBEHHBIX HCKAHHUH
TMJIACTUKH, 11BE€Ta U TEXHOJIOIHMH, OTChIIAIOT
Hac OHOBPEMEHHO KaK K TOHUMAaHUIO
MaTepHasibHOTO, TaK M yXOBHOTO MUpa
yesioBeKa.

ApT-1pOeKThl MHCTAJUISILUE C aBTOPCKOM
KepaMHKO# U apTehakTaMu KypaTopa
1 JIPYTUX XY/I02KHHKOB HEHaBSI3UHUBbI
B CBOEM COJIePKAHUH, OHH JIAI0T
BO3MOKHOCTb TOJIKOBATh CaKpaJibHble
00pasbl U 3a/10:KEHHBII B HUX CMbICJT
B COOTBETCTBHMH CO CBOMM BHJIEHHEM
Y TTOHUMAHHEM Xy/102KeCTBEHHBIX PAKTHK
contemporary art. Briosine BO3M02KHO,
UTO Mbl BUJIUM OTBETHYIO XYJ02KHUYECKYIO
peaKiHio Ha JOMUHUPYIOLLYIO HPOHHIO
¥ TIPOBOKAIIMIO MOCTMOJIEPHH3MA,
OTpaxKeHHYI0 B aBTOPCKOM YOEKICHUU:
«JlaTh OTBET C KPOTOCThIO U OJ1aTOTOBEHHEM »
(1 ITerpa 3:15), a 6maropapHoCThb
Bory pacematpuBaetcst kak riiaBHast
MO3UIIUS B XKM3HH, TOMOratoias ObiTh
N06POJIETE/TLHBIM H HCKOPEHSIOLIUM
crtpacTn — «3a Bce 6Jiarogapure»
(1 Con. 5:18), 4TO 11€HHO U B OTKPBITON
00paLLEHHOCTH K COBPEMEHHHKAM.

3aKnwyeHue

KonuentyasnbHble KypaTopcKhe MpoeKThl
uHcTasiui E. [puropbsin otpaxkator
e¢ NPOHUKHOBEHHOE OTHOLLIEHHE

K JIyXOBHBIM LIEHHOCTSIM XPUCTHAHCTBA,
AKTYyaJIM3UPYIOLUM TOHUMaHHE YKU3HH
KaK TBOPYECTBA, JIMYHOCTHYIO
MHTEPIpeTalHIO CMbICJOB CaKpasbHbIX
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CHMBOJIOB, C OJIHOH CTOPOHBI, & C IPyroi —
3CTETUKY «KYJBTYPHOU MaMsSITH»,
OCHOBAHHYIO Ha CHMBOJIHYECKHX 3J1eMEHTaxX
TEMIOPaJIbHON YCIOBHOCTH.

OTMeTHM U OTpe/ie/IeHHYIO IBOJIIOLIMIO
CTaHOBJIEHHS] XY/IO2KHHULBI KaK KypaTopa
XY/107KeCTBEHHBIX MPOeKTOB. J1J151 paHHUX
padoT, NepexoAsLHX OT KepaMHYeCKOH
MaJlol MJIaCTHKH K MpolleccyaJsibHbIM
JIeHCTBAM JIeH/1-apTa, XapaKTepHo eé
oOpallieHHe K IIPUPOAHBIM OObEKTaM —
KaMH$sIM-BaJiyHaMm, MeTadopaM GUO/IEHCKUX
KamHeli; Boze. [lasnee, B KypaTopckom
npoekre «Fish Party» Bnepsble npo3Byuana
aBTOpCKasi HHTEHLUsI, HAalIOMHHAOLLas!

0 JIpeBHEM BOCTIPHUSTHH €IMHCTBA
MaTepUasIbHOTO U iyxoBHOTO0. OHa oueBHIHA
B rocJ1e/lytolux npoekrax («Tpanesa»,

«3 cana 3a6bITbIX HPYKTOB» ).

«CMBIC/IOBBIE T10J151» (aBTOPCKHUX
HaMepeHUH, caMoro TeKcra, MOHUMaHHUs
peLunuenTa) MHCTAMISIMH CKIa/IbIBAIHCh
110 Mepe BbINoJHeHUs npoekToB. MaJas
MJIaCTHUKA XPUCTHAHCKHX 00pa3oB (aHreJbl,
yaliu ¢ rosyosiMi, CUMBOJIMUECKHE
KJIIOYH OT past ), JKUBOTTHCHbIE MOJIOTHA,
BbICTABJICHHbIE B HUILIAX CTE€H UHTEepbepa
UTaNIbSIHCKOH YACOBHHU U 9KCTEpbepa
(bpaHILy3cKOro 3amMKa CornocTaBUMBbI
C IPEBHUMH TPAIMLUSIMU JIeKopa
XPUCTHAHCKUX aPXUTEKTYPHbIX COOPYKEHHUH
CKYJIBIITYPOH, pesibedoM, POCITUCAMH

U T. 1. MexKiyHapoJiHble POeKThl,
CBSI3aHHBIE C OTIBITOM MyTelIeCTBUM
KaK CTUMYJIOM Pa3BUTHsI HOBbIX
TBOPUECKHUX WJIeH, MOBJIHSIM Ha CO31aHNe
MPOEKTOB, He TOJIBKO MPEICTABJSIONIMX
ABTOPCKOE BHJIEHHE CMbICJIOB XPUCTHAHCKHX
CUMBOJIOB, HO H OTChIJIAIOLLIUX
K PETPOCHEKTUBHBIM COOBITHSIM
TBOpYECTBA U3BECTHEMIIUX NTHUcaTesel
mupa («Benen 3a A. JTioma», «M3 cana
3a0bITHIX (hpyKTOB» ). Hakoner, cambiii
CJIO2KHbBIF KOMITO3ULIMOHHBIN THUIT
MHCTAJIISILIAE CJI02KUJICS B TPOCTPAHCTBE
B3aUMOJIEHCTBHUSI HCTOPHUECKUX POPM
APXUTEKTYPbI C KepAMUUECKUMU
apredakramu — oGpazamu cakpajbHOTO
cumBosia («Yatu 6sarogapenusi» ).
BusyasbHo-uyBCeTBEHHOE, YCHIEHHOE
MHTEJIIEKTYaJTM3UPOBAHHOM
MHO2KECTBEHHOCTbIO MHTEPTEKCTYas bHbIX
CBfI3el KepaMHUeCcKHUX apT-00beKTOB,
NpeJCTaBsiiollee MaTeprasbHOe
1 JyXOBHOE, «3pUMOE, HO U HE3PUMOE »,
XapaKTepHO U1l PACCMOTPEHHbBIX
uHcramsauun 2017—2018 rr.

Anasnua KypaTopckoro TBopyecTBa
E. Ipuropbsii N03B0OJIUJI BbISIBUTh, YTO
B contemporary art AnMathbl Cyl11eCTBYeT el11é
OJIHA KATETOPHsi KaHPa XyJ102KeCTBEHHOH
MHCTAJIISILIAK, OTpazkaloller BarKHble
TeMbl, pagpabaTbiBaeMble XPUCTHAHCKOM
1 COLMAJIbHO-KYJILTYPHOH aHTPOIOJIOrHEeH.
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Csemiana LlkaseBa

T. K. )KyprenoB arbinarsl Kasak yaTTbiK eHep akaaeMusichbl
(Anmarbl, Kazakcran)

AJIMATbIJ1bIK KYPATOP EJIEHA TPUTOPbAHHbBIH KOHLIENTYAJ1AbIK
WHCTANNAUMNANAPLIHAAFBI ALAMHbIH KUEJTI MAFbIHACbI MEH BEMHECI

Anpatna. Kypatop »aHe cypeTLli 3. [PUropsHHbIH, WbiFapMaLllbinbiFbl — 6y Kagdipri 3aMaHfbl eHepae
XPUCTUAH YKaHE aN1eyMETTIK-M3AEHN aHTPOMONOTrUAHbIH, AUCKYPCTbIK TaKblPbINTaPbIH Wi 6EMHENENTIH
MHCTaNNSALUMAHBIH 3aMaHayn KepKeMaiK ToxKipnbeciHe contemporary art AnMaTbl CUPEK KE3AECETIH,
YasFbl3 eMeC YHAEYI.

ABTOPAbIH, MHCTaNNSALNSA KaHPbIHAAFbl XPUCTUAHABIK PaMi3aepi oHe 6acKa apTedaKTinepaeri
KOPIHICTi ajaMHbIH XofFapbl 6eNHENepiHiH, MHCTaNIALMACH! *KaHPbIHAAFbl KEPKEM LblFapManapia
KaMTbliMaFaH, 6y/1 MaKanafarbl 3epTTeyai e3eKTi Aen atayFa MYMKIHAIK 6epesi. MakanaHbiH,
MaKcaTbl — KypaTopfblH, XPUCTUAHABIK PyXaHU KYHAbUIbIKTapAblH 6€MHeNnepiMeH XoHe «<MaeHM
Yafbl» CUMBOAAPbIHbIH KOHTEKCTIMEH XYMbIC acay afiCTePiHiH 9BOJIOLMUSACHIH 3EPTTEY KoHe
KypaTop KofgaHaTblH KOMOO3ULMANbIK MOHTaXaay ToCinaepiH, matepranabl 6enHeneyae
(aBTOPIIBIK KEpaMuKa, apTedaKTiiep, apxUTEKTYPa XoHe T.6.) Xy3€ere acblpblinaTbiH WhlFapMallbliblK
naeanapiblH, CUHTETUKANbIK AblObICbIHAA HaKTbINay 60bin Tabblnaabl. MakanaHbl a3syaa
«KJlaCCUKasblK ©HEep TapuXblHbIH» 9A4iCTEPI KONAaHbIIAbl — CYPETTEY, UKOHONMOMUSANbIK, CTUAUCTUKANbIK;
dunocopua — ceMMoTUKanNbIK, GUBNNANbIK 6asHaay MeTadopanapbiHa aHe bapTTbiH 8AiciHe
cinteme xacangpl. KypatopablH KOHAbIPFbIHbIH 6ap 60/ybiH }XOHE OHbIH KEPEPMEHMEH 63apa
OpPEKeTTECY NPoLEeCiH BU3yanuaauumanay TacinfepiHe epeKile Ha3ap ayaapbliabl. XpOHOMOMUASbIK
[IONEKTiNiKTe apT-Ko6anapblH CTUAbAIK epeKLlenikTepi atan eTineai: 6acbiHaa 6y 6M6AUANbIK
MaTepuangaHfaH metadpopanap a4ici, KeniHipek — FubagaTxaHa KEHICTIriHIH KacueTTi AeKopbiHAa
6enHenepai opHanacTblpyablH, KEMOIP YKCACTbIKTapbl, coOAaH KeniH — BipAiriH TYCiHY *onaapbl pyxaHu
YXOHe MmaTtepuaniblK Mas3MyHbIHbIH MaHi. KepHEKI KECKiH TEK KOPIHETIH FaHa eMecC, KePiIHOENTIHI
[1e OKY KacueTiHe ne 6onaTblH CEHCOP/bIK-AMOLMOHaNabl 6acTanyablH KepiHy AeHrennepi aHbIKTanapl.
MHcTannauuanap xacaygarbl aBTOPIbIK 6aFbITTap awblifbl — XPUCTUAH pPaMi3aepi MEH «MaeHU
Yafbl» MaFblHACbIH TYCIHAIPY, WbIFapMallbliblK TY1Fa — aaamra, bepases yCbiHFaH XpUCTUaH
QHTPOMOJIOrUACHIHbIH, TE3UCIHE COMKEC: «OY/1 LblFapMallblibIKTa agaMHbliH *apaTyllbifa eH yKcac
EKEHAIri».

MHcTannaumsanapabiH UHTEPNPETaLMSNbIK OEMHENEPIHIH TYXKblipbIMAaMachl MEH KOMMO3ULINASbIK
WeLWiMiH KYpyAaFbl KypaTopablH HEFi3ri CTPaTErnUsChl XKEKE KoHe aNeyMETTIK «aNnfblc» GeHOMEHIMEH
YXoHe KepepMeHaepre yHaeyiMeH 6annaHbICTbl ©3iHiH 63eKTi 6afbiTbl 6ap EKEHAIr KepceTinreH.

Tipek ce3gep: agam, XpUCTUaH KaHe aneyMeTTiK-MaAeHM aHTpononorus, contemporary art,
WMHCTaNNSaUMS, KMWeni MafblHanap, TyiFa, «<MoAeHU ecTelik», 9N1eyMETTIK aNfbiC.

Hoariekce3s ywiH: LLknaeBa, CBetnaHa. <AnmaTbifblK Kypatop EneHa [pUropbaHHbIH,
KOHLeNTyanablK MHCTanNsgumnsanapbiHaarbl adaMHblH KMesi MaFblHacbl MeH 6erHeci». Central Asian
Journal of Art Studies, T. 6, N2 2, 2021, 25-49 6. DOI: 10.47940/cajas.v6i2.437.
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Svetlana Sklyayeva

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

SACRED MEANINGS AND IMAGES OF HUMAN IN THE CONCEPTUAL INSTALLATIONS
OF THE ALMATY CURATOR ELENA GRIGORYAN

Abstract. The works of the curator and artist Elena Grigoryan are the rarest, if not the only, appeal
in the contemporary art of Almaty to the modern artistic practice of installations, often reflecting
the discursive themes of Christian and socio-cultural anthropology.

The author's visualization of Christian symbols and the vision in other artifacts of exalted images
of a person — personality — in the installation genre are not covered in art works, which allows us
to qualify the research in the article as relevant. The purpose of the article was to study the evolution
of the curator’s methods of work with images of Christian spiritual values and contexts of symbols
of “cultural memory”, and the tasks are to clarify the compositional installation techniques used
by the curator, in the synthetic sound of creative ideas implemented in material embodiment
(author’s ceramics, artifacts, architecture, etc.). In writing the article, the methods of “classical art
history” were used — descriptive, iconological, stylistic; and the method of philosophy — semiotic,
referring to the metaphors of the biblical narrative and method of Roland Barthes. Special attention
is paid to the curator’s approaches to the visualization of the installation’s existence and the process
of its interaction with the viewer. In the chronological sequence, the stylistic features of art projects
are noted: at the beginning it is the method of Biblical materialized metaphors, later — some
similarities of placing images in the sacred decor of the temple space, then — ways of understanding
the unity of the meaning of the spiritual and material content. The levels of expression of the sensory-
emotional beginning, where the visual image has the property of reading not only the visible but also
the invisible, have been determined. The author’s directions in the creation of installations
are revealed — the interpretation of the meaning of Christian symbols and “cultural memory”
addressed to the creative person — observing that according to the thesis of Christian anthropology
as presented by Berdyaey, “it is in creativity that a person is most similar to the Creator”.

It is shown that the main strategy of the curator in the construction of the concept and
compositional solution of the interpretive images of installations has its own actualized orientation
associated with the phenomenon of personal and social “gratitude” and appeal to the audience.

Keywords: human, Christian and socio-cultural anthropology, contemporary art, installation,
sacred meanings, personality, “cultural memory”, social gratitude.

Cite: Shklyayeva, Svetlana. “Sacred meanings and images of human in the conceptual
installations of the Almaty curator Elena Grigoryan.” Central Asian Journal of Art Studies, vol. 6, no. 2,
2021, pp. 25-49. DOI: 10.47940/cajas.v6i2.437.
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HOM YYBCTBU-
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B TUCKYPCE
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CKOIo UCKYCCTBA
DO 10.47940/eajas 612,427 KA3AXCTAHA

ART STUDIES

Huaapa Lllomaesa',
[ynbHapa YKymacentoa'

! Kasaxckast HaloHa/IbHas akaaeMust xopeorpadun
(Hyp-Cynran, Kazaxcran)

AHHoOTauusa. Bonpoc NOCTKONOHMANbHOro BAUSAHUS Ha TaHLEBa/bHYIO KYbTypy M CLleHUMYEeCKoe
MCKYCCTBO Ka3axCKOro Hapoaa NoAHMMaEeTCs B IMCKYPCHOM aHann3e TBOpYECTBA COBPEMEHHbIX
xopeorpadoB. NCTopUYECKME UBMEHEHUS MOIMTUYECKOM M COLIMaNbHON XN3HU KasaxcTaHa
NMOCTCOBETCKOro Neproaa o6patnaun B3rNaa oTeHECTBEHHbIX aBTOPOB B CTOPOHY A€KONOHMANbHOWM
3CTETUKM, BblparkatloLencs B camoaHannae npoLwwnoro 1 pedaekcum Ha NnpobaemMaTuKy CErogHsWHEN
peanbHOCTU. AKTYanbHOCTb TAKOro KylbTyPHOro TpaH3uTa He NpoTuBonocTaBnsercs dunocodpun
TpaguLMoHannu3ma, OAHaKO KpUTUKa ee Noapa3yMeBaeT He NPOCTOM BO3BPAT B NPOLLIOE U ero
NOBTOPEHME, HO MOUCK M pa3BuTME B ByayLeM, OCHOBAHHbIE Ha CBA3M C 3THOKY/IbTYPHOW NaMsaTblo
W MPEEMCTBEHHOCTbIO.

B KayecTBe METOA00MMYECKOM OCHOBbI CTaTbl UCMOJIb3YIOTCA UCTOPUYECKUIN, XPOHOSTIOTUYECKUH,
CpaBHUTENbHbIN METOAbI UCCNIEA0BaAHMS, @ TAKXKe OCHOBAHHbIM Ha MEXANCLMMINMHAPHbIX
ryMaHWUTapHbIX KOHLIEMLMAX CEMUOTUYECKMI MeToa. MeToaonorma nccnefoBaHma 6asvpyercsa
Ha paboTax OTe4eCTBEHHbIX aBTOPOB 06 UCTOPUN U PA3SBUTUM Ka3aXCKOro HaLMOHANbHOro TaHLa,
NpPodeCcCUoHaNbHOro CLLIEHUYECKOIO XopeorpaduryecKoro MCKyccTBa U UCKyccTBa KasaxctaHa
BOOOLLE.

MepBble NPo6bl NEPEOCMbICNEHNS HALLMOHANBHOIO CaMOONPEAENEHNS B UCKYCCTBE 3a3BYy4anu
Ha GOoHe UCnonb30BaHUsA 3adUKCMPOBaHHbIX 06Pa30B U MOTMBOB, HO B OCMbICNEHNUM Yepe3
rno6asibHble NOIUTUYECKME NMPOLIECCHI, @ TAKKE perMoHanbHble, CBOMCTBEHHbIE A/151 MOCTCOBETCKUX
NOCTKOIOHWAsIbHbIX rOCYAapCTB. [1pUBbIYKa FOBOPUTb O HALMOHANIbHOM A3bIKOM YYXK/I0M
KNnaccM4yecKom TaHLEeBaNbHON NEKCUKU CMEHMNACh YBIEHEHMEM aBTOPOB GaNleTHbIX MOCTAHOBOK
aBaHrapaHbIMW TEHAEHLIUAMU MUPOBOM XOpeorpadun U nx NOMbITKON MPUMUPUTL HOBbIE
3CTETMYECKMUE MPUHLMMbI C CYLWECTBYIOLWMMU. JanbHeNLLMe NOUCKM Ka3axCTaHCKUX MOCTAHOBLLUMKOB
B MepUoj HeE3aBMCUMOCTU CTPaHbI MPUBEU K POXAEHMIO TEPMUHA «<HEOKa3axcKas xopeorpadusy»,
BMNepBble 03BY4EHHOr0 UccneaoBartenem 1 xopeorpadom AHBapon CaablKOBOW.



lepcneKkTMBHOE HanpaBneHue ans 6aneTMenCcTepoB B MOCTKOIOHWANbHOM XYAOKECTBEHHOM
NoOUCKe HaLUMOHaNbHOW MAEHTUYHOCTM BUAUTCA B OTKa3€ OT NoAparKaHus 1 MOBTOPEHUS YrKe
CYLLLECTBYIOLLErO U B UCKAHWUSX HOBbIX 06Pa30B M X CMbIC/IOBOM HAMOJIHEHHOCTM.

Knto4yeBble cnoBa: xopeorpadbmyeckoe UCKYCCTBO, AEKONIOHN3aLIMS, UCKYCCTBO Ka3axcTaHa,

6aneTMencTep, HeoKasaxcKas xopeorpadus.

HAns yntupoBaHus: LLlomaeBa, unapa v [ynbHapa XKymaceutoBa. «<McTopus AeKON0HWanbHoM
YyBCTBUTENBHOCTU B AIMCKYpCce GaneTMencTepcKoro nckycctBa KasaxctaHar. Central Asian Journal
of Art Studies, 1. 6, N2 2, 2021, c. 50-64. DOI: 10.47940/cajas.v6i2.427.

BBeageHue

Hocne pacnana CCCP noctcoBeTckue
LleHTpaJIbHOa3HaTCKUE rocy1apCcTBa
MPaKTHUECKH CPa3y OKa3aluCh He TOJbKO
BHE COBETCKOH MOJUTHUECKON CUCTEMBI,

HO U BHE MMPO33PEeHHs], JIezKALLEro

B oCHOBe 3Toi cucreMbl (Koplatadze,
Morozov). BoBsieueHHble B pa3Hble
LLEHTPOCTPEMHTENbHBIE MEXKIOCYIapPCTBEHHbIE
1 COLIMOKYJIBTYPHbIE MPOLLECChI, OHU CTaJH
NPEACTaBIATb co60H (peHOMEH, Ha3BaHHBbIN
B 3anaanbix CMU neHTpasbHoaznaTcKUMu
«CTaHAMM»: TEPMHH, MOAYEPKUBAIOILIMH

MX HHAKOBOCTb OT OCTaJIbHbIX MOCTCOBETCKUX
crpaH (Abykayeva-Tiesenhausen,
Kudaibergenova 2017, Adams). Hacesienue
peruoHa, 03aboueHHOE TOrJla BOMPOCcaMu
BbIKMBAHHSI, HE UMEJIO BO3MOKHOCTH
AHAJIM3UPOBATH CBOH 9CTETHUECKHUH OMBIT
WK ero Bocrpuatie. OkasaBlinecs B TAKOH
CUTYaLIMH XY02KHUKH U aBTOPbI HAXOAUJIUCh
B CJI0?KHBIX YCJIOBHSIX MMITEPCKO-
KOJIOHHAJIbHBIX KOH(HUTYpaLHii, B KOTOPbIX
npeo6saaeT noJUTHKA BbXKUBAHHS,

1 TI03TOMY OCTaJICh HECKOJIBKO
He3allMILEHHbIMU OT 06pasa HOBOIo
opueHTaJ/M3Ma, co3aBaemMoro Ha 3anaje

1 B Poccun. B ciioxkuBIInXes yeaoBusx
TBOpYECKHE CHJIbI ObIJIH BBIHYK/EHbI JIMILb
MHTYUTHBHO JIBUTAThCs B HAMpaBJIeHUH
caMooTpesiesieHHs, MoCTeneHHo (GopMUpyst
TPAHCMOJIEPHUCTCKYIO MTOCT3aBUCHMYIO
MO3UIIMIO B CBOEM TBOpUecTBe. Slpue Bcero
B TOM HarpaBJjIeHHH MPOSIBUIIHN ce0st
XYJI02KHUKH - BU3YaJIUCThl, @ HMEHHO:

V. Axmenoa, H. A66acos u B. AxyHos

B ¥Y36ekucrane, C. AtaGekos,

K. bazapranues, E. Menan6ekos,

C. CyneiimenoBa B Kazaxcrane
(Kudaibergenova 2016, Kudaibergenova
2018, Tlostanova).

KacarenbHo xopeorpacguieckoro
MCKyCCTBA (DEHOMEH ChIrpaJl CBOIO
poJib nozaree, B Hauase 2000-x roaoB,

YTO CBSI3AHO C MPUCYTCTBHEM CHIILHON
TPaJIMLMH PYCCKOTO KJI1aCCHYECKOT0

OasieTa Ha Ka3axCTaHCKOW GaJleTHON

cuene. O603HAYNTh, KAKHM 00pa3oM 3TOT
(hakT Mpoao/KAET BAUATH HA Pa3BUTHE
COBPEMEHHOH Ka3aXxcKoil xopeorpadui,
CTAHOBMTCS LeJIbIO TIpe/yiaraeMol CTaThu.
JInlb co cMeHOM MOKOJIEHUH U pOXKIeHHEM
TJ1esiibl MOJIOJIBIX Xopeorpados, yke
MOJTYYUBLLIMX MTPOodheccHoHaNbHOe
o0pasoBaHue U TBOPUECKH COCTOSIBLLINXCS
B [1€PUOJL HE3ABUCHMOCTH, MOXKHO TOBOPHUTb
0 3aMETHOM PeakLMU U aBTOPCKOK
UYBCTBUTEJIbHOCTH K TAHHOH TeMaTHKeE.
OTzesibHY10 poJib Chirpajia MUpoOBast
TEHJIEHLIUS B Xopeorpaduu K paciinpeHuIo
reorpapuiyecKix rpaHull i MPU3HAHHUIO
TaJIaHTJINBBIX aBTOPOB M3 «HeOaNeTHbIX»
KYJIBTYP.

[IpoGnematuka o6cyK1aeMON TEMBbI
COCTOMT B TOM, YTO YACTO MpoLlece
MOCT3aBUCUMOH JICKOJIOHHAJIBHON
YYBCTBUTEJIbHOCTH BOTIJIOIIAETCS B MECTHBIX
YCJIOBHSIX MTOCJI€ U3yUeHHsl BOIpoca
3a py6exxom (Browning). Buytpennue
MPOILECChl YACTO NMPOTEKAIOT €3 I0JXKHOTO
BCECTOPOHHEr0 BHUMAHHs HCC/enoBaTesnei
1 6a/1eToBeNOB. DTHUM 06YyCI0BIEHA
aKTyaJIbHOCTb HACTOSILLIETO UCCIIeI0BAHHUSI.

OcHoBHbIe BOIMPOCHI, 3alaBaeMble
ABTOPOM CTaThbH, 3ByUaT CJIEILYIOLIUM
o6pazom: «Kak npHHLHKIbI CyLLeCTBOBAHMUS
Ka3aXCKOH HALlMOHAJILHOU TaHLleBaJbHON

Central Asian Journal of Art Studies Volume 6. Issue 2. 2021



Central Asian Journal of Art Studies Volume 6. Issue 2. 2021

KYJILTYpPbl HaXOJISITCSl BHE IOMUHHPYIOLLLETO
KJ1aCCHUeCKOro eBpOrencKoro
npeacraBieHus o «xopeorpaduun»? Kak
CEro/IHs POUCXOJUT (MJIK HE TIPOUCXOJINT)
JIEKOJIOHU3ALMs] HALMOHAJILHOTO CO3HAHMUSI
yepes Xxopeorpaguio B TBOPUECTBE
OTeUeCTBEHHbIX OajieTMeHCTepoB? »
MeTo10/10rH4ecKy0 OCHOBY CTaTbH
COCTABHJIM 3HAUUTEJIbHbIE PAGOTHI
3apy6eKHbIX TEOPETHKOB, H3YYatoLHX
MHPOBOE KyJILTYpHOE HAC/eIHe:
b. Kupuien6aart-Iumoserr, A. AGbikaeBo#i-
Tucenxaysen, b. bpaynunr, a Takxe
KPYIHbIE UCCIIENIOBAHNS Ka3aXCTAHCKHUX
astopoB: J1. T. Kynaiibeprenonoii,
A. b. llanku6aesoii, A. A. CanbikoBo#,
I T. )KymaceurtoBo#i. C ToukH
3PEHHUST KOHLIEMLUK CTPATerM4ecKoro
ICCeHIIMaNU3Ma, Mbl paccMaTpUBaeM
ICTETHUECKHH OTBIT KA3aXCTAHCKHUX
1 JIPYTUX LLEHTPaJIbHOA3HaTCKUX
aBTOPOB, 0ObEIMHEHHBIX TPUHSTHIM
B COBETCKOM MpeCTaBIeHUU 0000111eHHbIM
1300paKeHneM HaMOHAJIbHOMN KYJIBTYpbl
ITUX CTpaH. XpPOHOJIOTHUECKHH aHaA/N3
paboT Ka3axCTaHCKUX OajieTMeHCTepoB
MIOCTCOBETCKOr0 MepHojia 1aeTcs
yepes Npu3My MOHSITHS ABOUHOH
YyBCTBUTEJIbHOCTH, MPENT0KEHHON
M. TnocranoBoii. CpaBHUTE/IbHBIN
aHaJiu3 KyJIbTypHOTO Hac/eust HauboJiee
3HAYNMBbIX MTPEJICTABUTENEN OTEUECTBEHHOTO
HaseTMelCcTepCKOro UCKyCcCTBa
MOCTKOJIOHHAJIBHOTO TTePUOAIA 1aeT
OLIEHKY, KAKHM 00pPa30M CTHJIb MbILIIJIEHHS
aBTOPOB MCMbITA/ Ha cebe BIUsIHUE
(MJTH €r0 OTCYTCTBHE ) UMIEPCKOH MIE0I0THH
B noHuManuu . Cauna, ornucanHoro B ero
Tpyne « OpueHTa u3M», CyTb KOTOPOTO
3aKJIIOYACTCSA B CO3JIAHNH KYJILTYPHOH
KOHLLEMIMHU IOMMHAHTHOTO 3arnaza
B oTHOlLIeHHH Opuenra.

Pe3ynbtaTthbl

DCTeTHUeCKHUI OMbIT Ka3aXCTaHCKHUX
XY[LO2KHHKOB H aBTOPOB MTOCTCOBETCKOr0
nepuoja npruobpest HoBble GOPMBbI
MOCTKOJIOHHAJIBHOTO, TIPHHYAUTEILHO

YTPUPOBAHHOTO (pyHIaMeHTaH3Ma:
HauuoHasbHoro. [ Ipolece KOHCTpyHpoBaHus
WIEHTUYHOCTH L1€J 110 HECKOJIbKUM
TPaeKTOPHUSIM: OT OBTOPHOTO UCIOJIb30BAHMSI
OpHAMEHTAJIM3Ma U PA3JIHYHBIX
OPHUEHTAJIUCTCKHUX CTHJIH3ALHUH

J10 rocJielytolux 6oJsiee cepbe3HbIX
TOIBITOK BO3POKAEHHST STHOHALMOHAJILHBIX
00pasoB 1 Kocmosioruu. Kasaxcran kak
eBpasHiicKoe rocy1apcTBo MpejcTaBJsieT
MHTEPECHDIH CJIydall MPOTECTHOTO HCKYCCTBA
Kanu6ana. Bo-nepBbIX, aBTOpbl HAUMHAIOT
MCXOJIMTh U3 MPeyBeJMYEHHOT0 ONpele/eHUs
A3MaTCKOH MICHTHYHOCTH M 0(OPMJISIIOT €ro
B 9KCIJIyaTallM¥ COOCTBEHHOIO Ka3axcKoro
MOHIOJIOUJIHOTO THITaxKa, KOTOPbIF cam

1o ce6e BBICTYNAeT KaK CHMBOJIMUECKHH
00pas 3CTETHKO - MOJIMTHYECKOT0
YTBEP2K/CHHUS. DTa U NapasesbHast
TEeHJICHLIUS, BbIpAXKeHHAasi B CTPEMJICHHH
paccMOTpeTh HallHOHAJbHOE Yepes3 MPU3My
MOCTABAHIAP/IHOTO UCKYCCTBA BbIHYK/IAET
aBTOPOB OpaTh NPUMEP ¢ CaMOOBITHBIX
xopeorpaoB HeGaeTHbIX KYyJBTYp,
CTaBLLUMX U3BECTHBIMHU Ha 3anajze. Hacro
WISl T10 My TH IUCKPEAUTALMH «CTaporo»,
OHH OKAasbIBAIOTCS B ONPEIe/ICHHbIX
NPEANUCAHHBIX MOJIRJISIX, KOTIUPYIOT
JIOMHHHUPYIOLLHME TeHEHLUU MHPOBOIO
xopeorpaduueckoro uckycerpa. Tak,
00pasbl Ka3aXCKo# MU(OJIOTHH ObLIN
Mcrosb3oBanbl [ybHapoi AnamoBoi

B IByXakTHOM bHaJsiete « Ke3TbipHak»

Ha My3biKy b. AkoieBa u A. MykaTasi.
MupoBo33peHyecKast MO3ULUS eIMHCTBA
MHUpa JIIOJEH U IyX0OB, CBETJIOr0

1 TEMHOTO KaK 000POTHBIX CTOPOH

JIpYT IpyTa, MPOUCXOASALLAsA U3 3TOTO
Hepa3peluMocTb KOH(JIMKTa 60pbObI
JIIOJIEH C YKE3ThIPHAKAMH (JIEMOHHYECKUMH
MH(OJIOTHYECKUMH CYLLLECTBAMU C MEIHBIMU
KOTTSIMH ) BbIPA3UJIUCh CPEICTBAMU
TJIACTUKH HE HALMOHAJILHOM, a B TEXHHKE
3arnajiHoro coppeMeHHoro tanua. Hano
cKasarhb, uto xopeorpad [yabHapa

AnamoBa cosjniasna CBOH KOJIJIEKTHB

Y CTPEMHUTCS] pa3sBUBATh aJIbTePHATHBHOE
HarpasJieHHe TeaTpajbHOro TaHUEeBaJlbHOTO
MCKYCCTBA, 4TO caMo 1o ceOe siBIeHHe



ucktountesnbHoe. Cectpbl [ynbHapa

u [ynomupa [a66acoBbl — UCMONHUTENH,
Xopeorpadbi-HOBATOPbI, aKTPHCHI,
peKuccepbl, MOMyJIspU3aToOphb

1 nperojiaBaTesili COBPEMEHHOro TaH1a
B KaszaxcraHne, noJyunsLine oOUIHPHbIH
MeXK1yHAPOJHBIH OMBIT B 9TOH 06JIACTH.
Mx cob6eTBeHHbIR HeOOJIbILIONH KOJIIEKTHB
JIIOOUM MyOJTMKOH 32 CMEJIOCTh

U UCKPEHHOCTb, CAMH OHH Ha3bIBalOT

€ro TaHILTeaTpoOM eBPOINEHCKOro CTUJIS,
TJ1e 3a/1eHCTBOBAHbI U Xopeorpadgus,

1 JIpaMa, U TeKCThl, U BoKaJl. KX nHTepec
K JIEKOJIOHUAJIbHOH 3CTETHKE BbIParXKeH

B Gasierax « Hapkbi3» Ha HapojiHble
MOTHBBI TIOPKCKHUX HApPOJ0B U «Tambip»
Ha my3blky K. [lIunbnebaesa. B cnexrakie
«Tamblp» He cTaBUTCS 3aj1a4a co3/1aTh
CBOI0 3CcTeTHKY. [ab66acoBbl paboTatoT

¢ rotoBbiMH popmamu. [TouyBcTBOBaB
HEKYIO CTePHJIbHOCTb M BAKYyM

3aKOHCEPBHPOBAHHBIX POPM HALIMOHAJBLHOTO

HacJe/nsl, OHU MPELJIOKHIN CBOH BAPUAHT
0CBOOOXKIEHHS ITUX POPM B KAXKJIOJHEBHOH
peasibHOCTH CETOHALIHETrO JIHS: 1J1s JIIOJeH

ypOaHUCTHUECKOTO MUPA BayKHO H30ABUTHCS
OT KYJIbTYPHbBIX CTEPEOTHIIOB, MeIMaobpasoB

W noApaKaHHusl.
Baxknblie JUIA Ka3aXoB CHMMBOJIbI, TAKHE

KaK KaMeHb, BOHJIOK, HABO3, M0E3/1, MOJIbIHb,

CTAHOBSITCS OMPEEAIOUMMHE OPUEHTHPAMH
90-X 1 aKTHBHO UCIOJIL3YIOTCS
XyJIO’KHUKaMH U iepcopmepamu. OHu
MPEABOCXUILAIOT 3Tall 1eKOJOHHAIBHON
uyBcTBUTEIbHOCTH 2000-x 11 2010-x

rojI0B, 3HAUMMO# Xopeorpaduueckoi
paboTON KOTOPBIX CTaJsl OIHOAKTHbBIH OaJsieT
«)Kycan» («IToJibiHb> ), I3bIKOM TJIACTHKH
MOBECTBYIOLIUI 06 UCTOPUUYECKON TaMSITH
Benukoit Crenu n Hacessiiolero ee Hapoja.
[TocTaHOBUIMKOM NMPOU3BENEHHST HA MY3bIKY
K. lunbaebaesa, C. PaxmanuHoBa,

A. Tlspra, K. Jlxenknnca Ha clieHe Teatpa
«Actana basier» BblcTynua TanaHTIMBbINI
Mouionio# xopeorpad Mykapam ABaxpH.
CrpaTternueckum pellieHueM aBTOPCKOTO
B3IVIs1/1a CTaJl 9KCIIEPUMEHT TPaH3UTa,

KOIJIa OHa ocrnapuBaeT 3ahMKCHPOBAHHbIE
TaHleBaJbHble POPMbI H OTKA3bIBAETCS

OT H300Pa3UTEeIbHOCTH HALIMOHAJIBHOTO
KOMITOHEHTA (KOCTIOMOB, MY3bIKH )

B 110J1b3Y MOIbITKH BO3OYIUTh

B MIAMSITH 3PUTEJISt SMOLMH, HCTIbITAHHbIE
JIMYHO U B OOLIEH HCTOPUU HAPOIHON
cyabObl. JIntepatypHoil KaHBOH B3SIThI
MO3THYECKHE CTPOKH JIHOPETTUCTA

baxbita Kaup6ekosa. Kak ussecrHo,

9TOT 2KAHP MPEJACTABAACT COOOH MbILITEHHE
oOpaszamu, rnepeaoLLMU HACTPOEHHE
aBTOpAa, Yallle BCero HHOCKa3aTeNbHO.

W, B oTCyTCTBUE CIOXKETHOCTH, ABaxpu

1 Kanp6GekoBbiM Oblsl HAHJIEH TOUHBIH

1 00bEMHBIA CUMBOJI MTOJIbIHU, KOTOPBIH
MO3BOJIMJ Xopeorpady GbITh CBOGOJHBIM

B MyTeLIeCTBHH M0 MPOCTPAHCTBY Ka3axCKoM
KyJbTyphbl: «baner “XKycan” — npumep

o6pasHoii xopeorpadui, rie NoBeCTBOBaHHE

0 CTaHOBJICHHH MUPOOLLYLLIEHHST Ka3aXCKOro
Hapoya WIeT Yepe3 CUMBOJIbI, K KOTOPbIM
aBTOp obpaiiaercs B kKapruHax “Hesecra”,
“Camym”, “Ilosibinb”, “KenrtaBpbl”,
“He6ecubiit nap”, “Oxora”, “Benuxuii
mkyT”, “I1pobyxnenue”>» (Penoposa).
Xopeorpad He 6pocaeT BbI30B,

He MPOBOLUPYET, BMECTO TOTO MbITAETCS
YYTKO BbICBOOOJIUTh 3a0bIThIE UMITYJ/IbChI
Y OLLYLIEeHHsI, BO3MOXKHO M3 JIETCTBA,
BEPHYTb apOMaT »KU3HHU U YBaXKEHHS]

K cOOCTBEHHOH HCTOpHH. B 3TOM
OTHOLIeHUH paboTa OJH3Ka

K J1EKOJIOHUAJIbHON 3CTETHKE, TTOCKOJbKY
3aj/lyMaHa Ha ypOBHe, IJle palMOHa/bHOE
MPOHU3AHO IMOLUSIMH U JIyXOBHBIMU
saemeHTamu. Bo BpemeHa He3aBUCHMOTO
Kaszaxcrana, korzia Bce ellie sipKo
oulyllaeTcst KOJIOHH3HPOBAHHOE CO3HAHMe,
Takast pejIoyKeHHast cUcTeMa LeHHOCTe !
0 NPEKPaCHOM MpeojloJIeBaeT Tarl
60J1€3HeHHOH pedhieKCHH, XapaKTepHOH
U151 MOJIOJIBIX TOCTKOJOHHAJIbHBIX HALIWH
C pacrJibIBYaThIM MPEACTABIEHUEM

0 HauuoHaJbHOH uiee. [TocpencrBom
noa60pa BU3yaJibHbIX U SMOLMOHAJbHBIX
CHMBOJIOB ABaxpH Jie/1aeT MOMbITKY
U30aBUTb 3PUTEJIS OT JJAKUPOBAHHOM
KPaCUBOCTH, Cypporarta, K KOTOpomy

ero MPHyYUJIH, U HAYUUTb JIOOUThH CBOE
COOCTBEHHOE.
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Hano ckaszatb, uto crnekrakio «Kycan»
Ha cueHe «Acrana basier» npeniectBoBai
«Anem», TakKe Ha HallHOHAJILHYIO
TeMaTuky. Poccuiickuil 6anermericrep
Hukura JIImutprueBckuil moctaBuil ero
Ha MY3bIKy COBPEMEHHBIX KOMIIO3UTOPOB
b. ladaposa u A. AMapa 1 npeiBOCXUTHI
CHMBOJIM3M TMO31HUX paboT ABaxpH,
co3nan GaJieT Ha OCHOBE TIOPKCKOTO 3110ca
0 «POKJEHHH JIyLLIH, TyTH ¢ Hebec
K 3€MHOH »KU3HU CKBO3b ThbMY
¥ McnbITaHust» («Asem» )

Hpyrum motuBom LleHTpasibHoii Asuu,
Kpasi KapaBaHOB, §IBJISIETCS JIOpOra Kak
CPEJICTBO BbIKMBAHUS. 3/1€Cb MHOTHE
aBTOPbI UTPAIOT HA (hyHAAMEHTATLHOM
1 KyJIbTYpPHOM 3HaueHnu Beskoro
1LIJTKOBOTO MyTH. XopeorpahriecKuii
Homep JKanara baijnapanuna «B mytu»,
MOCTaBJIEHHBIHN J/151 BBIMTYCKHUKOB
AsnmaTHHCKOTO X0peorpaguueckoro
yunsiiia uM. A. B. CesiesneBa B 1999 rony,
JIOCTOWH OT/I&JILHOTO YITOMHHAHHSI.

B 2016 1. B TATODB uwm. A6as
cocTosiJiach npemMbepa 3THO-6aJjeTa
«TypaH nana — kpipaH nana» («Beunas
3eMJIsl Kazaxckasi» ) B xopeorpacdun AHBapbl
CazibikoBO# Ha MY3bIKaJIbHY1I0 KOMITHJISILIMIO
u3 npoussenenunit laynerkepes, Mykei,

H. Tnennuena, A. PauMKysioBo#, a Takxe
3THO-osibKIOpHOTO ancamob.s «Typan».
Ero ucnosnui TeaTp 10HbIX apTHCTOB
H6asiera «OpJiey», CyLIECTBYIOLLUH TPU
AJMaTHHCKOM XOpeorpathuuecKoM yuHJIuLLe
M. A. B. Cenesnena. AuBapa CanpikoBa —
ABTOP MHOTMX MMUHHMATIOP HA HALIHOHAJILHYIO
TeMy, a ee Moc/eHsisi i HauboJsiee 3HauMMast
pabota, nocrapJjeHHast /sl TPYIIbl TeaTpa
«Acrana basier», HocUT Ha3BaHHe
«Jlerenna o Typanre» (2020).

Takxke oHa BBesia B HeO(hHLIMATBHYIO
TEOPETHUYECKYIO JIEKCHKY MOHSTHE
«HeoKazaxckasi xopeorpadusi», 4ro,

Ha Hall B3I/, HA JaHHBI MOMEHT
MOJABOJUT HEKUIA NTPOMEKYTOUHBIA UTOT

B T1pollecce JIEKOJOHU3ALMH HALIHOHAJBHON
TaHUeBaJbHON Mblc/H. Heobxonumo
OTMETHTb, UTO HeoKasaxckast xopeorpadust —
3TO JIMUHOE TIOHHMaHKe

1 MHIMBHyaJ bHOE TIpeacTaBaeHne AHBaphbl
CanplKoBOH 0 CEroHsIIHEM JTarne Pa3BUTHS
Ka3axcKol xopeorpacuu. 3HaueHue,
KOTOpPOE OHa BKJIAJbIBAET B TEPMHUH,
BbIpaxKaeTcsl B HaJIOXKEHUH Pa3JIMUHbIX
OMbITOB, Yepe3 KOTopble IyOOKHe TPajrLIUHu
KyJIbTYpPbl Ka3aXCKOTO Hapo/ia MpoLIn

B TeUueHHe MOCJeNHUX cTa JeT. JIto6oe,

Jla’ke He3HAUUTeNbHOE, BJUSHIE HA HETO
Heo6X0IMMO oco3HaBaTh. CI0XKHOCTD

1 CHM(OHUYHOCTD YKU3HH, KOTOPYIO
MCKYCCTBO JIOJZKHO OTOOparkaer

He B MJIOCKMX U 3aCThIBIINX 00pa3ax

WJIH CTHJIM30BAHHbBIX apXaUYHbIX y30paXx,
TpeOyeT NPUCTANBLHOTO U YYTKOTO

B3IVIsla Xopeorpada-xy10:KHHKa,
MOHMMAIOILETO W TOHKO YyBCTBYIOLILETO
HIOAHCBI OKPY2KAIOLIUX MTPOLIECCOB.

B paGotax oHa MHOroKpaTHO BO3BpalllaeTcs
K pus10COPCKUM MUPOBO33PEHUECKUM
MCTOKAM, BCEraa HeCTaOUIbHO U U3BMEHUYHBO,
HO COXpaHsisi OTpeJie/IeHHbIe TOBTOPSTIOLLHECS]
1 BCerJia y3HaBaeMble PEeKOHCTPYHPOBAHHbIE
s7eMeHThl. Jlymaercsi, 4To B CBOUX
TBOpueckux rnouckax A. CajbikoBa

ellle He JI0 KOHIIA CMOTVIa BbIPA3UTh TO,

4TO YYBCTBYET KaK pethieKCHPYIOLIHH
uceenoBatesb. JIBUrasicb B Takom
HanpaBJIeHUH, UCKYCCTBO MOXKET TOBOPUT
060 BCEM U HU O YeM KOHKPETHOM,

M TOJIBKO B TAKOM CJTyuae OHO CTAaHOBUTCS
SIBJIEHHEM UMCTO JIyXOBHBIM M BEUHbBIM,

BHE CYIIECTBYIOIIMUX PAMOK U KAHOHOB.

OAuvucKyccusa

B ucTopun Borpoca oTcyTCTBYIOT pa0doThl,

B KOTOPBIX Obl NTyODOKO U MHOTOCTOPOHHE
paccmaTpuBaJiach npobJjemMaTHKa
1306paXKeHUs1 HAMOHAJIbHON TaHLEBaJbHON
KYJIbTYPbI CPEIHEa3UaTCKOTO pernoHa

, B YacTHOCTH, KasaxcraHa, ¢ TOUKH 3peHus
JIEKOJIOHUaJIbHOU puTOpuKH. OJIHaKO ceiuac
Ha OOJIBLIMX U MAJILIX CLIeHaX pecryOJUKU
MOXKHO HaOJI01aTh KaK MOCTAaHOBKH
COBETCKOI0 Mepro/ia Ha HallHOHAJbHYIO
TeMy, TaK U paboTbl aBTOPOB MEpHOJA
HezaBucuMoro KasaxcraHa, /151 KOTOPbIX
ObLJIM BITOJIHE OCSI3a€MbIMH CHJIbl YTHETEHHS,



Cr1ocoOCTBOBABLINE CO3aHHUI0 MUpa
OpHeHTaJM3Ma B POU3BEIEHUSIX HCKYCCTBA
COBETCKOH 310xH. JlocTaTouHO MOCMOTPETh
Ha TO, KaKk U300pazkaeTcs KyJabTypa
HapO/I0B 11IeHTPaAJIbHOA3UATCKOrO BOCTOKA
1 KaBkasa B coBeTckoM OajieTHOM
uckyccTBe: «Imbaema Bocroka —
CTPEMUTEJILHBII My>KCKOH TaHelL.
HeykpoTtumocTh xapakTepa Bomioniaercs,
npexJe Bcero, B ObICTPOM JIBUKEHHH.
[lnameHHbIll TeMIiepamMeHT, azapt
BbIPa’KeHHsl SMOLUI CHIUT B KPOBH
BOCTOUYHOIO MY>KUMHbI H BbISIBJISIETCS
B TaHlle Hauaydium o6pasom. Myxckue
noJsioBelkue nisicku y A. Bopomyna —
spkuil Tomy nipumep... [To To# ke npuunHe
u “Baxuncapatickuii honran” b. Acadbena
JIECATUIETUSIMH He cXouT co clieHbl [ATOD
uM. AGasi, Tak Kak B HeM BEJIHKOJIENHO
BbIpazkeH Jiyx BocToka — pojicTBeHHBIH 1yXy
CTernHsIKa. BOCTOUHBIM KeHCKUM TaHLaM
CBOHCTBEHHA TOMHOCTb, CO3€PLATE/BHOCTD,
cTpacTHasi Hera, 4yBCTBeHHOCTh. OHH
TO2KE CBOUM MCTOUHMKOM MMEIOT XapakTep
BOCTOUHbIX 2KEHIIHH, TOKOPHBIX BOJIE
MY?KUMH, HO 3HAIOIINX HEOTPA3UMOCTh
cBoelt KpacoTbl. ToMHOCTL — TVIAaBHbBIN
crepxkeHb “Tanua nepeunok” B “XoBaHiyHe”
M. Mycoprckoro, MHOTHX 31H30/10B
“Ilexepazans” H. Pumckoro-Kopcakona.
Bripouem, He TOIBKO TOMHOCTb €CTh B
YKEHCKOM BOCTOUHOM TaHIIE.
K npumepy, TaHueBasbHast JieKCHKa 3apeMbl
1 Mexmens bany cBUIETE/LCTBYIOT
0 OOJIbLIECH aMIJIUTYJIE TICUXOJOTHYECKHX
coctosinuit» (CajnbikoBa 27). OaHako,
K MTpUMepy, MCUXO0JOTHIECKOEe HAMOJIHEHHE
o6paza MexmeHns bany us «Jlerenupl
0 JOO6BU» SIBJISIETCS] BO MHOTOM CJIE/ICTBHEM
KyJIbTYPHOH TponaraH/ibl TOTaJUuTapHOTO
COBETCKOro cTposi. Cam BbIOOP CLIEHHYECKHX
CIOXKETOB JIOJIZKEH OblJ1 COOTBETCTBOBATH
3aJaHHOMY HJIEOJIOTHUECKOMY
HarpasJ/eHuo. Xopeorpadbl B HUX TOBOPSIT
SI3bIKOM KJIACCUUECKOM JIEKCHKH, alanTHPYsI
(GoJiee WM MeHee yIayHO ) CTHIM30BaHHbIE
HallMOHAJIbHbIE 3JIEMEHTbI.

[TepBble Mpo6bI CTUNIH3ALUN
Ka3aXCKOro HallHOHAJBHOTO TaHLA OblIH

npeanpuHaThl B Asima-Ate npueakumMu
npoeccroHaNnbHBIMU KajipaMu

13 OJIM3JIeKALIHX COIO3HBIX PECTyOJIHK:

A. ApnoGycom, A. AnekcanIpoBbIM,

JI. )KykoBbim, 1O. KoBaseBbim,

X. Hacbipooii, M. Kapu-$1ky6oBbIM.

Bce onu B TOH WK HHON CTeNeHU

M3ydaJii 2KHM3Hb U ObIT Ka3aXCKOr0

HaApo/a, My3bIKaJbHbIH W TAHUEBAJIbHbIH
hosbKII0p, TpamriiuK U 06psisibl. [aBHOE,
yto HasieT™MencTepaMu OGblIH COOPaHbI
OCHOBHbI€ XapaKTepHble HAPOJIHbIE YEPThl
TBOPUECTBA, U 3TOT MOMEHT MPHUHSITO
CYMTATh TOUKOH OTCYETa B CTAHOBJIEHHH
npodeccHoHaNbHON Ka3axCKoH
xopeorpacuu (CapbiHoBa ). B Tpyne

A. b. lllanku6aeBoil oHaKo OTMEUEHO,
UTO B [1OCTYNATEJbHOM PA3BUTHH TPAIULIMI
MOJTYYHJICS HEKOTOPBIH Pa3pblB, KOTOPBIN
He JiaJ1 I0JI2KHbIM 06pa3oM BHECTH
(hOJILKIIOPHOMY TBOPUYECTBY CBOEH CTPYH

B MacCLLTaOHOCTb PAa3BUTHSI COBPEMEHHOIO
CLIeHMY€eCKOro Ka3axCKoro TaHua, Kak 1o
ObLJ10, K IPUMEPY, B UCTOPUH PA3BUTHSI
PYCCKOTO HJIH Y30€KCKOTO TaHLEB.

Ho, oTMeuasi noJjioxKuTesibHyt0 CTOPOHY
3TOTO MCTOpUUecKoro ckauka, [1lankubaena
FOBOPUT O TOM, YTO OT/IE/IbHbIE 3epHA
(hOJILKJIOPHOTO HCTIOMHUTEIBCTBA BCE 2Ke
nomnaJu B 06paboTaHHYIO KJIaCCHYECKHUM
TaHUEM CpeJly, pe3yJbTaT KOToOporo
cKasaJicst MOJIHUEHOCHO (78 —79).
WcnonunTenu-suptyossl, Takue kak [Ilapa
JKuenkynosa, Ay6akup Memausios, HMckak
bBuxbibaeB u 1pyrue, ecTeCTBEHHbIM
00pa3oM BHECJIH CBOIO JIENTY B NAJUTPY
TaHUeBaJbHbIX Kpacok. Ciyunscst pakt
(hMKCHPOBAHHUS KyJBTYPHOTO HACJEUS
Ka3axCKOro My3blKaJibHO-TaHLEBAJILHOTO
TBOpYecTBa. YTO OHO, B CYLLLHOCTH,
NPEJICTABISIET U KAKOE KyJIbTYpPHOE 3HAUeHHe
HECET B CBETE U3MEHSIIOLIETOCs MOTOKA
MCTOPHH, ellle He JI0 KOHLA OCMbIC/IEHO.
HMuTepecHo MHeHHe HccseoBarte/isi Bonpoca
KyJsibTypHoro Hacsenust b. Kupuienbaart-
[umbs1eTT, KOTOpasi HA3bIBAET CBA3b

€r0 UCITOJIHUTENICH U ayAUTOPUH
MeTaKyJIbTYPHbIMH OTHOLLEHHUSIMH,

B KOTOPbIX ’KHBblE CyGbEKTbl TPAKTYIOT CBOIO
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JIEITEILHOCTD 110 OTHOLLIEHUIO HE TOJILKO

K 60JIblIeH 0OLIHOCTH HALIUK, HATIPUMED,
HO U K MTOJIMTHYECKOMY H 9KOHOMHUECKOMY
oynyiemy stor Haumu (Kirshenblatt-
Gimblett). Haflinennbie TanieBasbHbie
OCHOBBI J1aJI1 1AJbHEHILIHHT TOJTYOK

K COBEPILEHCTBOBAHUIO U OCMbICJIEHHIO
(opMbI U coiepKaHUs IBUKEHUH

B TBOPUECTBE MEPBBIX OTEUECTBEHHbIX
HasieT™MelCcTepoB, MOJYUUBILINX
KJlaccuyeckoe OaseTMerncTepeKoe
ob6pasoBanue B Mockse u Jlenunrpane:

J1. A6uposa, M. Tney6aesa, 3. PaiiGaesa,
B. AtoxaHoBa. Jlajiee Mbl BUIHUM, UTO
6oJiblIasi 4aCThb UX MEPBBIX pabOT

Ha TeaTpaJsibHON ClieHe MpeCTaB/sieT
COOOW KPYTHBIE TPOU3BEICHHS, CO3/ITaHHbIC
110 THITY U 11a0JIOHY POCCHICKO-COBETCKOro
obpasua. 1 eciin kazaxcraHcKoe HCKYCCTBO
COBETCKOTI0 MepHojia XapaKTepru3oBaloch
COLHAJIMCTHYECKUM B CBOEM COZICPKaHHH,
HalMOHAJILHBIM M0 opMe, TO B HavYasie
MOCTCOLUMATUCTHYECKOTO MEPHO/Ia OHO
TpaHcopMHUPOBAJIOCh B pa3BUBaloLLEecs
M0 CBOEH CyTH U (ha/IbIIMBOITHHUECKOE

no cBoeil popme. To ecTb Mbl MOXKEM
FOBOPHUTB O TOM, YTO POCCUHCKO-COBETCKOE
BJIMSIHUE MTPEBPATHIIO KYJIBTYPHYIO

1 9CTETHYECKYIO CEMUOTHUECKYIO CUCTEMY
Xy[I0;KHUKOB W aBTopoB Kaszaxcrana

B eBpoleHTpuueckyto. M cerojns

Mbl MOYKEM HAOJMIO/IATh HEKHE
KpeosIM3HpoBaHHble (hopMbl COBETCKOi/
TOCTCOBETCKON U MECTHOH XyJ0KECTBEHHOH
YyBCTBUTEIbHOCTH.

B tpyne M. TnocranoBoii fenaercst
NpeanoJoKeHue, 4To nNogoOHbIH
9CTETHUECKHUH OTBIT MOPOJIUJI TIOKOJIEHHE
JIACTIOpaJIbHOTO PeKUMa, KOTopoe
o6J1aiaeT ABOUHON YyBCTBUTENBHOCTBIO,
Cr1ocoOHOH BHIETh O0JIbLIE, UEM JIHIIb
3anan wiu Bocrok (Tlostanova 46).
[TousiTusi, co3nanHble JIOIbMH,

B CYLLLHOCTH, SIBJISIFOTCS BbIpAXKeHUEM
60JbliIe BOOGpaxKaeMol reorpaduu,

yeM peasibHOi. O6 3TOM rOBOPHT B CBOEM
uccaenopannn dapapa Cana. CozaBucHMble
otHollleHus 3anaja u OpueHTa, Korja
NepBbIi CO3/1AeT KYJIbTYPHYIO

KOHIIEMIIHIO BTOPOro, no MHeHuto Cauia,
3anpeniaet Hapoiam Bocroka n Aznn

B 11€JIOM BbIpaxKaTb M MPECTaBAsAThL cebs
OT/I€JIbHBIMH HAPOJAMHU U KYJIbTypaMu
(Said). Takum o6pazom, xopeorpadsi,
noJiyduBlire 06pa3oBaHue B TPAAULHSX
pyCCKOH OaJIeTHOH LIKOJIbI, CO3/IAI0T
HEKHH CUMYJISIKP STHHUECKOH (hOPMBI.
Cawmo nonsiTue «xopeorpaduu» sBJseTCs
TIOHSATHEM UYXK/IbIM ¥ HaBSI3aHHBIM,
MCKJIIOUAIOLLMM BO3MOXKHOCTb MOJHOTO
MOTPY2KEHHUs B UCTHHHYIO TIPUPOJLY
HallMOHAJILHON TaHIIEBAJIbHOMN KYJIBTYPbI.
[Ipembepa GaseTHOro criekrakss «JlereHus
Benuko#i crenn», npuypoueHHas

K 550-setuto Kasaxckoro XaHcrsa

u nipotenias Ha ciiene FTATODB um. AGasi
B utone 2015 rona, siBJsIETCS B 9TOM CMbICJIE
XopoluuM npumepom. Ero nocrasusa
HaponHas aptucTka Kasaxcrana,
osucraresbHas 6anepuHa ¢ KMOCKOBCKOH
LIKoJI0k» B npouwiom [yibkan Tytkubaesa
Ha MY3bIKY Ka3aXCKHX KOMITO3UTOPOB

A. JKy6anosa, H. Tnennuena,

M. Manruraesa, M. CaraTtoBa,

T. Kaxrasnesa, A. CepkebaeBa.

Ha acranunckoii xxe ciiene B 2006 rony
Obl1 NpeficTaB/eH Oanet «AJsKucca»

Ha my3blky P. CanaBatoBa B xopeorpacuu
B. Tonuaposa, ocHOBaHHbI# Ha cUMOHO3e
CKa304YHOro (hoJIbKJI0pa TIOPKCKHX

U CJIaBSIHCKHUX HaposoB. [1o BeipazkeHHIO

[ ’KymaceuTtoBot#i, criekTak/ib co3nan

10 TeM Ke 3aKoHaM OasleTHOro
KJ1aCCHUECKOro KaHOHA ¢ (DUHAJIbHBIM
JIMBEPTUCMEHTOM, TTIOJIHBIM Pa3JIHIHBIX
BUPTYO3HbIX BapHallMi 1 MacCOBBIX
HOMEPOB, UeMy TaKzKe CrIoCOOCTBYeT
My3bIKaJibHOe OpopMJIeHHE,
nepekJuKatoleecs: ¢ HeKOTOPbIMH
M3BECTHBIMH KJIaCCHUECKUMH MOTHBAMH
(PKymaceuroBa 89). [Ipakruuecku
WJeHTHUHA rpobJieMaThKa paboThl ObIBLIETO
COBETCKOT0, a HblHe paboTatollero

Ha 3anajne xopeorpaca Bakuis Yemanona:
cnexrakas «Kaparos» (2014) Ha My3biKy
[a3usnl )KybGanooii 1o nbece M. Ays3oBa
Ha cTosMuHOM cueHe «Acrana Onepa».

A B sinBape 2009 rozna Ha crapefiiieit



TeaTpaJibHOi clieHe ctpaHbl [ATOD

uMm. Abasi cocrosiiach rpembepa Hajiera
«Tnen u CapbIKbI3» B Xopeorpaguu
amepHkaHckoro aBropa Mapro CannuHrron
Ha mMy3biky A. CepkebaeBa. B ocHoBe
CIOXKeTa JIEXKHT 109Ma Ka3axCKoro nmucaressi
Hecun6eka Aiitysbl, nepepaGotanHasi

B KauecTBe OAJETHOrO TUOPETTO
aMepHKaHCKHUM JipaMaTyprom

3. Poaunckum. 3anajiHbie aBTOpbI

C JIPyTOil HCTOPUEH U OT€UECTBEHHbIE
XYJI02KHUKH, TTOJIyYUBLINE 3anaHbli

onbIT (immurpaidst A. CepkebaeBa

u J. lefinebpexra), MPUMHUPSIOT

MHpPOBbIE TEHICHLIUHM U HaLlMOHAJIbHbIE
npejcraBjeHust o KaptiHe mupa. OnHako
KPUTHUECKAS MBIC/Ib B PA3MbIIIJI€HUSX

0 BbILLIEHA3BAHHOM CIIEKTaKJIe MPOJI0JIKAET
CPaBHUBATB [VIABHBIX FePOEB C 3aMaJHbIMU
Powmeo u Jlxkyabertoit (JKymaceuroBa 43).
OTMeuast 3Ty HEeNPOU3BOJILHYIO

1 6ecco3HaTe IbHYyI0 aCCOMaLMI0, HAaM
HeoOX0IMMO H3YUHTh, KaK HHTETpeTaluu
KPUTHKOB OIPAHUYMBAIOT HAllle BOCIPUSITHE
MPOU3BEICHUH U KAK Mbl OCTAEMCs1
HEUYBCTBUTE/IbHBI K MHOTOCJIOHHOCTH

Ux cMblcsia. Xopeorpadbl, Kak M XyT10:KHHUKH,
nucaTesu U Ipyrue aBTopbl, MOTYT
CO3HATEJIbHO UJIH BBIHYKJIEHHO TOBOPUTH
Ha TOM MJIH HHOM $I3bIKe UCKYCCTBA.

Ho B 10 ke Bpemsi MOTYT OTUy>K/1aTh

€ro, CTAaHOBSICh HETIOHSTBIM JIJI51 TEX,

KTO €ro u300peJsi UK UCMoJb3yeT

ero uHcrpymentapui. [potece
JIEKOJIOHU3ALMH CETO/IHSI BKJII0YaeT B cebsl
He TOJIbKO Xopeorpaduio, npuiIyMaHHyo
OasieTMeHCTepaMH, a TaKzKe €€ TPAKTOBKY
KaK TOJIMTH3HPOBAHHOE MPEJICTAaB/IEHHE,
BCerja HaroMHHarollee 0 Hacse/I1u
AHTHKOJIOHHAJIBHOH GOPBLObI.

3aKnw4yeHue
JlaHHasi cTaThsl HE CTaBUJIA 3aJ]a4U

OXBaTHUTb BCe pabOThl MECTHBIX
W HHOCTPaHHbBIX XOpeorpados

U 0COOEHHOCTH UX Xy[02KECTBEHHOH
UyBCTBUTEbHOCTH. OTPOMHBIN MJ1aCT
JeITeIbHOCTH TaHleBa/bHbIX aHcaMOJiel
oCTaJIcsl BHE M0JIs1 HALLero 3peHHus.
OjHako, NpoaHaJM3upOBaB JIHIlIb
HEKOTOpPble 3HAUHTeNbHbIE PAOOThI
TaHUEBaJbHOIO UCKYCCTBA KPYIHOH (OpMbl
MOC/eIHUX TPUILLATH JIET, TOCTYIHbIE
IIUPOKOMY 3PUTEJII0, Mbl TIPUIIIJIA K BHIBOJLY,
YTO /151 COBPEMEHHbBIX Ka3aXCTaHCKHX
xopeorpadoB-Xy10KHUKOB 0COOEHHO
Ba>KHO U30aBUTBCS OT KOJIOHHAJILHOTO
MeHTaJIUTeTa U KyJIbTYPHOTO MOJpaKaHus
MOCPEICTBOM CO3/1aHHsI HOBbIX
9CTETHYECKUX MPUHLMNOB. [TosnTHuecku
CO3HaTeJIbHble aBTOPbI MPOOYKAAIOT

B HAC CErojiHsl HCTOPUYECKYIO MaMSITh
uepes xopeorpaduio, 1 6yKBaslbHOE UTeHHE
3THUX Xopeorpaduueckux Gopm HeBEpHO.
Ckopee, TaHIeBaJbHOE HCKYCCTBO CIYKHUT
HaroMHHAHHEM O MHOTOCJIOMHOCTH
MCTOPHH, U B 9TOM 3aKJI0UAETCS YyTKOCTh
¥ CUIOMHHYTHBIH BEKTOP Pa3BUTHS
vckycerBa cerosiis. Heo6xonumo pasnuyatb
BCE JIMHUH €ro MOJUPUTMUUECKOH
CTPYKTYPbI, BKJIIOUAIOLIME 3aCThIBIIEE
MPUCYTCTBHE COBETCKOTO MPOLLIOTO.

OnHo 3T0 NOHUMaHKe MPeaCTaBIseT cCoO0H
HACTOSILLMH NPOPHIB B AHTUKOJOHHAJTLHOH
H6opbbe JIO0ro 3THOCA 32 MPABO UMETh
CBOU HEMOBTOPUMBIH rojioc. Hamuuue
HE3aBUCUMOT0 aBTOPCKOTO B3NIsI/IA

1 KaK MpoheccHoHaNbHOM, TaK 1 JIMYHOH
YYBCTBUTEJIBHOCTH B BOIIpOCE
HalMOHAJIBLHOTO CAMOOTPE/Ie/IEHUS]

JI0 CHX [TOp OCTAETCs MEPBbIM U IVIaBHBIM
npodeccuoHaNbHBIM KaueCTBOM

COBPEMEHHBIX OTE€YECTBEHHbIX XOpGOI‘panOB.

WX Bks1az1 B mpouecc KyJ1bTypHOTo
CTAHOBJICHHS] HALIMK 3aKJI0UACTCS

B TOM, YTOOBI MPOGYKIATh B 3pUTENEe

WM Y4aCTHUKE MOILIHbIE SMOLMOHAJbHbIE
MOTPsICEeHUsI, KOTOPbIE TEM CAMbIM
JIeKOJIOHU3UPYIOT UX BOCIIPHSITHE

1 TIPUBOJIAT K [epeMeHaM B HHTeprpeTalyu
MHpa U CBOETO MECTA B HEM.
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Hunapa Womaeea, N'yanapa YKymaceiiitoBa

Kasak y/TTbIK Xopeorpadus akaaeMusichbl
(Hyp-Cyaran, Kasakcrat)

KA3AKCTAHHHbIH BAJIETMEACTEP/IIK OHEP JUCKYPCbIHAAFbIHOAFbI
CE3IMTANAbIFbl OTAPCbI3AAHY TAPUXbI

AHaaTtna. Kasak XankblHblH 61 MBAEHWETI MEH CaxHa eHEpPiHE OTapCbi3aHy/ablH 9CEpPi CypaFbl
3aMaHayu xoperopadTap/blH, WblFapMallblIbIFbIHbIH AMCKYPCThI TaflAayblHAA KeTepineai.
[NocTKeHeCTiK Ke3eHaeri KasaKcTaHaarbl CasiCu XoHe a/IeyMETTiK eMipAiH Tapuxu e3srepictepi
aBTOpJ/lapAblH Ha3apblH 6TKeHi Tangay MeH OYriHri TaHHbIH WbIHAbIFbIHA pedieKCcUaaaH KepiHic
TabaTblH OTapcbi3aHy aCTETMKACbIHa ayaapAabl. byHaan MageHu TPaH3UTTIH, KOKEMKECTINIri
OOCTYPLUINAiK nasicanacblHa Kapcbl KOMblIManabl, ananja eTKEHre *an FaHa opasbif, OHbl KanTanay
eMec, MaIeHU afbl MEH Myparepnikke Herizgenin, 6onalakTa i3aeHic neH aamyabl MEH3ENAI.

MakKanaHblH afiCTEMENIK HETI3i peTiHAE Tapuxu, XPOHONOTUANbIK, CanbICTbipMasbl 3epTTey
aAicTepi, COHbIMEH KaTap NoHapablK ryMaHUTap/blK KOHLENUUSNapFa HerisaenreH CeEMMoTUKablIK
a/lic KongaHblnaabl. 3epTTey a4iCTEMECI Ka3aK YATTbIK OMi, Kocibn caxHanblK xoperorpadpusa eHepi
MEH Xannbl anfaHgarbl KasakcTaH eHepi Tapuxbl MEH AaMybl Typasbl OTaHblK aBTOpAapAbIH
YXYMbICTapblHa Herizgenesi.

©Hepaeri ynTTblK 63iH-63i aHbIKTayAbl KanTa KapacTblpyAblH anfallKbl 6anKaybl 6eKiTinreH
6enHenep MeEH MOTUBTEP asiCbiHAA 6TTi, AErE€HMEH, XahaHAbIK Casicy YAEPIiCTEP MEH MOCTKEHECTIK
OTapcbl3AaHyLibl MEMIEKETTEPre Cal anMaKTbIK YAEpICTEP TapanblHaH YFbIHAbI. ¥NTTbIK YFbiMAAP
Typanbl 66TEH 61 NEKCUKAChI TiNIMEH cenney aaeTi 6aneT KoMblbIMAapPbl aBTOPAaPbIHbIH, 9/1EMAIK
xopeorpadusHbliH aBaHrapa YPAICTEPIMEH SyeCTeHYi KaHe XaHa aCTeTUKanblK Karnganapibl
OYpPbIHFbITApPMEH YLITacTblpyMeH anmacTbl. EnimMisain, Tayencisiri keseHiHaeri KasakcTaHablK,
KOl bINapablH, KEMIHTI i3aeHicTepi anFalw peT 3epTreyLli api xopeorpad AHBapa CaablKOBa eHri3reH
«HeoKa3zakK xoperorpadusacbl» TEPMUHIHIH TyyblHa anbin Kengi.

¥NTTbIK 6apabapblKTbiH, OTapCbi34aHyLbl WbiFapMallbliblK i34eHiCiHe nepcneKTuBablK 6afbIT
eNiKTeyLWiNiK NeH eTKeHAI KanTanayaaH 6ac TapThin, }aHa 6enHeNnep MeH onapablH, MafFblHaNbIK
TONbIKKAHAOBIbIFbIH i3€YyAe *KaTbIp.

Tipek ce3gep: xopeorpaduanblik eHep, oTapcbi3aaHy, KasakctaH eHepi, 6aneTmencrep, HeoKkasak,
xopeorpaduscel.

Hanekce3s ywiH: LLlomaeBa, Annapa aHe N'ynHapa XymacenitoBa. «Ka3aKCTaHHHbIH,
6aneTMeNCTEPiK eHEP ANCKYPCbIHAAFbIHAAFbI CE3iMTaAbIFbl OTapcbi3gaHy Tapuxbl». Central Asian
Journal of Art Studies, 1.6, N® 2, 2021, 50-64 6. DOI: 10.47940/cajas.v6i2.427.
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THE HISTORY OF DECOLONIAL SENSITIVITY IN THE DISCOURSE OF CHOREOGRAPHIC
ART OF KAZAKHSTAN

Abstract. The issue of post-colonial influence on the dance culture and stage art of the Kazakh
people is raised in the discourse of works by contemporary choreographers. Historical changes
of the political and social life in Kazakhstan of the post-Soviet era have turned the view of local
authors towards decolonial aesthetics, expressed in introspection of the past and reflection

on the problems of current realities. The relevance of such cultural transits is not opposed

to the philosophy of traditionalism; however, its criticism implies not a simple return to the past
and its reiteration, but the search and development in the future, based on the connection

with ethnocultural memory and continuity.

Historical, chronological, comparative research methods, interdisciplinary humanitarian
concepts and the semiotic method are used as the methodological basis of the article. The research
methodology also uses works of Kazakh authors on the history and development of Kazakh national
dance, professional choreographic art, and on art of Kazakhstan in general.

The first attempts at reviewing national self-determination in art spaces have been felt not only
in a background of fixed images and motives, but in a comprehension of identity through the global
political processes inherent to post-Soviet post-colonial states. The habit of speaking about national
dance with the language of an unfamiliar classical dance vocabulary was replaced by the perspective
of ballet authors toward avant-garde world trends in choreography and their attempt to reconcile new
aesthetic principles with existing ones. Further exploration by Kazakhstani choreographers during
the country’s independence led to the occurrence of the term “neo-Kazakh choreography”, first
voiced by the researcher and choreographer Anvara Sadykova.

A promising direction for choreographers in the post-colonial artistic search for national identity
is seen in the abandonment of emulation and repetition of existing forms and images in favor of the
quest for new ones along with their meaningful content.

Keywords: history of Kazakhstan, choreographic art, decolonization, art of Kazakhstan,
choreographer, neo-Kazakh choreography.
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HUMANITY FLOW
IN CENTRAL-
ASIAN DIGITAL
ART-HISTORY:

| THE ASTRAL
NOMADS MODEL

ART STUDIES

Yuliya Sorokina'

'T. K. Zhurgenov Kazakh National Academy of Arts
(Almaty, Kazakhstan)

Abstract. Currently, during the COVID-19 pandemic, cultural actors are faced with the urgent problem
of preserving humanitarian values using digital tools. The countries of Central Asia are laggingbehind
the global process, which has introduced an imbalance in the digital presentation of world artistic
heritage. The aim of this study and project is to organize an online art history of post-Soviet Asia
in the complex context of human destinies, stories and facts, through the creation of an interactive
book and website.
During the research process, the author followed the cross-methodologies of critical analysis
and digital archiving. That is, analytical constructs were founded and documented by archival
materials and scientific sources through a hypertext system. In turn, the hypertext system has
something in common with the philosophical concept of the “rhizome” — one of the key concepts
of the philosophy of post-structuralism and post-modernism, introduced by J. Deleuze and F. Guattari.
In the course of this research, materials of contemporary art from Central Asia were collected
from the studios of artists, and an archiving system was developed in accordance with international
standards. In 2013, the online resource astralnomads.net was developed and launched, which took
its name from the unfinished novel by the artist Sergei Maslov Astral Nomads. The novel described
the adventures of Kazakhstani artists on a spaceship in the future. The study asks questions about
the timeliness and necessity of digital archiving of art collections. These processes are not just
technical innovations here, but an indicator of the compliance of the country’s cultural policy
with the new humanitarian challenges of the era.
Based on the results of the study, it can be concluded that, despite lagging behind global trends
in archiving, the processes of digitalization of archives and art collections are gradually building
up in the region. The study proposes a model of the Astral Nomads resource as a pilot project
for the preservation of the heritage of art of the 20th—21st centuries.
Keywords: rhizome, new normality, local modernity, metadata, post-Soviet Asia, digital archiving.
Cite: Sorokina, Yuliya. “Humanity flow in Central-Asian digital art-history: the Astral Nomads model.”
Central Asian Journal of Art Studies, vol. 6, no. 2, 2021, pp. 65-76. DOI: 10.47940/cajas.v6i2.412.
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in Central Asia? Curators and critics
from abroad looking for interesting artists
from the region and requesting structured
information within them. People usually
asking: who is this or that artist and why
he/she is acting in this particular way?
And just a few persons can talk within
the requests, but without any proper
publications, making sense of a holistic
picture of this epoch in the region.
However, a few enthusiasts are making
what is possible in these circumstances.
Among others the author has been working
for 15 years on the digital art-history of
Central Asian contemporary art — curating
several local and international exhibitions,
setting up digital resources, making
publications, defended PhD thesis,
and lecturing in the field. The main aim
of the author’s activity and this research
in particular is collecting images
of artifacts, structuring texts and archiving
materials, writing specifications for data,
organizing metadata, and creating the web-
resource with data and metadata display.
The research has a structure and a huge
amount of rough materials, which have
to be organized and described adequately,
using the methodology of both art-history
and Information technology. Finally
the project’s aim is to develop an online
accessible art-history of post-Soviet Asia
in the complex time and meaning context —
in the broader flow of complex philosophic,
political and social determinates.
The author has personal reasons
for that aim. First of all, I am a member
of the Central Asian art-community
and the lack of art history of the region
is my hurt. I percept Contemporary art
legacy in Central Asia as very fragile,
due to social turbulence, unstable
economic, permanent migration of people,
and absence of funding and governmental
support. The second reason is the gap
that exists on the map of international art
history in the place of Central Asia —
a huge region with rich artistic traditions.
The third one is about the legacy

of my precursors, teachers, and colleagues
in art, who already gone and I feel

my responsibility to fix their artistic
testament in useful, scientific form. Once
upon a time, in 1999 [ decided to be

an independent curator and [ left the team
of the artist Rustam Khalfin. He shouted
after me: “[ invite you into the history,
and you leave!” (Sorokina 12). [ leit

and became a curator, Rustam has gone
in 2008, but [ always hear his invitation
into the history.

Methods

What methodological approaches

and materials are useful for the aim

of the research? Throughout the entire

period of implementation of the digital

project, the author following of cross-

methodology of critical analysis

and scientific archive. That is, analytical

constructs have been based

and documented by archival materials

and scientific sources through the hypertext

system. In turn, the hypertext system

resonates with the philosophical concept

of “rhizome” — one of the key concepts

of the philosophy of post-structuralism

and post-modernism, introduced

by J. Deleuze and F. Guattari

in the book of the same name in 1976

and designed to serve as the basis and form

of implementation of the “nomadology”

project by these authors. The rhizome must

resist unchanging linear structures (of both

being and thinking). Deleuze and Guattari

describe the properties of a rhizome using

two approaches: informal properties

(in the form of free text) and formal

properties (in the form of a list of individual

properties, with a description of each

property) (A Thousand Plateaus).
Concerning research methods,

the already mentioned — digital archiving

which using the principles data

and metadata are applied here, following

the algorithm created by Murtha Baca

(Ph. D., head of the Digital Art History



Access Department at the Getty Research
Institute ) (Introduction to Metadata).
The content bases on interviews,
comparative analysis, identifying
determinants, proposing hypotheses,
and proving them by crosschecking factual
documents. During the research, materials
from digital archive are using as resources:
photographs, videos, texts, and interviews
with artists, historians, anthropologists,
and cultural scientists. In the future,
hyperlinks to existing resources will be
used: state archives of film and photo
documents, publications of art historians,
on-line collections, and QR codes to them.
The author is going to involve technical
volunteers to this work because of strong
connection with young generation art-
professionals through teaching position.
In general, the main directions of this
heritage preservation can be outlined
in the conclusions as follows: collecting
through physical and digital donations,
creating online and offline collections
and resources; focusing on a specific
regional direction and time period; focus
on reflecting the heritage of contemporary
art, fixing its adherents and artifacts;
initiating and developing cutting-edge
research in art-history; development
of strategies and tactics for the collections
and their logistic support; search
for sponsors and patrons, as well
as partners and volunteers. This method
can be conventionally designated
as “synergetic”, it is used by non-
governmental and non-profit organizations
that work as partnership initiatives
of institutions united by common goals,
but representing different countries
(for example — Asia Art Archive,

L'internationale, Pad.ma, Open.culture, etc.).

What does the research expect
and the current stage of development?
The research expects to theorize, analyze,
and formalize multidisciplinary materials

within the contemporary art of Central Asia.

The author expects the formal framework
of the project to consist of two parts.

The first part is going to be an interactive
book about the Art of post-Soviet Asia
(1985—2020) — its main actors, events,
in historical, anthropological,

and philosophical contexts. The second
part would be the Internet resource,
collecting the data, or links to the data,
which refers to the Interactive book
content. The resource may comprise
different kind of data, such as photos,
videos, archive documents, publications
as well as metadata for these materials.
The resource would play the role

of landing page for an Interactive book
and would make it possible to investigate
the questions within Central Asian
modern and post-modern art in a broader
and deeper context. Both the Interactive
book and resource interrelated and are
complementary to each other, but,

if necessary, they can work separately.

Results

As noted above, the situation with digital
repositories and online resources

in Kazakhstan and Central Asia

is predetermined by the cultural agenda

of today and the current situation

of lagging behind international experience.
For several years, an initiative group

of the professional community

of contemporary art in the region has been
negotiating and discussing the creation

of a certain resource that could serve

as a repository of modern heritage.

In 2013, an informal association,

the Archives Council of Central Asia,

was created, which included: Y. Sorokina
(Kazakhstan), L. Akhmadi (USA),

G. Kasmalieva and M. Dzhumaliev
(Kyrgyzstan), N. Akhmedova (Uzbekistan),
D. Kholikov (Tajikistan). The Council
supported the creation of a digital
resource based on Asia Art + PE

Relevant work was carried out on drawing
up an archive strategy, fundraising,

a project application, and a grant was
received from the Hivos Foundation
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(Netherlands) for the development

and pilot project of the resource.

Since June 6, 2013, the pilot project
digital resource Astral Nomads has been
operating at http://astralnomads.net/.

For the implementation of the project, it
was chosen a method, previously designated
as “synergetic”, which assumes:

+ collecting artifacts through voluntary
donations of physical and digital
materials from authors and their heirs,
creating online and offline collections
and resources;

+ focusing on the regional direction
of Central Asia and the time
of the independence period; interest
in fixing contemporary art, its main
representatives and events;

+ support and development of promising
trends that change the history of art
“here and now”;

+ strategic and tactical planning of both
collection and monetary resources;

+ fundraising and partnership projects.

The archive format assumes the presence
of an off-line server storage for collecting
digitized data and an online resource where
prepared and formatted information can be
available to users. A special “engine”
of the archive was developed, which
allows the moderator to enter and correct
information. The online version is designed
in such a way as to give the impression
of an unusual space, but at the same
time not to distract the attention of users
from the collection. The style of design
development can be called post-minimalist,

since it uses the principles of minimalism,
but allows for unusual inclusions (title

in the style of minimalist science fiction,
moving mottos, interactive elements, etc.).
The resource works in Russian and English,
which allows you to cover the post-Soviet
and international space (see fig. 1).

In terms of structure, the archive
contains about 500 (five hundreds) titles
of multimedia (photo, video, animation,
sound, pdf-books) off-line artifacts
(in the digital storage) and about 350
(three hundred and fifty) articles on-line
(in the network). The online archive site
includes sections such as:

Library;
Personalities;
Art leaflet;
Radio Voyager;
Except AN.

The site interface is equipped with
a convenient navigation system where you
can search for information by name, title
or keyword. The collection of the archive
contains works of Central Asian artists.
The artifacts collected in the archive were
made in various media: painting, graphics,
photography, installations, performances,
actions, video art and so on. Of course,
some of the mediums cannot be reflected
as they are, therefore, the collection mainly
contains photographs, videos and media
files.

The archive library and all projects
with more than one image are bound
in pdf format. The “engine” of the site
is equipped with a pdi-viewer —
for the possibility of flipping

<« C' [} astralnomads.net/artifacts/?lang=ru&author_id=9

9STRAL NOMIDS

- through books, and is also linked
=  with the YouTube channel

for viewing video files.
Conceptually, the project was

lined up as a metaphor for a space

that does not imply affiliation

with a state or commercial

structure or even a non-profit

Fig. 1. The screen-shot of the resource
http://astralnomads.net/



institution, the resource acts as a kind

of space, involving artists of Central Asian
region, as if gathered into one space
station. The mythology of the project

is associated with the work of one

of the pioneers of contemporary art

in Kazakhstan — Sergei Maslov.

Shortly before his death in 2002,
Maslov began writing a novel called “Astral
Nomads” (from where, in fact, the name
of the project was taken), which was
dedicated to the life of most contemporary
artists in Kazakhstan. Everything was
possible in the novel — to move to any point
in the universe, transform space and time,
follow hyperlinks, etc. (see fig. 2).

Fig. 2. Sergei Maslov, «Baikonyr 2», 1990s,
multimedia project

Unfortunately, the novel was not
completed; the artist went into another
world, leaving his paintings and his
notes. Since Sergei had no heirs, except
for his friends and colleagues, it was
they who became the custodians of his
paintings, drawings, notebooks, albums,
zins (samizdat) magazines in their own
apartments and studios. This method of
preservation, however, is not relevant to
the significance of Maslov's legacy, and
all these materials require cataloging,
organizing and digitalization in order
to reflect the peculiarities of the artist's
practice and the fullness and depth of his
influence on the development of local art
scene, which he helped to take place.

Those artists who continue to live and work
“here and now”, like Maslov, are often

in a state of such “weightlessness” —

they are known in the most distant parts

of the Earth, but are still not recognized

in their homeland, their works are scattered
across collections worldwide famous
museums, but not represented

in Kazakhstani ones. But the most
important thing is that their history exists
only in the talks of friends and in the memory
of colleagues.

Maslov as an artist felt such an outcome
and predicted a digital space for his legacy:
“The main events begin to move into
hyperlinks, which will take a more active
part both in the real process of life,
already too dramatized, and in the novel.
What to do? The sabers are drawn from
their scabbards. To turn back or to remain
silent is to die. Full speed ahead!”

(Maslov 27).

The practices of the artists represented
in the Astral Nomads project are
an opportunity to convey greetings
to their colleagues from other parts
of the world. But the greeting is sometimes
so difficult and takes a long time to make
its way through time and space.

The projects that our artists did were very
often dedicated to the work of other artists,
whom they had never met in person,

but whose work inspired and nourished
them. These projects, however, provided
an opportunity to rethink and revive

the most significant ideas of the 20th
century and, perhaps, the resource will
become the tool that will help to develop
further this global artistic dialogue. Digital
space can become the space where these
and other astral nomads from Maslov's
novel can find common ground

with thinking people around the world.

Despite the conceptual poeticization
of the formal body of the resource,
in the production of the content that
constitutes the resource, there are many
technical issues and rules within which
the collection is formed:
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1. all artifacts are subject to description
according to metadata standards.
This is done in order to be able
to embed the content of the resource
into world databases and search
engines;

2. all data and metadata are duplicated
to comply with safety regulations
on additional media and in the cloud
storage;

3. all metadata are entered into tables
in EXCEL format, with the assignment
of a separate unique code.

The technical difficulties of the process
seem to be an obstacle for many art
historians. The problem of working with new
media is acute for the museums
of Kazakhstan and Central Asia.

To create the preconditions for a more
active development of the digital archiving
method, Asia Art + PF initiated the project
of the Mobile Virtual Museum based

on the Astral Nomads resource. The project
was prepared and launched with the support
of the Goethe-Institut Almaty, within

the framework of the “Zeitmaschine
Museum” project — (Museum as a Time
Machine, 2013—2015). In April 2015,

the project was introduced as a Mobile
Virtual Museum in the workflow

of the Exhibition Hall of the Artists' Union
of Kyrgyzstan Gallery in Oak Park (see fig. 3).

Fig. 3. Mobile Virtual Museum in the workflow
of the Exhibition Hall of the Artists' Union
of Kyrgyzstan Gallery in Oak Park,
Bishkek, 2015

In June 2016, the project has been
operating at the site of the National
Museum of the Republic of Kazakhstan

within the framework of the exhibition
“Look into the Future: Contemporary
Heritage” (Astana) (see fig. 4).

Fig. 4. Mobile Virtual Museum, the exhibition
“Look into the Future: Contemporary Heritage”,
National Museum of the Republic of Kazakhstan,
Astana, 2016

The virtual exhibition was shown
at the Nevzorovs Museum (Semey, 2016).
Moving Museum took part in the frame
of touring regional exhibition “The Stories
of the Great Steppe” in March-August
2019, in three cities of the Republic
of Kazakhstan — Shymkent, Taraz,
and Taldy-Korgan. The tour was stopped
because of pandemic of COVID-19,
but to be continued in 11 more regional
cities of Kazakhstan.

Within the framework of the pilot project
of the Mobile Virtual Museum, a special
program is being carried out, which includes:

1. development of the concept
of the existence of a mobile virtual
museum in the space of cultural
institutions;

2. development of a special innovative
space for broadcasting museum
materials (using information kiosks /
tablets and an Internet access point);

3. continuous development
and replenishment of the resource
http://astralnomads.net/ with new
information in Russian and English;

4. development and implementation
of a special educational program
for a mobile virtual museum,
including: a series of seminars
and lectures on contemporary art;
holding a round table dedicated
to the current problems of art



and culture in the region; holding
a competition for a critical article
on contemporary art in the region.

What benefits can cultural institutions

receive from a partnership with the Mobile
Virtual Museum project? In our opinion,
the following:

+ anew exposition site on the basis
of a museum or other public
institution — information kiosks /
tablets with the ability to access
the Internet;
huge growth of the audience,
due to Internet users and youth
oriented to new technologies;

a different level of information
distribution, taking into account all
modern standards of attribution

of works of art;

*  trust of partners and founders
who have the opportunity to have
an accessible transparent picture
of the functioning of a cultural
institution;
synergy of interdisciplinary effect —
strengthening through cooperation
of different areas of culture (library,
scientific, archival, philosophical,
museum, etc.);
an incentive to create and develop
its own archive base that meets all
modern criteria;
functioning of a special program
on the basis of a virtual museum;
wider distribution of the cultural
organization as a partner
of the virtual museum through
the online resource
http://astralnomads.net/.
the presence of a real Museum
of Contemporary Art on the basis
of a traditional institution.

Discussion

How does the project connecting with

humanitarian questions of the epoch?
The project is connecting with a few

interdisciplinary issues in the fields of art-

history, information technology, philosophy,
and sociology. Because of recent events
and the pandemic of the COVID-19
regime, the possibilities of online work
come to the fore in the instrumental
form of the scientific community.
[t’s already more than 1 year when
we need to make our professional research
using information technology as the main
source of knowledge. Now it is obvious
that the need to have properly organized
archival resources that allow working
in remote mode is coming to the fore.
The most advanced institutions of science
and art, since the advent of the Internet,
are gradually transferring their information
base to online access. This forward-looking
strategy has paid off and proven viability
in the new environment. The online format
has managed to become the standard
of the “new normality”, which dictates
the need for a presence on the network.
If there is no information on the network,
it is as if it does not exist at all.
The challenge of the “new normality”
has made the institutional gap between
transit and developed countries even
wider. Shortcomings in cultural policy
and funding for the cultural sphere now
make transit countries outsiders
of the circulating research information.
We believe that cultural actors of transit
countries have to narrow the gap
and provide the world with professional
information in our field. The infringement
of the information base throws back
the transit countries in conceptual issues
of the discourse of sustainable development
and postmodern anti-imperialism.

The current situation violates
the principle of diversity — cultural
and biological, which is an important
factor in human survival on the planet.
The lagging behind the transit countries
and the dominance of the developed ones
disrupt the natural processes of evolution
and adaptation and reduces the entropy
of systems, which leads to the collapse
of civilization and massive losses. We argue
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that one such loss might be the legacy
of modern and postmodern art in post-
Soviet Asia. This unique heritage
is the key to the equal entry of the renewed
art of the independent nation-states
of Central Asia into the community
of contemporary world culture.
This heritage is an index of democracy
in the region and maintains a complex
balance between national and international
archetypes, concepts, and meanings.
The phenomenon of post-Soviet art
in Central Asia can be substantiated
using the term “local modernity”, which
is declared in the works by Arjun Appadurai
(socio-cultural anthropologist, sociologist,
and philosopher), Charles Esche (director
of the VanAbbe Museum) (Navigating the
Planetary: A Guide to the Planetary Art
World — Its Past, Present, and Potentials),
Roger Burgel (curator and art director
of Documenta 12) (Zurich Issue: Dark
Matter, Grey Zones, Red Light, and Bling
Bling), and other thinkers of our time.
Summarizing the discourse of “local
modernity”, it can be argued that we all
live in local modernities, that there are
fundamental differences, but there is no
longer a center from which innovation
flows and is formed. Instead, there are
various paradigms of modernity that can
be disrupted or re-formed in our time
of postmodernity. Local modernity indicates
the insufficiency of the existing models
of correlation between the global
and the local, in particular, the center-
periphery model.
Local modernity discourse refers
to the discussions of post-colonial
and de-colonial philosophy and
its resistance to the dictate of the so-called
“Western” view on cultural development.
The critique of the perception of Central
Asia, proposed by Alexander Humboldt
in the 19th century, as an amorphous
transit zone between great civilizations;
Western view of the region a la “Unknown
Land” and the Silk Road as the main
attraction at all times; These and similar

notions are bewildering the region's
inhabitants and leading thinkers
everywhere. Yet criticism of post-
colonialism and de-colonialism

is an insufficient optics for understanding
the contemporary culture of the region.
We argue that in fact, the contemporary
culture of Central Asia is a project

of Soviet modernism, which designed
patterns of national identity with the tools
of international discourse. This constructed
palimpsest is permeated with the stories
of human tragedies and fateful social
cataclysms that the USSR system
brought to this region. We are sure

that the art-history of post-Soviet Asia
should be studied and built at the junction
of contradictions between post-colonial
and post-Soviet discourses.

All these challenges can be embodied
by the tools of digital archives and reference
resources based in developing countries,
but available everywhere and merging
with the cultural heritage of humankind.

Conclusion

Based on the results of studying
the problems of preserving contemporary
heritage and, in particular, digital offline
and online storage facilities in Kazakhstan
and Central Asia, the following conclusions
can be drawn:
Museums and public institutions
of culture in developed and transit
countries of the world have been
using the method of digital storage
already in the second generation
(more than 24 years). During
this time, international agreements,
conventions and standards have
been developed that make it possible
to unify digital information
and provide an opportunity for free
exchange of data, while ensuring
their safety and copyright. The world
is working to preserve heritage
in a new information paradigm
of transparency and accessibility



of the heritage of mankind. Three
main types of institutions can

serve as an example of successful
preservation of heritage — state
and interstate institutions
supporting the historical cultural
heritage; wealthy corporations
focused on fixing world heritage
from archaic civilizations

to contemporary art; public
organizations proactive in digital
archiving.

Kazakhstan and Central Asia

are lagging behind in the digital
archiving process by more than

one generation. In the region,

there is most often a situation
where cultural and art workers
realize, but do not identify the
degree of lagging behind,

which is the primary impetus

for development. The strategic
vision for the development of digital,
and especially online storage,

in the region is announced

at the government level. In the field,
the digitization and publishing
program on the Internet

is underperforming for various
reasons. When almost all cultural
institutions have websites, most

of them serve advertising

and bureaucratic purposes.
Nevertheless, there is a clear trend
towards more active use of digital
technologies — websites have been
created, a certain number of museum
exhibits are being digitized.

The problem of unification of data
and metadata is not yet at the forefront
of digital archiving, due to its initial
status. The region has not created
the appropriate infrastructure

and specialists in the field

of standardization of artistic data
have not been trained. Public
activities to accelerate the development
of this area take place and have been
developing.

+ The digital resource “Astral
Nomads” has brought contemporary
art from Kazakhstan and Central
Asia to a different level of existence.
First, with its help, a more
voluminous picture of the circle
of discursive practice
of the contemporary art region
is seen. Secondly, the legacy
of artists (especially those who left)
is recorded in the form of an image
and all the necessary information.
Thirdly, art, remote from the cultural
centers of the region, is becoming
available at the global level. Fourthly,
the existence of a collection united
by one resource legitimizes
the presence of contemporary art
in the region, demonstrating
the amount and depth of this practice
in a spatial-temporal context.

The process of launching

the “Astral Nomads” digital resource
and the Mobile Virtual Museum
fulfills the mission of catalyzing

the development of digital
preservation of cultural heritage

in Kazakhstan and Central Asia.

As a kind of parting manifesto, the author
on behalf of the creators of the archive
perceive the words of H.-G. Gadamer,

“The pantheon of art is not a timeless
present that appears to pure aesthetic
consciousness, but the act of a historically
collected and accumulated spirit. Aesthetic
cognition is a way of self-understanding.
But all self-understanding is carried out

on something external that is understood
and includes its unity and isolation.

To the extent that we find a work of art

in the world, and in a separate work

we find the world, it does not remain

an alien space for us, into which

we are magically transported for a moment.
Rather, we learn to understand ourselves
in it, which means that we remove

the non-continuity and pinpoint

of experience in the continuum of our
being” (Gadamer 142).
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HOsusa Copokuna

T. K. )KyprenoB arbinarsl Kasak yaTTbiK eHep akaaeMusichbl
(Anmarbl, Kazakcran)

OPTAJ1bIK-A3UAJIbIK CAHAbIK TAPUXbIHAAFbI T'YMAHUTAP/IbIK AFbIM:
ASTRAL NOMADS MOJEJI

AxgaTtna. Kasipri yakbitta COVID-19 naHaemusicbl Ke3iHAE MoAEHUET KarpaTkepnepi LMdpbiK
Kypangapabl KongaHy apKblibl FlyMaHUTap/blK KYHAbUIbIKTapAbl CakTayablH ©3€eKTi npobaemMacbiHa
Tan 6on4bl. OpTanbiK A3us enjepi aneMaik KepKeM MypaHbl YCbIHya TEHrepiMCi3AiK eHri3eTiH
YahaHablK NPOLIECCTEH apTTa Kasbln oTblp. byn 3epTrey MeH 06aHblH, MaKcaTbl UHTEPAKTUBTI KiTan
neH Be6-CcanTTbl KYpY apKbliibl MOCTKEHECTIK A3USHbIH, adaM TaFAblpbl, OKMFanap MeH dakTinepaiH,
KYpAeni KOHTEKCTiIHAE OHNaNH-TapuXblH YMbiMAACTbIPY 60/bIN Tabblnaabl.

3epTTey 6apbiCbiHAa aBTOP KPUTUKaNbIK Tangay MeH LMdpbiK apXuBTeYiH Kpocc-
METOAO0MIOMMACHIH YCTaH/bl. AFHW, aHANUTUKabIK KOHCTPYKLMSANAP TMNEepMaTiHAIK XYHe apKblibl
APXMUBTIK MaTepUangapMeH XaHe FblibiIMU AEPEK KO3AEPIMEH HEri3aenin, KyKatranabl. ©3 Ke3eringe,
TMNEPMSTIHAIK XXYMEHIH «pu3oMar» GUI0CODUANBIK TYKbIpbIMAaMacbIMEH OpTaK KacuetTepi 6ap —
oyn k. eny3 »aHe ®. [yaTrapu eHrisreH nocTCTPyKTypaan3m MeH NoCTMOAEPHU3M
GUNocodUAChIHbIH HETi3ri YFbiMAAPbIHbIH, Gipi.

3epTTey 6apbicbiHga OpTanbik A3MaaaH KereH 3amaHayn eHep CypeTLLiNepiHiH, caHablK
YWHafFblHaH MaTepuangap XuHaaabl; XaablKapanblK CTaH4apTTapFa COMKeC MyparaTTay XyHneci
wacangbl. 2013 xbiabl http://astralnomads.net/ MHTepHET-pecypcbl 93ipaeHin icke Kocbinabl,
0N 3 aTblH cypeTwi Cepren MacnoBTbIH agKTasiMaraH poMaHbl — Kynabl3abl KelneHainepaeH
anabl. PomaH 60nallaKTa KasaKcTaHAblK CypeTLIinepaiH Fapblll KEMeCIHAETI L bITbIPMaH OKWUFanapbIH
cypeTtresi.

3epTTey 6apbiCbiHAa KOPKEM XUHaKTapAbl CaHAbIK apXMBTEYAiH YaKTblIblFbl MEH KaXeTTiNiri
Typasbl cypaKTap Konbinagbl. byn npouecctep TEK TEXHUKaNbIK XaHallblKTap eMec, COHbIMEH KaTap
enfiH MaAeHu casicaTblHbIH A3YipAiH XaHa ryMaHUTap/iblK CbiH-KaTepaepiHe CONKECTIriHIH, KepCceTKiLli
60nbIiN Tabblnagbl.

3epTTey HoTUXKeNepiHe CYMeHe OTbIPbIN, MyparaT iCiHAEr aneMAiK TeHAeHUManapaaH aptra
KanfaHblHa KapaMacTaH, eHipe apxXMBTEP MEH KOPKEM XMUHaKTapAbl LndpnaHabipy npoLectepi
OipTiHAEN KapKblIH anyaa AereH KopbITblHAbI XacayFa 6onagpl. 3epTrey 6apbicbiHAa XX—XXI Facbipnapaafbl
eHep MypanapblH CaKkTayablH NMUAOTTbIK ob6ackl peTiHae Astral Nomads pecypcCblHblH MOAEi
VCbIHbIIFaH.

Tipek ce3gep: TaMbipcabak, XaHa KanbINTbIbIK, XXEPrilikTi HoBaLuMs, MeTaManiMeTTep,
NMOCTKEHECTIK A31S, caHAbIK MyparaTTay.

Hanekce3s ywiH: CopoKunHa, Konusa. «OpTanbliK-a3ussblK CaHblK TapuxTarbl agam afbimMbl: Astral
Nomads mogeni». Central Asian Journal of Art Studies, 1. 6, N2 2, 2021, 65-76 6.
DOI: 10.47940/cajas.v6i2.412.
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FHOnus Copokuna

Kasaxckas naunonasbHas akagemust uekycers umenu T. K. JKyprenosa
(Anmarsl, Kazaxcran)

FYMAHWUTAPHbIA NOTOK B LLEHTPAJIbHOA3WATCKOW LLU®POBOW UCTOPUN
MCKYCCTBA: MOJIEJ/Ib ASTRAL NOMADS

AHHoTauus. B Haww aHu, Bo Bpemsa naHgemun COVID-19, nepen AesTensimu KynbTypbl OCTPO CTOUT
npo6semMa CoOXpaHeHUst 'yMaHUTapHbIX LLeHHOCTEN, CMOMb3Yst UHCTPYMEHTbI LLUPPOBbIX TEXHONOMUH.
CtpaHbl LleHTpanbHoM A3mn OTCTalOT OT 06LLEMMPOBOro NpoLecca, YTo BHOCUT AMc6anaHc
B NpefcTaB/ieHne MUPOBOIo XYAOXKECTBEHHOI0 Hacneamus. Llenbto gaHHOro nccnefoBaHus U NpoeKTa
AB/ISETCH OpraHmM3aLmsa JOCTYMHOM B PEXMUME OHNanH UCTOPUM MCKYCCTBA NOCTCOBETCKOM A3uun
B C/IOXXHOM KOHTEKCTE YenoBe4YecKux cyaeb, UCTopui n GakToB NyTEM CO3AaHUA MHTEPAKTUBHOM
KHWUIX 1 Be6-canTa.

B npouecce nccnegosaHma aBTop cnegoBas KPoOcc-MEeTOA010MMU KPUTUYECKOro aHanmsa
W AUTUTanbHOro apxuea. To eCTb aHaNIUTUYECKUE KOHCTPYKLUMKU OblI OCHOBaHbI U 3aJOKYMEHTUPOBaHbI
apXMBHbIMU MatepuanaMmn 1 Hay4HbIMU UCTOYHUKaMK Yepes rmnepTeKCToBYO cuctemy. B cBoto
oyepesb, rMnepTeKkcToBas cuctemMa nepernnKkaeTcs ¢ GUIoCoPCKUM NOHATUEM «PU30Ma» — OJHUM
N3 KJIIOYEBbIX MOHATUI GUNOCOobMM NOCTCTPYKTYpanM3ma U NoCTMOAEPHU3MaA, BBEAEHHbIM
K. enézom n d. [BatTapw.

B xoae ncecnepoBaHus 6blin cobpaHbl MaTepuanbl AUTUTanibHON KONIEKLMU XYAOXKHUKOB
COBPEMEHHOI0 UCKyccTBa LieHTpanbHOM A3uu; 6blna pa3paboTaHa CUCTEMA apXMBUPOBAHNUSA
B COOTBETCTBUMU C MeXAyHapoaHbIMK cTaHaapTaMu. B 2013 rogy 66111 pa3paboTtaH 1 3anylieH
OHNawnH-pecypc http://astralnomads.net/, KOTOpbIM B35J1 CBOE Ha3BaHWe OT HEAOMUCAHHOIoO
pomMaHa xyaoxHWKa Cepresi MacnoBa «3Be3aHble KOYEBHUKM». POMaH onucbiBan NpUKIoYeHUs
Ka3aXxCTaHCKMX XyAOXHUKOB Ha KOCMMYECKOM Kopabse B 6yayLieM.

MccnenoBaHue 3aaeT BOMPOChl O CBOEBPEMEHHOCTU Y HEOOXOAMMOCTU AUTUTANIbHON apXmMBaLnm
KOJTEKLMIN UCKyCCTBA. STU MPOLECChl BbICTYNAIOT 34€Cb HE MPOCTO TEXHUYECKUM HOBLIECTBOM,
HO MHAMKATOPOM COOTBETCTBUSA KY/IETYPHOM MOSIUTUKM CTPaHbI HOBbIM NYMaHUTaPHbLIM Bbl30BaM 3MOXM.

o utoram nccnenoBaHMa MOXHO caenatb BbiBOAbl O TOM, YTO, HECMOTPS Ha OTCTaBaHWe
OT 06LLIEMUPOBbLIX TPEHAOB apPXMBUPOBAHMS, B PEFMOHE NOCTENEHHO HABMpPaOT 060POThI NPOLLECCHI
OWruTann3aLnmn apxmBoB M KONTEKLMI UCKYCCTBa. MccnefoBaHue npeanaraer Mogenb pecypca
Astral Nomads B Ka4yecTBe NMUI0THOIO NPoeKTa CoxpaHeHns Hacneaus uckycctea XX—XXI BeKoB.

KnroveBble cnoBa: pu3oMa, HoBas HOpMallbHOCTb, JIOKa/ibHasd HOBaLWs, MmeTajara,
nocTcoBeTcKas A3usl, AUrMTanbHOEe apxXMBMpPOBaHUE.

Ans yntupoBaHus: CopokuHa, Fonus. «ymaHMTapHbIM NOTOK B LlEeHTPaibHOa3MaTCKom LMdpoBon
ncTopmm uckycctea: moaenb Astral Nomads». Central Asian Journal of Art Studies, 7. 6, N® 2, 2021,
€. 65-76.DO0I: 10.47940/cajas.v6i2.412.
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'T. K. JKyprenos arbinarst Kazak Y/ATTbIK oHep akaeMHsiChl
(Anmarbl, Kazakcran)

AHAaTna. OHep/iH Xac ypnaKTbl Topbueneyre acepi TeK eHepTaHy Fbl/ibIMW TYPFbICbIHAH FaHa

eMec, COHbIMEH Bipre rymaHuWTapsbIK FblibiIMAap TYPFbICbIHAH Aa KapacTblpbliabl, OUTKEHI agam
OCbl 6HEpiH, *apaTyLwblicbl. OHbIH rynAeHyi MEH AaMybl KOFaMHbIH GinimMAiNniriHe XaHe eH 6acTbIChbl
YKOFapbl MoJeHMETIHe 6annaHbICTbl. OCbl TYPFbIAAH anfFaHaa, XanblKTblH KOPKEM MOAEHMETI }aHe OChbl
LblIFapManap HerisiHae HeEMece CoNlap/blH 8CEPIMEH TYCipiNreH KMHemMoTorpadusHbIH WeaeBpaepi —
enpid 6onallarbliH TopbUeneyaiH, Kyatrbl Kypasbl.

Erge xactarbl agamaap KoFaMHbIH, 6eficeHi ToObl peTiHae eMipiiK ToxXipnbecCiHiH apKacbiHAa
KOFaMm 3BOJIOLIMACHI YLLiH HE KaXKeT eKEHIH XeTiK TyciHeai. Cananbl 3epTTey Xypridy MakcaTbiHAa
repOHTONOMUS, SNIeYMETTIK 6enimMaeny aHe eHepTaHy Macenenepi 60MbIHLIA FbIbIMX Makananap
ipikTenin, TangaHabl. Makanaga YCbiHbIIFAH Mbicangap Kasipri 3amMaHfFbl KEPKEM a1ebuet
neH KWHoMaTtorpadusHbIH KeNbeTiH alwagbl XXaHe 6yn aFa OyblH eKingepiHe AereH KYpMeTTi
KanblNTacTblpyFa biKknan eTeai.

HKac ypnaKTblH, JaHanblKkKa, 6iniMre, pyxaHu MaieHUETKE KYPMETNEH Kapaybl MEMJIEKETTIH,
OpKeHAEeYiHiH Heri3i 60nbIn Tabblnabl. MEMIEKET — OHbIH XanKbl, TiNi, A9CTYPNEPI. ¥NTTbIH MOAEHMU
KOAbIH XaHFbIPTY XXOHE CaKTay Ke3 KeNreH NoCTKEHECTIK MEMNEKETTIH, Heri3ri 6acbiMAbIFbl.
CbIHWbINap MeH capaniublnap *oFapbl 6aranaraH Kenobip WbiFapManapabl Tangay ocbl
WblFapManapMeH TaHbICKaH XacTapablH Ke3KapacTapbl MEH CEHIMAEpPIHE acep eTKEH OH Mblcaniap
peTiHAe Heri3re anbiHAbl.

KepkeM aaebueT neH KMHomaTorpadua NnpuamMachl apKblabl Topbueney YaepiciHiH Tuimainiri
OTaH/bIK XaHe WeTenaik FanbiMaap eHo6eKTepiHae atan etingi. OnapabiH, KapT agamaapabiH Kopinikke
o6enimaenyneri XaHe Xac ypnakMeH KapblM-KaTblHaC OpHaTY KMbIHLWbUIbIKTAPbIH aHblKTayFa KOCKaH
y/ieci eHepiH, KoFaMmMeH 6annaHbICblH 3EPTTENTIH aneymeTTaHyLbl1ap MEH 6HepTaHyLWbITapAblH,
6ap/iblK 3epTTEYNEPiHiH Heri3i 60/bin Tabbliaabl.

KenTteH KyTkeH Tayencisik ata-6ab6anapbiMbl3ablH 6ipTyTac Teyencia MeMaeKeT Typasbl apMaHblH
opblHAayFa anapap *os. OHbIH, 60n1alwaK TaF4blpbl Xac ypnaKTblH KOMbliHAA, 01 OCbl TYAbl OU1iK ycTan,
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OHbl MY/IIEM XaHa 9/1eMie MaKTaHbILWNEH anbin Xypeai. ATa-6abanap A9CTYPiH KYPMETTENTIH,
KOFaMHbIH, KapT MyLUeNiepiHe KYPMETNEH KapanTblH, eN4iH MaTepuaniblK *oHe pyxaHu MOAEHUETIMEH
TaHbIC }KOHE OHbl MEMEKETTINIKTIH HEri3i Aen caHanTblH XKacTapfa eNfiH 6onalwarbliH CEHIM Tancbipy

6acbIMIblKKa anHanybl Kepek.

Tipek ceagep: KapT agamaap, }acTap, eHep, 9Aebu LibiFapManap, KMHO, Tap6UE, YITTbIH

M3E€HN KOAbl.

Hoanekce3s ywiH: TayeHoB, KaHaTOeK aHe 6acka. «OHepAiH erae XacTtafbl agamaapabliH KapTato
KyOblnbiCbiHa 6enimaenyiHe acepi». Central Asian Journal of Art Studies, 1. 6, N2 2, 2021, 77-92 6.

DOI: 10.47940/cajas.v6i2.420.

Kipicne

VriHri Tanaa xep OeTiH MeKeHIereH

azamiaapabia 1 MuaMapaKa xKybirbl
60 >xac mexkeciH eHcepin, KAPTThIKKA
6eriimaeny ycrinae. OJ anamaapabiH,
OacbIM KeILIiJiri MaTepuaJIbIK Karaanbl
TOMEH eJI1epAiH TYPFbIHAAPbI. OJIeYyMeTTiK-
SKOHOMMKAJIbIK ©3repiCTep/liH OHChI3
J1a KypZiesli HOTHKeJ 1epiH OaFbIHAbIPa
aJIMaraH erje »KacTtarbl agamaap OyriHri
TaH/la KOPOHABUPYC iHIETIHEH »Kama Lerin
YKATKAH XaJlbIKThIH KaJIbIH TOOBIHbBIH
6ipi. JlyHuerky3isik leHcaynblk cakray
VHBIMBIHBIH >KiKTeMeciHe caiikec 18 GeH
44 ac apaJibIFbIHIATBI alaMIap — »Kac
anamzap ToobiHa, 45—>59 »kac apasbIFbIHIAFbI
azamzap opra xkac myuesepi, 60—74 xac
6oJica erjiesik Ke3eH 60JIblN ecernTesie.
Kasakcran Pecniybsnkacbinga opra emip
cypy xkacbl 68,5 xkac (2021 Kblrbl
MaJliMeT ) GOJIbIN OeNTiJIeHTeHLIKTEH,
OyJ1 TONKa KipeTiH anamaap ToOObIHbIH,
9JICYMETTIK »KaFIaibIH 3epiesiey 63eKTi
Macesiere ailiHasbln oTblp. OpuHe JIJ1Y
Kapisik (75—90) »koHe y3ak eMip
cypyutisziep (90-HaH KoFapbl ) MexKeciHe
JKETeTiH azamaap ToObIH Ja xKeke OeJlin
kapacrbipyna. derenmen, Kazakcran
Pecny6sukacbinna onzait anamaap Toobl
Ken emec. YJITTbIK CTATHCTHKA OIOPOCHIHBIH
MoaJliMEeTTepiHe CyHeHCeK, Ka3ipri Tanaa
eslimMiszie 2 MJTH-HaH actam 3eiiHeTKep Gap.
Ousapapbit, 1/2 nafibiabl 1eHcay blFbiHA
OallIaHbICThl KAXKETTi dJIEyMETTiK-
MeIULMHAJBIK KOMEKTI YHIeH asya.

Koramparbl KapTTapra jereH

KO3KAPACTbIH 2KaFbIMJIbl YCTaHbIM/IA

60J1ybl KOTl (hakTopaapra GaliaHbICThI.
OT6acel, 6aa-0akKlila, MeKTell xKoHe 6acka
J1a 9JIeyMeTTiK HHCTHTyTTap OoJialliak
YpNaKThIH OiiMi MEH MdICHHETiH FaHa
JKOFapbIATBIN KOUMai, CoJl 2Kac YpraKThIH,
KapTTap/aH yJri-eHere aJblil, yprakrap
cabaKTracTblFbiH KamTamachi3 etesii. 90-1iibl
JKblIAPAAFbl OPBIH aJIFaH Kypaedi
e3repictep 6ys cabaKTaCTbIK TaMblpbiHA
HaJiTa maybln, KyH/IbIJIbIKTAp IyHHECiHE
»KaHa Ke3KapacTap TyFbi3/ibl. AsiibIMeH
casiCH apeHajia aJibll OJAKThIH blIbIpaybl,
Tiz6eKTeJsie OpPbIH aJFaH 9KOHOMHKAJIBIK
KYJIIbIpay 2KoHe 9JIeyMeTTiK TYPMBICTbIH,
TOMEHJIEYi XaJIbIKTbIH OapJIbIK TOOBIHBIH
aJlIbIHA 2KaHa »Karnaira 6edimMaesTy MiHIeTiH
Ko#bl. bys xkarnail Kaprrapra epekiie
aybIp THIM, TeK KaHa KapTalora FaHa emec,
KOFaMra OeliMiey »Kar1aibiH TYbIHIATThI.
OJieyMeTTaHy, NCUX0JI0rHs1, (DU3HOJIOTHS
JKoHe OMOJIOTHS FBIJIBIMIAPBIHBIH 3€PTTEY
oObeKTiCiHe aliHaJIFaH KapT alaM »KaHa
9KOHOMMKAJILIK (hopMalusiia Toyes
TyJIFara alHaJIbI, KOFAMHBIH €peKIiIe
KYPMeTKe JIaUbIKThl MyLLeCiHe eMec,
9KOHOMHUKAJIbIK FbJILIM aHbIKTAaFraHAaH,
KOFaMm/1a OeJICEHIJIITIH KOFA/ITKAH »KoHe
SKOHOMHKAJIBbIK ayblpTHaJ/bIKKa ailHaJIFaH
cyObeKTiiep KaTapblHa »KAaTKbI3bIY/A.
Koramaa kapTThiKKa »KoHe KapTatora
Tepic Ke3KapacThlH KaJbllTacybl KeOiHe
OATBICTLIK M3JEHUETTIH, SKCIIAHCHUSICbIMEH
HansanbicThIpblIabl. JlocTypJi Kazak
KOFaMbIHa »KaT KapTTap yii CaHbIHbIH
KYPT OCYi /1€ KYHIbWIBIKTAP YHUECIHiH
aJMacybIMeH epekinenenesni. An 6i3
caH racblpJsiap 60#bl «KapHsIChIH
ChIAJIaFaH, 2KEeTIMiH 2Kbl1aTHaraH, Kecipii



KAHFBIPTIaFaH, aHa CyTiH apAakrari,
aTa caJ/IThlH cajiMaKTarn 0CKeH eJiMi3»
(’Kanaraes, O3ueBa).

KapTatoabl KOFaMHBIH »KeTiCTiri
nen 6iJeTiH KadaK KOFaMbl, erjie »KacTarbl
aJlamjlapra opKalllaH KypMeT KopCeTir,
TopiHeH opbiH GepreH. HapbIKThIK
9KOHOMHKAHBIH ayblJIJIbIK MEKEHIEP/IiH
TYPMBICbIHA 9KeJITeH 3apathl, aybla
XaJIKbIHbIH KaJlaslapra Karnai KoHpIC
ay/lapbIr, MErarnoJuCTepaiH TYPMbIC-
Tipuisirine yipenicyi, »karnmnain
JKYMBICBI3JIbIK T1€H 2KacTap/blH JppexKeci
TOMEH KbI3METIEH alHaJbICybl ypriakTap
apacblHAarbl cabaKTaCTBIKTbIH KOHBITYbIHA
9KeI COKThI. byl xkaHa Koramzia KapT agam
3CHHET »KACbIHA 1IILIKKAH COTTeH KOFaMHaH
aJlacTaTbl/IbIM, 1epoec cyObeKT peTiHie
opekeT eTyze. OMipiniH 6acbiM Godtirin
KbI3METTe OTKi3reH KapHus 31 yLiiH
TybIHJaFaH »KaHa LWbIHAWbIJILIKKA YHpeHice
anmaribl. Onapra KoMek Kopeetyi
THiC 0TOAChI, KOFaM »KoHe MeMJIeKeT
«apThlJIFaH XKYKKe » HEMKYpaHJIbl
Kapar, MiHJeTiH MaTepHaJbIK
KAXKETTIJIKTI KAHAFATTAHABIPYMEH FaHa
HailaHbICTbIPAJIbI.

«Kaszipri KasakctaHHbIH »kacTapbl —
€CKi >KYHeHiH KyHdpeyi, cascaTTarbl,
9KOHOMHUKAJIAFbI KOHE dJICYMETTiK
casiafarbl TyOerenJi xKoHe oTe KUbIH
pedopmadniap xKarnaibiHaa 6CKeH KaHa
ypnak» (Kulmagambetova 243). Ypnaxrap
apachbIH/Ia OPbIH aJIFaH TYCiHiCMEYIiJiK
MeH KaKThIFbICTap KapTTapAblH Oip TOObIHBIH
ayblp NCUXUKaJbIK aypyJapra LaJjjiblFybiHa,
aJ1 eKiHLIi TOOBIHBIH KapTTap YHiHiH
TYPFBIHBI KEHITIH KelllyiHe oKell COFyaa.
Byl ThIFbIPBIKTAH LIBIHY/IbIH 6acThbl 6ip
LIeliMi — KOFaM apacblHAa KAPTTLIK MeH
KapTalora JIereH Ke3KapacTbl e3reprirl,
KOFAMHbIH, KOPIJIIKTI — JaHbILINAH/BIK,
ToJliM-TopOHe Ko3i peTinae KaOblIaaybHAA.
Byn KbiamMeTTi Ka3ipri Koramia eHepjiiH,
TYpJi 2KaHpJapbl OipTiHAEN KoJFa ajy/a.
OHbIH iIiHxe OYTiHTi FBIJIBIMH KYMBICTbIH
6acTbl TaKbIpbIObIHA alHAJFaH — 9J1eOUET
[IeH KHHO 6HEPiHiH 63 TYbIH/bLIAPbIHAA
KapTTap OefHeciH KecKinaeyi, boJsanmak

ypliak caHacbIH/a Heri3 peTinie
KaJibinTacybl MyMKiH. JKac yprnakTbl eHep
TYbIH/BIAPbI APKbIIbI 2KaHALLIbIPJIBIKKA,
MOHBIHCYHYFa, KypMeTTeyre Topouesey
erJie »KacTarbl alamMaap/blH, eJaeri
JIOpeKeCiH KOFapbl IeHrelre KoTepil,
0JIapJIbIH KAPTAIOFa »KOHE »KaHa dJ1IeyMeTTiK
JKarnaira 6ediMaenyit xKeHiJIeTes.

sKac ypriakTbl TopOuesien, oHbl
TOJIBIKKAHJIbI <KEKe TYJIFa» peTiHjie
KaJIblITacThbIpy 9710 LLblFapMaJiap/blH,
Heri3ri xkeJiici. «Kazak onebuerinie xeke
Tysira 3 OTaHbl MEH eJliHiH KopFayLbIChl
60JIbIT TAOBIATBIH YKEKE TYJIFA 2KOHE
Hackasapra KaMKOPJIbIK »Kacai ajaTblH
ajaMm petinje GipKkatap MarbiHa/a
Kosianbliaas» (Tolen, Mantayeva,
Alimzhanova, Gabitov 96). SIruu, Tex
TopOueci KaKChl aJlaM FaHa «KeKe TyJIFa»
Gosia anajibl. AJi, xKaKehl TOpOMEHi anamMu
KYHJIbLIIBIKTapra YUPETETiH 1liblrapMaJiap
raHa 6epe asajipl.

[unoresa 1

JKacrapapit KapT agamaapra jeret
KYPMETiH KaJbIITACThIPY MaceJieci
OoJlaliakka ereH CeHiMMeH KapayablH
Heriari hakTopbl. AaM aJieyeTiH 1aMbITy
»koHe KasakcraH XasKbIHbIH, pyXaHH
JKaHFBIPYBI yprIaKTap apachblHIAFbI

63apa 9pPEeKeTTECTIKTIH MaHbI3AbI/IbIFbIH
aHbikTaiabl. Kasak goctypsii MofieHHueTiHaeri
JKacTap/blH, YJIKEHIEPre KYPMET KOPCEeTYiHiH,
KOpiHiciH 9/1e6HeT KaHe KHHO eHepi
APKbLJIbI 2KETKi3y ypriakTap cabaKTacTbIFbIH
KaJllbiHa KeaTipei. «9pbip yprnak e3apa
OalJlaHbIC MIeH 83apa TayeJlli iC-KUMBbLJI
VAepiciH/e FaHa aJ1eyMeTTiK KaybIMIACTbIK,
petinjie KasbinTacaisl. JIFHu, 2kaHa OybiH
TEK aJIIbIHFbIFA FAHA €MeC, COHbIMEH KaTtap
aJlJIbIHFbI OYbIH /12 2KacTapra KoJjiay KepceTe
ananp» (slkoBenko, Koasena).

lunoresa 2

JKacrap GoiibiHza erze »kactarbl aiamaapra
KypMeTIeH Kapay/ibl KaJbIITacTbIpy
AJICYMETTIK MHCTUTYTTap/bIH, Oisim 6epy
YHABIMAAPbIHBIH, KOFaM MYILIeJIEPiHiH
MaKcaTThbl KbI3METiH YHbIMAACTBIPY apKblJIbl
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MYMKiH GoJiajibl. Bip »karbinan or6achl
MeH KOFaM »Kac YPIaKTblH, 3JUTapJibl
MoJIEHHETKE JIeTeH KbI3bIFYILIbIJIbIFbIH
TY/IbIpAThIH Herisri cybbekTinep 6oJca,
MEMJIEKET COJI SJUTAPJIbl MOJICHUETTIH,
canaJiblFblH KAPaCThIPAThIH XKOHE OHbIH
JIYHUere KeJslyiHe Jemeyiui 6o1aTbiH 6acTbl
UHCTHTYT.

9aicTtep

Makasnaza apropJiap erje »kacka »KeTkeH
azamaTTapjblH OeliHeciH oieOueT KaHe
KHHO OHEPiH/Ee COMAJYbIH TaJar, coJ
apKblJIbl KAPTTap/iblH dJ1€YMETTIK OpTara
COTTi HeriMmaenyiHiH TOpOUesiK WapTTapbiH
anbIKTaabl. By eHep canacbiiia
Oap TybIHAbLIAPABIH KAaXKeTTi 3epTTey
dlicTepiMeH TaJlaHy »KyMbIChl OOJIIBI.
CoHbIMeH KaTap, aBTopJiap TaHaaJbl
aJIblHFaH TaKbIPbINTHIH KahaHayu
MaHbI3/IbIIbIFbIH €cKepim, GoJallak
3epTTeyulijiepre KazkeTTi Heri3 6oJ1a
aJIaThIHAAN KOPBITHIH/IbI 2KacayFa ThIPbICThI.
Aran aliTkanja, WeTesliK }KoHe OTaH/IbIK,
TYBIH/BIIAP/IbIH, iLIiH/IE €H TaHbIMAJIIbLIAPhI
TaHJaJIbII aJIbIHBII, OJ1ap/iblH TOpOHesiK
MoHi MeH yprnaKrap cabaKTacThIFbIH/IA
JIATBIH OPHBI TypaJbl TY>KbIPbIM 2KacaJ/bl.
AnbIHFaH IepeKTepIiH HOTHKeepi
OoMbIHIIA KapTTap/biH GellimMaeny yaepicine
OH, >KoHe Tepic acep ereTin pakTopJaapra
Tajjay kyprizinni. JKunakranran aknapat
MarucTpaHTTaPAbIH AUMJIOM/IBIK KYMBICBIHA
KAXKEeTTi MaTepHaJ/iap Kopbl peTiHie
KOJIIaHbl/1a aJiajibl.

Hotuxxenep

Bykin asiemzie opbIH adblil 2KaTKaH
XaJIbIKThIH, KAPTalo yepici KaiTapbIMChi3
yAepicKe afiHaJbIN 6apa KaTbip.

By temorpadusiibiK e3repic Koram
eMipiHiH OapJbIK cajlajapblHa bIKNaJ eTe/i.
Enbekke kabineTTi anamaap caHbiHbIH KYPT
ToMeHJIeyi OapJIbIK eaep aaablHaa 3eHHeT
»KacblH KeTepy MacesieciH Kotoa. BYY na
KOFaM/JIbl 2KaHa lIbIHAWbIbIKKA Oelimey
Macesieci ToHiperiHje ic-1apaJjap Tizimin

nasipsay ycrinue. KapTThIKTbl MBIKTbI
JIeHcayJIbIFbIMEH, 6al ToxKipubeciMeH
Kapchl asry 6acThl Macesiere aiHaJsybl THIC.
Mewmnekertepre 6epreH yCbHbIChIHIA
BYY Gipkatap MaHbI3/bl Macesesiepai ajra
Kotofa. Oniap/ibiH KaTapblHaa — KapTato
MEH KOpiJliKKe IereH KOFaM MyLlesIepiHiH,
KO3KAPAChIH 63repTy, afaMIapablH

63 JIeHCayJIbIFbIHA JIeTeH KYTiMiH apTThIpy,
JIypbIC KapTato MOCeJIeCiH ajFa Koto,
KOFaM/1a erjie »KacTaFbl alaMIap/biH
dJIeyeTiH JaMbITy YILiH XKarnai »Kacay,
MeMLHHAJBIK-dJIeyMeTTiK MeKkeMesepe
KapTTapFa KaXKeTTi KOMEK CallacblH eceJiey.
By ic-wapanappl xkysere acbipyra
KOFaMHBbIH, 6apJIbIK MHCTUTYTTapbl OeJICceH i
aTcaJjibicybl KaxkeT. KapTrap/ibiH GefiHecin
61J1iM MeH arapTyLIbLILIKTBIH KO3i peTiHje
aHFapTy, oJap/biH 6ail emipJik ToxipubeciH
KOFaMHBIH IaMYbIH/Ia KOJIJIAaHYy MEMJICKET
MeH KOFaMHbIH MiHJIETi.

Kapratora oH ke3KapacTbl
KaJIbINITACThIPY, SIFHH TOJIEPAHTTBIIBIK,
TaHbITy — OYJ1 YpPraKTap/blH KOFAMAAFbl
YHJIeCiML 3apa 9peKeTTeCyiH, erjie
JKacTarbl alamMJap/blH, KapTalora aJieyMeTTiK
OeltiMieyiHiH YThIM/Ibl HaFbITTapbiH
AHBIKTAY MYMKIiHIKTEPiH, 2KaCTap/iblH
foJlaliakTa e3/epiHit Jie KapTato MaceseciH
CbIHAAPJIbl KAObLIIAYbIH KAMTAMAChI3
eTeTiH TeTikTepaiH 6ipi. «Kapratora neren
TOJICPAHTThI K63Kapac KeM JiereHje yi
HbICAH/IA KOpiHeli:

1. JKac ypnak Hemece »KaJiIbl KOram
TaparblHaH erje »acTarbl KoHe KapT
aJlaMmJlapFa JiereH ToJIepaHTThLIbIK;

2. Erze »koHe KapT anamiapibiH 63
Kaprato akTiciHe TOJePAHTThIIbIFbI;

3. JKac xoHe opra yKacrarbl
azamaapabiH Oosallak KapTaloblHa
JlereH ToJiepanTThlibirbl (Cepreesa 4).

Epre me kelll e KapTaio yaepici op
a/laMHbIH, oMipiHeH opbIH anajbl. KapTThikka
OeliMIeyiH KaHIIaJbIKThI 2KEHiJl 0TeTiHIiri
or6achl MyliesiepiHe GaiyaHbiCTbl. Anaiia,
KoTl XKaraanaa Oy KeMeK MaTepraJiibl
KoJilaymeH tiekresieni. Kazipri 3amaHHbIH
TopOUe Ko3iHe aliHa/IFaH FaJlaMToOp KOFamia
OpBIH aJaThbIH KaTbIHACTAP



MeH KyOblJIbICTapFa acep eTy XKarblHaH
aJiralikpl opblHaa. bys ranamat

KyLUTi TOpOHeiK MaHbI3/1a Nalnasany
6ipkaTap 11eKkTeysaepre Tan 6oJya.

OHbIH a/IFalIKbIChI 2KaCTap/IbIH KOHTEHT
TaHjay/arbl gepocTiri 6oJica, eKiHIlici
TopOHeJiK MaHbI3Fa He KOHTEHTTIH, a3
6osybl. CoHbIMEH KaTap, Kitan 6eTin

TeK MEKTeI TabaJiblpbIFbIHAA allyIbl
MeHrepreH »kacrap, cabakraH ThIC yaKbITTa
AJICYMETTIK 2KeJliJiep acepine Tan OoJya.
Byn 6arbiTTa 6i31iH OMbIMbI3IIA MbIHAAH
lapaJap KoJira ajbiHybl THic. OT6achl
TaparnblHaH 6aJsiajap/ibiH TEXHUKAJBIK
KYPBIJIFbLIapPAbl KOJIAHYAAFbl MeJILIePiHiH,
6oaybl, MeKTern TapanbiHad — « 100 kitan»
’KOOACBIHBIH MOTHBALMAJIBIK bIKTAJbIH
KapacTblpy, KOFaM TapanblHaH OaJiasnapra
TopOue Oepep KapbIM-KaTblHAC OPHATY,

aJ1 MeMJIeKeT OaJjlasiapiblH, 9J1eyMeTTIiK
KeJlijiepieH 00caraH yakbITbIH KAMTY
MaKCcaTbIH/Ia OHEP KPYKOKTapblH, CIIOPT
CEKIMSIAPBIH »KoHe eH 6aCThIChl TeJeanIap
MeH Kitan 6eTTepi apKblibl OepisieTin
MaTepHaJIapAbIH, TOPOUENiK MaHbI3bIHA
epexie KoHisa Oedy.

Ojie6HeT KoHe KHHO TYJIFaHbIH
KaJlbllITacyblHA bIKMAJ €TeTiH epeKiie
KypaJl. bana kesineH kitan 6eTrepiHeH
KopulaFaH opTa TypaJibl OisliM aJlaTbH
’Kac ypNaKThIH CaHACbIHA aJIFaH acepaep
eMip OOMBbIHAA BIKMAJbIH THTI3e/.
LInpJbIK TeXHOJOTHsIIAPAbIH, 1aMYbl
OHEP/IiH €H, »KaC TyPi KHHO casachbiHa
epekiue Hasap aypapryaa. CoJ Kitan
6eTTepinjieri poMaHaap MeH MoBecTbTeP/liH,
9KPAHU3AUMAIAHYbl €H TapThIM/IbI
»KaHpJap katapbiiaa. OHblH 6acThl ce6edi,
LIBIHANJIBIK [EH allbIKThIK.

Kasipri 3amanrbl KOraMHbIH, CaH/IbIK,
TeXHOJIOTHsIIAp J1pyipiHe asK Hacy
JKaraafblHAa KUHO dJ1eMHiH 6eT-OeliHeciH
KYPacTbIpaThiH, KyH/bIJABIKTApP TyHHECiH
JIOPINTEHTIH, KOPEPMEHHIH MiHe3-KYJIKb
MeH 2Kypic-TypbICbIHA dcep eTe alaThbliH
bIKNaJIbl OyKapaJblK aknapat KypaJblHa
afiHaJsyza. by Fel/ILIME 3epTTey apKblJbl
hUaAbMIEP/LIH 2KacTap TOObIHA dcep eTyiHiH
03€eKTi MaceJieci KoTepiJir, oslapibly

KapTTap OeHHeCiH comaay apKblibl KOFam
iLIiHAe 2KAFBIM/BI MIKip KAJIbIITACTbIPY
UJIesIapbl KOTEPiNAi. «...KHHOHBIH,
ncuxoJiorusiibik ocepi 6ap. [lbinbinaa

J1a, KHHOHbIH 9CEPiHeH KyJiMcipey Hemece
KO3 ’Kac, KyaHblll HeMece KAKFbl, TOJKY
HeMeCe ThIHBILITBIK Ce3iMi TybIHAAFaH TYpJIi
cesimiep MeH aMolMsap naiua 6oaaas»
(Bykuna 4).

KasakcranapiK KHHO ©HEpPiH/Ie COHFbI
Ke3eHJIe KOHiJ ToJIapJbIK KHHOJIeHTa ap
kenten tycipinyne. Oran Pecny6Gnkambizna
2019 xbuibl 03 KaHTapaa KaObligaHraH
«Kunemarorpadus Typasbl» 3aH 1a acep
eTTi. Ocbl 3aHHBIH NpeambyIachIHa:
«QJIeyMeTTiK MaHbI3bl 6ap husbMaep —
KOFaMHbIH MAaTPHOTTBIK, PyXaHH-
allaMrepLlisiK, 3UATKEPJIK KOHE MOJCHH
9JIeyeTiH apTTbIpyFa, 6CKeJIeH YPIaKThl
Topbuesieyre GarbITTaJFaH ©3€KTi, OHbIH,
itrinne Tapuxu hunbmaep» (7), IeJiHTeH.
SIFHM ecKeJieH ypraKTbIH caHacblHaA
TopOUeNiK epeKllieliriMeH biKnaJ
eTeTiH KUHOJIeHTaJIapFa epeKilie Ha3ap
ay/lapbllaTbIHABIFbl OeJITiNeHTeH.
by mocene [Tpesunentimiz Kacbimzkomapt
TokaeBTbIH 1a epeKllie HAa3apbIH/A.
Kasakcran [pesunenTi canaJbl 91e6u
TYbIHIBIIAP MEH KUHO(UIbMIE PAIH,

JKapbIK KepyiH OipkaTtap TyJrajsapMeH
yHeMi Taskpliayaa. OnapabiH KaTapbiHia
»kagyibl-npamatypr Cmarya Eny6ati,
Kasakcran knnemarorpagucrep ojlarbiHbIH,
Teparachl Epmek TypcbinoBTa 6ap.

Kapt anamubiH TesiesKpaH apKbliibl
OeliHeciH coOMIaFaH KMHOJIeHTaJ ap
KaTapblHa COHFbI 2KbIJIIAPbI 2KapbIK KOPreH
«[lan», «[Isipakiiibl», « MHOTOAEIHBIN»,
«Anara anapap »koJ1» (pUJIbLMiH XKaTKbI3yFa
6osanbl. «[Ilan» KHHOTYBIHABICHIH GyKapa
xaJlblKKa yeblHap anapinaa Epmek TypebinoB
KHHOJIEHTaHbIH OHJIay »KoHe TaJljlayra
6eliiM aamiapra apHaiaThIHAbIFbIH Gachl
antkan. D. Xamunrysiain «an men
TEHi3» LUbIFApMACbIHaH TyblH1aFaH
KHHOJIEHTaHbIH, TepeH, (hUI0COPUSIIBIK MOHI
Gap. Aziam pyXbIHbIH KYILiH OeiiHesieren
waJs o6pasbl OYKiJ Ka3ak XaJKbIHbIH eMip
calTbiMeH OallslaHbICThIpbLIabl. Taburat
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MeH KopllaraH opTara KaMKOpPJIbIKIIeH
Kapail 6iJireH XaJbIKThIH 6ip aqaMHbIH,
KEHIi apKbl/Ibl Oepisy yJ/rici, KAHOJIEHTa
OapbICbIH/A a/laM CaHACbIH/IA OPbIH aJIFaH
e3grepicrep 60JallIaAK KacTapra oHere
6oustyra TypapJblk. bosamak yprnakka
KaMKOPJIbIKTbI 6aJla MEH aTaChlHbIH KapbIM-
KaTbIHACHI HeTi3iHae Oaiikayra 6oJ1a/bl.
AracbiHbiH 6anacbiHa alTKaH HaKblL
cezJiepi, Yi lapyalllbIbIFbIH »KYPrisyjie
OepreH KeHecTepi, »KaJirbl Kapanaibim
TYPMBICBIHBIH 631 KillKeHTall GaJlaHbIH,
KHUBIHJBIKTAP TO3Y, alaMrepluisikke
YMTbIJTY KACHETTEPiH AaMbITTbI. ATaMbllII
pexkucceptin «IIIbipakibi» aTThl 2KaHa
TYbIH/bICHI KAPUS1 ©MipiHEeH y3iHaijaepre
ToJbl. bac Kefiinkepin TarablpbiHa

COFbIC, OJIaH KeHiHTi KHbIH-KbICTay Ke3¢H,
JKaKblHAAPbIHAH albIPbITY CHSIKTbI ayblp
JKaFIanaap XKa3blJIFaHBIMMEH OJ1apFa TOTel
Oepe ajlFaH «LIbIPAKIIbl» 63 3aMaHbIHbIH
6erke ycrap Tysrachl. Kacuerti xxepin
TasaJiblFbIHA aca MoH Oepil, OyJI icke
JKayanThIIbIKIIEH KaparaH KapHUsHbIH,
TYJIFACHl aFapTYLLbLIbIK KbI3METIIEH
TOJIBIKTBIPBIJIBII, 2KacTap/blH OOHbIHIA
YJIKEH KypMeT KepceTy KaCHEeTiH TyFbl3a/lbl.
MetiipimMaiJiiK neH xKapKbiH O0J1alIAKTbIH,
OeliHeciHe alHaJIFaH Kapus ayblJ apaJart
JKEPriJiKTI XaJIblK apachiHAA YJIKEH aJiemMre
ecik awyna. KapusiublH poJiiH comaarat
akrep Mypar MykaxanoB Anara
KaJsacblina etkeH « Kunouok-2019»
thecruaninin, « KuHo eHepi KbIaMeTIIiCiHiH
MO3THUKAJIBIK OeHHeCiH coMiaratbl

yuin» 6ac Kasbliap ajaKachlHbIH apHaibl
nunyiombid venenni (TypcyHos).

Byrinri Tanna KMHO TeK KyaTTbl
OyKapaJiblK KOMMYHHMKallKsl KypaJibl FaHa
eMec, COHbIMEH KaTtap »KacTapablH 60C
YaKbITbIH 6TKi3y/liH KypaJbl. Enimisnin
ipi KaJaapbiHaa KUHOTeaTpIIap
KOTITEeI allbLIbIM, 0J1apAa KepceTinep
KHHOTYBIH/bLIAP ilIiHIe Ka3aKCTaHIbIK
(usbMIEp KOnTemn KopceTiuye.

JKacrap canaceina hunbmaepain
9CepiH 3epTTeyre apHaJiFaH FblJIbIMHU
JKyMbICTap KoOiHe oJiap/iblH HEraTUBTI
acepiH ajiFa TapTajbl. Mbicalbl, osap

K60iHe XKaFbIMChI3 MiHe3-KYJIbIK

TMeH KoFaMfa »KaT KaTbIHacTap/ibl
Jopinteii. JlereHMeH, KUHOHbBIH OH
bIKIaJIbIHA KATBICTBI 3€pTTEYAep/i 1€
eckepMmel Kotora 6oJsimaiijibl. Ce6eoi,
OTaHJBIK pexKuccepJiep/lit, aBTOPJIbIK
KHHOTYBIH/IbLIAPBI KOFaM MYLIEJIePiHiH
GapJibIFbIHA JIEPJIiK TTO3UTHBTI acep eTe/l].

TaubiMas KazakcTaHblK pexKuccep
Axan CaraeBTbIH «AHara anapap »KoJ»
aTThl KAPTHHACHI €peKILLe MaTPUOTTHIK
cesimre ToJibl TybIHbl. OTaH MeH 6OpBbILl,
aHa MeH 6a/1a KaTblHachl PUI0CODHUSIIBIK
isneHicTep apKblibl 9p6ip Ka3aKCTaHIbIK
XKYpeTiH/Ie OLIMNec i3 KaJibIpibl. AJFalliKbl
uJiest MeH OHbIH JKY3€ere achblpblaybl
apacblHaarbl 6aiJIaHbIC TYbIHIbIHBIH,
TaHbIMAJIIbLIBIFbIHA XKOJ1 allThl. «AHara
arnapap KoJ1» (UJIbMi 2Kac ypraKTbiH
CaHaCbIH/A XKaKbIHIAPbIMEH OPHbIKKAH
KapbIM-KATBIHACTBI KAHFBIPTY 2KOJ11apbIH
KapacTbIpy/lbl, 0J1ap TypaJibl NiKipJepiH
©3repTyli, €CKi peHITePAl YMbITbII, 2KaHA
emip GeTiH aliyra makbipajbl. AHara
KYPMeTIIeH Kapar, KbI3MeT [eH MaHCanThIH,
COHbIH/1A XKYPreHHiH OpHbIHA aHa ajaKaHblH
ycrarn, 6aTacbiHa ne 60Jybl apMaHaay
KazKeTTIlH aJlIbIHFbl OPbIHFA KOSIbI.

By TybiHabia aHa MeH 6aJia KaTblHACHI
APKBLIBI OYJI IYHUE/ETi eH KbiIMOaT
HOPCEHiH — oTOaChl eKeH/ITiH YMbITIAY
KaXKeTTiri cunaTtraJajibl.

JKaprbiracbipra co3bljiFaH OKUFa »KeJlici
TapuUXH OKHUFaJlapblH ayblp Ke3eH/IepiHe
cunartama oepeii. Y2KbIMAACTbIPY,

JKYT, CTAJIMHAIK pernpeccusiap, eKiHili
JIYHUEXKY31JTiK COFbIC, ThIJAAFbI aybIp
JKYMBICTap, CTAJMHIIK Jlarepbyaep
XaJILIKTBIH, dcipece yKac ypraKThIH
CaHaCbIH/A MOHTIJIIKKe CaKTaJ/ybl KepeK.

ThIIbIMY 2KYMBICBIMbI3ZIBIH, 63€Ti O0JIbIT
TaObIIATBIH KAPTTap YHiHJACTi 2KaFIai/IbIH
cunarrajaybid JKenicxan MoMbIIEBTiH,
«MHOro/Ie/IHbII» KapTHHACBIHAH Ke3/lecTipe
aJlaMbl3. OKeJiep MeH GaJiaap apachlHlarbl
KapbIM-KaTbIHAC TaKbIPbIObI Kail Ke3eH/1e
6osmacblH e3ekTisnikke ne. Kopisik
TayKbIMETiH KapTTap yiiHae TapTyra
MaKOYp KapHsiJiap Tapiblpbl alaniaTnan



KoiMaibl. Bys TakplpbInThl KOTEpreH
pexkuccep 03 PUIbMiH KOMEIUS KaHpPbIHA
YCBIHFaHBIMEH, »KACTap/IblH Ha3apblH ayjapa
6iJlin, ©3eKTi MaceJse TOHiperinie ol TapkaTa
6iJI1i. OpUHE KOMMEPIUSIIBIK KUHOHBIH
dJICI3 2KAKTAPbI 14 KETKIJiKTi, AereHMEeH
Kazipri »kacrap TijiiHe KeqTipiJireH puibLMHeH
OoJlalakka cabak ajaTblHAAK YJITiC

Jie xKetepJik. « Komenusibik xKaHpia
TYCIpiJIreH KHHOJIEHTAJIAP SMOLMOHAJIIbI
09CeHCY MEH JeMaJly KypaJibl peTiHae
TaHLIIFAHbIMEH, Ke3Kapactap MeH
MaKcaTTap/blH 63repTyiHe bIKIaJ/l eTe anajipl»
(Ky6pak 180).

Xabap areHTTirinin KosaybiMeH
Tycipijiren «Kapusi aTTbl» TejieXuKaschl
KapTTap yHiHe KaTbICTbl MOCEJIEHi eH
JKOFapbl JICHreH/Ie KOTepill, IIbIHANHbI
OMipJieH aJiblHFaH OKUFasap/ibl KAMTbIIbI.
Tenedunabmuin pexknceepi Acxar
Mycabaiinpiy aiitybitiia, 6y xko6a
ara-ogKeJepiH KapTTap yiiHe oTKi3y TypadJibl
OWJIAT JKYPreH azaMaTTap/blH OpaibiHaH
KAUTybIHA CENTIriH TUTi3e/li IereH YMiTIeH
Tycipiaren (Opicbait).

JKanmbl, 1octypJi Kazak KoFaMblHIA
KapTTap yHi IereH yFbIMHbIH 631 60JIMaraH.
bByn ynepicrin ce6ebi, )kahannany men
OaTbICTaHABIPY YPIICIHIH €TeK asTybIHIA.
Abait atasnapbiHbIH LIbIFAPMaJiapbl HETi3iH/e
emec, 0aThICTbIK OecTcesiepre Herisjlesret

TopOue aJsiraH yKactap «elIKiM elKimre
MiHIETTi eMeC» JIeTeH YCTaHbIM/IbI KaJjiay
ereTiH 6oJiibl. AfiH PaHaTiH osiemre ofirisi
uibiFapmachl «Erep oJ1 03iHiH 6ai/bIFbIH 031
TaNKAHbIH XKOHE OHbIH 63iHE »KoHe TeK 63iHe
THECIJIi €KeHIH ellIKallaH yMbITIIaraH
6odca....» (Pann 54 ) cusikrbl punocodusiibiK
TYPFbIIA aflaM MICUXOJIOTHSICBIHA TEPEH,
ACTBLIPTBIH ACEP €TETiH LUTaTaNapra ToJbl.
By lubirapmamen KyaHna TaHbIChITN XKaTKaH
Ka3aKCTaH/bIK 2KacTapa eHOEKKOPJIbIK

TIEH 2KETiCTIKKe KTy YCTaHbIMbIMEH Kartap,
«MEH €elLKiMIe elHopce MiHAETTI eMeCin»
YCTaHbIMbIHBIH KaJibllITacnayblHa KiM KertiJl.
OJ1i KaJbINTaChII yJrepMereH xac TyJra
TMICUXOJIOTHSICBIHA KATTMTAJMUCTTIK KOFaM
KepTapTnaJapbiH KiM TyciHaipin 6epe
anazbl. COHIBIKTAH /1, KaCTapbIMbI3/Ibl
©3iMi3/iH TeJ1 oneOHeTiMi30€H TaHbICTBIPY
apKblibl TopOUesey, KaHbIMbl31a 6ap cajT-
JIOCTYPJIePiMis/li cakTan KaJlyiblH, YITThIK
KOJIbIMbI3/Ibl TaOYIbIH KeriJli.

ArakTbl Kasak »kasyiiblichl Tosien
OO/iIKOBTBIH Kbl/IKaJIaMbIHAH 1LIbIKKAH
«OKe» I0BECTi XKACTbIK IeH KapiJiK
TaKbIPbIObIH OJ1aH 9PMEH JIAMbITbII, OMipLiH
CaHayJibl COTTEPIH CHNIATTAY APKBLJIbI
OKBbIPMaH CaHacblHa Ofi cajiaibl. Opaanbim
OMip/liH MOHIH asiarkl 6oJallaKTaH i31eHTiH
»Kac ypnak 6ip CoTKe yaKbIT aFbIMbIH
TOKTAaTbIM, 6TKEH 6Mip MEH aJi1arbl yaKbITKa

1 kecre. Kazak enepinze kapt 6eiiHeciH coMaay/IbIH TOpOHesiK MoHi

TybIHABIHBIH, TOPOHENIK MAHI

LIbirapma ataybl

Duabmieri keltinkepsep MeH yakurajap tepeH puaocopusiibik MarbiHara

OeliHec TeK »KapbIK COYJIeHIH »KbIJIybI iCTIeTTeC.

e S . Epmek TypcbinoB
ne. Tyrac unesiblk 03ekke OipiKKeH Tarablpsiap alaM eMipiHiH MaHiHe 2KoJl <Illasts
alapl.

OTKeHHiH 6efiHeCiH XKaHFbIPTY apKblJibl OoJalllakKa ecik allKaH KapT Epmek Typcbinos

«[pipakuib»

JKyperinje Korepin xKypeaui.

Tex ana rana co6uin 9 ail KypcarbiHja, 3 Kbl aJaKaHbIHAA, OMip GOHbI

Axan Caraes
«Anara anapap »oJi»

yiliHe, Koramra OeHiMIeITyiH KeHiJIeTe].

Tarnblpablt Ta/IKeriHeH KapTTap yiiH MekeHieret erjie »kacrarbl afamuapra
JlereH Ko3KapacTblH TpaHchopMaLUsChl 01apAblH KapTalora, HHTepHaT

JKenicxan MowmblleB
« MHOroeIHbIH »

MOHI caKTaJajbl.

Anamrepuiisiikke, i3risikke, MeidipiMm MeH eHOEKCYHTIIITIKKE KiTar apKblJibl
TopOuesIeyre KoJl KeTKi3TreH »Kasyllbl €peH eHOeriMeH XaJlblK 2Ka/lbIHa

Tosien O61iKOB
KOKe»

aKkTay 6acThbl Napbl3.

Ynkennepai cbliyiay, aHaHbl KACTepJiey, CeHiMre JIAUbIKTbl 60J1y, YMITTi

Fadur Mycipenos
«AHaHbIH aHaChl»
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K63 TacTarl, yprakrap apacblH1arbl KapbiM-
KATbIHACTbIH MaHbI3/bI/IbIFbIH €CKEPEl.
«...7Kasyllbl Kail Ke3eHHiH OKHFaJapblH
apkKay eTIeciH, aJibIMeH ajiaM TarlblpPbIH,
OHBIH TBIHBIC-TIPLUIJIriH, OMipAeri Kypec-
TAPThIChIH, dJIEYMETTIK OpTajlarbl OPEKETIH,
KOFaMJaFbl ajlap OPHbIH TePEHHEH apLbII
TaHbITyFa Makcat etenii» (PKymaresiun).

OKeHiH apMaHbl 63 6aJsacble eJl
KatapblHa KOCY, KOLUTEH KaJblpMmay,
eJsliHe afiaJl KbI3MeT eTeTiH azamar
Topouesey. [loBecTbreH TaHybICy
Hapbicbinia 9po6ip 9KEeHiH OChIHIAaNH apMaHbl
«03iM 2KeTrnereH kepre 6ajam xKerce ekeH
JiereH ol 60J1bI» CollieMiHeH aHFapyra
6osaibl (O61iKy/bl 115).

ABTOp MeH OKbIpMaH apachbiHAAFbI
Kopinbec Kemip peTiHae Oepiiren Kerdinkep
OeliHeci 6ipTe KaHALIBLIPJbIK, OipTe
KaThIre3/lik ce3imiiep Tyrbi3ajibl. EKi )KakThl
cesim Tyabipa OiJireH WblFapMa OKbIpMaH
TaparnblHaH ChIHFA J1a YIIbIPaybl MyMKiH.
JlerenmeH, elkimi eHxKap KaJsjiblpMachl
aii1aH aHbIK.

Kepkem onebuetTin apkacbinaa 6i3
KoplaraH JyHHeHi TAaHUMBbI3, KyOblbicTap
TypaJibl MiKip KaJbITaCTbIpaMbl3, alaMH
KaTblHACTAP/Ibl 2KaHA KbIPbIHAH TAHUMbI3,
pyXaHH AyHHeMi3i OalbITaMbl3.

«)Kac anam e3iHiH »KacblHa »KoHe
TICUXOJIOTHSJIBIK €peKIIeTiKTepiHe
OanIaHbICTbl 63iH OHEP TYbIH/IbLIAPbIHbIH
KeHinkepJsepiMeH ca/bICTbIpyFa, TeHeyre,
caxHaza, KpaHia Hemece Kitanta

6O0JIbIT 2KATKAH OKUFAJap/ibl 63iMeH
HallslaHbICThIPYFa, LIbIFApMa aBTOPbIHbIH,
KUSIJIBIMEH 2KacaJsiFal WJII031s1 dJieMiHe
enyre Geim» ([Tymiknna 152).

Kazak oneOueTiHiH KJacCHK »Ka3yllbIChl
Fabutr MycipenoBTbIH, LIblFapMachiHa
ToKTama# KeTy 6i3 YIIiH YJKeH FamiJiK.
Conay 1933 Kblbl 2xKa3bliraH «AHaHbIH
aHacbl» LIblrapMachl aHa Kyziperi
TaKbIpbIObIH/AFbI SHMIMeJIep KaTapblHa
Kipeai. basnacbiHbIH TaFABIPbI YILIiH 63 OMipiH
KHIOFa JITalbIH aHaHbIH OeliHec, xKacTtap
OOMbIHA 0TOACBIIBIK KYHIBIIBIKTAP/IbI
»Korapbl 6arajiay KacHeTiH ciHipei. AHaHbIH
Maxa60aThl, aHaHbIH, TiJeri, TiJ1 OiTKeH

JKYperi »Kay KoJibiHa TYCKEeH KbI3blH aMaH
cakrar, 60CTaH/IbIK ChIHJIan/Ibl.

AHanbiH GefiHeciH comiay Kai yakpITTa
60JIMACBIH YJIKEH acep €Ty KylliHe He.
OiliTKeHi KapT ajamaapra jiereH Kypmer
KOPCETY KACUETiHiH KaJsbINTacy Herisi
0i31iH OMbIMbI31IA, OTOACHI MEH MEKTEII
TabaJIbIpbIFbIHATHI aJIFaH TOpOUEMEH
yLITacapl.

Mikiprtanac

Kapr anampaap »koHe oJiap/iblH TyJIFachl
APTYPJIi FBIIBIMIAAPABIH 3ePTTEY 0OBEKTICI
6oJ1bin TabblIabl. OHEp TybIHAbLIAPbI
APKblJIbl €T/1e XKACTaFbl aaMI1ap/iblH,
OeliHeciH TopOHesiK MaH/Ie COMJIAY OJ1ap/bIH,
KOFaM MeH KapTato yaepicine 6efimaenyin
)eHinaereni. Kiran 6errepinie cunatrasnran
aHa MeH oKe OeiHeci KopkeM LIbIFapmaJap
APKbIJIbl XaJIbIK 2KYperiHe »KeTil, YJIKeH
TopOHesiK MoHre he 6oJabl.

Bisnin ofibiMbI3iIa, KapTalo — 6ipTiHaen
»Kypetin yiepic icnertec. Og XKbligapra
CO3bIJIbII, COTTEPMEH OalIaHbICTbIPbLIA]bI.
Erep kapraio yaepic 3BoJoLHsIHBIH 6ip
6eJliri peTinie KapacThlpcak, oHia 6acka
JlaMy yaepicTepi CHSIKTBI OHbI Y3/1iKCi3
yaepic nen Kabblinay kaxxer. Kopisik nen
KapT a/laM aHbIKTaMacCblH HAKTbl alKbIHAAY
MyMKiH emec. Ce6ebi, kaprato GipTinaen
JKYpETiH, OacTaybl KOK, Oipak asfbl MaJIiM
yaepic (JIocera 29).

Kapratofipl TeK ChIpTKbI €peKlieikTep
apKblJibl aHbIKTayra 6oaMaiibl. Cebedi,
OYriHri TaH1a 1allbiHA arbl epTe TYCKeH
HeMece JIEHCAYJIbIFbIHA OARJIAHBICTbI
KapT allaMHbIH KeHIiH »KaOblHFaH afamaap
ker. CoJl CHSIKTbI KapTTap TypaJbl
Ja OipKaJIbINTI MiKip KaJbINTACTBIPDIT,
OHbI ycTaHyra 60JIMai/ibl. Op 19YPEHHIH
03 2Kactapbl 6ap 6osaraHaan, ap 13yip/iH
03 Kapusiapbl 6ap. Ilerenmen, 6ip Hopce
3aMaH e3repce Je¢ MoHTIi e3repiccis Kasybl
THiC, OJ1 KAPT aflaMFa JiereH KaMKOPJIbIK
MeH KypMeT.

YoikeHaepai KypmMeTTeMey o3 Keseridje
0TOACHl HHCTUTYThIHbBIH TOJIbIKKAH/bI
KaJlbINTacybl MEH aMYbIHA, KbI3BMETTIK



KaTbIHACTAP HepapXUsIChIHBIH MYJITKICi3
JKYMBIC iCTeYyiHe Ke/Iepri »Kacanibl.

Erne »xactarbl alaMHbIH KOFaM/1aFbl

’KoHe 0TOAChIHAFbl OPHBI MEH poJliiHe
apHAaJIFaH FbIIBIMH XKYMbBICTAPA KaPTaOIbIH
aJlaM TNICUXOJIOTUSAChIHA 9CePi MEH KOFAMHDIH,
KapTTap/bl Kabbliaay creurduKkachl HepeH,
zeprresred. Ou 3epTTey/epiid KatapblHa

C. T. ToneyxanoBanbit, 1O. O. BysykraeBTbIH,
A. K. EmimanoBanbid, B. B. FOpuumHHbIH,
P. I IBaHOBTBIH »KyMbICTapbIH 2KaTKbI3yFa
6osanbl. bys canana epeH eHOeK aTKapblin
KeJie yKaTKaH rajibiMaap eHoekrepine 6isziit
YJ1€CiMi3, KapTTalo yiepiciHe KoFaM, OHbIH,
ilIinae acipece XKacrapiblH KO3KapaChbiHbIH
KaJlbllITacyblHA ©Hep apKblJbl 9Cep eTY/iH
©3CKTIJIirNH KeTepyMeH OaNIaHbICTDI.

KopbiTbIHAbI

OHep XasbIKTbIH, pPyXaHH Ka3blHachl. OHep
TYbIHABIAPbI KA YaKbITThl aJlMacaHbl3
ypnax TopOuesieyne epekliie MaHbl3Fa He
6oJiraH. XaJsblK aybl3 9/1e0MeTi apKblJlbl
XaJIKbIHbIH, PYXbIH Ce3iHreH cobH, ece
KeJie OHBIH MaTePHaJIIbIK MaJICHUETIMEH
TaHBICDII, OHbI KeJleCi YPIaKKa KeTKizeli.

ABTOpaapabliH yneci

JlacTypiii MBIKTBI yCTaHFaH Ka3ak XaJlKbl
aybl YJIKEHAEPiH 9pKalllaH KypMeTTell,
TopiH Gepren. Cosl cabaKTacThIKThI
JKaJIFacTblpy OYTiHri oHepiH jeMeyimeH

Jie iCKe achlIM »KaTblp. OHep TybIHABLIAPDI
6eTiHae KapT OeHHeCiH KoFapblaa aTajraHn
dlic-TacinaepmMen comay HoJialiak,
YPHaKTbIH TOPOHECiH LypLIC OarbITTayFa
JKOHE ypriakTap apacblHAaFbl cabaKTaCcTbIKThI
JKaHFbIPTYFa MYMKiHJIIK 6epeii.

OHepMeH KapbIM-KaTbIHACTAFbI HETI3Ti
KYH/IBIIBIKTap KaTapblHa — JIMTapJibl 6HEP
peTinae onebueTKe, OTaHIbIK KHHO 6HepiHe
KBI3BIFYLIBIJBIK [TEH KYPMeT Ce3iMiH 0ATy,
pPyXaHHU MOJCHHETTIH AaMybIHa bIKMaJl
€Ti, YATTbIK KOJITbI TYCiHY/iH 2KOJAAPbIH
Urepy, TyTac KOpKeM IlIbIFapMaHbl, KHHO
TYBIHJbICBIHAAFBI PUI0CODUSITIBIK OHIbI
KaObIIAY/lbl KATKbI3a OThIPbIIT, KOPKEM
a7ieOMeT MeH KMHOHBIH epeKlle bIKNaJl eTylli
KypaJl peTiHeri MaHbI3/IblIbIFbIH KOTEPY
ujesicbl OYTiHI 2KYMbICTbIH 6aCThl MaKCaThl.
bip makana keseminie MyH1alh 63eKTi
MaceJ/IeHi TapKaTy MyMKiH GoJIMaraHbIMeH,
OHbl GoJ1allaK quccepTalusIMHbIH,
6eTTepinie TOIbIKTAH allly »KyMbIChIH OJ1aH
OPMEH KaJIFaCThIPAMBbI3.

K. E. TayeHOB — 3epTTey TyKblpbiMAaMacblHbIH HEMi3AeMEeCi, 3epTTeynepai ocnapnay,
canbICTbipManbl Tanfay Xyprisy, 3epTrey HOTUXKENEPiH KOPbITY, KOPbITbIHAbINaPAbI
TYXbIpbIMAAY, 3EPTTEY HOTUMENEPiH TYCIHAIPY.

M. A. ©6ileB — aae6UWeT AiepeKTePiH Tanaay KoHe KopbITy, 9AeOMeT AepPeKTEPIH Ku1Hay,
[EePEKTEPAI KMHaY KaHe Xyheney, TangamanblK-Lony 3epTTeyiHiH, AM3aiHbIH a3ipney,
6enrini 6ip Macenenep 6oMbliHWa KeHeC 6epy.
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Kanar6ek TayenoB, Maiinan Aouuies

Kasaxckuit HallMOHaJIbHBII Melarornyeckii yHupepcuTeT nMeHu Abast
(Anmarsl, Kazaxcran)

ToakbiH EcneHoBa

Kasaxckas naunonanbHasi akagemus uekycers umenu T. K. JKyprenosa
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B/IMAAHUE UCKYCCTBA HA ALANTALIMIO MOXKUJIbIX TIOAEN K ®EHOMEHY CTAPOCTHU

AHHOTauUuMs. BinsHWe UCKYCCTBa Ha BOCMUTaHWE NogpacTalolero NoKOeHUS paccMaTpmuBaeTcs

He TOJIbKO C NMO3MLIMN UCKYCCTBOBEAEHMS, HO M T'yMaHUTaPHbIX HayK, TaK KaKk YeNoBEK U eCTb TBOPEL,
3T0ro Uckycctea. OT 06pa30BaHHOCTU M CaMOE IMaBHOE BbICOKOM Ky/bTypbl 06LWEeCcTBa 3aBUCUT

€ro NpoLBeTaHNe 1 pasBuUTUE. B 3TOM Ktoue Xy0KeCTBEHHAS KybTypa Hapoaa U LieaeBpbl
KuHemaTorpadum, CHATbIE UM BOOAYLIEBEHHbIE 3TUMU NPOU3BEAEHNAMM, ABASIOTCH MOLLHbIM
CpeACcTBOM BOCMMUTaHUS GyAyLEro CTpaHbl.

Moxkunble nioam obnagatoT onbITOM U NOHUMAHWEM TOr0, YTO HEO6X0ANMO 06LLECTBY
ON§l ero 3BoOLUMN. N Ka4eCTBEHHOIo nccnefoBaHMsa 6binn Nog06PaHbl M NPoaHaNn3MpPoBaHbI
Hay4Hble CTaTbM MO BONPOCaM repOHTOJIONMMK, COLIMANbHON aaanTaLnmn U UCKYCCTBOBEAEHUS.
[MpuMepbl, NpeaoXKeHHbIE B CTaTbe, PAaCKPbIBatOT 06/IMK COBPEMEHHOW XYAOXKECTBEHHON NMTEpaTypbl
N KMHeMatorpaduu, cnoco6CTBYIOT GOPMUPOBAHUIO YBAXKEHUS K JIIOASM CTapLLIEro MOKONEHHS.

YBaXKuUTeNbHOE OTHOLEHME MONOAOI0 MOKONEHMS K MyAPOCTU, BHAHUSAM, AYXOBHOM KybType —
OCHOBa NpoLBeTaHns rocyaapctaa. [ocydapcTBO — 310 €ro Hapoa, A3blK, Tpaauunu. BospoxaeHue
N COXPaHEHWE KyNbTYPHOr0 KOAa HaLun — OCHOBHOMW NPUOPUTET Nt060ro MOCTCOBETCKOIO
rocyaapcTBa. AHann3 HEKOTOPbIX MPOU3BEAEHWUI, MONOXKNUTENIbHO OTMEYEHHbIX KPUTUKAMM
W aKcnepTamu, 6bl1 B3AT 3@ OCHOBY B KAY€CTBE MOJIOKMUTENbHbIX MPUMEPOB, NOBAUSABLLINX
Ha B3Ms4bl U YOEXAEHUS MONOAbIX /IIOAEN, O3HAKOMUBLLMXCS C AaHHBIMU NMPOU3BEAEHUAMM.

AbDEKTUBHOCTb BOCMUTATENBHOIO NpOoLIEcCa Yepe3 NPU3MY XyAOXKECTBEHHOW NUTepaTypbl
N KMHematorpaduu 6bia OTMEeYEeHa Kak OTEHECTBEHHBIMU YYEHBIMU, TaK U 3apyberkHbiMK. X BKnag
B onpefeneHune agantalmm K NoXxuaomy Bo3pacTy U afanTalMoHHOIo NpoLecca B OTHOLLEHUSAX
C MOSI0AbIM NMOKOJIEHMEM — OCHOBA BCEX MCC/TIEA0BAHUI COLIMOMIOrOB M UCKYCCTBOBEOB, M3YyYatoLLIMX
CB$13b UCKyCCTBa C 0OLLECTBOM.

[onroxaaHHas He3aBUMCUMOCTb CTasia AOPOron K MCMOAHEHMIO MEYTbI NPELKOB O eANHOM
He3aBUCUMOM rocyaapctee. Ero ganbHewwas cyabba B pyKax MOIOA0ro NoKoEHUS, KOTOPoe 6yaeT
BbICOKO AieprKaTb 3TO 3HAMS U HECTU ero ropAao B HOBOM Mupe. [loBeEpUTL Byaylilee CTpaHbl MOJIOAEXMH,
KoTopas YTUT TPpaAUL MK NPELKOB, YBAXKUTENbHO OTHOCUTCS K MOXW/bIM YleHam o6LecTBa, 3HaKoma
C MaTepuasibHOM 1 AyXOBHOM Ky/IbTYPOMN CTPaHbl U CYUTAET €€ OCHOBOM rOCYAapCTBEHHOCTU —
3TO AO/MKHO CTaTb NPUOPUTETOM.

KnioyeBble coBa: NOXUAbIE IOAN, MOIOAEKD, UCKYCCTBO, NMTEPAaTYpPHbIE MPOU3BEAEHHUS, KMHO,
BOCMUTaHWUE, KY/IbTYPHbIN KOA HaLMK.

Ans yntupoBaHus: TayeHoB, KaHaT6ek v ap. «BnnsHue UcKyccTBa Ha afanTauuio NOXMUAbIX
nogen Kk deHomeHy ctapoctu». Central Asian Journal of Art Studies, 1. 6, N2 2, 2021, ¢. 77-92.
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THE INFLUENCE OF ART ON THE ADAPTATION OF THE ELDERLY
TO THE PHENOMENON OF OLD AGE

Abstract. The influence of art on the education of the younger generation is considered not only
from the point of view of art history, but also from the point of view of the humanities, since

the individual person is the creator of this art. The prosperity and development of a society depends
on its education and, most importantly, on its high culture. In this sense, the artistic culture

of a people and the masterpieces of cinematography shot or inspired by these works are a powerful
means of educating the future of the country.

Older people as a part of society have the experience and understanding of what society needs
for its evolution. For a qualitative study, scientific articles on gerontology, social adaptation, and art
history were selected and analyzed. The examples offered in the article reveal the appearance
of modern fiction and film-making, which contributes to the formation of respect for the people
of the older generation.

A respectful attitude of the younger generation to wisdom, knowledge, and spiritual culture
is the basis for the prosperity of the state. The state is its people, language, and traditions.

The revival and preservation of the cultural code of the nation is the main priority of any post-Soviet
state. The analysis of some works positively noted by critics and experts was taken as a basis

as positive examples that influenced the views and beliefs of young people who got acquainted
with these works.

The effectiveness of the educational process through the prism of art literature and cinematography
was noted by both domestic and foreign scientists. Their contribution to the definition of adaptation
to old age and the adaptation process in relations with the younger generation is the basis of all
research by sociologists and art historians studying the relationship of art with society.

The long-awaited Independence of Kazakhstan became the road to the fulfillment of the ancestral
dream of a single independent state. Its future fate is in the hands of the younger generation,
who will hold this banner high and carry it proudly in a completely new world. Entrusting the future
of the country to young people who honor the traditions of their ancestors, respect the elderly
members of society, are familiar with the material and spiritual culture of the country and consider
it the basis of statehood should be a priority.

Keywords: elderly people, youth, art, literary works, cinema, education, cultural code of the nation.
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Abstract. The basis of this article is the consideration of the topic of apocalyptics and post-
apocalyptics in Kazakh cinema. This article is extremely relevant to the consideration of apocalyptic
topics that take place within the framework of local environmental problems and man-made
disasters, and in this case the word “Ecology” is interpreted broadly. Apocalyptic and post-apocalyptic
cinema is directly related to environmental difficulties, and environmental and man-made disasters
— which cause the collapse of an entire ecosystem, the human race, or a huge part of it — are one
of the most common scenarios in such movies. The most serious threat to all of humanity and the
modern world is the reality of global environmental problems. Kazakhstan, like other countries, is
experiencing a severe environmental crisis, and the issues of their solution are embedded in the
global situation. This research is based on the materials of the national cinematographic art of the
Republic of Kazakhstan, America, the USSR, and European and Asian countries, including early
cinema as well as the modern periods of development.

The methodological basis of the article consists of theoretical, visual, film and comparative analysis.

Many regions of Central Asia, especially Kazakhstan, remain environmentally unstable, but to date,
these issues have not become important topics of Kazakh cinema.

In world cinema, the apocalyptic genre is classified into groups and subgenres. Also, world
cinematographers have extensive experience in film production in this genre. Classic cinema plots
on the theme of the end of the world include the destruction of the planet's ecology and worldwide
and local man-made and natural disasters, all of which belongs to the elements of the apocalypse genre.

In Kazakh film studies, the apocalypse or the end of the world remains an unexplored topic.
Therefore, this topic needs to be deepened from the point of view of cinema. In the article we consider
Kazakh films with elements of the apocalyptic genre; however, in comparison with global cinema,
the theme is reflected narrowly with elements of degraded ecology.

Keywords: apocalypse, post-apocalypse, ecocinema, famine, art, ecology, element, disaster,
cinematography.
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Introduction

he word Apocalypse is translated

from the ancient Greek as “Revelation”
(Oxford Reference). Throughout
the centuries, the apocalypse has taken
different forms, ranging from negatively-
minded religious interpretations
to rich representations that depict the
apocalypse in the realm of all kinds of art.
The actualization of the theme of the end
of the world has gained great momentum
in recent years, if we speak of the apocalypse
as an eschatological phenomenon.

At this stage, humanity was vulnerable
to global problems like pandemics,
to world and local wars, anthropogenic,
natural and environmental disasters,
social, economic, political problems.
And in the subject under consideration,
as apocalypse, the above phenomena
are vividly reflected in the history of art,
in the form of classic script solutions,
which leads humanity to death and oblivion.

Today, Eco-cinema vividly reflects
the world’s environmental, man-made
and natural problems, signaling a person
to change the way of life for the better side,
because we can suffer bad consequences.
The genre of cinema of the 21st century
knows no boundaries, one of these genres
is apocalyptic and post-apocalyptic which
is closely intertwined with the theme
of Eco-cinema. “The first use of the term
‘ecocinema’ may be traced back to Roger
C. Anderson’s Ecocinema: A Plan for
Preserving Nature when he proposes to film
all living organisms in the world and show
them in theatres with simulated conditions
that resemble natural environments,
as a way of preserving nature (Anderson,
BioScience, 25 (7), 1975, first published
in 1966). Anderson’s proposal was
more of a sarcastic criticism towards
modern people’s growing detachment
with the physical world, but it suggests
the possibility of connecting the study
of ecology or the environment with
cinematic texts” (Chu 1).

Methods

The authors used the following methods
in research: theoretical, visual, film

and comparative analysis. In the search
and collection of world and domestic films
with apocalyptic elements were used
chronological and systematic methods.

In the art of the 19th—21st centuries
“revelations” of apocalypticism are among
the most expressive and powerful images
in mass culture and appear as one
of the popular topics: in music, visual
arts, theater, literature and cinema.

As noted by candidate of philosophy
Petev Nikolai Ivanovich: “Apocalyptic
ideas became especially popular

in the 20th—21st centuries” (3).

For almost two thousand years
the Apocalypse was layered with fantastic
and surrealistic images, but, over time,
with the development of science there
was a demarcation of facts from fantasy
and fiction, a deep analysis of the theme
of the Apocalypse and the theology
of Western European religions finds its dead
end by the beginning of the 20th century.
Nevertheless, the further fate of the rise
from the ashes of the Apocalypse is decided
by two world wars, nuclear and other tests,
technical and technological progress
that has had a detrimental effect
on the state of nature, and of course, all
these events have caused fear, anxiety,
and worry in the hearts of people around
the world.

Results

The cinematic image in this issue

is relevant, given the psychological

and educational effect of cinema

on the consciousness of society

in the 21st century, cinema is a synthesis
of painting, music, theater and literature.
Pictures with apocalyptic and post-
apocalyptic subjects awaken food

for thought in the audience. The relevance
of cinematic material can be viewed



from several perspectives, first — films
with elements of apocalyptic and post-
apocalyptic are massive in film culture,
this means that box office figures are high,
and Hollywood filmmakers have a primacy
in this niche, second — these are acute
environmental problems, which remain
unresolved to this day.

Currently, the situation of the ecosystem
can be considered critically vulnerable,
the planet is in ecological decline.
The words of senior lecturer and Professor
Nadezhda Berkova are just as opportune
in this case, “The ever-deepening
ecological crisis demonstrates the negative
consequences to which humanity’s
ambitions have led. The assault on nature,
ignoring its laws, its rights to sovereign
existence turn against man, threaten life
on earth” (153).

Discussion

In the history of cinema, the first
experimental and fantastic film about

a global catastrophe with an apocalyptic
plot is the film directed by August Blom
Verdens Undergang (The End of the World)
(1916), the same sense of the film was
made by the French director Abel Gans,
La Fin du monde, End of the World (1931),
but already with the sound. In the fifties,
the apocalypse stories evolved into
science fiction, where the main ideas

are the invasion of aliens, one of the most
striking examples is the film The Day

the Earth Stood Still(1951), most

of the film illustrates the deteriorating
relations between the USSR

and the United States. The topic

of the danger of nuclear weapons,

and the possible start of already he third
large-scale world war and the possible
destruction of the planet are also raised
in other films of that period: The World,
The Flesh and The Devil (1959),

On the Beach (1959), Dr. Strangelove
or: How I Learned to Stop Worrying and
Love the Bomb (1964 ), Fail Sale (1964),

The Last Man on Earth(1964), Testament
(1983), The Day After(1983), Threads
(1984), Dead man'’s letters (1986). Byron
Haskin, who made a film adaptation
of the work of Herbert Wells War of the
Worlds (1953), also followed in these
footsteps. Haskin’s film, which was
formulaic in its script at the time, won
popularity and found its audience thanks
to excellent special effects and a perfect
sci-fi world where aliens on their tripods
exterminate humans. There was also Chris
Marker's La Jetée (1962), a somewhat
experimental film that consisted of slide
shots of World War III and a crisis
in the human race.

On August 6 and 9, 1945,
the Americans dropped two atomic bombs
— The Little Boy and The Fat Man —
on the Japanese cities of Hiroshima
and Nagasaki. The explosions destroyed
most of these cities, and the exact number
of deaths is unknown: on average, it is

believed that there are at least 200 thousand.

Even more people were maimed and left
homeless: “Japan. At 8:15 A.M. on 6th

of August, the Enola Gay dropped

the first atomic bomb over Hiroshima,
whose population of approximately 350,000
included 43,000 troops... Three days later,
on August 9, the United States dropped

a second atomic bomb on Nagasaki,

with a population of 270,000” (Selden 6).
For many decades, millions of Americans
believe that it was The Little Boy and

The Fat Man who were able to stop the war
and thus saved the lives of both Americans
and Japanese. However, the survivors

do not agree that the world needed such
sacrifices. The Second World War greatly
influenced post-war Japanese cinema

also give birth to different subgenres,
especially the nuclear explosion

at Hiroshima and Nagasaki. It is in this
decade that the first films with elements

of apocalyptic and science fiction appear
as Gojira by Ishiro Honda, “Godzilla is

a mutation created by nuclear fallout,

and is a symbol of fear and horror
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because of his monstrous appearance
and uncontrollable power” (Tanaka 140).
After Gojira the Japanese film market
was flooded with films about monsters
terrorizing cities and versus between
enormous creatures as Mothra, Radon,
Kingu Kongu, etc.

The Soviet Union cinema was inferior
to its American, European and Asian
counterparts in terms of the number
of films released and in terms of the
semantic load reflected a slightly different
world with deeper philosophical and
religious overtones, such as Tarkovsky's
Stalker(1979). It is also important to note
Dogs (1989) by Dmitry Svetozarov where
the cornerstone of the problem becomes
the drying up of an entire sea, Aralsk,
with an apocalyptic world where people
escape the feral dogs in the background.
The Chernobyl disaster of 1986 also added
to the list of Soviet films dealing with man-
made disasters, for example the film Decay
(1990). Dmitry Sych says in his article that:
“In fact, Decay started the tradition
of concentrating not only and not so much
on the technogenic aspect of the tragedy.
The picture perfectly conveys the atmosphere
of the late Soviet Union's bureaucratic
negligence and a kind of stagnant
indifference, as well as a succession
of small accidents that add up to one big
disaster” (Sych). After the first apocalyptic
films appeared, the theme began to unfold
more globally than just New Testament
prophecy.

The beginning of the 21st century has
given the world of cinema many wonderful
films about the end of the world and has
expanded the horizons of apocalyptic
so much that they are classified according
to the principles and blocks. Temporal,
Territorial and Worldview. According
to the temporal principle, stories are divided
into two genres: apocalyptic and post-
apocalyptic. To the first one we can refer
the films: Melancholia(2011), 2012 (2009),
The Day the Earth Stood Still (2008), etc.
To the second: The Book of Eli (2009),

Mad Max: Fury Road (2015), The Road
(2009), etc. In the territorial principle,
the apocalyptic plot can be local or global.
An example for the local character is

the film Lo imposible (2012), where

a giant tsunami washes away everything
in its path.

One of the elements of the post-
apocalyptic is the lack of food and clothing
and from 1930—1933, the lack of food
in the Kazakh land was so terrifying
and catastrophic that there were
documented facts of cannibalism,
it was a famine of biblical proportions:
“From 1930 to 1933, a devastating
famine ravaged the new Soviet republic
of Kazakhstan. More than 1.5 million
people, approximately a quarter
of the republic’s population at the time,
perished in the crisis. The catastrophe,
which was sparked by Joseph Stalin’s
policies of radical state transformation,
provoked profound social, demographic,
and environmental changes in Soviet
Kazakhstan, a territory approximately
the size of continental Europe” (Cameron
117). In the history of Soviet Union,
everyone remembers that Bolsheviks were
responsible for the man-made genocide
of soviet people, which led to the death
of huge part of the people, and this tragedy
to this day has no equivalents in the
history of mankind. “The Soviet famine
of 1932—1933 had calamitous results.
Leaving as many as eight million dead,
it devastated the principal breadbaskets
of the Soviet Union: Ukraine, the Volga
Valley, the north Caucasus region,
and Kazakhstan” (Engerman 194).

One of the first documentary works devoted
to famine (or in Kazakh language Jut) is
the film by V. Karin Life and lifestyle of
Kazakhstan (1928), and a feature film by
Mikhail Karostin, Jut (1931). Nowadays
young directors like Zhandos Espenbetov
raise the theme of Jut in the short film

Jut (2018). Serik Abikenov A handful

of wheat (2017), in the documentary film
by Yerkin Rakishev Famine (2018).



Jutis raised in feature films directed

by Damir Manabayev Angel of Death
(1991), Bolat Sharip Zaman Y (1991),
Slambek Tauekel Zheruyik (2011),

Bolat Kalymbetov Talan (2018), Yermek
Tursynov Zhat (2015). The famine

or “Holodomor” genocide is also was hard
to Ukrainian people: “There is still no
definite calculation of the number

of deaths from famine during 1932—1933.
In fact, this is one area of controversy
between historians such as Davies

and Wheatcroft, Conquest, Mace,
Maksudov, Ellman, Tauger and Vardy

and Vardy for example. Vasyl Hryshko
states in a 1935 study, at the peak

of the famine in March 1933, Ukrainians
were dying at a rate of 17 per minute,
1,000 per hour and 25,000 per day.

He said that the greatest deaths occurred
in 1933. The past president of Ukraine,
President Yushchenko, used these figures
to represent the numbers of death

by famine. According to Conquest,

the estimated deaths, including those
from dekulakization, reached 14.5 million”
(Melnyczuk 123). “A research project
conducted in the early 1950’s by Harvard
University, focused upon Ukrainian
refugees and discovered the issue

of cannibalism raised during the interviews.
Although the researchers were focused
upon the life histories being recorded, some
unknown and tragic historical material
evolved from the stories of the refugee
group. Quotations such as the one below
were recorded: There was mad woman
who killed her children one by one and fed
them to the others” (Melnyczuk 174).
Here is the list of feature films devoted to
Ukrainian Holodomor is: Mr. Jones (2019)
by Agnieszka Holland, Bitter Harvest
(2017) by George Mendeluk, The Guide
(2014) by Oles Sanin, Malen’ke zhittia

[A small life] (2008) by Aleksandr Jovn,
Golod-33 [Famine-33] by Oles Yanchuk,
In addition, many documentaries reflect
the horrors of the Ukrainian Holodomor

of 1932-1933 like The Soviet Story (2008)

by Edvins Snore, The living (2008)

by Sergei Bukovski, Holodomor,

le génocide oublié (2014 ) by Benedicte

Banet, Hunger for truth: The Rhea

Clyman story (2018) by Andrew Tkach,

Ukrainskaia noch’ 33 [The Ukrainian night

of 1933] (1998) by Vladimir Giorgienko.
The famine remains one of the least

well-known episodes in China’s modern

history. This is due to the reluctance

of the Chinese to make this kind

of information public, and for many people,

even the mention of those times causes

pain. It is not for nothing that the phrase

“Three bitter years” is used to describe

this catastrophe. “In China the famine

lasted four years, from 1958 to 1962.

[t began in the fall of 1958, was fought

with unequal success from November 1958

to July 1959, and then galloped from

the fall of 1959 onward. High death rates

continued not over a few months but for two

full years (1960 and 1961)” (Bianco 60).

If we compare Chinese famine during

1959—1961 with the Soviet famine

in 1932—1933 the famine was much more

terrible and lingering: “The total number

of roughly 34.6 million dead from hunger

mentioned her is in the range of the less

unreliable estimates at our disposal.

According to Li, almost half (17 million)

died in 1960 and more than half of the rest

in 1961, namely, 8.5 million, for a total

of nearly 25.5 million during the two

worst years, that is, 73.9 percent, closer

to three-fourths than to two-third,

of the total number of deaths. Again, more

than half of the remaining deaths occurred

in a single year, namely, 4.8 million

in 1959. We can assume that most

of these deaths occurred during the last four

months of the year, when the anti-rightist-

opportunist campaign raged. The rest were

distributed between the first and last years

of the famine: 921,000 deaths in 1958 and

3.35 million deaths in 1962” (Bianco 61).
In the Kazakh film industry,

environmental issues began to get topicality

in the 1990s. Various phenomena,
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disturbances and changes taking place

in the life of the society, historical facts

at this stage are the main topics

of cinematography, including
documentaries. In the non-fiction films

of Kazakhstan, the environmental problems
are closely intertwined with the theme

of apocalypse and are topical. Kazakh
documentary film calls for great attention
and deepening of the meaning of these
genres by the example of elements

of the apocalypse, such phenomena as:
the explosion of the atomic bomb,

the disappearance of the sea,

the eight-point earthquake, radioactive
substances emitted by missiles, all these
and other factors deepen the meaning

of the genre and call for more attention

to the environmental condition in general.
When studying documentary films

of Kazakhstan, it can be noted

that the number of films with apocalyptic
elements surpasses the number of feature
films, as evidenced by the number of films
released about the Semipalatinsk test site:
S. Shafir Nevada-Semipalatinsk (1989),
V. Roerich Karaaul (1989), O. Rymzhanov
Step from the Abyss (1989), S. Shafir
Sky in the Clouds (1989), T. Beisenov
Echo of the First Cry (2002),

K. Nurmagambetov Polygon,

A. Mansuryan Test (2019); Aral Sea:

G. Novozhilov The Aral Sea (1963 ),

E. Dilmukhamedova On the island

of Barsa-Kelmes (1978), V. Belyalov
Salty Tears of Turan (1988), S. Azimov
Joktau, Chronicle of the Dead Sea (1990)
and Joktau after 20 years (2011),

N. Raisov Requiem for the Aral Sea
(1988), G. Yemelyanov, S. Makhmutov
Aral — my fate (1991), V. Grudniskaya
We Go to Sea (2011), K. Suvorova
Tomorrow the Sea (2016), E. Bekkhozhin
The Aral Catastrophe: Solutions (2018),
A. Mamashuly The Old Man and the

Sea — a film about the return of Hope,

K. Beisekeyev The Last Ship (2020);
Ecological Condition of Almaty: A. Kulakov
Man moves mountains (1966), Automatic

service of mudslide notification (1967),

Animal Protection (1968), V. Tatenko

City and smog (1984), Yu. Litvyakov

Zhamankum (1987), V. Puzyrnikov

And then (1991). Bauyrzhan Nogerbek,

a famous Kazakh film critic notes

that documentaries of 1980’s opened

people’s eyes: “In a purely thematic aspect

in Kazakh cinema art of Perestroika period

the issues of ecology, social unsettlement

of inhabitants of the Aral Sea region

and Semipalatinsk polygon, tragedy of

national intelligence who suffered bloody

repressions were first raised by Kazakhstan

documentary filmmakers in late 1980s”

(266). Sergei Azimov and Makhmutov’s

documentaries Joktau, Chronicle

of the Dead Sea and Joktau after 20 years,

Requiem for the Aral Sea (1988—1990),

about the problems of the Aral Sea,

a major ecological disaster as a result

of unreasonable human management

of the land. These chronicles of the dying

lake, showed keenly the universal tragedy

of the Aral Sea, which has become

heartache for every Kazakh. This is how

Bauyrzhan Nogerbek talks about these

films and filmmakers: “Director Sergei

Azimov had the courage to put the concept

of the film into the title. Yes, this is

the lament of the people and the lament

of the artist Azimov for the land of his

ancestors, for the already dead sea” (207).

In these films, one can notice a direct

relation of natural and man-made disasters

to the theme of the apocalypse, because

a local disaster is fraught with the possibility

of turning into a global one, as it was with

the Chernobyl nuclear power plant in 1986.
With the collapse of the Soviet Union,

the domestic feature film industry was

looking for new ideas and solutions in order

to develop the film industry, which was

in a deplorable state. The citizens

of the former Soviet republics were

devastated, lost and forgotten, in this case

it is a post-apocalyptic of many states,

cities, villages, as this was an apocalyptic

created by the hands of politicians.



In the films of the early nineties, we can
see the degradation of society, of human
beings. People who lived in the villages

in that period drank, begged, which
resembles the scenery of post-apocalyptic
in the shots of some movies. Analyzing
domestic feature films with elements

of apocalypse and post-apocalyptic were
identified in such directors as: Rashid
Nugmanov Needle (1988), Wild East
(1993), Amanzhol Aituarov Touch (1989),
Yedige Bolysbayev Sea, Come! (1989),
Satybaldy Narymbetov Prayers of Leyla
(2002), Bolat Kalymbetov Ainalayin
(1990), Rustam Abdrashev Gift to Stalin
(2008), Adilkhan Yerzhanov Realtor (2011),
Bektybaev Almas Sea Wolf (2012),
Bakhtiyor Khudoinazarov Waiting

for the Sea (2013), Zhanna Isabaeva
Bopem (2015), Zhanna Shuraeva

To the Last Sea (2017) and many others.
Gulnar Abikeeva, a famous Kazakh film
critic, describes Bolat Kalymbetov's
Aynalayyn as follows, “Scorched steppe,
clay houses, dilapidated fences are a sign
of hopelessness and desolation” (275).
According to Bauyrzhan Nogerbek, Bolat
Kalymbetov's film: “...easily and organically
fits into the series of films about Kazakh
aul, the dying Aral, the nuclear test site,
into the range of those films that, in a sense,
influence the public consciousness” (239).
In reality, Bauyrzhan Nogerbek cites those
facts that were withheld from society

in those years. And because of concealment
of facts, people were misinformed by false
promises which led to men becoming
impotent, women — infertile, of course
this is the result of nuclear tests. This film
became a kind of symbol of the awakening
of the people through the awakening

of the hero. One should also note Satybaldy
Narymbetov's Leyla’s Prayers (2002),
which became one of the most significant
phenomena in Kazakhstan’s film industry.
As Gulnara Abikeeva writes: “Indeed,

the theme of the Semipalatinsk test site and
nuclear tests in Kazakhstan is raised

for the first time in a feature film. It is not

by chance that the opening credits are
dedicated to documentary filmmaker Oraz
Rymzhanov whose film The Test Site (1991)
had a great resonance in society and did much
to stop nuclear testing in Kazakhstan” (209).
In local films there are only some
elements and details of such a vast and
deep theme as the apocalypse, there are
some references to sacred scriptures,
and besides the realistic apocalypse where
the destruction of the local or global scale
occurs in the literal sense, there are films
with other outcomes of plots such as:
the inner experience of the characters
associated with different circumstances,
and these experiences grow into depression
or loneliness, in a way these characters
experience a profound inner apocalypse
of the soul. The appeal of apocalyptic
formulas comes from the fact that they
fulfill the most urgent viewer demands
of recent decades. They simultaneously
spell out and resolve the current conflicts
of values inherent in the viewer; they
allow the realization of taboo but desirable
scenarios without undermining but rather
reinforcing their positive attitudes;
and, most importantly, they express
the value changes of the new era, putting
these changes into familiar and pleasing
forms. Apocalyptic films are a very
interesting phenomenon that combines
the signs of mature postmodernism
with a sharp demand for the rehabilitation
of old values and narrative stereotypes
(this is achieved through the appropriation
of elements of old and once beloved genres
and aesthetics). These films vividly display
new ways of perceiving time in a work
of fiction; a renewed attitude to the fictional
world as such — as an independent virtual
playground where anything is possible,
and where a variety of ethical and event
plots can be realized.

Conclusion

Analyzing all the above films one can come
to the conclusion that the themes
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of apocalypse and post-apocalypse

are reflected in the fiction and non-fiction

films of local production. But, many

directors of the above films did not resort

to the eschatological theme, approaching

this issue only from the ecology of the local

scale. National life and culture in many ways

do not allow to penetrate into this subject,

evolve it, and that is why we have only

elements of this genre, but the apocalypse

in local cinema has the right to life.

At the present stage of screen art

development in Kazakhstan, it is necessary

to solve complex issues concerning

the production of feature films, the genre

of apocalyptic and post-apocalyptic,

including the creation of a deep, meaningful

apocalyptic image, which, despite its novelty

in our cinematography will match the world

of ideas of current society, fulfilling aesthetic

and ethical functions, exciting those ideas.
At the same time, we can conclude

that mass replication of the topic has

in some ways turned it into a cliché and

made the apocalypse a cultural event that

no longer inspires the same kind of fear

in its viewers. The subject of the apocalypse

as “the end of history” and at the same time

as an opportunity to “rewrite” it is peculiar

to American and European perception

as an attempt and a desire to escape

to the “beginning of time” and nostalgia

for the “old world” and simultaneously

as a way of psychological “discharge”.

In general, apocalyptic performs a set
of functions: therapeutic, simulative,
entertaining, ideological, and reflects
the main problems of the time.

Modern art affects people's minds
and judgments. Considering the present
situation in the world in 2021, the modern
man is disoriented and frightened that this
situation in the world may lead to more sad
consequences and humanity will really have
to repeat the fate of invented heroes of post-
apocalyptic films with different scenarios.
As much as man does not want to curb
nature and integrate new technologies
for the good of civilizations, nature can
destroy the century-old culture of people
in an instant, although man is guilty
of many moments in natural and man-made
cataclysms. Everything we do today will have
a negative effect on nature, resulting in new
ecological consequences tomorrow.
The human race must reflect on its actions
before the natural world and be more
prudent in exploiting the environment
and creating a bright future without
the consequences of the apocalypse. Will
there be an apocalypse?!, and whether or not
a post-apocalyptic time awaits us, will we
become extinct like the dinosaurs did
65 million years ago, or will someone
survive?!, or will everything end
in apocalypse like in Trier's film
“Melancholia”, it is up to each of us
to solve this question...
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Baybipxxan 96aikacbimoB, Auna Mauyposa

T. K. )Kyprenos atbinnarsl Kazak yaTTbik eHep akaaeMHusichbl
(Anmarsl, Kazakcran)

KA3AKCTAHbIK SKOKUHO ANOKAJIMMTUKA }XOHE MOCTANOKAJIMMTUKA }XAHPJTIAPbI
HETI3IHAE

AHaaTna. byn makanaHblH 6acTbl KO3FalTbiH ©63EKTi MaceNneci Kadak KMHO eHepIHAeri anoKanunTuKka
OHEe NOCTanoKaaMNTUKa TaKblPblObl 60/1bIN TabblNabl. ¥CbiHbIIbIM OTbIPFAaH Makana OTaHAblK KMHO
©eHepi asicbliHAA, Kasipri 3aMaHHbIH 63€KTi MacesieNepiHiH 6ipi 9KONOrMs KaHe TEXHOrEHIK annaTtrapabl
KapacTblpabl. ANOKaNIMNTUKA XKaHEe NOCTanoKaannTMKa TaKblpbINTapbl 3KONOMUSbIK XOHE TEXHOrEHAIK
anaTtTapMeH Tikenien 6annaHbICTbl, BUTKEHI aTa/iMbIl anatrap 6YKin 3KOXKYMEHIH, adamM3aTTblH Hemece
OHbIH, YIKEH GONiriHiH XoWblNyblHa OKENETIH KMHOAAFbl KEH TapanfaH cueHapuinepaiH, 6ipi. Bykin
agam3aTKa TeHin TypraH Kaybln, 6y KopllaFraH OpTaHblH 9KONOTMsbIK Npo6aemanapbliHbiH TybIHAAYbI.
KasaKkctaH 6acka anem engepi CeKingi ayblp aKOAOrMsbIK AaraapblCTapAbl, TEXHOreHAiK anatrapabl
6acTaH Kellyze XaHe ofiapabl WeLly Macenenepi anemaik npobneManapibli KatapbiHga. Maxkana
KasakctaH PecnybnnKacblHbIH, ¥NTTbiK KUHEMATOrpadussblK 6HEPIHIH, aMepUKaHbIH, eyponaHblH XaHe
a3unsl KWHematorpadTapblHbIH, MaTepuanaapblHbIH TYCbIHAA XKYPri3ingi.

MaKanaHblH HETi3ri aaicTepiHE TEOPUSAbIK Tasngay, canbiCTblpMalibl TYPAE 3EPTTEY, TApPUXU LLOY
aTafbl.

OpTanbik A3MSHbIH KOMTEreH BHipaAePi COHbIH iWiHAe Ka3aKcTaH — 3KOOrUSANbIK TYPFbAaH TYPaKChbi3
6onbIn Typ. Ananaa, 6yriHri TaHaa 6y Macenenep Kasak KoraMblHAA MaHbI3/1bl TaKblPbINTaPbIHbIH,
GipiHe avHana anmagbl.

KunHo anemiHae e3iHAaiK Taxipnbenepi 6ap ipi MEMNEKETTEP aKblp 3aMaH TaKblpblOblH KenTereH
ToNTapfa XKikrenai. *ep-a1em aKoNoruacbiHbIH 6Y3blnybl, GYKINAEMIIK, KEePrifiKTi, TEXHOreHAiK
oHe Tabufn anaTrap CbiHAbl aKblp3aMaH 3N1eMeHTTEPi — KUHeMaTorpadTblH, KNaccuKasblK,
ClOXKEeTTEpIHE KaTafbl.

OTaHablK KWHOTaHY fFbl/ibIMbIHAA anoKaauncuc 3epTresIMereH TakblpblinTapablH, 6ipi. Con cebenti
KWMHO eHepi TYPFbICbIHAH TEPEHIHEH 3epaeney KepeK. DIEMAIK KUHOPEXUCCYpaMeEH callblCTbipFaHaa



6i30iH OTaHAbIK GUNbMAEP anOKaNUMNCUC TaKblPblIObIH — KY/blpaFaH 3KONOrMabIK anatrapbiMeH
FaHa KepceTteai.

Tipek ce3gep: anoKanuncuc, NocTanoKaanmncuc, 3KOKMHO, alliTblK, OHEpP, IKONOruUs, ANEMEHT, anar,
KnHematorpad.

Hoariekce3s ywiH: 96aikacbiMOB, baybipaH aHe Anaa MalypoBa. <Ka3aKkcTaHablK 9KOKMHO
anoKanuMnTMKa XXaHe NocTanoKanMnTuKa }aHpnapbl». Central Asian Journal of Art Studies, T. 6, N2 2,
2021,93-106 6. DOI: 10.47940/cajas.v6i2.396.

Baybip:kan AGabikacsiMoB, Auna Mauyposa

Kasaxckas naunonasbHas akajgemust uekyceers umenn T. K. JKyprenosa
(Anmarbl, Kazaxcran)

KA3AXCKOE 3KOKUHO CKBO3b NPU3MY HKAHPOB AMMOKAJIUINTUKU U
MOCTAMNOKAJIUNTUKHU

AHHoTauus. OCHOBOM JaHHOWM CTaTbW ABSETCH PACCMOTPEHUE UFPOBbLIX U JOKYMEHTaNbHbIX
GUIbMOB C 3/IEMEHTAMM XXaHPOB arnoKaJUMNTUKKU U NOCTaNOKaIUMNTUKKU B Ka3aXCKOM KnHemaTtorpade.
MpencrtaBneHHas cTaTtbsl KpamHe akTyanbHa, €CNU NPUHATL BO BHUMAHKE, YTO pacCMOTpeHne
anoKanunTMYECKOM TEMATUKM NMPOUCXOANT B PaMKax JIOKabHbIX 9KOOMMYECKMUX U TEXHOTEHHbIX
npo6aem. AnoOKannnTMKa 1 NoctanoKaannTMKa HENOCPEACTBEHHO CBSA3aHbl C 3KOJIOrMYECKUMU

N TEXHOTEHHbIMKU KaTacTpodaMu, KOTOpblE CTAaHOBATCA MPUYMHON Kpaxa Liesion SKOCUCTEMDI,
4yesloBEYECKOM pachkl UK ee OrPOMHOM YacTh. ITO OAHO M3 PACMPOCTPAHEHHbIX KNACcCUYECKUX
CLeHapHbIX peLLeHn B MMPOBOM KMHO. Cepbe3HenLwas yrpo3a A5 BCEro YenoBeyecTsa

N COBPEMEHHOI0 MMpa — 3TO PEaNbHOCTb FMO6aNbHbIX 3KONOTMYECKUX NPOBIEM OKPY}KatoLLEeN
cpeabl. KasaxctaH TaK Xe, KaK 1 Apyrue cTpaHbl, NEPEXMBAET TAXKESbIM IKOOITMYECKUIM KPU3HNC,

M BOMPOCHI €ro peleHnst Haxo4AaTcs B 3TOM psay BCEMUPHON Npobnemsbl. ccnegoBaHne NpoBeAeHo
Ha MaTepuanax HalunoHanbHOro KUHeMaTorpapuryeckoro nckycctea Pecnyb6imku KasaxcraH,
aMepUKaHCKOro U COBETCKOro KMHematorpada, ctpaH EBporbl n A3un paHHero, a Takxe
COBPEMEHHOr0 NepuoaoB Pas3BUTHUS.

MeTtoaonornyeckas OCHOBa CTaTbM COCTOUT U3 TEOPETUKO-KMHOBEAYECKOro, BU3yabHOrO,
GUIbMUYECKOTO U CPaBHUTENIbHO-COMNOCTAaBUTENIbHOIO aHanu3a.

MHorue pervoHsl LleHTpanbHon A3unn, 0co6eHHO Ka3axcTaH, OCTatoTCs 3KON0rMYECKH
HecTabwW/bHbIMWU, HO Ha CEFOAHSLLIHWA A€Hb 3TWU BOMPOCHI HE CTa/lM BaXKHOM TEMOW A/1 KAa3aXCKOoro
KnHematorpada.

MupoBoi KnHematorpad MmMeeT He TONbKO 60/bLLIOM OMNbIT KWHONPOU3BOACTBA B 3TOM
HanpaBlEHWN, HO U Ha AaHHbIK MOMEHT KNacCUULMPYET KaHp No rpynnam u cybrkaHpam.
Knaccuyeckue cioxeTbl KWHemaTorpada Ha TeMy KOHLLa CBETa: pa3pyLUEHME SKOSIOTUK MAaHEThI,
MUPOBbIE U JIOKa/IbHble TEXHOTEHHbIE U MPUPOAHbIE KaTacTPOdbl — OTHOCATCS K 3/1IeMEHTaM KaHpa
arnokanuncuca.

B oTeyecTBEHHOM KMHOBEAEHUM aroKanuncuc, Wim KOHeL, CBeTa, OCTaeTcs O4HON
N3 HEU3yYeHHbIX TeM. [103TOMY AaHHYI0 TEMY HYXHO Yrny6aTb C TOYKU 3PEHUSA KUHOUCKYCCTBA.
PaccmoTpeHbl Ka3axckue GunbMbl C 3IEMEHTaMM XKaHpa anoKaaUNTUKKU, HO MO CPaBHEHWUIO
C MUPOBbIMU KUHOPEXMCCEPAMU TEMA OTPAXKAETCSA TOIbKO CO CTOPOHbI AerpagupoBaHHON SKOMOMUMN.

Knro4yeBble cioBa: anoKaauncuc, NoctarnoKaanncuc, 3IKOKMHO, ronooMop, UCKYCCTBO, IKONOTUS,
3/IeMeHT, KaTactpoda, KnHematorpad.

Ans untnpoBaHus: AbabikacbiMoB, baybipykaH 1 Anaa MaluypoBa. «<Ka3axcKoe 3KOKMHO CKBO3b
NPU3My XaHPOB anoKaaMNTUKK K NocTanoKanunTuku». Central Asian Journal of Art Studies, T. 6, N® 2,
2021, c. 93-106. DOI: 10.47940/cajas.v6i2.396.
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¢

TEKCT KAK
BbIPASUTEJIbHOE
CPEJCTBO B

. COBPEMEHHOM
KUHEMATOI'PA®E

ART STUDIES

Aiibapuia boxeesa',
Anuvuwep Myxrapos!,
Uabsic Kykanos!

!'Yuusepcurer «Typan» (Anmarsi, Kazaxcran)

AHHOTaLus. TeKCT KWHeMaTorpadUyYecKoro NPOU3BEAEeHNS pacCcMaTpMBaETCA Kak MHOrOMYHKLMOHAIbHOE
Bblpa3uTesibHOE CPEACTBO KMHOA3bIKA. Hanbonbluni MHTEPeC NPeacTaBNSaIoT ABa COBPEMEHHbIX
HarnpaBneHUs: UHTUMUCTCKUI 3aKaPOBbIA TEKCT OT JIWLIA KMHOMEPCOHAXa v NevyaTHbIM TEKCT B CTU/E
“screenlife” (3KpaHHas *13Hb). MccnegoBaHme aTUX HarnpaBAeHWIN BbIABASET OCHOBHbIE TEHAEHLIMN B
aBTOPCKOM M KOMMEPYECKOM KMHO M 0603HA4YaEeT NyTH U NEPCMNEKTUBLI Pa3BUTUS KWHOTEKCTA.

MCKyCcCTBO KMHO NMOAAPWII0 YETOBEYECTBY HOBbIV TUM KYNbTYPbl — 3KPAHHYIO KY/bTYPY, TEKCTOM
KOTOPOW ABNSIETCHA HE MUCbMEHHOCTb, @ 3KPaHHOE NMMCbMO, BOMpatolee B ceb5 BU3yalbHble
N306parKeHns, aHMMaL IO, MMCbMEHHbIE TEKCTbI, peib, MY3blKy U T. 4. B KOHTEKCTE 3BOMIOLMM OHNTaNH-
TEXHOJIOTMI U HOBbIX GOPM OBLLEHNUS B CTaTbe NPOBOAUTCH CPaBHUTENbHbIM aHann3 pasinyHbix Gopm
TEeKCTa U ero 3BOJIIOLNS B KUHOMPOU3BEAEeHUAX Ha NPUMepPe TBOPYECTBa pexnccepoB TeppeHca
Manuka n Tumypa bekmambeToBa € UCMONb30BaHUEM AECKPUNTUBHOIO U rePMEHEBTUYECKOIO
METOA0B UCCNeaoBaHuS.

[lBa coBpeMeHHbIX HanpaB/eHUs B UCMONb30BaHUM TEKCTa B KUHEMaTorpade BbIBASIOT
pasHble Noaxolbl B CO3jaHNUN MacCOBOro KUHO, C OAHOM CTOPOHbI, U 3NIMTAPHOI0 KMHemaTtorpada,

C APYron CTOPOHbI. MHTUMWUCTCKMI 3aKaApOBbIM TEKCT OT JiMLLa NEPCOHaXeN B aBTOPCKUX KMHOJIEHTaX
T. ManuKa 1 nevaTHbIN TEKCT B cTUe “screenlife” B HoBo GopMe KUHOMOBECTBOBaHUSA

T. BeKmamb6eToBa aHaNU3UPYIOTCA C TOYKU 3PEHUSA CMbIC/TIOBbIX, CUMBOIMYECKMX U 3CTETUHECKUX
0COBGEHHOCTEN 5i3blKa COBPEMEHHOIO KMHEMaTorpada.

OcHOBHOM Npo6/IEMOM COBPEMEHHOIO KUHEMATOrpada ABASETCS NPOTUBOCTOSSHUE MAacCOBOro
KnHemaTtorpada, paccyMTtaHHOro Ha pa3B/ie4eHne MaccoBOrro 3puTesisi, OCHOBaHHOE Ha YyBCTBEHHOM
BOCIMPUATUMK, C OLHOM CTOPOHbI, U 3IMTapHOro / GecTnBaibHOro KUHO, PACCYMTAHHOIO Ha LWeCTON BUA
CO3HaHWS — MEHTa/IbHbIN, OCHOBHOW 3a/la4er KOTOPOro ABNSIETCS Pa3BUTUE KUHOA3bIKA, C APYroM CTOPOHbI.

Ecnu “screenlife” Tumypa bBekmambeToBa HECET IMOLIMOHANbHO-UHDOPMALIMOHHYIO POSb
B onpeaeneHHon G¢opme KMHONOBECTBOBaHUS, TO TeppeHc ManuK MCnonb3yeT TEKCT Kak
XYLOOXECTBEHHbIW MPUEM, CO34atoWnI rTyGMHHbIE CMbIC/IOBbIE, CUMBOIMYECKUE U 3CTETUHECKNE
0COBGEHHOCTU B CO3JaHMN KMHOOOpa3a.

Knro4yeBblie cnoBa: TEKCT, 3aKaapoBbIi ronoc, nonndoHus, screenlife, coucetn, metadopa.

Ans yntnpoBaHus: boxkeesa, Anbaplua v ap. «TEKCT KaK Bblpa3nuTe/ibHOe CPEACTBO B
COBpPEeMEHHOM KMHeMaTtorpade». Central Asian Journal of Art Studies, 1. 6, N2 2, 2021, c. 107-121.
DOI: 10.47940/cajas.v6i2.387.
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BBeaeHue

POBEJIEHO HCCIIe/IOBAHHUE JIBYX
COBpPEMEHHbIX HaNpaBJeHUH
B MCIOJIb30BAHNH TEKCTA B KHHEMaTorpade:
MHTHUMHCTCKUH 3aKaJpOBbII TEKCT OT JIMLA
KHHOTIePCOHAXKA W [eUaTHbIH TeKCT

B cTHJle «screenlife» — «3KkpanHast XKU3Hb>.

HaunHasi ¢ 3pbl HeMOro KHHo,

KOTJ1a TUTPbI UT'PaJIK MOSICHUTEJIBHYIO POJib,
JI0 BOSHUKHOBEHHSI UETBEPTOTO
M3MEpPEeHUsT» NP MOMOLLH 3aKaPOBOro
TEKCTa B BEJIMKUX [IPOU3BEJIEHUSIX
BBIJIAIOLIMXCS MacTePOB KUHeMarorpada,
KHUHO, B CHJIy CBOCH CHHTETHYECKOH
NPUPO/Ibl, BOBJIEKAET B KAUeCTBe
BbIPA3HUTEJIbHBIX CPELCTB 9KpaHa BCe
COBpeMEeHHbIe HOBLIECTBA LIH(POBOH
3M0XH, B TOM UMC/I€ PAa3BUBAIOLIMECS
COLICETH ¢ 0COOOM CTHJIMCTUKOH 0OLIEHMS,
wrdpamu ¥ ukoHorpagpukon. Takum
00pasoMm, ¢ pa3BUTHEM TEXHOJIOTHI B KHHO
U B YCJIOBUSIX CTPEMHUTE/ILHON SBOJIFOLIMU
KHHOSI3bIKA B COBPEMEHHOM KHHOMpollecce
Pa3HOBUIHOCTH HCIIOJIb3YEeMOT0 TEKCTA
TMOMOJIHAIOTCS HOBBIMU (hOpMaMH,

a iManasoH QyHKIMIA TekeTa KosieOeTcs
OT NPUMHUTHBHBIX IPHEMOB JI0 y4aCTHsI

B CO3/IaHHUH XY/I0?KECTBEHHOro obpasa.

MeTtopgonorus

Mcnosib3ytoTest HCTOPUKO-KYJILTYPHbIH

¥ repMEHeBTHUECKUH TTOIXO/IbI,
CPaBHUTE/ILHO-COMOCTABUTE/bHbIH

1 JIElyKTUBHBII METO/Ibl UCCIIEIOBAHUS POJIHU
TEeKCTa B MPOLLECCe PACKPBITHS BHYTPEHHETO
MHPa repost UM CMbIC/1a TPOUCXOJISILILETO
JIEACTBHUS Yepe3 KuHeMaTorpaguueckyio
MeTahopy Ha MpUMepe TBOPUEeCTBa
pexkuccepoB Teppenca Manuka u Tumypa
Bekmamberosa.

[Tocneanue coObITHS NPOLLIE/IIETO
2020-ro u tekyuiero 2021 -ro rona
JIEMOHCTPUPYIOT CMeHY LIMBUIU3ALIHOHHON
napaaurmbl. MUp MpUBbIKAET K U30JISIHH,
LUH(POBU3ALMH U HEOTBPATHMOCTH
JIOMUHHPOBAHHST HCKYCCTBEHHOTO
uHTesekTa. [To muennto [bepa Jlesu,

U151 BOBHUKHOBEHHS! KOJIJIEKTHBHOTO
MHTeJIIeKTa He0OX0IMMa BUPTYyaIu3alys
tesia v Tekera (Levy 107). U. JI. PozenTasnn
BbIIEJISIET TPU PYHKLMH TeKeTa: 00lleHHe,
cooblieHne U BoaaercTaue (22—23).
Cornacho I I Caibiiikuny
u M. A. EdbpemoBoit, 1uist onpesesenus
THIA TEKCTa B KHHO(UJIbME HEOOXOIMMO
OMMPaThCsl HA HEJIMHTBUCTHYECKHE
BU3yaJsibHble 3HaKH: «Jl1s1 cnelmanncra-
KUHOBeJIA (1 PSIIOBOTO 3PUTEIS )
peJIeBaHTHBLIMHU SIBJISIIOTCS TaKHe
CcrieliMa/ibHble TEXHHUECKHE XapaKTePUCTUKH
KUHOTEKCTa, KaK: aHHMallHOHHBIH —
HeaHUMalHOHHBIH; YepHO-6e/bli — LBETHOH;
IIMPOKO(OPMATHBIH — HIHPOKOIKPAHHBIN
— MaHOPAMHBIA — CTePEOCKONHYECKHH;
KOPOTKOMETPazKHbIF — MOJHOMETPaKHbIH;
OJIHOCEPUHHBIF — MHOTOCEPUHAHBIN»
(Cabiwiknn v Ecbpemona 40).

Eute B 1928 1. Cepreit DiizeHiTeiin
B cTathe «Dbynyliiiee 3ByKoBO# (DUIbMbBI»
nucas: «IlepBbIM Tynukom cienyer
CYMTATh HA/ITHUCh U BCe OECrOMOLIHbIE
TMOTIBITKH BKJIIOUHTD €€ B MOHTaKHYIO
KOMITO3HLIMIO KaK MOHTaKHbIH KyCOK
(pasbuBaHue HAIIUCH HA YaCTH,
yBeJIMUEHHE UJIH YMEHbIIIeHHE BEJTUUHHBI
mpudTa U T. J1.). <..> 3BYK, TPAKTyeMbIil
KaK HOBbI MOHTAKHBIH 3JIEMEHT
(KaK camoCTosITe/IbHOE ClaraeMoe
CO 3PUTEJILHBIM 06Pa30oM ), HEU30€KHO
BHECET HOBbIE CPEJICTBA OTPOMHOMN CHJIbI
K BbIPQXKEHHIO ¥ Pa3pPelIeH IO CJI0KHEHIITNX
3aj1a4, yrHeTaBLIMX HAC HEBO3MOXKHOCTbIO
X MPEOJIOJICHUS TTyTeM HEeCOBEPILIEHHbIX
MEeTOJI0OB KHHeMaTorpada, ornepupyroiero
TOJIBKO 3pUTE/IbHBIMH 00pa3amu.
<...> ToJIbKO KOHTpaMyHKTHYECKOe
MCI0JIb30BAHKUE 3BYKa 110 OTHOLIEHHIO
K 3pUTEJIbHOMY MOHTa:KHOMY KYCKY J1aeT
HOBbBIE BO3MOXKHOCTH MOHTaKHOTO PA3BUTHS
1 COBEpIIEHCTBOBaHHUs» (Dii3eHIITeiH 316).

CaMo MoHsITHEe «TEKCT» B COBPEMEHHOM
MCKYCCTBOBEJICHUH MOTEPSIIIO0 CBOE HCKOHHO
BepbasibHoe 3HaueHue. CerojiHs, B 310Xy
CMellIeHHs] MOJIepHU3Ma, OCTMO/IEPHU3MA
1 MeTaMOJIEPHU3MA, 0]l TEKCTOM
Mbl CKJIOHHBI [I0JIpa3yMeBaTh HE TOJIbKO



TEKCTbl MUCbMEHHbIE HJIM TTeYaTHble:
«HcKyceTBO KHHO MOIAPHJIO UeTOBEUECTBY
HOBBIH THTT KYJIbTYPbl — 9KPaHHYIO
KYJIbTYPY, TEKCTOM KOTOPOH SIBJISIETCS
He MUCbMEHHOCTb, @ SKPAHHOE TIHCHMO,
BOUparollee B ceOsl BU3yasibHbIe
M300paKeHns, aHUMaLMIO, MUCbMEHHbIE
TEKCTbI, peUb, My3bIKY H T. JI.»
(I'ypranos u Hosoxos 46). CornacHo
M. SIMnosbcKOMY KUHOTEKCT BBIXOJIUT
3a npeJesibl 9KpaHa, BKJouas B ceos
namsiTb U Uctoputo. Tak, TeKCT BO3HMKaeT
B BHJIC aBAHTaPAHbIX TEKCTOBbIX
BCTABOK, HATMPUMEP, B rOaPOBCKHUX
KUHO9KCIIEPUMEHTAX KaK 3J1IeMEHT
KHHO$I3bIKA ( SIMMOIbCKHMI ).

B KoHTeKCTe Xy10KeCTBEHHBIX TeUeHHH
u HanpasJsienuit XXI Beka puiibmbl
BekmamberoBa B ctuse «screenlife»
pa3BUBAIOT MOCTMOJIEPHUCTCKOE
HarpasJieHHe B HCKyccTBe. TBOpUeCcTBO
Maunka, ckopee, MO’KHO OTHECTH KaK
K MOJIEPHU3MY, TaK U K METaMOJIepHU3MY,
0co6eHHO PUIbMBI «JIpeBo KU3HH»
1 «K uyny». Xotsi nocsieiHee HarnpasJeHue
HaxOoUTCs B Mpoliecce GopMUPOBAHHUS
(Vermeulen and Van den Akker; Van den
Akker et al.).

Pe3ynbTaThl

Huxxe npuBoasitest pesysibraThl
aHaJI3a UCIoJIb30BaHHUS TEKCTa

B TBOpuecTBe pexxuccepon T. Mannka
u T. bekmam6GeToBa.

OnHoM U3 OTJIMUUTENIBHBIX YepT
pexkuccepckoro ctus Teppenca Manuka
SIBJIIETCS 3aKa/LPOBbIi rojioc. Y Maijmka
3BYYalLMi 3a KaZpOM TeKCT —

HEe MOSICHAIOLIMH CIOXKET KOMMEHTapUi,

He TOTOK CO3HAHUS», KaK, MPENOJN0KHUM,
B JIMTEPATYPHBIX LIEIeBPaXx «YJJIHC»

JUk. [koiica uin «B nouckax yrpaueHHOro
BpeMeHH» Mapcens [Ipycra: «Onucanus
JlylUeBHbIX cocTosiHuit repoeB y [Ipycra
UMEIOT YETKHH, JIOTHUHbIH, BbIBEPEHHbIN
BUJL, YTO HEXapaKTePHO /ISl KIACCHYECKOTO
«T0TOKA co3HaHus...» (Cyb660THHA ).
«MHorue NbITaloTCA Ha3BaTh COEPKUMOE

MaJIMKOBCKOI'0 3aKaJipoOBOTo rojioca
KUHO9KBHUBAJEHTOM JINTEPATYPHOTO
«T10TOKA CO3HAHHUSI», HO 3TO HE COBCEM
MPaBUJILHO: €10 TePOU BCeryla roBOPST
CTPYKTYPHUPOBAHHO U 060CHOBAHHO,

He yXO/isl B OTHCAaHHUe CaydalHbIX MbIC/IeH,
BOCMOMHHAHUI W accolpatinii» (Mcepanuos).
Taxkum 06pa3om, B 3aKaPOBbBIX TEKCTAX
Tepenca Masvika HeT U HameKa

Ha TUIMTHOTHYECKHE BOCTIOMUHAHMUS
Mapcess unn Mbicau batoma.

Pexkuccep npumeHsieT UcnoJb3oBaHue
3aKaJ[pOBOTO roJ10ca repost /11 BbIMTOJHEHUS
pa3JIMUHBIX 3a/a4: <JIOHECTH JI0 3PUTEJIS
HY>KHY10 HH(OPMALIHIO; CO3/1aTh
ellle OJIMH CMBICJIOBOH CJIOH B (hUJibMe; <...>
co3JlaHKe TOJATEKCTa, KOHTEKCTa,
<...> CO3/1aTb [IPOTUBOPEUHE MEKILY
BU3YaJIbHbIM PSIOM M TEKCTOM; YCHIIUTh
9MOIIMOHAJILHOE BO3JICHCTBHE HA 3PUTEJIST»
(Bozheyeva 10—21). Cornacuo Jlakodd
1 JkoHcoH, «MmetadopuiecKye BbIpazKeHHs!
(YHKLMOHUPYIOT JIOO JI51 BbIAETEHHUS,
60 115t ckpbiTHsl. MeTtadopa nosposisiet
JIIOJISIM TIOHSITh OTPEIEJICHHYI0 0COOEHHOCTh
OMNPEJIC/ICHHOTO MOHATHS B TEPMHHAX
JIPYTOro MOHSITHSI, HO 3TO MOXKET CKPbITh
npyrue ocobenHocty nousatusi» (Lakoff and
Johnson).

[TpucyrcrBHe cyOBEKTHBHOTO
HavaJia B 3aKaJpOBOM MOBECTBOBAHUH
y pexkuccepa T. Majika — 3T0 TOJIbKO
roJioc camoro nepconazka. Tak, B cBoeMm
pannem dusbme «Ilycromm» (1973)

C MePBbIX KaJJPOB 3BYUHT I0J10C [JIaBHOH
repoMHH — MATHAALUATHIeTHeH X0/

(B ucnosnHenun aktpuchl Cuccu Crieiicek),
pacckasblBatollel 0 CBOUX MOJPOCTKOBBIX
npobJiemax.

XoJsisii BCTpeuaet napHs no umenu Kur,
KOTOPBIH paboTaeT MyCOpILMKOM U cTaplie
Hee Ha JecaThb JeT (akrep Maptun un).
[Tapouka HauMHAET COBEPIIAThL OJHO
npecTynJeHue 3a Ipyrum: cHayaJga oyeT
youT otell XoJ/H, a fajee Mmocjaenyer
yepesia YKeCTOKUX M 6eCCMbIC/IEHHBIX
youiicTB. CloxKeT KapTHHbI epeKJIHKaeTCs!
¢ KysbTOBbIM (prsibMoM «bonnu u Knaitn»
(1967), Ho ocHOBO¥ /151 (hUsIbMa
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MOCJIy?KHJIa JIpyrasi peasibHast HCTOPHSI:
Kapun ®bioreiit u Hapnba Crakyssep
coepiinsiu B 1958 romy cepuio yOHiicTB

B wrate HeOpacka v Apyrux npuJeratoiimx
wiratax. MonoJsiorn XoJii — OTHIO/b

He MoToK cozHanust: «[lenuymuii
3aKaJIpOBbIil roJioc, 06 pallleHHbIH
paccKas4ukom K camomy cebe, —

3T0, NOXKaJyH, HanOoJiee yCToNUMBas,
HeoTbeMJIeMast YepTa TBOPUECKOro CTHJIS
Teppenca Manuka» (Mcpanuios).

C nauvana cunbma «Ilycromm» u o puHasa
3BYUUT 3aKaJIPOBbII BHYTPEHHUHA MOHOJIOT
XoJ111, KOTOpast paccKasblBaeT O TOM,

KaK COBEpLIAJIUCh MPeCTYIIeHHUS,

KaK CJI02KMJIMCh Cy/IbObI BIOOJEHHOH Napsbl.
Kur GyzieT kagHeH Ha 3JIeKTPHUECKOM CTyJIe,
a cama XoJlii1 M36eKUT HakazaHusl. OHa
MOJIYUUT YCJIOBHBIM CPOK, & [TOTOM BbIHIET
3aMy?K M CTAHET »KUTb KU3HbIO 0ObIYHOM
AMEPHUKAHCKON JJOMOXO3SHUKH.

B 1978 r. Bbities HoBbIH pusibM Masnka
«JInu xkaTBbI». Pexkuccep BHOBb npuberaer
K MpUeMy 3akaapoBoro rosoca. baaronaps
Takomy perienuio B «[Tycromax» u «JIHsx
YKATBbI» 3PUTEJIM MOCTUTAIOT CyOhEKTHBHYIO
MHTEpIpeTalnto COObITHH MOCPEACTBOM
3aKaJPOBbIX MOHOJIOTOB TVIABHBIX F€POUHb
¢dusbmMoB. Takum o6pazom, pexkuceep
BbIHY2K/1a€T 3pUTE/Isl BOCTIPUHUMATh
MOTHBALIUK MIOCTYIKOB U XapaKTep
CaMMX yYaCTHHKOB COOBITHH uepes
UX CyOBbEKTUBHBIHA B3NS

Hauunas ¢ ¢punbma «Tonkast kpachas
auansi» (1998) (em. puc. 1, 2'), 3a kagpom
3BydaT OKOJIO JIECSITH TOJIOCOB, KOTOPbIE
CO3J1a10T 0COOBIN CJIOW — OYITO 3TO MBICJIH
repoes, KoTopble OypJisiT U3 IyOuH
CO3HAHMUSI.

Puc. 1. Kanp u3 dunbma «ToHKasT KpacHAast THHHS».
Pexuccep T. Manuk, 1998

Puc. 2. Kanp us punbma «Tonkas kpacHast JHHHS>.
Pexuccep T. Magiuk, 1998.

B 6onee nozanux dpunbmax Masuka
3aKaJPOBbIH TEKCT YCTOHUMBO COXpPAHSET
MHOTOT0J10CYIO0 MOJU(OHHUIO: B (PHIbME
«Hosplit Cer» (2005) 3Byuar roJoca
JIBYX repoeB, B pusbMe «JIpeBo KU3HH»
(2010) (c™. puc. 3, 4) — HECKOJBKUX
repoeB. MeHsieTcst U coziepKaHne peun.
Tenepb nepconazku, npedbIBaloOLIHe
B MIOTPAHHUHON CUTYalMH (Ha BOWHE,

Ha TpaHy Pa3Bojia, B KPU3HUCE CPEIHErO
BO3pacTa), Bce yallle JeJsTCs CO 3pUTe/eM
He CTOJIbKO HCTOPHEH, CKOJIBKO COKPOBEHHBIMU
MBICJISIMH, JIMUHBIMH MepeKUBAHUSMH

1 PACCYXKJIEHUSIMH O TAWHCTBAX ObITHS.
CornacHo McpanuioBy, «Kax/plil rosoc
M0-CBOEMY YHHKaJIeH, HO OIMHAKOBO MadoceH,
0Cc0OEHHO B O0Jiee MO3HUX KapTHHAX»
(«Kak cnumaet Teppenc Manuk»).

Puc. 3. Kanp us pusbMa «peBo xuzum».
Pexkuccep T. Masnuk, 2010

Prc. 4. Kanp us dpunbma «/[peBo xxH3aHm».
Pexuccep T. Manuk, 2010



B XXI Beke pa3BuTHe 3/1€eKTPOHHOMN
TEXHUKH MTOPOJIUJIO HOBblE (DOPMATDI

HUCIIOJIb30BAHHS [TEYAaTHOTO TEKCTA Ha 9KpaHe.

A. MaptonoBa (361 —380) B KoHTeKcTe
COBPEMEHHOTO KHHOSI3bIKA TIPUXOJIUT

K BBIBOJLY, UTO MIHTepHeT 1 colicetH
NPe0CTaBJISIIOT HOBble POPMbI CO3IaHMs,
nepenaud U BOCIIPUSTHS YKPAHHOH
peasbHocTH. [TosiBasitorest pUBMBI

C 3JIeMeHTaMM »KH3HU Ha IKpaHe
3J1EKTPOHHBIX fieBafico: «3/J1/O»
(«V/H/S/»)(2012), «3/J1/O 1»
(2013), «3/J1/O: Hoselii Bupyc» (2014),
«OTtkpbIThIE OKHa» (2014, pexuccep

H. Buranonno), «Teker» (2017, pexxuccep
K. lunenko) u ap.

Screenlile (TepMUH, KOTOPBIH ObLI
NpHUIyMaH ¥ 3anaTeHToBaH TuMypom
bekmam6eToBbIM, OCHOBaTEEM
KnHoKoMmnanuu «Bazelevs» ) npejcrapsier
co00# 0cobObIf hopmMaT KHHO: IKpaH
B sKpaHe. JleficTBUe pagBopauuBaeTcst
TOJIBKO Ha 9KPaHaX 3J1€KTPOHHBIX YCTPOUCTB.
[epou u ucTopust BoCTpUHUMAIOTCS
MCKJIIOUHTEJIBHO Yepe3 3KpaHbl — HeT
HH OJHOH CLIeHbI, CHSITOH BHe JeBalca,
pexKrccep He UCTOJb3yeT 3aKajpOBbIi
roJ1oC B TPAJMIIHOHHOM CMbICJIE — TOJIBKO
yepes coobulenusi. My3bika TakxKe 3ByUHUT
B TOM CJIyyae, ec/In ee BKJIIOUHJI ePCOHakK
thusbma. [epou 061IAIOTCS UCKIIOUHTEBHO
B CKaiile, B COLICETSX, yepe3 MOOUIbHbIE
tesiechonbl. Mcropusi pazBopaunBaetcs
yepe3 HareyaTaHHbIH TEKCT, KAPTHHKH,
(hoTO U BUIIEO, MOUCK UH(OPMALMH
B Opaysepe U Ip., a TaKxKe Yepe3 IMOTHKOHbI
(cmaitninku v nip. ukonku ). [penenbuas
BHU3yaJsibHasl PeaIMCTHUHOCTD U IPHOPUTET
BHYTpPEeHHEro KOH(JIMKTa — XapaKTepHble
0Cc06EHHOCTH MOJI0OHBIX PUITLMOB!
«Screenlife crpemuTest K geMoHCTpaLuK
BCEro HEOTbEeMJIEMOTO TJ1acTa KU3HH,

YTO KaxK/bli JIEHb KUIIUT HA HALLIMX SKPaHaXx.
JKusnu, KoTopast s MHOTHX cTaJia Kyjia
6oJiee HACBIIILEHHON U UCKPEHHEH, UeM Ta,
KOTOPYIO MPUBBIKJIN HA3bIBATb «peajibHOM »
(Bpynubiit 336). Kpecno-®epnannec
yTBEPKJAeT, YTo «MeTadopa siB/sieTcs
3(hPeKTUBHON JIUHIBUCTUUECKOH CTpaTeruen

CO3/1aHMs1, OPraHU3al|H U MOHUMAaHUS
peasbHoro mupa» (Crespo-Fernandez 317).
Yaprepuc-bnsk paccmarpubaer metacdopy
KaK rparMaTHiecKuii crnocod «ornpeiesnTh
HaMepeHHs U UIe0JIOTHH, JiexKalllie

B OCHOBE MCITOJIb30BAHUSI 513bIKA»
(Charteris-Black 16).

YiuBHUTE IEH TBOpUECKUH NyTh TuMypa
BekmambeToBa, HauaBLIEro pe;KUCCEPCKYIO
JIeSITeJIbHOCTD B JIeBSIHOCTBIE ro/ibl XX BeKa
C PEKJIAMHBIX POJIMKOB, CPEIH KOTOPBIX
HauboJiee U3BECTHA pekyaMa HaHKa
«Mmnepuasn», 3aTeM co3iaBlIero KyJ/bTOBble
poccuiickue punbMbl « HouHol no30p»

u «JInesnoi nozop» (2004—2006).

B TonnmiByne bekmamGeToB BhICTyHII

Kak Mpojiocep MyJibThuibMa «9»

(B cotpyanuuectse ¢ Tumom beproHom),
¢dunbma «Mosausi» (2009) 1 Kak pexkuccep
¢dusbMoB «Ocobo onacen» (2008), «ABpaam
JIMHKOJILH: OXOTHUK Ha BamnupoB» (2012),
«ben [yp» (2016). Tumyp bekmamberon

He 1epecTaeT KCepUMEeHTHPOBATh

1 1300peTaTh HOBble (POPMbl KUHOS3bIKA.
Cornacto 0. Copokunoit, umenHo 90-e rojip
XX Beka Obl HauboJiee MI0J0TBOPHbI

U151 BOSHUKHOBEHHST CAMOOBITHBIX CMEJTbIX

1 TaJIAaHTJIMBbBIX XY/I0XKHHKOB M PEXKHCCEPOB.
Tak, BO3HUK/IM «HOBas Kazaxckasi BoJiHa »

B KHHO U PSiJl Xy[I0?KHUKOB, TBOPSILLIMX

B oOs1actu BUuaeoaprt (Sorokina 138—260).

[TepBbim screenlife-duabmom
ot «Bazelevs» cran «Y6partb u3 apyseii»
(2015, pexkuccep J1. [a6puanze) (M. puc. 5).

Puc. 5. Kanp us punbma «¥Yoparb us apyseii».
Pexuccep J1. la6puange, 2015

CHsiTasi B 11CeBl10JI0KYMeHTAIbHONH MaHepe
(MOKbIOMEHTapH ) KAPTHHA HAaUMHAETCS
KaK TPUJLJIEP MPO MOJPOCTKOB, KOTOPbIe
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B OJIOBLIMHY CMEPTH OJHOKJIACCHHULLbI,
MOKOHUUBIIIEH ¢ cOHOH Mocsie 0CKOPOJIEHUN
B COLICETSIX, CTAJIKMBAIOTCS C MyTaloliM
NosiBJIEHUEM aKKayHTa MOKOHUHHILBI.

Cosnanue GUILMOB MOJ0OHOTO
(opmara okazanoch Majso3aTpaTHbIM,
4TO CrOCOOCTBOBAJIO MOSIBJIEHHIO BCEe
HOBBIX M HOBBIX CKpUHJIAH(-KapTHH
B pa3HbIX XKaHpax (0T KOMEIUH U Xoppopa
Jo apambl): «ITonck» (2017, pexuccep
A. Yarantn), «Amuca» (2018, pexuccep
B. Kysbmuna), «/Inioxa!» (2018, pexuccep
P. Kapumog), «ITpodaitn» (2018, pexxuccep
T. Bexmam6eroB), «Baaneptu» (2020,
pexuccep A. Harauru).

HaunboJsiee ynauHbiM U3 BbllLIeHa3BAHHbBIX
(UIBLMOB ABJISIETCS TTOMYUUBIINH TPH3
3PUTEJILCKUX CHMIIATHH HA MPECTHKHOM
KuHoectupase « CanasHe» Guabm
«[Touck» (cm. puc. 6). Orell, oTYASIBUINCD
OT Ge3yCrelHbIX TOMCKOB MpoMnaBiiiei
JI04epH-TIOJPOCTKA, B3J1aMbIBaeT
ee KOMMbIOTep U CTAHOBUTCS CBUIETEIEM
TEMHbBIX CEKPETOB, XPaHSIINUXCS HA JKECTKOM
JIUCKe.
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Prc. 6. Kanp us pusnbma «/lonck».
Pexuccep A. Yarantu, 2017

Hpama «ITpodaitn» (2018, pexxknccep
T. bekmam6etoB) noJyunaa npu3a
3PUTEJILCKUX CUMITATHI Ha KHHO(heCcTHBAE
«bepannane». B ¢puabme nokasana
MCTOPHST JKYPHATIUCTKH, HCCIeYIOLIEH
TMPUUYHHBI, IO KOTOPBIM MOJIO/bIE
JIEBYILIKH T1OTA/IAI0T B TEPPOPUCTHUECKHE
OpraHu3alli UCIaMUCTCKHX PaJMKaJIOB.
JLJ151 3TOro oHa HajieBaeT napaHuKy
1 coznaet B Facebook dasbiinBbIil akKayHT,
4TOObI CBA3AThCs ¢ BepOOBLIMKAMH.

B nocrnennee Bpems B kKuHemarorpadge
NOABJIAETCA BCe OOJIbLLE MTOC/Ie0BaTeNCH
screenlife. «Bazelevs» nponosmxaer
pasBHUBaTh PopMaT «CKpuHand»

B pa3/IMYHBIX HAMPABJIEHUSIX: COBMECTHO
co crynuent «Mcropus Gyayiiero»
CHUMAIOTCS 9KCIIePUMEHTAJIbHbIN
JIOKyMeHTaJIbHbIH 11poekT /968. Digital,
usbMbl «J1afiknyThii», «80 JeT

B Mntepuere», Unfollowed v cukpen
«YOpatTb U3 Apy3ei».

OucKyccus

OcHoBHast npo6J/ieMa COBpeMeHHOT0
KMHemarorpada sakJ/iouyaercsi B iybuHe
KMHOBBICKa3biBaHus. «[leTb — 115 yero?» —
Bornpoluaer Hemellku# o3t Moranu
Xpucruan @punpux [enbaepann (515).
MHTeH1Ms HCTTO/Ib30BATh TEKCT KaK
CMbICI006pa3yoLLUi TPUEM B CO3aHUH
XY/107K€CTBEHHON MeTahopbl BbISIBJISET
ryGHHY 3amblc/ia aBTopa GuabMa.
Ecsin no oTHO1LIEHUIO K PUJIbMAM
T. BekmambeToBa MOKHO CKa3aTb:
«B Hatiem coBpemeHHOM 006111€CTBE
paccMoTpeHHe CoBEpLIAIOLIMXCS B MUPe
SIBJICHUH TIOCTOSTHHO aCCOLMUPYETCs
C YCUJIUSIMM JIaTh UM aJleKBaTHbIE
00bSICHEHHS, OCHOBAHHbIE HA MPUHLIMITE
npuunHHocTH» (Karzhaubayeva 152),
TO OTHOCHTEIbHO TBOpuecTBa T. MaJsinka
yMecTHO npuBecTu cioBa M. Xailnerrepa
(240), oObsicHSIOLIETO 3a7a4y M033UH
B HEMO3THYECKYIO 3M0XY: « BbITh Mo3TOM
B CKYy/IHO€ BpeMsl — 3HAUMT, BOCIeBas,
YKa3bIBaTh Ha CJIEL YIIEAIHX OOTOB».
OKpaHHasi }KU3Hb CTAHOBUTCH
HeOTbEMJIEMOH YaCTbl0 COBPEMEHHOTO
obuiectBa, 1 Tumyp bekmamberos, obaanas
TOHKHMM UyThe€M Ha COBPEMEeHHbIe TeHeHLIUH
KMHemartorpada, OHUM U3 TTepBbIX 0CO3HAJ,
uTo npueMm «screenlife» npeanonaraer
JIOJITOCPOYHOE CYLLLECTBOBAHHE B 00LLECTBE
M B UCKYCCTBE. DCTeTHKA IKpaHHOro pHudTa
1 CJIOBOCOUETAHHH, CaMO CofieprKaHne
TEKCTa KaK 3/J1eMeHT KMHOsI3blKa Ha 9KpaHe
y2Ke HCIO0JIb30BANUCh B aBAHTAPJHOM KHHO
1960-x rooB dpaHily3cKo# HOBOH BOJIHBI.



Tak, [onap akTHBHO HCMOJIL30BAJ TEKCT
B CBOMX (husibMax « My»KCKoe — 2KEeHCKOoe»
(1966), «JIBe-TpH BellH, KOTOpbIE s 3HAIO
o Hel» (1967), «Kurasinka» (1967),
«Yukenn» (1967), B 1oKyMeHTaIbHOM
MHOTOCEPHUHHOM (hHJIbME, TIOCBSIIIIEHHOM
MCTOPUH KMHO, U JIPYTHX KHHOMPOU3BEIEHHUSIX.
D10 OblIA ICKNIAPUPOBAHHAS pesKUCCEPaMU
peciekcHst KuHeMaTorpada no caMmomy
ceGe — 110 3M0Xe KHEMOTO KHHO».
Cornacuo b. I HypxxanoBy, ypaBusis
«TEKCT-(PHUJIbM» C «TEKCTOM-POMAHOM»
(/uTepaTypoi ) MOCTCTPYKTYpaAIU3M NpUaJ
emy cakpaJsbHoctb (Hypxxanos u Epxkanoa
188—291). Kacarenbho Teppenca Manuxa,
M0J1 TEKCTOM T0JIpazymeBaercs «joboe
MOC/I€/10BaTeIbHOE BbIPaXKEHHE HEKOTOPOTO
cojlepxKaHust, He 06513aTe/IbHO THCbMEHHOE »
(NEWSMAKER). Teppenc Masuk
MO3TU3HPYyeT OAHAJTBHOCTD HAIUX MBICJIEH
H OMbITa, «4TOObI H30ABUTH HAC OT THETYLLIErO
OJIMHOYECTBA U B [100aJbHOM CMbIC/IE,
KOHEUHO 2Ke, OT cTpaxa cmept» (Taexxnas ).

3aKknwyeHue

DBOJIOLUS TEKCTA B KHHO JIEMOHCTPUPYET
JUIMHHBIH MyTh OT MPUMHUTHUBHBIX TUTPOB,
3aMEeHSIIOUIUX peUub repoeB B UepHO-OesbIX
JIeHTax HeMoro KuHemaTtorpada,
J10 MOSIBJICHUS B 3BYKOBOM KHHO JIMaJIOrOB,
3aKaJIpoOBOTO aBTOPCKOTO TEKCTa,
CyOTUTPOB B HHOSI3BIYHBIX (PUIbMAX.
B coBpemMeHHOM KMHOMCKYCCTBE JIBA BUA
KHHOTEKCTA MPEACTABJSAIOT COO0H OCHOBHbLIE
HarpaBJeHHs KJ1aCcCHUeCKOro
1 COBPEMEHHOT0 TEXHOJOTHUECKOro
€nocoO0B UCMOJb30BAHHS TEKCTA B KUHO.
Tumyp bekmambeToB B HacTosilIEee
BpeMs SIBJISIETCS JIUJIEPOM 0 BHEIPEHHIO
COBpPEMEHHbBIX TEXHOJIOTHH B KHHOIPOLLeCC
He TOJIbKO B paMKax KUHOMPOHU3BO/CTBA
CHI, 1o u mupoBoro knnemarorpada.
K saciyram bekmam6eToBa MOXKHO
OTHECTH He TOJIbKO TBOPUECKUI MOJXOL
K IMHAMHYHBIM CLIEHAM U MCIOJIb30BaHKe
TEXHUUYECKHUX HOBILIECTB MOBCEIHEBHOH
JKU3HH KaK KHHOTIPHEM, HO U
OLLEJOMJIAIOIIMH 1O CBOEH CMEJIOCTH

MPOEKT CO3MaHUsT BUPTYaslbHbIX KOTIHH
YUIEIIINX U3 XKMU3HU BbIIAIOIIUXCS aKTEPOB
nyTem oUM(POBKH HX 00pa30B, MJIACTUKH
1 TOJIOCOB C MOC/EYIOIIUM BHEPEHHEM
«aBaTapoB» B COBPEMEHHOE KHHO, UTO
obecreynBaeT «TBopUyeckoe 6eccMepTHe»
JIIOOUMBIM UCTTOJTHUTEJISIM.

C nosiBJIeHHEM COBPEMEHHOTO
dopmata “screenlife”, rie neyaTHbIil TEKCT
CTAHOBUTCSA HEOTHEMJIEMON COCTABJAIOLICH
KHUHOSI3bIKa, JpaMaTypruvecKas
COCTaBJISIOLLAs] SKPAHHOTO TEKCTa
HE BbI3bIBAET COMHEHUN U NOPOH
JIOMHHHPYET B apceHaJie PeXKHCcepeKux
NPUEMOB, XOTSI [IOKA HE MOXKET BbIATH
3a paMKHu (hOpMaTMCTHUECKOTO MpHUeMa.
«IIucposast cpena coBpeMeHHOro MHpa —
HacTosillast MaTepusi oOL1ero 4yBCTBa,
e HHGOPMALIMOHHbIH 11IyM OKa3bIBAETCS
MHTEHCHBHEe CMbIC/1a MH(OpMaLH »
(Aponcon 30).

[Tpuem “screenlife” necer
9MOLIMOHAJILHO-MH(POPMALIMOHHYIO POJIb
B orpejie/ieHHOH (hopMe KHHOMOBECTBOBAHHS
B COOTBETCTBUH C COBPEMEHHBIM YPOBHEM
MCIOJIb30BAHUS Fa/KeTOB. TeXHUKO-
TEXHOJIOTHUEeCKas 3BOJIOLMS TIpeioaraer
JUTUTEJILHOE CYLIECTBOBAHUE TAHHOH (hOPMbI
B Pa3JIMYHbIX MOAU(HUKALHSX B MACCOBOM
KUHemartorpacge B KOHTEKCTe Pa3BUTHS
0COOEHHOCTEH YeJTOBEUECKOTO 0OLIEHUS
B LMppoBom Mupe. Coadpesia He0OXOAUMOCTb
BbIX0OJ1a TpHeMa 3a (hopMaIUuCTHIECKHE
pamku. B HoBoil upoBo#i peasnbHOCTH
BO3HUKAIOT BCE HOBbIE BO3MOXKHOCTH
MCIOJb30BAHUS 9J1€KTPOHHOTO MeUaTHOTO
TeKCTa Ha 9KpaHe raJPKeToB
KaK BbIPa3UTEJLHOIO CPEACTBA IKpaHa
B CO3/IaHUH XY/102KECTBEHHOT0 00pasa.

TsopuecrBo Teppenca Mauinka,
cosJiatolero ryOUHHbIE CMbIC/IOBbIE,
CUMBOJIHUECKHE U SCTETHUECKHEe
0COGEHHOCTH B CO3IaHUH MeTacopbl
MOCPEJICTBOM 3aKaJ[POBOr0 TeKCTa,
ocTaeTcst cyry6o aBTOPCKUM M YHUKAJbHbIM,
MPUCYLLIUM TOJIKO 3TOMY pexKHCCepy.
B dunbme «Taiinast )kustb» pexkuceep
Co3/laeT KHHemMaTorpagpuieckyto metadopy
JIyXOBHOH »KM3HH W HPABCTBEHHOTO MOJIBUTa
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IJIABHOTO repost pusibMa uepes 3akapoBbii
MOHOJIOT, BHYTPEHHHH T0JIOC YeJIOBeKa,
3ByualllMii Ha (oHe Teii3axeil ABCTPUHCKUX
AutbTl, OBITOBBIX CLIEH H3 YKH3HH €70 CEMbH
¥ Jlarepsi /st BoeHHoneHHbIX. ComiacHo
Cawmunpy Hacepy Osinmaty, «metacopsbl
He3aMeHHUMbI B 13bIKe, MOCKOJIbKY OHH JIAt0T
roBOPSILIUM 3(hPeKTUBHYIO BO3MOYKHOCTh
nousatb Mup» (Olimat 19). « CHumas
JIMPUUYECKOe KMHO, KOTOpOoe GeCCMbICJIEHHO
repecKasbiBaTh U BYJIbIapHO
MHTEPIpPeTUPOBaTh, MaJliK MbiTaeTcst
JlaTh BU3yaJibHOE BOIJIOLIIEHHE BCEMY,
4TO YCKOJIb3AET, CKPbIBAETCS
1 He repejiaeTcsl B IMHEHHOM MepecKase.
A ellte MpUOJIMKAET 3PUTENIHLCKOE
nepeKuBaHue K JTUUHOMY OTIBITY KarK/I0ro:
ero rnepBo# JII06BH, €ro TAlHLIM MbICJISIM
O TLIETHOCTH U PA304apOBAHHUIO OT CAMOTO
cebs1» (Mcpanumon).

B onHoM U3 nocienHux huibMoB
«[TyTeliecTBre BpeMeHH» pexkuccep
T. Masik, KoTopblil HUKOT/1a
He UCIOJIb3YeT TEKCThI T0ITOB B CBOUX

paboTax, KOHCTPyHpYyeT COOCTBEHHYIO
109310 U3 3aKaJPOBbIX F0JI0COB,
COKPOBEHHbIX MPU3HAHUH H MOHOJIOTOB,
KOTOpbIE PACTBOPEHBI B My3bIKe
1 OKpYzKatollled pUpoJe.

HccnenoBanune 1ByX pasHbiX
MOJXOJI0B B HCIMOJb30BAHUU TEKCTa
B TBOpUECTBe pexkuccepoB TeppeHca
Mauka u Tumypa bekmamberoBa
JIEMOHCTPUPYET OPUTHHAJbHbBIE
BO3MOKHOCTH COBPEMEHHOTO KHHOSI3bIKA.
ABTOpPCKHII CTHJIb, aBTOPCKHUH TTOYEPK,
ABTOPCKHUU B3MVISIL pexKUccepa Ha 0ObeKT
3aKJ/l04aeTcs B aBTOPCKOM BH3yaslbHOM
MbILLJIEHUH PeKUCccepa U MPOosIBJISIeTCs]
yepe3 NpUMeHeHHe UHANBHYaJIbHbIX
MeTOJI0B B paboTe Hajl CO3aHHeEM
tduabma (Bozheyeva and Nogerbek
804—813). Takum o6pazom, TeKCT
B KUHOIPOU3BEIEHUH, B 3aBUCHMOCTH
OT aBTOPCKOH MHTEHLHH, SBOJIOLIHOHUPYET
OT CMBICJIOBOH, IpaMaTypruyeckon
1 hopMooOpasyiolleill poJii K CO3/1aHHUI0
KuHemaTorpaduueckoil Metadopbl.

Ocbl MaKa/iaHblH aBTopJlapbl PeAaKLMANbIK a/lKka MEH PEeLIeH3eHTTepre anrbiC 6ingipeai

ypHan CAJAS.

ABTOPbI AaHHOM CcTaTbu 61arogapsiT PeAaKLMOHHbIN COBET M PELIEH3EHTOB KypHasa

CAJAS.
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Aiibapuia Bexeea, 9aimep Myxrapos, Unbsic Kykatos

H» Yuusepcureti (Asmarbl, KCTaH
«Typan» Yuusepcureri (Anma aszakcra

KA3IPT'I KUHOAA M3TIH SKCINPECCUBTI KYPAJT1 PETIHAE

AHaatna. KuHematorpaduanblK TyblHAbIHbIH, MATiHI KWHOTINAIH KendyHKLUMOHaNAbl SKCMPECCUBTIK
Kypanbl peTiHae KapacTbipbliagbl. Kasdipri 3aMaHfbl €Ki TeHAEHLMSA YIKEH KbI3bIFYLbIIbIK TyAblpazbl:
onap KMHOTYbIHAbI KENINKEPIHIH aTbiHaH SKCTPEManabl MaTIH aHe “screenlife” ctuniHaeri

6acbliifaH MaTiH — «3KpaH emipi». Ocbl 6afFbITTapAbl 3ePTTEY aBTOP/IbIK OHE KOMMEPLMSAbIK
KnHematorpadusHblH Heri3ri TeHAeHUMANapblH awagbl *XaHe GuibM MaTIHIHIH Aamy *Kongapbl MeH
nepcneKTMBanapblH KepceTesi.

KWHO eHepi agam3aTKka MOAEHMETTIH, — 3KPaH MBAEHMETI, OHbIH, MOTiHI }Xa36a emMec, 3KpaHAbIK
YXa3y Topi3ai Bu3yanabl 6enHenep, aHumalms, xasballa MaTiHAEP, COUey, My3blKka KaHe T.6.

YXaHa TYpiH 6epai. MHTEpHETTEri TEXHONOorMsanap MeH 6annaHbICTbIH *aHa TYPAEPiHIH 9BONOLIMACHI
asiCblHAa@ MATiIHHIH 9p TypJli popManapbiHa XaHe OHbIH, GuabMAepAeri AaMyblHa casblCTbipMalbl
Tanaay pexxuccepnap TeppeHc Manuk neH Tumyp bekMam6eTOBTbIH, MbiCasiblHAa AECKPUMTUBTI KoHE
repMeHeBTUKaNbIK 3epTTey a4iCTepiH KosAaHa OTblpbIn XKy3ere acblpblnajbl.

KnuHemaTorpaduana MaTiHAi KonaaHyablH eKi 3aMaHayy TEHAEHUMSACHIH, 6ip afFblHaH GyKapasblK
KuHemaTorpadusHbl, EKiHLI XafFblHaH, 3nuTablK KMHemaTorpadusaHbl KypyablH apTypAi TacinaepiH
anKbiHAanabl. T. ManuKTiH aBTopAbiK GUNbMAEPIHAET KEWINKEPEP aTbiHAH — MHTUMUCTIK 9KpaHHaH
ThIC MOTIH aHe “screenlife” ctuniHaeri 6acbiiFaH MaTiH — «3KpaH eMipi» T. BeKMaM6€eTOBTIH,
KMHOBasHAAYbIHbIH }aHa TYpPiHAEri MaFblHablK, CAMBOJAbIK XXOHE Ka3ipri KMHO TiNiHIH 3CTETUKaNbIK
epeKLWenikTepi TangaHaabl.

Kasipri knHematorpadusiHbiH 6acTbl Maceneci — 6ip XafblHaH ce3iMaiK Kabblnaayra HerisaenreH
OyKapasnblK KepepMeHAEepPaiH KeHiniH KeTepy YLWiH xacanfaH 6yKapasblK KUHOHbIH, }XoHE CaHaHbIH,
aNTbIHWbI TYPiHE — aKblN-0MFa, dNUTanblK / GecTMBanbfa apHanfaH KUHemaTorpadbusara Kapcbl TYpy
Oy, EKiHWI XafFblHaH, KMHO TiNiH AambITy 60/bIN Tabblnagbl.

Erep Tumyp BekmambeToBTiH, “screenlife” dunbmai 6asHaayablH, 6enrini 6ip dopmacbiHAa
aMoLMOHanabl-aknapaTTblK pen aTkapca, TeppeHc ManunK MaTiHAi KUHO 6EMHECIH Xacaya TEPEH,
MaFblHaNblK, CUMBOIMKASbIK XXoHE 3CTETUKAbIK EPEKLLENIKTEP KacanTblH KEPKEMAIK Kypan peTiHae
navganaHagbl.

Tipek ce3gep: MaTiH, aaybic 6epy, nonndoHus, screenlife, aneymeTTiK xeninep.

[aieKce3s yuwiH: bexkeeBa, Anbaplua oHe 6acka. «Kasipri KuHoga MaTiH 9KCNPECCUBTI Kypas
petiHae». Central Asian Journal of Art Studies, T. 6, N® 2, 2021. 107-121 6.

DOI: 10.47940/cajas.v6i2.387.
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Aibarsha Bozheyeva, Alisher Mukhtarov, Ilyas Kukanov
Turan University (Almaty, Kazakhstan)

TEXT AS AN EXPRESSIVE MEDIUM IN MODERN CINEMATOGRAPHY

Abstract. The text of a cinematic work is considered as a multifunctional expressive means

of the cinematic language. Of greatest interest are two modern trends: intimistic offscreen text

on behalf of a movie character, and printed text in the “screenlife” style — “screen life”. The study

of these directions reveals the main trends in auteur and commercial cinema and indicates the ways
and prospects for the development of the film text.

The art of cinema has given humanity a new type of culture — screen culture, the text of which
is not writing, but screen writing, which includes visual images, animation, written texts, speech,
music, etc. In the context of the evolution of online technologies and new forms of communication,

a comparative analysis of various forms of text and its evolution in films is carried out using
the example of the work of directors Terrence Malick and Timur Bekmambetov using descriptive
and hermeneutic research methods.

Two modern trends in the use of text in cinematography reveal different approaches
to the creation of mass cinema, on the one hand, and elite cinematography, on the other hand.
Intimistic offscreen text on behalf of the characters in T. Malick’s author’s films and printed text
in the “screenlife” style in the new form of T. Bekmambetov’s film narration are analyzed from
the point of view of semantic, symbolic and aesthetic features of the language of modern cinema.

The main problem of modern cinematography is the opposition of mass cinema, designed
to entertain the mass audience, based on sensory perception, on the one hand, and elite / festival
cinema, designed for the sixth type of consciousness — mental, the main task of which is the
development of the cinema language, on the other hand.

If Timur Bekmambetov’s “screenlife” plays an emotional and informational role in a certain form
of film narration, Terrence Malick uses text as an artistic device that creates deep semantic, symbolic
and aesthetic features in the creation of a film image.

Keywords: text, voiceover, polyphony, screenlife, social networks, metaphor.

Cite: Bozheyeva, Aibarsha, et al. “Text as an expressive medium in modern cinematography.”
Central Asian Journal of Art Studies, vol. 6, no. 2, 2021, pp. 107-121. DOI: 10.47940/cajas.v6i2.387.
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KA3AK
XAJIKbIHbIH,
NOCTYPJI BU
. OHEPIHIH,
BOJIMbIChI

Toiiran I3im!,

. o
JKonibek Kaitbip!,
9iirya Ky.i6ekosa'

! Kasak y/ITTbIK Xopeorpaust akajieMHsichbl
(Hyp-Cyaran, Kazakcran)

Anpatna. MaKanaga Kasak XaJiKblHblH 60MbICbIHAAFblI 6HEPAIH anap OpHbl KapacTblpblUiFaH. XanblK
OViHiH LWbIFY TETi epTe 3aMaHHaH 6acTtay anagpbl. b MeH Ko3FanbICTbiH anfallKbl popmanapbl agam
3aTTblH, KOPLUaFaH a/IEMHEH afaH acepiH KepceTyin, 6ip Typi peTiHae KapacTbipblnaabl. Aybi3 oaebumeTi,
KYW, alTbIC, *blp-AacTaH CUSKTbI Xa/IbIKNEH BGipre xacachbin Kene aTkaH eHep TYPEPIMEH CUHKPETTIK
TYpPAE AaMbir, 6i3re KeTKEH 61 eHepi KeHiHae on TonFanabl. Kasak eHepiH 3epaenereH FanbiMaapablH,
TYXKbIpblMAAManapbiHa CyMeHe OTbIpbIn, 6 MOAEHUETIHIH, AaMy Ke3eHAepiHAe Ka3aK 60aMbICbIHAAFbI
OpPHbl KapacTblpblaFaH. Kasak XanKblHbIH ThIHbIC-TipLWiNiriHAeri, eMip cantbiHAaFbl ASCTYPSi GU 6HEPIHIH,
60/MbICbIH aKblHAAY MaKcaTblHAA, aBTOP/IAP TapUXM-XPOHONOMUSANBIK KYNeney, capanay, cCanbiCTbIpy,
GaKplnay a4icTepiH KongaHaabl. Bakcbl OMbIHbI TEK AiHre 6annaHbICTbl 4eN Kapamaw, OHbIH, epeKLle
SpPEKETTEPI apKblbl 6M 6HEPIHAETI HETI3ri KMMbIT KO33FabICTapbl KalblNTacKaHbl XXeHiHAE anTblnaabl.

XanblKTblH Tapuxu Ke3eHaepiHe 6annaHbICTbl ©3repiCKe ylibipan OTbIpFaH eHep Typaepi e apKes
namy ycTiHae 6onraHbl 6enrini. Ocbl TypFblAaH anfFaHaa KapananbiM KMMblnAapFa Heri3aenreH 6m
OHepI, XKeTine Kene xanblKTblH akblpaMac eHep TyYpiHe aHanbin oTblp. Ka3aKTbiH 601MbIChl TOIM-
Top6ure apKblbl 6enrineHce 61 eHepi cos Topobre MeH CanT-AaCTYPAI Heri3re ana oTbIpbin, AaMblFaHblH
6inemis.

AZlaM 3aTblHbIH KOHi KYWiH GinaipeTiH, My3blKalblK bIPFAKTbIH, CbIPT 6EMHECIH CYpPeTTENTIH, TYPi
KUMbINAap apKblibl 8Cep KanablpaTblH eHep — 6u gen 6inemis. bu apKblibl agam 6anacbiHa ToH
aCceMJiK NeH aAeMiniK, emipre fereH Ke3kapacbl MEH KOHiN1 KyMi KepiHic Taby apKblibl pyXaHW Kynre
eHefi. Anl, oCbl 8HEP TYPIiHIH KanbinTackIn, AamyblHAA 9P XanbIKTbIH 63iHE TOH MiHES KYJIKbl, TYPMbI-
canTbl, MOAEHUETI 8CEpP eTefiHAIr anTbinaabl.

Ocbl FbibiMM 3epTTeyai KazakctaH PecnybnunKachl bifliM XaHe FblfibiIM MUHUCTPAITIHIH, FblibiM
KomuTeTi rpaHTbl ascbiHAa (N2AP09260151 rpaHThl) Kap:KblaaHablpabl.

Tipek ce3gep: MoAEHWET, PyXaHUST, OPKEHUET, caxHa, 60JIMbIC, CUHKPETTI, GOJIbKI0P.

Hoanekceo3s ywiH: 13im, TonFaH xaHe 6acKa. «KasakK XxanKblHblH ASCTYPAi 6M eHepiHiH 60MbICbI».
Central Asian Journal of Art Studies, 1. 6, N2 2, 2021. 122-139 6. DOI: 10.47940/cajas.v6i2.442.



Kipicne

U MOJICHHETI — KepKeM

LIbIFAPMALIBIIBIKTBIH €H, eXKeJri
TypiHin 6ipi. Anam3aTbiHbIH TaGUFH OpTaa
eMip cypyi ylIiH eHOeK KepeK OOJIIbI.
Ochl enbek Gipte HipTe KHsIIAY aPKbLIbI
SMOLIMOHAJIIBI - TIIACTUKAJIBIK HETi3re He
60J1bI11, OM KHMBIIIAPb! KAJbIITACTbI.
Kapanaiibim agam yiin emipiHin Kopiuara
TaOUFaTTa OOJIBIN XKAaTKAH OapJIbIK
HopcesiepMeH GalJIaHbICBIHbIH KOFapbl
Jopexxeci epekiiie ToH. Kep MeH acnaura,
KJIUMATTBIK e3repicrepre, Cy MeH OTKa,
OCIMIIKTED MEH 2KaHyapJap aJeMiHe MEHLLIK
(Y>KbIMJIBIK - aHIIBIIBIK ) IAPYAILIbLIbIFbI
JKaFJaiblHIA KaThIHACTAp alaM eMipiHiH,
00BEKTHBTI KaXKeTTi pakTopJiapbl FaHa
emec, COHbIMeH Oipre eMip npoLeciHiy
TikeJel MoHiH KypaJibl.

Tapux anaMHbIH, ilIKi 2JieMiHiH KepiHici
peTiHae FaHa eMec, COHbIMEH Gipre OHbI
KOpLIAFaH UIbIHABIKTHIH KepiHiciH OeidHesi
Typae 6epe anatbiH OUJIeH TybIHAAFaH
cesimzi TycinOenTiH 6ipae-0ip anamibl
6inmerini. bu Gelineci HaKThl opTajaH
ocir, anam3ar JaMmyblHbIH, 6aCbiHIA
XaJILIKTBIK LIbIFAPMAalIbIIbIKKA KYLIT
SMOLIMOHAJIBI cepriiH 6epi, yiJeciMaiIiK
TMeH CYJYJbIKThIH Tajga0bl OoHbIHIIA GU
OHEPIHIH KaJIbINTACYbIH CaKTall KaJ/bl.
buse enbek npotiectepiHi yipeHiKTi
KO3FaJIbICTAPbIHbIH MO3THKAJBIK OedHec
yKacasiibl, 19J1 OChl T033Us1 Ka3ak Ou
LIbIFAaPMaLbIIbIFbIHBIH, MOHIH OapbIHLIA
TOJIBIK KopceTei. OHbiH J1a 03iHiK cebebi
6ap. Kasak xajxbinjaa aybi3 9/ie0HeTi KbIp-
JlacTaH, epTeri, Tepmesiep MeH eJieHaep
apkblyibl fambirad. CoHibiKTaH 6osap
FasIbIMZIap Ka3ak OW eHepiH CHHKPETTi TypJie
JlaMbIFaHbIH TiJITe TUEK eTe]li.

Anamsat Tapuxbinaa op 6ip ypraKThiH,
aTkapap »yri 6ap exeni Gesrijii. XX rachlpibiH,
OpTachlHaH 3epTTe/e 6acTaraH Kasak Ou
MOJCHHETI, OYTiHIi KYHI FBIIBIMH aHHAJBIMFA
eHin otbip. benrisi ranbiM Akcesey
Ceiiembek ocbl KedeHjli: « /KUbIpMachIHILIbI
FAChIP KAa3aK XaJKbIHbIH TAPUXH-dJIEYMETTIK
»KOHE MOJICHH - PYXaHH Tardblpbl YILIiH alpbIK

racblp 60Jibl. Y11 MbIH 2KblJ1 O0FbI, GAJIKIM,
OJ1aH /1A Y3aK yaKbIT asiCbIH/A KaJIbINTaCKaH
CaJIT aTThl KOLLIIEJIJIED 6PKEHUETI
(LMBUIM3ALHSCH] ) apTTa KAJIbl», —

nen kepcetkeH 6os1athbid (CeliieM6ek ).

JlereHMeH, XasbIKThIH KaHIal eHep TYpPiHiH,
TapUXbIHA YHIJICEHi3/1e OHbIH OOJIMbIChI AHKbIH
KepiHin Typapbl XaK. Kazak ¢o/bkaopibiK
OUiH 3epTer-3ep/eiereH Mneiaror-rajabiMm
O. Beeosionckas-Tonymikesnu: «Kasax
O LLIbIFApMALLIbIIIbIFBI ©3iHiH 9CTETHUKAJIBIK
KyaHblllIbl MeH 111a0bITbIHbIH, CAPKbIIMAC
KalHap Ke3i 00Ji1a OTLIPHIN, 63iHiH eMip
CYPY CHIIATbIMEH 2KoHe KaJlbIlTacKaH
JI9CTYpJIepiMeH agamaapra apKalliat
JKAKCBIJIBIK 9KeJI1i» — JIeM, KasaK
XaJIKbIHbIH OOJIMBICBIH HAKTb! OeJriseret
(BceBononckasi-Toayiikepuu 13).

Kern canasbl eHepimisiiH iLliHie
XaJIKbIMBbI3/IbIH, PyXaHHU TapuUXbIMeH Oipre
JKacachlr, 6iTe KalHaCHIMN, 1aMy MeH
KaJIbINITACY/IbIH, CaH-KHJIbl 6TKEJICPiHEH
OTKeH OU OHEPiHiH alap OpPHbI epeKIle eKeHi
co3ci3. Koram TapuxblnbiH Kak Ke3eHiHje
6oJIMachbiH OHEP/liH aTKapaTbliH KbI3METiHiH
MOJ1 6oJiranbl Oedrisi. OHbIH TAaHBIMIBIK,
MypaT-MakcaTbIMeH Oipre, TipJirinaeri
pyXaHH KOFaM MaHi J1e 2Korapbl O0JIIbI.
Ouiait 6oJica, 6acka eHep TypJepiMeH KaTap
OM OHEPiHiH e Ka3aK XaJKbIHbIH FACbIpJaH-
Facblpra yJiachln, atajas-06aJara Mypa
60JIbITT KeJle XKaTKaH pyXaHu OalJibIFbl.

9aicTep MeH maTtepuvangap

Kasak xaJiKbIHbIH ThIHbIC-TipLIiJIiriHeT,
OMip CcaJITbIHIAFBI IDCTYPJli OU OHEPiHiH,
OOJIMBICBIH aUKbIHIAy MaKCaTbIHIA,
aBTopJiap TeMeHJIeriiel aficTepi
KOJI1aHa/Ibl:

*  Kaszak OW eHepiHiH KaJbINTachIIl,
JlaMy TapUXbIH 3€pPTTeye — TapHXH-
XPOHOJIOTHSIJIBIK 2KYHeJIeY 9J1iCi;

*  aBTOpJIap CaxHaJbIK Ka3ak OH
OHEPiHiH asFallKbl OpbIHAAYLIbLIAPbI
peTinae, 6ajeTMencTepJepiH,
KOHBLIBIMIAPBIHAAFBI YITTBIK
60JIMBICTBI capaJiarl, FblJIbIMU
TYPFbIIAH TY2KbIPbIMIAN/IbI;
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*  Kasak XaJIKbIHbIH YJITTbIK OOJIMbICHI
3epTTelreH STHorpadTapibiy,
ecTeJlIiKTepiHe, Tapuxu MaJliMeTTepre,
TIJLIK KOPFa, XaJIblK My3bIKaCbhIH/A
cakrasran 64 ayenjepite cyiiene
OTBIPBII, CaJIBICTBIPMaJIbl TypJe
Tajan, 6u eHepiHiH 6OJMbICHIH
aNuKbIHIANIBI.

Heri3ri 6enim

XaJiblK eMipi KOFaMHbBIH, 9J1€yMETTiK-
9KOHOMHKAJIbIK 9PEKeTi apKblJibl FaHa
KaJIbINITACDINT KOUMaK, COHbIMEH Oipre
MOJICHH, PyXaHH - 9CTeTUKAJIBIK TaHbIM -
TYCIHIr 1€ WIbIHAAJbIIT OThIPA/bI.
XaJiKbIMbI3JIbIH, 6acKa pyxaHu Mypachl
CHUAKTEBI, OH eHepi 2KalbIHAAFbl 1epeKTep
MeH MyparatTap Ja TbiM apiieH 6acray
ananpl. Kazak xasblk 61 eHepi epre
3aMaHHaH-aK KaJiblITaChII, XaJKbIMbI3/IbIH
aca 6a aybl3 o/iebUeTiMeH, oH-KYiepiMeH,
JI9CTYPJIi TYPMBIC-CaThIMEH OiTe KaHHAaChIMN
KeJle JKaTKaH esl Mypachl. XaJbIKTbIH,
KOPKEM/IiK KeTiCTiriHiH 6ip KepiHici peTiHeri
OU eHepi O3iHiH 3CTETHKAJBIK OOJMbICHIH/A
Ka3aK KYPTbIHbIH, 2KaJII1bl IyHHETaHbIMbIHA
call apMaH MypaTTapblH OelHeeHTiH
KUMBIJJIAP »KYHECiH KaJIbINTACThIP/IbI.
Kasak xanbiHbIH 60/IMbICbIHIA OU MajIeHUETi
epekllie OpbIH aJibl aeyre 6osajbl. Exedri
01 eHepiMeH 0i3re KeTKeH OYTiHTi 19CTYpiH
©3iHiH pyXxaHH KasblHacblHa KOCHIII,
racbipJjap OeJieciHeH aJiblll OTKEH.

Ounep tapuxbid 3eprreyili B. Mupumanos
03iHiH « OHep/liH bIKIIAM TaPUXbI» aTThl
KiTaObIHAA: « MbIcaJibl, aHLIBLILIKIIEH
KYHEJITETIH Xa/bIKTap/IblH, TYPJ1i OHbIHAAPHI,
OuJepi xKoHe TeaTpra yKcac oibliH-CcaybIKTaphl
oJlapAbIH €HOEK KbI3METiHiH Heri3ri Typi —
aHILIBILIKIIEH Tikesiel GalaHbICThl. Byaap,
ararn aluTKaHja, TypJli aHAapAblH, TepiciH
KHIT aJIbITl, COJIap/blH 1aybIChbIHA, 2KYPiC-
TYPBICBIHA CaJIbII, Hak3a JIaKThIPbII, CalaK
TapThl, TeATPFa YKCaC epeKile OfbIH-CcayblK
KO10, 61 6ujiey T. 6.» — Jien KepceTei
(MupumanoB 24 ). AiiTa/ibIK, aHIIbIHbI,
JKBIJIKBILBIHBL, OepTiHaeri Kui3 6acy, Kijem
TOKY/Ibl CyPETTEHUTIH OUJIEPJIiH COJT 9yeJITi

KOCIMIIJIK ToCi/IepiHeH Maiia O0JFaHbIH
TYCiHY KMBIH eMec.

sKasyiubl K. loypen6ekon: «Kasak
XaJIKbIHbIH, OMIp CaJIThIHAAFbI FYPbINTAPbI
MEH PyXaHH YpAiCiHAEeri CaH KbIpJibl
6OJIMbICHI KiM-KiMJli /1€ KalipaH KaJiblpaTbiH
KyObIJIbICTAPFa TOJIbI», — JlereH
([loypentekon 3). CoJ KyOblbICTap/ibIH
6ipi — Gakcbl-0aJjrepJiepiit, eHepi.

Aun, kKazak 6uiHiH KeH6ip KUMbLI-
KO3FaJIbICTAPBIHBIH TypJiepi 0aKchl-
OaJirepJiepiiit, OUbIHAAPbI APKbLJIbI
KaJIbINTACKAHbl OeJITiJli.

ToHipre TabbIHy/IbIH HIESIIBIK HEri3i —
TaburatT KyObl/bICTAPbIH 2KaH/Ibl Il Kapay
6osibin Tabbl1aabl. ToHipre TabblHY KyJJ1i
JIiH aTayJsibliaH OypbiH naijaa 6oJraH.
Keunenpisiep KyHre, »kepre, otka, cyra
TaObIH]IbI, OCbIHBIH GaPJIbIFbIHBIH, HeCi —
«ToHipi» nen 6inai. Kynre tTabbiHyibiH
CaK 3aMaHblHAH KaJlblITaCKAHbIH TAPUX
gepreyuiisnepi [eponort, C. Y. Pynenko,

K. A. Akuwues, A. 1. OkyagHukos,
A. Y. MapTbiHOB T. 6. eHOeKTepiHe
cypeTTesreHiHeH 6ijiemis.

KyHHiH »KapbIFbl, OT — OMip/iiH Kyl
JIeTeH YFbIM KaJblnTacTbipblarad. Ocbinan
KeJIiM ecKi OU TypJiepiHeri KoJIaHblIFaH
ieHOep Topiszec KUMbLIIAP KYHHIH,
JKAPBIKTbIH, OMiPAiH CHMBOJIbI peTiH/Ie
tycinaipineni. Kasipri kazak 6uinperi
KUMbLJIapJa KyH Topisziec 1ieHoep Kacai
AaUKACTBIPBIIN yCTAIAThIH KOJI KAJIbITAPbI
HeMece OU KOMITO3HLHAJIAPbIHAAFbl CaxHa
KO3FaJIbIChIH/A 1LIeHOep, KapThl all TOpiszec
cypeTTemMesiep KOJIaHbIC TaybII XKYP.

Ocbl cumBoJIFa aliHasFaH LieH6ep TypJepi
sTHOTpad ranbiv O. KoHiGeKoBTiH Tikeaen
HYCKaybIMeH aJiralil peT (hoJIbKI0PJIbIK
6ui opblHaayLbl YceH MaKaHHbIH KoHe
MemsiekeTTik «AnTbiHaii» 61 aHcaMOJIiHiH,
CaxHaJIbIK KHIM YJIriJepinie KoJIaHbIC
Tantbl. bIKpl/IbIM 3aMaHHaH KaJbinTackaH
kyHre TaObiHyabl L. Yaanxanos: «[1laman
JIiHIH yCTaHFaH a/1aM KyHTe TaHbIPKarl, COFaH
TaObIHATBIH GOJIbI», — JIel KOPCeTKeH
6os1aThiH (Yasuxanos 20).

Ocbl 6aKchbl OUbIHBI APKbLJIbI 2KETKEH
61 eHepiHiH Ka3aK O0JMbICHIMEH



6iTe KallHACKIM, TAPUXTbIH 9P ajyaH
Ke3eHIepiH/ie Xa/bIKThIH TajramM-TagadblHa
cail 6ipre 1aMbII OTBIP/BI A€M aUTa aJlaMbI3.
by »xeninai Ceticen MykTapyJibl 63iHiH
«IITokaH »koHe eHep» aTTbl eHOeriHIe
ToMeHJIeriiel epekTep Keatipre. «I1lokan
6aKChUIbIK lIaMaH JiiHiHiH »KypaFaThbl
EKEHJIrH »Kasa Typa, «OaKChIIbIK GOJIMbICHIH»
CbIHAp KaK KapacTbipMai, 6aKChl «OMbIHbIHA »
XaJIbIKTbIH MY3bIKaJIbIK MO/IEHUETiHiH KOHe
TypiHiH 6ipi peTinae Kapaiabl. bakcblibiK
«OUBIHBIHAAFBI» SHIUIIIK, OUILIIIK, TeaTPJIbIK
3EMEHTTEP/ »KaH-2KaKThl TaJ a1 TYCiHAIPiIl,
OiTiM-6OJIMChIH TOJIBIK aLly/Ibl HUET €Teli», —
nen kepcetkeH (MykrapyJibl 223).
AniaMHBIH ilLIKi ce3iMiH KO3Fayllibl
TMICHXOJIOTHSIIBIK YKAFIANUBIHIA XKYPEK COFbICHI
e3repirl, IeMaJlbIChl KHiJIeH TYCe/li /e 2KaJrbl
bIprarbl e3repesii. Ochl Kesie GUOMOTHSIbIK
bIpFaK Oedrisii O6ip acep TyAbIpazbl.
By xxeninne Apucrorenb: «...60 —
bIPFAKThIH ChIPTKbI CHIIAThI» — JIereH eKeH
(BceBosionckasi-Tosyuikesuy 12). Onai
6oJica, bIpFaK apKbl/ibl a1aMHbIH MiHE3-
KYJIKbl MEH MICHXOJIOTHSJIBIK KYHi alllblIFaH.
Kasak 6ui ie oH-Ky# CUSKTbI XaJIbIKThIH
caJ/IT-caHacbiMeH OiTe KaliHackaH OeJiek
JAMbIJIbl IEYre KeJIMEUTIH €1 Mypachl.
OTbI3 KYH OFbIH, KbIPbIK KYH TOHbIH
JKacarn Kbl3 y3aThli, KeJliH Tycipe 6ijreH,
ata-6abacbiHa Hellle PyJibl /1 XKUHaI
ac Gepe OlIreH Kasak oH alTblII, KyH
TapThII, 9PTYPJIi YATTHIK OHbIHAAP/IbI
oTKi3e OisireH. bu eHepi MiHe ochiHaal
VJITTBIK OMBIHAAPAAH, dpTYpJi eHOeK
KUMBbL/IIapblHAH TYbIHAAFaH Jeyre 0oJajibl.
JKasnbl, 6M — anamHbIH KOHiI KyHiHe
HEeTi3/Ie/IreH, My3bIKaJbIK bIpFaKKa
OarbIHbILIThI, TYPJi KUMbLIAAP Ti30eriMeH
GeriHesieHeTiH oHep. Anam GasacbiHa
TOH 9CEMJIiK [IeH 9/IeMiJIiK, eMipre 1ereH
KO3Kapachl MeH KOHiT Ky#i KepiHic Tabajbl.
Tex cos KoHiN-Ky#ai GiipeTiH KHMBbLJ-
KO3FaJIblCTap/ibl AYPLIC Taybll, HAKTbIJIbI
KoJsilaHa ity KaxkeT. bIprak anaMHbIH »KaH
JIYHHECIHIH Ke3re KepiHOeHTiH TepOesticTepin
alKbIH Oiipeni. A, XaJbiK GUIepiHiH
TYYbIHA 9P XaJIbIKTbIH 63iHe TOH MiHe3 KYJIKbI,
TYPMBIC-CaJITbl, MOAEHHETI dCep eTel.

COHBIH iliHe TaObIHYLILIIBIKTaH
TaparaH OaKCchbl OMBIHBIHBIH OPHBI epeKLe
neyre 6osap. BakcbIHbIH (11aMaHHbBIH,)
MiHJIETi pyXTapra KbI3MET €Ty »KoHe
oJlap/iblH KOMeriMeH e3iHiH TailnaJjapbiH
JKbIH-LIAHTAaHHAH, OaJle-2KasalaH Kopray.
OuJ1 63 pyxTapbiHbIH aj1aM OOHbIHIATbI
JKBIH-IHAHTAHAAP/bl KYbIIT LIbIFATbIHbIHA
ceHimai 6oJraH. bakcebl pyxrapbimen
HansiaHbICKaHa 9KCTa3 (My3bIKaHbIH,
bIpFarbl MEH KHMBbIJ apKblJIbl ©3iH-63i
YMbITapJbIKTal fopexere xetkizy. — 1. T0)
Ky#ine tyceni. Typ-TycTiH, YHHiH, HiCTiH,
JIOMHIH, KO3IIbIPFbILL, bIKAJl €TKilll
epexiiesnikrepi 6ap, cos epeKienikrepii
63 MyJIeMisre nakaasaHyablH TOJbII
JKaTKaH Taciaaepi e »KeTkiaikti. MiHe,
11amaH Jia aiaM TabUFaThbIHbIH OCHI
epekiesnikrepit icke acbipabl. bakebl 6ip
asFbIHAH eKiHIli asgFblHa IeHEe caJMaFbIH
aybICThIpa 1l1aikaJga 6achlir, aypy ajam/ibl
aifiHaJsia Ko3raJiajibl, 6asty biprakieH
HacraJiraH IeHe KUMBIIIAPbIH OpbIHAAY
Tocisi Gipre-6ipte XKirepaeneni. [upax
KUMBLJJAH CeKipil, ajayaH Typae alHaJbIIl
6usneti konesneni. ConbiMeH 6ipre OHbIH,
KOJIbIH/IAFbl KOOBI3/IbIH HeMece acaTassKThlH,
He 6oJiMaca 1a0blIbIH 1A JIbIObICHI
kyuietie Tyceni. Bip kumbliiap katira-
KaiTa Ka#tajaHajbl. Opi-OepileH coH,
MUJIbIH ?KYHKE OpTaJibIFbIHbIH, OaKbllayLibl
KYLIi ?KOUBLIA/bI 1a, IHAMAH — BIPFaKThIH,
KUMbLJI1-KO3FaJIbICTbIH 9CEPiHEH 63iH-03i
YMbITApJIbIKTal KyHre eHe/.

Bakcbl Oynpaii kyfire aypy aaaMHbIH
OOUBIHIAFBI KbIH-IAUTAH MEeH 03iHiH
OOMBIHAAFBI THIJICHIM Kyl OaiaHbICKAHIA
Tyceni. bakchl ochl KyLITiH KOMeriMeH
TBIJICBIM KyLUTEpre He GoJIblI, alamMaap/iblH,
OoJialliarblH aUThIN Oepy, 2KeJl, KAHObIP
1aKbIpy, eMJIey TaFbl 6acka KacueTTepre
KoJ1 2KeTKizei. OJ1 TaGUFaT ChIPbIH YFAThIH,
HacKasap/iaH TOKbIFAHbI KOTT, CUKbIP OHEPiH
MEHrepreH, e3i akblH, My3bIKaHT, OaJrep
JKoHe Jppirep, OOHbIHAA KONTereH KacHuer,
TYPJli ©HEP aCTACIN »KATKAH KypAeJi TyJIFa.

3ikipJik O4 yJrisepi Tek Kazakka raHa
emec, 6acka J1a Kel xaJibIKTapra J1a ToH.
Mbicasbl, Hlewen-Murymra sikip aiHuik
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MelpamIapMeH, eJliJiep/liH aCbiHIa KOJIAHbIC
Tanca, O3ipoaiizkaHHbIH KelOip aynanuaapbiHia
3iKip eMipJeH 03FaH afamipl XKepJiey
pacimine, 036eKTiH XopeaM xepiHje
YHJIeHy TOHBIHA KOJIIaHbICTa GOJIFAHbIH

O. B. BeeBosioackasi-TonylikeBuy o3iHiH,
«baxchl ofibiHbl» (BeeBosoackasi-
[onynikeBuY ) aTThl KiTabbIHAa OasiHaaFaH.

JKannbl Kagzak 61 MojileHUETiHIH, HeTi3i
ocbl 6aKChl OMbIHBI FaHA HGOJIbI IeCeK dpUHE
Karesiecemi3. Kazak 60JMbICBIHbBIH KyHOe -
KYHTi ©Mip CaJTbIH/A OUbIH-CaYbIK,
OH-2KbIP, KYH MOJIEHHET] epeKlle OpPblH
anyibl. OCbl KOPCETIJITEH MOJIEHEUT TypJiepi
Oure o3 bIKNAJbIH THAIpPreHi OenriJi.

Byrinri kyHi ciz6eH 6i3 hoJbKIOPALIK OH
JIeT1 2KypreH Ousiep o3 1amy KoJibiH/a

9p TypJli e3repicTepre yiiblpai OTbIPbI,
6i3re XKerTi.

Kazaxk (osbKa0pbIHbIH GiTiMi
ICTETHKAJbIK cHnaTka ne. OHJla XaJbIKThIH
KoTl 3aMaHHaH Oepri emip, Taburar,

KOFaM 2KalJibl TYCIHIKTepi My3bIKa, aybl3
anebueTi, KoJl eHepi apKblibl KJIbINTACKAH.
DoNbKIOPJBIK — LIbIFAPMaJap XaJbIKThIH,
KoIl Fachipsiap OOiibl JaMbIFaH canachlHbIH,
KOpLIaraH opTta, TaOUFaT »KaHe TaFbl 6acka
3aTTap/bl KOPKEMJIIK KOJIMEH TaHYbIHbIH,
alFarbl.

DoubKJI0p 63 TaparnblHaH OHeresiiK nexH
9CTETHKAJIbIK KO3KAPACThl KAJIbIITACTbIPHIII,
ypnax Topoueseyse aipblKIIa OPbIH alajbl.
OHbIH bIKNa/LIMEH Ka3ak alesepi o3
MiHe3-KYJKbIHAA YSIHIbIK TIeH UIiJKTI,
MeHipOaH/IbIK MeH aJaMrepuliJiik KaCHeTTi,
a0bIpoil MeH OaThLILIKTHI 60FbIHA
cinipai. Kasak Kel3napol xKiritrrepmen
6ipre «Antbibakan», «Ax cyriek», «Kapa
KyJ1aKk», «Aiirejiek» ofblHIapbiHa KaThica
anran. CoHzibiKTaHn 6osap Kazak aiesi
ep azamaTTapMeH KaTap, »KepiH »kKaylaH
KOpraraH, es1 6ackapraH, 6eTiH 6ypkemeit
anTBhICKA IIBIKKAH.

DosibkI0pJbIK 61 eHepi Gip opHbIHIA
TYPbII KAJIMaH, YIATTbIK A9CTYPII caKTan
OTBIPbIM, XaJIbIKTbIH, O1 MojIeHHETiH
KaJIbIIITACTBIPBIIN, 2KaHa PyXaHH OalJbIFbIH
»Kacayjia emip 60ibl YHEMI JaMy TTPOLIeCiH/e
JKYpIl KeJief.

DosbKIOp — XaJbIKTbIH, KUSJIAYbI,
oOpasziaybl apKbl/bl TApPUXH 6MipiMeH
Tikesied OaNUJaHbICTbI TYbIHAAUTHIH
UIbIFapMalIbIIbIK JIeM KapauTbIH OoJIcaK,
01 eHepiHiH Je OacTaybl TEpPeHJIe KaThIp.
Bisre oHbIH KAHOHJIBIK TYpJiepi KeThe.
Bipak, xa/ablK apacbiHia TaKbPbINTHIK,
MasMyHbl, 00pas/bIK cypeTTemelepi
cakrasrad. Oyait 6os1ca 61 eHepi
racblpsiap 60Hbl OacKa eHep TypJepiMeH
ca0aKTaCThIKTa AAMBbIII, 2KETiJIill OTbIPFaH.
Kazak 6uin 6useye y3ax xkblijgap 60¥bl
eHbek eTkeH Oesrii 6yl Yeen Makan
men Toitran [3imMHIH penepTyapbiHIAFbI
(OILKIOPJIBIK TAKBIPHII, 0J1aP/bIH
HIbIFAPMALIbLIBIKTAPbIHBIH, HETi3iH KaJla/ibl.
JKynracein 6useren 6y 6uiisep
XX racoipabit 80-111i Kblaaapbl « KazakTbiy,
(OJIBKIOPJIBIK - 3THOrPAPUAIBIK OUIEpi»
aTThl OariapaaMachblH KopepMeH
HazapbiHa ycbiHabl. Ockl 6arnapaamania
6anermeiicrep O. B. Beceposionckas-
[o/1yLIKeBUUTIH KUsIAAy TOCiI apKbLbI
KoiraH «KeaTblpHak» OUiHIe CYJTy KbI3/IbIH
JKe3ThIpHaKKa aliHaJiraH 6efiHeci KepceTiJi.
Keuunesi emipyien Tyran 6ys MugTik o6pas
Ka3aK XaJIKbIHbIH, 63 YFbIMbIHA 2KAKbIH
6osiaTblH. A, YceH MakaHHbIH, KeKe
opbinaaybinaarel «Opreke» 6ui opra Tycin
KETKEH TEKCHIH MiHE3-KYJKbIH KepceTe
OTBIPBIN OMJICHETIH eJliKTeyleH TyFaH Ou
Jlenl KapacTblpambl3. ThlibIMuU epekTepe:
«Opteke — xaJiblK O1i. OHbIH 2KeKe Oullli
JKoHe Oullliziep ToObl OPbIHIAUTBIH TYypJIepi
6ap. «OpTeke» OUiH anyaH KUMbLJI-
KO3FaJIbICTap MEH MUMHKaJIap apKblabl OpFa
TYCKEH TeKeHiH, 0/1aH LIbIFyFa dJICKTeHIeH
apekeTiH OefiHes1el i »,— aeMn KopceTiiren
( DHUMKIOTEUSANBIK aHbIKTaMaJIbIK 498 ).

b. Canapausbl 03iHiH «Anan6akan» aTTbl
eHOeriHe «...yJIKeHAEP/iH e, 6ananapibix
J1a YKy3JIereH XaJblK OUbIHAAPbIHAAFbI TYPJIi
POJIbEP/I OMHAI, aH-KYCTAP/bIH, KaH-
yKaHyapJiapblH JaybICbIH, XKYPiC-TYPbIChIH
casaTbiH («Ato 6ui», «Kasait aiiTyibl
6ineMin», «Kackbip/ibiH KoHLIbLIapFa
antkaubl», «Tyile-Tyiie», « COKpIp TeKe»

T. 6.), Ka3ak apacblHjia MacKapammnasyuap,
Medpamnasnap, KyJaipri oublHnasnap



6oJiFaHbIH», — jlen Keatipred (CanapaJib
108). Kasipri enep Guirite ketepijren
JipamMasibiK, My3bIKaJbIK, (POJBKIOPJIBIK
TYbIH/IbLIAP/IbIH, TIYHHETE KeNYi XabIKThIK,
0all Ka3blHa/laH OKBIN -YHPEHYiH alFaFbl
6osibin Tabbliaabl. Kaszak hosbKJI0pbIHBIH
3CTETUKAJbIK TAOUFAThIH XaJblK OHEPiHiH
Oip Herisri Typi peTiHje, aj OHbIH My3blKAChl
MeH T1J1aCTHKAChIH, 010-6pHETiH (POJIbKJIOPMEH

Karap aJia OTbIPbIIT 3ePTTEYIiH KAXKETTIr MaJIiM.

BypbiH KenTereH akplH->KblpLbLIap,
QHILII-IoMObIpalIblIap 1a 6u eHepiMeH
afinasibickad. OJiap Toi-1yMaHHbIH TYJi
6oJ1a GIIreH. OH-KbIPbl MOJI, 931/1-KAJXKbIHbI
MaHTOMHUMAaMEH YJIAChII »KaTaTbIH OUbIH-
CaybIKTAP KOPCETIJIETIH ap Kepaeri
JKOPMEHKEJIEP/I JIe acblFa KYTeTiH
KepepMeHiepi OoJFaH.

Es1 apacbinzia ecimi aHbI3Fa aliHasiFaH
Bepik6os1 Keneny.ibl (1861 —1932 k. )
eKi asirbiHa 6akaH 6aiJian aJiblll, KeriJreH
aTThIFA is1ecin OWJereHi yuin Kesinue
«Araur asik» atanrat. OJ1 caH-aJyaH XaJlblK
OuJiepiH HaKbILLIbIHA KeTipil OpbIHIAFaH.

bBu eHepiH keTe ureprenaepiin
KaTapblHa O€JIriJi XaJbIK aKbIHbI, 9HIIII,
komnoaurop [lamy6ait Komkapbaestol
(1861 —1952 x:x.) Kocyra 60J1apbl.
JKacbiHan 1oMObIpa, chipHal TapThin
oH caJiran [llairy6ail samaniacrapbii
OMLLIIMIrIMEH J1e KAaUpaH KaJibIpraH.

OuJ1 — alThiC aKbIHbI, KOMIIO3UTOP, DHIII,
CbIpHANLIbI, }KOHIJIEPJIBIK - KIOYBIH/IBIK
(«Ky», «caliKpIMazak» T. 0.) OHepJIiH

Jle ueci, XaJsblK OMbIHAPbIH aCKaH
ebepJiikneH opbIHAayiibl G0JIFaH.

Cou cusiktbl, Topraii o6sbicbinna Kapcak
Konat6aes (O. Beebosioackas-TosylkeBuy
«bBakebl oiibiHbl» Anmathl, 1996 2K.) ChIH/IbI
XaJIbIK apacbiHaH OullIiJep XKOHIH/eT
nepektep xketkigikti. An [TaBionap
obJibicbIHIa eMip cypreH YKyHicHek
JKonHoB xKeHiHie Tapuxuibl-Fajibim

O. JKonibekoB ysikeH 6ip KUbIH/A:
«...oprara 6ip KapT KiCi CybIPbIbII LLIBIFbIII,
Jlasia KbpaHbIHBIH, KAHATbIH KOMJIaFaHblIH,
camFar-yUIKaHbIH, ThIPHAFbIHA KEMTIliH
KaJa# iireHiH, HeciHe KauThIN KeJir,
TYFbIPbIHA KOHFAHbIH €JIECTETeTIH OeJIrici3

6ip O6uai opbiHAal OacTaibl» AeH KeJin
«Kapt 6ulliHiH »kac lopekecine Kapamat,
JieHeciH op6ip OYJ/IIBIK eTiHe feiiH
OWHAKTAaThIN OUJIEreHiHe TaHAaHa Kaparn
KaJIbIMIbI3», — JIeTeH JIepeK KaJAblpraH
(PKonibekon 90).

Mine ocbiHaail xkazba Typinaeri
Jepekrepre cyiieHep 6oJicaK Ka3aKThlH
JIOCTYPJli OU OHEPiHIH KOPKEMIIK OHEPILIH,
HapJIbIK TypJepiMeH CHHKPETTIK TypAe
JlaMBbIIT KeJIreHiH aHFapyra OoJiajibl. bu
oHepiHe Oacka oeHep TypJiepimeH Oipre
XaJIbIK KyHJiepi e e3¢k OOJIFaHbl CO3Ci3.

JKannbl My3bika op XaJIbIKThIH, ce3iM
OaWJIbIFbl MEH iLIKi 2KaPaThIJIbIC KAJbIH
6isipetin 6oJica, 6U — coJl ce3iMaep/i
JIeHe KUMBIJIbIHbIH 9CeM bIPFAaKThIK
MJIACTUKACBIMEH allla TYCEeTiHi MaJIiM.
Kannaii 6arbiTTarbl 6U KOUbLIBIMIAPDI
60JIMAChIH, 0J1 My3blKa MEH JieHe
KHMBbLJIIAPbIHBIH, MJIACTUKACHI aPKbLIIbI
icke acajibl. AJ1, Kaszak XaJsiblK OHi 6HEePiHiH
JAMYbIHJA KYH 2KaHA TYPFbIIAH KOPKEeMIK,
Ma3MYH/IbIK POJib aTKapFaHblH KOPEMi3.

©OHepTaHy FblJbIMbIHA €HOEK 2Ka3blll
JKYPreH FasibIMIAP/IbIH OUbIHA VHIJIETiH
6oJicak, OCbIHAY KeH Jla/la/la KyH KellKeH
XaJIbIKThIH ay3blHaH LIBIKKAH «KYH» JereH
CO3JliH aClallThIK My3blKara TOH aTay €KeHi,
OHbIH TYI-TaMbIpbl 9PiJle >KATKAHBI
afiTbliazibl. Ochbl KyH 6HEPi apKbL/Ibl
AHbI3-KYHIEP/iH Je Hellle ajyaH TypJepi
6igre »xkeTTi. XaJbIKTbIH OachiHAH OTKEH
TapUXH OKHUFaJIap/bl, aHbl3-XUKas apibl
cyperteyneri 6araapaamalbik xKyie
Kagakcran »kepinye epresieH-ak
JlaMbIFaHIbIFbIHBIH aliFaFbl icreTTec.

bBu enepinjie XasblK KOMITO3UTOPJIAPbIHbIH,
acnantblK KyHJepi yJIKeH OpbiH aJajibl.
Kasak My3blka eHepiHiH epeKlle epKeH
JKAUFaH cajlacbl — KyH AeUTiH O0JICAK,
0J1 JIaMHbIH, ?KaH IYHHECiH, KOH{J KyHiH
HeliHeelTiH ayeH, ca3 KyOblabichl HoJica
kepek. Tokcan ToJiraHTbIM, TeGipeHTir,
eJIKIpETir, MyHAUTaThIH YH — JIOBIC
cukbipbl. Kyl nom6bipa acnabbinia rana
opblHJaNIMaNThIHbI Oerisi. bidre KoObI3,
CbIOBI3FbI, 2KeTireH, ca3reH acnanTapblHia
OPbIHJAJIATBIH aJIyaH-aJyaH KyUJep »KeTTi.

Central Asian Journal of Art Studies Volume 6. Issue 2. 2021



128

Central Asian Journal of Art Studies Volume 6. Issue 2. 2021

CaH TypJi Ky#Jep MeH acnanTblK
My3bIKaHbIH illliHae Ou-KyHAaepi 1e MoJ
kesneceni. Onap J1a Kasak XaJKbIHbIH
6OJIMBICBIH OiJllipe OTIPbII, YJATThIK
JI9CTYPi MEH 9/1eT-FYPIIbl, TYPMbIC-CAJIThI,
OlbIH-caybIKTapbiMeH Gipre TyraH. OHbIH
KOILLIJIr KOPKEM Cas/ibl, 2KeHiJ YHII,
OWMHAKBI, epeKllIe aye3/li, ChIMahbl KeJel.

By kyitnepain atanybinan 6acrar,
AHbI3AAP/bIH, 2KeJIiCl, bIpFarbl MEH dyeHiHe
JIeHiH OM OHEpiH/E KOMIAHBIC TaybI OTBIP.
Besnrini ranniv K. )Kybanon: «Kazax
My3bIKa LLIbIFAPMAJIAPbIHbIH, iLLiHAETT eH ipi
JKaHP/bIH 6ipi — Ky#Jaep» 1ei KeJin, oiblH
Oblaall yKaJFacThIpFaH: «..KYHJep XaJblK
MYy3bIKACBIH/A KHi YLIBIPAUTBIH HOPCE.
Byn — ocbl kyHri Eyponanbiz cuiMboHUsIChI
Topiani. MyHunaii 1opexere »KeTy yiliH
XaJIblK My3blKacChl 2KaKChl JaMblFaH 00J1ybl
Kepek. COHIBIKTaH Kyisepii Kazak
MYy3bIKACbIHbIH, €H »KOFapFbl TYPiHiH yJrisepi
Jien 6inyiMi3 kepek», — aereH 60JaTbiH
(’Ky6anos 9).

MiHe, ocblHaal 2KOFAPFbI IeHIreljie
JIAMbITT KeJIreH KyH — OU OHepiHiH Heri3ri
KOMITOHHeHTepiHiH 6ipi 6oJabl. Ocbl eHep
TYpi MEH KaTap Or-epHeK, ap TypJli OHbIH
TYpJiepi e apkay O6oJiraHbiH OiJieMi3 KoHe
COHBIH 6apJILIFBI AePJiK OU MOJICHHUETIHIH
JIlaMybIH/Ia ©3 OPHbIH aJ1a aJIFaH.

JlerenmeHn, OYTiHri caxHa/bIK Ka3ak
OuJepi caH asyaH My3bIKaJIbIK TONTapAbIH
OBbIH/IaYbIHJAFbI LLIbIFApMaJIapra FaHa
KOUBIBIM »Kyp. OChbl MaKaia aBTopbl
XX racwipapiH 60 —KblapbIHbIH asiFbIHJIA
caxHana 6uji 6ip raHa 1oMObIpa acnaObIHbIH
cyfiemesiieyinze opbiHaaiThbit. Keftin ap
»KaHpJarbl aHCaMOJIbAEP/IiH KypblTybIHA
HallsiaHbICThl OYJ1 YPJliC caxHalaH KOK
60J1bIT KeTTi. Ochl yakbITThl Kazak
VATTBIK XOpeorpadust akaeMHsICbIHbIH
HanermeicTepJsep TalbIHIARTbIH
KachepachiHaa OChl YpIic KakTaaaHn
JKaHjlaHa 6acTaibl.

HaTtuxenep

Jlana KazaKrapbiHbIH 6MipiH OiJlipeTiH,
TYPMbIC-TipLLIJIiriH, eHOEK dpeKeTTepiH,

AHILIBIIbIK ©HEPiH, 9CKEePH JIaFIbIChIH
KOPCETETiH KapanaibiM KUMbIIIAPaH
Ty3e/reH KazaK OMi XaJbIKTbIH MOJIeHHETi
MEH pyXaHH TaJlanTapbliH KeNTereH rackipjaap
60¥ibl KaHAFaTTaHIbIPBIN KeJeli. O3iH
KOplIaraH TabUFaTTaH aJiFaH aCepiH Ullapa,
eMeypiH, KUMbLJI 9peKeTTepi apKblJbl
JKETKi3in oTblpran 6i3niH aTa-6abaMbl3
OCBIHBIH, OAPJILIFBIH 63 PyXaHU OalJIbIFbIHA
alHaJIbIpa OTbIPbIIl, APTbIHA MYPA €Till
KaJibipa Oiszi. Byrinri Tanua conay kene
JoyipaeH 6acray aJaTblH XaJKbIMbI3/IbIH
CaH — KbIPJIbl MOJCHUETI, 631HIIK CaJIT-
JI9CTYpi yprak Urijirine alHaJsapl.

Ken cananbl enepimisain itinue
XaJIKbIMbI3]IbIH PyXaHH TapUXbIMeH Oipre
JKacachlin, 6ite KaHachlr, 1amy MeH
KaJIbIIITACY/IbIH, CaH-KHJIbl 6TKeJ/AepiHEH
OTKeH OU eHEepiHiH asiap OpHbI epeKilie eKeHi
co3ci3. Koram TapuxbIHbIH Kall Ke3eHiH/e
60JIMaChIH OHEPJIiH aTKApaThlH KbI3METiHiH
MOJT 60JIFaHbl 6eJTii. OHBIH TaHBIM/BIK,
MypaT-MakcaTbIMeH Oipre, TipJirinaeri
pyXaHH KOFaM MaHi Jie 2KOrapbl GOJIIBL.
Ouaait GoJica, 6acka eHep TypJepiMeH KaTap
OM 6HEepiHiH Je Ka3aK XaJKbIHbIH FAaChIP/IaH-
FachbIpra yJachll, aTafgaH-o6anara Mmypa
60JIbII KeJle 2KAaTKAH pyXaHH OaNJIbIFbl.

Byrinri hosbKI0PBIK 61 TaKbIPbIOBIHBIH
caxHaJbIK yarici XX racbip/ibiH 70-Kbliiapbl
OeJirii Oip geHreine 1aMblibl 1€ aUTyra
6os1a/ibl. AJTFallIKbl POJIBKIOPJIBLIK
aHcaMOJIbAEP/iH Kypblybl OH 6HepiHe
bIHFAHJIbI bIKMTAJ eTTi. bure apHaJsibin
OHJIe/IMETEH XaJIbIK KOMITO3UTOPJIAPbIHBIH
KyiJepi 61 KOAbLIbIMAapbIHA HEri3 60Jybl
APKBIIBI O KOWBIBIMAAPBIHBIH T1aCTHKACHI
J1a e3repicKe yIbIpabl.

JKaunbl Xasblk KOMITO3UTOPJIapbIHbIH,
Kyisiepi EyponaJsibik My3bika »xKasy
CTUJIiHE KeJMEHTIHIIKTeH, IbIFapMa
apacblHa My3blKaJIbIK eJlleM e3repin
OTbIPAJIbl 2KOHE 0J1 TOPTTIK, Cerisiik
CaH KypblJIbIMbI 60JIbIT KeJie 6epMei].
Mine ocbiran GaitsiaHbICTbl Xopeorpadusi
OHEPIH/e KAJBINTACKAH TOPTTIK, CEri3/iK
CaH KYpPbIJIbIMbI OY3bUIbII, MY3bIKaJIbIK
conJieM D TakT, 6 TakT, 7 TaKT OOJIbIIN
kesie Oepeni. Hemece KbicKa Kaliblpblibl,



KahTallaHaTbIH TaKTiJiep Kesiece/li, Kasak
KYHJIEPiHiH OCbl KYObLILICHIH OajieTMelcTep
O. Bceeposionckasi-TonyuikeBud ochl
TaKTiJlepre KbICKa OpbIHAAJIBII, My3bIKaMeH
Oipre KaUTaNaHbIN OTbIPATbIH KUMBLIAAP
KOJILaHbII, OHbI XOpeorpadust TisiHae
«KinT» nen atarad. CoHbIMEH KaTtap

Kazak Oui acranTblk My3blkameH Oipre
ypMaJibl acnantap/iblH, biprarbiMeH Jie
ThIFbI3 GaiJaHbicTa O0JIFaH Jieyre 60Jajbl.
Byrinri kyHi «AnTeiHal» MeMJIEKETTIK 61
aHcamOJiHiH peneptyapbinaarsl « Kycberi —
Jayblinasz», «Ajkakotan», «Akat» ousepi
JabblJ1, LIBIHAAYBLI aCanTapbiHbIH,
cyrfieMeJsiieyiMeH OpbIHAAJBIIT 2KYP.

Kasak xaJKbIHbIH O0JIMBICBIHA YKOHE
OMIp Cypy caJsThiHa TOH MaTepPHAJIbIK
KYH/IBLJIBIKTap/iblH OPHbBI €peKlle eKeHi
MaJliM. Bu eHepiH 3epTTern Kyprex ranbiMaap
XaJIbIKThIH KOJIOHEPiHiH /16 61 KOUbLIbIMAAPb
APKblJIbl CAXHAFa LLIBIFbII, KOJIAHBICKA
eHreHin Tannan kepcere ajsrad. COHbIH,
6ipi Cyripain ky#tine Kofibuiran «ankpiva»
6uin atayra 6oJazpl. JKorapbiia kepceTkeH
KaWTaJlaHblIl OThIPATHIH €Ki TaKTire
OaneTmMencTep Oip OPHBIHIA asAKThIH,
OacbIMeH FaHa OpbIHAA/IATBIH KbICKA KHMBbIJI
eHrigre. bys 61 xopeorpagusiibiK KHMbLI -
opekeTiMeH, alTap OMbIMEH YKaHa JiyHHe
60J11b1. bue Kasak KpI3bIHbIH MOTHKAJIBIK
6etineci kopcetili. CoJl HbIFBIHIATbI
TOPCHIKThI OH, KOJIbIMEH YCTaFaH Kbi3 COJI
KOJIBIMEH «OPHEK» KUMBbIJIBIH OpbIH/AH,
CaXHaHbIH, COJI KAFBIHATBI LbIMbBIJJILIKTAH
OHFa Kapau aceM »KblJKH LIbIFajibl. Bujiin
oH OOUbIH/IA TOPCHIKIEH OUJIETEeH KbI3,
COHbIHA Kapail caxHa TepiHje OTblpraH
MY3bIKAHTTapFa KbIMbI3 KyHblII Oepirl,
wibipKke6esieK ailHaJsbin 6apbiil, KopepMeHre
Ti3epJiedl OTBIPBIN TKIM eTin GiTipeni.

Bune KazaKTbiH YITTBIK CyChIHbI KbIMBbI3
Jlasipjiay/iblH acKaH 111ebepi eKeHi KopceTiei.
OHbl cakray VIIIiH KOJIaHbIIFaH TOPCHIK
bIIbICHI OUJIiH OOJIMBICHIH allla TYCKEeHJIEH.
He 6osimaca, « Kpuiblinad 61> aTTbl
KOMIO3HLHANAFb] KblbILL, «Kuniz 6acy»
Ouinjeri cabay oCbIHbIH 6apJIbIFbl XaJbIKThIH,
KyHOe-KYHIi eMipiHae KoJianbicta 6osiran
JlyHUesiep.

A, kui3 Gacy necek, o10-epHeK epikcia
ecke Tycepi xaK. Op6ip epHeKTiH KOJIAHbIChI
MEH OPbIHAAJYbIHbIH 1 epeKLLeIiri 6ap
ekeHi 6eJrijii. Kenreren epHek araysiapbl
MeH oJlap/blH cbi30aJjiapbl asik KaHe KoJl
KHMBLJIIaPbl apPKbL/IbI iCKE aChIpblJIbII
OTBIPBLBL. br eHepinae 010-epHEKTIH
ipi TypJsiepi Kosianbic Tankad. Conaani-ax
Kasak OUiHiH KOJl KaJIbIMTaPbIHIA € ChIHAP
MYHi3», «KOLIKAap MyHi3», «1IapIIbIKOJI»,
«UIeHOep», «YLKiN», «KycKaHaT»
KUMbLIIapbl 60JICa, asiK KIHE JIeHe
KUMbUIIAPbIHAA <TOPTKYJAK», LIbIHXKapa»,
«ThILIKAH i3», «oKule» (61 KUMbLIbIHIA
«eKIIesey>» ) ataynapbl 6ap.

CoHbIMeH Gipre caaT-a9cTyp, 9/1€eT-
FYPBIIL, 9PTYPJli OUbIHAAD XaJIbIKTbIH, PyXaHH
Ce3iMiH, afamrepliaiK KaCHeTiH, MiHe3-
KYJIBIFBIH KaJIbINTACTLIPYMEH KaTtap, LyHHe
TaHbIMbIH J1a KeHelTesi. bip yakbIT KeHin
KOTEDIll, CepyeH Kypy, aH ayJay, TypJi
OWbIHAp OMHAI, OH caJly Ka3aK KOFaMbIH/a
YJIKEH OpbIH aJiFaH. Tapuxu gepekrepre
CYHEHCeK, VITTHIK OMbIHAAPABIH XKblJIIAP,
racblpsiap GOHbI KaJbINTACHII, YJITTBIK
MoJIeHH Mypa peTiHje aTafgaH basara
YHEMi aybICBITT OTbIPFaH Aeyre a0JeH Heri3
6ap. OibIH-CcaybIKThbl, MeHpaM-MepeKeHi
YHaTNaNTbIH XaJblK 6GosamMaiibl. Kasak
XaJIKBI 1a CaybIKKOHJIBIFbI 2KarblHaH eoip
XaJIbIKTaH KaJlblCaraH. Op OUbIH XaJbIKTbIH
TYPMbIC - CaJITbIHA, YATThIK JA9CTYpJiepi
MEH 9/IeT-FYPbINTAPbIHA bIHFANU/BI TYyp/e
KaJlbllTacajibl, COHABIKTaH YJITTBIK
OMbIHAP/IbIH CHIATHI MEH Ma3MYHbIHAH
XaJIblK OMipi KOPiHill TYpybl 3aH/bI.

Opblic 3THOTpadbl, OPBIC TEATPHIHBIH,
6esrisii Mamanbl B. BeeBosionckuil-
[epurpoce: «XanbIKTbIK (hOJIBKIOP/IbI
3epTTeye MiHAeTTi Typ/ie OUbIH TypJepiHe
KOHiI 6oJ1iHy KepeK. Aam GaachiHbIH,
epTe 3amMaHarbl eMipiH 3epTTen Oinye
OWbIH TYpJIepi YJIKeH MaTepuas», —

Jen kepcetkeH 6osaThid (BeeBosoackuil-
[epurpoce 15). ConnpiKra 6i3 e 0Cbl
eHOerimiszie oibIH TypJIepiH aliHaJbIMN

oTe aIMaUTLIHBIMBI3 XaK. Ce6ebi, XasblK
OuJiepinyie KernrereH olbIH TYPJIEPiHiH,
saeMeHTTepi Keaneceni. Onap kasipri
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OasieTMeHcTepJsIep/liH WbIFapMaLUbLIbIFbIHBIH,
capkblimac 6ynarbiHa aiHasrad. Kannai
OMBIH Typi 6OJNIMACBIH KOJIAHJ/IbI 2KaFaanna
FaHa JIaMblll eMip cype aJiajibl. KoraMHbIH
JamyblHa OaiJIaHbICThl YATTHIK OHbIHAAP
JIa COHbl Ma3MyH, 2KaHa CUMaTka ue 6oJiblI
OTbIpajbl, LIAPTTapbl MEH OKBIH TaciIaepi
iliHapa esrepicrepre yuiblpaip.

Epresie TypMbIC KaxKeTTiJliriHeH TyraH
olbinnap 6ipTe-6ipTe CIOPTTHIK MOHTe
ue 6oJipl. Mbicasibl, cafibic, aylapblcrak,
cajak aTy CHAKTBI OFbIHAap Oip Keszie
TipLIiJIIK KApaKeTi YLIiH HAFbl3 KAXKETTi
6oJica, Kasip TeK eHep peTiHjie COPTThIK
1e6epJIiKTi bIHAAY peTinae 6arajaHabl.

YATTBIK OUbIHAAP/b! YpPHAKTaH-YPHIaKKa
JKETKi3yMeH Katap oraH »KaHa Ma3MyH, ThiH,
MarblHa Kocy Jia KaxkeTTi ic. bys canana
OHep a/lamMlapbIHbIH aTKapaTbiH eHOeri 30p.
3aman TanabbiHa, KOFaM epiciHe KaHbIK
KahpaTkep, alaM caHacblHa OHUbIH apKblJIb
J1a 9cep eTy/iH Tamalla 9liCTepiH, Typ-
cUnaTTapbiH Taba ajajpl.

Kasak XasnKbIHbIH YJITTBIK OHbIHAAPBI
OaTBIIIBLIKTbI, €PJIKTi, lANIIaHABIK
MeH TanKbIPJbIKThl, TaOGaHbIIbIK TTeH
HalicasIblIbIKThl TOpOUeseysie epeKile poJib
aTkapraH. CoHbiMeH 6ipre YITTbIK OHbIHAAP:
«Keknap», «Cafibic», «Kypec», «TeHre
ajy», «Kpl3 Kyy» Tarbl 6acka CropTTbhIK
OMbIHJAP KYLI-KYaTThIH MOJIILIFBIH, OiJleK
KYLLIHiH, I€HEHIH COMAAHDIN LLIBIHBIFYbIH
KaXkeT eTeTiH oibiHaap. OcbiHAal OfbIH
TYpiHEe KAHLIAJBIKTbI 1aUbIHIBIKIIEH
KeJly KaXKeTTiri opOip OHbIHLIbIFA
Hesrisi. KazakTblH yATThIK OAbIHAAPbIH
YKUHAKTAI 2Ka3bliMl, OACThIPbIN LIbIFApFaH
E. CarbiaapikoB 03 oiblH: « COHIbIKTaH
KA3aKTbIH, YJITTbIK OUbIHAAPbI TEK OUbIH-
CaybIKThIK 2KarblHAH FaHA MaHbI3/Ibl €MeC,
0JI-CIIOPT, 0J1-6HEeP, OJI-1IapyallblIbIK,
TOKipUOeJTiK MaHpI3bl 6ap TopOUe Kypasibl», —
nen TykbipeiMaarat (CarbiHIBIKOB 9).
Ocbl 0iJIbIH, LIBIH alFaFbIHbIH, Oipi peTiHe
HaneTMelcTepepiH KenTereH olbiH
TYpJiepiH caxHara lblFapy/a »KacaraH
OaTbl1 Kafamaapbl O0JIbI TaOblIabl.

YATTBIK OUbIHAAP/IbIH, CUITATHI 1A CaH-
ajyaH. AT yCTiH/le oiiHa/IaTbIH, OTHIPbIT

OWHAJIaTbIH, XKYPIiM, Uo XKYTipill OFHAIaTbIH
o#ibiHIap 6ap. ApHaysbl Kypasiap/pl Kepek
eTeTiH OlbIH TypJiepi 1e oTe Korl. YKeke
HeMece TONTAChIT OWHAUTBIH OUBIH TYpJIepi
Jie XKeTKisliKTi. MiHe ochlHbIH 6apJiblFbl OUre
bIHFAlJIbL, CAH-aJlyaH bIpFaKTa JeHeHi yHeMi
KHMBbIJI-KO3FaJIbICKA KeTiPETiH OUbIHAAP.

Exkenri ofibiHaap »kedicine KOUbLIFAH
«AnKaKoTaH», KorLiiik 6u
KOMIO3UIIMSIChIH/A YKaCTap/ibliH,
«CoKkbIpTeke», «ApKaH Tapry»,
«Aynapobicnak», «Kazakiia kypec»
OHBIHAPbI KepiHic TanKkaH 6oJica,
«Mepren» OuiHsie callak TapTy,
«Kplblimnan» OUinHae Kbl/bll KAPYbIH
oitHaty Tacisiepi kepcetisireH. CropTThIK
at olbIHIApbIH KepceTeTiH « Keknap»,
«boaiire», «KpI13 Kyy» 6usepi e caxna
TepiHie opblHAabI XKyp. CoHnai
BOKaJIIbl -XOpeorpasiibiK KOMIO3HLHS
yakbiThiHa KasKCCP-HiH oH-61
aHcaMOJiHiH perniepTyapbiHa eHreH
60J1aTbIH. byJs1 KOMIO3HUUSIHBIH MY3bIKAChIH
komnogutop b. batikanamos xasbik
9H-KYHJIepiHiH Heri3iH/e »Kas/bl.

Aunbicran aT 1y6ipi ectinieni. Keknapsbi
KOJIbIH/IA TOTIThIH, JIIbIHIA 2KeKe HIayblI
KeJle 2KaTKaH OMbIHLIBI, OHbI KYbIIT 2KeTiIl
KaJIFaH Oip TOIM 2KITiT KYHFBITBIIN CaxHara
1iblFa KeJeni. Harbi3 koknap tapThichl
H6acrasibl. AT yCTiHae TapThIChIT KHKY
caJiraH 6ip Kbigy aypOesieH caxHaaa KepiHic
aJIFaH KesJle KepepMeHHiH, esebeci Ko3bl-
aK KeTelli. XaJblK TYPMbIChIH, OHbIH 9H
MeH KyHre KeHeJireH 6ip COTiH CypeTTeNTiH
6yJ1 KopiHic BOKaJbl-XopeorpadusiibliK
«CasixaTTa» KOMIO3ULHSICHI e]lj.
AHcaMOJbIIH XKiriTTep TOOBI OChI
Komrnosuiusinbl AMeprka Kypawma [lrarrap
eJliHjie KepcerTil, yikeH abpoira ue 6oJsiran
00JIaTbIH.

JKanmb! ofibiH TypJiepi caxHa
KOHbLIbIMIAPbIHA, COHbIH, illliHe, 61
OHEepiHiH OpPKEeH/IeyiHe KOJIAHFaH XKaJFbI3
Kazak Oasnermeiictepsepi emec. Kepiui
KbIPFbI3 €JIiHJIe 1€ a/IFallIKbl XaJIbIKThIK -
caxHaJlblK OuJiepre TYFbIp OOJIFaH XaJlblK
oitbiHapbl. CONTIN, Ka3aKTbIH YATTbIK 61
OHEPi KOPKEMJIIK 6HEP/IiH ajyaH TypJiepiH,



CaJIT-A9CTYPi MEH OMbIH-CaybIKTaPbIH
6olbIHA CiHipe ThIFbI3 GalJaHbICTa
JlaMbIFaHbIH aTan alTyra TOJIbIK HeTi3 6ap.

Ochbl TycTa aiiTa KeTeTiH Tarbl Gip XKHT,
61 eHepiHiH CHHKPETTIK TypAe AaMybl, 6acka
eHep TypJiepiH HacuXaTTay MeH aKnapaTTbiK
Typae OeKiTy XKoHe KeHiHri yprakka
JKETKi3Y MPOLeCiHe 30p POJb aTKAPbIMN
oTbipran/blFbl. byran [. OMapoBTbIH
«KeH nana tecinjie epKiH »KeJIMeH yKapbIChlIl,
aT KyJarbliHa OMHAFaH eJ1 a3aMaTTapbIiHbIH
KHMBIJIBIHAA, XKYPiC-TYPLICBIHAA, d/IeT-
caJTbiHA O VILiH KAXKETTi 371eMeHTTep
JKETKIJIKTI 60JIaTbIH», — JeTeH OHUbI A2/
6o.1a anas (Omapos 203).

«Kazak OuiHiH exkeJri 19CTypJepi,
Oiperer reHe3uci, KaJabINTacy XKoHe KaluTa
epJiey epekiiesikrepi 6ap. QJeMiK FblJIbIM
JPTYPJi STHUKAJBIK TONTap/bIH Oiperei
MOJICHH KYOBIIBICTAPbIH 3€PTTEY YIIIiH
JKaJITbIFA KOJ1 2KeTiM/Li 2KaF1aiiap/asl aluThl
JK9HE Kacajlbl» — atajiFaH TyKblpbIMaMajiaH
Ka3ak OWiHiH Ma3MyHbl MeH MOHiH KepeMi3s
(Omapos 75). Kasak 6ui ie 9H-Ky# CHSKTbI
XaJIbIKTBIH CaJT-caHacbiMeH OiTe KanHaCcKaH
es1 Mypachl. OTbI3 KyH OHbIH, KbIPbIK KYH
TOMBIH 2Kacar Kbl3 y3aThblIl, KeJliH Tycipe
6isireH, ata-6adacbiHa Hellle PyJibl el
JKHHaM ac 6epe GiJireH Ka3ak oH akThlIl,

KYH TapThlM, 9pTypJli YITTBIK OHbIHAAP/IbI
oTKi3e OisreH. bu eHepi MiHe ocbhiHnan
VJITTBIK OMBIHAAPAAH, apTYpJi eHOeK
KUMBL/IapblHAH TybIHAAFaH JeM aluTyra
60J1a/1bl. ByHbIH 6apJibIFbl IEPJIiK OChI
JKYMBICTbIH HOTHXKECIH KOPCTIll TYP.

Tankbinay

Kasak xaJibik OMiHiH JaMy Ke3eHjiepite
KOHiJ G6JIreH aJralikbl Xopeorpadus
eHepiH 3eprreyi Fanbim J1. CapeiHoBa
MeH OaJsieTMeHcTep, eHepTaHy KaHau1aThl
J1. ©6ipoB 61 eHepiH TacTa Kaliajbin
CaJILIHFAH CypeTTep apKbl/bl 3epTer-
3epesiereH.

J1. CapbiHOBa 03 3epTTeyJepine
Ka3aK XaJ/IblK Oui 6acka eHep TypJepi
CUSIKTTBI KOLLTEHi eJIiH TYPMbICBIHA
63 OPHbIH aJiFaH eHep Jiel KOPCETKeH.

Kepuui Keitait, Yuui enepi cusikTbl 61
MeKTe6i GoMaraHpIKTaH aybl3 o9ieOUeTi
CUAKTBI OM Ma3MyHbI 1a YpIaKTaH

KpIaKKa »KeTil oTblpFaH aJ, OuliH e3i

MMM POBU3ALIUSIBIK ( CYbIPIT CaTMaJIbIK )
TYPJ€ JaMbIFaH JIereH TY>KbIPbIM KacaraH.
bisnin sepTTeynepimisin HOTHKECIH e
XaJIbIK apacbliHjia TapaJirad Ou aTayJiapbl
JKOHE OHBIH TypJiepi XaJbIKTbIH TYPMbIC-
caJ/iTbiHa GalIaHbICTbl OPOIreHiH KOp/iK.
Conbimen kartap JI. CapbiHoBa exketri
XaJiblK Oui ykeHiHae: «[3nepi Tabbliran
exKeJri xaJsblk 6uepi «kapabanbip 61»
Jleyre KeJIMeHUTiH »KoHe Oi3/liH 3aMaHbIMbI3/1a
JKHi ataJibll 2KypreH «OU 3J1eMeHTTepi»
emec oJ1, matpuapxaJibl-heoaasnabK
KOFAMHbBIH MOJICHH JICHreiMeH aHbIKTaJFaH
epexiie 61 eHepi 6OJILI», — JlereH ol
tyiiren (CapbiHoBa 26).

Jloypen ©6ipoB 63 3epTTeyepinie
KasakcraH apxeoJsiorrapblHblH Tamrasbl
Tac KolHaybiHaH (AsMaTbl 00GJIbICH,
JKamObl aynaHbiHga ) TanKaH Tactarbl
MbIHJIaFaH CypeTTep/ieri afaM OelHeepiHit,
KaJibIlITapblHa TePEH, Tajiayap *KacaraH.

Bisnin 3epTreysnepimis Kazak XaJKbIHbIH
HOJIMBICHIH aUKbIHAAHTBIH GapJibIK 6Hep
TYypJiepiHiH OH 6HepiHe BIKIAJIbIH KOPCeTY
6arbIThiHAA XKYP/Li. COHIBIKTAH XaJbIK
Oui »KeKe Jlapa »KOJIMEH JlaMblFaH »KOK,
0J1 XaJIbIKTbIH, OOMbIHAFbl 6APLIK 6OHEP
TypJiepiMeH 6ipre CHHKPETTIK Typ/ie AaMblJibl.

Ounati 60s1ca, KazakTbiH 6ap emip
TipLWiJIriH GingipeTin Oednrisiepi OHbIH
OOJIMBICBIH aUKbIHIAH OTBIPbIT, OHEPMEH
Gipre epi/ireH aeyre 60Japl.

«bys xynnepi kenuinikTi osbKIOp,
KOJIOHEP 2KoHe I9CTYpJli Oustep
TaHFasIbIpabl. Aamaap onap/ibiH
JKapBIKTBIFbIHA, OefHEeCiHe KoHe epeKlle
VJATTHIK JIdMiHe TaH Kaaajpl. Ogap Kasipri
3aMaHfbl OHEP TYbIH/bLIAPbIH XKacayllibliap
MeH 2KaHa OarbITTap/ibl JAMbITY/IbIH, HETi3ri
Ko3J1epi 60J1bIN TabblIabl. OHep/IiH
HapJibIK TypJepi )KaHa popMaTTapra e
6oJ1a/ibl, CHAMOHOTHKAJIBIK KaTbIHACTapFa
€He/li >KoHe MJICOJIOTHSIHBI 19CTYPJIi
3JICYMETTIK MOJICHUETTEH aJ1a/lbl» — aTaJsFaH
TY?KbIPbIMIAMAJIAH CaJT-1dCTYPiMi3/LiH,
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pyXaHH MaJIeHUETIMi3/iH 6apJibIK oHepi
TYpJIePiHiH Heri3i OOJFaHIbIFbIH KOPEMi3
(CapniHoBa 73).

KopbITbIHAbI

Tapuxka HerypJibIM TepeH, YHIJreH caiblH,
JKeKe TalnaJjap MeH pyJiapiblt, YATTapbIH
MOJIEHHETI OKll1ay JlaMbIMaraHbIiHa KO3
KeTkizeMis. CoHAbIKTaH Ka3ak XaJKbIHbIH
Jla MOJICHHETI, oHepi KoplLli TaknagapMeH,
pyJlapMeH ThIFbI3 OaliaHbIcTa 60JabI.
CoHblIH ilinge 64 6Hepi Jie VATTHIK GeT-
NepEeCiH caKTal OThIPLIT KopLuijiec
esIiep/liH, Ou eHepiMeH KaTap JaMblibl.

Byrinri yprnakka tan6aJbl TacTarbl
KeCKiHiep MeH epTe/ieri afamiapblH biPbIM-
OuJiepiHeH Oacran »Kofapbla aTajraH
61 eHepiHiH Heri3i 6oJraH GapJiblK eHep
TYpJIepi 2KEeTTi.

JKorapbina aiiTeliraH aepekrepre cyieHe
OTBIPbII, XaJbIK OUiHiH CHHKPETTIK Typ/e
napja 60JybIMeH, KaJablNTacybl TAPUXH
Ke3eHJiep MeH Tikesei 6aiiaHbICTbl H0JIIb
JlereH O TyheMis.

KazakTbiH Ke3-Ke/areH KyaHbllIbIHAA,
MelipaMbIHa, OUbIH-TOHIapbIHA, CaJIT-
JI9CTYPiHAE OCBI XaJbIK OUJIEpi ecKepiin,
KOILLIJIK, KeKe-1apa Typinae OUJIeHII
KeJIreH. XaJlblK TapUXbIHbIH JaMybIMeH Oipre
Ka3ak OW eHepi JIe 1aMBbIIT, KYPbIJILIMbIH
03repTil, TOJBIKTLIPbII OThIPFaH Jleyre
6oJ1apl.

bu enepi kyJsuii agamsat 6anacbiHa
OpTakK, AYHUEXKY3iHeTi XaJIbIKTapAbIH,
OapJibiFrbiHa GipJiel TYCIHIKTI. Op XaJbIKThIH,
VJITTBIK €peKLIe/iKTepiHe opall O eHepiHiH
KopKeMJiK OeliHesey KypaJaapbl MeH
Ma3MyHbI J1a 9pPTYPJii OOJIbIN Kesesi.

Op XaJbIKThIH Oe/riji 6ip epekesepre
OarblHABIPBIJIFAH 9CEM JIE CYJly, HO3iK
KUMbLJIApbIHAH KeJlill OW TYbIHAANIBI.
Ochblnail )KUHAKTaNa, YaKbIT Tapa3blCbIHAH
eTe OYKIJI IyHHEeXKY3i XaJIbIKTapblHa KepKeM
61 OHepiHiH Karuaaaapbl KaJblITACThI.

by enepineH ap XaJbIKTbIH 63iHe TOH
VJITTBIK CHTAThIH aHbIK GallKailMbl3. Op
XaJIbIKThIH IDCTYPiH, 9[1€T-FypIlblH, CAJThIH,
TYPMbIC-TipLUIJITiH alHbITNIA} TaHbITA

aJIaTBbIHABIKTAH, oJ1apabl O6ip-OipiHeH OHal
axkblpaTyra OoJiajibl.

Kazak 6ui 63 KypblJIbIMBIHA YJATThIK
OOJIMBIC TTeH caJ/IT-caHara OalNIaHbICThI
facka eHep TypJiepiMeH CHHKPETTIK TypJe
JlaMbIFaHbIH aHFapyra 60J1ajipl.

XaJibIKThIH KOPKEMJLiK OHbIHbBIH
6ip KepiHici petiHaeri 6u eHepi 63iHiH,
3CTeTUKAJbIK OOJIMbIChIH/IA Ka3aK
JKYPTBIHBIH »KaJITbl IyHUETAHbIMbIHA
cail apMaH-MypaTTapbli 6efHe elTiH
KHMBbLJIAP »KYHECiH KAJbINTACTbIPFaH.

KasakTbiH o/1eT-FypbINTaphl, bIPbIM-
HaHbIMIAPbl KOHE J19Yip/liH Kyaci peTiHie
CcaHaMblI3/la exKeJlIeH KaJlbllTacKaH KyaTThl
Kyt 60711, Kese-kese Gyi1 kyitep GyKii
XaJIbIKTBIK CaJIT-19CTypre aHaJbl.

Kazak xaJiKbIHbIH, O -TiKipJiepi aybi3
o/eOUeTiH/IE KAJIbINTACHIT JAMbIJIbI.

Aybi3 on1e61eTiHeH, 6acka eHep TypJiepiHeH
XaJIbIK ©3iH-63] TaHbI/Ibl, 63T¢ XaJbIKTapFra
63iH TaHBITThI. YJITTHIK HIE0JOTHST MEH
XaJbIKTBIK (DHJ0CO(HS TYFBIPbI OChI aybl3
onebuetine. XajblKTbIH TeaTpJaaHraH
MOSTHKAJIBIK PyXaHH oMipi, (hObKIOPIbIH
OeliHeiK Olbl, XaJblK KyHJaepiHaeri OlIbiH,
TYTACThIFbl MEH Ma3MYHJIbIIbIFbI OU
OHEpiHiH KaHa OAFbIT aJiblll, OHbIH,
KOPKEMIIiK IeHIeHiHiH ocill-opKeHaeyiHe
bIKI1aJ €TTi.

Kenuinik kKaybiMra 6edricizniey 60Jibim
KesireH oJIbKJIOPJIbIK Ouepi Kainta
JKaHFBIPTHIMN, OFaH YaKbIT TaJaOblHA Kapan
»KaHa Typ Oepin caxHasay/ia ajrallKpl
eHep KapJiblFaliTapblHbIH eHOeri 30P.
XX-racolpapiH 6ac Ke3inje xaJblK apacbiHaH
HIbIKKAH Oip/ii-eKiJi Oulili FaHa TaHbIMaJl
6oJica, 61 KOIOl1lIbl OHepras/biH, 60JMaraHbl
MadiiM. Ochl yaKbIT apaJjibiFbIHIA KOCiOH
caxHara TaJsiail eHepria3 KeJlir, Kasak XaJblK
OUiHIH JaMbIIT 2KETiJy KOJbIHAA eHOEK
eTTi. KazakraH miblKKaH aJraiikbl Kaciou
6anermeiictep J1. T. ©6ipoBTen 6acray
aJiral 6aseTMEHCTepJliK OHep e KaHATbIH
KEHIre »Kalblr, Kasip pecnybyuKana
OipHelle oHjaran 6anermencrepyaep
JKEMICTi LIBIFAPMALLIBIIBIK, 2KOJIIA 2KYP.
XaJibIK 1IbIFapMallblIbIFbIHBIH, Oak
Mypachl capkplimac 6ynak. Ocel 6ysakraH



61 eHepiHiH KalpaTKepJepi HOp aJibir
CyChIHA/IbI flece GOJaIbl.

Kasipri 3amanza, Kaszak XaJKblHbIH,
JIOCTYPJIi OU LIbIFapMaLIbl/IbIFbIHBIH
KaiTa epkeHJieyinjie O. blemaiiios,

. »KuenkyJsiosa, J1. 96ipos,

O. BceeBosonckasi-ToJylikeBuY ChiH/bI
ara yprnakThIH eHOeri opacaH 30p OOJIbI.
Ou1ap ymbIT 60512 6acTaran OU TypJiepiH,
APTYPJli KUMbLI-dPEKETTEePiMEH, 2KaJllbl
Ka3aK XaJsblK OHiHe FaHa ToH IMJIaCTHKAChIH
KaJIbIHA KeJITIPill, apTbIHA Mypa €Till
KaJIbIP/LbI.

Kasak xasblk 6usepini 6aibIprbl
HycKaJiapbl Oi3/1iH 3aMaHbIMbI3aH OYPbIHFbI
JyipJaepre casbl. Exxenri 3amanapaa
«OaKCchl OMBIHBIMEH » ThIFbI3 OalJIaHbICTa
naijaa 6oJiraH OU YITTBIK 6HEp/IiH 6acKa
TYPJIEPi CUSIKTbI KOLUIIEi Tannalap/ibliH
TYPMBbICbIHA O€piK €Hill, OJIapIbIH 91eT-
FYpIibl MEH ic-9peKeTiH OedHenedTiH
eHepliH OipiHe afiHa/ bl TaHOa b1
Tacrtapiarbl OUJen XKypreH ajamaapibiy
cy/16a/apbl Ka3ak »KepiH MeKeHereH
Talnanapablt, 9AeT-FyprbiHaa O1 MeH
My3bIKaHbIH Gipre AaMblFaH/bIFbIHbIH
JpJieni 6onazibl. by cexini anrauikn 61
HyCKaJslapbl TaOUFaTThl OaKblaay MeH eHOeK
KAMbLIapbiHa GalJIaHbICThI TyFaH TYpJIi
KO3FaJIbICTap MEH 9p KHJIbl MUMHKaJIbIK
3JIeMEeHTTepiMeH KaMTbIIFaH.

JKeprinikti TypMbIC-caT epekuiesikrepite
opail KepiHic 6epreH Ou eHepi KakJIbl
JlepeKTep/li THOrpadTap/bIH eCTeliKTepiHeH,
TApUXU MAJIIMETTEPAEH, TIJIIK KOPJAH,
XaJIbIK MY3bIKaCbIH/IA CaKTaJbIN KaJraH 61
dyeHJiepi MeH XaJiblK OUJiepiHeH, FhIIbIMU
eHOeKTeplieH Ke3ecTipyre 60Jajbl.

DosbKIOPJIbIK MaTepHaIap/b i3]1er,
JKHHACTBIPA KeJle XaJbIKThIK - CAXHAJIbIK
OM yJrinepin »kacayra 60aaTbIHbIHA KO3
XKeTKi3miK. KazakrbiH 61 osbKIOpHI
VATTBIK XOpeorpadusi oHepiHiH JaMmybiHa
63 YJIeCiH KOCBIMN KeJie/li, Oosalakra 1a ochl
OHEepJIiH TYFbIpbI OoJ1a GepeTiHi co3cis.

OrTkeH j1pyipaeperi anamaap/biH,
OipiHLLi 2Kacar LWbIFapFaH My3bIKaJIbIK
acnaObIHbIH YHI, COJ VHHIH bIpFaFbliHa
6usieren OipiHLi 6Ui ocblIap/IbIH GapJIbIFDLI
TEK aZlaM eMipiMeH, coJl eMip/ii OassHIbI €Ty
MaKcaTbIMeH Oai/IaHbICTbl GOJIIBI.

Jlemek, eHep opKallanaa 1a eMip »KblpblH
JKBIPJIAY LB, XaJIbIKThIH PYXbIH KOJIIAYLIBICH]
60J111b1.

KoramHbIH 63repyiHe 6GaliaHbICThI,
XaJIbIKTbIH, 6Mipi MEH JA9CTYpi Jie o3repin
oTbIpaThiHbl Oesrisii. Mine ocbiran opa
OHEP/LiH JIe 63repicKe yIIbIPaUTbIHbI CO3Ci3.
OHbIH, TAaKBIPBINTHIK WIESChl, MA3MYHbI
Jla e3repicke yubIpar oTbipajibl. XaJblK
LIbIFApMallIbl/IbIFbIHAH HOP aJiFaH Kasak Ou
eHepi Jie ocblai ecin-epKeHaeye.
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Toiiran Usum, )Kanuoek Kaiibip, Aiiryns Kynb6ekoBa

Kazaxckasi HaloHaJbHast akaeMusi Xopeorpaduu
(Hyp-Cyaran, Kazaxcran)

BbITUE TPAAULIMOHHOI'O TAHLIEBAJIbHOIO UCKYCCTBA KA3AXCKOIo HAPOZA

AHHOTauus. B ctatbe paccmaTpmMBaeTcs po/b MCKYCCTBa B peanusx Ka3axCKoro Hapoaa.
MpoucxoxaeHne HapoaHOro TaHLa BOCXOAMT K paHHUM BpemeHaM. PaHHWe TaHLeBasbHble GOpMbl
N ABUXEHUS paccMaTpUBaloTCs C NO3ULIMM NPOSIBNIEHWA BNEYaTIeHUN YeIOBEKA OT OKPYKaloLWero
MUWpa, rae TaHueBalbHOE UCKYCCTBO Pa3BMBaNoCh B CUHKPETU3ME C YCTHbIM TBOPYECTBOM, KIOSMMU,
anTbiCamMu K anocamMu Hapoga. Mcxoasa U3 KOHLEMLMIA YYEHbIX, M3yHaBLUMX Ka3axCKOe UCKYCCTBO,
onpeaenieHa ero posb B KOHTEKCTE Pa3/IMyHbIX 3TanoB Pa3BUTUS TaHLLEBAIbHOM KynbTypbl.
B uensix BbiIIBAEHUSA peannin TpaauLMOHHOIO TaHLLEBaNbHOIO UCKYCCTBA B ObiTy, 06pa3e X13Hu
Ka3axCKoro Hapoja aBTopaMu MPUMEHSIOTCH METO/ bl MCTOPUKO-XPOHOOMMYECKOM cUCTEMATMU3aLIMK,
paHX1poBaHUs, cpaBHEHWS, HabnoaeHUsA. HecMoTpsa Ha To, YTO Urpa LWamMaHa 6bl1a cBA3aHa TONbKO
C penuruen, ee cneumduKa otpasunnacbk Ha popMMUPOBaHUN OCHOBHBIX ABUKEHUI B TAHLEBaIbHOM
MCKyCCTBE.
Kak M3BecTHO, BUabl MCKYCCTBA NOCTOSAHHO Pa3BMBAtOTCA M NpeTeprneBaloT UBMEHEHUS B CBS3U
C UCTOPMYECKNMU NepUogammn pasButus obuiectea. C 3TOM TOYKMU 3PEHUS TaHLLEBaANbHOE UCKYCCTBO,
OCHOBaHHOE Ha MPOCThIX ABUMEHUSAX U ABNAIOLLEECH HEOTHEMIEMOW YacTbi0 HApPoaa, MOCTOAHHO
pas3BMBaETCH M COBEPLIEHCTBYETCA. ABTOPCKAs NO3ULIMSA 3aK1t04aeTcs B TOM, YTO 06ydeHne
Ka3aXxCKoMy TaHLeBalbHOMY UCKYCCTBY A0/MKHO OCHOBbIBATLCS Ha TPaAMLMSAX U 0Obl4yasx Hapoaa.
TaHel, — 3TO UCKYCCTBO BblPaXeHUs1 HACTPOEHMS YeTIOBEKaA, OTparkatolee My3blKalbHbIM PUTM,
npoun3Bosluee BrnevyatieHne NocpeacTtBOM pasinyHbIX XXeCToB. B TaHUe BbipaXkaeTcs KpacoTa
W U3ALLECTBO, MPUCYLLME YENOBEKY, MPOSBASIETCS €r0 AYXOBHOE COCTOSIHME U OTHOLLEHME K
¥WU3HU. Tak, Ha GopMUPOBaHME N PAa3BUTME TaHLIEBAIbHOIO UCKYCCTBA Pa3inyHbIX Hapoa0B
HernocpeacTBEHHOE BIMSAHME OKa3blBAIOT UX XapaKTepHble 0COB6EHHOCTH, ObIT, TPAAULIMK U KyNbTypa.
[aHHoe nccnefoBaHue drMHaHcupyetcs Komutetom no Hayke MUHUCTEPCTBa 06pa3oBaHus
n Haykun Pecny6nuku KazaxctaH ([paHT N°AP09260151).
KnrouyeBble c/ioBa: KynbTypa, IyXOBHOCTb, LIMBUAN3ALMUS, CLEHA, ObITUE, CUHKPETU3M, GONLKIIOP.
Ansa yntupoBaHus: N3um, TonraH 1 ap. «bbiTve TpagnLMOHHOIO TaHLLEBaAIbHOrO MCKYCCTBa
Ka3axcKoro Hapogaa». Central Asian Journal of Art Studies, 1. 6, N2 2, 2021, ¢. 122-139.
DOI: 10.47940/cajas.v6i2.442.

Central Asian Journal of Art Studies Volume 6. Issue 2. 2021



Toigan Izim, Zhanibek Kair, Aigul Kulbekova

Kazakh National Academy of Choreography
(Nur-Sultan, Kazakhstan)

THE EVOLUTION OF TRADITIONAL DANCE ARTS OF THE KAZAKH PEOPLE

Abstract. This article examines the role of dance art in the actual lifeways of the Kazakh people.
The origin of traditional dance dates back to early times. This study considers early Kazakh dance
forms and movements from the perspective of considering dance as the manifestation of human
impressions of the surrounding world, in which dance developed syncretically with oral arts
and the kuys, aitys and epics of the people. This article discusses the role of arts in the context
of various stages of the development of dance culture using the concepts of Kazakh art scholars.
In order to identify the real actualities of traditional dance art in the everyday lifeways of the Kazakh
people, the authors use the methods of historical and chronological systematization, ranking,
comparison, and observation. The article discusses how despite the fact that the shaman's game?
ritual was associated primarily with religion, its influence was reflected in the formation of the main
movements in the dance art.

As is well known, art forms are constantly evolving and undergoing changes in connection
with the historical periods of the development of society. From this point of view, traditional dance
art (based on simple movements and an integral part of the people’s culture) is constantly developing
and evolving. The author’s position is that the teaching of Kazakh dance art should be based
on the traditions and customs of the people.

Dance is the art of expressing a person’s mood, reflecting a musical rhythm, and making
an impression through various gestures. Dance expresses the beauty and grace inherent
in a person, where his or her spiritual state and attitude to life are manifested. Thus, the formation
and development of the dance art of various peoples is directly influenced by the characteristic
features of their lifeways, traditions and culture.

This research has been funded by the Science Committee of the Ministry of Education and Science
of the Republic of Kazakhstan (Grant No. AP09260151).

Keywords: Kazakh dance, Traditional culture, Traditional dance, dance and spirituality,
Shamanism, Kazakh civilization, Kazakh lifeways, scene, Dance evolution, syncretism in dance,

138 Kazakh folklore.
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¢

Y3BEKHUCTAH-
CKUU ABAHTAPIL:
OMNbIT TUITOJIO-
- TMYECKOM
UHTEPIMPETALIUU

ART STUDIES

Huropa AxmenoBa'

! IHCTHTYT HeKyceTBO3HaHMS AKaieMuH Hayk
Pecny6inku Ya6ekucran (Tamkent, Ya6ekucran)

AHHoTauus. CTaTbs NOCBSLLIEHA UCCIE0BaHMIO CNELMbUKM UBOMUCH Y36EKMCTAHCKOro aBaHrapaa
C YYETOM POSIY UCTOPUKO-KYIBTYPHOI0 KOHTEKCTa Hadana XX BeKa. OnpeaeneHo BANSHUE Taknx GaKTopoB,
KaK MOE0NOrM4eCcKuii GoH, POSib MPUESKUX XYAOKHMKOB B GOPMMUPOBAHMM HALIMOHAILHOIO MCKYCCTBA,
OTCYTCTBUE TPaaULMIM EBPONENCKOM MBOMUCH B pernoHe. Xueonuck Y3oeKknctaHa 1920-1930-x
rofoB, ABASSCb Pe3ybTaTOM UCTOPUYECKMX, MONMTUYECKUX U KyNbTYPHbIX TPaHChOopMaLmii, pasBrBanach
BO B3aMMOLENCTBUM NOKasIbHbIX U MHOKYNBTYPHbIX TPaAWLUMIA. HECKOMBbKO CTUAMCTUYECKUX BEKTOPOB
W TEHAEHLMM 3TOro NPOLIECCa, PONb MCTOPUKO-KYNBLTYPHOIo Hacneams Y3beKkncrtaHa npuaaBanm obpasam
3MOXM U CTUNEBBLIM HOPMaM CaMOObITHbIE YepTbl. Hay4Has HOBM3Ha nccnefoBaHMs 3aKItoHaeTcs
B aKTya/M3aLmmn Bonpoca o TUMOoIOrM4ecKon cneunudure y3beknctaHcKoro GeHoMeHa B CpaBHEHUM
C PYCCKMM aBaHrapaom 1 eBponenCcKMM MoOAEPHN3MOM. B ccneaoBaHmm NoctaBAeHbI BONPOCHI
140 06HOBNEHUS METOLOOrMYECKUX aCNEKTOB U3YHEHNS COBETCKOWM MOAEPHM3ALNH, e€ PE3YNLTAaTOB
B UCKyccTBe. O6paLleHO BHUMaHWE Ha CIOXHbIN TMOPUAHbLIN XapaKTep 3TUX NPOLLECCOB U MOMbITKK
ncecnenoBaTtenen aganTMpoBaTh MOCTKOMOHMASbHYIO 3MMCTEMOSIONUIO K NpoLieccam
LIEeHTPasIbHOA3MaTCKOro permoHa XX BeKa. PaccMoTpeHbl BONPOCh! MPUMEHEHNS TEPMUHOB «@BaHrapgy»,
«MOAEPHMU3M» B OTHOLLEHMW TOKaNbHbIX PEHOMEHOB; NOKa3aHa aKkTyanbHOCTb TEPMUHOIOMMHYECKOTO
YTOYHEHWS], OTPAHUYEHNS UX MPUMEHEHUS U KOPPEKLIMM B OTHOLLEHWM XKMBOMUCK Y36EKMCTaHa.
B 3aKnto4eHnn ctatb 060CHOBAHO, YTO M3y4eHUe NCKYcCTBa Y36eKknctaHa 1920-1930-x
roaoB HeEO6X0AMMO NPOBOANTb HA OCHOBE AEKOHCTPYKLMU JOMUHUPYIOLWMX ANCKYPCOB B OTHOLLEHNUHM
WUCTOPUKO-MOIMTUYECKOrO KOHTEKCTa 3Moxu, GOpMUPOBaTh HOBbIE B3MSAAbl Ha CMEHY KyNbTYPHbIX
napagurM B pervoHe.
KntoyeBble c/ioBa: MBOMUCh, Y36EKUCTaH, XX BEK, OPUEHTaNN3M, TPaAMLIMK, aBaHrapa,
MOAEPHU3M.
Ans untupoBaHus: AxmenoBa, Huropa. «Y36eKMCTaHCKMI aBaHrapA: OnbIiT TUMOAOrMYECKOM
nHTepnpetauun». Central Asian Journal of Art Studies, 1. 6, N® 2, 2021, ¢. 140-152.
DOI: 10.47940/cajas.v6i2.440.

BeBepeHue B XX BeKe CBS3aHO C YHHKaJbHbIMU
06CTOSATENLCTBAMM PA3BUTHS pErHoHa,
q)opanOBaHHe HallMOHAJIbHBIX BBEPIHYTOTO MOCJIE PEBOJIOLUH
Xy/102KeCTBEHHBIX 1Ko/ LleHTpanbioit B MoaepHucTcKuil nmpoekT. Lleab
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Aszuu H, B HaCTHOCTH, Y36ekucraHa HCCJIe/IOBaHUA 3aKJIIOYAaeTCs B ITIOCTAHOBKE



BOIIPOCA O POJIM HCTOPUKO - KYJIETYPHOTO
KOHTEKCTA B XKUBOTUCH Y30€KHCTaHa,
cynbOe aBanrapaa. B nocsennne roysl

y Hcc/ei0BaTe/el MosiBUIach BO3MOXKHOCTb
paccMOTPeTh €ro THIOJOrHUeCKHe
ocoOeHHOoCTH 6oJiee CBOOOJIHO,

6e3 H1e0JIOTHUECKON aHIa:KHPOBAHHOCTH,

a TaKzKe MOJIOUTH K JAHHOMY
Xy[102KECTBEHHOMY MaTepuaJly ¢ yueTom
HOBBIX METO/I0JIOTHYECKHX Pa3paboToK.
CoBpeMeHHbIH NOCTMOIEPHUCTCKHUH IUCKYPC
OpPHEHTHPYET BHUMaHHE HccyeoBaTe/el

He TOJIbKO Ha BePLUMHHbIE SIBJICHHUS

B MCKYCCTBE WJIM €ro KJlaccuieckue oOpasiipl,
HO M Ha UCKYCCTBO TaK Ha3blBaeMoH
«nepucepun». B nantom ciyuae

onbIT coBeTcKoi LlenTpanbHoit Aznu,
BOTIOTUBILHMH B3aMMOJICHCTBHE JIOKAJIbHBIX
U UHOKYJIBTYPHbBIX TPAJMLIKE, IEMOHCTPUPYET
CaMOCTOSITEIbHYIO HHTEPITPETALMIO OO1LINX
crueBbIx opm snoxu. Kak nokazad
aHaJ/Ii3 Hay4dHbIX MyOJHKaLHH,
CaMOCTOSITEIbHYIO METOJ0JI0THYECKY10
TPYAHOCTb MpecTaBJsieT co60i BLIOOP
Hay4YHOH Napajurmbl sl U3yYeHHUsI
MCKYCCTBA LIEHTPAJIbHOA3HATCKOTO PErHOHA
B [1€PHOJL COBETCKOH MOJIEPHU3ALIUH.

DTO CBA3AHO C TEM, UTO METO/Ib

U pe3ysibTaThl OCBOEHHST MHOKYJILTYPHOTO
OIbITa OTJIMYAJIUCH OT MPOLLECCOB BO MHOTHX
KOJIOHHAJIbHBIX CTPAHAX, BKJIOUEHHbIX

B XX BeKe B IMI0OAJbHYIO TEHIEHIINIO
MHpoBoro nopsaka. Mx ueropuko-
THUIIOJIOTMYECKOE CpaBHEHHE [T0KA3bIBAET,
4TO npotiecchl B pecnyosukax LlentpanbHoit
A3uH, cBsI3aHHbIE CO CMEHOH KYJILTYPHOH
napajiurMbl, He UMEIOT TPSIMbIX aHAJIOTHI

C IPYyTUMH pernoHamu. 371ech

MPOMCXOJINIIO HECKOJIBKO PaMKaJIbHbIX
TpaHcopMaLHil: KOPEHHOH BBIXOJ,

He TOJIbKO 38 paMKH COOCTBEHHOH
UCJIAMCKOH KYJIBTYPHOU TpaiuLUH,

HO U 3arepT Ha KOH(eCcCHOHAbHYIO
NPHUHAYIC2KHOCTD, HA BCE TPAIULIHOHHbIE
(hopMbI YKH3HH B X0jle POPMHUPOBAHMUS
HOBOTO aT€HUCTHUECKOTO 0O11EeCTBA.

[1o cytH, B KpaliHe cxKaTble HCTOpHUECKHEe
CPOKH perdoHaJibHble POLLecChl
COBMECTHJIH B ceOe Kak Obl TPH

3Mo0XaJbHbIX epesoMa 1o Tuny Poccuu
MOC/IENETPOBCKUX peopM; TOT, KOTOPBIH
MepeKUJIN JIaTHHOAMEPUKAHCKHE CTPaHbl
1ocJj1e XPUCTHAHMU3ALIMH U CJIaBSHCKHE
Hapo/bl OaJKaHCKHX CTPaH, BK/IOUEHHbIE

B LEHTPAJIbHOEBPONEHCKHUI KOHTEKCT
paaBuThsi. COOTBETCTBEHHO, UTO COBMELEHHE
BCEX 3TUX TpaHcopMallii Ha OHOM
KPaTKOM HCTOPHUECKOM OTpe3Ke,
MPOBEJIEHHOE TOJI XKECTKUM H1€0J0MMUECKUM
MIPECCHHIOM, TTPUHSJIO DoJiee CI0XKHbIA
XapakTep, CTajo cepbe3HbIM HCIIbITAHUEM
JUIs1 TPAJIMIIHOHHOTO MUPOBO33PEHHSsI

M MEHTaJIMTeTa HapOJIOB PeruoHa.
[Tpoucxoan npotiecc nNpUHYyAUTENLHOTO

He TOJILKO «3aMellleHHs1», HO U BbITECHEHHUS]
MECTHOH KYJIBTYPbl, YXOIALLEH KOPHAMU

B CPE/IHEBEKOBbE U JPEBHOCTD,
eBPONeHCKUMH pOpMaMH HCKYCCTBA.

Takast Moniesib pa3BUTHS 1103BOJISIET
MOCTAaBUTh BOMPOC 00 «UCKYCCTBEHHOM»
reHe3nce LIeHTPaJbHOa3HATCKOH KUBOIHUCH,
KOTOPbIH T€HePHPOBAJICS HCKJIOUHTENBHO
MOJIMTHYECKUMHU (paKTOpaMu,

a He BHYTPUXYLOXKECTBEHHBIMH, U OblJI,

110 CYULECTBY, OlpeJie/IeH CTPOUTEbCTBOM
COLMAIMCTHYECKOT0 00111ecTBa. Takum
00pasoM, BazKHO UMETb B BHULY,

YTO UJICOJOTHUECKUH KOHTEKCT

U paJiiKaJsibHble 110 CBOEH CYTH COLMaJbHbIE
TpaHchopMalMK 0OKasblBaluCh hakTopaMu
CO3M/IaHUSI HOBOH KYJIBTYPbl, HOBOTO
MCTOPUUECKOTO MyTH PAa3BUTHS 3a TpeeIaMu
COOCTBEHHOH TPaZMLIMOHHOCTH.

Mexy TeM TBopUecKasi pakTHka
MoKasaJa, uYTo MCTOPUKO-KYJIbTypHast
crieurduKa Tak Ha3blBaeMok
«Xy/I02KECTBEHHOH nepudepun»
MopoKJiaia He TOJbKO «JIMKOBHHHbIE
apXau3Mbl», HO U HEOXKHIAHHbIE
NJ1aCTHYECKHE OTKPbITHSI. B 0co6eHHOCTH
3TO Kacaercs }KUBOTIHCH Y36eKHcTaHa
1920—1930-x rogoB — BpemeHH,

KOIJIa PETHOH MEHsIJT MOJUTHYECKYIO

1 KyJIETYPHYIO MOJIeJIb CBOET0 OyayLLero
pasBUTHS U CO3/1aBaJl H300Pa3UTEIbHOE
MCKYCCTBO €BPOMEHCKOTO THUIA.

TBOpYeCTBO Xy[10:KHUKOB, BIOXHOBJIEHHbIX
PEBOJIIOLIHOHHBIMH YTOMUSIMU U CO3HIAHHEM

Central Asian Journal of Art Studies Volume 6. Issue 2. 2021



142

Central Asian Journal of Art Studies Volume 6. Issue 2. 2021

«Hooro Bocroka», kpacotoii npupojpl,
JIIOJIEH U TPAIMLME TOPOJIUJIO B UCKYCCTBE
OPUTHHAJIbHYIO BETBb MOJIEPHH3MA.
Onnako yxe B cepennne 1930-x rojgon

C yTBEpKJI€HHEM CTaJIMHCKOH BJIACTH

ero pa3ButHe OblJ10 MPUOCTAHOBIEHO,

a BOTPOChI €r0 U3YYeHHUs OKa3aluch

BBITECHEHbI U U3 Chepbl HCKYCCTBOBEIUECKON

[PAKTHKH.
MaTtepuanbl U meToabl

McrounnkoBeaueckon 6a30i JaHHOTO
MCC/IEIOBAHHUS TTOCTYKHITM MaTepHasibl
APXHUBOB, H3yUeHHE KUBOTHUCH
1920—1930-X rojioB B pa3jiMuHbIX
My3€eHHbIX KoJeKIusx (TalkeHT,
Hyxkyc, Mocksa, AnmaTtbl, CaHKT-
[Tetep6ypr), BbICTaBKH B Y30eKUCTaHe

1 3a pybexxom (Poccusi, Tonnanuus,
Uranusa, @panuys). B craThe Ha ocHoBe
HOBBIX HAyUHbIX MOJIXO/I0B YIIyOJI€HO
MccsieloBaHre IaHHOTO BOTIPOCa, HayaToe
B HayuHOU MoHorpaduu « Oco6eHHOCTH
(hopMHUPOBAHHS U PA3BUTHSI XKMBOMHCH

Lentpanbhoit Asnu XX Beka» (Axmenona).

B03M0KHOCTb H3y4aTh SMITUPUUECKHI
mMarepuas B paHee HEOCTYMHbIX
MY3eHHbIX (POH/IaX, HOBbIE MyOJIHKALMH

0 XY[OKHHKAX, TaHHOM HCTOPUKO-
KYJILTYPHOM TI€PHOJIE SIBUJTMUCH HMITYJIbCOM
151 TIePEOCMBIC/IEHHST PaHee MPUHSATBIX
B3IVISIJIOB HA MPOLIECCHI, TPOUCXOUBILIME
B pervoHe. McesenoBaTesbekue noaxossl,
B IIPOLJIOM OTpaHHuEHHbIE TIPUMEHEHHEM
MIaBHBIM 06pa3oM (hopMaJsibHOTO MeTo/1a,
MPUMEHSIBILIETOCS K aHAJU3Y XKUBOMHUCH
aBaHrapya, «IpOUCXOJIUJIN U3 HHTepeca
yueHbIX K 6A30BbIM 3JIeMEHTaM, CBS3SIM

1 CTPYKTypaMm >KUBOTTUCH MOJIEPHHU3MA —
TOUKa, JIMHUS, 3BYK, LBeT» (KyHuunka).

Ha ocHoBe 1mpoko nousitoro popmasnbHOro

MeTO/la XKUBOIIUCh aBaHrapia B [LaHHOﬁ
CTaTbe pacCMAaTprUBACTCsA KakK 00BEKT

CPaBHUTEJIbHO-THUITOJIOTHYECKOI'O U3YYEHHUSI.

B vactHocTH, cneunduka hopmupoBanus
JKUBOIMHCH Y36ekuctana B 1920-e rojpl
pacKpbIBAETCs1, C OHOH CTOPOHbI, Yepe3
CpaBHEHHE C PYCCKUM aBaHTap/IoM,

C APYrod — C 3anagHOeBPOIECHCKUM
MoJlepHu3MoM. bes conoctapienuns
JIOKAJIbHbIX BAPHAHTOB C STUMH
(heHOMeHaMHU TPYIHO BHISIBUTH CTIELU(PUKY
MPOLLECCOB B XKUBOMUCH PECITyOJIHKH.
Meton anasioruii U cpaBHEHUH MPOJUMKTOBAH
MOHUMAHHUEM TOTO, YTO THIOJIOTHUECKas!
crieurdrKa MoJIoJIbIX HALLMOHAJIbHBIX
1LIKOJI COCTOUT B JIOMUHHUPYIOLLEH POJIH
KYJIBTYPHBIX CBSI3€H U BJUSIHUI HA 3Tare
MX cTaHoBJIeHUs1. COBPEeMEHHbII B3I
Ha 3TH Mpollecchl 0003HAUMI BHUMAHHE
K crieliihuKe HCTOPUKO-KYJIbTYPHOTO
KOHTEKCTa, KOTOPbIH MOHUMaeTCsl
KaK COBOKYTHOCTb COLIMAJIbHO -
MCTOPHUECKHX, IyXOBHO-3CTETHUECKHUX
1 Xy/102KeCTBEHHbIX (hakTopoB. Takum
06pa3oM, B CO3aHUU OOBACHUTENLHON
Mozies i POpMHUPOBAHHUST 2KHBOTTHCH
Y30eKucTaHa u ee OCHOBHBIX T€H/IEHIUH
JIAHHAs1 COBOKYIHOCTb METOJI0JI0THYECKHX
MOJIXOI0B SIBJISIETCST 0O0CHOBAHHOM.

B noctmonephuctckoit unocodekon
napajurme rnepeocMblcjieHue
MPUPOJIbI POLLECCOB MOJIEPHU3ALMH
[entpanbHoii A3un B XX Beke HMeeT
MHbIe METOJI0JIOTHUeCKHe OCHOBAHHSI.
Hecmortpst Ha To, 4TO «cama npereHsus
Ha abCOJIIOTHYIO HOBU3HY M BblIaeT
B COBETCKOM MCKYCCTBE UacTh
MoJlepHUCTCKOro npoekTa» (Jlerots 8),
B JIAHHOM HCCJIEI0BAHUU YUTEHbI
MOCTKOJIOHHAJIbHBIE TOJXO/Ibl U B3TJISI/IbI.
B yacTHOCTH, 5T0 06YC/IOBJICHO TEM,
yTo nocsie TpyaoB . Cauna
00 opHeHTa/IM3Me MOCTKOJOHUAbHbBIH
JICKYpC 0ObeIMHSET MpejICcTaBUTe e
CaMbIX pa3HbIX HAYUHbIX HAMIPABJIEHUH
¥ TyMaHUTapHbIX crieruaabioctei (Cann).

C y4yeToMm TOro, 4To NOHMMaHHE
MCTOPHMKO - KYJILTYPHOTO TIpoliecca
1 UCKYCCTBA Y30eKHcTaHa nepuojia
(hOpMHPOBAHHSI U TOUCKOB MyTeH
ero pa3BuTus B Hayase XX BeKa ocTaercs
JI0 HACTOSILIIErO BpeMeHH NMPob/aeMaTHUHbIM
B J1aHE METO/I0JIOTHYECKHX TPUOPUTETOB,
B cTaTbe 000CHOBAHO, YTO U3ydeHHE
HeOOXOUMO MPOBOJIUThL HA OCHOBE
MeKIMCLUMITJIMHAPHOTO CHHTE3a



¥ PA3JIMUHbIX COBPEMEHHBIX HayUHbIX
nosuuuii (bucenosa, Meneyosa 35).

Pe3ynbTaThl

B Hacrosiliiee Bpemst He ylI0BJETBOPSIET
CoXpaHsifollleecs 10 CHX Mop, NpUcyllee
MCKYCCTBO3HAHUIO COBETCKOTO MepHojia
YIPOLLEHHOE TOHUMaHHe MOUCKOB
macrepoB 1920—1930-x rojos,
TEHJEHUMS «BbINPSIMJIEHHUS» CJ0HKHOTO
1 TIPOTHBOPEYHBOTO Xy[L0KECTBEHHOTO
npotiecca B tejoM. OTtyactu

3TO MPOUCXOJUT H3-3a TOTO, YTO
MCC/Ie/IoBaTe/IsIM ellle He U3BEeCTeH BeCh
KOPIYC MPOU3BENAEHUH Xy10?KHUKOB
9TOTO MePUOIA, XPAHALIMHCS B My3€HHBIX
cobpanusix. OHU He Tpe/ICTaBJeHbI

B MOJIHOM 06beMe B KaTaJjiorax My3ees,
He BBeJIeHbl B HAayuHble MyOJHKaLMH,
MHOTHe apXHBHbIE MaTepHaJibl

He uccseoBanbl. Tak, Hen3BecTHble
UCCIEN0BATEIIO OT/Ie/IbHbIE 3BEHbS

Y TeHJIeHLIMH [IPH aHaJslu3e TBopyecTBa
TOTO MJIM HHOTO MacTepa «BbIMaAaloT»,
HEBOJILHO YCUJIUBAST IPYTHE CTOPOHbI €10
JKUBOIHMCH, @ B XyJI0?KECTBEHHOM Ipoliecce
«TeANIMPYIOTCs» MaJI03HAUUTEIbHbIE
TeHJIeHLHH.

[TosryyeHHble pe3y/ibTaThbl HCCAEL0BAHUS
CMoCcOoOGCTBYIOT (POPMUPOBAHHIO HOBBIX
MOJIXOJI0B K TIOHUMAaHUIO CeHUKH
JKUBOMUCH Y30€KUCTaHa, aKTyau3upyIOT
BOIPOChl PEKOHCTPYKLMH HCTOPHKO-
KyJIETYpHOH cutyaluu. B uenom ananus
THIOJIOTUYECKON HHTEpIPeTali M03BOJIsSIeT
YTOUHHTD CMIEeUMUKY HCTOPUKO-KYJIBTYPHBIX
NPOLIECCOB, MEPECMOTPETh paHee MPHUHSThIE
0003HauUeHUs1 TEHIEHIMH, KOTOPble HeCyT Ha
cebe neyaTb UIE0JOTMIECKHX HAPPATUBOB
MPOLLIOH SMOXH.

HccnenoBanue nekycerTsa Y3bekucrana
KaK UCTOPHUKO-KYJILTYPHOTO (heHOMeHa
CEroJIHsl OCTaHaBJUBAETCS U Mepejt
MEeTO/I0JIOTMUECKUMH TPYAHOCTIMU —
MOUCKAMH HOBbBIX HAyYHbIX MHCTPYMEHTOB,
a TakKe THIOJIOTMYeCKUX OCHOBaHHUH
1711 cpaBHeHuit. M3BectHo, uto
B 3apyOexxHbIx nyOsnkauusx Llentpanbhas

Asus paccmaTpuBaeTcsi IIaBHBIM

00pa3oM B MOCTKOJIOHHAJILHOM JIUCKYypCe.
Teopus opuenrannama . Canna

1 TIOCTKOJIOHHAJIbHBIE pa3pabOTKH CTaIn
NPUMEHSATHCS KaK YHUBEpCa/bHble

1151 Beex cTpaH Bocroka 6e3 yuera
crielUKH pa3BUTHS TOTO MJIM MHOTO
peruona ([ony6kuna). Paccmotpenue
LEHTPaJbHOA3UATCKOTO PErHOHa Yepes

3Ty 001110 U JOBOJILHO MOMYJISIPHYIO
KPUTHUECKYIO ONTHKY OpHeHTaM3Ma
CHHUMAET BOTPOCHI pauKaJbHOH CMeHbI
KYJILTYPHOH TTapaiurMbl U HUBEJIHPYET
npUcylliMe BpeMeHH MOJIePHU3ALIHOHHbIE
npotecchl. He oTkasbiBasich OT COBpeMeHHbIX
TOJIXOJIOB, BCE YK€ OTMETHM, UTO B OTHOLIIEHHH
LleHTpaJIbHOA3UaTCKOr0 MaTepHaJa
TpebyeTcst onpeneEHHbIH yueT crelnpuKI
1 60Jiee KOHKPETHbBIH TOJXOJL K KYJIbTYPHBIM
npoueccam. TBopuecTBo MacTepoB
20—30-x ronoB XX Beka — A. Bosikosa,

H. Kapaxana, ¥. Tanceik6aeBa,

M. Kypauna, B. Ypumuena, H.

Kaumnoit, O. TateBocsina — npu Been

MX CaMOOBITHOCTH COCYLILeCTBOBAJIO

B KOHTEKCTE OOLIUX MPOLIECCOB

COBETCKOTO UCKyCcCTBa. A MHOTHE 13

ITHX XYJL0?KHUKOB OblH CPOPMUPOBAHbI
MCKJIIOUUTEIBHO BpEMEHEM PeBOJIOLIHOHHBIX
TpaHchopMalil U MpeICTaBJIsIIH
«ueasbHbI» 11 CoBeToB oOpasell,

Kak Hanpumep, pabounii 3aBojia YpaJ
TancbikOGaeB — nepBblil Xy102KHUK MECTHON
HaLMOHAJILHOCTH.

B VY36ekucTane cjloKHO MTHOPUPOBATh
pOJIb 1 BJIUSIHHE COLIMOUIEOTOTHUECKOTO
(hoHa Ha Xy/102KeCTBEHHbIe MPOLECChl,
OCHOBHbI€E U3 KOTOPbIX OblJIM 00YCJIOBJIEHbI
peBoJIIOIMEH 1 MOJIEpHHU3ALHEH,

a TakxKe CTaJMHCKUM JaBjeHuneM. Bee 310
OTPEIENTUIIO XapaKTep reHe3uca Pa3anyHbIX
TEHJIEHLIMH, UX CTaUabHOE CMellleHne

WM 3arnas/iblBaHue. YUUTbIBasH JaHHbIH
KOHTEKCT, BaXKHO T10Ka3aTh, B KAKOH
CJIOXKHOH CBSI3U C HUM TPOUCXOJIUJIH TTOUCKH
XYJL02KHUKOB. [laxke B JaHHBIN KpaTKUH
nepuo (IBYX IECATHIIETHI ) HCKYCCTBO
MOCTOSIHHO MOJIBEPTaoCh IaBJIeHHIO
WJ1€0JI0THYECKON KOH'BIOHKTYPhI. Besib
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¥ pHe3]L B Y30eKHCTaH MHOIHMX XY[0KHUKOB
OblJ CBSI3aH HE TOJIBKO C TATOH K «BEYHON
TaiiHe U oyapoBaHHio BocToka», a uaiie
C MOJIMTHYECKUMHU, JIMYHBIMU MTPOOJIEMaMHU,
kak Haripumep, y I1. Benbkona, H. Kapaxana,
H. Kamuno#, B. Ydpumuera, M. Kypauna,
E. Kopogaii u npyrux mactepoB. Bece Bmecre
OHU ObL/IM TPUOOGIIEHBI K HAE€0JOTHIECKOMY
«3KCMOPTY PEBOJIOLUK» B PeCrybInKY
M aHra)KUPOBAHbI €€ 3a1auaMu.

J1. CapabbsiHOB, moJiarasi, YTo PyCCKHH
aBaHrap/1 I0CTaTOYHO MoKasaTteseH
1 MOZKET JIaTh TMOBOJ JI/151 CY2KAEHHUSI
00 aBaHrapje B 11€/710M, CIIPaBeJIHBO
OTMeyaJl, YTo aBaHrapJ — 3T0 HEFOMOT€HHOe
SIBJICHHE U HY?KHO pa3oOpaThCsi B 3TOM
COBMEIIIEHNH CTHJIEH U TeHAEeHIINH.
Ho nuist Becex HUX OblJ10 XapaKTepHO
OJIHO — PEBOJIIOLMOHHOE BOCIIPUSITHE
3aj1a4 UCKYCCTBA U JIEHCTBUTENbHOCTH
(CapabbsinoB). YKupomnuch pecrnybyuku
B CHJy OTJIAJIEHHOCTH OT LIEHTpa UMesia
CBOIO IMHAMUKY Pa3BUTHS. 3]1eCh TPYIHO
ONPEJIEJIUTBLCS ¢ CAMUM HavyaJloMm,
KaK Harpumep, 3T0 BO3MOKHO MPOCTEIUTh
B PYCCKOM aBaHrapje, npumeHss
KoHuenuuto K. Manesnya o «npu6aBoyHom
3JIeMEHTE B 2KMBOTHUCH», 0OBSICHABLIYIO KaK
3aKOHOMEPHYI0, HICTOPHUECKH OTMPaBIAHHYIO
CMeHy XysioxKecTBeHHbIX hopM. [Tocse
JIOCTHKEHHUS THKA aBaHTrap/a v ero crajaa
B Poccun cosnaBasicst cBoit BapHaHT
monepuuama. [Tostomy A. KoBases,
paccMaTpHBasi BOMPOC O rpaHUIIax
aBaHrapja, B YaCTHOCTH, OTMeuaJi, YTo
«K Havasy 30-X roJioB, TO €CTh KO BpeMeHH
pa3BepThIBAHUS PENPECCHH, aBaHrap]l
KaK XyJI0XKECTBEHHOE TeueHHe OblJl yiKe
Ha uasiete» (25). B Yabekucratne ocobbii
MOTbeM »KUBOTTHCH KaK pa3 HaOJo1ascs
B [€PHOJL TaK Ha3bIBAeMOH «KYJILTYpPHOH
peBosou» (1928—1932). Mcknouennem
6b1710 TBopuecTo A. H. BousikoBa,
y KOTOPOTro K 3TOMY BPEMEHH BbICLIast TOYKa
aBaHrapJHbIX MOUCKOB Oblaa MpoiaeHa
¥ 3aBepieHa B 1924 rony cosnanuem
KapTHHbl «[paHaToBas yaiixaHa». B uenom
MHTEHCHBHOE PA3BUTHE B pecrybJ/nKe
MPOJIOJIZKAJIOCh 10 3HAMEHUTOH BbICTABKH

uckyccerBa Y3bekucrana B Mysee Bocroka
B 1934 rony. Ho nocsie pazrpoma KHUTH

B. Yenenera «MckycerBo CoBeTckoro
Y3b6ekucrana» U HavyaJa AaBJaeHUs

OHO HayaJso ocsabeBaTh. BriepBbie

B 9TOM HebOoJbIIOM H3nanuu 1935 roga
MOCKOBCKHI HCKYCCTBOBEJL 0003HAUMJT BECh
CIEKTP TEHJEHLMI B }KHBOIUCH, I0Ka3bIBaSsl,
YTO MJIACTHUECKHE «OTKJIOHEHH S »

OT peaJsii3Ma B HCKYCCTBE PecryOnKH
0ODBACHSIIOTCS 0COOEHHOCTSIMU YKU3HH,
MPUPOJIBI U TPATULIMSIMH HAPOJIOB PErHoHa.
B. UenesieB Tak:ke BiepBble MOCTABUII
BOIPOC 0 HaLMOHAJbHOM CBO€0Opas3uu

He TOJILKO B CBSI3H C HACIEIMEM MECTHOH
KYJILTYPbI, HO ¥ BJUSTHUEM TJ1aCTHYECKHX
OTKPBITHI €BPOMNEeriCKOro MojiepHU3Ma.

OH noxkasaii, uTo Takue XyJI0>KHUKH,

kak Ypasa Tanceik6aes, H. Kapaxan,

A. TTonkosbipos, I1. I1lerones, E. Koposaii,
XOTs1 He ObIH €MCKYLIEHHBIMU» B HCKYCCTBE,
Kak ux crapiiaue KoJuierd (A. Boskos,

M. Kypsun, B. Ybumues, H. Kauuna),

HO OHM TaKKe JI€EMOHCTPUPOBAJH
OpHTHHAJIbHbIC BAPUAHTBI MHTEPIIpEeTaLtu
«CBOMX» TPAJULIUHA B MOJIEPHUCTCKOM
MJIacTHIeCKOM Kittoue. BriosiHe

0OBSICHUMO, YTO MX KUBOMUCh, HECMOTPSI
Ha OPUTMHAJIBHOCTb U CaMOOBITHOCTb, Obl/1a
foJiee <yMEPEHHOH» M0 CPABHEHUIO

C JIMIUPYIOLLIUMHU POCCHHCKHMH aBaHTapAHbIMHU
TeueHUIMH. 371eCb POUCXOANIIO
3arnas/blBaHHe U COBMEIIEHHE Pa3/THUHbIX
NPUEMOB OT UMIPECCHOHH3MA,
MOCTUMIIPECCUOHU3MA, HEOTIPUMUTHBU3MA
JI0 9KCMPECCHOHN3MaA U Ky6odyTypHuama.

OAuvucKyccusa

C NpUX0JI0M CTaJIMHCKOH BJACTH

pa3BHUTHE BBIIEYNOMSIHYTbIX T€HAEHIINH
ObLJIO TIPUOCTAHOBJIEHO, @ BOPOCHI

€ro U3yueHHusl 0Ka3ajuch BbITECHEHbI

1 U3 chepbl UCKYCCTBOBETUECKON MPAKTHKH.
Tosbko ¢ 1970-X rofioB oTHENBHBIE CTATHH
1 aJIbOOMBI [TOCTENEHHO, XOTS M JIOBOJILHO
po6Ko, BO3Bpalllaii BHUIMAHHE K UCKYCCTBY
3TOr0 BpeMeHH. A rocJ/ie Kpaxa COBETCKOH
upeoJsoruy B Hauase 1990-x rogos MHOMUM



Ka3aJsloch, YTO 3arpelleHHast i Moyt

He OCBOEHHAsl B CBOE BpeMsl CJIEyIOLIUMU
MOKOJIEHUSIMH XYJI0?KHUKOB YKHBOTHCh
1920—1930-X rojioB BbIHJIET HA MePBbIN
nsian. OiHaKo HeTopuyecKast JJorhKa
HalLICTPOUTENbCTBA IMKTOBAJIA JIPYTrOH
CLleHapHuH: BO MHOTHX [TOCTCOBETCKHUX
pecnyOsnkax nocje oOpeTeHust
He3aBUCHMOCTH HaMeTHJIaCh TEHIEHIIHS
BO3BPALLEHHsI K HAC/IE/IUIO MPOLLLIOTO,

YTO HECKOJIBKO OTOJIBUHYJIO AKTyaJIbHOCTD
3TUX TPAAULMH JIJIs1 TBOPYECKON

1 MCCJIEZI0BATEIbCKON MPAKTHKH.

Kaxk oTmeuaioT ucc/ienoBaTesu,

«He TMOJ1aeTcsi COMHEHHUIO U APYroi

TPEHJL: MOMbITKY TepenucaTb HCTOPUUECKUH
HappaTHB H, KaK CJIeJICTBHE, BOCIIPUSATHE
MPOLLJIOrO U HACTOSILLIETO CO CMEeLeHHeM
AKILEHTOB C COBETCKOro nepuoja

Ha JIOCOBETCKYIO 30Xy U TOCTCOBETCKYIO
mosiepHocTh» (Llleneknaes 77).

«3Ta HOCTANIBI U 110 UCKYCCTBY
JIOMOJIEPHUCTCKOTO MPOIIIOT0 YCHIMBAJIAC
onpeJieJIeHHbIM UyBCTBOM OOH/IbI HA «JIEBBII»
XapakTep UCTOPUUECKOTo aBaHrap/a...
ABaHrapy craJs accolupoBaThes

C KOMMYHH3MOM, T€EM CAMbIM <IIPEOAO0JICHHUE »

KOMMYHH3Ma MoJipasyMeBaJjlo 0TKa3

OT aBaHTap/IHOM Xy/02KECTBEHHON TPaJuLIN
pajy coOCTBEHHON HAllMOHAJBHON
WIEHTUYHOCTH», — CIIPABEIJIUBO 3aMETHII
b. Ipoiic (28). BuoBb aktyanusupoBasu

9TOT MJ1ACT HAlIMOHAJIbHOI'O UCKYCCTBA TaKHE

BBICTABKH, KaK I00UJICHHAS PETPOCIIEKTUBA
A. H. BosikoBa B uectb 120-seTusi Mmacrepa
B Taukente, «TypkecraHcKui aBanrap»

B [ocynapeTtBeHHOM My3ee HCKyCCTBa
HaponoB Boctoka, a takyke MaciuTaGHbIN
BblcTaBOUHbIN npoekT MW umenn

A. TTyuikuna B Mockse B 2017 rony
«Cokposulua Hykyca», npeacraBuBLIni
KoJIeKLMIo [ocynapeTBeHHOro My3est
uckyccets Pecniy6muku Kapakasnakceran um.
. B. Cauukoro. [TosiBunach notpe6HOCTh
HOBOTO B3IVIsiIa HA U3BECTHbIE MPOLLECCHI

1 UMeHa, 0OHAXKUJIMCh METOJIOJIOTHUeCKHe
npoOJIeMbl H3YUEHHS, a TAKKe BOMPOCHI
MY3€HHOW pernpe3eHTalu 2KUBOITUCH

3TOTO MepHoja.

Hauunas ¢ 1990-x rogoB, B poccHiicKux
nyG/AHKaLKSIX, B YACTHOCTH, B CTaThsIX

J1. Capa6GbsinoBa, A. Kosanesa, YKan-Knona

Mapkane, b. Ipotica, 6bl11 ocraB/eHbl

BOIPOCHI O TEPMHUHOJIOI'MYECKHUX KHEYBS3KaAX>,

00 UCMpaBJIEHUH U JOTIOJHEHUH 001X
noJIoXKeHHH 06 UCKYCCTBE aBaHrap/ia
SIBJIEHUSIMH PA3HOTO TIOPSIJIKA, a TaKxKe

JIOKaJIbHBIMU (heHOMeHaMH. DTO HeOOXOMMO

C/IeJIaTh U 110 OTHOLLIEHHIO K YKHBOTTHCH
Ya6ekucrana. Tem Gosiee UTo OTAE/NbHBIE
BbICTABKH U My3€HHbIE KCITO3UIHH
MOCJIENHUX JIET JIAIOT JIJIs1 TOTO MOBOJI.
Bonpoc o Tom, Koro e, B KOHLE KOHLIOB,
MO2KHO MPUUHCIIUTD K aBaHrapjucTam,
OT4YacTH OblJI 3aMyTaH COBETCKON
UCKYCCTBOBEIUECKOH TpaJULIMEH, a TAaKKe
HEI0CTOBEPHBIMH (haKTaMH U IAHHBIMH,

K KOTOpPbIM 00pallaeTcst COBpeMeHHbIH
necseoBatesib. KM3-3a ueHaypbl Npolbix
JIeT MHOTHE SIBJIEHUSI, He 10T1afaBlline

10/l HOPMBbI colpeaJsii3Ma, aBTOMaTHYECKH
OTHOCHJIM K aBaHrap/y UM CUUTAJIH
«popmaaucTHIecKUMu». Tak, Harpumep,
B OMHUCAHUK OPUTHHAJIBHOK 110 3aMbIC/Ty
pabotbl Ycro MymuHa «HaixaHimuK»
COBEpIIEHHO HEOKHJAHHO HAXOUH
3J1eMeHThI cynpematuama. Miu kuura
«ABaHrapji, 0CTaHOBJIEHHbIH Ha Gery»
1989 rona (BbIpazkeHre MPUHATIEKUT

E. KoBryny), kotopast, 6e3yc/ioBHO, Obl1a
MPOPLIBOM JI/151 TOTO BpeMeHH. B el
BIiepBbie OblIa NPEJICTABAEHA KOJJIEKIIUS
Hykycckoro mysest, oiHaKo, CJIOBHO
KOMTEHCHPY$l I0JITHe TO/Ibl 3aMaTUnBAHHUS
MHOTHX MacTepoB, OHa BKJlodasa B cebst
OYeHb LIMPOKHI COCTaB XY0:KHUKOB, MaJIO
CBSI3aHHBIX C aBaAHrapHBIMK TOMCKAMH
(ABanrapn).

Kak nokasbiBaeT BbICTaBOYHasI
MPaKTHKa, BOMPOChl 00 OrpaHHYEHHH
MOHSITHS Xy/I02KECTBEHHOTO aBaHTap/a,
BbIPaGOTKH HEKHX XPOHOJIOTHYECKHUX
¥ METOJI0JIONMUECKUX PAMOK OfpejiesieHUs]
9TOTO MOHATHS, MTOCTABJIEHHBIE eLle
B 1990-e rojpt 1. CapabbsiHOBbIM,
0CTAlOTCSl AKTYaJIbHBIMH W CETOJIHSI.
Hanpumep, KputHka oTmevasna,

YTO B BLICTABOUHOM MpoekTe «Besukas
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YTOIHs1>» B Mockse LIIpUBbIYHas
UCTOpHYECKasl NNepCriekKTuBa okasaJlacb
CyLLLECTBEHHO uaMeHeHHol. Hauaso

pyccKoro aBaHrapja — 1o BoJie KypaTopoB —

casunyoch K 1914 rony. Tak Beinasu

BCe HauaJibHble 3Tarnbl (Hanpumep,
MPUMHUTUBUCTCKHI ). C 1pyroil CTOPOHBI,
pPaMKH 5KCIO3WLMH PACLIMPUINCH 3a CUHET
BKJIIOUEHHUST TIPOU3BEJIEHHH COLIMAJBLHO-

aHraXMpoBaHHOTO HcKyceTBa» (Kopanes 12).

Tepmun «aBanrapn», Kak H3BECTHO,
CTaJl LIMPOKO yNOTPeOIATLCS B TObI

«KOTTENeNn>» MocJje OCyKJAEeHUA CTaJIMHCKOTO

peknma, Korja HayaJsach rnocreneHHas
peaGuINTaLUs MHOTHX MacTepoB
paHHeCcoBeTCKOro nepuoja. baarogaps
nepBbIM TyOIHKALUAM OpPUTAHCKOH
neeseoBaTebHULb Kamuaibl [pef

Ha 3anaze oH craj ynorpebsaTbest

KaK HeKMi 0OLIMH TePMHH ISl BCETO
pycckoro uckycerBa 1910—1920-x royios.
3ateM ero nepeHec/u U Ha CJeylollee
JlecSITHIIeTHE, W HA MHOTHX HE3ac/y?KeHHO
3a0bITBIX Xy/[l0?KHUKOB. B cTaTbsix

Havasa 1970-X rofoB 3TOT TePMUH CTaJ
MCI0JIb30BATHLCS U 110 OTHOLIEHHIO

K OT/IeJIbHBIM MacTepam Y30eKHCTaHa.
Opnnako co BpeMeHeM OH CTaJjl OXBaThbIBATh
OYeHb LIMPOKUH COCTAB XYJI0XKHUKOB

U TPYNITUPOBOK, UTO Je/aeT HeOOXOAUMBIM,

no muenuio JI. CapabbsHoBa, pazo6parbes

B 9TOM COBMeEIIIeHUH CTHJIEH U TeHIeHINH
(CapabbsiHoB).

B oTHOLIEHHH HCKyceTBa Y30eKUcTaHa
MOKHO HaOJ/0/1aTh elle 60JbIIYI0
NPOU3BOJILHOCTb, KOTOPast pHBeJIa
K TeHJIeHIIUK 0ObEIUHUTD MTOHSITHEM
«aBaHrapj» Bcto xkuponucb 1920—1930-x
FOJI0B. DTOT TOJXO]| OTPA3UJICS
B KOHLETILIMH BbILLIEYTIOMSIHYTON BBICTABKH
«TypkecraHckuii aBanrapn». Haspanue
9TOTO NPOEKTA MPUBJIEKATENbHOE,
9K30THYECKOE, OIHAKO OHO 3aIyThIBAeT
BOIPOC O €r0 XPOHOJIOTHYECKOM
conepxkanuu. [Tousatue «Typkecran»
OTHOCHTCSI K IEPHOJLY PYCCKOTO
KOJIOHMAJIU3Ma, a IPUMEHEeHHe ero
K 2KMBOIHCH MOC/IePEBOMIOLMOHHOTO
reprojia MNoKphIBaeT ee «duepom»

OpPHEHTAJIMCTCKOTO AucKypea. B To Bpewms,
KakK y»Ke 0TMeyaJloch, OHa Mpouspacrala
13 paiKaJbHbIX HCTOPHUECKHUX TIepeMeH,
KOTOpBIM NofBepriach Cpeansis Asus

B X0J1e PEBOJIIOLIMOHHON MOJIepHH3ALIMH.
[1pu anann3e :KMBOMUCH 3TOTO MEPUOJA,
YUHUTBIBAS POJIb PA3HOOOPA3HBIX BJHSHHUH,
HeoOX0IMMO MPUIEPKUBATLCS PUHLMITA
COMOCTaBJIEHHS], C OJIHOH CTOPOHBI,

C PYCCKHM aBaHrapjiom, ¢ 1pyroi —

C 3arnajHoeBPONeHCKHM MOJIEPHH3MOM,
100 ee MOHUMaHHE MPOUHO CBSI3aHO

C UX OTKpBITHsIMU. Tak, Hanpumep,
»KMBOIMHUCh PyCCKOT0o aBaHrap/a npeobiBaJa
Ha 'paHy «CO3UJAHUST U Pa3PyLLIEHUSsT»,

a MCKYCCTBO YCTPEMHUJIOCH K PaJIHKAJIbHBIM
dopmam. B YzbekuncraHe TBOpUECTBO

A. BoJikoBa, a Takxke paHHsIsl )KUBOTIHCh
v rpaduka B. Ydbumuesa u M. Kypsuna
OblJIM IEUCTBUTEILHO TPUOOLIEHDI

K PEBOJIIOLIMOHHON pechopme aBaHrap/a.
B ocoGeHHOCTH nJ1acTHyecKast JIeKCHKa
A. BosikoBa — 310 KyOH3M C pHeMaMH
thyTypHu3Ma 1 opHaMeHTaJbHOH

OCHOBOW JIOKaJIbHBIX TpaauLi. Benp
MacTep He TOJIbKO pa3buBaJj Ha YacTH

1 aHaJM3upoBaJ opMy, HO Ha OCHOBE
JIMHAMUKH, SKCITPECCHU CUMYJIbTAHHbIX
(hopM, TOBTOPSIIOLLUXCS 3JIEMEHTOB
OpHAMEHTOB HAPOJIHOTO UCKYCCTBA
COo3/1aBaJl CBOH HOBBIH SI3bIK. A B TOM,

KaK 0J1eBaJICsl XY/I0?KHUK, 3M1aTUPYsl MECTHYIO

MyGJIMKY CBOUMH SKCTpaBaraHTHbIMH
KOCTIOMaMH, €CTECTBEHHO MPOsIBJIEHbI
otroJiocku dytypusma. He oTkasbias
HEKOTOPBIM MacTepaM B CO3/IaHUH

SIPKHMX, CAMOOBITHBIX TPOU3BEICHHUH,
OMNPEeNUBLLIMX CAMOCTOSITE/IbHOE
HarpaBJieHHe B XKMBOTIUCH PeCyOJIMKH,
BCE 2Ke HY>KHO MPHU3HATh, UTO HEKOTOPbIE
KPUTEPUH aBaHTapjia y HUX OTCYTCTBYIOT.
Hanpuwmep, xxkuponucs O. TareBocsiHa,

B. MapkoBo# W/ TaKOTo BbIIAI0LIErocs
macrepa, kak Ycro Mymun (A. Hukosaes).
OpuruHajbHble HeOK/JIacCHYeCKHe
pemuHuciieHind B. MapkoBoii

WM COeNIMHEHNe Tpaiuiini 3anana

1 Bocroka, unTtepnperauus rpaduyeckoro
noaxosna Munuatiopbl y O. TareBocsina



1 A. HukonaeBa onpesesisitorest copeem
UHBIMH HHTeHLMsIMU. [ lnacTnueckue
KaHOHbI CPEIHEBEKOBOTO HCKYCCTBA

JIByX apeaJioB, B3sITble 3 OCHOBY

STUMU XyLOKHUKAMU, PaIHKaJIbHO

He nepecMaTpUBaJIUCh. 3/1eCh,

CKOpee BCero, peub MOXKeT WITH

0 TaJIaHTJIMBOM BapHaHTe CHMBOJIM3MA

u perpocnekTuBuama. Takum o6pasom,
X0TeJs10Ch Obl 0OPaTUTh BHUMAHHE

Ha BOMPOC 00 YTOUHEHHUSIX U OrpaHHueHUH
MOHATHA «aBaHrapi» B OTHOLUEHHH

9TOH CTUJIMCTHUCCKOH JIMHUU

B 2KMBONUCH Y36eKucTana. Borpoc

0 TEPMHHOJIOTHYECKUX TPaHHLLaxX
yrnotpe6yeHust TepMUHa Obl, B YACTHOCTH,
3aTPOHYT U B M0OJIEMHKE, COCTOSIBLLIEHCS
10 NMoBOJly BbICTaBKH «TypkecTaHCKUH
aBaHrapn» B [ocynapcreeHHoM My3ee
UCKyccTBa HapojoB Boceroka.

B nocsiennne roapl npu u3ydeHuu
MacTepoB 3TOr0 MepHojia CTaju yalle
MCI0JIb30BATH TEPMUH < MOJIEPHU3M ».

B HeMm conep:KuTCs U MofipasymeBaercst
HEeKHI1 pa3pbiB € MPOLLJIBIM, €CTh

1 aJIeKBaTHOE MPEJICTaBIeHHE O HOBOH
310Xe, B 0COOEHHOCTH B KOHTEKCTE HCTOPUH
HaponoB Cpenneit Asun. « MoiepHU3mM —
6oJiee MSITKOE OTpejie/ieHue: ITHM
MOHSITHEM ONHChIBaeTcs ropasyio HoJee
LWIMPOKHUH KPYT IBJICHUH, HEXKEH TTOHATHEM
«aBaHrapj», TEPMHHBbI MlepeceKalonecs,
HO BOBCE He COBMAJIAOLINE 110 CMBICITY», —
ormeuas A. Kosasies (123). He Tosibko
TEPMHUHOJIOTMYECKHE HEYBSI3KH, UTO HE pa3
otmeuas yKan-Kion Mapkane u npyrue
MCC/Ie0BaTe/H, HO U TO, UTO « PYCCKHH
aBaHrapjl», ec/ii pacCMOTpeTh

€0 KOMITOHEHTBI, He OrpaHHYUBAETCS
JIUUIb OJIHOH € PYCCKOH CTUXHEH»
(Mapkane 344). D10 3akioueHune
BbI3BaHO HaOJI0/IeHHeM PaHILy3CKOro
UCC/ICA0BATEI HAJL TCHICHLIHEH

B POCCHHCKOH HcTOpHorpachuu
pycudUIHpOBaTh BCE KYJIbTYpHbIE

1 XyJ102KECTBEHHbIE MPOSIBJIEHUS, KAKUMH
Obl OHU HU ObLJIK, HTHOPUPYS UyKHE

BJIMSTHHST M CIIEIIH(HKY KOHTEKCTA
(redan 5).

3aKknwo4yeHue

[TosBOAISI UTOT TAHHOMY HMCCJIEI0OBAHUIO,
OTMETHM, YTO MPoOJIeMbl U BOTPOCHI,
paccMOTPEHHbIE B HEM, TPEICTABISIOTCS
aKTyaJlbHbIMM Ha 3Tarne rnepecMorpa
MPOLIBIX YCTAHOBOK, YCHJIMH MO
0GHOBJIEHHIO HAYYHOH Mapajurmbl
(ITannoroa 237). OcHOBHbIE pe3yJ/ibTaThl
JIAHHOTO HAyYHOTO MCCJII0BAHHUST CBOJSITCS
K CJIELYIOLLIUM MTOJIOKEHHUSIM.

O603HaueHHble TPOOJAEMbI OTpaAKAIOT
HapacTaHue UHTepeca K y30eKHCTaHCKOMY
aBaHrapjly Kak B HCCJIEI0BATEbCKOH,

TaK W BbICTABOYHOMN MPAKTHKeE.
[IpenioxKeHHbII aCMEKT THITOJOTHYECKOH
MHTEpPIpeTalik JIOKaJIbHOTO (heHoMeHa
noKasaJi, 4To MpoucxXo/siias

B I'yMaHHUTAapPHbIX HCCJEIOBAHUSIX CMEHA
JIUCKYPCHBHbBIX BEKTOPOB 3aKOHOMEPHO
MeHSIeT MOJXO/Ibl M K JAHHOMY MaTepHaJy.
O60611as nceaenoBanus o npodaemam
SKHBOIHKCH Y306eKucTana Hauasa XX B.,
OTMETHM, YTO B €€ U3ydyeHHUH 0603HAUUIHUCH
npo6JIeMbl METOJI0JIOTHYECKOT0 KpU3Hca,
MOBJIEKLIHE 32 COOOH OCBOEHHE

1 TIPUBJIeYEHHE HOBBIX METO/I0JOTHYECKHUX
NoX0/10B. B 310l cBSA3M pacKpbiTa
Hepa3paboTaHHOCTb OTIEJbHbIX
TEOPETHYECKHX ACTEeKTOB reHe3uca

1 ocobeHHOCTeH (POPMHUPOBAHHUS JKUBOTTUCH
Y3b6ekucraHa, cesanbl yTOuHeHUs

M0 BOTPOCAM THIOJIOTHUECKOH Crielu(UuKH
y36€KHUCTaHCKOTO aBaHrap/a, MokKa3aHsbl
TMOMbITKH HCI0JIb30BAHHUST HOBBIX
METO/I0JIOTHUECKHX TO/IX0/I0B Ha OCHOBE
MOCTKOJIOHHAJIbHOH TEOPHH, IHPOKO
NpUMeHsieMOH B HacTosilllee BpeMsl
(Tlostanova).

CpaBHHUTEJILHO -TUITOJIOTHYECKASsT
MHTepripeTalus y36eKUCTaHCKOro
(heHOMEHA B CPABHEHHH C PyCCKUM
aBaHrap/ioM 1 eBporelcKUM MOJIEPHU3MOM
M03BOJIMJIAa PACKPBITL €ro cBoeoOpasue
KaK 00pa3HO-CTHIIUCTHYECKOTO SIBJICHHUS,
cpopmHpoBaBLIerocs B yHUKaJbHOM
KYJIbTYPHO-HCTOPHYECKOM KOHTEKCTE.
AnanTanys eBponencKix BUI0B UCKYCCTBA
TPaMLIMOHHON KyJILTYpOH MpecTaB/isiia
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B pecry6JiMKe pa3iMyHble BAPHAHThI
MOJIEPHUCTHUECKHUX, CHMBOJIMKO-
PETPOCNEKTUBHBIX U IPYTHX HAMPaABJIEHUH.
OpuruHabHOCTb HHTEPIIPETALIUH
XYJI02KHUKaMH ¥Y30eKHcTaHa pasJjiMyHbIX
TBOPUECKHUX TOJIXO/I0B Xy/I0?KECTBEHHBIX
Tpamuumnid 3anana u Bocroka siBasiercst
OCHOBAHUEM JI/151 MIeHTU(PUKALIUH

MX C aBAHTapJIOM U B TO JKe BpeMmsi
BblJIeJIsSIET UX U3 oOulero kpyra. Ha xon
3TOTO MpoLecca OKa3blBalu BO3/eHCTBHE
Takue (akTophbl, Kak creluduka
TPaAJMLUI MECTHOU KYJIbTYPbl, YDOBEHb
XYJI02KECTBEHHOH XKU3HH, POJIb MPUE3IKUX
mactepoB. OcoGeHHOCTH OPMHUPOBAHHUS
»kuponuck aBanrapaa 1920—1930-x
rojioB B Y30eKHCTaHe PacKpbIThl KaK
YHHMKaJIbHOE COMPUKOCHOBEHHE JIBYX
MoJle/Iell HCKYCCTBA M MX MJ1aCTHUECKHX
KOMITOHEHTOB: €BPOIENHCKOr0 MOJIEPHU3MA,
PYCCKOro aBaHrapa 1 Tpaauiuil MeCcTHON
XYI02KEeCTBEHHOU KYJIBTYPbl, OCHOBAHHON
Ha BOCTOUHOM TPaJHLIMOHAJU3ME.
Anasnma poJiu HCTOPUKO-KYJIBTYPHOTO
KOHTEKCTa M03BOJIUJI TOKA3aTh CJ0XKHYIO

B3aMMOCBSI3b PA3JUUYHBIX (DAKTOPOB, CPEH
KOTOPBIX pPeLIaloIUMHU OblJIM COLMAJbHO-
MOJIUTHYECKHE U MIC0JIOTHUECKHE
npotiecchl. Ha ocHoBe aHa/iM3a UCTOPUKO-
KYJIETYPHOH CUTyalluH C/leIaH BbIBOJL,

0 TOM, YTO 0COOEHHOCTb Y30€KHCTAHCKOT0
aBaHrap/a 3akjtoueHa B caMmom
«MexaHu3Me» — ajianTailii pasHbiX Mo
CTaMaJIbHOMY YPOBHIO U THITY KYJIBTYp —
MYCYJIbMAaHCKOH U TPUBHECEHHOH,
pyccko-eBpornefickoh. B xone ananusa
XyJi0KecTBeHHbIX npotieccoB 1920—1930-x
ro1oB 0003HAUMJIMCh 1BA HCTOYHHKA
MPEEeMCTBEHHOCTH — HAapPOAHbIE TPaAULIUH
U €BPOINEUCKUI XY102KeCTBEHHbIH OIIbIT.
OpuruHajbHble CrocoObl MPOSIBIEHHS
STHOKYJIBTYPHOH CaMOOBITHOCTH,
KOTOpbI€ MPOSIBJSJIMCH HA YPOBHE

TEMbl, SMOLIHOHAJIBHOTO CTPOS, CTHJIS,

B ?KaHPOBBIX CLIETIVICHHSX, KOHCTAHTAax
MICUXMYECKOTO CKJaa Hapoja, CTaJu
(hyHIAMEHTOM JI7151 Pa3BUTHS STHX
KOHLETILMH Ha CJIeAyoLIHX sTanax
pa3BUTHSI HCKyCCTBA Y30eKHcTaHa.
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Huropa AxmenoBa

Osbekcran Pecniyukacn! ThljibiM akaaeMusicbiHbIH, OHepTaHy HHCTHTYThI
(TawkenT, ©36ekcTan)

©3BbEKCTAHAbIK ABAHIAPA: TUMONOIUANbIK MHTEPMPETALIMA TOXIPUBECI

AHzatna. Makana XX FacblpAblH, 6acblHAaFbl TAPUXU-MBAEHU KOHTEKCTIH, PeiH ecKepe oTbIpbIM,
©36€eK aBaHrapablHbIH KECKiHAEME epeKLLEeNiKTePiH 3epTTeyre apHanfaH. Moeonormuanbik GoH,
VATTbIK ©HEPAi KanbiNTacTblpyAasbl KeNyLi CypeTILINEepAiH peni, atMaKTa eyponasblK KECKiHAeME
[SCTYPiHIH *OKTbIFbl CUAKTbI GaKkTopiapabliH acepi aHbikTanaabl. 1920—-1930 xbingapaarbl
©36€eKCTaH KECKiHAEMECI TapUXM KOHE casiCu KalTa KypynapablH HOTUXKeCi 60/1a OTbIpbIM, XXEePriniKTi
YKOHe LeTeniik MaeHn A9CTyp/IepAiH e3apa apeKeTTecyiHae Aamblabl. Ocbl NPOLECTIH GipHelle
CTUINCTUKANbIK BEKTOPAAPbl MEH TEHAEHLMANAPbI, ©36eKCTaHHbIH TapUX1-M3AEHN MYPACbIHbIH,
peni gayip 6enHenepi MeH cTunbaik dopManapbiHa anpbliKia 6enrinep 6epai. 3epTreyaiH, FblibiMu
YKaHa/blFbl OPbIC aBaHrapAbIMEH }aHe eyponasibliK MOAEPHU3MMEH CaNbICTbipManbl TYpae 636eK
KYObI/IbICbIHBIH, TUNOIOMUSAbIK epeKLeniri MaceneciH e3eKkTeHaipyae. 3eptrey 6apblCblHAA KEHECTIK
MOJEPHU3ALMSHbI, OHbIH, 6HEPAETT HOTUXKENEPIH 3epTTeydiH daicHaMasnblK acneKTiNepiH KaHapTy
mMacenenepi ketepineai. Ocbl NpouecTepAiH, Kypaeni rM6pUATIK cMnaTbliHa XaHe 3epTTeyLlinepaiH
NMOCTKONOHMANbBIK FTHoceonorusiHbl XX Facbipgarbl OpTanbik A31s aiMarblHbIH NpoLiecTepiHe
oenimaey apeKeTTepiHe Hasap ayaapbliagbl. ABaHrapa, MOAEPHU3M TEPMUHAEPIH XKEPTiNiKTi
KyOblNbICTapFa KaTbICTbl KONAaHy Macenenepi KapacTblpbliabl; ©36eKCTaHHbIH KECKIHAEMECIHE
KaTbICTbl TEPMUHONOMUSANbIK HAKTbIay/AblH 63€KTiNiriH, onapabl KonaaHyaarbl WEKTeynep MeH
Ty3eTynepai kepceteni. KopbiTbiHAbINaK kene, 1920-1930 xblnaapaarbl ©36eKcTaH eHepiH 3epTTey
[19YipAiH TapuXKU-Ccascu KaraanblHa 6annaHbICTbl YCTEM AUCKYPCTapbl AEKOHCTPYKLUSANAY, KaHa
Ke3KapacTapabl KanbiNTacTblipy HeridiHAe XKYPri3dinyi KEpeK eKeHAiri JonenaeHai. anMaKkTarbl MOAEHU
napagvrManapablH e3repyi.

TipeK ce3gep: KecKiHaeme, ©36eKcTaH, XX FacbIp, WhIFbICTaHY, ASCTYP/IEP, aBaHrapan3mMm,
MOAEPHU3M.

Hoariekce3s ywiH: AxmenoBa, Huropa. «<B36eKcTaHablK aBaHrapa: TUNONOrMaNblK MHTEPNPETaLMA
ToXipubeci». Central Asian Journal of Art Studies, T. 6, N® 2, 2021, 140-152 6.
DOI: 10.47940/cajas.v6i2.440.
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UZBEKISTAN AVANT-GARDE: EXPERIENCE OF TYPOLOGICAL INTERPRETATION

Abstract. This article is devoted to the study of the painting of the Uzbek avant-garde, taking

into account the role of the historical and cultural context of the early twentieth century. The study
discussis the influence of such factors as the ideological background, the role of visiting artists

in the formation of national art, and the absence of traditions of European painting in the region.

The painting of Uzbekistan in the 1920s-1930s was the result of historical, political and cultural
transformations that were formed in interaction with local and foreign cultural traditions. Several
stylistic vectors and tendencies of this process interacting with the role of the historical and cultural
heritage of Uzbekistan resulted in specific stylistic forms and distinctive features in the in images

of that era. The scientific novelty of the research lies in the actualization of the issue of the typological
specificity of the Uzbek phenomenon in comparison with the Russian avant-garde and European
modernism. The article raises questions of updating the methodological aspects of the study

of Soviet modernization and its results in art. Attention is drawn to the complex hybrid nature

of these processes and the attempts of researchers to adapt postcolonial epistemology

to the processes of the Central Asian region of the 20th century. The article considers the application
of the terms avant-garde and modernism in relation to regional phenomena, the relevance

of terminological clarification, limitations on the use of these terms, and correction in relation

to the painting of Uzbekistan.

In the conclusion, the article substantiates that the study of the art of Uzbekistan
in the 1920s-1930s must be carried out on the basis of the deconstruction of dominant discourses
in relation to the historical and political context of the era, and that there is a need to assert
alternative perspectives on the change of cultural paradigms in the region.

Keywords: painting, Uzbekistan, 20th century art, orientalism, tradition and art, avant-garde art,
modernism in art, post-colonial theory and art.
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STUDIES HA TEMY

«YEJIOBEK B

COBPEMEHHOM

NCKYCCTBE
B KOHTEKCTE

F'YMAHUTAPHbDbIX

HAYK»

Anna Oaaduang!',
Anbmupa Hayps6aesa?,
Huropa AxmenoBa?®,
Axkmapan Coiprakbaesa’,
Ka6bi1 Xanbikos?,
Banepusi Hennuna®

! Vuusepenrer Koeran Kaposmna (Konsei,
[Ozknas Kapomuna, CILA)

2 Kazaxckasl HallMOHaJIbHasi KOHCEPBATOPHsT UMEHH
Kypmanrassl (Asnvarsl, Kasaxcran)

3 VIHCTUTYT MCKyCCTBO3HAHMST AKalleMun Hayk
Pecny6uinkun Ya6ekucran ( Tatikent, Y36ekucran)

+ Kazaxckuii HalHOHAJIbHBIN YHUBEPCHTET
umenu anb-Papabu (Asnmarbl, Kasaxcran)

5 Kasaxckast HalMOHAJIbHAST AKAJIeMUsT KCKYCCTB
umenn T. K. JKyprenosa (Anmarsl, KasaxcraH)

AHHoTauwms. 13 anpena 2021 rofja Hay4HO-peaaKLMOHHbIN O0TAen Ka3daxcKon HaLnoHanbHom
aKageMuu UckyccTB UM. T. K. }KypreHoBa opraH1M3oBan MexayHapoaHbIM KPYrbli CTO Ha TEMY
«4enoBeK B COBPEMEHHOM MCKYCCTBE B KOHTEKCTE ryMaHUTapHbIX HayK». Llenbio Kpyrnoro ctona
ABNSAN0CH 06CYKAEHME BONPOCOB, KOTOPbIE ONpeaennin METOL0NOMMYECKME N TEOPETUYECKHE
BOMpPOCHI A5 HOBbIX BbiNyckoB Central Asian Journal of Art Studies. B Kpyriiom cTosie npuHanu

yyactue MmexkayHapoaHble akcnepTbl AHHa Onaduna na CLUA, Huropa AxmeaoBa 13 Y36eKucTtaHa,
Paysa CyntaHoBa 13 TaTapcTaHa, a Takxe Anbmupa Hayp3baeBa, Akmapan Coiprak6aeBa, Kabbin

XanblkoB, Banepus HeanuHa, Anna Anum»kaHoBa, Onbra batypuHa, EBGpat Momb6eKoB, Acus

Hypay6aeBa n3 KazaxctaHa.
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Cpeam o6CyKAeHHbIX 3a4a4 MOXKHO BblAENUTL ONpeaeneHne poaun U COCTOSHUS UCKYCCTBa
B YCJIOBUSIX NAaHAEMWU BO BCEM MUPE (B UCKYCCTBE AMEPUKM U LleHTpanbHOM A3K1K), BbisBNEHUE
HOBbIX FOPU3OHTOB BMAOB UCKYCCTB M HanpaBle€HUN C TOYKU 3PEHNUS UCTOPUU U TEOPUUN KPUTUKMU
WUCKYCCTBa; 0CO3HaHUE peaKLuu 1 agantalun UCKYCCTBa B aMOXy NaHAEMUU; OLLeHKA CoLManbHON
OT3bIBYMBOCTU B chepe MHOOPMUPOBaAHMS NOAEN UCKYCCTBA B YCIOBUSAX MAaHAEMUU; UCCeaoBaHne
nefarorM4ecKkmx NoaxooB B Npo6iemMe Xya0KeCTBEHHOI0, OCMbIC/IEHWE aHTPOMNOIOrMYECKOrO
OUCKYypca B ryMaHUTapHoOM chepe: KBUHTICCEHLUMS NPo6aeM, COBPEMEHHOIO UCKYCCTBA;
CpaBHUTENbHbIN aHaN3 COBETCKOro, HE3aBMCUMOI0 TPaAULIMOHHOIO U COBPEMEHHOIO UCKYCCTBA
B KOHTEKCTe TpaHchopMaLLMm XyLOKECTBEHHOIO CO3HAHUS Ye/I0BEKA; BOCCTaHOBNIEHUE
MEXANCLMMIMHAPHOIO CUHTE3a B NPOLLECCaX aHTPOMOIONMK, STHONOTMKN, KOTOPbIE OblIN YNYLLEHbI
B MPOLLbIE 3MOXM; onpeaesieHne KynbTypHOW NaMaTh U ee COXPaHEHUS MPEEMCTBEHHOCTH
MPOLUIOro, HacTosALWero M 6yayLero Kak BaxKHoro cpeactsa GopMMpoBaHUS MAEHTUHHOCTH
yenoBeKa (M B HOBOM acrneKTe, maTepuasbl reHAEPHbIX U MOCTKOMOHWaNbHbIX UCCIEA0BaHUN);
peaKLMs Ha UCKYCCTBO KaK 06beKT dunocodckon pedbnekcum u opmmpoBaHme COBPEMEHHOIO
YyeNloBeKa KaK MHTENNEKTYyalbHOM IMYHOCTH (MUMESNC, KanoKaratus, 3CTETUYECKOE BOCNUTaHUE);
onpepeneHne UCKYCCTBa KaK CNOXHOM CUCTEMbI MHTEHLIMOHANIbHOCTH, HE TOJIbKO KaK
HanpaB/IEHHOCTU CO3HAHUS Ha OGBLEKT, HO U BbiXOJa 3a Npeaesibl CO3HaHWS, <MapruHanbHOro»
COCTOSIHMSA GbITUS YENIOBEKA B COBPEMEHHOM MCKYCCTBE.

Tema aHTPOMONOrMM UCKyccTBa 6e3rpaHnyHa. O6CyKaeHHas Ha KpYriiom cTose peasibHas
KapTUHa MMpa HaxoAMTCS MO MHOTMM MOKa3aTesiM B TEOPETUHECKOM NOJIE aHTPOMNOIOrUK
UCKyccTBa. [103TOMY HECKO/IbKO HOMEPOB XypHana Tak Uan MHavye 6yayT COCpeaoToHeHbl Ha 3Ton
WM CMEXHOW TEMaTKKe, YTOObl 0THACTK PELUNTb HEKOTOPbIE BOMPOCHI, KOTOPbIE CEFOAHSA HaxoAaTCs
Ha OCTpUe AUCKypCa COBPEMEHHOW r'YMaHUTapPHOW HayKM.

Knwo4yeBble cnoBa: 6biTUE YETOBEKA, COBPEMEHHOE UCKYCCTBO, MCKYCCTBO AMEPUKHU
1 LleHTpanbHOM A31K, aHTPOMOIONMYECKUIA AUCKYPC B r'YyMaHUTapHOMW chepe, KBUHTICCEHLINS
npo6aeM, KyNbTypHbIMA KOfl, NOCTKOIOHWaNbHbIE UCCEeA0BaHUSA, KOMMYHUKATUBHbIE QYHKLMK
WCKYCCTBaA, UHTEHLIMOHANbHOCTb.

Ans yntupoBaHus: Ongoung, AHHa v gpyrue. «Kpyrnbiv cton Central Asian Journal Of Art
Studies Ha Temy “HenoBeK B COBPEMEHHOM UCKYCCTBE B KOHTEKCTE ryMmaHuUTapHbIx HayK”». Central
Asian Journal of Art Studies, 1. 6, N® 2, 2021, ¢. 153-169. DOI: 10.47940/cajas.v6i2.452.

1 3 anpesst 2021 rona HayqHo- it is the adaptation to the very long time,

PENaKIHOHHDIH oT1e Kasaxckok more than a year, of worldwide pandemic
HAI[HOHAJIbHOH aKa/leMHH HCKYCCTB and isolation.
um. T. K. )KyprenoBa nposeji Kpyriibii There are many questions that can arise,
croJ1 Ha TeMy « YeJloBeK B COBpeMEHHOM but some of the most current questions
HCKYCCTBE B KOHTEKCTE I'YMAHHTAPHBIX to think about are:
Hayk». B pamkax kpyriioro crosia npospydas 1. How have the arts adapted to the
PSUL IOKJIA/I0B, KOTOPbIEe ITYyOJIHKYIOTCS HHMXKE. time of the coronavirus pandemic?
CTpyKTypa MoBeCTBOBaHHS BbICTPAHBAETCS 2. What new possibilities have opened
110 cxeme.! HA3BAaHHe JIOKJ1a/a, aBTop, for artists that were not available
ero yueHasl cterietb, ag@duanalins, ropoa before?
H cTpana. 3. How have the arts reacted to

the isolation and trauma of the
ART IN THE TIME OF CORONAVIRUS, pandemic?
HUMAN ADAPTATION AND CHANGE 4. Have completely new art forms
Anna Oldfiield, Doctor of Philosophy, developed?
Associate Professor of World Literature, 5. How has art pedagogy changed?
Coastal Carolina University (Conway, This short overview is about the United
South Carolina, USA) States where I'm located. But for the Central
Asian Journal of Art Studies there’s

In our time, there is one pressing, a special possibility to be able to look

current question in the world of all the arts;  at Central Asia and all over the world



for examples of how art has adapted during
the pandemic.

Creative adaptations to the pandemic
have been very exciting, such as virtual
gallery tours. Many museums that originally
were closed realized that if they give virtual
gallery tours they could continue to have
exhibits, and this created the extraordinary
possibility for so many people to be able
to visit museums they might never be able
to go to, such as the Hermitage in St.
Petersburg, or MoOMA — the Museum
of Modern Art — in New York. Some
museums have put large collections online,
others have developed curated shows, some
are open access, some require tickets,
but museums and galleries are now more
available to more people than ever before.

Virtual theater. New York was hit
very hard by the coronavirus very early,
and Broadway theater was shut down
completely for a time. However, theater
companies regrouped so that they could
perform theater online, sometimes live
outside. Some live theater is recorded,
some is performed on live streaming
so that people can watch in their houses.
So this has been very rich and perhaps has
also given some kind of new possibilities
to theater that were not there before.

Then, of course, virtual concerts.
Musicians of all genres have played
together over the internet, and virtual
concerts have actually become quite
popular in the USA. Many have been free,
artists who were trying to cheer people up
and help them cope with isolation,
but then ticketed concerts began, such
as Carnegie Hall: Voices of Hope, April
16-30; thus those in Almaty could visit
Carnegie Hall to see this exhibition Voices
of Hope. Again, it creates a much wider
audience for musical performance.

So again, while people have suffered
greatly from the isolation caused
by the pandemic, many artistic venues
have been opened to the whole world
or to other people who would not normally
be able to travel to see them. For children

who are learning from home by computer,
this could give new culturally enriching
possibilities for education.

In art pedagogy, we have had a year
of art teaching for children who have been
isolated and alone with their parents.

[t’s been a very difficult year, and I think
being able to make art online and share

it has been an important aspect of teaching
art in schools.

For example, the online site The Art
Lab — fine arts studios and classes — they
have zoom painting parties for children,
and adult painting parties — social events
for people in isolation. They do iree art
parties to get people interested and they
also do classes that they will charge for.

For older and more serious fine arts
students, working in isolation can be good
for some artists who need concentration,
but- it can also be devastating not to have
other voices with whom to share ideas.

For art students, a New York
organization has opened art critique
on zoom, and students can get art
professors and professional artists
to come in on zoom to talk about their
work, including celebrity visiting art critics.

So this is very interesting for artists and art
students, since instead of just their teachers
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they can have all kinds of other people
come in and critique their work, which
is a positive and interesting development.
The adaptation of art to the challenges
of the pandemic shows how much the human
spirit has grown in this difficult time.
In America and all over the world. The world
was inspired by Italy, where people
famously and played music on balconies
during a very long and devastating shut
down when many people were dying.
There have been many new developments
too, such as international musical
ensembles playing over zoom. We must
consider what ways have the arts reacted
to, responded to and helped people during
the coronavirus crisis, and what this may
mean for the future of art.

In addition to artists creating online
art that is free to people to help keep
their spirits up, some public artists have
used their platform for health messaging.
For example, the mural works Clean hands,
Wear masks, and Bless essential workers
by American artist Shepard Fairey, help
to influence people with public health
messages.

CLEAN HANDS |<7

ESSENT

So, artists have had a very important

impact during the time of the pandemic.

Of course, the pandemic will pass,

and we hope soon. But when it is over,
questions for the Art Journal will be:

In what essential ways has art been affected
by the pandemic, including lockdown,
isolation, and trauma? What ways have

we adapted? What aspects of arts and art
pedagogy will return to how they were
before?

We can imagine how happy people will
be to go to live theater performances, live
concerts, open museums. And yet because
of these new adaptations, the arts may have
evolved. We can ask — what changes will
continue after the end of the pandemic?
And are the arts changed forever?

AHTPOIT0JIOI'HSI HCKYCCTBA —
METO/10JI0rMYECKUI PECYPC

Aabmupa bekeropna Hayps6aeBa, 10xTop
pus0copckux HayK, npogheccop Kageapol
CONHAJIBHO-TYMAaHHTAPHbIX HAYK KasaxcKori
HalHOHAJIbHOH KOHCEPBATOPHH HMEHH
Kypmarraser (Asnmartsl, Kasaxcran)

Wudopmanmst Aunbl 3amedaresibHasi,

1 OHa 0 MHOTOM HaM cKasaJa.

Kak TBopueckoe coo0111ecTBO pearupyer

Ha pas/IMUHbIE COIHANIbHBIE TOTPSICEHUS ?
IT0 colMalbHast OT3bIBUMBOCTb, KOTOPYIO
NPOsIBJISET UCKYCCTBO. 1 He Buena

HH OJIHOTO COLIMAJIBHOTO POJIMKA HA TeMy

0 NnaHjgeMuu, o 6os1e3Hu U T. 1. Kakasi
COllMa/IbHAs OT3BIBUMBOCTD Obl/Ia TPOsIBJIEHA
y Hac B cepe
UHOOPMUPOBaHHS,

B chepe MpenoTBpalleHus
3a00JIeBaHUII ?

ITOT MOMEHT CTOUT
JJ1s1 MEHS O4eHb OCTPO.
91 cunrato, uTo y Hac
AHTPOIOJOIHUECKUI
JICKYpC ellle He
BbIpaboTaJl CBOE JI0/KHOE
MECTO B TYyMAaHUTapHOU
cepe, B cepe Hatiero
CO3HaHHSI.



CerofiHsi Mbl FOBOPHUM O KBUHTCCEHLMH
Tex NpobJieM, KOTOpble BbIPHCOBBIBAIOTCSI,
MPOUCXOJUT OCMBICJEHHE MTPOOIEM
COBPEMEHHOI0 HCKyceTBa. FIcKyceTBo ecThb
ofiHa 13 popM COLMATBbHON OT3BIBYMBOCTH,
HO KaKHM $13bIKOM JIOJIZKHO TOBOPHTH 3TO
MCKYCCTBO — 3TO U €CTb KOMMYHHKaTHBHAs1
cepa, KOMMyHUKATHBHAS (DYHKIIUS
HCKYCCTBA.

KYJIBTYPHAS TAMSITb —
KOMMYHUKATUBHASI OCHOBA
UCKYCCTBA LLEHTPAJIbHOM A3UH

Huropa PaxumoBHa AxmenoBa, 10KTOp
HCKYCCTBOBEJEHHS, aKaneMHK Akanemmun
XYZ0XKECTB Y30eKucTana, r/aBHblH HAyYHbIH
COTPYAHHK OTAEAa H300PA3HTE/IbHOIO

H I€KOPATHBHO-IIPHKJAAJHOTO HCKYCCTBA
Hucrutyra nckycerBosnannst AkaneMun
Hayk PecryOnkn Y30exncran (1anikenr,
V36ekucran)

MHe xotesioch Obl TOTOBOPUTHL O MecTe
ueJIOBEKA B KyJibType. AHTporoJioruueckast
CoCTaBJIAONIAss B MCKYCCTBOBEJIEHUH HMEET
HECKOJILKO APpYro# pakypc. Mbl 3aHnMaeMcst
POJIBIO KYJIBTYPHOTO HACJIe/IHsl, TPAIULIHHI,
NaMsATbIO KyJIbTYPHOH B TOM TJIaHe,

KaK OHH BJIUSIIOT HA (hopMHUpOBaHHE
MCKYCCTBA, €BPOTNEHCKUX OPM MCKYCCTBA.
T. e. HalLe TpaJMIIMOHHOE HCKYCCTBO,
KOTOpOE BeKaMH pa3BUBAJIOCH B OUEHb
pasHbIX popMax, MPUCYTCTBYET U BJIHSET

Ha pa3BUTHE eBPOIEHCKUX (OpM, KOTOpbIe
Mbl oJIyuusid B XX Beke.

Camo npuBuTHE 3THX (DOPM B HauaJse

XX Beka B LlenTpanbHoit A3uu mpoucxousio
OU€Hb XKECTKO, CTPEMHUTEJIBHO U YCKOPEHHO.
Kak rosopu.i iuteparyposen [aues,

3T0 OblI0 HeMHuHyeMo. Kora Mbl H3ydasu
COBETCKO€ MCKYCCTBO, HCKYCCTBO MepHoa
HE3aBUCHMOCTH, He aKIIeHTHPOBAJICs
BOIPOC O TpaHC(OPMALMH XYL0?KECTBEHHOTO
co3HaHus yesoBeka XX BeKa, BbILLIEIIEr0
13 HEJP TPaJMUIIHOHHOTO CO3HAHHUS

1 MIPUOGLIEHHOTO K MOJIEPHU3ALIHOHHBIM
npoueccam. ATo yXOIUI0 Ha BTOPOH

nuad. Hac Bcerna unTepecoBas KOHEUHbIH
pe3yJbTat (KapTHHa, CKYJbITYpa)

U [IPUCYTCTBHE B HEM BU3yaJsIbHO
HabJoiaeMbIx Tpaauiini. HyxxHo naru
110 MEKANCUUIIJIMHAPHOMY CHHTE3y

1 3aTparuBaTh MPoOLECChl aHTPOIOJOTHH,
3THOJIOTMH, KOTOPbIe ObLIN YIyLIEHHI.

KysibTypHast namMsaTh, COXpaHsis
[PeeMCTBEHHOCTb MPOLLJIOr0, HACTOSILLETO
1 OYJIyLLETO, SIBJISIETCS BAXKHBIM CPEICTBOM
(hopMHUPOBAHHS UIEHTHYHOCTH YeJ0BEKa.
[1o6anbHble npoliecchl KOHLA
XX BeKa akTyaJau3npoBa/u podJaeMaTHKy
COXPaHEHHMsI U HHTepIIpeTalun
KyJIbTYPHOM MaMsITH MHOTHX HAPOJIOB.
MexncumnanHapHoe HarpaBjieHHe
AHAJIN3A IBJICHUH U MIPOLLECCOB,
CJIOZKUBLLIMXCS] BOKPYT U3YUEHHUS KYJIBTYpPHOH
namsTH, 3a NOCJELYIOLINe AeCATHIICTHS
JIOCTHUIJIO OMPEIeJeHHOTO TEOPETHKO-
MeTOJ10J10rH4ecKoro yposHs. K sTomy
HarpabBJIeHHIO TYMAaHUTapHOH HAayKH
J100aBJISIIOTCS] HOBbIE acleKThl M MaTepHalsbl
reHJIEPHBIX U TOCTKOJOHH A bHBIX
UCC/IeI0BAHUI.

B HcKyccTBOBEIEHUH TEPMUH «KYJIBTYpHast
MaMsITh» UCIOJIb3YIOT B HECKOJILKO HHOM
collepxKaTesIbHOM acrieKTe, MpUBJeKas
TPaIMLIMOHHOE IEKOPATHBHO - IPUKIAIHOE
MCKYCCTBO, aHAJIU3UPY$! TPAJMLIUU MTPOLJIBIX
BEKOB B COBPEMEHHOM MCKYCCTBE, U3ydasi
APXETHUIIbI, CHMBOJIbI U 3HAKH, PUTYaJIbl,
MeHTaJIbHble KOMIJIEKChI, POSIBJISIIOLLIHECS]
B HckycerBe. OHU paccMaTpuBatoTCst
KaK MapKepbl COUMAILHON H HHIMBHLyaJIbHOW
KYJILTYPHOH MIEHTHYHOCTH.

HMcropuueckuii acrekt Tembl. FgyueHue
KYJILTYPHOH NaMsITH — BaxKHO€ HarpaBJjeHne
COBPEMEHHOTO T'yMaHUTAPHOTO 3HAHHSI,
Hakonuslliee 60JbLIOH ONBIT OCMbIC/IEHHS
KYJIbTYPHBIX PeHOMEHOB, KOTOpbIe
NPOSABJSIOTCA B [IEPEIOMHbIE JIM KPU3HCHBIE
310xu. FIMEHHO B Nepe/IOMHYI0 310Xy
SIBCTBEHHEE BCET0 MOXKHO YBUJIETD JICHCTBHE
MeXaHH3Ma KyJIbTYPHOH MaMsATH, KOTria
B o611ecTBe HabJI0aeTes OJHOBPEMEHHO
nedopmaiis U GopMHPOBAHUE MAMSTH
Hapo/a, TO €CTb POUCXOAAT MPOLLECChI
CMeHbI KYJIBTYPHBIX YCTAHOBOK.

YHUKaJIbHbIF TPUMEP CJOXKHbIX
TpaHchopMalllil U IeHCTBUI MexaHu3Ma
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KYJIbTYPHOH NMaMSITH MPeJCTaBsieT coOoi
peruon LlentpanbHoit Asuu.

B nauase XX Beka B xozie
MCTOPHYECKHX KATAK/JIM3MOB ThICAYEJCTHHH
OMbIT PA3BUTHSI HAPOJIOB B apeasie
MyCYJIbMaHCKOH U KOYeBOH OblJ1 epeBeieH
B HOBYIO COLLMOKYJIBTYPHYIO apaurmy.
KoJuieKTHBHBIE MTpe/IcTaBAeHHUS,
peJIMTHO3HbIE BepOBaHMUs1, MBI, asihaBHT,
HOPMbl MOPaJIM U NIPaBa 0Ka3aJjnch
M0J1 3aMPETOM B HOBOM aT€HCTHUECKOM
rocynaperse. B npouecce aganrauuu
MCKYCCTBA K HOBOH MOJIeJIH KYJIBTYPbl,
CTaBllIel NOPOXKIEHHEM PEBOJIIOIIHOHHBIX
MIPHOPUTETOB, MPOUCXOANIH ITyOOKHe
CTPYKTYPHbIE H3MEHEHHSI Xy/10?KECTBEHHOT0
co3Hanus. B 3Tom oTHOlLIEHUH TTpolece
NPHOOLIEHHUS LIEHTPaAJIbHOA3HaTCKOTO
perrvoHa K eBporneickum opmam HCKycCTBa
3HAYNUTENILHO OTJIHYAJICS OT PYTHX
MYCYJIbMaHCKHX CTPaH, BOBJICUEHHBIX
B XX BeKe B MOJIEpHU3ALHIO.

CHHTE3 HCKYCCTBOBEIUECKHX MOJIXO/I0B
C OTIBITOM aHTPOIIOJOTHYECKOT0 aHaJIn3a
M03BOJISIET PACCMOTPETb, KaK B CUTyallMH
paspbiBa C MPOLLIBIM Xy[10KHHUKH,

NbITasiCb BOCCTAHOBUTD MaMSITh KyJIbTYpPbl
yepe3 HOBbIH (DUTYPATHBHbBIH S3bIK,
BbIpa0aThiBaIM HOBbIE BO3MOXKHOCTH

Ha OCHOBE «MEHTaJIbHOTO JlaHamadgra»,
TOU KyJIbTYPHOH HIEHTHYHOCTH, KOTOpas
BCE 3TH ro/ibl OblJ1a rapaHTOM

ee caMOOBbITHOCTH, e aBTOHOMHH

B XyJl0’KeCTBeHHO# cpefe. Pona o6umx
MCTOPHUKO-KYJIBTYPHbIX, MEHTAJIbHBIX,
SI3bIKOBbIX OCHOBAHUH Y HAPOJIOB peruoHa
MOXKHO Ha3BaTb aKTya/JIbHOH OMEePaTHBHOM
NamsThbio, HEKUM KOMMYHUKATHBHBIM
OCHOBaHHEM CB$I3H KaK € JaJ1eKHUM
MPOLIJIBIM, TaK U HOBOH MU OJIOTHEH,
o61iei ucropuert XX Beka.

CoBpeMeHHbIH acekT.
Bhileo6o3HaueHHble OCHOBAHHUS
KyJILTYpHO# NaMsiTh HapooB LlenTpasnbHoit
A3uK aKTyasM3upyIoT TE3UC O POJIH
TIyOMHHBIX aPXETUITHUECKUX U MEHTAJIbHBIX
KOJI0B B COBPEMEHHOM HCKYCCTBE PErHOHa.
BosBpalileHue nuereTa v yBaxKeHusl
K CBOEMY IPOLIJIOMY, K paHee yTpaueHHbIM

LIEHHOCTSIM U HCKOHHBIM Hea/laM —
Kap/MHaJbHbIE /I HALMK WU TTOJHOTHI
ObITHS YeJloBeKa BocToKa, BaxkHeH1en
0COOEHHOCTBIO KOTOPOTO SIBJISIETCS CBA3b
¢ npouibiM. B eBponefickoit Tpajuiiyu
MpolLLJIoe BOCIPUHUMAETCS KaK 6peMs,
KOTOpO€e HEOOXOAUMO MPEOJIOJIETD,

B BOCTOUHOM MOHUMAaHHH OHO OCBSIILIEHO
BBICOKMM CMbICJIOM, TOT OIbIT 00peTaeT
KOJIIEKTUBHYIO LIEHHOCTb.

NUCKYCCTBO KAK OBbEKT
®UJIOCOPCKOIM PEGJIEKCUN

Axkmapau CainmxanoBHa Cbiprak6aeBa,
JIOKTOP (pHIIOCOPCKIX HAYK, TpOgheccop
Kaghenpbi ¢pusiocogpun Kazaxckoro
HaIIHOHAJIBHOTO YHHBEPCHTETA

um. asib-Dapadu (Aamarnl, Kasaxcran)

Tema kpyrmioro crosia oueHb HHTEpecHas,
1 0COOEHHYIO aKTyaJIbHOCTb OHA
npuoOpeTaer cedyac, B yCJI0BUAX MAaHAEMHH.
Hy»KHO OTMETHTB, YTO M TaK COBPeMEHHOe
00111eCTBO OY€Hb PA300LLEHO, JIIOIHU
He UCIBIThIBAIOT TOTO UYBCTBA €IMHEHHS,
noTpeGHOCTH IPYT B APYyre, Kak 3T0 ObLI0
paHee. 1 yem Gouibliie Ye0BeUECTBO
pasBHBaeTcs, TeM HoJiee ceiyac,
B XXI Beke, ues0BeUYECTBO OIILYIIAET
3Ty pa3oOLleHHOCTb. Bo BpeMst nmanaeMuu
Hac 0/10J1€BaJIM JIBa UyBCTBA: C OIHON
CTOPOHbI, Mbl HAXOIMJIUCh B KAPAHTHHE,
ObLIM OTAJIEHbI IPYT OT JPYra, a ¢ Ipyron
CTOPOHbI, HAC YAUBJISIJIM 3TH COObITHS,
Korja aBaJiv myGsnyHble KOHLEPThbI, KOT/a
MOSIBUJIMCH BUPTYaJibHbIE TYPbl [0 My3€esiM,
BBbICTABKAM, rajiepesiM, iy LIMPOKUX Macc
MOSIBUJIACh BO3MOXKHOCTb MOCETUTD HX.
ckycerBo Beera 6b110 06 BEKTOM
tunocodckoit pedyiekcu, 00HLEKTOM
(hu10cohCKOro OCMbBICTEHHUSI.
Hanpuwmep, [Tudarop, xkupuinii Ha 3ape
JipeBHerpeyeckor unocopuu, ckasal
OueHb BaXKHYIO Belllb: JI060€ HCKYCCTBO
SIBJISIETCS] OTPA’KEHHEM KOCMHYECKOH
rapMOHHH, UCKYCCTBO — 3TO OTpaxKeHHe
rapMoHHU HeGeCHbIX cep.
ITo He caydalHo, MOTOMY UTO
Maremathka — JitoOMMoe 3aHsITHe



[Tudparopa, ero 3HameHUTHIN
nudaropuicKuii o3, Kyja J0MnycKaamch
TOJIBKO T€, KTO OblJ1 yBJI€UeH MaTeMaTHKOH,
MOTOMY YTO MaTeMaTHKa — 3TO Mpeae/bHbIA
THIT aOCTPaKIIMHK, MATEMAaTHKK paboTatoT

¢ uudpamu, ¢ YMcaaMH, 3T0 TO, Yero peasbHO
HET, 3TO TO, UTO SIBJISIETCS HAJl TUM
marepualibHbiM Mupom. M nostomy

3TOT HeMaTepHaNbHbII, aOCTPAKTHBIA MUP
uHdp, MUp MaTeMaTHYECKUX KOHCTPYKLHH
crioaur [Tudaropa tak onpenenutb
MOHATHE UCKYCCTBA.

[epak/iuT roBOpHUJI O TOM, YTO KaTeropusi
NPEKPACHOr0, KPacoTbl, KOTOpbIE
SIBJISIIOTCA [VIABHBIMH KaTeroOpUsMH
MCKYCCTBA, UMEIOT MPsIMOe OTHOLLIEHHE
K TIPOTHUBOIOJIOKHOCTSM. [epak/ur,
SIBJISISICh POJIOHAYAJIbHUKOM JHAJIEKTHKH,
FOBOPMJI, YTO TaJIaHTJIUBbIH YesloBeK,

Oy/ib TO CKYJIBIITOP, My3bIKAHT, XYI02KHHK,
03T, — 3TO YeJIOBEK, KOTOPbIH

cymeJ co3liaTh CHMOMO03, coueTaHue
HecoueTaeMbIX, POTHBOIOJIOXKHbIX,
B3aUMOMCKJIFOUAIOLLMX HavaJl, CyMeJl
€03/1aThb FapMOHHIO, YIAUHOE COYeTaHHe,
ylauHbIH 0103, cuHTE3. M ecsin Xy10:KHUKY
3TO Y/1aJ10Ch, TOIJ1a BO3HUKAET MPEeKpacHoe.
1 310 Oyner Beuno. dymato, Tepaknut
YJIOBHJI TPUPOJLY HCKYCCTBA.

[11aTOH TO2Ke TOBOPHJI, UTO HCKYCCTBO —

3TO NoJpaxKaHue, MUMe3HC.

Ho 310 noapazkanue He ToMy, UTO €CThb

B YyBCTBEHHOM, MaTepHasbHOM MHUpE,

a nojpax<anue abCOMOTHON KpacoTe MUpa
unei. Eciv udobpaxcaercst HeuTo,

YTO CYLLIECTBYET B IIOBCE/IHEBHOMN peasibHOCTH,
ropopuJi [ lnaToH, TO 3TO KOMHUsI KOMUH.
[TosTOMY OH B CBOEM HJ1€a/IbHOM rocyapcTBe
B HEPAPXHUH UCKYCCTB XKHBOIUCH OTBOJIMJI
camoe Husiee Mecto. Korna xynoHuk
oToOpazkaeT MUP OObIUYHBIX Bellled, OObIYHbIE
MarepHaJsibHble MPEIMETbI, TO 3TO KOIHSI
KOITHH, KOTIHSI MUpa Wea/ibHOTO, MUpa
aOCOJIOTHBIX HIeH. Xy[I0:KHHK JI0/2KEH
NoJIpaxkaTh He MaTepHalbHOMY MHUPY,

a Cco3/laBaTh Xy[0KeCTBeHHble 06pasbl,

CBOE IIOHUMaHHE U BHICHHE MHUPA.

Y Apucroresisi €CTh TAKOE MOHIATHE —
KaJioKaraTusi (HpaBCTBEHHAs KpacoTa ).

OH roBopHJI, 4TO 11€/IbHBIH YEJIOBEK —

3TO YeJIOBEK, KOTOPbIH 04eHb BOCTPUHMYHB

K TIPEKPACHOMY, K TPOU3BEIEHUM

MCKYCCTBA, 3TO YesloBeK, 00Jsafaiouui

TUUECKUMH JJOOPOJIETENSIMU. DCTETHUECKOE

BOCMUTaHHe B [peluu urpaao orpoMHyio

posib. Jlymato, 3TH BazKHbIE BElIlH,

ocTaBJieHHble ApHCTOTEIEM B CBOUX TPY/IaX,

JIOJIPKHBI TTIOJIYUHTh HOBOE 3BydaHHe

B COBpeMeHHOM 0011iecTBe. Mbl XK1BeM

B 310Xy NOTpebIeH s, TJie Apyrie

LIEHHOCTH, U BO3POJIUTh MPEXKHUE 1IEHHOCTH

6b1710 Obl HEJIMILIHUM B Hallle BpeMsl.
MHTepecHblil aHa/IM3 COBPEMEHHOTO

uckycerBa jan Oprera-u-laccer,

MCMAHCKUH PUI0COd, SIBISIONIHHCS

ABTOPOM 3HAMEHUTBIX PaOOT, B KOTOPbIX

OH FOBOPHT, YTO HE COTJIACEH C MOHSATHEM

KJlacea, IaHHbIM MapKCUCTaMu (Harnpumep,

npoJsieTapuat, 6ypxKya), 3ToMy

OH MPOTUBOTOCTABJISIET IPyroe JejeHne

obl1ecTBa — MO KyJIbTYPHOMY MTPU3HAKY.

Cyl1iecTByer 1Ba KJjacca, JIBa TUIA JIIOJEH:

MPEICTABUTENH SJUTHOH KYJIbTYpbl

1 MaccoBoi. JlyxoBHast J1uTa HAXOAUTCS

B MEHBIIWHCTBE, a MPeCTaBUTENN

MacCoOBOH KyJIbTYpbl — B GOJIBIIHHCTBE.

dcreTHdecKkoe Bocnutanue, GopMUPOBaHHE

UHTEJJIEKTYaJ bHbIX CIIOCOOHOCTEN —

3TO BCE CTAJIO HE CTOJIb JIOCTYITHBIM

JUIs1 JitoJiel, BceoOllee HeBeXKeCTBO

MOBJIEKJIO PACCTIOeH e JII0JIEH Ha JIBa

KJacca. DTH JIBa THIA KyJIbTypbl

He MPOCTO CYIIECTBYIOT NapaJslienbHo,

OHH CTaJIKUBAIOTCS JIPYT C JIPYTOM.

Hocurenn 311X KyJbTyp He TOTIOJHSIOT,

a POTUBOCTOSAT JIpyT Apyry. [accera

MHTEPECyeT 3TOT MACCOBBIH YEJOBEK: KAaKOH

on? CornacHo [accerty, y Hero Toxke eCcTb

Jlyllla, KOTOpasi HMeeT CBOM ICTETHUECKHE

norpe6Hoct. Kak oH ynoBierBopsieT

5TH notpebHocTu? Ero nyua tpedyer

cBOe0OpPa3HOro Katapeuca (MoHsiTHe

13 aHTHUHOH KYJIBTYPbI, aKTyaJbHOE

u ceiiuac). B XX—XXI Beke Bo3HUKJIA Lieast

MHJLyCTPHS MO TIPOHU3BOJICTBY MPOU3BENEHUH

MCKYCCTBA, KOTOPbIE 3aMOJHSIOT

NoTpeOHOCTH MAcCOBOTo uesioBeka. JleHuH

ropopuJi: «IToka Hapon

Central Asian Journal of Art Studies Volume 6. Issue 2. 2021



160

Central Asian Journal of Art Studies Volume 6. Issue 2. 2021

0e3rpaMoTeH, BaKHEHILUM U3 HCKYCCTB
SIBJISIIOTCS] KHHO M LMPK>». Kak Hu cTpaHHo,
B XXI Beke, Korjia ecTh 10CTYTI

K 00pa3oBaHHI0, MaccoBast KyJsTypa
npeo6J1alaeT, €€ HCTOUHUKOM SIBJISIETCS
HEBEXKECTBO, OTCYTCTBHE ICTETHUECKOTO,
UHTEJIJIEKTYaJIbHOTO BOCITUTAHMSI.

Ee scretnyueckue notpeGHOCTH U
BOCIOJIHSIET UCKYCCTBO KMHO. [0JITHBYT
perpeseHTHpyeT MacCoOBOE HCKYCCTBO
Jiydiie Bcero. 3Besibl [osmByna
3apabaTblBalOT OTPOMHBIE ICHBIH.

B maccoBom o611ecTBe KysabTypa
noTpebJIsieTes KaK MpOLYKT MUTAHUS:
NPOAYKLHMS 10/KHA ObITh Ka4eCTBEHHOH,
NPUBJIEKAOTCS JyUlIHe CLLeHAPUCTHI,
aKTepbl U T. 1. B coBpeMeHHOM of1iecTBe
MCKYCCTBO MPEBPATHJIOCh B TOBAP, KOTOPBIH
JIOJIZKEH PUHOCHTb OOJIbLLIYIO IPUObLIb.
[TepBasi uepta MaccoBOTO UCKyCCTBA —
KoMMepuecKHuil yeriex. Bropast uepra —
NPOAYKT JI0J/2KeH ObITh XOPOLLIO ClIeIaH,
ObITb 3pE/IHIIHBIM, 3aHUMATE/bHbBIM,
3aXBaTbIBATb MOTPEOUTE/IS LIEJTHKOM,
MOJIHOCTbBIO MOIVIOLAsT €70 BHUMAHHE.
[Tosromy hopma npousBeieHNst Urpaer
60J1bLIYIO poJib. TpeTbst uepra — noJyyeHue
CUIOMMHYTHOTO Y/IOBJIETBOPEHHUST, TPOLYKT
JIOJIZKEH yCBauBaThCs OBICTPO,

6e3 0coObIX yeuaui. HerBepTasi uepra —
XY/I0?KECTBEHHBIH 00pa3 10/12KeH ObITh
nepenaH myoJuKe MpoCThIM, MOHSTHBIM
SI3bIKOM, €3 CJI02KHOU cUMBOJUKH. [IaTas
yepra — OTCYTCTBHE IyOOKOIro CMbIC/IA,
CXeMaTHYHOCTb MOBEJIEHHST IJIABHOTO Teposi,
4TOObI OBIJIO MOHSATHO: Hesloe — uepHoe,
XOPOLLO — TJIOXO U T. 1. Peub He naer

0 TOM, UTO MACCOBbIH YeJIOBEK YT, y HETO
LIMPOKHE BO3MOXKHOCTH, HO 3TO HE UET
emy BIpok. HesioBek xoueT pacciabuThbes
¥ He X04eT 3arpykartb cebsl CJI02KHBIMH
CIO’KETaMH.

Hy»xHo BepHyTb B COBpeMeHHOe
00L1eCTBO 3CTETHYECKOE BOCITHTAHHE.
Hy:xHo dopMupoBaTh coBpeMeHHOT0O
4eJIOBEKA HHTEJJIEKTYaJIbHO, OH He JI0JXKEH
OBITb POCTO NMOTPeOUTE/IEM COBPEMEHHOT0
MaccoBOI0 UCKYCCTBA, a CTATh JIMYHOCTbIO,
KOTOpasi crnocoGHa BOCHPUHSITh MOAJIMHHOE,

BBICOKOE MCKYCCTBO U TOT 3aMblCel,
KOTOPBIH BKJIAJbIBAET XYJ02KHUK B CBOE
MPOU3BENICHHUE.

CBSI3b AHTPOIOJIOTMYECKUX
3HAHUH B KOHTEKCTE BbITUS
YEJIOBEKA B COBPEMEHHOM
MCKYCCTBE

Kaobl1 3amanoexkoBny XajibIkoB,
JIOKTOP QHIIOCO(DCKHX HAVK, TIPOPeccop
Kkagenpbi crieHorpagun Kazaxckori
HaIIHOHAJIbHOH aKageMHH HCKYCCTB
umenn T. K. )Kyprenosa, djien
Mesxnynapoanor akagemun Konkop
(Asmarnl, Kazaxcrar)

Tema kpyrioro croJia Hec/rydailHO
NocBsileHa TeMe «AHTPOMOJIOrust
MCKYCCTBA B TYMaHUTapHbBIX HayKax»,

IJle Mbl XOTHM C/Ie/1aTh AKLEHT

Ha «1poOsieMe ObITHS YeJI0BeKa»

KaK LeHTPaIbHOH B COBPEMEHHOM
nckycerse. MiMeHHo TemaTnyeckas
HAINpaBJIEHHOCTb HOMEPA J0J2KHA
pacKpbIBaTh peajibHOE YeJloBeyecKoe
CYyLIIeCTBOBaHHE BO BCeHl ee MOJHOTE,
onpeJieJieHHe MecTa U OTHOLIeHHe
yesioBeKa K OKpYzKatolleMy MUPY,
OTBeYalolllie Ha CEroIHsILIHUE peasliu.
KysibTypHast aHTpornoJiorus Toxe
3aHUMAETCsl U3yUeHHEM UeIOBeYeCKHUX
MoJleJ1ell MbILLIJIEHHUST U TOBEICHHUS,

a TaKkyKe TOTo, KaK U [oYeMy 3TH MOJIeNH
pasnnyaloTesl B COBPEMEHHbIX 00LIeCTBaX.
Habusonas 6biTHe YesioBeKa B MPOLIIOM
1 B COBPEMEHHOCTH, MOXKHO JIOTa/IbIBAThCs,
UTO MOCTOSIHCTBO B ObITHH YejioBeKa
MPUXOJIUT K OTpe/ieIeHHbIM U3MEHEHHUSIM
1 CTAHOBHUTCS «3bIOKUM», «(hparMeHTapHbIM »
M €KOHTEKCTyaJsIbHbIM». CorniacHo
MCTOPUH COBPEMEHHON aHTPOMOJIOTHH

(®. boac), a KOHKpPETHO Xy/10?KECTBEHHOH
antponoJiornd (M. H. Xaiinn), uaBecthol
MHOTHM€E aBTOPbI H HCCJIEIOBAHUS

1o npobyeMaTuke GHOJOTHYECKHX
M3MeHeHHUH, He0OXOIUMbIX YeJIOBEKY

ISl PA3BUTHSI TBOPUECKHUX CITOCOOHOCTEH.
ITH U3MEHEHHUS BKJIOUAIOT TOUHYIO
3PUTEJILHO-MOTOPHYIO KOOPJMHALLUIO,



yJIydllIeHHs] B cucTeMax o0paboTKu
MH(OPMALMH, YIYUllIEHHOE ICTETHIECKOe
BOCIIPUSITHE W PACCTAHOBKY MPHOPHUTETOB,
MPOLECCHO-OPHEHTHPOBAHHOE 06yyeHHe,
JIOCTHXKEeHUS B 00/1aCTH KOMMYHHUKALIUH

1 pUMeHeHHe abCTPAKTHBIX KOHIETIHH.
Jltoan, pasBuBLIKe TaKUe CTPYKTypHble

1 KOTHUTHBHbIE JIOCTHAKEHHSI, MTOJTy4aloT
BO3MOKHOCTb CO3/1aBaTh HCKYCCTBO

1 OYy/lyT BOJIIOLMOHHO OTOOPaHbI

Juist Hux (9. Jluccanasike ).

Elile o1HO U3 11eHTpaJIbHBIX TPOGJIEM
AHTPOIOJIOTHH UCKYCCTBA SIBJISIETCS
YHUBEPCATBHOCTb HCKYCCTBA KaK
KyJIbTypHOTO heHomeHa. HekoTtopble
AHTPOIOJIONH OTMEUAIOT, YTO 3anajHble
KaTeropuu «>KUBOTMHUCH», «CKYJIbITYypa»
WM <JIHTepaTypa», 3ayMaHHble
KaK He3aBHCHMbIE Xy/102KeCTBEHHbIE
BU/IbI IEATENLHOCTH, He CYIIeCTBYIOT
WJIM CYLLeCTBYIOT B 3HAUUTEIbHO HHOH
thopme B GOJILIIMHCTBE He3anaaHbIX
KOHTeKCTOB. KysibTypa 1 uckyceTBo
KoueBbIX HaponoB LlenrtpasbHoii Asuu,
Harpumep, i HEKOTOPbIX APYTHX
HapOoJIOB, He BIUCBIBAIOTCS B €BpOTIeHCcKIe
KaHOHBI. DTy TEMY «perMoHabHOM
AHTPOIOJIOTHH » HCKYCCTBA TOYKE MOXKHO
CUMTATh OCTPO aKTyasbHOU. Takum
00pa3oM, HeT eIMHOr0 MHEHHUSI 110 OBOLY
€/IMHOTO MEXKKYJILTYPHOTO OTIpe/ieeHus
«HMCKYCCTBAa» B aHTPOMOJIOrHH. HToObI
NPeoIoIeThb 3Ty TPYAHOCTb, AHTPONOJIOTH
MCKYCCTBA COCPEIOTOUN/IH BHUMaHHE
Ha hopMaJIbHbIX 0COGEHHOCTSX
NpeMeTOB, KOTOpble, He Oy/yuu
MCKJTIOUUTENBHO «XYJ0KECTBEHHBIMU >,
06/1a/1a10T oTIpe/ie/IeHHbIMU OU€BHIHBIMU
«3ICTETHYECKUMHU » Ka4eCTBAMH.
«[TpumnTHBHOE HCKyCccTBO» Boaca,
«[Tytb macok» Kinona Jlesu-Crpocca
(1982) nnu «McKyeeTBo Kak KysbTypHast
cucrema» [upua (1983) —

BOT HEKOTOpbIe IPUMEPBI B 3TOH
TeHIEeHUMH TpaHchopMallii aHTPOIOJIOTHH
«HMCKYCCTBA» B aHTPOTIOJIOTHIO KYJILTYPHO-
crieluHIecKyio «3cTeTHka». B stom
nJ1aHe COBPEMEHHBIM B3IVISIIOM CUUTAETCS
KHura «VckycctBo 1 areHTCTBO»

Anbcpena lenna. On npennaraer HoBoe
onpesiesieHHe «UCKyCCTBa» KaK CJI0KHON
CHCTEMbI HHTEHUIMOHAIBHOCTH, B KOTOPOH
XYJIO?KHUKH CO37al0T apT-00bEKThI, YTOObI
MPOU3BECTH H3MEHEHHsI B MUPe, BKJto4ast
HeorpaHUUeHHble H3MEHEHHSI B 9CTETHKE
BOCIIPUSITHST Xy/I0?KECTBEHHON MyOJIHKH.
WMneun lena Bbi3BaM OOJBLIYIO MOJEMUKY
B anTponoJorun nckyccrsa 2000-x ronos.
«IHTeHIIMOHAIBHOCTB » , TAKHM 00pas3oM,
npuobpeTaeT He TOJbKO HalpaB/AeHHOCTb
CO3HaHUs1 Ha 0OBEKT, HO U BbIXOJL

3a MpeJiesibl CO3HAHMSI, <KMaprHHAJTLHOTO»
COCTOSIHMSI ObITHSI UeJIoBeKa B COBPEMEHHOM
MCKYCCTBE.

PEUHTEPIPETALUSA KYJIBTYPHOI'O
HACJIENUS B KASBAXCTAHE HA
[MMPUMEPE MY3bIKAJIbHOI'O
UCKYCCTBA

Banepus E¢ppmosna Heninna, karmnar
HCKYCCTBOBEJEHHS, JOLEHT Kageapbl
MY3bIKOBEJEHHs H KOMITO3HIHH Kasaxckor
HaIIHOHAJIEHOH KOHCEPBATOPHH HMEHH
Kypmanrassr (Asmarbi, Kazaxcrand)

[Ipo6siema aHTPONOJIOrHUECKOTO
noaxo/ja K HCKyCCTBY O4Y€Hb aKTyaJibHa.
B My3bIKOBeIeHHM MOSIBUIACH KOHLIETTLHS
PEHUHTErPUPOBAHHOIO MY3bIKO3HAHHS,
rJ1e TpeIaraeTesl uaydath Jiio6oe siBjaeHue
MCKYCCTBA OJIHOBPEMEHHO M CO CTOPOHBI
MCKYCCTBO3HAHHUS, B HAILIEM CJlydae —
MY3bIKOBEJICHHSI, U CO CTOPOHbI STHOTpachuy,
B HalleM c¢Jjydyae — 3THOMY3bIKOJIOT'HMH,
1, KOHEYHO »Ke, autporoJioruu. Takoe
TPHUEIMHCTBO B MOJIXO/IE OKA3bIBAETCS
AKTyaJIbHbIM HE TOJIbKO B o0J1acTH
KaKoro-To HacJienusi, Kak Mbl ITPUBbIKJIN
TM0J1 HAaC/IeIMeM MTOHUMATh HEUTO JpeBHee
nyxojguiee, a MMEHHO aKTyaJlbHbIX SIBJIEHUH
KYyJILTYPbl, TOT'O, YTO cefiyac [POUCXOIHUT,
TOTO, UTO HAC OKPY?KAET, 3TO HOBbIE (hOPMbI
MacCoBOTO HCKYCCTBA, KOTOPOE BIPYT
CTaAHOBUTCA 2JIMTAPHLIM U IepepacTtaeTt
CBOIO MACCOBOCTb U LIHPMOTPEOHOCTb.
Te ke HalM coBpeMeHHbIe POPMBbI
Ka3axCTaHCKOH 9CTpajibl, KOTOPbIe BHO
He TaK MPOCThI, KaK MOKET 10Ka3aThCs,
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He TaKue MpocTble B NOTpeOseHHH,
TO2KE HHTEPECHBI C TOUKH 3PEHHs]
PEUHTErpUpOBAHHOTO MOAXO/A.
HbiHelnnss Hala Geceia HABOJAUT Ha
MHOTHE MBICJIM, HAM €CTb O YeM JaJblie
Pa3MBbILLLISATh, 0 YeM roBOpUTH. Hazetocs,
4TO JKypHaJ CTaHeT Takoi njaaTdopmoit
JUIs1 la/IbHeH1Lero 00CyK/IeH ST HACY LIHbIX
npo6JieM pa3HbIX BUIOB HCKYCCTBA H
KYJILTYPbl B LIEJIOM.

Ha kpyrsiom cToJsie npHcyTCTBOBAJIH

TaKMKe HCCJICNOBATEIH H YYEHbIC, KOTOPBIE
0Tpe@IeKCHPOBAJIH HA YCIbILIIAHHDIE
JOKJ18/1bI CBOHMH TE3HCAMH Ha 345BJCHHYIO
remy. HIX BbICTYIIIeHHST [Ty OJIHKYIOTCST HHXKE
(cMm. pue. 1).

DIES™
Studies

Omra Barypusa

U M0JIO?KUTEJIbHBIE, H OTPULIATE/bHbIE
MOMEHTBI, [TOCKOJIbKY 4aCTO B TeaTpax
YBJICKAIOTCS 3PEJIHLLHBIMH, COBPEMEHHBIMH,
ABAHIAPJAUCTCKUMK (OpPMaMH, U 32 9THM
TepsIeTCs YeJIOBEK, YXOASAT MCHXO0JOTHYeCKHe
nepeKUBaHUSA, [IyOHHHbIE aCMeKTbl
BOCIpUSITUS MaTepHasa. [TocTaHoBLIMKH
OOBACHAIOT 3Ty 3PEJHILIHOCTD TEM,

4TO, HAaNpUMep, JeTel HY>KHO OTOPBATD

OT raJlKeToB, PUBJIeYDL K TeaTpy.

Jlymato, 4To Hy>KHO BEPHYTb B TeaTp
MHTeJIEKTyaJ/IbHOTO 3puTess. HyxxHo

C MepBOro KJjacca NpuyyaTh JAeTel XOAUTb

B TeaTp, B My3ei. B nociseHee Bpemst

MbI [TOTEPSIN IeTeH, KOTOPble BIyMUHBO
cmotpesn Obl 9KcnoHatsl. Ha BbictaBkax

51 HabJ110/1a10, KaK JIeTH O4eHb ObICTPO,

| cynraroea Paysa

Puc. 1. ©parment o6cy:KieHHI KPYIIOTO CTOJA.
Bepxusist unust: Ka6b11 Xanbikos, Akmapas Ceiprak6aesa, Esdppar MomGekoB.
Bropast munus: Ogbra batypuna, Huropa Paxmenosa, Paysa Cysiranosa.
CKPHHLLOT ¢ OHJIalH-KOH(epeHLHH

Paysa PugpxkaroBna CyiaraHoBa,

JIOKTOP HCKYCCTBOBEJIEHHSI, 3aBEAYIOILAS
OTI€JIOM H300Pa3HTE/IbHOTO H IEKOPATHBHO -
npHKAaaHoro HekycerBa Mucrutyra

SI3bIKA, JIHTEPATYPBI H HCKYCCTBA

umenn 1. Floparumoa (Kasanb,
Pecnyosnka Tatapcran)

[TonusTa oueHb akTyaabHas npodJema.
Bceex Hac oyeHb GECIOKOUT COCTOSIHUE
COBPEMEHHOI0 HCKyCCTBa. DTO Kacaercst
He TOJIbKO H300pa3HUTeIbHOrO UCKYCCTBa,
JIeKOPAaTHBHO-PUKJAJIHOTO, HO U TeaTpa,
MY3bIKH, IPYTHX BUJIOB HCKYCCTBA.
3peJIMLLIHOCTD JI0BJICET cefyac Hajl BCeM.
B ratapckom Teatpe Mbl 06HApYyKHBaEM

6YKBaJIbHO CEKYH/Ibl, CMOTPSAIT KAPTHHHbI.
Henasno 6b11 npoBeieH Macrep-KJace

110 IEKOPaTUBHO-MIPUKJIAHOMY HCKYCCTBY,
re 1eTsIM ObLIH MOKa3aHbl MaTeprasbl
IKCMEJMIMH, a 3aTeM TPEJITIOKEHO CAMUM
cles1aTh TPAMUYHBIX KyKoJl. JleTsim Obl10
oveHb cyoxkHO. Hanpumep, Korna

B TeaTpe UAeT KOMIO3HUIIHS1, MOCBsILeHHast
[a6aynne Tykato, v 3By4UT TpycTHast
MOXOPOHHAsT My3blKa, TAHLYIOT aKTephl,
OJIMLIETBOPSIIOLILNE 3JIble CHJIbI, JIETH TOMAIOT
1 XJIONAIOT, He TTOHUMAs], YTO POUCXOAUT
Ha cLeHe. DTo, IeHCTBUTEILHO, OOJbLIAS
npo6aema. B rearpe I. Kamana nposoasites
pa3 B Mecsil, MOJIOJIe?KHbI€ BTOPHUKH

C [MOKA30M CleKTaKJ/el U 00CyKIeHUEM.



3a J1Ba rojia Mbl NPUYYHIIH HALLLY MOJIOJIEKb
K MPOUYTEHHIO TEKCTa CMEKTAKJIS U €ro
00CYKIEHHIO.

Camoe GoJibliIoe BrieyaTJeHHEe Ha MeHsl
Npou3BeJl CreKTak/b 6e3 CJIoB B Teatpe —
TBOPYECKOH J1JabopaTOpHH, CepHsl CIIeKTaKIeH
B. JIucosckoro « MoJsiuaHue Ha 3aJJaHHYIO
TeMy». 3PUTEJIN U aKTePbl yPABHOBECUJIUCD,
0Ka3aJIuCh B OJIHOM MPOCTPAHCTBE. 3BYK
MO2KeT CO3/1aTh MHOTO MUPOB, U MOJIYaHHE
MO2KET CO3/1aTh MPOCTPAHCTBO, B KOTOPOM
3puTesb OYIET OlLLyLIaTh ceOs TepoeM.
Tako#i criekrakJ/ib momMoraeT MoHsiTh
MPOUCXOJIsiLIlEe CETOJIHSI B MUPE.

Aung lllapabexkoBna AinmMxkaHoBa,
KaHJIMAAT (PHJI0COPCKHUX HAYK, TIpogheccop,
3aBenyIOLIast KaQheapor HCTOPHH
Kaszaxcrana n connaJsibHbix HayK Kasaxckor
HAIHOHAJIbHOH aKa/leMHH HCKYCCTB

um. T. K. >Kyprenoa (Anmarel, Kazaxcran)

PazBuTie coBpeMeHHbIX TEXHOJIOTHH,
CPEJICTB MAaCCOBOH KOMMYHHUKALMH MTPUBEJIO
K KJMITOBOH KYJIBType, KJIHTOBOMY
MbILIJIEHUIO (KJIUTOBAsH KyJIbTypa —
TEPMHH, TPEINIOKEHHBIN aMEPUKAHCKHUM
hua0cohoM, COLUONOTOM DJIBUHOM
Todbdnepom). OnaHa U3 OCHOBHBIX TPOGJIEM,
KOTOpble Mbl 00CY>K1aeM, UMEHHO

B FOCMOJICTBE KJIMITOBOTO MbIIIJIEHUS

1 KJIMITOBOH KYJIBTYpPbl B COBPEMEHHOM
obuiectBe. Hy:xHO 3T0 H3MeHUTH

W BEPHYTBLCS K TEM CBSATBIHSM, UTO Y HAC
OblJIH, — POJib BOCITUTHIBAIOLILETO
3CTETUYECKUI BKYC UCKYCCTBA, BOCTIPUSITHE
npexkpacHoro — 6e306pasHoro,
BO3BBILIEHHOIO — HU3MEHHOTO, CITOCOOHbIH
UHTEJJIEKTYabHbIH 3pUTE/b. DTO BCe CBSI3aHO
C COBpPeMeHHbIM CO3HAHWEM COBPEMEHHOT0
obuiectBa 1 yesopeka. Ceiuac
KOMMEPIIHAJIN3alHs UCKYCCTBA MOJHOCThIO
ucrpebusia camy poJib v PYHKIUH UCKYCCTBA.
JKenaresbHO, YTOOBI HCKYCCTBOBE/IbI
COCTaBUJIM HATMPaABJEHHYIO OTpee/eHHYI0
KOHIETIIMIO PA3BUTHS HCKYCCTBA: KyJla OHO
JIOJIKHO WJITH, YeMY OHO JIOJIPKHO CJIY2KHTh,
YTO OHO JIOJI)KHO BOCIUTHIBATh, H BOOOIIIE,
UTO TAKOE COBPEMEHHOE HCKYCCTBO, HYXKHO

JIK OHO, 9TO YaCTb Ou3Heca UK 9TO 4acTh
JyXOBHOH »KU3HU. KysibTyposioram

1 usiocodam, ColooraM H MoJUToIoraM
00bEIMHUTLCS UMEHHO B pa3paboTke

1 OPMHUPOBAHUH CO3HAHMST COBPEMEHHOTO
yeJIoBeKa, B KAKOM HarpaBJieHHH OHO JIOJIZKHO
WITH, KAKUM OHO JIOJKHO ObITh. Eciu

MbI 6y1[eM paSBHBaTb )4 HOIII[ep)KI/IBaTb
KJIUTTOBYIO KYJITYPY H KJHTIOBOE MbIIIJIEHHE,
TO MbI MOTEPSEM MOKOJIEHHUE, CITOCOOHOE
KpHTquCKH MBbICJIMTb U HEJIOCTHO
BOCIIPUHUMATbL MHP.

Oubra BaagumupoBua barypuna,
KaHAHAAT HCKYCCTBOBEAECHHS,

rpogeccop Kageapbl HCTOPHH H TEOPHH
H300pa3uTe/IbHOr0 HCKyccTBa Kazaxckor
HaI[HOHAJIbHOI aKa/leMHH HCKYCCTB

um. T. K. )Kyprenosa (Aumarni, Kazaxcram)

Cnacu6o 32 HHTEpECHYI0 TEMY, KOTOpasi
coejiHsieT MHOTHe Hayku. Celiuac MHOTHe
MOJIOJIbIE JIOJIU TBEPJIO YOEXKEHbI,

YTO MHIMKATOPOM PA3BUTHSI UCKYCCTBA
ABJSIOTCS IeHbIH. B coBpeMeHHOH
JKUBOITUCH, HATIPUMEP, HET KaHpa
noprpera, oH Mcues. B snoxy PeHeccaHnca
OH ObLJI TIaBHbIM, T. K. UeJIOBEK ObLI
MJIaBHBIM. A CerojiHsi MUp JPyroi, MHUp,

KakK MayTHHa, YeJIOBEK, K COXKaJIeHHIO,
PaCTBOPUJICS KAK JIMUHOCTh, KAK LIEHHOCTD,
MOTOMY YTO BMECTO UeJIOBEKA CETO/IHS
crpykrypa. M naxke n1060i coBpeMeHHbIH
XYJIOXKHUK, TOT 2Ke caMblil Xeper, —

3TO 1leJ1ast KOMaH/ia, U KOT/ia Thl TIPUXOULIb
Ha ero BbICTABKH, Thl TOHUMaellb,

YTO 3TO KOMaHJ1a MEHEPKEPOB B MEPBYIO
ouepesib. B uem s BuKy Bbixon?

Ham, TBopueckoil MHTEIUTeHIMH, KOTOpast
MOHUMAET 3Ty CTeNeHb PA3BUTHSI MACCOBOMH
KYJIBTYPbl, IPUXOJUTCS TPUHUMATD €€ KaK
JIAHHOCTD, KaK SIBJIEHHE, MbI HE MOYKEM
OTMEHHTb MaccoByto KysnbTypy. Ho Mbl
MO2KEM CO3/1aTh YCJOBHS /sl PA3BUTHS
yeJloBeKa, TBOPUECTBA B UEJIOBEKE, U TAK Mbl
MOXKEM YBECTH €ro B IPyrod MUp, TT0Ka3aTh
eMy JIBEpH B MHP BbICOKOH MY3bIKH, B MUP
BbICOKOT0, HACTOSIIIIETO TeaTpa, HCKYCCTBA
HEKOMMEPUECKOTO.
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MbI XKMBEM B 310Xy, KOTJIa HET IpaHHmIL
MeXK/y BUAaMH UCKYCCTBA, MEXK/y 2KU3HbIO
U UCKYCCTBOM, ITOTOMY MHE KaKETCs1,

YTO KaxK/Iblil UesIoBeK cam cebe aBTop,
aBTop cBoe# »ku3uu. M nauia 3anava —
1oKa3aTh KaxKJ0My MOJIOZIOMY YeJIOBEKY,
YTO OH TBOpELL, UTO KU3Hb B €r0 pyKax,
»KH3Hb — 3TO €To IVIaBHBbIN ITPOEKT,
KOTOprﬁ OH MO2KET HAlTOJIHUTb HHTE€PECHbIM
cojiepXKaHUeM, UTO CO3UIaHHe U TBOPUYECTBO
HAMHOTO MHTEpecHee, YeM MPOoCTo
norpebJ/eHue. YBepeHa, uTo HCKyCCTBO
criaceT Mup.

Es¢ppar barnarosuy Momobekos,
KaHAMIAaT neaaroruyeckux Hayk,
npogeccop Kagenpnl ncropun Kazaxcrana
H colHaJIbHBIX HAYK Kazaxckor
HalIHOHAJIbHOH aKaaeMHH HCKYCCTB

umenn T. K. JKyprenosa, npeiacenareJib
KasaxcraHnckor rujibIHH KPHTHKOB
uckyccersa (Asamarel, Kazaxcran)

Kakum Gyner HCKycCTBO ToC/Ie BBIXO/A
M3 9TOT0 KPU3HUCa, CBSI3AHHOTO

¢ mangemuei? Kakoi no/pKHa CTath
Tejlarorvka UCKycCTBa, TBOpUecKast
nejaroruka? Kakyto TpaBmMy HaHecs1a
naujieMust uckycery? Kartapeue —
KJIIOUEBOE TIOHSTHE B HCKYCCTBE.

Y yesioBeKa MaCCOBOH KYJLTYpPbl TOXKE
€CTb MOTPEeOHOCTb B KaTapcHce.

Ho kaTtapcuc nameHnuJicst B oHIaiH-
pexkume. OyeHb CJI0:KHO 3aCTaBUTD
yesIoBeKa MepeKUTh KaTapcuc, eCyii OH
CHJIMT Nepe/l MOHUTOPOM KOMIIbloTepa
WK «B TesiedpoHe », Ha X0y, B aBTooyce.
IT0 neppast cepbeaHasi TpaBMa, HaHeCeHHast
MCKYCCTBY BUPTYaJIbHBIM MHPOM.

To, uTo MbI cefluac nepexkuBaem, —

9TO pe3yJbTat JAPyrol AUCKYCCUH,
npoteieit Ha pyHexke 70—80-x rojos,
320YHOM JMCKYCCHH MEXKLY DJIBUHOM
Todpdaepom u [epGeprom MakiosHOM
O HOBBIX T€XHOJIOTHSIX, KOTOPbIE BEyT

K 9JIEKTPOHHBIM IEPEBHSIM H 3J1€KTPOHHBIM
KoTTemkaM. To, 4To Kasasoch Toraa
HeBEPOSITHBIM, HACTYIHJIO: Mbl cefiuac
JKUBEM B JIEKTPOHHBIX KOTTEI2KAX

B 2JIeKTpoHHO# iepeBHe. [Tosyunmoch

TO, 4TO HHPOPMAIIMOHHOE TIPOCTPAHCTBO
BU3yaJsIM3UPOBAJIOCh, HET TEKCTOB,
MCKYCCTBO MOTEPSI0 CyObEKTHOCTD,

a cyObeKT — 3T0 yesoBeK. YenoBek
McyesaeT U3 CaMoro MCKycceTBa,

B HEM BMECTO uesioBeKa — MOHSTHE,
abcrpakuys. [IponsBeieHnst HCKyccTBa
onpenmeunBatorest. [Iputiio yxke TpeTbe
MOKOJIEHHE CTYEHTOB, KOTOPOE HE UUTAeT,
nJioxo paboraet Haj TekctoM. HenaBHo

51 OblJT YIeHOM KlopH MexkayHapoaHo#
OJIUMTMHA/IBI MO aPT-MEHEIPKMEHTY.

K npumepy, Obl1 npeioxKeH MpoeKT HaHO-
Tearpa, hecTUBasb TPUALLATUMHHYTHbBIX
(1) ciekraksieit. Bee Halle clieHryeckoe
MCKYCCTBO CBeJIOCH K cKeTuy. Eciu Mbl
MOHIEM 110 3TOMY MyTH, TO KaK CMOKeM
uenbiTaTh Katapeuce? Ero ke vet. Cunratio,
4TO IVIaBHAS 11eJ1b 11€/1ar0OrMKH HCKYCCTBa

B [E€PHOJ MocJIe JIoKaayHa — oOpaulath
BHUMaHHe Ha OTHOLIEHHUS] MEXKIY JIIObMH.
Mup MeHsieTcst, OTHOLLCHHST MeXKLy
JIIOJIbMHU ocTatoTest B LeHtpe. Tosibko
yepe3 OTHOLLEHHUS JII0JIEH, MOKAa3aHHbBIX

B Pa3HbIX CUTYaLUsIX, Mbl MOXKeM 10OUTHCS
comepeXKUBaHUs1, KaTapcuca.

Acnsa Pycianosna Hypnyoaesa,
KaHIHAAT apXHTEKTYpbl Mexynapoaton
00pa30BaTeJIbHOH KOPIIOPAIHH
Kazaxckoli roJJoBHOH apXUTEKTYpPHO-
CTPOHTEJILHOH aKaJqeMHH

(Aumarel, Kasaxcran)

MHe xouercsi cKkazaTb 0 CBOEM
TMOJIO?KUTEIbHOM OIMbITE MAHIEMHH.
Moe HabJto1eH1Me TAKOBO: KpOME TOT0,
4TO 3TO YI0OHO — TOBOPHTH HA PACCTOSIHUN
0 MakeTHOM crocobe, Most IMCUHIIHHA
«Kommnosuius» naxe Bblurpadsa.

Mou nsiTh NPOLIEHTOB OTJIMYHUKOB
OCTaJIUCh. DTO BLICOKOOPraHM30BaHHbIE
JIMYHOCTH, KOTOpbIE Bcera OyayT
BOCIMPOU3BOJIUTH BLICOKHI pe3ysibTaT

B JII0OBIX yC0BUsIX. MHOrHE CTYIeHTbI
TaKKe 10Ka3aJjn OTJHUHbIE Pe3yJibTaThl
cBoell paboThl: CO3/1a/IM 3aMevaTesbHble
MakeThl (cM. puc. 2):



MHDOPMALIMOHHO-KOMMYHHKATHBHbIE
TEXHOJIOTHH JI/151 60Jiee KAUeCTBEHHOTI0
oObsicHeHust Mmatepuadia. Jlymaio, 4to nocJse
MaHJEMHUH Mbl ITepeiieM Ha HOBBIH, OoJiee
KAYeCTBEHHBIH YPOBEHb.

KysibTypa HHKy/ia He ucue3aeT, oHa
CBOPAYMBAaETCs, KAk MPOCTPAHCTBO U BPeMs,
MTPOXO/IMT CBOK HYJIEBOK 3Tarl, 3aHOBO
BO3POXK/IAETCs, YTOObI CKOHILEHTPHPOBATHCS
Ha Jpyrux acnekrax. Mul BepHemes
K TeM MPEeKPACHBIM COCTOSIHUSIM

Puc. 2. Matepuan w3 siexumn «Cpephueckoe OCMBICJIEHHs] HCKYCCTBA M MJIACTHUECKUX
KaK OCHOBA MPOCTPAHCTBA ITOHHMAHHST HA 3aHSITHAX (bOpM BbIpa>K€HHs1 MbICJ/IK, KOTOPbIE
KOMITIOSHLHH A1 RHSAHHEPOB. JEMOHCTPUPYET TOT NEPHUOJ, B KOTOPDIH Mbl
W3z apxusa A. P. Hypny6Gaesoii
BCe BJI0OJIEHbI (KJIaCCHYeCKOe HCKYCCTBO
$1 noBoJIbHA, TOTOMY UTO y MeHSI ¥ COBPEMEHHbIH MePHOJL), U TO, YTO Gy/eT
MOBBICHJIACh BO3MOKHOCTD HCITOJIb30BATh nocJie JIOKAayHa, OyzieT eule oorage.

Aunna Oaaduan

Kocran Kaposina ynnsepenrersl (Konseit, Onryerik Kapoosiuna, AKIL)

Anbmupa Haypsoaesa

Kypmanrasbl atbitarsl Kaszax yarTbik koncepatopusice! (Anmatbl, Kasakeran)

Huropa AxmenoBa

O36ekeran Pecriy6sikachl Thiibiv akanemusicbinbii Oneprany HHCTUTYThI (Tatikent, ©36ekcrat )

Akmapan Coiprak0aeBa

Ou-Papabu arbinnarsl Kasak yartoik ynusepenreti (Anmarnl, Kasakeran)

Kaobin XaabikoB

T. K. JKypreHos arbinjarsl Kazak yirtsik akajgemusicol (Anmarsi, Kazakerat)

Banepus Hepnmna

Kpr&lHFa?)bI ATbIHAAFbI KasaK YATTBIK KOHCEPBATOPHUSACHI (AJIM&]TIJI, KH3HKCTHH)

«"'YMAHUTAPJIbIK fbl/IbIMAAP KOHTEKCIHAEN KA3IPTI SAMAHFbl ©HEPAEI AJAM»
TAKbIPbIBbIHAAFbI CENTRAL ASIAN JOURNAL OF ART STUDIES XYPHAJ1bIHbIH
AOOHIEJIEK YCTEJI

Axgatna. 2021 xbinbl 13 cayipae T. K. }ypreHoB atbiHAaFbl Ka3aKTbiH, ¥ITTbIK 6HEP akaAeMUSAChIHbIH,
FbINIbIMU-pefaKuMsAIbIK 6enimi <Agam Kasipri ryMaHUTap/blK FblibiIMAaP KOHTEKCTIHAE» TaKblpblObIHAA
XanblKapanblK A6HreneK ycten yubimaactelpabl. eHrenek ycrenaid Maxkcatel — OpTtanbik A3us
eHepTaHy XypHanblHbIH XaHa 6acbiNbiMAAPbIHbIH 9ICTEMENIK XKaHEe TEOPUANbIK 6aFbITbIH
aHbIKTaUTbIH Macenenepai Tankbinay. JeHrenek ycrenre xanblkapanablk capanuwbinap AKLL-TaH

AHHa Onadwuna, ©36eKkcTaHHaH Huropa AxmeaoBa, TaTapctaHHaH Pay3a CyntaHoBa, cCOHAan-akK,
KasakctaHHaH Anbmupa Hayp36aeBa, Akmapan CoiprakbaeBa, Kabbin Xanbikos, Banepus Hegnvxa,
onus animxkaHoBa, Onbra batypuHa, dpat MOMOGEKOB KaTbICThbI.

Central Asian Journal of Art Studies Volume 6. Issue 2. 2021



166

Central Asian Journal of Art Studies Volume 6. Issue 2. 2021

TankpinaHFaH MiHAETTEPAIH, ilWiHAe GYKiN anemaeri naHaAeMua KaraanblHAaFbl eHepAiH peni MeH
KYMiH aHblKTay (AMepuKka meH OpTanblK A31s eHepi); eHepTaHy Tapuxbl MEH TEOPUACHI TYPFbICbIHAH
OHEep TYPJIEPIHIH XaHa KeKKMEKTEPI MEH TeHAEHUMANapbiH aiKbiHAAY, NaHAEMUS Ke3iHAe eHePAiH,
peaKuusicbl MeEH 6enimaenyiH nambiMaay, NaHAEMUS KaFdarblHAa eHep afdaMaapblH aKknapaTTtaHabipy
canacblHAafbl N1€YMETTIK XayanTblNbIKTbl 6aFanay; Kasipri 3aMaHfbl eHep npobeManapbiHbIH,
KBUHTACCEHUMACHI: 'yMaHUTap/blK canajafbl aHTPOMONOrUSASIbIK AUCKYPCTbI TYCiIHY, KOPKEMAIK
MacesneciHaeri negarorukanblK ToCIIAEPAI 3ePTTeY; KEHECTIK, ToyeCi3 ASCTYPJli XoHe 3amMaHaym
©eHepAi afaMHbIH KEPKEMAIK caHackl TpaHchopMaLmManaHybl KOHTEKCTIHAE CanbiCTbipManbl Tanaay;
OTKEH [9yipnepae ecKepycia KanfaH aHTPOMNOOrus, aTHOIOrUs NPoLEeCTEPIHAEr MaHapasblK CUHTE3 i
KannbliHa KeNTipy; MOAEHM Xa/blHbl @aHbIKTay MEH OHbl alaMHbIH, COMKECTINIMH KanbINTacTbIPyAblH,
MaHbl3bl Kypasbl peTiHAeri eTKeEHMeEH, 6YriHMEH oHe 6onallaKneH cabaKTacTblFbIH caKTay (*aHa
acneKTTe reHaepik XXaHe NOCTKOJIOHWaNAblK 3epTreynep Matepuangapbl HEri3iHAe); eHepre peakuns
dunocoduanbiK pedneKcusiHbiH 0ObEKTICI PETIHAE aHEe Ka3ipri 3aMaHHbIH, MHTENNEKTyanabl Ty1Fa
peTiHae KanbinTacybl (MUMECHC, KalloKaraTus, 3CTeTUKasbIK TOpOMe); eHepai caHaHblH, 0ObEKTIre
GarblTTanybl PeTiHAE FaHa EMEC, COHbIMEH KaTap, Kasipri 3aMaHfbl eHepAeri agaMHblH «<MapruHangbl»
KYWi peTiHAe, UHTEHLMOHaNAbUIbIKTbIH, KYPAENi XKYWECi PETiHAE aHbIKTay.

OHep aHTPOMNONOrMAChIHbIH TaKblpblObl LWEKCI3. [leHrenekK ycrtenae TaiKbllaHFaH o/ieMHIH HaKTbl
KepiHici Ken »afaanaa eHep aHTPOMNOAOrMAChl KOPCETKILLTEPIHIH TEOPUANbIK ascbiHAa. COHAbIKTaH,
ypHanablH 6ipHeLle caHbl Kasipri 3amMmaHfbl FyMaHUTap/blK AMCKYPCTbIH, anablHFbl KaTapblHAa TypFaH
Kenbip Macenenepai ilwiHapa weLy ywiH con Hemece 6acKa TaKblpblnKka 6afFbiTranagbl.

Tipek ce3gep: anam 60/IMbIChI, Ka3ipri 3aMaH eHepi, AMepuKa xaHe OpTanblK A31sa eHepi,
ryMaHuTapsiblK canagafbl aHTPOMONOrUANbIK AUCKYPC, KBUHTICCEHLMACHI Macesienepi, MoAeHN Kof,
NOCTKOJIOHWaNAbIK 3epTTeynep, eHepAiH KOMMYHUKATUBTI KbIBMETTepI, MUHTEHLMOHaNAbIIbIK,.

HAoanekceo3s ywiH: Onaduna, AHHa KaHe 6acKa. «“l[yMmaHUTapbIK FblIbIMAAP KOHTEKCIHAET Kasipri
3aMaHfbl eHepaeri agam” Takblpbl6GbiHAaFbl Central Asian Journal of Art Studies *ypHanbiHbIH,
neHrenek ycteni». Central Asian Journal of Art Studies, 1. 6, N2 2, 2021, ¢. 153-169.

DOI: 10.47940/cajas.v6i2.452.
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“THE HUMAN BEING IN CONTEMPORARY ART IN THE CONTEXT OF HUMANITARIAN
STUDIES” — A ROUND TABLE OF THE CENTRAL ASIAN JOURNAL OF ART STUDIES

Abstract. On April 13, 2021, the academic editorial department of the T. K. Zhurgenov Kazakh National
Academy of Arts organized an international round table on the topic “The human being in contemporary
art in the context of humanitarian studies”. The purpose of the round table was to discuss issues

that identified methodological and theoretical aspects for upcoming issues of the Central Asian Journal
of Art Studies. The round table was attended by international experts Anna Oldfield from the USA, Nigora
Akhmedova from Uzbekistan, Rauza Sultanova from Tatarstan, as well as Almira Naurzbayeva, Akmaral
Syrgakbayeva, Kabyl Khalykov, Valeriya Nedlina, Aliya Alimzhanova, Olga Baturina, Euphrate Mombekov,
and Asiya Nurdubayeva from Kazakhstan.

Among the issues discussed, were the definition of the role and state of art in the context of a world-
wide pandemic (specifically in the art of America and Central Asia); the identification of new horizons
concerning types of arts and trends in terms of the history and theory of art criticism; awareness
of the reaction and adaptation of art in the era of a pandemic; assessment of social responsiveness
in the field of informing people of the arts during a pandemic; research on pedagogical approaches
to the problem of art; comprehension of anthropological discourse in the humanitarian sphere;
the quintessence of problems of contemporary art; a comparative analysis of Soviet, independent
traditional, and contemporary art in the context of the transformation of human artistic consciousness;
restoration of interdisciplinary synthesis in the processes of anthropology and ethnology, which were
overlooked in past eras; definition of cultural memory and its role in preserving continuity among
the past, present and future as an important means of individual identity formation (and in a new aspect,
considering scholarship on gender and postcolonial studies); reaction to art as an object of philosophical
reflection as impacts the formation of the modern person as an intellectual person (mimesis, kalokagathia,
aesthetic education); definition of art as a complex system of intentionality, not only as the focus
of consciousness on the object, but also as going beyond the limits of consciousness; and the “marginal”
state of human being in contemporary art.

The theme of anthropology of art is limitless. The real actuality of the world discussed at the round
table is in many respects in the theoretical field of anthropology of art. Therefore, several issues
of the journal will focus on this or related topics in order to partially solve some of the issues that are
at the forefront of the discourse of modern humanities today.

Keywords: art in human existence, contemporary art, art of America and Central Asia, anthropological
discourse in the humanitarian sphere, anthropology of art, quintessence of problems of art, cultural
codes in art, traditional art, art and identity, art and ethnology, art and consciousness, art and postcolonial
studies, communicative functions of art, intentionality in art.

Cite: Oldfield, Anna, et al. ““The Human Being in Contemporary Art in the Context of Humanitarian
Studies’ — A Round Table of the Central Asian Journal of Art Studies.” Central Asian Journal of Art
Studies, vol. 6, no. 2, 2021, pp. 153-169. DOI: 10.47940/cajas.v6i2.452.

Central Asian Journal of Art Studies Volume 6. Issue 2. 2021



ABTOpaap Typasnbl MajlimeT:

CBepgeHust 06 aBTopax:

Authors’ bio:

Aunna Oaaduan — dusnocodus
nokropsl, Kocran Kaponuna
yHUBepCUTETi AFBUILIBIH TiJi
(hakynbTeTiHiH A01IeHTi
(Koneii, Onrycrik Kaponuna,

AKII)

Anbmupa bekeTkpbi3bl
Haypa6aeBa — dusiocodus
FbLJIBIMIAPBIHBIH JIOKTOPbI,
Kypmanrasbl atbiniarsl Kazak
V/TTBIK KOHCEPBATOPHUSICHI
QJICYMETTIK-TyMaHUTaPJIbIK
FblIbIMAP KadeapachiHbIH,
npoceccopbl

(Anmatbl, Kazakcran)

Huropa PaxumosHa AxmenoBa —
eHepTaHy JIOKTOpbl, O306eKcTaH
OHep aKaJeMHUsIChIHbIH aKaJeMHTi,
Os6ekcran Pecriybikach! Thiibim
aKaJIeMUSICbIHbIH OHepTaHy
UHCTUTYTbI OGeiiHesey eHepi

JKOHE COHJIIK-KOoJ1aHOas bl

eHep KadeipacbiHbiH 6ac

FBIJIBIMH KbI3METKepi

(Tamkent, ©36ekcran)

Akmapas CasliMKaHKbI3bl
ChiprakbaeBa — (usocodus
FBLITBIMIIA PBIHBIH JIOKTOPBI,
ou-Dapabu arbinnarsl Kazax
VATTHIK YHUBEPCHTET] (puiocodusi
KadeapacbHbIH TPodeccopbl
(Anmatnl, Kazakcran)

Anna Oapduan — oKTop
tuocoun, IOLEHT (hakysbTeTa
AHTHiicKoro fi3blKa yHHBEpCHTETA
Kocran Kaponuna (Konsei,
[Oxnas Kaposinna, CIA)

ORCID ID: 0000-0002-9461-2002
email: aoldfield @ coastal.edu

Aabmupa BekeroBHa
Haypsa6aesa — jiokTop
husocodekux Hayk, ipoceccop
Kaeipbl CoLHaNbHO-
rymaHuTapHbix Hayk Kazaxckoi
HaMOHAJBbHOH KOHCEPBATOPUH
umenu Kypmanrasbl

(Anmatsl, Kazaxcran)

ORCID ID: 0000-0002-4604-6835
email: naurzbaeva_a@mail.ru

Huropa Paxumosna Axmenosa —
JIOKTOP HCKYCCTBOBE/ICHHS,
akajileMuK AkaieMiu
XYZ02KeCTB ¥Y306eKHcTaHa,
[JIaBHbII HAay4YHbIH COTPYIHUK
oT/Ie1a U300 Pa3HTENILHOTO 1
JIEKOPATHBHO-[1PUKJIAJIHOTO
nckyccerBa Mueruryra
MCKYCCTBO3HAHUs AKajieMUH
nayk Pecriy6iinku Ya6ekucran
(TamkenT, ¥Ya6ekucran)

ORCID ID: 0000-0001-7379-0689
email: nigosya@mail.ru

Akmapan CanrMmKaHOBHA
Cobiprakb6aeBa — JIOKTOp
tunocohekux Hayk, podeccop
Kadenpbl pusocopun Kaszaxckoro
HalMOHAJILHOTO YHUBEPCUTETA
uMenn anb-Papadu

(Anmarbl, Kazaxcran)

ORCID ID: 0000-0001-8075-1418
email: syrgakbaeva@mail.ru

Anna Oldfield — PhD,
Associate Professor

and Coordinator of Literature
and Culture, English Faculty,
Coastal Carolina University
(Conway, South Carolina, USA)

Almira B. Naurzbayeva —
Doctor of Philosophical Sciences,
Professor, Department of Social
Sciences and Humanities,
Kurmangazy Kazakh National
Conservatory

(Almaty, Kazakhstan)

Nigora R. Akhmedova —

Doctor of Art History, Member
of the Uzbekistan Academy

of Arts, Chief Researcher,
Department of Fine Arts and
Decorative and Applied

Art, Institute of Art Studies,
Uzbekistan Academy of Sciences
(Tashkent, Uzbekistan)

Akmaral S. Syrgakbayeva —
Doctor of Philosophical Sciences,
Professor, Department

of Philosophy, Al-Farabi

Kazakh National University
(Almaty, Kazakhstan)



ABTOpnap Typasbl MaimeT:

CBepeHus 06 aBTOpax:

Authors’ bio:

Ka6bin 3amaH6eKy bl XaablKoB —
tbu10cODHs FBIIBLIMAAPBIHBIH,
nokropel, T. K. JKyprenos
aTbiHaarel Kasak yarThiK
aKajleMHsIChl clieHorpacus
KadepacbiHbIH TPOQeCccopbl,
Xasbikapasbik Konkopa
aKajleMHsICbIHbIH MyLIeci
(Anmarbl, KazakcraH)

Banepusi EpumoBna Hepnnna —
eHepTaHy KaHIHATbI,
Kypmanrasbl atbinaarsl Kazak
VJITTBIK KOHCEPBATOPHSIChI
My3blKaTaHy »oHe KOMITO3HLHS
KaepachbiHbIH JIOLEHTI
(Anmarsl, Kazaxcran)

Ka6bi1 3amaHGekoBUY

XaJIbIKOB — JIOKTOP PUIOCODCKUX
HayK, rpodeccop Kadeapbl
cuenorpadun Kaszaxckon
HalMOHAIBLHON aKaJeMHuK

nmenn T. K. )Kyprenosa, unen
MextyHapoIHO# aKajieMHn
Konkopn (Anmartsbr, Kazaxcran)

ORCID ID: 0000-0002-2515-6752
email: kabylkh@gmail.com

Banepusi EpumoHa Hegnimna —
KaHJMAT HCKYCCTBOBEIEHHUSI,
JIOLIEHT Kaepbl My3bIKOBEJIEHHsI
1 komnoaduuuu Kasaxckoit
HalMOHAJBLHON KOHCEPBATOPUH
uMmeHu Kypmanrasbl

(Anmatbl, Kazaxcran)

ORCID ID: 0000-0002-4200-5702
email: leranedlin@gmail.com

Kabyl Z. Khalykov — Doctor

of Philosophical Sciences,
Professor, Department

of Scenography, T. K. Zhurgenov
Kazakh National Academy of Arts,
Member of International Academy
Concord (Almaty, Kazakhstan)

Valeriya E. Nedlina — PhD in

Art History, Associate Professor,
Musicology and Composition
Department, Kurmangazy Kazakh
National Conservatory

(Almaty, Kazakhstan)



HemipaepuiH wbiry Kecreci:
Ne 1 — Haypwbiz

Ne 2 — Maycbim

Ne 3 — Keipkyiiek

Ne 4 — JKenrtokcau

Ipaduk BbIXONA HOMEPOB:
Ne I — Mapr

Ne 2 — Mionb

Ne 3 — Cenrsi6pb

Ne 4 — Jlexa6pb

Release schedule:

I[ssue No. I — March
Issue No. 2 — June

[ssue No. 3 — September

Issue No. 4 — December

Bacyra 29.06.2021 Kon Konbingbl. Miwimi 60x84 1/8. Svetocopy 80 r kaFa3bl. CaHabIK 6acbinbiM HP CM 6040.
Kapin Typi DS Franklin Gothic, Literaturnaya. bacna Ta6afbl 19,76.
TapanbiMbl 300 aaHa. Tancbipbic N2 20.

T. K. }ypreHoB Kas YOA 6acnaxaHacbliHAa 6acbingpl.
KasakcraH Pecny6nukacsl, Anmartsl K., 96iw Kekinbanynbl keweci, 133.

MoanucaHo B nevatb 29.06.2021. dopmat 60x84 1/8. bBymara Svetocopy 80 r. MNeuats Lindpposas HP CM 6040.
lapHuTypa DS Franklin Gothic, Literaturnaya. O6bem 19,76 ycn. n. N1. (YCNOBHbIX NeYaTHbIX INCTOB).
Tuparxk 300 ak3. 3aka3 N2 20.

OtneyataHo B Tunorpadpuun KasHAW um. T. K. XKypreHoBa
Pecny6nuka KasaxctaH, r. Anmatbl yn. Abuwa Keknnbbanynbl, 133.

Signed for printing on 29.06.2021. Format 60x84 1/8. Svetocopy paper 80 g. Printing Digital HP CM 6040.
Typeface DS Franklin Gothic, Literaturnaya. Volume 19.76 estimate printed sheets.
Circulation 300 copies. Order No. 20.

Printed in the T. K. Zhurgenov KazNAA printing house.
133 Abish Kekilbaiuly street, Aimaty, Republic of Kazakhstan



