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POLITICS OF
TOGETHERNESS
IN DANCE: THE
AFFECTIVE
PERSISTENCE
OF SOMATIC
COLLECTIVITY
UNDER POST-
it FORDISM

ART STUDIES

Noyale Colin'
! University of Winchester (Winchester, UK)

Abstract. The last decade of scholarship in dance has produced a number of literary contributions
which account for the need to theorize the radical potential of dance as a site for political activism
in the context of global social and economic crises. As a practitioner, teacher and theorist in dance
and performance, working in a UK university, | am interested in exploring the potential of somatics
to resist a seemingly utilitarian incorporation of somatic principles into the agenda of neo-liberalism
under post-Fordist conditions. This research has been informed by my previous theorization of collaborative
performance practices from a range of interdisciplinary perspectives including philosophical, political
and performative. In this article, | refer to somatics as an umbrella term to discuss practices related
to the dance field including protests, walks, flashmobs and choreographic explorations of performative
participation. While these practices might not be widely recognized as somatic practices, | argue that all
operate at a somatic level and point to an ever-shifting relationship between the individual, the collective
and the social environment. | reflect on a number of theoretical ideas pertaining to the relations between
the development of somatics and the intensification of cultural capitalism in contemporary western
society. In doing so, | aim to theorize somatics as critical and political practices of collective forms
of being and working together. Drawing on instances of collective embodiment, | argue for the politicization
of somatic practices as it relates to ideas of affect, ethics and time. | suggest that embodied expressions
of collectivity as politicized somatics can develop valid tactics to counter what | observe to be a mimetic
phenomenon between dance practices and capitalism. A situation that has been only exacerbated
by the Covid 19 pandemic. | propose the concept of somatic collectivity as a way to describe the critical
potential of collective embodiment found in dance and its expanded field of practices.

Keywords: somatics, collectivity, togetherness, ethics, affect, post-Fordism.
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Introduction

f at the beginning of the new millennium,
togetherness was observed as a problem
of global proportions (Massumi 88), almost
twenty years later — in the midst of growing
international social polarization —
the challenge that this phenomenon offers
for rethinking and re-experiencing
the individual and the collective has become
even more manifest. Local and international
developments with regards to environment,
technology and migration have informed
a politics of togetherness whereby collective
and individual socially engaged actions
have become vital to reassess the ways
we breathe, communicate and move.
Recently, dance has been at the forefront
of this reassessment of the public sphere.
[t is evident in the expansion of the field
of dance and politics (Kolb; Cveji¢ and
Vujanovic; Kowal et al.). Similarly, somatic
discourses including those that intersect
with dance practices have also been
foregrounding the critical potential
of bodily knowledge and practice
in the face of neo-liberalism (Ginot;
Firth; Fortin). Neo-liberalism refers here
to a political regime that has dominated
western economy for over three decades.
[t promotes individual entrepreneurship
and skills, free market and free trade.
Neo-liberal logics challenge the production
of culture in society as its policies aim
at privatizing public services into
commercial ventures including in the fields
of education, health and social care,
and the arts. Moreover, in the context
of post-Fordism, working practices
emerged during the shiit from the
production of goods to the production
of information and services. In this new
economy, artists have become the role
model for contemporary workers described
as multiskilled, flexible and resilient
(Kunst). In these terms, dancers represent
‘ideal’ creative subjects. However,
the political economy of the dancing body,
subsumed into the global forces

of the market, can also be seen as being
exploited by post-Fordist capitalism.
For Kowal et al., dancers ‘are disciplined,
self-controlled’, and become ‘expert
in self-promotion to avoid the risk of
precarity that is the downside of the
loosening of social bonds in times when
global markets replace nation-states and
their systems of social security’ (12).
The tension between the blurring
of artistic strategies into contemporary
life and labour and a resistance to neo-
liberal agendas informs the discourses
that traverse the field and practice of dance
including its education, training, and its
places and modes of production.
For example, the eclectic aspect
of technical styles and skills requested
by the industry reflects the nature
of the neo-liberal worker as multiskilled
and flexible. While the conditions of dance
production and education are increasingly
formatted by market forces (as seen
in increases of short-term project-based
creative processes, freelance remuneration
for creative workers and consumerist
universities), one of the consequences
of this regime for embodied practices —
including dance and somatics —
is the undermining of the concept
of community and collectivity by the
accentuation of self-individuality.

In the field of somatics, parallel to these
developments, a shift of focus from
the internal process of self-awareness
to the external processes of social
awareness has been observed. Kirsty
Alexander and Thomas Kampe, as editors
of a recent special issue for this journal,
explored the ways in which ‘the processes
of undoing existing patterns’ and creating
new ones in somatic practices ‘can be
extended beyond the body of the individual
to the body politics or the social body’
(3). In the following issue, Sylvie Fortin
theorizes the notion of social somatics
as one of the pathways of somatic practices
which counter balances its inward-looking
aspect. Fortin describes social somatics
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as a call from somatics educators in the
1990s for ‘an expansion of awareness, from
the internal to the external, from the self

to society’ (146). As examples of social
somatic practices, she discusses a range

of action-research projects addressing
issues on eating disorders and depression
and focused on working with specific
community groups. Drawing on the work
of somatic practitioner and theorist Isabelle
Ginot, Fortin observes the need to adapt
somatics approaches such as Feldenkrais
to the need of marginalized groups with
diverse socio-economic and cultural
backgrounds. She defines these practices
as ‘politicised somatics’ capable of reuniting
‘a focus on oneself and on others’ (Fortin
148). This argument resonates with Ginot’s
reminder that somatics can represent,

‘an “alternative”, even subversive
discourse’ in relation to culturally
dominant understanding and practices

of the body (18).

Methods

This research has been informed by my
previous theorization of collaborative
performance practices from a range

of interdisciplinary perspectives including
philosophical, political and performative.

[ have previously examined how the

critical potential of cooperative processes
of creative practices might be assessed
with consideration of the scope for such
strategies to be adapted towards utilitarian
and profitable purposes by the institutional
order (Colin and Sachsenmaier). [ propose
to focus here on the notion of collectivity,
collectivus (to collect, to gather)

in the light of the recent application

of the notion of the common in academic
dance and performance discourse (Cveji¢
and Vujanovic; Laermans; Lepecki; Burt).
In this writing I refer to somatics as an
umbrella term, which encompass practices
that might not be recognized as somatic
practices but which, [ argue, all operate

at a somatic level and point to an ever-

shifting relationship between the individual,
the collective and the social environment.
While Fortin’s ‘social somatics’ refers

to the work of somatic educators working
in the community, [ want to extend

this concept to the idea of embodied
collectivity as manifested in the expanded
fields of dance and social choreography
including protests, walks, flashmobs

and choreographic explorations

of performative participation.

Examining the underlying ideology
around the production of the contemporary
body is crucial for the continuing
development of alternative discourses
on the practice of the body. This research
is particularly pertinent against the backdrop
of current on-going international crises
including in relation to health, race,
migration and the environment.

In the United Kingdom, a growing
awareness of the need for solidarity,

and development of a politics

of belonging based on altruism, empathy
and connectivity had been already widely
argued within social commentary

in the aftermath of the 2016 Brexit
referendum (Monbiot; Klein). Today’s
catastrophic global pandemic wrought

by COVID 19 complicates our understanding
and practice of togetherness. In this article,
[ consider the affective value of somatics

as creative and social practices capable

of fostering change.

[ begin by problematizing
the relationship between affect
and embodiment in the context of post-
Fordist society. Examining discourses
on affect, [ discuss the ways in which
the intensification of self-responsibility
for innovation and well-being in post-
Fordism reveals the use of somatic
strategies by neo-liberal agendas
concerned with resilience to the anxiety
created by capitalism. The second part
of the article draws on the notion of ethics
and the concept of enjoyment to explore
the conditions for the development
of an ethics of engagement in affective



practice of embodiment. I argue that within
a post-Fordist context, there remains scope
to re-orient affective practices towards
the development of a somatic and ethical
‘responsiveness’, which might in turn allow
for the formation of an alternative model
of political relations.

This article is intended as a theorization
of the concept of somatic collectivity
and it is beyond its scope to offer extended
ideas of practice. Nonetheless, [ examine
specific aspects of collective bodily practices
— such as affective and temporal qualities
— in order to illustrate another potential
direction towards politicizing our thinking
about somatics. I point to the ways these
social somatics — based on improvisational
principles such as flocking, walking, scoring
and task-based performance and public
interventions — can be understood
as radical social practices that persistently
rehearse alternative forms of collective
embodiment. If framed as a social
dispositive of the service economy —
and one that does not only reflect this
economy (Harvie 61) — these practices are
capable of performing a critical resistance.

Results

The intensification of cultural capitalism
The term ‘cultural capitalism’ refers

to the application of a capitalist logic

of consumerism and profit to cultural

and arts activities; and the sale of attitudes
or lifestyles (Zizek). This application has
promoted the notion of creativity

as a central force of the market economy.
The new context facing us is a politics that
has elevated the post-Fordian principle

of creativity as a rule of society at a time

of cuts to public funding. As Andreas
Reckwitz observes, ‘the tension between
an anti-institutional desire for creativity
and the institutionalized demand

for creativity’ (The Invention of Creativity:
Modern Society and the Culture

of the New) has now reached a peak.
Workers are responsible for a continual

production of innovation. Creative industries
are at the centre of an ‘innovation economy’
that promotes an ideal of creativity where
economic and personal growth conflate.

Dance theorist Gabrielle Klein (1)
highlights the ways in which contemporary
forms of political participation differ
from those of 1970s social movements.

[T previous artistic initiatives supporting
civil protest were focused on human rights
(including the politics of gender, ethnicity
and warfare), Klein argues that current
protest movements (demonstrations,
flashmobs and some participative
choreographic projects) are reacting against
the corruption and the management

of politics itsell. Klein argues, ‘in their
creative practice, political acting does not
exclusively take place as a resistance

to, but also as part of the post-Fordian
regime of creativity’ (197). The implication
for somatic practices and its ethical

value is significant. As Emilyn Claid
highlighted at the Dance and Somatic
Conference in 2015, somatic informed
dance practices value an ‘Ethics

of Otherness’ whereby exchanges

between practitioners might be experienced
as unknown and ‘as something creatively
uncertain and logically impossible’.

This process, Claid argues, ‘interrupts’

the production process of the dance market
(117—26). Yet it remains necessary

to examine the extent of this interruption
within the current advanced phase

of neo-liberalism and how somatic practices
in dance can establish their value within
and beyond the multiplicity of techniques
offered in vocational training.

From the perspective of media theory,
the philosopher Franco ‘Bifo’ Berardi offers
a thought-provoking statement about
the notion of disruption and its relevance
to contemporary politics including
the ones unfolding during the Coronavirus
pandemic. He holds that:

we call disruption a break
in the circulation of information,
and in the circulation of power.
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In the modern industrial age [...]
disruption could be easily turned
into revolution and revolution
brought about change in social
relations, the creation of a new form
of the social environment and so on.
Now we are facing the opposite
effect. [...] Instead of resulting
in revolution, disruption is resulting
in the consolidation of power (31).
In the context of public dance
interventions, unexpected or sudden
movements of groups of people working
together can have an unsettling effect
on established control. But the ways
in which capitalism has embraced
ephemerality as the ultimate quality
of cultural production might undermine
the effect of this disruption. For as
the anthropologist and geographer
David Harvey argued towards the end
of the twentieth century, ‘the relatively
stable aesthetic of Fordist modernity has
given way to all the ferment, instability,
and fleeting qualities of a postmodern
aesthetic that celebrates difference,
ephemerality, spectacle, fashion
and the commodification of cultural
form’ (156). The efficacy of ephemerality
to operate as a rupture, a break,
an interruption to the static of over-
determined structures of the everyday
needs to be critically re-assessed under
such conditions.
For people working in somatics
and dance this raises questions about our
time together. How do we resist a fast,
fragmented, interrupted sense of time
in our coming together in the studio,
onstage, in the streets and on screens?
How do we question the flickering duration
of our practice together? How do these
decisions impact on the heightened crisis
of belonging whereby privilege afforded
to some bodies increases the risks
that burden others? These questions
are bound to the economy of production
of artistic labour (including, e.g., project-
based conditions, freelance contracts

and networking pressures) that informs
creative and logistical decision-making
processes in dance. Equally, there are
related questions concerning the degree
of autonomy underlying pedagogical
approaches (including training

and techniques in dance). As Randy Martin
warns us, togetherness in the context

of a politics of precarity will position the
‘need to dance between a ceiling of debt
that has become punitive, and a floor

of forgiveness that does not interrogate
what we want to be liable for’ (11).

The precarity of the dancers’ work has
been recognized by Equity, the United
Kingdom’s trade union for creative
practitioners, which recently formed

a dance committee to defend the interests
of independent dance practitioners faced
with challenging labour conditions.
Equity found increasing anxiety amongst
dancers due to a lack of contracts, low pay,
unfunded projects and unsafe conditions
(“Dance Committee”). This situation has
also been exacerbated by the Covid 19
pandemic.

Affective practices under post-Fordism
[f examining the politics of time

in relation to social somatics reveals

an intertwinement of bodily practices
with current political systems, another
driving force of this mimetic process

in post-Fordist society is the capitalization
of affects by neo-liberal agendas. Post-
Fordist working practices in the fields

of information and digital communication
have been described by a number

of scholars to be constituted of intangible
sources such as intellectual, creative

and social skills and the affective services
(Lazzarato; Negri and Hardt). These
services are based upon the exploitation
of the bodily capacity to affect and be
affected or, in other words, upon

the lucrative utilization of the ways

in which bodies are able to act, to engage
and to connect (Massumi). At the same
time, this phenomenon has been



extensively theorized and criticized

within academia by what has been called

‘the affective turn’ (Clough and Halley).
From a historical perspective, we can

note that a re-emergence of affect theory

in western philosophy coincides with

the development of somatic movement

practices in the 1970s and an emphasis

on ‘body—mind thinking” in dance training

(Eddy 7). The somatic viewpoint refutes

the Cartesian mind—body separation

and foreground. The notion of affect

is paramount to the establishment

of a different relationship between the mind

and body. Indeed, affects are based on

bodily experiences that account for changes

in the body, which include the mind.
Affective workers, including dancers

and performers and somatic practitioners,

are modelled according to the flexibility

of the market because the flexible,

autonomous, self-reliant and disciplined

aspect of capitalist labour inscribes itself

into our bodies. Flexibility is one of the main

characteristics that differentiate post-

Fordist from Fordist methods of production

(or the mass society of Fordism from

the flexible socio-economic organization

of post-Fordism). Furthermore,

the affective turn is linked to a wider

political context whereby the state uses

discourses of affect to produce resilient

individuals capable of managing

the uncertainty pertaining to the current

era of neo-liberal globalization. Under

post-Fordism, the nature of affect has

changed. While Fordism was characterized

by the boredom of the mechanization

of our relations in the first part

of the twentieth century, the anxiety

created by the precarious nature of our

contemporary existence represents

the dominant affect in the post-Fordist

era. The World Health Organization (51)

projects that depression will be the primary

cause of burden of disease in 2030.

This trend is reflected in UK universities

where the number of students withdrawing

from their studies due to mental health

issues has trebled over the last decade
(Marsh). Berardi argues that the speed

of information flows, combined with

the fragmentation of life, leads to a constant
bodily excitation without release, which
marks the presence of the body in society
in an aggressive way. He observes that

the repressed and denied energy — created
by economic exploitation and virtual
communication in the last two decades —
‘is coming back as aggressive energy

(37). The cuts to public funding in the UK
pre-Covid era led to a cultural sector being
awarded the role of supporting society’s
social needs. A number of policies have
pointed to that function. For example,

in 2018 the then Culture Secretary, Matt
Hancock announced a Social Prescribing
Scheme whereby doctors are able to refer
patients to arts and social activities such
as dance classes, art therapy or gardening
sessions for health reason. Hancock
introduced the scheme as a way to ‘help
save money for the NHS and social care
system by using artistic and social activities
in order to ‘help meet major challenges
facing health and social care — ageing,
loneliness, mental health, and other long-
term conditions’ (“Social Prescribing
Speech”).

In this context Somatics could be seen
to be assimilated to a system of market
value which leads to an instrumentalization
of its practice. For example, Joanna Cook
in her investigation of the role
of mindfulness in public policy accounts
for its practice as a neo-liberal tool.

She argues that:

+ mindfulness not only aligns

with neoliberalism, but it also
provides the motor for it: learning
practices of emotional regulation
and reflexive awareness
‘responsibilizes’ practitioners,
who are simultaneously ‘resilient’
enough to remain unaffected
by the emotional and psychological
effects of neoliberal uncertainty
and individualism (Cook 148).
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Similarly, in her examination of somatic
pedagogies, Rhiannon Firth points
to examples in education where emotional
literacy and well-being are being measured
to identify vulnerable subjects while
academic subjects are being developed
to promote resilience and flexibility. Firth
also observes that the focus on Well-being
in the UK research agenda is linked
to promoting ‘willingness/ability to work,
meeting corporate interest and the desire
to reduce welfare expenditures’ (125).
Moreover, the rhetoric around ideas
of ‘well-being’, emotional support
and self-help has gained increasing
currency in mainstream education
and in popular culture. Klein observes,

‘in liquid modernity|...] more and more

of dance — is being called on to find
solutions for the damage done to the social’
(206). The main argument concerning
the neo-liberal appropriation of discourses
of affect is that it leads to individualist

and depoliticized behaviours,

or individualized care for the self,
supporting entrepreneurial capital
(Brannelly et al.). This discourse on neo-
liberal self-care theorizes subjectification
and self-governance under post-Fordism
and denounces the ways in which individual
responsibility for ‘well-being’” may deflect
attention from a wider socio-economic
dimension. ‘Any viable resistance to state
structurations of affect’, Firth argues,
‘needs to critically reveal existing
structures of affect, and resist these
through a reconceived understanding

and the creation of new affects

at an embodied level’ (122). If affects
foreground an embodied subjectivity,
what would be the nature of an embodied
practice capable of resisting the affective
discourses under neo-liberalism?

The benefit of somatics as a peripheral
practice to dance training has achieved
widespread recognition amongst dance
students in the United Kingdom. Students
value its practice as an assurance for health
or as preparatory to the technique class

and performance. However, learners are
generally less likely to refer to its social
dimension, let alone its potential value

as a political tool. While dance students
might, through practice, experience

an enhanced sense of connection with
others or an increased sense of openness,
there remains a risk that the practice is still
frequently experienced by students as what
is more fundamentally an individualized
experience. In the discussion part

of the article below, I aim to foreground
the relational aspect of somatics

in order to demonstrate its potential

for an alternative experience of political
responsibility to the dominant seli-care
model. According to recent critical
examinations of the role of somatics

in contemporary society, the appropriation
and subjectivism of these practices

by neo-liberalism is not total (Firth;
Kinnamon; Cook). Collective relations
embrace different forms of contemporary
responsibility which intersect with neo-
liberal logics of seli-responsibility

and self-care but which can also be
shaped by interpersonal responsibility
and obligation. From an ethnographic
perspective, Cook points out that there

is still scope ‘to explore the practices

of people who recognize collective

and structural causes of suffering

at the same time as seeking practices

of subjectification for improving wellbeing’
(149). It is with this wider understanding
of contemporary responsibility that I examine
the conditions for the development

of an ethics of engagement in affective
practice of embodiment. [ refer below

to three aspects of the politics of somatic
collectivity, which I argue account

for a resistance to a contemporary
aesthetics of individualism.

Discussion
The first aspect is bound to a specific

practice of time in collective movement-
based improvisation — as found in many



somatic classes but also public
interventions — which involves

the synchronization of participants’
duration as an alternative to unison
practice. [ want to link this capacity

of synchronization with the idea of social
participation — as an instance of practices
of the collective ‘we’. Synchronization
does not point here to perfect uniformity
but rather to an attention to difference

of rhythms from which synchronized
patterns can form but remain transitory.
This “flocking” aspect of embodied
collectivity can be seen as a kind of
participation which is bound to specific
somatic understandings of attention.

For example, ‘thinking in movement’

in improvisation develops an embodied
‘interactional’” mind that points

to this ‘attentional practice’ (De Spain
167). [ have argued elsewhere (Colin)
that the distribution of attention

and presence in movement improvisation
can be understood as a collective
thinking which embraces the temporal
indeterminacy of our multiple selves

and thus intensifies the process

of ‘becoming plural’” inherent to what

[ am referring here as a somatic embodied
collectivity. While this process might be
experienced in a number of improvisation-
based dance practices such as Contact
Improvisation or Skinner Release
Technique, I suggest that the skills
developed during such practices can be
oriented towards a political production

of attention. Embodied collectivity

in the context of artistic cooperation

and ‘communing’ can be found

in the expanded form of dance as social
choreographies. Defined as non-
normative relational assemblage, these
choreographies have been interpreted
within the field of dance as offering

a new model of social relations whereby
political participation and civil protest can
intersect. (Sabish; Cveji¢ and Vujanovic;
Klein) Klein’s analysis of German-based

collective LIGNA’s performance Radioballet

is a good example of this political potential
of social choreographies as public
interventions. Set in Hamburg’s main
train station the piece is read as a protest
against the privatization of German
railway station space. Klein examines
how the performance generates
a production of attention through
the choreography of bodies, movement
and costumes.

The notion of social choreography
is useful for thinking about a public
‘choreographic’ practising of collectivity
as a way to rehearse an alternative
community. Following Jean-Luc Nancy,
Rudi Laermans argues that collective
creation can be seen to be a significant
manifestation of the crucial aim of politics
for ‘achieving the common’ (Moving
Together: Making and Theorizing
Contemporary Dance). A recent rise
in the use of the term ‘choreography’
beyond the field of dance and performance
points to the procedural functions
of choreography as a regulator
of processes including the scientific,
political and artistic (Hewitt; Cvejic
& Vujanovic; Klein; Klién). Although
in dance research the meaning
of the term ‘social choreography’ has
had varied interpretations, a theoretical
model was provided by Andrew Hewitt
(Social Choreography: Ideology as
Performance in Dance and Everyday
Movement)in his book Social
Choreography: Ideology as Performance
in Dance and Everyday Movement.
At the heart of Hewitt’s theory is the idea
that the connection between choreography

and the social is based on how the aesthetic

is bound to the social order itself.

He considers ‘dance as the production

and presentation of social order; and dance
as the articulation and disposition

of bodies at work and play’ (19). Cvejic
and Vujanovic’s analysis of Hewitt’s theory
emphasized on the conditions for social
choreography to disrupt its normative
function — exemplified by historical mass
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dancing! — towards a more critical model
of performance. For choreographer Michael
Klién ‘Social Choreography permeates

the tightly knit fabric of socialization,

for other potential realities to be sensed
and experienced, and for new relational
fields amongst human and non-human

to be forged’ (5). Notwithstanding

the normative aspect of dance,

as a performative self-organization

of bodies in time and space, social
choreographies can allow for the reclamation
of the public space but it also points

to an idea of community that does not
define itself in something shared prior

to its establishment — but rather
something defined in the action

of continuously practising its understanding
of the ‘we’. As such, practising collectivity
might be understood as a self-organizing
embodiment of a coming together;

but a coming together that does not impose
its own rhythms or seek to implement

its own laws. Instead it uncovers
‘underlying social relations and patterns’
(Klién 5). While I further discuss below
some examples of this practice mainly

from the last decade, many examples

of these choreographies of the social have
emerged from the recent context of social
distancing and face masks wearing during
the pandemic when personal, public

and private spaces were constantly having
to be negotiated to forge new ways

of relating to each other in both physical
and virtual spaces.

Affective persistence

My argument for the relevance of somatic
collectivity in the face of neo-liberal

forces is based on the understanding

of the importance of a persistence

of its practice. If we return to the politics
of time in post-Fordism and its emphasis
on state of impermanency or temporariness,
somatic collectivity can offer a resistance
to the dominant fleeting qualities

of contemporary life by the persistence

of its relational repetition. The persistence

of embodied somatic practice is understood
as a repeated ‘insistence on going against
the flow’, to borrow from Sara Ahmed’s
feminist metaphor of wilfulness as
creativity. Ahmed (“Feminist Killjoy

(And other Willful Subjects)”) advocates

a ‘wilful politics” as a collective politics:
‘wilfulness is a collecting together,

of those struggling for a different ground
for existence’. The persistence of somatic
collectivity offers ways to continuously
reformulate and re-invent different grounds
for existence by developing wilful practices
of attention together. Persisting is a quality
of dance practices which adopt an ‘ethics
of keeping it going’ to develop anarchic
forms of social organization (Burt 172).

Enjoyment and ethical agility

While Ahmed (“Feminist Killjoy (And other
Willful Subjects)”) positively refers to wilful
subjects as ‘killjoys’, I suggest we can
extend Ahmed’s idea to examine enjoyment
as another condition for the criticality

of somatic collectivity. Eikels argues

that ‘the pleasure in performing that which
is easy’ offers a political orientation
‘towards performative equality’ (17).
Practising a democratic collectivity,

in these terms, is about ‘performing things
that everybody can do’ because ‘the easy
does not need a leader’ (17).

Re-assessing pleasurable practice
through the notion of enjoyment in somatic
collectivity offers interesting terrain from
which to consider the excess of creativity
under post-Fordist production, because
it points to a process irreducible to neo-
liberal commodification. Alfred North
Whitehead proposes an economy of
enjoyment whereby the private emotion
of enjoyment must be coupled with a
public concern. Each occasion of practice
becomes “an activity of concern” [...] with

! The authors offer a comparative analysis
of Rudolph Laban’s “choric consecreation play”
and the mass celebration performed by the youth
parade in Titto’s postwar Yugoslavia.




things that in their own essence lie beyond
it’ (167). Concern for practising collectivity
is in itself a kind of enjoyment. For Steven
Shaviro, Whitehead’s notions of concerns
and enjoyment ‘are so closely connected
because they are both movements,
(or pulsations) of emotion’ (250). As such,
responsibility in somatic collective relations
can be understood as entailing a persisting
movement between public concerns
and self-enjoyment. Grasping these
‘in and out” movements is part of the agility
developed through attentional practices.

Moreover, in the context of dance,
the egalitarian aspect of Eikels’ practising
of the easy, combined with the affective
persistence of synchronization of bodies
in somatic collectivity, might be paralleled
with the emancipatory potential
of a new virtuosity. Burt (Ungoverning
Dance: Contemporary European Theatre
Dance and the Commons)argues that
rather than displaying conventionally
marketed technical skills, contemporary
choreographers may draw on alternative
kinds of dance knowledge and performance
experience that resist commodification.
For Burt, ‘Rethinking virtuosity in dance
means recognizing the potential value
of virtue as a quality arising from dance
practice’ (62—63).

Examples of instructions and scores
for group practice or group versions
of solo movement exploration have become
more widely available in the last decade
(everybody’s performance scores —
www.everybodystoolbox.net/ and Nobody’s
Business — www.nobodysbusiness.
wordpress.com). The dissemination
of this collective research offers a range
of task-based explorations of elaborated
forms of the exercise ‘Follow the Leader’
whereby the embodied activities
of following, leading and observing are
questioned in practice. A good example
of performance of this collective process is
the group solo performance Togethering
(Togethering: a Group Solo)by French
choreographer Alice Chauchat where dance

is presented as a social activity or ‘a means
and an end to togetherness’ (Togethering:
a Group Solo). In this piece which was
performed at The Politics of Collaboration
European Currents research event
at Middlesex University in September 2016,
a somatic collectivity is explored through
the use of scores and poems. A deck
of cards offers starting points
for improvisation and performance.
Amongst other propositions, the idea
of companionship is presented as following:
+ you keep your dance company
your dance keeps you company
your dance keeps other people
company
you keep their dance company.
(Chauchat)
Composing the attention of the self
(for both the performer and the audience
members) is a spatio-temporal process.
The time and space of the performance
is proposed as a reality to experience
‘here and now’ while offering strategies
to envisage other occasions of coming-
together. As Chauchat explains, ‘it is
an invitation to address those occasions
as experiments that are each time
re-formulated and that we invent
together’ (Togethering: a Group Solo).
Distributing the self through negotiating
the inherent division of attention in somatic
practices develops an ethical agility
or a responsiveness, which I argue is
necessary for resistance. It is through
the practice of this collectivity that I am
able to synchronize my doing, thinking
and feeling with others. A more recent
example of this practice can be found
in the spreading of the viral dance challenge
Jerusalema, a South African Afrobeats
music with an accompanying dance
inspired by the Africanised electric slide
which spread on social media at one
of the worth moment of the Covid
pandemic in early part of 2020. Described
as a counter-contagion, the video offered
a way for people to come together
and synchronised their solidarity
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to a hopeful future. Police departments in
Africa to priests in Europe posted their own
Jerusalema dance videos which repeated
and adapted the initial choreography.
Reflecting on the impact of this social
media dance, scholar Ananya Jahanara
Kablr beautifully stated that:

This gift to the world is the secret

of moving collectively. Not in cookie-

cutter unison but through individual
response to poly-rhythmic Africanist
aesthetic principles that are held
together by a master-structure.
Dancing in this way is resistance,
incorporating kinetic and rhythmic
principles that circulated initially
around the Atlantic rim (including
the Americas, Europe,

the Caribbean and Africa).

[t connects and revitalises

by enacting an embodied memory

of resistance to enslavement (Kabir).

As a social choreography, the Jerusalema
dance challenge is an example of somatic
collectivity. Practising collectivity
through synchronizing our time
and duration together is bound
to an ethics of engagement which
[ suggest can be located in the seli-
enjoyment of this practice in concerns
with others. We can think of critical
practices which continuously re-assess

an awareness of the underlying ideology
around the production of bodies. We can
also think of practices which aim to re-
experience the individual and the collective
by persisting in asking the question

that American post-modern choreographer
Steve Paxton raised in the context of another
historical crisis ‘what can a body do

to be safe’ (17).

Conclusion

While [ began these reflections

on somatic practices by highlighting crises
of togetherness in post-Fordism, it is now
clearer that the political significance

of these practices resides in their
ambivalent relationship with neo-
liberalism. On the one hand, the constant
need of late capitalism to find new sources
to validate its development contributes

to an appropriation of somatics by neo-
liberal agendas. In turn, this may result

in the fragmentation of collaborative
endeavours into individual intentions.
Conversely, when these practices are
distinguished from a mainstream self-
care culture, the persistence of somatic
collectivity might offer scope — from

an embodied and political perspective —
for resistance to the commodification

of affects under post-Fordism.
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Hoiisnu Koaun

Bunuecrep ynusepcureti (Bunuecrep, YabiGpuranus)

BUAETI BIP/ITY CAAICATbI: NOCT®OPAN3M XAFAANUbIHAAFbI COMATUKAIbIK
YXbIMAACTbIKTbIH AO®PEKTUBTI TYPAKTbI/IbIFbI

AHgaTna. bu eHepi canacbiHAaFbl COHFbI OH XblIAAFbl 3epTTeynep XahaHablK, 9/1€YMETTIK XKaHe
3KOHOMMWKaNbIK AaFAapbiCTap KOHTEKCTIHAE CasiCu KbISBMETTIH, TyFblpHamachl peTiHae 6uaiH Tyéerenni
aneyeTiH Teopuanay KaXeTTiNiriH ketepeTiH 6ipkatap eHoeKTepaiH Nanga 6onybiHa akenai. ABTop
OpUTaHAbIK YHUBEPCUTETTE KYMbIC iCTEMTIH MPAKTUK, OKbITYLLbI }XoHe 61 MeH nepdoMaHC TEOPETU I
peTiHae NocTPOopPAN3M KaFganblHAa COMaTUKabIK NPUHLMNTEPAI HEONMOEPaTU3M KOHTEKCTIHE
YTUAUTaPIbIK EHTri3yre Kapchbl TYypy MakcaTbiHAa COMaTUKa MYMKIHAIKTEPIH 3epTTeyre Kbi3blFyLbIbIK
TaHbITagbl. Byn 3epTTey Makana aBTOPbIHbIH, 9PTYPAi NoHapasbIK, OHbIH, iWiHAe GUnocodUanbIK,
CasiCu }oHe NepPCrneKTUBTIK Ke3KapacTapMeH GipIeCKEH an/iblHFbl YKYMbIC TOXKipUOECiHIH,
TEOPUSANbIK HEri3aeMeci HerizdiHae KypbliFaH. Makanaga comaTnka 3aMaHayn 6u eHepiHe KaTbICTbl
ToXipnbenepai Tankbliayra UTepMeney YLiH XKui KongaHbliaTblH TEPMUH PETIHAE KbISMET eTefi,
COHbIH, illiHAE Hapa3blnbiKTap, 61 cepyenaepi, dnewimobTap xaHe NnepdopMaTUBTI KaTbICyAblH,
xopeorpaduanblk 3eptreynepi. byn Texipnbenep coMmaTnKasnblK ToXKipnbe peTiHae KEHIHEH
KabblngaHb6aca fa, CoMaTUKanblK AEHIENE SPEKET ETEMI XKOHE KEKEe aflaM, KOFaM XKaHe aNeyMeTTIK
opTa apacblHAaFbl YHEMi e3repin oTblipaTbiH KapbiM-KaTbiHACTbl KepceTeai. CoMmaTuKaHbiH AaMybl
MEH Kasipri 6aTbiC KOFaMblHAaFbl MSAEHM KanuTalM3MHIH, KYLLEi apacbiHAaFbl 6arnaHbICKa KaTbICThbl
TEOPUSNbIK MAESNaPAbIH XUbIHTbIFbIH KapacTblipa OTbIPbIMN, aBTOP COMaTUKaHbl 60IMbICTbIH, *KaHe
bIHTBIMAKTACTbIKTbIH, YKbIMAbIK GOpManapblHbIH, CbIHU }aHe casicy Taxipubeci peTiHae TeopusnayFa
Tbipbicaabl. MaKanaga yXbiMAbIK 6enHeney (6v opbiHAay) MbicanjapbiHa CYMeHE OTbIpbIn, ahdeKT,
3TUKA XKaHe YaKbIT naesnapbiMeH 6annaHbICTbl 60/IFaHAbIKTaH, COMaTUKabIK ToXipUOEHIH,
casicaTTaHyblHa 6aca Ha3ap ayaapbliagbl. ABTOp casicMnaHablpbliFaH COMaTuKa TypiHAEri
YVKbIMABIKTbIH 6€MHeneHreH 6ingipynepi 6m Texipnbeci MeEH KanutanmMam apacbiHAaFbl MUMETUKabIK
KyOblnbIC Aen atayra 60naTblH HOPCEre Kapchbl TYPYAbIH TMiMAI TAKTUKACLIH Xacan anaabl agen
6omxanabl. CoHbIMeH KaTap, afgaanabl COVID 19 naHAeMUSACHI YIWbIKTbIPFAHbIH aTan 6TKEH X6H.
ABTOP coMaTMKanbIK YKbIMAbIK TYKblpbiIMAaMaHbl 61 TOXKipUOECIHIH KEHEWTINFEH epici apKbl/bl
YVKbIMAbIK ICKE acblpyAblH CbIHW 8/1eYETiH cunaTTay Tacii peTiHAe YCbiHabl.

Tipek ce3gep: comaTuKa, VKbIMIbIK, 6ipiry, aTuKa, adpdeKT, amounsd, NocTdopan3M.

ABTOpP Ko/xKa36aHblH COHFbl HYCKaChIH OKbIM KYNTaAbl }XoHe MYAAeNep KaKTblfbICbl }KOK €KEHAIrH
ManiMaensi.

HAaiekceos ywiH: KonuH, Honanu. «buaeri 6ipniry casgcatbl: NOCTGOPAN3M XKaFaanblHOAFbI
coMaTUKanblK VXKbIMAACTbIKTbIH apdEeKTUBTI TYpaKTbiNblFbl». Central Asian Journal of Art Studies,
T.6,N2 4, 2021, 10-27 6. DOI: 10.47940/cajas.v6i4.495.
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Hoianu Koaun

Bunuecrepcknii ynuepenrer (Bunuecrep, Benmiko6purtanus)

NOJINTUKA EANHEHUS B TAHLIE: AG®EKTUBHASA CTOMKOCTb COMATUHECKOW
KOJIJIEKTUBHOCTHU B YCJZIOBUAX NMOCTPOPAU3MA

AHHoTauus. NccnegoBaHus nocneaHmx 4ecaTi NeT B 061acTy TaHLa NPUBENN K MOSBIEHMIO
psifia paboT, KOTopble Bbl3blBalOT HEOOXOAUMOCTb B TEOPETU3ALMU paMKalbHOro NoTeHumana
TaHLUa KaK nnowanxku ans noMTM4eCKOM akTUBHOCTM B KOHTEKCTE rNo6asbHbIX, COLManbHbIX
N 93KOHOMMUYECKNX KPU3MCOB. ABTOP KaK NPaKTUK, MpenojaBaTtesib U TEOPETUK TaHLa U nepdopMaHca,
paboTaloLimi B GPUTAHCKOM YHUBEPCUTETE, 3aMHTEPECOBAH B M3YyYEeHUW BOSMOXHOCTEN COMATUKK
C LIef1blo MPOTUBOCTOATb YTUAUTAPHOMY BKITIOHEHWUIO COMATUYECKUX MPUHLIMMOB B KOHTEKCT
HeosiMbepanuama B ycnoBusx noctdopamama. Hacrosiee nccnegoBaH1e NOCTPOEHO Ha OCHOBE
npeAablayLLMX TEOPETUYECKNX 060CHOBAHMI @aBTOPOM CTaTbW NPaKTUK COBMECTHOM paboThl
C Pa3NUYHbIMU MEXANCUMMIMHAPHBIMU TOYKaMU 3PEHUS, BKIOYAs GUIOCOPCKYO, NOIUTUHECKYIO
1 nepdopmMaTUBHYLO. B cTaTbe coMaTuKa BbICTYMa€eT B KAYECTBE 0OLENPUHATOrO TEPMUHA, YTOObI
Crnoco6CcTBOBaThL OOCYKAEHMIO MPAKTUK, OTHOCALLMXCS K COBPEMEHHOMY TaHLIeBalbHOMY UCKYCCTBY,
B TOM YMC/e NpoTecTam, TaHUNporyakam, newmobam n xopeorpahmyeckum nccnegoBaHuamM
nepbopMaTUBHbIX y4acTU. HECMOTPSA Ha TO, YTO 3TU MPAKTUKKU HE MONYHUIIU LUMPOKOIO NPU3HaHKA
B Ka4YeCcTBE COMATUYECKMX MPAKTUK, TEM HE MEHEE OHM AENCTBYIOT Ha COMaTU4E€CKOM YPOBHE
1 YKa3bIBaloT Ha NOCTOSAHHO MEHSIOLLMEC OTHOLIEHUS MEXAY UHANBUAOM, KO/TIEKTUBOM
W coumnaibHOM cpefon. PaccmaTprBas COBOKYMHOCTb TEOPETUYECKUX AEN, KacatowmMXCcs B3anMOCBA3U
MeXay pa3BUTMEM COMATUKMU U YCUNEHUEM KYSIBTYPHOIO KanuTaan3ma B COBPEMEHHOM 3anagHoM
obLiecTBe, aBTOP CTPEMUTCS TEOPETU3UPOBATL COMATUKY KaK KPUTUHECKYIO U MOSIMTUYECKYIO MPaKTUKY
KOJIEKTUBHBIX GOPM ObITUA U COTPYAHMYEeCTBA. B cTaTbe, onupasick Ha NPUMepPbI KOJINIEKTUBHOIO
BOMJIOLWEHMSA (MCNONHEHUS TaHLa), aBTOP NOAYEPKMUBAET NOUTUIALIMIO COMATUYECKUX NPAKTHK,
NOCKOJIbKY OHa cBfA3aHa ¢ naesamu adbdeKTa, 3TMKK 1 BpeMeHu. NpegnonaraeTcs, 4TO BOMJIOLWEHHbIE
BbIPaXXEHUA KOJINIEKTUBHOCTU B BUAE NOJIUTU3MPOBAHHOM COMATUKMU MOTyT pa3paboTtaTb 4ENCTBEHHYIO
TaKTUKY ANs1 NPOTMBOAENCTBUSA TOMY, HTO MOXHO Ha3blBaTb MUMETUYECKUM GEHOMEHOM MeXay
TaHLeBaNbHbIMU NPaKTUKaMK U KanutannaMom. Boo6aBoK Hao OTMETUTb, YTO CUTyaLIUs
TOMbKO ycyryéunacb naHaemuen COVID 19. ABTopoM npeanaraercs KoOHLEnLUmMa cComaTMyecKon
KOJIIEKTUBHOCTU KaK CNOCco6 ONMCaHUs KPUTUHECKOIO NOTEHLMana KoaNeKTUBHOIO BOMJIOLLEHHUS
Yyepes paclmMpeHHoe Mnose TaHLeBabHbIX MPaKTUK.

Knro4eBble cioBa: cOMatuKa, KOIEKTUBHOCTb, CMJIOYEHHOCTb, 3TUKa, adbdeKT, amouus,
noctdopan3m.

ABTOp npoynTas u 0406pusl OKOHYaTE IbHbIN BapHUaHT PYKOMUCHU m 3asiBASIET 06 OTCYTCTBUMN
KOH®IMKTa MHTepPecoB.

Ans untnpoBaHus: KonnH, Honanu. «Monntuka eguHeHns B TaHUe: abPeKTUBHAA CTOMKOCTb
COMaTMYECKOW KOINEKTUBHOCTM B yCNnoBusx noctdopanadmar. Central Asian Journal of Art Studies,
T.6,N2 4,2021, c. 10-27. DOI: 10.47940/cajas.v6i4.495.
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BbICLLIEE
XOPEOI'PA®MU-
YECKOE
OBPA30BAHHE

B YCJIOBUSX
JIMCTAHLIMOH-
HOIro OBYYEHUSI:
I OMbIT

Rty a— KA3AXCTAHA

Jamup ¥YpasbimOeros',
Tarbana Tepexosa?
! Kazaxckast HalHoHa/IbHAst aKaJeMUst HCKYCCTB
umenn T. K. )Kyprenosa (Anvatsr, Kazaxcran)
2 HesaBucuMblii HecsieioBaTesb
(Hwxkunit Hosropon, Poccust)

AHHOTauus. BosHuKLWKeE B CBA3M C MMPOBOM NaHaemuern B Mapte 2020 roga KapaHTUHHbIE MepbI
0603Ha4YnIM NepenoMHbIN aTan B NeaarorM4ecKon 1 OpraHn3aLnoHHOM AesTeNlbHOCTU GaKynbTeTa
xopeorpadum Kazaxckon HaumoHanbHoM akageMunn uckyccts nmenun T. K. ypreHoBa. HecmoTps

Ha BbIHY»KAEHHOE BHeApPeHNe ANCTaHLMOHHbIX 06pa3oBaTesibHbIx TexHonorn (A0T), nony4eHHbIR onbIT
BbISIBUI MEPCMNEKTUBLI B MOMCKE HOBbIX OPM COTPYAHUYECTBA NpenoaBaTtens v ctyaeHTa. Lienbto
HaCTOALLErO UCCe0BaHMA ABNSETCS aHaIUTUYECKOE OCMbICIEHNE U aHanu3 BHeapeHus 0T

Ha pakynbreTe xopeorpadun. O6LEKTOM UCCNEAOBAHMS BbICTYMNWIA CUCTEMA ANCTAHLMOHHOIO
06pa3oBaHus, NPUMEHsSIEMas AN NOAroTOBKM CNELMANUCTOB B 061acTH xopeorpadryiecKoro
MCKyCcCTBa. ABTOPbI OMUPaNUCh Ha Hay4YHble TPYAbl 3apYyGEKHbIX M OTEHECTBEHHbIX UCCefoBaTeNnem

13 AzepbanmKara, BennkobputaHuu, Kasaxcrana, Kutas, Mapokko, Poccun, Cep6umn, CLUA, dununnuH,
dnanapun, Yunu u apyrvux CTpaH, a TakxKe Ha MaTepuralsibl COLMONOrMYECKUX ONPOCOB M OHNAMH-
MeponpusaTun Garynsreta. OCHOBOM METOAONOMMK UCCNEA0BAHMS CTaIM METOAbI: aHANIUTUKM,
COMOCTaBNEHUS, HAO/MIOAEHUS, aHKETUPOBAHUS, @ TaKXXe MeToA 06pabOTKM AaHHbIX 4151 BbISBEHWS
06LLMX 3aKOHOMEPHOCTEW, B ONMOPE Ha KOTOPbIE BbINOJIHEHbI AMarpaMmbl M rpaduKn. ABTopamu

M3YYEH CYLLECTBYIOLWMIM ONbIT puMeHeHuns JOT B pecnyb/IMKaHCKUX U 3apyBeHbIX 06pa3oBaTesbHbIX
opraHu3aLmsix; BbiiBAEHbI JOCTOMHCTBA M HegocTaTki JOT npu noay4eHrm BbiCLLEro xopeorpaduyeckoro
06pa30BaHNs; Yepe3 METOA Ornpoca ONpeaeneHo OTHOLWEHWE CTyAEHTOB, NPOheCCOPCKO-
npenoaaBaTeNbCKOro COCTaBa M PYKOBOAMTENEN CTPYKTYPHbIX noapa3daeneHnn K J0T, 060CHOBaHbI
BO3MOXHOCTU NpuMeHeHus JOT ans noaroToBKM CNELUaNMCTOB B 061acTM XopeorpadryecKoro
MCKycCTBa. Hay4yHasi HOBM3Ha 3aK/Ito4aeTcs B NepBMYHOM aHanm3e onbiTa BHeapeHus JOT Ha ocHoBe
MaTepuanoB Hay4HbIX paboT B 061aCTH BbiCLLEro 06pa3oBaHus, a TaKKe Ha MaTepuanax coLmanbHbIX



OMpOCOB, OMPeAENMBLUMX B COBOKYMHOCTY OGbEKTUBHOE BUAEHWE NPOBGIEM ANUCTAHLMOHHOIO 06YYEHUS
B BbICLLEM XOpeorpaduryeckom 06pasoBaHnmn KasaxcrtaHa. MNpaKTMyeckas 3Ha4MMOCTb MPOBEAEHHOrO
nccneaoBaHnsa 3aK04aeTcs B U3y4EHMU M aHann3e Noay4eHHoro onbita BHeapeHus 40T

1 B 060CHOBa@HWM YCNOBWIM MPUMEHEHUS AUCTAHLMOHHOMO 06y4eHNs B 06pa3oBaTelbHOM MPoLecCe.

B 3akst04eHMM aBTOPbI GOPMYIMPYIOT TE3UCHI, KOTOPbLIE MOTYT CTaTb OCHOBOW OTAESbHbIX TEMATUYECKMUX
nccnegoBaHum.

KntoueBble cnoBa: GaKynbTeT xopeorpadun, AMCTaHLUMOHHOE 06pa3oBaHMeE B Xxopeorpaduu,
KasHAU nmenu T. K. }ypreHoBa, Bbicliee xopeorpadpuryeckoe ob6pasoBaxue, 0T,
xopeorpadpuyeckoe oHNanH-o6y4eHne, onbIT BHEAPEHUSA ANCTAHLMOHHbIX TEXHOMOMUN.

ABTOpPbI 3asB/ISIIOT 06 OTCYTCTBMUM KOHQJIMKTa MHTEPECOB. Bce aBTOpbI NpoYuTasy n o4obpmamn
OKOHYaTe/IbHbIH BapUaHT PyKOMUCH.

Ans untnpoBaHus: YpasbimoeToB, Jamup, un TatbsiHa TepexoBa. «Bbicliee xopeorpaduyeckoe
o6pa3oBaHu1e B YCNOBUAX ANCTAHLMOHHOIO 06yyeHuns: onblT KasaxctaHar. Central Asian Journal of Art
Studies, 1. 6, N2 4, 2021, c. 28—-54. DOI: 10.47940/cajas.v6i4.509.

bnarogapHocTu. ABTOPbI CTaTbM BblpaatoT NPU3HATEIbHOCTb PELIEH3EHTaM CTaTbM,
pefaKLIMOHHOM KOMIErMM ypHana, a TakXe BCEM PECMOHAEHTAM, KTO MOAENNICS MHEHUEM
M OLLEHKOWM O AUCTaHLIMOHHOM 06pa30BaHUK B Xopeorpadmn4yecKom UCKYCCTBE.

BeBepeHue I1IKOJIaX MCKYCCTB. MHOTHE M3 BbIMYCKHUKOB
3aHUMAIOT PYKOBOJSILLME JOJAKHOCTH
CI) akynbreT Xopeorpadun Kazaxckoit B pasJyIMuHbIX chepax xopeorpapuieckoro
HalMOHAJILHON aKaJeMHH HCKYCCTB MCKYyCCTBa He ToJIbKO B Kaszaxcrane,
umenn T. K. JKyprenosa (nanee — KasHAM  Ho 1 Bo MHOTHX cTpaHax MHpa.
umenu T. K. )Kyprenosa), ocHoBaHHbI BosHHKHOBEHHE B CBSI3H C MUPOBOH
B 1994 rony, cran nepsbim B Kaszaxcrane nanaemuer B Mapte 2020 roga KapaHTHHHbIX
B cchepe MOAroTOBKH CIelHaluCTOB Mep M, KaK CJIe/ICTBHE, BHEJPEHHE
JU15t TPOheCCHOHANBHBIX XOpeorpauueckux  JAMCTaHIMOHHBIX 06pa3oBaTeIbHbIX
IKOJI U My3bIKaJIbHbIX TEATPOB, texHoJsiorui (nanee — JIOT) o6o3Haumiu
(p1arMaHoMm, 3aalolUM CTaHIAPThI repesIOMHBIN 3Tar B e1aroruyeckoi
B cTpane. Ha dakynbrere ocyuiecrpasiercs ¥ OpPraHu3alMOHHON AeATEbHOCTH
MOJIrOTOBKA CMELHATUCTOB 110 YETbIpeM takysbreta. OHU MOKa3aJ/u NePCreKTHBHI,
006pazoBaTe/ibHbIM POrpaMMaM: JIaJI1 BO3MOKHOCTb TTOUCKA HOBbIX
Hasermericrepckoe HekyceTBo (¢ 1994 rona),  dopwm paGoThl mpenopaBatese
nenaroruka xopeorpaduu (¢ 1994 rona), co crynentamu. Tak, B. A. [nemakos,
nejaroruka CropTUBHOro 6ajbHOro T. B. Ck/1sipoBa KOHCTaTHPYIOT,
tanua (¢ 2001 ropa), nenaroruka 4TO «Upe3BblYaiHble YCJI0BHUS TOTAJIbHOM
coBpemeHHo# Xopeorpaduu (¢ 2018 roga)!.  kubepcolHaIn3alyi | roOa bHbIHA
3a Bech MepuojL MOAroToBAeHO Hosee nepexojL MPaKTHUECKH BCeX CUCTEM
200 creupnanucToB, paboTaloUInxX o6pasoBaHusl MUpa Ha 00s13aTebHBbIN
B By3aX M CPEJIHUX CleLHa/IbHbIX YUeOHbIX JWCTaHTHBIA (y1aneHHbld ) hopMat paboTbl
OpraHusauusix, B Teatpax u 4acTHbIX M IMCTAHLIMOHHOE B3aUMOJIEHCTBHE BCEX
cyObeKTOB 00pa30BaHtsl, BLI3BAHHBIN
!'B cuity crietuukn 06pasoBaTesibHbIX MPOrpaMm yrpo30# pacrnpocTpaHeHust COVID-19,
(hakysibTeTa Xopeorpaduu CTyeHUeCKHe TPYIIIbI MOPOJIMJ HOBOE SIBJICHHE B MEIArOrMKe —

YKOMIIJIEKTOBAHbI HEGOJILIIMM KOJUYECTBOM «E "
yeJIoBEK (B cpeiHeM 4 —7 uesioBeK MPUXOIUTCS TAK HA3bIBACMOE mergency remote

Ha oaHy rpynny). [Ipu 3ToM BayKHO MOAYEPKHYTh, teaChng» (HJIGIHZIKOB u CKJIHpOBa).

4TO Ha (haKyJIbTETe FOTOBSIT N1EAroroB 3aJ10J110 10 BBEJIEHHS Upe3BblUaHHbIX

1 6aJIeTMENCTEPOB, a He UCTIOJHUTEIEH 6

xopeorpadu MeEp B CUCTEME 00pa3oBaHus KHSaXCTaHa
Ha ocHoBaHWM cTaTb 3akoHa Ne 319-111
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Pecrny6anku Kazaxcran «O6 o6pazoBanun»
ot 27 uonst 2007 rona Obl10 BBEAECHO
B fiefictBue [losoxKeHne no ucrnosb30BaHUIo
JIUCTaHLMOHHBIX 00pa30BaTe/IbHbIX
TEXHOJIOTHH B yueOGHOM Mpoliecce.
B KasHAM umenu T. K. )Kyprenona
BHenpenue JIOT s peanusaunu yueGHoro
npouecca B yCJ0BHUSX MaH1eMUH OblJ10
NpousBeieHo Ha ocHoBaHuK [losoxkeHuns
Ne 137, yTBep2KIeHHOTO PUKA30M
Munucrpa o6pasoBaHusi U HayKH
Pecny6nuku Kasaxcran ot 20 mapra
2015 rona, a Tak:Ke B COOTBETCTBHH
¢ npukazoM MuHucTpa o6pa3oBaHusl
u Hayku PK ot 13 anpens 2020 ropa No 141
«O BHeCeHHM U3MEHEHHUH U JIONOJIHEHUH
B npuka3z MuHucrpa o6pa3oBaHusi U HayKH
Pecny6iku Kazaxcran».

Opranuzaius yue6Horo rnpotecca
B KasHAU umenn T. K. )Kyprenosa
peryiaMeHTHPYeTCsl 3aKOHOM
«O6 06pazoBaHUK», KOTOPbIH [JIACUT:
«B 3aBUCHMOCTH OT cofieprKaHust
00pasoBaTe/bHbIX TPOTPAMM C YHETOM
NnoTpeOHOCTEeH U BO3SMOXKHOCTEH JIMYHOCTH,
CO3/1aHHU$1 YCJIOBHH I0CTYMHOCTH MOJyYeHHs]
KaKJI0ro ypoBHs 00pa3oBaHusl 0O0ydeHHe
ocyLecTBJIsIeTCsl B popMe 0YHOTO,
BeyepHero, 3a04HOro, KCTepHaTa
1 IMCTaHLIMOHHOH popme 06yueHust
JUIs AL (J1eTelt ) ¢ 0coObIMH
006pa3oBaTe/IbHBIMU MTOTPEOHOCTSAMHU »
(3akon 06 o6pazosanuu PK, 2020).
Bwmecre ¢ 3Tum nprukazom Munucrpa
o6pagzoBanus 1 Hayku PK ot 13 anpesns
2020 ropa Ne 141 «O BHeceHUM UBMEHEHUH
U JIOTIOJIHEHUH B npuka3 Munucrpa
oOpasoBaHnust U HayKu Pecriy6sinku
Kazaxcran» KOHKpeTH3UpYIOTCS
HeKOTopble MOMeHTbI: « Hopmbl
BPEMEHHU MO BUIAM y4eOHOH padoTh
NPH MJAaHHPOBAHUN W OpPraHU3alluK
yueOHOro npotiecca ¢ UCrnob30BaHUeM
J1OT ycranaBiuBaoTCst OpraHu3alusiMu
o0OpasoBaHust camocTosiTesbHO. [Ipu 3TOM
opranuzauuu o6pa3oBanus (B ciayyae
4Ype3BbIYaNHbIX CUTYALHH COLIMAIBLHOTO,
MPUPOJIHOTO W TEXHOI€HHOT0O Xapakrepa,
BKJIIOUAIOLLHX MTPELYNpexKIeHHE U JeueHHe

3aboJsieBaHUI HacesIeHHsl, CAHUTAPHO-
NPOTHUBO3MUAEMHUYECKHE U CAHUTAPHO-
NpopUIaKTHIECKHE MEPOTPUSTHS )
obecreunuBaioT oOydeHue ¢ UCMOJb30BAHUEM
JOT nsist 06ydaronmxcsi mo CoriacoBaHUIO
C YIIOJIHOMOYEHHBIM OPraHoM B 00J1acTH
o6pasopanus» (ITpukasz Munucrpa
oOpasoBaHnust U HayKu PecriyOsnku
Kazaxcran Ne 141).

ABTOpBI CTaTbH 06PATHIHCH
K uceaenonanuio J1OT B cdepe Bbiciero
xopeorpagdunyeckoro o6pasoBaHusi
B Kazaxcrane: creneHb ux 0CBOeHHS,
BHEJIPEHUsT, U3YUEHHOCTH KaK B CHCTEME
o6pagzoBanust Kasaxcrana, Tak
¥ B IPyruX cTpaHax. buiao BbisiBI€HO,
4T0 (POPMBI K BAPUAHTHI IUCTAHIIMOHHOTO
00y4eHHst IPUMEHSIIOTCS JI/1s1 MHOTHX
KaTeropuil rpaxkiaaH B pasinyHbIX
cepax — OT JIOLIKOJIbHOH MOATOTOBKH
JI0 MOCJIEBY30BCKOr0 00pa3oBaHHsl.

o nactynsenust nanaemMuu sta popma
He TOJIbKO Oblila JOCTATOUHO H3BECTHA
M pa3BHTa, HO U MOJIEPKUBAJIACH
BCEBO3MOKHBIMH Miatdopmamu. [lepsbie
npennockliku JIOT nosiBusucs elie
B XVIII Beke, Korzia Jitoau He MOIVIH
100paThCsl B CUJTY PA3HBIX TPUUMH
J10 00pa30BaTeNLHOTO YUPeKIEHHS.
Torna nenaroru saganust UM OTHPaBJISIH
MOYTOH, B OTBET MOJy4asi BbIMOJHEHHbIE.

B cepe xopeorpaduueckoro
00pa3oBaHusl UCTAHLIMOHHbBIE TEXHOJIOTHH
MCIMOJIb30BANCh (PparMeHTapHo,
BpeMSs OT BPEMEHH, YTO ONpe/Iesiaoch
crnelrduKoil 0Oy4eHHst CrielHanCcToB
B JAHHOH 06J1acTh nckycerBa. Mexy
TeM MCCleloBaTe/H roJiarator,
«YTO UCTAHLIMOHHOE 06pa3oBaHUe
TEXHOJIOTHYHO, MHHOBALIMOHHO U, YTO OU€Hb
BAKHO /151 KOHKYPEHTOCMOCOOHOCTH
COBPEMEHHbBIX YHUBEPCUTETOB,
SKOHOMHUUECKH 3 dekTnBHO» (Bonnapena
u Teneruna). JI. M. MakcumoBa
)Ke 3ameyaet cieytoliee: «JIucranunontble
TEXHOJIOTHH, PUMEHEHHE KOTOPbIX
3ayactylo jenaeT oOydeHue JeleBnJe,
ObICTpee U Mpollle B OpraHu3aliiu, J0/KHbI
BBIATH Ha NIEPEIHUH MJ1aH B CUCTEME



JIOTIOJTHUTENBHOTO MPO(ecCHOoHAIbHOTO
o6pasoBanus» (MakcumoBa).
Berilleckazantoe, BO3MOXKHO, TPUMEHUMO
B HHBIX chepax oOpazoBanus,

HO B TBOPYECKOM — «3KOHOMMSI»

Ha JIOT mMozkeT npuBecTH K CHUAKEHHIO

rokKasaresiefi Kauectsa oOpa3oBaHusl.

Ocy1iecTisisi MOArOTOBKY ClelHaNTUCTOB
B cchepe KyJIbTypbl U HCKYCCTBA HAa OCHOBE
KPEIMTHON TEXHOJIOTHH, IEHCTBYIOLIEH
B 3apyOe:KHbIX By3ax, (aKyJabreT
xopeorpaduu KasHAW umenn
T. K. )KyprenoBa npoaemoHcTprpoBaJ
JIOCTaTOUHbI} yPOBEHb FOTOBHOCTH
K BbI30BaM BpeMeHH. BoamoxkHOCTh
BHEJIPEHHST IMCTAHIIMOHHOTO 0OYUEHHUST
B By3e 06Cy2K/1a/1aCh paHee U MJ1aHupoBaJiach
(hakysbTeTOM H yueGHO-METOANIeCKOM
Cay>KO0H aKaleMHH KaK MepCreKTUBHOE
HarpasJeHue pa3BUTHsI 00pPa3oBaTE/bHbIX
yeayr. [TosrydeHHbI OMBIT KPU3UCHOTO
repexoja Ha HOBYIO (hopMy 06yueHHs]

JlaJl pe3yJibTathl, Tpebylouiye ry6oKoro

aHaJii3a U OCMbICJEHHUS 151 la/IbHEHIIIEro

passutus JIOT Ha dakysbrere
xopeorpacdui.

B Hacrosiliem uccienoBaHiu aBTopaMu
rocTaBJ/ieHa LeJb — MpoaHalu3upoBaTh
BHEJIpEHHE TUCTAHIIHOHHBIX
00pa3oBaTesIbHbIX TeXHOJIOTHIA
Ha ¢akysbrete xopeorpadun KasHAN
umenu T. K. )KypreHosa u onucartb
MOJTydeHHbBIH ONbIT. /151 TOCTHXKEHUS
MOCTABJIEHHOH LeJIM HeOOX0AUMO ObLIIO
peluThb psifl 3aaau:

1. M3yuuTh Cyl1e€CTBYIOUIMH OTIBIT
NPUMEHEHHS IMCTaHLLHOHHBIX
TEXHOJIOTHH B PA3JIMIHBIX
00pasoBaTe/IbHbIX OPraHu3allusIX,

B TOM YHC/Ie 3apyOesKHbIX.

2. BbISIBUTb JI0CTOMHCTBA U HENOCTATKH
J1OT B xopeorpaduueckom
06pa3oBaHUH.

3. OnpenennTb uepes METON,
COLLHOJIOTUYECKOT0 0TPOCca OTHOLIEHHE
CTYJIEHTOB, MPOheCCOPCKO-
NpernojaBaTe/1bCKOro cocTaBa
1 PYKOBOJUTEJIEH CTPYKTYPHBIX
nonpasyenenuit K JIOT.

4. O60CHOBAThL BO3MOYKHOCTH MPUMEHEHHUS
JIOT pu1st MOATOTOBKH CIIELIMATUCTOB
B 00J1aCTH BBICILIETO XOPEOrpahuIecKoro
o0pasoBaHusl.

MeToAbl U MaTepuans.l

MartepuasaMu HacTOSILLErO HCC/Ie10BAHUS
crasii 00pa3oBaTesbHbIN Mpollece
takynsrera xopeorpadun KasHAN
umenn T. K. )Kyprenosa (r. Anmari,
Kasaxcran) B yc/IOBUSIX NaHAEMHUH;
HayuHble TPY/Ibl 3apyOeKHbIX

M OTEUECTBEHHBIX HCC/Iel0BaTeeH

10 BOMPOCAaM AUCTAHIMOHHOTO
06pa3oBaHusl, BKIIOUMBILKX B cebs
paGoTbl aBTOPOB M3 A3epbaiiKkana,
Benuko6puranuu, Kazaxcrana, Kuras,
Mapoxkko, Poccun, Cep6un, CIIA,
Ouinnun, @aanapud, Yuau u ap. );
mMHenus yuactHukoB JIOT B Bysax
Kazaxcrana, a Takxke oHJ1aiH-
MepOINpUSTHS, TPOBEJEHHbIE
(hakysIbTeTOM 3a BpeMsi KapaHTHHA.

B paGote Han cTaTheil aBTOPbI MPUMEHHUIH
AHAJIMTUYECKHUH U COMOCTABUTE/bHBIH
METO/Ibl, MO3BOJIUBIINE MTPOBECTH
ugydeHue onbita npumenenust 10T,

a TakXKe pe3loMUPOBATh Hay4YHble pabOThI
HAa MOJ0OHYIO UM CMEXKHYIO TEMATHKY;
MeToj1 HabJoieHust, Garojiapsi KOTOpoMy
cocraBJ/ieHo ofliee npejcTaB/eHre

o peanusauuu JIOT Ha daky/bTeTe
xopeorpadnu; METoJ1 COLIHOIOTHUECKOTO
orpoca, onuparouuicst Ha aHKeTHpOBaHHe
HerocpencTBeHHbIX yuacTHUKOB JIOT

1 CroCOOCTBOBABIINH BbISIBJIEHHIO

M CBSI3U CTATHCTHUECKUX JAaHHBIX, METO]L
06paGOoTKK TaHHbBIX [J151 BbISBJAEHHUS OOIIHNX
3aKOHOMEPHOCTEH, B OMOpe Ha KOTopble
BBIMOJIHEHbI IUarPaMMbl U IpaUKH.

AucKyccusa m 0630p
nutepaTtypbl

B Hacrosiiiee BpeMsi 0co0YI0 aKTyaslbHOCTD
JOT npuoGpesnn Bo Bcex cTpaHax.
[Tannemust oObelMHUIA BCe KOHTUHEHTHI

Y BbISIBUJ1a 0011Me npoOJsieMbl B 00pa3oBaHUH
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B ycsioBUsIX KapaHTHHa. Ocoboe pa3BUTHE
1 LIHPOKOE PacrpocTpaHeHue IMCTaHIIMOHHAs
cHCTeMa MOJyunIa ¢ MosiBJAeHHEM
MH(pOPMAILIMOHHO - KOMMYHHKAIIHOHHBIX
TexHoJioruit u Miurepuera. Hacro
MCIOJIb3YIOT IPYroe ee Ha3BaHhe —
3J1eKTpOHHOE 06yueHue (e-learning).
Nayuenue npobaemaruxu JJIOT
B HAy4HOM JIMCKypCe y2Ke He HOBO,
HarucaH psi KaHIUIATCKUX U JOKTOPCKHUX
JccepTauui, ony6JuKoBaHo 60JIbII0e
KoJiuecTBo crateit. Jlist aBTopos
CTaTbH, OTIHPAIOILIUXCS HA JIMUHBIH
npenofaBaTe/bCKUil OMbIT, 0COObIH HHTEpeC
npeacTaBuIn 3apyOexKHble HCCeI0OBAHNS,
MOCBSIIIIEHHbIE BBICILIEMY 0OPa30BaHHUIO
B LL&JIOM U B YACTHOCTH 00y4Y€eHHIO
B cchepe TBOPUECKHX CelHaIbHOCTEH
C MPAKTHYECKUM YKJIOHOM.
A. M. bounapesa u O. B. Teneruna
B cBoeil craTtbe B 2018 roy ykasbiBaJiu,
4TO «TEPMHH “IUCTaHIMOHHOE 00ydyeHuHe”
JI0 CHX [1OP He MOJIYYHJ €IMHOTO OIpe/ieeH s
B MEJIarOTHYECKOH cpefe, <...>,
JICTaHLIMOHHbIE TEXHOJIOTHH, IPUMEHSIEMble
COOCTBEHHO B IUCTAHLIHOHHOM 06pa3oBaHUU
KakK B BHJIE 3a04HOH (hOpMbI 00yUeHHUsI
¥ B KayecTBe JIOMOJHSOLIMX TPAAUILIHOHHbIE
MeTo/Ibl 00ydeHHst B MHBIX (hopMaXx,
NPHU3BaHbI MOJIEPKATh U 00JErYUTh
npotiecc o6yuenusi» (bonnapena
u Teneruna 2). [Ipyrue uccsenoparenu
3ameuatot: « PaccmarpuBas qMcTaHIIMOHHbBIE
006pazoBare/ibHble TeXHOJOTHH, MOKHO
CTOJIKHYTbCSI C T€M, UTO MTOPOK MPOUCXOIUT
MoJMeHa MOHATHIH, HET YETKOTO MOHUMaHHS,
B YeM OTJIHYME UCTAaHLIMOHHOTO
06pazoBaHust OT TUCTAHIIMOHHOTO 0OyUeHHUS
¥ IUCTAHIIHOHHBIX 00pa30BaTe/bHbIX
texnoJioruii» (KysbmenkoBa u Jlemoukun
17). Heonnodnauno TpaktyeMbiil TepMUH
JlaeT HEeOTHO3HAYHOE TIOHUMaHKe
He TOJILKO €ro CyTH, HO U €ro MecTa
B cucTeMe 00Opa3oBaHust. ABTOpEI
Hacrosiiier cratb J1OT nonumalor Kak
o06pa3oBaHKe Ha OCHOBE IMCTAHIIHOHHOTO
oOydenus. «IIpu 3TOM IMUCTaHIIMOHHOE
oOy4yeHHe MOKeT ObITb KaK MOJIHbIM, TaK
1 yactHuHbIM. TakKe HapsiLy ¢ MOHATHIMH

JICTAaHLMOHHOE 06yuyeHHe U IMCTaHLMOHHbIe
TEXHOJIOTHH Oy/IEM HUCI0Jb30BATh TEPMUHbI
OHJIaliH-00y4YeHHe U OHJIAHH-TEXHOJOTHH »
(Kysbmenkosa u Jlemoukun 17). B cratbe
M. E. beno6oponoBoii KoHcTaTHpyeTCs,
yto JIOT nocreneHHo BXOJSIT
B TPaJIMLIMOHHYIO CHCTEMY 06pa3oBaHus,
e «UH(OPMALMOHHBIE TEXHOJIOTHH
M03BOJISIIOT TpernojaBaTe/IsiM U ydaluumest
B3aUMOJIEHCTBOBATb HA PACCTOSIHUH,
obecrneuynBasi HeMoCPEACTBEHHYIO
1 MHTE€PAKTHBHYIO KOMMYHHKALIMIO MEXKITy
HUMHU, KOTOpast Oblj1a BCEra Onpenesouen
B CHCTE€ME OUHOro 0OyueHHUsI U SIBJIsIACh
ee HeOCIOPUMbIM TTPEUMYLLECTBOM »
(beno6oponosa 35).
[lenaroru u yueHble BbISBJASIOT
BoaMoxkHoctH J1OT, cosnaBaeMbix
JIIst HHTEHCH(DUKALMU 00pa3oBaTebHOTO
npoiiecca, OpUEHTHPOBAHHOTO HA Pa3BUTHE
JIMuHOCTH oOyyvatoulerocs. McenenoBatenn
13 AzepOailpkaHa MuiiyT, 4To
«KOMIIbIOTEpHU3alHs yueGHbIX OpraHu3alui
CO3/1aeT 3HAYUTE/IbHbIE H3MEHEHHs]
B 00pa30BaTe/bHON CUCTEME. <...>
C ObICTPBIM POCTOM HHOPMALIHH,
TpeOOBaHUS K COIEPKAHUIO U YUPEXKICHHUIO
00pa3oBaHus TaKKe MEHAITCA <...>
OO6yveHue ceroHs 10/2KHO HAy4YUThb
CTYJIEHTOB He 3alIOMHUTb MHOTO, @ HAYUUTh
pemiath Mpo6JeMbl He3aBUCHMO, KPUTHUECKH
u achdextuBHo» (Hasanova, et al. 401).
ABTOpBI CTaTbH TaKxkKe TOBOPST O BaXKHOCTH
MCIOJIb30BaHUs MH(OPMALIMOHHbIX
1 KOMMYHHKALMOHHBIX TEXHOJOTHH
B yJIyullleHUH KOTHUTUBHOM (PyHKLMH
B npotiecce oOyuenusi. K Takomy peaysbraty
MPUBOIUT UCIOJIb30BAHUE MYJIBTHMEIMHHBIX
CpelcTB B yueOHOM Ipoliecce,
ISt BOBMOYKHOCTH paboThl ¢ KOTOPBIMH
TpebyeTcs crnelyanbHoe obydeHue.
CepOcKue yueHble B CBOEM
MCC/IEI0BAHNUH IMCTAHIIHOHHOTO 00yUeHHS1
KOHCTaTUPYIOT: «Benyline yHuBepcuTeThl
YKa3bIBAIOT, YTO OHJIAHH-00ydeHHe HMeeT
petiatolilee 3HaUeHHe JIJ1s1 UX JI0JTOCPOUHOr0
pocta, U CooOLLIAIOT, UTO YBEJHYEHHE
Crpoca Ha OHJIalH-KypChl HJIH MTPOTPAMMBbI
BbIIIIE, YEM B PEKUME OUHOTO 0OyUeHHs »



(Bojovic, et al. 1468). Kazaxcranckue
yueHble He 0CTa/MCh B CTOPOHE OT NpobJeM
006pa3oBaHusl Ha COBPEMEHHOM 3Tare.
[TomMrMoO OTpULIATEBHBIX OHM OTMEYaoT

U T0J102KUTeNIbHbIe (hakTopbl: «[IpumeHeHue
JICTAHLIMOHHBIX 00Pa30BaTE/bHBIX
TEXHOJIOTHH BO BCEM MHPE TMPU3HAHO

oJIHUM K3 Haubosee 3heKTHBHBIX

nyTel JIoCTXKeHUs Heu... <..> JIOT
obecrneynuBaloT 6ecrnpele/IeHTHYI0 TMOKOCTh
1 y100OCTBO /151 2KeJlatoLHX MOJTYyYHTh
BbICILIEE MTpodeccHoHalbHOro 06pazoBanue,
paspyliias orpaHHYeHHsI TPOCTPAHCTBA

1 Bpemenn» (Taxkurysosa, uap. 11).

B ycnosusix JIOT BaxkHoe 3HaueHue
nprobperaer o6ecrnedeHHOCTb HU(PPOBLIM
KOHTEHTOM, B TOM YHcJie y4eOHbIMU
nporpamMMamu, METOAMYeCKUMH
mMartepuasaMu, KHUramMmu. B BbIHYK/1eHHOH
ABTOHOMHH OT OUGJMOTEK ydallnecs
He UMeJIH JIOCTYI K He0OX0MMOH yueOHOH
JTepaType Bo BpeMst KapaHTHHa. C TaKUMHU
TPYAHOCTSIMH CTOJIKHYJIMCh B Purdue
University’s College of Education (r. ¥YacT-
Jladeiterr, CILA). JLxkymur M. Hukcon
B pe3ysibTaTax CBOEro HCC/Ie10BaHHs
MIPUBOJIUT CBEICHUS, UTO «OUOJIHOTEKA
He MoxeT o6ecrieunth aaxe 50 %
noTpeGHOCTH B 3JIEKTPOHHBIX KOMHUSIX KHUT
WJIH TVIaB B KHUTax, MOTOMY YTO MHOTHE
M3JaHHs1 TPOCTO He Obl/IH A0CTYIHbI
U151 TIOKYTIKH B 3JIEKTPOHHOM (hopmMaTe »
(Nixon 304). 9to nopoauo npodemy
ourPOBKH yueOHOM H CrielHaJU3UPOBAHHOM
JIUTEPATYPHhI.

MHTepeceH onbIT MPUMEHEHHS
JIOT, onucaHHblil POCCHICKUM
uceaenopatenem A. A. KapataeBbim
B cTathe « O6yueHne xopeorpaduueckomy
TBOPYECTBY C IPUMEHEHUEM COBPEMEHHbIX
MH(POPMALMOHHBIX TEXHOJIOTHIT». ABTOD
paGoThl MPOBEJ KCIIEPUMEHT MTPUMEHEHHUS
JICTAHLIMOHHOTO 00y4eHHsl, JI/151 KOTOPOTO
OH HCIOJIb30BaJ MaTepPHUaIbHO-TeXHUIECKOe
obopynoBanue. Jlisi «ynaneHHoro»
rejarora: «roMelleHue mioabo 15m?,
HOYTOYK CO BCTPOEHHOH BeO-KaMepoH,
USB-monem MTC, co cpesineil cKopocTblo
nepeaay JaHHbIX 1 —2 M6HT/C,

npusokenne Skype»; 1Jisi <ynajgeHHbIX»
yYallMXCcsl M aCCUCTEHTa: «TIoOMelleHre
ntotabio H50M2, o6opyoBaHHoe 1715
3aHsTHI Xopeorpaduer, HOyTOYK, Be6-
kamepa, USB-monem MTC, co cpenpeit
CKOPOCTbIO TIepejlauu JaHHbIX | —2 Mout/c,
npusoxkeHne Skype, My3blKaJbHbIN LEHTP,
aKycTuueckue KoJioHku» (Kapartaes 852).
ABTOp 3KCIIEpUMEHTA NOUEPKUBAET,
4T0 06513aTebHBIM YCJIOBHEM
1151 5 PEKTUBHOrO yaJeHHOro 00y4YeHHsl
SIBJIIETCS € OCO3HAHHbBIH TOJXOJ1 yUallUXCst
K 06pa3oBaHuio U caMo06pa3oBaHuUIO,
NpH 3TOM «3PHEKTUBHOCTb PUMEHEHUS
(hopm yaasneHHoro oOydeH sl HanpsiMyto
3aBHCHT OT KauecTBa TEXHUUECKHX
CPEJICTB — CKOPOCTH Mepeiauu JaHHbIX,
OCBEIIEHHOCTH TIOMEIIeHHH, pa3pelleHn
YCTpOHCTB BHIeoCheMKH» (KapaTaeB 854).
CylecTByIOT pasHble MOIXO/Ibl
¥ MHEHHUS O IPEUMYIIIECTBAX CMapT(OHOB,
COLLHAJIBHBIX CeTel, MHTePaKTUBHBIX
TeXHOJOTUH OHJIalH-00yUeHUs
B MpernojiaBaHuu U 0OyueHnH
B XO0peorparuyeckoM UCKYCCTBE.
[To muenuto M. I1sppuui, uccsenobatelsi
u3 CIIIA, «MbI TOJIbKO HAYWHAEM TOHUMATh
CJIO2KHbIE TOCJIEICTBHSI UCIOJIb30BAHUS
TEXHOJIOTHH B TaHLEBAJIbHOM 00pa30BaHUN
<..>. Hekoropsle npenoaasarenu
CYMTAIOT, YTO TEXHOJIOIUSIM HET MecTa
B TaHLIEBAJbHON CTY/IMH, B TO BpeMsl KaK
JIPyTHe ToJIaraloT, 4YTo TEXHOJOTHIECKHE
MHCTPYMEHTBI JIOJZKHBI ObITh TPUHSTHI
¥ BHe/IpeHbl B OasieTHbli 3an>» (Parrish
168). [IpenonaBarenu u apTUCTBI
«0CO3HAIOT LM(POBOI CABUT Yepe3
pacuiMpeHre BO3MOKHOCTEH KOMMYHHKALMHU
BO BCEX acreKTax npogecchu, TBOPUECTBA,
oOy4eHust U ucroiHuTesbera» (Parrish
168). B bocronckoit koncepBatopun
B Bepkiin mpernopaBates MOTyT 3arpy»Kath
BHJI€0, KOTOPOE BKJIIOYAET aBTOPCKYIO
xopeorpaduio, Ha yacTHblil kanasa YouTube
1 KOMMYHHLIHpoBaTh uepe3 Google
Hangouts. OnbiTHbIE MOJIb30BATENN KAK
HaCTaBHUKH MTOMOTal0T 3HAKOMUTBCS
C HHCTPYMEHTaMH OHJIaiH-00y4YeHHsl MeHee
onbITHBIM. J{otieHT Kadenpwl TaHa Asvcca
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Kapnone cuuraer, uTo «3T0 NpeKpacHbIi
MOMEHT /U151 Pa3roBOPOB O TaHLAX

B MHTepHere», Be/ib MOXKHO OpaTh OHJAMH-
YPOKH y TeX (Harpumep, 3Be3JL 3CTPajibl

WJIM TeaTpa ), YbH YPOKH 0OBIYHO
HezlocTynHbl B oduiaiin-dopmare (Ritzel).

[Tonasasitoiiiee GONBUIMHCTBO
COBPEMEHHbIX CTY/IEHTOB JIaBHO MCMOJIb3yeT
¥ TIPUMeHsieT MOOUJIbHbIE TeXHOJIOTHH,

YTO FOBOPUT 00 UX TEXHUYECKOH

1 TICHXOJIOTHYECKOH TOTOBHOCTH K YYaCTHIO
B JIOT. I'lo peaysbratam uccienoBaHui
MHJIOHE3UICKUX YUeHbIX, 00ydaloluecst
peryJisipHO MoJib3yloTcsi CMapThOHOM
(6oJiee 6—7 yacoB B JieHb) Jist cOopa
MH(OPMaLMH UK 3arPy3KH yueOHbIX
mMaTepuasio. «crnosb3zoBaHue MOGUILHBIX
YCTPOHCTB MNOMOraeT Mpu OCBOEHHH HOBOTO
MaTepHasa, a Tak:Ke MoJ0KUTENbHO BIHSIET
Ha TMICUXOJIOTHUECKHE U KYJIBTYPHbIE acleKThl
crynentos. Kpome toro, negaroru 10J1KHbl
MOIEPKUBATD LU(POBYIO KYJILTYPY
yUyallMXCcsl, MHTErpUpyst pecypchl LUPPOBbLIX
MaTepuasioB U UCMOJIb30BaHHE CMAPT(HOHOB
B yueOHbIH npotiece» (Sari, et al. 25).

Hcenenosatenu u3 Mapokko cpean
MPEUMYLIECTB MOOUJIBHOTO 00yYeHHS
Ha3bIBAIOT BO3MOKHOCTb 3aHUMAThCS
B Jil060€ BpeMsi U B JI0OOM MecTe,

UTO [03BOJISIET TIPEIOIABATESIM
nepcoHaM3upoBaTh yueOHbIH Mpoliecc,

a CTy/leHTaM — peryJupoBaTh ero.
Mo6unbHoe 06yueHre — BayKHEHIINH
TEXHOJIOMMUECKHH KOMIIOHEHT B BbICLLEM
06pazoBaHuU. DTO CO3/AET BOZMOKHOCTh
CTY/IEHTaM YUHTbCS1, COTPYHHUUATD

1 oO6MeHuBathest wiesimu (Naciri, et al.).

K. M. Tokepo nuiiet, uto Ha PusmnnuHax
Komuceus no BeiciemMy o6pa3oBaHHUIo
(CHED) npuocraHoBuia oHJIaklH-(popMy
oOyueHHMsl uepes3 TpH JIHsl MocJIe ee HavaJla,
MOTOMY YTO < MHOTOUHCJIEHHbIE BbICILIHE
yueOHble 3aBeJIeHHUs], KaK YacTHbIe,

TaK U rocyJlapCTBeHHbIE KOJIIEIKH

1 yHHBepcHuTeThl Ha PuinnnuHax,

He TOTOBbI BHEJIPUTh 3Ty OHJIANHH-CHCTEMY >
(Toquero). XoTst HEKOTOpBIE MEAATOTH
3aruchbiBa/i U 3arpyzKaji CBOH YPOKH

B MHTepHer ast yuaumxesi, a HeKoTopble

nojolLIM 6oJiee HOBATOPCKH

u ucnogb3oBaau Google Classrooms,
WebQuest u apyrue onniain-caiTo,

HO nojaJsiiollee 6OJbIIMHCTBO
yuuTesIed He TOTOBbI 3aHUMAThCS OHJIAKH -
o6pasosanuem (Toquero).

Maiikn b. Kaxane#, negaror
1 uccaenoBaTesb 13 QUIMNMIHH, B CBOeH
craTbe «[lepeocmbicieHne o6pasoBaHus
B HOBYIO HOpMaJibHyio 3py rnocsie COVID-19:
[lepcnekTHBbI yueGHbIX TPOTpaMM »
npeyiaraeT onupaThest Ha paspaboTKy
yueOHON MPOTrpaMMbl C TOUKH 3PEHHUS
TpeGOBAHUH K HEH, MOAXOIALIMUX B JIOOOH
MIePHOJL U MPH JIIOOBIX 06CTOSITEIbCTBAX.
[naBHBIMK PHOPUTETAMU B HEH BBICTYMAIOT
LeJib, coaepKanne, roaxol, OLEeHKA.
Bnaronaps uemy, 1o ero MHeHHIO,
npernojaBaTeau Ha MecTax OyayT Jiyulile
MHPOPMUPOBaHbI 0 pobJieMax U crocodax
MX pelleHHust 1o Mepe MpUOJIHKEHUs
K HoBo# 3pe (Cahapay). Cpenn ieneit
JUIsl TIepecMOoTpa MoJIX00B K 00pa30BaHUIO
M. b. Kaxaneii Ha3bIBaeT yueOHy1o
nporpammy, Kotopasi Io/zKHa ObITh
«*aKTyaJIbHON, yMECTHOH U UyTKOH”, TO €CTh
aanTHPOBAHHOM JIJIST € CTUXUHHBIX OEICTBUH,
OoJie3Hel U Upe3BbIYalHbIX CUTYALIHH »
(Cahapay).

[Tenaror uz Kurasa Y. JKy nposen
uccnenoanust B 2007 rony u 2012 rony,
KOTOpble OBl COCPE0TOUEHb! Ha CPABHEHHH
MHEHUH (iaMaHICKUX ¥ KHTAHCKHUX
CTY/IEHTOB 00 3JIEKTPOHHOM OOYUYEHUH.

O6e rpyniibl CTYAECHTOB MOJOKUTEJIBHO
OTHECJ/IUCh K COBMECTHOH pa0doTe B OHJIAKH-
dopmare. OnHako KMUTalCKHe CTYEHTbI
6oJibliIe HYKJAMUCh B TPUCYTCTBUH
nejarora ¥ B 0OpaTHOM CBSA3U C HUM,

I71e IPUYMHON MOIVIO MOCTYKHUTb OTCYTCTBHE
JlocTyna K KoMmnblotepy U MHTepHety

B OTJIHUME OT (hIaMaHICKUX CTYJE€HTOB.

Y. JKy cuuraert, uTo «CyliecTBytOT
3HAUMTEJIbHbIE KYJbTYPHbIE PA3/IHUHs]

B Y/IOBJIETBOPEHHOCTH CTYJIEHTOB

1 aKaJleMHYECKHX IOCTHKEHHH

B MHHOBALIMOHHON Cpejie 3JIeKTPOHHOTO
oOyuenust» (Zhu 133). MccnenoBareb

v nenaror u3 Yunu M. Cusba [enbs



nuier o AudppepeHpoBaHHON

(HecrpaBeIMBO ) MHPACTPYKTYPE,

B KOTOPYIO MonaJiu yyaiiuecst 6e3

npremJsieMoro gocryna B Murepher,

6€3 He0OXOAMMOT0 KOMIBIOTEPHOTO

000py/I0BaHUST; MEAATOTH C UX

MMIPOBHU3HPOBAHHBIMH pabOYUMH MeCTaMH

u apyroe. [TpenonaBarenu BbIHYK/IEHbI

OBl CKOPPEKTHPOBATH YueOHbIH MJiaH

1 OCBAaUBaTh HOBYIO BUPTYaJIbHYIO CPELy

JU1s1 pabOThI CO CTY/ICHTAMH, KTO

TPAMIMOHHO MPUBBIK BCTPEUATHCS C HUMU

OuHO, a He oHJalH. Bee 310 nocraBuiio

BCEX B CTpPeccoBylo cuTyauuio (Pefia).
Boublioe 3naueHue B o6uiem

o6pasoBate/ibHOM npocTpaHcTe Kazaxcrana

UrpaeT KauecTBO U TPAHCIIAPEHTHOCTb.

[Ipospaunoctsb cucreMbl 06pa3oBaHus

MPaKTUKYeTCsl U B yueGHOM Mpoliecce

KasHAU umenu T. K. )Kyprenona:

CTY/IEHTBI B IOOOH MOMEHT UMEIOT JI0CTYTI

K 3JICKTPOHHOI OUOJIHOTEKE, XKypHAJTY,

oueHkaM U T. 1. [Ipu 3ToM «roBblleHHe

KauecTBa B OTKPbITOM 00pa3oBaHuu TpedyeT

CHCTEMHOT0 MOJX0/1a, PH KOTOPOM

Hernpe/BUIeHHbIe 00CTOSITE/bCTBA

o6ecrneynBaloT MHTErpaluio o POBKU

1 TEXHOJIOTHH B yIIPABJCHUH

1 pykosoacte» (Ossiannilsson 161).
3y4nB ombIT OT€UECTBEHHBIX

1 3apyOeKHbIX KOJIJIET, MOZKHO C/les1aTh

BbIBOJL: HA CETOAHSIIIHUI MOMEHT

He CYIIeCTBYET OTHO3HAYHBIX

onpeJiesieHn# 1 OTHO3HAYHOTO OTHOLLEHHS

uccaenosaresei u negaroros K JIOT.

Ho y»ke BbIsIBJIEHO 60JIbIIOE KOJHMIECTBO

npo6JsieM U BOIPOCOB, BO3ZHUKAIOLLIAX

B 06pas3oBaTeIbHOM Mpoliecce, KOTopbIe,

HECOMHEHHO, OY/IyT HAXOAUTh OTKJIMKH

My CTYEHTOB, U Yy NperojaBartesei,

1y PyKOBOJIUTEJIEH CTPYKTYPHBIX

nojipasyeseHuil i YHHBEPCHTETOB,

a TaKxKe y KOMIIETEeHTHbIX OpPraHoB

B chepe 0OpazoBaHus.

2 TNpenonaBatenu dakyssrera Xopeorpathuu KasHAN
umenu T. K. JKypreHnoBa npenonaior y cTyneHToB
BCEX CIeLHa/IbHOCTEH 1 BCeX KYPCOB B 3aBUCHMOCTH
OT MOJ1yJIbHOH 06pa30BATE/LHOK MPOrPAMMBI.

O6cyxpeHue

Pe3syibTaThl MpoBeaeHHONH pabOThl MOTYT
ObITb IPUMEHEHbI IPH OPraHU3aALMN
yueOHOro nmpotiecca CreuuasucToB
XopeorpauyecKnx crielrasbHOCTeNn

B By3ax. Heo0XoMMo oroBopuTh BaxKHY0
0COOEHHOCTb HACTOSIIILErO UCCIIEIOBAHMS,

B KOTOPOM P€Ub HIET O HALIHOHAJIBLHOM
6toKkeTHOM By3e. Crynentsl KasHAU
umenu T. K. )KypreHosa B npeo6sanatouiem
cBoeM GOJIbLIMHCTBE 00y4aloTcst 3a CHET
rocylapcTBeHHbIX 00pa3oBaTe/bHbIX
rpaHToB. B 4acTHbIX By3ax U IMCTAHIIHOHHbBIX
I1IKOJIAX MOKET ObITb MHOE TTOJIOXKEHHE JIeT.

B pamkax Hacrosiiero ucejae10BaHust
ABTOPAMHU MPOBEIEHO TPU COLMONOTHUECKHUX
ornpoca, MpeacTaBUBIINX TAaHOPAMy MHEHH
CTYILEHTOB, NpenojaaBaTe/eil i pyKOBOASLLIUX
AIMHHUCTPATUBHBIX COTPYIHUKOB — TeX, KTO
craJl BbIHYK/IeHHbIM ydacTHUKoM JIOT.

[lepBblit onpoc cocperoToyeH
Ha nperoaBareisix pakyssreTa Xopeorpaduu
(kacbenp menaroruku xopeorpaduu
1 OaJIeTMECTEPCKOro UCKYCCTBA )
KasHAW umenu T. K. )Kyprenosa.
KonndecTBo onpotieHHbIX — 24 yesoBeka,
YTO COCTaBJISIET CTONPOLEHTHBIH OXBAT
npernojaBaTesier, 3aHATbIX
B 00pa3oBaTesIbHOM IpolLecce.

C oObsiBIeHHEM NaHAeMUK OoJbLIast
YacTh Mearoros Obla BbIHYKIEHA
paboTaTh B HOBBIX /IS HUX YCJOBHSIX,
HanpsiMyto cBsidaHHbIX ¢ MIHTepHeTOM

1 CPeCTBAMHU IUCTAHIIHOHHON
KoMMyHHKaluu. B Bysax Kazaxcrana

1 3apy0exKbs HCIOJb3YETCsl MOJLyJIbHAs!
00bEKTHO-OPUEHTHPOBAHHAS AMHAMUYECKAS
obyuatonias cpea (Moodle — Modular
Object Oriented Dynamic Learning
Environment) — cucrema ynpasJjieHust
COJIEP’KUMbIM caiTa, rnpejHa3HayeHHast
JUIS1 CO3/IaHUs! OHJIakH-KYPCOB. DTa XKe
cucrema 6bl1a BHenpeHa v B KasHAN
umenu T. K. )KypreHosa.

[IpoBenennblii onpoc copepKal
BOIPOCHI O CPEICTBAX KOMMYHHUKAIIMH,
TEXHHYECKOM 000pYy/l0OBAHUH, OTHOLLICHHUH
k JIOT u npoune. Ha Bornpoc, kaknumu
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CpelCcTBaMU KOMMYHHKAIIMH CO CTY/IeHTaMH
M0JIb30BAJIUCh MPenojlaBaTesiu, 13 100%
OTPOIIIEHHBIX OTBETUJIH, UTO CMapPTHOHOM —
79%, komnbiotepoM — 75 %, MaHIeTom —
4%. DT0 N0KA3BLIBAET, UTO OOJBLIKHCTBO
npernojiaBaTe/iell NPUMEHsIJIH HECKOJIBKO
BHUJIOB CBSI3W B OpraHMU3alluy yueOHbIX
gausTuil. Hekotopble nenaroru
N0JIb30BAJIUCh HE JIMUHBIMH KOMIbIOTEpAMU
1 HOyTOYKaMH, a B3ATbIMU HAaNpoKar Jn6o
B akajiemun. OTciofa ciielyeT BbIBOJ,
UTO MeJIaror J0JXKeH ObITh 3aHHTEPECOBaH
B OCHAIIIEHHOCTH CPECTBAMH H HAaBbIKAMU
Baaenust JIOT, K KOTOpbIM MOXKHO OTHECTH
He TOJILKO KOMIMbIOTEPHOE 060pyI0BaHK e
¥ TIporpaMMHoOe obecrieueHue.

Onpoc nokasaJi, 4tTo npernojaBaTenu
JI0 NAHJAEMHUH [10J1b30BAJIUCh TOJBKO
nsatopmott Platonus, koropas
npejlycMaTpuBasa yuer rnoceieHui
3aHATHH CTy/IeHTAMH, KOHTPOJIb UX
yCIeBAEMOCTH, 3aTrpy3Ky yueOHbIX
NporpaMM W METOJIMUECKHX MaTepPHAOB.
Jpyrumn o6pa3oBaTesibHbIMH HJTH
JIUCTAHIIMOHHBIMH T€XHOJIOTHSIMH
npernojiaBaTe/ I NoJb30BaltCh
He3HAUUTEeNIbHO (CM. quarpammy 1).

MCIOJIb30BAJMCh HEIOCTATOUHO KaK
CPEeJIM Te/IaroroB, TaK U CPeJIU CTYJIEHTOB
(cM. tnarpammy 2).

Hcnonb3oBanne uutepHer-naatdopm
HanpsIMyIo CBSI3aHO C KAYeCTBOM CBSI3H.
Onpoc nokasaJg, 4To KaueCTBOM HHTepHeTa
Cpey OTIPOIIEHHBIX MpernoiaBaTesei
10BobHbI — 33 %, He BCerna A0BOJNbHbI —
20%, ne gososbb — 29 %.

3 o61iiero uneaa neaaroron
75% — IpoBOAHJIH CO CTYACHTAMH
Buaeokongepenmn, 25% — He IpoBOAHIH.
dopma oHsAlH-3aHATHI HCTOJb30BAIACH
clenytonas: JeKIIHOHHbIE — 79%,
npaxtuyeckmne — 66 %, cemunapckne —
25%, nuxaxne — 8% (TOJILKO 3a1aHus
B Moodle). 910 roBOpHUT 06 OTCYTCTBHH
CTOTIPOLIEHTHOTO 0XBaTa Beex hopm
3aHSATHH, MPELYyCMOTPEHHBIX TPOrPaAMMOI,
yeMy crnocoGCTBOBAJ CTPECC U BHEIpeHHe
JIOT, koTopble OCBaUBaJIUCh MOCTENEHHO.
3 anasnn3a naHHbIX O Ka4ecTBe MHTEpHETa
1 TEXHUYECKOM OCHALLEHHH CTYJIEHTOB BHJIHO,
YTO BO3MOXKHOCTH T1€JIaroroB He Beer/a
COBMA/IaJH C BO3MOXKHOCTSIMH CTYJIEHTOB.
Jla1s1 Toro 4to6bI npotiecc 0OyueHust
Ha PaCCTOSIHUU COCTOSIICS, HEOOXOAUMO

Juarpamma 1. [Tnatdopmbl, ucrosib3yemble MperofaBaTe/IsiMi 10 KapaHTHHA

100%

29% 29%

WhatsApp Platonus YouTube

OnbIT IMCTAaHIMOHHON (hOpMBI 0OyUeHHST
10Ka3aJl, YTO UCI0Jb30BAHHE PA3JIMUHbBIX
MHTEPHET-T1aThopM yBesauuuaoch. [1pu
9TOM BO3MOKHOCTH JIEKTPOHHOH MOYTBI

49%

125%

Telegram Email Hukaknumm

TeXHH4YecKoe oOecredeHue 06eHnX CTOPOH,

MHaue MPOUCXOUT YXY/LLEHHE pe3yJibTaTa.
PegyJsisTathl onpoca nokasasu, uTo

OOJILLLIMHCTBO 1€1aroroB CUMTAIOT, YTO



Juarpamma 2. [Tnatdopmbl, HCrosb3yemble NpenojaBaTesiMi pu paboTe co CTyIeHTaMu

100% 100% 100%
54%
16%
8% 8% 12,5%

Z00M WHATSAPP PLATONUS MOODLE

Harpyska Ha rperojiaBaTesieii B HOBbIX
YCJIOBUSIX MHOTOKPATHO BO3pOC/1a
(cm. tarpammy 3). Kpowme Toro,
CTPECCOBbIE YCJOBHST CHUKAIOT
paboTocrnocoOHOCTb KOJIIEKTHBA
W MPENSATCTBYIOT MOJIEPIKAHUIO BBICOKOTO
ypoBHS1. FIMeeT cMblc/1 TpeanpuHTh psit
Mep, T03BOJISIIOLINX H3MEHUTb He TOJIbKO
yue6HO-MeTOANYECKYIO MOJIrOTOBKY,
OTBeYalollyto HOBbIM (hopMam paboThl,
HO U MPEATPUHSTE OTpe/ieeHHbIe
OpraHu3alMOHHbIE MEPOTPUSTHS,
HanpaBJ/ieHHblE HAa CHIXKEHHE PUCKOB
npu nepexozie B pexkum JJOT.

B ycnoBusix nannemMun 60J1bliioe

3HaYeHHe UMeJIo MPaBUIIbHOE pacnpe/eseHne

U 1iocjie1oBaTe/JIibHOe IIO6pOCOBeCTHOe
BbITIOJIHEHHE 0b6si3aHHocTel. B CTPECCOBbIX

SKYPE TELEGRAM WEBEX EMAIL
MEETINGS

YCJIOBHSIX B aKaJleMHH Obl/1 HafijieH
orpe/ie/ieHHbIH aJIrOPUTM pellieHHs ITHX
3ajad, KOTopblil 06ecrneynsio pyKoBoACTBO,
METOIMYECKHE CJTYKObI, TEXHHUECKHE
OT/IEJIbl U T1€IarOTHYEeCKUH KOJIIEKTHB.

K pesysibratam MOKHO NPUUHCIHUTD, TPEXK/Ie
BCET0, MOJIOXKHUTEJbHbIE HTOTH MePEBOIHbIX

1 TOCYIapCTBEHHBIX 9K3aMEHOB.
Jlnarpamma 4 IeMOHCTPUPYET MHEHHST
npernopaBatesielt 06 3(heKTHBHOCTH
JIMCTaHIIMOHHOTO 0O6pa3oBanus. CBeleHUs
0 Pa3JIMUHBIX HATPaBJIEHUSIX TTOATOTOBKH
HE3HAUYUTEJIbHO OTJIMYAIOTCS] MTOMOBBIMU
MoKa3aTeJIsIMH.
Borpoc «BoamoxxHo s Batium
JMCLHIIMHAM 06y4aTh CTYJIEHTOB
B IMCTAHIIMOHHOM PEXKUMe?» CTaJsl CAMbIM
BaXKHBIM JIJIsi TOHUMaHHsI CTpaTeruu

Jluarpamma 3. Muenue npenonasateeil o Harpyske Bo Bpemsi kapantuna (8 %)

ﬁZS

He nsmeHunaco 4

43

YBenununnaco

YmeHbLumnnacb - 8

Harpy3ka Ha cTyaeHTOB

88

42

¥ Harpyska Ha nefjaroros
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Juarpamma 4. MHeHue npernojiaBareseil 06 3¢h(eKTHBHOCTH IMCTAHIIHOHHOTO 00pa30BaHust

Kak pononHutenbHas ¢opma
He a¢dpekTmBHO

Ckopee He 3¢PeKTBHO

o
9

SddekTBHO I

O 00

oo

Ckopee 3¢peKTNBHO

o o

JagbHelero ucnoab3osanus JOT.
Bce neparoru comnck BO MHEHHH, UTO
JIJIs1 OCBOEHHSI TPAKTHYECKON COCTaBJISIIOLIEH
xopeorpauuecKux JUCHUMIMH HEOOXOAUM
«KUBOW» KOHTAKT, KOTOPBIH MO3BOJISET,
MPH HAJUUKK HABBIKA, YTOUHHTh METOAUKY
UCITOJIHEHHUST IBUXKEHUH, a B CJTyuae
Hec(OPMUPOBAHHOCTH TAKOBOTO T0OUTHCS
MaKCHMaJIbHO Ka4eCTBEHHOTO HCTTIOJIHEHHST
B TPAJIMLIMIOHHOM (hopmare 0OydeHHsl.
[TpakTuyeckuii mokKas BaxkeH Jijisi
Oy/1yLLHX T1e1aroroB, Tak KaK MMEHHO 3TOTO
OHM Oy1yT 10OMBAThCSl OT CBOMX YUEHHKOB.
Tot ke Bonpoc kacaetcs U GajieTMeNCTEPOB.
B xopeorpaduu usnasua copmuponasach
TPajIMlMs — OCHOBbI MACTEPCTBA
nepealnTcest OT MacTepa K yueHHKY
yepes 00bsICHEHHE, TTI0Ka3 Mejiarora,
3aMedaHusi, UCIoJb3yst SMOLMOHABHYIO
nosiauvy. IToka Ha ceromHsIIHUI IeHb
COBpEMeHHbIe TEXHOJIOTHH He MOTYT
nepesiaTh MAaHUIYJISILHK, KOTOPbIe
NPOU3BOJAT TEAArOTH PyKaMH, NOMpaBJisisi
yueHuka. Henocpencreennoe duanieckoe
B3aMMOJICHCTBHE JJaeT BCeraa KaueCTBeHHbIe
1 ObICTPbIE PE3YJILTATHI B 0OYUEHHH.
Hecmotpst Ha TO, 4TO GOJBIIMHCTBO
MeJaroroB He MpueMJieT oHlaiH-hopmy
o0yueHHust B BbICLIEM XOpeorpauyeckom
00pa3oBaHMH, OHJIAHH KaK JIOMIOJIHUTE/BbHYIO
thopmy GOJILILIMHCTBO U3 HUX HE OTPHIIAeT
(cm. mnarpammy D). [1pu sTom npenonasaresu
OTMETHJIH MOJIOXKHUTEJIbHbIE CTOPOHBDI

l

12,5
17

—_
N
(9]

67
71

Ona cryneHTos. -
baneTmelicTepoB

B [InA cTyQeHToB -
nefaroros

NPUMEHEHHST KOMIbIOTEPHBIX TEXHOJIOTH
B y4eGHOM Tpoliecce.

Ha Bonpoc «bynete sin BbI ocsie
OKOHYAHHUSI MaHJEeMHH HCI0Jb30BaTh
B CBOEH paboTe 0Opa3oBaTe/bHbIC
OHJIAH-pecypehl? » MeAarork Takux
xopeorpaduuecKux IUCLUUIINH,
kak «HMckycerBo Hanermeiicrepa»,
«Komnoauuust Kaaccuueckoro TaHa»,
«Teopust 1 METOIMKA MpenofaBaHus
Ka3axckoro tanua», « Mertojauka
npernojaBaHusl JaTHHOAMEPUKAHCKHX
TaH1eB», «TaHlbl HAPOJIOB MUPa »
W JIp., OTBETHJIM OTPHUIIATEJIBHO, YKa3aB
He3a(pPeKTUBHOCTL OCBOEHHUS yueGHOH
MpPOrpaMMbl H3-3a OTCYTCTBUSI BO3MOXKHOCTH
neaarory Je/1aTb KOppeKTHble
U TIOJIHOLIEHHbIE 3aMeYaHusl CTy/leHTaM
NPH HEMPABUJIBHOM HUCIIOJHEHUH IBUZKEHUS
u T. 11. Ellle oiHa npuunHa, u3-3a KOTOpo
1nearory OTPULAIOT MPUMEHEHHE HOBOTO
chopmaTa 3aHATHI, — OrpaHHUEHHbIe
pasMepbl NOMeIIeHHH, B KOTOPbIX HAXOASTCS
CTYJLeHTbI BO BpeMS$l OHJIAlH-3aHSATHH.

3 B 9T0il CB5I3H HeJlb3si HE 3aTPOHYTh BOMPOC
poOOTH3ALIMH MHOTHX YeJIOBEUECKHUX cep
JIEITE/ILHOCTH. Y2Ke MPHLyMaHbl po6OThI, KOTOpbIE
MOTYT COCTaBJISITh ONpPe/Ie/eHHbIe KOMOUHALUH
JIBUZKEHHI 1 TAKUM 06Pa30M « COUMHSATb >
HOBYI0 X0peorpaduto. ATo OTIebHbIN BONPOC,
TpeOYIOLLMHA MEXKIUCLUIVIMHAPHOTO
pPaccMOTPEHHsl C TOUKH 3peHust husocoduu,
KYJIBTYPOJIOTHH, aHTPOIOJIOTHH U IPYTHX HAYK.




Juarpamma 5. Bynere s npumensts 10T nocsie nanaemnu?

Oa Ckopee fia, yem HeT

Bce 310 npensiTeTByeT B MOJMHOM Mepe
OLEHUTb KAueCTBO MPAKTHUECKOTO 10Ka3a,
KOTOPBIN sIBJISIETCS OJIHOW M3 BAXKHEHIINX
KOMITeTEHIUH, BbIpabaTbiBaeMo#

B rpoilecce (hoOpMHUPOBaHUST OYIyLIETO
crietasmcra. OTBeThl Ha Bonpoc «Kakue
Henoctatku J1OT Bbl MO2KeTe HA3BaTL? »
ellie pa3 MoATBEPIUIIH, UTO Xopeorpaduieckne
JCLIUTIJIMHBI TPEOYIOT HEMOCPEACTBEHHOTO
KOHTAKTa C [e/1arorom, ornpeaeeHHoro
pasmepa MoMeleHHs U XOPOILIero
TEXHMYECKOro OCHALLEeHHUs Kak

Y CTY/IEHTOB, TaK Uy MeJaroros.

Bropoit stan ncenenoBanus Obl1
COCPE/IOTOUEH Ha Opoce PYKOBOJUTEEH
CTPYKTYPHBIX MO/IpasjiesieHnii. ABTopamu
HaCTOSIILIEH CTATbU OTPOILIEHO
12 3aBenyrolux Kadenapamu U IeKaHOB
(haKyJIbTETOB M3 BCEX IECATH Ka3aXCTaHCKHUX
BY30B, IJle TOTOBAT CIIEIMATUCTOB
110 06pa3oBaTesbHbIM TPAEKTOPHUSIM
B chepe xopeorpaduu. DTo By3bl AKTOOE,
Anmvatsl, Keizbinopapst, Hyp-Cynrana,
Tapasa, Typkecrana, Ypasbcka, [lIbimkeHTa.

Pe3sysibTathl pacnpeenunnch
crenytoiium o6pasom. Ha Bonpoc
«Heo6Xo1uMO Jid IUCTaHLIHOHHOE
oOydeHHe B BbICLLIEM XOpeorpapuueckom
06pa30BaHUU?» PECIIOHEHTBI CUMTAIOT:
40% — na, 60% — uer. Ha Bonpoc «Kakum
JIOJIZKHO OBITh BbICLIee 00pa3oBaHUe
B xopeorpacun?» MHeHusi TakoBbl: 60 % —
cmewannbiM, 40% — Tos1bKO oduiaiit.

CnoXHo cKaszaTb

21%

[ 4% | [ 4% |
Ckopee HeT, yem aa Het

90% pykoBoauTENEl COLLTHCEH
BO MHEHHHM, 4YTO B JaJibHel1eM oOyyeHure
1e/1aroroB OHJaKH-TeXHOJIOTHSIM
HEOOX0UMO, HO TOYEYHO (110 OIpeaeIeHHbIM
remam); 10% cumTaior, uto 0cTpoO
HeoOX0HMO. DTO TOBOPHUT O TOM,
yTo GoJibllasi YacThb NpenojaBaTesei
y2Ke BJIaJIeeT OCHOBHBIMH HABbIKAMU
paboThI C MPOrPaMMHbBIM 0OecredyeHHeM
1 KOMITBIOTEPOM B LIEJIOM, HO UM ellle
HeoOX0UMO MOJYYHTb TOTIONHUTEIbHbIE
crietupuyeckue 3uanus. OnHaKko
MOCTOSIHHO MOSIBJISIIOTCS HOBbIE
MporpamMmmbl, MaaThopMbl U MHTEPHET-
KaHaJlbl /151 AMCTAHLIMOHHOM paboThl,
YTO MPeJoaraeT BbisBJCHHE HOBBIX
TPEH/IOB B IUCTAHIIMOHHOM 00pa30BaHUH.

Ha Bonpoc «Hy»xHo st 06yuath
CTYJIEHTOB U MpernojiaBatesiell STUHKETY
JIMCTAaHIIMOHHOTO 00y4YeHHs (MOAroToBKa
BHELLHEro BUaa, paboyero NpocTpaHCTBa,
BJIajleHHe TeXHUKOH — 3HATh, KOTJA
BKJIIOYATh ayjuo H Bujieo B BKC u 1. 1.)?»
PYKOBOJIUTEJIH CUUTAIOT, UTO HYXKHO.
[TosloBHHA ONPOLLIEHHbBIX CYUUTAET, YTO
paBHJIa HHPPOBOIo STHKETA MOXKHO
OOBSICHATD KaX{/IbIH pa3 MpH BXoJe
B BKC (BHzeo-koHpepeHI-CcBsi3b ); BTOpast
MOJIOBUHA CUMTAET, UTO 0053aTE/bHO
B OTAEJIbHBIX Oeceaax.

Tpetuii sTan uccsenoBaHkst NPOBOAUJICS
CPe/H CTYJEHTOB U BBITYCKHUKOB
takynbreta xopeorpadun KasHAW nmenu
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T. K. )Kyprenosa. B onpoce npunsiio
yuacrtue 226 yesoBek. M3 Hux 91 %
PECIOH/IEHTOB BbICTyMaeT 3a odiaiiH-
dopmy ob6yuenusi. [1pu sTom 3a ocBoeHMe
B OHJIalH-(hopMaTe MPaKTUUECKUX
aucunann — 29%, 71% — nporus;

MIPH OHJIaWH-00y4Ye€HHUH TEOPETUYECKUM
auerunanHam: 63% — 3a, 37% — MIPOTHB.
Ha Bonpoc «HyzkHo s cobionath

LHPOBOil STHKET 06LIeHHs» 88 %0
cuuTatot, uto Aa; 12 % cuuraior, uTo Her.
O syqimx naargopmax /s OHJIalH-
00y4yeHHsI MHEHHSI CTYJIEHTOB Pas/ie/UINCh
Takum o6pasom: Zoom — 55,5%, Skype
— 5,3%, Moodle — 4,8%, WhatsApp —
34,4% (cm. muarpammy 6).

Kpyriblil cTod « HaumoHasnbHble 6aneTsl

1 xopeorpadbl Kazaxcrana» ¢ yuactuem
CTYJEHTOB Tpex Kadep (1mei1aroruku
xopeorpaduu, 6aseTMeRCcTepCKOro
MCKYCCTBA, TEOPUU U HCTOPUU
TeaTpasbHOrO UCKYCCTBA ); COLIHANBHBIN
KOPOTKOMETPaKHbIH BUACOKJIUI
«Kypaan» K 75-netnto [Tobenp

B Bennkoit OTeuecTBeHHOI BOiHE
CHJIAMHU CTYJIEHTOB U TMpernojaBaTeseH.
[Tono6GHble pa3HoNIaHOBbIE MEPOTPUATHS
TMPOJIOJIAKUJIN BOCIIUTATE/BbHYIO paboTy
cpenu cTyeHToB B yenosusix JIOT.

Onu 1103BONIMIIHM CPOPMHUPOBATH HE TOJBKO
npodeccuoHaMbHble KauecTBa

1 KOMITEeTeHLMH 00y4atoLnuxcs,

Juarpamma 6. Jlyutne niathopMel JUist OHIARH-00y4€eH s 0 MHEHHIO CTY/IEHTOB

55,5%
34,4%

ZooMm WHATSAPP

Ha ocHoBe npoBesieHHOT0 UCC/IeI0BaAHMS
aBTOPAMH HACTOSILIEH CTAaTbH
B 00CY2K/IeHUH U 3aKJ/IOUEHHH BbIBEJICHbI
TE3UChI, KOTOPbIE ONPEIEsIOT YCJIOBHUS
MpPUMEHEHHS TUCTAHIIMOHHOTO 00yUeHUsT
B 06pasoBaTe/IbHOM Mpolecce.

3a Bpewms kapantuHa (¢ 20 mapra
no 15 mas 2020 rona) daky.sbreTom
xopeorpaduu NpoBeJieH PsijL OHJIakH -
MEPONPHUATHI: COBMECTHBIH BUACOMPOLCKT
«Enuubiit Mup Tanua» ¢ Bysamu Poccnn,
Wranuu, Ucnauuu, Typuuu, JIuTsbl,
Uexuu, Kbiproiscrana; nsth OHJIalH-
JieK1n# coBmecTHO ¢ Kazaxcko#
HalMOHAJLHON akazeMuel xopeorpauu
1 [ocynapcTBeHHbIM aKaeMUIeCKUM
TeaTpoM TaHua Pecrybiku Kazaxcran;

MOODLE SKYPE

HO W oOecreunsid UX Colran3aliuio,

YyBCTBO IPAXKJIAHCTBEHHOCTH

Y MaTPUOTH3MA, YBaXKEHHE K UCTOPUHU U T. J1.
OHJ1aliH-KPYIIBIH CTOJT HA TEMY

«JlncraHmoHHOE XOpeorpauiyeckoe

oGpasoBaHue», OpraHu30BaHHbIN 22 Mast

2020 ropa J1. J1. ¥Ypa3biMGETOBBIM, MPUBJIEK

3apy6eKHbBIX ¥ OT€UECTBEHHBIX YUEHbIX

u nenaroros Cankr-IlerepOypra, MockBbI,

Kaynaca, Hyp-Cynrana u Animathbl, a Takxe

cryeHToB. Kpymiblil cTos1 Obl MOCBsILLIEH

BHEPEHHIO TIMCTAHIMOHHbBIX TEXHOJIOTHH

B T1€PHOJ] [TAHJEMHH B TBOPUECKOE

o6pasosanue. Mcenenosarensb u3 JIuTBbl

A. Slnkayckac nojesuicss MHEHHEM:

«Ecsin 6bl MeH$ TOCTaBUJIN TTepel; BbIOOPOM,

1 6b11 Obl TpOTHB. [ToToMy uTO 2KHBast



BCTpeua C MearoroM nojpasyMeBaeT 1e/blid

PSIL ICUXOJIOTHYECKHX, (PHIT0CO(PCKUX

M COLMAJIBHBIX CMEKTOB, KOTOPbIe

OH MOPILMOHHO BKJIA/IbIBAET B CO3HAHKE

yUeHHKa B rpoliecce 0OLLIEHHUSI.

He TosibKko nmo npodeccuu, HO U Kacaioluxcs

LEeN0H O€3/IHBI 9CTETHKH KYJIBTYPbI»

(«JlucranuponHoe xopeorpaguueckoe

obGpasoBanue> ). Ero MHeHue nojiep:kau

koqutern C. T. Maxnuna (CaHkr-

[TerepOyprekuii rocynapcTBEHHbIN

MHCTHUTYT KyJbTyphl, I. Cankt-Iletep6ypr)

u A. E. Menosarckas (Mucruryr

COBPEMEHHOro UCKyceTBa, I. MockBa).
[Tocsie nuckycenu Oblaa npuHsiTa

pe3oJouus:

1. JlucranuuoHHble 06pa3oBaTesibHble
TEXHOJIOTMH BO3MOXKHBI KaK
JIOTIOJTHUTE/IbHAST (pOpMa TBOPUYECKOTO
06pa3oBaHusl.

2. Tlenaror, npenonatonini npakTHiecKe
xopeorpaduyeckue UCLHUIINHEL,
JIOJKEH paboTaTth €O CTyieHTaMu oduiaiii
ISt KaueCTBEHHOTO (hOPMUPOBAHUS
00pa3oBaHUsl CrieMaluCTa.

3. TlpoBonuTh coBMeCTHbIE OHJIANH -
BCTPEUH MeK1y MpoheccopeKo-
npenojaBaTe/bCKUM COCTaBOM
M CTyJIeHTaMH By30B JI/1s1 00MeHa OTbITOM
¥ 3HAHUSIMU B cpepe xopeorpaduueckoro
McKyccTBa M o6paszoBanus (SlHkayckac).
Ewe onnum 3senom JIOT crast HOBBIH

(opMaT NpoBeieHNS BCTYMHUTEIbHBIX

9K3aMeHOB (akyJibTeTa XopeorpapuH.

Mcxons U3 3nuaeMuoornueckKux

YCJIOBUH, ObIJT OTMEHEH TPaJUIIMOHHBIA

npueM 3K3aMeHoB B odiakiH-(opme.

[IpenonaBarensimu dakysnbrera

B COOTBETCTBUH CO CMEIUPHKOH

00pazoBaTe/ibHbIX IPOrpaMm (akyJabrera

OBl pa3paboTaHbl aJITOPUTMbI OJTOTOBKH

AOUTYPUEHTOB K BCTYTHTEIbHBIM

sKk3ameHaM. [ peasusauuu Obl

cosnat call-ueHTp, Besicst creldaabHO

cosnannbiii Telegram-kanas (@talapker.

ballet), rie Bbik/IabIBaNUChL OJiaiiH-

BHJICO KOHCYJIBTAllMH MpernojaBartesent

1 pyrast HeoO6xoMMast HHpopMmalius,

a Takxke nyOGJIMKOBaJIMCh MaTepHalbl

Ha oulIHaTbHON cTpaHuile hakyabTeTa

B Instagram (@kaznai_ballet). Kpome
3TOT0, KOHCYJIBTALMH POBOJIM/INCH

B oHJ1alH-pexkume BKC na niiatpopme
Z00m 110 COCTABJIEHHOMY TPapHKY.
Exxeronnbiii Ha6op HOBbIX aOUTYPHEHTOB
OblJ1 OCYIIIECTBJIEH B COOTBETCTBUU

C HeOOXOIMMBIMHU TIPEAMUCAHUSIMU KaK

B OTHOLLICHUH BCTYMUTE/IbHBIX TpeOOBAHMH,
TaK U CAHUTAPHBIX HOPM.

[IproGpeTeHHbIH ONbIT TPUMEHEHHS
JIOT o603Hauns HOBBIH BUTOK PA3BUTHS
thakysbreta xopeorpadun KasHAM
umenu T. K. )KypreHosa, kotopbiii
MOZKHO MCII0JIb30BaTh B JajibHel1Ie
paboTe MpH OMpeneeHHOM OCMbICIEHUH
1 HEOOXOJIMMBbIX YCJIOBUSIX.

O606111as1 oJlyueHHble B X0J1e
MCCJIeI0BAHUS PE3YJbTaThl, CIeLyeT
3aMETHTb, YTO OMbBIT PAGOTHI B YCJIOBHSX
OHJIalH-06yueHHUs BbISIBUJI HEKOTOPbIE
HEJ0CTaTKU U POGJIeMbI:

1. He Bce cTyeHTbl OAMHAKOBO

yCHEUIHO CIPaBJSINCH C yueOHON

nporpaMMoi. Y HeKOTOPbIX CTYIAEHTOB

csabo chopMUpOBaHbI HABBIKH

CaMOCTOSITE/IbHOW PabOThl, HEAOCTATOUCH

OMbIT PAGOTHI C PA3TMUHBIMHU

MCTOYHUKAMH, HE Pa3BUTO YMEHHeE

HaXOIUTb W aHAJIM3UPOBATh HH(OPMALIHIO,

orpaHuueH ypoBeHb BJaeHHUS

KOMIbloTepoM. Kpome Toro, cTyieHTbl

MaJlo CTUMYJIHPOBAHBI 151 CJIyLLIAHUST

OHJIAH-JIeKLMH, 3a4aCTyl0 y HUX

OTCYTCTBYET HaBbIK OpraHHU3aluu

Y TVIAHHPOBaHHUs yueOHOTO BPEMEHH.

[1pu 3TOM HY>KHO OTMETHTD,

4TO MPH TPAAULMOHHON CHCTEME

00yueHHsI ITH 3Ke CTYIeHTbI

T10Ka3bIBaJIM HEIJIOXHE Pe3yJIbTaThl.

T. JI. KyabmenkoBa u A. B. Jlemoukuu

MPUBOIAT Takue cBeeHus: «IIpumepro

48% CTYAEHTOB MJI0XO paboTatoT

¢ 60JbLINM 06 BEMOM HHPOPMALIHH,

He YMEIOT aHaJIM3UPOBATh TEKCThI,

COKpaLLaTh U 1axKe BbIOUPATh [VIaBHOE,

(opmMysIMpoBaTh YeTKHE U KOHKPETHbIe

OTBETbl Ha [TOCTABJICHHbIE BOIPOCHI»

(KysbmeHnkoBa 1 [lemoukuH 18).
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2. B o6paszoBaresbHOM mporiecce
BaKHO OTHOLLEHHE KarK/10T0
YUYaCTHHKA, €r0 3aMHTEPECOBAHHOCTD,
JIOOPOCOBECTHOCTD, XKeJlaHUe MOJYYHTh
JIydLIMH pesysibTat. B 5ToM KoHTeKceTe
BayKHO MIOHUMATh, UTO HE BCEr/a U He BCe
XOTSIT CAMOCTOSITENILHO MOJJIEPKUBATH
YPOBEHb OCHAlLEHHOCTH. BaxkHo
CO3/1aTh B TAKHUX YCJOBUSIX HEOOXOIUMble
pbluaru, Mo3BoJsIOLIME PErYJUPOBATh
ypoBeHb 00pasoBaTe/IbHOTIO Mpoliecca,
OCHOBaHHbIe He TOJIbKO Ha 1ojdope
KajlpoB, HO ¥ (hOPMHUPYIOLIHE Y HUX
HeoOXOUMble KOMITeTEHLIUH.

3. Tlpotecc 06ydenust HeBO3MOXKeH 6e3
YETKOH U CJIa>KeHHOH pabOoTbl MHOTHX
cucreM, oOecreyuBalouX JOCTONHbIN
YPOBEHDb JUCTAHLHMOHHOTO 00Pa30BAHUS.
Heob6xoaumo onpenesuTh, KTO BXOJUT
B KPyT YY4aCTHHKOB Mpoliecca,

M CO3/1aTh MEXaHU3M HX B3aUMOJIEHCTBHUSI,
CnocoOCTBYIOUIMN Pa3BUTHIO,
YJIYULIEHHIO U MOBbILLIEHUIO KauecTBa
MOArOTOBKH OY/IyLIUX CIIELHAIUCTOB

B 06J1acTH Xopeorpaguueckoro
MCKYyCCTBA.

4. HecmoTpsi Ha I0CTaTOUHO BbICOKUH
ypOBeHb MpoeccHoHaIn3Ma TeIaroron
thakyJsbreta xopeorpaduu, yueGHo-
METOJIMYECKYIO OCHAILIEHHOCTh y4eOHOro
npotiecca, nepexo/l B KApaHTHH PUBEJI
K CTPECCOBOMY COCTOSIHHIO CIELHAIUCTOB.
Heoxupanuoctb 1 BHE3AMHOCTh
nepexoya norpebosaJjia oT BCex
CcOOpPaHHOCTH U TOJIHON MOOUJIU3ALIHH.
Opnnoit us oco6ennocrei JIOT
SIBJISIETCS yBeJIMUEHHE HAarpy3KH
Ha npenoaaBatesieit. Cosnanue
1 3arpy3Ka KOHTEeHTa Ha 06Pa30BaTe/IbHYIO
niaTopmy, 4emM BCeM MPHILLIIOChH
3aHUMAaTbCsl, — MPOLECC TPYIOEMKHH
v sHeprosatpatHbii. OT nejarora
TpeOyIOTCsl HE TOJIbKO €ro 3HaHus,

OTBIT U yMeHHe paboTaThb

CO CrelHaNu3nPOBAHHON

U XYJI0?KECTBEHHOH JINTEpaTypoH,

HO ¥ BJIaJieHHe HOBLIMH HH(OPMAIIHOHHO -
KOMMYHHKATUBHBIMH TEXHOJIOTHAMH.
ITOT BOMPOC CTOUT OCTPO JIJI MHOTHX

1€/1aroroB CTapllero MoKoJeHus
B Kasaxcrane, HeB3upasi Ha X BbICOKYIO
KOMIETEHTHOCTb M JI0CTaTOUHbIH
npakTHueckuit onbiT. OT npenopaBatess
TpeOyeTrcs JOMOJHUTEIbHOE BpeMsi
Ha MPOBEPKY 3a/1aHui yepe3 yueOHble
nJ1aTOPMBbl, €TepernucKa co CTyJeHTaMHu,
ydacTue B hopyMax v yaTax, OHJIaiH-
KOHCYJIbTALlMK B y100HOE J/151 CTY/ICHTOB
BpeMsi, 4TO B GOJILILIMHCTBE CJlyyaeB
TMIPOMCXOJIUT 3a CYET CBOOOIHOTO BPEMEHH.
[IpenonaBaresnu Tak:ke oTMeHaor,
YTO Ha MOJTrOTOBKY MaTepHasoB
¥ OpraHusauuio yueGHoro rnpotecca
¢ ucnoab3oanuem JIOT yxoaut GoJiblie
BpeMeHH, YeM Ha “HaCTOSIIUNA" yPOK»
(Taxkurynosa, u np. 121).
TpanuuponHoe odaaiin-oOydenne
COTIPOBOK/IAETCS MHOTHMH BayKHBIMHU
JITAKTHUECKUMU (PYHKIHUAMH,
collHasinsaumei, nepenayeri KH3HEHHOTO
¥ Teflaroruueckoro onbita. CyliecTByioT
CMelHaNbHOCTH, e TUCTAHIIMOHHOE
o6pagoBanue npuemsaemo. OnHako,
4TO KacaeTcst 06/1aCTH Xopeorpauy,
TO BO3HHMKaeT npobJemMa KayecTBa
BhIMTycKaeMbix crielianuctoB. Crenuduka
xopeorpauyeckoro HCKyccTBa
He TpeJioJiaraer AMCTaHLMOHHOE
ob6pagoBanue anpuopu. [Totomy uto
6e3 MPaKTHIECKOT0 OCBOEHHUSI TEJOM
BCEX BO3MOKHbIX OLLIMOOK W HETOUHOCTEH
MCIOJIHEHHUS, CTY€HThI HE CMOTYT
OBJIAJIETh BCEMU TEAArOrHUECKUMH
1 6asieTMeHCTepCKUMHU pUeMamMu
1 TEXHHKAMH. DTO MOKET MPUBECTH
K HEMOJIHOMY OCBOEHHIO MPO(eCCHOHATBHbIX
KOMIeTeHUHMH U HUBEJHPOBAHHIO
CMeHaNbHOCTH.
CTyneHT 10JKeH CyliaTh My3bIKY,
paboTaTh ¢ KOHLEPTMEHCTEpOM
B KHBOM TBOPYECKOM Mpoliecce, BUAETh
HOTHBIN MaTepHas, eMy HeoOX0UMO
crenmranbHo 000pyl0BaHHOE MPOCTPAHCTBO
JIJIs TOCTaHOBKH (0aJIeTHbIH 3aJ1
CO CrelHa/bHbIM HAMOJIbHBIM TTOKPbITHEM,
3epKaJjioM, CTaHKaMH ).
Y npenoaasaresiell ClUCOK HECKOJIBKO
MHOI: HexKeslaHHe paboTaTh ¢ MOMOLLBIO



JLOT (B 6GoJibliiel cTeneHn y cTapIiero
MOKOJIEHHS ) B CHJTY OObEKTHBHBIX

1 CyObEeKTUBHBIX TPUUMH, B TOM YHCJIE

B HauaJle MaHJIeMHH U3-3a UX HETOTOBHOCTH
MPOBOJUTD 3AHSITHS B OHJIaHH-peKUMeE.
Cerojias y>Ke eCTh 0CO3HaHHe,

4TO NMoJ00HBIN hopMaT pabGoThl He 1aeT
CTONPOLIEHTHOH peaJsiu3aliuu 1earoros-
MPaKTUKOB XOpeorpauyeCcKuX TUCIUIIUH.
Otyacry meiaror nNpeBpailaeTcs B MallimHy
(Bo MHOroM GJ1arofapst TOMy, 4TO HaXOJUTCs
«T10 Ty» CTOPOHY 3Kpana). CylecTByeT
TEHJIEHIIUS, YTO Mearor Ha TPaJUIIHOHHBIX
JIEKIHSIX MOKET MO3BOJIMTh OTCTYIJICHUS]
OT TeMbI JIEKI[MH, PACCKA3bIBAS CTyAEHTaM
0 MOCTOPOHHUX Belliax. JucraHmoHHbIe
TEXHOJIOTHH Ke MpenoaraiT
CTPYKTYPHPOBAHHE U 3HAYUTETbHYIO
OpraHx3aluIo NperoiaBaTe/s

JU1s1 POKYCHPOBAHHUSI Ha TIPEIMETe U TemMe
oOpasoBaTesibHOM nporpaMmbl. MHaue on
PUCKYyeT NoTepsiTh J0BEpHE COBPEMEHHOTO
CTyIeHTa, allPUOPH MbICJISILLETO
MEKIUCLIUIINHAPHO U MO CYyTH MOTYIIIETO
He 110cellaTh ero 3aHsATHs (JUO0 OTK/IOYATh
BHJIE0 U ay/IMO, €OCTaBasiCh» Ha 3aHSTHH,
HO 3aHUMAsICh JAPYTUMHU JI€JIaMH ).

[Tomumo uesoBeveckoro gakropa,

CYLIECTBYET M TEXHOJOTHUECKHUH.

B HekoTophbIX By3ax BcTaer

npo6JsieMa HeI0CTaTOUHOTO YPOBHS
MH(PACTPYKTYPHOTO CHAOXKEHHS HIIH €10
OTCYTCTBHSI: BLICOKOCKOPOCTHOH HHTEPHET,
TEJIECTYIMH CO BCEM HEOOXOUMbIM
CBETOBbIM U 3BYKOBBIM 060pYI0OBaHHEM,
TeXHHYeCKOoe U MporpaMmHoe obecrieyeHne
JUIS1 CO3/IaHUS BUJICOJIEKLIMH, cepBepbl

WM 06J1auHble XPAHUJIUILA /11 XpaHEHHS
BH/IeOMaTepPUasIoB, MHPOPMALIMOHHAS
6€30MacHOCTb, TEXHOJNOIHH IPOKTOPUHIA
1 Ipyroe.

Heo6X0aumMo 0TMETHTb MOJI0KUTETbHBIH
OMBbIT, MOJyYeHHbIH MPU MOATOTOBKE
KYPCOBBIX U IMMIJIOMHBIX paGOT CTY/IEHTOB,
KOTOPBIH MOKa3asl ylo0CTBO IUCTAHIIHOHHBIX
TEXHOJIOTHH: HayYHbIH PYKOBOJIUTE/b
1 CTYJIEHT MOTYT OJTHOBPEMEHHO
paboTaTth Hal TEKCTOM, PelaKTHPOBATh
ero (Hanpumep, B Google Docs).

ITO ONTUMHU3UPYET MPOLLECC U 1aeT
BO3MOKHOCTb COTPYJIHMUYECTBA B JiI0G0€
U151 JIByX CTOPOH BpeMsi. B ¢Boto ouepep,
HayuHO-HCCIeIoBaTe/IbCKAst 1eITeIbHOCTD
MPUBHUBAET YMEHHE aHATU3UPOBATD

M CTPYKTYpHPOBATh HH(OpMALIHIO, paboTaTh
C UCTOYHUKAMHU, POPMYIHPOBATH TEKCT —
BCE 9TO OTHOCHTCS K OpraHU3alHH
MBICJIUTEIBHOTO NpoLecca i Pa3BUTHIO
JIOTUKH, HAMPSIMYIO CBSI3aHHbBIX

¢ mpodecCHOHANbHON IESITEIbHOCTBIO
xopeorpados.

Elle onuH BaxKHbIN BoTpoc,
BO3HMKAIOLLMH B pab0oTax ucc/enoBaTe/el
JIOT, — 310 BOMpOC 4aCTHOM »KU3HH.

B cratbe «Kak TaHueBasibHble nporpamMmmbl
KoJIIe/zKa aanTHPYIOTCs K HOBBIM HOpMam
OHJIalH-00y4eHNs» 3a(PUKCHPOBAH OMbIT
paboTbl aMepPUKAHCKHUX M€/Iaroros
Goucher College (r. Taycon, mrat
Mspunsnn), School of Dance B George
Mason University (okpyr ®spdakc,
Buprunus), Boston Conservatory

B Berklee (1. Bocron, mrat Maccauycerc)
B yc/10BU$IX nanaeMuu. CJ0:KHOCTH
opraHusauMu yueGHOro npouecca

B [E€PeUMCIeHHbIX YUPEXKICHHSX TAKHE XKe,
KaK 1y BCEX MeJIaroros, Mpenoiatoimx
xopeorpaduyeckie IUCLUHUIIHHBL.
[Tenarorn George Mason University

He UMEIOT BO3MOXKHOCTH TPETNoaBaTh 4yepes
Zoom WM Ipyrye TaHUeBaJbHble BUIEO-
nyiaThopMbl H3-3a helepabHOro 3aKoHa
0 KOH(UIEHIIHATBLHOCTH TI0]] Ha3BaHHEM
FERPA, npenHasHaueHHOT0 15t 3aLIHThI
MH(pOPMALMH CTYIEHTOB. «JIpyrue 1IKoJbl
TOJIKYIOT 3aKOH GoJiee HIHPOKO, HO B
Mason npenopaBaresn MOryT o611aThCs
CO CTY/IEHTAMH TOJIbKO Uepe3 OHJIaiH-
naardopmy Blackboard» (Ritzel).

Bwmecre ¢ 3TUM BCTaloT U BOMPOCHI
9THYECKOTO U 3CTETHUECKOro Xapakrepa.
BoJiblinHeTBO npernofaBartesell U CTYIeHTOB
OKa3aJslIuCh COBEPLIEHHO He MOJrOTOBJEHbI
auist pa6otbl B JIOT. Onu moryt
BBIUTH B OHJIAWH B JOMAalllHEeH oJlexK]e,
HerpuyecaHHbIMH, OTYET0 BO MHOTOM
HapyllaeTcsi STUKET 0O1LEHNS B BY3e€.
Kpome 3010, He y BCex ecTb MPOCTPAHCTBO
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JUIs 3aHSITHI Xopeorpaueit: ToMalliHsis
MebeJ/ib, MaJleHbKHE KOMHATBI IeJIat0T
HEBO3MOXKHbBIM MCIOJIHEHHE HEOOXOIMMBbIX
JUIsl PA3BUTHS B TPO(ECCHH IBHIKEHUH.
J11s1 pelteHust mocTaBJaeHHOTo

BOIpOca noTpedoBaJsioch yAesITh

BpeMsl Ha KypaTOpCKUX cOOpaHUsX

CO CTy[eHTaMH, a TaKxKe B rpoLecce
o6umx cobpanunii hakyJibTeTa Xopeorpaguu,
KOTOpbIE MPOBOJIUJIMCH IEKAHOM

MPH y4aCcTHH 3aBeyIOLLUX Kadeapamu

W NpernofaBaTesen.

3aKknw4yeHue

M. TTspuin 3ameuaet: «CpezicrBa MaccoBoi
MH(OPMaLMH H3MEHHJIH CIIOCOObI
B3auUMOIEHCTBHUSI, OOIIEHUSI, TTeJarOruKu

1 o0y4enus. TexHosornu crnoco6CTBOBAH
npeoOpa3oBaHUI0 SIKOHOMUKH H HaBCera
M3MeHUM Hall o6pas ku3uu» (Parrish
168). CoBpemenHas cucrema o6pa3oBaHus
C BHEJIpEHHEM HOBILIECTB TpelyeT
NPUHLUITHAJIBHO HHOHM 00pa3oBaTe/IbHON
Cpe/lbl U CTPYKTYPbI yIIPaBJICHHUS €lo.
Heo6xonuMbl HOBble yueOHbIe TPOTPAMMBbI,
aaNTHPOBAHHbIE JIJI51 COBPEMEHHOH
peasibHOCTH, KoTopble OblIK Obl OJIH3KH
MOJIOJIEXKH, M HABBIKH, MOJydeHHbIE

B XOJIe X OCBOEHHS1, BOCTPeOOBaHbI

B UX Oyayuiei npogeccun. HecomuenHo,
TpedyeTcsi 0co60e BHUMAaHUE YACJIUTh
MEXKIUCUUITJIMHAPHBIM CBSI3SIM.

KpusucHasi cutyauust KapaHTuHa crana
CTUMYJIPYIOLIAM (PaKTOPOM JI/IsT MHOTHX
HOBOBBEJIEHUH H YCOBEPILIEHCTBOBAHUH
aJIMUHUCTPATUBHbBIX U OpPraHU3allHOHHbIX
npoueccoB KasHAUW umenn
T. K. )Kyprenosa. PykoBoncTBom
aKaJIeMUM CJIeJ1aHbl ONpeiesIeHHble 1aru
B CTOPOHY CO3/1aHHs1 LIM()POBOTO By3a.

1 mionst 2020 rosa OTKPLIT OTIIEN
JMCTAaHUMOHHOTO 00yUeHHs1, B 3a/1auy
KOTOPOT0 BXOJIMT OpraHu3allust

1 KypaTopcTBO paboThl Kadenp B cepe
oHJ1alH-06pazoBanusi. ONTHMHU3UPOBaHA
pa6ota no uudpoBusaiuu GoHI0B

¥ XpaHu/uLL 6ubavoreku. [1penonasarensim
Oblyla oCTaBJEHA 3aj1aua: 3arpy3uTh Bee

yueOHble U METOJMYECKHEe MaTepHalbl,

a TaKxke 00pa3oBaTe/ibHble CChIIKH

Ha naardpopmy Moodle K Havyasy HOBOTO

yueOHOr0 rojia, YTo NPUBEJIO MPAKTHUECKH

K CTOTIPOLIEHTHOMY CTPYKTYPHPOBAHHUIO

y4eOHbBIX TPOTPaAMM.

[1pu 3TOM KJIOUEBBIM (haKTOPOM

115t KauectBeHHoro npumenenus JJOT

SIBJISIETCS] TEXHUUECKAs! OCHAIIIEHHOCTh

npenojaBaTesiell U CTYJIeHTOB

000pyLOBaHUEM, IPOTrPAMMHDIM
obecreyeHHeM M BbICOKOCKOPOCTHBIM

MHTepHETOM. MHOroe 3aBUCHT OT TOTO,

KTO 00yuaer, Kakoe KauecTBO JIeKLUH

M CeMUHAPCKHUX (TMPaKTHUECKHX ) 3aHSTHH,

KOTOpbIE MPOBOJSITCS B OHJIAKH - pEzKHUME.

ATy 2Ke UHTEHIMIO MOATBEPKIAI0T IPyTHE

nceenoBatesn: «AhheKTHBHOCTD

npumenenus JJOT 3aBucur ot takux

(hakTOpOB, KAK HOPMATHBHO-TIPABOBOE,

MH(PaCTPyKTYpHOE, MPOrpaMMHOE,

KOHTEHTHOE U KaJipoBOe obecreyeHne »

(Taxwurysiosa, u ap. 120). BoamozxkHo,

st KasHAUW umenn T. K. )Kyprenosa

OblJ10 Obl Pe3yJBTATHBHBIM CO3/IaHKe

KOPIIOpaTHBHOM (JIOKAJIbHOM ) CETH,

oObeIMHUBILIEN Obl CTYICHTOB

¥ penoaaBaTtesieil B 6osee ONTUHMaIbHOM

npoiiecce KOMMYHHUKALIMU J/Is1 pellleHuUsT

3a7a4 00pa3oBaTe/bLHOr0 Mpoliecca MNOMUMO
cyulectBytolux niaargopm Platonus

1 Moodle, a Tak:ke cTaHIapTHOH CBSI3U

10 3JIeKTPOHHOH MOYTe U MeCCeH/PKepaM.
Takum 06pazom, MOKHO BbIBECTH

yeTbIpe Te31Ca Ha TEMY BbICILIETO

xopeorpagdunyeckoro o6pasoBaHusi

B ycaoBusix J1IOT:

1. Cneunduka Bbiciiero
xopeorpaguyeckoro o6pasoBaHusi
noJipasyMeBaeT JIMUHbIN BepOaJsibHO-
TaKTHUJIbHBIF KOHTAKT nejarora
M CTyJIeHTa — 3TO KacaeTcsi Beex
00pa3oBaTeJIbHBIX IPOTPAMM.

2. KubGeprnenaroruka MoKeT BbICTYNaTh
B KauecTBe BCIOMOTaTe IbHOH
n1aTOPMBbI JIJIsT MPAKTHIECKUX 3aHATHH
B BHJIE OHJIANH- U/ WK oaaiin-Jex1ui,
KOJIIOKBUYMOB, JI0TTOJIHUTE/IbHBIX YCTHO-
TEOPETUYECKHUX 3a/IaHUI.



3. Kubepnenaroruka MoxkeT ObITh
BPEMEHHOH BbIHYK/ICHHOH HJIH
AHTUKPU3UCHOU MEPOH B YCJIOBUSIX,
HEBO3MOXKHBIX JIJIs1 IMUHOTO KOHTAKTA
npenojaBaTesiell U CTYICHTOB.

4. 1OT Bo3MOKHbBI IPH HAMUCAHUN
CTYJIEHTAMH TEKCTOBbIX paboT —
KYPCOBBIX HJIH IMIIJIOMHBIX — W J/I51 JIHLL,
noJiyyatolyx Bbiciiee o6pasoBaHue
Ha OCHOBE 00JILLIOTO HCTOJHUTEILCKOTO
1, BO3MOKHO, 11€1arorHyecKoro orbiTa.
[TocraBjieHHast B HayaJsie UCC/Ie10BaAHMUS

ABTOPAMH CTaThH 11&J1b IOCTUTHYTA,

3a/1a4u BbIMoJIHeHbI. Pe3ysbraThl MOryT

craTb ocHoBOH 11t mpuMenenus JJOT

KaK JIOTIOJIHUTENILHOTO BUIAa 0OyUeHHs]

NP TPaJAUIMOHHON odaiiH-dopme

WJIM OCHOBHOW (POPMOH B CUTYaIHSX

ypesBbluaiiHoro xapakrepa. Mcenenosarenu

CUMTAIOT: «YUupexKJIeHUs1 06pa3oBaHUs

JIOJZKHBI OBICTPO aaTHPOBATHCS

K HOBOH CHTYyalMH, TPUMEHSITb MOJIE/b

JIUCTAHLIMOHHOTO 0Oy4YeHHsI U pa3pellnTh

yaJeHHbIH 0CTYI K KOMIbIOTEPHBIM
UH(paACTPyKTypam U pecypcam.
Hapyienne B 06pazoBaHny MoJIOAEKH
OyJIeT cepbe3HON yrpo30 KauecTBY HX
»KU3HH B NOCTKPU3UCHOM 0O11eCTBeE.
Heo6pasoBaHHoe 1, MOXKHO CKa3aTh,
“niotepsiHHOe MoKoJieHre” He GyyeT
rOTOBO K 0OHOBJIEHHIO SKOHOMHYECKHX,
06pa3oBaTesIbHbIX U OOIIHUX COLUATBHBIX
MIOTOKOB M0 OKOHYaHUHU Kpuauca» (Bojovic,
et al. 1467). D10 MHeHME 1aeT MOUBY
JUIS1 PA3MBILIJIEHHS O TEKYLLIEH CUTyalln
B MHUpE U 0 NepCreKTUBAaX Pa3BUTHS
006pazoBaHusa OyLyLIEro.

Bpsin nin B mocTnanaeMUyecKui nepuoj
Oy/leT OCyl1eCTBJIEH BO3BPAT K PUBLIYUHOMY
ykJany xku3uu. HoBbili ypoBeHb LM poBOTO
MBILIJIEHHS ONpeJie/isieT U3MEHeHHe
napaaurmbl BbicLIero xopeorpaduyeckoro
o6pa3oBanus B chepe KOMMYHHUKALIUH,
TEXHOJIOTHH, METOIMKH, HAYKH, TICHXOJIOTHH,
9KOHOMMKH, KOTOpPbI€ ellle MPEeACTOUT
OCMBICJIUTb H OCBOUTb.
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06pa3oBaTefibHbIM TEXHOIOT UMy,



Taxkurynosa, Aibmupa, 1 ap. «[1pobaemMbl NPUMEHEHNUS AUCTaHLIMOHHbIX
06pa3oBaTe/bHbIX TEXHONOIMMI B BbiclleM 06pa3oBaHum KazaxcrtaHar. BeCTHMK
KasHY. Cepus negarornyeckas, Tom 62, N 1, 2020, ¢. 116-127. DOI: 10.26577/
JES.2020.v62.i1.11.
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Jdamup YpazbimberoB

T. K. )KyprenoB atbinaarst Kazak yaTTbik eHep akaneMHusichbl
(Anmarsl, Kasakcran)

Tarbsina TepexoBa

Toyesncia seprreyuui (Hixnuit Hosropon, Peceit)

KALLUBIKTBIKTAH OKbITY XAFAANBIHAAFbI YXOFAPbI XOPEOI PA®UANIK BI1IM:
KA3AKCTAH TOXXIPUBECI

Angatna. 2020 KblblH Haypbl3 anblHAa ahaHablK NaHageMusFa 6annaHbICTbl TybIHAaFaH
KapaHTUHAIK wapanap T. K. XXypreHoB atbiHAaFbl Ka3akK YNTTblK 6HEpP aKaaeMUACbIiHbIH Xopeorpadus
daKynbTeTiHIH NejarornkanblK aHe YbIMAACTbIPYLWbIIbIK KbiI3BMETIHAE 6ETOYPbLICTbI KE3EHII
6enrineai. KalwbIKTbIKTaH 6iniM 6epy TexHonoruanapbiH (KBBT) MaxkGypnen eHridyre KapamacTtaH,
WHaKTanfFaH TaXKipnbe OKbITylbl MEH CTYAEHT apacbiHAAFbl bIHTbIMAKTACTbIKTbIH XaHa GopManapbiH
i3aeyne nepcnexkTMBanapAbl awTbl. Byn 3epTreyain MakcaTbl — xopeorpadusa GarkynbreTiHae

KBBT eHri3yai aHanutuKanblK TYCiHY XoHe Tangay. 3epTrey HbiCaHbl — XOpeorpadussibiK eHep
canacblHAaFbl MamMaHaapabl gasgpnaay YiWiH KongaHbliaTblH KalbIKTbIKTaH 6ifiM 6epy »Kyneci.
ABTOpnap 93epbanKaH, ¥nbibputaHus, KasakctaH, Kbita, Mapokko, Pecen, Cep6usi, AKLL,
dununnuH, PnaHapus, Yunu xeHe 6acKa enaepai WeTenik KaoHe oTaHablK 3epTTeyLinepiHiH,
FbINIbIMW EHOEKTEPIHE, COHAaM-aK COLMONOrMAbIK cayanHaManap matepuanaapbl MeH GaKynbTeTTiH,
OHNaMH ic-lWapanapbliHa cyrMeHai. 3epTrey aficTemMeci Keneci agictepre Herisaenai: aHanuTuka,
canbICTbIpy, 6aKbliay, cayanHamMa xacay, COHbIMEH KaTap aMbl 3aH4blIbIKTapAbl aHbIKTay YLUiH
AepekTepai eHaey agici. OcblnapablH HEri3iHAe AMarpammManap MeH rpaduKTep xacangbl. ABTopaap
pecnybnnKanblK aHe Lwetenaik 6inim 6epy ynbimaapbiHaa KBBT KongaHy TexipubeciH 3epTreai;
OFapbl Xxopeorpaduanblk 6inim anyaa KBBT apThiKLWbINbIKTaPbl MEH KEMLUINIKTEPIH aHbIKTaAbl;
cayanHama afici apKbl/ibl CTYAEHTTEPAIH, OKbITYLbI-Npodeccopnap KypamMblHbIH aHE KYPbIbIMAbIK
G6enimiienepain 6acwbinapbiHblH KBBT-Fa KaTbiHachkl aHbIKTanabl; XopeorpadussibiK eHeEP
canacblHAarbl MamMaHaapabl AanbiHaay ywiH KBBT narganaHy MyMKiHAIKTEPIH Herisaeai. FbinbiMu
aHanblK Xofapbl 6iNiM canacblHAAFbI FbINIbIMU XXYMbICTAp MaTepuaniapbl, COHAan-aK aNeyMeTTiK
cayanHamanap matepuangapsbl HeridiHae KBBT eHridy TaxipubeciH 6actankbl Tangayaa xartbip, onap
6ipre KasaKkctaHaarbl XoFapbl xopeorpadusnblk 6iiMAEri KallbIKTbIKTaH 6inim 6epy MacenenepiHe
006BbEKTUBTI KO3KAPaCTbl aHbIKTaAbl. 3epTTeyaiH NpaKTUKaablK MaHbli3abliblFbl KBBT eHrisyae
UHaKTanFaH ToXipubeHi 3epaeney MeH Tanjayaa XoHe oKy NpoLeciHAe KallbIKTbIKTaH OKbITYAbl
navanaHy WapTrapblH Herisgeyae. KopbITblHAbINAK Kene, aBTopnap XeKe 3epTreynepaiH HerisiH
Kypa anatblH Te3ucTepi TYXKblpbIMAanAabl.

Tipek ce3gep: xopeorpadus GaKkynbTeTi, Xopeorpadus MaMmaHablFbl 60MbIHLLIA KallbIKTbIKTaH 6ifliM
6epy, T. K. XypreHoB atbiHAarbl Ka3Y¥OA, xorapbl xopeorpabusnsik 6iniM, KBBT, xopeorpadusbik
OHNalH OKbITY, KaLLbIKTbIK TEXHONOrMANapAbl eHri3y Taxipuoeci.

ABTOp/iap MyaAenep KaKTbIFbICbIHbIH XXOKTbIfbIH MaiMAaeni. bapibiK aBTop/iap Ko/mKa3baHblH
COHfbl HYCKaCbIH OKbII, MaKy/14aabl.

HAoarekceo3s ywiH: Ypa3biM6eToB, [lamup, aHe TaTbsHa TepexoBa. «KallbIKTbIKTaH OKbITY
YKaFaanblHAAFbl XXOFapbl XopeorpaduanbiK 6iniM: KasakcTtaH taxipubeci». Central Asian Journal of Art
Studies, 7. 6, N2 4, 2021, 28-54 6. DOI: 10.47940/cajas.v6i4.509.

Anfrbic. MaKana aBTopnapbl MaKanaHblH PELEH3EHTTEPIHE, XKYpPHaNablH peaaKkumsacbiHa, COHAaN-
aK xopeorpadus eHepiHAeri KawbIKTbIKTaH 6iniM 6epy Typanbl Nikipnepi MeH 6aranapbiMeH 66/icKeH
6apnblK peCcnoHAEHTTEPre anfbiCTapbiH 6ingipeai.
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CHOREOGRAPHY ACADEMIC EDUCATION IN TERMS OF DISTANT STUDIES:
THE EXPERIENCE OF KAZAKHSTAN

Abstract. The quarantine measures that arose during the global pandemic in March 2020 marked
a turning point in the pedagogical and organizational activities at the Choreography Faculty
of T. K. Zhurgenov Kazakh National Academy of Arts. The necessary introduction of distance
education technologies (DET) forced to gain the experience that revealed prospects in the search
for new forms of cooperation between the teacher and the student. The purpose of this study is
to understand and analyse the implementation of DET at the Choreography Faculty. The object
of the study was a system of distance studies that is used to train specialists of choreographic art.
The authors relied on the scientific works of foreign and local researchers from Azerbaijan, Great
Britain, Kazakhstan, China, Morocco, Russia, Serbia, the USA, the Philippines, Flanders, Chile
and other countries, as well as on the materials of sociological surveys and online events held
at the Faculty. The research methodology was based on the following methods: analytics,
comparisons, observations, questionnaires, as well as data processing to identify common patterns,
on which diagrams and graphs are based. The authors studied the existing experience of using DET
in local and foreign institutions; identified the pluses and minuses of DET in getting choreographic
academic education. The survey helped to identify the attitude to DET of students, faculty staff
and head boards and the possibilities of using DET for training specialists of choreographic art are
substantiated. The scientific novelty lies in the primary analysis of DET implementing experience
based on the materials of scientific works on academic education, as well as on the social surveys,
which together determined an objective vision of the problems of distant studies in choreography
in Kazakhstan. The practical significance of the research lies in learning and analysing the experience
gained in the DET implementation and also in justification the terms to use distance studies
in the educational process. In conclusion, the authors formulate theses that can form the basis
of individual case studies.

Key words: Choreography Faculty, distant studies in choreography, T. K. Zhurgenov KazNAA,
choreographic education, DET, choreographic online training, experience in the implementation
of distance technologies.
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[MPOLIECC

CO3J1AHUA

AJIBTOBbIX

TPAHCKPUIILIUM:
OT TEOPUU

K MPAKTUKE

ART STUDIES

[ynbHap AGpupaxman’,
Aiixxan Bekenosa!

! Kazaxckasi HallHOHa/IbHast KOHCEPBATOPHSE
umenn Kypmanraser (Anmarsi, Kazaxcran)

AHHoTauus. CtaTbs NOCBSLLIEHA ONpeae/ieHN0 OCHOBHbIX 3TarnoB NpoLecca Co34aHnsa TPaHCKPUNLUM
Ans anbra. AKTyallbHOCTb TeMbIl OrpeaensieTca He0OX0AUMOCTbIO MOMOHEHUS KOHLEPTHO-
nefjarorMyecKkoro penepryapa Ans asnbsra, 06yc/0BUBLLEN BOCTPEOOBAHHOCTb NMPaKTUKK
TPaHCKPUOUPOBaHUS KaK UCMOIHUTENAMM Ha anbTe, Tak U Neaaroramu. Ha gaHHbI MOMEHT paboThl,
pacKpbiBatoLme crieumdUKy 3TOro npoLecca 1 NpucyLme emy 3aKOHOMEPHOCTHU, GaKTUYECKM OTCYTCTBYIOT.

MeTtoponorus nayvyeHuns 6asmpyetcs Ha obLEeHay4YHbIX METOAAX — aHann3e, CUHTE3E, a TaKkKe
NUCXOAMT U3 METOLO/IOMMYECKOM YyCTaHOBKU bopuca bopoarHa, cornacHo KOTOPOM TPaHCKPUNLMUSA
BbICTYNaEeT «3aPUKCUPOBAHHOW MHTEPMPETALIMEN XYAOKECTBEHHbIX LleHHOCTeW». Cam npoLuecc co3aaHns
TPaAHCKPUMLUK NPEACTaB/IEH KaK aKT nepeBoja UCMONHUTENBCKOIO BUAEHUS MPOU3BELEHNUS B €ro
TEKCTOBYIO GOpMY.

o nToram nccnenoBaHus onpeaeneHbl OCHOBHbIE 3Tanbl CO3AaHUs TPAHCKPUMLMIK, BHYTPEHHEE
COAEpPKaHWe KOTopbIX ONpeaensieTcs cTaTycoM TBOPLA U ero BHELHeW MOTUBaLMeEN. [epBbin, aTan
nogoopa Npon3BeAeHWs, peannayeT LieneBble YCTaHOBKM aBTopa, No6yAnBLUME ero 06paTUTbCH
K CO3JjaH1I0 HOBOW BEPCUU MPOU3BEAEHMS, U OnpedensieT NPUHLMIMbI paboTbl C OPUrMHANbHBIM
TeKkcTom. OT TOro, KaKylo Lieflb NpecieayeT aBTop, 3aBUCUT CYLLLHOCTb OCHOBHOIO 3Tana npowecca
TPaHCKPMOMPOBAHUS: LieNb onpeaensieT BbI6op metoaa paboTbl ¢ NePBOUCTOYHUKOM. OCHOBHOM
aTan paboTbl Ha4 TPAHCKPUMNLMEN MMEET MPaKTUKO-OPUEHTUPOBAHHBIN XapaKTep, ero Lelb —
rpacduyeckas GmKcalms HOBOW Bepcun npondseneHus. MNpouecc co3aaHnsa TPaHCKPUNLMK B YCIOBUSIX
«3aPUKCMPOBAHHOW MHTEPMPETALMKU» CONPOBOXKAAETCS 03BY4YMBAHUEM HA MHCTPYMEHTE BO3MOXHbIX
BapWaHTOB MUCMOJTHUTENbCKON TPAKTOBKM KaXA0ro ajleMeHTa My3blKa/lbHOro TeKCTa. TpeTun atan —
anpob6auus TPaHCKPUNLKK, €€ UCTIONHEHUE B LIeNOCTHOM BuAe. OH JaeT BO3MOXHOCTb NPOBEPUTb
yno6CTBO UCMONHEHUS, yOeAUTENBbHOCTb 3BY4aHUS U HEOOXOANMOCTb BHECEHWUSI KOPPEKTUPOBOK.

CTaTbsl COAEPKUT KOHKPETHbIE MPaKTUYEeCKNE PEKOMEHAALIMM aBTOPaM TPAHCKPUMLUA,
Haue/leHHbIM Ha co34aHue afanTUPOBaHHbIX 15 abTa My3blKalibHbIX MPOM3BEAEHMI Ha OCHOBE
nepepaboTKM paHee Co3aaHHbIX 06pa3L0B.

KnrodeBble cnoBa: ansT, peneptyap, TPaHCKPUNUus, o6paboTKa, MHTeprpeTaLms, Npou3BoAHbIE
aHpbl, YPTEKCT.

ABTOpPbI 3asB/ISIIOT 06 OTCYTCTBMUMN KOHQJINMKTa MHTEPECOB. Bce aBTOpbI NpoYuTany n ogobpuamn
OKOHYaTe/IbHbIN BapUaHT PyKOIMUCH.
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Ans untupoBaHus: Abavpaxman, [ynbHap, 1 AvxkaH bekeHoBa. «[1poLecc co3aaHns anbToBbIX
TPaAHCKPUMLKIA: OT TEOPUK K NpaKTUKe». Central Asian Journal of Art Studies, T. 6, N2 4, 2021,

c. 55-69. DOI: 10.47940/cajas.v6i4.488.

BBeaeHue

HeCMOTpH Ha TO, UTO K HACTOSILLIEMY
BPEMEHH KPYT OPUTHHAJIbHbIX
aJIBTOBbIX MPOU3BE/ICHU I 3HAYUTENBHO
BBLIPOC, BOMPOC pacliupeHus pernepryapa
ISt J1bTa J10 CUX MOP He YXOIHUT C MOBECTKH
nnsi. [To cefi nenb neparoru no Knaaccy
aJibTa, a TaK:Ke MCMOJHUTENHN -TIPAKTHKH
00pallaoTest K CO31aHHUIO aJlbTOBBIX
TPAHCKPHITLMI C LEJbIO BBEICHUS
B pernepTyap HOBbIX MPOU3BEIEHHUH.
ITO I0CTATOYHO pacnpocTpaHeHHast
MHpOBasi MpaKTHKa, KOTopasi
aKTya/JM3upoBaHa He TOJbKO B OTHOILICHHH
aJIsTOBOTO pernepTyapa, HO U My3blKH
/151 IPYTUX MHCTPYMEHTOB, HA YTO YKa3bIBAIOT
KaK OT€UeCTBEHHbIE, TaK U 3apyOeKHble
uceaenonatesu (Howard-Jones 305).
Teoperuueckoe ugydyenue 1anoB
CO3J/1aHH$1 aIBTOBbBIX TPAHCKPHUTILIHH
B My3bIKaJIbHOH HayKe J10 CHX Mop
He TPeNPUHUMAJIOCh, XOTS LIHPOKast
pacnpocTpaHeHHOCTD SIBJICHUS U €T0
BaxkKHast poJib B (GOPMHUPOBAHUH KOHILEPTHO-
1elarorHuecKoro penepryapa Jiis ajabra
OTPEIEJTUIIM YacToe YIOMUHAHKUE O HEM
B HayuHo# jiutepatype (Porasnb-JleButikuti,
88; Crokymiikasi, 12—13). B nauasne
XXI crosietusi B 3apyOexxkHOM
MCKYCCTBO3HAHUU MOSIBUIUCH HAYUHble
TPY/Ibl, COMEp2KALIME OMBIT U3yUeHHS
OT/IeJIbHBIX 00Pa3Il0B aJBTOBBIX
tpanckpunuuii (Lee H., Van der Vyver E.),
B TOM UHCJIe Ha IPUMEpe TBOPUECTBa

KOHKpeTHBIX My3biKaHToB (White Galvin R.).

Cpen pycCKOsI3bIUHBIX My3bIKOBETUECKUX
paboT aHaJIOTMYHON HAMPABJICHHOCTH
cJlelyeT Ha3BaTh cratbio B. Koot
«Tpanckpunrtopckas AeTebHOCTb

B. B. Bopucosckoro» (250—252).
AKLEHTHPYS KyJbTHBHPYEMbIE My3bIKAHTOM
NPUHLUITBL 0TOOpA MPOU3BEIEHUH

JUIsl BTOPHUHOH UHTEpIIpeTaluu,

B. KniumoBa HameyaeT BO3SMOXKHbIE
MyTH H3yUY€eHHsT aBTOPCKHUX AJIBTOBbIX
TPAHCKPUITLUMH, KOTOpbIe B3SIThl HAMH
Ha BOOPY2KEHHE MPHU PACCMOTPEHUH
TEOPHH BOIIpOCa.

[Iupokasi BocTpe6OBaHHOCTb
MPaKTUKH TPAHCKPUOUPOBAHUS /15 a/bTa
aKTyasM3HpyeT HeoOXOMMOCTb OpeiesIeHHUs
TEOPeTHYECKHX OCHOB CaMoro rnporecca,
BbISIBJICHHST [IPUCYLIUX €MY 3aKOHOMEPHOCTEH
1 BbIPAOOTKY KOHKPETHbBIX PeKOMeHIallnH
1o ero ocyulectaeHuo. Kak crnpaBeaipo
OTMEUalOT UCC/IC0BATEIH, KTEOPETHYECKOEe
OCMBbICJIEHHE TPAHCKPHUIITOPCKOH Cepbl...
MMeeT MPaKTHYECKYIO HalpaBJeHHOCTb —
COBpPEMEHHbBIM TPAHCKPUIITOPAM, BEPOSITHO,
Oyner Hebe3bIHTepeceH 0000IIEHHBIH OTIBIT
macrepoB npouuioro» (bopoaun 9).

Ho nomumo «omnbita MacTepoB NpoLIoro,
Ha CerofiHsLIHUI IeHb (haKTHUECKH

He CHCTEeMaTH3MPOBAHHOTO M He 0000LLIEHHOTO,
BayKHO MMOHMMaHHE 3TarnoB 3TOH paboTHI,
cojlep:KaHue Kaxaoro ux Hux. Mayuenune

B 9TOM IJIaHe UMeloleicsl albTOBOM
TPAHCKPHUIITOPCKOH JIMTEPATYypbl 03BOJISIET
ONPEJIC/IUTh CJIOKUBILINECS B 3TOM BHJIE
JIEATEIbHOCTH TOJIXO0JIbl K PELLIEHHUIO
NPaKTHUECKOH 3a/1a4H1 CO3[aHUs aJbTOBOK
TPAHCKPUITLMH, YTO [PEICTABJISALTCS
BAXKHBIM JI/15 €€ PA3BUTHS U JasibHeM1Iero
COBEPLICHCTBOBAHHUS.

AHasina umerolIencst TPaHCKPUITTOPCKOM
HOTHOH JIUTEPATyphbl /151 aJibTa MOKA3bIBAET,
YTO Ha JAHHBIF MOMEHT paboTa Ka3aXxCTaHCKOH
YacTH ee cozziaTesiell CTpOUTCs Ha 0OpallleH|H
K MOJIOXKUTEJILHOMY OTTBITY POCCHHCKHUX,
pexke — eBpornelickux aBTopos. [TogpoOHee
3TOT paKypc Obl/1 OCBELLEH B CTaThe
KoJlJIeKTHBa aBTopoB «Creating
Transcriptions and Adaptations for Viola
in Kazakhstan: Retrospection, Theory
and Practice» (Bekenova, et al. 1—14).



YUUTBIBAs TO, UTO OT€UECTBEHHbIE
aBTOPbI TPAHCKPUMIIUH paboTaloT,

KaK MpaBuJIo, ¢ HALIMOHAJIbHBIM
My3bIKaJbHbIM MaTepPHAJIOM,
MHOHALIMOHAJILHBIH OIBIT HHTETrPUPYeTCs]
C MPaKTHYeCKUMH HapaOOTKaMH,
CJIO’KMBLIMMUCS HA HALMOHAJILHOH
M0YBe, YUUTHIBAIOLLIUMH CrielndpriecKre
cojiep:KartesibHble, TeMOPOBbIE

1 My3bIKaJIbHO-SI3bIKOBbIE CBOHCTBA
Ka3axCKol My3bIKd. [lesb janHoi cTatbu
3aKJ/IouaeTcs B orpejeseHnl oOumx
3aKOHOMEPHOCTEH Mpoliecca Co3aHusl
aJIBTOBbIX TPAHCKPHUIILIMIM, a TaKxKe
KOHKPETH3allM1 0COOEHHbIX, HALIHOHAJIBHO
XapaKTepHbIX €ro YepT, NPOSIBJSIIOLIMXCS
Ha ypoBHe paboThl C My3blKaJbHbIM
TEKCTOM [1€PBOUCTOYHHKA.

MeToabl

[Ipeobaanatoiiast poJib B CO31aHNUH
TPAHCKPUNITOPCKOKN HOTHOM JIMTEPATYPLI
Juist anbra B Kazaxcrane npuHai/ie:KuT

He KOMIO3UTOpaM, a UCIIOJHUTEISIM

¥ eflaroraM-npaxktukam. K Hum otHocsres
Takue My3blKaHThl, kak E. JIuGepuyk,

S1. dynuman, H. Kapumos, 1. Maxmyn.
Bce oHM MMeIoT 0IMHAKOBBIH cTaTyC,
MO3ULMOHUPYS ce6sl KaK cofibHble/
aHcamOJieBble UCIIOJIHUTENH Ha aJibTe

¥ TIeIaroTy CPEIHETO U BbICIIETO
My3bIKaJIbHO-00pa30BaTe/IbHOr0 3BEHbEB.
ITOT paKT MO3BOJSET CTPOUTH MPOLLECC
M3y4deHHsl CMelUpUKN X TPAKTHIEeCKOH
JIeSITEILHOCTH 110 CO3/IaHHMI0 TPAHCKPUITLHIA
B METOJIOJIOTHYECKOH Orope Ha TEOPETHUECKYIO
koHuenuuio b. Bopoauna, Kotopeiil

Ha Marepuasie popTernuaHHol My3bIKH1
0603HAUMJT TPAHCKPHITLMIO KaK
«3a(hUKCHPOBAHHYIO MHTEPITPETALIHIO»
(boponun 3). JlaHHoe nousTHe, M0 HallleMy
MHEHHIO0, TOCTATOYHO TOUHO (PUKCHPYET
CYTh Mpollecca Co3/IaHus TPAHCKPHUTILIUH
MY3bIKAHTOM - UCMIOJIHUTEIEM, KOTOPBIH
JIBUKETCST OT «HJIeaIbHOTO», HA €r0 B3I,
BapHaHTa UCTIOJHEHUS TPOU3BEIEHHUS

K €ro HOTHOH (pUKcalu. DTo M03BOJsIeT
MPUMEHHTDb TaHHOE OTIpesieieHHe

H K YCJIOBHSIM PAKTHUKH TPAHCKPUOUPOBAHHUS
NPOU3BeIeHUH /151 asibTa. Takum oOpasom,
caMm TIpolecC CO3MaHHUs TPAHCKPHITIMHI
npeJcTaeT Kak akT nepeBojia
MCIOJIHUTENLCKOTO BUICHHS TIPOU3BEICHHS
B €r0 TEKCTOBYIO (hopMY.

C npyrofi CTOpoHbl, HeMaJIOBaXKeH U TOT
(haKT, UTO MPEICTABUTE/N Ka3aXCTaHCKOH
ILIKOJTbI TPAHCKPUOUPOBAHUS JI/IS aJbTa —
9TO BbIXOJILLbI LIKOJbI S1. Pynumana,

JUIS1 TPAHCKPUTITOPCKOM A€ATEIbHOCTH
KOTOPOTO He CBOHCTBEHHA CBOGOIHAS
TPAKTOBKA 3aMblCJla W TEKCTa OpUrHHaJIa.
Ecim yactb TpaHCKPUNITOPOB, 0COOEHHO

B o6J1acTH hopTENHaHHON TPAHCKPHITIHH,
HalesleHa Ha oKa3 cBoeoOpasus
COOCTBEHHOH HHTEPIPETALINH,
VHIMBHUYaJbHOCTH MPOUYTEHHST aBTOPCKOTO
3aMblcJia, BIJIOTh JI0 Tpeobpa3oBaHusi
XY[I07KECTBEHHOTO CTUJIS TPOU3BENEHHUS,
TO Ka3aXCTaHCKUE UCIIOJHUTEH - aI5THCTbI
PYKOBOJICTBYIOTCS1, PEXKJIE BCETO,
relarorHuecKUMU 3a1auamMu U OTOMY
SIBJISIOTCS] CTOPOHHUKAMH «OXPaHUTEJILHOTO
MOJX0/1a» K MePBOUCTOUHHKY.

Pe3ynbtaTthbl

[Ipouece co3naHusi TpaHCKPHUIILIUH,

KaK 1 I000H IPyroil TBOPYECKUH

MPOLLECC, — 3TO U TEXHOJIOTHA,

1 peMecJio, U BO3MOXKHOCTb ¢/le/1aTh HOBOE
XYJ102KECTBEHHOE OTKPbITHE. TpaHCKpUILUS
M03BOJIAET NPOSIBUTL HHANBHUILYaJIbHOE
BUJICHHE, MTPEVIOKUTD B XOJI€ €T0 ajanTalluu
K HOBBIM HHCTPYMEHTAJIbHBIM YCTOBHSIM
MHOE MIPOYTEHHUE MEPBOMCTOUHHKA.
YpoBeHb CaMOCTOSITE/IbHOCTH B IPOUTEHHH
aBTOPCKOI0 TEKCTA OIpeeAeTCs

KaK TBOPYECKOH 01apEHHOCTBIO
TPaHCKPUIITOPA, TaK U MOTHBALLMOHHBIM
ACIEeKTOM, TO €CTh TEMH 3a/la4aMH,
KOTOPBIMH OH PYKOBOJACTBYETCH,

npucTynas K o00paboTKe NMPOU3BEACHHUS.
[Ipu 3TOM, KaK 1okasbiBaeT MUPOBOH

OMNBIT CO3/1aHUS TPAHCKPHUIITOPCKUX
NPOU3BEJICHUI JIJIs1 aJIbTa, YCTaHOBKA

Ha JIOHECEHHE HIEHHO-XYL02KeCTBEHHOTO
COJIep2KaHHs MPOU3BEICHHS C yIeTOM HOBbBIX
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MHCTPYMEHTAJIbHBIX YCIOBUH SIBJISIETCS
6a30BOH, TOMUHHUPYIOLIEH.

Jpyro# ocHoBorosaratoiie
YCTaHOBKOH TPAHCKPUIITOPCKOH paboThl
SIBJISIETCS] IOCTHXKEHHE KauecTBa
1 TIOJIHOLIEHHOCTH 3By4aHHsl IPOU3BEICHHUS.
J1151 TpaHCKPUIITOPOB, B COBEPLLIEHCTBE
BJIJICIOLLIMX HHCTPYMEHTOM, 3TOT acreKT
3aKOHOMEpHO siBJsieTcst GoJiee JIerko
JIOCTH2KUMBIM H HEPEJKO MPOLyLIUpyeT
3HauMTebHOE OOHOBJIEHHE COJIEPrKAHUS
NPOU3BE/ICHUS Yepe3 yCUJICHHE B HeM
KOHLIePTHBIX, BAPTYO3HbIX YePT U CBOHCTB,
MO3BOJISIIOLLMX PACKPBITH BLICOKHH
TBOPYECKHUH MOTEHLIMAJ TBOPLLA - UCTIOJTHUTEJIS.
B sTOM BUAMTCS AMasIeKTHKA Npoliecca
CO3/1aHHs1 TPAHCKPUIILIMH KaK
«3a(hMKCUPOBAHHBIX HHTEPIIpeTaLIHii»,
rJ1e B IOCTOSTHHOM Mpoliecce
B3aUMOJIEHCTBHUS HAXOJATCS CYO'beKTUBHbIE
KauecTBa TBOPLLA, MOTHBUPYIOLLHE €ro
BHeLLHHE 00CTOSITe/IbCTBA, a TaKxKe
peryJupylolme «KaHoHbl» U «IpaBuia
UIPBD», IPUCYLLHE TPAHCKPHUIILIUH
KaK MPOM3BOJHOMY 2KaHpY.

Kak nokasbiBaeT aHasiu3 nuayyaemMon
JIeATeILHOCTH, IpoLece paboThl
TPAHCKPHIITOPA B KPYITHOM TJIaHe
NpeacTaBsieT COOOM TPU OCHOBHBIX 3Tarna:
non6op obpasua it TPaHCKPHUITLHH
(mpesBapuTeIbHBIN 3TaM ), paboTa
HaJl epesioxKeHneM (OCHOBHOM yTar),
npakTHuecKas arnpooOalus pesysbTaToB
(3aksounTebHBIA 3Tan). B ycnoBusix, Korna
THM 3aHUMAETCS] HCTTOMHUTE/b-TIPAKTHK,
TPaHULLbl BTOPOTO M TPETLEro 3Tarnos
HepEeIKO pa3MbIBaloTCs: HOTHAs (pUKcalust
IPOUCXOMIUT <10 CJIelaM» TIPOUTPbIBAHUSA
OT/IeJIbHBIX CTPYKTYPHBIX 9JIEMEHTOB
KOMIO3HIIMOHHOTO LIeJION0 — MOTHBOB,
¢bpas, npesozKeHni, NepuoaoB, yacTei.
Ho u B Takom csiyyae sran anpoobatiuu
MPUCYTCTBYET: MOl HUM CJIe/lyeT MOHUMAaTh
nyOJIMYHOE MCTIOJIHEHHE NTPOU3BEACHHS
KaK Xy/102KECTBEHHOT0 111010, KOTOpoe
(hUKCHpYeT ero 3aBepllieHHOCTD
¥ CaMOCTOATE/IbHOCTL. PacemoTpum
cojlep:KaHue KaxKaoro srana 6oJiee
J€TaJLHO.

ran noabopa npoH3BEAEHHS PEANU3yeT,
C OJIHOH CTOPOHBI, 11e/1eBble YCTAaHOBKH
aBTopa, NoOylUBILINE €ro 00PaTUTLCSA
K CO3/1aHH1I0 HOBOW BEPCHU MIPOU3BEJICHHUS,
C Ipyroil — onpesessieT 3aKOHOMEPHOCTH
1 OCHOBOIMOJIaraioline NpUHLKIbLI paGOThI
C OPUTHHAJILHBIM TeKeToM. OT TOTO, KaKylo
1eJib npeciie/lyeT aBTop — coslaTh oOpasel]
U151 TI€larOrHueCcKOro UJIH KOHUEPTHOTO
periepTyapa, «J10HeCTH» 6e3 UBMEeHEHUH
CMBICJIOBOE COfiepKaHKe MepBOMCTOYHHUKA
WJIM CO311aTh CBOE, OPUTMHAJBHOE BUIEHHE,
3aBUCUT CyLIHOCTb OCHOBHOTO 3Tara
npouecca TpPaHCKPUOUPOBAHUS: LieJTb
onpeaessieT BbIOOp MeToia paboThl
C MEPBOUCTOUHUKOM.

[IpenBapuTebHbIN 3TAM HALIEJIEH TaKXKe
Ha BbIOOP MEPBOUCTOYHHKA, MIPH 3TOM,
C YyUETOM CMelU(pHUKH 3ByJaHHs aJibTa H ero
TEXHMUECKMX BO3MOXKHOCTEH, 3TOT BIOOP
He 6earpanuden. TemOp asbTa yHHKaJEH,
no xapakrepucruke 0. Bamera on
«ropasfo nylle CKPUIKH, 3By4aHHe
€r0 HarnpaBJIeHO KaK Obl BHYTpb ceO9,
ciabee pe30HUPYeT, JaxKe FHYCaBUT.
Ho 3aro ero 3Byk — TernJee, oObeMHee,
a B CMbICJI€ BUPTYO3HOCTH aJIbT MOYTH
TaK »Ke COBepllleHeH, KaK cKpunka» (6).
Tem6p anbra XapakTepu3yioT Kak «TeMOp-
XameJIeOH» U3-3a ero «CrocoOHOCTH
“camBaThes’” ¢ IPYrUMU TeMOpaMH,
YCUJIMBAsH UX ipamMaTypruyeckue
1 KpacouHble pyHKIMM» (Mapriianckuit
165). YHHKaJIbLHOCTb aJbTOBOTO TeMGpa —
BM3UTHAsi KAPTOUKA UHCTPYMEHTa, HO OHA
YK€ MO2KET BBICTYNATh OrPaHUYUBAIOLIUM
thakropom rpu BeiGope o6pasiia
1151 TBOpUECKOl nepepaboTku. Eciu
K€ TOBOPHTH O COJIMPYIOLIHUX aJIbTOBbIX
(parMeHTax, To cjeiyeT TaKKe MOMHUTh
0 JUIMHe Tpuda HHCTpyMeHTa, TPeGYIolEero
OT My3bIKaHTa (PU3HUECKOH CHJIbI
1 JIOBKOCTH J1/151 U3BJIEUE€HHsI CHJILHOTO
1 BbIPa3UTeJILHOIO TOHA. ECTh 3HAUHUTE/IbHbIE
pas/nuusi B TeMOPOBBIX CBOMCTBAX KAXK/0T0
3BYKOBOT'O PErHCTPa U B HX BO3MOXKHOCTSIX
pelIaTh CJ10XKHble TEXHUUECKHE 3a/1auH.
Bce 370 Hano uMeThb B BULY NPH BbIOOpe
nepBoucTouHnKa. Ecsn xKe 3anaun



TeMOPOBOTO U TEXHHYECKOTO COOTHECEHUS
pelleHbl, To MPU TPAHCKPUOHPOBAHUH
NIPOU3BEACHUNA €BPOINEHCKON KJIACCUKN
HEPEIKO BO3HUKAET JOTIOJHUTENbHbIN
BOIPOC MIEHTH(HUKALIUK T€PBOMCTOYHHKA
C TOUYKH 3peHUs NPUOJIUKEHHOCTH

K opurunany. OTnpaBHoi TOUKOH

JIJIs1 CO3[IaHUsT TPAHCKPUITLMH MOXKET
CTaTh aBTOPCKAs PYKOTHUCh, YPTEKCT

WJIM UHTEPTIPETHPYIOLILAS pelaKIys
npousBeeHust. Jlyis NpUHATHS pellieHus
HeoOXxouMa 60J1bliiasi CaMOCTOSITE/IbHAS
ucesie/loBaTesibckas paborta, B Xozie
KOTOPOH UMeIoLIMecs] BApUAHThI TIIATEIbLHO
AHAJIU3UPYIOTCS U BbIOUPAETCST TOT
CJIMHCTBEHHbIH, epepaboTKa KOTOPOTO
JIACT BO3MOXKHOCTb B MTOJIHOH Mepe
PELINTb 3a1a4y NMPeBAPUTENLHOTO

stana. [[pyMeHUTEeNIbHO K KAa3aXCTaHCKUM
MPOU3BEJICHUAM TaKOH BOTIPOC CTABUTCS
JIOCTaTOYHO PEIKO BBHLY MAJIOUHUCIEHHOCTH
NPOU3BEJICHUH, UMEIOLIUX HECKOJIBKO
penakuui. Kak npaBusio, penakiiuu
NPUHAJIEKAT CAMHM KOMITO3UTOPAM

Y HalleJIeHbl Ha yJIydllleHHe HCXOHOH
BEPCHUU, MOITOMY MMOCENHSS PelaKIus
MOYKET BBICTYTIaTh B KauecTBe
cB0e06PA3HOTO «3TaNoHa». Eciu ke

3a 0CHOBY Oepetcst 06pazel] Ka3axcKoh
TPaJMLIMOHHON MY3bIKH M UCXOJIHbBIH
MaTepHuaJl MpeJcTaBjeH HECKOJbKUMU
BapHaHTaMH HOTHPOBOK, TO 3ajiaua
MHTEPIpeTaTOpa 3aKJI0uaeTcs B Bbibope
HauboJiee «1pe3eHTabesbHOro»

13 HUX. TAKOBBIM MOKET CTaTh HOTHPOBKA
HauboJiee MoMyJspHOro, «y3HaBAeMOT0»
HalMOHAJIbHOK ayIMTOpUel BapuaHTa
HAPOHOI/HAPOAHO - PO ECCHOHATLHOI
MECHU HUJIH KIOSI.

B nauuonasbHOM perniepTtyape oueBHIHO
npeanouTeHue nepepaboTku 00pas3uoB
KOOBI30BOK MY3bIKH U TPOU3BEJICHUH
115 Ko6bI3a ¢ poprenuaHo.

I10 00BACHSAETCS HE TONBKO 0011IeH
NPUPOJIOH UHCTPYMEHTOB, KaK CTPYHHO-
CMbIUKOBBIX, HO U BO3MOXKHOCTbIO
aJibTa I0OUTHCSI MAKCHMaJIbHOTO
TeMOPOBOTO CXOJICTBA C KA3aXCKUM
HApOJHBIM HHCTPYMeHTOM. M3 Bcex

KJ1aCCHUECKUX HHCTPYMEHTOB CTPYHHOH

TPYNIbl MMEHHO asbT HauboJiee OJIM30K

B TeMOPOBOM IlJ1aHe ipeBHEMY KOObI3Y.

Ero teMOpoBble XapaKTepUCTHKH, KaK

oTMevaet uceaenopatesb C. Mypsagnesa,

«HAXOJAAITCS1 B CTPOrOM COOTBETCTBUH

C ero pUTyaJbHO-Maruieckoi QyHKIUeH

B KyJbType» (18—19). Onupasce Ha

OMMCAHHUS, OCTaBJIEHHbIE OUEBH/ILLAMU

1 MCCIeIoBaTeISIMU LIaMAHCKOH

MPAKTHKH, aBTOP MPUBOJUT TaKHE

XapaKTePUCTUKH 3ByYaHHUs1 KOObI3a,

KaK «TAUHCTBEHHOE», «I'HyCaBOE»,

«aJjioBetiee» (A. 3araeBuu), «pe3koe»,

«nukoe>» (A. Anekropos) (MypsasnueBa

18—19). DTH XxapaKTepUCTUKH BbI3bIBAIOT

npsiMble aCCOLMALIMU C BbICKA3bIBAHUSIMH

BbIJIAIOLLErOCs a/IbTUCTA COBPEMEHHOCTH

0. bauimera, KoTopblii roBOpHII,

4TO «aJIbT COBEPIIEHHO MUCTHUECKHH,

OYeHb TAUHCTBEHHbIH HHCTPYMEHT» (69).
[Ipu Bcell cxoxKecTH ajibTa Co CKpPUIKOH,

MO3BOJISAIONILEH, HA MTEePBbIF B3I, JIETKO

«1epeBecTH» ee pernepTyap B ajJbTOBbIH,

TMOCJICAHUI HMEET CBOM CyLLeCTBEHHbIE

«HI0OaHCBI», 6€3 yyeTa KOTOpPbIX

TPAHCKPUITLHS HE MOKET MOJYYHThCS

noJsiHoLleHHOH. Hanpumep, u3-3a paguuibl

B paaMepax u 00JIbLIEro pacCcTosiHUs

naJiblieB JIEBOH PYKH MPUEMbI UIPbl HA aJibTe

OTJIMYAIOTCS OT CKPUIUYHBIX MPUEMOB. OHM

TpeOYIOT Apyroro crnocota 3ByKOU3BJICYEHHS

1 TeXHUKH ucnosiHenusi. CyliecTBeHHa

B 9TOM IJIaHe U TeMOpOoBast pa3HuLa:

y ajibTa OH MeHee SpKHi, B HHKHEM

peructpe — 6oJiee rycTo, ryOoKuH,

MaTOBbIH, B BEpXHEM — THYCaBbIH,

6e3 SIpKoro U OJ1eCTsIIIEero 3By4aHus,

npucyiero ckpurnke. CounHeHUst

C LIMPOKUM JIMANIAa30HOM (B HU3KOM

perucrpe — Kak Ha BUOJIOHUYEJH UJIH

B BBICOKOM — KaK Ha CKPHIIKe ), C TOHKOH

(hakTypoii, Ha aJibTe MOTYT PO3BYYaTh

HeBbIPA3UTEBbHO U JIazKe IJ10X0,

TaK Kak pa3dpoc AuanasoHa He MO3BOJIUT

COXpaHUTb aJIbTOBBIN TeMOp. B T0 xKe Bpemst

MPOU3BEJICHHUS], HAMTMCAHHbIE JI/151 Ka3aXCKHUX

HApOAHBIX HHCTPYMEHTOB, TAKUX KaK

KOOBI3, KblJI-KOOBI3 U 1axKe 10MOpa, MOTYT
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BBIUTPLILIHO IPO3BYYATh B MEPEJIOKEHHH
I aJ1bTa, TaK KaK UX CTPOH HaXOAUTCA
B 0OLIEH PEruCTPOBON 30HE U PUMEPHbBIX
rpaHHLAX AHala3oHa.
YyeT pasHULbI CylLeCTBEHEH
B OTHOLLEHHH JIIOOOTO MHCTPYMEHTA,
C KOTOPOTO TPAHCKPHOUPYETCs My3blKa
JVIs aJibTa, 03TOMY MPe/IBaPUTE/IbHBIN
sTan padoTel npejroJaraer o0s3aTebHoe
yriayOJieHHe B TeXHHYECKHe 0COOEHHOCTH
TOTO HHCTPYMEHTA, JIJIs1 KOTOPOTO CO3/1aH
OpHUrHHAJI, YTOUHEHHE €ro CreluHIecKuX
TEXHHUYECKHX, PErHCTPOBLIX, TeMOPOBO-
KOJIOPHCTHYECKHX XaPAKTEPHCTHK, BIUSIIOLLNX
Ha CO3[aHHE XyI02KEeCTBEHHOTo 00pasa.
Heo6xoaumo yxxe Ha 9TOM sTarne
BBISIBUTb BCE CJIO2KHOCTH T€XHHYECKOI0
BOTJIOLILEHHUS HA aNbTe TeMOPOBO-
KOJIOPUCTHYECKOH MOJE/IM 3ByYaHHs
U NIpe/IBapUTeIbHO HAMETHTb CYLIIeCTBYIOLLME
asnbTepHaTHBHbIE pellieHust. OueHb BayKHO
TIIATeJbHOE U3yYeHHEe HOTHOTO TEKCTa
OpMI'MHAJa C TOUKH 3pEHHUs1 IPABUIBHOTO
MPOYTEHHS aBTOPCKUX PEMapOK
U LITPUXOBBIX 0003HAYECHHH, YTOUHECHHUS
JlManasoHa u Temra npuMeHHTebHO
K KaXK/10My pasjiesy popmMbl U COOTHECEHHUS
MX ¢ BO3MOKHOCTSIMM asbTa. [Ipu petnennn
CO3/1aTh MAKCUMAaJIbHO NPUOJIUKEHHYIO
K OPUTHHAJY TPAHCKPHILIUIO HEOOXOAUMO
MOHATb, KAKUM 00pa3oM 10OUTLCS B HOBOM
MHCTPYMEHTaJIbHOM 3BYYaHUH COXpaHeHHsI
COZIEP2KATEJIBHOTO H 2KAHPOBO-CTHJICBOIO
cBoeoOpasus OpUruHala, o01ero KoJgopura
3By4aHus U (haKTypHOro ohopMJIeHHS.
B stom nuiane 6oJiblIoe 3HaUCHHE
MMeeT YCTaHOBKA Ha BOCIIPOM3BE/IEHHE
OTJIMYUTEJILHBIX CBOMCTB TOTO «KYJILTYPHOIO
KOJ1a>», KOTOPBIN HECeT CBEACHUS
00 MCTOPUYECKOH TPAIULIMH, CTUJIE SMTOXH,
CBOUCTBAX MHAMBHIYAJbHOTO IT0YEPKa
KOMITI03UTOpa. A 3TO npejroJaraet
He TOJIbKO TeOPETHYECKYIO
MOArOTOBJICHHOCTb TPAHCKPUIITOPA,
HO M HaJIMYHE y HErO COJIUHOTO CJIYXOBOTO
My3bIKaJIbHOTO Oaraka pas/jaMuHoM
CTHJICBOH U 2KAHPOBOW HAINPABJICHHOCTH.
YCTaHOBKA Ha COOTBETCTBHE
KKYJIETYPHOMY KOJly» MPOU3BEICHHUSI -

opuruHasa o6ycaaB/AUBaeT He0OXOJUMOCThb
y2Ke Ha NPeIBAPUTEJIbHOM 3Tare
paccMaTtpuBaTh ONTUMAJbHbIE
COOTHOLIEeHHSI TpadpuuecKoro u3006paKeHus
HOTHOTO TEKCTA M €ro aKyCTHUECKOro
aHaJiora, TeM 0oJiee YTO «BO MHOXKeCTBe
pazHoo6pasHerInX KOMIO3HTOPCKHUX
0003Ha4YeHNH, 3aTparuBaloIUX

1 PErIAMEHTHPYIOLLUX e/1Ba JI1

He BCE CTOPOHbI 3BYKOBOT'O BOIJIOLIEHHUS
MY3bIKaJIbHOTO MPOU3BENIEHHST, SICHO
OLLyLIAeTCsl He UX TePMUHOJIOrHYecKast
OCHOBA, a CKOpee, CHMBOJIHYECKast
CYLIHOCTb, MOJIpagyMeBalolias

1 Tpebytolast nojyac pas/anyHoro
TOJIKOBAHHUSI TEX UJIM UHBIX aTPUOYTOB
HotHoro Tekcra» (KopHoyxos 82—83).
3ajaya TpaHCKPUNTOPA — YJIOBHTb 3Ty
«CHMBOJIMYECKYIO CYLIHOCTb» M HAUTH
COOTBETCTBYIOLIMH CI1OCO0 ee MpesoMeHHsT
B 0OHOBJIEHHON BePCHHM HOTHOTO TEKCTa
NpoU3BeieHUs. DTO 0ODbICHSAET (haKT

TOTO, YTO TPAHCKPHUIITOPHI CTPEMSITCS

K JIeTa/iM3allii CBOEro HOTHOTO TeKCTa
uepes peMapKH, LITPUXOBbIE, TEMIIOBbIe

1 IMHaMUYecKue 0003HaYeHHsl Jlaxe

B TOM CJlyyae, KOTrjia UX HeT B TeKCTe
NEepBOMCTOUHHKA.

B uenom anroputm elcTBui
TPAHCKPUIITOPA B 3TOM OTHOLLIEHUH
MOKHO c(hOPMYJIHPOBATh KaK JIBHKEHHE
OT MPUBBIYHOTO, «HOPMATHBHOI0»
MPOUTEHHUSI HOTHOTO TEKCTa OPUTHHAJA
npousBesieHns uepes yriayoJsenue
B TEKCT, pacro3HaBaHHe U yTOUHEHHe
MPU3HAKOB aBTOPCKOH MHAMBHLYaAJbHOCTH,
«KYJIBTYPHOTO KOJIa» B €r0 HOBOM HOTHOM
1 aKyCTHUECKOM BOIJIOLLIEHHH.

OcHoBHO¥ 3Ta11 paboThl HATL
TPAHCKPUITLMEN, KAaK NPABUJIO,

He hopMaJsIi30BaH CTPOro B CTPYKTYPHO-
BpPEMEHHOM MJ1aHe, HO0 «auanor»

C KOMITO3UTOPOM, HalIHOHAJbHON
TpajMLMe 3/1eCh MPOI0JIKACTCS.

Ho oH o6petaet Gosiee MpaKTUKO-
OpPMEHTHPOBAHHbIN XapaKTep, Tak Kak
CBSI3aH C HEMOCPEICTBEHHON paboToH
Haj TpaHckpunuuei. Lleab stana —

ee rpaduueckas pukcaius. [Iporecc



CO3/IaHUsA TPAHCKPHITLHH B YCITOBHUSX
«3a(pMKCUPOBAHHON HHTEPTIPETALIN »
CONPOBOXKIACTCS, KaK [PaBHIIO,
03BYYHBAHHEM Ha HHCTPYMEHTE BO3MOKHBIX
BAPHAHTOB MCIOJHUTE/BLCKON TPAKTOBKH
KarKJ10r0 3J1eMEHTa My3blKaJIbHOTO TEKCTa.
¥Yrny6aeHHbBIH TEKCTOJIOTHUECKUH
aHaJIn3 NePBOMCTOYHHMKA HA 3TOU CTaanU
NPOJOJIXKAETCS, HO OT 06LIEero pakypca
€ro M3y4eHHsi BHUMaHHUE MepeMeliaeTces
K JIeTaJjIsiM, 4YaCTHOCTSIM, [T03BOJISIIOLLMM
HAWTH HY>KHbI€ TPUEMbI 3BYKOU3BJICUCHHS],
LITPUXH, HIOAHCHI IMHAMHKH U arorukH,
annaukatypy. PakTuuecku TpaHCKpUITOP
MILET HA 5TOM 3Tarne nyTH BOTJIOLIEHHUS
B HOBYIO rpacduueckyto popmy
My3blKaJIbHbIX IOCTPOEHHH, HanOoJIee
OTITUMAaJIbHO 3BYYalllUX Ha aJIbTe
¥ MaKCHMaJbHO MPUOJTHAKEHHBIX
K OpUTHHAJY.

TexHoJsiornueckas cropoHa 3Toro
npoliecca 10CTaTOYHO TPYyAOeMKa, OHa
OCHOBBIBAETCsl Ha MOCTOSTHHOM CPaBHEHUH
HOTHOTO TEKCTA W 3By4aHHs TPAHCKPUITLUH
C aHaJIOTMYHbIMU (pparMeHTaMH OpUTHHAJIA.
Kak nokasbiBaer rnpakTHka, rpaMoTHO
BBITNTOJTHEHHAS TPAHCKPHUIILUS HAMPSIMYIO
3aBHMCHT OT 3HAHHUs1 OpUrHHaJsa. 3/1ech
HaJl0 BHOBb 06PATUTh BHUMAHHE
Ha TaKhe MOMEHTbI, KaK COXpaHeHHe
B HOBBIX TeMOPOBBIX YCJIOBUSX CTHJIEBBIX
1 2KaHPOBbIX 0COOEHHOCTEH OpUTHHAJIA,
crenrUKH KOMMO3UTOPCKOTO MHChMA.

BesyciioBHO, o6cTOsITEIBCTBA HOBOTO
TeMOpa, creuudruKa 3ByKOU3BJAeYEHHS]

Ha HHOM MHCTPYMEHTE MPH MaKCUMAaJbHOM
NPUOJIMKEHUH K 3ByYaHHIO OpUTHHAJA
MOBJIEKYT 32 cO00H orpeieeHHYI0
TpaHcOpPMaIHio HCTTOJHUTENBCKUX
NPUEMOB, LITPUXOB, @ HHOIJIA U HOTHOTO
TeKcTa. BaxKHbIM MOMEHTOM MPH 3TOM
sSIBJIsIeTCsl COOJIIO/ICHHE TTPUHIMIA
«UrpabesIbHOCTH» U y100CTBA UCTTOJNHEHHSI.
[Ipu 3TOM CJlelyeT UMeThb B BUILY, UTO
napamerp «yao00CTBa HCITOJHEHUS »

MMeeT UCTOPHUECKHI XapaKTep. AJbT co
BPEMEHHU CBOET0 BO3HMKHOBEHHS MOCTOSIHHO
9BOJIIOLIMOHUPOBAJI, H €TI0 HblHEeLlIHee
COCTOSIHHE — pesyJsbTar

JUIUTEJIbHOM HCTOPUUYECKOH PAKTUKU
pPa3BUTHS MHCTPYMEHTA H UTPbI HA HEM.
EcTb 1 cyObeKTHBHbBIE KPUTEPHH,
3aBHCsILIME OT KAUeCTBa UCTOJTHUTEIS:

TO, 4TO YnoOHO ncnoguste JI. Teptucy,
coz/laBaBlIeMy TPAHCKPUIIIUH <O ceOs1»,
npo6JieMaTHUHO UCTIOJIHUTD PSA0BOMY
aJIbTUCTY.

B ycnoBusix anbra ¢ ero reM6poBo-
PETUCTPOBON HEPABHOMEPHOCTbHIO 3BYUaHUS
0COOEHHO BAXKHO IOCTUYD YI00CTBa
UCIIOJIHEHUST MeJIOMH. DTa 3a7ada MOXKET
ObITb pellieHa MyTeM TPAHCTIOHUPOBAHUS
TEKCTa My3bIKaJIbHOTO MPOU3BE/IEHHS
B y100HYIO0 TOHAJILHOCTD, TePEeHOCa OKTAB,
«0o6JieryeHns» TeKCTOBOrO reperpysa
WJIH 100aBJIEHUS IBOMHBIX HOT, aKKOPJIOB.
BarkHa Takike TillaTesibHasi pacCTaHOBKA
HITPUXOB, (hPA3HPOBKH, amMIuKaTyphl,
aroruku, JMHAMHYECKHUX OTTEHKOB,
BKJIIOUEHHE CMbBIYKOBBIX TPUEMOB UTPbI,
aj/leKBaTHO OTPaXKaloIIMX XapakTep
npoussesieHust. [Ipu 3ToM B npub/IMKEHHOM
K OPUTMHAJY TPAHCKPUIITOPCKOM TEKCTE
BCE HU3MeHEeHHUsI JI0JKHbI ObITh ONpPaBAAHHbI,
MO3TOMY HOBBIH HOTHBIH TEKCT 0OBIYHO
cHabzkaeTcst NOJAPOOHBIMU YKA3AHUSIMU:
00603HAYEHUSIMH TeMITa, IMHAMUYECKHX
OTTEHKOB, LITPUXOB, aNMJUKATYpPbl, a TAKXKE
MOSICHEHUSIMH OTHOCUTEJIbHO OpPUTHHAJA.
HTorom ocHOBHOTO 3Tamna sIBJseTCs
FOTOBBIH HOTHBIH TEKCT, YYUTHIBAIOIILHH
BCe repevncsieHHbie Bbillle (hakTopbl
1 coJieprKalliiii HeoOXOIMMble YKa3aHHs1
1 TPAHCKPUIITOPCKHE peMapKH.

Dran anpobaliii TPAHCKPUITLWH,

TO €CThb €€ UCTIOJHEHHS B LEJOCTHOM BHJIE,
BECbMa BaKeH JI/151 3aBepLIEHUs Mpoliecca
ee cosnanust. OH 1aeT BO3MOXKHOCTb
NPOBEPUTH YI0OCTBO HCTIOJHEHMSI,
yOEIUTEeNBHOCTb 3By4aHUst U HeOOXOMMOCTh
BHECEHUSI KOPPEKTUPOBOK. B ycioBusix
NPUOJIMIKEHHON K OPUTHHAJY TPAHCKPHTILIHU
BCEr/a MPOUCXOIUT UCTIOJIHHUTENbCKAS
ajlanTaiys K TeXHHUeCKon crieluguke
HOBOT'O HHCTPYMEHTA MPH COXPaHEHUH
OpUTMHAJIbHOW Uen KomrosuTtopa. [1pu
9TOM TEKCT He JIOJKEH OBbITh MeperpykKeH
CJIOYKHBIMHM TEXHHYECKUMH
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npuemMamu, B OC06€HHOCTH, €CJIM OHHU
OTCYTCTBOBAJIM B OpUTHHAJIE. Ha NnepBomM
MECTE — BbIpa3UTEJIbHbIC CcBOHCTBA
[pousBeaeHUsd, PACKPbITHIO KOTOPbLIX

He JI0JI2KHbI IPENATCTBOBATL
HeolpaBAaHHbIC UCITOJIHUTEJ/IbCKHUE
CJIOZKHOCTH.

OAuvucKyccua

OueBuiHO, YTO HA PAKTHUKE TPH
nepepaboTKe MepPBOMCTOUHHKA
NOJIyYeHHbI pe3ysibTaT MOXKET He Beeria
COOTBETCTBOBATb CeLU(pUKE HHCTPYMEHTA:
TPAHCKPHILMSA Hey00Ha [/ HCTIOJIHEHHS],
1 3TO 3aTPyJHSIET JOHEeCEeHHE aBTOPCKOTO
3amblcsia. Takue TpaHCKPUIILLUH,

KaK MPaBHJIO, He 3a/1epKUBAIOTCS

HAJI0JITO B perepryape UCIONHUTEeH

Y 11€/1arorHyecKoM pernepryape. JTOT xkKe
thakTop, B pUHLIMITE, OOBSICHSIET TO, YTO
MHOTHE MPOU3BEIEHHsT My3blKaJIbHOH
KJaCCUKH HMEIOT HECKOJIbKO BAPHAHTOB
00paboOTKH, XOTSI MOTHBOB JIJI51 BO3BpAllleHUS]
K OJIHOMY M TOMY 2Ke 00pasLly 3HaUHUTeIbHO
OoJiblie: epepaboTKa MOXKeT ObITh y100Ha
B MCIOJIHUTEJILCKOM IJIaHe, HO He OTPakaeT
B JOCTATOUHON Mepe «KYJILTYPHBIA KOL»
WJIM aBTOPCKYIO UHIMBHLYaJIbHOCTD,
HETOYHO BBICTpOEHaA B MJ1aHe GppasupoBKH
¥ apTUKYJSLUUK U T. 1. OpUrnHaibHbIN
ABTOPCKHMH TEKCT PEIKO COLEPIKUT
nopoOHble YKa3aHHUsl JIJ1s1 HCTIOJHUTEs,

M 9TO JIaeT TPAHCKPUNITOPY OOJIBLION
npocTop B BbiOope BapuaHToB. Ho ecsn
YUHUTBIBATb BHETEKCTOBbBIA KOHTEKCT
OPHUTHHAJILHOTO MPOU3BE/ICHHUS,
3aKOHOMEPHOCTH UCTOPHUYECKOr0

1 aBTOPCKOTO CTHJIsI, TO KPyT
TPAHCKPUIITOPCKHUX CPEACTB 3HAUMTEIILHO
cykaercsi. B 3ToM oTHOLIeHUH
CMpaBeJIMBO, Ha HALll B3NS,
BbICKa3blBaHHe uccsenoparenelt B. MuxHo
u O. MaromenoBoil, cCuMTaIOLIHX,

UTO «yI0OHBIM HY2KHO CUHTATh H3JI0KEHHE,
KOTOPO€ COOTBETCTBYET KOHCTPYKTHUBHBIM
0Cc0OEHHOCTSIM HHCTPYMEHTA,
COBPEMEHHOMY YPOBHIO TEXHUKH

1 KYJILTYPbl HCTIOJHUTEIbCTBA > (36).

J1711 yTouHeHHs1 CBOEro BUIEHHS
MepPBOUCTOUHHKA TPAHCKPUTITOPbI HEPEIKO
CreHasbHO CO3/aI0T aHHOTALMH
JUIS1 HCTIOJTHUTEIEH, pagbsICHSIOLIHE
ABTOPCKHH MOJXOJ K IepepadoTKe.
Hanpumep, rosinanackuii BAOJOHUETUCT
Annep busiema, cosnaBiinil penakiyu Tpex
nepBbiX BUOJOHUesbHBIX clouT M. C. baxa,
BKJTIOUHMJI B CBOIO pab0Ty aHHOTALIUIO 1St
COBpPEMEHHbBIX MCTIOJHUTEJIEH, TTIe yKa3all
Ha HeoOXOMMOCTb MPUHSATHS BO BHUMaHHE
MoTeHlHasa COBPEMEHHBIX HHCTPYMEHTOB,
MpeTeprieBUINX BOJIOLHUIO CO BpeMeH
Baxa, uTo chakTHUeCKH UCKITI0UAEeT MOJHOEe
JIOCTHKEHHE «0aXOBCKOTO CTaH1apTa»

B ucronHenuu (Munxuo 1 Maromenoa 33).
C/ienyeT OTMETHTD, UTO 9TO U3BECTHOE
NPOU3BEIeHHE KIacCHKa 6apOKKO
nperepreno 6osee 90 TPaHCKPUNTOPCKUX
TpaHchopMallii AJ1s1 Pa3THIHBIX
MHCTPYMEHTOB, H JIO CHX MOP BOTPOC

€ro rnepeBoJia B HOBbIE TPOU3BOJIHbIE

OT ypTeKcTa 00pasiibl He HcuepriaH.

3aKknwuyeHue

[TonBoAst UTOTH, OTMETHM, UTO TIPOLIECC
CO3/IaHUsl TPAHCKPHITLHEI MOKET ObITh
CTPYKTYPHUPOBAH B TPH OCHOBHBIX 3Tana,
rpaHrlbl KOTOPBIX, B CHJTY TBOPUECKOTO
XapakTepa JAesiTeIbHOCTH, J0CTATOYHO
YCJOBHBI. B 11e710M 3TOT npotiecc MoxKeT
ObITb yNOJ00JIeH «TePMEHEBTHUECKOMY
Kpyry», npearoJararuemy 11aaeKTUKy
L[eJI0T0 U YaCTHOTO: TPAHCKPUIITOP
JIBUZKETCS OT 11€/IOCTHOTO MPeICTaB/eHHUS]
OPUTHHAJIBHOTO TTPOU3BEEHHUS

K OCMBICJIEHHIO €ro JieTajled U 3aTeM
BHOBb MEPEXOJIUT B MacLITa0 11eJ10T0,
cOPMHUPOBAHHOTO B HOBOM 3BYKOBOM
00JIMKE U KauecTBe. YUUThIBAs MOCTOSHHYIO
BO3BpAllaeMOCTb TPAHCKPUIITOPOB

K OJIHOMY M TOMY K€ MTPOU3BEJCHHUIO,
Hallle MOHUMaHKUe OPUTHHAJIBHOTO

TEKCTa MPUHUMITHAJIBHO HE MOXKET ObITh
3aBeplIeHO: MbICJIb TBOPLA-TPAaHCKPUITTOpa
MOCTOSIHHO JIBUKETCS 110 KPYTY,
pacimpsiiolleMy CBOM IPaHHULbl, U ITOT
NpolEece MOKET ObITh OECKOHEUEH.
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I'yanap 96aipaxman, Aiixkan BekeHoBa

Kypmanrasbr atbiniarsl Kasak yaTThiK KOHCEpPBATOPHSIChI
(Anmarsl, Kazakcran)

ANbT TPAHCKPUMUWANAPBIH LULIFAPY YPAICI: TEOPUAAAH TOXKIPUBETE AEWUIH

AHpaTna. Makana anbTKa apHaifaH TPaHCKPUMLMS Kypy NPOLECiHIH HEri3ri Ke3eHAepiH aHbIKTayFa
apHanfaH. TakbIpbINTbIH ©63EKTiNIri anbT OpblHAAYLbIIAPbLIH Aa, MyFaniMAaepai Ae TpaHCKpunuusanay
NPaKTUKaCcbIMEH KAMTUTbIH aflbTKa apHasiFaH KOHUEPTTIK-Neaarornkanblk peneptyapabl TONbIKTbIPY
KaXKeTTifiriMeH aHblKTanagbl. Kagipri yakbitra 6y YpAic epeKLlwenikrepi MeH oflapra ToH
3aHAblUIbIKTapAbl TaHbITATbIH EHOEKTEP iC XKY3iHAE XKOK.

3epTTey aaicTeMECI annbl FblbIMU d4icTepre HeridaenreH — Tangay, CMHTe3aey, COHbIMEH
KaTap «TPaHCKPUNUMSA — 6V KOPKEMAIK KYHAbUIbIKTapAblH, 6EKITiAreH TyciHgipmeci» cuaKTbl Bopuc
BopoanHHiH agicHaMa xongapbiHaH TyblHAaNAbl. TPAaHCKPUNLKSA WbiFapy NPOLLECIHIH 631 WbiFapMaHblH,
OPbIHAAYLWbIIbIK KePIiHICIH OHbIH MaTIHAIK dopMachkiHa ayaapy aKTiCi peTiHAe YCbIHbINFaH.

3epTTey HoTuKenepi 60MbIHLLIA TPAHCKPUMLMS KYPYAbIH HEri3ri Ke3eHaepi KapacTblpblaabl,
onapablH, iWKi Ma3MyHbl XacayLlbIHblH TYPIMEH XOHE OHbIH, CbIPTKbl MOTUBALMSACBIMEH aHbIKTanagbl.
LLIbiFapmMaHbl TaHAayablH GipiHLWI Ke3eHi aBTOPAbIH, CbIPTKbl YMTbIIbICTapPbIH XKY3ere acblpagbl,

OHbl XYMbICTbIH, YXaHa HYCKACbIH XacayFra XeTenenai }aHe TYNMHYCKa MaTiHIMEH XyMbIC icTey
NPUHUMATEPIH aHbIKTanbl. TPAHCKPUMNLMANAY NMPOLECIHIH HEri3ri Ke3EHiHIH MaHi aBTOP/bIH, KaHAaN
MaKcaTKa YMTblnaTbiHAbIFbIHA 6ainaHbICTbl 6aiKanagbl, aa MakcaT 6acTanKbl KE3AEPMEH KYMbIC
icTey aAiciH TaHAayAbl aHblKTanabl. TPAHCKPUMLMS XYMbICbIHbIH, HETI3M KE3eHi TPaHCKPUNUUAMEH
TIKeNen Kymblic icTey ToxipnbeciHe 6arbiTTanFaH. MyMbIC KE3€EHiHIH MaKcaTbl TPAHCKPUMNLUSHbI
rpaduKanblK Typae 6eKity. «TipKkenreH MHTepnpeTaums» )XaraanblHaa TPAHCKPUNLKS WblFapy NPoLECi
My3blKablK MATiHHIH 8P 3/1IEMEHTIH OpblHAAY MHTEPNPETALMACBIHBbIH MYMKIH HYCKanapblH acnanTta
OblGbICTayMeH KaTtap *ypeai. YWiHWi Ke3eH — TPaHCKPUNLUMUSAHbI CbiHAy KE3EHi OHbl TO/bIK OpPbiHAAY
TYpiHAE Xy3ere acagbl. by opbiHAaY bIHFAaWNbUIbIFbIH, AblObIC CEHIMAINITI MEH TY3€TyNep eHrisy
KaKeTTiNiriH TeKcepyre MyMKiHAIK 6epeai.

Makanaga 6ypblH XacanfaH yarinepai kamta eHaey HeridiHae TpaHCKPUNuUuUs aBTopiapbliHa anbTKa
6enimaenreH My3blKanblK TyblHAbITAPAbI XacayFa 6aFblTTanfaH HaKTbl MPaKTUKaNbIK YCbIHbICTAP
6epinreH.

Tipek ce3gep: anbt, peneptyap, TPAHCKPUMNLKSA, 8HAEY, MHTEPNPETaLMs, TybIHAbI XaHpnap, YPTEKCT.

ABTOp/1ap MYAAENEP KaKTbIFbIChbIHbIH XOKTbIFbIH MajliMaenai. bap/biK aBTopaap Ko/ixka3baHbiH
COHFbI HYCKaChIH OKbIM, MaKy/1Aaabl.

Hoanekce3s ywiH: 96aipaxmaH, M'ynHap, xaHe AkaH BekeHoBa. «AnbT TPaHCKpUNLUMUSnapbliH
LWbIFAPY YPAici: TeopusaaaH Taxipubere genin». Central Asian Journal of Art Studies, 1. 6, N2 4, 2021,
55-69 6. DOI: 10.47940/cajas.v6i4.488.
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Gulnar Abdirakhman, Aizhan Bekenova

Kurmangazy Kazakh National Conservatory
(Almaty, Kazakhstan)

THE PROCESS OF CREATION OF ALTO TRANSCRIPTIONS: FROM THEORY TO PRACTICE

Abstract. The article is devoted to defining the main stages of process of creating transcriptions
for alto. Relevance of the topic is determined by the need to replenish a concert and pedagogical
repertoire for the alto, which led to the demand for practice of transcription by both alto performers
and teachers. At the moment there are practically no works that reveal the specifics of this process
and their inherent regularities.

The research methodology is based on general scientific methods - analysis, synthesis, and also
proceeds from the methodological setting of Boris Borodin due to which transcription acts as “a fixed
interpretation of artistic values”. The very process of creating a transcription is presented as the act
of transforming the performing vision of a work into its textual form.

Based on the results of the study, the main stages of creating transcriptions were identified, the
internal content of which is determined by the type of a creator and his external motivation. The first,
stage of the work selection, implements the external aspirations of the author, which prompted him
to turn to the creation of a new version of the work, and determines the principles of working with
the original text. The essence of the main stage of the transcription process depends on what goal
the author pursues: the goal determines the choice of a method of working with the original source.
The main stage of work on transcription has a practice-oriented nature, its purpose is the graphic
fixation of the new version of the work. The process of creating a transcription under the conditions
of “fixed interpretation” is accompanied by scoring on the instrument possible versions of performing
interpretation of each element of a musical text. The third stage is approbation of the transcription,
its performance in its entirety. It allows to check convenience of performance, persuasiveness of the
sound and need to make adjustments.

The article contains specific practical recommendations for the authors of transcriptions aimed at
creating musical works adapted for the alto based on the processing of previously created samples.

Keywords: viola, repertoire, transcription, treatment, interpretation, derived genres, urtext.
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COHATA 1181
®OPTEMUAHO

U JIMTABP
TUMYPA
MbIHBAEBA

B ACTEKTE
UCIMOJHUTEJb-
CKOU UHTEP-
NMPETALIMU

| KA3AXCTAHCKHUX
e MY3bIKAHTOB

ART STUDIES

Maiia Cenn!

! Kasaxckast HaunoHaJ bHast KOHCEPBAaTOPHST
umenn Kypmanrasel (Asnmarsl, Kasaxcran)

AHHOTauusA. TBOPYECTBO KOMMNO3UTOPa U anpuxkepa Tumypa MbiH6aeBa (1943-2011) okasano
BAUSIHWE Ha pa3BUTUE COBPEMEHHON My3biKanbHOW KynbTypbl KasaxcTtaHa, a ero npon3BeaeHus
NonyyYnnu LLMPOKOE MeXayHapoaHoe pacnpocTpaHeHne. CaMobbITHOCTb M HOBATOPCTBO
My3blKalbHOI0 A3blKa N03BOAUAN T. MblH6aEBY CUHTE3MPOBATL EBPONENCKUE XaHPbI C aNeMeHTamu
Ka3axCKOM TPaAMLIMOHHOM My3bIKM M, KDOME TOro, pa3HOM1aHOBbIE MYy3blKalibHblE MHCTPYMEHTbI
(popTenmaHo — nuTaBpbl), YTO BbI3bIBAET HECOMHEHHbIV MHTEPEC UccneaoBatenen. B gaHHOM
nccneaoBaHUKU NpeanpUHMMaeTes NonbITKa CUCTEMHOMO NoAxoAa, KOTOPbIM ABSETCA BayKHOM
OCHOBOW A/19 MOHUMaHWA TBOPYECTBA B LUIMPOKOM CMbIC/ie U 06YCNOBIMBAET PAacCMOTPEHUE
KOMMO3WTOPCKOro ornyca B Hepa3pblBHOM CBA3M C €ro TEKCTOM, BK/ILOHAIOLWMM B ce65 CKPbITbIN
CEMaHTUYECKNUI MOATEKCT, C UCTOPUKO-KYNbTYPHbIM KOHTEKCTOM CO3[1aHMA U IMYHOCTHBIMMU
0CO6EHHOCTAMM aBTOPA, a TaKXKe UCMOIHUTENLCKYIO MHTepnpeTauuio. CoHaTa ans poptennaHo

v nutaBp T. MbiH6aeBa Gbina BMEPBbIE UCMONHEHA U3BECTHOM Ka3aXCTaHCKOM NMUaHUCTKOM
[ynbxkamunen Kagblp6ekoBon. KpanHe pefKkoe UCNOoNHeHWe NPpoU3BeAeHU 419 pa3HOMIaHOBbIX
WHCTPYMEHTOB 06YCIOBIEHO BOCMPUATUEM NYBNNKK, 3a4aCTyi0 HEMOArOTOBIEHHOM ANS NPUHATUA
WHHOBALIMOHHbIX PELIEHWI B My3blKe. [103TOMY IMYHOCTb UCMNOSIHUTENEN HEPEAKO MMEET pellatoLlee
3Ha4vyeHure ans Nonynap1Msauunmn n ganbHenLWen *Ku3Hu Taknx NnponsBeaeHnin. B xone nccnegoBaHmns
OblN NPOBE/IEH MEPBUYHbBIN KAYECTBEHHbIM aHanM3 B GOPME MHTEPBLIO C MEPBON UCMOTHUTENBHULIEN
CoHatbl T. MbiHO6aeBa. KoHuenTyanbHbIM 3amblicenl MpoM3BeaeH s NPOSBUICS B CNeLNdUYECKOM
YXaHPOBOM PELIEHNUN, NCMOIb30BaAHUN CUMBOHNYECKON CUMBOAUKK AMuUTpus LLlocTakoBKuYa

N 3THUYECKOW CTUNMN3aLmn. MHTepNpeTaLMOHHbIM aHan13 npeanosiaraeT CUCTEMHbIM NOAXO0A,
BK/IlOYalOLWMI B ce651 MHOrOypOBHEBbIV B3rNS4 Ha ABIEHWE My3blKalbHOr0 MCNOMHUTENbCTBA.



B cTatbe cogepKaTcs HOTHbIE MPUMEPbI M MPUBOAMUTCS CChIIKa Ha 3IEKTPOHHbIN pPecypc nepeom
cTyamiHon 3anncu CoHaTtbl Ans doptennaHo v nutasp T. MbiHGaeBa B UCMOIHEHWUM NMUAHUCTKMU

[ynbxamunu Kagblp6eKoBoOw.

KnioyeBble cnoBa: Tumyp MeiH6aeB, lynbxamuna Kagblp6ekoBa, coHata, MHTeprpeTaLus,
YKaHPOBBIN CUHTES, KOMMO3WUTOP, UCTIONHUTENb, GOPTENUAHO, IUTABPbI.

ABTOp npoYuTasa u o4o6pu OKOHYaTe IbHbIN BapUaHT PYKONUCH 1 3asiBJISIET 06 OTCYTCTBUMU

KOHQIMKTa MHTEPECOB.

Ans yntupoBarHus: Cenn, Mawna. «CoHata ans doprtenuaHo u nutaBp Tumypa MbiH6aeBa
B aCMNeKTe UCMONHUTENbCKOM MHTEPMPETaLMN Ka3axCTaHCKUX My3blkaHToB». Central Asian Journal of
Art Studies, 1.6, N 4, 2021, c. 70-90. DOI: 10.47940/cajas.v6i4.490.

BBeaneHue

Mys;bma — BayKHasi YacCThb »KU3HH
O0JILLLUMHCTBA JIIOAEH, a TaKKe
KyJbTyphbl cTpansbl (Ferreira 126327).
CerofiHsi My3bIKaJibHast MHIYCTPHS
npereprieBaeT 3HauMTe/bHble U3MEHEHHUSsI
(Barata and Coelho e07783), a10 TpebyeT
MOMCKA HECTAHIAPTHBIX PellIeHHH MpH
BbIOOpE pernepTyapa, ayIMTOPUU U MHOTOTO
JIPYroro, 4yTo CBSI3aHO C COBPEMEHHOM
MY3bIKAJIbHO - HCTIOJTHUTETbCKON MPAKTHKOH.
CooTBeTCTBEHHO 0OHOBJISIETCS

1 po6IeMaTHKA My3bIKOBEIUECKHX
uccsaenoBanuii. Kak ormeuaer

Y. P. JlkymakoBa, cOCTOSIHHE MY3bIKOBEIUECKOH
Hayku coBpemeHnHoro Kazaxcrana
HY2KJIAeTCsl B «Tlepe3arpyske» 1 «HayuHOM
ocmbicienun>» (Jxymakoa 65—74).

K uncsy nan6oJsiee akTyasbHbIX M CI0KHBIX
npo6JsieM, TpeOYIOLLIUX TAKOTO OCMbICJIEHHUS,
OTHOCHTCS HCITOJIHUTE/IBCTBO KaK (heHOMeH
COBPEMEHHOH My3bIKaJbHOH KYJILTYPbl

1 MHTepripeTalusi. B cBoto ouepesb,
u3ydeHne My3blKaJbHOTO UCMOJHUTENLCTBA
npejnoJaraeT pacCMoTpeHue TakKux
BOIPOCOB, KAaK UCIOJHUTE/bCKAS 1LIKOJIA,
NPEeMCTBEHHOCTb, CTHJIb, TPAIULIUH,
HoBaTOpCTBO 1 1p. O6patiieHre MHOTHX
COBPEMEHHbIX Hccie/loBaTe/1el K JaHHOM
npoGseMaTHKe MpearonaraeT NpuMeHeH1e
HOBBIX UCC/IEIOBATENBCKUX TEXHOJOTHH,
KOTOpbIE M03BOJISIIOT BbISIBUTh
MCIOJIHUTENLCKYIO CrIelUHUKY.

Tak, Harpumep, KoMIbIOTEpHAS MPOrpPaMMa
SPAX, paspa6orannasi A. B. Xapyrto
(2021), npenonaBaresem MOCKOBCKOH

rocyJlapCTBEHHON KOHCEPBATOPUH HMEHH
I[T. M. HalikoBCKOro, o3BoJisieT
NPOaHaJM3UPOBATH UCITOJHUTENbCKHE

HHTEepIpeTally Ha CIIEKTPpaJbHOM YpOBHE.

C nomouIbio JaHHOU MPOTPAMMbI MOXKHO
MCC/IeIOBATh TEMOPO-IMHAMUYECKHEe
0COOEHHOCTH Pa3HbIX HCTTOMHUTENBCKHUX
VHTEPIpeTaLMi IPOU3BEACHUN KaK
aKaJIeMHYECKOr0, TaK M TPAAULIHOHHOTO
My3blKaJibHOTO HcKycceTBa (HOnycoBa

1 XapyTo 6).

HecomuenHo, nporpamma SPAX
JlaeT BO3MOXKHOCTb UCI0JIb30BATh
KOJTMUECTBEHHbIE METOJIbl aHAJIH3A.

Ho onu He MoryT npu6/M3UTD

K OTpe/ie/IeHUIO HCTTOMHUTENBCKOTO
3TasIOHa, MOCKOJIbKY XY/107KECTBEHHO-
ICTETHYECKAsl CTOPOHA MY3bIKH,
npejoJaraioniasi B KaxJaom OTAeJbHOM
MCMOJIHEHHH UHIMBHUyabHbIE pellleHUs,
He MOKET OrPaHHYMBATBLCS TOJBKO JIHILb
KOJIMUECTBEHHBIMU XapaKTePUCTHKAMH.
Bo MHOTHX citydasix MCMOJTHUTENbCKAs
MHTEpPIIpeTallusl He MOJ1aeTcsl TAKOMY
M3MepEHHUIO.

[esb ncenenoBanusi — BbISIBUTh
ocoOeHHOCTH UHTepripeTalid CoHaThl
115t poprenuano u autasp Tumypa
Mein6aeBa. B npouecce ncenenoBanus
Oblyla OCYLLIECTBJIEHA MOMbITKA PACKPHITh
ABTOPCKUU 3aMbICeJ1, 3aKJIIOUEHHbIN
B [POM3BEJIEHHUH, B 3aTJIaBUH KOTOPOTO
KOMITO3UTOPOM Y2Ke 3aJ102KeH KJI04
K HHTepIpeTallu — auaJjora (opTenuaHo
v iutaBp. B sTOM opurnHasbHOM
»KaHPOBOM peLIeHHH U MPOSIBJISIETCS
KOHIIENTYyabHbII 3aMbICEJ COHATHI.
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B 1o ke Bpemsi B CoHate mpoc/ie;KuBatoTes
YepThl CEMaHTHKH CHM(OHHUECKOTO
nucbma 1. [llocrakoBuua nocpeacrsom
LUTHPOBAHHUS U CTUJIM3ALIMH PA3HOOOPa3HbIX
NPUEMOB Ka3axcKok IOMOPOBOH PaKTyphl.
Hapsiny ¢ stum aBrop CoHaTbl ymeso
MCTOJIb3YeT U CHHTE3UPYET MOJH(POHHIECKHE
MPUEMbI C TTOJIMPUTMHYECKMMH HOBALUSIMU
Kak B mapThu popTenuaHo, Tak U B apTUU
JqutaBp. Macuitad uCrnoJHUTENbLCKUX
NPUEMOB, MPUCYTCTBYIOLLUX B (hopmaTte
KOMITO3HTOPCKOI'0 3aMbICJ1a 3TOTO COUMHEHHUSI,
TpebGyeT OT UCTIOJHUTENEH He TOJBKO
JIOJIKHOTO MTPOdheCcCHOHANBbHOTO MacTepeTBa
KarKJ10r0 M3 COJIMCTOB, HO H HUMMaHEHTHYIO
UHTeJIeKTyalbHy10 anantauuio. C ofHou
CTOPOHbI, 3TO COUYHHEHHE — IKCIIEPUMEHT,
Ha KOTOPbII MOTYT PELIHThCST COCTOSIBLIMECS]
3peJsible My3blKaHThl. C JIpyro# CTOPOHHI,
CoHaTa MOKeT ObITb 3TarloM-Bexoi

Ha MyTH K MOCTHKEHUIO HCTIOJIHUTEIBCKOTO
macteperBa. [ynbxamuis Kagpip6ekoBa —
SAPKUHA 0Opasel] HCTIOJTHUTESIS -
IKCrepuMeHTaTopa. Ee HCrosHUTeIbCKUI
00JIUK SIBJISIETCS] OTPa’KEHHEM ee CMeJIoro
BbIOOpA pernepryapa HHTEPIPETHPYEMbIX
€10 MPOorpamm.

Haponnas aptucrka PecnyGankn
Kazaxcran, npogeccop Iynbkamuis
KanbipbekoBa siBJisieTcst SpKHUM HOCHTEJ/1EM
MCIOJHUTEILCKUX TPAIULIUI MOCKOBCKOH
(hopTenuaHHON WIKOJIbI, TPOOJZKATEEM
mkosibl A. B. Tosbnensefizepa —

[ P. Tuns6ypra — I B. Akcesnbpona.
Teopuectso I M. KanbipbekoBoii,
copmMHpOBaHHOE B pe3ysibTaTe

CHHTe3a B3aUMOJIEHCTBHUS TPAJULIMHA
PYCCKOTO, COBETCKOTO M Ka3aXxCTaHCKOTO
UCITOJIHUTENbCKOTO HCKYCCTBA, TPUOOPEo
3a rojibl CBOETO CYLIeCTBOBAHHUS

ocoOble KauecTBa, 103BOJIsIIOLI1E

OTHECTH €€ K CaMOOBITHOMY (3TO C/IOBO
OOBIYHO [IPHMEHSIETCST B 3HAYEHHH
HerpogeccHoHa/IbHOe ) HAUMOHAJbHOMY
SIBJICHUIO COBPEMEHHOT0 (hOPTENHAHHOTO
MCITOJTHUTEbCKOTO HCKYCCTBA.

B nHauBHLyaIbHOCTH €e TBOPYECKOTo
006JIMKa TPOPUCOBBIBAETCS [VIABHbBIN
NPUHIKI MMAHUCTKH KaK HHTeprpeTatopa —

OCMbIC/IEHHOE, TIIyHOKO€e MOCTHKEHHE
3amblcsia Komrosuropa. Texuuyeckoe

U Xy/I02KECTBEHHOE JJ151 Hee HepasaeuMo.
B npuopuTeTe 115t THAHUCTKY BCeria
cojlep:KaHue 1 Xy/l02KeCTBeHHbIH 00pas,
BOIIJIOLLEHUS] KOTOPOTO OHA I0CTUraeT
yepes KPOMOTJUBYIO, I0BEJHPHYIO OTIEIKY
netasielt, Oyib To ppaszupoBKa, aroruka,
puT™M MM imHamuka. HepaspbiBHo
CBsI3aHHasi ¢ My3blKaJbHbIM 00pa3oM
naJjsuTpa ee 3By4aHust MHCTpyMeHTa —

BOT YTO MPHUIAET 0COOYI0 NPUTATraTe/bHOCTb
Urpe nUaHucTku. B sTom u cexper
pPa3BUTOrO YyBCTBA U YMEJIOT0
MCIOJIb30BAHUST TEMOPO-KOJIOPUCTHUECKHUX
BO3MO2KHOCTEH HHCTPYMEHTA, HEOBTOPUMOH
OKpackH ee (ero, HHCTPyMeHTA )
BoJiieOHOro 3ByKa. Mmst [ybkamuiiu
KanbipbekoBoii BriepBble CTa/l0

1npoko u3sectHo B 1980 rouy,

KOTJ1a MOJIOJIasl UCITOJHUTEbHUILA
3aBoeBaJia [lepByto abcotoTHYO

npemuto Ha 31 MexxayHapoaHom

KoHKypce umenu Jl>koBanuu barrucra
Buottu B roposie Bepuesiu B Mranuu.
[ynbxkamugs Kansip6ekosa crajia nepBoi
nuaHuCcTKoN u3 Kasaxcrana, yiocToeHHOH
BBICOKOTO Me2KlyHaPOJHOI0 MPU3HAHMUSI.
JIntaBpuct Epnat JKymalueB 3akoHUYHI
Pecny6/MKaHCKyI0 CPeIHIOI0 CrieLHalbHY0
LLIKOJIY J/I51 OlapEHHBIX JIeTell HMEeHH

A. )Ky6anoBa u Kazaxckyto HallMOHAJIbHYIO
KOHCepBaTopHio uMeHu Kypmanrassi.
Pa6otaer B coctase [ocynapcTBeHHOr0
aKaJIeMHYEeCKOro CUM(OHUIECKOTO
opkecrpa Pecny6sku Kazaxcran.

Pacuper KaMepHO-HHCTPYMEHTAJbHOTO
MCIOJIHUTENIbCKOTO HCKyceTBa B Kasaxcrane
MPUXOJIUTCS HA BTOPYIO MOJIOBHHY XX BeKa,
yeMy CcriocoOCTBOBAJIM CMeHa
KOMITO3UTOPCKHUX TOKOJIEHHH, HHTEHCUBHOE
pa3BUTHE TeaTpasbHbIX U CUM(OHUYECKHX
»KaHPOB, MOSIBJICHHE HOBbIX CUM(OHUYECKHUX
1 KAMEePHBIX KOJIJIEKTHBOB, a TaKxKe
BKJIIOUEHHE KaMePHOH COHAThl U KBapTeTa
B yueOHyI0 porpamMmmy BTOPOTro Kypca
KOMTO3HUIIMHM AJIMATHHCKOH KOHCEPBATOPHH
umenn Kypmanrassl. Bee atu pakropbl
00yCJI0BUJIH TTOsIBJIEHHE TTIEPBbIX 00pa3LoB



KaMepHO-MUHCTPYMEHTAJILHOTO 2KaHpa

B TBOpPYECTBE KA3aXCKHX KOMITO3UTOPOB
(K. Ky:xambsipos, b. Batikanamos,

K. MycuHn, A. berukos, noa:xe A. Kaiibim).

B uncio KazaxcTaHCKHX KOMITO3UTOPOB,
0OpaTUBLIUXCS K KAMEPHO-
MHCTPYMEHTAJILHON 2KaHPOBOH 00J1aCTH,
BXOIUT U T. MbiHOaeB.

B ero TBopuecTBe B 11e710M
NPOC/IEKUBAIOTCS

CTpeMJIeHHE K CUHTe3y eBpOoreicKoi

M Ka3aXCKOH TPaJIMIIHOHHON
MHCTPYMEHTaJbHOH

MY3bIKH, UHIMBH/yaJu3allusl, TOBbILLIEHHOE
BHUMaHHe K TeMOPY, IKCIIEPUMEHThI

C COCTaBOM HCMOJHUTENEH, pacliupeHHast
TPAKTOBKA MHCTPYMEHTOB, HCI0JIb30BAHHE
CMelIaHHbIX )KaHPoB. OTMeueHHbIe
0Cc0OEHHOCTH TBOPUECKOTO CTHJIS

T. Mbin6aeBa, oTpakalollye uien
KOMITIO3UTOPA, MPOSIBJSIIOTCS B TEXHUKE
KOMIO3HULIMH U Ha )KaHPOBOM YPOBHE.

Tak, koMnosuiHOHHbBIE 0OCOOEHHOCTH
KIOS TIPOSIBJISIIOTCS] HA YPOBHE
dopmoobpasoBaHus U TeMaTH3MA.
Komnosutopckuii nouepk T. MbinGaepa
o6orauieH 0CoObIMH My3bIKaJbHBIMH
CPeJICTBAMHU, KOTOPbIE OMUPAIOTCS
Ha 3JIEMEHTbl KA3aXCKOH TPALULMOHHOM
My3bIKH. Kioil MoxKeT 6bITb Kak OJIHOH
U3 TeM LMK/, TaK U CPEICTBOM
KOMIMO3UIIHOHHOTO TIpHeMa ( MblIThIKOaeBa
9). KomnoauunoHHbli npueM LUTHPOBAHHS,
NpUMeHsieMblii KOMIIO3HTOPOM
B KAMEPHO-COHATHOM LIMKJIE, YKa3bIBAET
Ha TOJIMCTUIIMCTHIHOCTD (AHOXMHA 3).

O NOJNMCTHAUCTHYHOCTH COHATHI
CBHUJIETEJIbCTBYET CHHTE3 Ka3aXCKOro
HalMOHAJIBHOTO CTHJISI U €BPOTENHCKON
hopMmbl.

OTMeueHHbIe TeHAEHIIUN HAXOAAT
cBoe Borviolenue y T. Mbin6aeBa
B Conare 1151 hopTeNnUaHo H JIMTABP,
e/IMHCTBEHHON B CBOEM POJI€ B TBOPUECKOM
HacJIe/IMH OTEUECTBEHHBIX KOMITO3UTOPOB.
JL/15 NOHUMaHUST KOHTEKCTa, KOTOPbIH
BO MHOTOM OTpaKaercs B JaHHOM
COYMHEHHUH, HeOOXOUMO 0OPaTUTHCS
K HEKOTOPBIM (haKTam TBOPUECKOH

ouorpadun komnosutopa. T. MbiHOaeB
pomuicst B 1943 roay B ropose Anva-Are.
On obyuasncst B JleHuHrpauckon
rocyfapcTBEHHON KOHCePBATOPUH
umenn Pumckoro-Kopcakosa o qsym
CMeLHaNbHOCTAM: XOPOBOE IMPUKHPOBAHHE
¥ KOMIo3uLMsl. Ero HacTaBHHKOM Obliia
Ennsaserta [lerposna Kynpsisuena —
npodeccop, neppasi B Coperckom Cotoze
JKEHIUIMHA-XOPOBOH IUPHAKEDP.
E. I'T. KynpsiBuesa, npofijist LKoJy
M. I Knumosa, A. A. Eroposa
u A. B. Tayka, ynessisia 6oJibliioe BHUIMaHHe
KaK TeOpPeTHUECKOH, TaK U MPAaKTHIeCKOH
NoJArotoBKe AUprKepoB. OHa Baaaea
ABTOPCKOU METOJIMKON 0O0yueHUsi
JIMPUIKEPCKOMY UCKYCCTBY M coueTasa
ee C HHAMBMLyaJIbHBIM TOJIXO/IOM K KaxK/I0My
yueHuKy. Cpesii ee BbIIAIOIIUXCS yI€HUKOB
Jmutpuit Knraeuko, Imutpuit Xoxsios,
Anexcaunp JIMuTpHeB u apyrue.

[To knaccy KOMIO3ULUK
T. K. Mbin6aeB 3anumMalcs ¢ npogeccopom
. $1. TTycTblibHUKOM, KOTOPBIH ObLI
yueHHKOM rpodeccopa Jlenunrpanckon
koHcepBatopuu [letpa Bopucosnua
PsizanoBa. 3aHsATHs TeopUel My3bIKH
¥ B LI€JIOM HHTEPEC K MY3bIKOBEIEHHIO
ObLK MPOI0JKeHBl MbIHOAEBBIM
BO BpeMsi ero yuebbl B aclipaHType
(1976). T. Mbin6aeB siBJIieTCs aBTOPOM
MHOTOUYHCJICHHBIX My3bIKOBEIUECKHX
crareil. Takum o6pazom, AUpHKep
M0 OCHOBHOH CMeHaNbHOCTH H KOMITO3UTOP
110 BTOPOH, OH yCMElHO COBMellaJl
9TH JIBA POJIA IESATENBLHOCTH C My3bIKaJIbHO-
TEOpPeTHYECKOH Hay4YHOH paboTOH.
WM cosnaH psisi 3HaUMTe/IbHBIX COYHHEHHH
CUM(OHHUUECKOH, XOPOBOH, OTIEPHOH,
OaseTHOHN ¥ KaMEPHOH MY3bIKH, KOTOpbIE
YBHJIE/IM CBET NP »KU3HU MblHOaeBa
B OTEUECTBEHHbIX U 3apyOeKHbIX
u3natesnberBax. K ux umcsy otHocsites
cumbonuu, 6aner «Ppecku»,
cumponnueckuit kiot «Typemypar»,
Ktoil « Kapakoxka» /11 KAMepHOro opkecrpa,
onepa «BeceJblil roposiok», opatopusi,
yBepTiopa-(aHTasusi, BOKaJbHbIE UKJIbI
na cruxu A. C. I'lywikuna, I Anosnnepa,
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XOPOBOH LIMKJI HA CJI0BA HEMELIKHX
M03TOB, CTPYHHbIF KBApTET, COHATa

1J1s1 popTenuaHo, coHara jjst CKpUIKH,
coHaTa //1s1 BHOJIOHYEJ/H, napadpasbl

Ha Ka3axCKue TeMbl, a TaK:Ke KaMepHble,
XOpOBbIE, /1?>Ka30Bble COUMHEHHS], My3blKa
K KHHO(HIBMaM.

WMupuBunyanbhbiii ctuib T. Mbin6aena,
copmupoBasiiuiics K 1970-m rogam,
OTJIMYAETCsl COUeTaHHeM MoJH(pOHNH3MA,
HOBATOPCKMMH FrapMOHHYECKHMHU
¥ PUTMHYECKHUMH NIPUEMAMHU, SIPKUMHU
(haKkTypHBIMH HaXOIKaMH, oOpallieHHeM
K PEIKMM H OPUIHHAJILHBIM KaHPOBBIM
nHHoBauusaM (KBaprer st yetbipex
Tpom6oHoB, [Tosma «Becki» Ha cTuxu
A. C. IlyukuHa yist Xopa 1 JIMTaBp,
Conata 1151 popTennaHo 1 JUTaBp).

MHororpaHHbIi TBOPYECKHH 00JMK
T. Mbin6aeBa nposiBUJICS TaKxKe
1 B €ro JIeiTe/IbHOCTH B KauecTBe
JIpHKepa CUM(POHHYECKOTO OpKeCTpa.
MuorosieTHU# onbIT paGOThI ¢ OPKECTPAMHU
Mockssl, Jlenunrpana, Exatepuntypra,
Capatosa, Camapsbl, SIpocsiaBsisi mo3BOJIMII
MbiHH6aeBy OTTOUNTH CBOU HHUBULYaJbHbIA
TBOpUecKuil nouepk. Maciurad
€ro pyJIpOBaHHOCTH, sIpKast Xapuama
B COYETaHUU C BUPTYO3HOH TEXHHUKOH,
npuobpereHHas B cTeHax JIeHHHrpajackon
KOHCepBaTOPHH, 0OYCJIOBHIIH LIHPOKHH
penepTyapHbli AUanasoH, BKJIIOYA LUK
COUMHEHHST PA3JIMUHBIX CTHJIEH —
ot bpamca, berxosena, bepsnosa
1o bpyknepa, Masiepa, [lloctakoBuya.
Ero unTepnperainu oTiMYaInCh MOILIHBIM
HEPreTHYECKUM MOChIIOM, KOTOPbIH
BO BPeMS$l UCTIOJIHEHHST HE OCTABJISLI
0e3y4acTHbIM HH OJIHOTO CJIyLIaTess]

1 OblJ aZIPECHbIM, TO €CThb HalpaBJ/eHHbIM
Ha KaxKJ10ro ciyaredss. TBopueckas
MO3HULKS My3bIKaHTa 3aKJo4anach

B CTPEMJIEHHH K CAMOCOBEPLIEHCTBOBAHHIO
U MOCTOSIHHOMY TPOheCCHOHANBHOMY
passuthio. OH Bceraa HaxoaAuJIcs

B TBOPUYECKOM [TOUCKE. DTOro 2Ke OH
TpeGoBaJl U OT My3bIKAHTOB OPKECTPa,
MOCKOJIbKY ObL YO€XKIeH B TOM, YTO
MCIMOJIHEHHE KJIACCHUECKOH MY3bIKH

HEBO3MOKHO 6e3 NyOOKUX 3HAHUH

TEOPHUH MY3bIKH, IIHPOTHI TOPU3OHTA
unTeprnperaropa (Poccuyc 87).

Ha npoTsizkeHUH 1JIMTeIbHOr0 BpeMeH!

T. MbinGaeB Bo3miasJisa [ocynapcTBeHHbIH
aKaJleMHYeCcKHi CUM(pOHHUECKHI OpKecTp
Kazaxcko# rocyyiaperBeHHON (hHIapMOHUH
uMmenu yKamoblia, npeacrapJsisi peciyOauKky
Ha (ecTHBasAX U KOHUEPTHBIX MJI0LAKaX
Coserckoro Coio3a 1 lanibHEro 3apy0exbs.
B nocsiennne rojpl 2kU3HK OH PYKOBOJIHJ
Cumdonudeckum u KamepHboiM opkecTpamu
PAM umenu [Hecunbix B Mockse.

MaTtepuanbl U mMeTOoAbl

Martepuasom UCCIeIOBAHUS CITY2KUT
naprurypa CoHatbl /151 poprenuaHo

u autaBp T. MblHOaeBa, a Takke
e/IMHCTBEHHAs CTy/IUIHAS 3aMHCh
UCITOJIHUTENIbCKOH HHTEPIIPETALIHU

[". Kaneip6ekonoii (2020). Kpome Toro,
MPUBJEKAIOTCS JAaHHbIE U3 HCTOYHHKOB
110 BOMpocaM My3bIKaJIbHOTO
UCIOJIHUTENIbCTBA, HCTOPUH MY3bIKH

1 KYJIETYPOJIOTHH OTEUEeCTBEHHbIX

1 3apyOeXKHbIX HCCIIeIOBATENEH.

B nacrosiuieit padore rnpearnpuHUMaeTcs
MOMbITKA PUMEHUTD LIUPOKO
UCIO0JIb3yeMblil B COBPEMEHHbIH
My3bIKaJIbHOH HayKe CHCTEMHBIN MOJIXO,
KOTOPBIX SIBJISIETCS] Ba2KHOH OCHOBOH
/151 TIOHUMaHHs1 TBOPUYECTBA B LLIMPOKOM
cmbicne (Gute 522—528). JlaHHbIN METOJ,
M03BOJISET pacCMaTPUBaTbL COUHHEHHE
T. MbiHOaeBa B Hepa3pbIBHOH CBSI3H C €r0
TEKCTOM, BKJIIOYAIOIIAM B CeO51 CKPBIThIHA
CeMaHTHYeCKHH (CHMBOJIMYECKHH ) MOATEKCT,
C UCTOPHUKO-KYJIBTYPHbIM KOHTEKCTOM
CO3/IaHHUS1 U JINUHOCTHBIMH OCOOEHHOCTSIMU
aBTOpa, a TAKXKe B UHTEPIIpeTalmH
My3blkaHTa-ucnosnuuress [ Kanbip6ekoBoii.
B uccnenoBannu TakxKe UCM0Jb30BaH
METOJL L1eJIOCTHOTO H HCIOJHUTEIbCKOTO
aHaJsin3a, Mo3BOJISIIOLLUI paccMaTpUBaTh
NpoU3BeJIeHNHe KaK Pe3yJsbTaT KOHKPETHOM
UHTEpIIpeTaLHH.

Akanemuueckasi My3blKa, HaricaHHast
B TPaIULIUAX €BPOTIEHCKOHN KyJILTYPHI,



B HacToslllee BpeMs siBJsieTcst HauboJiee
NoHSATHBIM HcKyceTBoM (Hou 863 —872).
Bwmecre ¢ Tem Conary mist poprenuano
v sutaBp T. MbinGaeBa, KOTOPbIi Obl1
npecTaBuTe/IeM Ka3axcKol KyabTyphbl
U KOMITO3UTOPCKOH LIKOJIbI, HEOOXOJUMO
paccMaTpUBaTh UMEHHO B acreKTe
MHTEPTEKCTYalIbHOCTH KaK BblpazKeHHe
nuaJgiora Kyaetyp. [lepen aBropom crosiia
3ajlaua MpoaHaJu3upoBaTh Ha OCHOBE
CHCTEMHOT0 MOJX0/A CTOJIb HEOObIUHOE
MPOU3BE/ICHHE B ACTIEKTE B3AUMOIEHCTBHS
€BpOMENCKON U Ka3axCKOH KyJIbTyp.
PaccmatpuBaemoe npousBesieHne
T. MbinOaeBa CTaBUT Mepest UCCieIoBaTeIeM
Pl BOIIPOCOB, CBSI3aHHbBIX C HOBOH
napaaurmo cyulecTBOBaHHMs
coBpemenHoro Kasaxcrana (LxymakoBa
65—74). [TonoGuble 3anaun peraioTcs
3apy6eKHbIMH HCCJIeI0BATEIISIMH.
B wactHocTtH, nesbto ugydenus Yilmaz
SIBJISIETCS 0O0CHOBAHHE BAXKHOCTH
COBPEMEHHbIX TypPELKHUX POU3BEICHUH
(opTenuanHoON My3bIKH MPH MOATOTOBKE
yunresied my3bikd (Yilmaz 3021 —3025).
B nocsiennee Bpems akTyasnsupytoTes
paboThl, B KOTOPBIX yjie/sieTcst ocoboe
BHUMaHHEe POJIM JIMYHOCTH MHTEpIIpeTaTopa.
My3bIKaHT, SBJSIOIMACS PeCTaBUTE/IEM
TOW WJIM UHOHU HALlMOHAJILHOH 1IKOJIbI
¥ MHTEPIPETHPYIOLLUI My3blKalbHOE
MPOU3BE/ICHHE HAPSILY C KOMITO3UTOPOM,
OKa3bIBAET BJIUSHUE HA yCTex
MHTEepIIpeTallik, CTaHOBSICh, M0 CYTH,
«coaBropom» (Hunaes 29). Cnenyer
YUUTBIBATh, YTO MPOOJIEMbI METOI0JIOTHH
MCC/Ie/I0BAHUS HCTTOMHUTENBCKOT0 06/1MKa
My3bIKaHTa B KOHTEKCTE HALMOHAIbHOH
I1IKOJIbI BCE €l11le HAXOIATCS Ha CTajun
pazpaboTKu. ABTOp IJaHHOTO HCC/IEI0BAHUS
onupanach Ha pyHAaMeHTasbHble pabOThl
C. 3onrar (1961), M. baxruna (1975),
H. Kopsbixanosotii (1979),), 1O. Poccuyca
(2012). YnomsiHyTble TPy/ibl SIBISIOTCS
6a30BbIMH B (hUI0COHCKOM TTOHUMAHHUHU
MHTEpIpeTalik Kak (heHOMeHa MbILLIEeHHS.
OjiHako Hcee10BaHnui, CBI3aHHBIX
CO CTHJIEBBIMH MPOOJIEMaMHU HCITOJNHEHUS
B cpepe opTenuaHHOro HCKycCTBa,

HemHoro. Otmerum pa6otsl B. Uunaea
(1995), H. Ipau (2006), O. Aiizeniraara
(2015). B nanHom uccsienoBaHul aBTop
OIMMpaeTcst Ha YKa3aHHbIe TPY/bl

1 MCTOJIb3YET TEOPETUYCCKUI, SMITHPHUUYECKHH,

AHAJIMTHYECKHH, HCTOPHUECKHH

1 KYJIbTYPOJIOTHYECKHUH TTOJXO/IbI.
OTmeueHHbIE 0COGEHHOCTH

paccMaTpUBaeMOro COUMHEHHUS MO3BOJISIOT

CUMTATh €r0 HOBATOPCKHUM.

O603HaueHHast aBTopoM 1npodiema
paccMaTpuBaeTcs B HeCKOJIbKHX acneKTax:
1. BoisiBaienue paktopos caMoOBITHOCTH

ABTOPCKOTO CTHJIS B UCTTOJIHEHHU

(B xo7ie ucee0BaHust OblIN POBEEHbI

MHTEPBbIO C TIEPBLIMU UCTIONHUTESIMH

CoHatbl).

2. OnpeneieHne UHIMBUILYaTLHON
UCIOJIHUTENIbCKOH TPAKTOBKH.

3. O60o3HaueHue 0OLIHOCTH
MCTOJHUTEIBCKOTO 00JIMKA B KOHTEKCTE
Ka3axCTaHCKOH (hopTeNHaHHOH KyJIBTYpHI.

4. PackpbITHe BJHSIHUS MHOTOJIETHUX
TpasuUMid popTenuaHHoOro HCKycCTBa
Kasaxcrana na uurepnperauuio CoHaTbl
T. Mein6aeBa, B TOM UHCJIe C [TO3UIUH
3aKOHOMEPHOCTEH MbILLIJICHHUST PYCCKOK
(opTenuanHol HIKOJbI, OKa3aBIlIeH
peuiatollee 3Ha4eHUe B CTAHOBJICHUH
OTEUECTBEHHOTO MUAHUCTHYECKOTO
MCKYyCCTBA.

Pe3ynbTaThl

Comnara /151 popTenuano u Jutasp 6blia

cosnana T. Mbin6aesbim B 1977 rony

B AsiMa-ATe U OTHOCHTCS K CPeIHEMY

nepuojy ero TBopuectBa. CounHeHnue

OTJIHYAeTCsl HEOPAMHAPHOCTBIO

1 HOBATOPCTBOM, TPOSIBUBLLIUMCS

Ha pasHbIX ypoBHsiX. K oco6ennoctsm

KOMITO3UTOPCKOTO 3aMblC/1a MOYKHO OTHECTH:

* KOCMOIIOJIUTH3M MY3bIKaJIbHOTO CTHJIS;

*  OpUTHHAJIbHYIO MHTEPIPETALIHIO CAMOTO
»kanpa CoHatbl, peJcTaBsiollei
co6oit aHcaMO6J1b (hOPTENHAHO U YeThIpex
JIUTaBp;

*  KOMIO3UIMOHHOE PA3BUTHE
TeMaTHYeCKOro MaTepuasna
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(0T mosMhoHUUECKON OpraHu3aliiiu
TeMaTH3Ma, OCHOBAHHOI'O Ha LlUTaTax,
MMEIOLIHX OOJIbIIYIO CMbICJIOBYIO
HarpysKy, yepes npopactaHie HHTOHAIWH

K KOHTPAIyHKTY TeM B [IepPBOH YacTH

Y TIPUBOJISLLIETO K PA3BEPHYTOMY

JipaMaTHyecKoMy yrato B puHaie);

*  HeTPajIMLIMOHHOE TEMIIOBOE pellieHHe
yacrel (MeJyieHHO — ObICTPO — MEJIEHHO );
*  aTOHaJILHOCTD (OTCYTCTBHE €IMHOTO

TOHAJILHOTO LEHTPA );

* HCIOJIb30BAHUE LIUTAT, HECYIIHX
6O0JIBLIYIO CMBICJOBYIO HATPY3KY COHATBI;
* pasHooOpasue crieurdruyecKux NpueMoB

MCMOJHUTEILCKON TEXHHKH KaK

B (popTenUaHHON NapTHH, TaK U B MAPTHU

JIUTABP.

Counnenne T. MbiHGaeBa — 9T0 coHaTa-
TPUIITHX, H MO POPME OHA COOTBETCTBYET
KJ1accuueckuM kaHonam. Ho Bmecte
C TeM KOMITO3UTOP TIPOSIBJSET HOBATOPCKHI
MOJIXO/L B BbIOOPE HHCTPYMEHTOB,

KOTOpble OH 0ObenuHsieT. Meropuuecku

B €BPOMEHNCKON My3bIKaNbHOH KYJILType
MOMCK ONTHMAJILHOIO COBMELLEHHUS
UHCTPYMEHTOB B aHcambJie OblT OCHOBAH
Ha COYETAEMOCTH MX aKyCTHIECKUX CBOHCTB.

I3Bnekaemble 3ByKH OOJIbLIMHCTBA
My3bIKaJIbHbIX HHCTPYMEHTOB KOJI€OJIOTCS
Ha OMnpeJesIeHHbIX COOCTBEHHbBIX YaCTOTaX
(Howle and Trefethen 23—40). Kaxknpbiii
UHCTPYMEHT 00J1a/1aeT CBOEH 3BYKOBOH
YaCTOTOH U MEPUOJIOM 3aTyXaHHUsI 3ByKa.

M onbIT coBMelleHUs IUTaBP U POpTENHaHO
B Conare T. Mbin6aeBa, 6eccriopHo,
HapylIaeT MpUHSATbIE HOPMbI aHCaMOJIS,

HO OTpakaeT HHHOBALIMOHHbIH 3aMbICe/]
aBtopa. Takum o6pazom, Conara siBsisieTcst
HOBATOPCKHUM MPOU3BEEHHEM.

Kommnosutop B cBoeM 1npousBeieHun
OMUpaeTCsl Ha MPUHIMI HHTEPTEKCTYaIbHOCTH.
JIaHHBII NPUHIMIT OCYIIIECTBJISIETCS
MOCPECTBOM TEMATHUECKOTO LIUTHPOBAHHUS
13 MOMYJISIPHBIX KJIACCUIECKUX OMyCOB
(Mouapt, berxosen, [lloctakoBuu)

M CTUJIM3ALMHU Ka3aXCKOTro IoMOPOBOT0O
Kiosi-tokne. [IpencraBasieTcsi BO3MOKHBIM
uHTeprperupoBaTth uaeio T. MbinbaeBa
KaK CBOEro pojla 1aHb YBAXKEHHUS K €ro

JIIOOMMBIM KOMIO3HTOPAM M KaK OTpaKeHHe
ero 3THUUEeCKHuX KopHeil. C momMolilbio
LUHMTHPOBAHHUS M CTHJIM3ALIUH OH peasiu3yeT
CBOE BHJIEHHE MY3bIKaJIbHOTO MHpA.
Tak, B mepBoii uactu CoHaThl 3BYUUT
tema DSCH (anarpamma [llocrakoBuua)
U TeMa [VIABHOW NapTUH NePBOK 4acTh
40-it cumdonnn Mouapra. Bropast yacts
CoHaTbl — 3TO My3blKa/IbHOE BOIJIOLLEHHE
o6paza KypmaHnrasbl cpeicTBamMu CTUJIsS
TOKIIE U LIUTUPOBAHHE PUTMOMHTOHALMH
TeMbl HawecTBUs1 U3 CelbMO# cUM(OHNH
Jmutpust [llocrakoBuya. B TpeTbeil yactu
NPOU3BEJICHNST LIMTUPYETCS TVIaBHAsH TeMa
Conatbl Ne 23 op. 57 Appassionata
Jliogsura Ban berxoBena.

ComiacHo HEKOTOPBIM aBTOpPaM
(Zhao, 100884; Hou, 863—872)
aKTyaJIu3upoBasach npobjema pazpadboTKu
HOBBIX KOHIIEMIMH BO BCex 00J1acTsX,
BKJItouast My3blKy. C 9TOH TOUKH 3peHHUst
HoBaTopeTBO Kommnoauropa T. MbinGaesa
1 €ro NPOU3BEJIEHHsT COCTOUT B NPEIBUIEHHH
HOBOH MapajiirMbl B KA3aXCTaHCKOH My3bIKe.

PacemoTpum crioco6bl BOTJIOLIEHHS
temaTtuama B Conarte s oprenuano
v smtasp T. Mbin6aesa. B neppoit
yactu (Adagio) KomnosuTop peanusyer
CBOH KOMITO3HLIMOHHbBII 3aMbICe/l
yepe3 NoJM(OHUYECKYI0 OpPraHU3allnIo
TeMaTH3Ma IyTeM HUCIO0JIb30BaAHHUS
TEXHMKH MpoOpacTaHusl MHTOHALMH Yepes
KOHTPAINyHKT LIMTHPYEMbIX T€M B 1e€pPBOH
4acTu K 001IMpHOMY (pyrato B (huHaJeE.

B nepBoii uactn Adagio & = 100
MPaKTHUECKH BCST 9KCMO3ULMS OTAaHA
coJio poprenuano (nepsoie 60 TaKTOB),
4TO Nnpujaaet GoJbILIYI0 CMbICJOBYIO
HarpysKky oprenuaHHoi NapThH.
Komnosuuuontoe peliieHre HavasbHbIX
TaKTOB COHATbl TPAHCJIUPYET OJIUH
M3 CYLLECTBEHHbBIX 9/1€MEHTOB,
3alpPOBaHHBIX B MHCbME TOH COHAThI, —
3JIEMEHT OJIMHOYECTBA, MOMEHT UCTHHHOCTH,
TpeOytollle OT MHAHUCTA BHYTPEHHEH
aKkkymyJsisitin. HeMHOroc/ioBHOCTD,
6eCCTPaCTHOCTD, CKYIOe U3JI0KEeHHUE,
a TaKkKe aBTopckasi pemapka senza Ped.
(Ha IBYX MOJIyTOHOBBIX 3ByKax d 1 es



3ByYarT JEBATHALATH TAKTOB, SBJISIOLUIMXCS
HerosiHOW uutato 40-i cumdonnu
MolapTa) co3atoT OlllylleHHe BPEMEHHOTO
KoJuianca (cMm. npumep 1).

[Tpumep 1. 1 —4 TaxTo!

 Adagio J=100 Sempre simile
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Kak 6bl nogunHsisch BoJie KOMIIO3UTOPA,
[ynbxamunast Kaapip6ekoBa HamepeHHO
MpUIAeT 3ByYaHUI0 POpTen1aHo
BO BCTYTJIEHHH HECKOJIBKO CKYITyIO
okpacky. OTkas oT o6oraiieHHst 3ByuaHust
nela/bHbIMU CPEACTBAMH BHOCUT 0COOYIO
Kpacky TpeBoru. [ lnanucrka naunHaer
¢dpasy Ha pp, GyaTO MPEABOCKUIIIAS
JlasibHel1lIee HanpsiKeHHOe pa3BUTHE
temaruama. Cama no ce6e 3ByKoBast
BeJIMUMHA TOJTYTOHA COIEPIKUT OUEHb
MHOTO HarpsizkeHHbIX MOMEHTOB!
HUCXOJISILLYI0 HHTOHALIMIO CTOHA,
MHBEPCHOHHYIO BOCXOISAIILYI0 HHTOHAIIHIO
¢ 6oJ1ee TpeGOBATE/LHBIM 3BYYaHHEM.
[TocTenenHo npeo6pasysch, TH UHTOHALUU
TPUBOJIAT HAC K IEBATHAALATOMY TaKTy,
rie 6Jsiarofapsi o06pazyeMomy MoJyTOHOBbIMH
3ByKaMH XOJly HAaUMHAETCsl TpopacTaHue.
ITOT XOJ1 ABJISIETCS 3ePHOM TI€PBOK UacTH,
13 KOTOPOTO BbIPACTAIOT U KyJbMHHALUS,
¥ KOHTpamnyHkT. Dto anarpamma DSCH
Hmutpus locrakoBuua, npoucxozsiias
OT HaMucaHusl Ha HEMELKOM $I3blKe
nepBbIX OyKB HMEHH U (haMUIHK
komrnosutopa «D. Schostakowitsch»
(4TO COOTBETCTBYET HOTaM d, es, ¢, h)

1 LLIMPOKO UM MPUMEHsIBLIAsICS
(nanpumep, B [lepBom cKpunuyHom
koHuepre, Ilecsaroi cumdonun, Bocbmom
CTPYHHOM KBapTeTe).

Macrepcerso I Kaabip6ekoBoii sipko
MPOSIBJISIETCS y2Ke B HAYaJIbHOM pasjieJie
coHatbl. Ha npoTszkeHUH AUTENBHOTO
BpPEeMEHH OHa MpaKTHUECKH He rpuberaer
K KaKMM-JIHOO IMHAMHYECKUM CPEICTBAM
pa3BUTHSI, TEM HE MeHee 3ByuaHue
pOsiyisi TOpaXkaeT BbICILIEH CTETeHbI0
HanpsizkeHHocTH. [lapTust poprenuano
3BYUHT KaK MYUMTEJbHbIN MOUCK BBIXO/A
3a paMKH 3TOH 3By4allleil 6e3bICXOJIHO
CeKYH/IbI.

B nBanuiatom takTe nepBoe nosiieHue
My3biKasibHOTo iopTpera [llocrakoBuua
nocpejictBoMm ab66peuatypsl DSCH
MPUBOUT K CABUTY U XyJ0KECTBEHHOMY
MepeoCMbIC/IEHHIO Os1arofapsi popacTaHuIo
TeMaTHUeCKOro 3epHa (cM. npumep 2).

[Tpumep 2. 17—20 TakTtbl
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B nBanuiath 4eTBepTOM TaKTE MPOUCXOAUT
nepBoe MOsBJICHUE MOJHON TeMbI [MTaBHOW
naptun Cumdonun Mouapra (cm. pumep 3).

[Tpumep 3. 21 —28 TakTbl

121
Timp.

Timp.

KoHtpanyHKT B JieBOH pyke MosiBJsieTCs
uznanexa kak Hamek. [Ipu atom naprus
BTOPOTO roJioca siBJsieT CoO0H CoBepliIeHHO
CaMOCTOSITEIbHYIO JIMHUIO, HMEIOIILYI0
CBOH COOCTBEHHbBIH MeJIOJUUECKHI 0OJIHK.
[ KanpipGekoBa npuaaer BTOPOH JIMHUH
a0CoJIIOTHYIO0 POBHOCTh, HEKOTOPYIO
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6€3:KM3HEHHOCTD, HO MEJIOIMKA, HECMOTPS
Ha KaXKylLyloCsi POBHOCTb, MHTOHHPYETCS]
MaKCHMaJbHO BbIPA3UTEJIbHO, HO HE BBIXOJIs!
3a npeJiesibl pp. B 3T0M MOXKHO OTMETHTh
BBICOKOE CTPYKTYPHO€E MacTepCTBO
NMUAHUCTKH, TPAMOTHO pacrpejiesisiiollei
JIMHAMHYECKHE PECYpPChl U BbICTPAUBAIOLIEH
yOeIUTEIbHYIO MAarHCTPaJib IMHAMHUECKOTO
Pa3BUTHS.

C 24 takra HauuHaeTcs
HeyKJIOHHO€, HEyMOJIHMO€E Pa3BUTHE
C MOJIMMETPHUYECKMMH CMellleHUSIMU
(4/4, 3/4,5/8, 6/8), npupossiiee
B 51 TakTe K CTpeTTe B Tpex rojocax
(compatno, TeHop, 6ac), TMHAMHYECKON
¥ aroruyeckoi KyJbMHHAIMH (aBTOpCKasi
peMapKa MapKaTHCCHMO U JiBa oprTe).
Takoll HaKaJl AIMHAMHUECKOTO Pa3BUTHS
JIoCTHraeTcst 6a1aroaapst BOMJIOIEHHIO
1 MePeOCMbICEHHIO 3THUX JIBYX LIUTAT,
npuyeM KOMIO3UTOP YCHJIMBAET POJib
anarpammbl Jmutpust lllocrakoBuua
B cTpeTTe (6ac B oOpallleHun K BepXHeMy
roJiocy) (cm. npumep 4).

[Tpumep 4. 49—>52 rakrbl

marcatissimo
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OueHb MHTEpecHOe pellieHHe
B niperBopenuu uurathl DSCH —
CeMMKpaTHOe TMOBTOPEHHE YEThIPEX 3BYKOB
BOCHLMBIMH H B 56 TakTe Ha 7/8 B 6acy
KOMITO3UTOP MOJKJIIOYAeT MOCPECTBOM
opratHbIx nyHkToB uuraty DSCH
B yBeJIMUEHHH (CM. ipumep 5). Peryinku
(oprenuano 3By4at cyxo, Moa4epKHyTO
OCTpPO, MMAHUCTKA KaK Obl HAPOYHTO
YTPUPYET HAMPSAKEHHOCTb KyJIbMHHALUK
AKTHBHOW apTHKYJSLMEH, HTpast SMH30]L
Ha staccato. B 3ToM Takxke NposiBJIsieTCs
COHOPH3M MbILLJICHUST KOMITO3UTOPA, YyTKO
OTparKeHHbIH B HcTIoMHeHHH [yibkamun
Kanbip6ekoBoii. CtuseBbie hakTopbl
MBbILLJIEHHST KOMITO3UTOPA SIBJSIIOTCS

NIPUOPUTETHBIMH B MHTEpPIIpeTaLliu
[THAHHUCTKH.

[Tpumep 5. 56—59 TaKTh

B 60 Takre nepsoe nosiBieHUe JUTaBP,
HauMHalolleecs MOLIHBIM TPEMOJIO C TEMbI
DSCH B yBesmuenun Ha popruccumo,
MPUBOJUT K KOHTPAIYHKTY MEXKIy TapTHIMU
JUTaBp W goprenuano (uurata u3 40-i
CUM(OHNUH IBOHHBIMH KBUHTAMU
1 KBapTamu ) (cM. npumep 6).

[Tpumep 6. 60—65 TakThbi
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JInTaBpbl BCTYNAIOT SIPKO, TPEMOJIO
NouEePKUBAET HAKaJl, TOCTUTHYThIHA
npeblLylum pagsutueM. Murepecto,
uto E. )KymauieB He nnpuMeHsieT CUJI0Bble
METOJ1bl 3By4aHHs TepMaHeHTHO,

a, HarpoTHB, BOPBABILUHUCH B TAPTHTYPY,
UCIT0JIb3YET [PHEMbl MHOTOKPATHBIX
KOPOTKHX HapacTaHuii, <mpornajas»
nocJie CUJIbHOK JI0JIM ¥ BBIPACTast K KaxKIoH
HOBOW CUJIBHOH JI0J1€ C KAXK/IbIM Pa30M
BCe sipue U sipue. ITo crnocoOCTBYET TOMY,
YTO KyJIbMUHALMS 3BYUHT B TIOCTOSTHHOM
pPasBUTHH U TaKUM 00PaA30M JIOCTUTAETCS]
MaKCUMaJbHbIA HAKaJ/l B 3By4aHUU
KYJIbMUHALMOHHOTO MOMeHTa. MHTOHaus
B NIAPTHH JIMTABP MPOJIOJIZKAET
MeJIOIMYECKYIO JINHUIO OPraHHOro



MyHKTa y (hOpTeNUaHo, 4To siBJIsieTCs
JIeHCTBEHHBIM (haKTOPOM, 0ObEIUHSIOIIUM
(hopMy LIeJIOCTHOTO MPOU3BEIEHHUSI.
Macrepcrso E. )Kymauiena takke
TMPOSIBJISIETCS] B TOM, UTO OH YJIOBHJI IpajLyc
3By4aHust hopTenuaHo, nojxBaTUB

€ro M NMPpHU/IaB JaJbHEHIINA UMITYJIbC

B HapacTaHUW HaMpsKEHHsI.

CrperTa ¥ KOHTpAMyHKT — 3TO
KyJIbMHHALIMOHHBIE TOUKH MEPBOM YaCTH.
[lepen Koo B mapTHH JIMTaBP 3BYUUT TeMa
DSCH na 3/8 B xaHpe Ba/ibca 0 MPUBOJHT
K HeOOBIYHOMN KOJIe, C JIaIOBBIM CJBHTOM
B Maxkop (cM. rnpumep 7).

[Tpumep 7. 116—124 raxToi
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Timp. P

Komrosurop ncnosib3yeTr MaxKopHble
MHTOHALIMH B MUHOPE, TeM CaMbIM
JIOCTHrast BHE3AMHOTO YMUPOTBOPEHHSI.

B 3ak/ounTesIbHbIX TAKTaX B TAPTHH
(opTenuaHo HACTyMaeT Nepesom:
BHE3aITHO BPbIBAETCS YBEJHUEHHbIH
centakkopi Fis-dur Ha opraHHoM myHKTe
dB 6acy. B naptuu poprenuano
MCIOJIb30BaH MPHEM, KOorjia uepe3
rela/ibHYI0 3ByYHOCTb OCTAETCs 3BYUaTh
tonuka Fis-dur. B sto#i Koze 3aundpoBatbl
MHTOHALIMH U3 TOH K€ [JIaBHOK MapTHH
40-# cumponnun Mouapra, kak

1 B 9KCMO3ULMHU NepBoi yacTu CoHaThl,
TEM CaMbIM 3aBepliast apouHyIo
KOMITO3HIIMIO MEXKY SKCMO3HIIHEN

1 Kof0i. OUeBHIHO, UTO CTHJIb JIMUTpHsI
[HlocrakoBrua okazaJs 60Jibl0OE BJAUSHHE
Ha MHUPOBO33PEHHE U TBOPUECTBO

T. Mei6aesa. Otrosniocku ero CenbmMo#
CUM(OHHUH MOKHO YCJIbILLIATh BO BTOPOH
yactd CoHaThl.

Bropasi yacts Allegro nHTepecHa
1o MHOrMM napamerpam. OHa TpexyacTHa
C COKpalleHHON penpH30H.
[To KOMIO3HIIMOHHOMY H TPOTPAMMHOMY
3aMbIC/IaM, a TakxKe 10 CpeicTBaM
BOIJIOUIEHUST TEXHHUECKUX TPUEMOB MOXKHO
FOBOPHUTb O CTUJIM30BAHHOM BOIJIOLLEHUH
NopTpeTa BEJIUKOr0O Ka3aXCKOro KIOHIIH
Kypmanrasbl 1 B 11eJIOM — O CTHJIHCTHKE
kioeB 3ananHoro Kazaxcrana (Kiou-Tokre )
C X HEYKPOTHUMOM KOCMHUECKOH SHEeprueH.
B nuanucTHuecKoil TeXHHKe repeaaH
HEYMOJIMMbIH TOKKATHbBIF PUTMUYECKHH
IyJ1bC, SIBJSIFOLIMACS alJlerOpUen BHUKEHHS
HECYLLIErocs CKakyHa, <XpOHOTOIOM JI0POTH»
(Baxtun 258). ®akrypa hoprenuanHom
napTHu U300UJyeT napaJsiesbHbIMHU
KBapTaMu, UMUTHPYIOILIUMH 3BydYaHHe
JoMOpbI. Bee 3TH XynoxxecTBeHHO-00pa3Hble
CPECTBA UCTOJB3YIOTCS KOMITO3UTOPOM
JUIs1 TIepeiaul cBoeoOpa3Horo anTbica
(cocTsizanust) Mmexy popTenuaHo
1 JIMTaBPaMH, UTO MPUJAET IHHAMU3M,
YCHJIMBAIOLLMH aHcaMOJ/1eBOe TPOTUBOCTOSTHHUE.
Bropast yacth HaunHaetcs subito
perneTHLHUsIMU COJIO JIMTABP MUAHHCCHMO
Ha HOTe e GoJIbILIOoN OKTaBbl B TeMmre Allegro
(J =132). B neBaTom Takre K MTaBpam
NoJIKJII0UaeTcst hopTenuaHHas napTus
TaKxKe Ha MUAHUCCHMO PerneTHLHSIMU
Ha HoTe h mepBo# okTaBbl. B cienytonimx
TaKTax HHULHATHUBY NepexBaTbiBaeT
thoprenuano. JluraBpsel nullb H3ateKa,
M3pejiKa, Kak 9Xo0, HaloOMHHAIOT o cele.
dopTrenuaHo BeeT OCHOBHYIO MapTHIO,
B KOTOPOH COJIEPKUTCS CKPBITast TeMa.
Tewma siBsisieTcst aBTOPCKOM 1 3aC/Ty»KUBAET
OYeHb BHMMATEJIbHOTO OCMbIC/IEHUS
1 ucnosiHeHusi. C TOUKM 3peHUs TEXHUKH,
orpe/e/ieHHYI0 TPYIHOCTb /15l THAHUCTA
MPEJCTABJSIOT COOOH COBMELIEHHEe CKPBITON
TEMbI U pENeTHIMH (CcM. Tpumep 8).

[Tpumep 8. 7—45 takThl

2

Timp.
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C 38 Takra B napTuu poprenuaHo
CTyLLAETCs HAMPsiKeHHe MOCPEICTBOM
TPEBOXKHbBIX CHHKOTTHPOBAHHBIX aKKOPJIOB
y oprenuano, KOTopble He COBMAAAIOT
C CHUJILHOU JOJIEH JIMTABP U MOABJIAIOTCSA
Ha c1a60H J10J1€, 4TO CO3/1aeT
AKKYMYJIITUBHBIA 00pa3 ¢ Harpsi>KeHHON
IHEpreTuKo (cm. npumep 9).

[Tpumep 9. 38—41 taxrbl
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[Ipouncxoaut nMHamMu3anys Beek
dakTtypbl poprenuano u autaBp. Pazsutue
OT MHAHUCCUMO J10 (hopTe HeOOXOAUMO
pacrnpenesuTh Ha HadasbHble 60 TaKTOB.
[laprtust mutaBp cranoBuTCs GoJiee
YCTOHUHBOMH, OCTHHATHOH (Ha 3BYKax 1, e,

h, /). O6pauiaer Ha ce6s BHUMaHUE MTPUEM,
NpUMeHsIEMbIH KOMITO3UTOPOM B PUTMHUKE.
B doprenuannoit naptuu (60—70 TakThbl)
OTCYTCTBYET PUTMHYECKH YCTOHUUBAS
CHJIbHAsI JI0J151, KOTOPasi B COYeTaHHUH

¢ JIuTaBpaMu 06pa3dyeT CHHKOITY, TeM CaMbIM
noauepKuBasi ipaMaTu3M HakaJsa

(cm. npumep 10).

[Tpumep 10. 66—69 TakThI
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[lapansiesnbHble KBapThI, MOSIB/SIOLIHECS
¢ 71 Takra B hopTenuaHHON MapTHH,
3HAMEHYIOT Hayasio pa3zpaboTKH Beek
BTOPOH 4acTH, MPeACTaB/IsIoLed cOO0H
paszesi, MacliTaOHbIH [0 TEMaTH3MY,
JIMHAMU3MY, aHcaMbJIeBOMY PelIeHHIO
doprenuano u autasp. Komnosuuontnoe
pelleHHe aBTopa B OTHOLIEHUH
pa3BEpThIBAHUS TeMbI KIOSl B HaYaJie
BTOPOH YaCTH MOCTETNEHHO MPUBOJUT
K MOLLLHOMY, MOAJIHHHO CHM(OHHYECKOMY
3BYy4YaHUIO TYTTH. TeM caMbiM KOMIO3HUTOP
OTKPbIBA€T HOBbIE TOPU30HTbHI CHHTE3a
KOMTMO3HIIMOHHOTO NuckMa (cM. pumep 11).

[Tpumep 11. 70—73 TakThl
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Bnaronapsi HoBaTopckum npremam,
MCI0J1b3yeMbIM KOMIIO3HTOPOM ( CHHTE3
KAa3aXCKOHU TPAIMLMOHHON MY3bIKU
¢ eBporneiickoi ), B CoHaTe OTYETJIMBO
NPOCMATPUBAIOTCH PUTMHYECKHE
¥ TeMaTHYECKHe HHTOHALIUM, CXO/IHbIe
¢ unToHauusaMu CeibMoi cUM(OHNM
[locTakoBHua; mpocseKUBatoTCs
OCTHHATHAs MyJbcalys B popTenuaHHon
akTtype, «pUTMHUECKAs LIEHTPaTU3alHs»
(Aizenmranr 192). Ha cxonero ¢ Cenbmoit
cuMbOHHEN YKa3bIBAET W HAMOP 061IET0
MaplileBOro JIBUKeHHs pa3paboTKH,
dakTypa, puT™, aKieHTbl. C UCTOJHUTENTLCKOM
TOUYKH 3pEHUST HEOOXOAUMO OTMETUTD
CJI0XKHbIe aHcaMbJIeBbie 3a1a4n 060X
My3blKaHTOB. OCO6eHHO 3TO KacaeTcsi
MOJIMPUTMHUUECKHX C/IBUTOB, HECOBMAEHUH
PUTMHYECKHX YJIEHEHHH, OTCYTCTBHS
CHJIbHBIX JI0JI€H: 3TO HABOJIMUT HA MbIC/Ib
00 yBJaedenun apropa CoHaThl pKa30M
¥ BKJIIOUEHHEM HEKOTOPBIX PUTMHUECKHX
J’Ka30BbIX 2JIEMEHTOB B MapTHSIX
ancam6/1ucToB: cemMaHTHKa CebMOi
cumponuu [locrakoBuua B coueTanuu
C METpUYECKOH rpaduKoi jxKasa.



[IpocnexxuBaeTcst TakKe MOJMMETPUIHOCTD,
BLIpayKeHHas B repexoaax 5/4 ua 5/2, 3/2
Ha 5/4, 6/4,9/4 (cm. npumep 12).

[Tpumep 12. 81—83 Taxrhl
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OTMeTHM MacTepCcKoe HCMOJb30BAHUE
KOMITO3UTOPOM JIMHAMHY€ECKHX
BO3MOKHOCTEH 000UX MHCTPYMEHTOB, UTO
CO3J1aeT KOJIOCCAJIbHbBIA IHHAMHUYECKHH,
KOJIODUCTHYECKHUH U 3BYKOBOH 0ObEM.

Bo BTropo#i yactu counHenust ycusaeHa
NapTHst JIMTABP C HECKOJIBKHUMH COJIbHBIMU
TaKTaMH, a TaKxKe C 3aKJI0UUTETbHbIMU
TaKTaMH B KOJIe Ha PEMEeTHIIMH HOThI €

C peMapKo# UeTbIpex THAHO, YTO BbI3bIBAET
aCCOLMALMIO C TOTIOTOM YaJISIIOLLErocst
cKakyHa (cMm. npumep 13).

[Tpumep 13. 190—201 rakrsl
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Bropast uactb npousBesieHus
3aKaHUMBAETCSl MHTOHALIMEN HA YeThipe
MIHAHO U KBUHTOBBIM X0/10M Y popTenuaHo,
KOTOPYIO MOYKHO HCTOJIKOBATb
B uHTepnpetauund [T Kaasip6ekoBoi
KaK BOCXHILIEHHBII BO3IIac aBTopa
HlocrakoBuuy: «Ax!» Bce 3aBepiiaercs
Ha 4 nnanoy nutasp. Kona Bropoi uactun —
JlaHb YBaXKEHHUST MACTEPY, KOTOPOTO
Mbein6aeB 6orotsopui. 1o cytu Bropasi
4acThb MPeACTaBJsgeT COO0H aroruyecKyto

KysabMUHaLM0 Beel CoHatbl. A cieytoias
3a Hell TpeTbsl YacThb — JMHAMHUYECKYIO.
Tpetbst uactb Andante (J=c.120)
C camMoro HauaJa HeceT B cebe GOJBIIYIO
CMBICJIOBYIO HArpysKy. 3/1echb, Kak
1 B MPEIbLIYLLUX IBYX YacTsix CoHaTbl, €CTh
3aKPOBAHHBIN KOJ «IBOMCTBEHHOCTH >,
MeXKJly BCeMH TeMaMH eCTb B3aUMOCBSI3b
1 B TO K€ BpPeMsi IPOTUBOPEUHE.
Ho B TpeTbeii yacTu 310 MposiB/sieTcs
ocoObiM 06pazom. TemaTnyeckoe 3epHo —
370 LuTaTa asHod TeMbl Conatel Ne 23
op. 57 Appassionata Jlionsura BaH
berxosena. Ho B Hauasie 3Byuyar aa
MOTHBA: B MAPTHH JIEBOH PYKH — JBOWHbBIC
TEPLMH KBAPThI-KBUHTbI B Kpy»KallleMcst
TUITHOTHYECKOM JIBH2KEHHH, a B MAPTUH
MpaBoil pyKH — TeMa-KOHTPAMyHKT,
Tema- «1mobyaKa» 1o KBapTo-KBUHTOBBIM
MYHKTHPHBIM UHTOHALMSIM BEPXHEr0
perucTpa (IBOMCTBEHHOCTb ) (CM. ripumep 14).

[Tpumep 14. 1 —5 TakTel

Andante (J=c.120)
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Ectb 3atmdpoBanHblii Kop,
a «pacKoJMpoBaHHe» TeCHO B3aHMOCBSI3aHO
c untepnperauueii (Kopoixanosa 161).
ITO ceMHKpaTHOE TIOBTOPEHHE MEePBOH
PUTMHYECKOH (hUrypalii LUTAThl B KOHLLE
9KCMO3ULMH, YTO MPUBOIUT K MOSIBICHHIO
y JIMTaBp LMTaThl U3 Appassionata
1 B MapTuu popTentaHo KOHTPamyHKTOM
KpyzKalllecs: KBapThl-KBHHTbI
(cm. npumep 15).

[Tpumep 15. 4—48 takrhbl
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[Tocsie 3TOr0 KOHTpPaANyHKTa MOSIBJSETCS
paanesn oOLIMpHOTro dyraTo B MapTHH
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(hoprenuano, 4To paccMaTpUBAETCs Kak
pe3ysbTat noJuOHHYECKOH OpraHu3aliii
TeMaTu3Ma B NePBOK YaCTH, NPUBOISLLECH

K MoJIMpOHHIECKOH POpMe B TPEThEH YaCTH.
37eck npencraBeH 60JbIIOH PETHCTPOBLIN
JMana3oH noJnuoHUIECKOro NoJsoTHa

(cm. npumep 16).

[1pumep 16. 63—66 TakTHI

OG6pasHblit CTPOH KOJIbl TPEThEH UaCTH,
BbIPA’KEHHBIN B IpaMaTypruu TeMaTu3ma,
OCHOBAaH Ha Hjlee HelPEeKJIOHHOCTH reposi
B 60pbbe co cruxuel. K cpencrsam
peaju3aluy JaHHOH UleH OTHOCATCS
3JIEMEHTBI CTPETTHI, HeoOblUHasK (haKTypa,

C IBOHHBIMM CEKCTaMH U KBapTaMH,
TMOJIHOCTBIO TPaHC(HOPMUPOBAHHBIE HA (hOHE
TeMbl-IUTaThl Appassionata B napTuu JieBo#
pyku y poprenuano. B nonosHenue K sTomy
B IIAPTHH JIMTABP 3BYYaT « GECMIOKOMHBIE»
pPUTMHUYECKHE TPHOJIH, UMUTHPYIOLLHE
MHTOHALMH OeTXoBeHCKOH TeMbl. CoHara
3aBepLIAeTCsl NIyXUMH Y1apaMHu y JIMTaBp

¥ PUTMHYECKUMH MyHKTHPHBIMU Ma3KaMH

B yHHCOH y hopTenuano. Ha stom done
KOHTPAMyHKTOM 3BY4MT TeMa Appassionata
(cm. npumep 17).

[Tpumep 17. 105—112 raxrb

Timp.

Timp.

doprenuanHas naptus puHaa
TEXHUUECKH YCJI0KHEHA IBOMHBIMH HOTAMH,

CKaYKaMH, MOJH(OHUUECKH HACKIIIIEHHA,
4TO, MOMMMO aHcaMOJIeBbIX 3aj1ay,
NpeAbsBISET MUAHUCTY BbiCOYaHINe
tpeboBanus. Mcnonnenue I Kaabipekosoit
SIBJISIETCS] TIOUCTHHE TAJIOHHBIM. ANTBIC-
6opbOa Kak OyITO MPoJoJKaAeTCs

J10 TIOCJIE/IHETO B3/10Xa, M HA MPOTKEHHH
3aKJIOYUTEbHBIX OAMHHA/ILIATH TAKTOB
yracarouii OpraHHbIi MyHKT B YHUCOH
COTIPOBOZKAET KBUHTOBBIH X0/ y JINTABP
g-CHa J1Ba ITHaHO, 3aTeM TPH ITHAHO

u diminuendo B KoH1IE.

AvcKyccua

Takum o6paszom, B pesyJbraTe
NPENPUHATOrO HHTEPIPETALMOHHOTO
CTPYKTYPHO - UHTOHALIMOHHOTO,
MHTEPIPETALlHOHHOTO U METOIMYECKOr0
anasnnza CoHaTbl Ji/1s1 PopTenuaHo v JUTaBp
T. MbiH6aeBa B ucnoJiHeHUH [yabxaMuiu
Kanbip6ekoBoii OblH BbIsIBJIEHDI
BaxKHEHILIMe CTUIIMCTHYECKHE 0COOEHHOCTH
ABTOPCKOTO TIoYepKa KOMITO3UTOPA.

Kpome Toro, ananms nokasaJ, KakoBbl
OCHOBHbIE€ KOMIO3HIIHOHHbIE 0COGEHHOCTH
3TOTO HOBATOPCKOTO MPOU3BE/IEHHUS.
O611as KomnosuiMoHHast cxema CoHaTbl
OCHOBBIBAETCS Ha MOJUPOHHUECKHX
npreMax opraHu3alyi TeMaTiu3ma
110 METOJy NpopacTaHusl, MPUHLMNAX
MCIOJIb30BaHUS LIMTAT (MOHOTpaMMa
DSCH, rnaBnast Tema nepBo#i yactu
Cumdonun Ne 40 g-moll Boabdranra
Awmaniest Mouapra, raBHasi TeMa rnepBoi
vactu Conatel Ne 23 op. 57 Appassionata
JltonBura Ban berxoBeHa) 1 BonsomeHuu
TeMaTH3Ma Ka3axcKUX J0MOPOBbIX
KIOEB uepe3 CTHJIU3ALMI0 TEMbI KIOsI -
tokne. CornounHeHHe Bcex yKazaHHbIX
MPUEMOB CIIOCOOCTBYET PACKPBITHIO
XY/I0?KECTBEHHOTO 3aMblc/1a POU3BEIEHHUSI.

[IpencraBieHHbI aHaIU3
MHTEPIpeTalii PACKPbIBAET CHCTEMHbIE
B3aHMOCBSI3H MEXK/Ly aBTOPCKHUM BUICHHEM
U TPAKTOBKOW UCIIOJIHUTEJICH HA PA3HbIX
YPOBHSIX:

1. CuHTe3 pas/iMuHbIX CTHJIEBLIX 3J1€MEHTOB

(uMTaTa U CTUIM3ALMS ) B COUMHEHUH,



NPEACTABJAIOLINN COOOH MPOSIBICHHUE
MPUHLMIIA HHTEPTEKCTYaJIbHOCTH,
3aJ10’KEHHBII aBTOPOM COUMHEHHUSI,
KOTOPbIF PACKPbIBAETCS] HCIOJHUTEEM
Ha CTPYKTYPHO-KOMITO3HLIHOHHOM
YpOBHE.

2. llenocTHO-KOHUENTYyaJ bHbBIA MOAXO0M
B pellIeHHH Xy/10?KECTBEHHOTO 3aMblCJ1a
MOCPEICTBOM HUCIOJHUTENIbCKUX
NPUEMOB, MO3BOJISIIOIIUX OTPA3UTh
CMbICJIOBOH MOJTEKCT MPOU3BEJICHHS.

3. BbisiBienre B3auMocBsizeil MexKy
XY/I07KeCTBEHHOH Hjleel KOMITO3UTOPA,
oTpazkatolleil ornpesieseHHoe
MHPOBO33PEeHHE My3bIKaHTA,
ube TBOpUECKOe (DOPMHUPOBAHHUE
00YyCJIOBJIEHO MEXKKYJILTYPHbBIM
CUHTE30M, M UCIIOJIHUTENLCKON
UHTepIpeTalyuen, OCHOBaHHOM
Ha cOOCTBEHHOM MPOUYTEHUH
HOBATOPCKOI0 MPOU3BEJIEHHUSI.
Pacemorpenne Conatbl auist opTennano

usutasp T. MbiHOaeBa B acrekre

MCMOJTHUTETLCKON MHTEPIIpeTalliy

COOTHOCHTCS B L1€JIOM C aKTyaJsIbHbIMH

npo6jeMaMi COBPEMEHHON My3blKabHOM

npakTuki. Kak oTmeuaercst psimom
neeseloBaTes1ell, HHTeprpeTanms

MY3bIKH CTAHOBUTCS CJIOXKHEE, BblUypHEe,

M30IIIPEHHEE, TEM CaMbIM C OOJILLION

CKOPOCTbIO 3MeHsisi cTHJIb (Sonntag 15).

[To cnoBam eBpomnerickoro TeopeTuka

Mapko-®Ppanko, Bo Bcex cepax My3blKH,

B TOM YHCJIE B [1€/1arOrUKe, UCMOJHUTE/ILCTBE,

JIMaJIeKTHKA TaKOBa, YTO OHU MOJIBEPraloTCst

MOCTOSTHHOMY OOHOBJIEHHIO, MOJIEPHU3ALUH,

M CBSI3aHO 3TO C TEMH MpoLeccaMu, KOTopble

MPOUCXOMISAT CETOIHS B [MI06aJILHOM MUpe

(7). Onna U3 MHOTOUHC/IEHHBIX 3a/1a4

MHTepIipeTaTopa COCTOUT B TOM, UTOObI

NPenojHeCTH aBTOPCKUH 3aMbICeJ H CMbICJI

TOJIKYEMOTO B €10 MepBO3/IaHHON UUCTOTE.

[To cnoBam Bblatolerocst nuanucra Juny

JIunnaTu, Hy?KHO MOMBITATHCS PACKPHITh

MOJIHOE SMOLIMOHAJIBHOE COIEPIKAHHE

MPOU3BEJICHHUS, MTPEZKIE YeM MPUCTYNATh

K TexHuuyeckoi pabore (Schoones 8).

T. K. Mbin6aeB — KOMIO3UTOP, KOTOPbIH

HaxXo/IMJICS B TIOCTOSIHHOM MTOUCKE; U OH

HE MOT IPOUTH MUMO HOBEHLLIMX KOHLEILINH,
nosisuBluuxcst B Poccun B XX Beke.
Co6cerBenno aBropekast uaest T. MbinGaeBa
BO MHOT'OM BOTJIOLLEHA CPEICTBAMHU
aKTyaJIbHOM Ha MOMEHT co3nanusi CoHaTbl
conopuku (Rinser 76). Mcnosbayemoe
KOMIO3UTOpOM GecreiabHoe 3ByuyaHue
pOsiyist Ha TPOTSKEHUHU JTUTETHHOTO
NepHoJIa SIBJSICTCS IPKUM TIPUMEPOM
COHOPHKH U TPpeOyeT OT UCMOJHUTENEH
0COOBIX TEXHHYECKUX TIPHEeMOB. B mosibay
COHOPHBIX HCKaHHUI aBTOpa yOEIUTENbHO
CBMJICTEJIbCTBYET CMelleHHe popTenuato
¥ JIUTABP B TIpeJeax OHOrO COUMHEHHS.
Jpyras 3agaua, crosiuiast nepej
MCMOJIHUTENIEM, 3aKII0YaeTCs B IOCTHKEHUH
MHTOHAIIMOHHOH BbIPA3UTELHOCTH, PeUeBOH
SICHOCTH, YTO OTpaxKaeT OJIHO U3 BaxKHEHILINX
KAaueCTB PYCCKOW MUAHUCTHUECKOH LLIKOJIbI,
npecTaBuTe/IeM KOTOPOH SIBJISIETCS
[ynbxkamuns Kansip6ekoBa, cTpeMuBLIasicst
B apThu popTenuaHo CHHTE3UPOBATh
COHOpHBIE 3P PEKThI ¢ MAKCUMAJIbHOH
SICHOCTbIO MHTOHALIMHU U BbIPa3UTe/bHbIM
MCMOJIHEHHEM JIHHeapHOH Mbican. CTOUT
OTMETHTb TaKKe, YTO, HECMOTPSI
Ha HOBM3HY COUMHEHMSI, MHOTHE (PaKTOPbI
B MHTEPIPETALUK IPEACTABJAAIOT COO0H
CHHTE3 YCTOSIBLLIMXCS OPUEHTHPOB
¥ HOBaTOPCKHUX METOJIOB BbIpaKeHHUs
MY3bIKAJIbHOH MbIC/IH, <XY/I02KECTBEHHOTO
MblliLIeHUsT ToKoJieHust» (Jpau 11).

3aKknwyeHue

[IpumMeHsieMbIit aBTOPOM HCCJIEI0BAHUS
CUCTEMHbBIA MeTOJI cTaJl Ba2KHOU OCHOBOH
IS TOHUMaHUs1 TBOpUecTBa B HoJiee
1MpokoM cmbiciie (Gute 522—528).
JIaHHBIH METOJL, TO3BOJIUJ BbISIBUTh
B3aHMOCBSI3b CJIETYIONINX (PaKTOPOB:

* Ju4HOCTb KoMrnosuTopa T. MbinOaeBa,
copMHUPOBABIIASICS B KOHTEKCTE
MEKKYJILTYPHOTO CHHTE3a;

* 3THHYECKHE UCTOKH TBOPUECTBA
KOMITO3UTOPA;

*  TBOPUYECKHH MOJXOJ] IEPBOT0O
uHTepnperatopa CoHaTbl 1151
doprenuano u sutasp I Kaapipbekopoii
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(thopTenuaHo) K MHTEpIIpeTaliK
OPHUTHHAJBHOTO COUMHEHHS,
OCHOBAHHOTO Ha HOBAaTOPCKHX
MPUHIMMAX.

Oco6enHoctb CoHatbl T. MblHGaeBa
3aKJII04aeTcsl B TOM, YTO MPH 001IEM
3By4aHHH OKOJIO 15 MHHYT OHa co3naer
ollylleHHe Mpe/iebHON HAChILLEHHOCTH
TeKcTa. DTOMY CrocoOCTBYeT
AKKYMYJIITHBHOCTb TEMaTHUECKOTO
pecypca M KOHLENUMH KOMIIO3UTOPCKOro
3aMbICJIa, YTO OKA3bIBAET HEBEPOSITHO
CUJIbHOE BO3IENHCTBHE, OCTABJISIS
BIieyaT/ieHHe BHEBPEMEHHOTO MOJI0THA
BCEJICHCKOTO MaciiuTaba, HeCMOTpst
Ha KaMepPHO-MHCTPYMEHTaJ/bHbIE 2KaHPOBbIe
0COOEHHOCTH.

CaMoObITHOCTb KOMITO3UTOPCKOTO
si3bika T. MbiHOaeBa, ero HoBaTopcKoe
MbILLJIEHHE, )KAHPOBbIF CHHTE3 — BCe
9TO XapaKTepuayeT 0CoObIF TBOPUECKUH
noyepK KOMII03UTOpa, cBoeoOpazue
KOTOPOT'O M03BOJISIET MHOTOKPATHO
o6palaThCs K ero HaClenIo Kak
CO CTOPOHBI UCIIOJIHUTEIIEH, TaK
M CO CTOPOHBI UCCaIe/loBaTeeH.

Conara /151 popTenuaHo u JuTaBp
T. MbinOaeBa siBJisIeTCs1 MOHYMEHTaJIbHbIM
TMOJIOTHOM T10 cofiepxkanuio. OHa HarnoJHeHa
XYJI02KeCTBEHHBIMH 00pasamH,
M03BOJISIIOLLUMH CO3/1aTh MOJAJIMHHO
3MUYECKyIo KapTuHy. Eiile otHum
HEeMaJIOBaXKHbIM acleKTOM MOXKHO
CYMTATb BbISIBJICHHE STHUYECKUX HCTOKOB
NPOU3BEJIEHHUST, KOTOPbIE BbIPayKeHbI
B 00palLeHHH KOMITO3UTOPA K »KaHPOBbLIM
0COOEHHOCTSIM U MEJIOCY KAa3aXCKOU
TPaJMIIMOHHON My3bIKH. My3bIKasbHbIN
SI3bIK COUMHEHHSI TECHO MepPeKIHKALTCS
C HHCTPYMEHTAJIbHONH U MHTOHALIHOHHON
NPUPOIOH Ka3aXCKOH My3bIKH.
K coxkaneHuto, MoJI0Jble HCTTIOJHUTEIH
Kaszaxcrana ne o06palialorest K 5ToMy
uHTepecHomy onycy T. MbinOaeBa,
HO Mbl HajleeMcs1, uTo GodJiee MogpoOHOoe
3HAKOMCTBO C 3THM COUMHEHHEM,
NPE/ICTABJICHHOE B IAHHOH CTaThbe,
N0CNoCOOCTBYET TOMY, YTO HHTEpeC
k CoHaTe Bo3pacreT, 1 oHa OyJieT 3ByYaTh
Ha OOJIbILIMX CLLEHHYECKHUX TJIOLLAIKAX
Kazaxcrana.
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Maiia Cenn

Kypmanrasbr atbiniarsl Kasak yaTThiK KOHCEpPBATOPHSIChI
(Anmarsl, Kazakcran)

TUMYP MbIHBAEBTbIH ®OPTEMNMMAHO MEH JIUTABPJIAPFA APHAJIFAH
COHATACbI KASAKCTAHAbIK MY3bIKAHTTAPAbIH OPbIHAAYLUbIJIbIK
MHTEPTMPETALUACDHI ACMNEKTICIHAE

AHaaTtna. KomnosuTop xeHe aupuxep Tumyp MblH6aeBTbIH, (1943—-2011) whiFapmMallbliblfbl
KazaKcTaHHbIH 3amaHayn My3blKasblK MOAEHUETIHIH AaMyblHa 8cep €TiM, OHbIH, WhliFapmanapbl
XanblKkapasnblK AeHrenae KeHiHeH Tapagbl. My3blKanblK TiAiH 63iHAIK epeKLeniri MeH XaHallblnablfbl
T. MblH6a€eBKa eyponanblK *aHpnapabl Ka3aKTblH ASCTYPJli My3blKaCblHbIH, 3/IEMEHTTEPIMEH
YLITACTbIPbIN KaHa KOMMawn, COHbIMEH Katap TypJli Xocnapsbl My3blKasblK acnantapibl, Mblcasbl,
dopTennaHo MeH nuTaBpnapabl CUHTE3AEYre MYMKIHAIK 6epai. MyHAan XyMbICTap CUPEK Ke3aecedi,
COH/bIKTaH 0nap epeKLle Ha3ap ayaapyabl KaxeT eTeqi. byn 3epTreyae *Kyneni kKeakapacTbl
KabblngayFa opeKeT acanabl. byn Tacin WbiFapMallblbIKTbl KEH MafFblHaAa TYCiHY YLLiH MaHbI3abl
Heri3 60/1bIN Tabblnafbl XXoHEe KOMNO3UTOP/IbIK OMNYCTbl OHbIH, MATIHIMEH, AFHW OFaH KipeTiH
LWblFapMaLLbUTbIKTbIH TaPUXU-MBAEHN KOHTEKCTIHAE acblpblH CEMaHTUKasblK OYKNe MaHi
MEH aBTOP/bIH, *EKE epeKLLENiKTEPIMEH, COHbIMEH KaTap OpbliHAAYLLbIILIK MHTEPNpEeTaLUaMeH
aXKblpamac 6annaHbiCTa KapacTblpyabl 6enrineni. T. MbiIH6@eBTbIH GOpTENMaHO MeH nuTaBpiapFa
apHanfaH CoHaTacblH anfall peT 6enrini KadaKkcTaHablk NMaHucT MNymkamuna Kagbipbekosa
opblHAaAabl. Typ/i }Kocnapbl acnantapfFa apHanfaH LWblFapmanapAblH 6Te CUPEK OpbliHAAYbI
YPTLWbIbIKTbIH My3blKagafFbl MHHOBaLMSNbIK LeLWiMaepai Kabbligamay ToyeKeniHiH ofapbl
60nybIMeH 6annaHbICTbl. COHAbIKTaH 6y WbiFapManapblH TaHbiMan 601ybl MEH 9pi KapanFbl eMipi
YLWiH KebiHece opblHAAYLLbITapAbIH eKke 6ackl kebiHece WelLlyLli MaHbl3fa e 6oagpl. 3epTrey
*ymblcbl 6apbicbiHAa T. MblH6aeBTbIH CoHaTacblHbIH GipiHLLI OpbIHAAYLbICBIMEH cyx6aT TypiHAe
6acTankbl cananblk Tangay Xypridingi. LbirapmaHblH KOHLENTyanabl naescol cneunduKkanbliK KaHpAbIK
wewimae, Amutpmi LLlocTakoBUYTIH CUMPOHUSANBIK CUMBOIMKACHIH KONAaHYbIHAA XKOHE 3THUKasbIK
CTUIM3auMsACbIHAA KepiHai. MHTeprnpeTaumanblk Tangay My3blKasblK OpbliHAAYLWbINbIK KYObUIbICTbIH, Ker
[EeHrenni KepiHiciH KaMTUTbIH XKyreni Tocingi 6ingipesi. Makanaga my3blKanblk Mbicangap KenTipinreH
oHe nuaHucT MN'ymkamuna Kaabip6eKoBaHbliH opbliHAaybIHAaFbl T. MbIHO@eBTbIH GopTENUAHO MEH
nuTaBpnapfra apHanFaH CoHaTacblIHbIH anfFallKbl CTYAUSSbIK *a36acblHbIH, 9NEKTPOHAbI PECYPChIHA
cinteme 6epinreH.

Tipek ce3gep: Tumyp MbiH6aeB, [ymxemunae Kaabip6ekoBa, coHaTa, MHTEPNPETALIMS, *aHPbIK
CUHTE3, KOMMO3UTOP, OPbIHAAYLbIILIK Tangaybl, GopTennMaHo, niuTaBpnap.

ABTOp KoJika36aHblH COHFbl HYCKaChIH OKbIM KYMTaAbl YXoHE MYAAENEP KaKTblfbIChbl }KOK EKEHAIrH
maaimaenai.

Aoaiekceos ywiH: Cenn, Mana. «Tumyp MblH6aeBTbIH dopTENMAHO MEH IMTaBpaapFa apHanFaH
CoHaTachl Ka3aKCTaHAblK My3blKaHTTapAblH OPbIHAAYLbIIbIK MHTEPNPETALMSACHI aCMEKTICIHAEY.
Central Asian Journal of Art Studies, 1. 6, N2 4, 2021, 70-90 6. DOI: 10.47940/cajas.v6i4.490.
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SONATA FOR PIANO AND TIMPANI BY TIMUR MYNBAYEV IN THE ASPECT
OF PERFORMING INTERPRETATION OF KAZAKHSTANI MUSICIANS

Abstract. The creativity of composer and conductor Timur Mynbayev (1943-2011) influenced
the development of Kazakhstani musical culture, and his works were widely disseminated throughout
the world. The originality and innovation of the musical language allowed T. Mynbayev to combine
the Kazakh national idea with European musical genres in music and to synthesize musical
instruments that are completely diverse in their specificity, for example, the piano and the timpani.
Works of this kind are rare and therefore require special attention of researchers. This study proposes
application of a systematic approach to this kind of works, which takes into account not only
the history and circumstances of creation of the work but also a personality of the composer, the
context and subtext of the work, as well as performers on whom the quality of the performing
interpretation depends. When studying Sonata for piano and timpani by T. Mynbayev for the first
time a systematic approach was applied, an essential basis for understanding creativity in a broad
sense. T. Mynbayev’s Sonata for piano and timpani was first performed by a famous Kazakh pianist
Gulzhamilya Kadyrbekova. A rare performance of works for diverse instruments is due to public's high
risk of non-acceptance of innovative solutions in music. Therefore, performers’ personality is often of
decisive importance for popularization and further life of these works. In the course of the research,
primary qualitative analysis was carried out in a form of in-depth interview with the first performer
of the Sonata by T. Mynbayev. The conceptual idea of the Sonata manifested itself in a unique genre
solution, the use of Dmitry Shostakovich’s symphonic symbolism and ethnic stylization. The article
contains musical examples and an electronic resource of the first studio recording of Sonata for piano
and timpani by T. Mynbayev performed by pianist Gulzhamilya Kadyrbekova.
Keywords: Timur Mynbayev, Gulzhamilya Kadyrbekova, sonata, interpretation, synthesis
of genres, composer, performer, piano, timpani.
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Abstract. The article is devoted to the study of modern popular music, which incorporates elements
of different types of art and it is characterized by diversity. In respect of this aspect, the problem

of integrating the concept of “intermediality” into research of pop-vocal music and training of popular
song performers is brought forth for the first time.

Throughout its historical path of development, pop music, being a kind of jazz branching, has
appeared both as mass music geared towards the working class representatives, and as a direction
reflecting the winds of revolution and the protest of the younger generation against old regimes,
and as a mode of behavior, dress, revealing the drive for freedom of speech and independence.

But if that were the case, one thing is important — pop music was integral to the processes, which were
taking place in the twentieth century, reflecting both scientific and technological progress, and global
trends, thereby moving closer to the postulates of the postmodernism philosophy. It is fair to say that

it was all the foregoing in aggregate that gave rise to a new kind of pop culture, which took on forms
much wider than just musical culture in its classical sense. Performing arts came to the fore, obtaining
the value of an important creative process, since it presupposed originality of interpretations,
recognizable handwriting of an artist. The leading role began to pertain to musical improvisation,

but inclusion of non-musical components in the performance, scope of which expanded over time,
seemed to be no less significant.

Under modern conditions of digitalization and globalization, new, more consolidated requirements
and approaches to training a performer as a vocalist are more relevant than ever, and in our opinion,
they will be intermediality and intermedia analysis. The article has an overview and general conceptual
character, here the meanings of the terms — intermediality, intertextuality, text and media in the pop
music contest are revealed. It should be also stated that when considering the meaning of the concept
of “intermediality”, complexity of its interpretation was revealed from the standpoint of studying
the aspects of synthetization in literature, painting, philosophy, philology, etc. In addition, the fact
of the matter is that the concept “intermediality” has different interpretations in post-Soviet
and Western science, and in the present article it is associated with designation of the concept
of “interaction of arts” but more broadly — it involves interaction of languages of different types of arts
in the system of a single whole.
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Thus, a new approach to the study of modern trends in popular music is envisaged, thereby,
attempts are being made to form a new theoretical and methodological base for further research

in this direction.

Keywords: intermediality, modern pop culture, arts, interaction of arts, pop vocal.
Authors declare that there is no confiict of interests. All authors have read and approved the final

version of the manuscript.
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Introduction

Concert creative activities occupy

a special place in the system of artistic
performances. Under modern conditions,
the concert is given not only a cultural

and educational function, but also

an educational function that contributes

to the creation of a cultural personality
with a stable system of value orientations
in all spheres of activity. A spectator is no
longer attracted to the “usual” programs,
consisting of items of local choreographic
and vocal groups. In present-day conditions
it is necessary to attract audience with
more interesting and unusual performances
and show programs. Therefore, there

is a need to create new, interesting

and non-traditional concert performances.
Popular music performers, like no one
else, experience the new realities

of visualization and digitalization. Modern
technologies in scenography help

to achieve the maximum effect

of the audience’s presence in action

on stage. When creating concert programs,
a variety performer needs to combine
several aspects: vocal skills, dramaturgy

of performance, scenographic design,
choreography and completeness

of the program with original and suitable
items. Such events require creation

of a special stage space in which
movement, music, sound, light and color
will be combined, that is, harmoniously
complementing a vocalist’s performances.

These tendencies of modern world pop
culture, which are organically interlace
with performances of pop-artists, dictate
the algorithm, philosophy, composition
of their conduct, and often become
the object of scientific research. Most
of the works in this direction are written
in the field of cultural studies, theater
studies, art history, philosophy, philology
(intertextuality), and this issue is not
sufficiently covered in music studies.

The problems of the interaction of arts,
diversity of their forms, require their
own aesthetic comprehension

and substantiation, thereby determining
the relevance of this study.

The purpose of this work is to reveal
philosophical and categorical aspects
of the intermediality concept in the study
of performance and pedagogical culture
of a popular music artist. In this regard,
the following tasks should be defined:

to study the processes of development

and impact of digital technologies;

to consider the impact of scientific and

technological progress on the popular

music evolution;

to identify integration processes in the

vocal-stage training of the vocalist-

performer of popular music.

The concept of intermediality in modern
science is considered both in the CIS
and in Western countries. In the territory
of the CIS, N. V. Tishunina actively
covers this topic through the concept
of “intertextuality” in the philosophical



and philological context. Based on

the research of M. Bakhtin, Y. Kristev

and R. Bart in the seventies of the twentieth
century, the position about the intertextual
nature of any discourse is being formed:
“any text is an intertext; other texts are
present in it, at varying levels, in forms
more or less recognizable: the texts

of the previous culture and those

of surrounding culture. Each text is a new
tissue created from old quotations. Parts
of cultural codes, formulas, rhythmic
patterns, fragments of social idioms, etc.
pass through the text and redistribute it,
as there is always a language to the text
inside it” (Bart 218). That is, intertextuality
in literature and culture is associated

with citing one art in a new philosophical
and artistic context of the other one.

Here we turn to the Lotman’s concept

of “polyglotism” of culture, “culture is,

in principle, polyglottal, and its texts
always materialize in the space of at least
two semiotic systems. The fusion of word
and music, word and gesture in a single
ritual text was noted by an academician
Veselovsky as “primitive syncretism”.

But the idea that after parting with the
primitive era, culture begins to create
texts of a monolingual type strictly
implementing the laws of any genre ...
provokes objections. <..> Encryption
with many codes is a law for the
overwhelming majority of cultural

texts” (Lotman 143). Thus, we observe
“intersemioticity”, since different semiotic
series interact in a polyart work. This is
where the transition to the concept

of “media” takes place, which we, like
Western researchers, understand

as a wide information space, mass media,
social networks, ete. But a philosopher

[. P. llyin offers a broader interpretation:
“By this ambiguous term, [ mean not only
the proper linguistic idioms and thoughts
and feelings, but also any sign systems

in which any message is encoded. From

a semiotic point of view, they are all equal
information media, be it the words

of the writer, color, shadow, and line
of an artist, sounds (and printed music
as a way of fixing them) of a musician,
organization of volumes by a sculptor
and an architect, and, finally, arrangement
of the visual on the screen plane — all
of this in the aggregate represents those
media that in each art form are organized
according to their own set of rules —
a code representing a specific language
of each art. All together these languages
form *“a big language” of culture of any
particular historical period” (Ilyin 8). Thus,
“media” are defined as channels of artistic
communication between the languages
of different types of art. This is the difference
between understanding and interpretation
of the concept of “intermediality”
in Western and post-Soviet philosophy.

In this work, for the first time,
an attempt is made to integrate
the concept of intermediality into
the study of the problems of popular music,
to assess interaction of artistic codes
of different types of arts, to create an integral
polyartistic space in the performing system
of a popular singer.

Materials and Methods

Due to the fact that the very concept

of “intermediality” presupposes the analysis
of the object and language of an artistic
phenomenon in an interdisciplinary study,
the main method of this work is the analysis
of concert performances of contemporary
artists. At the same time, comparative
analysis of various scientific works is used
in the work. The methodological basis

of the research is the theoretical ideas

of studying the text set forth in the works
of Y. Kristeva, R. Barth, Y. Lotman

and others, as well as the concepts

of modern researchers of intermediality —
Y. Muller, O. Hanzen-Leve, N. Tishunina,
M. M. Bakhtin and others. At the same
time, the comparative-analytical research
method should be indicated as the dominant
one. In this context, methods of comparison,
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genre analysis, semantic analysis, textual
parsing and performing analysis of specific
performances are used.

Results

In modern popular music, computer
media technologies are widely used,
their application enables a performer
to create whole performances, united
by a single thought, style and plot. High-
tech concerts attract an audience with their
novelty and relevance, a spectator wants
to watch exclusively new acts, performances,
show programs, and use of modern
computer technologies contributes to their
motivation. 3D Mapping is widely used —
a video playback technique using
specialized equipment and software,
which can be controlled both on flat
screens, walls, and on screens with
distorted geometry and facades of buildings
with complex architecture. Here we can
recall an already legendary performance
of Beyoncé at Billboard Music Awards 2011,
a light show with a projection of many
moving images of a pop diva, performing
along with the “original” a famous march
Run the World. At the end of the performance,
Beyoncé was joined by her dance group,
making the performance truly inspiring.
All this offer us an insight to how
a universal popular performer has to be
today.

In modern society, culture is understood
as a form of communication, a kind
of dialogue. When humanity is “commited
to dialogue” (Kagan), “interpenetration
of the arts” (Kozlowski) becomes a key
principle. In this regard, studies of synthetic
processes in art and artistic culture are
relevant. In our article, we would like
to consider such a new word in the field
of contemporary musical art and education
as intermediality in the training of a popular
music performer.

The term intermediality, which appeared
relatively recently (in the 1980s), is actively
used to denote such concepts as “interaction

of arts” and “synthesis of arts”.
Intermediality is “a special type
of structural relationships within a work
of art, based on the interaction of languages
of various types of art in the system
of a single artistic whole” (Tishunina 4).
This is “the presence in a work of art
of such figurative structures that contain
information about another type of art”
(Tishunina 101). It is important not
to confuse this concept with “interlude”,
which is also a synthesis of artistic forms,
but in terms of media art, media text,
being a type of text that is reproduced with
the use of modern technical means typical
of screen, visual, media arts (Shak 17).
The issues of interrelation of the arts,
their impact on each other and, in this
regard, the problem of determining their
specificity, the possibilities of mutual
semantic exchange are immanent
in the entire history of art and constitute
a significant field of reflection
in the European aesthetic tradition.
Simonides is among the names
representing the field of “pre-intermedial”
excursions, his idea of reversibility
of painting and poetry was repeated
by Horace, Sextus Empiricus, who wrote
about the evaluative meaning
of the concept of “musicality”, Richard
Pattenham, who traced phenomenon
of the “golden section” in poetry,
in painting and in architecture, D. Diderot
and G. E. Lessing, who saw in descriptive
poetry transfer of “picturesqueness”
into verbal text, Russian and European
romanticists, who made up an entire era
in the history of this issue, G. Welflin,
who established the categories, common
to all types of fine arts, O. Walzel,
who wrote about the possibility
of “coverage” of poetry with the help
of fine arts, T. V. Adorno, who philosophized
about analogy of music and painting
in different periods of cultural epochs,
and so on.
Speaking of our problem, we should not
forget about such concept as “intertextuality”,



the definition of which is adjacent

to the concept of intermediality.

In the twentieth century, with development

of postmodernism, a new formulation

for the world order of our world appeared —

“text”, here music, images, choreography

and any work of art is the text of various

artistic languages that cite both each other

and different eras. So in 1967, Yu. Kristeva

defines “intertextuality” as a common

property of texts, expressed in presence

of links between them, thanks to which

the texts (or parts of them) can explicitly

or implicitly refer to each other in many

different ways (Kristeva, Bakhtin 439.).
Observing the historical development

of culture and art, we can confidently say

that “intermediality” itself existed long

before the very appearance and scientific

definition of this concept. The term

“intermediality” (English inter + media/

art = intermedia/interart) was proposed

by a German scientist Hansen-Leve

(Hansen-Léve 291), and substantiation

of the term was given by a Russian

philosopher 1. P. Ilyin, who deduced

the great language of culture, formed

from the languages of each art (Ilyin).

In a broad sense, intermediality is creation

of an integral field of artistic space

in the system of culture (artistic meta-

language of culture, according to Ilyin).

In a narrow sense — a special type

of intra-textual relationship in a work

of art, where different types of art interact.

Here, I would like to return to the research

of Hansen-Loewe, who in 1983 tried

to separate the concepts of intermediality

and intertextuality, where intermediality

is the interaction of various types of arts,

and intertextuality means by intertext only

interliterary connections. In general, our

further work will be built upon these beliefs.

Speaking about intermediality
in the training of a pop vocalist,
we would like to note that there is
a certain contradiction between current
requirements to increasing the level
of masterly performance in the field

of popular music and the basic procedures
in training of a future pop vocalist.

In the development of performing qualities,
it is necessary to integrate vocal and stage
pedagogy. Such a complementary unity
will contribute to development of artistic
and aesthetic, emotional and sensual,
figurative and logical abilities and skills
that are realized in artistic communication
and ways of personal expression.

At present, a plastic, vocal, artistic
culture of a modern pop artist has assumed
the functions of the main carrier of culture
and education of a multimillion, primarily
youth audience, which extremely acutely
raises the question of the professional
responsibility of a pop musician for
the results of his work, which are expressed
in the creation of each concert item.

Now there are no more so-called “pure”
types of art, all modern culture is intermedia.
Modern musical performance has long
been a synthesis of various directions

and the concept of intermediality

is the best way to describe peculiarity

of the interconnections and interpenetration
of the whole variety of styles and directions.

Vocal art, and above all academic, finds
deep scientific understanding in a large
number of fundamental studies of domestic
and foreign representatives of musicological
science, devoted to the musical language,
issues of style, genre, vocal and intonation
features, compositional structure and forms
of vocal works, etc.

The content and state of the performing
arts of pop vocalists, unfortunately,
remains outside the scope of scientific
interests of art historians and researchers.
The overwhelming majority of works
published in the last century, as well as
the latest literature about pop singers,
is usually of memoir nature or considers
contemporary non-academic music in its
socio-cultural purpose. The concept
of intermediality in connection with music
and variety performance and training
of popular music performers has not been
used previously.
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In this aspect, it should be noted
that a figurative culture, which has become
an integral part of the creative work
of outstanding pop singers of the 20th
and the beginning of the current century,
expresses their vivid individuality
in the musical images of vocal works
created by them, which in turn become
the standard for subsequent generations
of spectators and performers. The art
of choreography, supplemented by stage
movement, rhythmics, methods
and techniques for staging a plastic
drawing of a vocal concert item,
undoubtedly gives a positive result
in the professional activity of a vocal
artist. Theatricalization in pop vocal has
always existed, but in the second half
of the twentieth century, primarily thanks
to cinema and television, it acquired
new forms of expression and methods
of dissemination (video clips, where
various types of art are presented
in a comprehensive manner in a micro-
scale synthetic, quasi-plot expression),
that is, visualization.

The principles of intermedia analysis
of song lyrics were developed on the basis
of the theory of intertextuality — a study
of extra-textual connections conducted
by R. Bart and Y. Kristeva — and were
developed in the works of G. A. Levinton,
B. Waldenfels, E. Husserl, M. Merleau-
Ponty. Therefore, such ideas and concepts
of intertextuality as borrowings
and remaking of topics, subjects
and images, evident and latent citation,
allusion, reminiscentia, imitation, parody,
transferral are reflected in the intermedial
typology (Yampolsky, Arnold, Vladimirova,
Epstein, Fateyeva, Ronen, Guchinskaya,
Smirnova, Prokhorova, Denisova,
Kuzmina). Werner Wolf is one of the main
theorists of the intermedial interaction
of the temporal arts, especially literature
and music. We will discuss in more detail
classification of the links between two arts
that he proposed; it covers the typology

of S. P. Scher and at the same time enriches

it with new concepts. In Wolf’s concept
of intermediality, intermedial connections
of both types of art are understood in broad
and narrow senses (Woli 16).
Classification of intermediate links
according to V. Wolf:
[. Intermediality in a broad sense
(extracompositional intermediality).
1. Transmediality (narrativeness
of music and literature, principles
of variation, etc.);
2. Intermediate transposition
(for example, transfer of a novel
to an opera).
[1. Intermediality in the narrow sense
(intracompositional intermediality).
1. Intermediate reference (one
semiotic system is used):
a. implicit reference (intermediate
imitation):
musicalization of the work (“music
in literature”),
program music ( “literature in
music”);
b. explicit reference (intermedial
thematization):
discussions about music in
literature,
reflection of music in literature
(“music in literature”);
2. Plural mediality (significates belong
to more than one semiotic system):
a. intermedial fusion (performance
of opera, opera; “music
and literature”),
b. intermedial combination (textual
basis of the opera; “music
and literature”).
But no one has yet touched on this
problem in the context of an interdisciplinary
nature in the educational process.

Discussion

This scientific problem has been previously
considered in the works of A. A. Hansen-
Loewe, 1. Rajewski, A. Yu. Timashkov,

E. P Shinyev, M. M. Bakhtin and others.
In their works, scientists have revealed



this concept from the perspective

of philology, philosophy, semiotics,

but so far the concept of “intermediality”
remains a definitively unspecified,
“umbrella” term. So in 1983 Aage
(Oge) A. Hansen-Loewe, a German-
Austrian scientist, based on the works

of M. M. Bakhtin divides the concept

of “intertextuality” and “intermediality”
on the example of Russian modernity,
correlation of verbal and visual arts,

and as early as in 2006 he defines
intermediality as a translation (from

one language of art to another) within

one culture, or a union between various
elements art in monomedia (literature,
painting, etc.) or multimedia (theater,
cinema, etc.) text; such models,

as a rule, have multimedia presentations
in the system of some art form, likewise
monomedia models, in which the limits

of integration are set in view of the special
conditions of synthesis within the media
zones, where heterogeneous media, both
spatial and temporal, exist (Hansen-Ldve
292). E. P. Shinyev considers this area

of knowledge as a “mechanism

of intercultural diffusion”, which leads

to their scholarly elaboration of a dialogue
and syncretism of culture in general,

and not just artistic creativity in particular,
which is reflected in the artistic practice
and self-consciousness of a modern artist.
In the present paper, in the context

of musicology, attempts are made to reveal
and consider this idea and finally determine
characteristic features of intermediality

in performing culture of a popular singer,
which is possible only when considering

it in the sense of the historical development
of the arts and identifying their interaction
in chronological order, since a so-called
“layering” of artificial material and forms,
which gives the final result of the intermedium.

Conclusion

The analysis of the specialist literature
on issues relating to professional training

of students of higher educational
institutions of arts and humanities

for artistic variety-performing activities
indicates that “stage skills” or “elements
of artistic technique” are included

by researchers in a wide range of skills
associated with the concept of “professional
technique” (Belukhin, Khristozov, Klipp
and others). In a point of fact, the following
are distinguished in a vocal component:
mastery of voice, diction, correct breathing,
etc.; in mimic and pantomimic — posture,
gait, facial expressions, gestures, plasticity,
etc.; in seli-regulation of a mental state —
self-control, endurance, reflection, etc.
However, in the very method of training

of music pop singers, there is no unity

in defining the content and forms of training.
At the same time, the contemporary
practice of pop performance requires from
an artist not only vocal skill, but also

an ability to actively and expressively

act in the stage dramatic art with a high
culture of plastic movement, various digital
technologies in preparation of a concert
act. Globalization and digitalization of art,
mainstreaming of humanitarian knowledge,
characteristic of world culture at the turn

of the Millennium, tendency towards
interdisciplinary research to a great extent
determined specificity of the theoretical
understanding of the cultural process

as interaction of various related areas of art.
The era of establishment of a culturological
paradigm requires formation of new
approaches, one of which should be pointed
out as an attempt of intermedia analysis,
study of intermediality as a problem

of art and theoretical knowledge in the field
of popular vocal music. The prospects

for the artistic achievements of modern pop
art require training of such performers —
vocalists, for whom professional skill

is associated not only with a high level

of vocal, but also with other types of arts.

In the presence of correct, scientifically
grounded and tested through practice
techniques, one does not interfere with

the other, but on the contrary, contributes

Central Asian Journal of Art Studies Volume 6. Issue 4. 2021
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to the full development of a voice, and
vocal talent stimulates figurative culture,

especially its “musicality”, acting skills, etc.

The questions underlying this article,
and the author’s years of long practical
experience in the field of vocal pedagogy,
staging concert items and mass cultural
events, allow us to offer developing a new
system of forming an intermedial approach
in the process of training popular music

ABTOpAapablH yaeci

artists. The modern age with new demands
at micro and macro levels, with expansion
of boundaries and opportunities, organically
intertwines with globalization processes,
giving rise to new requirements. In this
aspect, the study of modern culture is not
possible outside the context of integration,
determining importance of intermedia
analysis, which contributes to the fullest
disclosure of the problems of pop music.

3. K. KypmaH6aeBa — fbinbiMy 94e6UeTTepai Tanaay, WeTenaik AepeKkkesaepmeH
KYMbIC Kacay, MaTiHHiH 3epTTey 6eniriH JanblHAay aHe opbiHaay, 9aebu Wwonyabl

JavblHaay.

3. M. KacbiMoBa — 3epTTey afiCTeMECIH Kypay, Macene KanbintacTbipy,

TYKbIpbIMAAPAbI KOHLIENTyanaay.
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3. K. KypmaH6aeBa — aHanna Hay4HOW nnTepatypbl, paboTa ¢ 3apybexHbIMU
MCTOYHUKAMM, NMOArOTOBKA U UCMONHEHWE UCCNEA0BATENIbCKON YacTu TEKCTa,
noAroToBKa nMTepaTypHOro o63opa.

3. M. KacumoBa — pa3pa6oTka MeTofo10rMu NpoBeaeHs 1 hbopM1MpoBaHmue
Npo6emMbl UCCNeA0BaHMA, KOHLENTyan13aLms BbIBOIOB.

Contribution of authors

Z. K. Kurmanbayeva — analysis of scientific literature, work with foreign sources,
preparation and accomplishment of the research part of the text, preparation

of a literary review.

Z. M. Kassimova — development of the method for conducting and formation
of problem of the research, conceptualization of conclusions.



References

Arnold, Irina. Problemy dialogizma, intertekstual'nosti i germenevtiki [Problems of
Dialogism, Intertextuality and Hermeneutics.]. Saint Petersburg, Obrazovanie, 1995.
(In Russian)

Arnold, Irina. Semantika. Stilistika. Intertekstual'nost' [Semantics. Stylistics.
Intertextuality.]. Saint-Petersburg, Lenand, 1999. (In Russian)

Bart, Roland. “Intertekstual'nost'” [“Intertextuality”] Sovremennoe zarubezhnoe
literaturovedenie [Modern Foreign Literary Criticism], edited by llya llyin and Yelena
Tsurganova. Moscow, Intrada—INION, 1996, pp. 204-210.

Denisova, Galina. V mire interteksta: yazyk, pamyat', perevod [In the World of Intertext:

Language, Memory, Translation]. Moscow, Azbukovnik, 2003. (In Russian)

Epstein, Mikhail. Postmodern v Rossii: literatura i teoriya [Postmodernity in Russia:
Literature and Theory]. Moscow, Izd. R. Elinina, 2000. (In Russian)

Fateyeva, Natalia. Kontrapunkt intertekstual'nosti, ili intertekst v mire tekstov

[Counterpoint of Intertextuality, or Intertext in the World of Texts]. Moscow, Akademiya,

2007. (In Russian)

Guchinskaya, Nina. Hermeneutica in nuce. Ocherk filologicheskoi germenevtiki
[Hermeneutica in Nuce. Essay on Philological Hermeneutics]. Saint Petersburg,
Cerkov' i kul'tura, 2002. (In Russian)

Hansen-Love, Aage Ansgar. Intermedialitat und Intertextualitat: Probleme der
Korrelation von Wort- und Bildkunst. Dialog der Texte. Wiener Slawistischer Almanach.
Sonderband. 1983, pp. 291-360.

Hansen-Love, Aage Ansgar. Intermedialitat der Moderne zwischen linguistic und
pictorial turn. Zum medialen Ort des Verbalen - mit Rickblicken auf russischen
Medienlandschaften (Vortrag Konstanz, April 2006). Miinchen, 2007.

llyin, llya. Nekotorye kontseptsii iskusstva postmodernizma v sovremennykh
zarubezhnykh issledovaniyakh [Some Concepts of Postmodern Art in Contemporary
Foreign Studies]. Moscow, GBL, 1998. (In Russian)

llyin, llya. Poststrukturalizm. Dekonstruktivizm. Postmodernizm [Poststructuralism.
Deconstructivism. Postmodernism]. Moscow, Intrada, 1996. (In Russian)

Ilyin, llya. Postmodernizm ot istokov do kontsa stoletiya: Evolyutsiya nauchnogo
mifa [Postmodernism from the Beginnings to the End of the Century: Evolution
of a Scientific Myth]. Moscow, Intrada, 1998. (In Russian)

Kristeva, Yuliya. “Bakhtine, le mot, le dialogue et le roman.” Critique, no. 23, 1967,
pp. 438-465.

Kuzmina, Nataliya. Intertekst i ego rol' v protsessakh ehvolyutsii poehticheskogo
yazyka: Izd. 2-e, stereotip [Intertext and its Role in the Evolution of Poetic Language:
2nd ed., stereotype]. Moscow, Editorial URSS, 2004. (In Russian)

Central Asian Journal of Art Studies Volume 6. Issue 4. 2021



100

Central Asian Journal of Art Studies Volume 6. Issue 4. 2021

Lotman, Yuriy. “Tekst i poliglotizm kul'tury.” [“Text and Polyglotism of Culture.”].
Selected Articles: vol. 1. Tallinn, Aleksandra, 1996. (In Russian)

Prokhorova, Larisa. Sinkreticheskaya intertekstual'nost'v literaturnoi skazke.
Vospriyatie, informatsiya, interpretatsiya [Syncretic Intertextuality in a Literary Tale.
Perception, Information, Interpretation]. 2002. Moscow, PhD thesis. (In Russian)

Ronen, Omri. “Imitation, Antiparody, Intertextuality and Commentary.” New Literary
Review, no. 42, 2000, pp. 255-261.

Shak, Tatiana. Muzyka v strukture mediateksta: na materiale khudozhestvennogo
i animatsionnogo kino [Music within Media Text: Based on Material from Fiction
and Animation Films]. 2010. Rostov-na-Donu, avtoreferat dissertacii [The Abstract
of Thesis]. (In Russian)

Smirnova, Natalia. Evolyutsiya metateksta angliiskogo romantizma: Bairon — Uail'd
— Gardi - Faulz. [Evolution of the Metatext of English Romanticism: Byron — Wilde —
Hardy — Fowles]. 2002. Moscow, avtoreferat dissertacii [the Abstract of Thesis].
www.dissercat.com/content/evolyutsiya-metateksta-angliiskogo-romantizma.
Accessed 1 December 2021. (In Russian)

Tishunina, Natalia. Zapadnoevropeiskii simvolizm i problema sinteza iskusstv: opyt
intermedial'nogo analiza [Western European Symbolism and Problem of Synthesis
of Arts: Experience of Intermediate Analysis]. Saint Petersburg, 1zd-vo RGPU

im. A. |. Gercena, 1998. (In Russian)

Tishunina, Natalia. “Problema vzaimodeistviya iskusstv v literature
zapadnoevropeiskogo simvolizma. Sintez v russkoi i mirovoi khudozhestvennoi
kul'ture.” [“Problem of Interaction of Arts in the Literature of Western European
Symbolism. Synthesis in Russian and World Art Culture.”] Materialy Il nauchno-
prakticheskoj konferencii, posvyashchennoj pamyati A. F. Loseva [Materials

of Il Scientific and Practical Conference Dedicated to the Memory of A. F. Losev].
Moscow, 2002. (In Russian)

Vladimirova, Natalia. “Kategoriya intertekstual'nosti v sovremennom
literaturovedenii.” [“Category of Intertextuality in Modern Literary Criticism.”].
Literaturovedenie na poroge XXI veka [Literary Criticism around the turn

of the XXI Century], proceedings of the international scientific-practical

conference. Moscow, Iskusstvo, 1998, pp. 182-188. (In Russian)

Wolf, Werner. “Intermediality Revisited Reflections on Word and Music Relations
in the Context of a General Typology of Intermediality.” Word and Music Studies,
vol. 4: Essays in Honor of Steven Paul Scher and on Cultural Identity

and the Musical Stage. Amsterdam—New York, Rodopi, 2002, pp. 16-29.

DOI: 10.1163/9789004334069_003.

Yampolsky, Mikhail. Pamyat' Tiresiya: Intertekstual'nost' i kinematograf [Memory
of Tiresias: Intertextuality and Cinema]. Moscow, Infra-M, 1993. (In Russian)



3apuna Kypmanb6aepa, 3yabtus Kacbimora

T. K. )KyprenoB atbinnarsl Kazak yaTTbik eHep akaneMHUsichbl
(Anmarsl, Kazakcran)

BOKA/1AbI-3CTPAAAJIbIK OPbIHAAYLUbIIbIKTbI 3EPAEJIEY ACNEKTICIHAET|
MHTEPMEAOWUANAbIK MOCEJEJIEPI

AHpatna. Makana ap TYp/li eHep 9NEMEHTTEPIH KAMTUTbIH XKaHE XKaH-*KaKTblIblFbIMEH EPEKLLENEHETIH
3aMaHayu TaHblMan My3blKaHbl 3epTTeyre apHanfaH. by TypfFblga acTpaja-BoKanibl My3blKa

KOHEe TaHbIMa 9H OpblHAAYLWbINAPbIH AaWblHAAY 3EePTTEYNEPIiHAE <MHTEPMeAUanablK» VFbIMbIH
MHTErpauusanay Maceneci anrall peT KeTepineai.

[Ka3ablH 63iHAiK 6ip TapMafbl 60/bIM TabblIaTbiH NOMN-My3blKa ©3iHiH, OYKIN Tapuxu gamy
OJIbIHAA XYMbICLLbI TabblHbIH 6KiNAepiHe apHanfaH 6GyKapasblK My3blKa peTiHAE Ae, *Kac YpnaKTbiH
€CKi pexxumaepre Kapcbl PEBOIOLUMANbBIK KOHIN KYWi MEH Hapa3bliblFblH KOPCETETIH BafbIT peTiHae
e, ce3 60CTaHAbIFbl MEH TaYeNCi3liKKe AereH YMTbIIbICTbI allibil KePCeTeTiH 83iH-63i ycTay
KOHE KMIM KMIO CTUNI peTiHae ae KepiHai. Kanan agereHMeH ae, eH MaHbi34bICbl — NOMN-My3blKa
FbIbIMU-TEXHMKANbIK MPOrPECTi e, XahaHablK ypAicTepPi Ae KepceTe OTbipbIN, XX Facbipaa 60/bIn
aTKaH NPOLECTEPMEH TbIFbI3 6annaHbICTbl 604bl, COUTIN NOCTMOAEPHNU3M GUNOCOPUACHIHbIH
noctynatrapblHa *aKblHAan TycTi. Ocbl auTblIFaHAAPAbIH 6apblFbl XXUbIHTbIKTaN KENreHae OHbIH
KJlaCCUKaslblK MaFblHACbIHAAFbI Xawn FaHa My3blKallblK MOEHUETKE KaparaHaa a/ijeKania KeHipeKk
dopmara e 60sFaH NON-MaAEHMETTIH, *aHa TYPiH TyablpAbl Aen antyFa 6onaabl. MaHbI3abl
LblFapMallbliblK NPOLECTIH MOHIHE e 60Ma OTbIPbIM, OPbIHAAYLbIIbIK 6HEP anAblHFbl KaTapFa
CYbIPbINbIN WbIKTbI, BUTKEHI 0N MHTEpPNpeTaunanapablH 63iHAIK epeKLwenirii, apTicTiH TaHbIMan
LWblFapMalUblblK KoNTaH6acklH Tanan eTTi. }KeTeKwwi pen My3blKanblK MMMNPoBU3aLmsFa TMecini 6ona
6acTafbl, 6ipakK yaKbIT 6Te Kene ayKbiMbl KEHENTEH MYy3blKasiblK EMEC KOMMOHEHTTEPAIH KOChINYbl
Na enayip MaHbl3abl 6014bl.

Kasipri uudpnaHabipy MeH xahaHaaHy XaraannapbiHaa opblHAAYLbI BOKANUCTTI OKbITYAaFbl
aHa, HeFYP/bIM KelleHi Tanantap MeH Tacingep 6ypblHFblAaH Aa e3eKTi 60bin oTbip. bynap
6i3iH OMbIMbI3LLA, UHTEPMEANANAbIK NEH MHTEPMeAnanabl Tanday Tacingepi 6onmak. Makanara
LLIONY Yacay XXoHe asMbl YFbIMAbIK cUMnaT ToH, MyHAa Non-My3blKa KOHTEKCTIHAE MHTEPMEANanbIK,
WHTEPTEKCTYaNablK, MOTiH }XoHe Meana CUAKTbl TEPMUHAEPAIH MaFblHanapbl allbiagbl.

CoHpaw-aK, <uHTepMeananblK» YFbIMblHbIH, MaFblHACbIH KapacTblpFaH Ke3ae OHbl 9aebueTTeri,
KecKiHgemeperi, dunocodusgarbl, Gunonoruaaarbl aHe T.6. CUHTE3AEY acMeKTINepiH 3epTrey
TYPFbICBbIHAH TYCIHAIPYAIH KON KblpblblfbIHbIH aHbIKTa/lFaHblH atan eTKeH eH. CoHbIMeH 6ipre,
NMOCTKEHECTIK XKaHe 6aThbIC FblibIMbIHAA «<MHTEPMEAMANAbIK» VFbIMbIHbIH 8P TYPAI TYCiHAIpiNeTiHAiri
MaHbI3bl, an 6y/1 MaKaiaa o «eHepAiH e3apa opeKETTECYi» YFbIMbIH 6eNrineymeH 6annaHbICThI,
6ipaK KeH MafFblHacblHAa, 01 caH aflyaH eHep Typaepi TingepiHiH 6ipTyTac Kyneae e3apa apeKeTTecyiH
Tanan eTesi.

Ocbinaniia, TaHbIMan My3blKadafFbl 3amMaHayM aFbiMAapAbl 3ePTTEYAIH XaHa Tocini
KapacTblpblaFaH, CoM apKblibl OCbl 6aFbITTafrbl 9pi Kapanfbl FblNIbIMU-3EPTTEY XYMbICTAPbI YLLIH KaHa
TEOPUSASIbIK XaHe diCHamasblK 6a3aHbl KanblNTacTblpyFa Ta/MbIHbIC }acanagbl.

Tipek ce3gep: HTEpMeaUanablibiK, 3aMaHayu Non-MaeHUET, 6HepP, BHEPiH 63apa apeKeTTecyi,
acTpafanblK BoKasl.

ABTOpJIap MyAAenep KaKTbIFbICbIHbIH YXOKTbIFbIH MaliMAenai. bapnbiK aBTopaap KomxalbaHbiH
COHFbI HYCKACbIH OKbIM, MaKy/14aaabl.

Haiekces ywiH: KypmaH6aeBa, 3apuHa, aHe 3ynbdua KacbiMoBa. «<BoKkanabl-acTpaganbiK
OpblHAAYLWbINBLIKTLI 3EpAeney acneKTiciHaeri MHTepMeananablk macenenepi». Central Asian Journal
of Art Studies, T. 6, N2 4, 2021, 91-103 6. DOI: 10.47940/cajas.v6i4.457.
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3apuna Kypman6aesa, 3ynbhus Kacumoa

Kaszaxckasi naunonasnbHas akagemus uekycers umenn T. K. )Kyprenosa
(Anmvarsr, Kazaxcran)

NPOBJEMbI MUHTEPMEAWUAJIbHOCTHU B ACTEKTE U3YHEHUA
BOKAJIbHO-3CTPAAHOIO UCIMOJIHUTEJIbCTBA

AHHoTauus. CTaTba NocBslEeHa UccneaoBaHMI0 COBPEMEHHOM MOMyNSpHOM My3blKK1, BOMpatoLLen
B ce65 3/IEMEHTbI Pa3HbIX BUAOB UCKYCCTB 1 XapaKTepMU3yoLLencs pa3HOCTOPOHHOCTLIO.

B naHHOM acneKkTe BnepBble BbiABUIraeTcs NpobaemMa MHTerpaLmm NoHATUS <MHTEPMEANaNbHOCTb»
B UCCNeaoBaHMs 3CTPaAHO-BOKalbHOM My3bIKM U MOATOTOBKMU UCMONHUTENEN MOMYNSPHOM NECHMU.
3a BeCb CBOM UCTOPUYECKUI MyTb Pa3BUTUSA NOM-My3blKa, KOTOpas ABASETCS CBOEro poaa
pas3BETBNIEHNEM [)XKa3a, NpeacTana U Kak MmaccoBasi My3blKa, paccyMTaHHas Ha npeacTaBUTenem

paboyero Knacca, 1 Kak HanpaBJ/ieHWe, OTpaxatolllee PEBONIOLIMOHHbIE HACTPOEHUS U NPOTECT
MOJ1040r0 MOKONEHWSA MPOTUB CTaPbIX PEXMMOB, U KaK CTU/b NOBEAEHWS, OAEX/bl, PaCKpbIBas
CTpemeHne K cBo6oae cnoBa 1 He3aBUCMMOCTU. Ho KaK 6bl TO HW 6Gbl10, BaXHO OAHO: MOr-
My3blKa 6blla HEPa3pPbIBHO CBA3aHa C NPOLLECCaMu, MPOUCXOAMBLIMMK B XX CTOSIETUM, OTpaxKas
W Hay4YHO-TEXHWYECKMI MPOrpecc, U rnobanbHble TEHAEHLMK, TEM CaMbiM COMMKAACh C NOCTyNaTaMu
dunocodum noctmogepHmMama. MoxKHO yTBepPKAaTb, YTO MUMEHHO BCE CKa3aHHOE B COBOKYMHOCTH
NopoAMIO0 HOBbIV BMA MOM-KYNbTypPbl, KOTOpas o6pena ¢opMbl HAMHOIO LWKXPE, YeM NPOCTO
My3blKanbHas KylbTypa B KJlaCCMYECKOM €€ NoOHUMaHuW. Ha nepeaHui nnaH BblABUHYNOCH
WCMONMHUTENbCKOE MCKYCCTBO, 06peTas 3Ha4eHMe BaXKHOro TBOPHECKOro npoLecca, NOCKOJbKY
OHO npeanonarano camobbITHOCTb MHTEPNPETaLIMi, y3HaBaeMbIV NOYEPK apTUcTa. Beaywas
ponb cTana NpuHaaexaTb My3blKallbHON MMNPOBM3aALMHK, OJHAKO HE MEHEe CYLILECTBEHHbIM
npeacTaBMNOCh BKIOYEHWE HEMY3bIKaNbHbIX KOMMNOHEHTOB B UCMOJIHEHWE, PAMKKU KOTOPOro
pacLlmnpsaIncb Co BpEMEHEM.

B coBpeMeHHbIX ycnoBmaX LMbPoBMU3aLIMK U Io6ann3almn Kak HUKOr4a akTyalbHbl HOBbIE,
60nee KOMMIEKCHbIe TPeBOBaHMA U NOAXOAbl B 06Y4EHWUM UCTIONHUTENS-BOKANUCTA, YEM, MO Hallemy
MHEHMUIO, CTAHET MHTEPMEANANIbHOCTb M MHTEPMEAMasbHbIN aHanus. CTaTbd MMeeT 0630PHbIN
N O6LLENOHATUNHbBIV XapaKTep, 3[1eCb PACKPbIBAOTCA 3HAYEHUA TEPMUHOB «MHTEPMEANANbHOCTb,
«MHTEPTEKCTYaNlbHOCTb», «TEKCT» U «MefIna» B KOHTEKCTE NOoMn-mMy3blK1. HE06X0ANMMO TaKKe OTMETUTD,
YTO NPU PACCMOTPEHMUM CMbIC/IA MOHATUSA «MHTEPMEANANbHOCTb» BbIIB/IEHA MHOIOrPaHHOCTb
€ro TPaKTOBKM C MO3ULIMMA U3YHEHWUS aCMEKTOB CUHTE3MPOBAHHOCTH B IUTEPATYPE, XKUBOMUCH,
dunocoduu, dunonorum u T. 4. Bmecte ¢ TeM BaXKHO TO, YTO B MOCTCOBETCKOM M 3anagHON HayKe
NOHATHE «MHTEPMEANANbHOCTb» UMEET Pa3/InyHble MHTEPMNPETALIMK, a B IaHHOW CTaTbe OHO CBA3aHO
¢ 0603HaYeHMeM NOHATUSA «<B3aUMOAENCTBUE UCKYCCTB», HO LUMPEe — MNpeanonaraeT B3anMoaencTeme
A3bIKOB Pa3HbIX BUAOB MCKYCCTB B CUCTEME €ANHOrO LIeNoro.

Takum 06pa3om, NpeaycMaTpUMBaETCs HOBbIM NOAXOA K M3YYEHMIO COBPEMEHHbIX TEYEHUM
B MONyNsiPHOM My3blKe, TEM CaMbIM NPEANPUHUMAIOTCS MOMbITKU K GOPMMUPOBAHMUIO HOBOWM
TEOPEeTUYECKOM M METOA0IOrMYECKON 6a3bl A5 AaNbHENLWNX HAYYHO-UCCNEA0BaTENbCKUX PAa6GOT
B laHHOM HanpaB/iEHUU.

Knro4eBble cioBa: UHTEPMEMANbHOCTb, COBPEMEHHANA MOMN-KyNbTypa, UCKYCCTBO, B3aUMOAENCTBUE
WCKYCCTB, 3CTPaHbIM BOKal.

ABTOPbI 3a51BJIAIOT 06 OTCYTCTBMM KOHQIMKTa MHTEPECOB. Bce aBTOpbI Mpo4yuTanu u ogobpuimu
OKOHYaTe IbHbIN BapUaHT PYKOMUCH.

Ans untupoBaHus: KypmaHbaeBa, 3apuHa, n 3ynbdua Kacumona. «[lpobnaembl
WHTEPMEIManbHOCTU B aCreKTe M3YyYeHUss BOKabHO-3CTPaAHOro UcnonHuTenbctBar. Central Asian
Journal of Art Studies, 1.6, N° 4, 2021, c. 91-103. DOI: 10.47940/cajas.v6i4.457.
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Abstract. 2021 year has become time for drawing the bottom line under the achievements in the field
of culture and science for 30 years of independence of Kazakhstan. The high level of modern cultural
potential, rich cultural heritage have become one of the leading factors in the formation of a positive
image of Kazakhstan as a country with a distinctive culture and spiritual traditions that go deep into
history. Creative personalities, public policy and private organizations contribute to the development
and promotion of Kazakhstan’s art in the world, which invariably arouses interest of the world
community. However, a problem of the popularization of Kazakh music, art, film and theater art is still
relevant. In addition to examples of achievements and successful cases of Kazakhstan’s culture,

in this article the authors try to consider the problem from the point of view of management in culture
and show importance of the position of an art manager in the modern world of arts.

To implement this issue, the authors studied publications on the achievements of various types
of arts in recent years and also took into account reaction of domestic and foreign audiences
to cultural products and projects from this area.

This article lists specific achievements in the field of academic art. As the analysis of publications
on this topic has shown, most of them were implemented by cultural figures in the last decade
of independence of the republic.

At the forefront is the question of the consistency and well-coordinated interaction of cultural
management with the creative component of the academic sphere of art in Kazakhstan. And the most
striking examples of successful cases of such interaction are given as well.

This study has analytical value and can be presented at seminars and conferences as a demonstration
of examples of achievements for reporting presentations in the year of the celebration of the thirtieth
anniversary of Kazakhstan's independence.
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Introduction

Music management is a special

area of theory and practice

in the management of musical activities.

Having received a theoretical foundation

at the end of the 19th century abroad,

this phenomenon has become socially

in demand in Kazakhstan. At the level

of practice, music management is

closely related to the implementation

of the country’s cultural policy,

the solution of the strategic tasks set,

and the management of creative musical

activities. Today, neither the leading,

socially significant musical projects

of national corporations, television,

philharmonic societies, concert halls,

musical educational institutions,

universities, nor private events managed

by event agencies, entrepreneurs,

sponsors, etc., can do without the use

of its (management) instruments.

And if at the turn of the 20—21th centuries

music management in Kazakhstan was

in demand mainly in the creation of show

business events, today all areas of musical

art are under its control: academic, folk,

pop-jazz. The term “academic music”

in the article is given in a broad sense,

as music performed by professional

musicians with a classical musical

education, as music performed on musical

instruments familiar and understandable

to any European culture (Mdivani 7).
For 30 years of Independence, a short

period by historical standards, our country

has achieved considerable success

in various fields, such as politics,

economics, social sphere, culture

and sports. During this period,

the culture of Kazakhstan adapted to

the new socio-economic conditions,

which led to the renewal of the content

and forms of national art, the formats

of its promotion both within the country

and abroad. An analysis of all past events

held as part of the popularization

of Kazakh culture abroad over the past

few years suggests that geography

of the participating countries is very
extensive. These are practically all

the CIS countries, the leading states

of Europe and Asia, the Middle East.
Kazakhstan’s musical, visual, film

and theater arts are worthily represented
at various international art festivals,
exhibitions, forums, biennials and
competitions (Kaluzhnova et al. 5).
Researcher Tasbergenova notes, that
“from the moment of gaining
independence, a completely new,
competitive and viable culture has formed
in the country, which can be adequately
represented abroad...” (131).

Certainly, without high-quality
management of cultural products,
success achieved to date would be
impossible. However, the sphere of art
management, management of cultural
projects, even today is experiencing
a shortage of personnel. In addition,
the existing contradiction, inculcated today
in the field of cultural management, seems
to be axiologically insoluble when applied,
for example, to academic music, where
“music is a spiritual value” and “music
is a commodity”. It becomes obvious
that management decisions motivated
by profitability, as well as the so-called
“product” thinking, with the formed ability
to determine what product a particular
consumer needs, do not fully correlate
with the ontology of music in general,
and academic music in particular.
Therefore, there is a deficit in the special
study of academic music management,
where this activity is singled out
as an independent one, aimed
at guaranteed preservation
of the outstanding heritage of academic
music in the cultural space of our time.
Particular attention should be paid
to the training of qualified personnel, not
only managers, but also highly specialized
professionals in every branch of culture,
who are fluent in innovative technologies
and have a clear understanding of global
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trends and standards in the field of culture.

By working with government agencies

to promote creative products and services,
such professionals, using appropriate
incentives, can contribute to job creation,
social inclusion and diversity, thus
contributing in many ways to sustainable
and inclusive growth. The creative
industries are considered an important
cultural asset of various communities
and cultures, where artists contribute

to economic empowerment, cultural
exchange and social cohesion in society.
And the development of local creative
ecosystems (creative clusters) will help
small and medium-sized businesses

to thrive and foster interaction between
stakeholders in the creative industries.
Creative people, whether they are
freelancers, self-employed, working

on their own or in creative companies,
will also benefit from the creation

of clusters and alliances with government
officials, the private sector (companies,
sponsors, business groups) and non-
profit organizations (academia, NGOs,
foundations). The experience of other
countries meets academic literature

in recognising the creation of cultural
and creative clusters as an effective
method for sustainable and inclusive
growth. Through culture, exchange

of knowledge, creation of products

or services, connection between regions
and territories are strengthened.

In modern practice, three options

for the development of the cluster method
are described. These are conveniently
located heritage conservation institutions,
which attract tourists (galleries

and museums), a cluster of creative
businesses or self-employed

in metropolitan areas, allowing
participants to maximize benefits such

as knowledge dissemination, exchange,

commercialization (Kalyuzhnova, et al. 4).

And these are cultural areas, which can
form a cluster based on a trademark
assigned to its products (Yang, et al. 233).

Modern independent Kazakhstan,
of course, has to enter this large-scale
discourse. In the context of Contemporary
Cultural Policy, this is the preservation
of the historical and cultural heritage
and their use for upbringing and education,
the creation of conditions for ensuring
citizens’ access to knowledge, information,
cultural values and benefits (Decree
of the President of the Republic
of Kazakhstan). The basis of this activity,
in our opinion, should be substantive work
to promote and disseminate “unpopular”
music, art that are not understood
by everyone in modern Kazakhstan’s
society, work to expand a circle of audience,
open to perception of beauty. Academic
music is still considered somewhat elite art
in the eyes of a Kazakh mass consumer.
For example, the audience’s perception
of the creativity of secondary traditional
ensembles is at a fairly loyal level, since
the national style is clearer and more
understandable. The situation with
academic teams is much more complicated.

Methods

This study used the method of comparative
analysis of existing materials. Research
papers and articles on management

and art history over the past decade were
studied. Data on the creative activity

of cultural figures was collected through
publications in the media and personal
interviews. We took into account materials
and publications of recent years, published
over the years of independence. However,
taking into account the fact that it was

in recent years that the coverage of cultural
projects, creativity of artists in the media
has become the most active, we mainly
relied on the experience of the last
decade’s achievements of independence

of the republic. Using the data of the world
wide web — the Internet, we were able

to find out a disproportionate coverage

of events from various spheres of activity
of Kazakhstan society. Thus, on the main



republican news information portals,
there is a simple reprint of press and post-
releases about cultural events with
minimal editorial changes in the text.
The minimal presence of analytical
materials, critical articles and reviews
in the state and Russian languages

is dictated by the weak interest of the
audience from the “unscientific world”
in everything related to art and culture.
Nevertheless, the material found and
presented in the article demonstrates
serious achievements in the academic
field of art in Kazakhstan and reveals
the country’s absolute authority

in the world cultural arena.

Results

The era of independence led

to the realization of one of the key tasks

of the republic — creation and promotion
of a national idea (Kulsarieva, et al. 129).
With acquisition of independence,

the musical art of Kazakhstan began

to revive rapidly, using national traditions.
The reassessment of cultural heritage has
led to the emergence of multiple forms

of folklorism, which is especially noticeable
in popular music, where new genre trends
are emerging: ethno-pop, ethno-rock,
ethno-jazz, etc. Independent organizations
or individual actors themselves, as was
emphasized above, start from the needs

of the audience in the first place.
Responding to the requests of listeners,
they present on the music market such
products that can and will be in demand.
Thus, we can say that today there is

a phenomenon of “secondary folklore
ensembles” on the Kazakh music scene.
This tendency in 2008 was created

by a folklore and ethnographic ensemble
Turan, which attracted public with

a desire to recreate the sound of archaic
musical instruments, coupled with

an unusual appearance (with the inclusion
of ancient nomadic clothes in its image).
Subsequently, similar ensembles began

to appear throughout the republic,
gradually becoming “an integral part
of the spiritual life of the nation”
(Raimkulova 7). And now demand for
such groups is great everywhere. This
phenomenon is still alive after ten years
and it is represented by new ensembles.
For example, the Steppe sons group,
working in direction of modern ethno-
jazz, where the synthesis of Kazakh folk
melodies and jazz forms sounds
in modern style, or the Hassak ensemble,
which, in addition to unique author’s
arrangements of popular songs and kyuis,
revives rare forgotten works through
their transcriptions on different instruments
(kyl kobyz, dombyra, zhetigen, sybyzgy,
sherter, nar kobyz, saz sirnay, shan kobyz
and others) (Jumaniyazova, et al. 141).
In this regard, researcher R. Jumaniyazova
notes, that “it is the presence of a national
component which often brings that very
individuality, recognition and uniqueness
that are mandatory for any art project.
And uniqueness is a key property that
distinguishes project activity from any
other type of activity” (Jumaniyazova 1).
Mayemirov et. al. also note, that
“the specific role of folklore and music
in the life of the Kazakhs is reflected
in many ancient myths and legends,
which confirms deep historical roots
of this cultural layer” (202).

The creativity of such ensembles
as Roksonaki, Ulytau, Musikola, Urker,
Turan, The Magic of Nomads, Dara,
Aldaspan, Hassak, Steppe Sons and others,
using elements of traditional music
in one form or another, is extremely
popular among young people and forms
a wide audience. It should be noted,
that the experimental creation
of the electrodombra by Nurzhan Toishy
in 2010 and its introduction into music
of popular genres reflects a desire
of traditional performers to sound modern
and be in demand at the world level. During
these years, the traditions of aitys, the East
Kazakhstan’s dombra school of shertpe,
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found a second life, ancient shamanic
rituals such as baksylyk and zikr began
to be studied. In addition, multicultural
projects are held in Kazakhstan: festivals
and competitions with involvement

of foreign performers of ethno music.
Thus, musicians from 30 countries

of the world took part in the festival

of contemporary ethnic music The Spirit
of Tengri, that is annually held in Almaty.

The general picture of the Kazakhstan
academic musical art is characterized
by a change in stylistic guidelines
and a new attitude towards traditional
culture according to a researcher
V. Nedlina. She notes, that a current
approach to the national style is developed
under the influence of two factors: process
of re-evaluating the cultural heritage
and adaptation of new composing
techniques of the 20th century (47).

[t is important to note, that Kazakh
music began to sound in concert halls
far abroad from the second half
of the 1990s, which, of course, can be
attributed to the achievements during
formation of the culture of independent
Kazakhstan. It is known that earlier
the organization of the concert tour was
carried out by state structures, such as,
for example, Kazakhconcert or
Soyuzkontsert, providing tours
in Kazakhstan and the republics of union.
And until recently, creative teams were
waiting “when will someone organize
a tour for us” (www.kursiv.kz/news/
industry-issues/art-rynok-izbavit-
kazahstan-ot-syrevoj-zavisimosti/).
During the period of independence
of the country, cultural organizations
began to accumulate their own experience
in organizing independent touring tours.
At the same time, at the initial stage
of promoting the art of Kazakh musicians
and artists, their positioning in the world
cultural community was mainly based
on the presentation of the traditional
culture of Kazakhs. However, individual
art workers became known outside

the country, thanks to their talent and high-
quality communication with foreign cultural
and educational organizations. And, as noted
by a composer A. Raimkulova, “if for a foreign
listener acquaintance with Kazakh
music often remains some kind of exotic
experience, then Kazakh musicians get
the opportunity to expand a circle
of creative contacts, horizons, and get
acquainted with the latest world trends”
(244). Researchers Kalyuzhnova et al. note,
that activities of international organizations:
UNESCO, British Council, Soros
Foundation, USAID and others played
an important role in organizing foreign
tours of Kazakhstan’s musicians (6).
Researchers Jumaniyazova and Ospanova
endure three types of organization
of creative activity: foreign, state and private
(140). They are fundamentally different
from each other and have the maximum
impact on formation and development
of the country’s art market. The first type —
international institutions — includes
the aforementioned British Council
and, for example, the Goethe Institute.
Thus, the first reports on the creative
industry in Kazakhstan provided
by the British Council, based on their
international analysis of the cultural sphere.
Thus, a concept for development of creative
industries in Kazakhstan until 2025,
adopted on November 30, 2021, includes
the mapping presented in Kazakhstan
for the first time by the British Council.

A state institution, as a type
of organization of creative activity
in Kazakhstan, is, for example,
the Fund of the First President, which
provides support to socially oriented
projects and creative students. The most
significant of the government projects
is the Rukhani Zhangyru program
as well. Under the auspices of the project
Modern Kazakhstan’s culture in the global
world, within the framework of the Rukhani
Zhangyru program, events were held
that demonstrated various directions of
Kazakhstan’s culture to a foreign



audience. For example, the presentation
of the Rukhani Zhangyru Program
(UNESCO, Paris) was aimed at building
a systematic work to popularize the culture
of Kazakhstan abroad. And in 2019,

in Taldy-Kurgan (Kazakhstan), the first
International scientific and practical
conference Promotion of modern
Kazakhstan’s culture into the global world
was held with the participation of foreign
researchers and practitioners in the field
of art management.

Non-governmental (private)
organizations in the field of academic
performing arts are developing both
in terms of internal and global trends
(Kaluzhnova, Khlystova, Imayo 6).
Performing collectives', founded
in the years of independence, play
an important role in the development
of Kazakhstan’s chamber music, using
various modern technologies in their
projects, thereby popularizing the “classics”
for a wide audience. Thus, the Camerata
of Kazakhstan orchestra founded by
Gaukhar Murzabekova, bringing together
outstanding domestic performers,
includes works by both classical European
and Russian and Kazakh composers
in the concert programs.

Every year a number of talented
and young teams is growing. Each of them
strives to meet the norms and requirements
of the music industry in the context
of market politics. One of the most
interesting responses to public inquiries
was the Ne prosto orchestra symphony
orchestra. The organizers effectively use
management tools, which ensures a full
house at the concerts. The orchestra
performs exceptionally popular
soundtracks. The focus on its listener
in choosing the repertoire and the low
price tag of the ticket makes the team
in demand. The musicians themselves

! Camerata of Kazakhstan orchestra, Ne prosto
orchestra, the ensemble of contemporary music
Eegeru, Almaty Symphony Orchestra and others.

are also involved in promoting the project.

The organizers call themselves not just

enthusiasts, but “universal” people,

and emphasize that the multitasking ability

of the band members significantly reduces

the outsourcing costs and increases

the profit from the concerts. Nevertheless,

the lack of constant funding, and, accordingly,

a salary fund and a rehearsal base, of course,

affects the stability of the concert activity

of the collective and makes touring difficult.
A striking example that went beyond

the usual understanding of the academic

musical group is also the Almaty Symphony

Orchestra, which has been operating

since 2012, which is referred to as

“a new symbiosis of music and modern

technologies” (Raim 60). The orchestra

has performed at such concert venues

as Carnegie Hall in New York, Albert Hall

in London. The team actively uses various

modern technologies in their projects,

thereby popularizing “the classics”

for a wide audience. For example, the use

of a holographic frame in which a solo

violinist is projected and played (the part

of the second violin) simultaneously with

a real musician. That caused a sensation

among the audience in the hall

of the Republic Palace in Almaty, where

Marat Bisengaliyev performed “Navarra”

for two violins P. Sarasate together with his

“clone”. The same holographic frames,

but already for 16 musicians of the chamber

orchestra were used in the “Mr. Adam”

chamber show in Almaty, Nur-Sultan

and Bahrain. They projected not only video

images of musicians, but also words, video

sequences, paintings by famous artists,

designed pictures and other effects,

in accordance with the music played. That

is, the viewer of any profession and level

of education finds in the performance

of the collective not only beautiful music

performed by high-class musicians, but

a high-quality unique modern technological

show. Using the terminology of V. Syrov,

we can assume, that the Almaty Symphony

Orchestra works in a concert form
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of middle culture — a performance where
the barrier between the elite and the mass
is erased (288).

The only ensemble of contemporary
music in Kazakhstan Eegeru under
the direction of Sanzhar Bayterekov
specializes in performing music created
after 1950. The collective works closely
with the world famous composers
A. Safronov, V. Ternopolsky and T. Muray.
Mediated by work in the avant-garde
and postmodern directions, the team
often uses modern technologies in their
performances. So, in October 2019, with
the support of the Goethe-Institut, a mini-
festival “Made in Germany” — “Eegeru
connect”was held. One of the numbers
was a joint performance of the Kazakh
ensemble Eegeru and the German group
Garage, where audiovisual equipment
was used within the framework
of contemporary art.

The experience of inviting specialists
from near and far abroad is a separate
extensive area of cooperation. Various
international competitions? for young
performers, performing arts festivals?,
international forums?, meetings
of photographers from Turkic-speaking
countries have become special significant
projects. Due to the Tarlan and KinoAction
— Astana awards Kazakhstan became
known to the world community. Thus,
significance and usefulness of many
Kazakhstan’s festivals and competitions
of performing arts lie in the fact, that
they provide an opportunity to establish
international ties in the field of culture,
to develop the Kazakh national music
school, to promote the music of Kazakh
composers, whose works are included
in the compulsory program
of the competition.

Another field for the exchange
of creative ideas and demonstration
of new works of Kazakh composers was
the festivals of modern music Nauryz-21,
held in Almaty based on the Kurmangazy
Kazakh National Conservatory. The focus

of the festival is the work of contemporary
composers, presentation of current trends,
discussions and lectures, master classes
by leading musicians of our time, concerts.
Following the trends of the modern world,
Kazakhstan’s composers continue to work
in various areas of classical music, such
as ballet and opera genres and also create
domestic rock operas and musicals®.
Interest in these new genres begins
in the 2000s, which is due to both
the expansion of staging opportunities
(increased funding for culture, opening
of new theaters) and the search for
a new, youth audience. Moreover, for
the most part, in any of the above genres,
Kazakhstan librettists and composers
prefer to rely on the plots of the folk epic.
Nevertheless, one cannot fail to note
the crisis situation of musical stage
and large-scale instrumental genres,
which was influenced by the socio-
economic factors of the 1990s. Therefore,
even though in the 2000s new theaters
were actively organized (in Astana and
Shymkent), for which separate buildings
equipped with modern staging equipment
are being built, over the past thirty years,
modern composers of Kazakhstan have
written only a few operas — Abylai Khan
by E. Rakhmadiyev (1998), Domalak-ana
by D. Botpayev (2005), Tomiris
by A. Serkebayev (2007), Death of Otrar
by M. Mangitayev (2007), Domalak Ana
by T. Zharmukhamed (2021).
When offering a selection of achievements
in the academic art of opera, it is necessary
to mention the production of the opera

2 “Astana Piano Passion”, the international piano
competition of Almaty and the International violin
competition “Astana violin” and others.

3 “Music of the Great Steppe”, “Shabyt”,
“Operalia”, “Cameratatempo”, “Prize
of Traditions”, “Voice of Asia” and others.

+ “Eurasian culture in the new world”, “Shabyt”
under the auspices of UNESCO since 2000.

5 Takyr (2000), Romeo and Juliet (2012), The
Other Side of the Heart (2015), Hornady (2016),
Dostar Serti (2018), Three Houses with Windows
into the Courtyard (2020) and others.




Abay by A. Zhubanov and L. Hamidi,

which took place on the historical stage

of the opera house of South Thuringia

(Germany) within the framework

of the Path to Europe program.

Kazakhstan’s state academic theaters,

such as Abay State Opera and Ballet

Theater (Almaty), Astana Opera (Nur-

Sultan) and others make a significant

contribution to the promotion of national

theatrical art by participating in various

international festivals outside our country.
Over the years of independence,

the country’s cultural life has undergone

a serious transformation of the entire

system of norms and values. The opening

and liberalization of the Kazakhstan’s

market made it a part of the global cultural

space, intensified international relations

and exchange of goods and services in this

area. It will be appropriate to note here,

that the creative sector, which includes

creative organizations and artists,

is consolidated in the regulatory framework

of Kazakhstan, thanks to the Concept

on the development of the creative economy

of Kazakhstan until 2025, adopted

in November 2021. That document lays

the foundation for development

of the creative economy in our country.

Over the past decade, creative industries

have continued to evolve and could grow

even more significantly as technological

advances and incomes develop in transition

economies. Creative industries are especially

important to culture and creativity

as they contribute to economic growth

(Kalyuzhnova, et. al 1). Independent

and state bodies are in dialogue in making

important decisions about the fate

and further development of the country’s

creative sector. Thus, the first sectoral

round table on the topic “Cultural

Industries in Kazakhstan: Problems

of Growth and Development Prospects”,

held in 2016, gathered opinions

on development of culture as a sector

of the economy of more than 60 specialists,

including directors of independent theaters,

private galleries and festivals. Currently,
many states, implementing strategies
of avoiding dependence on raw materials,
consider the cultural industry as one
of the sectors of the economy of their
countries. Moreover, we are talking
not only about key cultural industries,
such as music, literature, photography,
theatrical and visual arts, as well as all
kinds of exhibition activities, but also about
related advertising, architecture, design,
fashion, publishing and so on. There were
the opinions expressed, that all that
is required of the state is a well-working
and well-thought-out law about culture,
nothing more, because “as soon as state
funding appears, everything turns into
horses and yurts” (“Will the Art Market
Relieve Kazakhstan from Dependence
on Raw Materials?”).

Anyway, the sphere of influence
of the state on the sphere of art has
decreased several times. Musicologist
G. Begembetova notes: “With the
continuing desire to control and direct
cultural processes in society, the state
no longer has the former, primarily,
material influence. The cultural
infrastructure created in Soviet times
turned out to be excessively voluminous
for the new regimes. New categories
of customers for creative products have
appeared — various public and charitable
foundations, corporate structures, sponsors
and patrons” (65). In this regard, there
is a need to abandon the previously
existing culture management practice
and search for new forms and methods,
as well as management models. The process
of cultural management establishes
the formal boundaries of creative activity,
its directions and priorities, determines
the degree of influence of various social
subjects on the processes taking place
in the cultural life of society, and affects
relationship of participants in the cultural
process. Ultimately, it is on the management
of the sphere of culture that its state
and further development depend.
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[f to talk about the interaction of non-
profit cultural organizations with

the community, it directly affects

the planning and development of projects
of cultural objects thanks to the social

and emotional ties between the community

and the organization (Thibodeau, et al. 170).

For example, today various non-
governmental organizations/foundations
initiate projects aimed at developing
culture and encouraging young people.
Among the projects, there is a competition
for young performers of the Batyrkhan
Shukenov Foundation, which proposed
a modern format of a residence for composers
in 2021, or annual competitions
for composers of the Art-Mirai Foundation
in the period from 2018 to 2020.

By the way, stable periodicity demonstrates
a responsible approach focused

on the sustainable and long-term
development of the project and,
accordingly, the sphere in which

the project is organized. However, even
one-off projects, such as the Yermek
Serkebayev and His Era Multimedia
Exhibition in 2018 by the Yermek
Serkebayev Foundation, are no less
interesting for the innovative approach
and application of technologies, as well
as the fact that this kind of “mobile
installations” can be implemented in any
moment in any suitable space. It should
be noted, that domestic cultural figures
promoting the work of their illustrious
relatives, fellow countrymen and/or friends
contribute to leaving in the memory

of contemporaries worthy and significant
names for Kazakhstan’s art and their
contribution to the culture of the country.

Given the current circumstances
that have developed in the global world
in connection with the pandemic,
the likelihood is very high and ambiguous
that digitalization and new technologies
aimed at simplifying human resource
management processes and projects,
in general, will lead to completely new
solutions in the field of management

for the production of creative products.

Now the world is open to travel,

and the pandemic does not play a significant

role here, since the digital world in all its

diversity is also open. For many conscious

representatives of our country, this

means acquaintance with other cultures,

opportunity to watch foreign performances,

concerts, listen to world stars of the academic

scene. Undoubtedly, this not only develops

an aesthetic taste and forms intelligence,

but can also become a motivating example,

understanding and accepting which, many

of them (of us) will begin to develop

in themselves and their surroundings

an appropriate attitude towards art.
Achievements in the field of culture

of Kazakhstan have given a new impetus

to the development of art journalism.

The creation of media about art, cultural

figures and projects aimed at developing

the sphere is an effective way of conducting

a dialogue between creative artists:

musicians, designers and their audience,

and it is certainly important for covering

all the country’s significant cultural

achievements and broadcasting

to the world. The emergence of such

products as, for example, the media hosting

AiTube (2019), the Abai TV channel

(2020), the cultural and information

magazine Altyn Art (2020), due

to the lack of high-quality publications

and media broadcasting materials from

various spheres of culture and art

in different broadcasting formats, moreover,

forms a new layer of art journalists who

competently and, most importantly,

competently cover the cultural life

of Kazakhstan. Today, people from creative

professions come to art journalism,

primarily out of necessity, since no one

except a musician will clearly and expressively

tell stories from the life of the orchestra,

and the artist will colorfully tell about

the everyday life and aspirations of his

colleagues in the workshop. However,

such a musician or artist must certainly has

a talent for painting with words.



Not everyone can do this, so this kind

of multi-specialist “in captivity” is always
worth its weight in gold. This meaning,
by the way, is reflected in the title

of the magazine Altyn Art (Golden Art)
(Imayo 214).

Discussion

The interest of the audience in the product
of culture should correspond as much

as possible to expectations laid down

in the project. In this regard, a question
arises of attracting modern project
management tools in art management,

as well as the use of modern art
technologies in art.

Modern art technologies are currently
actively used in all spheres of culture —
mass industry, theatrical performances,
exhibitions in art galleries, academic
musical art. Researchers Kulsarieva et al.
mention “the technological aspect, the
active inclusion of Kazakhstan in global
communications” (131). In many ways,
their use meets the needs of the public
in the digital age. For example, concerning
the performing arts directly, integration
of the latest technological concepts into
it allows it to scale and attract maximum
audience attention to it, thereby allowing
to influence the perception and attitude
towards art in general. The group
of researchers Tasbergenova et al. see
opportunities for spreading influence
of world cultures on a global scale through
the process of appropriate “technological
packaging” of cultural values. It is noted,
that the sooner producers of cultural goods
realize the need to comply with certain
technological standards, the easier it will
be to promote their products in the highly
competitive world cultural market (6235).

The crystallization of any industry
is always preceded by a long process
of formation, before the industry is formed
as a separate theoretical or practical
activity. Nevertheless, Kazakh music
at the present stage is in a phase of its

active formation. Formation of the national
avant-garde, phenomenon of secondary
traditional ensembles, development

of the national composer school in different
directions and much more paint the picture
of the cultural space of Kazakhstan today.
Kazakhstan’s musical groups, soloists,
concert organizations need to go beyond
the closed system of musical art and accept
the mechanisms of a market economy.

The organization/collective/soloist
becomes part of the surrounding cultural
environment, building horizontal relations
with the public.

The market economy has provided its
own paths for realizing a creative potential
of all artists. This was the most vividly
reflected in mass culture of the last decade.
Young performers of the pop industry,
having managed to preserve their national
seli-identification, develop their creativity
not only in Kazakhstan but also abroad.
So, for example, Dimash Kudaibergen,
who won the I'm a singer, Slavianski
Bazaar contests, was declared
the Ambassador of Friendship between
Kazakhstan and China, received the Award
for Outstanding Contribution to Friendship
and became the Ambassador of Tourism
of the Republic of Kazakhstan.

Having adopted the global trends
in the introduction of electronic “samples”
and “beats”, our pop performers
and musicians occupy leading positions
in music charts. The story with Imanbek
Zeykenov and his Grammy award is
a prime example of this. It should be noted,
that the successful commercialization
of their work is due to the competent
conduct of an advertising campaign
organized both by the performers
themselves and by their managers,
directors and producers.

Today, music management is both
an independent area of knowledge,
and an independent type of professionally
carried out activity, and the art of managing
human relations in the process of creative
activity, and the art of managing
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intellectual, material, financial

and other resources and, finally,

an academic discipline in the structure

of educational programs implemented
with professional training of musicians

in higher educational institutions

of Kazakhstan. In connection with
reduction of state support and devaluation
of professional art through the culture

of consumption, a universal and generally
accessible unit is being created —

the culture of globalization. Modern art
managers face the task of preserving

and promoting existing national cultural
traditions. According to musicologists

G. Begembetova and R. Jumaniyazova,
in the conditions of development

of modern civilization and electronic
technologies, one of the factors

in the global policy of any state is culture,
considered not only as a sphere of human
life, but also as a mechanism for possible
cultural and economic expansion (114).
As the researchers Tasbergenova et al.
noted, “social progress is made possible
by combining personal potentials

into a harmonious whole. Therefore,

it is natural for modern society to create
conditions that presuppose a conscious
choice of democratic values, the ideal

of personal freedom and creative
development” (195).

Conclusion

Thus, summing up the above, we can
conclude, that the impetus for the large-
scale development of art in Kazakhstan was
acquisition of independence by Kazakhstan
thirty years ago. Moreover, initially, the art
of Kazakhstan was based on national
traditions, but then it grew and modernized
into something global, taking into account
global trends. And for the most effective
promotion of the cultural product Made

in Kazakhstan, it becomes necessary

to develop and build up management
technologies in the field of culture. Since

art management all over the world is

a complex multifaceted phenomenon
focused on the spiritual needs and interests
of society. The socio-psychological foundations
of art management, its management
system, and the creative and constructive
nature unite this science and art, integrating
a variety of types of relations into a single
whole. Based on a set of principles, methods
and techniques for managing musical
activities, art management is aimed

at creating spiritual and material products
and values. And Kazakhstan, both in the field
of academic art and development of culture
in general, including the culture of art
management, is on the right path to even
greater achievements and discoveries.



ABTOpAapablH yaeci

9. H. UMaé — maKana TyKblpbiMAamachblH KanbinTacTelpy, «<Ka3aKcTaH eHepiHaeri
MeHeIKMEHT» caHaTblHAaFbl MaTepuanaapAbl XuHay, Tanaay XoHe }annbinay,
OepeKKe3aepai KypblibiMaay XaHe XKyreney, opblc TiniHAeri MakanaHbl eHaey
YKOHe aFbl/ILbIH TiNiHe ayaapy, MaKanaHbl }apusanayra gavbiHaay.

A. C. KannbaeBa — «KasaKcTaH eHepi» caHaTblHAaFbl MaTepuanaapabl XuHay,
Tangay xoHe Xannblnay, MaTiHAi CblHW Tangay, MaTiHHIH 3epTTey 6enirid JanbiHaay
KOHE KaWTa Kapay, TyKblpbiMAapabl KOHLEeNTyanaay, MakanaHbl peciMaey, opbic
KOHE aFblLWbIH TiNAepiHAe MaKanaHbl pegaKkuusanay.

Bknapg aBTopoB

A. H. Umaé — dopMmnpoBaHume KOHLUENLMK cTaTbK, cO60p, aHanm3 n 0606LieHme
MaTepuanoB B KaTeropuu «MeHeKMeHT B UCKycCTBe Ka3axcTaHa», CTPYKTYpUpoBaHue
W cucTemaTu3aumsa AaHHbIX UICTOYHUKOB, PeAaKTypa CTaTbh Ha PYCCKOM S3blKe

1 NepeBoj ee Ha aHMMUMCKKUIA 93bIK, MOArOTOBKA K Ny6nKaLuu.

A. C. KanubaeBa — cb6op, aHann3 n 0606L1eHe maTepmnanoB B Kateropum «MckyccTtBo
KasaxcTtaHa», KpUTUYECKUIM aHanM3, NOAroTOBKa M opaboTKa UccneaoBaTenbCKom
4yacTu TEKCTa, KOHLeNTyann3awus BbIBOAOB, 0bOPMIEHWE CTaTbK, PpeaaKTypa

Ha PYCCKOM M aHIJIMIACKOM A3bIKaX.

Contribution of authors

A. N. Imayo — formation of the article concept, collection, analysis and generalization
of materials in the category “Management in the Art of Kazakhstan”, structuring

and systematization of the sources, editing of the article in Russian and its translation
into English, preparation for publication.

A. S. Kalibayeva — collection, analysis and generalization of materials in the category
“Art of Kazakhstan”, critical analysis, preparation and revision of the research part
of the text, conceptualization of conclusions, design of the article, editing in Russian
and English.

Central Asian Journal of Art Studies Volume 6. Issue 4. 2021



116

Central Asian Journal of Art Studies Volume 6. Issue 4. 2021

References

“Art rynok izbavit Kazakhstan ot syrievoi zavisimosti?” [“Will the Art Market Relieve
Kazakhstan from Dependence on Raw Materials?”] Kursiv, 28 October 2016,
www.kursiv.kz/news/otraslevye-temy/2016-09/art-rynok-izbavit-kazakhstan-ot-
syrevoy-zavisimosti. Accessed 04 November 2021. (In Russian)

Begembetova, Galiya, and Raushan Jumaniyazova. “K probleme menedzhmenta
v iskusstve.” [“To the Issue of Management in Art.”] News of the National Academy
of Sciences of the Republic of Kazakhstan. Series of Social and Human Sciences,
vol. 6, no. 316, 2017, pp. 113-118. (In Russian)

Begembetova, Galiya. “Rol' art-menedzhmenta v kul'turnoi politike gosudarstva.”
[“The Role of Art Management in the Cultural Policy of the State.”] Vestnik Kazakhskoi
Nacional’noi Konservatorii imeni Kurmangazy, no. 1, 2013, pp. 64-67. (In Russian)

Imayo, Assel. “‘Altyn Art’ Magazine — a Means to Explore the Culture, Arts, and Music
Education of Kazakhstan.” Pedagogy and Psychology, vol. 46, no. 1, 2021,
pp. 212-199. DOI: 10.51889/2021-1.2077-6861.28.

Jumaniyazova, Raushan, and Aigerim Ospanova. “Analiz sovremennogo sostoyaniya
rynka kreativnykh industrii v Kazahstane.” [“Analysis of the Current State of the
Market for Creative Industries in Kazakhstan.”] Bulletin of the Karaganda university.
Pedagogy series, no. 1 (93), 2019, pp. 137-145, pedagogy-vestnik.ksu.kz/
apart/2019-93-1/18.pdf. Accessed 11 October 2021. (In Russian)

Jumaniyazova, Raushan. “Proektnye tekhnologji kreativnoi industrii.” [“Design
Technologies of the Creative Industry.”] Respublikanskii Obshestvenno-politicheskii
Zhurnal Mysl’, 21 May 2013, mysl.kazgazeta.kz/news/965/. Accessed 4 October
2021. (In Russian)

Kalyuzhnova, Yelena, et al. “The Impact of the Covid-19 Pandemic on the Creative
Industries. Evidence from Kazakhstan.” Mezhdunarodnye processy, vol. 19, no. 3 (66),
2021, pp. 1-10, intertrends.ru/userfiles/img/files/Kalyuzhnova-DOI-3.pdf. Accessed
11 October 2021.

Kulsarieva, Aktolkyn, et al. “Values, Trends, Technology and Artistic Product

in Contemporary Visual Art of Kazakhstan.” Advances in Social Science, Education
and Humanities Research, Proceedings of the International Conference
Communicative Strategies of Information Society (CSIS 2018), vol. 273, 2019,

pp. 129-132. DOI: 10.2991 /csis-18.2019.26.

Mapping the Creative Industries in Kazakhstan. British Council, 2018, kazakhstan.
britishcouncil.org/sites/default/files/bc_eng-compressed.pdf. Accessed 3 October
2021.

Mayemirov, Askhat, et al. “Ethnic and Cultural Aspects in the Development of Kazakh
Theaters During the Independence Period: the Problems of Human Existence.”
Folklore, vol. 15/62, 2015, pp. 201-224. DOI: 10.7592/FEJF2015.62.kazakh.



Mdivani, Tatyana. “Evropeiskaya muzyka akademicheskoy tradicii: sushnost, istoki,
sovremennoe sostoyabie (na primere tvorchestva kompozitorov Rossii i Belarusi).”
[“European Music of the Academic Tradition: Essence, Origins, Current State

(on the Example of the Work of Composers of Russia and Belarus).”] Muzyka
akademicheskoi tradicii: opyt zapadno-evropeyskoy kompozitorskoi praktiki,
Minsk, Belorusskaja nauka, 2014, pp. 6—126. (In Russian.)

Nedlina, Valeriya. “Reinterpretacija kul'turnogo nasledija v Kazakhstane v 1980—
2010 godah na primere muzykal’nogo iskusstva.” [“Reinterpretation of the Cultural
Heritage in Kazakhstan in 1980-2010 on the Example of Musical Art.”] Observatoriya

Kul'tury, no. 2, 2015, pp. 48-52, observatoria.rsl.ru/jour/article/viewFile /154 /294 /.

Accessed 11 October 2021. (In Russian)

Raym, Natalia. “Almaty Symphony Orchestra.” Altyn Art Magazine, no. 1 (1), 2020,
pp. 57-69. Aimaty, Ruan, 2020. (In Russian)

Raimkulova, Aktoty. “Kazakh Music Culture on the Globalization Crossroads: Ethnic
Traditions Versus Composer School in Intercultural Interaction.” Bulletin of National
Academy of Sciences of the Republic of Kazakhstan, vol. 2, no. 384, 2020,

pp. 185-193. DOI: 10.32014/2020.2518-1467.58.

Raimkulova, Aktoty. “Musical Culture in the Economy and the System of International
Relations of Kazakhstan in the First Decades of Independence.” News of the National
Academy of Sciences of the Republic of Kazakhstan. Series of Social and Humanities,
vol. 4, no. 332, 2020, pp. 242-248. DOI: 10.32014/2020.2224-5294.125.

Syrov, Vasiliy. “Shlyager i shedevr (k voprosu ob annigilyatsii ponyatii).” [“Schlyager
and a Masterpiece (to the Question of Annihilation of Concepts).”] Iskusstvo XX Veka:
Elita | Massy. Nizhnii Novgorod, M. Glinka NGK, 2004, pp. 280-289, opentextnn.ru/
old/music/Perception/index.html@id=716. Accessed 10 October 2021. (In Russian)

Tasbergenova, Gaukhar, et al. “The Problem of Integrated Model of Freedom in Global
World of Philosophical Science.” Xlinguae, vol. 14, no. 3, 2021, pp. 188-196.
DOI: 10.18355/XL.2021.14.03.17.

Tasbergenova, Gaukhar, et al. “Types and Methods of Promoting and Developing
Culture on the World Stage among the Countries of the USA, Europe and Asia.”
Talent Development & Excellence, vol. 12, no. 1, 2020, pp. 6226-6236.
www.iratde.com/index.php/jtde/article/view/1702/. Accessed 10.10.2021

Tasbergenova, Gaukhar. “The Present State of Cultural Objects in the Republic
of Kazakhstan.” Series of Social and Human Sciences, vol. 6, no. 328, 2019,
pp. 126-133. DOI: 10.32014/2019.2224-5294.221.

Thibodeau, Bruce D., and Charles-Clemens Riing. “Nonprofit Organizations,
Community, and Shared Urgency: Lessons from the Arts and Culture Sector.”
The Journal of Arts Management, Law, and Society, vol. 45, no. 3, 2015,

pp. 156-177. DOI: 10.1080/10632921.2015.1080640.

Central Asian Journal of Art Studies Volume 6. Issue 4. 2021



118

Central Asian Journal of Art Studies Volume 6. Issue 4. 2021

Ukaz prezidenta Respubliki Kazakhstan ot 4 noyabrya 2014 goda, N2 939

“0O koncepcii kulturnoi politiki Respubliki Kazakhstan” ot 10.09.2019

[Decree of the President of the Republic of Kazakhstan dated November 4, 2014,
no. 939 “On the Concept of Cultural Policy of the Republic of Kazakhstan” from
10 September 2019]. www.online.zakon.kz/Document/?doc_id=31652612.
Accessed 12 October 2021. (In Russian)

Yang, Jianfei, and Jurate Cernevigiate. “Cultural and Creative Industries (CCl)
and Sustainable Development: China’s Cultural Industries Clusters.” Entrepreneurship
and Sustainability, vol. 5, no. 2, 2017, pp. 231-242. DOI: 10.9770/jesi.2017.5.2(6)



Ocen Umaé, Aiixkan KannbaeBa

Kypmanrasbr atbiniarsl Kasak yaTThiK KOHCEpPBATOPHSIChI
(Anmarsl, Kazakcran)

MOAEHUET MEHEXXMEHTI KASAKCTAH ©HEPIHIH XKETICTIKTEPI
NMPU3MACHI APKblJ1bl

Angatna. 2021 bin KasakctaH TayencisgiriHib, 30 XblnblHAaFbl MOAEHUET NEH FbIbIM CanacbiHAAFbI
KETICTIKTEPAI KOPbITbIHALITANTLIH YaKbIT 60/14bl. Kasipri 3amMaHfbl MaIEHM D/IEYETTIH XOFapbl
[eHreni, KasakrapablH, 6ar MaieHN Mypachl TapuxKa TEPEH, EHETIH ©3iHAIK MBAEHMETI MEH pyXaHu
nactypnepi 6ap en peTiHae KasaKCcTaHHbIH, MO3UTUBTI MMWAXIH KanblNTacTblPyAblH, *EeTEeKLi
daKTopnapbiHbIH 6ipiHe arHanabl. LbiFapmallbinbIK TyIFanap, MEMIEKETTIK CasicaT XKoHe KeKe
yMbIMAAp Ka3aKCTaHOblK 6HEPAIH a1ieMae AaMybl MEH ifirepineyiHe biknan etefi, 6ya YHeEMi anemaik
KOFaMAaCTbIKTbIH, KbI3bIFYLLbUIbIFbIH TyAblpabl. Ananaa, Kasak My3blKacblH, Ka3aK apT-, KUHO- XXaHe
TeaTp eHepiH AapinTey Maceneci ani ae ©3eKTi 60/bIN OTblp. KaszaKcTaHablK MOAEHMETTIH, XKeTICTiKTepi
MEH TabbICTbl KEUCTEPIHIH MblcanaapbliHaH 6acka, 6yn macene MageHUeTTeri MEHEAXMEHT
TYPFbICbIHAH KapacTblpblia/bl }oHe Kasipri eHep anemMiHaeri apT-MeHeaKep No3ULUACHIHbIH,
MaHbI3/blNbIFbIH KEpceTei.

Bbyn MaceneHi xy3ere acblpy YLWiH aBTopap COHFbI Kblngapaarbl 9pTYp/li eHEP TYPSIEPIHIH,
KETICTIKTEpPI Typasbl XapuanaHbiMaapAbl 3epTTeAi, COHbIMEH KaTap OTaHAbIK XoHe eTenmik
ayaAUTOPUSHbIH, MBAEHMET BHIMAEPI MEH OCbl canafarbl }obanapra peakuusacblH eckep/i.

Makanaga akagemusnblK 6HEep canacblHAaFbl HAKTbl XETICTIKTEP KeNTipinreH. Ocbl TakbIpbIn
OO0MbIHLLIA XapusanaHbiMAapabl Tangay KepceTkeHaeun, ofapablH Kenwinirii pecnybavka
TOYesCi3airiHiH COHFbl OHXbINAbIFbIHAA MOAEHUET KavpaTKepnepi *Ky3ere acbiprFaH.

EH anabiMeH, MaieHWET MeHeMKMEHTIHIH KasaKkcTaHaarbl akaaeMusasblK 6Hep canacbliHbIH
LWblFapMaLUblIblK KypaMblMeH KesiciMAiiri MeH YWecTipiireH e3apa apeKeTTecTiri Maceneci
Kowblnaabl. CoHaan-aK, MyH1an e3apa apeKeTTECY/liH COTTi XaFAannapblHbIH €H XXapKblH Mblcanapbl
KenTipinreH.

Bbyn 3eptrey TangamanblK KYHAbIIbIKKA Me XaHe oHbl KazaKcTaH TayenciagiriHin, 30 KbligblFblH
MepeKeney XblblHAarbl ecen 6epy 6asHaamMmanapblHaa Ka3aKCTaHOblK 6HEPIHIH XKEeTICTIKTEPIHIH,
MblcanaapblH KEPCETY PeTiHAe CEMUHapPap MeH KOHpepeHLmanapaa ycbiHyFa 6onabl.

Tipek ce3gep: KasakcTaHHbIH Tayenciaairine 30 Xbin, MOAEHWET canacbiHAaFbl XETICTIKTEp, apT-
MEHEeIKMEHT, akaleMUASbIK 6HEP, MBEHM XKobanap.

ABTOp/1ap MyAAENEP KaKTbIFbIChbIHbIH XOKTbIFbIH MajliMAenai. bapbiK aBTopaap Ko/xKka3baHbiH
COHFbI HYCKACbIH OKbIM, MaKy/14aabl.

Hoarekce3s ywiH: Imaé, 9cen, aHe AkaH KannbaeBa. «MaaeHWET MeHeIKMeHTI KasaKcTaH
OHEPIHIH XKeTiCTiKTepi Nnpuamachkl apKblbl». Central Asian Journal of Art Studies, T. 6, N2 4, 2021,
104-121 6. DOI: 10.47940/cajas.v6i4.492.
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Aceab Umaé, Aiixkan Kannoaesa

Kazaxckas HaloHasbHast KoHcepBaTopHst HMeHH Kypmanrasbl
(Anmvarsr, Kazaxcran)

MEHE)XMEHT KY/IbTYPbl CKBO3b NPU3MY JOCTUMXKEHWUI
KA3AXCTAHCKOI'O MICKYCCTBA

AHHoTauums. 2021 rog ctan BpeMeHeM NOABELEHNS UTOFOB AOCTUKEHMI B 06/1aCTU KYNbTYPbl U HAYKK
3a 30 net He3aBMCMMOCTH KazaxcTaHa. BbICOKMI ypOBEHb COBPEMEHHOIMO Ky/bTYPHOr0O NoTeHuMana,
6oratoe Ky/lbTypHOE Hacneame Ka3axoB cTanu OAHUMU U3 BeayLinx GakTopoB GopMUpPOBaHHUS
NO3UTUMBHOIro UMMIKa KazaxctaHa Kak cTpaHbl, 06nagatolein caMmoObiTHOM KyJbTYPOW U AyXOBHbIMM
TpaAMLMAMM, YXOASLLMMHU B Fy6b MCTOPUW. TBOPHECKME NMYHOCTH, FOCYAaPCTBEHHASA NOIUTUKA

M YaCTHble OpraHM3aLmMm cnoco6CTBYIOT PA3BUTUIO U MPOABMKEHMIO Ka3axCTaHCKOro UCKyCcCTBa

B MUpPE, YTO HEM3MEHHO BbI3bIBAET MHTEPEC Y MUPOBOro coobliecTBa. OgHaKo npobaema
nonyasapu3aLnMmn Ka3axCKom My3blKM, Ka3axCKOro apT-, KWHO- U TeaTpaibHOro UCKyCcCTBa BCE elle
npeacTtaBaseTcs akTyanbHOW. [TOMMMO NPUMEPOB AOCTUKEHUM U YCMELIHbIX KEMCOB Ka3axCTaHCKOM
KyNnbTypbl, 3Ta Npo6iema paccMaTpMBAETCS C TOHYKU 3PEHUS MEHEKMEHTA B KY/bTYpEe M NpM3BaHa
NnoKasaTb 3HAa4YMMOCTb MNO3ULIMM apT-MEHEeLKEPA B COBPEMEHHOM MUPE UCKYCCTB.

[ns peanvsaunun gaHHom npobiemMaTUKn aBTopamMu UCCnefoBanmcb NyeaMKaLunm Ha TeMy
LOCTUXEHMIM PasfiMyHbIX BUAOB UCKYCCTB NOCNEAHMX NET, a TaKKe NpuHMManacb BO BHUMaHue
peaKLusi 0OTe4ECTBEHHOM U 3apybEKHOM ayaAUTOPHUIA Ha NPOAYKTbI KyNbTypbl MU MPOEKTbI U3 3TON chepbl.

B cTtatbe roBopuUTCA 0 KOHKPETHBIX AOCTUKEHUAX B 061aCTV aKaleMUYEeCKOro MCKYCCTBa.

Kak nokasan aHanns ny6anKaLmm no aTon Teme, 60/bLIMHCTBO U3 HUX OblNI0 peann3oBaHo AeaTensmu
KyNbTypbl B MOCNEAHIOI0 AEKAAY HE3AaBUCUMOCTU PeCNyBANKK.

Bo rnaBy yrna ctaBUTCA BONPOC O COrMAacoBaHHOCTU U CNaXeHHOM B3aUMOAENCTBUMU
MEHeKMEeHTa KybTypbl C TBOPYECKOM COCTaBNAIOWEN aKageMUYECKON chepbl UCKyCcCTBa
B KagzaxcTaHe. B cTaTbe TakKe NpuBOAATCS Hanbonee SpK1Me NpUmMepbl YCrellHbIX KEMCOB TaKoro
B3aUMOAENCTBUS.

[aHHOe uccnefoBaHNe UMEET aHANUTUYECKYIO LLEHHOCTb M MOXKET ObITb NMPEACTABIEHO
Ha ceMMHapax U KOHPEPEHLMSAX B KAYeCTBE AEMOHCTPALMKN NPUMEPOB AOCTUKEHUI Ka3axCTaHCKOro
MCKYCCTBa B OTYETHbIX Mpe3eHTaLusx B rog npasaHoBaHus 30-1eTns HesaBucnmoctTi KasaxcrtaHa.

KnoyeBsble cnoa: 30 net He3aBUCMMOCTM KazaxcTaHa, JOCTUXKEHNUS B 061aCTU KynbTypbl, apT-
MEHEeIKMEHT, akaleMUYECKOE UCKYCCTBO, KY/IbTYPHbIE MPOEKTbI.

ABTOpPbI 3aAB/ISIOT 06 OTCYTCTBUN KOHQJINKTa MHTEPECOB. Bce aBTopbI NpoYnTasy n o4o06pnam
OKOHYaTE/IbHbIN BapUaHT PYKOMMUCH.

Ans untupoBarHus: Umaé, Acenb, n AixkaH KannbaeBa. «MeHeIKMEHT Ky/bTypbl CKBO3b MPU3My
JIOCTMXKEHMI Ka3axCTaHCKOro nckycctar. Central Asian Journal of Art Studies, T. 6, N2 4, 2021,
c.104-121. DOI: 10.47940/cajas.v6i4.492.
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3AMAHAYMH
FblJIIMU TEX-
HUKAJIbIK )KAHA-
JIBIKTAPJbIH
KA3AKCTAHbIK
MYCIH OHEPIHJIE
TPAHC®OPMA-
LIUSIJIAHYbI
(LLIETEJIIIK
TO)KIPUBE
HETI3IH/IE)

\ 4

ART STUDIES

C'yanyp )Ky6anosa',

Ep6oa Kaiipanos?

' 9. Kacrees arbinarel KP MemsiekeTTik onep myseiti
(Anmarsl, Kasakcran)

2 T. K. JKyprenos atbinarsl Kasak yirTbik enep
akanemusicbl (Anmatel, Kazakcran)

AHgaTtna. 3epTreyae WeTenaik Toxipnoe HerisiHge 3aMaHaym FblibIMU TEXHUKaSbIK XKaHablKTapAblH,
OTaHAbIK Kana KeHicTiriHaeri MyciHAiK TyblHAb1apblHa acepi KapacTblpbliFaH. }aHa Facblp eHepiHaeri
aZlamM3aTTblH OPHbI MEH Peni, Fbl/IbIM MEH eHep apacblHAarbl 6annaHbliCTapAblH, Kas3ipri MOAEHUETTIH,
pyxaHu gamyblHa acepi TangaHaabl. 3epTTeyaiH MaKcaThl LWeTeNaik ToXipube HeridiHae 3amaHaym
FbINIbIMU-TEXHUKANbIK *aHanblKTapblH Ka3aKCTaHAbIK MYCIH eHepiHAe TpaHchopmaLmanaHy
yaepictepiH 3epTtrey. 3eptreydiH, miHaeTTepiHae XXI Facbip 6acbiHAafbl LWETeNAiK eHep biKnaabiMeH
e3repin }aTkaH 3amaHayn eHepaeri apT-yaepictepaiH epeKLeniri MeH 6enrinepi albiabin
KepcerTineai; KazakctaHablK CypeTWinepaiH WhlFapaMallbliblfblHAaFbl KOPEPMEHMEH KapbIiM-
KaTblHACTbIH XaHa TaCiNAepiH i3aeyre xaHe cabaKrac cananapfbl urepyre 6arbitranybl 3epTreneai.
MazeHHWeT NneH eHep 3epTTeyLlinepi yLiH 6y Takblpbin ©3eKTi, eUTKeHi XXI Facbipaarbl eHep

MEH MOAEHMETTIH TapuX1 AaMyblH GENTINENTIH Kannbl MOAEHN TEHAEHUMSANAPAbl aHbIKTaY YLWiH
TEOPUASIbIK 3ePTTEYSIEpre TapuUXUibIK KaFnganap Kkentipinedi. 3eptrey HbicaHblHa Kasipri KasakcTtaH
6enHeney eHepiHae KnacCcuKasblK MYCIH 6HEpPI, COyNeTTiK KeHICTIKTEPIHAE KaHa apT YpAiciHAeri
HblCaHAap MeH MYCIHAEri KopKeMAiK 6afFbiTTap anblHAbl. 3ePTTEeY NoHI KUHETUKA MEH CTUMMNaHK
GaFblTTapblHAaFbl TybIHAbIIAP MEH aBTOPAAP, KEHICTIKTEr apT-HbicaHAap, 3amaHayu TyblHAbINap,
MOLEHUETTIH, BNIeYMETTIK-KOPKEMAIK XoHe Tapuxu MeTaxkynenep 60sbin Tabbinagbl. 3epTrey ajictepi
peTiHAe KananblK opTaHbl TYPAeHAipyaiH ypOaHUCTIK Tocinaepi, apT-HblcaHaap OpHaTyAbl 3epTrey
oHe decTuBanbaepdi YbIMAACTbIPY YWiH KYPbINbIMAbBIK AW3ailH KaHe CbiHM Tanaay KonaaHblngbl.



Koramablk opTa MatepuangapblHAa YCbiHbIIFAH OTaHAbIK XKaHEe WeTeNAik MyCiHLWwinepaiH eHep
TyblHAbIIApbIHA GUNOCODUANBIK-ICTETUKANbIK Tangay *acanabl. LUbiFapmanapaarbl KEpKkem
KapbIM-KaTbIHACTbIH, }XaHa YArinepi peTiHae KEHICTIK NeH yaKbIT KaTeropusaapbl, KoFaMMeH
KapbIM-KaTblHACbIHbIH epeKLIeNiKTepi aHblKkTanabl. MyciH 6HepiHiH 3aMaHayu FblbIMU-TEXHUKaNbIK
WMHHOBaLIMAapbl 3aMaHayu KanaHblH TapTbIMAbIbIFbIH apPTTbIPY Kypasibl PETIHAET FbUTbIMM

TYXblpbIMAaMalapMeH cunatTanajbl.

Tipek ce3gep: MYCiH, Fbl/IbIM MEH TEXHUKA, 3aMaHayu eHep, KNHETUKa, CTUMNaHK, decTtuBanb,
KananblK KEHICTIK, MeTaxynenep, ryMaHuTap/blK FblbiM, CbIHW Tanaay, aBTop/iblK TybIHAbI.
ABTOpJIap MyAAenep KaKTbIFbICbIHbIH YXOKTbIFbIH MaliMAenai. bapibiK aBTopaap KomxalbaHbiH

COHFbl HYCKacCbIH OKbII, Marysiaaabl.

Hanekce3s ywiH: ybaHoBa, ['YnHyp, *kaHe Ep6on KanpaHoB. «3amMaHayy fblfibIMW TEXHUKASbIK,
YaHanbIKTapAblH Ka3aKCTaHablK MYCiH 6HepiHAe TpaHCchopMaLusaiaHybl (LLETENdiK Taxipnoe
HerisiHae)». Central Asian Journal of Art Studies, 7. 6, N® 4, 2021. 122-147 6. DOI: 10.47940/cajas.

v6i2.402.

Kipicne

AﬂaMsaT JIYHUECHI ?KoHE aJieM/eri 63iHiH
OPHBIH ’KaHA/IaH TYCiHY KapcaHblH/a
Typ. ©OHep, FbIJAbIM, TEXHUKA KoHE
aKnaparThIK FaJaMIbIK »KeJli xKyhesepi
Ka3ipri 3aMaHayu MoJICHUETTiH, pyXaHu
OipJiecTirinii yHaecyimeH epexiiie

KOPKEM JIyHHeJ Iep TybIHAM XKaTbIp. SIFHHU,
aJIIbIHFbBI KAaTapFa oK LWIBIFBII, KaPKbIH
OefiHesiep MEH KOPKEM HblcaHap JyHHere
keJsiesli. KapKbIH/Ib! FBIIBIMH 6pJiey
FaCbIPbIH/A FBIJIBIM MEH 6HEP/IiH KapbIM-
KATbIHACBl 3AMAaHAYH MOICHUETTIH 63€KTi
MacesiesiepiHiH 6ipi 60JbIN TaObIIA/bI.
ThlbIMK 2KeTicTiKTep/liH eHepre jereH
acepi oTe YJIKEeH — FbIJILIM MEH KOpPKeM O
e3apa apekeTTeckenjie Hip-6ipiMeH pyxaHu
JlaMbIFaH ThiH xKoJ1apaa Tyiiceni. Ppanity3
»agyuibichl [foctaB @oGepiiH FhIJIbIM MEH
eHep apacbiHAarbl yiseciMIlikke 6epren
nikipinae: «9pi Kapai, OHep rblIbIMU
6oJbIN Oapa xKatca, TblibiM Kopkem 60JbITN
Oapajipl; HeTiszie KowTaca OTbIpPbII, oJiap
JKOFapbiia Oip xKepjie Keszece1i» — JereH
(Kon nayku 1).

Byrinri koramna XXI racbipapiH,
6acblHa d/1eMIIK :KahannaHyIbIH
3aMaHayM TaJanTapbiHa COUKeC, MYCiH
oHepi KaszakcranubiH GeliHesney eHepinjeri
6acka jia eHep TypJepi Topiszi famy
yerinjie. COHFbI 2KbIIAAPbI KAACCHKAJBIK,
MYCiH eHepiMeH KaTtap, eJiMi3/liH, CoyJieT

KEHICTIirH/Ie CTUMITAHK, KHHETHKAJIbIK
MYCiH CHAKTbI OarbITTap/IbiH 1AMy YPAiCiH
OankaiMbl3. LleTesiik MoieHHETTE KEHiHEH
TapaJiblil KesireH OyJ1 eHep Typi eckeseH
YPIaKTapbIMbI3/IbIH, YJIKEH KbI3bIFYLIbIIbIFbIH
Tyabipazbl. CoHubiKTaH, 6yrinri 6i3iH
3aMaHay| Kasak eHepiHiH jamy 6apbiChiHIa
JKOFapbljia atajiraH TaKblPbIITbIH 03€KTiJir
MaHbI3/bl. OTaH/IbIK MYCIHLLIJIEP/H
3aMaHayu CTUMIaHK, KHHETHKAJIbIK
OarbITTapaarbl eHOEKTepi TypaJibl a3
3epTTesinre. by seprrey :KymbicbiHna
wetesiik onep setrreyuuisep: . Kunr,
Jxk. Ienmk, M. Jlanaxaii, P. YuTcoH,
. Yunbsime, )K. Arkuncon, JIxk. Tommcon,
JUk. [1si1, B. Pbimas, A. H. JTunos,
Y. Tomnepu, T. E. [lexrep,
B. Bnagpumupekuit, C. Iyuiu,
A. llypenkos, O. A. FOuikoBa,
A. KorsiomanoB eHbekTepiMeH Katap,
Kasakcran eHepraHylibliapbl
3. P. AxmertoBa, E. Pesnukosa, K. B. JIu,
C. K. Ko6:xanosa, K. 3. XaJbIKoB,
[. Maynenosa, P. Cazbiry/ioB »kapusiiauran
MaKaJaJsapbl KapacTblpbl/Ibl.

Samanayu enep OyKis asiemjie
60JIbIT 2KaTKAH KyOblIbICTap/iblH MOHIH
TYCiHiN, oJ1ap/bIH, 9ceM/iriH Haramjayra
KeMeKTece/li. DJeM/iK Nikiprajacrap,
KUSIIaH TybIHAAFaH okiap, »Kyuedi
3epTTENreH IyHUesep aaaM eMipinie
LIEKTEYCi3 2KoHEe OJILLIEYCi3 Ke3lece/l.
CoHbIMeH KaTap, FblJIbIMAA TAJKbIIAHbIT
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KeJITEH 3aTTapAbIH KUMbIJI-KO3FaJIFaJIbIChI
JKapbIK MeH KoJeHKEHiH KbI3bIKThI YHJIeCiMiH
TYIbIPAThIH, Kefijie bIObIC LIbIFapaThlH
KOPIHIC eHep cajlacbiHAa OChIHAAN
KyOBIJIBICTAPMEH KUHETHKA LIYFbLIIAHAIbI.
MertasiiaH, afiHeKTeH HeMece DacKa
MaTtepHagnapaas oipJaecin xacasrat OyJ
KYPbIJIFbLIap Kypaesi 6acKapbliaTbiH
LiaMaapbiMeH «MoOUJIIep>» Jen aTasajbl.
OHepTaHy FblJILIMbIHBIH KaHHAATbI
E. M. PesnukoBaHbIH Ka3ipri 3aMaHrbl MyCiH
oHepiHe OepreH Ko3kapachinaa « Mycin —
JIM3alHMEH KoHe CoyJIeT eHepiMeH,
COHJlal-aK, HAKThI FBIIBIMAAPMEH JI€ ThIFbI3
6aiinanbicThl. [IbiFapmaliblibiKTa ©Mip/IiH
MOpaJibJbIK HEMece dJIEYMETTiK KbIpblHA
yHzey Kok. PokycTa TypaKThl acepre,
TpaHcopMaLHsIFa kaHe MeTaMopgo3ara
YUIBIPaUTBIH 0ObEKTIHIH Kyp/iesi (hopmackl
raHa 60J1ajibl. OP TYPJIi TOMOJOTHSIIBIK
oObeKTiIepMeH 3KCIIePUMEHTTED, 0JIapbl
JKA3bIKTBIKTAH VLI 6JILIeM/Ii KeHiCTiKKe
AybICTBIPY, OJAH dpi KaAKCaAPTy Kekhe
abcypaTapMeH HeMece NapagoKCTapMeH
1LIEKTeCeTiH KepeMeT opMasap/ibIH naria
6oJ1ybIHa oKeseli» feninreH (Pesnukosa
36—49). TyxKbIpbIMAal Keqreuse,
Ka3ak MYCIHLUiJIepi 19CTYP MEH LIeTeJl
MOJIEHHUETIHiH ePeKLLIeJIITiH, CTUMIIAHK [TeH
KHHETHKa OaFbITbIH TePEHipeK NanbiMaan
OTBIPBIIN 63iHAIK HesA apbIH YIUTACTbIPFaH.
KuneTnam Hemece KUHeMaTHKaJIbIK
onep (rpek. Kinetikos — Kosrasbicka
KeJITIPeTiH KO3FaJbIC) JIereHiMi3 —
OPTYPJli KO3FAJIMAJIbl 2KOHE JIbIOBICThIK
MexaHuamaepi 6ap KypbuibIMaap,
MarHuTTepi 6ap KOMIO3ULIUAIAP XKoHe
LIbIFAaPMaHbIH HEMeCe OHbIH 2KeKe
KOMITOHEHTTEPiHiH HAKThl KO3FaJIbIChIHbIH
OCEePiH »KEHETIH Ka3ipri 3aMaHrbl eHepleri
6arbiT KnHeTnawm sjieMeHTTEpi exKeJiIieH
MYCiHAEP/L »KaHJaH/IbIPATbIH TYPJli
amaJsiiap Typinae, KoJgaHbaJsbl eHepie,
Teatp cueHorpadusicoinaa 6osran. by
OHEP/iH eKiJyepi MyCiHHIH A9CTypJIi
CTaTHKAaJIbIK CHIIATBIH 2KeHill, OHbl KopLlaFraH
OpTara eHrisy TKXKbIpbIMAaMacblHa
Kesli. JInHaMuKaJIbIK MJ1aCcTHKAHbL Kypy
Toxkipubenepi GyTypusMm, 1ajgausm,

Bayxayc »koHe opblC KOHCTPYKTHBH3MiH/IE
Kesziecenti. KuHeTHKasbIK oHep/iH
aJIrallKbl TybIHABICHL Mapces [rotaHHbiH,
«BeJIOCHIIE]L IOHIeJ1eri» — Jien aTaJajibl
(LepmeneBnu 77). «Penu mafiarepin»
KypblyblHa MiH 6epe oTbipbi, [lioman
BeJIOCHITE]l LUAHBILLIKbICIHA IOHFAJIaKThl
OPBIHIBIKKA O€KiTy/IeH 6acTabl.
Kunetukanbik eHep, HeridiHeH, iliki
JK9HE ChIPTKbl KOHCTPYKTHBHUCTIK CTHJIbJIE
COTTI WILIKTBI. OT-apT MeH KMHETHKAJBIK
OHepJie KepepMeH KypblJIbIMIBI iCKe Kocca
Hemece Oip HOPCEeHI KbIJKbITCA TiMTi
«UIblFApMaHbIH> illliHe Kipce, 0J1 aBTOPMEH
cepikrec 6oJ1a asasl.

Byriunri 6efinesniey eHepineri xkaHa
OarbiTTap MeH arbiMaap Kasakcran mycin
caJ/lacblH/Ia YILTACHIN KaJla KeHiCTiriHeH
KopiHic Taybin Kesieni. KeiiHri »bligapbl
KHHETHKaMeH KaTap CTUMMAaHK GaFbIThl
Jia epkenaeyae. Kasipri samanayu eHep/iin
MHHOBALMAJIBIK ACTIEKTiCiHE alHaJIFaH
CTUMMAHK 6aFbIThl 9PTYPJli PecTHBAb
asIChIH/IA »KOHE KepMeJiep HATHKeCiHIe KaJa
KEeHICTIriHIe apT-HblcaHaap naiga oosyaa.
Crumnank enepi Herizinen XIX »koHe
XX racbIpfiblH, 6achlHAArbl PYXThl PETPO
TEXHOJIOTHSJIAP TypaJibl PaHTACTHKAJBIK
»KaHp 60JbIN GipHellle peT XKa3blJIFaH.

Cout ke3nieH 6acran CTHMIAHKTBIH,
MaTepHaJIIbIK MOJICHUET] FhIJILIMHBIH /14,
OHEeP/iH Je 3aMaHayH TYCiHAipyJiepiHe

03 bIKIaJIbIH TUri3e 6acrajbl. Thlibim
TapHXbl My3eHiHiH KOJJIEKIHSIAPbIHAH
1a0bIT aJIFaH XaJiblKapaJiblK CTHMITAHK
CypeTLLiJIePi FbIJIbIM MEH OHep TypaJibl 63
Tycingipmesiepin yebinbin keseni (Atkinson).
Bipak, 6ypblH MaTepuasiap MeH xKaHp/blH
epeKlLLeJiKTepiHe, OHbIH, TAPUXbl MEH
9CTETHKACBIHA KATBICTBI KAPaCThIPbIJbIT,
Kazakcran mycin eHepiHe KaThICTbI aJ1i
TOJIbIK 3epTTeNMereH. Steampunk — e3iHe
ToH OeJriziepi apKachlHAA €H TaHbIMAJ
CTUJIb/IEPAiH Gipi. Onerte, Steampunk cosin
alTKaH Ke3szie ap TypJi 6y MexaHU3MJIepi MeH
TEXHHUKaJbIK KypaJjaap OipJeH YChIHbIJIAJbI.
CTuJib epeklile ToCiIMeH KbI3bIKTbI: €2KeJIri
cesim 6ap, dpTYpJii TEXHUKAJBIK dJlicTep
KOJIIAHbIIa/bl, HAKTbl MEXaHHKaJIbIK



OeJiIeKTEPAI KOJIaHyFa IeHiH, OyJ1, apuHe,
OPTYPJli CTHJIMCTUKAJIBIK LLIELLIMACP/IH,
MYMKIiHJIiriH KeHelTeni. Steampunk apticiHin
HEeri3ri 3JIeMEHTTePiH AaMy/lblH XKOFapbl
JIeHreliHe KeTKeH MeXaHUKa MeH Oy
MalllMHaJlapbl YCTaHbIMIAPbIHA HEri3e/reH
TEXHOJIOTHSJIAp JeN caHayra O0Jaibl:
napososjap, napooycrap, 6y sKunazaapsl,
aye Kemesiepi, Kapabailbip yiiakrap,
poOOTTap *KoHe ToOHTapMaJbl MeTaslaH,
MBIC KyObIpJIapbIHAH *KoHE aFalliTaH
»kacasirad 6acka aa XKyMmOak MexaHU3MJIEp.
Steampunk-Tin Gesrini 6ip kepkeMIiK
(hopmachiHbIH 6OJIybl dJ1€M/IiK MOIEHUETTe
6esrii 6ip Steampunk cTuiHIH Naiina
6ostybiHa oKei (Axmeroa 198).

Kasipri yakpITTa MycCiH eHepi afgam xKaH
JIYHHECIHE PyXaHH KoHE MJIaCTHKAJIbIK
OalibITy/1a YJIKEeH peJ aTKapybiHa
KapamacTaH, KasaJblK OpTajia MyCiHi ©3iH-
031 KOpCeTy epKiH »Karlaiia aJ1i JaMbIMaraH.
3amaHayu eHepjliH KopkeM OelHesepi
ThIH, i3[IEHICTeP MEH »KAHALIbIIIBIKKA
OarbITTaJIFAHMEH, Ka3ipri opTa MyCiHHIH
NJIACTHKAJIBIK epeKLIe/iKTepi KoFaMIbIK
KEHICTIKTi YUBIMIACTbIPYFa, KOFAMHbIH,
MOJICHH KoHE pyXaHH TapOueciHe
acep eTy MaceJiesIepiH KapacTblpyaa.
Mycinuiinepain TybIHAbLIAPbIHAA
KOJIIaHbI/IFaH MaTepHaJiblH 03iHAIK
epeklueJiriHe 6ailIaHbICTbI TACTaH,
araliTaH, MeTaJlaH Hemece 3aMaH arbIMblHa
Kapau ecki 6eJlIeKTep MeH 3aTTap/iaH
JKaHa uziesisiap/ibl XKysere achbIpblIl, TilTi
JKAHACMAUTBIH HOPCEHI eJIeCTETy 6Te€ KUbIH
TYbIHJIbIIAPFA YMThIIAThIH/BIFbIH aHTyFa
6oJ1apl.

3epTTey/liH MaKkcaThl LIETeiK TaxKiprbe
HerisiHje 3aMaHay| FblIbIMU TEXHUKAJIBIK
JKaHAJBIKTap/IblH Ka3aKCTaHIbIK MYCiH
eHepinne Tpanchopmalmsiiany yaepicrepin
3epTTey. 3epTTey/liH MiHeTTepiH/Ie
XXI racbip 6acbiHAAFbI LIETEIIK OHEP
bIKIAJbIMEH 63repil KaTKaH 3aMaHayH
OHep/eri apT-yaepiCTep/iH epeKLeiri
MeH GeJirisiepi allblIbin KepeeTije;
Kasakcranapik cyperiiijiepit,
LIbIFapaMallbl/IbIFbIHAAFbl KEPePMEHMEH
KapbIM-KATbIHACTbIH KaHA TOCIIACPiH

i3neyre »xoHe cabakrac casnagapipl urepyre
OarbITTanybl 3eprreseli. MoaeHueT neH
oHep 3epTTeyulijiepi yuin 6yJ TaKbIpbII
03eKTi, oiTkeHi 6y XXI racbipaarbl

O6Hep MEH MdJICHUETTIH TAPUXH JaMybIH
AHBIKTAUTBIH MOJICHH €KITiH/i TeHACHUHsAIAP
TaPUXUJIbIK TPUHLUIITEPMEH TEOPHSIJIBIK,
TYpFbIIaH 3epjesenesi. 3epTTey HblCaHbIHA
Kasipri Kaszakcran 6efineney eHepinse
KJIACCHKAJIbIK MYCiH OHEpi, COyJIeTTiK
KeHiCTIKTepiHe XKaHa apT ypaicinieri
HbICAHAAP MEH MYCIHIer KopKeMIiK
6arbITTap ajblHbl. 3epTTey MoHiHe
KHHETHKA MEH CTUMITaHK OarbITTapbIHAAFbI
TYbIHABIIAP MEH aBTOPJIbIK TYJFasaphl,
KEHICTIKTeri apT HbICAHAPbI, 3aMaHayH
TYBIHABIIAP, MOJEHUETTIH 9JIE€yMETTIK-
KOPKEMIiK 2KoHe TapUXU MeTaxKyheJsep
TaranblHIAJIIbI.

dpicrtepi

KapacTbipbl/ibll OThIpFraH Ke3eHHiH

OHEepIH TaJslayla KeHICTiK IeH OHJAFbl
oHep/liH HalylaHbICbIH 3epTTeY YIiH
(hHII0COPHUSTBIK-ICTETHKAJIBIK 3€PTTEY
aici KapaJsibl. bys 3amanayu myciH

OHEepi epeKlle acep eTyre, alaMaapabiH
KOFaMJIaCThIFbIHA Oip YaKbITTa XKYTiHY/iH
apKacblHJa, ajlaM MiHe3-KyJIKbIHbIH,
Kazipri popmachl MeH OYpPBIHFbI JlaMy
yAepicTepiHiH yH/IeCciMiHIe KaPKbIH 2KoHE
ecTe KaJapJiblK OKHFa O0JyFa MyYMKiHIIK
6epeni. Kenictikreri apT HblcaH1apMeH
3aMaHay| TybIH/IblJIap MOJICHUETTiH,
DJICYMETTIK, KOPKEMIIK »KOHE TapPUXH 9JIiCiH,
KOPKEMJIIK TaJl1ay oliCiH, CaJIbICThIPY MEH
casiracTblpMaJibl 9icTepiH OipikTipyre
Herizzenren Keen Tocia. Kagipri
3aMaHrbl OHEP/ 971eMIIK KaybIMAACTbIKTbIH,
€H 63eKTi 6eTaJIbICTapbIH KOPCETETiH
KHHETHKA MEH CTUMITaHK aFbIMbIHAFbI
6HEep TYBIH/BIIAPbIHA METACHCTEMA PETiH/IE
TYCiHy KoJlaHbll1azbl. Byn makanana
CTUMIAHK MOJICPHU3M/LI MHTEJJICKTYaJ|Ibl
JKOHE BU3yaJIbl TYPAE, COHNAN-aK
MHMHHUMAaJIH3M MEH OHbIH, 3TOLEHTPHUCTIK
JKekellesieHy1eH 6ac TapTajibl lereH
TyCiHiK KapacTbipbliajpl. JKaayiibl [Tos
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Ju ®umunno Jlusa fliexke 6epren
cyx6aTblHa atan eTKeH/IeH, 0J1 CTUMIaHK
arbIMbIH « MOJIEPHUCTIK lyHHETaHbIMHAH
LIbIHBIMEH aJIllIaK» — JIeN caHa/ibl
(Sluex 192). Ocblnaiiiia ctuMnank
KEHipeK MOCTMOIEPHUCTIK KO3FasbICKa
opHaJsiacTbIpblaibl. EH 6acTbichl, 6i3
steampunk-Ti Kagipri 3aMaHHbIH yKaJbl
(hUN0CODUSICHIH KAbINTACThIPATBIH
AHTH-aBTOHOM/Ibl TEHEHLIUsIIAPFa
CbIHaK peTiH/le KapacTblpaMbl3.
CruMnaHk GarbITbIHbIH KO3FaJIbIChI
3aMaHayM Ke3KapacTarbl (PUI0COpHUSHbIH
YMTBLJIBICBIH OafiJlaHbICTbIpa 3epTTereH1e,
MOCTMOJICPHU3MHEH aJIlLIaKTall, 63iHiK
(hH10CODUSATBIK XKOJBIH KYPbIT }KaTKAHBIH
kopeMi3. [ToctmonepuuamHuin GeJiri petinje
creamnaHik Kazakcranuarbl afjibHEbl
OybIHAAP/IbIH, YITTBIK MEHTAJUTETI MEH
ToxKipubecinen 6ac TapTnanbl, 0J1 9eTTeri
JIOCTYPJI KOPIHICTePAi, apXEeTUIITEP MEH
KOJIOPUTTI OeiHe e ).

3eprreyne GeliHeney oHepiHie
KHHETHKAJIbIK aFbIMHbIH MOJIEPHU3MMEH
ywracoin 6ip keskapacra O0JiFaHbIMEH,
OHBIH 1lIeHOepiHeH 1IbIKKaH OarbIT
peTinjie KapacTbipbliajbl. Ko3rasblCThbiH,
aJIFaLLIKbl KYHJEPiH/e KOINTereH cypeTulijiep
reoMeTpUsIJIbIK (hUrypasap/bl KosjgaHa
OTBIPbIMN, KaTaH abCTPaKT TijliH YCTaH/Ibl;
oJlap KOMITO3ULIUSAJIBIK MOTHBALIUS
MaceJieciH 3epTTen, KobGiHece Ko3FalaThbiH
3aTTap/pl Kabblprara CypeTTep CHsIKThI
itin Ko#mbl. Anaiia, Ko3raJblCThl €Hri3y
ApKbLJbl 0J1ap KeHHip MOIEPHUCTIK
Karuiaaapabit Heridin Kanaas (Ponnep,
Keppuran 25). Kuneruka 6arbiThiH ycTaHFaH
CypeTLiJiep YaKbIT 0Te KeJie ChIPTKbl
TYPiH ©3repTeTiH OHep TYbIH/bIIaPbIH
’Kacajibl. YakbITTbIH 63repyi TypaJibl
OHEep/iH TasantapbiH Kabbligaman, oaap
YaKbITThIH 6a# ToxKipHOECiH YChIH/IBI.
JKanppi, Kypaesi, THOPUITIK CUITAaThbl OHep
TapUXbIHAAFbI OTMEJi COTTI Oe/riNeni, o
MYKHST 3epTTeyi KaxeT eteai (Mckpo 2).
Kasakcranaarbl MOJICpHU3MHIH, KerlTereH
OarbITTapbl OYpbIHHAH 1AMy MYMKiHAIriHe
ve OOoJIFaHbIHA KapaMacTaH, KHHETHKAJIbIK
TybIHJbLIAP Gi3/iH MEMJIEKETIMi3/liH, COHFbI

OH KbLJJIbIFbIHAA Naiaa 6016l Myciniinep
apacbliHjia 9pTypJii GarbITTap/bl TAaHbIMAJ
etysie 2017 xblibl enimizzie etken EXPO
KepMeci yJIKeH peoJi aTKap/ibl. ONTKeHi OHbIH,
TaKbIPbINTAPbIHBIH, Oipi TEXHOJOTHSIIBIK
HBICAH/1AP/IbIH, KOPKEMITi 2KoHe 0J1ap/iblH
(yHKLHOHAJIbI MAa3MYHbIHBIH MOHi

607161 Kepme 6apbicbinna Kasakcranabik
MYCiHLLiJIep KHHETHKAJIbIK OarbITTa
yKacasiFaH LeTesiK WhlrapMajgapMer
TaHbICyFa MyMKIiH/UK aJl/ibl.

HaTtuxenep

OJIeMJLiK KopKeM KoFamjia apTypJli KeseHep
MeH OarbITTap KaJbIITACTbl, HOTHXKECIHIE
OapabIK KyOblIbICTap XKIKTEITEH KyHere
collKec »KaJnbl cuHTe3re ailHaspl. Onap
OPTaK MJIEHU KEeHICTIKTi Kypa OTbIPBIII,
e3apa Gediinii. by esrepicrep asnubiMen
KOFaM/IbIK MOJICHHETTE, CO/laH KeHiH

ochl oHep OarbITTaphl Naiaa 6oJran
KaJaJblK KeHicTikTe gamblibl. Oapibiy
JKAHALLBIIIBIFB] 2KOHE KOPKEMIK TACILIH,
JKAHA KbIpJ1apbl KaJia illiHjie KopiHic TanThbl
([IexTep 348).

Kasipri 3amanrbl eHepjiiH, 6acbiM
OarbITTapbl MEH TYpJIEPiH OPTaK 2KyHere
KaJIbINITACTLIPY XKoHE 0JIapAbIH TaHbIMIBIK
MOJIEHHUETTE TapaJybl CypeTLiepIiH
»KaHaulbll Ke3dKkapacrapbitia. Tbiibivu
YKaHaJIbIKTap KeHicririnae husnka
3aHbIbIKTapaarbl GeJlleKTepe Hemece
VJIKEeH KOJJIaUJIepAiH »KacaybIHa,
KbI3bIKTBI CasiXxaT dJIeMiH/eri aJlaMHbIH,
OPHbI TypaJibl MiKipTasacTapabl TYAbIPAbl.
TbuibiM, MOJIEKYISIPAIBIK TeHeTHKA,
TeHOM/IbIK MeIeLIMHa, OMOTeXHOJIorusap,
yJINa HHXKEHEPHUSIChl apKachiH/la afaM
CaybIKTBIPYMEH ILIeKTeJIMeH, oMip/i
H6ackapa anapl. As OfIbIH KylLIiMeH agam
KOMIbIOTEPAI OACKAPbII, aKIapaTThIK,
opicke Kocbla anajpl. Mbicaiibl,
Yunbsime [a6pusab « Mycin XIX »xone
XXI racbipiiapaarsl iepekrep peTinje»
MaKaJsacbliHa MbIHafak 3epTTeyaep
keaTipei: « Mycinii KeOeHTyiH caHIbIK
HeMece 6ackKa j1a MexaHUKaJbIK ajicrepi
CypeTLliJiep MEH eHepTaHyllIblIapra,



JKOHE MypaMeH alHaJ/IbICAThIH yHbIMIAD
yiIiH 63eKTi 6oJ1a Tycyne. Anaiina,
Mycinaik niminre «3D-nepekrep» Tocini
Kaszipri KOMIIbIOTEPJIiK TeXHOJIOrHslIap
JIpYipinje ToJbIK KosiaHbLiMaiibl. XIX
FacbIp/IbIH OacbiHAH GacTamn HHKEHepJep
OipHelle KeJieMae MYCIHIIK OefiHemepi
9PTYPJIi MaTepHasiapiaH Kecir Oyprblian
LIbIFApaThiH KOMNTEreH CTaHOKTap MeH
nantorpadrap »kacanpl. Jlerenmen, XIX
»koHe XXI raceipsiapaa 6y casnanarbl
FeOMETPUAJIBIK CXeMaJap/IblH, 2KeTiCTIKTepi
HAKThl MYCiHEP/LiH To:KipUOECiH IIbIHANBI
Ka#tanai aIMalThIHIBIFBIH KOPCETTI.
Anaiina, conbiMeH Oipre oJiap 6Te cXeMaJblK
dopmanapna 6oscana bIFapMaliblIbIK
FbIJILIMH i3/IeHiCKe JIereH KbI3bIFYLLbIIbIK
KeHicririn yarairaap» (Williams).

FasnbiM MeH cypeTLLiHiH LbIFapMalLlblIbIK
VPAICTEPiHiH epeKLIe iKTepiH
OansianbicThipap 0oJicakK, OHA a/1aM pyXaHH
MoIeHH Oalblll eMipre 3aMHayH COYJETTIiK
HbICAH/AP, TeXHHKAMEH YUITaCKaH KOpKeM
Oerinesiep, TypJeHreH OarbITTarbl MyCiHiK
LIblFapMaJgiap TybiHaaibl. Jamy yerinaeri
FbIJILIMHBIH aHbIKTar Oe/rijin 6eprex
KypJiesli KOHTEKCTi asiCbiHa a1aM3aTThIH
«BLUMENTIH cypaKTapblHa» XKayan Oepyre
TasMbIHATBLIH (hUsocodTap, rajabiMaap
CeKiJ, cypeTLuijiep e, alaM3aTThblH
inrepineyiniy weri 6ap Mma Hemece 6i3
LIEKCI3/iKTiH 6acTamachlHaa TYPMbI3
6a JlereH e3eKTi cypakka »kayan oepyre
YMThLIa/1bl. OHep afgamaapbl aaM ToHiHiH,
pyXaHH KO3iH KeTiaipim, emMipaeri xkaHa
Ke3KapacTarbl (hopMasiapbiH ILIbIFAPy/bl
YCBIHA/IBL.

Basenbaeri Tourmu onrtansl Texnogorus
caslacbIHIAFbI 63repicTep »KoHE COHbIH
caJsilapblHaH alaMHbIH alfiHaJ1acbIHAAFbI
WIBIHABIKTHI KaObLIAaybl KOPKEMIIIK
OIILIpYiH »KaHa dJIICIH i37ey/li KarKeT
eTTi. AaM3aTTbIH OMip CYpy CaJIThl
MEH TapHXH JKOHE MAJICHH aJ1-ayKaTbl
e3repy/le. BypbIHFbI 3CTeTHKAJBIK djliC
amaJiiap KepiHici GYJIbIHFbIP KeJirl,

OHbIH, MarblHaJapbl 2Korasiajibl. by
Typasibl anraii pet 1909 »xbuibl @uaunn
MapuHerTtn kapusiiarat yTypU3MHiH

aJIFalliKbl MaHUDECTIHIE HTAJbSIHIBIK
hyTypHCTEp KO3FaJIbIChl MAJIMIE .
Ou1ap XKbLIIAMIBIKTBI, KO3FAJbICTDI,
aHTHCTATHKAHBI KECKIHHIH »KaHa HbICaHbl
peTiHae MonbIHAAMb! (cypeT 1).

Cyper 1. ®. Mapunertu «Ponran Tonrn», Basesnb K.

Awmepukanubik Anekcannp Kosbiep
1930 xplinapabiy, 6acbiHan 6acrar
a0CTpaKTiJi AMHAMUKAJIbIK AU3aiHaap
»KacaraH. As 1931 XKblIbl KepepMeHepre
MOTOp HeMece 2Ke/JIMeH OacKapbllaTblH
KaJslaibl MEH CbIM KYPbIIBIMbIH YChIH/BI.
Ocnblyaiiiia, KO3raJjblCThIH, KEHICTIKTIH,
YaKbITTbIH KOPKEMJIIK KOPiHiCi KO3FaJIbICThIH
TaOUFH KOPiHiCiMEeH aJMacTbIPbIIJIbI.
Ougapapl MoTOp GacKapraHIbIKTaH aBTop
03 HbICAHAPbIH «MOOUJIB/II» JIen aTajbl.
KetiiHHeH MYyCIHILIHIH TybIH/bLIADPbI
KO3FaJITKbILUTAPMEH FaHa eMec, TaOuFu
JKOJIMEH JIe KO3FaJIbICKa KeJITipiJiii.
KuneTukasbik eHep, HeridiHeH, iliki
JK9HE ChIPTKbl KOHCTPYKTHBHUCTIK CTHJIb/IE
coTTi 60517161, OT-apT NMeH KMHETHKAJBIK
BHEp/Ie KepepMeH KypblJIbIMIBI iCKe Kocca
Hemece Oip HOPCEeHi KbIJKbITCA TiMTi
«UIblFApPMAHbIH > illliHe Kipce 0J1 aBTOp
opi cepikrec 60.1a anaabl. CoHbIMEH
KaTap, CypeTuli WbIFapMajiaH asllaKrar,
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9CTETHKAJIBIK, MOPAJbIBIK, STUKAJIBIK
KYH/IbL/IBIFbIH 2KOFa/ITalbl, OTKEHI 0J1
eMipji KepkeM Typje TyciHOelai. bacbim
dJIEYMETTiK- 3THKAJbIK HOPMaJiap KopKeM
LIbIFapMaLIBIIBIKKA acep eTelli, Oipak
OyJ1 9cep eTy/iH Kanrbli3 (PakTopbl emMec.
Kes-kesireH cypetiui Ty/ra — iLlKi »kaH
JIlYHHECIH epKiH Ce3iHil api 63iH-e3i
KamTamacbi3 etetin anam. Osap Oykij
LIbIFApMalIbIIbIKTapbIHIA 63/ePiH
JlaMbITa OTBIPBII, 2KaJIbl KaOblJIaHFaH
HOpMaJsap/ibl Koram 6eriMiereH uaesiapibl
»KaHrblpTraiapl. CypeTininii MiHaeTi —
OYpbIH-COHJIbI OOJIMAFaH i3/IeHiCTi, 63iHiH,
MHTEJIJIEKTICIH »KYPridy, OFaH Kasipri
3aMaHFbl 9JICMHIH KYHJICPiH agaMm YILIiH
oJlap/IblH MarbIHACBIH/A.

A. KosbaiepieH 6acka KUHETHKAJIBIK
eHepaiH 6acka exinnepi I. IOkep, K. Tunresu
6077161 OHepain 6y Typi aJii e Gap.

1955 xbunet [Tapuxkneri Denis Rene
rajiepesiCbIHIa KUHETHKAJIbIK 6Hep
OnTHKaNbIK 6HepMeH 6ipikTi (IyiimH,
[lypenko 177—178). On-apr
CypeTLLIJIePiHiH LIblFapMaJsiapblH1a
KOPEPMEHHIH 2KaJINAaK KoHe KeHiCTIKTiK
(urypanapapl KaOblaaaybiHa HeTi3ne/reH
BU3yaJIIbl HJJIFO3US 9iCTEPi KOJIAHBIJBI.

Kunerukasnbik eHep auicrepi apTypJi
KepMmeJiep, H1oyaap yAbIMAACThIPYAA,
casibaKrap MeH aJlaHiap/bl Oe3eHaipyie
keHineH KoJnanbliagsl. KCPO-na
KHHETHKAJbIK 6HEPMeH OalaHbICThI
aJIFalllKbl Waesiap opbic cypeTiiici, rpaduk,
J3aiHep KoHe Teatp cypetiuici Baagumup
TatMHHIH WIbIFapManapblHaa KepiHic TanThbl.

Kasak MyciH TapuXbIH/a XKaHALLbLI
OarbiTTa KOPiHiC TanKaH MyCiH Kopmeci
apKblIbl OeliHesey oHepiHe XKaHa
KbIPbIHAH alIbLIFaH KUHETHKA OarbIThl
Kazakcran mycinuiijiepine biKnas eTTi.

Y bI6pUTaHUSIBIK DHTOHU XeHBY/L

(Antony Heywood) esitiiemi 60 »koHe

70 cM TeppaKoTThIK €Ki KOMMO3HUIIHUS:
«Komuseit» xkone « Y11 KoJIOHHA» KOWFaH.
«Koasuzeit» 6osica eyponaJjibik MojIeHUETTer
OeJirijii 60JIFaH CUMBOJI, aJ1 €KiHIi
JKYMBICTAFbI KaTap TYPFaH YL KOJIOHHAHbIH
KJacCHKaJbIK opfiepi MeTaopaJiblK MoHTe

aybIChIIl, casixaTUblIap Kepill KypreH
Hemece Kitantapaa 0achblIaThlH aHTHKAJBIK
JIpyip KMUpaHabliapbiH ecke Tycipeni. Bip
KaparaHjia »KaTTaH/ibl 00pasiap CHUsIKTHI.
Bipak onapapii Typ-Tyc Genepiepi MmeH
CYHFATThIK (TJ1aCTUKAJIBIK ) TiJIiHIH 9/1e i
Kapajaypcin etisyi 6acka 6ip TOHaJIbIK
TopKiMa CUSIKTBI Kepinesi. Onap/piH asiK
JKarblHa ap3aHiay TOPTThIH YCTiHIeTI
KpPEeMMEH »KacaJiFaH payllaHryJaep CHSIKThI
YHAIHIIJIEP MEH «aHEJIUH» »KaFblIFaH
KaObIpraJiap/iblH ChlJIAFbl TYCIN KaJFaH
«KOJIU3eH»-/1j, HeMece KalTa-KalTa
JKOHJIGJIETIH €CKi yiJiepre MeH3€eHTiHI aHbIK.
ABTOp TO3BIFbI JKETKEH KYH/IBIIBIKTAPIbIH,
ap3aHKoJ 6a3apJiblKKa alHaJbII KATKAHbIH
Kya-MbIcKbl eteni. [1IBeliapusiibik
cyperiti bepuxapn [Jxkopauain

«Owmip e3eri» xone «Kiuiripim co3»
LIbIFapMaJiapbl illKi KyHeHiH KaJTKbIChI3
JIOTHKAJIbIK KYPbIJIbIMbI 2K9HE aca XKOFapbl
ICTETHKAJIBIK KOPKEMJIIKKE XKETKEH
o0pasjibiH icke acybl jieyre 6odajibl. OHbIH
TaKbIpblObl — TEXHUKAJIbIK HbICAH/1AP/bIH
KOPKEMJITi 2KoHe 0J1apibiH, (DYHKIIHOHAJIBIK
Ma3MYHbIHbIH MeTa(U3UKaJIbIK MAHbI3bI.
Kepwmere kesireH ocbl 2KyMbICTap/bIH
KOOJMILIATaPBIHBIH, 631 9KCMO3UIHUAFA
KOSIPJIBIK 9CTEeTHKAJIBIK HblCAHIap Jeyre
6oJiazbl. JKOPAKAIH, KHHETHKAJBIK,
MHCTAJIIALIHSIAPbl HHXKEHEPJTiK OUIbIH
uie/ieBpJiepi aeyre e, WeriHe »xere
asiKTaJIFaH KOPKEM 2KoHe 2KyHeJliK
KYPBIIBIMBI KypAie/ii MYCiH Jieyre e 601aTbIH
JIYHHeJIep.

Hunepnannusinan kearen bepr
[Hopennin (Bert Schoeren) kuHeTHKaNbIK
uHcrassiusicbl Actanana etken EXPO-
2017-HiH «AJIBTEPHATUBTIK SHEPTHsT»
6ac TakblpblObIMeH YHECTIK TankaH. O
KbI3bIJIMEH »KMEKTeJIreH KilliripiMm aiiHeK
KBJIpATTap, 2KoW TYPFAHIA COHJIIK KOHUbLIbIM
CUAKTbI, aJl €PTEH epTe KYHHiH, CcayJieci
Tycce O0JIIbl HHCTAMISILMAHBIH 3J1eMEeHTTePi
KO3FaJIbICKA €Hill, TeK KeIlIKe »KAKbIH KYH
OaTKaH/Ia ThIHbIM Ta0AThIH TipUIiJIiK HeCi
cusiKTbl. Os1 — KyH MOGHII.

[IBefinapusbik Geriji cypetiii ITheH
KpaxeHOyJ1 tiblFapMallibl/iblFbl KJ1acCHKara



OeliiM kepepMeHaep Ke3kapachl GOUbIHILA
OyJs1 66TeH Hopce JIel KapacTbipFaHMeH,
aJ1IeMJiK KOpKeMoHep caxHacbhlHa
MOHYMeHTaJIbIK MYCiH peTiHjie Kopitic
tabazbl. OHbIH KeNTereH eyponaJblk
KaJsiajapyibiH 6ay-6akiiajgapbl MeH
aJIaH/lapbIH/IA TYPFaH YJIKEH KEHICTIKTIK
MHCTaNISILMSIapb! anbin wahapaapibiy
ypOAHUCTIK KEHICTIK TiJliH 63iHe KUHAKTaTl,
OHBI O€elHesIey MyMKIH/IITiHE alHaJIbIpyMeH
KaTap cypetiii aJjie 6ip cesiMmTasIbIKIEH
TabUraT KyaTblH Ja ajlaM eMipiHiH aca 6ip
KaXKeTTiJIir eKeHiH »KeTkize 6iJreH. dTbeH
KepMe SKCIO3ULIUSChIHA KOMNTereH esiepai
lapJarat TOPT MeTPJiK (OUIiKTIr MeH eHi)
«Tokran kasiran yakwiT>» (Temps Suspendu)
MHCTAISILMSICBIH KOHBINTHL. O TopT
JKaFbl J1a alIbIK KEHICTIKTEeri KypblIbIMFa
opkatcbichl xKeke isinren 100-re tapra
meraJjul kyorap. Onapabit 6eTi aitnanai erin
TazaJlaHFaH, KOpIlIaraH OpTaHbIH OeiHeci
TYCiN Typajibl XKoHe KBajipat niatdopmara
»kuHagran. Osapapl 2keJiMeH He 6oJimMaca
KOJIMEH MTEepil KO3FaJITKAHHAH KeHiH
JBbIOBICTIEH KaTap aiHaJjla larFbl/IbICKaH
coysiesiepieH acepJii KyOblabic nakiia
6os1a/ibl. OpUHE, PU3UKAJIBIK TYPE YAKbITThI
TOKTaTy MYMKiH eMec, 6ipak 1ebep/iiH
LIbIFapMallIblIbIK KyaTblHbIH apKAChIHIA
ocbIHIal Gip MyMKiHIKTiH MeTa(U3HKaIBbIK
Mojtesii Ty#inaesin otbip (JIu 14—17).
Kagzipri yakpITTa CTUMIAHK KaHPbIHbIH,
yJIriJiepi O0JIBINT caHaNaThIH KeNTereH
»kymbictap werese 1960—1970 xbligapel
JKAPbIK KOPreHiMeH, CTUMIIAHK TEPMUHIHIH,
03i Kellinipek naiaa 6osbl. OHb
»kasyiubl Kesun Jkerep ofiian Tankax
(Bnanumupckuii 54 ) «knbeprnank» co3iHin
MPOHHUSJIBIK HyCKachl peTine xKoHe 1987
JKbLJIbl CAYIpIE KOJIAHBICKA €HIi31/IreH.
Jlxerep Tum [Maysperin «the Anubis
Gates» (1983), [Lxetimc BasitnokTbin,
«Homunculus» (1986), connaii-ak
e3iniH « MopJiok TyHi» (1979) :xoHe
«Infernal Devices» (1987) TybiHabl1apbiH
OipikTipeTiH TepMUHJ] TaOyFa ThIPbICTHI.
Ochl xkymMbIcTap/IbiH 6apJbiFbiiaa aaeM XIX
FaCBIP/IbIH, TEXHOJIOTHSJIBIK ICHIeHiHae, ajl
basHnay ctugi [epOepT YascTiH «YakbiT

MalllMHAChl» POMaHbI CUSIKTbl BUKTOPHSIJIBIK
(hanracrukara enikrefini. Kubepnankren
albIpMaLUbL/IbIFb], CTUMIIAHK HAKThI HEMece,
KeM JIereHJie, 1apTThl TYpe pyKcaT eTiJireH
TEXHOJIOTHSIIApFa HETi3/IeNTeH, OMap/blH €H,
6acTbIChl KaHpra atay 6epreH »Kymn 60J/1bl.
JlapbiHpl HpaHablK MyciHii Xacan
Hosposu (Hasan Novrozi) crumnank
CTUJIIHJIET 2KaHyapJiap MyCiHAePiHiH
KepeMeT KOJJIEKUHSIChIH 2Kacalbl.
OHbIH TYbIHBIIAPEI MBIHIAFAH METaJLI
caliMaHaapbliHaH, aBTOMOOUJIb HOJIiKTepiHeH
JK9HE MeTaJl/l ChIHbIKTapblHAH 6acka
KOMIOHEHTTEP/IEH MYKHSIT XKUHAJIFAaHbIHA
KapamacraH, eMip MeH 3MOLMsIapFa TOJIbI.
Mycinnepain 6acbiM KemuiiJiri xkanyapJap,
aJl MYCiHLLIHIH 031 XKblJIKblIapFa
apThIKIIBLILIK 6epeni. [TlebGepin
JKYMBICTapbl KOPKEM 2KoHe 03iH/IK
epekiiesirimer ko3 Taptajbl. HoBposuin
eH TaHbIMaJ Mycini — «[leracyc»
KAHATThI KbIJKbI (CypeT 2), exKeJri
rpek MU(DOJIOTHSICHIHAAFBI MycaJiap/ibiH
cyrikTici. [leracyc rpek TinineH aynaprania
«Hanzarai» aerenji 6inuipeni. Lo ockl
aT, MuTepre colikec, 3eBCTiH Hal3aFaibiH
aJIbII »KYP/li 2KoHe acnaHHbIH KahapbiHbIH
»Kapuibicbl 607161 HoBpoauin 6y
JKBIIKBICBI KAHATTapbIH MAKTAHBILIIEH
JKAUbII, CeHIMI CiJlIeyCiHMEH ceKipei.
Mycinnin 6eJiexrepi 6ip — OipiHe oTe
bIHFAHJIbI, COHJILIKTAH GYKiJl MyciH 6ipTyTac
6oasbin kepineni (Kyneuion).

Cyper 2. Mpannpik mycinmi X. HoBposu «Ileracyc».

ApXeTUNTIK KoHe cHnaTTaMasbIK
OeliHesiepai, Oesrisiep MeH paMi3aepi THICTI
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uaessiap MeH SMOLMANIapbl KaNbINTACTLIPY
YLIiH Maijganany aaiam MeH cayJieT

KEHICTiri apachiHiarbl 6aijiaHbICTapbl
CEeMaHTHKAJIBIK JIEHTeire yiJecTipyre
mymkinaik 6epeni (Khalykov, et al.). Kagipri
OeliHesiey eHepiHjeri xkaHa 6aFbITTap MeH
arbimiap Kasakceran mycin canacbinia

Jla YLITAChII KaJla KeHiCTiriMeH acrachblil,
KopiHic Taybln KaTblp. KeHiHri »Kbliiapbl
KHHETHKA MeH KaTap CTUMMAHK OarbIThl

1a epkeHeyae. YKorapblia KeaTipijireH
CTHUMIIAHK »KoHEe KHHETHKAJbIK OarbITTarbl
MYCIH/IK TYbIH/IbIJIAPMEH aiHAJIbICHIT
YJIKEH 2KobaJiap eTKi3in »kypreH Kaszakcran
OefiHesiey oHep caslacblHAFbl CypeTLi-
MYCiHLLisIepi Kesiecei.

Tankbinaynap

Byrinri nynuene mycin enepi 6iprasnai
OarbITTapMeH JaMblll Kesieni. «O3apa
OadsiaHbIc: eHep cyx6aThl» aTThl OipiHLLi
XaJIbIKapaJibik MyCiH OMeHHaJIeCiHiH
3epjesiey TakblpblObl MYCiHIi @Hep Typi
peTiHjie TaHyMeH KaTap, OHbIH CaH KbIPJIbl
JIOCTYPJIK ?KOHE OChbl 3aMaHFbl 69CEKeIeCTIK
emec 6ipiH-6ipi TOJNBIKTBIPFBILI epeKIleiK
TeIl KapacTblpyra caspl.

OcbiHpait 6arbITTap/blH KaTapJac 1amybl
eyponaJblk aBropJapbl xkeHe TMJI esiepi
MYCiHLLIIepiHe TeHIeH 19PEKee TOH.
Kasakcran MeH aseMIiK MyCiH eHepiHje
60JIbII 2KATKAH KaFIadJapbIHbIH KeH
MeJIIeMAl KopiHiciH 6ailkayFa MyMKIiH/LK
Oepeni. Kazak MyciH TapuxblH1a »KaHALIbLI
OarbITTa KOpiHic TanKaH MyCiH Kepmeci
apKbl/Ibl OeiHe/Iey 6HEPiH/Ie KaHA KbIPbIHAH
allibl/IiFaH KMHeTHKa OarbiThl Kazakeran
mycinuinepine biknas erti. EXPO-
2017-nin Moenu H6arnapaamanapblHbIH
6acTbl OKMFaJlapbiHbIH 6ipi AcTaHana
2017 xkblaabiy 4 wisngecinen 6acran
4 TaMbI3blHa Jedin oTKeH. biszin
esliMi3 yuIin 6y 6ipiHii hopmarTarbl
XaJlblKapaJiblk Kepme O0JIFaHbIKTaH OHbIH,
LIapTTapbl MEH MaKCATTAPbIIA KeH KeJIeMJIe
olsacthlpblibl. Kepme ocbl 3amMaHfbl
MYCiH OHEPiH CYHFATTbIK KOPKEMJIIKTe
MeHJTiHIIIe IOUEKTI TypJIe 3epjieney, ap

TYPJi eIepiiH MyCiHIIJIepiH, OaFbITTapbIH
9p TYpJli 2KacTarbl cypeTkepJiepine aekin
Oi3/liH 6Hipre KOHiI O6ipy €ypasusiIblK
KOPKEMOHEPMEH XaJblKapaJlblK KOpKeM
KaybIMJIACTBIK apachlH/la camnaJjibl cyx0aTThIH
HOTHXKECIHE 2KETY MaKcart eTiJLi.

Byrinri apt-Hblcanaapbix
00pas/ibiK - CYHFATTHIK (MJ1aCTUKAJBIK )
MYMKiHAIKTepiHiH KopiHicTepi
KJIACCHKaJIbIKTaH OacTan Ke3 KeJireH
MaTepHaJlIaH KoHe MYCiH/iK-KOpKeM
OWJIaH aBTOPJIBIK ThIH LIELIiMre IeHiHTi KeH
CHeKTPJIiKTI 6aiikaTaibl. YKasnbliamanbik
JKOHE epeKIIeiK, KapPbIM-KaTbIHACTBIK
MYMKiHZIKTE€p MEH TYCIiHIKCi3/iKTiH, ce3iMre
anapap »KoJi1apbl, KahaHablK MojleHHeT
TYPFBICBIHAATBI VITTBIK KoHE yKeKe OACThIH,
03iH-03i TaHybl, 2kaHa KOpKeMJiK Gpopma
i3niey xKoHe GYTiHTi aBTOPJIbIK TasanTaphl.
Ocbl 3aMaHrbl KOPKEMOHEPJTIK YPAiCTiH,
JlaMy TMHAMHMKACbIH aHBIKTaHTbIH 9pTYpJli
)arnaiaapbl. COHBIKTaH, OCbIHAM KaT-
KabaT KeHICTIKTe CypeTLLi e, KopepMeH
Jie e3/1epiH Kal caTbllaH KopiHeTiHiH Oiry
oTe MaHbI3/bl. OCbl XKepjie 0J1 ekeyiHe 1e
HbICAHMEH JIe K9He TipLUiJIiK HeCiMEeH Jie
KapbIMKaTblHaCTa 00JTy MYMKIiHJTi aJIFbl
LIapTKA alHAJIa/IbI.

Buennanenin 6actel okMracbl —

Oearizii eyponasbik Contemporary

art cypeTilijiepiHiH KaTbiCybl O0JIIbI.
Kazakcranapik KopepeMeH MyH/1ail OChl
3aMaHFbl KOPKeM LIblFapMaLlbl/IbIKKA

9Jli KyHIe CeHIMCi3/iKIeH Kapaca aa,
OJIaPJIbIH KYMbICTapPbIMEH TaHBICY -KOpYy
apKbl/bl KaObLIIaHATBIH 00pas/ibIK ce3iM
KOKXKHMETiH KeHiTil, aCCOLMATUBTIK OlJlayra
TYPTKi OOJIBIMN, OCBI 3aMaHFbI KOPKEM/IIK
ToxKipube KOHTEKCiHe eHyre, TynTen
KeJIMeH/Ie SMOLMOHAJIbIK KOOAKy MEH
KaHaFaTTaHY/bIH »KaHa TYHCIKTEPiH alliThl
Jieyre a611eH 6onajpl.

EyponaJibiK aBTopJiapibiy
LiblFapMaJiapblHa CiHipiJireH ceMaHTHKaJIbIK
»KyMOaKTapbIH Oi3/liH OAbIMbI31LIA 11ely
CYPETLIiHiH HESICBIMEH 9pKe3 yHece
O6epMmeyi MyMKiH. OpuHe, Oy MyH/1ai
KopMeJiep/iiH, 6acTbl MakcaThbl 60JMaybl
J1a MYMKIiH. eHep TYbIH/BLIAPb! ©3iHIH



MaTepHaJIbIK O0JIMbICBIHA aHHAJIBI,
asiKTaJIFaHHAH KeliH Kepin — KaObl11araH
caiiblH KbIp-ChIpbl allbl/IbII, apbl

Kapai xketisie 6epei. MyHnait kepkem
HBICAH/IAPMEH TiJIre KeJly, KOJIbIH Ta0y MeH
QILICTEPIH i3/1eyre casijibl, 2KoHe OHbIH, 6api
TeK KCIMO3ULUSAJIBIK KeHICTIKTEe O0Ia/bl.
CoHJbIKTaH, KOpMe — 0J1 KOPKeMOHepJliK
VIEPICTiH asikTasap CoTi eMec, xKaJjraca
OepeTiH Typi.

Kasakcranapik aBropJ/ap 6oJca KeH,
ayKbIM/Ibl 9PTYPJli CTHIHCTHKAMEH Koca
MaTepHaJiiap, LblFapMallblIbIK YCTaHBIM
KepceTTi. CoHbIMEH KaTap, KJacCHKaJbIK
OHEepPJLiH KpUTepUIJIepiHe Heri3eiere
VITTBIK MYCiH MEKTeOiHiH 63 epeKILiiriH
cakra# OTbIPbII, IKCIIEPUMEHTAJIIbIK
i3neHictin He Gip 6atbL1 1a Oipereitiri
kepinic TankaH. OJ1 KOMIO3ULHSIJIBIK
KYPbLJIbIMAAP/IbIH, LIeliMiHeH, (hopMamMeH
JKYMBIC iCTeY/IeH, OpbIHAAJY L1eOepJlirineH
Oarikasanpl.

Kasakcranapik Contemporary art-Tbit
ara Oybit ekiJi [ Tpskun — bByxapos
OyJ1 2KOJIbI 63iHiH Tpell-MaHK CTHJIiHAETI
OHEePIH KaJIFACTbIPA KeJlill apFbIMaK poMi3iH
acipesiel, aBTOPJIBIK cTeO» — AeHTiHAeH
auFbIp MYMKIHLMH allIbIKTalThIH « MycTanr»
KUHETHKAJIBbIK HHCTAJJISILUSIChIH KopMere
Koiiran. Ocbl 3aMaHFbl OHEP epeKLLIeiriHiH,
KEH TaparaH Typi a:kya — MBICKBLJI
HalikataTblH 1ibliFapMadap jerid Hlamuab
[ynues xasnractbipajibl. OHbIH MyCiHTe e,
UHCTAJLIALLMSFA 1A 2KaTKbI3yFa O0JIaTbIH
«Maromejike Kapar KeJjie KaTKaH Tay»
»koHe «Buncent» (Banrorka apHaJsras)
apT-HbICAHAapPbl COHbIH aliFarbIHIAK, 931/
acrapJiail TyCipreH OHbIH MaTepHasbl —
©30€KTiH Kbl KyMbIpaJapbIHbIH
CBIHBIKTapbIHAH KacaJjiFaH obpasiap
reorpadusaan Maraymat 6epyMeH Katap
KepepMeHre Ka3akThl Top:KiMaJar TypraH
CHUSIKTBI.

«Tinpecy 6i3ziH 3aMaHbIMbI3a OTE
MaHbI3/Ibl KoHE 39PYJIiK KOHLEIIHS:
CeHikiHe YyKcaMalTbIH JyHHEeH] KaOblaaai
6i/Ty, KypMeTIeH Kapay Kepek-ak. ocipece,
©Hep caslachlHIAa eMipJieH Jie MOHIipeK Ie
JIeHUMiH» — Jien e3iHJiK nikip Oiipren

Anyapn Kazapsan. Kasipri tanua mycin
OHepiHIe 63IHAIK OeTOYPLICHIH KUHETHKA
OarbITbiHa OPaRJIACTBIPbIN 63iH/IIK
3epTTeyJiep MeH XKaH-KaKThl i3[eHiCTepiH
KOJIFa aJIbIIT 2KYPreH MyCiHLLiepaiH, Oipi.
3. Kasapsin — Kasakcran mycin eHepinjie
O3iH/IiK CTHJIi MEH epeKlile KoJTaHOachl
6ap tanbiMas 1e6ep. OHbIH KONTereH
JKYMBICTAPbI 9p aslyaH CTHJIHCTHKAJIBIK
anicrepimen OipikTipisireH. bya TybiHABLIAD
KaMepaJiblK KoJla KOMIIO3uIusJIap,
KepaMHKaJIbIK [TaHHOJIap, COHAM-aK
MOHYMEHTaJIIbl }KYMbICTAp OOJICHIH —
OpHATy TYPFbICBIHAH 6Te KYpJei.

9. KazapsiHHbIH LIbIFapMallblIbIFbIHbIH,
HEeTi3ri TY>KbIPbIMAAMAaChl OHep
TYBIH/BICBIHBIH MTala 60Jybl MEH KYPbITybl
6os1aThIH LLIbIFAPMaLLIbLIBLIK aTMochepara
cinreme xkacaibl. Kepepmennepin
Ha3apbIH ap TYpJli MaTepuasgapaaH
JKacaJiraH, KOHCTPYKTHBTI MYCIHIEP/LH,
HAKTBIJILIFbl MEH 9KCITPECCHUBTIMIINMEH
aWKbIHIAMA/IbI.

Mynpa ci3 6osat Kabesbaep CUSKTbI
KOPKEM eMeC MaTepHaJIiaH »Kacajran
JKYMBICTAP/IbIH, TYITHYCKA CEPHACHIH Kepe
aJjiacbis. bys1 kepkem emec maTepuas oiaH
a0CTpaKTJIi HHTEPbeP KOMITO3HLUANAPDI
yKacanajpl, oJap KabeJsb/iH eJieMi
MEH JuaMeTpi e3repret karuania
MOHyYMEeHTaJI/Ibl MaclliTabKa eTyre
MYMKiHJiK Oepejii. Op Matepuasijia e3iHe
TOH CTHJIMCTHKAJIbIK HeMece KOpKeMJLiK
anicrep auibliabl. JKasbIKTbIKTaFbl
MeTaJljibl TYCiHY JKoHe ce3iHy, popMaHbIH
KEHICTIKTiK TOJITbIPbIYbl MYCIHLLI YHEMi
TaxKiprOe Kacar OTbIpajibl XKoHe O3iHiH
9KCIPECCUBTI dJlicTepiH Taba ajapbl.
ChIPTKbI KOMMO3HUIIUSIAP MOHYMEHTAJ/IbI
KoJIeM MeH MUHHUMaJ/IbLIbIFbIMEH
epexiiesieHe/i. ABTopibIH 031 alTKaHai,
OJ1 YLLIiH €H 0ACThIChl — LLIBIFAPMALLbLIbIK
BAaKyyM/Ibl KEHYT'e KOMEKTECETiH
KepepMeHMeH Oafsianbic. « CypeTili — 3
JKYMBICTapbl apPKblJIbl 2KaH-lyHUECiHiH
TePEHIriH alllaTbiH OAKBITTHI afaM.
KepepmeHnyiep oHbI TyciHe aJlaTblH 2KaKbIH
ajamjapra ailHasajibl. MeH yuliH kepme
MaKCaThl 2KYMbICTaH Tepi UMITPOBU3ALHSAFA

Central Asian Journal of Art Studies Volume 6. Issue 4. 2021



132

Central Asian Journal of Art Studies Volume 6. Issue 4. 2021

ariHaJsibl. PeTpocneKUMsHbIH MiHAETTePiH
KOHFaH »KOKIMbIH, 01 aJ1i epTe. Kepme
uieGepxaHaHblH, UEsIChl apKblJlbl
IIbIFAPMALIbUIBIK 2KOJIJIbIH aTMOC(hepachiH
JKeTKi3yre apHaJiFaH, OHJla epTe e, Kell
Te yKyMbIcTap 6ap, Kasipri yakpITTa He
icTen »KaTKaHbIHBI3/IbI 2KoHe OoJialliakTa
He apMaHIaUTBIHBIHBI3IbI Gisyre

6osazibl. ©OMipae 6i3 6ip HopceHi TypbiC
yrbiHOaraHaa, HeMece asKraMaraH

Ke3Jle opaJjlyra MyMKIiHJiriMi3 koK. OHep
OTKEeH[I Ka3ipri yakbITKa »KeTKiyre
MYMKIHAIK allagpl» J1ereH nikipaepimex
O. Kacrees aTbinarsl eHep My3eHiHzaeri
LIbIFAPMALIBIIBIK Ke3ecyinae 6eJ/1iCKeH
(Banacenko).

9. KazapsiHHbIH LIbIFapMasiapblHbIH,
CaH aJlyaH/blIbIFBIMEH KATap, 0J1 TONTHIK,
KepMeJiepre, CHMITIO3UyMap MeH
pesuIeHUMsIAapFa KaThICYbl, KEeKe
rajepesiiapra, 6acrnacesaepMeH XKyMbICbl
OHBIH, dJIEM eJIJIepiHe canapJapbl >KOFaphl
eHOeKKe KaOiNeTTlirH epekiieeii.
Kagipri tanja myciniinin KaJja KeHicriri
MEH COYJIETTIK HblCaHAAP/bIH, ilLIKi
KOPiHICiH KOpKeHTYyIe Kol yJec Kocya.
Keiiinri )ko6anapbiHbiy, 6ipi, Kek-tebezeri
Beatles To6biHbIH eckepTKitniHin, MEGA
cay/la-oiblHCaYbIK OpTaJibIKTapblHbIH
JKeJliciMeH 6alyIaHbICThl TYKbIPBIMIAJIFAH.
Onbin « MEGA Alma-Ata» keteninae
OpHaJlaCKaH «yaKbIT LIKaJachl»
KHHETHKAJIbIK MYCiHi Kagipri 6eiHesey
eHepiH/eri 2KaHa 6eTOYPBICTBIH HbILLAHDI.
«MEGA Park COO» opnanackaH « Y
3JICMEHT» MOHYMEHTAJIIbl apPT-HbICAHBI
CypeTLli WIbIFapMallblIbIFbIMEH
KeJtyLisiepaii TaH Kasablpajibl. 32 MeTpJIik
«Yur snement» mycini COO-ra
opTasbIK Kipebepicinue sckanaTopJiap
apacbiHaa TYpPFbI3blIFaH (cyper 3).

Op TypJi nitinzeri GeJiekTep Teciim,
KecKinjenreH obpasnarsl 6efinenepin,
cyOypKaKIieH YHJIeCKeHiH Kope alaMbl3.
Bys KMHeTuKasbiK OarbITTa XKacasraH
Mo6uba MyciH. OHbl 6ip Ke3kapacrneH
uieKTeyre Hemece Oip Kajpra Tycipyre
6oamaiisibl. CoHbIMeH Katap, OyJ1 LiblFapMa
TOT GacnaiThiH 60JaTTaH, KepaMUKaJlaH,

1a3ypblleH XKoHe GipHellle HaKblpbiM
apKaHHaH »KacaJjraH.

:
5
2

By -
1%
4

i

Cypert 3. 9. Kasapsi « Y11 a/ieMeHT» apT-HbICAHBI,
«MEGA Park COO», AnimaThbl K.

KasakcTaHHbIH MYCiHi a/1e MK
KOPKEMJIiK [TPAKTHKA/a OTill 2KaTKaH
JKaJllblFa OpTaK rnpotecke 6arbiHa
oTbipbin, KazakcranHbiH Ka3ipri 3aMaHrbl
OHEPIHIH JJaMy MOHMOTIHIHE €Hill OThIP.
Kepkemiik ofiyiayibiH, CTepEOTHINITEPiH KEeHY
KaXKeTTiJIir TYbIHAAUIBI, LIbIFAPMAaLLbIIIbIK
IKCIepUMeHTKe, popMa casachlHaarbl
JKAHALLIBIILIKKA, MYCIHHIH OeiHesi
9KCIPECCUBTIJIINHE, OHbIH KaHPJIbIK
JKOHE THIOJIOTUSJIBIK epeKIIesiKTepiH
KEHEHTyre, CTUMBAIK 9PTYPJIJIKKE 1ereH
KbI3bIFYLLIBLIbIK apTajbl. [leGepaepin
Kasipri yprarbl 2KaHa »KekKe 9JIeT-FypbIlTap
MeH KopKeMIiK OeTaJjibicTap/bl Kocyra
bIKNaJ eTefli. ©3 1blrapMasapbina oJap
peavICTiK MJacTHKa I9CTypJiepiH KaiTa
TYCiHAIpei, YATTBIK Hiaessapabl Kaobliiay
TapUXU MYPaHbl Ka3ipri 3aMaHFbl TyCiHyre
JKOHE YaKbIT TaslalTapblHA KAHILAJBIKTbI
TOyeJsli eKeHiH aaJenaeii. O3in-esi
Ointipy O0CTaHIBIFbI XKaFAaNbIHAA KypbIJIFaH



CypeTLiJiepAiH XKYMbICTapbl HHHOBALMSIFA
OarbITTaJIFaH »KoHe XKaKblHIa Oedriji 6ip
»KeTicTikrepre »keTTi. Kasipri 3amanrbl
MYCiHJIe 2KaHa MaTepHaJsIap/ibl XKoHe
’KaHa OeliHesiep/li XKacayra oKeJieTiH
KYPbLJIbIMIbIK - [IJIACTHKAJIbIK 2KYHe e P
napjanany MyMKiHZIriH aHBIKTaUTBIH »KaHa
TeXHOJIOTHSAJIBIK d/licTep naraa 6oaibl.
Mounakyn Hapeim6etos (1946—2012) —
Ka3ipri 3aMaHfbl 6HEP/Li JaMbITyFa KoHe
oHbl Kasakcranua raHa emec, COHbIMEH
Katap Opra/ibiK A3usiia KeHiHeH
HacHuxaTTayra yJKeH yJjec KocKaH Kpiabli
TpPaKTOp apT-TOObIHBIH OACThl KalpaTKepi
(1990). On 2kapKbIH TyJIFACbIMEH,
OYJIIKILII Xapu3aMachbIMeH epeKIIeseH]l;.
OainiH epexliie KapaTbliblCbIMEH
uiebGep cypeTLili WblFapMallbl/IbIK
oHep TypJepiH 6aTbli urepred. OHbIH,
LIaMaH/IbIK aHbI3/lapFa »KoHe apXauKaJblK
MasMyHbl YHJIECKEH TYbIH/IblIaPbI
3aMaHayH 0oJibiN Ta0bl1aabl. Modiakyi
HapbiM6eTOBTbIH, aBTOMOOUJIbE PJIiH
€CKi pe3eHKe IOHreJICKTepiHeH yKacaraH
Mycinepi Oi3/liH esiMi3/iH lIeKapacblHaH
ThIC 2KepJiep/ie Jie TaHbIMaJl 2KaHe OHbIH,
HIbIFAPMALIbLIBIFBIHBIH, €J1eYJli TYbIH/blIaPhl
6osibin Tabbl1abl. Kazakerania Kbl
caitbii etetin ARTBATFEST xasbikapasibik
3aMaHayH eHep (hecTHBaJiHiH asichbiHa
«Keknap» (cypet 4) TyblHIbICHI
YChIHbLIIBI. JpaMaTHKasbIK Ky xKirepre
TOJIbI €Till 2KacaJ/iFaH »KyMbIC Kasipri
ke3je O. Kacrees KP MOM agianpinia
opHatbliraH. CoHbIMeH KaTap, «AnaM KoHe
EBa», HpOHUSIBIK 2KyMbIcTapbl «Tak»,
«Bapaxosika», xoHe MUoOJOTHIMEH
(prs0COUSNBIK ThIICBIMFA TONB « KyH
KO3FaJITKbILI» Kapa JIOHbI3bl ChIH/IbI
JKYMBICTApPbI KaJla illliHe KOHUbIJIFaH.
ApT-HbicaHblIa aJ1jIbIHA YIIKEH JONThI
JloMaJian TypraH KOHbI3/bIH MYCiHiH
oefineneiini. [lIbirapma KopepmeHre exkesri
ckapab KoHbI3bl — KyHHiH CHMBOJIbI
TypaJibl MOHTIJIiK opaJy, eHOeK MeH
HIbIFApMalIbIIbIK UeSChiH GeiHeseATiH
MHpKe cinTeme kacailapl. Mosnakyn
yLIiH OYJ1 Ka3ipri 3aMaHFbl ©PKEHUETTiH,
CUMBOJIBI, 0J1 OYTiH/IE »KaHAJIapbIH 2Kacay

eMec, FachIpJIbIK MOJIEHH KYH/IbIIBIKTap/ibl
Kailta enzey. bya xkobana cyperiii conbiMeH
KaTap OYriHTi KyHHIH 9KOJOTHSIIBIK
npobJieManapbl TypaJibl OUIaHAbIPALlbI.
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Cyper 4. M. HapbimGetoB «Keknap».

Kenicrikreri eHep TyblH/blIAPbI
Tek Oip CypeTlliHiH TapanblHaH
raHa emec, 6ipHellle acrekrijepje
KapacThIpbLIAJbL: XKapblK, KoJeM, TYC,
bIPFaK CHAKTBI KOMITOHEHTTep/eH OacKa:
VThIM/IBIIBIK, 2KAHAJIbIK, COH-CaJITaHaT,
YHAJECIMAITIK, COYJIETTIK COUKECTIK,

KaJla aTMocepachlHAaFbl KOFaMIbIK
KepKeM KyOblIbICTap/ibl OPbIHAAY KaKeT.
KaJsianblH, KeHicTiriHiH »KaHa I bl/bIFbIHA
JIereH KbI3bIFYLIbI/IbIK [TeH OFaH yJec

KOCY Kasipri 3amaHayu MyCiH eHepiHieri
CTHMIAHK, KHHETHKA CEeKiJIIi OarbITTaphl
cypaHbicka ue 6oJiibl. biszi asnemue
MBIKTbI Kel10acublIap/iblH, CTepeoTHIi
OacbIM. bisre 6u/iKTiH HEMece casicaTTbIH,
MaHbI3/bI/IbIFBIMEH TaAHbIMAJI alaMIap OTKeH
FACBIP/IA 6TE MAHbBI3/bI OPBIH/bLI HeJEH .

An xasipri XXI raceipa 6i3 KapacTbipaThbiH
KeHinKepJsiep/iiH OpHbI MEH MiHJIETi 63repi.
CoHJpIKTaH, cypeTiijiep 0TKeH MeH GyriHi
CaJIbICTBIPA OTBIPHIM, KaJaJblK HHTEPBEHIHS
TYbIH/bICBIH 2KaCa/lbl.

Keii6ip Kananap MeH opTajibiKTap
JKEPriJIiKTI TyPrblHIap MEH KOHAKTapra
MOJICHH KOHE SCTETHKAJIbIK dCepiH
APTTBIPYFa THIPLICATBIH KypaJiap/biH 6ipi —
KOFaM/bIK KeHiCTIKTeperi TYpaKThbl 6Hep
MeH MYCiH TybIH/blIapbl. Tanceipbiciien
OpbIHJIAJIFAH Kolle OHepi, COHbIMEH
KaTtap pykcart eTiJIMereH Kelle eHepi
(rpacuTH) Ie KOChIMILIA YJIeC KOCA/bI.
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Ounap 6acka yakpITilia ic-1apasapmMeH
KaTap KelTereH KepepMeH TypFbIHAAp
MeH KOHAKTap/lbl KbI3bIKThIPbII TabbIC
KO3iHe aliHaJybl 1a MYMKiH. YaKbITLIa,

»KapThlaai TYpakThl HeMece TYpaKThl O0JIbII

KEJIETiH KOPCETiJIIM HeMeCe OKUFa Ke3
KeJITEH KbI3BbIFYILbI TyJFaJapra KenTereH
HaTHKesep 6epeni. Bys TybIHABIIAPABIH
MaHbI3/IbLIbIFBl MEH 9CepiH KopepMeHep
03/lepiHe O3€eKTiJIi JereH XKarblIHaH Kope/i.
Bys1 06beKTHB KepriJiikTi, yITTHIK HEMece
TiNTi XaJblKapaJsblK OaFbITKa Ue GOJIybl
MYMKiH, »K9He Jie, 0J1 ipreJii 9KOHOMHKAJIBIK,
9JIeyMeTTiK HeMece MaJieHH O0oJlybl 1a
mymkin (John Thompson, John Day).
Ann6ek MepreHoBThIH «AsaTay»
(cyper 5) xkoHe «Corbic» (cypeT 6)
TYBIH/IbIJIAPbI ©3iHiH 8JICYMETTIK —
T'YMAHUTapJIbIK MOHIMEH epeKIIeNeHEeTiH
JKaJIFbI3 2KYMbIC JIeCeK apThiK O0JIMakibl.
«CorbIC»: 63iHEH KEeHIJITeH XKaybIHbIH,
KeyJleciHe LIBIFbIN asFaH, Oipak e3i e
J19J1 COHJIAN 9TELL 2KEHIC 9HiH WbIPpKAYA.

Cyper 5. A. Meprenos «Anaray».
Kosia. Anmvarei K., 2015.

ABTOp/IbIH HEHI MeH3ereHi TYCiHiKTi
6os1aTbiH CUSIKThI. AJT «Asatay>»

MYCiHi 60J1Ca — OHBIH CEMaHTHKAJIBIK
noJIMOHUSICBIHBIH, epeKLIeNiKTepi apHakibl
KAapacTbIpy/lbl TAJall €TeTiH KypueJi 1e
Ker KabatTbl 06pa3. OHbIH JEHTMOTHBI —
Anaray aTbiMeH GaillaHbICThI «aJsa-KyJa»
6enepaepai meHzedi. Taybl MeH fasachl
Ka3ak >KepiHiH JanamapT epexiestiri
OoJica, eKiHLLi KaFbIHaH aJlaM1apbIHbIH
OaTbIpJblFbIMeH OarajiaHajpl. Byrin cod
OaTbipsap 0Opasbl THIM XKapHamaJiaHblIl,
KasakcTaHHbIH Ke3 KeJIreH »KepiHeH aT
YCTiHAETi Hal3a/bIHbI Kopyre 60J1a/bl.

Bip kaparanna Ann6ekTiH e AKyMbICbIHaH
COJI I9CTYPAI Kepyre 00JIaTbiH CUAKTHI,
Oipak OHbIH TAPHUXbI O3TelLeeY.

A. Meprenonrin «Kekrem» (2003 x.),
«Kep ana» (2010 xx.) enbeKTepinie
TaKbIPBINTHI OefiHeNeHTiH (TabuFaT nexH
TEXHOJIOTHUSIIAP YIITACTBIPbIIFAH —
Kazipri ojieMre ToH ) aiblH MEXaHHKAJIbIK,
OyibIMIapaaH »kacasrat GeJieKTepi

Cyper 6. A. Meprenos «Corbic».
AsioMuHuit.



KOCYMEH JI9CTYPJli KyHMaHbIH, YHJIeCiMiH
Oarikayra Gosiajibl. « Kekrem»
KOMITO3HLUSACHI: KIlUKEHTAaH TYFbIP/a €Ki
JKBIJIKbI 2KOHE 0J1ap/ia OThIpFaH OaJiasap/ibiH,
HiblHAWBI TypriatTapbl 6ap. Mycin
KOJIaJIaH yKacaJjiFaH, MaTepuas ajiThbiH
JKBUITBIPFA JIEHiH YKbIThIPATBIIFAH, OYJI
YKYMbICKA KYHHiH TyciH Gepeni. Kymbic
MYCiHII 06beKTiHIH OpraHUKAaJbIK XKOHE
MeXaHHKaJbIK KOMIIOHEHTiHiH, 6acTarnkpl
MaKcaTbIHaH abCTpaKLUHUAIaHbII, OJlapabl
Oedrisi 6ip 3amaHayu KUOOPTThIH,
KOPKEM/IiK-CeMaHTHKAJbIK MOJIe/TiHe
alHabIpa/Ibl e O0JKAN/IBI.

2014 »xbinrbl «Jlon Kuxor» mycini
(cypet 7) xxone 2018 xblrbl «Asnap-
Koce» (cypeT 8) TaKbIpblObIHAAFbl CTUMITAHK
TybIHIbIIapbiHaa cypetii P. AkaHaes
MeXaHUKaJIbIK KyPbIIFbIIAP/bl KOJaHa
OTBIPBIIL, OJIAP/bl MYCIHIIK KOMIIO3ULIUSIFA
«abaiyan» enrizei. Mbicassbl, «J{on
KuxoT» wiblrapmMachlHbIH J€UTMOTHBI —
JKAJIFBI3NIBIKTIH, TPAresiChl, COHABIKTaH
3apjar 1ekkeH, 6ipak »KaTTaHFaH ajaMHbIH,
npo6JiemMachii KailTaaan ketepei. byn
JKarpanaa apamaliblk MHTOHALUs JePJliK
ecrineni. Jlon KuxorThin 6efiHeci MeTaJn
0eJIiKTepIACH «TOKBIJIBIT», 6aPJIbIFb
Oipre CTUMIAHK CTUJIiHIH 3CTEeTUKAChLIHA

Cyper 7. P. Akanaes «Jlon Kuxor», Anmarh K.

KeaTipinrenre ykcaiuel. Anafina, rypnart
ThIM CTATUKAJIbIK, ABTOP illIKi NOTE€HUHAJIIbI
YKOHE YKAPBIJFbILI SHEPTUSIHbI KAXKeT
eTeTiH MaTepHaJiibl allla aJMaraH CeKiJii
(AxmetoBa 199).

Kasakcranapik MyciHii »KoHe cypeTii
3ysxapnait KoxkamKynoBTbIH «AKusIap/p!
KoTepeTiH sHeprus» (cypet 9) xkoHe
«Ko6bimanne bateip» (cyper 10) Anmatsi
KaJacblHaa opHasackaH. CTHMIaHk
CTHJIIHJIEC OPBIHIAJIFAH MOHYMEHTAJ/IbI
3aMaHayH MYCiHIeP/iH OpKaNCbIChIHBIH
canmarbl 3—4 ToHHanaH keseni. Cyperiui
63 XKYMBICTApbIHA apHAJIFaH MaTepHaJIIbl
OapJIbIK KaJlaJiblK KoHEe KaJsla MaHbIHAAFbI
T)KO izneiin. [lleGepxananan »KyMmbicTap/bl
TacbIMaJsAay YILUiH OJIapAbl OPHATY YILIiH
apHaibl KpaH KaxkeT 6oJi1bl. KyaTThl
9pi ayKbIM/Ibl KOPIHETIH MYCiHAEPILiH,
OeliHesiepi KopepMeH Ha3apbiH 63iHe
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Cyper 8. P. AkanaeB «Asnnap Kece», Anmatbi K.
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Cyper 9. 3. KoxkamkyJioB
«AKkuusiIapibl KoTepeTit Kyar», AJMars! K.

Cyper 10. 3. KoxxkamkysioB « Ko6blianis 6aThip»,
CTUMMAHK-MYCiH, AJMaTHI K.

ayJlapbliM, KbI3bIFYLIbLIBIFbIH TY/bIP/IbI.
Kasakcran GeliHesiey eHepiHeri CTUMIAHK
OarbIThbl KEHiHT1 2KbLIAPBI MYCiHE KOpiHe
6acranpl. JKanrakrap, 6osatrap, ravikanap,
CbIMJAp, MalllMHA KO3FaJITKbILITAPbIHBIH
MeXaHHU3MJEPi KoHe Tarbl 6ackanap —
6opi MmaHbI3/bI. 3. KoxkamkyJioB
LIbIFapMaJiapblHbIH, OefHesnepi eki aJeMHiH;
MallMHajsap MeH TaGUFaTThbIH apachlHAATbl
KeHiCTIKTiH 1ieriHe Heriznenren. TaGuru
3aTThIK MOTHBTEP MEH MeXaHUKaJIbIK
OeJILIeKTep KOHEPKACINTIK» CTHIIb/E
KaJIbllITaCKaH LIbIFapMaJiapra ailHasia
OTbIPBII, OPraHUKaJbIK TYPIE TOKBJIFAH.
«[lapuna crene#» KOMMO3UIUSACH AsTMaThHI
Pecopr aybl/ibIHIaFbl aT-0HbIH-CaybIK
KEeLLIeHiH/Ie OPHATBLIFAH.

Mycinne ecki Mertas GeJlIeKTepaeH
JKHHaJsFaH eri3 Oerinesnienred. OHia
yiJaeHy 6ac KuimiHzeri «coykeseci»

JKo9HE KOJIbIHIA KaJKaHbl Oap aned
Oetineci. Hbicanna GykaHbIH TOJIbIKTAN
TYJIFAChl 2Kepre, jasnara, OHbIH Teric
JKa3bIKTBIFbIHA MapadJijienb O0JaTbIHIaH
eTiN opHaJacTbIpblIFaH. AJl, KeHiCTiKTe
TeK alKbIH »KoHe HeaepJii 6eti 6ap aiien
rana ketepisien. [latuiafibIMHbIH, KHiMiepi
KillIKeHTal MeTaJlJl 3JIeMeHTTepMeH
Oe3eH1ipiireH, OHbI TOJILIFbIMEH yKababl.
Mycinui xaHyap/ibiH KepHeyiH, OHbIH
aybIp aJiFa »KbIJIXKYbIH KepeMeT JdJILiKITeH
JKeTKi3/i. ByKaHbIH MOWHBIHBIH Uiy
CbI3bIFbI KOJIIMIT JMCK KECKILUTepi MEH TiCTi
cepeJsiep epekiiesieHesi. AsgkrapbiHua —
TyTKaJap MeH taprnaJjap. YKauyapaapiapit
MYPbIHAAPbI Kecyre apHaJiraH TicTi
KeCKillTeH, aJ My#Hisaepi KyObipJaapaaH
»Kacasran. MyciHili ochbl CTHIBJLIH,
OapJibIK L1apTTapbiH opbiHAabl. Epekiie
©CKEPTKILLl 2KePJIeH CaJl KOTEPIJITeH TOMEH
TYFbIPFA OPHATbHLIbBL. YIAThIH KYHPBIK
JKaHyap/blH KO3FaJIbICBIH Oaca KepceTeni
JKOHE COHbIMEH 6ipre Karnmnai KyMbICKa
»KeHiik 6epeni. MoHyMeHT aBTopbl

€CKi KeHEeCTiK MOHyMeHTaJ|/Ibl MEKTENTiH
1ieHOepiHeH WIbIFbIM, MillliH KeHIiCTiKTi
LIeKTEMEHTIH ajla MEHTAJIUTETiH Oiipy
dopmyaachit Taba anjpl. Metasi
3aTTap/aH »kacaJjirat Kejieci MyciH (ecki
JKoHe 2kapamcbi3) — «6yka» (2016).
Buikriri 250 cM 6os1aThIH »KaHyap/IbIH
(urypachl TysiKTapmMeH rnopliieHbaepieH
»Kepre Tipenesi. boarrapbiz, raiikanapibiy,
JKOHE PeTTeJIeTiH KiJTTePAiH Kol MedJLlepi,
OaJjiraMeH YpblIl-COFy XKoHe TeKcepy
KaJOpsepi OyKaHbIH Kyl MeH KYLIiH Oaca
KOPCETETIH eTin opHaThlIaabl. My#iznepain
Herisi-KoHyCTbIK MOHbIHTipeKTep. TyMchIK
NeH MyHisfep AoCTypJli Typae Man
KYObIPbIHbIH, Ti30€KTepi MeH TYTiKTepiHeH
JKacaJirat, 6ipak 6acTblH, YJIKEH MaccachbiHa
KiJITTep MEH MOUBIHTIpEKTEp CaKUHAJIAPbIH
KOCY KecKinji 6ipiHiIi KOMMO3ULUsIra
KaparaHa aHarypJ/ibIM KYLUTi eTef.
BykaHbiH jieHeciH/e ¢i3 aBTOMOOUIIBIEP/LIH,
JUCKisiepiH, pe3epByapJiap/bl, KilllkeHTal
TepiJiepai, CAaKMHaJap MEH MeTaJlJl TOPMEH
KarnTaJsraH waibanapapl Kepe ajaachls.
Keckinai »KacaiiTblH HEri3ri eMeHT —



OyJ1 63 Ke3eHiH asgKTaFaH KeITereH
MeTaJlJl 2KoJIaKTap MeH cepinmnesnep —
OPTYPJli MEXaHU3MAEP/LI KO3FaJIbICKA
keaTipes, 6ipak Kasip osap KyaTThbl
»KaHyap GeliHeCiHiH esleciH yKacau/ibl.
By MyciHHIH TaGUFUJIBIFbI, HIbIHANBI
TabUFaThl TaH KaJablpajibl. KoMnosuimsiHbiH,
TaOMFH eJilleMIepiHeH 6acka, MeTaJll
KOKbICTap/IblH, KOMEeriMeH yKaHyap/iblH,
OapJiblk OeJILeKTepi MEH epeKIIeiKTepi
THIMIL TYpe 2KeTKi3i1ei.

Kepepmen Hazapsl epikcia rapbiil
OacraJjiybl yCTaHbIMIApbIMEH OeHHe/IeHTIH
KyaTThbl OyKa OeiHeciHiH CUMBOJIM3MiHE
opasianpl. Ochl ki libiFapMaa Kasipri
3aMaHHbIH [IPU3MAChl apKblJibl TYCiHAIpireH
reHeTHKaJIbIK KOJl KopiHe/i, oUTKeHi
Kasak (oJIbKI0pbIHAA OyKa Kellnesi
©Mip ThIHBICBIH OCHHEeJEeHTIH TaHOAJIbI
caH 6oJibin TabblIabl. TaHKanapJIbIK
niwingepre, 6equeKkTepre, yuakrapra,
MeXaHHU3MIEep/iH (hparMeHTTepiHe
apaJiacaTbiH Ken GeJllleKTep KoTepiirl,
MOHYMEHTaJIbl ThIHBILITBIKTA KATHII,
JKapbIJIFbILI SHEPTUSHbIH KaPKbIH/IbI
asieyeTi Tyabipajbl. 3. KoxKaMKyJT0BTbIH
MYCIiHAIK HbICAHAPbIHA 3aMaHayH
KOPKEMK HesyIapabl KOJAaHy1a
6aTblIIbIK, (hOpMasbAbl MHHOBALMSIAPBIH,
ACIIEKTIJIEPiH 3ePTTEYre XKoHe »KAaHA 3aMaH
ypaicrepin 6aiikayra Ta/mbiHbIC GaliKaaa/bl.

Ochi opaiina, A. KoTJioMaHOBTBIH
MOHYMEHTaJI/Ibl MYCiH OOHbIHIIIA
3epTTeyJepiHieri Ke3kapachl OpbIH/bL:
«Kaszipri 3amaHFbl 6HEp/Ii 1aMbITY
ToxKipubOeciHaeri qayJibl Moceseepais
6ipi - MeHIIIK KYKbIFbl. Atan aiTKaH/a,
OYJ1 alllbIK KOFAMJIBIK KEHiCTiKTe
OpHAJIaCThIPY/Ibl KAMTHTBIH YJIKEH KoJieMIi
MYCiHIe KaTbICTbl. OHep HbICaHbl, KEM
JIereHjie, OPHAJIACKAH KepiHe 6alIaHbICTb
Oearisi 6ip kacueTTepre e 60Jybl MyMKIH.
Mblicadibl, My3eli, rajepesi, KopMme 3aJibl
CUSIKTBI KeHICTIKTep/le KOUBIIFaH TybIH/bI
KepepMeHre 6eJrisi 6ip cyficneHIiniK
KypPMeT Ce3iMiH Ty[bIpPybl iCIIETT.

MyHzail KeHiCTIKTiH 631 YChIHBIIFAH 6HEP
HBICAH/IAPbIH caparniubliap MOHbIHIAFaH
KYHJIbJIBIKKA He eKeHiH Oiiipesi, onapabiH

KociOu OeslesiliriMeH MaKyJlaHFaH
TYBIH/bIJIAPFA KYPMETIIEH Kapayra
urepmesieini. lerenmenne, xkanapy
KAXKET €KeHiH TYCiHY KepeK, OUTKeHi oHep
Tisli GopiHe TYCiHIKTI OOJIybl MYMKiH»
(Kotlomanov).

KopbITbIHAbI

KanasblK KeHicTikTe opHaTblIFaH
3aMaHayM MYCiHHiH 1aMy epeKuiediri —
9JIEMAIK MOJICHUETTIH €H >KaKChbl KOPKEeMIK
JIOCTYpJIepiHiH XKaJjFachl. Anamaar
TipLIiJIriHAe 6HEep 9pPKALLaH ThIFbI3
HailianbicTa. 3amaHayu GarbITTarbl
MYCiHI€epiH MaFbIHAChl MeH (hopMachl
UJesChl aJlaM MeH Taburat yisiecimin
)Kysere acbipyra ymTblnaapl. Osap »kaHa
MiHACTTeP MEH »KeTICTIKTEPIiH KOPKEMIIK
WiesiIapbiHbIH 9CepiHeH JaMUIbl. 3aMaHayu
KasakcraH OefiHesiey oHepiHiH acreKTiiepi
COHFbI OH 2KblJI apaJibIFbIHA Kyp/esi
TaKbIPbIN asiChIH/A X KUHAKTAJIbII, YaKbITLIA
JKOHE KEHICTIKTi 2KyMbICTap »Kacal OTbIpblII,
oJlap/ibl KaJsia KeHicTirine opHaTThl. Kasa
kes6eTiH 6e3eHipyaeri MyCiHIIIEPIiH
TYBIH/bIJIAPbl KOFAMHBIH, PyXaHH JICHIeHiH
KeTepil, eMip/i KOpKeMiK MarbiIHAMeH
ToaThIpajibl. [eTenik xkoHe oTaH/bIK
aBTOpJIapAblH, MYCIHIK »KYMbICTAPbIH
KapacThIpblll, 3aMaHayH OaFbITTapbIHbIH,
Oesrisiepin H60J1i KopceTe ajlambls.
MyH/aFb! LIbIFAPMALIBIBIK i371€eHiCTEpMEH
CTUJIBIK dIiCTEPIEH, 2KAHPJIbIK
9KCMEePUMEHTTEP/IH dPTYPJIJITiHEH JKoHe
MaTtepHaJiapabl epekiie naiianaHybiHaH
Kope ajlambi3. MyciH eMip/iH pyxaHu
JKOHE 9CTETHKAJIbIK Ma3MYHbIH OalbITYFa
apHaJIFaH.

Makanana Kasakcran mycin enepinin,
KaJlaHblH, KOFAMJIbIK KEHICTiriH OesiceH/ii
TYp/le JKaKCapThlll, KaJla TYPFbIHAAPbI
MeH KOHAKTapbl YILIiH €H KbI3bIKTbl OHEP
HbICAHIAPbIH 2KaCaybl KEPeK eKeHLTi
Ko3raJibl. Byrinri Tanaa mycin enepinjeri
CTUMIMAHK, KHHETHKA OarbITTapbIHbIH,
013K CypeTLiJIepiMi3i TybIHAbI/IAPbIHAH
KOPIiHIC TalKAHAbIFbl KyaHTa/lbl.
[LIbirapMalibLIBLIKTBIH, OYJ1 TYpiHe AereH
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KBI3BIFYLIBIIBIK, Oip KaFbIHaH, KaFbIMJIbI
TaxKipubesep/ieH api aJieMJLiK apeHaja
OoliTy3eyre MyMKiHIIK TyFbi3/ibl. Korambik
eHep KoOaapbIHbIH TAKbIPBINTHIK XKoHEe
(byHKLMOHAJBI OaFbITBIH aHbIKTay KaJla
ayJaHJapbIHbIH, €PeKILIeJiriHe, OChl
allMaKTbIH TYPFBIHAAPBIHBIH KaciOiHe,
OHEPKICINTIK KOCINOPbIHAAP/IbIH, OKY
OpbIHAAPbIHbIH HEMece IeHCaYIbIK CaKTay
MeKeMeJIePiHiH OpbIHAapbiHA OaNIaHBICThI.
TexHUKa MeH eHepliH 63apa apekeTTecyi
aJlaM3aT AaMybIHbIH OYKiJl TApUXbIHA
Kesziece/li. ¥3aK yakbIT O0ibl OyJ1 o/laKTaFbl
TeXHoJIorHsiIap kKebiHe KoJaaHOaJ bl
CUIATTA KeJIill, CypeTLli UIesChl MEH OHbIH
MaTepHaJlbIK KOpiHici apacbiHiarsl Herisre
ailnasnran. bipak XXI raceipia texHoJsiorus
KT, CAaHABIK TeXHOJIOTHUSAIAP OHEPMIH
»KaHa TypJiepiHe aybica 6actajibl. [1iki
JKaJITbl 3aH/BIIBIKTAP/IbIH, aLIbIIYbl MEH
xabapaap 60J1ybl 9p TypJi oHep TypJepi
MeH CUMOMO3/IbIH, TeXHOJIOTHSJIBIK
MYMKiHJiKTepi apacblHAarbl 6aiiaHblC
peTiHie OHEPIIH XKAaHA HHTETPaJIibl
TypJiepiHiH naina 60JybIiHa MyYMKiHIIK
6epeni. TexHosorusiiapabl KoJgaHyra
HETi3Ie/ITeH OHE P AAMBITY 0J1ap/bl
KOJIIaHy acepiMeH OaiJlaHbICThl, a1 OHbIH
chopmanapbl, KyHIbIIbIKTapbl Gi3/iH
3aMaHbIMbI3/IbIH (PHI0COPHUSICHIMEH,
9THKA K9HEe 9CTEeTHKAJbIK OarbITTapbIMEeH
anbikTafazapl. Ocbl TYPFbIIAH aJFaH/a,
Kasakcranapik mycinwisnep 9. Kasapsih,
M. Hapbim6etoB, A. MepreHos,
P. Akanaes, 3. KoxkaMKyJIOBTap/ibIH
3aMaHayH eHep TybIH/blIapbl Kasipri
TEXHOJIOTHSIJIap MEH HHHOBALIUSJIBIK TEPEH,
MoJIeHH Ma3MyHbIMeH yiiecimti. Onapabix
LIbIFAPMAIBIIBIK 9KCIEPUMEHTTEPiH/e
KAPKBIH/Ibl 1aMBbIIT KeJle 2KaTKaH 2KaHa eHep
TYpJepiMeH I9CTYPJli OHEP/, FhIJILIM MEH
WHKEHEPJIIKTI YILITACThIPFAHBIH KOPCETEL.
Kasipri 3aman enepin
YHABIMAACTBIPYLIBIIaPBIHBIH Kasa
TYPFBIHIAPBIMEH JIHAJIOThl KOpLIAraH

LWIbIHABIKTbI, 3UATKEPJIIK 9J1eYeTTi
TYCIHyTe >KOHEe KOFAMHbIH, alaMrepLUiiK
JKaFIaibIH alllyFa MyMKiHIIK Oepe.
Kagipri epkeHueTTiH 69ceKesnecTik
APTBIKLIBILIKTAPBIHLIH Gipi FbIIBIM
MeH TeXHHKa »KeTeKLUi peJiaepi Tanan
eTeTiH KaJla KeHICTirHae epekuie
IIbIFApMalIbIILIK aTMocdepa Gap nen
TaHbl1a/bl. COHILIKTaH 3aMaHayH eHepre
KOT MoH OepiJin, e3eKTi Mocesenepi
KO3FAUTBIH TAKBIPHINTAP YCBIHBLIBIM
OocTaHbIK, YATapalblK, oM6e6anThIIbIK
JKOHE MOJICHUET YFbIMapbiHa OOJ1iHOeHTIH
OpTaK YFbIMAAP KAJIbINTACTBIPAbI.
Byrinri kKepkem LiblFapMallblIbIKTbIH,
JIMana3oHblHA TaKbIPBINTHIK, MaTepUaJIbIK
aBTOPJIBIK YCTaHBIMABIK ILIEKTeY OOJMaNIbI.
Ouepain 6ip Typi MeH xKaHpbl, 6aFbIThl MeH
3CTETUKAJIbIK KOJIbl €KiHLIICiHe aybIChlIl,
VJIFadbIN Oapa KaTKaH aKnapaTThiK
arbIM MEH apaJlyaH OCbl 3aMaHFbl ©MipJIiK
napagurmaJsap CTepeoTUITEP/ TaNKaH eTel.
MyciHurisiep KeHiCTiKIeH yaKbITThl
JK9HEe KOFaMMeH KapbIM-KaTbIHACTHI
KEHiHEeH TYCiHiI, OHbIH epeKIIeTiKTepiH
HIbIFapMaJiapbiHaa KepKeM Kypamaac
ekeHiH KopceTTi. CoHbIMeH Gipre, MaHbI3/1bl
Macesie — GyJl opTa KaslaJiblK KeHiCTiK
60J1bIT TaObLIAAB!. AfiHaNanaFbl KEHICTiKTi
KayJiarn aJjy 2KeoHe OHbl OPHBIKTbIPY YLIiH €H
Oan OeriHesli xKoHe KOPKeM-TJ1aCTHKAJIbIK,
ToxKipube xKacay kaxer. OJ1 yIIiH eH,
aJlIbIMEH, CypeTLlijiep TyMaHHTapJIbIK
FBIIBIMIAD TypaJibl OiniMIAEePiH TONBIKTBIPYLI
KepekK. OJ1eM/iK MaJIeHUETTI ipreJi
3epTTey, TAPUXHU »KaHE PUIT0COPUSIBIK
OiiMI UTepy KOpILIaFraH KeHiCTiKTeri
KOFaM/IbIK 3aMaHayH eHep/liH Kell KbIpJibl
KOPKeMJIiK 2KobaapbIHbIH Naiaa 60JybiHa
Heriz 6os1abl. Mycin e3injie KeHicTik
MHCTAJLIALMSIHBI €peKILeNIKTepiH caKTaraH,
aJl MUHCTaJLIsILMS T1acTHKadbIK OeiHesey
MYMKIHJIIHE He »KoHe 00pa3bIK Herisze
0J1 TypaJibl MyCiH peTiHje ailTyra Ja,
KaObliaayra 1a 60J1a/pl.



ABTOpAapablH yaeci

. A. }ybaHoBa — 3amaHayu MYCiHHIH TeOPUSASIbIK MaTep1aniapbiH i34en XuHakray,
3epTTey XKypridy, aHaaTnaHbl aygapy, MakanaHblH, HEri3ri 6eniMiH eHepTaHy/bIK
TYPFblAa *Kasy, 63€KTiNiriH JONEKTeY, 3epTTey XKYPridy 84iCiH KypacTbipy,
KOPbITbIHABINAPAbI KanblnTacTblpy, FblbIMKW 84ebueTTepai Tanaay.

E. b. KanpaHoB — 3amaHayu WeTendik neH oTaHblK MYCIHHIH MPaKTUKanblK
MaTepuanaapbiH i3Aen X}XUHaKTay, Makana TaKblpblGbIHbIH TYXXblpbIMAAMacbIH
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[ynbHyp )Kybanosa

locynapersentbiii myseit nekycers PK nvenn A. Kacreera
(Anmarsl, Kasaxcran)

Ep6oa Kaiipanos

Kasaxckast naunonanbHas akagemust uekycers umenu T. K. JKyprenosa
(Anmarbl, Kazaxcran)

TPAHC®OPMALIUA COBPEMEHHbIX HAYYHO-TEXHUYECKUX NHHOBALIUA
B KASAXCTAHCKOM CKYNTIbMTYPE (HA OCHOBE 3APYBEXKHOIO OIbITA)

AHHoOTauus. B nccnegoBaHmu paccMaTtpuBaeTcs BAUSHUE COBPEMEHHbIX HayYHO-TEXHUYECKUX
WHHOBALIMW Ha CKYNbMTYpHblE NPOU3BEAEHNS B OTEYECTBEHHOM rOPOACKOM MPOCTPaAHCTBE Ha OCHOBE
3apy6EKHOro onbiTa. AHAM3MPYIOTCSA POJIb U MECTO YEI0BEYECTBA B MCKYCCTBE HOBOIO CTONIETHS,
B/IUSIHWE B3aMMOOTHOLUEHMI HAaYKM M UCKYCCTBA Ha AyXOBHOE Pa3BUTUE COBPEMEHHOWM KYNbTypbl.
Llenb nccnefoBaHns — n3y4uTtb nNpoLecc TpaHcdopMaLMm COBPEMEHHbIX HAYYHO-TEXHUYECKMX
WHHOBALIMM B Ka3aXCTaHCKOM CKyNbMNType Ha OCHOBE MUPOBbLIX TEHAEHLMI. 3aaaym MccnefoBaHUs:
BbIIBUTb OCOGEHHOCTU U XapaKTEPUCTUKMN XYAOKECTBEHHbIX MPOLIECCOB B COBPEMEHHOM UCKYCCTBE,
KOTOpblE MEHSIOTCA MOA BAUSHUMEM 3apyGEKHOr0 MCKYCCTBa B Havasne XX| Beka. OCHOBHOE BHUMaHUe
yAensieTcs NoMCKY HOBbIX CNOCOO0B 06LLEHMS C ayAUTOPUEN U PA3BUTUIO CMEXKHbIX HanpaBieHUn

B TBOPYECTBE Ka3axCTaHCKMX XyAOXKHMKOB. [laHHasa TeMa aKkTyaNbHa A5 uccnegoBatenemn KynbTypbl
M UCKYCCTBA, TaK KaK NpuBaedeHbl MPUHLMMBI ICTOPUYHOCTU B TEOPETUHECKOM UCCIEA0BaHUN

ans onpeaeneHuns o6LWeKyNbTYPHbIX TEHAEHLUN, BAUSAIOWMX Ha MCTOPUYECKOE pa3BUTHUE UCKYCCTBA

1 KynbTypbl B XXI BeKe. OGBbEKT MCCNefoBaHUA — KacCUYecKas CKyNbMnTypa B U306pa3nTebHOM
WCKYCCTBE COBPEMEHHOr0 KasaxctaHa, 06bEeKTbl HOBOIO Xy10XXECTBEHHOIO NpoLiecca

B apXMTEKTYPHOM MPOCTPAHCTBE M XyAOXKECTBEHHbIE HANPaBAEHUS B CKynbnType. MNpeameTom
nccneaoBaHms ABASIOTCH NPOU3BEAEHNUS U aBTOPbI B 06/71aCTU KUHETUKMU U CTUMMAHKa, apT-06beKTbI
B MPOCTPaHCTBE, COBPEMEHHbIE MPOU3BEAEHUS, COLMANBHO-XYLAOKECTBEHHbIE U UCTOPUYECKHNE
METacuCTEMbI KynbTypbl. B KayecTBe MeToA0B UCCNeoBaHWS UCNONb30BaNUCh FPaaoCTPOUTENbHbIE
noaxoAbl TpaHchopMaLMmn ropoACKOM cpefbl, CTPYKTYPHOE NPOEKTUPOBaHME U METObl KPUTUHECKOTO
aHannsa anas U3yvyeHus MHCTannsuMm apT-o6beKTOB 1 opraHm3aumu dectusanen. NposeaeH
GMNOCOPCKO-3CTETUYECKUI aHaNNU3 NPOU3BEAEHNN UCKYCCTBA OTEHECTBEHHbIX U 3apyBEXHbIX
CKyNbMNTOPOB, NPeACTaBNEHHbIX B MaTepuanax nyeanyHom cpelbl. BolgsBneHbl Kateropuu
NPOCTPAHCTBA U BPEMEHU, 0COBEHHOCTM B3aMMOOTHOLLIEHHMS C COLIMYMOM KaK HOBble MOJEeNn
XYOOXECTBEHHOro 06LEeHUs B Npon3BeaeHusax. CoBpeMEHHbIE Hay4YHO-TEXHUYECKUE MHHOBALUK

B CKY/NIbMTYPHbIX MPOU3BEAEHNUSAX XapaKTEPUIYIOTCA HayYHbIMU KOHLIEMLIMSIMU KaK CPeACTBO
NMOBbILLEHNS MPUBIEKATENBHOCTU COBPEMEHHOIO ropoa.

KnioyeBbie coBa: CKynbnTypa, HayKa v TEXHONO0rMK, COBPEMEHHOE UCKYCCTBO, KUHETUKA,
CTUMMaHK, GecTMBanb, FOPOLCKOE NPOCTPAHCTBO, METACUCTEMBI, FyMaHUTaPHbIE HAYKWU, KPUTUYECKUI
aHanu3, aBTOPCKOE TBOPYECTBO.

ABTOpPbI 3a5B/ISIIOT 06 OTCYTCTBMUM KOHQJINMKTa MHTEPECOB. Bce aBTOpbI NpoYnTasy n ogobpmamn
OKOHYaTe/IbHbIH BapUaHT PYyKOMUCH.

Ans untnpoBanus: ybaHoBa, [ynbHyp, n Ep6on KanpaHoB. «TpaHchopMaL s COBPEMEHHbIX
Hay4YHO-TEXHUYECKNX MHHOBALIMI B Ka3axCTaHCKOM CKyNbMType (Ha OCHOBE 3apy6eXKHOro onbita)».
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THE TRANSFORMATION OF MODERN SCIENTIFIC AND TECHNICAL INNOVATIONS
IN KAZAKHSTANI SCULPTURE (BASED ON FOREIGN EXPERIENCE)

Abstract. The study examines the impact of modern scientific and technical innovations on sculptural
works in the domestic urban space based on foreign experience. The role and place of human in art
of the new century, the influence of interaction of science and art on the spiritual development
of modern culture are analyzed. The purpose of the research is to study the process of transformation
of modern scientific and technical innovations in the Kazakh sculpture based on world trends.
The task of the research is to identify the peculiarities and characteristics of artistic processes
in contemporary art, which are changing under the influence of foreign art of the early XXI century.
The main attention is paid to search for new ways of communicating with audience and development
of related areas in creativity of Kazakh artists. This topic is relevant for researchers of culture and art
as principles of historicity are involved in theoretical research to determine general cultural trends
that reveal historical development of art and culture in the XXI century. The object of research is
classical sculpture in the fine arts of modern Kazakhstan, objects of the new artistic process
in architectural space and artistic direction in sculpture. The subject of research are works and
authors in the field of kinetics and stereotypes, art objects in space, contemporary works, socio-
artistic and historical metasystems of culture. Urban planning approaches of the transformation
of a city environment, structural design and methods of critical analysis for the study of installation
of art objects and organization of festivals were used as methods of research. There was conducted
philosophical and aesthetic analysis of the art works of domestic and foreign sculptors, presented
in the materials of public environment. Categories of space and time, peculiarities of relationship
with society as new models of artistic communication in works are revealed. Modern scientific
and technical innovations in sculptural works are characterized by scientific concepts as a means
of increasing attractiveness of a modern city.

Keywords: sculpture, science and technology, contemporary art, kinetics, steampunk, festival,
urban space, metasystems, humane studies, critical analysis, author's creativity.
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DCIRSS DRAMA THEATER

Sangul Karzhaubayeva',

Ainur Kopbassarova?

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

2 Turkistan Music and Drama Theater
(Turkistan, Kazakhstan)

Abstract. The general theme of the international round table “Innovative and multimedia
research in modern theater art”, organized by the departments of theater studies and scenography
of T. K. Zhurgenov Kazakh National Academy of Arts, the main topic of which was the resonant
premiere of the play Borte by Dulat Issabekov, which raised a wide range of ideas and topical issues.

The purpose of this event was to comprehend the problems of innovations in the Kazakh theater
in the era of digjtal technologies. The discussion was attended by a director of the Turkistan Music
and Drama Theater Ainur Kopbassarova, a stage director Carlo Shakkaluga, prominent theatrical
figures of the republic, directors, heads of regional theaters, actors, set designers, teachers, students
of the academy and the capital's university of arts. The methodology basis in the discussion
of innovative events taking place in the Kazakh theater were empirical, general scientific
and private scientific methods of understanding new approaches in work on a production of a play,
on the example of the performance of Borte. The study underwent cardinal changes in the theater’s
performance and production policy, starting with selection of actors who were invited from different
theaters of Kazakhstan, to introduction of expensive innovative technical stage equipment.
As a result of discussing the problems of introducing innovations in the Kazakh theater, a number
of objective constraining factors were identified, such as obsolete technical equipment and stage
machinery, etc. Particular attention was paid to the issues of profitability of theatrical production,
adaptation methods and operation of specialized technical devices, fundamentally new approaches
in selection of actors for the role. During the discussion of the principles of organizing work
on the release of a new performance, it was noted that leadership of the Turkistan Theater had
successfully introduced new generation technologies in the shortest possible time. Moreover,
a fundamentally new algorithm for operation of the stage part of the theater was developed,
an extraordinary model for managing production workshops of the theater, technical and
technological spectrum of combining innovative methods and techniques in the space of one
performance has been expanded.

Keywords: multimedia scenography, creative industry, innovations in modeling the light space of
a performance, digital technologies, visualization techniques.
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n October 2021, T. K. Zhurgenov

Kazakh National Academy of Arts
hosted an international round table
on the topic “Innovative multimedia
research in contemporary theater art.”
The purpose of this scientific event was
to comprehend a large-scale innovative
event of the current theatrical season —
the premiere of the play Borte by Dulat
[ssabekov, staged on the Turkistan Music
and Drama Theater stage. Prominent
theater figures of Kazakhstan, heads
of regional theaters, directors, actors,
set designers, teachers, doctoral students,
undergraduates, students of the academy
and the capital university of arts were
invited to the discussion in the international
online round table.

The discussion was attended

by Ainur Kopbassarova — a director
of the Turkistan Music and Drama
Theater; Carlo Sciaccaluga — a director
of the play Borte from Italy, Dulat
[ssabekov — an author of the play,
a famous Kazakh playwright; Tungyshpai
Zhamankulov — a State Prize Laureate
of Republic of Kazakhstan, a Chairman
of the Union of Theater Workers
of Kazakhstan; Kabyl Khalykov — a set
designer, a vice-rector for scientific work,
Yelik Nursultan — director, a dean
of the theater faculty, Meruyert
Zhaksylykova — a theater critic, dean
of the faculty of art history; Sangul
Karzhaubayeva — a head of the department
of scenography, Aubakir Rakhimov —
a director, head of acting and directing
department, Anar Erkebay — a theater
expert, a president of the “International
Association of Theater Critics”.
[t pleasantly struck us, and it has to be

emphasized separately that the Italians
generously shared their experience,
they had no secrets from us. Moreover,
they managed to conduct training
master classes not only for the actors,
the production group, but also for all
production departments of the theater.
They developed and drew up detailed
diagrams of decoration structures,
engineering details, and a technical record
of the use of software tools, in which virtual
decorations are replaced with just one click
of a button. We took care of opportunity
to use these innovations not only in one
performance Borte, but also in future
productions of the theater as well. Provided
for the cost-efiective use of LED-screens
and other technical devices, so that
the theater does not incur too large costs.
To do this, they used huge mirrors, which
were mounted end-to-end with LED
screens, creating at certain moments
of the stage action — the effect
of an immense space. Spaces of the Great
Steppe and the Eternal Heaven, against
which the dramatic events of our history
are played out. In general, the Italian
specialists offered us a lot of innovations
and modern technologies, which the theater
intends to use in its next performances.
Further, Italian director Carlo
Sciaccaluga shared his impressions and
experience of staging the play Borte
with the staff of the Turkistan Theater.
The master seriously prepared for a kind
of report, within the framework of the
round table, spoke about progress of the
entire work of the production group: from
collecting and studying historical materials,
analyzing the play itself, multimedia
innovations in scenography, the initial
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SHIELD BACKDROP

Three-dimensional fragmented (decomposed) decorated
shield composed of a wooden structure and ribs supporting
beam.

The three-dimensionality will be made of polyurethane
sheets or Polystyrene foam treated with smooth plastic
(stucco) to give the idea of the metal surface (bronze). The
decoration will be made with overlapping patinas to give the
sign of aging.

e
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METTALIC BACKDROP

EXAMPLE

Fig. 1. Volumetric sculptural decorations and props.

Fig. 2. Video developments in the Watch Out program.

director's idea, technical developments,
right up to the release of the performance.
He showed his presentation, in which he
explained in detail principles of modern
scenography, possibilities of working

in the Watch Out program, as well as
theatrical technologies that were used in
the manufacture of individual decorative
structures and elements. He showed

the diagram, outlined key information
and a detailed description in working
with innovative programs for modeling
the virtual space of the performance.

In the final part of his speech, Carlo
Sciaccaluga admitted that joint work with
Kazakh colleagues for him also became
an unforgettable event and a significant
experience in his creative activity.



RAISED FLOOR

Raised floor consisting of frame (Gate) with a black painted
wooden plank.

The treadmills will have to be commissioned and built ad
hoc for the dimensions indicated and will have to work at
different speeds

MIRROR WINGS <
Wings made of metal tube (aluminum or iron) on which a mirroring 1 -------------------
PVC will be applied. ) CONO AL E PELICRARVG

The fixed wings will be anchored to the ground with french brace P
Gack). | e 2
The mobile wings on ropes (flyng line) will be connected to the fixed A

ones through a track so that the ascent and descent movement
performed by the stage hands will be fluid
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Fig. 4. Arrangement of decorative elements and a system of mirrors.
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LEATHER BACKDROP

Backdrop made with a patchwork of bear, wolf, fox, sable
and tiger skins. The leathers will be oversized and the
material and hair effect must be given by materials that give
the effect

1400 q\'

LEATHER BACKDROP

Fig. 5. Suspended "soft" decoration.

The theme of scenography was
continued by the head of the department,
Sangul Karzhaubayeva: “Dear Carlo, you
very well noticed that theater in translation
from Greek means “spectacle”. At all
times the theater did not miss opportunity
to emphasize this status, which will
remain with it in the future. For the most
part, the modern world is the world
of visual culture. The problems of visuality,
updating and expanding the visualization
toolkit, the theater at all stages of its
development, solved advanced innovative
means available for its era. It is clear that
such innovative breakthroughs will not
disappear from theatrical practice. Today,
innovative multimedia technologies are
a modern set design toolkit that allows
the theater to speak in the visual language
of a modern viewer. The question of how
this most powerful arsenal of the theater is
actually mastered in today's productions
of the Kazakh theater largely depends
not only on the knowledge or skill
of the professionals, but also on the desire

and degree of advancement of the leaders
of the theater. And here the task

of the modern Kazakh theater is to become
attractive to a new generation of spectators
who have grown up in this new reality

of visual culture. On the other hand,

let me remind you that the Kazakh theater
has always been open to innovation

and experimentation. For example, back

in the seventies of the last century on the
stage of the Mukhtar Auezov State Kazakh
Drama Theater in the play Koktobedegi
kezdesu (Meeting at the Koktobe ) (Kaltay
Mukhamedzhanov, Chingiz Aitmatov, stage
director Azerbaidzhan Mambetov) used

a huge of (in relation to the technological
capabilities of the stage equipment

of the Kazakh theater of that time) conveyor
belts, polycreens and advanced, for that
time, types of lighting were also applied.
As for current situation in the Kazakh
theater, here it should be emphasized

that today scenography is an active,
dynamic component, equally participating
in theatrical performance, in creating



a holistic artistic image and visualizing
fundamental ideas of the play. Another
thing is that multimedia technologies

in Kazakhstan, in such an impressive
volume as it is used in Borte, are mainly
used in concert, theatrical shows and mass
performances. It has to be admitted that
not a single theater of the republic has
been able to collect and apply virtual
possibilities and special effects on such
scale in the space of one performance.
Therefore, speaking about the play
Borte, of course, it should be noted that
the production amazes not only with its
fantastic scale and grandeur of virtual
technologies, developed video content,
successful visualization techniques, but
also with the level of set design in general,
with the depth and expressiveness

of artistic and visual interpretation that
helps to comprehend philosophy inherent
in the drama and the director's concept
of the entire production.

In fact, this international project —
called Borte, became the first experience
in Kazakhstan of combining directorial
ideas, acting, combining a genuine stage
space with virtual reality. We hope that such
breakthrough performances will contribute
to promotion of creative industry and
theater in the republic.

On the other hand, phenomenon
of the performance Borte, its success,
in many respects, is undoubtedly the
personal merit of the head of the Turkistan
Theater — Ainur Kopbassarova.

The practice of the Kazakh theater

in recent years has made obvious not only
the long-overdue needs for a radical change
in the methods of theater management,
but also need for leaders of a new
generation (not only intellectual, highly
erudite and talented), but who are able

to sensitively respond to challenges

of the new time, ready to stage and solve
grandiose tasks in modern conditions.
We see the future of Kazakhstan

theater precisely behind such a creative
management approach. Taking this

opportunity, we also want to say that
the department of scenography

of T. K. Zhurgenov Kazakh National
Academy of Arts trains specialists

in the direction of Multimedia Scenography.

A new educational trajectory in Kazakhstan
was first opened in 1818 with the personal
assistance of the acting rector

of the Academy, Sharipbek Amirbekov.

The university invited a foreign specialist
Manijit Singh to implement a new direction
in scenography. Master classes were
conducted by well-known foreign stage
designers — Pirozhka E. Kiss (Hungary),
Alexander Okunev (Russia), specialist

in multimedia technologies in scenography
Boris Volkov (Czech Republic), actor

and director Ben Sota, cultural theorists
Anna Oldfield and Emma Howes (USA,
South Carolina).

At the initiative of the largest
Kazakhstani system integrator in the field
of light and sound, SamatShow Technics
LLP (engaged not only in supply, but also
in design and installation of professional
multimedia equipment for the stage)
and the world leader-manufacturer of
professional lighting Robe Lighting
(Czech Republic), based on our academy
hosted a training seminar “Innovations
in Stage Light and Sound Equipment
for the Creative Industry”, which was
attended by professional lighting designers
from all theaters of the republic, system
engineers, as well as teachers and students
of the Scenography department.

In addition to training practitioners,
the department also trains scientific
personnel. Therefore, we are very interested
in cooperation with the Turkistan Theater,
both a modern production base for practical
training, and with [talian specialists —
to invite them to conduct master classes
and training seminars for teachers and
students of the department in any format
convenient for you (offline / online)”.

At the end of her speech, Sangul
Karzhaubayeva once again emphasized
impression made by the performance
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Fig. 6. A three-dimensional sculptural decoration of a horse at the performance.

Fig. 7. Fire scene. Video content on the LED screen.



Fig. 8. Scene of Genghis Khan surrounded by sons.

Fig. 9. Scene with Borte.

on young spectators who watched the
performance “with bated breath...

The performance was really exciting!”

In response, Carlo Sciaccaluga noted

the high level of skill of the actors:

“We were very lucky, we worked with

the best actors of Kazakhstan,” expressed
gratitude for the high assessment

of the performance and great interest

in cooperation with the department

of scenography of T. K. Zhurgenov Kazakh
National Academy of Arts: “My team

and [ will try to actively cooperate with
you in this direction,” Carlo Sciaccaluga
said in his closing speech.
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Coanrya Kapxkay6aeBa

T. K. )KyprenoB atbinaarst Kazak yaTTbik eHep akaneMHusichbl
(Anmarsl, Kasakcran)

Aiinyp Kenb6acaposa

Typkicran My3bIKaJIbIK-paMa TeaTpbl
(Typkicran, Kasakcran)

TYPKICTAH MY3bIKAJ1bIK-APAMA TEATPbIHbIH MHHOBALIUAJIbIK CTPATEI MAJIAPDI

AHpartna. 2021 *binablH KadaH arbiHaa T. K. }ypreHoB atbiHaarbl Ka3ak yiTTbiK 6Hep
aKaaeMMUSICbIHbIH TEATP 6HEPIHIH TapnXbl MEH TEOPUSCHI XKaHE cLeHorpadusicbl Kadpeapanapbl
«3aMaHayu TeaTp eHepiHAeri MHHOBALMABIK }aHe MybTUMEeAUsSbIK i3AeHICTep» aTTbl XalblKapasblK
JeHreneK ycren eTkisai. byn wapaHbliH Xannbl TakblpblObl TYPKiCTaH My3blKanblK-gpama TeaTpbiHaa
oTKeH [ynaT MicabeKOoBTbIH, Pe30HAHCTLIK, KEH ayKbIM/bl Maesnap MeH 63eKTi Mmacenenepai
anlWbIKTanTbIH «bepTe» Nnpembepackl 6onabl.

Byn ic-WwapaHblH, MakcaTbl LMOPAbIK TEXHONOrMANap AayipiHAeri Kasak TeaTpblHAaFbl MHHOBALIUS
MacenenepiH nanoimaay 6onabl. Tankbinayra TYpKicTaH My3blKasblK-Apama TeaTpblHbIH AMPEKTOPbI
AHyp KenbacapoBa, Kotlwbl-pexxnccep Kapno LLakkanyra, pecnyb6inKaHblH KOPHEKTI TeaTp
KanpaTtKepsepi, pexxuccepnep, 06nbICTbIK TeaTpaapAblH, XXeTeKLWinepi, aktepnap, cueHorpadtap,
aKageMusi MEH acTaHasblK ©Hep YHUBEPCUTETIHIH, OKbITYLbINapPbl XXaHE CTyAEeHTTEPI KaTbICTbI.

KasaK TeaTpblHAa 60MbIMN XaTKaH aHallbll OKuFanapabl TanKbliayablH opTablK 94icTeMeci

peTiHae «bepTe» KOMbIUIbIMbI MblCalblHAA CMEKTAK/b KO YMbICbIHAAFbI XaHa Ke3KapacTapabl
TYCiHYZiH SMOUPUKanbIK, Xanbl FblIbIMU }XoHE apHaKbl FbiIbIMU 9A4iCTEPI KONAaHbINAbl. 3epTreyae
KasaKcTaHHbIH ap TYpJli TeaTpiapblHaH LWaKbIpblIFaH akTepaepai ipikrteyaeH 6actarn, Keimbat
WHHOBALMANbIK TEXHUKANbIK CaxHalblK abAblKTapAbl €Hri3yre aAeniH TeaTpblH, KOMblIbIMbl MEH
casicaTtblHa eHrisinreH Ty6erenni esrepictep eckepingi. Kazak teatpbiHa eHrisinreH HHoBaLms
MacenenepiH Tankbliay HoTUXeciHAe 6ipKaTap 0ObEKTUBTI TeXeyLWi daKTopaap, atan auTkaHaa,
ECKipreH TeXHMKanbIK *abablKTap MEH CaxHasblK TEXHUKA XoHE T. 6. auKbliHAanabl. Teatp
KOMbIIbIMbIHbIH, peHTabenbAiniri, MaMaHaaHAbIpbliFaH TEXHUKaNbIK KYpblIFblnapabl 6enimaey oHe
navanaHy afictepi, penre akrepnepai TaHaayaarbl NPUHLUMIATI XKaHa Tacingep MacenenepiHe epexile
Hasap ayaapbiigbl. XaHa cnektakabi WhliFapy 60MbIHLLIA XYMbICTApAbl YMbIMAACTbIPY NPUHLUMATEPIH
TanKbliay 6apbicbiHaa TYpKicTaH TeaTpblHbIH, 6aCLUbINbIFbl KbICKa MEpP3iMAe XaHa 3aMaH
TEXHOJIOrUANapPbIH, CaxHaNbIK 66/1iK *YMbICbIHbIH MPUHLMATI }KaHa anrOpUTMIiH COTTi EHri3reHi atan
eTinin, TeaTpAblH OHAIPICTIK WebepxaHanapblH 6acKkapyablH epeKLue yarici, 6ip CneKkTaklb ascbiHaa
WHHOBAaLUMSA/bIK 8icTep MeH Tocinaepai 6ipiKTipyaiH TEXHUKASbIK XXoHe TEXHONOTUANbIK MYMKIHAIKTEPI
KapacTblpbliabl.

Tipek ce3gep: MynsTUMEAUANbIK CLIeHOrpadusl, KpeaTuBTi MHAYCTPUSA, CMEKTaKbAIH *apblK
KEHiCTiriH Mogenbaeyneri MHHoBauuanap, UMbpibiK TEXHONOorusanap, BU3yanusauus agictepi.

ABTOp/1ap MyAAENEP KaKTblfFbIChbIHbIH XOKTbIFbIH MaJliMAenai. bap/ibiK aBTopaap Kosixka3baHbiH
COHFbI HYCKacCbIH OKbIr, MaKy/iAa/bl.

Hoanekceo3s ywiH: Kapxxaybaea, CoHryn, aHe AlHyp KenbacapoBa. «TypKicTaH My3blKasblK-
Apama TeaTpblHbIH, MIHHOBaLMANbLIK cTpaternsanapbl». Central Asian Journal of Art Studies, T. 6, N2 4,
2021, 148-158 6. DOI: 10.47940/cajas.v6i4.510.



Canryab Kapxxaybaesa

Kasaxckasi naunonanbHas akagemus uekycers umenn T. K. )Kyprenosa
(Anmarsl, Kasaxcran)

Aiinyp Kon6acaposa

Typkecranckuii My3blKasbHO-ApaMaTHUECKUI TeaTp
(Typxecran, Kazaxcran)

MHHOBALIMOHHBIE CTPATErMA TYPKECTAHCKOIO MY3bIKAJIbHO-
OPAMATUYECKOIO TEATPA

AHHoTauus. B okta6pe 2021 roga Kadeapamm UCTOPUK U TEOPUM TeaTpasibHOr0 NCKYCCTBA
n cueHorpadumn Kazaxckon HaumMoHanbHOW akageMun nckyccts umenu T. K. }ypreHoBa 6bin
OpraHn3oBaH MeXAyHapOAHbIA KPYribli cToN «MHHOBALWMOHHO-MYNbTUMEAUMHbIE N3bICKaHWUS
B COBPEMEHHOM TeaTpasibHOM UCKYCCTBE». [eHepanbHON TEMOM JaHHOrO MEPOMNPUATUS CTana
pe3oHaHCHas npembepa cnekTaknsg «bopte» ynata MicabekoBa, npowewas B TypKeCcTaHCKOM
My3blKalbHO-ApaMaTU4YeCKOM TeaTpe M OCBETMBLLAs LUMPOKUIM CNEKTP MAEW U aKTyanbHbIX BOMPOCOB.

Llenbto Kpyrnoro ctona crano oCMbIC/iEHME NPo6aeM HOBaALMM B KA3axCKOM TeaTpe B 3Moxy
LMDPOBbIX TEXHONOTMI. B 06CyKAEHMMN MPUHANN YHacTUE AMPEKTOP TYPKECTAaHCKOro My3blKanbHO-
ApamaTtuyecKoro Teatpa AnHyp KonbacapoBa, pexuccep-noctaHoBLmMK Kapno LakKkanyra,
BUAHbIE TeaTpabHble AeATENN PeCnYyBANKN, PEXMCCEPDI, PYKOBOAWUTENN 061ACTHbLIX TEaTpoB,
aKTepbl, cLieHorpadbl, NpenogaBaTenu, CTyAeHTbl akaAeMWUK U CTONMYHOIO YHUBEPCUTETA UCKYCCTB.
MeToa0n10rn4eckon 0CHOBOM B 0GCYXKAEHUN MPOUCXOASALLMX B KA3aXCKOM TeaTpe MHHOBALMOHHbIX
COObITUI MOCNYXXWIU AMNUPUYECKME, OBLLEHAYYHbIE U YHACTHOHAYYHbIE METOAbl OCMbIC/IEHUS
HOBbIX NOAXOA0B B pa60oTe Haj BbIMYCKOM CMEKTAKIA Ha MPUMEpPE MOCTaHOBKM «bopTe»r. M3ydyeHunio
NoABEpPrIUCb KapanHanbHble UIBMEHEHWUS B MOCTAHOBOYHOW M MPOU3BOACTBEHHOM MOAUTUKE
TeaTtpa, Ha4yMHasa ¢ 0T6opa aKTEPOB, KOTOPLIX NPUIMaLLany U3 pasHblx TeaTpoB KasaxcTtaHa,
[10 BHEAPEHUS AOPOroCTOAWEr0 MHHOBALMOHHOIO TEXHUYECKOIO CLLEHWMYECKOro 060pyA0BaHUS.
B pe3ynbrate 06¢cyKAeHUS Npo6aeM BHEAPEHUA MHHOBALMI B Ka3axCKOM TeaTpe Obl/l BbiSB/IEH
psi4 06bEKTUBHbIX CAEPKUBAIOLMX GAKTOPOB, TAKMX KaK MOpPabHO yCTapeBLIEE TEXHUYECKOE
o6opyaoBaHune, MalwnHepus cLeHbl 1 ap. Ocoboe BHUMaHWE yaeneHo Bonpocam peHTabenbHOCTH
TeaTpanbHOro MPOM3BOACTBA, METOAAM ajanTalun U aKCyaTaLnm cneunanm3mpoBaHHbIX
TEXHUYECKMUX YCTPOMCTB, NPUHLMNMANLHO HOBLIM MOAX0AaM B Nog6ope aKTepoB Ha posib. B xoae
06CYXKAEHUS NPUHLIMMOB OpraHu3aLmy paboThbl Ha BbIMYCKOM HOBOIO CMEKTAK/ISA OTMEYEHO,
4YTO PYKOBOACTBOM TypPKECTAHCKOr0 My3blKa/lbHO-ApaMaTUYEeCKOro TeaTpa yCnewHo BHEAPEHbI
B KpaTyaMnlumMe CPOKM TEXHOOMMU HOBOIO NOKOIEHNS, pa3dpaboTaH NPUHLKUMNANIbHO HOBbIM airOpPUTM
paboTbl MOCTAHOBOYHOM YacTu TeaTpa, HeopAMHapHas Moaesb yrpaBaeHUs NPOM3BOACTBEHHbIMMU
LiexaMu Teatpa, pacluMpeH TEXHUKO-TEXHOMNOMMYECKMI CMIEKTP COBMELLEHUSA MHHOBALIMOHHbIX
METOAOB U NPUMEMOB B NPOCTPAHCTBE OAHOI0 CrEKTaKNS.

KnroveBble cioBa: MynbTUMEANMHan cueHorpadus, KpeatTuBHas MHAYCTPUS, MHHOBALMK
B MOJENMPOBaHMN CBETOBOIO NPOCTPAHCTBA CNEKTaKNSA, LMDPOBbIE TEXHOMNOMMUK, MPUEMBI
BU3yanun3aLum.

ABTOpbI 3a51B/ISIOT 06 OTCYTCTBMM KOH(PIMKTa MHTEPECOB. Bece aBTOPbI Mpo4YUTann n o4obpuamn
OKOHYaTe/IbHbIH BapuaHT PyKOMUCH.

Ansa yntuposaHus: Kapxxaybaesa, CaHrynb, n AiHyp Kon6acapoBa. «MIHHOBaLMOHHbIE CTpaTeruu
TypKecTaHCKOro My3blKanbHO-ApaMaTuyecKkoro Teatpar. Central Asian Journal of Art Studies,
T.6, N2 4, 2021, c. 148-158. DOI: 10.47940/cajas.v6i4.510.

Central Asian Journal of Art Studies Volume 6. Issue 4. 2021



ABTOpAap Typanbl MajaimeT:

CBepeHus 06 aBTOpax:

Authors’ bio:

Conrya Kamankpi3bl
Kap:kayb6aeBa — oHepraHy
JIOKTOPBI, Tipoceccop,

T. K. )KypreHos atbiHaarbl
Kasax y/ITTbIK oHep aKkaaeMHusichl
cueHorpadust KadeapachbHbIH,
MeHrepytici (Asimarh,
Kaszakcran)

Aiinyp Cainay6aiikbi3bl
Ken6acapoBa — dusiosiorusi
FbLJILIM/IAPbIHBIH, KAHHAATDI,
KasakcranHblH eHOeK ciHipreH
Kailpatkepi, Typkicrau
MY3bIKaJIbIK-/IpaMa TeaTpbIHbIH,
nupekropsl (Typkicran,
Kaszakcran)

Canryab KamasnosHa
Kapxkay6aeBa — jiokTOp
MCKyCCTBOBE/ICHHUS, MTpoheccop,
3aBejyloliast kKadeapoi
cueHorpaduun Kaszaxckoi
HalLMOHAJIBHON aKaJleMHH HCKYCCTB
umenu T. K. )Kyprenosa (Asnmatbi,
Kaszaxcran)

ORCID ID: 0000-0002-4488-013X
email: sangul_k@mail.ru

Aiinyp Caiinay6aeBHa
Kon6acapoBa — kanauaar
(hUJI0JIOTHUECKHX HAYK,
3aCJTY2KCHHbBIN JlesiTelb
Kazaxcrana, nupexrop
TypkecraHcKoro My3blKaJsibHO-
JipaMaTHYeCKOro TeaTpa
(Typxecran, Kazaxcran)

ORCID ID: 0000-0002-2693-0359

email: turkistannewtheatre @gmail.com

Sangul K. Karzhaubayeva —
PhD in Arts, Professor, Chair

of Scenography Department,

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

Ainur S. Kopbassarova —
Candidate of Philological
Sciences, Honored Person

of Kazakhstan, Director

of the Turkistan Musical Drama
Theater (Turkistan, Kazakhstan)



KOCbIMIA

28

54

148

158

KaubIKTbIKTaH OKbITY KaF1aibIHAAFbI XKOFaPbl XopeorpadusbiK Oitim:
KasakcraH Toxipuoeci

[Namup YpasbimbetoB, TatbsiHa TepexoBa

[Ouarpamma 1. KapaHTuHre geviH Myranimaep nanganaHraHn nnatdopmanap.

[unarpamma 2. OKyLlblIapMeH XyMbIC Ke3iHAe MyFaniMaep nanganaHateliH nnatdopmanap.
[Ounarpamma 3. KapaHTUH Ke3iHAeri )KyKTeme Typanbl MyFanimaepain, nikipi (%-6eH).
[Ounarpamma 4. KawbIKTbIKTaH OKbITYAbIH TUIMAINIT Typanbl MyFaniMaepain, nikipi.
[Ounarpamma 5. NaHaemusaar KeniH KBBT KongaHacki3 6a?

[Ounarpamma 6. CtyaeHTTepiH, Nikipi 60MbIHWAa OHNaMH 6iniM any YLWiH eH, *KaKcbl
nnatpopmanap.

TypKiCTaH MY3bIKaJbIK-IpaMa TeaTpblHbIH HHHOBALMSJIbIK CTpaTerusJapbl
CoaHryn Kaprkay6aeBa, AitHyp Ken6acapoBa

Cypet 1. Kenemai MyCiHAIK AeKopauusanap MeH peKBU3UTTED.

Cypet 2. Watch Out 6argapnamacbiHaarbl 6eiMHe a3ipnemenep.

Cypet 3. CoHAiK KypblnbiMAap MeH acKanatop 6enaiKTepiH MHKEHEePiK-TEXHUKANbIK 8HAEY.
CypeT 4. CoHAiK aneMeHTTep/liH, OpHanacybl XaHe alHanap »Kymeci.

Cypet 5. Acnanbl «kyMcaKk» 6e3eHaipy.

CypeT 6. KonblnbiMAaFbl XKbUTKbIHbIH, YL 61WeMAi MYCiHAIK 6e3eHaipyi.

CypeT 7. ©pT1 okuracbl. LED akpaHbiHAaFbl 6eHE Ma3MyHbI.

CypeT 8. LLbIHFbIC XaH ynaapblHbIH OpTacblHAAFbl KOPIHICI.

CypeT 9. bepTe KepiHici.
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TpaHchopmauusi coBpeMeHHbIX HAy4HO -TEXHUUECKMX UHHOBALUi
B Ka3aXCTaHCKOW CKYJbNType (Ha OCHOBE 3apy0exKHOro onbiTa)

[ynbHyp Xyb6aHoBa, Ep6on KaipaHoB

PucyHok 1. ®. MapuHeTtv «@oHTaH TaHmw», . basensb.

PucyHoK 2. UpaHckuit ckynbntop X. HoBpoau «[leracyc».

PucyHok 3. 3. KasapsH apT-06beKT «Tpu anemeHTa», «<MEGA Park COO», r. Anmartbl.
PucyHok 4. M. Hapbim6eToB. «Koknap».

PucyHok 5. A. MepreHoB «Anatay». bpoH3a. r. Anmartbl.

PucyHoK 6. A. MepreHoB «BoiHa». ATIOMUHWI.

PucyHok 7. P. AkaHaeB «[JoH KuxoT», . Anmarbl.

PucyHok 8. P. AkaHaeB «Angap Koce», . AimaTbl.

PucyHoK 9. 3. KoxaMKynoB «JHeprus, kotopas NnogHuMaeT AKUuW», . AnMarTbl.

PucyHok 10. 3. Koxxamkynos «[fepor KobbinaHabl», CTMMMNA@HK-CKyNbNTypa, r. AimaThbl.

HuHoBaumoHHble ctpaterun TypkecTaHcKoro My3bikajibHo-
JpamaTHyecKoro Tearpa

CaHrynb Kapxay6aeBa, AitHyp Kon6acapoBa

PucyHoK 1. O6beMHble CKYNbNTYPHbIE AEKOPaLIMU U PEKBU3HUT.
PucyHoK 2. Bugeo-pa3pa6oTtku B nporpamme Watch Out.

PucyHoK 3. UHXeHepHO-TexHMYecKasn pa3paboTka AeKOPaTUBHbIX KOHCTPYKLIMIA
M 3CKaNaTopHbIX NIEHT.

PucyHoK 4. PacnonoeHvne AeKopaTUBHbIX 3IEMEHTOB U CUCTEMbI 3epKarl.
PucyHok 5. MNoaBecHas «Markas» feKkopaums.

PucyHoK 6. O6beMHO CKyNbNTYpHasa AeKopaLus KOHA B CNEKTaKne.
PucyHoK 7. CueHa noxkapa. Buaeo-KoHTeHT Ha LED akpaHe.

PucyHok 8. CueHa YMHrucxaHa B OKPYXEHWM C CbIHOBSIMMU.

PucyHok 9. CueHa ¢ bopre.
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Choreography Academic Education in Terms of Distant Studies:
the Experience of Kazakhstan

Damir Urazymbetov, Tatiana Terekhova

Diagram 1. Platforms used by teachers before quarantine.

Diagram 2. Platforms used when teachers working with students.

Diagram 3. Opinion of teachers about the load during quarantine (in %).
Diagram 4. Opinion of teachers on the effectiveness of distance education.
Diagram 5. Will you use DOT after a pandemic?

Diagram 6. Top rated platforms for online learning according to students.

The Transformation of Modern Scientific and Technical Innovations
in Kazakhstani Sculpture (Based on Foreign Experience)

Gulnur Zhubanova, Yerbol Kairanov
Fig 1. F. Marinetti “Fountain Tangley”, Basel.
Fig. 2. Iranian sculptor X. Nowruz, “Pegasus”.

Fig. 3. E. Kazaryan, art object “Three elements”, “MEGA Park shopping
and entertainment center”, Almaty.

Fig. 4. M. Narymbetov “Kokpar”.

Fig. 5. A. Mergenov “Alatau”. Bronze. Almaty, 2015.

Fig. 6. A. Mergenov “War”. Aluminum.

Fig. 7. R. Akanayev “Don Quixote”, Almaty.

Fig. 8. R. Akanayev “Aldar Kose”, Aimaty.

Fig. 9. Z. Kozhamkulov “Power to raise shares”, Aimaty.

Fig. 10. Z. Kozhamkulov “Kobylandy batyr“, steampunk sculpture, Aimaty.
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CAJAS 2022 »kblibl GipHellle Mocesienep/li KapacThipyFa »KoHe 3epTTeyre GarbITTajraH
TaKbIPLINTBIK GacklIbiMaap )ocnapJiayaa. Ogap Keseci 6arbiTTapaa 60/MaK:

Ne 1. KpeatuBti MHAyCTpHSi: 6HEp 3KOHOMUKAChI, apT-HaPbIK, Meaua (Haypbi3,
Koskasbanap/bl kKabblinay 2022 xuiiabiv 20 KaHTapbiHa Jehin);

No 2. OHepperi yITTbIK K9He YJITTbIKTaH XKOFAPbUIbIK cCaHATTapbl (MaychbiM,
Kosnkasbanap/bl Kabblinay 2022 xuiiasin 20 coyipine neiin);

Ne 3. KepkeMm LibirapmMaapaarbl 3KOJOTHSIIBIK Macesiesiep MeH TaOUFaT TaKbIPbIObI
(KpIpKYHeK, Kommkazbanapabl Kaoblaay 2022 »xeuiapiv 20 misgecine aenin);

Ne 4. OHepperi KOMNbIOTEPIIK XKIHE MeAUA TEXHOJIOTHSIJIAP: OH KIHE Tepic XKaKTapbl
(»xenToKcaH, Ko/mkazbanapapl Kabbiinay 2022 xbuiibii, 20 KaHTapbiHa Jeiin).

JKapusiianyra ranbivaap, 3epTTeyLiiiep MeH Ta/jiayLbliap, eHep MeH MaieHHeT
caJlacblHJaFbl TEOPETUKTEP MEH MIPAKTHKTEP LIAKbIPbLIAbL.

B 2022 rogy CAJAS nianupyer TeMatuiecKue BhyCKU, HAlIPaB/IeHHbIE HA PACCMOTPEHHE
1 MCCJIEIIOBAHUE BOTIPOCOB B CJIEAYIOUIMX 00JIACTSX:

Ne 1. KpeaTuBHble MHAYCTPHH: SKOHOMHKA UCKYCCTBA, apT-PbIHOK, Meau1a (MapT, npuem
pykonuceii no 20 siuBapst 2022);

Ne 2. Kareropuu HaUMOHAJAbHOTO U HAJHALIMOHANBLHOTO B UCKYCCTBE (HUIOHb, IPUEM PYKOIHUCeH
1o 20 anpesist 2022);

Ne 3. IkoJsoruueckas npodaeMaTuKa ¥ TeMa MPUPOJbI B IPOU3BENEHUAX HCKYCCTBA
(cenrsi6pb, npuem pykomnuceit 10 20 utosist 2022);

Ne 4. KomnbloTepHble U MeMa TeXHOJNOTMU B HCKYCCTBE: 3a U MPOTUB (eKabpb, NpHeM
pykonuceii 1o 20 sinBapst 2022)

K ny6skaumu npuraaiatores yueHble, HCCIe0BaTeN U aHAJNTHKH, TEOPETUKH U MPAKTHKH
UCKYCCTBA U KYJBTYphI.

In 2022, CAJAS plans thematic issues aimed at examining and researching issues
in the following areas:

No. 1. Creative industries: art economics, art market, media (March, submission
of manuscripts until January 20, 2022);

No. 2. Categories of national and supranational in art (June, submission of manuscripts
until April 20, 2022);

No. 3. Environmental issues and the theme of nature in works of art (September,
submission of manuscripts until July 20, 2022),

No. 4. Computer and media technologies in art: pro at contra (December, submission
of manuscripts until January 20, 2022)

We are inviting to publication scientists, academic researchers and analysts, theorists
and practitioners of art and culture.
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