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nckycctB umenn T. K. XXypreHoBa YWIH anaH yCblHY, COHAAN-aK 6HEPTaHYy CaslaCblHAAFbI

GipneckeH xanblkapanblK FblabIMU )0banapabl 4AMbITY
60nbin Tabblnagpl. XXapuanaHbiMaapabl ipikteyaeri
6acbiM akTopnap: XaHa LepeKTaHy xaHe aaebu
LlepeKke3aepre YHAEY, akafeMU3M XKHE FblibIMU
06bEKTUBTINIK, TAPUXHAMaNbIK TONMbIKTLIK, MEH MikipTanac,
KypLeni ryMaHUTapnblK MacenenepaiH 3amMaHaym enwemi,
M3AeHU apTedaKTinep MeH KepKeM HblCaHAapAblH,
»aHa TynHycka Tycinaipmenepi. CAJAS-Ta FblnbiMu
MakananapaaH 6acka, wonynap, TapuxHaManblk Wwonynap,
[lepeKTaHy MaTepuanaapbl, 'yMaHUTapbIK FblIbiM
TaKbIpbINTApbIHAAFbI MiKipTanactap yCbIHbIAYbl MYMKiH
YKOHE FblIbIMM AManorTap Kynrtanagbl.

CAJAS (29.03.2021 N2 303 ByipbIFbl) FbNbIMU KbI3METTIH,
Heri3ri HaTMXKenepiH xapusanay ywiH KasakcraH
Pecny6nukacsbl binim xaHe fblbIM MUHWUCTPAITIHIH Binim
XHE FbINIbIM CaNacblHAAFbl CanaHbl KAMTAMaCbI3 eTy
komuteTi (BxFCBK) ycbiHFaH 6acbinbiMaap TizbeciHe
eHrisinai («<OHeptaHy» 6enimi). CoHbiMeH KaTap, CAJAS
KAB (Kazakcranabik aarekces 6asackl), ¥MFTCO (¥nTTbIK,
MEeM/IEKETTIK Fbl/IbIMU-TEXHMKANbIK, CapanTamMa OpTasbifbl),
KunbepJleHnHkana nHaekcreneai.

CAJAS pepakumscbiHa XibepinreH 6apnblk Makananap
nnarvaT TeKCepyiHeH eTefi XaHe 3epTTey npoduniHaeri
MaMaHAaPAbIH OH, €Ki XaKTbl COKbIp CapanTaMacbiHaH
KeWiH XapusnaHagpl.

ABTOpP/bIK FbINbIMK 3€pTTEYANEP, LWONYNap MeH cyxbaTtap
CAJAS-Ta TeriH xapuanaHaabl. XXypHan peueHsusanay,
penakuuanay, Tysety, beTTtey xaHe 6acka fa penakuUabIK,
XYMbICTap 60WbIHIIA WbIFbIHAAPAbI ©3 MOMHbIHA anasbl.

CAJAS makana aBTopnapbliHa akbl Tenemeina,i.

XKypHanabiH, >kapusnaHbiM 3TUKAChl XEHIHAETI
komuTeTTiH, (COPE) Onen kopekciHe Calkec keneai xxaHe
XKYPHa/IMEH >YMbIC XKacalTblH aBTOpAApAbIH HemMece
peLeH3eHTTepAIH 3aHCbI3 iC-apeKkeTTep Typanbl KYAiKTi
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Central Asian Journal of Art Studies (CAJAS) -

HayYHbIM peLeH3npyeMblit XXypHas, nyBamnKyoLmii
pe3ynbTaTbl aBTOPCKMX UCCNIEA0BAHMI CO BCErO MMpa

1o Harnpas/ieHNo «MCKyCCTBO M ryMaHUTapHbIe HayKu»

(B TOM uKcne no Bonpocam Teatpa, My3sblku, xopeorpadum,
KMHO, M306pa3snTenbHOro 1 NPUKNALHOro UCKYCCTBa,
ApPXMUTEKTYPbI U T. 4.).

Llenbto u3paHus saBnseTcs npefocTaBieHne NaoLanKu
Ang 06MeHa HayYHbIMU MAEAMM, @ TAKXKE Pa3BUTHE
COBMECTHbIX MEXAYHAPOAHbIX Hay4YHbIX NPOEKTOB

B 06/1aCTH ncKyccTBoBeneHus. MpuoputeTHble GakTopsbl
npu otbope nybnukauuii: obpalleHme K HoBbIM
MCTOYHMKAM, aKafleMU3M M Hay4YHast 0ObEKTUBHOCTD,
uctopuorpaduyeckas nosHoOTa U AUCKYCCMOHHOCTb,
COBPEMEHHOE U3MEPEHMUE CIIOXKHbIX T'YMaHUTapHbIX
npo6aeMm, HoBble OPUrMHANbHbIE TPAKTOBKM KYNbTYPHbIX
apTedakToB M XyA0XecTBeHHbIX 06bekToB. B CAJAS kpome
HayYHbIX CTaTel MOryT GbITb NPEACTaBAEHbl PELLEH3NM,
ncropuorpadpuyeckmne 0630pbl, ICTOYHUKOBEAYECKME
MaTtepuarnbl, AUCKYCCUM Ha TEMbI TYMaHWUTaPHOM HAyKH,
NPUBETCTBYIOTCSA HAYYHbIE ANANOTU.

CAJAS BkntoyeH B lNepeyeHb U3aaHuit, peKoMeHayeMblX
KomuteToM no obecneyeHuto kayectsa B chepe
obpasoBanus 1 Hayku (KOKCOH) MunucTepcTea
obpa3oBaHuna 1 Hayku Pecnybnmku KasaxcraH (npukas
No 303 o1 29.03.2021) ans ny6AnKaLMM OCHOBHbIX
pe3ynbTaToB Hay4YHOM AesTeNbHOCTH (pasaen
«MckycctBoBeneHuey). NMomumo atoro, CAJAS
nHpekcupyetcsa B KBL, (KasaxcraHckoi 6ase
untnpoBanus), HUMHTS (HaunoHanbHoM LeHTpe
roCyAapCTBEHHOM Hay4YHO-TEXHUYECKOW 3KCNepTusbl),
Kunbep/leHuHke.

Bce cTaTbu, noctynatowme B pepakumio CAJAS, npoxonst
npouenypy NPOBEPKM Ha nnaruat v nybnaukyTcs nocnie
MONOXMTENbHOIO ABOMHOIO CIENOT0 peLeH31poBaHus
cneunanmuctamMu no NpodunsaM UCCIenoBaHMMA.

ABTOpCKME Hay4Hble UcCnenoBaHus, 0630pbl U MHTEPBbLIO
B CAJAS nybnwukytotca 6ecnnatHo. XXypHan 6epet

Ha cebs pacxonbl MO peLeH3UPOBaHMIO, pefakTMPOBAHMIO,
KOppekType, BepCTKe U ApYrMM pefakLMOHHbIM paboTam.

CAJAS He BbInnaymMBaeT roHopapbl aBTOpaM CTaTei.

XypHan cnenyet Kopekcy nosesenus Komuteta no stuke
ny6nukauwmit (COPE) n cnenut 3a 6nok-cxemamu COPE
L5 pa3peLleHns Cy4yaeB NoLo3peBaemMoro
HenpaBoOMepHOro NOBeAEHUs CO CTOPOHbI aBTOPOB

WK PELLEH3EHTOB U UHbIX /1ML, PAbOTAIOLLMX C XKYPHANOM.
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Penakuusinan

ARTS & HUMANITIES

“Gesamtkunstwerk” cueHorpadusiiars ibIFApMaUIbLIbIK TEXHOJIOTUSIIAPbIH,
NPOrpeccuBTI UIESACHI peTiHIE

Kabbin Xanbikos, Tumyp Koecos

KasakcTaHHbIH KpeaTuBTi MHAYCTPUsIapbIHIAFbl My3blKa CEKTOPbIHAAFbI
Grasroots xo00anapbIHbIH, 60JaLIaFbI

PaywaH XyMaHuszoBa

Kuno KazakcTaHHbIH 2KeTeKLIi KpeaTUBTi HHILYCTPHSIChI peTiHae
[ynbHapa AbukeeBa

KpeatuB 3amanayu fepekTi puabMaepIiH 1aMybIHAaFbl aHbIKTAYILbI TPEH]I peTiHae

baHy PamasaHoBa, lynbHapa Abukeesa

Aamarsl nanawadr caabarbiHAAFbl Kajla MYCiHiHIH KopMe KelleHi

Hapbs Munnep, KoHctaHTuH Camoiinos

KasakcTraHaarbl MHKJI03UBTI 6ajlaiap 00beKTi-KeHiCTiK OPTaCbIH KAJlbINTaCTbIPY
epekuiesikrepi (Anmarbl Kasachbl MbICaJbIHIA)

OnuHa WHenpep, AHTOH XO4XMKOB

KepkeM 1biFapMaHbIH xK9He OHiMIep MeH OyilbIMAAPAbIH AU3alHbIH XKacay
npoiecTepiHiH cOMKeCTiiri Maceseci 60¥bIHILIA

Cabbipkyn AcaHoBa, Bnagnumup lpuropbsH

T. K. )KypreHoB arbiiarbl Kaszak yaTTbiK eHep akajieMusicCbiHIA
«KpearuBTi KacinkepJik» MoHiH eHrizy

HOnusa CopokunHa

KasakcranHbiH wsirapmaiblibik KOO TysekrepiHiH, )KyMbICKa OpHaJacybl:
dJleyMeTTaHyJbIK cayajHama HaTHXKejepi

AvimaH MycaeBa
REVIEW

«TypaH» yHuBepcuTeTiHe OiliM 6epy OGarnapaaManapbiH XKy3ere acbipyia
KpeaTuBTi TaCiIAepai KOIaHy

Fanua MaitsynnmHa

JKoiibuibin 6apa XaTKaH KOJIOHep A3CTypJepi MeH mypaxaiaap: YKanonusga
TypakThl 1amy cabakrapbl med AKLLI nen KaszakcraHHbiH cepikrecTiri

Pobept MoHuuoeH

Qazaq Ballet Magazine xopeorpadus keHicTiriHaeri KpeaTuBTi UHIYCTPUSIHbIH,
0ip Typi petiHne

TomkaH Monganim

Kocbimuia
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Ot penakuuu

ARTS & HUMANITIES

“Gesamtkunstwerk” kak nporpeccupyioinas ujiest KpeaTuBHbIX TEXHOJIOT Ui
B ciieHorpacguun
Kabbin Xansikos, Tumyp Koecos

[epcnekruBbl Grassroots NPoeKTOB B My3bIKaJlbHOM CEKTOPE KpeaTUBHbIX
uHayctpuii Kazaxcrana

PaywaH [xymaHuszoBa

Kl/lHO KakK Beayliasi KpeaTuBHast MHLYCTpUS KaSaXCTaHa
[ynbHapa Abukeesa

Kpearus kak onpenensiioniuii TpeH, pa3BUTHS COBPEMEHHOTO IOKYMEHTaJIbHOTO KHHO

baHy PamasaHoBa, [ynbHapa Abukeesa

BbicTaBOuYHbIi KOMIIEKC FOPOICKO# CKYJIbITYPbl B IMAaTUHCKOM JIaHAIA(THOM napke
Lapbs Munnep, KoHctanTnH Camoiinos

Oco6eHHocTH hOPpMUPOBAHUS MHKJIIO3UBHOM I€TCKOM MPEAMETHO-
npocrpaHcTBeHHOH cpenbl B KazaxcraHe (Ha npumepe ropona Anmarbl)

OnuHa WHenpep, AHTOH XOOXMKOB
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4TO NOA06HbIE BbIMYCKM XXYPHANa CTaHyT MO-HACTOSALLEMY NOME3HBIMU U BaXKHbIMM
B OCBOEHMW M MOHUMAHWUM COBPEMEHHOIO UCKYCCTBA.

Mepsbit Homep 2022 roaa NOCBALWEH KpeaTUBHbIM MHAYCTPUAM. YacTb
nybnavkyemoro Matepuana bbiia npeanoxeHa CnMkepamm 1 y4acTHUKaMm
MeXAyHapOoLHOW KoHdepeHLuH, cocTosBLuelcs 26 Hosbps 2021 rona B cTeHax
Kasaxckoi HauMoHanbHo akagemMmu uckyccts umenun T. K. XKypreHoBa?. [naBHbIMK
3ala4aMu KoHbEepeHLMM U, Kak CeACcTBME HOMEepPA XypHana, cTanu cbop akTyanbHOM
MHDOPMaLIMKM O COCTOSHWUM LEEHTPASIbHOA3MATCKOrO apT-pbiHKA, PAaCCMOTpPEHME
cTpaTernii obpasoBaTenbHOM Cpefbl U MEXaHU3MOB peanu3aLMmn TBOPUECKUX loLeN
B HanpaBneHWN KpeaTUBHOWM 3KOHOMMKM. HeManoBaxHo B 3TOM Bonpoce obbeanHeHue
y4eHbIX, NPpeAnpuHUMaTenen, npenoaaBaTenen, rocyAapCTBEHHbIX M YAaCTHbIX CTPYKTYP.

B craTbsix, nybnnMkyeMbix B HOMEpe, aBTOPbI MpeanaratoT TeopeTuyeckme
nccnenoBaHUs U NPakTMKOOPUEHTUPOBAHHbIE MPOEKTbl UM ONMMUCaHWE CBOErO OMbiTa
B KpPEaTUBHbIX MHAYCTPUSX, YTO 3aTparvBaeT HanpaBneHns cueHorpadum, CKynbnTypsbl,
apXUTEKTYpbI, My3es, KUHO, Xopeorpaduu. 3aTPOHYTbI TaKKe BONPOCh U3yYeHUs
06pa3oBaTeNbHbIX MPOrpaMm B TBOPYECKMX By3aX, TPYAOYCTPOICTBO M 06LLEeCTBEHHAS
[LesTenbHOCTb KpeaTopoB.

Takum 06pa3om, npeanaraemble CTaTbi U peBbio Nepsoro Homepa CAJAS
3aTpar1BatoT UCTOPUIO M MEPCNEKTUBbI PA3BUTMS KPEATUBHbIX MHAYCTPUIA,

YKa3bIBaOT Ha HMX KaK Ha pecypc HacTosLero 1 BO3MoxHoro 6yayuiero. lotomy
Mbl Haf,eeMcs, YTo Hal He6OMbLIONM BKNAA NOMOXET TEOPETUKAM U MpaKTUKaM,
He TONbKO M3Y4aloLWMM r'yMaHUTapHble HaYKK, HO U MPUMEHSIOWMM B CBOEM
TBOpYECTBe NpennpuUHMMATENbCTBE MEXANCLMUNINHAPHBIE MOAXOLbI.

Aamup Ypazeimbemos,

1 MHdopMaLmio 06 3TOM MOXKHO HaiTW Ha opuLManbHOM caiTe cajas.kz.
P J

2 KoHctepeHuus 6bina opraHM30BaHa Hay4HO-peaaKLMOHHbIM OTAENOM W Kadenpoit apT-MeHeAKMEHTa

u npoptocupoBanus KasHAU nmenn T. K. XypreHoBa.




Editorial note

From 2022, the Central Asian Journal of Art Studies has begun a policy of publishing
thematic issues, which allows directing research in the field of Central Asian art
in a certain scientific direction. The editors offer scientists several topical themes
for the whole year! and hope that such issues of the journal will become truly useful
and important in the development and understanding of contemporary art.
The first issue of 2022 is dedicated to the creative industries.
Part of the published material was proposed by the speakers and participants
of the international conference held on November 26,2021 at T. K. Zhurgenov
Kazakh National Academy of Arts2. The main objectives of the conference and,
as a result of the issue of the journal, were the collection of up-to-date information
on the state of the Central Asian art market, the consideration of strategies
for the educational environment and mechanisms for the implementation of creative
people in the direction of the creative economy. It is important in this matter to unite
researchers, entrepreneurs, teachers, public and private structures.
In the articles published in the issue, the authors offer theoretical research
and practice-oriented projects or describe their experience in the creative industries,
which affects the areas of scenography, sculpture, architecture, museum, cinema,
and choreography. The issues of studying educational programs in creative
universities, employment and social activities of creators were also touched upon.
Thus, the proposed articles and reviews of the first issue of CAJAS touch upon
the history and development prospects of the creative industries, pointing to them
as a resource for the present and possible future. Therefore, we hope that our small
contribution will help theorists and practitioners, who not only study the humanities,
but also apply interdisciplinary approaches in their work as entrepreneurs.

Damir Urazymbetov

¢ Information about this can be found on the official website cajas.kz.

2 The conference was organized by the scientific and editorial department and the department of art
management and production of T. K. Zhurgenov KazNAA.
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Abstract. In the 21st century, it is becoming increasingly important to track the pace of development
of technology, its periodization, and its influence in the history of theater, including ideological
and semantic qualities that have contributed to the development of productive ideas such
as Gesamtkunstwerk. We contend that in today’s world the pace of technocratic progress does
not take into account the simplicity and natural harmony inherent in human creativity. The subject
of this study is the concept and interpretation of the idea of Gesamtkunstwerk in the context
of its history and ongoing influence on contemporary digital performance and theater scenography.
Gesamtkunstwerk has influenced the artistic concepts and styles of the era and the living
and functioning qualities in the media scenography of contemporary world and Kazakh theater,
as well as the trend of ‘collaborative art” in the context of the development of creative technologies.
This study will reflect on the history and interpretation of the ideas of Gesamtkunstwerk,
as well as the understanding of its logic and structure in the development of creative experience
and the temporal structures of the study of media scenography. The objectives of the study are:
to determine the theoretical concepts and prerequisites for interpreting the ideas
of Gesamtkunstwerk; to analyze the variants of the terms ‘complex work of art” and “perfect work”
in relation to specific authors and artistic and technological initiatives; to identify the technological
aspects of new forms of media art and stages associated with its ideas; to study new experiences
of digital performance in the work of theater artists and their evolutionary development;
to evaluate the ideas of Gesamtkunstwerk in the form of digital technological trends in the theaters
of Kazakhstan; to determine the interaction of contradictions and combinations of the studied term
between the individual quality of creativity and mass production.
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Introduction

oday creative industries are considered
to be main priorities among the new
industries, new technologies and material
resources that are economic priorities
of each country. In this regard, the Concept
for Development of Creative Industries
(CDCI) for 2021-2025, adopted
on November 30, 2021, provides
for the annual implementation
of a National Development Plan
of the Republic of Kazakhstan before 2025.
The CDCI provides for the employment
of creative and educated youth through
the emergence of new domestic high-tech
companies and the creation of new jobs
as the basis for the development
of the middle class in a new formation
through the development of technological
and venture entrepreneurship.
In this concept of the development
of creative industries, special attention
is paid to the theaters of Kazakhstan
and the development of the scenography
industry as it relates to the quality

of theatrical products in the creative market.

In this regard, according to the CDCI,
it is necessary to analyze the current
situation, review international experiences,
observe the development of specific
industries (the basic principles
and approaches to its development),
determine target indicators and expected
results, and assess the action plan needed
to implement the concept. This is
an attempt to define a policy and rational
strategies for creative production. In this
case, it is important to orient not only
theater and scenography, but also
the economic foundations and policies
of the entire art industry, drawing
on world experience.

Thus, the creative industry requires
special political attention, as it is
an important and developing branch
of production. This leads to the question:
what is the dynamic relation between
the creative industries and the rest

of the economy? Looking at the history
of creative industries, researchers Potts
and Cunningham have defined “four
development models in political

and economic terms” as a new analytical
framework of the industrial components
of the creative economy, considering
creativity and income or content

and intellectual property. According

to this definition, other countries that
have tried to assess the size and growth
of this sector and formulate new policies
have also adopted various maps (163).
This includes four models of opportunity:
1) welfare (the need to subsidize

with social security), 2) competition

(a standard industry policy), 3) growth
(an investment and growth policy)

and 4) innovation (a pro-innovation
policy). Thus, from each of the four main
dynamic models that connect the creative
industries and the rest of the economy,

a completely different policy framework
emerges (Potts and Cunningham 163).
The main thing to note is that “in the model
1) creative industries are associated with
the production of goods with high cultural
value (dU / dCI> 0) but low market value
(dY / dCI <0), although they appear to be
a net loss for the economy” (ibid. 177).

At the same time, cultural economists
Trosby and Whiters have widely
acknowledged that growth in the creative
sector is driven by aggregate economic
growth, as their growth is not what
the “market”wants, but rather is forced
to support it through transfers. Thus,
the characteristics of Model 1 are
characterized by high levels and negative
profit margins for creative firms, as well
as low total factor productivity (TFPCI)
(Potts and Cunningham 177).

Another aspect of understanding
development models of creative industries
is presented by culturologist Ruslan
Khestanov, who writes that “culture
is neither mathematical nor marketable,
nor unambiguously interpreted”
and emphasizes that a policy for “creative



industries” is manifested only through

efforts to fully commercialize cultural

production and its global standardization

(Khestanov 173).

Now, when we raise the issue

of progressive ideas for creative

technologies, the question arises

as to what artistic ideas, principles

and conclusions are common to design,

music, choreography, theater,

and/or scenography. It is difficult

to get a complete answer at once,

but with examination concepts such

as “collaborative work of art”, or “perfect

work” and others emerge. This provides

an opportunity to reconsider the ideas

of Gesamtkunstwerk, which are relevant

to these principles, and see what other

questions might be relevant to our field
of study:

1) Gesamtkunstwerkin the context
of the development of scenography
in Kazakhstan: can art be a starting
point or a turning point?

2) Can Gesamtkunstwerk be considered
as two peripheral poles of creative
development in art and media
scenography /plastic arts?

3) From the art of totalitarianism
to the art of creative industry: what
technologies or concepts are based
on the scenography of Kazakhstan
in the context of the development
of media technology of audio and visual
arts?

4) Is it possible to transform
the conceptualization of a work
of art from mass art to a qualitatively
new virtual art using the idea
of Gesamtkunstwerk?

5) What is virtual theater and what are
the goals and functions of virtual
theater?

6) What changes are needed in the Kazakh
theater in terms of the concept
of developing the creative industry
and digitization policy?

The requirements of the XXI century
are relevant in any sphere of life when

connected to the achievements

of technology and engineering. World
theater has been part of this process
since its beginning in the ancient Greek
theater. The preconditions of the “perfect
work of art”, echoing the requirements

of modernity, originated from the ancient
Greek theater and have forced the theater
to consider digital technology

and multimedia as integral. At the heart
of the development of each industry are
particularly progressive and innovative
ideas, including the combination of art
and technology. At the heart of today’s
civilization, these same ideas serve

in countless artistic theories or styles

in a transformed form. One of them

is the concept of Gesamtkunstwerk,
which has inspired design, architecture,
digital technology and multimedia theater.

At present, despite the high demand
for artistic, aesthetic, and content quality
in the domestic market in Kazakhstan,
low-quality products are widely created.
Because they do not keep up with
the context of world cultural development,
they can undermine the function
and philosophy of the work of art. However,
the ideas of Gesamrkunstwerk have
a wide range of open influence, not only
in the formation of stylistic qualities
in music, architecture, design, opera,
and fine arts, but also in the scientific
methods and characteristics
of scenography. In scenography, the logic
and structure of digital experience has
given a creative progressive emphasis
to the formation, understanding
of temporal structures in the study
of media-scenography (see fig. 1).

The term Gesamtkunstwerk was coined
in 1849 by the German composer Richard
Wagner. Wagner framed Gesamtkunstwerk
as “a wonderful work of art in which
drama, music and other performing arts
are integrated and each of them is subject
to the public” (Dixon 41). But the ideas
of Gesamtkunstwerk in architecture can
be traced back to the pre-Wagner period;
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Methodology for studying the ideas
of ‘Gesamtkunstwerk’

o N

Sr::iden;c}iﬁrc rrt1e't_.hi>.ds Logic and structure Temporal structure
and characteristics of digital experience of the study
of scenography research of mediascenography
Features SUb.JGCt Phases
S Object
Principles F Stages
orm .
Terms Aspects of digitization
Methods
Norms research
Results

Fig. 1. The structure of the study of ‘Gesamtkunstwerk’ ideas.

for example, in the Baroque palaces but it has certainly given rise to some
of Versailles and Schenbrunn. In these internationally recognized iconic designs.
works, architects had fully mastered Such works have been valued over time
the integration of exterior and interior and have always influenced the next
designs, creating works of art that were generation of architects and designers....
harmonious from the garden to the kitchen For an ornament to be interesting,
utensils. After the Romantic era, various it must depict things that are reminiscent
movements adopted the concept of the poetic ideas that make up the motifs.
of the complete work of art connected Motives are based on history, legends,
by different ideals based in their aesthetic icons, fairy tales about man and his life,
philosophy and sought to convey this deeds and passions (Anthony Gaudi,
in their works (Martin). and Martin).

The breakthrough in art and crafts
generally recognizing the essence Gesamtkunstwerk in the study
of the idea of Gesamtkunstwerk also of musicologists
applied to the tradition of handicrafts, As a music historian Sanna Pederson
ignoring the results of mass production observes, in comparison with other
and industrialization. This concept was individual composers in the Zurich
further developed in the Art Nouveau era, records, in Wagner’s music,
when architects created harmonious Gesamtkunstwerk is part of its own
and unifying designs for whole buildings, special terminology: “absolute music”,
from fixtures to furniture, thus creating “musical drama”, “Stabreim”, “music

complete works of art. Although the idea of the future”, “leitmotifs” and others.
of a single work of art in architecture almost ~ For Wagner especially, the term, as well

disappeared during the First World War, as the hypothesis of why he ultimately did
it re-emerged with the Bauhaus movement  not support it, is an appropriate descriptor
and De Steil in the late 1919s and early of his own stage works (Pederson 39).
1920s (Martin).

In architecture, the creation of a single Gesamtkunstwerk in the history of opera
work of art can sometimes be perceived F Lacou-Labart had the productive idea

as a designer’s excessive imagination, to trace the dynamics, historical



retrospection and conceptual
and theoretical reconstruction of the idea
of Gesamtkunstwerk through
the phenomenon of Wagnerian opera,
observing it as an integrity that disintegrated
and broke down (the disappearance
of this integrity was first recorded in Thus
Spake Zarathustra) — as an idea that did
not work, did not come true, but instead
degenerated into a desire to use
the “Wagner phenomenon”, (another
“Wagner incident!”, the “Wagner-Problem”,
etc.) (Kapp 140). ‘The “Death of God”,
Thus Spake Zarathustra, thus becomes
“the end point of romantic art (Endpunkt)”
as the last stage introduced into the world
by Christianity, which means, according
to Hegel, “art itself eliminates itself
and shows that in order to comprehend
the truth, consciousness needs to move
to higher forms than those that art can
give” (Tatarenko 272). The aforementioned
“Wagner effect” in this case, indeed, can be
explained by two reasons. Firstly, according
to Lacou-Labart, “opera or musical drama
is the most suitable to fully realize
the figuration that, in general, is inscribed
in its philosophical program” (17),
and, secondly, as Azamat Khsanshin
observes, due to the fact that music has
become a place of enormous technical
changes, and “with Wagner, musical
amplification — and aesthetic
accumulation — reaches its highest
point” (Khsanshin 416).

Wagner’s own theoretical text
Opera and Drama contains his most
detailed historical account of opera.
As part of the controversy that attacked
the opera of its time, his version rejects
the standard narrative of the mid-
nineteenth century and presents the history
of opera as a fall into corruption.
Any historical attempt to restore
the dramatic unity of the opera, which
Wagner wants to celebrate, is ruled out.

These included reforms, such as the call
in the 18th century by Christopher
Willibald von Gluck, who popularly

supported the call for music to be
subordinated to drama, in Wagner’s bold
statement at the beginning of the opera
and drama: end of expression (music)

and end of expression (drama) has become
a tool (Richard 2:17).

Wagner combined opera and its
individual elements with other manifestos
related to the need for reform. His music
criticism was echoed by previous
generations. His reading of E. T. A. Hoffmann
and Karl Maria von Weber had a great
influence on his writing. For example,
the term “musical drama” — which became
a regular part of Wagner’s vocabulary,
originating in 1810, when Hoffmann
praised Gluck, writing: “Most of the new
operas are concerts performed only on stage
and in costume, and Gluck’s opera
is a real musical drama, in which the action
continues at any moment” (Warrack 272).

Gesamtkunstwerk in choreography
and forms of dance

Thomas Gray describes the concept

of Gesamtkunstwerk as relating to dance
in Wagner’s Ring Cycle as follows:

When the curtain opens on Das
Reingold, the first thing we see is three
Rhine girls trying their best to swim
or swim, not to walk or dance. Other
aspects of Wagner’s “transcendental”
choreography include the famous “Reed’s
flying Valkyrie” and Parsifal’s metaphysical
journey from the outer Grail kingdom
to the temple’s inner sanctuary.

Gesamtkunstwerk in the concept
of theater
Theater is a syncretic art which naturally
tends to Gesamtkunstwerk:
‘Gesamtkunstwerk’, literally meaning
‘complete work of art’, originally meant that
all forms of art, including painting, music,
architecture, literature or performance,
could be combined into a single theme,
project and study, thus all elements of art
and general means that the design includes
a template (Martin).
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Scenography and science

Natural sciences

Humanitarian
and technical

Logic, epistemology,
ontology, etc.

Fig. 2. Scientific classification of scenography according to the field,
subject and cognitive methods of research.

In addition, Gesamtkunstwerk
translates the basic lexical meaning
of the word differently in different
languages. Martin lists the following
examples of meanings based
on Gesamtkunstwerk: “Perfect work
of art”, “luxurious aesthetic journey”,
“completed, complete work of art”,
or “complete work of art, including visual,
experimental and performance”. But they
all related to Wagner’s original concept.
Wagner, who had lost faith in his
contemporary art, saw it as meaningless,
incoherent and dissonant, and his essays
sought to reconcile all creative processes,
thereby seeking to reunite art, opera
and drama in one environment. Many
artists and craftsmen in the 19th and 20th
centuries, inspired by Wagner, tried
to create integrated works of art covering
various fields, and thus reached the concept
of the idea of Gesamtkunstwerk (see fig. 2).
The ideas of Gesamtkunstwerk
in the development of scenography (stages
of theoretical development) and its study
are fundamental for Futurism, XX century
multimedia pioneers, Walter Benjamin,
Rolland Bart, Jean Baudrillard and others
(Dixon) (see fig. 3, 4).

Manifestation of the ideas

of Gesamtkunstwerk in architecture
Scottish architect Robert Adam has created
a truly unique and personal experiment
called “Human Style”. It consists

of an attempt to combine and design all
the elements in a strictly neoclassical way,
to achieve stylistic consistency

l ! "E; \l b :‘. :
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Fig. 3. The development of the ‘Gesamtkunstwerl’
idea in constructivism. Scenes from the opera “Aida”.



Fig. 4. Extensive deviations from the laws of rhythmic
syntax and metrical sequence in Wagner’s music.
“Parsifal” and other examples of dance.

Lower Greenvilles Modern Theater in Dallas.

and harmony in appearance and interior.
One of the brightest and earliest examples
of Human Style is the Syon House

in West London. When Adam changed his
interior in 1762, he created a large room
resembling a pantheon, creating one

of the most important neoclassical interiors

in England. Here Syon brilliantly depicts
the human effort to form a cohesive
and harmonious whole (Martin).
The uniqueness of this work of architecture,
which is clearly combined with the ideas
of Gesamtkunstwerk, is reflected in the park
where it is located. (Syon House), a palace
of the Dukes of Northumberland in west
London (outside the historic city) and a park
of about 80 hectares. Zion Manor is located
on the banks of the Thames, opposite
the Royal Kew Gardens (Syon House)
(see fig. 5).

Kenwood House in North London
is another outstanding example of Robert
Adam’s Gesamtkunstwerk architecture.
Adam was given complete freedom in 1764
to restore the house, and his library is
now recognized as one of its most popular
interiors.

In Art Nouveau, the Hotel Tassel
or Tassel House is often considered
an exemplary architectural illustration
of Gesamtkunstwerk which organically
combines natural and industrial features.
Victor Horta designed the Tassel House,
which he completed in 1893, for Emile
Tassel in Brussels. As an architect as well
as an interior and furniture designer, Horta
created a complete masterpiece that is
compatible in all respects. From the facade
to the interior design, the house is known
for its multi-directional large staircase,
which is unique in the smoothness
of the recurring curves and spiral shapes.
The design of the house is absolute
and versatile: furniture, doors and handles,
balusters, and home bells. The combination
of internal and external elements show his
desire to assemble a work of art in a pure
unity. The house presents outstanding
examples of Gesamtkunstwerk ideas
in centuries-old architecture. This relates
to Gaudi’s idea that for “ornament
to be interesting, it must depict objects
reminiscent of the poetic ideas that make
up the motifs. Motives are based on history,
legends, icons, fairy tales about man
and his life, deeds and passions” (Martin).
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Fig. 5. Neoclassicism, modernity in the examples
of Gesamtkunstwerk architecture and design.
Syon House, Kenwood House, Hdtel Tassel.

In his work Gesamtkunstwerk Stalin,
Boris Groys argues that the aesthetics
of totalitarian art opens a window
to the world of Socialist Realism:

“In the relationship between aesthetics
and its consumers, both art and modern

media are ‘the embodiment of the dream

of power’”. This characterizes

the appearance of performances

and scenography in the theaters

of the Soviet era in Stalin’s time (see fig. 6).

Fig. 6. Stalin’s buildings in Soviet constructivism,
Bauhaus-style ‘Gesamtkunstwerk’ transformations.

The Object and Subject
of Research

The object of research of this study

is domestic scenography, creative

origins in scenography and its theoretical
and technological aspects

and prerequisites. The subject of research
is the impact of world theater trends

on the work of Kazakhstani scenographers,
the ideas of Gesamtkunstwerk,

the evolution of digital technologies,
digital performances, analysis

of performances on the Kazakh theater



stage, and the process of “creative
collaboration”.

This includes Digital Technology
Research System: History of New
Media (Theater, Dance, Performance,
Installations), Genealogy of Digital
Performances, Emergence of Digital
Performances, Wagner and Co-Art,
Futurism and the Early 20th Century
Avant-Garde, Future Time, Dynamic
Time Divide, Manifest Time Virtual
Actors include Time, Machine Time,
Past Future, Constructivism, Dziga
Vertov, Dadaism, Surrealism,
Expressionism, and art strategies.

The Purpose of Study

The purpose of this study is to examine

the ideas of Gesamtkunstwerk

and the impact of media technology

on the scenography of Kazakhstan

in historical, cultural, technological

and aesthetic terms.

Responsibilities:

1) to determine the theoretical concepts
and prerequisites for the interpretation
of the ideas of Gesamtkunstwerk;

2) to analyze variants of the term
“summary work”, “perfect work”
in connection with specific authors
and artistic and technological initiatives;

3) to identify the technological aspects
of new forms of media art
and the stages associated
with the ideas of Gesamtkunstwerk;

4) to study new experiences of digital
performances in the work of theater
artists and their evolutionary
development;

5) to assess the examples of the ideas
of Gesamtkunstwerk that came
to the theaters of Kazakhstan in the form
of digital-technological trends;

6) to enrich/to examine the enrichment
of contradictions and harmonious
aspects of the studied term between
individual qualitative creativity and mass
production.

Methods

Theoretical and methodological bases
of the study include creative origins
in media scenography, theoretical
and technological aspects and prerequisites,
the impact of world theater trends
on the work of Kazakhstani screenwriters,
the ideas of Gesamtkunstwerk,
the evolution of digital technologies, digital
performances, theories of Kazakh theater
performances and scientific methods
of research used. Digital technologies
are used to determine the place and role
of media technology in culture, the method
of structural analysis is used for the study
of digital performances. We use universal
theories and methods of research
to understand the ideas of Gesamtkunstwerk
and the concept of “creativity
in collaborative art”; we use comparative,
cultural, technological analysis
for the comparative analysis of trends
in scenography and media scenography;
question-interview, empirical methods
for the analysis of new experiences
in the work of Kazakh theater artists;
Philosophical and anthropological analysis,
methods of cognitive analysis are used
to explain the conditions of psychological
contradictions and harmony between neo-
humans, post-humans and the electronic
industry. Structural analysis is used
to determine the place and role of media
technology in culture as a scientific method
and description of the study of scenography;
Universal theories and approaches are used
for the study of the ideas of Gesamtkunstwerk
and the concept of “creativity in collaborative
art”; Questionnaires and empirical methods
are used to analyze new experiences
in the work of Kazakh theater artists
(see Table 1).
Features: online activity, web surfing;
Principles: interactive interaction
between spectators and performers,
complementary games, Vacuume.Net
associative systems that simulate Internet
surfing;
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Table 1. Methodology of studying the ideas of ‘Gesamtkunstwerk’: research methods and characteristics,
logic and structure of digital experience, temporal structure of mediascenography

Research methods
and characteristics
of scenography
research

Structural analysis to determine
the place and role of media
technology in culture; Universal
theories and approaches

to the study of the ideas

of “Gesamtkunstwerk”

and the concept of “creativity

in collaborative art”; question-
interview, empirical methods
for the analysis of new experiences
in the work of Kazakh theater
artists

Features: online activity, web surfing,
Principles: interactive interaction
between spectators and performers,
complementary games, associative
systems Vakuum.Net simulating
Internet surfing

Conditions: important historical
precursors of digital theater

Norms: episodic structure,

the context of the relationship
between the computer

and the context of user interaction

Logic and structure
of digital experience

Piscator writes that his combination
of theater and video changed

the dramatic structure so that

it could evolve from what appeared
on the surface of the impressive
play (Lehrstuck) (Schaustiick)

Subject: screen, virtual theater
theorists, directors, artists, film
specialists

Object: Virtual body theories

in cyber culture

Subject: stage, actor, virtual and
physical combinations, movies, spirit,
memories, dreams

Form: hypermedia drama, medieval
mysteries, digital performances,
Stationendrama in individual
sequences, structure of Dadaist
performances, short films,
multimedia choreography
Methods: illogically inconsistent
development, slow development.
Results: performance, mixing
elements of music, manifesto,
theories and artistic images

Temporal structure
of the study of
mediascenography

According to Dixon, modern
practice of digital performances
has changed the body, time

and space. Here the virtual body,
avatar and digital “twins” appear

in the artist’s performances.
Association of webcams

and drama networks, virtual reality,
robot performances, real-time
connectivity. Technological illusions
of theatrical robots “Out of Time”.

Phases: If consciousness can change
the body, the structure can change
consciousness.

Stages: the theater, which has
entered the movement of imagining
an illusory space, will now become
a stage for the event.

Aspects of digitization research.

Conditions: important historical
precursors of digital theater;

Norms: episodic structure, computer
and user communication contexts.

On the logic and structure of the digital
experience, Dixon wrote in the 1920s
that Piscator’s documentaries were
successfully used in theater: “everything
from dialectical interrelated facts
and materials... The dramatic structure
can be developed into a video transformation
and a theatrical combination” (Rorrison 35).

Subject: screen, virtual theater theorists,
directors, artists, film specialists;

Form: virtual body theories in cyber
culture;

Subject: stage, actor, virtual and physical
body combinations, film images, spirit,
memories, dreams;

Forms: hypermedia drama, medieval
mysteries, digital performances,
Stationendrama in individual sequences,
the structure of Dadaist performances,
short films, multimedia choreography;




Methods: illogically inconsistent
development, slow development.

Outcomes: performance, music,
manifesto, mixing of theories and elements
of art images.

Results

According to modern practice of digital

performances, the body is subject to change

in time and space. Here the virtual body,

the avatar, and digital “twins” appear

in the artist’s performances. Association

of webcams and drama networks, virtual

reality, robot performances, real-time

connectivity. Technological illusions

of theatrical robots “Out of Time” (Dixon).
Kazakhstani theater artists, in turn,

are not inexperienced in applying trends

and innovations from world scenography

in their work. In Kazakh theatrical arts,

along with traditional scenography,

one can see that the introduction of digital

technologies, digital performances,

and multimedia scenography has begun

to move in an innovative direction.

First of all, this is a turning point

in the integration of Kazakh arts with

the trends of the global creative industry.
The performance Tansulu (G. Esim)

initiated the tendency to show the image

of the victim and the bright traditions

of nomadic peoples in scenery and costumes

through creative technologies. Similar

methods were used later in Magika

(M. Auezov State Academic Kazakh Drama

Theater, 2014). Vaikus transformed

the play Korkyt’s Vision (Iran-Ghaib)

with video recordings and on-screen

projections from the poetic and musical

form of the Korkyt era world to the present

day, along with adventurous images (2015).

The opera Birzhan Sara (M. Tulebayev),
staged at the Astana Opera. Uses 3D
technologies to enliven images of nature
and everyday life (2019): Open costumes,
video projections of the Italian master
Sergio Metalli, and most importantly,

the outstanding music, beautiful voices
of the soloists, and the harmonious sound
of the orchestra leave an unforgettable
impression on the audience (see fig. 7).

Fig. 7. Changes in body, time and space in the practice of digital performances.
Performances “Birzhan-Sara”, “Laterna Magika”, “Tansulu”, “Korkyt’s vision”.
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As an example of turning to the creative
industry: the best actors of the Republic
were selected to invite “A” class directors,
scenographers, and content creators
(who can compete at the world level)
and play each character. This process
required the identification and revision
of many components for the implementation
of the production — without which
it is impossible to present a modern
performance today.

The play Borte uses a new generation
of technologies to combine realistic effects,
video projections, cinematic techniques,
and virtual reality. From this point of view,
in the practice of Kazakhstani theater,
the Turkestan debut performance was
a landmark in the use of modern
technologies in the scope of one performance
(Karzhaubaeva, Kosbasarova 156).
Directed by Italian directors David
Lemermur and set designer Carlo
Shakcalugo, it played at the Turkestan
Music and Drama Theater.

In 2021, the Turkestan Music
and Drama Theater staged a new creative
performance: Tower of Love (scenographer
Kabyl Khalykov, director Nurganat
Zhakypbay, technical director
and performer, costume and makeup
artists). The play features multimedia
content, such as projections
on an LED screen, scenery with “sails”
as the main scenographic characters,
tasteful choreographic compositions
and live music on the cutting edge
of the stage advancement.

In Tower of Love, the principle
of the concept of metomodernism is
preserved and the relief of the ideas
of Gesamtkunstwerk creates a special
quality of romantic pathos. Integration
in the audio-visual arts is present.

In Wagner’s point of view, theater, music,
dance, song, dramatic poetry, light

and visual arts are created without

a “scratch” and create a completely
coherent work. In the paradigm

of “integration” with future work, one could

create a unique interface for the computer
using a “meta-carrier”. This was one
of the criteria for the development
of the modern world’s creative industry
and the provision of “unique quality”
using technology. It is a perfect and pure
work of love that leads to the “Beacon
of Love” seen only by lovers. This is a play
about the unique feeling of love, which
once captivated the soul of the artist
and made love the only thing in life.
The new play is based on a screenplay
by Talaptan Akhmetzhanov, a well-known
Kazakh writer who left a rich literary legacy
in his short life. Previously staged on every
stage of the country, the play has its most
modern interpretation on the stage
of the Turkestan Musical Drama Theater
(see fig. 8).

The scenography depicts the image
of writing this picture of life as a love story
with one stroke, in which the “sailing
boat” performs the semantic load. Thus,
the modern staging structure
of scenography is determined
by the ideological and ontological order
of the association of beings. The modern
interpretation of the theme is also
associated with the concept
of metamodernism based on oscillations,
the metamodernist structure of emotion,
and the pursuit of humanism. A special
place is given to the creation
of an atmosphere of stage action through
media technology, which involves video
content and the synthesis of philosophical
and cultural texts of the epoch with
ideological and thematic content.
The main task was to connect the design
of the stage with one of the leitmotifs
of action: swimming and playing with life —
which the sailing boat successfully performs
in different contexts of life. The boat is
a transducer of the material world and
its values: spiritual world; boat — a ship
traveling to other worlds; the boat is
the cradle of lovers’ happiness; the boat is
the starting point of history and life;
the boat is an opportunity to see



Fig. 8. Performances “Borte”, “Tower of Love”. Symbiosis of combining realistic effects,
video projections, cinematographic techniques and virtual reality in new technologies.

the “Lighthouse of Love”. The main intrigue
of the play is that the participation of Eldar
Saparaev — a talented Kazakh musician
living in Zurich and one of the world’s
leading cellists — at the premiere seems

to have given a new impetus to the creative
market in the nocturne genre.

Theater historians such as James Stein
believe that Wagner’s influence on the birth
of experimental theater and generalization
in the work was a significant influence
on the development of experimental theater.
Scenographic innovations in world theaters,
including those in Western Europe, Japan,
the People’s Republic of China, and other
advanced countries, are recognized
as a manifestation of the IV technical
revolution, and the idea of Gesamtkunstwerk
to create a theatrical stage is at the heart
of today’s media technology.

The idea of Gesamtkunstwerk,
as framed by Richard Wagner, has been
staged by foreign theater artists, including
Alisson Chitty, who began his career

in 1991 at the Royal Opera House. Wagner,
along with the creative team behind
the performance of Minotaur at the Royal
Opera (co-directed by Stephen Langridge),
brought a new production of Parsifal
to Covent Garden. First staged in Bayreuth
in 1882, Parsifal was Wagner’s last opera.
For many years, at the request of Wagner
and his second wife at the time, performances
outside the Bayreuth Festival were banned.
This embargo was lifted in January of 1914.
By August of that year, Parsifal had been
performed in more than fifty opera houses
throughout Europe (Dixon).
Result 1. The history of numerical
performances in the definition
of theoretical concepts and prerequisites
for the understanding of the ideas
of Gesamtkunstwerk was studied,
and the concept of “creativity
in collaborative art” was achieved through
universal theories and methods of research;
Result 2. In the analysis of versions
of the “complete work of art” or “perfect
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work” by specific authors and artistic
and technological origins, the principles
of Wagner’s high romanticism

and the theories of Antonin Artaud

and Bauhaus were used;

Result 3. The technological
aspects of new forms of media art
and the stages associated with the ideas
of Gesamtkunstwerk include Czech,
German, and English experiments;
the use of videos in the performance
of his previous experience are associated
with 100 years ago Nam June Pike,
Worcester Group and Meyerhold
and Piscator, et al.

Result 4. Randall Packer and Ken
Jordan Multimedia: From Wagner
to Virtual Reality (2001 ) and others based
on the works of international researchers.

Result 5. Manifestations of the ideas
of Gesamtkunstwerk in the theaters
of Kazakhstan in the form of the digital-
technological trends of Constructivism,
Dadaism, Expressionism. Futurism,
known as “artist’s theater”, considered
in connection with the achievements
of innovative theatrical directions
and multimedia pioneers of the twentieth
century;

Result 6. Empirical, industrial,
philosophical-anthropological, and cognitive
methods of analysis were used to enrich
the contradictions as well as the harmonious
aspects of the term “under-study” between
individual quality creativity and mass
production.

Discussion

The term Gesamtkunstwerk refers to Das
Kunstwerk der Zukunft “The Artwork

of Future”, 1849), which refers primarily
to Wagner’s views on his plans

for a politically illustrated work of art

and operatic reform of the “musical drama”
(Musikdrama). The research author

sees the differences between these two
terms in the differences and advantages
between theory and practice, its political

and aesthetic meanings, which can be
articulated heuristically (Pederson 40).

According to international scholars,
the notion of “collective” or “collaborative”
work argues for the existence of the ancient
Greek notions of synthesis and integrity —
inseparable from the expressive
and musical aspects of their sound.
Although this background is well known
to musicologists, it is widely described
by historians and critics of the early
eighteenth century. Wagner did not
acknowledge that the first works
in the opera repertoire appeared
as an attempt to combine the arts
of the past in different ways (Wilhelm 83).

In theatrical art, the search for theatrical
artists of each period is full of innovations
and futile efforts to create a full-fledged
scenography, combining trends and styles
of painting and architecture. Artists
of the Kazakh theater did not stay away
from these trends. Apart from the trends
in painting and architecture, they are
based on the genre and epoch of the play —
religious context, semantics of colors
and the use of signs and symbols arising
from the philosophical views of different
peoples (Eastern, Western, Turkic
philosophy, Kazakh steppe philosophy).
Apart from the scenery, they tried to create
a scenography that had a philosophical
meaning. In this way, the Kazakh
theater and cinema opened the way
for the emergence of symbolic and popular
genres. This trend has not decreased
from the height of the search in the middle
of the twentieth century.

In contemporary theater, using video
projection is much cheaper than printing
the entire backdrop of the play.

This effect should be taken into account

by the director of the theater and the head
of the performance department. This is due
to the fact that saving the theater budget is
also important for the theater management.
The competent use of modern multimedia
capabilities should be studied no less

than painting, music and architecture.



In the same way, the director must
understand the laws of multimedia,
aesthetics, technique, editing, frame
composition, and be able to use theater
lighting accordingly. We need to know
the direction and/or goal of new
technologies and be aware of how
the previous generation before us used
these new technologies. It is necessary
to study not only the Czech, German
and English experience, but also
the development of video itself,
as the use of videos in performances
started 100 years ago by Nam JunePike,
the Worcester Group, and Meyerhold
and Piscator.

This practice, in turn, has continued
in recent years and has become
the method of some directors. An example
of this is the play based on Rakhimzhan
Otarbayev’s play Loneliness on the stage
of the Makhambet Atyrau Regional
Academic Kazakh Drama Theater (directed
by M. Tomanov); the Performance Tansulu
at the Kazakh National Drama Theater
named after M. Auezov — ethnic modernity,
holography, projection scenery, “Are we
laughing or crying...”, “Attila and Aetius” —
category: intentionality, contextual
transition, media technology (artist
K. Khalykov), Aibek — T. Akhtanov Aktobe
Regional Drama Theater, — in the style
of minimalism, constructivism, Aidana
Bisembayeva — “Gabit” (R. Otarbayev)
constructivism G. Musrepov State
Youth and Children’s Theater, Kanat
Maksutov — “Domalak Ana” (S. Seifullin
Theater), decoration with oars, Murat
Saparov — computer graphics, synthesis
of tradition and modernity, Timur
Koyessov — minimalism, metamodernism,
constructivism “Night Guest”, “Doors”
(poetry), “Mangurt”, “Aiman-Sholpan”
minimalism (solving a series of events
in one day), orphans, theft, going home,
Esengeldy Tuyakov — traditionalism,
constructivism “Beybars” and others.

Conclusion

According to Wagner’s tradition,
Gesamtkunstwerk is a creative
combination of many forms of knowledge
from the world of art, theory,
and philosophy, as well as technology.
From Romanticism to modern
and postmodern times, this concept has
sometimes reflected the goals and artistic
aspirations of society. However, it is now
often associated with totalitarianism, which
promotes the ideals of national identity
through the full clarity of principles.
In this historical retrospective,
Gesamtkunstwerk is a realistic and serious
realization of theatrical and performing
space. Today, the creator of this integration
uses the computer as an integral part
of this process, synthesizing all the media
in one interface, spending time and space
with the physical participation
of the performers. The question is,
do postmodern principles require a unifying
synthesis for the systematic introduction
of extravagant differentiation
and fragmentation in design? Does
the artistic maturity of different creative
ideas have enough space to participate
in the overall work of the play? Does
this create artistic democracy or reduce
creativity? Therefore, using the ideas
of Gesamtkunstwerk as the main
theoretical basis of this work
and constructivism as the main
methodological paradigm, we step into
the study of the interaction of its modern
expressions as a joint artistic practice.
Researchers in this area are also taking
steps to identify the complex development
of modern performance design.

The expected outcome of this study
is the emergence of new ways
to understand the history and modern
meaning of Gesamtkunstwerk, as well
as how it affects the work of co-authors
in creating a theatrical space experience:
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1) Antonin Artaud, Bauhaus’s

theories, as well as historical texts based
on the performance and design practice
of Randall Packer and Ken Jordan’s
Multimedia: From Wagner to Virtual
Reality (2001); Dan Harries’ The New
Media Book (2002); Darren Tofts,
Annmarie Jonson and Alessio Cavallaro,
Prefiguring Cyberculture:

An Intellectual History (2002);

and finally Noah Wardrip-Fruin

and Nick Montfort’s The New Media
Reader (2003) are all epic collections.
The latter is characterized by the contrast
of the first texts of computer technology
pioneers and media theorists with fiction,
looking for parallels in the ideas

and works written since the Second
World War.

2) It is known that the variants

of the term “summary work”, “perfect
work” are the original authors

and artistic-technological origins

and connections of the first scenes

of digital performance in classical Greek
theaters deus ex machina (“Dixon’s
machine”). This trend is further
combined with the sequence

of ideas between the ideas of the later
Wagner concept Gesamtkunstwerk,

as well as Constructivism, Dadaism,
and Expressionism. It is said that it is
associated with futurism and pioneering
multimedia of the twentieth century.

[t is called a “complete work of art”
because it is a “perfect work”.

The “component” is a unique, high-
quality work of art of the future

with a unique interface.

3) Researcher Dixon considers changes

in the representation of body, space

and time to document and analyze
modern digital experience

in determining the technological
aspects of new forms of media art

and the stages associated with the ideas
of Gesamtkunstwerk. He writes about
virtual bodies, avatars, and digital
twins, as well as performances,

and explores the way some artists
perform, including Merce Cunningham,
Laurie Anderson, Blast Theory,

and Eduardo Kac, considering theories
of the virtual world (111).

4) In the study of new experiences

of digital performances in the work

of theater artists and their evolutionary
development, digital media has become
more widely used in the media theater;
and new forms have appeared

in interactive performances

and installations. Virtual theater
experience as an interactive design
includes the process of interaction
with the body, the tasks of navigation,
and manipulation. Creating a virtual
theater, like a theater, has devices

that make the virtual world better
perceived, and overshadow real-world
contexts. In the digital production,
Dixon traces the evolution

of experiments, gives detailed
descriptions of the main performers,
and describes the theoretical, artistic,
and technological aspects of the new
media.

5) Examples of the arrival of the ideas

of Gesamtkunstwerk in the theaters

of Kazakhstan in the form of digital-
technological trends. Mastering

the stage space as a virtual world
involves a number of genealogical
times from illusion to penetration.

[t is the expression of immersive
panoramas and illusory space;

the artist’s attitude to reality can

be understood as a manipulation

of the computer as a last resort
through images. Virtual reality is often
studied by researchers as screens,
virtual bodies in cyber culture,

scenes, actors, virtual and physical
body combinations, movies, spirits,
memories, dreams, hypermedia drama,
medieval mysteries, digital performances
and individual sequences, short film
sequences, Stationendra, and multimedia
choreography. Therefore, its methods



are not logically compact or slow
development. The results show
that the ideas of Gesamtkunstwerk
in the mix of elements of performance,
music, manifesto, theories, and artistic
images were not formed as a specific
style or concept in the period
of metamodernism.
In conclusion, we will say that

the intention to reconstruct

the Gesamtkunstwerk phenomenon

as an integrity that has disappeared

or partially circulates in the artistic

or technological quality of products

with the rampage of the creative industry
remains unresolved. We can only judge
the colossal changes in the quality realm
of the work and the aesthetic and stylistic
filling of modernity with these ideas.
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ABTOopnapabiH, yneci

K. 3. XanblkoB — aHHOTaLMS AaibIHAAY, aFbI/ILLIbIH-TEPMaH XaHe OpbIC AepeKTepiHaeri
“Gesamtkunstwerk” TEpMUHiHIH, LUbIFY TETiH TEOPUSIIbIK KOHLEMUMUSANAP KOHTEKCTIHAE
Tannay. «oaicrepy, «Tankpinay» xaHe «Hatvxkenep» 6enimMiuenepiH fbinbiMu Macenenepi
MeH cLeHorpadusiHbl 3epTTeyaiH epeKllenikTepi TYPFbICbIHAA KANbINTacTbIpy,
cueHorpadusaarsl LMPPbIK TaKiprbe KypbinbIMbIH KYpY, 9p A3YipLeri MaaeHn
MaTiHAe naipa 6onatbiH MAESNapLAbIH TEXHONOMMSbIK aCMeKTINEPiH aHbIKTay.

T. M. KoecoB - Ka3zak TeaTpnapblHbIH CNeKTakabaepi 60MbIHWA MeanacLeHorpadusbIk,
MaTepuanabl XXMHAKTay, CbIHak MaTepuanaapbiH Tanaay, Makanasa yl Tinge cunatramachl
6ap MANCTpaLMSbIK MaTepuan fanbiHOAY.

Bknap aBTOpOB

K. 3. XanbikoB - NoAroToBKa aHHOTaLMK, aHANIM3 NPOUCXOXKAEHUS TEPMUHA
“Gesamtkunstwerk” B aHII0-repMaHCKUX U PYCCKMX UCTOYHUKAX B KOHTEKCTE TEOPETUUYECKMX
KoHUenuuit. DopMupoBaHue noapasnenos «Metoapl», «Auckyccusi» u «Pesynsrathi»

B KOHTEKCTe Hay4HOM NpobaeMaTKK U 0CobeHHOCTEN uccnenoBaHus cueHorpaduu,
BbICTPaMBaHWe CTPYKTYpbl LMbPOBOro onbiTa B CLIEHOrpaduu, BbiBIEHUE TEXHONOTUYECKMX
acneKToB Uaew, GUrypupyoLwmx B KyJIlTYPHOM TEKCTE PasHbIX 3MOX.

T. M. KoecoB - c6op 1 noarotoBka Matepuana mMeamacueHorpapum no nocTaHoBKaM
CneKTaK/ei KasaxCTaHCKUX TeaTpoB, aHaIU3 UCCIedyeMbIX MaTepUanoB, NOAroTOBKa
WNNIOCTPATMBHOIO MaTepuana C ONMUCaHUEM Ha TPex A3blKax.

Contribution of authors

K. Z. Khalykov - preparation of concise content of the article in the abstract, analysis
of the ‘Gesamtkunstwerk’ term origin in the Anglo-German and Russian sources

in the context of the theoretical concept, premise, interpretation of this idea. Formation
of the Methods, Discussions and Results sections using the research methods

and features of the study of scenography acceptable to the problem. Structuring

the digital experience in scenography. Revelation of some technological aspects

of the idea that appear in the cultural text of different eras.

T. M. Koyessov - collection of the material on media scenography of Kazakhstani theaters
stage performances, analysis of the features and nature of the phenomenon under study,
preparation of illustrative material for the article with a description in three languages.
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Tumyp Koecos
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“GESAMTKUNSTWERK” CLEHOTPA®UAAAFbDI LWbIFAPMALLBIbIK
TEXHOJNIOTUANAPLDBIH MPOTPECCUBTI UOEACHI PETIHAE

Anpatna. XXI| facbipaa TEXHUKaHbIH, AaMy KapKbIHbl MEH OHbIH, TEATP CanacbiHa biKNaablH, TEATP
TapuXblHAA MAEAbIK-MA3MYH/bIK Canara 9KenreH KesenaepiH ‘Gesamtkunstwerk’™ TiH, eHiMAI
naesnapbl apKbiabl TaHy MaHbI3abl 60/1bin oTbip. Cebebi, byriHri TaHAa TEXHOKPATUANbIK NPOrPecTiH,
KapKbIHbl aaM TabuFaTbiHa TOH KapananbiMAbINbIK NEH TabuFn yinecimMai eckepmeiigi. 3epTrey
HblCaHbIHAA — ‘Gesamtkunstwerk” yFbiMAapbl MEH TEPMUHAEPI, OHbIH, LMD PAbIK CMEKTaKAbAEpre XaHe
TeaTp CLeHorpadusiCbiHa 3Cep eTy TapuXbl KAPACTbIpblIaabl. 3EPTTEY MaHi — A3YipAiH KepKeMiK
KOHLenuuanapbl MEH CTUNbAEPiHE acep eTkeH ‘Gesamtkunstwerk” uaesnapbiHbIH TYXKblpbIMAAMAChI
MeH TyCiHAipMeci, Ka3ipri 3aMaHAafbl 9NEMAIK XaHE Ka3aKCTaHAbIK TeaTp MeauacLeHorpadusCbiHAaFb!
eMip CypYi )X3He KbI3MET eTy KaCUETTEPI, TEHAEHLMSANAPSI, LWbIFAPMALLbLIbIK TEXHONOTMUSNAPAb

[aMbITy KaFaanblHaa «BipneckeH eHep» Typi. 3epTTeyaiH MakcaTbl — ‘Gesamtkunstwerk” noeanapbiHbiH
Tapuxbl MEH TYCiHAiIpPMeCi XdHEe OHbIH, JIOrMKAChl MEH KYPbUIbIMbIH LUbFAapMaLLblIbIK TaXipUbeHi
[LaMbITY PETiHAE TYCiHY, MeAMacLEeHOrpadusHbl 3epTTeyAiH YaKbIT KaTbIHACbIHAAFbI KYPbLIbIMAAPbIH
nanbiMaay. Mingettepi: ‘Gesamtkunstwerk” uaesanapbiH TYCiHAiIPYAiH TEOPUSbIK, Ty>KbipbiMAAManapsbl
MEH anfblAPTTapbIH aHbIKTAY; KKYPAENi 6HEep TYbIHAbICHI», KMiHCI3 TybIHAbI» TEPMUHAEPIHIH, HAKTbI
aBTOpPAap MeH KBpPKEMAiK-TEXHONOrMANbIK 6acTamanapFa KaTblCTbl HYCKANapbIH Tanaay; Meana eHepaiH,
>KaHa TypNepiHiH TEXHONOrMANbIK ACNEKTINEPiH XXaHe OHbIH, naesnapbiMeH 6ainaHbICTbl Ke3eHAepiH
aHbIKTay; TeATp CypeTLiNepiHiH WblFapMaLlblbIFbIHAAFbI LUDPAbIK CNEKTaKAbAEPAIH XKaHa TaXipubeciH
>K9HE ONapAbIH 3BOMIOLMANLIK AaMybIH 3epTTey; KasakcTaH TeaTpiapbiHAarbl LUMdPIbIK TEXHONOMUSIIbIK,
ypaictep TypiHaeri ‘Gesamtkunstwerk” waesnapbiH 6aranay; WbFAapMaLUbIIbIKTbIH, )XeKe canachl

MEeH annai eHAipic apacbliHAaFbl 3epTTENETiH TEPMUHHIH KaMLLbIIbIKTapbl MEeH yiineciMai e3apa
6aiiNaHbICTapbIH aHbIKTAY.

Tipek ce30ep: Gesamtkunstwerk, TepMuHAEP MeH yfbiMaap, Puxapa BarHep, xannbl eHep TybIHAbICHI,
60/1aLLaKTbIH, TEHAECCI3 OHEpP TYbIHAbIChI, MiHCI3 TybIHAbI, MEAMUACLLEHOTPADMUS, LWbIFAPMALLbIbIK,
TexHonorusnap.

Aaliexces ywiH: Xanbikos, Kabbin, skaHe TuMyp Koecos. «“Gesamtkunstwerk” cueHorpadusaarbl
LWbIFapMalLLblTblK TEXHONOMMANAPAbIH NPOrpeccuBTi naescol petinae». Central Asian Journal of Art Studies,
T.7,N2 1,2022,15-37 6.DOI: 10.47940/cajas.v7il.523.
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Kaszaxckasi HatoHasbHast akagemust uekyeers umenn T. K. JKyprenosa (Anmarsi, Kazaxcrat)

Tumyp Koecos

Kaszaxckast HatonanbHas akagemust uekyeer umenn T. K. JKyprenosa (Anmarst, Kazaxcrat)

“GESAMTKUNSTWERK” KAK MPOFPECCUPYIOLLASA UAES KPEATUBHbBIX
TEXHOJIOTUA B CLLEHOTPA®UU

AnHoTauus. B XX| Beke TeMnbl pa3BUTUS TEXHUKU, €€ NPU3HAHME, BIUSHUE U UCTOPUYECKAs 3HAYMMOCTb
B chepe TeaTpasbHOro MCKYCCTBA MNOBAWSIU HA MEPECMOTP ONPELENEHHbIX MAE0N0TUYECKMX

M CMbICNOBbIX (AKTOPOB, @ TAKKE CNOCOOCTBOBANM MOSIBAEHUIO HOBbIX NMPOLYKTUBHbBIX UAEN

M KOHLeMuumii, HanpuMmep, Takux Kak ‘Gesamtkunstwerk”. AKTyanusaums 4aHHOM NpobaeMbl CBA3aHa

C TeM, YTO CETOAHS TEMIbI TEXHOKPATUYECKOTO NPOrpecca 3a4acTyto HE YYUTbIBAKOT NPOCTOTY

M €CTECTBEHHYIO rapMOHMUIO, MPUCYLLYIO YenoBeyeckoi npupoae. O6beKTOM UCCNEA0BAHUS ABASETCS
TepMuH ‘Gesamtkunstwerk”, UCTOPUS €ro BAUSHKUS Ha LMdPOBbIe NepdhopMaHChl U cLeHorpaduio
TeaTtpa. [pefMeTOM UCCNEef0BaHUS SBSIOTCS TEOPETUYECKME KOHLEMLMUM U UHTEPTIPETALMM UaEN
‘Gesamtkunstwerk”, KOTOpbl€ OKa3aJM OFPOMHOE BIMSIHME Ha PA3BUTUE XYAOXKECTBEHHbIX CTU/EN 3MOXMU,
PaCcKpbIIU ee «KoNNabopaLMOHHYH» 3HAYMMOCTb B YC/IOBUSIX CTPEMUTENILHOTO Pa3BUTUSI KPEATUBHBIX
TEXHOOMUIA, GYHKLMOHANBHOCTb U KM3HECMOCOBHOCTb MEAMA- U UHHOBALMOHHbIX TEXHONOTUIA

B COBPEMEHHOM MMPOBOM M Ka3axCKOM TeaTpe. Llenb uccnefoBaHust — 0CMbICIEHME U UHTEpPTIpETALMS
unen ‘Gesamtkunstwerk”, 060CHOBaHME €€ NIOTUKM U CTPYKTYPbl B KOHTEKCTE KPeaTMBHOTO OMbiTa
XYLO0XHUKOB TeaTpa, MOHUMaHUe TEMMNOPasbHbIX CTPYKTYP MeauacLeHorpadmu. 3a4aum: UccienoBath
TEOpeTMYECKMne KOHLEMUMU U NPEANOCHIIKM MHTEPNPETALUMOHHBIX naeln ‘Gesamtkunstwerk”, npoBecTy
CPaBHUTENbHO-COMOCTABUTENbHbIM aHaIM3 CMbIC/IOBOM BApUMATUBHOCTM TEPMUHOB KKOMMIEKCHOE
npou3BeAeHNe UCKYCCTBA» U KCOBEPLUEHHOE NPOU3BeLEHME» B KOHTEKCTE KOHLENTYasbHbIX UAEN,
XYL0XKECTBEHHbIX U TEXHOMOTMYECKMX UHULIMATUB KOHKPETHbIX aBTOPOB; BbISIBNIEHUE 3TaroB, CBA3AHHbIX
C pa3BUTUEM MAEN U TEXHONOTMYECKMX NPOBIeM BHEAPEHUS HOBbIX HOPM MEAMAUCKYCCTBA; U3YYEHUE
HOBOFO OMbITa LMGDPOBLIX NEPPOPMAHCOB U UX IBOIOLMOHHOE PAa3BUTUE B TBOPYECTBE XYLOXKHUKOB
TeaTpa; NPOBECTM aKCMONOruio uaen ‘Gesamtkunstwerk” B KOHTEKCTE LMGPOBbIX TEXHONOTMYECKUX
NpopbIBOB B TeaTpax KasaxctaHa; onpeaenuTb AUMaNnekTUKy pacCMaTpUBAEMbIX TEPMUHOB, KAYECTBEHHbIX
MPOTUBOPEUMNIA U COYETAHUI MEXAY UHAMBUAYANIbHBIM aBTOPCKMM TBOPYECTBOM M MacCOBbIM
MPOM3BOACTBOM.

Kntoueesbie cnosa: Gesamtkunstwerk, TepMUHbI U NOHATUS, Puxapa BarHep, «coBokynHoe
MPOU3BEAEHNE UCKYCCTBA®, KHEMPEB30MAEHHOE NPOU3BELEHNE UCKYCCTBA ByayLLEroy, KCOBEPLIEHHOE
NpOU3BEAEHNEY, MEAMACLLEHOTPADUS, KDEATUBHbIE TEXHOOTUMN.

Ana yumupoearus: Xanbikos, Kabbin, u Tumyp Koecos. «“‘Gesamtkunstwerk” kak nporpeccupytoLLas
naes KpeaTuBHbIX TEXHONOIUI B cueHorpaduux». Central Asian Journal of Art Studies, 7. 7,N2 1, 2022,
c.15-37.D0I: 10.47940/cajas.v7i1.523.
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NMEPCMNEKTUBbI
GRASSROOTS MPOEKTOB
B MY3bIKAJIbHOM
CEKTOPE KPEATUBHbIX
UHJ1YCTPUM KA3AXCTAHA

Payuian JlxkymanusizoBa'

! Kasaxckas HalloHa/bHasi KoHcepBaTOpHst iMeHn Kypmanrasbl
(Anmarbl, Kazaxcran)

AHHoTaums. [pM3HaHHAsS 3HAYMMOCTb KPeaTUBHbIX MHAYCTPUIA B HACTOsILLEE BPEMS

NPUBOAMT K NMOSIBNEHMIO PSAA MEHEXKEPCKUX, UCCef0BATENbCKUX, TBOPYECKUX peLleHN

KaK Ha rocynapCcTBEHHOM YpOBHE, Tak U B peanbHOM npakTuke. Bo BeeneHun o603Havaetcs
CMOPHOCTb COBPEMEHHOTO MOHATMIIHOTO anmapaTta OTPaC/u, a TakXKe paccMaTpMBaeTCs Takoe
6a30Boe 1 0bs3aTeNnbHOE 4NN CYLLECTBOBAHMS KPEATMBHOIO CEKTOPa ABNEHME, Kak Grassroots
LBWXEHWE U HE3aBUCUMbIE MPOEKTbI B chepe My3bikiu. MeToapl MCCeA0BaHUS OCHOBaHbI

Ha 3MMUPUYECKMX U3bICKAHUSX, KHOYEBbIMU ABASOTCS MHCTPYMEHTI case study. Bnepsble
NpensioXkeHo BBeAEHWE NOHATUS Grassroots, paccMaTpUBAETCS UCTOPUS 3TOTO SIBNEHUS MPUMEHUTENBHO
K My3blke LleHTpanbHo A3un. Pesynbtathl u 06CyxaeHMe COAepPXKaT aBTOPCKMIA aHanM3 nepcnexkTus
Grassroots B My3blKa/lbHOM CEKTOpe KpeaTuBHbIX MHAYCTpMiA KasaxcraHa. KoHuenuus Grassroots
LBWXEHUS UM NMPOEKTa NPeACTaBAeHa KaK KyJbTypHbI GeHOMEH, YCNELIHO CYLLeCTBYHOLLMA

B pa3BUTbIX cTpaHax (AMepuka, EBpona, BennkobputaHus), OTIMUMTENbHBIMU XapaKTepUCTUKAMM
KOTOPOro ABASIOTCS: UHULMMPOBAHME MY3blKaHTaMK/cO06LLEeCTBaMMU U DYHKLIMOHMPOBaHME

6e3 nopAepKKM roCcyAapcTBa UK KpYMHbIX OpraHM3aLiuid.

B kauecTBe K/I04EBbIX PACCMOTPEHbI MSITh )XaHPOBbIX CHep My3blKasbHOrO CEKTOPA: TPAAULIMOHHAS
My3biKka (traditional/ethno/world music), pok- 1 axas-npoekTbl (rock & jazz music), bopmupytowancs
TexHo-wWwKona (techno music), HAM-My3bika (indie music), knaccuka (contemporary&classic music).
MccnepoBaHue onbiTa pa3BUTUS HE3aBUCUMbIX My3bIKasbHbIX MPOEKTOB MNO3BOSIET 0603HAUNUTD
3D PEKTUBHOCTb U MEPCMNEKTUBHOCTb AAHHOMO HanNpPaBEHUS, UX MpenMyLLecTBa (CBO60AA TBOPYECKOTO
BOJIEN3bABNEHUS, SKCNEPUMEHTbI, CO3BYYHOCTb CaMblM MPOrPECCUBHBIM MEXAYHAPOAHbIM
npoekTam). OCHOBHble pe3y/bTaThbl U BbIBOAbI CHOPMYNIMPOBaHbI B 3aK/OYEHUM B AEBATU NO3ULUAX,
onpeaensowmnx BIUSTENbHOCTb, KAYECTBO U NEPCNEKTUBHOCTb HE3aBUCUMbIX MY3bIKa/IbHbIX MPOEKTOB
DN Pa3BUTUS KpeaTUBHbIX MHAYCTPpUIA KasaxcTaHa. [loka3aHo, YTo NpU3HaKK 3apoxaeHus Grassroots
LBWXEHWUI B paMKax YeTbipex 6a30BbIX )XaHPOBbIX Cdhep CoAepKaT KOHCTPYKTUBHbIW MOTEHLMAN
AMCCEMUHALMM NPOAYKLMU MY3bIKANIbHOFO CEKTOPA KPeaTUBHbIX MHAYCTPUIA CTPaHbI B YCIOBUSIX
rnobanusunpyoLLerocs Mmpa.

Knioyeseie cnosa: KpeaTnBHblE MHOYCTPUM, HE3aBUCUMbIE NMPOEKTI, Mrepy, Grassroots,
My3blKanbHble MHAycTpuu, BULT, APTULLIOK, 9HaiGround, KasaxcraH.

Ans yumupoearus: Dxxymannsazosa, PaywaH. «MepcnektnBbl Grassroots NpoekToB B My3blKaJlbHOM
cekTope KpeaTuBHbIX MHAYycTpui KasaxcraHay. Central Asian Journal of Art Studies, 1. 7,N2 1, 2022,
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BeBepeHue

( : OBpPEMEHHas My3blKaJIbHasl
KYJIBTypa JIeMOHCTPUPYET OrPOMHOE

pazHoobGpasue BUJ0B U CTHJIEH My3bIKH,

a TakKe croco6oB CyLLLECTBOBAHMSI
MY3bIKaJIbHOTO MCKyccTBa. PagButue
COBpPEMEHHbBIX TEXHOJIOTHH MTO3BOJISIET
CYLILeCTBOBATH JlazKe BUPTyaJsIbHbIM (OHJIalH )
opkecTpaM. B 3T0ii cBSI3M U3yueHune
JIOKaJIbHOH Ka3aXCTaHCKOW My3bIKaJbHOH
CLLEHbI C OTOPOH HA MEXKyHAPOHBIH OMbIT
pa3BUTHS My3bIKaJIbHOH KYJBTYpPbI

1 0COOEHHOCTH KyJIbTYPHOTO JlaHiiadra

B LLEJIOM TPEACTABJISIIOT NPUHLMITHATbHbBIA
UHTEpeC JJIsl HALIMOHAJIBHOTO
MY3bIKOBEJIEHHS1, TBOPYECKOH HHLYCTPUH

1 06pa3oBaHusl.

B uenTpe BHUMaAHHUS 3TOH CTaThbH —
Grassroots 1BUKeHHe, He3aBUCUMbIe
My3blKaJibHble poekThl Kaszaxcrana
1 oOanusauus KysabTypbl. [Tonsatus
«r100aIu3aLHs» U <IpoLecehl
ro6anu3auun» rnpetepresiu onpeaeseHHyo
sBoJiolMIo. Mzyuenue npoueccon
r100aM3aUMH Pas/IMuHbIX BUI0B
MY3bIKH, 0COOEHHO B COBPEMEHHBIX
1 TPAJIMLIMOHHBIX 2KAHPAX, SIBJSIETCST OJIHOM
M3 aKTyaJsIbHbIX HAyYHbIX H COLMAJbHBIX
npo6JsieM, TECHO CBS3aHHBIX C pellleHHEM
pasanuHbIX 06pa3oBaTesbHbIX 3a/1au.
BoJiee adpdekTHBHbBIE U 1€HCTBEHHDBIE
METO/Ibl U3y4eHHsI ITHX MPOLLECCOB
1 BO3JIEHCTBHUS HA COLIMAJIbHYIO CPEJLY,
0011IeCTBO M Pa3BUTHE KYJILTYpbl —
3TO MCMOJb30BAHME UHCTPYMEHTOB
1 BO3MOKHOCTel (Grassroots mpoeKToB.

Heo6xoaumo otmMeTHTh, uto Grassroots
JIBU?KEHHE HE MTPOCTO YHHKAJIbHOE
1 BJIMSITENIbHOE SIBJIEHUE, 3TO I€HCTBEHHbBIN
COBPEMEHHbIF MHCTPYMEHT /1151 U3MEHEHHsI
KyJILTYPHOTO JlaHadra cTpaHsbl,

JUIS1 PA3BUTHS U KYJIbTUBHPOBAHHUS
KpeaTUBHbIX HHyCTpHil. H3yuenue
(penomena Grassroots MpoeKToB MO3BOJIUT
pacnpocTpaHsATh U MaclUTaOUPOBATh
JIAHHBIH OMbIT KaK HHCTPYMEHT Pa3BUTHSI
Ka3aXxCKOH MY3bIKH U [100aJu3aluu
KYJILTYPbI B LIEJIOM.

Cy1iecTBysi B pa3HbIX popmax, B pa3HbIX
KyJIbTypax u pasHoe Bpemsi, Grassroots
KaK MOLIIHO€, 0CO3HAHHOE U CHCTEMHOE
MOHSATHE CJI0XKHJIOCH HA 6a3e aMepUKaHCKOH
KyJbTyphbl. B HacTosilLee Bpems
umenHo B CILIA umeercs nocratounoe
KOJIMUecTBO NpumMepos (Grassroots
NPOEKTOB, KOTOPble 3DPEKTUBHBI
B PA3BUTHUH LIEHTPAJIbHOA3UATCKON
My3biku. Cerousiinss KyabTypa CILIA
JIEMOHCTPUPYET YHUKAJIbHbIH OIbIT
CYLIIeCTBOBAHHUS CAMOro PazHO06PA3HOro
MY3bIKaJIbHOTO COO01IeCTBA, PA3BUBAIOLLETO
pas3yuyHble HaMOHAJbHbIE My3blKaJlbHble
ILIKOJIBbI U 2KaHpbl. Takasi «KyJbTypHast
TOJIEPAHTHOCTB», 3PPEKTHBHOCTb
1 BJIHSIHHE aMEPUKAHCKOIO My3bIKO3HAHUS
Ha peaJsibHble KyJBTYpPHbIE MPOLECChI
BBI3bIBAIOT YKeJIaHHE HCCIEN0BATh STOT
OMbIT M IKCTPATNOJIUPOBATH €r0 Ha APYrok
YPOBEHb.

Grassroots BU2KeHHe B BUJIE
He3aBUCHUMbIX My3bIKaJIbHbIX H KYJIBTYPHbBIX
MPOEKTOB B 11eJIOM (DOPMUPYETCs Ha
coBpeMeHHOI clieHe KasaxcraHna B camblx
pa3HbIX KaHPaAX U CTUJISIX, KIIOYEBbIMHU
13 KOTOPLIX MOKHO Ha3BaTh traditional/
ethno/world music, pok- 1 JvKa3-NpoeKTHI,
thopmupyiolLytocst TexHo-1KoJy (techno
music), indie music, contemporary
& classic. Takne npoeKTbl — 3TO I1aBHbIH
pecypc My3bIKaJbHOTO CEKTOpPa KpeaTHBHBIX
WHLyCTPHUH.

MeTonabl

MarepuaJibl cTaTbu ONUPAIOTCS

Kak Ha obllieHayYHble MEeTOJIbI,

TaK ¥ Ha crieliuruueckre oTpacieBble.

B psiny oblieHayuHbIX MPUHIMIHAIBLHOE
3HaueHHe UMEIOT IMIUPUUIECKHE METO/Ib
HabJTI0/IeHUsT, SKCTIePUMEHTa, CPaBHEHHS,
OIMUCAHUSI, U3MEPEHMUSI, TO3BOJIUBLINE
060011IUTh 3HAUHTEIbHBIH 00beM
UHMOpMAaLMH, MOJYUEHHbIH B ITpolecce
ucesenoBanus. P HanboJiee BbIIAIOIINXCS
NpUMepoB Obl1 3aUKCHPOBAH aBTOPOM

B BHJIE SKCMIEPUMEHTAJbHBIX My3bIKaJIbHbIX
nporpamm OHaiGround, B paMKax oHJIaiH-
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npoekra (Alter) Native Eegeru, BHenpen
B [IPAKTHKY MY3bIKaJIbHOM XKH3HU
Kasaxcrana.

BazoBbivMu 151 MceieI0BaHUsT CTAJH
1 MHCTPYMEHTBI paciiupenHoro case study.
JlaHHBIH MeTOJ1, YCTEIIHO TTPUMEHsIEMbIH
B 06pa30BaTe/IbHbIX TEXHOJIOTHSIX,
B HCTOPUUYECKUX UCCIIEIOBAHMUSIX,
OTNTHMaJIbHO COOTBETCTBYET TeMaTHKe
1 3aj1a4aM HacTosilel paboThl.

Ouckyccus

KpeaTnBHbIe MHLyCTPUH B KaUecTBe
TepMHUHA KYJbTYPHOH cepbl BOLLIH

B HayuHbIi 1McKypce B XX BeKe. 3HAUMMOCTb
KpeaTHBHBIX HHIYCTPHUH CBfi3aHa

C 5KOHOMHYECKHMHU T10Ka3aTeJsIMHU,

4TO OTC/JEKUBAETCS] KPYIHBIMU
MeXKIyHapOAHbIMHM OpraHU3alMsIMH

U PEATHHIOBbIMU ar€HTCTBAMM.

B BennkoGpuranuu oduimaibHo
JIeKJJIapupyeTcsl, UTO KpeaTUBHAsi 5KOHOMHKA
JIOJKHA ObITh [IABHOW CTpaTeruyeckon
MOJIMTUKON KaXKI0H CTPaHbI.

Heo6xonumo oTMeTHTH /1Ba
POJICTBEHHBIX, HO HE PABHBIX TTOHSATHSI:
«KpeaTHBHbIE HHIYCTPHUU» U «KYJIbTYPHbIE
UHLYCTPHH». JlaHHbIe TePMHHbI [TOJYYaOT
pas3/IMUHYIO TPAKTOBKY B Pa3HbIX HAyYHbIX
LIKOJIaX: K PUMEPY, B aBCTPAJTHHCKOH
MOJIEJIH KYJIBTYPHbIE HHIYCTPHUH BKJIHOYAIOT
BCE BHJIbl TBOPUECKOH JIESITE/IbHOCTH, B TOM
YHCJIe TOCYAapCTBEHHbIE U CyOCHIHpyeMble
OpraHu3alMH, a KpeaTHBHbIe HHILYCTPHH —
KOMMepUeCKHe opranusalini 1 OusHec-
MPOEKTHI B chepe HCKYCCTBA U KYJIBTYPHI.

B koHuenuuu kpeatTuBHON bputanuu stu
noHsTus oroxKaectsasitorest (The Creative
Britain Strategy). Yuenbie Kuncnenackoro
TEXHOJIOMMUECKOro YHUBEpCUTEeTa
NpejiaraloT paccMaTpuBaTh KpeaTHBHbIE
MHILYCTPHH KaK COLMAJIbHBIE CETEBbIC PBIHKH.

B XXI Beke TepMUH «KpeaTHBHbIE
MHJLyCTPHU» CTAHOBUTCSI OU€Hb MOMYJISIPHBIM
Cpe/M Ucc/ieloBaTesei, aHaJMTHKOB,
tunancucroB. [TomuepkHem, uto Kaxnas
cTpaHa cama OrpeJe/sieTcst B TEpMUHOJOTHU
U MOHSITHSX, @ CJIIOBATE]IBHO — B CBOMX

nencrBusix. Hanpumep, Munucreperso
KyJ6Typbl, CMW u cnopra BennkoGpuranuu
onpeessieT KpeaTuBHble HHIYCTPUH

KaK «[POU3BOJICTBO, OCHOBAHHOE

Ha MoTeHLHase KaxK/J10ro YeJ0BeKa»

(UK Creative Industries — International
Strategy). MexynapoaHblii LeHTp
COLHAJIbBHO-9KOHOMHYECKHUX HCCeloBaHU
«JIeOHTbEBCKHMH LEHTP» UCTOJb3YeT
TEPMUH «KpeaTHUBHbIE UHIYCTPUHI »

KaK 0003HaueHHe MpeAnpUHUMATENbCKOH
NeSITENILHOCTH, KOTOpast sIBJISIETCS
9JIEMEHTOM KYJIbTYPbI M CBsi3aHa

C 9KOHOMHYECKOH 11€HHOCThI0. Acconuanus
«AMepuKaHIIbl 3a HCKyceTBO» U LleHTp
nziel ([OHKOHT) onpenesisiioT STOT TePMUH
KaK «CO3/laHue U pacrpocTpaHeHHe
JIIOOUTEILCKOTO U MPOeCCHOHATBLHOTO
MCKYCCTBA B Ka4eCTBE TOBAPOB U yCJIyT»
(Ospanova and Jumaniyazova 1789).

[1pu Bcelt pagHocTH hopMyIHPOBOK
MezKJ1yHapOoIHOe Hay4HOoe COOOLLeCTBO
noyepK1BaeT CrelUIHOCTb KpeaTHBHbBIX
UHJYCTPHH, [JIe <KTBOPYECTBO — CAMBIK
Ba’KHbBII CbIPbEBOH PECypC U CaMblil LIEHHbIH
9KOHOMHYECKHH MPOYKT>». MOXKHO CKa3aTh,
«KpeaTHBHAsl 5KOHOMHKA — 3TO TBOPUECKUH
MPOJLYKT, YMHOXKEHHbIH Ha (PMHAHCOBbIE
TPaH3aKLUHMN», PE3ybTaTOM KOTOPbIX
CTAHOBUTCS MOJTyUeHHe MPUOBLIH.

Taxkum o6pazom, noj KpeaTHBHBIMH
MHJLYCTPUSIMH CETO/IHSI MTOHUMAIOT
COBOKYITHBIN LIMKJ CO3/IaHHs1, TPOU3BOJICTBA
¥ pacnpocTpaHeHHst TOBApOB H YCJIVT,
OCHOBAHHbIX Ha KPEaTUBHOCTH

1 MHTEJJIEKTyaIbHOM KaruTaJe.

B XX Beke UCTOPHKH HCKyCCTBA
1 KyJIbTYPOJIOTH MTPOBEJIH TIPsIMble
aHaAJIOTHH MexXJ1y Iiobannu3auuen
1 BecTepHu3auueil kyabtypbl (Hill
210), nomuepKHyB aMepUKaHCKYIO
9KOHOMHMUECKYI0 sKcnaHcuio. bosee
TOrO, I0OaNTU3aLHsl U KyJbTypHOE
pasHooOpasue CUUTaIUCh HECOBMECTUMBIMU
MOHATHAMH. B pycCKOSI3bIUHBIX HCTOUHMKAX
«robanusanys» TpakToBaJsach Kak
OJIHOCTOPOHHHUH MPOLECC KYJIBTYPHOTO
BJIMSIHUS, HCTOYHUKOM KOTOPOTO CUMTANACh
«AmepuKaHcKast KyJIbTypHasi HMITEPHST» .



OpnHako coBpemMeHHast
JIEACTBUTEIBHOCTD MOKA3bIBAET MOUTH
TOJISIPHO MPOTHBOIIOJOXKHbIE Pe3yJ/ILTaThl,
ro6asn3auys Ternepb MMeeT paBHoe
3HaueHHe JJIs1 BCeX KYJbTYp, B TOM YHC/Ie
neespornerickux (Lowrence 470).

D10 Hen36eXKHbIH U TPOrPECCHBHbIN
3J1EMEHT LIMBUJIM3ALIHOHHOTO PA3BUTHS,
KOTOPBII MPH PALLMOHAJLHOM TMOJIX0J1e
NPUHOCUT OGeHeUTbI BCEM y4aCTHUKAM.
Cirietyer nouepKHyTh, YTO KYJLTypHbIe
nporpaMmbl, 0003HaUEHHbIE PABUTEILCTBOM
Kasaxcrana, Takxke npeanoJarator
100aIM3aLKI0 TPAJIMLIMOHHBIX 00pa3LoB
MY3bIKH, JINTEPATYPbl, KHHO U APYTHX

BHJIOB UCKYCCTBA.

Ky/i5TypHO€E IPOCTPAHCTBO CTPAHBI
Cero/IHsl MPeCTaBJACHO roCy1apCTBEHHBIMU
¥ 4YaCTHBIMH MIPOEKTAMH, U MOCJIEIHHE
3a4acTylo OKa3bIBAIOT GoJlee sApKUe
1 KauecTBEHHbIE MPOYKThI, YTO HE MOXKET
He pajoBath. JleTasnbHoe uccenoBaHue
CeKTopa TPaJHLMOHHON MY3bIKH
MPECTaBIEHO B UCCIIEI0BAHUSIX
A. Ocnanooii (OcnanoBa 44 —48).

[IpoGaematuka HacTosILLIEH CTATbH
HaXOJIMTCSl HA CThIKe 0003HAYEHHbBIX BbLIe
MCC/IeIOBaHUH, aKTyaJu3upyst BOITPOCHI
KpeaTHBHBIX HHLYCTPHH, apT-PbIHKA,
robanusauun, Grassroots 1BHKEHHUS
1 He3aBMCUMbIX IPOEKTOB. boJblinneTBo
eBPOINENHCKHX CTPaH JAeKJIapUpPYIOT [VIaBHble
MPUHLMIBI KYJBTYPHOH MOJHTHKH:
Heuentpanusauusi, [ocynapersennas
nojyiep:kka u Pagnoo6pasue. dtu
MPUHLMIBI MOIEPKUBAIOTCS U 6A30BbIM
MPABUJIOM «BbITSIHYTOH PyKH»: yuacTHe
rocynapersa BE3 ynpasienust.

I10 0603HAYAET HEAOMYCTUMOCTh
BMeLLATe/bCTBA IOCYAaPCTBEHHBIX OPraHOB
B perepTyapHyIo UK KapOBYIO MOJHTHKY
opranuzauuu. MimenHo Ha Takom hoHe
MOJIHOH TBOPYECKOH CBOOO/IbI MOSBHIIOCH
Grassroots jBH:KeHHe, KOTOpoe paboTaeT
B JIBYX HarpaBJ/leHHUsIX — CO3/laHue
MOATOTOBJICHHOH U 00Pa30BaHHON
ayutopud (A), mosiBieHne U pa3BUTHe
aJIbTePHATHBHbBIX HUILIEBBIX My3bIKaJIbHbIX
npoekToB (B).

Grassroots nmpoekTbl — 3T0,
6e3yCc/JI0BHO, MHOIO3HAYHAs! KOHLLEMLHSI,
KoTopasi epBoHavyasbHO Oblyla CBsi3aHa
C COIMAJbHBIMHU JIBUXKEHUSIMHU
1 cooblectBamMu. B nanHom ciyvae
MbI MTOJIpa3yMeBaeM Moji STUM TEPMUHOM
6oJsiee KOHKPETHOE SIBJIEHHE, a HMEHHO
MPOEKThbI, KOTOPble OblIH HHUIIHMPOBAHbI
1 peasin30BaHbl My3bIKaHTAMU
1 MY3bIKaJIbHbIMH COOOIIIECTBAMH
6e3 pUHAHCOBOH U OpPraHU3allHOHHOH
MOJUIEP2KKH CO CTOPOHBI TOCYAapPCTBA
WJIM KPYMHBIX opranusauunid. Mnes usydenus
MoJ0GHBIX MPOEKTOB POAMJIACH B IHAJI0Te
C aMepPUKAHCKUM 3THO-MY3bIKOBEJIOM
Taneit Mepuanr, aBropom kHurn « Women
Musicians of Uzbekistan. From Courtyard
to Conservatory» (Merchant). Takue
MPOEKTBI B UUCTOM BHJIe MOXKHO HabJ/II0/1aTh
B KYJILTYPHOM JiaHamagre AMepUKu, H OHU
JIO CHX TTOP SIBJISIIOTCS HEMOOLEHEHHBIMH.

Y kaxzoro npoekra Grassroots ectb cBOM
11eJIH, MpaBuJia H BO3MOXKHOCTH, KOTOpbIe
B PABHOM CTeIeHH 00eCIeunBaloT
KyJIbTYypHOE pagHooOpasue Hallero Mupa.
B Amepuke uHTepec K My3biKe
[entpanbHoii A3un nposiB/sSIIOT
crelHaNbHO OpraHu30BaHHble
npoceccuoHanbHble CO0O1ECTBA, KOTOPbIE
BO3HHUKJIN B XX Beke, B UX psany Society for
Asian Music, Silk Road House, Society
for Ethnomusicology. OcoGblii nHTEpec
MPECTaBISIOT My3bIKaJbHbIE KOJIJIEKTHBbI
1 ancamOJ11, KOTopble MponaraHnpyoT
TPaJMLMOHHYIO My3bIKy. OIHUM M3 TaKHX
YIMBUTELHBIX TPUMEPOB SIBJISIETCS
Eurasian Ensemble. 9toT KosnekTH
0ObeIMHSET YHTY3HACTOB, MOCBATHBILIUX
CBOE BPEMsi H3YUEHHIO ¥ UCTIOJIHEHHIO
perniepTyapa, 0CHOBAHHOTO Ha My3blKe
EBpaguiickoro koutuHeHta. OCHOBHOE
BHHMaHHe y/Ie/IseTCsl BOKAJbHBIM

1 MHCTPYMEHTAJIbHBIM TPAJHLUSIM HapOJI0B
[entpanbHoii Asuu. Bee o603HaueHHble
MPOEKTBI POIUJINCH KAK HHULIHATHBbI
3aUHTEPECOBAHHBIX My3bIKAHTOB, HE UMEIOT
HHU rOCYIapCTBEHHOTO (PUHAHCUPOBAHMUS,
HU TPAHTOB, HE SIBJISIOTCS pabOTOH,
OIJIAYUBAEMOH OTIENBbHON CTPYKTYPOH.
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[To cyTH, BCe OHH OTHOCSITCSI K KATETOPHU
Grassroots Projects, nemoncrpupys penkyto
3P (EKTUBHOCTD, PETYISPHOCTb U KAUECTBO,
MOMYJSIPU3UPYS TPATULUOHHYIO MY3bIKY
LlentpanbHoii A3uu, crnoco6eTBysI ee
pa3BUTHIO, U3YyUEHHIO, PACTIPOCTPAHEHHIO.
B coBpemenHom Kazaxcrane
NOSIBJISIIONIMECS He3aBUCHMbIE MTPOEKTHI
MO>KHO UaCTHUHO OTHeCTH K (Grassroots.
[l1aBHOE OCHOBAaHUE JI/IsT TAKOTO
0603Ha4YeHHsT — (aKT OTCYTCTBHUS
MHCTHTYIIHOHAJILHOTO (PMHAHCHPOBAHHUSI.
Bmecte ¢ TeM aHHble MPOEKTHI PEIKO
CTaBST LeJIbI0 MACCOBOE MPUBJIEYEHHE
CTOPOHHHUKOB W yYaCTHUKOB JIJIs1 CBOUX
MPOEKTOB, UTO OOBACHSET JIMIbL YaCTHIHOE
cootBeTcTBHE NoHsATHIO Grassroots.

PesynbTaTthbl

HesaBucumble My3biKaJibHble POEKTbI
CTAJIKUBAIOTCS C 11€/1bIM KOMIIJIEKCOM
npo06JieM, CBSI3aHHbIX ¢ PUHAHCHPOBAHUEM,
HaJIOro00J102KeHHEeM, OTCYTCTBUEM PA3BUTON
MH(PACTPYKTYpPbl PbIHKA, MpoOesamMu
¢ coOJI0IeHHeM aBTOPCKOTo Npasa,
OTCYTCTBHEM paboTalolleil CHCTEMbI
My3bIKaJbHOH HHIYCTPHH ( peKOp/I-
JIeHOJIbl, KOHLEPTHbIE MJIOLIAJKH,
porauust Ha TB u panuo, ractposiu u mp.)
Tem He MeHee ecTeCTBEHHbIH MPO1lECC
9BOJIIOLIMM U COBPEMEHHbIE TEXHOJIOIHU
MPHUBEJIH K JIOCTATOUHO HACHILEHHOMY TOJIIO
He3aBHUCHMbIX My3bIKAHTOB H MPOJIYKTOB.
M3yueHne cambiX SIpKUX TPUMEPOB
M03BOJISIET 0003HAUUTB MATh BazKHBIX
»KaHPOBBIX chep, B KOTOPBIX B HACTOSIIIIEE
BpeMsi OYpJISIT IKCIIEPUMEHTbI, CO31aI0TCs1
KOJIIEKTHUBBI, IOCTHUTAIOTCS BECOMbIE
XyJI0’KECTBEHHBIE Pe3yJ/ibTaThl. B 3TOM psiny:
1. TpamuumonHas mysbika (traditional/
ethno/world music).
2. Pok- u jpxas-npoekThl (rock & jazz
music).
3. opmupyroiasics TexHo-mikosa (techno
music).
4. Vnpu-mysbika (indie music).
5. Knaccuka (contemporary&classic
music).

Paccemotpum otinuuTeIbHbIE
XapaKTePUCTUKN HE3aBUCUMbIX TIPOEKTOB
B 0603HaYEHHbIX chepax B KOHTEKCTe
KpeaTUBHBIX HHLYCTPUH U MEPCIEKTUB
pasButHst Grassroots 1BUKEHMUS.

1. World music. OHo 13 cambIx
BOCTPeOOBAHHBIX TEUEHHUH B KA3aXCKOH
COBPEMEHHOH My3blKe — 3TO THO-TPYIIIIbI,
ybe TBOPYECTBO BO BCEM MHPE 4AaCTO
MapkupyioT Kak world music. My3bIKaHTbI
CO3/Ial0T MY3bIKY, LJIMKOM MJIM YaCTHYHO
OCHOBBIBAsICh HA HAPOJHBIX HHCTPYMEHTAX
(Kapcak6aesa u kymanusizosa 218).

B uncrom BHe Takoro poja IBHUKeHHE

HavaJsioch ¢ rpynnbl «Typan» B 2008 ropuy.

Apxanunble My3bIKaJibHblE TPAHUIMH
3a3BYyyaJid KOJIOPUTHO U aKTyaJbHO,

ObICTPO pacnpocTpaHsis 00pa3 KazaxcKoro

3BYKOBOTO 3THO-HJleasa 1o MUpY.

«Typan» cchopmupoBa KpUTEPHH,
CTaBlINE XapaKTePHbIMH JI/Isl TP STOTO
HarpaBJIeHUS:

*  KaxK/bli My3bIKAHT TPYMIbl —
MYJISTHMHCTPYMEHTAJIUCT, HTPaIOLIUH
Ha 2—20 UHCTpyMeHTax;

*ofllee KOJIHYECTBO HCTOJb3yeMbIX
My3bIKaJIbHbIX HHCTPYMEHTOB IOXOJUT
10 30;

* B My3bIKe JIErKO MPUMEHsIeTCsl He TOJIbKO
06bIUHOE, HO U TOPJIOBOE TMEHUE;

* B KOMIO3HUIIUSX HIHPOKO HCTIO/b3YeTCs
MUMIPOBU3ALIUS, MTECHST KaxK/Ibli pa3
OyleT 3By4aThb M0-HOBOMY;

* yalle BCEero y4aCTHUKH IPyMIlbl —
npoeccuoHanbHble My3bIKaHThI U J1a2Ke
HCCIeI0OBATEH.

Benen 3a «Typanom» nosiBusich
«HasSak», «Hazar», «ba6anap casbi»,
«Steppe Sons» u apyrue. [Tonapasioiee
GOJIBILIMHCTBO TAKHX KOJIJIEKTHBOB
paboTaloT Kak He3aBUCHMble OpPraHU3alKH.
[pynmbl KIMEIOT MHOTOMUJITHOHHbBIE
MezKlyHapojiHble (haH-KJyObl, MoJy4atoT
3aKasbl Ha CO3/laHHe My3bIKH K (hUJIbMaM
¥ cepuajiam, TacTpOJIMPYIOT MO KPYTTHBIM
KOHLLePTHBIM TJIollankam EBponsbl,

Azuu, Amepuku. M Bce aTHO-Tpymnbl

MOCTOSIHHO HIIYT CBOIO €30JI0TYIO PYLy» —

PEKOHCTPYHPYIOT 3a0bIThle My3blKaJbHble



MHCTPYMEHTbI, Pa3bICKUBAIOT POU3BEICHHUS
pernpeccupoBaHHBIX HAPOIHBIX MEBLIOB,
KOTOpbIe 0Ka3bIBalOTCS MapaloKCalbHO
co3ByuHbIMU XXI Beky. boJjiee Toro, umeHHO
9THO-aHCaMOJIK OJIMKE BCETO K IIOHSATHIO
Grassroots: OHH OTKPBIBAIOT COOCTBEHHbIE
LLIKOJIbI U CTY/IMH, TpHOOLLast Bce GoJibliee
KOJIMUECTBO JII0JIeH K CBOEMY My3bIKaJbHOMY
CTHJIO.

[naBHO nowANKOM, pa3BUBalOLIEH
HanpasJsenue world music, nosroe Bpemsi
611 pectuBanb The Spirit of Tengri,
MacuTabupoBaBLIUHCS B TeUeHHe
HECKOJIbKHX JIET KaK reorpaduueckn
(Anmatnl, Hyp-CyaraH), Tak H CTpyKTYpHO
(orBerBaenus The Spirit of Dance, Eurasia
Music Hub, etc.)

2. Rock & jazz music. My3sbikasbHble
MPOEKThI IAHHBIX }KAHPOB TPAAULUOHHO
CYIIECTBYIOT B (hopmMaTe HE3aBUCHMBbIX
ancamo6Jeii/6sum08. CeroHs
Ha KAa3aXCTAHCKOU POK- U XKa3-

ClI€HE MPUCYTCTBYIOT KaK UMEHHUTHIE,
3apeKoMeHIoBaBlLMe ceOs TPybl
(nanpumep, URKER), tak u mosionpie
My3bIKaJIbHbl€ KOJIJIEKTHBBI. Bbixoj

Ha 6oJbLINE CLUEHbl U CTPEMJICHHE
OCOBPEMEHUTH CayH]l TPUBEJIH My3bIKAHTOB
K HeOOXOJMMOCTH YCOBEPIIEHCTBOBAHHUS
MY3bIKaJIbHbIX MHHCTPYMEHTOB. CaMblii
sipKkuii pumep — 7o rpynna «Aldaspan»,
KOTOpast UTPaeT POK-My3bIKy

Ha 3J1eKTpooMOpe. My3bIKaHThI CTaJlHu
CO3/1aTe/IIMU NIEPBOH 3JIEKTPOMOJLIH
JOMOPbI, B KOTOPOH ya/10Ch COBMECTHTh
CcaMOOBITHOCTb 3ByYaHHusl U TeMOpaJsibHble
XapaKTEePUCTHKH aKyCTHUECKOH
JIBYXCTPYHHOH 10MOPEBI € 1paiiBOM

1 TEXHHYECKHMH BO3MOXKHOCTSIMU
COBPEMEHHOU 9JIEKTPOTUTAPDI.
M3roToBsieHHast U3 LLEJIBHOTO MaccHBa
JiepeBa 3JieKTporoMOpa JULIb clerka
M3MeHHUIa CBOIO (hopmy, cTaB GoJiee
nuiockoil. Celyac cocraB rpyrnibl BK/IO4aeT
6ac-3J1eKTpoOMOPY, PUTM-3JEKTPOIOMOPY,
COJIO-3JIEKTPOAOMOPY H yAapHble,

4TO (€C/IM NPUPABHSATH 3J1€KTPOLOMOPY

K 9JIEKTPOrUTape ) HarmoMHHaeT
KJacCHuecKre COCTaBbl MEPBbIX POK-TPYITI.

DJIeMEeHTbl H MOTHBBI IPEBHUX Ka3aXCKHUX
MbeC 3a3ByYaJ/ii MPOTECTHO H BbI3bIBAIOLLE
MOLIHO.

BnoxHOBHBIIIKCDH yCreXoM SKCrepuMeHTa
c jom6pot#, Jleiina Taxxubaena (suaep
rpynmbl «Layla Qobyz») noBropusia onbIT
C JIPyT'UM Ka3aXCKUM MHCTPYMEHTOM —
KOOBI3ZOM, IVIaBHbIM aTPUOYTOM Ka3axCKUX
111aMaHOB U cKasuTesiell. Ee a1eKTpokoObI3
nosisusics B 2019, oH JiMLIb OuepTaHUAMH
1 TeMOPOM HarlOMUHAET TPaJAMLIHOHHBIN
nHcerpyment. Penepryap «Layla Qobyz»
COCTOHUT MPEUMYLLIECTBEHHO U3 aBTOPCKUX
06paboTOK Ka3aXxCKOM My3bIKH U KaBep-
BEpPCHE KOMIO3HIIMI « Queen», «Aerosmith»
u «Nirvana», «Led Zeppelin». 910 onna
13 CaMbIX POBOKALIMOHHBIX TPy,
CO3JIAIOLINX KCTPaBaraHTHble 06pasbl
1 Kap/IMHaJbHO MEHSIOLIMX 3By4aHHe
1 CTPYKTYPY TPAAULIMOHHBIX KIOEB.

Takum xxe sKCIepUMeHTaM MojiBEpres
1 HAPOJIHbIA HHCTPYMEHT »KEThI'eH, KOTOPbIH
uenoJgib3yet pok-rpynmna «[lanarar>.
JKeTbiren — 3T0 KazaxcKuil HMNKOBBIN
MHCTPYMEHT, HaNIOMHHAIOLIUH 110 popme
TYCJIM UJIH JiexKauyto apy, ¢ KOJHYECTBOM
CTpyH OT 7 j10 23.

HeoxkunanHo nonyJsisipHbIM cTadl elle
OJIMH HHCTPYMEHT, KOTOPbIHA Y MHOTHX
HApOJIOB CYUTAECTCS OIHUM U3 CAMBbIX
npocTbiX. B Kazaxckoil Ky/ibType oH
Ha3bIBAETCS ChIOBI3TbI H OTHOCHUTCS
K THITy PoJ0JibHON aieliThl. Korna-To on
M3roTaBJAMBAJICS W3 0COOOr0 copTa Kambllla
1 umes 3—4 orsepcrus. CoBpeMeHHble
MY3bIKAHTbl H3TOTABJIUBAIOT ChIOBI3ThI
M3 MeTaJIJIONJIaCTHKA U YBEJHYUBAIOT
KOJIMYECTBO OTBEPCTHH B 3aBUCHMOCTH
oT KoMnosuiyu. Cpein TaKuX My3bIKaHTOB
Anyap Vcaes u3 pok-rpynmnbl «Tigrahaud».
ApxeoJior 1o npodeccuu, Anyap
paboTaet yuuTeseM B 1LIKOJIe, HO €ro
CTPACTb — 3TO POK-MY3blKa U ChIObI3TbI.
Korza on nepenpo6oBas Bce rotoBble
CbIOBI3TbI U MTOHSJI, YTO HU OJIH U3 HUX
€ro He yCTpauBaeT, OH CTaJ CO3/1aBaTh
MHCTPYMEHTbI CBOUMH PyKaMH.

IKCIePUMEHTbI ¢ HHCTPYMEHTaMU
pacnpoCcTpaHsIioTCsl He TOJIbKO Ha HX

KPEATUBHbBIE MHAYCTPUU: UCKYCCTBO, 3)KOHOMUKA, APT-PbIHOK i CAJAS Volume 7. Issue 1.2022



KPEATUBHDBIE MHAYCTPUU: UCKYCCTBO, 3)KOHOMUKA, APT-PbIHOK ! CAJAS Volume 7. Issue 1.2022

KOHCTPYKLHIO, HO M HA UCTTOJHUTEbCKHE
npUeMbl. DTH SKCIIEPUMEHTHI CBSI3aHbI

U C MUTpalliel HCTTOJIHUTEIbCKUX TPHEMOB
Ha OIHOM MHCTPYMEHTE K JPYyromy
UHCTPYMEHTY, U ¢ U300peTeHreM abCoOTHO
HOBBIX TPUEMOB 3BYKOH3BJIeueHusi. Takast
TEHJ/ICHLIUSI BIIOJIHE COOTBETCTBYET MCKAHUSIM
MY3bIKAHTOB BO BCEM MUPE, MOSIBJCHHUIO

TaK Ha3blBA€MbIX € PACIIMPEHHBIX TEXHUK»
MCIOJIHEHUS B aKaJleMUUeCKOH My3blKe
XX—XXI BekoB. OnbIT OCMbIC/TEHHUS

POJIM M UCTIOJIHEHHS «TPAAMLIHOHHBIX>»
HAPOJIHBIX HHCTPYMEHTOB B KOHTEKCTE
«COBPEMEHHON» 3ByKO3aIHUChIBAIOLIEH
CTY/IMH, 0COOEHHO U3MEHEHHH B PAKTHKe
MCIOJIHEHUS1, KOTOPbIe MPOU30LIIH U3-3a
MCIOJb30BAHHS aHAJIOTOBBIX HJTH IIH(POBBIX
TEXHOJIOTHH, MPUBOJIUT K 3HAUMTEJIbHBIM
HayuHbIM pe3yJibrataM B padote Eliot Bates
(Bates 51 —52). biarogatHo# nouBo#

U151 CO3/IaHUs1 HOBBIX 3BYKOB, TeMOPOB

U COUETAHUH CTaJl HeTeMIIePUPOBAHHbIN
CTPOU OOJIBILIMHCTBA KA3aXCKUX HHCTPYMEHTOB
Y FeHEeTHYeCKH 3a/102KEeHHAs! CKIIOHHOCTb

K UMITPOBU3ALMH.

Cpeny 12Ka30BbIX My3bIKAHTOB, aKTHBHO
BBICTYNAIOLLMX B HACTOSILLLEE BPEMS], CTOUT
oTMeTuTb [ayxap ¥YmMup3sakoBy (rpymmna
Almatime), Camxkana [llamenoBa (rpynna
Satzhan Project), Magic of Nomads. Ton
Ha3ajl NosIBUJICS YHUKAJIbHBIA KOJIJIEKTUB,
coznannbil Hyp6oscsinom Toseyxanom
Ha 6ase yueHUKOB CrelHalu3UPOBAHHOM
My3blKaJIbHOH 1IKOJbl HMeHH JKybaHoBa —
JuBand. U1 stot npoekr neficTBUTENBHO
npuoGperaet uepthl Grassroots,

OH [epepactaer B IBUKeHHE, 0ObeUHsIS
BOKPYT cebs JII0OUTEe/IeH 1?Ka30BOH My3bIKH,
(hopMHUPYys1 COOCTBEHHYIO KOHLLELHIO

1 pu0cohHio, KOTOPYI0 CaMH My3bIKAHTbI
o603Hayatot cjjoraHom « CaJjieM OJiem>».

[naBHOM MJIOLIAIKOM J7151 TPOEKTOB
JlaHHOTO HarpasseHus crano « MysKade» —
YaCTHBIN pecTopaH, NPaKTUKYIOLIUH
MOCTOSIHHBIE Beyepa ¢ «3KUBOH» MY3bIKOH.

3. Techno music. Tosibko
3apoxKatoleecst «Kazaxckoe TeXHO»

C CaMbIX MEPBbIX 1LIATOB CTAJIO MPOSIBJSATLCS
B MpeiesibHO pKUX popmax. TexHo-

My3bIKa, Oyydn 6oJiee y3KUM MOHATHEM
3JIeKTPOHHOH MY3bIKH, MTO3HLIHOHUPYETCS
KaK KCrepuMeHTalbHOe UCKYCCTBO

co cBOei c1oxkHOM pustocodueit. Crenyer
MOYEePKHYTh, UTO B HACTOsILLIEE BPeMs]
KJyOHasi My3blKa ipu3HaHa B bepsnHe
KYJILTYPHBIM JIOCTOSTHUEM, CTOJIb XK€
3HAUMMbIM U LICHHBIM, KaK My3€eH, rajepeu
WM KJ1accuuecKasi My3blKa.

Jonroe Bpemsi B Kazaxcrane 6blia
TOJIbKO KysibTypa DJ-uHra, npeacraBiaeHHas
TaKMMU IPKUMH My3bIKaHTaMH, KaK
HypGepren Maxam6etoB, Hapuman
Hcenos, Pycram Ocnanos u jpyrue.
Texno-my3bika, a BMecTe ¢ Hell
1 My3bIKaHThbI, UTpatoliue live-ceccuu,
MOSIBUJIMCH B roc/ie/iHie 2—3 roja, cpasy
noJiy4nB coOcTBeHHy10 ayauToputo. Hosoe
MOKOJIEHHe My3bIKaHTOB, Urpatollee TEXHO-
My3bIKY, nipeacrapssior Hasupa Kacenona,
Acenb Hlannu6aesa, lapust Hyprasuna,
Kocrst Baxkanos u ipyrue.

[ToxkasaTesbHO, uTO MouTH Bee DJ
He UMEIOT aKaJeMHUeCKOro My3bIKaJbHOTO
o6paszoBanust: Hazupa — MoJieKyasipHbI#
GUOJIOT 1 reHHbIH UHKeHep, Acesib —
¢unancucr, Jlapus — nepeBoIuHK.

[Ipu 3TOM MY3bIKaHTBI y2Ke cefyac
BBICTYNAIOT HA KPYMHBIX MUPOBbIX ClI€HAX,
MMeEIOT MoGe/Ibl Ha MeKIyHaPOIHbBIX
thecTHBaISIX, MPEACTABUIIN CBOU CECCUU

B paMKax MpecTHKHOTo GPUTAHCKOTO
MpOeKTa Mo UCCIEN0BAHHUIO JJOKAJBHbIX
cuieH Boiler Room.

EcrectBenHoit hopmoit GbITOBaHHUS
TEXHO-MY3bIKH SIBJISIOTCS «rave» —
MJIOLLAJIKH, 10 TIOCJIE/IHEr0 BpeMEeHH
MPEUMYILECTBEHHO KOMMepUecKHe,
pasBJiekaresibHble. PacTyiuii nHrepec
MY3bIKAHTOB M ayIMTOPUH K TEXHO CTaJl
6a30i 1151 MOABJICHUSA HE3aBUCHMbIX
oObenunenni, Takux kKak bULT. Cosnannbli
no unuuuaruse Acesb Hlangu6aesoi,
bULT co6pan kpyr MmesomMmaHoB
13 MaTeMaTHKOB, OMEPaTOPOB, MO3TOB,
(PM3UKOB, HHXKEHEPOB, Xy/l0KHUKOB.
JlesitebHoctb bULT nmoxozka
Ha U/1e0J10THYeCKoe COOOLLECTBO
(nereHaapHbIil « BeHCKHE KPyKOK> ),



COJIEPKUTCS 3@ CUET PeryJisipHbIX
MEepONPUATHH MEXKIyHaPOTHOTO
1 pecnyOJMKaHCKOTO YPOBHS
¢ (hOKyCMpPOBAHMEM Ha TEXHO-MY3bIKe.
[To MHOTrOUYHC/IEHHBIM TPU3HAKAM
(hopmupyoliasicss Kazaxckast TEXHO-
cuena u bULT, B uacTHOCTH, HMEIOT BCe
BO3MOKHOCTH MEePepacTy B MOJHOLEHHOE
1 BJusITEbHOE (Grassroots nBuKeHue.

4. Indie music. [Tpoekrni Indie
music (ot anrnuiickoro independent —
He3aBHMcUMasl ) pa3BuBatoTcsl B Kazaxcrane
KaK Pa3HOBUIHOCTb MOT-MY3bIKH.
Bnaronapsi coBpeMeHHbBIM TEXHOJIOTHSIM,
pa3BUTHIO LU PoBbLIX TToIanokK ( YouTube,
Instagram, Facebook, TikTok) na cuiene
MOsIBUJIACH 1eJ1asi TeHepallisl He3aBUCHMBbIX
MOJIOZIBIX UCTTOJIHUTENIEH U OO beIMHEHUH.
[IpumeuaresnbHO, UTO B JAHHOM 2KaHpe,
MOJTHOCTBIO 3aUMCTBOBAHHOM
13 MEXK/LyHapPOJIHOTO OMbITa, NPeBaIupyeT
Ka3axosI3bluHbIH KOHTEHT. My3bIKaHTbI
CO3HATEJIbHO OPHEHTHPYIOTCS
Ha OpPUTHHAJbLHBIH COOCTBEHHBIN
My3bIKaJIbHbIH MaTepHuas, paboTaioT
¢ (hOJILKJIOPOM He KaK C My3€HHbIM
9KCIMOHATOM, a KaK C KUBbIM M aKTyaJbHbIM
SIBJICHUEM.

[Tocsie yenenitnoro onbitTa Moldanazar,
a nozxe u Electric Child, Qonyratbay.
fam u Marty Crown, KoJinuecTBO
MCToJIHUTeNeH cTasio ObicTpo pactu: Aigul,
1917, Steppefish u Remedios Inmortales,
«Omnua», Remedios Inmortales,
sobakasoma, Dudeontheguitar, Hey Monro.

B pamkax n1aHHoro HanpasJieHHst
HeOXKHaHHbIE TPAKTOBKH MOXKHO
Ha6JII0aTh C TOYKH 3PEHHsT TEOPHH KaHOHA
®uanna boamana, anantupoBanHok
B HCCJIIOBAHUSIX 110 HCTOPHOTpahuu
nonyssipHo# My3biku (Kérja 15). Onbit
Indie My3bikaHTOB — HJleasibHbIN
MPUMEP CaAMOCTOSATENLHOTO PA3BUTHS
MY3bIKaJIbHOH UHyCTpHH. My3bIKaHTbI caMu
0OBbEIUHSIOTCS U CO3/IAI0T KoJITab0opalHi.
DBoJiee Toro, Ha CTUXUHHO BO3HHUKILIEH
6ase cTaju NosiBAATHCS He3aBUCHMbIe
peKop-/1efOJIbl U TPOJIOCEPCKHe
komnanuu. B 2016 rony nosisusioch

My3blKasibHOe o6benuHenne Qazaq Indie,
crieMaNu3upyoLLeecs Ha NoiepKKe
He3aBUCUMBIX ucnonnutenen. B 2018 roay
nosisuscs 6pen Ozen, BKIIOYAIOLIHIL
peKkopj-Jed6J1, BUEONpoaaKIieH U OHJIalH-
panuo. B mapre sT0TO0 rosa craproBas
Hosblit YouTube npoekt — OYU. [1poexThi
Indie My3bIKaHTOB HMEIOT CBOIO LLIMPOKYIO
11eJIEBYIO ay/IUTOPHUIO, TIPEICTABIEHHYIO
MoJiofiexKblo 12+, HabupatoT
MHOTOTBICSYHbIE IPOCMOTPbI, Pe/IKHe
JKUBbIE KOHLEPTbI COOUPAIOT TOJIHbBIE 3aJIbI.

5. Contemporary & classic music.

B cepe kaaccuueckoil My3blKH pKMMH
NpUMepaMH He3aBUCHMbIX TPOEKTOB
seasitoress ASO (Almaty Symphony
Orchestra), D’EL'SA Consort, Hrepy.
CaMbIM KCMepPUMEHTATbHBIM U HEOOBIYHBIM
siBaisiecs Mirepy, eiMHCTBeHHbIH

B Kagaxcrane aHcam6Jib COBpeMeHHOH
My3bIKH. [lesiTeIbHOCTb U HCTOpHUS
aHcamO6J1s1 I0CTATOYHO MOJIHO OCBELLEHbI

B CMU. Penepryap ancamo6,1s NocTpoeH
Ha aKaJIeMHUYECKOH U 9KCITepUMEHTAbHON
my3bike XX —XXI BekoB, a uaeosorus
OCHOBaHa Ha MPOJIBUKEHUH HOBBIX

(hopM My3bIKaJIbHOTO MBIIIJIEHHUS,
(hOpMHPOBAHHUH HOBOTO MY3bIKaJIbHOTO
13bIKa, CO3BYYHOTO HACTOSILIIEMY BPEMEHH.
Bausinne coBpemMeHHOH MUPOBOH MY3bIKH
Ha Ka3axCTaHCKYIO CLEHY W Ka3aXxCTaHCKUH
PBIHOK OTpazkaeT rnobanu3allioHHble
TPEH/Ib ¥ He SIBJISIETCS YHUKAJbHBIM
(cMoTpeTb, Harpumep, O BJUSHUH

J1. Kefijzka Ha cOBpeMEHHYIO HCTTaHCKYHO
My3bIKy (Salgado 70).

Urepy npakTukyet pagHoo6pasHbie
(hOpMbI 1€ATENLHOCTH: KOHIIEPTHI,
(hecTHBaJIb HOBOH MY3bIKH, MacTep-

KJ1acChl MPUIVIALLIEHHBIX COBPEMEHHBIX
KOMTO3UTOPOB, OHJIAFH - JIEKIIHH - KOHIIEPTHI,
SKCIEPUMEHTHI M Kosltabopauyu. Ancamb,1b
BHEJIPSIET B COBPEMEHHYIO MYy3bIKaJIbHYIO
»KU3Hb ¥ CTAHIAPTHBIE JIJIS MEXKIyHAPOJAHOH
MY3bIKaJIbHOH MIPAKTHKH POrpaMMbl
«KOMITO3UTOP B PE3UJECHIMU» (composer

in residence), cneryaJgnbHo /151 aHcamOist
CO3J1AI0T [POM3BE/IeHUS 3apyOerKHble
Kommoautopbl (Asiekcanip MaHOUKOB,
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Poccusi; banacarbin Mycaes, Koiproizeran;
Anna Pomatiikosa, Poccust).

Konueptsl 1 npoektsl Mrepy npoxoaar
Ha caMbIX pasHbIX MJIOLLAIKAX —
Bousbuioi 3an Kazaxckoit HalMoHalIbHON
KOHcepBaTOpuu UMeHH KypmaHrassbi,
teatp APTulLIOK, Llentp «Ilemuuubiii»,
npocrpanctBo «Mera-2», [ITUM
(Mocksa), lanepest «TeHrpu-ymaii»,
Boubiioit 3as Kbipreiackoi HalMoHa bLHOH
KOHCePBATOPHH, MPOCTPAHCTBO
«Tpanccopma», mpoctpancTBo Aurora
Space, TPK «®opym».

Wrepy MHULMHPYET U OCYIIECTBISET
pasHble KoJabopaluu, 00beIMHSASCh
C IPyTHMH HE3aBUCHMbBIMH KOJIJIEKTHBAMH.
Cpennt TBOpUECKHX MAapTHEPOB aHCAMOJI —
teatp APTullIOK, LlenTtp coBpemeHHoO#
KyJbTYpbl « LIeJIMHHBIA», peiB-Kay0
«bULT», LUentp «Jlom na bapubaena».
Taxue coBMecTHbIe MPOEKThI XapaKTepHbI
JIJ151 COBDEMEHHON MY3blKAJIbHOW CLIEHbI
CTpaHbl U CTAHOBSATCS OCHOBOW CO3MaHUS
HOBBIX Xy/10?KE€CTBEHHbIX IPOU3BEIEHUI.

3aKnwuyeHue

O603HaueHHbIE MATh }KAHPOBbIX TPy —
world, rock & jazz, techno, indie,
contemporary & classic music —
MIPEJCTaBJSAIOT 0COOBIA MHTEPEC

B CTPYKTYpe KpeaTUBHbIX HHILYCTPUH

CTPaHbl H UMEIOT 001I1Ee YePThI:

1. MysbikauTbl, paboTaioliye B JaHHOM
HarpaBJeHUH, NPEITOYUTAOT
(hyHKLIHOHHPOBATh PaMKaX He3aBUCHMBbIX
IOpUIMIECKUX opM (06111eCTBEHHOE
00beIMHeHHe, HHAMBHLyabHOE
NpearnpUHUMATENbCTBO, TOBAPHUIILECTBO
C OrPaHUYEHHON OTBETCTBEHHOCTbIO,
0011eCTBEHHbIH QOH/ U T. T1.)

2. HesaBucumble KOJIJIEKTHBBI CTPEMSTCS
CO3/1aBaTb aBTOPCKUH OPUTHHAJIbHBIH
KOHTEHT, 4YaCTO OCHOBAHHBIH
Ha TPAAMLIMOHHON Ka3aXCKOH KyJIbType.

3. CKJIOHHOCTb K 9KCIepHUMeHTaM
B TBOpPYECTBE U K KoJls1abopalysim
paszanuHoro hopmara CTaHOBUTCS
06s13aTe/IbHBbIM yCJIOBHEM PabOThI.

4. HesaBucHMble My3bIKAHTbI HCCJEYIOT
MPOrPECCUBHBIH MEXKIYHAPOHbIH
onbIT (PopMbl pabOThI, TBOPUECKHE
KOHIIETIHH ) U BHEAPSIOT €ro
B OTEUECTBEHHYIO MPAKTHKY.

5. My3bIKaHTbl 1 aHCAMOJIH aKTHBHO
MCIOJb3YIOT HHTEPHET - PeCypChl
JUIS TIPOJIBMKEHHUS U PACTIPOCTPAHEHHUS
CBOEro TBOPYECTBA, 3a4aCTyI0 MHTEPHET-
MJI0L1AJIKa CTAHOBUTCS MPUOPUTETHOH
thopmoti GbITOBaHUS (CTPUMHHIOBbBIE
My3blKaJibHble cepBHchl Apple Music,
YouTube, VK (Boom), SInaekc.
Myssbika, Spotify, SoundCloud, Deezer).

6. CruxuiiHoe rnosiBleHHeE MPOIOCEPOB
U TPOIOCEPCKHUX LIEHTPOB,
CreLMaNU3UPYIOLLIHXCSl Ha He3aBUCHUMBbIX
My3bIKaJIbHbIX TPOEKTaX, MPUBOIUT
K yCMEIHbIM TpUMepaM MOHETH3alluH
TBOPYECKHUX MPOLYKTOB.

7. My3bIkaHTbl H aHcaMObJ11, paboTatollie
HE3aBUCHMO, U3HAYAJILHO
He orpaHHYMBatOTCsl MacliTabamu
Ka3aXCTaHCKOTO pblHKA, OPUEHTHPOBAHBI
Ha MI0OAJIbHBINA MapKerT.

8. DuiemenTbl Grassroots B He3aBUCHMbIX
My3blKaJIbHbIX KoJIeKTHBax Kazaxcrana
MPOSIBJISIIOTCS B OTKPBITHH
MepPCOHA/BbHBIX LIKOJ U CTYAUH
1151 Beex Kenatouux (Turan, HasSak),
MPHUBJICUEHUH IITMPOKOTO Kpyra
MY3bIKAHTOB JJ151 y4aCTHsI
B npoekTax (JuBand), ucnosbzoBanuu
HEKOMMEPUECKHUX TBOPUECKUX (POPMATOB.

9. Ilepepacranue B Grassroots npoexT
win crpemsienne K Grassroots
JIBUKEHHIO TTO3BOJISIET B KPATKHE CPOKH
MaclTabupoBaTh MPOEKT U MPAKTHYECKH
MOATBEP/IUTD €ro BOCTPEOOBAHHOCT.
HesaBucumbie My3bikajibHble

KOJIJIEKTHBbI CTAHOBSITCS BJAUSTENLHON

CHJIOW, IPUBJICKAIOLLEH 3HAUUTE/ILHYIO

ayIMTOPHIO U MEHSAIOLLEH KYJILTYPHBIH

Jgauauwadr crpanbl. [Tpusnaku sapoxaeHus

Grassroots 1BHKEHHH B paMKax 4eTblpex

6a30BbIX 2KaHPOBBIX Cep coaepKaT

KOHCTPYKTHBHbIH MOTEHIIHAJ AMCCEMUHALIUH

MPOJLYKIIMH My3bIKaJIbHOTO CEKTOPa

KpeaTUBHBIX HHLYCTPHI1 CTPaHbI B YCJOBHSIX



ro6anuanpytonterocst mupa (Jumaniyazova
131). [nobanuzauus Kazaxckoin
MY3bIKaJIbHOH KYJIbTYpPbl Uepe3 pa3BuTHe
Grassroots MpoeKToB U TBOPUECTBO

HE3aBUCHMbIX KOJJIEKTHBOB CTPAHbI
MOZKET CI10COOCTBOBATb POCTY KPeaTHBHBIX
unaycrpuil Kazaxcrana B macuira6ax
MHPOBOTO MY3bIKaJIbHOTO PbIHKA.
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Paywan )Kymanusizosa

Kypmanrasbl atbinarsl Kazak yarTbik Koncepartopusichl (Asnmarbl, Kasakerat)

KA3AKCTAHHbIH KPEATUBTI UHOAYCTPUANAPbIHOAFbI MY3bIKA
CEKTOPbIHOAFbl GRASROOTS XXOBAJIAPbIHbIH BOJIALLAFbI

Anpatna. KpeaTuBTi MHAYCTPUSANAPAbIH, MOMbIHAANFAH MAaHbI3AbIbIFbl KA3ipri yakbITTa MEMIEKETTIK
[eHreriae ne, HakTbl TaXipnbeae ae bipkatap 6ackapyLbiiblK, FblIbIMU-3EPTTEY KOHE LblFapMaLLblIbIK,
wewimaepaiH nanga 6onybiHa akeneai. Kipicneae canaHblH, 3aMaHayM KOHLENTYanabl annapaTbiHbIH,
KaMLUbINbIKTapbl KBPCETiNeAi, COHbIMEH KaTap LUblFapMaLlbl/blK, CEKTOPAbIH 60ybl YwwiH Grassroots
KO3Fa/bIChl )X3HE My3blKa CaNacblHAAFbl TAYENCi3 XK0banap CUAKTbI HEFi3ri )XaHe MiHAETTI KybOblabIC
KapacTblpbliaabl. 3epTTeY S4iICTEPi SIMNMPUKANbIK 3epTTeynepre Heri3genrex, case study Kypanaapbl
Heri3ri 60nbin Tabbnaabl. AnFal pet Grassroots yFbIMbIH €HTi3Y YCbIHbUIbIM, 6N KYObIIbICTbIH TapuUXbl
Oprtanbik A3us My3blKacblHa KaTbICTbl KApaCTblpbinaabl. HaTxenep mMeH Tankpinay KasakCraHHbIH,
KpeaTuBTi MHAYCTpUANAp My3blKablK CEKTOPbIHAAFbI Grassroots 6onalarbiHa aBTOPAbIK Tanaayabl
KaMTuabl. Grassroots Ko3fasbiCbl HEMece 06aCbIHbIH TYXKblpbIMAAMAachl AaMblFaH engepae (AMepuka,
Eypona, ¥nbi6putaHus) TabbiCTbl ©Mip CYpeTiH M3EHU KyObinbIC pETiHAE YCbIHbUIFAH, OHbIH alipbIKLa
6enrinepi: My3blKaHTTap/KaybIMAACTbIKTApAbIH 6acTaMachl )XaHe MeMIEKETTIH, KOMAAYbIHCbI3 XKYMbIC
icTeyi Hemece ipi y/ibIMAap.

My3bIKanblK CEKTOPAbIH, TOPT XKaHPAbIK, Canacbl HEri3ri 60/biN cCaHanambl: ASCTYP/i My3blKa
(traditional/ethno/world music), pok »xaHe a3 >kobanapsbl (rock & jazz music), KanbinTacbin Kene
XKaTKaH TexHo MekTen (techno music), MHAM-My3biKa (indie music), Knaccukanbik My3bika (contemporary
& classic music).

Tayenci3 My3bikanblk xobanapapl a3ipney TaxipubeciH 3epTTey ocbl 6aFbITTbIH, TUIMAINITi
MeH 6onalluaFrbiH, 0ONapAblH, apTbIKLWbIIbIKTAPbIH (LUbFapMaLlbUIbK K&3Kapac epKiHAiri, 3KcnepuMeHTTep,
€H, NMpOrpeccmBTi Xanblkapanblk XX0banapMeH yinecyi) aHbikTayFa MyMKiHAiIK 6epepai. Herisri HaTuxenep
MeH TybipbiMaap KopbiTbiHAbIAA Ka3akcTaHAaFbl KpeaTUBTI MHAYCTpUANAp AAMbITYFa Tayencis
My3blKanblK )06anapablH, blKnanbiH, Canacbl MeH 60NallafbiH aKbIHAANTBIH TOFbI3 MO3ULMAAA
TYKbIpbIMAAFaH. TOpT HEri3ri XaHp/blK chepa asCbiHAAFbl XaNbIKTbIK KO3FanblCTapAblH Nakaa 601ybIHbIH,
6enrinepi xxahaHgaHywbl anemMae eniMisfiH, WhiFapMallbliblK, CafanapblHAAFbl My3blKa CEKTOPbIHbIH,
OHiIMAEepiH TapaTyablH CbiHAAP/bI SNEYETIH KAMTUTbIHbI AdNENAEHAI.

Tipek ce30ep: KpeaTUBTI MHAYCTPUANAP, TYeNCi3 obanap, Urepy, Grassroots, My3biKabiK,
nuaycrpusanap, BULT, ARTUSHOK, oHaiGround, KasakcTaH.

Aaliekces ywiH: XXymMaHna308Ba, PaywwaH. «Ka3akcTaHHbIH, KpeaTuBTi MHAYCTPUANApbiHAAFbl My3biKa
cekTopblHAaFbl Grasroots xobanapbiHbiH, 6onawarbl». Central Asian Journal of Art Studies, 7. 7, N2 1, 2022,
38-53 6.DO0I: 10.47940/cajas.v7il1.511.
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Raushan Jumaniyazova
Kurmangazy Kazakh National Conservatory (Almaty, Kazakhstan)

PERSPECTIVES OF GRASSROOTS PROJECTS IN THE MUSIC SECTOR
OF CREATIVE INDUSTRIES OF KAZAKHSTAN

Abstract. The recognized importance of creative industries currently leads to the emergence

of several managerial, research, and creative solutions both at the state level and in real practice.

The Introduction indicates the controversy of the modern conceptual terminology of the industry

and considers such a basic and obligatory phenomenon for the existence of the creative sector

as the Grassroots movement and independent projects in the field of music. Methods are based

on empirical research; case study tools are key. The introduction of the Grassroots concept is proposed
for the first time; the history of this phenomenon is considered in relation to the music of Central Asia.
The Results and Discussion contain the author’s analysis of the perspectives for Grassroots

in the music sector of the creative industries of Kazakhstan. The distinctive characteristics

of the concept of Grassroots movement or project, which is presented as a cultural phenomenon

and successfully exists in developed countries (America, Europe, Great Britain), are initiation

by musicians/communities and functioning without the support of the state or large organizations.

Five genre spheres of the music sector are considered as key ones: traditional music (ethno/world
music), rock and jazz projects (rock & jazz music), the emerging techno school (techno music), indie
music, classic (contemporary & classic music).

The study of the experience of independent music projects development allows us to identify
the effectiveness and perspectives of this direction, their advantages (freedom of creative expression
of will, experiments, and consonance with the most progressive international projects). The main
results and summary are formulated in the Conclusion in nine points that determine the influence,
quality and perspectives of independent music projects for the development of creative industries
in Kazakhstan. It has been proven that the signs of the emergence of grassroots movements within
the four basic genre spheres contain a constructive potential for disseminating the products
of the music sector of the country’s creative industries in a globalizing world.

Keywords: creative industries, independent projects, Eegeru, grassroots, music industries, bULT,
ARTiISHOCK, musical ground, Kazakhstan.

Cite: Jumaniyazova, Raushan. “Perspectives of Grassroots Projects in the Music Sector of Creative
Industries of Kazakhstan.” Central Asian Journal of Art Studies, vol. 7,no. 1, 2022, pp. 38-53.
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KUHO KAK BELYLLAS
KPEATUBHAS UHYCTPUS
KASAXCTAHA

[yabHapa AGukeesa'

! AnmaTbl MeHe/LKMEHT YHUBEPCHTET
(Anmarbl, Kazaxcran)

AHHOTaums. KazaxcrtaHCKMi KnHemaTorpad Havyan GopMmMpOBaTbCA Kak KylbTypHasi MUHAYCTPUS C TOrO
MOMEHTa, Koraa bbin Bo3poxaeH kuHonpokat B 2005 roay U Hayanu CHUMATbCS GUNbMbI HE TONIbKO
Ans GectuBanen, a npexae BCero ANis 3puteneil. 1o Takme dunbMsl, Kak «Paketnp» (2007), «KokTeiinb
Ans 3se3apl» n «Ckas o po3osom 3aiue» (2010). Ho no-HacTosweMy KUHO CTaHOBUTCS GU3HECOM
B TOT MOMEHT, KOTZla BO3HMKAET K1acC NPOAICEPOB, KOTOPbIE rOTOBbI BK/aAbIBATh CBOU LEHbLIH,
yTo6bI 3apaboTath ewe 6onbLine. B cBoeM bonblunHCTBE 3TU Npoatocepbl — basH Anarysosa, HypnaH
KosiHbaeB, Ackap Y3abaes, Ackap bucembuH, Hyptac Agamabaii, Kypanait AHapbekoBa u gpyrue —
MPULLAN B KMHO U3 LWIOYy-6U3Heca u 3a nocneaHee pecstunetne, HaumHas ¢ 2010 roga no cerofHAWHWMA
[eHb, CPOPMMPOBANM BaXKHbIM KacC KpeaTMBHOM 3KOHOMMKM KazaxcTaHa — KWHO6M3Hec. Ecnu
B 2000-e rogbl 40NS Ka3axCTaHCKOro KMHO B NpoKaTte cocTaBnsna Bcero ot 1 oo 3%, 1o Ha 2019 roa,
[0 Ha4yana naHAeMMUK, 6OKC-0hMC OTEHECTBEHHbIX PUIbMOB cocTaBun 30% OT NpokaTa BCEX KapTUH,
YTO NPUHLMNMANBHO MOBAMAIO HA MECTO HALIEro KMHO B MPOKATe M CMOABMUIIO CETU KMHOMPOKATA
TaKXe 3aHATbCS MPOM3BOACTBOM (DMBMOB, KK 3TO MPOMCXOAMO, CKaxeM, B KOxHol Kopee
B 1990-x - Hayane 2000-x romos..

Llenb oaHHOM CTaTby — MOKA3aThb, KAK MPOMCXOAM NPOLLECC CTAHOBMEHNS KMHOBMU3HECA
B KasaxcraHe. bbiniv ncnonb3oBaHbl METOAbI aHANM3a CTAaTUCTUYECKMX AAHHbIX, @ UMEHHO KaCCOBbIX
cb0opoB, a TaKXKe MeTon, KNHOBEAYECKOrO M CPABHUTEIbHOTO aHAIM30B B OMMCAHUM TOT0, KaK CTPOMAIACh
BCS CUCTEMA KMHOMPOM3BOACTBA M NMpokaTta B KasaxcraHe, B3aMMOLENCTBME U KOHKYPEHLMS YaCTHbIX
1 rOCYAapCTBEHHOM KMHOCTYAMU, GOPMUMPOBaHME HOBOIO Knacca npoatcepoB. HoBM3Ha 3Toi paboTbl
3aK/104aeTcsl B TOM, YTO Maso KTO paCCMaTPUBAET Ka3axCTaHCKMUIA KMHeMaTorpad Kak KpeaTuBHY
WHAYCTPUIO, MOCKOJIbKY Y HAaC OTCYTCTBYIOT OduLManbHble LMdpbl MO KacCoBbIM cbopaM KMHOGUIBMOB
U CNOXHO OMPEeLENuTb posib KUHO B 3TOM YETBEPTOM CEKTOPE SKOHOMMKM.

Kntoyessie cnoea: KMHO, MPOKaAT, KAacCOBble CHOPbI, BrogKeT hunbMa, NpoACep, KpeaTUBHAs
UHAYCTPUS.

Ana yumupoearus: Abukeesa, [ynbHapa. «<KK1HO Kak Befyllas KpeaTuBHas MHAYCTpUS KasaxcraHa.
Central Asian Journal of Art Studies, 7. 7,N2 1, 2022, c. 54-66. DOl 10.47940/cajas.v7i1.545.



BeBepeHue

PaIMLIMOHHO K KpeaTHBHBIM HHYCTPHUSIM
OTHOCAATCS Te chepbl KYJIBTYPbl, KOTOPbIE
Xopol1o 3apabaTbIBalOT Ha MPOAXKe
TOBApOB CBOEH [€5ITE/IbHOCTH UJIH YCJIYT:
*  KHHO, TeJIeBUIeHHE U
BHJI€OTTPOYKIIHUS;

*  110y-OU3HEC, KOHLIEPTHI,

pasBJjieKaTesibHble MEPOTPUSTHS;

*  My3bIKaJbHble JUCKH;

*  KHMIU U KHUKHAs! TPOYKLIUS;

*  TOBApbl PEMECIEHHOIO TBOPYECTBA,

CYBEHMPBI.

Cdepa npoaak KHUT Yy HAC BO MHOTOM
MOCTpOeHa Ha sKcropTe KHUT U3 Poceuu.
Kasaxcran npoH3BOJUT €IMHHUIIBI CBOUX
cOOCTBEHHBIX KHHUT, TIO3TOMY Y Hac
MpaKTHUECKH HET U3aTeIbCTB. B ocHOBHOM
KHHUTH IPOU3BOJATCS MyTEM caMH3aTa —
TO €CThb €CJIM KaKOKH-TO aBTOp pelliaeT u3naTh
CBOIO KHHTY, TO OH MIIET He H3/1aTeJIbCTBO,
a TMnorpaguio U nevyaTaeT ee caM, a NoToM
pasmellaeT B KHHKHbIX ceTsx. B cTpane
e/IMHULBI ABTOPOB, KOTOPBIE 3apabaThiBAIOT
Ha M3JIaHUM KHUT, I03TOMY 3Ta OTPacib
KpeaTUBHON HHLYCTPUH y HAC He sIBJIsSeTCs
NPUOBIIBLHON, 32 HCKIIOUEHHEM H3IaHUs
yueOHUKOB M KHHUT 10 T0C3aKasy, KOTopble
B OCHOBHOM OPHEHTHPOBAHbI
Ha repeusaanue KaacCHieckon
JIUTEpaTypbl HA Ka3aXCKOM sI3bIKe.

C My3bIKaJIbHbIMH IMCKAMH Y HaC
MPUMEPHO TaKasi »Ke UCTOPHS, KaK
1 ¢ KHMramu. Kazaxcranckue My3blKaHTbl
3aMUChIBAIOT IMCKH, HO UX IUCKH TJI0XO0
npoaaiotcsi. [IponcxomuT 910 M3-3a BHICOKOI
CTereHH NMUPaTCTBa B My3blKa/lbHOM cepe,
C OJIHOH CTOPOHBI, U PACIPOCTPAHEHHUSI
My3bIKa/JbHOTO KOHTeHTa uepe3 Murepher.

Onnako cdepa KOHLEPTOB, SCTPAIHbIX
KOHLIEPTOB I0CTATOYHO yCIIeLIHa,

1 Mbl OTHOCHM €€ K 1110y -OH3Hecy.
[Toy-6u3Hec, B CBOIO ouepe/ib, 1eJUTCS
Ha JIB€ YaCTH: O(PULIMAJbHBIA —

3TO 3CTPAJIHbIE KOHLEPTHI,
TeaTpasM30BaHHble NPECTaBACHHUS,
BoicTyneHust akrepos KBH u 1. 1.,

1 Heo(pULMAIbHBIH — TaK Ha3bIBAeMbIH

«TOH-OU3HEC»: MPOBEIEHUE
KOpIOpaTHBHbIX BEYePHHOK, cBajlel,
tobusieeB U T. 1. [ToHsAITHO, 4TO BTOPO# THIT
110y-613Heca HaXOUTCS B TEHEBOH YacTH
9KOHOMHKH U PErHCTPUPYETCSl B OCHOBHOM
yepes JIeaTeIbHOCTb PeKJIaMHbIX U event-
AreHTCTB.

Kuno, 6e3ycioBHO, siJsieTcst OoJiee
OTKPBITOH chepoit KpeaTHBHON HHIyCTPUU
KaK 110 JIOX0JaM, TaK ¥ 110 OIoPKeTaM.
Huzke B cTaTbe Mbl IPUBOIMM HEKOTOPbIE
JIAaHHBIE T10 KACCOBBIM cO0paM U Oro/pKeTaM
KUHOKapPTHH, KOTOPblEe CMOTJIK HAWTH
B OTKPbITOM JIOCTYTIE.

OnHuM 13 0YeBUIHBIX TTOKa3aTe el
JIUJIEPCTBA KHHO B KPEATHBHbIX
uHaycTpusix Kaszaxcrana sipsisiercs 1o,
4TO KHHOTIPOMIIOCEPHI ABJSIOTCS OJHUMU
13 HauboJiee COCTOSITEbHBIX JIO/IeH
B CTpaHe cpe/iy 3Be3Jl Loy-0u3Heca
u criopta. B peiitunre Forbes KaszaxcraH,
ony6snukoBanHoM B mapte 2020 rona,
ObLIM Ha3BaHbl 25 Ka3aXCTAHCKHX 3Be3JL
1oy-6usneca u cnopra ( Tpy6auesa 1),

13 KoTopbix 10 yesoBek oTHOCATCS
HeINMoCpe/ICTBEHHO K KuHemarorpady.

B ocHOBHOM 3TO Mpojtocepbl KHHO.

B uncne aunepoB — 2 mecto B pelTHHTE
(ouumManbHbI 10X0/1 3a TO/L 383 MJIH
tenre) — basin AnarysoBa, npomocep
TaKHX MePBbIX KOMMEPUYECKH YCIellIHbIX
KapTHH, Kak « Kokreisib 17151 3Be31bI»,
«OcropoxkHo, KopoBa!», «CraHuus
mo6Bu». Ha 7 mecre — Akan CataeB
(1,6 mapn) — pexuccep «Tomupuc»,
npomiocep «Kanukysbl opdarin».

Ha 10 mecre — Hypaian Kosin6aes — sinnep
NpoKara, OH MepBbli U3 Ka3aXCTaHCKHUX
npoatocepo 3apabotad 1,1 mapa reHre
Ha npokare usabma «busnec no-kasaxcku
B Kopee». Cpenn octanbhbix 15 3Be31
KpeaTHBHON HHLYCTPHU MY3bIKAHTOB —
9 yesnioBek, BaliHepoB U GJIOrepoB — 4,
npeacTaBuTeel crnopra — 2 4eJoBekKa.
[Ipuuem, ecsiu 10X0/1bl My3bIKAHTOB
MCUHMCISIIOTCS B JIBy3HAUHOH LHpe,
ckaxem, Katipar Hyprac — 10,4 man
tenre, bepkyT u Aiitia — 13 MJIH TeHre,
TO Y KUHOMPOJIOCEPOB 3TO, KaK MPaBUJIO,
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TpexaHauHasi ndpa. doxon He Beerna
SIBJISIETCS OTPE/IESIOUIUM B MECTe

B PEUTHHTE, BAaXKHbI TIOMYJSPHOCTD,
yrnomuHaemoctb B CMU, uuciio
NOJANUCYNKOB B «MHcTarpame» u T. 1.

K npumepy, basin Anarysosa crout

B PEHTHHIe HAa BTOPOM MecTe, IIPUTOM UTO
KaptuHa « CraHuus cynbObl» 3apaboTasa
Bcero 71 MJIH TeHre, HO ee MeJHHHAasT
MOMyJISIPHOCTb BbILLE, YeM Y KOT0-J1100.

Onnako Takasi CHTyalust CJI0XKHU/IACh
OYKBaJIbHO 3a MOCJIE/IHUE JIECSATD JIeT.
Panblie kazaxcraHcKoe KHHO HEJI0CTaTOUHO
3apabarblBaJo B IpoKaTte, 1 10151
NPUCYTCTBUS Ka3aXCTaHCKUX (PUIIbMOB Obl/1a
oueHb Hu3ka. Hanpumep, Ha 2010 rox ona
cocrapJsiia Beero 3 % (AGukeepa 24).

C nosiB/ieHHEM KHHOIIPOIOCEPOB HOBOTO
nokoJieHus:, Takux kak Hypsan Kosinbaes,
Acenn CanpakacoBa, Hyprac Anambaii,
Kypanait Anap6ekoBa, Ackap Yzabaes,
cepa knHemarorpada CTaHOBUTCS
yCrelHbIM KHHOOU3HecoM. B pesyJibrare
9TOr0 KHHO CTAHOBHUTCS MPUBJIEKATEIbHOM
cepoit 1151 3apabaTblBaHUs I€HET, HIET
OBbICTPBIF POCT MPOU3BOICTBA KOMMEPUYECKHX
¢usbMOB, focturast Mg pbl 5O UTPOBBIX
MOJIHOMETPAXKHbIX KAPTHH B IO,

MeToabl uccnepoBaHuUs

B crartbe ucnosb3oBaHbl METO/IbI aHa/M3a
CTATUCTUYECKHUX TaHHbIX, 8 HMEHHO
KaccoBbIX COHOPOB, a TAKKE METO]
KUHOBEIUECKOr0 M CPAaBHUTEJLHOTO
aHaJIM30B B OTMUCAHUHU TOTO, KaK CTPOUJIACH
BCSI CHCTeMa KMHOIMPOU3BOJICTBA U MTPOKaTa
B Kaszaxcrane.
TeopeTHko-MeTo100THUECKOH
6a300 HCCeNOBAHUS TTOCTYKHIIHU
TPY/lbl TEOPETUKOB 110 «KYJBTYPHOH
uHLycTpun». [lepBbimM 31y npobiemy
Ha TEOPETHYECKOM YPOBHE MOCTaBHJI
Basibrep benbsimun B cBoe# mporpaMmMHoOR
cratbe «[IpousBenenre HCKycCTBa B 310Xy
€ro TEXHUYECKOH BOCITPOU3BOJIMMOCTH »
(benbsimun ). Takxke Ha dusocodckom
YPOBHE Pa3MBbILLJISIN O MYTSIX PA3BUTHS
KYJITYPbl B CTOPOHY COBPEMEHHbIX

KyJbTYpHbIX UHAycTpuil JK. Ileppuna,
®. xxeitmucon, [. Mapkyse u npyrue
(Heppuna, xeiimucon, Mapkyse).
Kanaccuueckoit pa6otoil o aToi Teme
siBsisiercst kuura JLx. Xoknnca «Kpeatusnas
9KOHOMHKa» (XOKHHC).

OcHoBHO# HHpOPMALIMOHHON
U CTaTHCTHUECKOH 6a30H JJis1 JAHHOH CTaThbU
MOCJYzKHJI0 UccsenoBaHue HeBadunbm
Research «Kunopbinok Kasaxcrana:
2018—2019» (Jleonthena, u 1p.),
a TaKxKe MHOTOJIETHSIs1 (PUKCaLMs TaHHBIX
M0 Ka3aXxCKOMY KMHO aBTOPa CTaThH.

PesynbraTtol

BospoxkneHne kazaxctaHcKoro
KHHOMNpokaTa Hadasock ¢ 2005 ropa,
MOSIBUIUCH HE3aBUCHMbIE TTPOKATHBIE
Komnanuu: « Kunornpembep», K KOTopo#
otoun U3 «Otay CuHema» nakerbl
«Universal» n «Paramount», a takxxe
«20th century Fox»; «Cunema naptuepc»,
CTaBlIast HACJAEIHUKOM KMHOTeaTpa
«Apman» ¥ nostyunsliast pusbMbl « Warner
Bros.»; «Kackan Cpennsisi A3usi».
3a npenenamu AsMaThl NOSIBUJIOCH GoJiee
15 coBpemeHHbIX KMHOTeaTpoB. HoBble
yCrelHble MPOEKTbl — KMHOTeATPbl
«[lenunnbiii» u «Silk Way City» B Anmarbl,
«CuHema Cut» — B Acrane. B 2006
rojly MosIBUJIMCH MepBble KUHOTeaTphl
poccuiickoit komnanuu — «StarCinema».
[lepBoil Ka3axcTaHCKOM JIEHTOH,
KOTOpasl BbllllJIa B OT€UECTBEHHBIH MPOKAT,
6b11 pubM «KoueBHUK», KOTOPBIH
CO3/1aBaJics KaK rocaakas. dTo Obl1o
B 2005 roay B pamkax KHHo(eCcTHBAJIsI
«Epasusi». [ocynaperso craBu/o 3anauy
nepejl KHHeMaTtorpaucTaMu Co3iaTh
TAKOW KHHOIPOEKT, KOTOPbIH, BO-[E€PBbIX,
pacckasau, uro y Kaszaxcrana ectb
He TOJIbKO COBeTCKast HCTopHsl. Bo-BTopbIX,
9TOT (PUJIBM JI0J/2KEH OblJ TIOKA3aTh MUPY,
YTO 371€Ch €CTh XOPOIIHE MOIIHOCTH
1 BO3MOKHOCTH CO3/1aBaTh KMHO.
U, B-TpeTbux, He06XOAUMO OblJIO BEPHYTh
KazaxcTaHCcKHe pubMbl B TpoKaTt. Bee Tpu
3a7a4u OblIM BbINOJHEHBI. B KOHTeKCTe



Hallel cTaTbM BaxKHa TPeThsl 3aja4a.
[IaTHanuaTh et B cTpaHe He paboTasiu
KHUHOTEAaTPHl, 11eJ10€ MOKOJEHHE CMOTPEJIO
KMHO TOJIbKO B BUIeocasioHax. M BoT korna
HavaJu MosIBJATHCS 3aHOBO 060PyI0BAHHbIE
KUHOTEATPhl, OTHUM M3 MEPBbIX ObLI
nokasaH « KoueBHHMK».

Opnnako HaCTOSILIMH POKATHBIN
ycnex Obla1y KapTHHbI « PakeTup»
Axana Caraesa. OH 6bl1 oGecrieuet TeM,
YTO B HEM paccKasdbiBajach peasbHasi
MCTOPHSI IEBSHOCTBIX FOJI0B. 3PUTEISIM
OblJI0 HHTEPECHO CMOTPETh PO CBOIO
HeJIaBHO MPOXKUTYIO KU3Hb. B nane
»Ke pacKpyTKH pusbMa Juisi poKarta BaxKHO
66110, uTo y Akana CaraeBa 3a CIIUHOH
ObIJT OTBIT pabOTHI B peKJIame, Mo3TOMy
OH TI0fIoLIeN K peksame pusbmMa Kak
K pekJame npoaykra. B kaxnom tpamaae,
aBToOyce 1 TpoJietibyce AMathl B T€ rojibl
OblJIM pagMelleHbl MaJleHbKHe MOCTephl
pusbma «Paketup». [1pu Gromkere
B 800 Thicstu TeHre husbM 3apaboTal
1 My 200 ThiCsiU TeHTe U CTaJ MPOPbIBHBIM,
JI0KA3aB, UTO Ka3aXCTaHCKOe KMHO MOXKET
OBITb MPUODLIILHBIM.

B 2010 rony 6bl710 c03/1aHO 1€CSTh
MOJIHOMETPAXKHbIX HTPOBBIX KAPTHH,
13 KOTOPbIX YeThbIpe ObLIN MPOU3BEIEHDI
Ha KuHocTyuu «Kazaxduabm»: « PeiBok»,
«Kro BbI, rocniogun Ka?», «Mponus
Mmo6BU», «CKaz 0 po30BOM 3aMLe>.
W 1weetb — Ha yacTHbIX cTyausx: «lalbik
Kypek, nin Kokreitsib 1J1s 3Be371b1»,
«Pait noist mambl», «999» | «TpyGanyp»,
«25 Tenre», «llyupanr». 13 necsitu
(pUIILMOB BOCEMb BBILIIHU B MPOKAT. B TOT
ron « Kazaxduabm» akTHBHO 3aHUMAaJICS
MPOJIBU?KEHUEM CBOUX KaPTHH B MPOKAT,
MO3TOMY XOpOIINe MoKa3aTe n OblIn
y pusbMoB «Mponus o6Bu», «Ckas
0 po3oBoM 3aile» U «PbiBok». Ho Hu ofHa
13 9THX KAPTHH He MOTJIa CPABHUTHCS
¢ (hMHAHCOBBIM YCIEXOM KapTHHbI YaCTHOH
ctynuu «laubik )xypek, uian Kokreiib
115t 3Be3nbl» — 147,2 MJiH TeHre npH
6to/KeTe KapTHHBI B D2 MJH TeHre. 3a basih
Anary3oBoii Hal0/1r0 3aKpernuach caBa
YCIEUIHOTO Mpojtocepa.

Hauunnas ¢ 2010 roga, MOXKHO CKa3arh,
HayaJlachb UCTOPHSI Ka3aXCTAHCKOTO KMHO
KaK KpeaTMBHOH UHIYCTPHH, TO €CTb KHHO
HayvaJio CylllecTBOBaTh KaK GM3HeC.

ITO NPOU3OLLLIO TOKE HE CPasy.
JloJirue rojibl KWHO MPOU3BOAMIIOCH
Ha KuHocTyn « Kazaxduabm», nosromy
pexkrccepbl rolaMu XKJ1aJ1d CBOeH odepeu
JUIst TOCTaHOBKM usibma. Tpu dakropa
M3MEHWJIH TTOIXOJ1 K KHHO. Bo-TepBbiX,
NPUXOJL LMPPOBLIX Kamep yaelleBHII
1 YITPOCTHJ KHHOTIPOU3BOJICTBO.
Bo-BTophIx, Tak coBnaJio, uto ¢ 2011 rona
Ha «Kasaxdpuibme» Havya u 3anyckatb
MPEUMYIIECTBEHHO 3aKa3Hble KAPTHHbI.
[lepBo#i u3 wiectu JieHT 0 »ku3HH [lepBoro
[Ipesunenra Kazaxcrana crana «Hebo
Moero jieTcTBa». [Totom Obln co3nabl
3aKasHble HCTOPHYECKHE KapTHHBI
«Kazaxckoe xaHctBo», «Tomupuce»

1 npyrue. CTanao NoHsITHO, YTO MOYKHO
JIOJITO 2KJ1aTh U He JI02K/1aThCsl
(huHaHCUpOBaHHUS CBOETrO PUIbMA.
[Tostomy Mostone:kb Hauana paboraThb

B YaCTHOM KHHOIIPOU3BOJICTBE, MyCTh

Jlaxke 3a HeOodiblIMe O1o/KeThl. TpeTui
(hakTop (M OH caMblll VIAaBHBIH ) — B KHHO
MPULLIIK NPOJIFOCEPBI U3 LOY-OH3Heca,

B ocHoBHOM W3 KBH. MmMeHHO oHM XoTesu
He TIPOCTO CHSATh KHHO U MPOCJaBUTHCS,

HO M 3apaboTaTh Ha 3ToM. [TocMoTpuM,
Kakue (OUIbMbl UMeJIH HauboJiee yerelHble
60kc-oduchl B 2010-e roapt (cm. Tabauiry 1).

Ta6anua 1. KaccoBbie c60opbl HanboJ1ee yereuHbiX
B [IpOKAaTe Ka3aXxCTaHCKUX (PHJIBbMOB

C6opbl | Coopbl
lon ®Dunbm BM/H | BM/H
Tedre | USD
Cka3 o po3oBoM
2010 3a7iLe 80 0,5
lawbIK Xypek,
2010 |wmnu KokTteinb ons 147 1
3Be3/bl
YKayxxypek MbiH
2012 6ana 300 2
2014 |KenuHka CabuHa 550 3
2016 |Kenunka CabuHa 2 370 1
2018 | bpat nnu 6pak 455 1,2
busHec no-
2020 Kazaxcku B Kopee 1,100 2,5
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KommeHTapuu K Tadauue:

2010 rox

«CKa3z 0 po30BoM 3afie>,
«Kazaxduabm», pexxuccep ®. [Llapunos.

JKanp: kpumuHabHO-collMabHast
apama. Beities B mpokat nociie Toro,
Kak OblJ1 HaJ1axKeH NMpoKat GpUIbMOB
MPOU3BOJACTBA KHHOCTYINH « Kazaxdpuabm».
D10 OBl MAKCUMAJIBHO YCHEIIHbIA (UM
«Kazaxdusbma», KoTophlit cobpaJ
KaccoBble cOOpbl B 80 MUJJIHOHOB TeHTe
npu kypce 147 renre k 1 nonnapy CLIA,
yTo cocraBusio 544 218 nonnapos CIIA.

«laubix xypek, nian KoKTeHIb
JWIST 3BE3/IbI», UaCTHAsi KHHOCTY/IUS,
pexuccep A. Yaabaes, npojtocep
b. Anarysosa. yKaup: mesionpama,
My3bIKaJIbHbIA GUIbM. 147 MJIH TeHre
npu kypce 1:147 — | Musnon noJnapon
CHIA.

2012 ron

<Kayxypek MbiH O6aua >,
«Kaszaxdpunbm», pexxkuccep A. Cataes.
JKanp: ucropuueckas apama. Boiten
B MIpOKAT nocJje 60JblIoH peKJaMHOK
KaMMaHuH, KOTJia 0 HeM rOBOPHJIH
Ha ypOBHE HaTHCaHUs CLeHapHs,
NPOBeJIeHUsT KaCTHHTa, 0TOOpa MeCT sl
CbEMOK H nocT-npojakiueHa. Coopbl
cocraBuin B 2012 rogy 300 MUJIMOHOB
TeHre npu Kypee 1:149,4 — 2 mun nosnapos
CIHIA, 6tomxket — 12 mun nosnapos CILIA.

2014 ron

«Kesnnka Cabuna», yactHast
KUHOCTyusl, pexxuccep H. Anamobaii.
JKanp: Komenus. Beiuies B npokat nocse
NSATHJETHEro N0Kasa Tejecepuasna
npo Ca6uny, rjie raBHYIO POJib HCTIOJHS
Hyprac Anam6ai — akrep, pexxuccep,
clieHapucT U npotocep dusbma «Kenunka
Cabuna». PexopaHblii Ha TOT MOMEHT
6okc-ocuc cocraBus 550 MUJIJTHOHOB TEHTe
npu 1:182 renre — 3 man nosapos CLIA,
4TO MOOUJIO PEKOPJL KACCOBBIX COOPOB
¢dunbma «ABartap» [Lxeitmca Kamepona
B Kasaxcrane.

2016 ron

«Kemnnka CabrnHa 2», 9acTHasi
KUHOCTY/IUSI, pesKUccep U Mpojiocep

H. Anam6aii. YKanp: komeusi.
OduiinanbHble HICTOYHHUKH KACCOBBIX
c60pOB yKa3bIBAIOT HA TO, YTO (PUJIBM
cobpas 131 MuIHOH TeHTe,
HO MO JIAHHBIM CaMOTO pexKuccepa,
y KOro 6blJIM KOHTPOJIEPHI B KUHOTEATpax
1 OTYEThI OT CAMUX KHHOTEaTpoB,
coctasJisier 370 MUJJIMOHOB TeHre
npu kypce 1:339 tenre — 1 091 445
nosnapos CLIA.

2018 ron

«bpar nan 6pak», 4acTHast KHHOCTY/IHS,
pexuccep E. Hypranues, npojtocep
K. Anap6ekoBa. JKanp: komess.
KaccoBbie c6opbl — 454,5 MJIH TeHre
npu Kypce 1:363 — cocraBusin 1 250 688
nosapos CLIA.

2020 ron

«busnec no-kazaxcku B Kopee»,
yacTHasi KHHOCTYIUS, pexKuccep
A. Huss6ekos, npomocep H. Kosin6aes.
JKanp: komenusi, ceMeiHbI# (hUIbM.
Beiies B mpokat mnocJjie Tpex yacren
cukBesa «busnec no-kasaxcku», «busnec
no-Kasaxcku B Amepuke», «busnec
no-Kasaxcku B Adpuke», cobpai ¢ geKkadbpsi
2019 no despanb 2020 roaa 1,1 mapn
TEHre, 4TO COCTaBJIsieT Mpu Kypee 1:424 —
2 594 349 nonnapos CILA.

[To sTo# TabJ/uLe BUAHO, YTO
aOCOJIIOTHBIM PEKOPACMEHOM CTaJl (PUJIbM
Hypraca Anam6as «Kennunka Cabuna»,
cobpaBini 3 muH gosnapos CLLIA.

CambIM yCrelHbIM POI0cepoM (ppaHIIN3b
MoxkHO HazBaTh Hypaana Kosin6aensa.

OH nnaHomepHO cHUMAaJ cBOU «busHech
M0-Ka3aXCKh», MeHsisl JIOKallui — AMepuka,
Adpuka, Kopesi, Typuyst — H BbIBOJIS HX

B [POKAT B caMoe Xopollo 3apabaTbiBaeMoe
Bpemsi — jio u nocsie Hosoro roza.

Tem He meHee B peiitunre Forbes cambim
yCTelHbIM Npojitocepom cuutaercs basin
AnarysoBa, Tak Kak B 3TOM peHTHHTe
YUUTBIBAIOTCST HE TOJLKO (PHHAHCOBBIN
ycrex, Ho TakxKe ynomuHaemoctb B CMU,
MOMYJIIPHOCTh, OXBAT MPOeKTOB. Tak, basiH
Anary3oBa CHUMaeT He TOJIbKO KHHO,

HO U MOMyJIsIpHbIE TeJlecepUaJbl.



B nocsieninne mecsitibl ee pedTHHT OMSITh
nojHscs 6aaronaps nobese Ha bepaunasne
KapTHHBI «bBaxwIT», ryie oHa BBICTyMHIIA
MPOJIIOCEPOM Ha 3TOT pa3 yKe CoLUHaNbHO
3HAYUMOH KapTHHBI.

Ec/i BepHyThCS K CTATHCTHKE,

To B 2019 rosy, camom ycreuHom

B Kasaxcrane 10 HauaJsa nangeMuu, ObL10

NPOU3BEICHO 48 MOJHOMETPAXKHbIX HTPOBbIX

tunbMOB, 44 U3 KOTOPBIX, MO JAHHBIM

noprasa Kino.kz, Bbiim B npokar.

KaccoBbie c6opbl B 2019 roay no Bcem
(usibMam, NpoLleIIMM B Ka3aXCTaHCKOM
npokare, cocTaBuu nopsiaka 19 mapn
tenre (no ganubiM [TITHK). W3 19 mupn
KUHOTeaTpabHbIX COOPOB 6 MJIp/L TeHTe
3apaboTa/i Ka3aXCTaHCKHE KAPTHHDI,
yTo cocrapasier npumepHo 30 %.

C 3TOro MoOMeHTa KMHOTeaTpaJsbHble
cet Kasaxcrana nposiBu/n peasbHyto
3aMHTEPECOBAHHOCTb B KA3aXCTaHCKOM
MPOJYKTE, MOTOMY UTO MPH MpoKaTe
OTEUECTBEHHBIX KAPTHH HE HYKHO JIbBUHYIO
JIOJTIO C MTpoKaTa OTaBaTh 3apyOeKHbIM
JIUCTPUOBLIOTOPaM, a KacCOBble COOPbI
JIEJSITCS TIPUMEPHO MATHAECAT Ha MATHAECAT
MeK/ly KHHOTE€ATPOM H [POU3BOJIUTE/IEM.

Briemuue B 2019 roay 48 dpusibmos
MOKHO Pa3iesiuThb Ha 4 KaTeropuwu:

1. @usnbMbl, c6OPbI KOTOPBIX MPEBbILIAIOT
KaK MUHUMYM BJIBO€ GIO/KET, TO €CTh
NpPUHECLIHE MPUOBIb TPOAKCEPaM.

Ato 11 kapTuH, cpein KoTopbix « busHec

no-kasaxcku B Kopee», «bugnec

no-Kasaxcku B Adpuke», «<Akum»,

«Kynanap», «bpar uiau 6pak 2»,

«Kanukysbl opaaiin» u « Kanukysbl

othdaaiin 2», «KpacaBuuku 10 Halei

9pbl», «Atanika Ha xa#ne», «Kenunka

TO2Ke YeJsloBeK», « KMHO 110 MOHSATHIM .

Bce 3t1 usbMbI OblIIM TPOU3BEIEHB

Ha YaCTHbIX KHHOCTY/USIX Y2Ke

YIOMSITHYTBIMH paHee MPOoJIoCcepamH,

K KoTopbiM Jo6aBumch A. Canpakacosa,

J1. Waiixucnamos, P. Akyn, M. TypeGaen

1 M. [llepHusasos.

2. ©uabMbl, GIOJKEThI KOTOPbIX
npeBbIIaT c6opbl, UX 5: «ToMupuc»,
«Kasaxckoe xaHCTBO. 30J10TOH TPOH»,

«bagnyan [losnak», «Komnosurop»

u «bana rawbik». Bee KapTHHBI
MPOU3BOJICTBA KHHOCTYIUH
«KazaxumbM», To €CTb 3TO UMHILKEBOE,
HO yObITOUHOE KHHO.

@PecTrBaNbHBIE PUTLMbI, KOTOPbIE
MPaKTHIECKH HE HMEJTH KAaCCOBBIX
c60poB: 8 KapTHH, CO3[aHHbIX KaK

Ha YaCTHBIX CTyAUsX (« Mapbsim»,
«YepHbIH, YepHBIH YeJ0BEK»,

«Jlom», «Onma JTxxon» ),

TaK U C BJIOKEHHEM IOCY1apPCTBEHHBIX
cpenctB — «Konokpanbt. loporu
BpeMeHn», «TpeHHHT JIMYHOCTHOTO
pocra», «[laubipay», «IIbipakiiibi».

O usbMbl, GIOZKET KOTOPBIX MPEBLICHI
c60pbI: 24 KAPTHHBI, CHSITbIE B OCHOBHOM
Ha 4acTHbIX cTyausiX. To ecTb noJsioBMHA
(24 13 48) puabMoB 6bl1a Mpou3BeaeHa
C HaJICXKJI0M HA NPOKATHbBIN yCIeX,

HO OHM He 3apaboTaJii 1I0CTaTOYHO
JleHer, yToObl OKYNUTbCsl. PDUHAHCOBDIH
Heycrex MoJIOBUHbI PUAbMOB BIOJIHE
o6bscuumM. laxe B [onsuByne

Ha 1 —2 ycneuHble KApTHHBI TPUXOAUTCS
JIeCSITh KAPTHH, CHATHIX B YOBITOK.
Bosblie ameprkanckue MeHLKOPbI
3HAIOT 06 9TOM, HO HUKTO He MOXKeT
npeackasaTh, KAKOe MMEHHO KUHO

Gynet ycnelnblM. B naiem coyuae

3TO, KaK MpaBuJI0, PUJIbMbI MEJKHX
MPOU3BOJUTENIEN, KOTOPbIE BIIEPBbIE
BBIBOJIAT CBOM (PUJIbMbBI B MTPOKAT,

WJIM 3TO MOUCK KaHpa — Xoppop,
mesoapama. Ho camasi maBHasi npudnHa
Heycrexa — HeJ0CTaTovHasi peKaamHast
KamrnaHust puibMa, Ha KoTopyto

y coziaresieil, Kak paBuJIo, HET CPEICTB.
[Touemy, ckaxkem, «bpar nin 6pax»
6bl1 puHaHcoBo yeneleH? [Toromy uTo
y pusibMa 6bli1a GecrperieieHTHO
6oJbliIast pekaama. BoJbIIMHCTBO

»Ke (pUJIBMOB He UMEIOT MOCTepPOB,
OUIOOPIIOB MO TOPOJLY, O HUX HE TOBOPAT
B CMU. B nyuiem ciyuae ux posiuk
MOZKHO YBHJIETb MePeJl APYrUMHU
KapTHHAMH. DTH (DUJIbMbI HE TTONaJH

Ha KUHO(eCTUBAJIH, HO MPOJIOCepbl
TMOJIyYHJIH OTBIT KUHOMPOU3BO/CTBA
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Y 1IpOKata H, BO3MOXKHO, B CJIE/IyIOLLEM
npoekte OyayT OoJiee yCrellHbl.

13 31010 HEeGOJBLIIOro aHaIN3a BUHO,
uto TosibKO B 2019 rony npatiepamu
KPeaTHUBHON HHLYCTPHUU KHHO SIBJISIIOTCS]
YacTHble CTYIMH U TIPOJIIOCEPHI,
CTpeMsiliecs CHUMAaTh (PUJIbMbI,

Ha KOTOpbIE ToLe/1 Obl 3PUTEb.
Caenyroluii war, KoTopbli 10J2KHbI
clle]1aTh U 1e1at0T YacTHbIe MPO0Cepbl, —

3TO BBIATH HA KOMPOAYKIIHIO

¢ 3apyOeKHbIMH CTPaHAMM M HauaTb
3apabaThiBaTh 3a npejnenamu Kazaxcrana.
Tax cnenan Hypaan Kosin6aes, cHsiB cBO#
cenyouni huabM U3 cepu «busnec
no-Kazaxcku» B Typluu ¢ yuactuem
TypeLKHX npoatocepos. bosee toro,

OH TYT K€ CHS1J1 OTBETBJICHHE MOJL
nassanueM “I go to school”, ucrosbays

Ty 2Ke JIOKaLMI0 — Ka3aXCKyl0 FOCTHHHLLY

B Ananbe, 1 06€ KapTHHbI BBIMTYCTHJ

B 1pokart. «busnec no-kasaxcku B Typuuun»
TMOCTABHJI 04ePeIHON OOKC-0(HUCHBIN
pexopa, 3apa6oras B Kazaxcrane 1 muipp,
300 Tbicsay Tenre. Ho Kosin6aeB Ha stom
He OCTAHOBHUJICS — CeHyac HaXOAUTCs

B CTaJIMK MPOJAKILIH €ro CJeYIOULIUH TPOeKT
«Bbusnec no-kazaxcku B Typuun»,

r1e Bee akTepbl OyLyT TypeLkHe, a Jydliue
LIYTKH cOOpaHbl U3 NPe/IbILYLLIHX KAPTHH.
ATO APKUH MPUMEpP TOro, KaK YaCTHBIN
Ka3aXCTaHCKHMI MPOJocep MbITAeTCs

BBIITH Ha TypelKUil KHHOpbIHOK. [Toka 3To
e/IMHCTBEHHAs U3BECTHASI MOMNbITKA ¢/le/1aTh
MPOPBIB Ha 3apyOeKHbII KHHOPBIHOK,

Ho ecsin Kosin6aeBy 310 ynacres,

TO U IpyrHe MPOAIOCePbl, KOHEUHO,
NOCJ/IEYIOT €ro NPUMEPY.

YacTHbli ¥ rocy1apCTBEHHBIN CEKTOP

BHOCSIT [IPUMEPHO PaBHbIN BKJIA]

B pa3BUTHE (PeCTHBATBLHOTO KMHO

B Kasaxcrane. ®usbMmbl, huHaHcHpyembie
Ha rocyapcTBeHHOH cTyann «Kazaxduabm»,
He OKyMNatoTcsl B POKaTe, YTO FOBOPUT

0 SIBHO 3aBbllIEHHOM HX (DHHAHCHPOBAHHUH.
M ocHOBHO# peseps /11 pa3BUTHSA
KOMMEpPY€ECKOTr0 KHHO — YaCTHbIE CTY/IHH,
KOTOPbIE CErojIHs He BCErJla yCIellHbl,

HO MOCTeINeHHO HaOUPAIOTCS OIlbITA.

Ouckyccus

B Hay4HbIX 2KypHaJax I0BOJILHO PeIKO
JICKYTHPYyeTCst BOPoc 06 OKynaeMoCTH,
npuObILHOCTH (hHIbMOB Kazaxcrana
u Lentpanbroit Aaun. Ho stot Bonpoc
MHTepecyeT 3apyOexKHbIX UUTaTeeH,
MOCKOJIbKY OHH XOTSIT 3HATh O J10J1€
HalMOHAJILHBIX KAPTHH B MECTHOM
KUHOTpoKaTe. Bl ony6a1koBaHbl
cratbk 0 KHHO Kazaxcrana (AGukeena,
AxwmenoBa, EMGepreHoBa), Ya6ekucraHa,
rie HallMOHAJIbHOE KOMMepPUYEeCKoe KHHO
OYeHb MOMYJIIPHO — «Y36€KHCTaH: JI0CKa
JUIS1 HAPE3KH WJIH Cepbe3Hoe KHHO»
(AGukeeBa, boiimepc), 0 BpeMeHHOM
OTCYTCTBHH KHHOIIPOU3BOJCTBA
B Typkmenucrane — «Bmecto npobeia.
Otcyteryioniee kuHO TypkmeHnncrana»
(Abukeena, boitmepc).

B cratbe «Kak Akan CataeB
1 dpuap KypmaiiieB XoTT NOCTPOUTD
LIMBHJIU30BAHHYIO KHHOMH/LYCTPHIO »
YINOMHHAETCS], UTO «KOMMepUecKoe KHHO
B Kazaxcrane — 10, KOTOpO€ CHUMAIOT
YaCTHble KOMIAHUH, — He MOXKET MO3BOJIHUTh
cebe OoJibliie. [ToTosiok okynaemoctn —
$300 000. Bcé, uto Bbille, GyaeT
yobiToubiM» (Tankaesa). OnTuMaJsbHbIN
610/KET HECJ02KHOMOCTAHOBOUYHOTO
(usbMa I0/KEH COCTaBJIsATh He GoJiee
100 M1 TeHre, UTOOBI He ObITh YOBITOUHBIM.
[1pu 5TOM yacCTHbIE CTYIMH CHUMAIOT
CBOM (DUJIbMBI, KaK MPABUJIO, 38 MEHbIIIYIO
cymmy — 50—60 mJiH Tenre. Tak, npojtocep
Acesib CaniBakacoBa B CBOEM HHTEPBbIO
roBOpHT: «$] crapatoch, 4ToObl BMeCTe
C PeKJIaMHON KaMnaHHeH, MoCTnpoaKileHOM
¥ CAMUM TPOU3BOJICTBOM GI0/LKET (hrsibMa
He npeBbiias 5O MJIH TEHTe, B TOM UHCIe
¢ Hanoramu» (Epke6ynan). Onnako ectb
MPUMEPBI U COBCEM KPOLIEUHbIX OI0KETOB.
decruBasbHast KapTuHa « CTpouTes i »
Anunnbxana Ep:kanoBa Oblia cHsiTa
Ha rpant @onna Copoc-Kasaxcran
3a 10 Toicsu nosntapos CIIIA,
uto B 2011 romy cocrapnsizio 1,5 Musona
tenre. M3-3a Takoro pas6poca B Gro/zKeTax
KUHOKAPTHH B Ipecce B MOC/eAHHE MO/l



4acTo HayaJik MOJHUMAThCS BOMPOCHI
HEOMpPaB/IaHHO 3aBbIlLIEHHBIX OI0/I?KETOB
Ka3aXCTaHCKUX KAPTHH, TTO3TOMY,

KaK MMPaBUJIo, B CBOOOJHOM JIOCTYIIE HET
JIAaHHBIX 110 O1oJKeTy huabMoB. Ho uto
ele JlocajgHee — HeT TOUHBIX JaHHbBIX

1 1o KaccoBbIM cHbopam. M3-3a Toro

uto B KazaxcraHne oTCyTCTBYET eIMHbIN
3JICKTPOHHBIH OUJIET, STHX JaHHBIX HET

B ohulMaNbLHON cTaTuCTHKe. ECTh Kakue-To
uncpsl B Tiketon, Ho oHM aKkTyasbHbI
TOJIBKO 110 HEJIEISIM MTPoKaTa, a HTOTOBBIX
JIAHHBIX HET, MO3TOMY JIOBOJILHO TPYIHO
YBHUJETb, CKOJIBKO 3apaboTaJl B MpoKaTe
TOT WJIM MHOH (DHJIbM. A KaKast 5KOHOMUKA,
KaKol OU3HEeC MOXKET ObITh 6€3 TOUHBIX
uucp? st Toro uto6wl chepa
KuHeMaTtorpada pa3BuBaJach 1o 3aKoHam
Ou3Heca U cTajia MoJHOLEHHON KpeaTHBHON
MHLyCTPUEH, HEOOXOIMMO BHEAPEHHE
CUCTEMbI €IMHOTO 3JICKTPOHHOTO OUJIeTa.

3aKknwuyeHue

Kunounaycrpust si/isieTcst 3epKajiom
pa3BuTHs cTpaHbl. Kak npaBuio, KHHO
pasBUBaeTCsl Tam, Ijle UMeeT MeCTo
MOLIHOE Pa3BUTHE SKOHOMHKH CTPaHBbI.
OcHOBOI pa3BUTHSI KOMMEPUYECKOTO KHHO
crasia LM poBU3aLIUs KMHO, a 3HAUUT,
ero yaetessenune. Coirpajno 60Jbliyio

pOJIb pa3BUTHE CUCTEMbl KUHONPOKATa,
KOTOPBIH MOCTPOUJICH KaK YaCTHBIH OU3HeC
3a nocsieHue 15 JieT, a Tak:Ke MPHUXOJL
B KMHO MPe/ICTaBUTe/I€H YCIELIHOro 1110y -
6u3Heca U MPOJIIOCEPOB TeNEBUIEHHUSI.
CeropiHsi cchepa KHHO SIBJISIETCS
B Kazaxcrane Bejiylieil u3 KpeaTMBHbIX
MHJLYCTPHI, HO 3TO IOCTHKEHHE TOJBKO
TMOCJIIHUX IeCATH JieT. 3ac/yra
B 3TOM KaB33HILIMKOB, KOMeIHOrpatos,
KOTOpPbIE MTOBEPHYJIM Ka3aXCTAHCKOTO
3pUTEJIs K OTeYeCTBEHHOMY KHHO.
[To MHeHHIO 5KCTIEpTOB, 060POT CPEICTB
B KMHO 00JIbllle, 4HEM B OTEYECTBEHHOM
aBTOMOOHJIECTPOEHHH, T0ITOMY JIIO/IU
U3 110y-613Heca nepelin B KHHO,
MOHUMAS, UTO 3/1eCb MOXKHO O0JIblile
3apaboTtath eHer. CeroiiHsi OCHOBHas!
JI0J151 IOXOI0B OT KHHOTIPOKATa UIeT
C aMEPUKAHCKUX (PHIIbMOB, TOITOMY
70—80% nener JierajibHO yXOAUT
3a rpanuity. Yem GoJiblie U KauecTBeHHee
OyJIEeT CO3/1aBAThHCS KA3aXCTAHCKHUX
(husIbMOB, TeM GoJibliIe IeHer OT poKaTa
OCTaHeTcsl B CTpaHe.
DakTHueCcKn KHHOUHYCTPHSI, HECMOTPSI
Ha TO YTO OHA HAXOJUTCS TOJILKO B EPBOM
CTaJIMM CBOETO PA3BUTHSI, CTAHOBUTCS
BaXKHOH COCTaBJISIIONIEN SKOHOMHKH
Kazaxcrana.
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KUWHO KAK BEAYWAS KPEATMUBHAA MHAOYCTPKUA KA3SAXCTAHA

[ynbHapa AGukeeBa

Asvartbl Menepkment Yuuepenreri (Anmarbl, Kasakeran)

KUHO KA3AKCTAHHDbIH XETEKLI KPEATUBTI UHAYCTPUACHI PETIHAE

Anpatna. Kasak kuHematorpadusacel 2005 Xblibl KUHOMPOKAT XXaHAAHbIM, PeCcTMBaNbAEPre FaHa eMec,
€H anAblMeH KepepMeHre apHanfaH Gunbmaep Tycipine 6actaraH CaTTEH M3LEHU UHAYCTPUSA PETIHAE
KanbinTaca 6acragbl. byn «PakeTtnp» (2007), «XKynapiafa apHanFaH KOKTEMNb» XaHe «KbI3FbINT KOSH
Typansl epteri» (2010) cekinai dunbmaep. bipak, WbiH MaHiHAE, KWHO OAAH A3 Kemn Tabbic Taby yLWiH 63
aKLIaCblH CanyFa AanblH NpoACcepaep Knackl nanaa 6onfaH kesae faHa busHecke aHana 6acragpl.
byn npogatocepnepain kenwiniri — basH Anaresosa, HypnaH KosiHb6aes, Ackap ¥3abaes, Ackap bruceMbuH,
Hyptac Agambaii, Kypanait AHap6ekoBa »aHe T. 6. KUHOFa LWOoYy-6M3HEeCTeH Kenim, COHFbl OHXbIIAbIKTA,
2010 bingaH Kasipri yakbiTka AeMiH Ka3akCTaHHbIH, WblFapMaLlblblK 3KOHOMMWKAChIHbIH, MaHbI3bl
KNaccblH — KUHOBU3HECTI KanbinTacTbipAbl. Erep 2000 xblnaapbl Ka3ak, KUHOCbIHbIH, MPOKATTaFbl YAECi
Hebapi 1-peH 3%-Fa peniiH 6onca, 2019 xbinbl NaHAEMUS BacTanfaHFa AeMiH OTaHAbIK GUIbMAEPAIH,
60OKC KeHceci 6bapnblk GunbMaep NpokKaTtbiHbiH, 30%-bIH Kypaabl. byn 6i34iH KMHOMbI3AbIH NPOKATTaFbl
opHbIHa Tybereini acep etTi )aHe 1990-wbl — 2000-wbl XbinaapablH 6acbiHaaFbl OHTYCTIK
Kopesiparbioai dunbMaepai Tapaty xeninepiH GuabM eHAipiciHe Kewyre bIHTanaHA4blpAbl.

Byn MakanaHbiH, MakcaTbl — KasakcraHaarbl KUHOBU3HECTIH, KanbinTacy npoueci kanai 60nFaHbIH
kepcerty. bi3 cTaTuCTUKanbIK AepekTepai Tanaay afiCcTepiH, atan aiTkaH4a Kaccanblk TyCiMaepai,
coHpan-ak KasakcraHaa KMHO eHAipici MeH MpoKaTTbIH OYKiN XyMeci Kanam KypblUlFaHbIH,
npoacepnepain )XaHa KNacCbiHbIH, KanbINTacyblH, )XEKE )X9HE MEMJIEKETTIK KUHOHbIH, 63apa apeKeTi
MeH 63ceKenecTiriH CMnaTTay YLWiH KMHOTaHY XX8He CanbICTbipMalibl TaNAay 9A4iCiH KONAAHAbIK.

Byn >KyMbICTbIH, KaHabIFbl — Ka3aKCTaHAbIK KUHOHbI KpeaTUBTI MHAYCTPUS Aen KapacTblpaTbliHAAP
a3, eiTKeHi 6i3ge dunbmMaepaiH Kaccachl 60MbIHILA pECMU LMdPAAP XKOK, KIHE KMHO BHEPIHIH,
3KOHOMMKAHbIH, OCbl TOPTIHLI CEKTOPbIHAAFbI POJiIH aHbIKTAY KUbIH.

Tipek ce30ep: KMHO, MPOKAT, Kacca, GubM BHOOXETi, NpoACep, KpeaTUBTi MHAYCTPUS.

Aoiiexce3 ywiH: obikeeBa, [ynHap. «KnHo KasakCTaHHbIH XeTeKLi KpeaTUBTi MHAYCTPUSIChbl PEeTiHAEY.
Central Asian Journal of Art Studies, 7. 7,N2 1, 2021, 54-66 6.DOI: 10.47940/cajas.v7i1.545.
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MHOYCTPMWA

CINEMA AS THE LEADING CREATIVE INDUSTRY OF KAZAKHSTAN

Abstract. Kazakh cinema began to take shape as a cultural industry from the moment when film
distribution was revived in 2005 and films began to be made not only for festivals, but also primarily
for the audience. These are films such as Racketeer (2007), Cocktail for a Star (2010) and The Tale

of the Pink Hare (2010). However, cinema truly becomes a business now when a class of producers
arises who are ready to invest their money in order to earn even more. For the most part, these
producers — Bayan Alaguzova, Nurlan Koyanbaev, Askar Uzabayeyv, Askar Bisembin, Nurtas Adamabay,
Kuralai Anarbekova and others - came to the cinema from show business and over the past decade,
from 2010 to the present, have formed an important class of Kazakhstan’s creative economy -

the film business. In the 2000s, the share of Kazakh cinema in the box office was only around 1 to 3%,
whereas in 2019, before the start of the pandemic, the box office of domestic films amounted to 30%
of the box office of all films. This fundamentally affected the place of our cinema in the box office

and encouraged film distribution chains to also move into film production, as was the case in South
Korea in the 1990s and early 2000s.

The purpose of this article is to show how the process of formation of the film business
in Kazakhstan took place. Methods of analyzing statistical data, namely box office receipts,
as well as the method of film studies and comparative analysis were used to describe how the entire
system of film production and distribution in Kazakhstan was built, the interaction and competition
between private and state film studios, and the formation of a new class of producers.

The novelty of this work lies in the fact that few people consider Kazakhstani cinema as a creative
industry, since we do not have official figures for the box office of films, and it is difficult to determine
the role of cinema in this fourth sector of the economy.

Keywords: cinema, distribution, box office, film budget, producer, creative industry.

Cite: Abikeyeva, Gulnara. “Cinema as the Leading Creative Industry of Kazakhstan.” Central Asian
Journal of Art Studies, vol. 7,no. 1,2022, pp. 54-66.DOI: 10.47940/cajas.v7i1.545.

AsTOp Typanbl Manimer:

CBepneHusa 06 aBTope:

Author’s bio:

[ynbHapa OiipatoBHa AGukeeBa —
eHepTaHy JIOKTOpbI, AJiMaThl
MeHemKMeHT YHUBEpCHUTETI
Menua xkoHe KMHO

MeKkTe6iHiH podeccophl,
Kasakcran KHHOCBIHIIBLIAPBI
KaybIMAACTBIFLIHBIH TTPE3HIEHTI
(Anmarsl, Kazakcrat)

I'yabHapa OiipaTroBHa AGuKkeeBa —
JIOKTOP HCKYCCTBOBE/IEHHSI,
npodeccop kol Mmenna

1 KHHO AsiMaThl MeHeDKMEHT
YHUBepCHTETA, TPE3HIEHT
Accotalnn KHHOKPUTHKOB
Kasaxcrana (Anmarsl, KazaxcraH)

ORCID ID: 0000-0002-0704-1476
email: gabikeyev@gmail.com

Gulnara O. Abikeyeva —
Doctor of Arts Sciences,
Professor, School of Media

and Film, Almaty Management
University, President

of the Association of Film
Critics of Kazakhstan (Almaty,
Kazakhstan)

KA3ZAXCTAHA



4

ARTS & HUMANITIES

CSCSTI 18.67.45
UDC 7.097
DOI 10.47940/cajas.v7il.538

CREATIVITY AS A DEFINING
TREND OF EVOLVEMENT

IN MODERN DOCUMENTARY

CINEMA

Banu Ramazanova', Gulnara Abikeyeva?
' T. K. Zhurgenov Kazakh National Academy of Arts
(Almaty, Kazakhstan)
2 Almaty Management University
(Almaty, Kazakhstan)

Abstract. In the era of digital globalization, instant exchange of information, ideas, data,
all traditional genres are undergoing a transformation process. The advent of digital technology
has created many opportunities for the world of documentary narratives. Digital recording
and archiving, modern filming technologies, the Internet, and increasingly expanding communication
flows are changing both the ways, methods and techniques of creating content, and the conditions
for its presentation, display and consumption. The article is devoted to a relatively new trend digital
time for both the expansion and modification of old forms, and for the creation/birth of completely
new versions of non-fiction cinema - in a variety of formats. The key question is how traditional
types of documentary films “mutate” in a dynamically changing reality and what is the specificity
of the modern documentary narrative. During the research, authors followed the structural-analytical
method, it was found that the method of creative documentaries is very diverse, the use of creative
methods is motivated by the need to solve not so much technical as before but artistic
and communication tasks. As a result, today there is an outbreak of creative documentaries
on screens and streaming platforms, which in its form is practically a hybrid of game and non-fiction
cinema, where the current and global agenda, along with the accuracy of fact, reliable information,
has an artistic form, demonstrating a new and fascinating film-language. It is the experiments
with form, the mixing of genres, the introduction and use of visual effects subordinate to the author’s
idea that expand the space of modern documentary, contributing to the creation of new types
of it, such as animation-documentary, web-documentary, VR (virtual reality) genre, documentary-
show. Creative documentaries, according to the authors, marks a revolutionary turn both
in the development of non-fiction cinema and in the field of modern culture, influencing
the consciousness of the masses.
Keywords: non-fiction film, narrative, creative thinking, documentary, creative documentaries.
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Introduction

D ocumentary film in cinema,
as a fact of capturing, documenting

and comprehending reality, exists

and develops exactly as long as a birth

of the cinema. Non-fiction film undergone
numerous transformations not only

as an instrument but also in its
corresponding form and content.

The first directors Lumiere brothers did
not know that while filming their work they
were the very first, who documented time
and place and people. Essentially, the first
films known as foundational films were
non-fictional. They were a representation
of reality, rather than the reality itself
(Marfo). In most of the foundational films,
the film makers depicted the whole editing
process, and the viewers were made

to believe that what was shown had indeed
happen (Adelman).

Long after that regardless of the authors’
desire to record reality as it is, documentary
cinema started to evolve using abstract
in relations to subject matter and started
to create a new original space, which
refracted by the prism of the author’s view.
Therefore, documentary films emerge
its own features and techniques of working
with a document of time, its embodiment
in cinematic material. From Robert
Flaherty and his revolutionary use
of observational filming in “Nanook of the
North” to a Dziga Vertov’s cinema realism
like famous “Man with a Movie Camera”
to narrative power in “Triumph over
Violence” of Mikhail Romm to provocative
films of Michael Moore. Due to subject
matter, censorship or development of film
language documentary films transformed
as a genre.

Topic of evolution in documentary has
been extensively studied by Bill Nichols.
In “Representing Reality” he explains
fundamental elements in perception
of non-fiction films to Tom Rankin
“Looking and Telling Again and Again”
changing traditional documentary

techniques to more intimate camera work
to tell compelling portraits of truth to Ilona
Hongisto’s “Soul of the Documentary:
Framing, Expression, Ethics” of boundaries
between film and subject and more recent
De Jong Wilma, Knudsen, Erik & Rothwell,
Jerry “Creative Documentary: Theory and
Practice” examining potential of turning
to more audiovisual form of art. Search

for a new language lead for curators

of most prestigious film festivals to turn

to an hybrid form of documentaries.

Blend of documentary and fiction allowed
audience to capture and experience time
and people more subjective, immersing
from very first frame into visual
representation. This paper aims

to analyze the emergence of creative
documentaries, their impacts on the film
industry and how they have revolutionized
documentary creation. The aim of this
research paper is to evaluate creative
documentaries and their effects on the film
industry and documentary films. Creative
experimentations in non-fictions films
have sparked in international arena last
5—7 years and growing in numbers.
Emergence of creative process was due

to television, which still prefers
conventional traditional forms

of documentary films. Those limitations
allowed auteur documentary films try other
styles and forms in narrating a story.

Methods

The paper follows a qualitative approach

to answer the research question. Numerous
scholarly sources were analyzed to find

the interactions between traditional
documentaries and creative documentaries.
The research focused on investigating
other scholars’ opinions on creative
documentaries to develop a specific
rationale. It focused on specific articles

that provide sufficient information

on creative documentaries. Through

this method, the paper gathers that creative
documentaries are revolutionary



for the film industry. The methods employed
in this research are limited due to the lack
of a quantitative analysis.

Discussion

Creativity is often termed as a human
characteristic developed through learning
and interacting with environments

that enhance creativity. Creative
documentaries are televised factual
entertainment programs that show

the routines and experiences of different
individuals, like their personal relationships
and their cultures (Sorokin). These
documentaries are essential because

they provide knowledge band a glance

at personal life and the entire historical
world. Creative documentaries incorporate
new formats that are available to different
audiences and incorporate the foundational
narrative styles and build on the intimacy
aesthetics brought by foundational
documentary creators. Modern creative
documentary cinema has moved away
from the portrait genre increasingly turning
to the more intimate directors view

of a personal story. From archival footage
to documentary essay of a humanity.
Creative approach changed concept

of documentaries, which at this point
narrowed only to the form of a voiceover
text limiting the side of the film language
in this genre. Creative directors’ style,

in turn, required an ambiguous stylistic
and genre approach, in addition

to the originality of the use of certain
means of the film language. This is where
the synthesis of genres originates. They are
often applauded due to their informative,
innovative and entertaining characteristics,
that make viewers hooked to them
(Vinculado 170). “Waltz with Bashir”
directed by Ari Folman used unlikely
methods in creating his praised work. Darn,
grim post-war world, animation rightly
captured PTSD of main character narrated
by himself set a world so wrong bit so real,
that you want to wake up like from a bad

dream. Characters like diaries each
open a gruesome story of a war that changed
not only them but an anyone who watched
the film. Unlike classical documentaries,
creative documentaries are not heavy
on information which discourages
audiences and tarnishes the reputation
of documentaries (De Jong, Knudsen
& Rothwell). They are precise, easy
to understand and develop a continuum
of documentary films based
on the numerous narrative styles available
to their audiences. These documentaries
differ from the classical ones in that they
do not attempt to make truthful claims
through the selection and interpretation
of realities.

Some filmmakers highlight there exists
clearly established lines that show
the distinction between fictional films
and documentaries. They stipulate
that the ability to produce a film
that differentiates between the two
is a new form of creative documentary
making. According to Mast (233),
fiction and documentaries are the main
fundamental aesthetic dichotomy
in the film and television industry.
Additionally, Nichols (112) stipulates
that the art of narrations where a narrative
happens in time allows the viewers
to join the fictional world and construct
the proposed story. This author
acknowledges that audiences join
the world shown in the documentary
through the art of representation; a process
that allows documentaries to address some
worldly aspects and enable the viewers
to reconstruct the proposal. Although
documentaries and fictions are separate
designations, Nichols (38) outlines
that the boundary between the two
is narrow as they a boundary that
is undoubtedly blur. Creative documentary
is a discursive form of art based on its
figurative characters and devices similar
to those used in fictional films. Some
filmmakers choose to explore their creative
side by creating documentaries that seem
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and sound fictional such filmmakers use
convincing words and a comical script
to enhance their creativity like Eric Goode
in “Tiger King”. This is an absurd story
about sociopaths and freaks who are
fascinated by the life and habits of wild
cats so much that they begin to copy
their behavior — they get themselves
several partners, raise small tiger cubs
and aggressively divide the territory.
[ronically, the human still gets the better
of them, and noble desires to save dying
animals turn into brazen attempts to earn
even more. Presenting serious matters
in a playful and fun way is an indicator
of a creative documentary with fictional
characteristics. Most of these filmmakers
aim to incorporate some reflexivity
and serious hybridization that are not
often included in documentaries (Koba 20).
Creative documentaries seem to break
off from the traditional concept
of documentaries. The classical notion
is that the intellectuality and moral
superiority of documentaries lies
in the fact that they deviate from fictional
conventions. These classical views highlight
that documentaries have departed
from fictional filmmaking since fiction
is a distracted and deceitful form of film
making. Scholars like Nichols (108)
highlight that fiction films are in total
ignorance of reality and favor fantasies
and illusions. Unlike fictional films,
documentaries were known to have
a special place for reality instead of illusions.
Every documentary focuses on something
that is real, a characteristic of the non-
fiction world that prioritizes events
in the real world (Letort). This statement
means that documentaries were believed
to convey the real image to enhance
authenticity and believability. Creative
documentaries developed to alter these
ideologies. Creative filmmakers provide
the reality of the human experience without
altering the authenticity of the events
or invalidating them by incorporating
aspects of fictional films (Bruzzi 3).

Results

Creative documentaries recognize

the distinctions between different film
making strategies and traditions.

This knowledge allows the filmmakers

to reinforce the films from their classical
forms through various modifications

like “Struggle: The Life and Lost Art

of Szukalski” depicts artists struggle
through visualization and paintings,
directed by Ireneusz Dobrowolski,

“My Octopus Teacher” reflective journey
directed by Pippa Ehrlich, James Reed,
“Waltz with Bashir” chosen form

of an animation-documentary directed

by Ari Folman etc. Directors can locate
and understand various approaches

to the subject matter and work diligently
with the distinct ideas. This form of film
making encompasses the interaction

with mixed technology and other art forms
to deliver quality films that are acceptable
in the film industry (O’Flynn 167).
Storytelling is an important component

of any documentary, including creative
documentaries. Therefore, it is essential
for creative documentary film makers

to grasp the elements of narratives and use
it in its artistic form (Castells 12). Creative
documentaries involve the use of traditional
film making strategies, like literary aspects,
among other strategies. The form of these
documentaries has changed and developed
through modern technologies and technical
features, such as graphic design

and photography. Narrowing the differences
between the traditional and modern genres
has always been an essential element

of a creative documentary production.

The ability to experience other people’s
lives and cultures has introduced creative
documentary filmmakers to new topics
from various genres.

Some creative documentaries
incorporate reconstructions, re-enactments,
and dramatizations that do not essentially
corrupt the credibility and legitimacy
of the documentary film. In its real sense,



dramatization is part of the creative process
in documentaries. Foundational
and classical documentaries that did
not have aspects of dramatizations were
considered boring and of lower category
since they lack creativity (Grierson 76).
Creative documentaries are dramatizations
of real events. For this reason,
re-enactments and dramatizations
are an essential part of creative
documentaries, used to show and illustrate
real events. In their creative form and use
of distinct filming techniques, creative
documentaries highlight current realities
in human life without concocting facts
(Glyne 252). It is common to confuse
creative documentaries and mockumentary
documentaries. Creative documentaries
present real events playfully and represent
them through clear characters and visual
techniques (Tes 145). On the other hand,
mock documentaries depict an imaginary
world through the featured events. While
mock documentaries present a fake world,
the world in creative documentaries
is real; as mentioned earlier, creative
documentaries are representations
of the real world that sound and work like
fictional films. This fact about creative
documentaries fascinates filmmakers,
and this is the reason why creative
documentaries have gained popularity
in the film festivals. These documentaries
are not parodies or fictional creations.
They are often shot on real locations
and do not manipulate facts but use
characters to highlight them (Martin).
Today we see the expansion
of creative experiment in non-fictional
films. Before the pandemic the rise

of documentary-drama and re-enactments
of historical events allowed films reach
almost blockbuster level. Certain political
restraint turned filmmakers turn to use

of an animation technique and as a result
the emergence of animation-documentary
genre. Due to pandemic digital
technologies allowed audience — anyone
from anywhere in the world to be part

of the films and singled out rise of a VR
genre.

Conclusion

Creative documentaries have become
important subjects in the film festivals
because they depict the reality and facts
of certain situations in an upfront manner.
Most of them bring humor to a serious
situation, which is part of the creative
process. Others blend fictional and reality
in a way to sensitize the gruesome violent
lives, others set to discover secrets
of nature only to discover depth of a human
nature. Creative documentaries
are a scientific discourse of real facts
that are interpreted like in other sciences.
The interpretation of facts develops new
means of representation (Renov 13).
Documentary filmmakers should adopt
the creative technique as a deviation
from the serious and classical definitions
of documentaries. This will increase
the profits in the film industry since more
people will be engaged and be motivated
to watch the films. Creative documentaries
should be the focus in the film industry
since they revolutionize the whole concept
of documentary filmmaking.
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KPEATUB 3AMAHAYU OEPEKTI ®UJIbMAEPAIH AAMYbIHAOAFbl AHbIKTAYLIbI
TPEHAI PETIHAE

Anpatna. Lludpnbik xahaHpaHy asyipiHae aknapaTneH, naesnapMeH LepekTepMeH anmacy KesiHae
6apnblk 43CTYpi XaHpnap TpaHchopMaLManaHy NpoLecciH 6actaH kewipyae. LIMdpabik TEXHONOMUSHBIH,
naipa 6onybl gepexTi basgHaamanap aneMiHe KenTereH MyMKiHAiKTep TyFbi3abl. LIMbpbIK a3y xaHe
MyparaTTay, 3aMaHayu KMHO TYCipy TEXHONOTMANAPbI, UHTEPHET X3HE YHEMi KEHEMIN Kene XaTkaH
KOMMYHUKALMANbIK aFblHAAP KOHTEHTTi KYpPYAbIH TaCINAEPiH, 84IiCTEPiH, OHbl YCbIHY, KOPCETY, TYTbIHY
WapTTapblH Aa e3repteni. Makana umMdpblk YaKbITTbiH XaHa TEHAEHUMACbIHA, eCKi dopmanapabl
KEHEWTYre XaHe e3repTyre, COHbIMEH KaTap apTypai GopMaTTarbl GUAbMAEPAIH MYALEM XKaHa
HYCKanapblH aHbIKTayFa apHanFaH. Herisri Macene — nepexTi unbmMaepaid Aactypni Typnepi
OMHAMMKANbIK TYPAE ©3repeTiH WbIHABIKTA Kanan «MyTaLmMsFa» yIblpanabl XXoHe Kasipri 4epekTi
HappaTWBTIH, epeKLueniri Heae. 3epTTey 6apbICbIHAA KYPbINbIMAbIK-aHANUTUKANbIK, 34iC KONAAHBIIABI,
OyN KpeaTUBTI AepeKTi PUNbM XaHPbIHbIH, anyaH TypAi ekeHiH kepceTTi. KpeaTuBTi agictepai KonaaHy
Oy pbIHFbIAAN TEXHUKANbIK, EMEC, KOPKEMAIK XOHE KOMMYHUKALMANbIK Macenenepai wewy KaxeTTifiriHeH
TyblHAQMAbI. HaTuKeciHAe, BYriHri KyHi 3KpaHAap MeH CTPUMMHITIK nnatdopManapaa KpeaTuBTi LepekTi
dunbmaep epkeHaeyane, 6y 63 HbiCaHbl 60OMbIHLLIA KOPKEM X3He AepeKTi GunbmMaepaiH rmbpuari oepnik
60nbin Tabbliabl, MyHAA KA3ipri )XaHe xahaHablK KyH TapTibi dakTinepaiH oanairimeH karap, ceHimai
aKMapar, )XaHa XaHe KbI3bIKTbl KUHO TiNliH KepceTeTiH eHep Typi 6ap. ABTOPAbIH, OliblHA BaFbIHbILWTHI
(hopMaMeH 3KCMepUMEHTTED, XXaHPNapAbl apanacTbipy, BU3yanapl 3QdeKTinepai eHrizy xxaHe KonaaHy
3aMaHayu aepekTi GUNbMHIH, KeHICTiriH KeHenTeni. byn oHbIH aHMMa[oK, web-documentary, vr KaHpbl,
[LOK-LLIOY CUSKTbI XKaHa TyYp/iepiH xacayfa biknan etedi. KpeaTusTi oepekTi puabM KepkeM eMec
dunbMaepLiH AaMyblHAA, COHAAN-AK, Ka3ipri MOAEHMET canacbiHaa OyKapaHblH CaHACbIHA 9Cep eTeTiH
peBontoLMANbIK 6eToypbICTbl Bingipesi.

Tipek ce3dep: WbiFapMaLLbIIbIK KEPKEM eMeC GunbMaep, AePeKTi GunbMAep, KpeaTUBTI AepekTi
dunbmoep.

Aoaiiekce3 ywiH: Pama3aHoBa, baHy, xaHe [ynbHapa Abukeesa. «KpeaTuB 3amMaHaym OepekTi
dunbMAEpLiH AaMYblHAAFbl AHbIKTaYLWbl TPEHAI peTiHae». Central Asian Journal of Art Studies, 7. 7, N2 1,
2022,67-77 6.DOI: 10.47940/cajas.v7il.538.
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KPEATUB KAK ONPELENAIOWNA TPEHA PA3BUTUSA COBPEMEHHOTIO
LOKYMEHTAJIbHOIO KWHO

AHHoTauus. B anoxy undposoii rnobanunsaunm, MrHoBeHHOro obMeHa MHdopmaumen, aesMu, AaHHbIMU
BCE TPAAMLMOHHbIE XaHPbl MEPEXMBAIOT NpoLuecc TpaHchopmauuu. MNoseneHne LM@PpPOBbIX TEXHOIOTUNM
C03[2a/10 MHOXECTBO BO3MOXHOCTENM A5 MMPA AOKYMEHTaNbHbIX NOBeCTBOBaHMM. Liudposas 3anucb
1 apXVMBMPOBaHWeE, COBPEMEHHbIE TEXHOIOTMM CbEMOK, MHTEPHET M BCe 6osiee pacluMpsOLLMECs NMOTOKM
KOMMYHWKALIMI MEHSIIOT KaK CMOCobbl, METOAbI, TPUEMbI CO3AaHUS KOHTEHTA, TakK U YCNOBUS
€ro npeabsBieHuUs, Nokasa, notpebneHuns. Cratbs NOCBSLLEHA OTHOCUTENBHO HOBOMY TPEHAY LMdpoBOe
BpeMS$ Kak ON15 paclUMpPeHUsi U U3MeHeHUs cTapbix GOpPM, Tak M A/ CO34aHUS COBEPLUEHHO HOBbIX
BAapMaHTOB HEMIPOBOTO KMHO B CaMbIX pa3Hbix dopmaTax. LleHTpanbHbIM BONpoc — Kak B AMHAMUYHO
MEHSAIOLLENCS peasibHOCTU KMYTUPYHOT» TPAAULMOHHbIE BUAbI LOKYMEHTANbHOMO KUHO U B YeM
cneundrKa COBPEMEHHOIO LOKYMEHTalbHOro Happatuea. B npouecce uccnenoBaHunsa MCNoab3oBaH
CTPYKTYPHO-aHANIUTUYECKUI METOL, NMOKA3aBLUMIA, YTO XXaHP KPeaTUBHOM LOKYMEHTANUCTUKM BECbMA
pa3HoobpaszeH. Mcnonb3oBaHWe KpeaTUBHbIX METOA0B MOTUBUPYETCS HEOOXOAUMOCTLIO peLleHuUs
YK€ He CTO/MIbKO TEXHUYECKMX, KaK Mpexae, CKOMbKO XYA0XXEeCTBEHHbIX M KOMMYHMKALMOHHbIX 3a43ay.
B pe3synbraTe yero cerofHs Ha 3KpaHax U Ha CTPUMMHIOBBIX MAATGOPMaxX MPOUCXOAUT MOSbEM
KPEeaTUBHOW A,OKYMEHTANIMCTUKK, KOTOPAs Mo CBOEN popMe SBASETCS NPaKTUYecKu rmbépuaom UrpoBoro
1 HEUrPOBOTIO KMHO, FAe aKTyaslbHas M robanbHas NoBeCTKa Hapsay C TOYHOCTbI GaKTa, LOCTOBEPHOM
nHbopmaumern obnafaeT XyLoXKeCcTBEHHOW HOPMOM, AEMOHCTPUPYS HOBbIV U YBIEKATENbHBbIN
KUHOS3bIK. UIMEHHO 3KCcnepuMeHTbl ¢ POPMOM, CMeLLEHNE XaHPOB, BHEAPEHME U UCNOMb30BaHNe
BU3YyaNbHbIX 3OdEKTOB, MOAYMHEHHBIX aBTOPCKOMY 3aMbIC/ly, paCLUMPSOT NPOCTPAHCTBO COBPEMEHHOM
[OKYMEHTaNIMCTMKK, CNOCOBCTBYS CO3AaHMI0 HOBbIX €€ BUA0B, TaKUX Kak aHMMafok, web-documentary,
VI KaHp, LOK-L0Y. KpeaTBHAs AOKYMEHTAIMCTUKA 3HAMEHYET PeBOJIOLMOHHBIM NOBOPOT
KaK B pPa3BUTUU HEMIPOBOIO KMHO, Tak U B CPepe COBPEMEHHOM KyNbTYpbl, BMSS HA CO3HAHWE MacC.
Knrouessie cnosa: HenrpoBoe KMHO, LOKYMEHTaIbHOE KMHO, KpeaTUBHbIE JOKYMEHTaNbHble GUIbMbI.
Ans yumupoearus: PamasaHoBa, baHy, n [ynbHapa AbukeeBa. «KKpeaTns kak onpenensitoLnii TpeHL,
pa3BUTUS COBPEMEHHOIO AOKYMEHTANbHOro KMHO». Central Asian Journal of Art Studies, T.7,N2 1, 2022,
c.67-77.D0I: 10.47940/cajas.v7i1.538.
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BbICTABOYHbIU
KOMIIJIEKC TOPOICKOH
CKYJIbITYPbI

B AIMATUHCKOM
JIAHALLIA®THOM MAPKE

Hdapbs Muaaep!, Koncrantun Camoitnos!

! Satbayev University
(Anmarbl, Kazaxcran)

AHHOTaums. TeppuUTOpUM C HEMpUEMIEMbIMU ECTECTBEHHBIMMU M MCKYCCTBEHHBIMM TPAHCHOPMaLUAMU
penbeda - AOBONLHO PAaCNPOCTPaHEHHOE SBJIEHNE B apXMTEKTYPHO-TPafA0CTPOUTENIbHOM NPaKTUKeE.
BkitoyeHne TakmMx TeppUTOPUIA B TKaHb rOPOAa SBNSETCS COXHON 3a4aveit BBMAY 60/bLLOrO
obbema paboT Mo BOCCTAHOBNEHWUIO penbeda, M10A0POAHOCTM MOYB U HAAENEHUS HOBOWM (YHKLMEN
npexae nycryrowien niowaan. Llenbto faHHOro nccnenoBaHuns SBaseTcs pa3paborka NpoeKkTHOro
NpeaNoXeHNs No AaNbHENLEN IKCTyaTaluum TEppUTOPUM B Ka4eCTBE BbICTABOYHOIO NPOCTPAHCTBA.
O6beKTOM MCCea0BaHNS BbICTYyNaeT pacnooXKeHHbI Ha TeppuTopumn ropona AnMatbl AKCancKuii
Kapbep, 3aHMMatoWwmin 81 rektap M HaxoAAWMIACSA Ha 3aNafHON rpaHuLIEe rOPoAa B HOBOM,
pa3BMBalOLLEMCS paiioHe. ABTOPbI MCCIEA0BaHUS OMMPANUCh HA OMbIT 3apybeXxKHbIX aBTOPOB B chepax
MCKYCCTBOBEAEHWS, APXUTEKTYPbI, COLIMONOTMM, FeoNornmn, Gusnkm TBepaorn 3eMu 1 T. 4. Takke
C TOYKM 3PEHUS apXUTEKTYPbI ObIIM PaCcCMOTPEHbI Pa3/IMYHbIE MPUMEPbI BbICTABOYHbIX KOMMIEKCOB
1 My3€eeB COBPEMEHHOIO MCKYCCTBA CO BCero Mupa. Mpu HanmMcaHum cratby Obil MCNOIBb30BAH METOL,
3aK/II0YaloLWMIACS B Mepexofe OT HabNoAeHNI K MPaKTUKe, @ UMEHHO 0OLLeHayYHbIN AManeKTUYeCcKui
cnocob nosHaHus. C ero noMoLLbto Obl1 MPOBEAEH aHANN3 TEHAEHLMM PAa3BUTUS ApPXMTEKTYPHO-
XYA0XECTBEHHbIX HanpaBiEHWUI MPY NPOEKTUPOBAHUM 34aHMI My3€€B, @ TaKXXe aHanu3 cnocobos
peKynbTUBaLMK HapyLIeHHbIX TeppuTopuit. AnddepeHumnaums nonyyeHHbIX AaHHbIX NO3BOIMNA
cAenatb BbIBOAbI MO TEHAEHLUMAM Pa3BUTUS aPXUTEKTYPHO-XYL0XKECTBEHHbIX XapaKTEPUCTUK 34aHNI
My3€eB W NPeAJIoKMTb BAPUAHTbI JaNbHENLLEN IKCMTyaTalmum y4acTka ¢ HebaaronpusTHeIMMU
XapaKTepUCTUKaMK penbeda. Pe3ynstaTtoM nccnenoBaHMs CTanm HECKOIbKO BAPUAHTOB 3KCMayaTaLmm
TEPPUTOPUM Kapbepa, ONMUCaHHbIE C TOUKM 3pEHKS 3aTpaT BPEMEHW M PECYPCOB, a Takxe byayLuei
APXUTEKTYPHO-TPafOoCTPOUTENbHOM LIeHHOCTN 00beKTa. MiccnenoBaHune ByneT MHTEPECHO CneuuanncTam
B 06/1aCTV apXUTEKTYPbI U rPafoCTPOMTENBCTBA, MOCKOIbKY MMEET MPaKTMYECKYH0 3HaYMMOCTb BBUAY
OTCYTCTBUSA NPELNOXEHUI MO 3aCTPOMKE AAHHON TEPPUTOPUM HA TEKYLLMIA MOMEHT.

Knioyeseie cnosa: Akcanckuii Kapbep, My3ei, COBPEMEHHOE MCKYCCTBO, NaHAWAMTHbIN Napk,
rOPOACKas CKYNbMTYPa, BbICTABOYHbIA KOMMNIEKC.

Ans yumuposarus: Munnep, lapbs, u KoHctaHTH CamoiinoB. «BbICTaBOYHbIM KOMMIEKC roOpoACKOW
CKYNbMNTYpbl B aIMAaTUHCKOM naHAwadTHOM napkex. Central Asian Journal of Art Studies, 1.7,N2 1, 2022,
c.78-95.D0I: 10.47940/cajas.v7i1.544.



BeBepeHue

Ha‘{I/IHaﬂ ¢ cepeHbl XX Beka
collMaJIbHas U KyJBTypHast POJi
My3eeB OblJIH TEPECMOTPEHbBI U TIPETEPTIEI
M3MEeHEHHS KaK B yMax HaydHbIX
paGOTHUKOB, TaK W 3puTeseil. Ecin paHee
OHH BOCIPUHUMAJIUCh KAK MeCTa XpaHeHHUs]
1 BbICTABJICHHS] HACJIEIUS TTPOLLJIBIX

BEKOB, TO TeMepb My3eH, TOMUMO
JIEMOHCTPAIMH BCeX cep UCKYCCTBa,

TaKxKe BKJIOUaloT B ce6s1 MH(OPMAaLMOHHbIE,
KOMMYHHKALMOHHbIE U pa3BJjieKaTe/bHble
¢dyHkund. PaspiekatesibHasi cocTaBasitolas
B JIAHHOM CHUTYyallM1 MOBbILIAET
NPUBJICKATENBHOCTD KJIaCCHUECKOH
06paszoBaTe/bHON (PYHKIIMH, UTO MO3BOJISIET
0XBaTUTh GoJblIyI0 ayauTopuio (Paccoxuna
157; ucre A7).

OcoO6blil HHTEpeC TaKxKe Ternepb
NpeCTaBIsIeT HEMOCPEACTBEHHO
APXUTEKTYpHAst COCTABJISIIONIAS
BbIcTaBOUHbIX pocTtpaHcTB. B XIX Beke
1lapuJia 3rmoxa HCTOpU3Ma, uTo AMKTOBaJIO
NPSIMYIO 3aBUCUMOCTb 00JIMKA 3[aHHU51
OT 9KCIO3HUIIHH, B HEM BbICTABJISIEMOH.
CxeMmbl IBKEHHUS B TAKMX My3€5IX SIBJISIOTCS
JIMHEHHBIMH, BEJlb B X OCHOBE JIE}KHUT
NPOTs2KeHHas rajiepesi BbICTABOYHOTO
3aJia, jajiee pa3BuBatoLasics
B H- u [T-o6pasubix cxemax. Takyio cxemy
umetot ctapas [ InHakoteka B MioHxeHe
(apx. J1. pon Knenue), Hauponanbnas
ranepesi B Jlonnone (apx. ¥. YUiakuHc)

u ip. Haunonasnbubiit myseit B [1pare

(apx. V1. HlyJbil) HMEET LeHTpaIbHOE SUIPO
1 KOJIBLIEBYIO CXeMY, KOTOpasi Pa3BUBAETCS
110 Mepe pocTa KoJIHyecTBa 9KCIOHATOB

B 9KCIO3ULMH. 3aMKHYTBIH MyTh OJHOH

WJIM HECKOJIBKHX Tajiepeil MOXKeT NpoJierathb
BOKPYT BHYTPEHHEr0 IBOPHKA, JIECTHUUHOTO

Mapliia uin napajaHo# 3ajnnl (Epmosenko 15).

Bo Bropo#i nosnosuHe XX Beka
B CTPYKType My3eeB [TPOUCXOJAT
3HAUUTEJIbHbIe U3MEHEHHUS, OJIHAKO,
HECMOTPs Ha MOAABJIE€HHE MHOKECTBA HOBBIX
APXUTEKTYPHO-IIJIAHUPOBOUHBIX CTPYKTYP,
B HUX [10-T1PE2KHEMY MOKHO BbIICIHUTD
LIeHTpaJIbHOE $71pO, Ha3blBaeMoe

atpuymom. Myseit Cosomona [yrrenxaiima
B Heto-Mopke (apx. ®. J1. Paiit) no/ioxu
HayaJ/io B MOSIBJICHHH TOr0 HOBOTO THMA
MPOCTPAHCTBEHHOTO LEHTPA B COBPEMEHHOM
mysee. [Tommrmo atpuyma, cyliectByer
HECKOJIbKO BHJIOB MPOCTPAHCTBEHHBIX
LEeHTPOB My3eeB. K npumepy, TakoBbiM
MOZKET ObITb JIECTHHYHO-JIU(TOBOH y3el,
KOTOPBIH JIHOO BbIMOJHSAET BEPTHKATBHYIO
KOMMYHHKAILMOHHYIO (DYHKIIHIO,

JIUOO COBMELIAET €€ CO CMbICTIOBOH
tdyukuuned. Jlpyrum croco6om peteHust
MPOCTPAHCTBEHHOTO SI71pa SIBJISIETCS
YCTPOHCTBO OTKPBITOTO IBOPHUKA,
MOJIHOCTbI0 CBOGOJIHOTO OT CMbICJIOBOH
Harpy3KH U sIBJISIIOLLETOCS LIEHTPOM MOKOSI
1 OTUYKJIEHHOCTH OT 9KCTO3ULIUU My3esl.
[IpocTpaHcTBEHHBIH LIEHTP YETBEPTOTO
THMAa, HA0OOPOT, CTAHOBUTCS TIABHOH
9KCMO3HULUeH My3est U ohopmiIsieTcst

B BUJI€ BBICTYMAIOUINX OAJKOHOB, JIECTHHULL,
MOCTHKOB M MaH1ycoB. Tako# noxozn
M03BOJISIET MOBLICUTh 3PEJIHIILHOCTb
KOMIO3ULIMH, BbICTABJIEHHON B LIEHTpe
(Epmosienko 17).

B ropone AsiMaTbl IpUCYTCTBYET
MHOXKECTBO MYy3€€B Pa3JIUuyHON
HarnpaBJIEHHOCTH, OT Fe0JIOMMUECKHUX
JI0 My3€eB HCTOPUH, OIHAKO HET HU OITHOTO
BBICTABOUHOTO MPOCTPAHCTBA, KOTOPOE
MOI/IO Obl BMECTUTb GOJIbILIOE KOJHUECTBO
KCITOHATOB, B 0COOEHHOCTH —
KpyrHorabGapuTHbIX, TAKUX KaK YJHUHbIE
CKYJILNTYPBI U T. 1. OZIHAKO MPUCYTCTBYET
HapylleHHasi TePPUTOPHsT GOJbLION
nutoniann — AkcaiCcKuil Kapbep Ha 3amnajie
ropoa. BBuy xapakTepucTHK Kapbepa
¥ THIIA €r0 TPYHTOB SKCIJIyaTallust
CTaHJIAPTHBIMU CIIOCOOAMH SIBJISIETCST
TPYI0EMKOH U pecypcodaTpaTHoi. OnHako
TEpPUTOPHSI BECbMa HHTEPECHA C TOUKH
3peHHust afanTalyu Mnoj, COBpeMeHHoe
apT-MpoCTPAHCTBO C COXpaHEHHEM
ee cylecTBylollero penabeda. Hecmorps
Ha MPUCYTCTBHE B MUPOBOM MpaKTHKe
My3eeB 0]l OTKPbITbIM HeOOM,

BCE OHM PaACIoJIaraloTcst Ha MJIOCKOCTH
M OTCYTCTBYIOT [IPUMEPBI PACIIONOKEHHUS
KYJILTYPHO - 3pEJIULIHBIX OpraHu3alui
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Ha CJIO2KHOM peﬂbe(pe, YTO ITOBbILLIAET
AKTYaJIbHOCTb JaHHOT'O MPOEKTa.

MeToAbl

B pa6ote 6bl1 HCnosb3oBaH 0011IeHayYHbIH
JIMaJIeKTHYeCKH CrocoO MO3HaHHU,
3aKJ/IoUaroLIMics B niepexoe

oT HabOJIIOJICHUH K MpakTHKe. Takum
00pasom, MpoBeJieH aHaJIu3 TeHIEeHIUH
PasBUTHSA apXUTEKTYPHO-XY/102KECTBEHHbBIX
HAIpPaBJICHUH B IPOEKTUPOBAHUM 3AHUN
My3€eB, HauMHasl C cepeiibl XX BeKa.
Takke paccMoTpeHbl OT/e/IbHbIE TPUMEPDI
00bEKTOB, OTHOCSILIUXCS K JAHHOMY
BpeMeHHOMY nepuoy. Bl nposenensl
HaTypHble 06C/Ie10BaHNs, 3aK/II0Ual0LIHecs
B aBTOPCKOH poTorKCcallnK yIaCTKOB

1 1o100p OMyOGJHKOBAHHBIX HJH aPXUBHbIX
MaTepHaJioB Mo TeMe MCCeIOBaHHUS.
Juddepeninains Maccupa nosydeHHbIX
JIAHHBIX TO3BOJIWJIA CTEHEPHPOBATH BbIBOJIbI
110 TeH/ICHLIUSIM PAa3BUTHs apXUTEKTYPHO-
XYJIO?KECTBEHHbBIX XapaKTePUCTHUK 31aHNI
My3€€B, B TOM UHMCJ/Ie My3eeB COBPEMEHHOTO
UCKYCCTBA, U MPeJIOKUTb BAPHAHTBI
JlajibHelIel 9KCnayaTaluun yuacTKa

¢ HeOJaronpUATHBIMHU XapaKTepUCTHKaMU
peabeda. B sTom TakxKe nomorsio ugyuenue
1 aHAJIM3 XapaKTePUCTHK MPYHTOB YUacTKa,
CeHICMHUKH palioHa U ero KJuMara.

Ouckyccus

Dopmbl COBPEMEHHOTO UCKYCCTBA
4acTo MEHSIOTCSI, YTO MPUBOJIUT

K [POCTPAHCTBEHHOH TpaHchopMalliu
My3€eeB, paclIHPeHHI0 HX (PYHKLHH

¥ MU3MEHEHHUIO XapakTepa paboThl.
DKCMO3ULHUOHHbBIE MIOLIA/IH
TpaHCPOPMHUPYIOTCS, CTAHOBSICh
MHOTODYHKIIMOHAbHBIMU. Cpeu
JIOTIOJIHEHHI K BbICTABKE OPraHU3YIOTCs
nepgopmMaHchl, MPOXOASAT TeaTpasbHble
CMEKTAKJIH, SCTPajiHble KOHLEPTHI,
(hopMUpPYIOTCS IMPKUTANIbHbIE
uHcTamsiuui. Mysen pazBuBaiorcs,
OTpakasi pas/iMuHble TeHIEHIUH
(A6npacunosa u Aiit6aeBa 7).

Wccnenosatenu (baumpora, v ap. 13)
BBIZIE/ISIIOT HECKOJIBKO MPUHIIUIIOB
B3aUMOJIEHCTBHUS ¢ KOHTeKcToM. [TepBbii
13 HUX OMHUCHIBAET Crieli(UKY KOHTAKTa
C OKpYy2Kalollell cpeoil. 37ech BbIAESIOTCS
NPUEMBI BITUCBIBAHUS My3€HHOTO
NPOCTPAHCTBA B KOHTEKCT MJIM €ro
NpoTUBOINOCTaBaeHus . Mcnosbayembie
MIPH 3TOM CTPYKTYPHO-KOMMYHHKALMOHHBII,
PEHOBALIMOHHBIN, COUMOKYJIBTYPHbIH,
IKCIMO3ULMOHHO-TTI03HABATE/IbHBIN H KO-
OpPHUEHTUPOBAHHBINA (PAKTOPBI MO3BOJISIIOT
y4eCTb CJI0KUBLIMECS TIPOCTPAHCTBEHHbIE
B3aUMOCB$3H, 00€CNeYNThb HX YCTOHUUBOE
9KO-OpPUEHTHPOBAHHOE Pa3BUTHE,
YBEJIMUUTh HH(OPMALIHOHHO - CMBIC/IOBOE
HaroJIHEHHE CPeJibl, BOCCO3ATh
6J1aronpusTHyt0 atMmocdepy npedbiBaHUs
B crieliu(uyecKd OpraHu30BaHHOM
9KCMO3UIIHOHHOM NpocTpaHcTBe. Bropoi
MPUHLIMI pacCMaTpUBaeT B3aUMOAEHCTBHE
MJIaHUPOBKH (KOPUIIOPHAs, 3a/1bHad,
aHduIaaHasi, NaBUJIbOHHAS, CMelllaHHast ),
TeMaTHUYECKOro 30HMPOBaHUs (103a/bHOE,
Mo3Ta)kKHOE, CMElIaHHOE ) U MaplIpyTa
0CMOTPA IKCIO3ULIUH (TPSAMOJUHEHHBII,
3Uraaroo0pasHblil, KOJIbLUEBOH, CMELIaHHbIH ).
Tpetuii nonpasymeBaet yuét cnennpuxu
9KCIO3ULIMH, PACCUUTAHHON Ha YueOHbIH,
KYJIETYPHO-103HABATE/bHbIH,
MH(OPMALMOHHO - pa3BJieKaTebHbIH,
peslakcalluOHHBIA MK KOMOMHUPOBAHHBIN
acnekTbl. [Ipu 3TOM BblIEJISIIOTCS
TeMaTHUeCKHe WK CMelllaHHble
IKCIO3ULIMH (YUHTBIBAETCS OPUEHTALHS
Ha orpeeJIEHHbIH BO3pacT OCHOBHOIO
KOHTHHI€HTA ); WJIK HOCSILIME BCEBO3PACTHOM
Xapakrep.

Kommepueckas cocrapisiionias
10 MPUBJIEUEHHIO GOJIBIIETO KOJMYECTBA
NoceTHTe el IMKTyeT He0OX0UMOCTb
npeBpalleHnst My3esl B CBOEro poja
KYJIGTYPHBIF LIEHTP 3a CUET JI0MOJIHEHHUS]
9KCIO3ULIUH Pa3BJIEKATEIBHO-
103HaBaTe/bHbIMH MEPOTIPUSITHSIMH
passinuHoro xapakrepa. OueHb BaxKHbIM
siBJIsieTcst obecreyeHre BO3MOXKHOCTH
noceieHust i KomopTHOTo NMpedbIBaHUS
B My3ee JIUILL C OrpaHHYeHHbIMU



BO3MOKHOCTSIMH. DTO HE TOJIBKO
6e3bapbepHast cpeaa aJis Joaeh

¢ ocabJieHHOM IBUraTe/IbHOH (yHKIHEH,
HO M YU€T c/1abOBUSILLUX U T1JI0XO
CJIbILLALLMX TOCETHUTEJIEH, JI/1s1 KOTOPbIX
BaKHA JIOTOJIHUTEJIbHAST YTOUHSIOLIAS]
aKTHBHAs ay/IMO U BU3yaJsibHAs! MOJIePIKKA.
3nech UMeeT 3HaUeHHe YPOBEHb
NpUMeHeHHs M(POBBIX TEXHOJIOTHH,
TMOBBILLIAIOLIMX YI0BJAETBOPEHHOCTh
noceTuTesel MNpoLeccoM 0CMoTpa

1 COJleprKaHUEM SKCIO3ULHH.
Hccenenoatensimu (Hen, u ap. 129)
NPUMEHSIETCS aHAM3 BAXKHOCTH

1 3((eKTUBHOCTH, MO3BOJISIOLHIH BbISIBUTb
ACIeKThl MOTEHUHATbHO BO3MOKHOIO
VJIyUILIEHUS.

CyllecTBeHHOE BHUMaHKeE yJe/siercs
crienduKe ynoBJaeTBOPEHHOCTH
noceTuTesel B pouecce 3HaKOMCTBA
C 9KCMO3UIMEN 1 NOCeyIoleH
OCMBICHUBAIOLLEH YBUAECHHOE
1 IPOUYYBCTBOBAHHOE peJslaKkcalled.
3neck nceaenoparenu (Cy u Tan 218)
BBIIGJISIOT IBEHA/IIATH KAYeCTB
00C/Ty>KUBAHHSA: YBEPEHHOCTD,
HaJIe2KHOCTb, OT3bIBUUBOCTD,
0Cs13a€MOCTb, IMIIATHS, OOLLIEHHE,
pacxojiHble MaTepuaJbl, ynoOCTBO,
cepBHCHasI cpesia, Lle/ieHanpaBJIeHHOCTb,
co3epliaHue U JIMYHBIHA OMbIT. DTO JI€KHUT
B OCHOBe (hOPMHPOBAHHST KOHIETIIHH
9KCIMOHUPOBAHMUS, ONpeieeH s
crietpukd QYyHKIIMOHUPOBAHMUS,
CO3/1aHHs1 MHPOPMAIIMOHHO - PEKJIAMHOTO
npojiykra obecrneyeHus: My3edHoro
TypU3Ma, a TaKXKe perjiaMeHTHPOBAHHS
U CTPYKTYPUPOBAHHUST MY3EHHBIX YCJIYT.

B 3T0#i 2Ke MJI0CKOCTH JICXKUT aHaIu3
NOBEJIEHHUS TOCETUTEIEH My3es,
OCHOBaHHbI Ha MHMBHYaJbHOM

WM TpynnoBom BocnpusitTuu (Mapresna,
v ap. 435).

MyseH coBpeMeHHOro UCKyceTBa
CeroJIHs CTaJIKuBatoTes ¢ npobaemMoi
anantupoBaHus ce6si Moj crienuduKy
MeHsitolerocst obulectsa. baaronaps
Bce 6oJiee THOKUM, HHKJIIO3UBHbBIM
¥ HEOXKHIAHHBIM My3€HHBIM THIOJIOTHSM

YUpEKIEHHSs CTPEMSATCS TPEIOCTABUTh
CBOMM I0CeTUTE/ISIM GoJlee LIHPOKHUI 10CTyN
K HcKyccTBy. Bospacraer posib my3est
KaK CpeJICTBA COLMabHbIX H3MEHEHHUH,
KaK [JIaBHOTro repost 00pa3oBaTe/IbHOro
npouecca U Kak TeXHOJOMHUeCKH
MHHOBAIIMOHHOM n1atdopmbl (AJioHco
Tak u I1azoc-Jlonec 411). [Ipu 3tom
MPUBJIEKATEBHON BBINVISIUT NPAKTHKA
OpraHU3alMH BbICTABKH KaK SKCIIepUMEHTa,
4TO XOPOLLIO 3apeKOMEeH/10BaJ10 cebs
ellIé ¢ cepeiHbI MpoLioro Beka (Anb6aHo
102). B sTOM acnekre HHTEpPECHbIM
pelleHreM BbINVISIIUT OpraHnu3aLusl
9KCTOHUPOBAHHS, OCHOBAHHAS
Ha YETKON apTHKYJISILIMH BpEMEHH
CO3/1aHHs1 IPOU3BEJICHHUS, €r0 KYyJIBTYpPHO-
noBeJeHueCcKoro acnekTa. [ IponsBenenus
BBICTABJISIIOTCS B COOTBETCTBHH C HX
6JIM30CTbIO K BPEMEHHBIM PUTMaM, JaTam,
KaJeHnapsm u aiHeBuukam (Copuin 215).
PaccmaTpuBasi npousBeleH sl MCKyCCTBa
CKBO3b MIPU3MY JIaT, MO?KHO OOHAPYKHUTb
NosiBJIeHHE HOBBIX CBfI3eH, KypbEe3os,
JIOCTONPUMEYATEJIbHOCTEH U CJI0XKHOCTEH.
Korna paccmaTpuBaiotes 1aThl
1 JTHU KaK Xy/102KeCTBeHHbIe (DOPMBI,
K MpenoJaraeMoMy Te4eHHIO BpeMeHH
N06aBsIeTCsl U3MEPEHHe: KaxK/Ibli 1eHb —
3TO TOJIOTPaMMa, 1eJI0e, KOTOPOEe MOKHO
6eCKOHEYHO MOJPa3IeNIsTh, cojleprKalllee
BCE TO, UTO HA HUX HAJIOKUJIH Xy[L0KHUKH,
B TOM UHCJI€ © MHOTOTPaHHOE BOCIPUSITHE
BpPEMEHH.

C npobJieMolt JieMOHCTpalluK
BpPeMEHH KaK CJie/la HCTOPUHM MHTEPECHBIM
00pa3om CBsI3aHO BpeMsi COOCTBEHHO
ocMoTpa sKcnosuimu. Meenenosanne
3TOTO MapameTpa Mo3BOJISIET CleaTh
MHTEpeCHbIe BBIBO/IbI O TOM, YTO, POBOJISI
6oJiblile BpeMEHHU B My3ee 1 MpeIBKyLIas
cojiep:KaHue, MOXKHO YBEJIMUHTh
BOCMPUHUMAEMOE HACBILLIEHHE H YMEHbIIUTh
IMOLIMOHANIBHYIO PEAKIIHIO TIOCETUTEEH,
XOTSl YpOBEHb BHUMAHHsI CHH2KAETCsl [IPH
KOPOTKHX MOCELLIEHHUSIX U KOTJla CofleprKaHue
He oxkuziaeTcsl. B peajbHOM KOHTEKCTeE
cJle/loBaHHe 10 CIIOHTAHHOMY MapLIpyTy
CHH2KAeT BOCIPUHUMAEMOe
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HachllLeHUE, OCKOJIbKY MTOCETUTENH
CJIEZYIOT MIPOLIECCY CAMOPETYsILUU
W aIanTUPYIOT BPEMSI, 3aTpauuBaemMoe
Ha ypoBeHb HacbillleHHst (AHTOH, W ip. 57 ).
3/iech MoKasaresbHO, UTO My3eHHble
SKCMO3ULIUH POPMYJIMPYIOT TPEICTaBIEHHS
0 HACJIeIMU U UyBCTBO MPUHA/IIE€KHOCTH
yepes onpeiesieHue KOJIJEKTUBHON MaMsITH
B cxeMe «cBoH-uyxkoi» (Hanr, u ip. 120).
OueHb UHTEpeCHYO0 pobJIeMaTHKY
BCKpbIBAaeT KCIIOHUPOBAHUE U H3YUeHHE
NPOU3BEJICHUH Xy/102KHHKOB-MHIPAHTOB
aBropctBa JJorpamacu, XTeltosba u Jap.
Mx cBoeoOpasHoe BHIEHHE KYJILTYPHOTO
(hoHa cTpaHbl UJIK PernoHa, a MHoTA
M 4acTH ropojia, OTKy/ia OHH TpHexasu,
1 TpaHC(OPMUPOBAHHOE HA OCHOBE 3TOTO
OMbITa BOCMPUATHE KYJIBTYPbl MeCTa
npeObIBaHUs, OTPAKEHHOE B HX CO3AHHBIX
B HEM TPOU3BENEHUSIX, HTIOCTPUPYET Maccy
MHTEPECHbIX KOJITM3UH, MO3BOJISIOLLMX
M0-HOBOMY B3WISIHYyTh HA COBPEMEHHBIH
KYJIBTYPHO -MHPOBO33PEHUECKHI KOHTEKCT.
311ech 2Ke KOHCTPYMPYeTCsl U ITPe/ICTaBIeHHe
o Gy/yllleM Ha OCHOBE apTHKYJIUPOBAHUS
KYJIbTYPHOH 1IeHHOCTH OT/Ie/IbHbIX
MepHOJIOB C TOUKH 3PeHMUsI NPpeLyrafaHHoM
WJIM HeOoTpaBaBllIeHCsl TPOrHOCTHKH
(Kemn 62). HemasoBaxkHbl 1 ycayru
NepcoHaNM3MPOBAHHOIO KOHTEHTA
B My3esiX, KOTOpble MOTHBHPOBAHbI
HEoOXOMMOCTbIO YJIYUILIUTh BlieYaT/IeHH s
noceTHTesel ¢ MOMOLLLIO peKOMeHaLnH,
YUHTBIBAIOIINX KOHTEKCT UX MOCEIEHHUS,
a TakykKe NoTPebHOCTHIO KypaTopoB
B 0ObEKTHBHOM H3MEPEHHH BO3ACHCTBHUS
BoicTaBkH (Kocmonynoc u Crunnapac 60).
W, KoHeuHO, ONTHMAJIbHO YYHTHIBATh
B3aWMOCBSI3b 00JIMKA U CTPYKTYPbI
3KCIMO3ULIHOHHOTO TIPOCTPAHCTBA
C KyJIBTYPHBIMH [apaMeTpamu
IpaZloCTPOUTENIBHOIO KOHTEKCTA, B KOTOPOM
OHH pacroJioxkeHbl. B pesysbraTe ropoj
U My3ell HauHHAIOT MPEACTaBJsATh COO0N
HepaspbIBHbIA CUMOHO03, ONpeesIOIUi
HEKOTOpbIe UePThl ABJEHHS, HA3BAHHOTO
«yp6aHHU3M».

PesynbraTtol

B pesyanbrarte uccsenoBanuit Obliu
NoJlydeHbl XapaKTepUCTUKH AKcalicKoro
Kapbepa, pacroJioxKeHHOro Ha 3anajHou
rpaHulLLe rOpojla Ha NepeceyeHut yuLL
Kapnepnoii 1 Kangocosa (43011°16.11” C /
76047°18.23” B). [lnowans kapbepa
coctasJisier 81 ra, MakcumaJsibHast ryOuHa —
60 M. [lnuna kapbepa — 2 KM, lIMPHUHA
B t02kHOH yacTH — 200 M, B ceBepHOH —
650 M. MakcHUMaJbHbBIH YKJIOH CTEHOK
Kapbepa cocranJsier 20 rpaaycos.

Cam ropon AniMaThbl pacroJioxKeH
B CeBEPHOMN YaCTH JI0JIMHBI TOPHOH CHCTEMBI
Anaray ¢ cucTeMaTHUECKH NPOSIBJSIOLIEHCS
CEHCMHUYECKOH aKTUBHOCTBIO.
CellcMUUHOCTD paiioHa, rJie pacnoJoxKeH
Kapbep, cocrapjsier 9 6aJi0B, THI PYHTOB
[I-A-1, BasryHHO-Ta/IeUHUKOBbBIH COCTaB
Ha 3HAUUTEJLHYIO [IyOUHY PH HU3KOM
MOJI0’KEHUH TPYHTOBBIX BOJI.

OyHuM 13 crnocoOOB apXUTEKTYPHOH
ajanTalyu MOKeT CTaTh 3aToMJeHHe
C MocC/IeyIoIUM 000py/I0BaHHEM IAHBHHT -
ueHtpa. st sT0ro, BBUY BaJyHHO-
rajie4HMKOBOTO COCTaBa rPyHTa, HEOOXOIUMO
THPOU30JIMPOBATH CTEHKH Kapbepa
C Npe/iBapUTe/IbHBIM 00ETOHMPOBAHHEM
(Epemees 19). Buytpu Bo3MoKHO
COOpY2KEeHHE PA3HOYPOBHEBOH CTPYKTYPhl
JUIS1 pA3JIMYHBIX IyOHH MOTPYy2KEeHHus,
OT HETYOOKOH MOATOTOBUTE/IbLHON 30HbI
JI0 30HbI 151 TPOECCHOHATBEHOTO
WM Pa3BJIeKaTeLHOTO MOrPyKeHH s
Ha 40 u 6osiee meTpoB. COOTBETCTBEHHO
Ha Gepery 1eaecooOpa3Ho MOCTPOUTh
3/1aHKe JJafiBUHT - LIeHTpa C MOMeLLIeHHSIMH
17151 060pyI0BaHUS, 0OCTYKUBAHUS
MoceTUTe/eH, NepcoHaa u T. .
OnHako naHHbli crnocob He siBJsieTcs
JKU3HECTOCOOHBIM BBUJLY TPYIHOCTH
TPAHCIIOPTUPOBKH HEOOXOUMBbIX
MaTepHasioB, CJI0?KHOCTH BbITOJHEHHS]
paboT U BbICOKOH CTOMMOCTH, HECMOTPSI
Ha BHYLLUTEJbHBIH TYPUCTUYECKUH
1 pa3BJjieKaTesbHbIH MOTeHHAI.

MakcuMasbHO OUeBUIHBIM CIIOCOO0M
ajianTalyyu TeppUTOPUH Kapbepa J/is ero



NOCJIE/YIOLIEH SKCIIyaTalluH sIBJISIETCS €ro
3aChIlKa U CTPOUTEJIbCTBO aPXUTEKTYPHOIO
oObekTa Tol (hYHKIIMH, KoTopast Hanbosee
BoCcTpeHOBaHa B JaHHOM pailoHe. MuHycom
JIAHHOTO cr1ocoba sIBJsIeTCs1 HEOOXOMMOCTh
BbIOOPKH TpeOyeMoro oobema rpyHra
B IPYrOM MeCTe M MOC/eLytollee Mo3TarnHoe
TpamOOBaHHe BCeH MJIOLLa/IH, a TAKKe
OXKHJIAHHE TIepe]l CTPOUTEbCTBOM
B KOJIMYECTBE MUHUMYM YeThblpex JieT
JIS1 TIOJTyYeHUsT Heu30exKHON 0CaaKu
rpyHToB. [ Ipu 3acebinke ke oGbema
CTPOUTEJIBHBIM MYCOPOM T€PPHUTOPHSI
npocto Gy/leT yTepsiHa W HEMPUToHA
JUIS Ja/IbHEHLIeH SKCITyaTalHH.
Cnoco6oMm, He TpebGytolM H30aB/eHHs]
OT €CTECTBEHHOTO pesibeha, siBJseTcs
BbICa/IKa 3eJIeHbIX HacaxKaeHHH. BBuy
OOLIMPHON MJIOLLIAIUH Kapbepa eCTh
BO3MOKHOCTb He MPOCTO OCYLIECTBUTh
MOCAJIKY JIECOMO0JI0Chl, HO H CO311aTh
JauaadTHIA Napk, Belb UMEHHO
B 3aMaJIHOM 4aCTH ropojia HeT GOJIbILIOH
peKpeaLMOHHOH 30HbI, TOINA Kak
B BOCTOYHOH YaCTH HAXOIUTCS
LleHTpasbHblil napk uMeHu [opbkoro,
B ceBepHOH — poula umenn baywma,
a B 1oxkHo# — [lapk umenu [lepBoro
[Ipesunenra Pecriy6imkn Kasaxcran.
Cosnanue Takoro napka obecreuut
HOBBIH, pagpacraluMics paloH ropoja
CBO€eH peKpealMoHHON 30HOMH. 1151 3TOTO
HeoOXOAUMO YKperJeHHe CyL1eCTBYIOLLHMX
IPYHTOB U 3aChINKa MJ0J0POIHBIM
cyoeM 60J1bL10# ToduHbL. [Tocse sToro
TeppUTOPHH OYIYT NPUTOAHbI /151 BBICAJIKH
pacTeHUH U yCTPOHUCTBA MPOTYJIOUHBIX 30H.
K Bhicaixe 06bIMHO peKOMEHI0BAHBI
JlepeBbst, MPUCNOCOOJ/EHHbIE K MECTHBIM
MPUPOJIHBIM YCJOBHUSIM: IyObl, COCHbI,
Oepésbl, Knénbl. Takke, B ciydae
OpraHHu3alMH HCKYCCTBEHHBIX BOJHBIX
0OBEKTOB, BO3MOXKHA BbICAJIKA UB.
J1s1 60J1€€ y106HOTO BPeMSIPOBOXK/IEHUS
B I1apKe CTOUT TeppPacupoBaTh CKJIOHBI,
BBIFOJIHEE BCET0 3TO C/Ies1aTh € MOMOLLBIO
rabuoHoB. Takum o6pasoM, BbicoTa Kapbepa
OyeT pasje/sieHa Ha HeCKOJIbKO YPOBHEH,
4TO MO3BOJIUT PAa3HOOOPA3UTh JaHaLIaAT.

Ha ck/aonax pekomeHyeTcs BbiCaxKHBaTh
XBOWHbIE pacTeHHsl, TaK KaK OHH Oy1yT
60J1ee 3DPEKTUBHDI, HEXKEJU JUCTBEHHbIE
110 M0KAa3aTe 1M YKPeIJIeHHs! CKJIOHA.

Cxema opranusauuu ajef
Y TPOTITMHOK MOXKET ObITb KaK XaOTHUHOH,
TaK ¥ NPUIEPKUBATHCS CTHJHCTHKH
peryJisipHOro rnapka B 3aBUCMMOCTH
OT 3alyMKH NMPOeKTHPOBIIHKa. OnHAKO
60J1ee BbIFOIHBIM M JIOTHYHBIM Oy/IeT
MPOEKTUPOBAHKE MapKa cBOOGOHON
NJIAHHPOBKH, YTOOBI HanboJIee
NpUOJH3UTHCS K 00pasy Jieca B TOPOACKOH
yepre. DTOMH MJIaHUPOBKE CBOMCTBEHHbI
KPUBOJIMHEHHbIE (DOPMBI, OTCYTCTBHE
CUMMETPHH, MPABUJIbHBIX F€OMETPHUHbIX
hopM 1 HeGOJIbIIIHE BOJIOEMbI. YCUJIMBATD
ollylleHHe JIeCHOTO MaccuBa Oyaer
TaKxKe BbICa/lKa He Fa30HHOTO MOKPbLITHS,

a JIMKOro Pa3HOTPaBbsl, CBOHCTBEHHOTO
MecTHbIM Janamagdram. Ho B Takom ciyuae
6oJ1bLIast YAaCTb TEPPUTOPHUH Napka OyeT
TPYAHOAOCTYIHA JU151 MAJOMOOHIBbHbBIX
TpYII HACEJIEHUS], BElb HUXKHSISI U BEPXHSIS]
ee YacTH UMetoT GOJIbLLION nepenaj BbICOT,
COE/IMHEHHBIX JIECTHUIIAMH U TaHlycaMu
OOJILIION MPOTSAKEHHOCTH.

OnTruMalbHBIM coco60M
UCI0JIb30BAHUS JAHHOW HAPYLIEHHOM
TEPPUTOPUHU CTaHET 060PYIOBAHHE MAPKa
FOPOJCKHX CKYJILITYP MO OTKPBITHIM HeOOM
B HIKHEH YacTH Kapbepa v JaHaagpTHbIM
NMapKoM B BEpPXHEH. DTO MO3BOJIMUT CO3/1aTh
MHTEpeCHOE KyJIbTYPHO-pa3BJjeKaTe/lbHOe
MPOCTPAHCTBO, a TAKXKe, COMIAaCHO
ncenenoBanusim Kpuerunbl Tep-Kasapuan
u Jlrxeccnkn JIiok (Mysen 1 collpasibHble
Borpochl 46), cHU3UT OOLINH YPOBEHb
cTpecca y HaceseHHs! TPH TOCeLeHUH
JIAHHOTO yUpesKIeHHs.

BBujty Toro, 4To ropojickue CKyJbITypbl
YCTOMUMBBI K BHEILIHUM BO3JEHCTBUSIM,

HeT HeOOXOIMMOCTH MOJHOCTbIO 3aKPbIBATh
JIAaHHOE apT-IPOCTPAHCTBO CBEPXY —

3TO M03BOJIUT COXPAHUTb HHTEPECHbIH
pesibed Kapbepa. [Ipennaraercs ycranoBka
CTOEYHO-HaNIOYHbIX KOHCTPYKIIHE C MECTaMH
pa3peKeHHON CeTKON KOJIOHH C L1aroMm

6 MeTpOB U BBLICOTOH sipycoB 4 MeTpa.
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JlanHast cxema 1o3BoJisieT Co3/laBaTh
GoJibllIMe aTPUYMHbIE POCTPAHCTBA,
CoBMellasi uX ¢ KOM(OPTHBIMH
NPOTSKEHHBIMU Tasiepesivi. Takxke naHHas
OTKpBITasi cxeMa 1aéT BO3MOXKHOCTD
BBICAJIKW PACTEHHH TPSIMO BHYTPH
CTPOUTENILHOTO 0ObEMA 3/1aHus]

1 YCTPOKCTBA TOTIHAPHEB U CAIUKOB
pa3JIMUHbIX TEMATHK.

B kauecTBe 3HaKOMCTBA C MUPOBO#
NPAKTHKOH ypOaH-apTa BO3MOXKHO
9KCIOHUPOBAHHE KOTHH psiia 3HAKOBBIX
uHctasui. [1pu 3Tom BeicTaBIsieMble
9KCTOHATHI HE OTPAHUUEHbI B CBOMX
pasMepax — KOHCTPYKLIHsI TI03BOJISIET
pa3MeCTUTb KOTHH, HallpUMep, CKYJbITYpPbl
«Anren CeBepa», HaxofsIIeHCs
B [eiitexane (. [opman ), namsaTHUKA
B uectb Mrp conpy:kecTBa, OJIMIETBOPSIIOIIETO
BBICTPEJI CTApPTOBOTO nucrodera, « Hauaso
B3pbiBa» («B of the Bang»), crosiBiiero
B Manuecrepe (T. XusepBuk), niactuuecku
MHTEPIPETUPYIOLIEH XKUBOTIUCHBIN CIOKET
A. Marucca ckynbntypbl «Taner»
u3 [yanbans (B. Kaiicanr), noutaroit poiu
«ITocnenoBarenbhoctb» («The Sequence»)
u3 bproccensi (A. Kyuns), ansen ponapei
u3 Jloc-Anmkeneca (I1. Cumeone),
«1Ierounoro nepeBa» ua JInona
(Y. X. YHoi1), napkoBoro naBuinboHa TusoJiu
u3 Jlio6asusl (P. [pauca), «Benocunenos
HaBcerna» u3 Octuna (A. B. Bait), «Cuibl
[Tpuponbi» us Jlonpona (J1. Kynunn),
JIEMOHCTPHUPYIOLIEH CHITY H XPYNKOCTh
MaTepUHCTBA CKYJIbNTYpPbl « MamaH »
u3 buswoao (JI. Bypxkya), « O6aaunbix
BpaT» 13 Yukaro (A. Kanyp) u npyrux
NOJ0OHBIX MPOU3BENEHUI HCKYCCTBA
B OJIHOM MecTe.

[Tomumo paboT 3apy6GeKHbIX aBTOPOB,
TaKxkKe cyeyeT 00paTUTh BHUMaHHe Ha
OTeueCTBEeHHBIX CKyJbITOpoB. Hanpumep,
pa6otsl Cakena HapbiHoBa — KoMnosuius
«AcbIKM», BbICTaBJIeHHAs! NIePeJL 31aHHEM
Pecny6/iMKaHCKOT0 My3est 0JIMMITUHACKO#H
caBbl B ropojie AsmMathl, U GoJibliias
ceTyarasi ClupaJb, paHee pacroJarapiiascs
B CKBEpe Ha MepeceyeHuH YIIuIL
BaiitypcbinoBa u CarnaeBa, a ceiiuac

nepemellleHHast B X035HCTBEHHbIH IBOP
MOJIMTEXHUYECKOT0 YHHBEPCHTETA,
«[TaMsITHUK rpaHEeHOMY CTaKaHy»
Anekcannpa Penpeesa, yctaHoB/eHHbIH

Ha TePPUTOPUH TpaKTHpa «MenBeb»,
UbUM MPO0OPA3OM SIBJISIETCS CKYJIbIITYpa
«Pabounil 1 KOJIX03HULA», a TaKxKe PaboThl
mouJofioro ckysbnropa lanuspa Cap6acosa,
ckysnbnTypbl Modinakyna Hapeimberosa,
OJIHOTO M3 YYACTHUKOB apT-TPYIIibl
«KpI3bIT TPAKTOP» W MHOTHX JIPYTHX.

Jlnig skenosuuun, Tpebyonmx 0co6bIX
YCJIOBHH, TAKXKE TEOPETUUECKH BO3MOXKHO
ux obecrieyeHue 3a cuéT GopMUpOBAHHUS
M30JIMPOBAHHBIX TOMELEHHI HA HUZKHUX
YPOBHS$IX COOPYKEHHUSI.

[TomMuMO BbICTABOUYHO 1 06pa30BaTEbHBIX
(yHKLME TYT TaKxKe MOKET ObITh BOT/IOIIEHA
pasBJieKaTesIbHas, Beib OoJblias MIomaib
M KOJIMYECTBO YPOBHEH 3HAUHTE/BHO
YBEJIMUMBAIOT BMECTHMOCTb KOMIIJIEKCA.
Taxkum 06pasom, CTAHOBUTCS BO3MOXKHbBIM
YCTPOUCTBO pa3yiMyHbIX aTTPaKLMOHOB,
aynutopuit, porosdon (Kosunen, u ip. 3)

1 00beKTOB 00cyKHBaHUs1. Kpome Toro,
HaJIMYKe HECKOJIbKHUX HeOOJIbLINX ayJAUTOPHI
MO3BOJIMT OPraHU30BaTh TeATPAJbHYIO

1 3CTpajiHyto nporpammsl (JI>koHcoH-
Kannunrewm 4). KonerpyktusHoe pelienue
MO3BOJISIET YCTPOUTD U IEMOHCTPALIMIO
psila LUPKOBBIX HOMEPOB, HalpuMep,

KaK XxopeorpaduuecKkas KOMIo3H1LHs
TaHIIOBIIULBI H MOPCKOTO KOHTEHHEpA,

B KOTOPO# Yyepe3 pacKpblBaOLLIHECs

U CKJIA/IbIBAIOLLIAECS YaCTH EMKOCTH

Ha TPOCAX CKOJIb3UT UCTTOJHUTENbHULIA.

Jlois1 noetyna ¢ BepXHUX yPOBHEH
Ha HUKHUE MTPELyCMOTPEHbI JIECTHHILbI
U JUPThI, TaHAYChbl, MOCTHKH U MEPEXOJIbI.
ITO He TOJIbKO 100aBJISIET 3JIEMEHT UIPbl
B 00JIbLLOE [TPOCTPAHCTBO My3esl,

HO U JIeJIaeT ero 06LLe0CTYTHbIM
TOPOJICKUM TPEHAKEPOM», KAKHM,
Harpumep, craj apT-oOobekT «Besen»

B Hoto-Mopke (T. Xusepsuk),
nepBoHavYasbHO MO3HIMOHHPOBABLUMACS
KaK LIeCTHaUATHSIPyCHAast CMOTPOBasi
MNJIOLLA/IKa B HOBOM 001LIECTBEHHOM
KoMmIekce «[yn30HCKHe IBOPUKH».



MHoroypoBHeBast CTpyKTypa

C MHOKECTBOM IEPEXOJI0B U MOABEMOB
MEKJy Pa3JIMIHBIMH SKCMO3UIUSMH

1 0ObeKTaMH J1e/1aeT CleHapUi MyTH
pasHo06PA3HBIM U TPOTSKEHHBIM.

B pa6ore Knayca-Kpucrnana Kap6ona
Oblyla HCCIe10BaHa 3aBUCHMOCTb
paccTosiHusl, ¢ KOTOPOTO MOCETUTENH
MPENOYUTAIOT paCCMaTPUBATh
MPOU3BEJICHUST HCKYCCTBA, OT €ro rabapuToB
(8). bblo BeIBEEHO, UTO paccTosiHIE
BO3PACTAET COOTBETCTBEHHO pPagmepy
sKcroHarta. Bauay satoro 6oJbliine

¥ MHOTOYPOBHEBbIE MTPOCTPAHCTBA
JIAHHOTO CTPOEHHSI JIyyllle COOTBETCTBYIOT
MPOCMOTPY MaCIITaOHbBIX CKYJILITYP,
HeKeJH KJIacCHIeCKoe TPOCTPAHCTBO
My3sesi. EcTecTBeHHO, B COOTBETCTBUH

C IEACTBYIOILIMMH HOPMATHBAMH

B CTPYKTYPY BKJIOUEHbI HH(OPMAILIMOHHbIE
CTEHJIbl, SKCKYpCcOOpPO, Mara3uHbl
CYBEHMPOB, Kade, TyaseTbl, MOMeleHUsT
OXpaHbl, AIMHHUCTPATUBHO - TEXHUUIECKOTO
repcoHaJsa, CUCTeM HHKEHEPHOTO
obecriedeHust, CKIa/bl U MacTepeKue
peMmoHTa 3KcroHatoB. [ToMmumo sTOrO
JUPTHL 1en1atoT o6y TOUYKY I0CTYTHOH
JU151 MaJIOMOOUJIBHBIX TPYTIT HACEIE€HHUS.
CrnenpaJgbHble TPUEMBI TO3BOJIAT
o6ecrneyuTb BOCIPUSTHE SKCITO3ULIMH
cnaboBuasMM noceturessim (Bpesckas,
«Jltomy ¢ orpaHUUEHHBIMHA BO3MOXKHOCTSIMU
B 00J1aCTH 3pEHUS U My3eHHbIA MUP
Benuko6puranun» 728), (Bpesckas,
«Oco6EHHOCTH TIOCTPOEHHST SKCTTO3UIIHH
B My3esix BesiukoOpuTaHuu st ciernbix

1 cnaGoBUASLIMX J0JIel» 675). B TémHoe
BpeMSsi CYTOK JIOTIOJTHUTE/IbHbIE 3(h(eKThI
CO3/1aCT CHCTEMA IMHAMUYECKOTO

1 cTaTHdeckoro ocsellienns (Boruarsuc,

uap. 3).
3aKknwuyeHue

B xone uccnenoBanus Obld MOJydYeHbl

1 IPOaHaJM3UPOBAHBI OCHOBHbIE
rpaJloCTPOUTE/IbHBIE U Te0JIOrHUeCKHe
XapaKTePUCTHKH TePPUTOPHH AKCaiiCKOro
Kapbepa B Anmatbl. Ha ocHoBe mostyueHHbIX

pe3yJIbTaToB OblJIH MPEJI0KEHbl PA3NTHYHbIE
BapHAHThI afiarTalyu JaHHOTo y4acTka,
MOKa3aHbl WX MJIOChl 1 MUHYChI, BbIBEJIEH
ONTHUMaJIbHbIH BapUAHT ajantaluu —
YCTPOHCTBO rOPOJICKOTO MapKa CKYJbITYp

C MHOTOQYHKIIMOHAJbHBIM JIaHI AP THBIM
NapKoM.

BbIBOJIOM CJIYKHT TO, YTO HA IAHHOH
TEPPUTOPHH HellesiecooOpasHo YCTPOHCTBO
JIAUBUHT -1leHTPa BBUJLY TPYA03aTPATHOCTH
NP THAPOUZ0JISILIUY TPYHTOB CTOJIb
60J1bLIOro 06beMa, HeCMOTpPSsI
Ha TeOPETHUECKYIO MepCrneKTUBHOCTh
KaK TYPUCTHYECKOTO, Pa3BJIE€KATEIbHOTO
1 CriopTUBHOro o6bekTa. TakxKe nokasas
CBOIO HECOCTOSITE/IbHOCTh BAPHAHT
C 3aChINKON Bcero oObeMa BBUILY
TpeOyeMoro KoJIMuecTBa Matepuasna
U151 €70 3aMoJIHEHUS] U BpEMEHH
Ha ycajiky rpyHTOB. BapuaHTt ¢ ycTpoicTBOM
JaHamagTHOro napka nocJje 3anojHeHHst
TJIOI0POJIHBIMU TTOUYBAMH BO3MOZKEH,

HO 3KCIyaTalus B TOJHOH Mepe OyieT
HEeJIOCTYIHA /ISl BCeX TPy HaceeHUs.

[TosToMy OblJT BbIBEJIEH ONTHMAJbHbIH
BAapHaHT C YCTAHOBKOW Ha JIHO Kapbepa
JKeJIe300€TOHHbBIX KOHCTPYKIIMH
¢ 060py/loBaHHEM B HUX MTAPKa FOPOJICKHUX
CKYJILIITYP W pa3OUBKOH JIaHI A THOTO
napka B BepxHei yacTtu. Takoil BapuaHT
MO3BOJIUT OObEJIMHUTD HA TEPPUTOPUH
6OJIBIIIYIO YaCTh (PYHKIMH, TAKMX KaK
pasBJjieKkaTesibHasi, peKpealuoHHas,
KyJIbTypHasi, 06pa3oBareJsibHast
u crioptuBHas. Takxke 310 co3nact
B HOBOM, pPa3BHMBalolleMcsi pafioHe
ropojia He NPOCTO PEKPEaLlHOHHYIO 30HY,
HO M TOUKY MPUTSI?KEHHUS OOJILIION
TPYMIbl HACETEHHUSI.
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BbICTABOYHbBIM KOMNNEKC TOPOACKOWM CKYNbANTYPbl B ATMATUHCKOM NAHAWA®THOM NAPKE

Japbsi Muanep

Satbayev University (Anmarsl, Kasakcran)

Koncrantun CamoiijioB

Satbayev University (Anmvarsbl, Kazakcran)

AJIMATbI NTAHAOWA®T CAABAFbIHAAFbl KANNA MYCIHIHIH KOPME KELIEHI

Anpatna. Xep 6enepiHiH KONanchi3 TabuFK XaHe KacaHabl e3repictepi 6ap ayMakTap CayneT )aHe
Kana KypblabICbl TaXipnbeciHae KeH TapanfaH Kybbinbic 6onbin Tabblnagbl. MyHaain ayMakTapabl
KanaHblH KYpbUIbIMbIHA KOCY penbedTi, TONbIPaKTbiH, KYHAP/bUIbIFbIH KANMbIHA KENTipy XaHe O6ypbIH
60C TypFaH ayMaKTbl )XaHA QYHKLMSMEH KaMTaMachl3 €Ty 60MbIHLLA XXyMbICTApAbIH YIKEH KeneMiHe
HannaHbICTbl Kypaeni Macene 6onbin Tabblnaapl. byn 3epTTeyaiH MakcaTbl ayMaKTbl KEPMe KeHiCTiri
peTiHAe oAaH api NavaanaHy 60MbIHLLA X0BaNbIK, YCbIHbICTbI 93ipsiey 60/bin Tabbliabl. 3epTTeY HblCaHbl —
Anmartbl KanacbiHbIH ayMaFblHAA OpHaNackaH, 81 rektap XXepAi anbin XaTKaH )XaHe KanaHblH, 6aTbiC
LeKapacbIHAa, XaHa, AaMbIn Kene XaTkaH ayAaHaa opHanackaH Akcar Kapbepi. 3epTTey aBTopaapsbl
©HepTaHy, CAY/NET, a/ieyMeTTaHy, reonorus, KatTtbl XXep dur3nkachl xaHe T. 6. cananapaasbl WeTenmik
aBTOpPNapAbIH TaxipubeciHe cyireHai. CoHaai-ak, CayneT eHepi TypFbiCbIHAH SNEMHIH, TYKNip-TyKNipiHeH
Ka3ipri 3aMaHfbl 8HEp Mypaykaiiapbl MEH KEPME KeLIeHAEPiHiH apTypAi yarinepi KapacTblpblagbl.
Makana a3y Ke3iHae 6akbliaynaphaH Toxipubere aybicyaaH TypaTbiH 94ic, aTan alTKaHAA Xambl
FbINbIMW AMANEKTUKANBIK TaHbIM 34ici KonaaHblinabl. OHbIH KEMeriMeH Mypaxai FMMapaTTapbliH
»obanay KesiHAEeri COYNeTTiK XXaHe KepKeMAIK OaFbITTapAblH AaMY TEHAEHLUMSACbIHA, COHAAN-aK,
Oy3blaiFaH ayMaKTapAbl pekynbTUBaLMsANAY dAicTepiHe Tanaay xacanabl. AlbiHFaH ManiMeTTepai capanay
Mypaxkai FUMapaTTapbiHbIH, CAYNETTIK XXaHe KepKeMAiK cMnaTTaManapblH AaMbITy TEHAEHUMSNAPbI
Typanbl KOPbITbIHAbI )XacayFa XaHe penbedTiH KONancbi3 cunatTaManapbl 6ap y4ackeHi ogaH api
nanaanaHy HyckanapbiH YCbiHyFa MyMKiHAIK 6eppai. 3epTTey HaTUXEC] yaKbIT NEH pecypcTapabl XyMmcay,
COHAaW-aK 06beKTiHiH 6onalak CayneT XaHe Kana KypbUibiCbl KYHAbIIbIFbI TYPFbICbIHAH CUMATTaNfFaH
Kapbep ayMafblH MavaanaHyabiH, 6ipHelwe Hyckanapbl 6onapl. 3epTTey CayneT aHe Kana KypblablChl
canacbliHAaFbl MaMaHAapFa KpI3bIKTbl 60naabl, BATKEHI Ka3ipri yakblTTa 0Cbl ayMakTbl AAMbITY HOMbIHLIA
YCbIHbICTapAbIH, 601MaybIHa 6ainaHbICTbl MPAKTUKAbIK, MaHbI3bl 6ap.

Tipek ce30ep: Akcal Kapbepi, Mypakal, Kasipri 3aMaHfbl eHep, naHAWadT Napki, Kananblk MyCiH,
KepMe KelleHi.

Aoaiiexce3 ywin: Munnep, lapbs, xaHe Camoinos, KOHCTaHTUH. «AnMaTbl NaHAWadT casbarbiHAAFbI
Kana MyCiHiHiH kepMe KewweHi». Central Asian Journal of Art Studies, 7. 7,N2 1,2022,78-95 6.
DOI: 10.47940/cajas.v7i1.544.
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BbICTABOYHbBIM KOMANNEKC FOPOACKOWM CKYNbATYPbl B ATMATUHCKOM NAHAWA®THOM MAPKE

Darya Miller
Satbayev University (Almaty, Kazakhstan)

Konstantin Samoilov
Satbayev University (Almaty, Kazakhstan)

THE EXHIBITION COMPLEX OF URBAN SCULPTURE IN THE ALMATY
LANDSCAPE PARK

Abstract. Territories with unacceptable natural and artificial transformations of the relief
are a common phenomenon in architectural and urban planning practice. The inclusion of such
territories in the fabric of the city is a difficult task due to the large amount of work on the restoration
of relief, soil fertility and the endowment of a previously empty area with a new function. The aim
of this study is to develop a project proposal for the further operation of the territory as an exhibition
space. The object of the study is the Aksai quarry located on the territory of Almaty city, occupying
81 hectares and is on the western border of the city, in a new, developing area. The authors
of the study relied on the experience of foreign authors in the fields of art history, architecture,
sociology, geology, solid Earth physics, etc. In addition, from the architecture point of view, various
examples of exhibition complexes and museums of contemporary art from around the world
were considered. A method consisting of the transition from observations to practice is used in writing
this article, namely, a general scientific dialectical method of cognition. It was used to analyze
the trends in the development of architectural and artistic trends in the design of museum buildings,
as well as the analysis of methods of reclamation of disturbed areas. The differentiation of the data
obtained made it possible to draw conclusions on the trends in the development of architectural
and artistic characteristics of museum buildings and to propose options for further exploitation
of the site with unfavorable terrain characteristics. The result of the study includes several options
for the operation of the quarry territory, described in terms of time and resources, as well as the future
architectural and urban value of the object. The study will be of interest to specialists in the field
of architecture and urban planning, as it has practical significance due to the lack of proposals
for the development of this territory now.

Keywords: Aksai quarry, museum, contemporary art, landscape park, urban sculpture, exhibition
complex.

Cite: Miller, Darya, and Konstantin Samoilov. “The Exhibition Complex of Urban Sculpture
in the Almaty Landscape Park.” Central Asian Journal of Art Studies, vol. 7, no. 1,2022, pp. 78-95.
DOI: 10.47940/cajas.v7il.544.
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OCOBEHHOCTH
®OPMHUPOBAHUY
UHKJIFO3UBHOM
JNIETCKOM NMPEIAMETHO-
[MPOCTPAHCTBEHHOM
CPEJ1bl B KABAXCTAHE
(HA MPUMEPE rOPOJIA
AJIMATDI)

Aauna lneipep', Anton Xomxukos'

! Satbayev University
(Anmarsi, Kazaxcran)

AHHoTauus. CoBpeMeHHOe Hamo/HEHWE UrPOBbIX MIOLLAA0K B FOPOACKOW Cpeae 0CHOBaHO

Ha MOHMMaHWUM TOrO, KaK UrpOBbIE MIOLLAAKM MOTYT NMPUHECTM NOMb3Y 06LLEeCTBY. TeppuTopum
06LLEeCTBEHHbIX MPOCTPAHCTB MO3BOMSIOT CO3AATb YHMBEPCANIbHOE MECTO, Y/TyHLLAOLLEee KaYeCTBO XKM3HM
ANS NIOAEN Pa3NMYHOWM BO3PACTHOW KaTeropum, pasHOCTOPOHHUX MHTEPECOB U HU3NYECKMX BO3MOXHOCTEN.
JTtobo#i BO3pacT M ypoBeHb GU3NYECKMX COCOBHOCTEN [OMKEH YUUTHIBATLCS NPU MPOEKTUPOBAHUM
LETCKOM UrpoBoi cpenbl. OCHOBHAs 4YacTb MrPOBbIX AETCKMX MIOLWAA0K B ropoaax KasaxcraHa

He oTBeYaeT TpeboBaHMAM UHKIHO3UBHOCTY.

B npenctaBneHHOM MaTepuane paccMaTpUBaOTCS OCHOBHbIE MOMOXEHUS, BNMSIOLLME
Ha pOpMMPOBAHME MHKIO3UBHOM FOPOACKON cpeabl ang aeteit. OnucbiBaeTcs GyHKLMUS
B3aMMopencTBua pebéHka c 060pynoBaHMEM, U KAaKOE BAMSHUE 3TO OKA3blBAET HA Er0 Pa3BUTHE.
MpuBOAATCS pe3ynbTaTbl AUMIOMHOM paboTbl HA TeMY: «[A13aH-KOHLEMLMS UHK/O3UBHbIX AETCKUX
NAoLWafok Ans ropoaa AnMartbl» CTyOeHTKM, obydatoweics no cneumansHoctn 58042100 - «AuzaiiH»,
[axbl TymaTtai, pykoBoautens LLHeaep dnvHa BuktopoBHa. 3aTparMBaercs TeMaTuKa CyLLeCcTBYOLLETO
NMOMOXEHWUS AETCKMX MIOLWAA0K B KPYMHbIX ropoaax KasaxcraHa.

HacToswas paboTa nocesLieHa nccnefoBaHMio NPUHLMNOB GOPMUPOBAHUS UHK/O3UBHOM
npeAMETHO-NPOCTPAHCTBEHHOM Cpeabl ropoAa C y4ETOM NOTpebHOCTEN AeTel pa3HbIX BO3PACTHbIX
KaTeropui n dusnyeckmx cnocobHocTen.

MooLpeHne pa3BUTUS UIPOBbIX MPOCTPAHCTB TpebyeT MHAMBMAYANbHOTO MOAX0AA ANS
KaX[0ro KOHKPETHOro yyacTka. MI3yyeHne notpebHOCTH AeTel NO3BONSET CO3A4aBaTh YHUKANbHY!O,
pa3BMBaIOLLYI0, MHOTODYHKLMOHANBHYIO Cpeny, CNocobHyto 3aMHTepecoBaTb pebEHKa 1 BOBNEYD €ro
B urpy. [letckas urposas niowanka fo/mkHa cnocobcTBoBaThb 0BLEHMIO AETEN, ANS 3TOrO0 HEO6XOANMO
npenycMaTpuBaTh A4S HUX 6€30NaCHY UrPOBYIO AESTENbHOCTb.



Ha ceropHAwWwHMi aeHb HeOBXOAMM NEePECMOTP CYLLECTBYIOLLErO AETCKOTO NPOCTPAHCTBA
B FOPO/CKOM cpefe, YTobbl 06eCNeYnTh AONTOBPEMEHHbIN MHTEPEC K UTPOBOW MIOLIALKE.
Knroueswie cnoea: netckas niowaaka, Urpoeas cpena, hyHKLMs Urpbl, UHK/IHO3UBHOCTb, NPEAMETHO-

NPpOCTPaHCTBEHHAA Cpeaa.

Ansa yumupoearus: LLHennep, dnmHa, u AHTOH XomxmkoB. «OcobeHHOCTM hopMUPOBaHMS
MHK/03MBHOM AETCKOM NpeaMeTHO-NPOCTPAaHCTBEHHOM cpeapl B KasaxcraHe (Ha npuMepe ropoja
Anmarbl)». Central Asian Journal of Art Studies, 7. 7,N2 1, 2022, c. 96-114.DOI: 10.47940/cajas.v7i1.539.

BeepeHue
B COBPEMEHHOM rOpoJIe IeTCKast
UrpoBast cpefia ABJsETCs He0OXOAUMOH

COCTaBHOM 4YacTblo OJ1aroycTpoicTBa
ropojickoro npocrpancrsa. [ Ipu npaBusbHOM
opraHusaiuu oHa (opMUpPYeT JHUHOCTD
pe6énka, crocoOCTBYeT ero (pUanIecKoMy
Pa3BUTHIO, COLIMAJILHO alalTUPYET Yepes
OOLIEHHE CO CBEPCTHUKAMH.

B 3aBUCHMOCTH OT MeCTOIMOJIOKEHHS
B 'PAJIOCTPOUTENLHBIX CTPYKTYPHBIX
00pas3oBaHUsX IETCKAsT TEPPUTOPHUSI
BBIMOJIHSIET ONpee/iéHHble PYHKIMH.
He6oJbliine mioiaaxky Ha npuaoMoBbIX
ydacTKax, npeaHazHadeHHble
1151 (PU3UYIECKOTO Pa3BUTHSI, B OCHOBHOM
paccyuTaHbl Ha JIeTel MJIajIllIero Bo3pacra.
OO6uiecTBeHHast MJ0LIAAKA KUJIOTO
pailoHa, pacroJioxKeHHast Ha TeppPUTOPUH
ropoja B CKBepe U napke, Kak MpaBuiIo,
npeaaaraeT yeJoBUs st MPOBEJeHHUs
BpPeMEHH ropaszio 60JbLIEro KoJH4ecTBa
JIOJIEH, C TeMaTHYECKUM HaroJHEHHEM
0060pyI0BaHUsI JIJIs1 MJIAJILLIETO, CPEIAHETO
¥ crapulero Bogpacta jereit. O6opynoBaHue
BKJIIOYaeT hU3nuueckyto hyHKIMIO,
CMBICJIOBYIO U HH(POPMAIIHOHHYIO.
31ecb MOKeT ObITh OPraHu30BaHa
TeMaTHyecKas MJIoLaiKa, NoCBsIIEHHAs
pasHoOOpa3HbIM UTpaM, UMEIoL1as
CJIOXKHOE HHTEHCUBHO MCIOJIb3yeMoe
o6opynoBanue (Hukutuna 35).

MeTopabl U MaTepuansl

MeToMKa ncesielo0BaHus OCHOBaHa
Ha KOMIIJIEKCHOM MeTojle U BKJItoYaer
aHaJsm3 (GopMHUPOBAHHUS AETCKOU TMJIOILAIKH,

u3ydeHue crielMPUKH KaTeropui Urpbl
1 060PYI0BAHUS IETCKUX HTPOBBIX
MJIONIA/IOK C YUETOM HHKJIFO3UBHOCTH.

B MeTonKy HccieoBaHms TakxKe
BXOJIUT M3ydeHHE U CHCTEMAaTH3alHs
OTEUECTBEHHOTO U 3apyOeKHOT0 OMbITa
MPOEKTUPOBAHHUST JIETCKHX TJIOLIATI0K
(0 JIMTEpaTyPHBIM HCTOUHHKAM,
3JIEKTPOHHBIM pecypcam U HaTypHbIM
06CeI0BAHUSM ).

B wesisix ucesieioBanmst U aHasnsa
CYIIIECTBYIOLIETO TOJIOKEHHUS
10 OpraHU3al|y JE€TCKUX TJI0IA0K
B roposiax Kazaxcrana 6b110 MpoBeneHO
AHKeTHPOBAHHUE, TJIe OJIMH U3 MyHKTOB
OTMPOCHUKA MOKa3aJ, 4To B pecnyb/nKke
B LIeJIOM T0JIOYKEHHE C HHKJIIO3HBHOCTBIO
TEPPUTOPHI JIETCKHUX TJIOIIA/I0K OCTaBJISIET
»KeJath Jaydiiero. bosbiiast yactb
ornpailBaembix — 62,6 % — OTBeTHJIA,
4TO BO JIBOpE, B OJIMXKAHIIEM MapKe UJIH
CKBEpe HeT JIETCKOH MJIOLIAIKU /s IeTeH,
MMEIoLIHX (PU3HUECKHe OTPaHUYEHHS.
19,8 % pecnoHieHToB 3aTPyAHHUINCh
C OTBETOM Ha AaHHbli Bonpoc; 3,1 %
OTBETHJIH, YTO TaKasl MJI0IA/IKa eCTh
BO 1BOpe; 9,2% — B GanrKaiileM napke
unm cksepe; 8,4% — B ropoze.

Ouckyccua m obcyxaeHue

B kpynHbIx ropoax Kasaxcrana 1o cux

1op GOJILILIMHCTBO JeTCKHX IJI0LLAL0K

He TpeJiHa3HayeHo ISl COBMECTHOIO
HaXO0XKIeHHUs JeTel, UMeIOLIUX
MHKJ/II03UBHbIe OTpeCHOCTH. [Ipnuém

He TOJILKO KOJIICOYHHKOB, HO U TeX,

KTO UMeeT HapylleHHe CyXa U 3peHHsl.

Ha nanublil MOMEHT peasu30BaHbl TPOEKThI
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HECKOJIbKHUX CleliHau3HPOBaHHBIX
MHKJ/II03UBHbIX MJIOLIAJI0K, KOTOPbIe
He Mpe1yCMaTPUBAIOT COBMECTHYIO UTPY
JUIst Beex JieTed. Ha sTux nuotankax
NPeLlyCMOTPEHBI JIMIb MAHYChl U YYTEHbI
AHTPOIOMETPUUECKHE JIAHHbIE.
[1pu npoekTHpOBaHUU OIHUM
13 BaXKHbIX BOITPOCOB §IBJISIETCS
B3aUMOCBs3b peOEHKA C OKpYyzKaloLLeH
cpenoil. Bo MHOTHX eBponeiicKux
crpanax (Aurmmsi, Aserpusi, [epmanus
U T. JI.) IPHOPUTETOM T1PH CO3/IaHHUH
JIETCKOM MJIOLIA/IKH SIBJSIETCS TPUPOHOE,
3KOJIOTMYHOE UCITOJIHEHHE 3JIEMEHTOB,
3a/1eHCTBOBAHHBIX B MIPOLLECCE MIPbI.
[1pu 3TOM yuuTBIBAETCS CylLLIECTBYIOLIMH
pesibed, B HEKOTOPBIX CJIydasix ero
BOCIIPOU3BOJIAT UCKYCCTBEHHBIM 00pa3oM,
TeM CaMbIM YBeJMUUBAs (PyHKLIHOHAIbHOE
HaroJiHeHHe UIPOBOH TEPPUTOPHH.
EBpornefickast Mojiesib OpraHusaumln
JIETCKUX MJIOLIANI0K B TOPOJCKOH cpefie
(Bapeituea, u 1p. 59) ocHoBaHa
Ha TOM, YTO CIELHAJHUCThI, TPEXKIIe ueM
MPUCTYIUTh K POEKTHPOBAHUIO I€TCKOH
CpeJibl, MPOBOJISIT aHAJU3 TTOBEJIEHHUST IeTel
B HTPOBOH CpeJie W U3YyyaloT, KakK OHU
B3aUMOJICUCTBYIOT HA HTPOBOH MJIOLLIAJIKE.
[1pu opranusaiyu TeppuTOPUH MHOTHX
MJIOLIAJI0K UX OKPY?KEHHE aKTHBHO
BHEJIPSIETCs] B OPraHu3aluio npeMeTHO -
npoctpaHcTBeHHo# cpepl. Ha atom
pelleHUH BbICTPAUBAOTCsl PA3HOBUAHOCTH
TEeMaTHYECKHX, MPUPOJHBIX MJIOLIANOK,
e 1eTH No3HaloT npupoy. CTouT
OTMETHTb TO, YTO ITH UTPOBbIE MJOLLAIKH
4acTo SIBJSIIOTCS] HHKJI0O3UBHbBIMH
1 MO3BOJISIIOT HAXOJIUTHCS] BMECTE BCEM
JeTsiM 6€3 orpaHuuyeHui, He3aBUCHMO
OT UX (PM3UUECKOTO COCTOSTHHUSI.
ITO NOMOraeT CollHabHO aanTHPOBAThCS
JIeTSIM, UMEIOLLMM HEeJ0CTaTKH
B (pM3UUECKOM M MICHXUUECKOM Pa3BUTHH.
Ha dopmupoBanue Bocnpusitus
MPOCTPAHCTBA UIPOBbIX TEPPUTOPHI
OKAa3bIBaAET BJIMSIHUE KYJILTYypa
MH(OPMALMOHHO - BU3yaJIbHbIX
KOMMYHHKALMH, KOTopast 10JKHA
YUHTBIBATH 0COOEHHOCTH CJIA00BUIISILIIAX

1 cnabocenbimatiux Jioaek (Khalykov,

et al. 441).

BaxxHo moHUMaTh pagHUILy MeKLy
MI'POBBIMH TJIOIIAJIKAMH, IOCTYTHBIMU
JUIS1 TeX, KTO Mepe/IBUraeTcst Ha MHBAJMIHbIX
KOJISICKaX, U MHKJII0O3UBHBIMH HTPOBBIMU
nutotiaakaMu. Bee obriectBenHble
UIPOBbI€ MJIOLIAJIKH J0JKHBI ObITh
JIOCTYTIHBI JI/151 IETeH C OrpaHUYEHHBIMU
(bH3MIeCKUMH BO3MOKHOCTSIMH. OHaKO
MHKJ/II03UBHbBIE HTPOBbIE MJIOLLAIKH —

910 60Jiee paclIMPEHHOE TIOHATHE,

AKTMBHO BOBJIEKalolIlee JIeTel ¢ TaAKUMU

npo6seMaMH, Kak ayTH3M U 1pyrue

HapyllIeHUs] CEHCOPUKH U MEJKOH MOTOPHKH.
[Ipumepnl HrpoBoro 060pyIOBaHMUS,

JIOCTYITHOTO JIJ151 TAKUX JIeTeH:

1) maHenu aKTHBHOCTH TO3BOJISIIOT
JIeTSIM BbIpazkaTh cebsl ¢ MOMOLLBIO
MY3bIKH, YMCTBEHHBIX yIIParKHEHUH
U UCCJICIOBAHUHI Uepe3 PUTM, 3BYK;
nepe/BHKEHHe Pa3HOLBETHBIX LLAPOB
10 NaHe I WK BpallleHue pyJst
B UTPOBOH (hopMe MOMOTaeT yJyulliuTh
KOOP/IMHALIHIO PYK;

2) neperoBopHble TPYOKH JIeNatoT
BO3MOKHBIM TIPOBOJIUTH BPEMSI
B OOLLUEHUH OJIH HA OJIMH HAa PacCTOSIHUH;

3) MmaHaychl ¢ IBOHHBIMU pesibCaMH
00eCrneunBaloT NMepeBUKEeHNE
Ha MHBAJIMIHBIX KOJISICKAX;

4) Kauesu, 1OCTYIHbIE /151 HHBAJIMHbBIX
KOJISICOK, OTJIHYAIOTCS TJIaBHBIM
MOKaYUBaHUEM H OOJIbIIOH
MOBEPXHOCTbHIO MJIOLIA/IKH
JUIS1 PACTIOJIOXKEHHST MHBAJIHHBIX
KOJISICOK;

D) TepaneBTHYECKHE OPYChs U KOJIbLIA
MO3BOJISIIOT YKPEMUTh MBIl BEPXHEH
YaCTH TeJla U PaCTSKKY, YIydllatoT
(hM3UIECKYIO MOJIBUKHOCTh, TOMOTrast
JIETSIM aJIanTHPOBAThLCS HA UTPOBOH
nyoinaske v BHe eé (CE Center).

B HekoTOpBIX MapKax mpuMeHseTcs
MOOHJIBHOE HTPOBOE 060PYIOBAHHUE.
Murepec npeicTap/sitioT HalyBHble
1 MOPOJIOHOBbIE 0OBEMHBIE 3JIEMEHTHI,
KOTOPbIE UCTOJIB3YIOTCS KaK GaTyThl
1 (hOPMbI /151 JJa3aHusl.



OcHoBHast QyHKIMSI COBPEMEHHOM
JIETCKOHM UTPOBOH MJIOLLAJKH 3aKJIH0YAETCS
B OpraHu3allii COBMECTHON UTPbI /s eTel
C pasHbIMH (PU3HYECKUMH BO3MOXKHOCTSIMU
6e3 orpanuuenuii (Play Values).

B crpanax CHI' Bo MHoOrMX ciyyasix
TMPH CO3/1aHUU UTPOBOH Cpe/ibl MHEHHE
CaMHX JleTel HUKaK He YUUThIBACTCSI.
Bapociibie camocTosiTeNIbHO pellator,
4TO HeOOXOIMMO BKJIIOUHTh B COCTAB
3JIEMEHTOB JICTCKOH MJIOLIA/IKH.

B utore B 1BOpOBOM NpPOCTpaHCTBE

Mbl Ha0J1l0/1aeM CTaHAapPTHbIE pelleHus]
pacTupaKMpoBaHHOr0 060PYIOBaHHS,
HeIpHUBJIEKATEJbHOIO 151 y4aCTHUKOB UTPbI.

M3yueHnune noTpeGHOCTH JIeTel O3BOJSAET
CO3/1aBaTh YHUKAJIbHYIO, PA3BHBAIOLILYIO,
MHOTO(YHKIMOHAJIBHYIO CpeLy, ClIOCOOHYIO
3auHTepecoBaTh peG&HKa U BOBJIEUb €ro
B UTPY.

MHK/1103WBHBIE UTPOBbIE MJIOLIAIKH —
9TO MeCTa, T7ie BCe JIETH MOTYT UrpaTh
¥ TIoJlydaTh 60raThiil CeKTp (PU3HIECKHUX,
CEHCOPHBIX M COLMANIbHBIX BIIEYATICHUH.
IT10 MOXKeT ObITh IOCTUTHYTO Gsiarofapsi
0co00MY MOJXO/Y K TPOEKTHPOBAHHIO
M OpraHu3alyy crielMaibHbIX MEpONpUsITHH
B (PyHKIMOHUPOBAHUH IETCKUX HTPOBBIX
MJIOLIAJI0K, CMIOCOOCTBYIOLIUX COBMECTHON
urpe u puanyecKkor akTHBHOCTH JieTel
C LIEJIbIM PSZIOM 0COOBIX TOTPeOHOCTEH
(Nabors, et al. 177).

HrpoByio 1esiTeIbHOCTD B IETCKOH
NpPeIMETHO - TPOCTPAHCTBEHHOM cpejie
MOZKHO Pa3/euTh Ha TPU PYHKIMH:

— (usuyeckas urpa;

— CeHCOpHast urpa;

— coluaJlibHast urpa.

Kaxnast kareropust urpbl BazkHa
115t (pOPMHUPOBAHUS JJUUHOCTH peOEHKA.
[IpaBu/ibHAsT OpraHu3aLys UrpoBOro
MPOCTPAHCTBA C BO3MOXKHOCTbBIO BKJIIOUEHUS
TPEX COCTABJISIONIMX (DYHKLMI UTPbI
103BOJISIET IPOBOJIUTH BPEMSI Ha MIPOBOM
TUIOLIAJIKE C YI0BOJbCTBUEM.

1. Pusnueckas pa3HOBHAHOCTb HIPbI

WrpoBble neiCTBUS, OCHOBAHHbIE
Ha (PU3MIECKOH JIeITEIbHOCTH, TaKHe KaK
BpallleHHe, KauaHue, JasaHue

1 CKOJIbXKEHHE, M03BOJISIIOT pa3BUBATh
pe6G&HKa, BbipabaThbiBasi y HEro
JIeITeJIHOCTb MO3Ta, yJy4luatoT OaJsaHc,
MbILLIEUHBIH KOHTPOJIb U T. JI. (Ostrowska-
Tryzno, et al. 105).

HMcnosb3oBanue 06e3bsiibiX OpycbeB
1 JIPYroro nojBecHoro 060py10BaHus TAKKe
UrpaeT BaKHYIO POJIb:

— 3axBar OpyCcbeB H KayaHHe C OJIHOrO
6pyca Ha Jpyro# NoMoraeT pa3BUTh
MEJIKYIO U IpyOyio MOTOPHUKY
COOTBETCTBEHHO;

— HCIO0Jb30BaHKE MOJBECHOTO
000pY/IOBaHUS TAKXKE CITOCOOCTBYET
Pa3BUTHIO HABBIKOB MOTOPHOTO
JIBUKEHHST, KOOpAMHALMH
u cbanancupopantoctu (The Evolution).
Bpauatouiyecst 371eMeHTbI TO3BOJISIIOT

aHaJIM3MPOBATh MPOCTPAHCTBEHHOE

BOCNpUATHE, pUTM, OasaHc. Hrposoe

000py/I0BaHKE, HATPUMEP KapyCesiH,

npeaycMaTpuBaeT BO3MOKHOCTb BPALAThCs

CHJISl, CTOSI M JIEKA, C PyUHBIMU 3aXBaTaMH

1 Oe3 HUX.

[1pu cKo/MbKEHUU 1I€TH OCBAUBAIOT
BBICOTY, JIBHXKEHUE, OlIyllIEHHe CKOPOCTH
M pUCKa, UyBCTBO PaBHOBECHS.
CoBpeMmeHHbIe TOPKH MOTYT ObITh
MPSIMBbIMH, H30THYTBHIMH, TPyGUaTbIMH,
CMUPAJbHBIMU U T. 1. IHKJ/I03UBHbIE
UIPOBbIE TJIOLIAJKH HA FOPKe
npeycMaTpUBalOT MecTo sl pebEHKa,
4TOObI CHIETh, 10Ka Oy/IeT I0CTaB/eHa
€ro MHBaJIMJHAs KOJISICKA.

DJIeMeHTbl UTPOBOTro0 0OOPYIOBAHMUS,
BKJItouatole (pyHKLUHMIO packauuBaHus,
no0Oy»K1at0T K TBOPUECKOH Urpe, Pa3BUBAIOT
BeCTHOYJISIPHBII annapar, nepeMerias Tes1o
B KayalolleMcst IBUZKEHUH BIIEpE/I-Haza
WJIM U3 CTOPOHBI B CTOpOHy. BapuanTtsl
Kayesieil MOTYT 00eCreyuTb Urpy
JU151 OTHOTO peG&HKA I J1/151 HECKOJIbKUX
nereil. [IpenrycmatpuBaercs pelienue
1 JUISl COBMECTHOTO KayaHHs CO B3POCJIbIMH.
O6opynoBanue B HEKOTOPBIX CJyyasix
JIOJZKHO OBITh PACCUHTAHO HA MTapaMeTphbl
B3pOCJIOrO.

HaBbiku s1a3anus U noJ13aHns BaxKHbl
JU1st pOPMHUPOBaHUS paBHOBECHS,
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KOOPJIMHALIMH, YJTy4LLEeHHs] IBUraTebHbIX

HaBBIKOB, TIO3BOJISIIOT OLEHUTD J0JII0 PUCKA.
CkaJlo/1azaHue pacCuuTaHo Ha pasHble

BO3PACTHbIE KATETOPHH C PUEMJIEMbIM

JJ1s1 HUX YPOBHEM CJIO2KHOCTH 000PYL0BAHMSI.
I ypoBenp (nayTHHHAS CEThb J10 3€MJIH,

JIECTHHLIA C PYYHBIMH 3aXBaTaMu U T. ]1.)

BKJIIOUAET OCHOBHBIE XapaKT€PUCTUKH

(cm. puc. 1):

— pacrnoJiozKeHO HU3KO K 3eMJle;

— TMPUCYTCTBYET HU3KHI HAKJIOH;

— C PYYHBIMH MTOPYUHSIMHU C JIBYX CTOPOH;

— TpejroJiaraeT BO3MOKHOCTb YCTOHYHBO
3aKPEMUTLCS HA a/IbITMHUCTCKOM
000pY/IOBAHUH BCEM TEJIOM;

— YUYMTBIBAET MPOCTOTY MYTH, 110 KOTOPOMY
JOJKEH MTPOUTH peOEHOK.

Puc. 1. Tepputopust puanueckoil aKTHBHOCTH —
TyHHeJIb, Jla3aHHe, 3/1eMeHThbl CTeHKH - aJIbITMHUCTA,
1 ypoBenb ciioxkHocTd. Pucynok 9. B. Hlneitnep.

2 ypoBeHb (CTeHa-aJbIIMHUCT C POBHBIMH
1iaramMmy M XOpOLLUMH JIepzKaTesIsIMU /151 HOT
U PYK) BKJIIOYAeT OCHOBHbIE XapPaKTEPUCTHKH:
— MOXKET UMEeTb HAKJIOH MOJL YIVIOM;

— UMeeT XOTsl Obl OJIMH CI10CO0 YIepKaTh
TeJ1o;

— JUJIs1 JOCTHKEHUSI BEPLIMHBI MTpeJiaraeTcs
HECKOJIbKO MyTeH, U TIepBbIH 1ar
OCYLIECTBJIACTCS JIETKO.

3 ypoBeHb (060pyl0BaHHe 15l CTAPLINX
JleTell — BepTUKaJbHAsl CTeHa, ayTUHHAs
CeTh) BKJIIOYAET OCHOBHbBIE XaPAKTEPUCTHKH:
— BepTHKaJIb;

— MapupyT 10 BLICOKOW OTMETKH;

— pasHblil ypOBEeHb MAPILIPYTOB ( CJI0XKHBIH,
MHOTOXO/I0BOH MyTh, MUHMMaJIbHbIE
ornopbl ), TPeOYIOLIHX JJOBKOCTH.

[Tonzanue Toxke MOXKHO pasjiesuTh
Ha TPH YPOBHSI CJIOXKHOCTH:

— KOPOTKHH TyHHEJIb, PACMOJI0XKEHHbIN

Ha 3eMJ1e UJIM HEPOBHOM MOBEPXHOCTH;
— TyHHeJb, KOTOPbIH MEHSIET BbICOTY;

— MMeeT BapuaHTbl 00X0/1a MeXK1y

YPOBHSIMH.

Muk/o3uBHast urpoBast nJjoliaaxa
npejroaraeT BK/JAOUEHHE pas/IMuHbIX
6aslaHCcEpOB. DTO MOXKET ObITh BEPEBOUHbIH
MOCTHK HJIM OPEBHO, CTOJOUKH Pa3HON
BBICOTBI /U151 lepelliaruBaHusi ¢ OJIHOTO
Ha JIpyro# u T. 1. 10 060pyLoBaHHEe
M03BOJISIET YKPEJISATh YyBCTBO PABHOBECHS,
a HeKoTopoe 000py/I0BaHKE, C OMTOPAMH
JUIS1 PYK, YKPETUISeT MbILIEYHYI0 Maccy HOT
y JIeTell, Hy>KIAIO0LIMXCSl B BOCCTAHOBJIEHUH
JBUTaTebHON (DYHKLIHH.

[1pbIKKH U MOANPLITHBAHHKS
CTUMYJIMPYIOT PAa3BUTHE BeCTUOYJSPHON
CHCTEMBbI, [T03BOJISIIOT OLLEHUTb CBOU
BO3MOKHOCTH B urpe. Halile Bcero
YCTaHaBJIUBAIOTCS MOOUJIbHBIE OATYTHI,

HO aKTyaJslbHO IPUMEHEHHE U CTaTHUHbIX
pelleHui, Mo3BOJISIIOLIMUX NPbIraTh Kak
OJIHOMY YYACTHHKY, TaK U HECKOJIbKHM.

[Ipu npoekTHpOBaHUH UTPOBOH MJIOLLATIKH
pPeKOMEH/1yeTcsl PeyCMOTPETh TEPPUTOPHUIO
JUIs1 KOMaHJIHbIX MI'P, PACCUMTAHHbIX
Ha LIMPOKHH CIIEKTP PeLUeHUH Ui AeTeH
pasHOro BO3pacra He3aBUCHMO
OT UX JIBUTaTeJIbHbIX, KOTHUTHBHBIX
W colMasibHbIX Hapyinenui (Brischetto,
et al. 105) n o6nanarouyx GyHKIHUIMU
6era, XobObl U MepeKaTbiBaHUsI (CM. PUC. 2).

Puc. 2. [Ipumep urposoro npocrpancTsa
JUIst KOMaHIHbIX urp. Pucynok 9. B. IInednep.



ITO MOTyT ObITb JJAOUPUHTBI, [J1€ TPUHUMAIOT
y4acTHe U JIETH Ha MHBAJIMIHBIX KOJISICKAX,
6eroBble MOJIOCHI MPENATCTBHM, T0POKKH
C MOIbEMAMM U CITyCKAMH.

Ha repputopun urpoBoii njiotanxu
BayKHO OPraHH30BbIBATH COBMECTHOE
npebbIBaHUE Je€TEH ¢ Pa3HbIMU
(p13MIECKUMH BO3MOKHOCTSIMH.

[TomuMo pr3ruecKoro pa3BUTHs BayKHO
CO3/1aTh YCJIOBHSI JI/1s1 CEHCOPHOM HUTPbI.

2. CeHcopHast Hrpa

CeHcopHoe UTPOBO€E 060pyIOBaHHE
CrocoOCTBYET CTUMYJIMPOBAHHIO
HH2KEYKa3aHHbBIX UYBCTB.

TakTH/IBHBIE OLYIIIEHHS

JleTn ucesienytoT pasjiMuHble TEKCTypbl
¥ MPUHUMAIOT PelIeHHs O CBOMX OLLYIIEHUSX.
ITOT OMBIT TOMOTAET JIETSM OCBaUBaTh
BU3YyaJlbHble U CJIyXOBbIE CUIHAJIbI.

CeHcopHoe 060py/IOBaHHE H BUJIbI
JIEATENILHOCTH, CBSI3aHHbIE C TAKTHJIbHBIMH
OLLYLIeHUSIMH, BJIOXHOBJISIIOT
1 CMOCOOCTBYIOT PA3BUTHIO JI€TEH.

DTo HanpaBJeHne aKTyasbHO JJIs IeTel
C ayTH3MOM HJIH TeX, KOro 6eCrOKOUT
wym. [Ipennonaraercst BkjtoyeHne 30Hbl,
pacnoJ/Io;KeHHON BaJ/M OT aKTHBHBbIX,
LLIYMHbBIX 30H JI€TCKOH TMJIOLIA/IKH,
npeaaratoled o0opyoBaHue

JUI51 TAKTHJIbHON HTPBI.

3ByKOBbIE CHCTEMbI

JleTu u3naoT cBOU cOOGCTBEHHbIE 3BYKH
C pa3HbIM YPOBHEM TPOMKOCTH.

CyliecTByeT psil IpUMEPOB PUMEHEHHUS
UIPOBBIX 2JIEMEHTOB, MOCTPOEHHBIX
Ha Pa3BUTHH CJYXOBOTO BOCIPHUSITHS (CM.
puc. 3). Ha nyowankax yeranaBauBaoTcst
NeperoBOpHbIE yCTPOUCTBA B BUJIE TPYO,
M03BOJIsIOLIHE 0OLIATHCS HA PACCTOSIHUM,
YJIMUHble My3blKaJlbHble HHCTPYMEHTHI,
M3BJIEKAIOLLHE 3BYKOBOE COIPOBOKIACHHE
C MOMOIIbIO HAXKATHS HA KHOTKH
WJIM T10J1 BO3JIHCTBHEM BeTpa U T. .
Cnabocabllanine 1eTH Ha TaKUX
TUIOLLAJIKAX MOTYT Pa3BUBATH CJIyX.

Kosiopucruueckoe 1 Bu3yaJsibHoe
pelieHms

[IBera u hopmbl cosnator 6orartyio
cpely 0OydeHHsI U TOMOratoT
B KOOPJIMHALIMK MO3Ta U IJ1a3.

Ha tepputopnu 1eTcko nioanKu
JIOJKHBI OBITh 3J1eMEHTBI H 000py/I0BaHHe,
KOTOpPbIE OPraHUYHO BITUCHIBAIOTCS
B MIPOCTPAHCTBO, MPH 3TOM OHH JIOJI?KHbBI
BbI3bIBATh UHTepec y AeTell. LIBeT
M 3CTETHKA C y4ETOM KOHTPACTOB MOTYT
BKJIIOUATh CKYJILITYPbI, (pJiard, MolleHHe,
y30p, CO3/1aBast FAPMOHHUHYIO CPejLy,
CMOCOOCTBYIOLLYIO PA3BUTHIO 3PEHUS
1 3pUTEJIBHO-CEHCOPHOTO Mpoliecca.

Puc. 3. [1pumepnl s1emMeHTOB 3BYKOBBIX chcteM (Spielwert & Sicherheit).
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Hrpa na npupose

Wrpa na npupoje npeujaraet
6oraryio CEHCOPHYIO Cpefly C ILIMPOKUMH
BO3MOXKHOCTSIMH J1J1s1 0OyUeHHUSI.
EcrectBenHnas cpena nomoraert eTsam
CHHU3MTb CTPECC U MOBBICHTb YPOBEHb
BHUMaHus (Moore, et al. 1).

BxJ/iouenne pasiMuHbIX MaTepHasnoB,
pasHbIX Ha OlLLYyTlb, TO3BOJISIET PA3BUBATh
uyBCTBO ocsizanus (Imagination
Playground). MatepuaJsibl MOTyT ObITh
IAAKAMH WJIH 1IepLIaBbIMH, TBEPALIMH
1 MATKHMH, 3¢ PHUCTBIMU. DTO MOTYT
ObITb TaKKe TEKCTYPbI, KaK pe3uHa, TKaHb,
TpaBa, MecoK, KaMHH, MeTaJll U T. [L.
JlonycTUMbI MOBEPXHOCTH C BLICTYNAMH,
HEpPOBHOCTSIMU U pa3pbiBamu. [IpoekTHOE
pelIeHHe MOXKET TOJHOCTBIO MOTPY3HThCS
B TAKTHJILHYIO JI€SIT€JIbHOCTD, TIPEI0CTABHUB
BO3MOKHOCTb ChINATh MECOK, MePesUBaATh
BOJLy HJIH CKATHTbCS € X0JIMa (CM. puc. 4).
Takast pasHOBHHOCTb UTPbI TO3BOJISIET
Jiydllie MO3HABATh OKPY:KeHHe, pa3BUBAeT
TBOPUECKHE TaJaHTHhl.

3. CounaJjbHble HIPbI

JleTckast urpoast nJotaaKa 10/:KHa
npeaycMaTpuBaTh BO3MOXKHOCTD
B3aMMOJIEHCTBOBATD C JIPYTUMH JIeTbMH.
JI151 9TOr0 MOXKHO MPEIOKUTD
000py/l0BaHKE, TI03BOJISIIOLLICE HTPATh
HECKOJIbKUM JIeTsiM cpasy. Hanpumep,
KaueJsid, KOTOPbIMH HEBO3MOXKHO YTPABJISAThH
oiHOMY, 6acKeTOO0JIbHbIE KOJIbLIA, CETKY
115l BoJieid6os1a 1 T. 1. 11l KOMaHIHbIX UTp,
He MpeaycMaTpUBaIoIINX 060pyI0BaHuUe,
BbIJICJISIETCS JIONOJNHNTE/IbHAS TEPPUTOPHS.
3iech 1eTH MOTyT 06LAaThCsl, HAOMOATh,
YUUTBCS APYT Y APYra U COPEBHOBATHCS.

J11s1 opraHu3anmy 3THX 30H CyLLECTBYIOT
NPeIOKEHUST UTPOBBIX «TE€M», B KOTOpbIe
MOTYT ObITh BKJIIOUEHbI CIIEHbI, TEMATHUECKHE
o6pasHble pelleHusi, MOOUIbHOE
obopynoBanue (Mecenena u Musosa 74 ).
Taxue TeppuTOpUM MO3BOJISAIOT PUMEHSTh
HaTypaJibHble U CHHTETUYeCKHe MaTepHasibl
B BHJIe CTPOUTENbHBIX GJIOKOB, BETOK, MecKa,
BOJIbI U T. JI. DTO TMO3BOJISIET IETSIM CAMUM
OpraHU30BbIBATh CBOIO UIPY, HCI0Jb30BATh

o

Puc. 4. ®parmentsl quniomuoit padorsl Tymatait lanbl Ha Temy: «lu3aiiH-KOHUENUHS HHKJIIO3UBHbIX
JIETCKUX IJIOLIAJIOK JYIst ropojia AsiMaThbl»: a) HCKYCCTBEHHbII pesibedh; 6) MHTepaKTHBHAS M/I01LA/IKa;
B) BXOJIHAsl TPYIINA; I') CKaJl0/1a3aHue, 30Ha Pa3BUBAIOLLMX UIP; 1) IaOUPHUHT, BOLOEM, (DOHTAHB,
npupoHas 3ona. Pykosoauress 9. B. Hlneitnep.



npejyiaraeMble MaTepuaJbl [0 CBOEMY
yemotpentio («IIpukntouenueckue
1 MOJLYJIbHBIE TIJTOLIAIKH» ).

3ajaya UHKJIO3UBHON 1€TCKOH
MJIOLLIAJIKH COCTOUT B CO3/IaHHH
MHTEJJIEKTYa/bHbIX, SMOLIMOHAJbHbIX,
CEHCOPHBIX MPOCTPAHCTB, TJle IeTH
C OrpaHUYEHHBIMH BO3MOXKHOCTSIMU MOTJIH
Obl UrpaTh BMecTe ¢ OObIYHBIMH JICTbMH
(cM. puc. 5). [TpoekTupoBaHue Takux
MIPOBBIX MTPOCTPAHCTB HE TOJIbKO H3MEHHUT
CTPYKTYpY apKOB ropojia, HO U yJIy4LINT
JIOCTYITHOCTb FOPOJICKON Cpejibl 1Sl IeTeil
¢ oco6bIMU noTpeGHOCTME (Spielwert
& Sicherheit).

Jlns peuieHust 3TUX Npoosiem
roCy1apCTBEHHBIMU CTPYKTYPHBIMU
NoJ1pas/eeHUsIMH BBOJUTCS PSIZL TPOTPaMMm,
HaleJIeHHbIX Ha 6J1aroyCcTpoHCTBO
00111eCTBEHHBIX MecT. [laHHo# npobJeme
Oblya OCBsILLEHA UIJIOMHast paboTa
Ha TeMy: «JI1u3aiiH-KOHUENLHsT HHKJIFO3UBHBIX
JI€TCKHX TIIOLIA/IOK JI7Ist ropojia AsiMaThl»
Tymaraii Ilausbl, ctynentku KasHUTY
umenu K. M. Carnaesa, kadenpa
apXUTEKTYphI, pyKoBoauTesb [IHeiinep
Dimna BukroposHa (cM. puc. 6).

[IpoexT npenyaraer KOHUENTyaqbHOE
pelIeHue /s MHKJI03UBHOH TJIOLLAAKH
B FOPOJICKOM [TPOCTPAHCTBE ropojia

FEHMAAH
OKCTUTHKALHS:

1. HeBbIcokue ropku
2. Kauenu rmaiinep
3. Kayenu kayanku
4. BatyTsl
5. MckyccTBeHHBIH pernbed
6. Cxanonasanue
7. JlaGupuHT
8. Bonoém, dontansr
9. Tomymmii kopabib
10. Beicokue ropku
11. ViHTepakTHBHAS ILUIOIAIKA

12. Ckeitr romniaixa
VenoBHbIE 0003HAYCHUS:
% JIuCTBEHHBIE IEPEBbSI M KYCTAPHHUKH

Kamun = Ckameiiku

Puc. 5. ®parment unaomuoit pa6otsl Tymarait Jlanbl Ha TeMy: «J113aiiH-KOHLENIHS HHKII03UBHbIX JIETCKUX
MJI0LLAJI0K s roposia Anmatbi»: Tennnan. Pykosomutess 3. B. Heiinep.

Ha cerojnsitiinuii 1eHb BO MHOTHX
KpynHbIX ropogax Kagaxcrana ocHoBHast
YacTh JIETCKHUX IJIOLIAJIOK He NPeIyCMaTpUBaeT
BKJIOUEHHE HUHKJIO3UBHOM UIPHI,
NPUBJIEKATENLHON JIJIs1 PA3JIHUHbIX
BO3pacTHbIX kaTteropu# (Incorporating
play). [TpeamerHo-npocTpancTBeHHast cpeaa
He YUUThIBAET (r3nuecKre 0COOEHHOCTH
cJ1aboCIbIIALINX, CJ1aO0BUASALLMX AETEH.
Pejiko MOXKHO BCTPETHTD MJIOLLAJKY,
MO3BOJISIOLLYIO HAXOAUThCSI BMECTE JIETSIM
C pa3HbIMH (DH3HYECKHMH CITOCOOHOCTSIMH.

Anwmarbl. [TpencraBnennas pa6ora
JI€MOHCTPUPYET COBPEMEHHbIE TeHIeHLHH
10 (yHKLHOHAILHOMY HAMOJHEHHIO IETCKOH
UTPOBOH NPEAMETHO-IPOCTPAHCTBEHHON
cpesbl.

PesynbraTthl

Bo BpeMsi UCCAe/1I0BaHuUs ObLIH BhISIBJIEHBI
OCHOBHBIE KPUTEPHH /11 IETCKOH
MJIOLLAJIKH, OTBEYAIOLLEH COBPEMEHHBIM
TpeOOBAHUSIM:
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CUTYAUMOHHAA CXEMA Cxema dOYHKUMOHAABHOTO 30HUPOBAHMS Paspes A-A
L —rrrrrrrrerrrrerre DKCnAMKAMA:
1. Tuxas 3oHa
2. 30HQ NOABMXKHBIX UFP AAS
Aeten o1 6-12 aeT
3. 30HQ TXMX UTP AT
AeTen o1 2-5 Aet
4. 30HQ PAIBMBAIOLLIMX MID
5. 30HQ NOABMXHBIX UrD
AAS A€Tel OT 7-14 AeT
6. VIHTEPAKTUBHASA NAOLLLOAKQ
7. MPUPOAHAS 30Ha
8. BOAHOA NAOLLLOAKG
9. CKeWT NAOLLLOAKA
10. AQBMpUHT

LLeHTPQABHBIM MAPK KYABTYPbI
1 OTABIXQ MM. M. TOPbKOTO

+ TACBHQR AOPOXKA
+ MPOryACYHaR AOPOXKQ
+ BTopocTeneHHas AopoXKka

POTO TEPPUTOPUM NAPKA
. reHnaaH M 1:500 X Dckum3bl

=4

SkenAvKaLma:

1. HeBbicokvie ropki

2. KaeAn raiaep

3. KayeAn Ka4aaki

4. baryTsl

5. l/chyccmeHHbM pensech
6. CkanoaasaHve

7. AGBPMHT

8. BOAOEM, COOHTGHbI

9. TOHYLLMI KOPABAL
10. BICOKHE rOpKM
11. VIHTEPOKTMBHAR NACLLGAKG
12. Ckelt nAoLLaAKA

YCAOBHBIE OBOIHAMEHMA:
€3 Avicteermbie Aepessa 1 KyCTapHIKN
Kamin = Crameiikm

Kaueas 6aaaHcup
BxoaHas rpynna %’;
£ )
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Puc. 6. Okcnosuuus punsiomuoit pabotsl Tymatait Jlannt Ha Temy: «Jl13aiiH-KOHLEMIUS HHKJII03UBHbIX
JIETCKUX TJIOLIAI0K Jisi ropojia Asnimatbi». PykoBoauresns 3. B. [uefinep.
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1. O6pasHoe pelieHure MJIOLLAAKH — CucremMa KOMMYHHKALME 10J1KHA
TO, KaK IJI0LIA/IKA BBINISUT U KaKoe NpeLycMaTpUBATh BO3MOXKHOCTh
BIleUaT/IeHHE OHA TPOU3BOJIHT. HaXOK/IeHHS JIIoJIel Pa3HbIX (PU3HUECKHX
Y peG&HKa J0J2KHO BO3HUKATh JKeJlaHHe BO3MOKHOCTEH.
UrpaThb, TBOPUTh U IBUrathesl, obmarbes. 3. CBsI3H MeKly 0ObeKTaMH.

2. TlponymaHHoe (yHKLHOHAJIbHOE CoeuHHUTeNbHBIE TOPOKKH
30HMpoBaHue. [TpocTpaHeTBO 10/12KHO He HaBsI3bIBAIOT JIBUXKEHHUE,
ObITb OPraHU30BAHO TaKMM 00Pa3oOM, a MPUIVIALIAIOT UTPAIOLMX IBUraThCs,
4TOOBI UTPAIOLLME HEe MellaJH Apyr MCCJIEN0BATD U UTPaTh.
JIPYTY, MOIJIH YEIUHUTBCS UJIH UTPaTh 4. MHOrodyHKLUHOHAJIbHOCTb.
B OOJIbLLON I'PyIIIe, NPATATHCA, Ha nuiowazke 10/KHO ObITH MECTO

HO He rponajaatb U3 BUly B3POCJIbIX. U /151 aKTUBHOI'O IBU2KE€HHUS,
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Buinonkwna: Tymataii [LA.
CrynenT rp. [u36-14-1p
Pykosoaurens: LUikeinep 3.B.

KOMITOHEHTbI MOTYT CTaTh OCHOBOH
TeMaTHYECKOro HarpaBJIeHHUsl IETCKOH
CpeJibl.

3aKknwuyeHue

PaccmoTpeHHtble NpUeMbl U METO/IbI

MO3BOJIMJIM BHISIBUTD CJIEIYIOLIME TEHAEHIMH

COBpPEeMEHHOT0 (hOPMHUPOBAHHUS JETCKUX

TJI0IA/IOK B TOPOJICKOH CpeJie /ISt BKJIOUEHHS]

UX B IPOEKTHbIE MPEII0KEHHS

M0 PEKOHCTPYKLMH UIPOBbIX MMJI0LIA/I0K:

— 3alluTa JIETCKUX MJI0IIAJI0K OT MapKOBOK,
pasjiesienute nJouiaa0kK Ha ABOPOBbie
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1 KBapTaJ/ibHble C 3aKPbITHEM J0CTYyIIa
B JIBOPOBbI€ [IPOCTPAHCTBA;

— OpraHu3auMsl LeHTPaNTU30BaHHbIX 30H
OT/IbIXa M CIIOpTa Ha YpOBHE KBapTasna;

— BbINOJIHEHHE HEOOXOAUMOTO
(byHKIIHOHAJILHOTO 30HHPOBAHHS,
000py10BaHHE HOBBIMH HTPOBBIMH
KOMILJICKCAMHU;

— TMPOEKTHUPOBAHHE CONIACHO HOPMaM
3ProHOMUKH, COOJIOJIEHHE HOPM
¥ NPaBUJI,;

— TpPUMEHEHHE B IPOEKTaX COBPEMEHHBIX
TEXHOJIOTHH, HCTOJIb30BaHHE TIPUPOJHBIX
MaTepHasoB;

— CO3JlaHHe 3alTOMHHAIOLLEerocs,
LIeJIOCTHOTO XY/I02KeCTBeHHOro obpasa
MJIOLLA/IKH;

— co3JaHKue COBpeMEHHbIX JIaHAIIAPTHBIX
NPOEKTOB MJIOLIAIOK;

— MPOEKTUPOBAHHE HAPYHKHOTO
OCBELLEHHS.

Ha ocHoBe ugyueHHOro MarepuaJa

10 CO3/1aHHI0 6e30apbepPHON Cpe/ibl

JUIs IeTell B IMMJIOMHOM pabote JlaHbl

Tymata#i 6b11a npopaGotaHa cxema

(hyHKIIHOHAJILHOTO 30HHPOBAHHS,

BKJIFOUAOLLAS] OCHOBHbIE [TOJXO0/1bI

NPOEeKTHPOBAaHUSI UTPOBOH cpebl. JlaHHbIH

MpUMep OTpaxKaeT To, YTO Ha TEPPUTOPHU

Ba’KHO OpPraHW30BaTh B3aHMOCBSI3b

JIETCKOH aKTHBHOCTH, TIPH 3TOM CJILyeT

(opmupoBaTh 06pa3Hoe pelleHue,

CMOCOOHOE 0Ka3bIBATH MMOJIOKUTEJBHOE

BJIMSTHUE HA OKPY2KAIOLLYIO CPeLy.

st sToro TpebyeTcst paccMaTpUBaTh
TEPPUTOPHUIO JETCKUX MJIOLIANIOK KaK
Ba’KHYIO 4aCTh FOPOJICKOTO MPOCTPAHCTBA,
rJle MOTYT HaXOAUTbCS MPEICTABUTENH BCeX
BO3PACTOB H (DH3HUECKHUX BO3MOYKHOCTEH.
Topoackum tepputopusim B PecriyOiinke
Kazaxcran Heo6X0oiMbl KOHIIENTyaJbHbIE,
TeMaTHYeCKHe MPOEKThl AeTCKUX TJIOLAI0K
U151 IApKOB, CKBEPOB, IBOPOBbIX
MPOCTPAHCTB, MeUIEXOJAHbIX TEPPUTOPHH.
[Ipu npoekTHpOBaHUH TPEAMETHO-
[IPOCTPAHCTBEHHOMU Cpejibl HE0OXOAUMO
BKJII0UATh MHOTO(YHKIIMOHAJIbHOE
UrpoBoe 060py10BaHUe, KOTOPOe
npejnoJaraeT NpuMeHeHHe COBPEMEHHbIX
TEXHOJIOTHH, MaTepHaJsoB, 000PyLOBaHHUS
C Y4ETOM JICHCTBYIOLLMX HOPM H MTPaBHJI.
CoBpemeHHas ieTcKas MnJoliaaKa
M03BOJISIET CYLLIECTBEHHO KOMIEHCHPOBATh
OrpaHHYeHHOCTb B IBUzKeHHH. MrpoBas
MJIOLLIAMKA 10J2KHA ObITh TEPPUTOPUEH,
M03BOJISIIOLLEN JIETSIM PA3BUBATh CBOU
CMOCOOHOCTH, MPOSIBJISATD JIMACPCKHE
KauyecTBa, yUUThCsl ObITh YACTbIO KOMaH/IbI
BHE 3aBUCHUMOCTH OT CBOMX (DU3HUECKHUX
nautbix (11lenna u CokosioBa 16).
Jl1st 3TOro HeoOXOMMO OCYLLECTBISATh
COBPEMEHHbIE MOJIXO/Ibl PH TPOEKTUPOBAHHH,
YUUTBIBATh OCHOBHbIE (DAKTOPHI,
paccMOTpeHHble B IAHHON MyOJIHKALIUH,
KOTOpbIE BJIUSIOT HA (POPMHUPOBaHHE
UHKJIIO3UBHOH TePPUTOPUU ICTCKOH HTPOBON
TMJIOLLAJIKH B TOPOJICKOH Cpeie.
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ABTOpnapabiH, yneci

3. B. lWHeipep - 3epTTey 6aFbiTbl MEH MacenenepiH asipney, FblnbiMU aaebueTTepai ipikTey,
MaTIHAI CbIHM Tangay >KaHe KaiTa KapacTbipy, TYKbIpbIMAAPAbI KOHLENTyanaay, ’kobaHsl
OpbIHAQYLLbI.

A. B. XooX1KOB - 3epTTey aAiCTeMeCiH xacay, fblibiIMU 9aebueTTepai ipikTey, FblibiMu
apebueTTepai Tanaay, AepekKe3LepMeEH XyMbIC XKacay, MaTiHHIH 3epTTey 6eniriH AarbiHady
XoHe KalTa KapacTblpy.

~
o~
o
o~
Bknap aBTOpOB R
3. B. WHeipnep - pa3paboTtka HanpasneHus 1 npobnem nccnenoBaHus, Noadbop Hay4How 3
wv
NUTEpPaTypbl, KPUTUYECKMI aHaNM3 U f,opaboTKa TeKCTa, KOHLENTyaan3aLums BbIBOAOB, L
MCMONHUTENb NPOEKTA. ~
€
=
2
A. B. Xomxu1koB — pa3paboTka METOL0/I0MMM NPOBEAEHMS UCCIEA0BAHMS, NOAOOP M aHANMU3 "
Hay4HoW nuTepatypsbl, paboTa C UCTOYHMKAMK, MOATOTOBKA M AopaboTka uccnenoBaTenbekoi <
4acTu TEKCTa. 2
&
107
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KA3AKCTAHAAFbI UHK/TIO3UBTI BAJTAJIAP OB BEKTI-KEHICTIK OPTACbBIH
KANbINTACTbIPY EPEKLWEIKTEPI (AIMATbI KAJTACbl MbICAJTIbIHAA)

Anpatna. Kananbik opTafiafbl OMbIH anaHAapbiHbIH, 3aMaHayy Ma3MyHbl OVMblH anaHAapbIHbIH, KOFaMFa
Kanav nampa sKeneTiHiH TyCiHyre HerisaenreH. KoramablK KEHICTIKTEPAIH ayMaKTapbl apTypAi XacTafbl,
9PTYPJli KbI3bIFYLUbIIbIKTaPbl MEH DU3MKANbIK MYMKIHAIKTEPi 6ap agamaapAablH eMip cypy canacbiH
akcapTaTblH aMbeban opbIHAbI KypyFa MYMKiHAiIK 6epeai. bananapablH OMbIH OpPTacCbiH KobanaraHaa
6aprbik 3ac xaHe Guankanbik Kabinet aeHrennepiH eckepy KaxeT. Ka3akcTaH kananapbiHAaFbl OMblH
aNaHapbIHbIH HETi3ri 6eniri MHK3UBTINIK TananTapbiHa COMKEC KeMenai.

YcbIHbIIFAH MaTepuania b6ananapra apHanfaH MHKO3UBTI Kanablk, OpTaHbl KalbINTaCTbIpyFa acep
eTeTiH Heri3ri epexenep TankpllaHaabl. banaHbiH Kypan-xabablKTapMeH apeKeTTecy KbI3METi )XaHEe OHbIH,
[aMyblHa KaHAAlM acep eTeTiHi cunatTansaH. dnuHa BuktoposHa LUHenpep xeTekwinik eteTiH 5B0421
— «[13aiiH» MaMaHAbIFbl BOMbIHLIA OKUTLIH CTyAEeHT [laHa TyMaTtaiabiH, «AnMaTbl Kanachkl 60MblHLWA
WHK/HO3MBTI OVMblH anaHAapblHbiH, AU3aMH TYKbIPbIMAAMAChI» TaKblpblObl 60MbIHLLIA AUNIOMAbIK,
YKYMBbICbIHbIH, HaTUXenepi yCbiHbIaabl. Ka3akCTaHHbIH, ipi KananapbliHAaFbl OMbIH anaHA3APbIHbIH, Kasipri
YKaFaarbl Typanbl TaKplpbin KO3Fanambl.

By )XyMbIC 8pTypAi )ac caHaTTapbl MEH GU3MKaNbIK MYMKiHAIKTEpiHAEri 6ananapabiH,
KXKETTINIKTEPiIH ecKepe OTbIPbIM, KaNaHblH, MHK/I3UBTI 0ObEKTINIK-KEHICTIKTIK OPTACbiH KaNbINTACTbIpy
NPUHLMNTEPIH 3epTTeyre apHaafaH.

OblH anaHAapblH AaMbITYAbl bIHTaNaHAbIPy 9pbip HaKTbl ayMak, YLLiH XeKe Ke3KapacTbl Tafan eTeq,.
bananappblH KXKeTTiNikTepiH 3epTTey 6anaHbl Kbi3bIKTbIPaTblH )XaHE OHbl OMbIHFA TapTa anaTbiH biperei,
[aMbITnanbl, Ken GyHKUMSbl OpTaHbl KypyFa MyMKiHAIK 6epeai. bBananap ovibiH anaHbl 6ananapabiH,
KapbIM-KaTbIHACbIH XEHiNAeTyi Kepek, 6y yLWiH Kayinci3 oMblH 9peKeTTePiH KaMTaMachl3 €Ty KAXET.

ByriHri KyHi OMbIH anaHbiHA Y3aK MeP3iMAiI KbI3bIFYLUbIbIKTbI KAMTAaMachI3 €Ty YLWiH Kananblk,
opTafarbl KONAAHbICTaFbl 6ananap KeHICTiriH KaiTa Kapay KaxeT.

Tipek ce30ep: O¥ibiH anaHbl, OMbIH OPTAChI, OMbIH QYHKLMACHI, UHKHO3UBTIIK, 0ObEKTINiK-KEHICTIKTiK
opTa.

Maiiexces ywin: LLHeripnep, dn1Ha, xaHe AHTOH XoaXMKOB. «Ka3akcTaHaasbl MHKO3MBTI 6ananap
00bEKTI-KEeHICTIK OpTacbiH KaNbINTaCTbIpy epekiwenikrepi (AnMatsl Kanacbl MbicanbiHaa)». Central Asian
Journal of Art Studies, T.7,N2 1,2022,96-114 6. DOI: 10.47940/cajas.v7i1.539.



OCOBEHHOCTM ®OPMUPOBAHUSA MHKNIO3UBHOM OETCKOW NPEAMETHO-NMPOCTPAHCTBEHHOW CPEADI
B KABAXCTAHE (HA NPUMEPE TOPOAA ATMATDbI)

Elina Schneider
Satbayev University (Almaty, Kazakhstan)

Anton Khodzhikov
Satbayev University (Almaty, Kazakhstan)

FEATURES OF FORMING AN INCLUSIVE CHILDREN’S OBJECT-SPATIAL
ENVIRONMENT IN KAZAKHSTAN (ON THE EXAMPLE OF ALMATY CITY)

Abstract. The modern content of playgrounds in the urban environment is based on an understanding
of how playgrounds can benefit society. Territories of public spaces make it possible to create
a universal place that improves the quality of life for people of various ages, diverse interests
and physical abilities. All ages and levels of physical ability should be considered when designing
a children’s playground. The main part of playgrounds in the cities of Kazakhstan does not meet
the requirements of inclusiveness.
The presented material discusses the main provisions influencing the formation of an inclusive
urban environment for children. The function of the interaction of children with the equipment
is described, and what effect this has on their development. The results of the diploma work
on the topic: “Design concept of inclusive playgrounds for the city of Almaty” by a student studying
in the specialty 5B042100 - “Design”, Dana Tumatai, supervisor Elina Viktorovna Shneider
are presented. The subject of the current situation of playgrounds in large cities of Kazakhstan
is touched upon.
This work is devoted to the study of the principles of forming an inclusive object-spatial
environment of the city, taking into account the needs of children of different age categories
and physical abilities.
Encouraging the development of play spaces requires an individual approach for each specific
site. Studying the needs of children allows you to create a unique, developing, multifunctional
environment that can interest the child and involve them in the game. The playground should
facilitate the communication of children, for this it is necessary to provide a safe play activity for them.
Today, a review of the existing children’s space in the urban environment is needed to ensure
long-term interest in the playground.
Keywords: playground, play environment, game function, inclusiveness, object-spatial environment.
Cite: Schneider, Elina, and Anton Khodzhikov. “Features of Forming an Inclusive Children’s Object-
Spatial Environment in Kazakhstan (on the Example of Almaty City).” Central Asian Journal of Art Studies,
vol. 7,no.1,2022, p. 96-114.DOI: 10.47940/cajas.v7i1.539.
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ON THE IDENTITY

OF THE PROCESS

OF CREATING AN ARTISTIC
WORK AND DESIGN

OF PRODUCTS AND GOODS

Sabyrkul Assanova', Vladimir Grigoryan'

! Almaty Humanitarian Economic University
(Almaty, Kazakhstan)

Abstract. Various types of modern design are being intensively introduced into all spheres of life
of our society, affecting the lifestyle. Design, as a specific creative project activity, is in the process
of constant development and is aimed at producing industrial goods that combine practical
functionalism with aesthetic qualities.

The purpose of this article is to draw attention to the problem of blurring the boundaries
of the identity of the plastic arts and design. An analysis of the structural links between the work
of an artist on the creation of a work of art and the design activities of a clothing designer
in industrial design allows us to conclude that at the initial stage of the creative process there
is much in common, but these types of activities are not identical.

The authors of the article used a morphological approach and empirical methods of studying
the problem under consideration to identify the relationships and differences in the activities
of the artist and designer, touched upon the characteristics and features of fine art and design.
An attempt has been made to determine the common features characteristic of art and design,
their distinctive properties and tasks in the process of creating a work of art and industrial product.
The methods of shaping, patterns of composition, tectonics and design in the design of a modern
costume are analyzed.

In the context of this article, the theoretical understanding of the term “design,” proposed
by various authors, is considered. The relevance of the study of the problem addressed in the article
lies in the fact that in the global digital world, with the dominance of new media and technologies,
the boundaries of plastic arts and design are becoming increasingly blurred.

The practical novelty of this study, along with modern trends, is determined by the preservation
of the identity of the creative professions of the artist and designer.

The research methodology is based on identifying common principles and differences
in the creative process of the artist and fashion designer. The process of an artist’s work on a work
of art is an individual creative act. Clothing designer is a specific project activity in tandem
with a designer and a technologist. The arguments given in the article about the work of the artist
and the designer on the final product allow us to put forward a hypothesis that labor processes
are not identical.

The article also touches upon the issues of improving the educational system in the preparation
of specialists in the field of fashion design. The relationship and interaction of the educational
system with production workshops to realize the creative potential and originality of students.
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Training of specialists in the field of fashion design based on the fundamental base, theory, practice
and implementation of student projects in order to promote the image of regional design.
Keywords: artist, clothing designer, fine art, design activity, costume, compositional form shaping,
functionality, graphic and plastic means, tectonics, training of specialists.
Cite: Assanova, Sabyrkul, and Vladimir Grigoryan. “On the Identity of the Process of Creating
an Artistic Work and Design of Products and Goods.” Central Asian Journal of Art Studies, vol. 7, no. 1,

2022, pp. 115-130.DOI: 10.47940/cajas.v7i1.497.

Introduction

Traditionally for centuries, craftsmen
and representatives of applied arts,
due to the level of development of pre-
industrial society, shaped the object world,
making all kinds of utensils, fabrics
and clothing for human needs. Today
the words “cabinetmaker”, “alfreyan”,
“barber” and “tailor” are being uttered less
and less frequently, but the term “design”
has become ubiquitous. Our civilization
remembers a time when artists, as well
as builders, blacksmiths, potters, casters,
weavers, were called craftsmen. Craftsman,
architect, painter, designer — the evolution
of art has delineated their creative process,
and representatives of these professions
have defined their activities. Quite often
events and phenomena occur in society
that are given definitions some time later.
This was also the case with design.

In the last few years scientific
publications have hardly touched upon
the topic of leveling the identity boundaries
of the creative activity of the artist
and designer, as if these concepts have
dissolved, assimilated. “The boundaries
of art and design are becoming increasingly
blurred, and many fields are becoming
universal and interdisciplinary and less
narrowly focused” (Prozorova 85).
This increasing tendency to blur
the plastic arts is occurring with
the significant influence of new
technologies.

The need for research is dictated
by the modern tendency to level the identity
of the creative process in the work

of the artist and designer. In the context
of this study the etymology of the term
“design”, the characteristic features

of the creative methods of the artist

and designer, the results of their work
and consumer perception of the final
product are considered.

The purpose of this article is to focus
attention on the problem of the identity
of the plastic arts, whose main principle
is proclaimed “form and content”
and design, whose motto is “form
and function”.

The main task of the authors
of this material is to conduct a comparative
analysis of the work of the artist
on the easel work and the industrial
clothing designer on the design
of the costume. On the basis of the analysis
to identify the inherent identity of the artist
and the designer. The research includes:
study, observation and analysis
of the creative work of the artist
and designer to identify their common
features, distinctive features, the degree
of their mutual correlation.

Since the middle of the nineteenth
century, the term “industrial art” began
to be used. Technical advances, industrial
production required new solutions, new
principles of shaping. The need to attract
artists to the production to participate
in the shaping of industrial products,
appeared at the First World Industrial
Exhibition in 1851, held in London.

The exposition demonstrated the
technological solution of many products
and revealed their aesthetic shortcomings.
“Design stood out as an independent



profession at the beginning

of the twentieth century, solving the
problem of aesthetization of the object-
spatial environment, set by social and
scientific- technical development”
(Dosmurzin 95).

The term “design* was first applied
to industrial products in 1919.

The English artist Joseph Sinel
(1889—1975) introduced the definition
by using the phrase “industrial design”
to refer to a new field of artistic object
creativity aimed at industry with

its advanced machinery, designed

for the mass production of products.
“Design (from English design-design,
draw, conceive) is a term denoting a kind
of artistic and design activity, covering
the creation of industrial products

and aimed at improving the human
environment of objects” (Berdnik 111).
The formation of design is the result

of the penetration of aesthetics into
technology, the involvement of the designer
in the production process. This situation
contributed to the revision of the aesthetic
assessment of form and stimulated
designers to become a full participant

in the process of creating new industrial
products.

The development of design schools after
World War I contributed to the emergence
of a narrow professional understanding
of design, meaning the design- artistic
activity to develop industrial products
with high consumer and aesthetic
qualities. Candidate of cultural studies
N. Koveshnikova in her article “Paradigms
of Design Culture” asserts that “in design
practice of that time there was an active
process of self-identification
of the profession which explains
the aspiration to reveal specificity
of a new kind of activity, than its genetic
and other communications with art were
underlined” (22).

During this period, the theoretical
and practical foundations oimodern
designwere laid. The main goal of all

developments of designers is to create
comfortable, functionally justified,
aesthetically coherent design products.
“Modern design is a kind of art and design
activity, covering the creation of industrial
products and the rational formation

of a coherent object environment”
(Safina 3). Design is a link between

the technical and humanitarian spheres
of culture. The issues of identity raised

in the article and defining the specific
boundaries of the creative process

of the artist and designer are relevant.

Methods

“Design as a phenomenon has been
denoted by various concepts: ‘technical
aesthetics’, ‘design activity’, ‘industrial art’,
‘decorative and applied art’, etc. A literal
translation of the Latin word ‘desianare’
meant ‘to define, to designate’. Alberti
was the first to introduce the word
‘disegno’ — ‘drawing, blueprint, project’ —
into texts on the history and theory
of architecture of the 15th century.
The term later found its way into English-
language literature (‘desin’) and meant
‘to project, to construct. The Oxford
Dictionary (1588) defined ‘design’
as ‘a plan or scheme conceived by man
of something to be realized, the first
sketch of a future work of art’” (Gulyaev,
Gulyaeva 158).

To carry out the study of the problem
touched upon in the article identity
of the process of creation of an artwork
and design-product, the following methods
were used: morphological, empirical
and inductive.

Empirical research methods include:

+ the study of a variety of sources;
analysis of the information obtained;
observation;

+ professional experience.

Among the methods of research
was also used morphological, allowing
to determine the purpose, formulation
and consideration of the problem.
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The research was conducted on the basis
of direct and indirect statements, analyzed
data from various sources concerning
the issues of the term “design” formulation,
the identity of the plastic arts and design
activity in the work of the artist and designer.
The subject of the study are
the distinctive features of the process
of creative work of the artist and designer
on the final product.
Research methods are aimed
at a comparative analysis to identify
the identity of the process of professional
activity of the artist and designer,
and consumer perception of the results
of their work.
To identify the significant difference
in the professional activities of the artist
in the visual arts and the designer
in the design process and their final
product in the study used the method
of observation, comparative analysis
and visual way of the problem considered.
The goals and objectives of the creative
process of creating an end product
in the fine arts and industrial design are
opposite. “However, the steady spread
of design to all new areas of the object-
spatial environment, as well as the close
connection with industrial production
and the latest advances in science
and technology complicate the definition
of the specificity of design, blur the ideas
about its boundaries” (Koveshnikova 17).

Discussion

Creative individuals, dissatisfied with

the classical samples of fine art of previous
eras, proposing and proclaiming alternative
concepts and manifestos, to the greatest
extent sought the avant-garde search

for new artistic forms and expressive
pictorial means. Representatives of a new
type of creative activity — designers, whose
task was to transform the object-spatial
environment, aimed at creating new forms,
which disclose the artistic properties

of its constituent elements and the logical

validity of the principles of compositional-
artistic form-formation, were not left out.

Nowadays, the clear boundary between
art and design, whose basic principles
are not identical, is no longer relevant.
They form a symbiosis — a kind of equal
borrowing of principles that allow
the realization of new objects of design.

In his essay “On the Spiritual in Art”

V. Kandinsky, an outstanding artist,
teacher and art theorist, paid attention

to the interaction of different types of art
and noted, in particular: “So, gradually
different types of art begin to strive

to express in the best possible way what
each of them has to say, and in so doing

by means wholly inherent in it” (71).

“Thus we see that each art has inherent
powers which cannot be replaced

by the powers of the other” (Kandinsky 74).
The artist and designer realize their creative
potential in their field of endeavor.

The artist realizes his or her potential

in the author’s work, the designer embodies
his or her concept into a visual object.

Paying attention to design activity,

N. Koveshnikova believes that “the basic
components are: design ideology, design
methodology and professional practice.
...Design ideology is the main idea,
semantic orientation of goals, tasks

and means of design. ...Design
methodology determines comprehension
and development of a set of means

and methods of design, adequate

to the value and semantic content

of design activity within the framework
of this or that design ideology.
Organizational, institutional forms

of design as a field of professional activity
determine its design practice” (19).

The practical skills and competencies
that educational institutions provide are
essential to realizing creativity and success
in design careers. Kylie Budge, author
of an article on university academic
disciplines in art and design, writes,
“Definitely terms are used broadly
and inclusively so that art and design



disciplines generate... This definition does
not suggest that art and design disciplines
are identical. By grouping them together,
[ recognize their disciplinary differences”
(3). Effective training of competent,
versatile fashion design professionals
in educational institutions in the Republic
of Kazakhstan should focus
on the development of regional and art
design. Typical curricula should provide
the acquisition of basic, theoretical
knowledge in interaction with the practical
design and implementation of the product
in the production workshops
of the educational institution.
The experience of Bauhaus,
in the educational process of which
the foundations of modern design were
laid and the artistic disciplines
and production workshops closely
interacted, is relevant and in demand.
Currently, the creation of competitive
domestic light industry products is urgent.
To implement this goal it is advisable
to organize a student center design studio,
where in parallel with the educational
process, senior students could implement
the acquired theoretical knowledge
and practical skills and embody their
conceptual ideas in the collections, which
reflect their identity, skill and competence.
“Relying on the experience of leading,
industrialized, countries where the process
of design and technological cooperation
takes place, we should implement a new
model of learning based on the integration
of artistic and technological disciplines
that form the competences of students”
(Gabrielyan 53). Activity, enthusiasm,
determination, practical implementation
of projects with elements of identification,
will allow them to organize annual shows
and display their collections, to participate
in national and international competitions.
Considering long-term pedagogical
experience, for successful preparation
of the certified experts in the field of various
kinds of design (advertising design, interior
design, fashion design) we consider

expedient the optimum number of trainees
in group to increase to 7—10 or 10—15
people. The similar practice exists
and justifies itself at many universities
in Russia and Czechia. Among them,
for example, St. Petersburg State
University of Industrial Technologies
and Design, Czech State University
in the city of Pilsen.

Improving the professional growth
and skills of students is impossible
without the active interaction
of the design studio of the educational
institution with representatives
of the regional industrial sector.
“Particular attention is paid to the results
of project activities and the description
of the competencies and skills acquired
by trainees in the course of the project”
(Litovchenko 501). Involvement
of representatives of small and medium-
sized businesses working in the Fashion-
industry or interested in the development
of regional design, financing of student
projects will have a direct impact
on the formation of professional skills
of future professionals. The implementation
of student design studio activities
is especially relevant in the context
of the globalization process, which has
the property of blurring the regional
features of culture.

Costume, like other design objects
in the urban environment, attracts
attention and has an impact
on the inhabitants of the metropolis,
forming their visual culture. The authors
of the article by I. Kuzmina
and O. Dzhuromskaya “Classical Laws
of Form Formation in Architecture
and Art” state that “in our time exclusively
in design the person is seen as a central
design factor” (Kuzmina 98). The person
in costume complements the visual space
of the object-spatial environment.
The costume, interacting with the person,
is a visual indicator of the difference
and preference of the individual. The fabric,
possessing illusory properties, is able
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to visually hide some of the disadvantages

of the human figure. The authors

of the textbook “Material Science

(Costume Design)” believe

that “the appearance of both clothing

and materials for sewing have a decisive

influence on consumer demand

for products, their competitiveness. Buying

a thing, the buyer first of all pays attention

to its external design, seeking to satisfy his/

her aesthetic needs” (Kirssanova 381).
Clothing design, its mission —

to transform and make people beautiful —

is a fundamental criterion in the design

of a costume, relevant and in demand

in modern society. In order to satisfy

the tastes and interests of consumers

of different age and social groups,

the clothing designer in production,

when designing a new assortment

of different purposes, must take into

account regional peculiarities.

“...In the atmosphere of a cultural paradigm

shift, the world of classic luxury needs

to acquire a new identity in order to prove

its belonging to the actual processes

taking place in society, thus creating

a new positioning strategy” (Makeyeva 515).
Having a decent cultural heritage

and inspired by the diversity of forms

and brevity of color arabesques, modern

designers of Kazakhstan in the process

of creative shaping, using the techniques

of stylization and transformation, interpret

ethnic prototypes into a modern design

product. The creative process

of the artist’s work on the artwork

and the multifunctional activity

of the designer, aimed at transforming

the object-spatial environment

and designing industrial products,

are not identical. Initially, when getting

down to designing a future costume

or object, a professional designer

must take into account several factors

for the product, namely anthropometric

features of the person, tectonics —

the interaction of form and construction

and the principles of artistic

and compositional form-formation.

In the context of globalization, which
contributes to the blurring of identity,

the introduction of elements of national
culture in the design of clothing

in the form of value orientations,

is a key factor in determining the ideology
of design. “Globalization inevitably leads
to the emergence of common traditions
and habits, but this does not mean that
differences have completely disappeared.
On the contrary, previously imperceptible
cultural features come to the fore”
(Borissova 148).

Results

There are main types of design: graphic,
industrial, environmental, landscape
and their varieties. At present there is
an origin and formation of new types
of design, corresponding to the peculiarities
of separate spheres of design: ecological,
futuro- design, art-design, exposition,
engineering. Regardless of the types
of design and their specificity, they
all have a common basis — the synthesis
of rational and artistic ideas aimed
at creating a design product, characterized
by a clear functional conditionality
and artistic expression, which contributes
to the use of basic principles
of the compositional and artistic form
of formation. The authors of “The Future
Aesthetics of Technology: Context
Dependent Theories of Design and
Philosophy of Technology” believe that
“one of the main themes of contemporary
design is the application of ethics to design’
(Eggink 202).

In 1969 at the Congress
of the International Council of the Design
Organization (ICSID) the following
definition was adopted: “The term design
is understood as a creative activity,
the purpose of which is to determine
the formal qualities of objects produced
by industry. These qualities of form refer not
only to appearance, but mainly to structural

,



and functional connections which transform
the system into a coherent unity from
the point of view of both the producer
and the consumer” (Krasnoschekov 6).
Taking into account the etymology
of the term “design” and referring to the
statement of the International Council
of the Organization for Design (ICSID),
allow the authors of the article to conclude
that “design is a creative, specific
multifunctional design activity”.
The process of making a suit for various
purposes in the clothing industry has
its own characteristics and involves
a production cycle and collective work.
In the process of creating a new assortment
of clothing the following are involved:
designer, designer, technologist. Designer
in production, having received an order
to produce a suit of a certain purpose
or season, taking into account
the specifics and features of the assortment,
the availability of textile materials,
their properties and texture, trends
of modern fashion, to implement the task
performs a lot of research sketches, offering
shape, silhouette, color and appearance
of the future model. Designing a suit,
the designer should consider such factors
as: proportionality and integrity, tectonic
appropriateness of its internal structure
and external form. Apart from the aesthetic
qualities of appearance, the designer
should consider convenience, comfort,
functionality, ergonomics and economy
in the suit being created. For the further
work over the approved variant of the sketch,
a constructor comes. He embodies
the ideas of the designer. The designer
develops a constructive basis for the new
model, creates templates for all elements
of the suit for further cutting from fabric.
Tectonics of the costume is expressed
in the form of work of the material
and construction. The costume combines
a harmonious relationship of form,
construction, material, function and purpose.
The author of the book Making
Patterns 1. A. Radchenko considers

aesthetic, functional and ergonomic
requirements that are necessary when
designing a costume. He writes: “Aesthetic
requirements are determined by perfection
of composition and color model’s solution,
harmony, proportionality of parts

and the whole, plastic expressiveness

of form, tectonicity, stylistic connection

of clothes with the object world, novelty

of model and design, marketable
appearance.

— Ergonomic requirements.

Includes a set of anthropometric, hygienic
and psychophysiological requirements.

— Functional requirements.

They are determined by the correspondence
of clothes for a specific purpose:

the compositional structure of the model,
construction and materials, age peculiarities
of the body, the appearance and psychological
development of consumers. The nature

of the model, fabric, trim, color solution
should meet the tastes of consumers”

(7). The results of the study confirm

that creativity and traits of representativeness
in the work process of the artist

and designer does not imply their

identity, but only some degree of mutual
correspondence.

Art and design are creative activities,
but they are not identical. The initial stage
of clothing design — the sketching part,
which embodies the initial idea, concept,
inspiration, is closest to the creative
process of creating original graphics
or easel painting. They are brought
together at this stage of activity by the use
of identical materials, graphic and plastic
means, laws and principles of compositional
shaping: rationality, structure, imagery
and integrity. “Drawing is the most
direct way of communication between
the designer and the consumer. Drawing
emphasizes the man-made essence
of the design process, clearly illustrates
the thought process of its author, as well
as creates the impression of exclusivity
and rarity in the visual presentation
of the project” (Kucherenko 88—89).
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The well-established term “artist” is
traditionally associated with the plastic arts:
painting, drawing, sculpture. “Different
types of art are creative, creative, because
there are no pre-prepared solutions
to problems. An infinite number
of variations and individual interpretations
are possible. Tasks in art vary in complexity
and specificity. ... The artist limits himself
by setting wide or narrow limits. Architect,
graphic designer, industrial designer
are usually given tasks with specific
requirements and clearly delineated
boundaries of possibilities” (Lauer
and Pentak 15).

Personal long-term creative experience
and study of the work of masters of fine arts,
observation of the work of famous artists
of Kazakhstan H. Kurbanov, A. Esdauletov,
D. Aliyev and others allow us to conclude
that the creation of an easel painting
from conception to its final implementation
is an individual and multi-step process.
Graphic sketches and drafts made from life
and by imagination are auxiliary in nature,
exploratory sketches in which the artist
determines the layout, main characters,
focal point, and proportional relations
of various plans of a future work.

The main subjects for the works they
draw from their memories and internal
perception of the environment.

Atfter satisfaction with the sketches,

the artist proceeds to the main work

on the easel painting in oil painting
technique. If necessary, he can violate

the proportions, change the angle,

the coloring, position the figure

on the plane or in the air space to achieve
integrity and harmonious unity of all
elements of the picture. The artist, using
pictorial means, expresses his inner world,
ideas, relying on his experience, talent
and intuition, creates a unique work of art,
satislying his need to create. “Fine art

is still focused on the artist’s personal
reflection of processes of particular
importance to the religious, moral,
aesthetic self-knowledge of man; while

design is intended for the mass creation

of artifacts, improvement of the living
environment, pursues utilitarian goals”
(Gulyaev, Gulyaeva 159). The whole
process is performed independently. He is
the author, the “director”, “the conductor”
deciding in what style, in what color
scheme, in what sequence to write his work.

Fashion designers, representatives
of high fashion, have the same freedom
of action. The fashion designer is the author
of the collection, who is involved
in the process of creating the model.

The process of creating an author’s
collection is a characteristic feature and
privilege of haute couture representatives.
The choice of style, textile fabric,

color, texture, fittings, decorative trim,
accessories — this right belongs

to the fashion designer. Traditionally

the author’s collection for spring- summer,
autumn-winter seasons is made mainly

by hand in a single copy. Each item,
costume detail, surface finish when
decorating form an integrity. The annual
shows demonstrate original, extravagant,
exclusive, distinctive and emotionally
expressive costumes. In such collections
fashion designers use different means

of shaping — combinatorics and kineticism,
transforming elements, the use of which
cannot be explained by functionality.
Fashion designers realize their originality
and creative potential, charisma

and worldview by offering new, alternative
methods of design. Such collections

are perceived and appreciated as works

of art. “So, design, or the artistic design

of costume belongs to the field

of architectonic art and has two functions —
aesthetic and practical” (Berdnik 12).

Fine art is dominated by the unique
work created by the artist, while industrial
costume design emphasizes utilitarianism,
ergonomics and aesthetic quality of serial
products for the mass consumer.

Having considered the process
of creating works of fine art by an artist and
the design activity of an industrial



clothing designer, we can conclude

that the goals and the end result

of creativity of the artist and the designer

are different. The author of the book

“Fundamentals of Artistic Design

of Costume and Sketch Graphics”

T. Berdnik writes: “All types of fine art serve

only one purpose — to satisfy an organic

human need for beauty. Neither painting,

nor graphics, nor sculpture can be used

in practical human activities. In other

words, they all have only one function —

aesthetic” (Berdnik 11). Industrial

clothing design, visual and other arts,

together solve the problems of consumers

and influence the formation of the culture

of modern society. Different look

and the results of labor — the final product

of the designer and the artist. The final

product is different for their intended

purpose and is the opposite. The consumer,

as a viewer at the same time, differently

treats and perceives the work of art

and industrial products. “The perception

of a work of fine art not only testifies

to the individual, artistic and imaginative

uniqueness of the creator, but also

characterizes the collective forms

of experience peculiar to his era” (Gulyaev,

Gulyaeva 158). The author of the article

“Modern Communicative Model

of the Process of Creation and Perception

of Artistic and Design Works” writes:

“The only difference is that it takes less

time and a less prepared viewer-consumer

to cognize a design product. Whereas

the perception of a work of art always

requires a skilled viewer” (Gabrielyan 40).
The process of creation and perception

of industrial products, so necessary

for the existence of modern form

in clothing design, requires adaptation

by the consumer in the realities of digital

technology. “The combination of not

just different, but often directly opposite

factors of genesis and evolution of design

gives reason to conclude that, developing

throughout the twentieth century

in the general course of related areas

of creative activity, it remains a specific
phenomenon of modern culture”
(Koveshnikova 17).

The established correlation and lack
of collision between the fine arts
and design, each of which has its own
range of functional application in its field,
does not mean their complete fusion.
The results of the study confirm
that the creative beginning and features
of representationalism in the work process
of the artist and designer do not imply
their identity, but only some degree
of mutual correspondence.

Despite the age of rapid digitalization,
clothing design will be in demand
in modern society. The development
of new technologies used in the design
and production of clothing in the light
industry, the involvement of an erudite,
knowledgeable and talented designer
provide unlimited opportunities
for the realization of creative ideas.
Modern technologies and the designer’s
entelechy and competence will allow
to create a new assortment distinguished
by originality and novelty, which guarantees
commercial success and profitability
of production.

Conclusion

Just as a century ago, when designers
were invited into production to modify

and bring harmony, proportionality,

and coherence of elements — the leading
components of beauty — into industrial
products, so today designers are relevant
and involved in the continuous creative
process of form formation. In the industrial
era, when culture was no longer canonized,
fashion designers each decade exercised
their creative abilities in design activities
and brought changes in form formation

in a modern context. In today’s society,
political, societal, and cultural change
resonate in the design activities

of designers and beneficially affect all
aspects of everyday life. Reproducing,
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transforming, and interpreting outdated
forms, and innovatively creating new
creative and alternative design objects,
remains the designer’s primary task
in design activity. “Designing —
the transition from the object approach
to the subjective and their combination
of ‘designer-subject’, with a certain degree
of freedom, chooses resources and creates
a new reality. Of course, man does not
become the demiurge, but modern design,
having survived the dictates of styles,
has gained the ability to choose”
(Pavlovskaya 66).

Design is not a static phenomenon,
but a dynamically developing one.
Based on the results of the study,
the characteristic features of the individual
work of the artist over an easel work
and the designer over the design
of a costume in tandem with the designer
and technologist were determined.
Designers, maintaining continuity,
feeling new trends and the pulse of time,
adequately assessing the consumer
audience, are called to create interesting,
original, sought-after forms in tandem
with practical functionalism and aesthetic
qualities in their design activity.

The boundaries between fine art
and design are fluid and conditioned
by the material of embodiment. The results
of the study confirm the relevance
of the raised in the article problem
of identity of artwork and design-product.
The current practice of interpenetration
of expressive means, borrowing, synthesis
between different types of art does not mean
a complete assimilation and dissolution
of plastic arts. “Such a juxtaposition
of the means of the various arts,
this borrowing of one from the other,
can only be successful if it is not external,
but principled. This means that one art
must learn from the other how to use its
means; it must learn in order to then apply
its own means according to the same
principle, that is, to apply them
in accordance with principles peculiar

to it alone. Learning this, the artist must
not forget that each means has its own
special application and that this application
must be found” (Kandinsky 72—73).

The plastic arts have their own specific
characteristic techniques and expressive
means to create an original artistic work.
The main characteristic for the artist,

in addition to the materials and tools
necessary to create a painting or sculpture,
painting or sculpting a work of art is

an individual, intimate act of the artistic
process, which is the result of the artist’s
thought activity.

Clothing designers, not staying
in captivity of stereotypes, involved
in the cultural process, use their potential
in accordance with their application tasks.
The authors of the article “Automated
Design of Woven Patterns with the Effect
of Volume Visual Perception” state
that “The modern consumer has high
requirements not only for the aesthetics
of a suit /clothing/, but also for ensuring
a harmonious combination of physiological
and technological factors characterizing
the condition of its user. The concept
of creating products and, in particular,
clothes, combining signs of comfort,
aesthetics and innovative technological
possibilities, has reached the highest point
in the sphere of the world style and fashion
industry” (Presnetsova 52—>53).

The source of inspiration for the fashion
designer is the person himself, his
physique, hair color, eye color, his desire
to dress and the ability to appreciate
the costume. The designer’s openness
to perceive the outside world — the variety
of plant and zoomorphic whimsical
and unusual forms of nature —
is an inexhaustible source of creativity.
Project activity of specialists in the field
of clothes design can breathe in new
alternative concepts in the form of industrial
products in the interaction of accumulated
global experience and modern technology
with regional characteristics and elements
of identity. A toreador, masterly gesturing



with a red cloth, influences the bull interaction, and collaboration between

and provokes a duel. In the same way, design and fine arts enhance, in addition
a variety of fabrics, their color and texture, to the functional value, the aesthetic quality
touch, touch and tactile sensations can and exclusivity of the collection, as well
draw different associations from as the emotional and symbolic component.
the memory and stir the imagination Such a tandem has promise and future.
of the designer and prompt the creation Design is evolving, generating new
of a new, original collection. directions of development, spreading its
“Culture and art create a halo influence on all spheres of life in modern
of chosenness and high perceived society and positioning itself as a universal
value” (Ochkovskaya 7). Collaboration, tool.
N
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Ca6bipkyna AcaHoBa

Asmatbl ryMaHHTapJIbiK SKOHOMHUKaJbIK yHuBepenTeTi (Asmvarnt, Kazakeran)

Baanumup I'puropbsin

AsmMaTbl ryMaHUTaPJIbIK SKOHOMHKaIBIK yHHBepcuTeTi (Anmatsl, Kasakceran)

KOPKEM LUbIFAPMAHbIH XOHE OHIMAEP MEH B¥UbIMAAPAbIH AU3AUHbIH
XXACAY NMPOLECCIHIH COUKECTINITI MBCENIECI BOMbIHLLA

Anpatna. 3aMaHayM OM3anHHbIH, KenTereH Typaepi 6i34iH KOFaMHbIH, eMip CanTbiHA eHin,

OHbI alKbIHAANAbI XXaHe OfaH acep eTeai. [ln3aiH — cneundukanbik, WbFapMallblbik Xxobanay
9peKeTi peTiHAe, TYPaKTbl JaMy NPOLECCiHAe XaHe NpaKTUKanblK QYHKLUMOHANU3M 3CTETUKANbIK,
KaCMeTTepMeH yMneceTiH eHepKacin eHiMaepiH eHAaipyre 6aFbiTTanfFaH.

KapacTtblpblnbin oTbipFaH MaceneHi 3epTTeyaiH MopdonorusblK Ke3Kapacbl MEH IMMUPUKANBIK,
9iCcTepi KONAaHbINAAbI, ON CypeTLli MeH AU3aiHepAiH ic-apekeTiHaeri 6arnaHbicTap MeH
avibipMaLUbINbIKTapAbl aHbIKTayAaH Typaabl. CoHaan-ak, 6eriHeney eHepi MeH AM3aiHHbIH CMNATTaMachl
XaHe epekLenikTepi Maceneci ko3fanagbl. LLibiFapMaHbl XxaHe eHepKaCinTik eHiMAi Xacay npoLecciHaeri
©HEep MEH AM3aiHFa ToH OpTak benrinepai xxaHe onapabliH, epeklle KacMeTTepi MEH MiHAETTEPIH
QHbIKTay SPEKETI Xacanaabl.

Byn MakanaHblH, MaKcaTbl — MIACTUKANbIK OHEPEP MEH AM3aH apacbiHAaFbl COMKECTIKTIH,
LeKapanapbiHbiH, OYAbIHFbIPAAHYbl MaceneciHe Hasap ayaapy. CypeTiwiHiH eHep TybIHAbICbIH YKacayaafbl
YKYMbICbl MEH AM3ANHEPLiH 6HEPKCINTIK AN3aiHAAFbI )X0BAbIK, KbI3METi apacbiHAAFbl KYPbUIbIMABIK,
6arnaHbicTapAbl TanAay WblFapMallblblK, MPOLLECCTiH 6acTankbl Ke3eHiH4e Ken Hapce opTak, AereH
KOPbITbIHAbI XacayFa MyYMKiHAIK B6epepni, ananaa onap cankeccis. AMMaKTbIK, epekLeniktepi 6ap
3aMaHayM KocTioMai xobanayaasbl NiwiHAey aaicTepi, KOMNO3ULMS 3aHAbIIbIKTAPbl, TEKTOHUKA XaHe
KOHCTpyKLUMANay TannaHaabl.

Byn XyMbICTa «An3aNH» TEPMUHIHIH AedUHULMINAPpbl SPTYPAi 3epTTeynep KOHTEKCTIHAE
KapacTblpblnagbl. Makanaga KketepinreH MaceneHi 3epTTeyaiH e3eKTiniri xxahaHabiK, LMdpIbIK,
anemMae XaHa Meana MeH TEXHONOTUSHbIH, YCTEMIriMeH NIACTUKaNbIK 6Hep Typiepi MeH AU3aiHHbIH,
WweKapanapbl 6apfFaH caiiblH OybIHFbIPAAHbIN Bapa KaTKaHbIHAA.

Byn 3epTTeyaiH NpakTUKanbIK XaHasbIFbl KA3ipri 3aMaHfbl TEHAEHUMSNAPMEH KAaTap CypeTLUi» XaHe
«AM3ariHep» WblFapMallbliblK, MaMaHAbIKTapbiHbIH, ©3iHAIK epeKLenikTepiH CakTayMeH aHbIKTanaabl.

3epTTey aAicTeMeci CypeTLli MeH AM3alHEPAiH, WhlFapMallbliblK NPOLECCiHAEr OpTaK NPUHLMMTED
MEeH aliblpMaLlbINbIKTapAbl aHblKTayFa HerizaenreH. CypeTwiHiH eHep TybIHAbICbIMEH XXYMbIC iCTey
NPOLECCi XeKe LWblFapMaLlblablK dpeKkeT 60abin Tabbnasbl. Kuim ausarHepi — KOHCTPYKTOP XXaHe
TexHonor 6ipirin aTkapaTbiH cneuu@uKanblk Xobanblk KbI3MeT. Makanaaa cypeTili MeH Au3aiiHepaiH,
COHFbl BHIM asCbIHAAFbl XXYMbICbl Typasbl KeNTipiNreH Aanenaep onapabiH 6ipaen emectirii 6omkayra
MYMKIiHAiK 6epeai.

Makanaga KuMiM Au3aiHbl canacbiHAaFbl MaMaHAapAbl Aaspiayaasbl 6iniMm 6epy xyrWeciH xeTingipy
Macenenepi Ko3fanagpl.

Tipek ce30ep: cypeTLui, KuiM amn3aiiHepi, berHeney eHepi, ’ko06anay Kbl3MeTi, KOCTHOM, KOMMO3ULUSBIK,
KanbinTay, GyHKLMOHANAbINbIK, FPAGUKANbIK XIHE NNacTUKabIK, Kypanaap, TEKTOHMKA, MaMaHAap
faspnay.

Haiiekces ywiH: AcaHoBa, Cabbipkyn, xxaHe Bnagnmup IpuropbsH. «<KepkeMm LbiFapMaHblH, XXaHe
eHiMaep MeH ByibIMAApAbIH, AM3aMHbIH Xacay NpoLecTepiHiH carkecTiniri Maceneci 6ovbIHLWAY.
Central Asian Journal of Art Studies, T. 7,N2 1,2022,115-130 6. DOI: 10.47940/cajas.v7i1.497.
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Cabbipkynb AcaHoBa

AsMaTHHCKHI TyMaHHTapHO- 9KOHOMUUecKuit yHuBepcutet (Anmarsl, Kasaxcran)

Baanpumup [puropbsu

AJIMaTHHCKHI 'yMaHHTapHO-9KOHOMHYECKHiT yHHBepcHTeT (Asmathl, Kasaxcran)

K BOMPOCY Ob UAEHTUYHOCTHU NPOLLECCA CO3AAHNA XYOOXECTBEHHOIO
NPOU3BELEHUA U AU3AUHA NPOAYKLUUU U USAENUSA

AHHOTauus. Pa3nnuHble BUObl COBPEMEHHOIO AM3aiiHa MHTEHCMBHO BHEAPSOTCS BO BCe cdhepbl
XWU3HeneaTeNnbHOCTU Hallero obLecTBa, BAMSIOT Ha 06pa3 XM3HM yenoseka. [ln3aiH, kak cneumdbuyeckas
TBOpYECKas NPOeKTHas AesTeNbHOCTb, HAXOAUTCS B NPOLLEcce NOCTOSHHOrO PasBUTUS U HanpaBieH

Ha BbIMYCK MPOMbILUIEHHbIX U3LEIUIA, B KOTOPbIX MPAKTUYECKUI PYHKLMOHANINU3M COYeTaeTCs

C 3CTETUYECKMMU KauecTBaMM.

Llenb naHHOM cTaTbu — 06paTUTb BHUMaHWE Ha NpobaeMy pa3mbliBaHUS rPaHUL, UAEHTUYHOCTU
NAaCTUYECKMUX UCKYCCTB M An3aliHa. AHanu3 CTPYKTYPHbIX CBSA3EM Mexay paboTol XymoKHMKa
Haf CO34aHMEM NMPOMU3BEAEHUS UCKYCCTBA M MPOEKTHOM AeATeNbHOCTbI0 An3aiHepa OAeXAbl
B NMPOMbILLIJIEHHOM AM3aliHe NMO3BONSET CAENATb BbIBOA, YTO HA HAYa/IbHOM 3Tarne TBOPYECKOro
npoLiecca ectb MHOro 06LLero, HO AaHHbIE BUAbI AeITENbHOCTU HE UAEHTUYHBI.

ABTOpaMM CTaTbM UCMONb30BAH MOP(HONOrMYECKMI NOAXOA U SMIUMPUYECKME METOLbI UCC/IEA0BaHMS
paccMaTpuBaeMoi Npobaembl BbISIBNEHUS B3AMMOCBS3EM U Pa3iMunii B AeATENbHOCTU XYA0XKHMUKA
W fu3aiiHepa, 3aTPOHYTbl XapaKTepucT1ka u 0cobeHHOCTM M306pa3uTenbHOr0 UCKYCCTBA U AU3aliHa.
[peanpuHATa NonbiTka onpenenuTb 0bLMe NPU3HAKKM, XapaKTepHble A5 UCKYCCTBA M AM3aiiHa,

MX OT/IMYMTENIbHbIE CBOMCTBA M 334a4M B MPOLLECCE CO3AaHMUS XYA0XKECTBEHHOMO NMPOM3BEAEHUS
U NPOMbILINEHHOrO U3aenus. AHanM3npyTcs MeToabl GopMO0HPa30BaHMS, 3aKOHOMEPHOCTH
KOMMO3ULMU, TEKTOHMKA U KOHCTPYMPOBAHUWE B NMPOEKTUPOBAHMUM COBPEMEHHOMO KOCTHOMA.

B KOHTEKCTe JaHHOW CTaTbW pacCMOTPEHO TEOPETUYECKOE OCMbIC/IEHME TEPMUHA «AU3aNHY,
npepsaraemMoe pasfiMyHbIMM aBTOpPaMu. AKTyanbHOCTb MCCNeA0BaHMS 3aTparMBaemMon B CTaTbe
npobnembl 3aK0YaeTcs B TOM, YTO B 106anbHOM LMbpOBOM MUpe NpU AOMUHUPOBAHUMU HOBbIX Meaua
W TEXHONIOTUI FPAHULLbI NIACTUYECKMX BUAOB MCKYCCTBA M AM3aiHa CTAHOBATCS BCe 6osiee pas3MbITbiMM.

[pakTnyeckas HOBM3HA AAHHOIO UCCNEA0BaHMS, HAPAAY C COBPEMEHHbIMU TEHAEHLUAMM,
onpenensieTcs COxpaHeHNeM UAEHTUYHOCTU TBOPUYECKMX NPOhEeCcHin XyLoXKHMKA U Au3aiHepa.

MeToauKa nccnefoBaHMS OCHOBAHA Ha BbISIBIEHUM OOLWMX MPUHLMNOB M OTAIMYMIA B TBOPHECKOM
npoLiecce XyooXHMKa M An3aiHepa odexabl. [pouecc paboTbl XyL0XKHMKA Haf4 NPOM3BeAeHNEM
MCKYCCTBA ABNSIETCS UHAMBUAYANbHBIM TBOPYECKMM akToM. [In3aiHep opexabl — cneunduyeckas
NpOeKTHasi AeATeIbHOCTb B TAHAEME C KOHCTPYKTOPOM M TeXHO0roM. [NpuBeneHHble B CTaTbe A0BOAbI
0 paboTe XyLOXKHMKA M AM3aiHepa Hafd KOHEYHbIM NPOAYKTOM MO3BONSOT BblABUHYTb TMMOTE3Y,

YTO MPOLLECChI TPYAA HE TOXAECTBEHHbI.

B cTatbe 3aTparvBaloTCcsa TakxKe BONPOChl COBEPLIEHCTBOBAHUS 06pa30BaTeNbHOM CUCTEMbI
npy NOArOTOBKE CNeLUanucToB B 061aCTu AM3aiHa ooexabl.

Kntoyessie cnoea: XynoxHWK, AU3aiHep o4eXabl, U306pasnTeNbHOe UCKYCCTBO, MPOEKTHAs
[LeaTeNbHOCTb, KOCTIOM, KOMMNO3ULMOHHOE (GOpMO06pa3oBaHue, YHKLMOHANbHOCTb, Fpaduyeckme
W NIacTMYeckue CpeacTBa, TEKTOHWUKA, MOATOTOBKA CELMaNnCTOB.

Ana yumupoeanus: AcaHosa, Cabbipkynb, U Bnagumup puropbsH. «K Bonpocy 06 naeHTM4HOCTH
npoLecca co3aaHus XyooXXeCcTBEHHOIO NPOM3BELEHNS U AM3aiHa NpoayKunm u usnenuss». Central Asian
Journal of Art Studies, T.7,N2 1,2021, c. 115-130. DOI: 10.47940/cajas.v7i1.497.
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BHEJPEHUE JUCLHUIIJIMHDI

«KPEATUBHOE

[MPEAITPUHUMATEJIbCTBO»

B KA3AXCKOH
HALIMOHAJIbHOM
AKAJJEMUU UCKYCCTB
UMEHU T. K. )KYPTEHOBA

FOnus Copokuna'

! Kasaxckast nauuonasibHasi akajaemust nekycers umenn T. K. JKyprenosa
(Anmatsl, Kazaxcran)

AHHOTaums. «KpeaTMBHOE NpeanpuHUMaTENbCTBO» — 06pPa30BaTe/bHbIM KYpC, Haf KOTOPbIM rpynna
npenofaBatenei kagenpbl apT-MeHEeMKMEHTA M NPOACMPOBaHMS paboTaet ¢ 2018 no 2022 rog, xota
AKTYyanbHOCTb €ro BHEAPEHMS B y4ebHbIM NPOLLECcC TBOPYECKMX BY30B HAa3pena AaBHO B CBS3M C MEPEXOAOM
MMPOBOM SKOHOMMKM C MHAYCTPUANBHOM Ha MOCTMHAYCTPUANbHYIO (KpeaTuBHyto). B xoae pabotbl
Haz, BHEAPEHMEM AUCLMM/IMHBI NpenofaBaTenv Kadenpbl NPOLLIN KypCbl NOBbILLIEHUS KBaAUbUKaLLUK
1 BOLU/M B MApTHEPCTBO C MIHCTUTYTOM KyNITYPHOTO M KPeaTUBHOIO NpeAnpuUHUMATeNbCTBa
Goldsmiths University of London (Bennkobputanus) u Impact Hub Almaty B pamMkax MexayHapoaHoro
obpa3oBatenbHoro npoekta «Creative Sparks», nposoammoro bputanckum CoeToM. B pamkax
napTHepCTBa bblnn pa3paboTaHbl M NPOBEAEHbBI TDEHWHIU MO KPeAaTUBHOMY NPeAnpUHUMATENBCTRY,
pa3pabotaH cunnabyc kypca Ha 6 kpeautoB ECTS, koTtopbiti ¢ 2020 rofa BHeapeH B y4ebHble
MpOrpamMMbl Mo CNEeLMANbHOCTU KAPT-MEHEIKMEHT. Y CNEeLManucToB ecTb BULEHWE MO PA3BUTUIO
LUCUMMINHBI — B HACTOSILLLMIA MOMEHT BbIXOAMT B NeyaTth yyebHo-MeToamyeckoe nocobue «KpeatmsHoe
NpeanpUHUMATENbCTBO» HA PYCCKOM, aHIIMIMCKOM M Ka3aXCKOM S13bIKax, NIaHUPYETCS NPOBEAEHME
MO3TanHbIX HAYYHbIX MCCNEA0BAHUM U BbIMYCK CNeLManbHOM M y4eBHOM MTepaTtypbl MO NpeaMeTy.
B kauyecTBe pestoMe aBTOp AenaeT BbiBOA: B Ka3axcraHe NpOMCXOAMT pa3BUTUE KPEATUBHOIO
NpeanpuUHUMATENbCTBA, YTO LOKA3bIBAET Pa3paboTka B CTpaHe Ha NPaBUTENbCTBEHHOM YPOBHE
«[1OpOYXXHOWM KapTbl Pa3BUTUS KPEATUBHbIX MHAYCTPUIA®», HO MO PAAY HanpaBIeHWI, TaKMX KaK BHEAPEHMUE
creumanbHbix 06pa3oBaTeNbHbIX MPOrpaMM, Pa3BUTUE TPEHUHIOB, KOHKYPCOB, U3LAHWE KHUT U XKYPHANoB,
HeobxoLMMO paboTaTb aKTMBHO M HE3AMEAJIUTENbHO, MOCKO/bKY Ka3axcTaH MOXET OTCTaTb OT Pa3BUTbIX
CTpaH B NepecTpoiike CBOE 3KOHOMUKM B COOTBETCTBMM C PEANINSMMU U BbI30BaMUW COBPEMEHHOCTY.
Kntouesbie cnoea: kpeaTBHas 3KOHOMUKA, KDEATUBHbIE UHAYCTPUM, KpEaTUBHOE
npeLnpUHUMATENbCTBO, KyNbTypHOE NapTHepCTBO, Creative Spark, MOHETM3aLMS KynbTypbl,
KpeaTMBHbIN Kacc.
Ang yumupoearus: CopokmHa, Honus. «<BHeapeHue aucumnamHbl “KpeatuBHoe npeanpuHUMaTenscTeo’
B Kasaxckor HaumoHanbHoM akagemum nckyccts nmenn T. K. XKypreHosax. Central Asian Journal of Art
Studies, 7.7,N2 1,2022,c.131-142.DOI: 10.47940/cajas.v7il.541.
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BeepeHue

peaTHBHOE MPeANPUHUMATENLCTBO»
K — 3TO JUCLIMIJIMHA,
npuobperatolas Bce GoJbliee
3HayeHHe B COBPEMEHHbBIX peaslusix
MOCTHH/YCTPHAJILHON SKOHOMHUKH.
Kanuranuzaiinsi KpeaTHBHBIX MHIYCTPUH
B Pa3BUTbIX CTPAHAX HAMHOTO MpEeBbILLIAET
otpacsiu HeTenoObIBaIOLIEH,
MalIMHOCTPOUTENLHON, XHMUYECKON
1 JIETKOH TIPOMBILLJIEHHOCTH.

B MHPOBOM HHTE/IEKTYaJIbHOM
MPOCTPAHCTBE aKTHBHOE 0OCYyXKjleH e
BOIMPOCOB KPEaTHBHOH SKOHOMUKH U BCEX
ee acrneKToB, BKJIOYAs CrielHaibHble
o6pa3oBaresibHble TIPOrpaMMbl, HIET
¢ koH1a XX B. CylIeCcTBYIOT HECKOJIBKO
MPOrpaMMHBIX TPOU3BEEHHUI HA TEMY
KpeaTUBHbIX HHAYCTpHi. OcoGeHHO
MHOTO M3/IaHUH Ha aHTVIMHCKOM SI3bIKe,
taknx Kak knura Caves R. E. Creative
Industries: Contracts between Art
and Commerce (Caves). K coxkasnenuto,
aHaJjiora B repeBojie Ha PyCCKHil UJIH
Ka3aXCKHUH sI3bIKH 110KA HET, HO KeJslatolie
MOTYT MO3HAKOMHTbBCSI ¢ 0COOEHHOCTSIMU
npuObIbHOTO OU3HECa B TeaTpe, KMHO
1 KHUTOW3/IaHUH Ha 513bIKe OpUrHHAJa.

B nocsienne rozpl cranu nosiBasiThest
M3JIaHUs U HA pyccKoM i3biKe. Tak, J[aBun
Xeamonpadiil, npodeccop JIuackoro
yHuBepcuteta (Benvko6puranust),

B cBOeH KHUTe «KysibTypHbIE HHILYCTPUU»
JlaeT aHaJIMTHYECKU I cpe3 U3MeHEeHHH

B oTpac/u HauuHas ¢ 80-X ronos

XX CTOJIeTHS 10 HALLUX JHEH
(Xeamonpadiir). O HOBOM, TaK Ha3bIBAEMOM
«KpeaTHBHOM KJlacce» TBOPUECKHX

JIIoJleH, U3MEHSIIOIIMX MUP, TOBECTBYET
kuura Puuapna @nopuibl « KpeaTuBHbIH
KJ1aCC: JIIO/IH, KOTOpbIe CO31al0T OyyLiee»
(Paopuna). AkryanbHyio TeMy MOHETH3ALUH
MHJLyCTPUH KHHO pacCMaTpUBaeT B CBOEH
KHUTe «DKoHOMUKA [0/InByna: Ha uem

Ha caMoM Jiesie 3apabaTbiBaeT
KHHOMHJYCTPHUST» DBapj DMNIITEHH
(Smureiin). O dunocopckom

¥ 5KOHOMHYECKOM TepeoCMbICI€HHH

ypOAHUCTHKH U CBSI3U TOPOJIOB

C KpeaTHBHOM SKOHOMHKOH MOBECTBYeT
kHura Hapabsa JIsnapu «KpeatnBHblil
ropon» (JIsunpu). [Ipornozam

B U3MEHSIIOLLEHCS] SKOHOMHUKE, BJMSIHUIO
HOBBIX TEXHOJIOTHI Ha MIPEeKpacHoe
Gyyliiee KyJbTypbl H UeJI0BeUeCcTBa

B 11eJ10M nocBsitileHa Knuura Tuma O’Peiinu
«WTF? Tun no 6usHec-mojiesisim Gyy1iero»
(O’Petinn). Y, HakoHel1, OIHO U3 MOCIETHUX
U3JlaHui aMmepuKaHckux aBTopos Jlxko3eda
b. I'laitna, lkeitmca X. Tunmopa, kotopble
B CBOEH KHUTe « DKOHOMUKA BIeUaTIeHUH:
KaK MPeBpaTUTh MOKYIKY B 3aXBaThlBatollee
JIeHCTBHE» IAIOT PAKTHYECKHE COBETHI,
Kak paboTaTh ¢ aTMOC(EPUKOH,

cJlelyst HOBbIM MOCTyJ1aTaM SKOHOMHUKH
BIEUATIEHNH, MIABHBIH U3 KOTOPBIX

3BYy4HT npuMepHo Tak: «Tbl He B OU3Hece,
€CJIU Thl He B 1110y-6u3Hece» (I1aiin

u [unmop). K coxkanennto, B Kazaxcrane,
Kak u B LlentpanbHo-Asuatckom

pervoHe, crieliiaJn3npoOBaHHbIX U3TAHUH
Takoro poza rnoka Het. Xorsi ¢ 2019 rona
HauuonasnbHas nanara npeanpuHumaTresei
«AramekeH» 3aHUMaeTCsl BHePpeHHEM

B LIKOJIaX, KOJIEKAX U By3aX Kypca
«OCHOBBI NPEANPUHUMATENLCTBA»,

U151 Yero MOoAroToBJEHbI yueOHble
MaTepuaJibl, Hocsme 6ogee 0OIIUH
xapakrep, 6e3 yueTa acreKToB KyJbTypbl

1 uckycerna (JlyiicenxaHnos, u 1p. ).

AkTyasbHOCTb BHEIPEHHUS Kypca
«KpeaTnBHOE NpeAnpUHUMATENLCTBO»

B Kasaxckoil HaLlMoHaMbLHOH akajgeMHun
uckyccts umenn T. K. )Kyprenosa
3aKJ104aeTcst MpexK/ie BCero B TOM, UTO Kype
J1aeT BO3MOXKHOCTb CTYJIEHTAM Pa3/IMuHbIX
TBOPYECKHX CIEIMATbHOCTEH MOTYIHTh
MHCTPYMEHTbI MOHETH3ALlMH CBOETo Tpyia

B 310Xy CBOGOJIHOTO PbIHKA.

Hosusna nucuuninnbl «KpeatnBHoe
NpernpUHUMATENbCTBO» OYEeBUIHA,
MOCKOJIBKY /10 HelABHETO BpeMeHH 00ydeHHe
npeanpuHuMartesibetBy B Kazaxcrane
6a3upoBaJsioch Ha 0OILKX NPUHLIMTAX,
6e3 yuera crieliuuKH KyJbTypbl
u uckyccrBa. Kype «KpeatusHoe
NpepUHUMATENLCTBO» CTaJ OIHUM



13 MePBbIX, BHEIPEHHbIX B IPOrpPaMMy
rOCyl1apCTBEHHOTO By3a UCKYCCTBA.
Buenpenne mucuunaunsl «Kpearushoe
NPeITPUHUMATELCTBO» CTAJI0 Pe3yJbTaToM
COBMECTHOH paboThl NpernojaBaTe/eit
Kadpeapbl apT-MeHe/LKMeHTa
1 npojtocupoBanus Kazaxcko#
HALMOHA/IbHON aKaJIleMHH UCKYCCTB UMEHH
T. K. JKypreHosa, MHcTHTyTa KYJIBTYpHOTO
1 KpeaTHBHOrO NperpuHUMAaTebCTBA
Goldsmiths University of London
(Besmuko6purannsi) u Impact Hub
Almaty B pamKax MeK1yHapoHOro
o6pasoBaresbHoro rnpoekra «Creative
Spark», npoBopumoro bputanckum
Coserom ¢ 2018 roza.

MeToAabl

[1pu BHEPEHUH IMCLMITIHHBI
MPUMEHSIIUCh PA3JIMUHble TEOPETHUECKHe
1 TipakTHueckure MeTosbl. K reopetnuecknm
MOKHO OTHECTH TaKHe KaK U3ydeHHue
TEOPETHYECKUX UCTOUYHUKOB T10 TeME,
03HAKOMJIEHHE C MUPOBBIM OTBITOM B chepe
KpeaTHBHBIX HHYCTPHI, y4acTHe B KauecTBe
caylaTesiell B crielMaju3upoBaHHbIX
KOH(pepeHIIUsX, aHaJUTHIeCKast paboTa
10 OLIEHUBAHHUIO 0COOEHHOCTEH KpeaTUBHOH
cdepnl Pecniy6sinku Kazaxcran
u [lenTpasbHo-A3naTcKoro permoHa.

K npaktuyeckum MeToaM MOKHO
OTHECTH HEMOCPE/ICTBEHHBIE 111aTH
10 BHEJPEHUIO IUCLMIIUHBI, TAKHE
KaK MoBbllLIeHHe KBATU(PHKALUH
npenojaBatenei Kaheapwl apr-
MeHe/PKMEHTA U MPOJII0CHpOoBaHus Ha Gase
KypCOB, MOArOTOBJIEHHbIX BpuTanckum
CoBeToM B pernoHe; cosnaHue napTHEPCTBA
¢ MIHCTUTYTOM KyJILTYPHOTO H KpeaTHBHOTO
npeanpuHumatenbersa Goldsmiths
University of London (BenukoGpuranus)
u Impact Hub Almaty (Kasaxcran) B pamkax
MeK/lyHapoiHOTO 06pa3oBaTeIbHOro
npoekra «Creative Spark»; noaroroska
1 TIPOBEJICHHE TPEHUHIOB 110 KPeaTUBHOMY
NpearpUHUMATENbCTBY C ydacTHEM
TPEHepOB-TMPAKTHKOB B cchepe KpeaTHBHOM
9KOHOMUKH; pagpaboTKa cuiiadyca

10 MCUMIIIHHE; BHEAPEHHE TUCUUITIHHbI
«KpeatuBHoe MnpearpuHUMaTebCTBO»

B MOIT u PYIT yuatumxcs akanemuu

M0 CrelUabHOCTH «APT-MeHEPKMEHT»;
pa3paboTKa U BbITYCK y4eOHO-
MeToanyeckoro nocooust « KpeatnsHoe
NpeAnpUHAMATEbCTBO» HA KA3aXCKOM,
PYCCKOM H aHIJIHHCKOM $13bIKaXx.

PesynbTaTthbl

Benyiue npenonaBartesin kadenpbl
apT-MeHeRKMEHTA U MPOIIOCHPOBAHHSI,
NPUYACTHbBIE K pa3dpaboTKe IUCLUHIIIHHBI,
ABJISIIOTCS paboTaloluMK B cepe
MCKYCCTBA MPAKTHKAMH -KypaTopamu

1 MeHezKepaMH B 06J1aCTH KyJIbTypbl.

Ha npotsizkeHuu cBOed MHOTOJIETHEH
JestesnbHocTH B Kasaxcrane u 3a pyGexkom
HaMM 6blJI0 OTMEYEHO aKTHBHOE pa3BUTHE
cepbl KpeaTHBHOH SKOHOMHKH

1 ee BJIUSIHUE HA 9KOHOMHUKY U KYJIBTYpy
Pa3BUTBIX CTpaH MUpa. ABTOp OJ1HOTO

13 6ecTcesJIepoB O KpeaTUBHOH IKOHOMHKE
JxkoH XokuHC B cBoell KHure «KpeatnBHasi
9KOHOMHUKA. Kak npeBpaTuThb uaeu

B IeHbIM» nucas: «K KoHly aBaauaToro
CTOJIETHSI TIPUPOJIA TPY/IA UBMEHHIACh.

B 1997 rony B AMepuike ObLI0 BbIYIIEHO
KHHUT, (DUJIbMOB, MY3bIKH, TeJI€BU3HOHHBIX
NPOrpaMM H JIPYTHX MPOLYKTOB
MHTEJIJIEKTyabHOH COOCTBEHHOCTH
CTOUMOCTbIO 414 MULIMAPIOB 10/1/1aPOB.
MHrennexTyasnbHasi COOCTBEHHOCTD

cTasia HOMEpOM OJIUH JIIsl aMePUKaHCKOro
9KCIopTa, 000THAB MPOAAXKY OJICHKIbI,
XUMHKATOB, aBTOMOOHJIEH, KOMIIBIOTEPOB
1 camoJieToB>» (XOKHHC D).

[IInpoko u3BeCTHO, UTO OCHOBOH
OpPUTAHCKOH SKOHOMHUKH BBICTYNAeT
00pa3oBaTe/bHbII TYPU3M U 3HAMEHUTbIE
YHUBEPCHTEThI; SKOHOMHKY KPYTHEHIIINX
¥ 3HaMeHMTeHINX ropojoB EBponbl —
Jlonnona, bepauna, [Tapuxa, Puma,
Beneuuu, bapcenonst u 1pyrux —
COCTaBJISIIOT My3eH, TeaTpbl, apT-
(hecTUBAJIU U IpyTHE KYJIBTYPHbIE
JocTonpuMedaTesbHOCTH. MIHppacTpykTypa
apT-Mupa siBJsieTcst B O0JIbILION CTeNeHH
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rpajioobpasyolieit. 3a cuér Hee oGpasyetcst
BCsl HH(PACTPYKTypa rOPoOIOB — TYPUCTHI
MOKymnatoT OUJIETHI HA 1T0€3/1a U CaMOJIEThI,
JKUBYT B OTEJISIX, €T B Kade, 3aHUMAIOTCs
IOMUHIOM B TOPOJICKMX MarasuHax,

TO €CThb YUPEKIEHHS KYJIbTYPhl (CyObeKThI
KpeaTUBHON SKOHOMHKH ) 3aMyCKaIOT
BaxKHEHIIMe YKOHOMUUECKHE MEeXaHU3Mbl
6oJbLINX TOpoj10B. PagBuTas Kysasrypa —
o0Opa3oBaHue, UCKYCCTBO, MpoCBellleHue, —
B CBOIO Ouepe/lb, PA3BUBAET TEXHOJIOTHH,
4TO TAaKKe fABJIeTCs OJ1aroflaTHOH

MOYBOH /151 9KOHOMHUYECKOT0 pocTa.

Tak, KynbrypHasi uHppacTpykrypa

naet passutue Jloc-Anmpkenecy ¢ ero
KrHoumnepued [onuBy 1 3SHAMEHUTOH
CHJIMKOHOBOH JIOJIMHOM, KOTOPAast sIBJISIETCS
OIJIOTOM BCEX HOBEHLINX IOCTHKEHUH
KpeaTUBHON HHLYCTPUU U BbICTPAUBAET
MHOTOMUJIJTHAP/IHYIO KalHTaJIH3alHI0
MCKJIIOUUTEJIBHO Ha MOCTHHLYCTPHATILHOM
NpUHLMIIE.

B o6crosresnberBax GbICTpoO
pasBUBaloLLerocs TpeHaa Ha KpeaTHBHYIO
9KOHOMUKY Kazaxcrany npuxoautcsi
nepecMaTpuBaTh 6a30Bble MPUHIIUTIbI
skoHoMHuueckoro passutusi. C 2018 rosa
Bpuranckuii CoBeT KaK OJIMH U3 KYJBTYPHBIX
naptHepos PK HauMHaeT pa3BepHyTyto
nporpammy Mo pa3BuTHIO 06pa3oBaHusl
B chepe KpeaTHBHOTO MPEANPUHUMATE/TLCTBA
B TpaH3uTHbIX crpanax Creative Spark.

B muccuu nporpaMMbl roBOPUTCS,

UTO «3TO MATUIETHSS] HHUIIHATHBA

10 MOJJIEPIKKE MEXKIyHAPOJHBIX
YHUBEPCHUTETOB U CO3JaHHIO
MeXKyHapOHbIX MAPTHEPCTB C LEJIbI0
pa3BUTb MPEINPUHUMATETbCKHE HABBIKH

1 KpeaTHBHYIO 9KOHOMUKY B CEMH CTpaHaXx,
BKJtodast Llentpanbhyto Asuio (Kazaxcrat,
Ya6ekucran, Keipreizcran), IOxHblIi
Kapkas (Asepbaiizkan, Apmenuto, [pysuio)
1 YKpanny npu nopaepkke CoeMHEeHHOTO
Koposepcraa.

Yro6bl nopiepkaTh peopmbl
B chepe BbIciIero o6pa3oBaHust
M COJIHCTBOBATH B pellieHHH NPOOIeMbl
TPYAOYCTPOICTBA B ITHX CEMH CTPaHaX, Mbl
6y/ieM HCro/1b30BaTh oMnblT CoeMHeHHOT0

KoposieBeTBa nist pasButhst 06pa3oBanusi
B 06J1aCTH PN PUHAMATENLCTBA»
(Bpuranckuit Coser). B nporpammy
BXOJIUT Pa3BUTHE MapTHEPCTBA

MezKly 0OpasoBaTebHbIMU

1 TIPeNPUHUMATEbCKUMU UHCTUTYLIUSIMHU,
pa3paboTka y4eOHBIX TPOrpaMm U oOydeHHue
aHrMickoMy s13blky. [lnanuposasnoch
okazatb noaepxkky 10 000 crynentoB

3a KaxJibli roj1 porpaMmbl. Cpein 5THX
CTYJIEHTOB MOKHO HAa3BaTh U y4yalllUXCsl
Kaszaxckoli HaLMOHA/ILHON aKaeMHH
uckyccers umenn T. K. JKyprenosa.

B 2018 rony B pamkax nporpammbl
6bl710 06Pa30BaHO MAPTHEPCTBO Kadeaphbl
apT-MeHeLKMEHTa U MPOJII0CHPOBAHUS
Kasaxcko#i HallHOHaIbHOH aKajieMUn
uckycers umenu T. K. )Kyprenosa,
MHeTuTyTa KyJBTYPHOTO U KpeaTUBHOTO
npeanpunumaresnbersa Goldsmiths
University of London (BenankoG6puranus)

u Impact Hub Almaty. B pamkax

sToro naprHepersa B 2018—2021 rr.

OblJT 3aTVIaHWPOBAH M TIPOBENIEH PSIIL
CreLMa/bHbIX MEPOTNPUSTHH, LIEJIbIO
KOTOPBIX CTaJj1a MOJroTOBKA YCJIAOBUH 1151
MOIIarOBOTO BHEJIPEHHST KPEaTHBHOTO
NpepUHUMATENbCTBA B 06pa3oBaTe/IbHble
nporpamMmMbl TBOPYECKHX BY30B.

[Tpexie Bcero OblH pazpaboTaHbl
¥ nipoBeJieHbl oJiakiH- U OHJIaliH-MacTep-
KJ1aCChl /151 CTYIEHTOB M MOJIOJIbIX
npeanpunumateseit PK, kotopbie Oblin
nposejieHbl TpeHepamu Goldsmiths
University of London B 2018 . (cm. puc. 1).

B xone noaroToBKM KaHIMIaTOB
JUIS1 y4aCTHS B MEKyHAPOJHOM KOHKYypce
KpeaTHBHBIX U COLMAJbHBIX CTApPTANoB
«Big Idea Challenge» B anpene 2020 roza,
B ycsioBusix nanjgemud COVID-19, b
CO3J/1aH IMCTaHIIMOHHBIN Kype « KpeaTnBHOE
NPEeANPUHUMATENBLCTBO» C pa3MellleHHEM
yueOHbIX MATEPUAJIOB U BUEOJIEKIIHH
M0 BCEM OCHOBHBIM T€MaM JAUCLHUTJIMHbI
Ha ruiatdopme Google Classroom.

[To utoram paboThl C yuacTHUKAMU
MacTep-KJIacCcoB MapTHepCKas rpymra
B coctaBe [onuaposoit A. A. u [llasxmer
J1. O. npoBesia uccneoBaHue Ha TemMy



CREATIVE
AR —

Puc. 1. YuacTHHKH MacTep-KJ/acca 1o KpeaTHBHOMY MPEINPUHUMATELCTBY.
bu6anoreka KasHAW umenu T. K. )Kyprenosa, 2018.

«JlnarHocTHKa OCHOBHBIX KOMIETEHLIMH,
3HAHUH U HABBIKOB KPeaTHBHBIX
npenanpuHumaresieil B Kasaxcrane».
HcenenoBanue coctaBusio cBoero pojaa
MOPTPET KPeaTUBHOTO MPeArpUHAMATENS
KasaxcraHa, B IpOLLEHTHOM COOTHOLLIEHUH
COCTOSILLMI U3 CJIELYIOLIHX CTapT:

«3 unca onpoleHHbIX KpeaTHBHBIX
npearnpuHuMaTesed HauboJbliee
KOJIMUECTBO PECTOH/ICHTOB MPe/CTaBIsIeT
CEKTOp J3akHa, BKJo4ast M3aiH O/1exKIbl —
33,9 %, B ceKTope My3bIKH H OpraHu3aLuH
My3bIKaJIbHbIX (hecTHBael 3aHAThI

14,5 %, kuHO- 1 BHJICOTIPOU3BOJICTBOM
sanumatorcst 17,7 %. OnHoBpeMenHo
paboTaloT B HECKOJIbKHUX CEKTOpaxX

(0T 2 1 6oJbllle HAMIPABJIEHUH ) MK BEIYT
Me>KCeKTopaJbHbIe TPOeKTh 25,8 %
PeCroHIeHTOB <...> BayKHO OTMETHTB,
4TO GOJIBIITMHCTBO OTMPOIIEHHbIX
npearnpuHUMarTesiell UMEIoT Bbicllee

18 (29%)
10 (16.1%)

Beicwee obpazosanve

Mporpammel akcenepaumm
CobcTeeHHan npakTuka
OHnaitH-Kypcbl, BeBuHapbl

3 (4.8%)

15 (24.2%)

Ponessie mogenw (
6GU3HECMEHBI, 3KCNepTbI)
OnbiTHBI@ KONnerw,
EAMHOMBILLNEHHNKK

9 (14.5%)
10 (16.1%)

knueHTbl |51 (1.6%)
Pasouaposanue B|"—1 (1.6%)
cylulecTByloLen 1(1.6%)
ycTapesiuen. .. 1(1.6%)

0 10 20

21 (33.9%)

24 (38.7%)

30 40 50

o6pasosanne — 85,5 %,y 8,0 %
PECTIOH/IEHTOB He3aKOHUEHHOE BhICIIIEe
oGpaszoBanue H Julib Yy 6,5 % — cpennee.
CrelnanbHOCTH, yKa3aHHble B AUMJIOMAx
BBIMYCKHUKOB, HMEIOT IOCTATOYHO
LIHPOKHUHA pa3bpoc — OT COLUATLHOTO
paGOTHUKA U PaIMOTEXHUKA 10 MarucTpa
nckycet. [Ipu sTom obnanarensimu
TBOPYECKHX CleliabHOCTEH
(3aliHepbl, apXUTEKTOPBI, MOJIE/ILEPHI,
JIUPHKEPDI, PE?KUCCEPDI ) 0KA3a/I0Ch

35,0 % onpowennbix. [Ipencrapureseit
9KOHOMHUYECKHX CIelHaIbHOCTEH
(thMHAHCHCTBI, 5KOHOMHCTBI, MAPKETOJIOTH,
BBIMYCKHUKH 1Tporpamm MBA)

¥ TYMaHUTapHbIX CrlelHaMbHOCTEN
(MepeBOIUMKH, MeIaroru, KypHaJUCTbl ) —
no 14,5 % cooTBETCTBEHHO, TEXHUUECKHUX
cneuyanbocteit — 9,6 %, topuctos — 3,2 %»
(cm. puc. 2). ITpu sTom uccaenoBaren
noJiaraloT, 4YTo HeoOXOUMO Pa3BUBATh

47(58%)  Pyc. 2. Ipadux

BJIMSIHHUS Ha
CTaHOBJICHHE
KpeaTHBHbIX
npearnpUHUMaTeIeH.
®parment
HCC/1e/10BaHHs

A. Tonuaposoii

u J1. lasaxmer.

31 (50%)
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pasHooOpasHble MporpaMmbl 00yYeHHsT
KpeaTUBHOMY MpPeAPUHUMATEIbCTRY

KaK Ha ypOBHE TPEHUHTOB, TaK U Ha YPOBHE
YHUBEPCHUTETCKUX IMCUMIIUH. «O ToMm,
4TO M0JIlyueHHOE BbiClliee 0Opa3oBaHue
OY€Hb MOMOTJIO CTaTh KPeaTHBHBIMH
NpenpUHAMATENSAMHU, 3asBUIH 25,8 %
onpotieHHbIX. CTOJMBKO K€ PECTIOHIEHTOB
(25,8 %) HeATpa/IbHbI B CBOEH OLIEHKE,
19,4 % cuuraior, uTo 0OydeHHe B y4eGHOM
3aBeIeHMH HUKAK He TIOBJIHAIO Ha UX
NpeNPUHUMATENBCKYIO 1€ TebHOCTD.

[To MHeHHIO 9KCTIepTOB, OTCYTCTBHE
MPEANPUHEMATENBCKOTO 00pa30BaHUs
CHJIbHO OrPaHUYMBAET CIIOCOOHOCTh
KOMIJIEKCHOTO MOHUMaHHs1 OU3Hec-
MPOLECCOB, IOPHANUECKOH OTBETCTBEHHOCTH
1 (PMHAHCOBBIX 00513aTE/ILCTB

y NpearnpuHuMaresies, a Takxke BeJeT

K HX JIOKHOMY TIPECTaBJIEeHHIO 00 ypOBHE
cBoell komnereHTHocTH» (ToHYapoBa

u [lasixmer 56—57).

Mcxons U3 nceenoBatusi, MOXKHO
caesaTh 0O6LIMH BBIBOJ, UTO ClelHabHble
KYpPChl 110 CUCTEMHOMY 0GYUEHHUIO
KpeaTUBHOMY NP PUHUMATEbCTRY
HeoOXOIMMbIl H CBOEBPEMEHHBI 3/1€Ch
U ceruac.

B 2020 rony B Kaszaxcko#i HallmoHa bHON
akanemuu uckycerB umenu T. K. )Kyprenosa
Obl1 pazpaboTaH U BHELPEH Kype
no aucuunanie «KpeatuBHoe
NpernpUHUMATENbCTBO» 00bEMOM
6 kpenutoB ECTS, B ocHOBY KOTOpPOTo
Jierla aBTOPCKast MeTO/IMKa MperoaBaredis
Goldsmiths University of London — Illan
[Tpaiim, pazpaGotannas eto st NESTA —
opraHusaiyi B Benuko6puranmu,
noJyIepKUBatoLle il HHHOBALMOHHbIE
crapTansl Bo BceM Mupe. Oco6eHHOCTbIO
1 LIeHHOCTbIO JaHHOH METOJIMKH SIBJISIETCS
TO, UTO OHA MO3BOJISIET TBOPUECKHUM JIIO/ISIM,
He UMEIOLIHUM CrellHaNbHbIX GH3HeC-
HaBbIKOB B 06/1aCTH MJIAHUPOBAHHUS
1 nojcyeTa (PMHAHCOB, OBJANIETh
OCHOBHBIMH OM3HEC-HUHCTPYMEHTaMH
1 cpOpMHPOBATH KOMIJIEKCHOE TOHUMAaHHe
Gu3Hec-MpoLeccoB, PUHAHCOBOM
1 I0PUIMUECKOH OTBETCTBEHHOCTH.

ATH 3a/1aUK IOCTUTAIOTCs TTOCPEICTBOM
MEeTO/I0B MOJIe/IMPOBAHUSI U BU3YyasIU3aLHH,
KOTOPbIE MO3BOJISIOT HAUMHAIOLIUM
NpeANpUHUMATENSIM TO3HAKOMUThLCS
C BO3MOXKHOCTSIMH, KOTOpbI€ JlaeT
KpeaTUBHOE MPeIPUHUMATENbCTBO.
Meronnka Gbl1a ananTupoBaHa
JuIst cTyieHToB Kasaxckoil HauMoHaslbHOH
akanemuu uckyccts umenu T. K. )Kyprenosa
1 anpoOupoBaHa Ha TPEHUHTaX
10 KpeaTHBHOMY MpPeANPUHUMATENLCTBY
nejaroraMu akaJeMuu 1 TpeHepamMu
Impact Hub Almaty. Tucuunanna
«KpeaTnBHOE NMpeAnpUHUMATENLCTBO»
BKJIIoUueHa B Pabouuii yueOHbIN MaH
(PYIT) O6pasoBatesbHbIX TPOrpaMm
10 Creua bHOCTAM «ApT-MeHEPKMEHT »
1 «JleKopaTHBHO-TIPUKJIAHOE UCKYCCTBO Y.
B 2021 rony Ha ocHOBe Bcex
nepeyncaeHHbIX MEPOTpUsTHHI
NPOBOAUNACH paboTa M0 CO3AAHUIO YUeOHO-
MeToHueckoro rnocobust « Kpearusroe
NpearnpUHUMATENbCTBO» HA Ka3aXCKOM,
PYCCKOM U aHIIMHCKOM si3bIKax. KoJiekTun
aBtopoB B Jimiie JK. A. JhKymannioBoi
u [O. B. Copokunoii BbIcTpous yueOHbIi
MJ1aH, y4UThIBASH OMBIT POBEIEHHbIX
MacTep-KJAaccoB, TPEHUHIOB U IMArHOCTHKH
o61el npenpuHUMaTebCKON
rpaMOTHOCTH CTyJIeHTOB. B nporpammy
BOLLJIM TaKKe TeMbl, Kak « Benenue
B KpeaTHBHOE MPEANPUHUMATENLCTBOY
«JlesoBble LieHHOCTH», «leu.
Muccust. Bunenne», «Cosnanue 6ustec
unen», «[lonumanue norpedbUTENST»,
«CermeHTauus notrpebuTesen»,
«HcenenoBanue norpebureneir»,
«Kapra unaycrpuii», « MoaenipoBatue
oTHollleHui», «[IporoTHnpoBanne
1 Lean metonosiorusi», «Blueprint:
JopoxKHast Kapta 6usHeca», « OCHOBBI
MapkeTHHra», « MapkeTuHroBasi
cTpaterust», « MapKkeTHHIOBbIH MJ1aH»,
«PuHaHCOBOE MOJIEIUPOBAHHUE »,
«MHTennekTyabHasi COOCTBEHHOCTb >,
«busnec-monennponanne», « CocrapjeHue
6usHec-maana», «IlogroroBka
K MUTYUHTY». [TocoOue cHabkeHO cxeMaMH,
JMarpaMMaMH U pUCyHKaMu



1 110 00bEMY cocTaBJisieT 4 neyaTHbIX JIMCTA.
Kpome Toro, noco6ue conpoBokaaercsi

10 npusiokeHUsiMU B BUjie 111a0J0OHOB J1J151
CaMOoCTOSATEIbHON PabOThI CTYIEHTOB

(cm. puc. 3).

OfipaBiorka MeTanna
D6patorka cepebipa
(6patiorka 3onora

K CyLLLeCTBOBAHHIO M JOCTOHHOMN XKU3HH.
JlaBHO HACTaAJI0 BPeMSsl UCIIPABUTH
00pa3oBaBIUUHACS ITEPEKOC B apT-
oOpa3oBaHuH. B ¢BfI3U ¢ 4yeM HaM BUAUTCA
cleylollas 10poxKHast Kapra JajbHeHero

s TEJIAIO BEIIIU

Puc. 3. lla6uion «Kapra unmycrpuii». YueGHo-MeToanueckoe nocodbue « KpeatrBHoe npenpuHuMaTebLeTBO .
K. okymanunosa u FO. Copokuna. KasHAU umenn T. K. Kyprenosa, 2022.

Auckyccus

Hecmotpst Ha siBHO TOMEHSIBLINHCS TPEH/L
Ha MpePUHUMATEbCKUI MOBOPOT

¥ MOHETH3ALMIO KYJILTYPbl U HCKYCCTBA

Y NIpeBpaLleHHe OTPaC/H U3 OIOIXKETHOH

B IPUOBLIBHYIO, CPe/IU iesiTesiell Ky IbTypbl
JI0 CUX [TOP MOXKHO YC/IbILLIATh MHEHHE,

YTO MCKYCCTBO H OM3HEC HEOOX0AUMO
JKECTKO Pa3JIeJIsiTh, UTO XYJ0KHUK J0JKEH
TBOPUTD, & GU3HECOM JI0JKHbI 3aHUMAThCA
MeHeKepbl. [Tono6HbIA noaxon yzKe npuHec
CYLIECTBEHHOE OTCTaBaHHE KPeaTHBHOM
9KOHOMMKH KazaxcTaHa ot pasBUTbIX

CTpaH U 1axke oT psifa crpaH LleHTpasbHO-
Asuarckoro pernosa, K npumepy,
Y36ekucrana u Keiproiacrana. ToT MOAXOM
HE M03BOJIUJI HECKOJIbKHM [TOKOJICHUAM
TBOPUYECKHUX JIesiTe/1eil MOHEeTH3UPOBATh
CBOH XY/0’KECTBEHHbBIE JIOCTHKEHHUS

W MPUBEJI UX K Pa304apOBaHHUIO

B 1poheccuu, KoTopast He JlaeT CPeICTB

pa3BuTHs Kypca «KpeaTnBHoe

MpeNPUHUMATENLCTBO »

*+ BxkJiouenue nucuuniunnbl « KpeatusHoe
NpeIrpUHUMATEIbCTBO» B yueOHble
MJ1aHbl BCEX TBOPUYECKHX ClelMalbHOCTEH
Oaka/jiaBpUaTta U MarucTpaTypbl
J0 2025 ropa. Ha ceropnsimunui
JIEHb JIUCIUIJINHA BEJETCS TOJBKO
Ha CrelraNbHOCTH APT-MeHEPKMEHT».
Heo6xoaumo 1aTh BO3MOYKHOCThL BCEM
CTYy/IEHTaM I10 HATPaBJIEHUIO HCKYCCTBA
1 KyJIbTypbl HapaboTtaTb Harax
HUHCTPYMEHTOB, MO3BOJISIOIIHX OTKPHITH
1 BECTH CBOH OM3HEC HA OCHOBE CBOEH
CreMaJbHOCTH.

+  Oprauusauust MexiyHapoaHoi
OJIUMITHAJIBI TT0 KPpeaTHBHOMY
NpeInpUHUMATENLCTBY CPEIH
CTYJIEHTOB TBOPUYECKHX BY30B J10 2025 T.
Ha ceronusitinuii nens B Kazaxcrane
MPOBOJATCS JIBA €2KETOJHBIX KOHKYpCa
M0 apT-MeHePKMEHTY —

TexcTins Kepamuka
T GHUECKWF M2 iH Crexno Buxyrepua
Tunorpadug
WiTepakTusHeil guin
OnbiT nonb30szTENEl WaroToenenne ofipaauos HHgycTpuanshsie
Bo3MoXHOCTH MCNONE30B2KAA (ypriypa Moge NLOZYKTEI “H)KEHEP
HKueonucs Crynsmypa ~
Ootorpatis HancTpauns ApumexTypa g
Anumaumna Kivo ~
Hafiopel ona pykoents ~
MRaThopMbl ANA WTAMNOBIHUA <
LUramMno3aHksle APORYKTE 2
HiTerakTHaHbIE HHCTANNALA K4
Mpogykr ~
Hecrannauwn )
WHTE2KTHEHLIE HHCTANARLAM Mlporgammkoe ofecnevesue IS
coficreesnocTs FLOSS S
2
WEB lpunoxexua IIEBEIIIJI'IEP
MobunbHbIz NEMAOKEAHA 175)
BeficaitThl lInaTexHbIe CHCTEMSI <«
CHCTEMHDE 2IMHHHCTDHDOSR HitE -
<
&)
137
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Pecny6snkanckast o/iumnuana
B Kaszaxckoil HaumoHaJ/LHOH
KoHcepBaTopuu uMeHu Kypmanrassl
U MexyHapoaHbIi CTy/IeHUeCKHH
KOHKYPC M0 Cl1elHabHOCTH
«ApT-mMeHeKMeHT» B Kazaxckom
HallMOHAJIbLHOM YHHBEPCUTETE
nckycerB. O6a MeponpusTHs
HOCSIT JIOCTATOYHO TEOPETHUECKHH
XapakTrep U OCHOBBIBAIOTCS
Ha MPOEKTHbBIX TEXHOJOTHSIX U 3HAHHUSIX
M0 MEHEJKMEHTY, HO HE BBIXOIAT
Ha NpakTHuecKui yposeHb. Kpome
TOTO, 2KIOpH 060X KOHKYPCOB CTPajlaeT
KOH(JIHKTOM MHTEPECOB U HE BBIXOJUT
3a paMKu npenojaBatese
1 BOBJIEYEHHbBIX TPEHEPOB.
Heo6xonumo paspaborathb
U [IPOBOJIMTH NPAKTHYECKHHA KOHKYPC
10 KpeaTHBHOMY MPeANPUHUMATE/LCTBY.
Hy>xkHo npuBsiekath K paboTe BeLyLLHX
CMelMa]MCTOB B OTPACIIH, HE3aBUCHMBbIX
IKCIepToB, OU3HEC-Cco0011leCTBa,
yUpeKAaTh COJMUAHBIC TIPEMHH
IS JaJIbHEHALLIe A MOTUBALIMU CTYEHTOB
U [pernojaBaTesie.

+ JlasbHeilliee COTPYAHUYECTBO
¢ naprHepamu U3 Goldsmith University
(London) u Impact Hub (Anmarst),
a TaKkxKe JIPyruMH 3aHHTEePECOBAaHHbBIMH
croponamiu. [Tojo6Hble nporpaMmbl
CYLLECTBYIOT Ha 6a3e MexKyHapOAHbIX
KYJIETYPHBIX IPE/ICTaBUTENbCTB,
K nnpumepy, [ére-MHucruryra
1 AMepHKaHCKOro 1MocoJIbCTBA.

*  MuuuuupoBaHue nostanHou
MCCJIEeN0BATEbCKON MTPOrpaMMbl
M0 KpeaTHBHOMY MPEANPHHUMATENLCTBY.
B 370 HauuHatolllel oTpac/u He XBaTaeT
TEOPETHYECKOH 0a3bl U AaHAJTUTHKH
HayuHoro ypoBHsi. Heo6xonrmo
MPOBOJAUTH TAKHE UCC/IEI0BAHMUSI.
Kaxxplit nceenoBartesb 10JKeH
neyaTaTth MX pe3yJ/bTaThl B HAyYHbIX
JKypHaJsiax U MpecTaBJisiTh
Ha MeKIyHaPOJHBIX KOH(EePEeHIIUAX
He MeHee | my6JMKalUK B TOJL.

+ Hsnanue yue6HO-MeTOIUUECKON
JIUTEPATYPbI 110 IMCLUHUIJIMHE HEe MeHee

1 uznauus B roa. Ha cerogusitunui

JIeHb B 1oJie yueOHO-MeTOIHUECKOH
JIUTEPATYPbI 10 HANIPABJIEHUIO
KPeaTHBHOTO MPepHHUMATENLCTBA
MpaKTHUECKH HeT U3JIaHnH,
MOJIFOTOBJIEHHBIX U BBIMYIIEHHBIX

B Kazaxcrane u LlentpasnbHoit Asuu,
YUHTBIBAIOIINX Cellu(HKY PernoHa.
Takke HeT U3aHUH HA KA3aXCKOM SI3bIKE.
Heo6xo011uMo He TOJIbKO MPOBOAUTH
3aHATHSI U TPEHUHTH, HO ¥ 0POPMJISITH
UX B CMELMAJU3UPOBAHHbBIE TTOCOOUS

10 IMCUMIIINHE, YTOObI NlepelaBaTh CBOM
OTBIT CJIEAYIOLIMM MPENoiaBaTesimM

1 TpeHepam.

3aKknwuyeHue

B kauecTBe pe3iome K BbillleCKa3aHHOMY
XOTeJIOCh Obl ellle pa3 MnojyepKHyTh
KpaiHIOl0 BayKHOCTb BOMPOCA O PA3BUTHH
KpeaTHUBHOTO MPeIPUHUMATEbCTBA
1J1s1 s5KoHOMUKH Pecny6mnkn Kazaxcran.
[Toka Besiach paboTa Hajl cTaThel,
B MIPaBUTEJLCTBE Obl1a pazpaboTaHa
«JlopoxKHast KapTa pa3BUTHsI KpeaTHBHbIX
MHJIYCTPHI1», KOTOpPasi 1aeT Ka3aXCTaHCKUM
TBOPYECKUM TMPEANPUHUMATEISAM HaIe KLy
Ha peasibHble H3MeHEHHsI B KYJIbTYPHOH
MOJIMTHKE CTPaHbl U HA peasibHble
BO3MOKHOCTH MOHETH3AIMH HCKYCCTBA
¥ KyJIbTYPbl HA BCEX YPOBHSIX.

C 2018 rona B PK npoxomut
AKTHBHAs JI€SITEILHOCTD 10 BHEIPEHUIO
06pasoBaTeIbHBIX IPOrPaMM B 00J1aCTH
KpeaTHBHOTO MPeIrnpUHUMATEIbCTBRA,
B YaCTHOCTH TOJ1 3TUJI0H POrpaMMbl
naptHepcra bpuranckoro CoBera
«Creative Spark». C nauasa nporpammbl
Kasaxckasi HalioHa/bHast akajieMust
MCKyCCTB HMeHH JKypreHoBa npuHHMaeT
B HEll aKTMBHOE y4acTHe uepe3 MapTHEPCTBO
¢ IHCTUTYTOM KyJIBTYPHOTO H KPeaTHBHOTO
npeanpunumaresnbcrsa Goldsmiths
University of London (BenukoGpuranus)
1 Impact Hub Almaty. B pamkax nporpammbi
OblIM pa3dpaboTaHbl MACTEP-KJIACChI
M0 KpeaTHBHOMY MPEANPUHUMATENLCTBY.
B 2020 r. 6blna pazpaboTaHa v BHepeHa



B y4eOHBIH MPOLECC AUCIUIIIMHA
«KpeaTnBHoe npeanpuHUMaTeIbCTBO > .
B 2021—-2022 rr. pagpaborano yue6HoO-
MeToanyeckoe nocobue «Kpearusnoe
NpearpUHUMATENBLCTBO Y.

OnHako cyllecTByeT psijt HarpaBJeHHH,
KOTOpble HEOOXOAMMO pa3BUBAaTh
JUI51 laJibHeH11Iero BHEAPEHHUsT TPOrpaMm
M0 KpeaTUBHBIM UHIYCTPUSIM — oOyueHue
Ha BCEX TBOPUYECKHUX CMeLHabHOCTSIX,

CnMCOK UCTOYHUKOB

HOBbIE CTY/IeHYeCKHEe KOHKYPChI, HaydyHOe
MCC/ICI0BAHNE, U3JaHHE CITeLIHA/IbHON
JIUTEPaTyphl.

[IpencraiieHHble LIark BUAATCS
KaK MpOrpamMMa-MUHUMYM JJ151 IOCTHAKEHHUST
MPUEMJIEMOTO JI/Is1 COBPEMEHHOCTH YPOBHS
KPEATUBHON SKOHOMHUKH, MPULLIE/LLICH
Ha CMEHY MHIlyCTPHAJbHOH
1 NIPOBO3IVIACHBLLICH JIO3YHT:
«Kynbrypa — 310 HOBast He(hTh!»

[oHuapoBa, AHacTacus, u [laHa LasxmeT. «[AnarHoCTMKA OCHOBHbIX KOMMETEHLMIA, 3HAHWIM
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BHELPEHUWE OUCLUUNNAUHbB «KPEATUBHOE NPEANPUHUMATENBLCTBO» B KA3SAXCKOM
HAUMOHANBHOW AKALEMUUM UCKYCCTB MUMEHU T. K. XYPTEHOBA

FHOnus Copokuna

T. K. Kyprenos arbinpars Kaszax yartbik eHep akagemusicnl (Asnmarbl, Kasakcrat)

T.K.XKYPTEHOB ATbIHAAFblI KA3AK ¥JITTbIK O©HEP AKABLEMUACBIHAA
«KPEATUBTI KOCIMNKEPJIK» MOHIH EHII3Y

Anpatna. 2018 xbingaH 2022 xbiiFa fAeriH «KApT-MeHeoKMEHT XaHe npoatcepney» KadhenpacbiHbIH,
6ip Ton oKpITyWbINapbl «KpeaTnsTi kacinkepnik» 6iniM 6epy KypCbiHbIH, Naiiaa 60ybiHA XYMbIC
»Kacagbl. [lereHMeH OHbI LiblFapMallbl/bIK, XXOFApbl OKY OPbIHAAPbIHbIH, OKY MPOLIECiHe eHri3yiH,
©3€eKTiNiri anemaik 3KOHOMUKAHbIH, MHAYCTPUSbIKTAH MOCTUHAYCTPUAnAbl (KpeaTUBTI) IKOHOMUKAFA
KeLlyiHe 6arnaHbICTbl 6ypbiHHAH nicin-xeTinai. MaHAi eHri3y 6oMbIHWA, XyMbIC HapbicbiHAa Kadeapa
OKbITYLWbINAPbI BINIKTINIKTI apTTblpy KypcTapbiHaH eTin, bputaHabik keHec eTki3eTiH «Creative Spark»
Xanblkapanblk 6inim 6epy xobacbl asgcbiHaa Goldsmiths University of London (¥nbi6puTaHus) MaaeHu
X9He KpeaTuBTi kacinkepnik MHCTUTYTbIMeH xaHe Impact Hub Almaty cepiktectik opHatTbl. CepikTecTik
weHbepiHae KpeaTUBTI Kacinkepnik 60MbIHWA TpeHWUHITep a3ipaeHin eTkizingi, 2020 xbingaH 6acran
«ApT-MeHeIXKMeHT» MaMaHblFbl 60MbIHLWA OKY 6aFaapnamanapbiHa eHrisinreH ECTS 6 kpeauTiHe
apHanfaH KypCcTblH, cunnabychbl a3ipneHai. MaMaHaapabiH N3HAI AaMbITy 60MbIHLLIA K&3Kapackl 6ap —
Ka3ipri yakbITTa OpbIC, afblILLbIH XaHe Ka3ak TingepiHae «KpeaTuBTi Kacinkepnik» oky-agicteMenik
Kypasbl WbIFapblNyaa, Ke3eH-Ke3EHMEH FbiNIbIMU 3epTTeYNEp XKYPridy XaHe NaH 60VbIHLIA apHalibl
KOHe oKy 34ebueTTepiH WhiFapy ocnapaaHyaa. Tyninaen kenreHae, aBTop KasakcraHaa KpeaTuBTi
KSCiNKepniKTiH AaMbIN Kese XaTKaHblH anTaabl, byn enimisgeri «KpeaTuBTi MHAYCTPUSANApAb! AAMbITYObIH,
KON KapTacblHbIHY» YKIMET AeHreniHae asipneHyiMeH oanengeHeni. bipak apHaibl 6inim 6epy
6armapnamanapblH eHri3y, TPeHUHITEPi, KOHKYpPCTapAbl AAMbITY, KiTanTap MeH XXypHanaapAbl WbiFapy
CUSKTbl BipkaTap H6arbiTTap 6oMbIHLA 6eNceHi XaHe Aepey XKYMbIC icTey KQXKeT, oiTkeHi KasakcTaH
Ka3ipri 3aMaHHbIH, LWbIHAbIFbI MEH CbiH-KaTEp/iepiHe CalKeC 83 IKOHOMMKAChIH KaiTa Kypyaa AaMbiFaH
enpepaeH apTTa Kanybl MyMKiH.

Tipek ce3dep: KpeaT1BTI 3IKOHOMMKA, KPEATUBTI MHAYCTPUSA, KDEATUBTI KSCiNKepAik, MaAeHU
apinTecTik, Creative Spark, MaaeHVeTTi MOHeTM3auusanay, KpeaTuBTi Knacc.

Aoiiexce3 ywin: CopokuHa, HOnus. «T. K. XXypreHoB atbiHAafFbl Ka3ak ynTTbiK 6HEp akageMuscbiHaaA
“KpeatusTi Kacinkepnik” naHiH eHrisy». Central Asian Journal of Art Studies, T.7,N2 1,2022,131-142 6.
DOI: 10.47940/cajas.v7i1.541.
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BHEAPEHMWE OUCUUNNAMHDB «KPEATUBHOE NMPELNPUHUMATENIbCTBO» B KA3AXCKOMWM
HAUWMOHANBHOW AKALEMUUM UCKYCCTB UMEHMU T. K. XYPTEHOBA

Yuliya Sorokina

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

IMPLEMENTATION OF THE “CREATIVE ENTREPRENEURSHIP” DISCIPLINE
AT THE T. K. ZHURGENOV KAZAKH NATIONAL ACADEMY OF ARTS

Abstract. “Creative entrepreneurship” is an educational course on which a group of teachers

from the Art Management and Producing Department have been working since 2018, although

the relevance of its introduction into the educational process of creative universities has long been

overdue to the transition of the world economy from industrial to post-industrial (creative).

On the way of work on the implementation of the course, the teaching staff of the department took

advanced training courses and started a partnership with the Institute for Cultural and Creative

Entrepreneurship at Goldsmiths University of London (UK) and Impact Hub Almaty as part

of the international educational project “Creative Spark” conducted by the British Council.

Within the framework of the partnership, trainings on creative entrepreneurship were developed

and conducted, a course syllabus for 6 ECTS credits was developed, which since 2020 has been

introduced into the curricula of the "Art Management” specialty. The specialists have a vision

for the development of the program - now the educational and methodological manual “Creative

Entrepreneurship”is being published, it is planned to conduct research and further publishing

of educational literature on the subject. As a summary, the author concludes that creative

entrepreneurship is developing in Kazakhstan, which is proved by the “Roadmap for the Development

of Creative Industries” developed in the country at the government level. However, in several areas,

such as the introduction of special educational programs, the development of trainings, competitions,

the publication of books and magazines, it is necessary to work actively and immediately,

since Kazakhstan may lag behind developed countries in restructuring its economy in accordance with

the realities and challenges of our time.
Keywords: creative economy, creative industries, creative entrepreneurship, cultural partnership,

Creative Spark, cultural monetization, creative class.
Cite: Sorokina, Yuliya. “Implementation of the ‘Creative entrepreneurship’ Discipline

at the T. K. Zhurgenov Kazakh National Academy of Arts.” Central Asian Journal of Art Studies,

vol.7,no.1,2022, pp. 131-142.DOI: 10.47940/cajas.v7il.541.
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TPYI1OYCTPOHUCTBO
BbIMYCKHUKOB
TBOPYECKUX BY30B
KA3AXCTAHA: PE3YJIbTATDI
COLIMOJIOTHYECKOI'O
OMPOCA

Aiiman Mycaesa'

! Kasaxckast HauroHa/bHas akagemust nekycers umenn T. K. JKyprenosa
(Anmatsr, Kazaxcran)

AHHOTaums. B ycnosusax cunbHoro skoHoMm4yeckoro Bosaenctansa COVID-19 ponb TBopyeckom
MHOYCTPUM KaK HUKOTAA BaXKHA. TBOPYECKME U KYNbTYpHbIE CEKTOPbI HE TONBKO SBSKTCS LBUraTenem
3KOHOMMYECKOr0 POCTa, HO M 06bEAMHSIOT COOOLECTBA, B HUX PabOTatOT MUNMOHDBI NOAEN, OHM NeXaT
B OCHOBE HALMOHaNbHOro KoAa. Ho ycnoBums Kpusuca SCHO NOKAa3bIBAT, YTO 6€3 JONOAHUTENBHOM
rocyLapCTBEHHOM MOAAEPXKKM faHHas cdhepa ABMKETCA K KyNbTYPHOM KaTacTpode: ecTb npobiema
TPYLOYCTPOMCTBA BbIMYCKHMKOB TBOPYECKMX BbICLIMX Y4eBOHbIX 3aBELEHUIA, B TOM YMC/IE B CBA3U

C 3aKpbITUEM MHOTUX KOMMAHWI chepbl KyNbTypbl, UCKYCCTBA, AM3aliHa U LpYrUX.

Llenb nccnenoBaHus — NpoBeCTM aHanu3 AeTepMUHAHT 6€3paboTuLbl, HEraTMBHBIX MPUYUH
6e3paboTuLbl Y BbIMYCKHUKOB TBOPHECKMX BY30B, MPUYMH BHYTPEHHEN MUrpaLLIMM U MUTPALMKM 33 pybex
TBOPYECKMX NOAEN, NPOXMBAOLWMX B Ka3axcTaHe, BIMSHME HA UX TPYLOYCTPOMCTBO NOCNEACTBUM
naHgemun COVID-19.

B xope nccnenoBaHus NpuMeHeHbl METOAbI COLMONOrMYECKOr0 OMNpoCa, COCTaB/IeHa aHKeTa
B Google Forms v pacnpocTpaHeHa cpeau BbiMyCKHUKOB TBOPYECKMX BY30B. Pe3ynbTathl
coumonorMyeckoro onpoca obpabotaHbl B nporpamme SPSS Statistics.

OcBsweHa HebobLLAsA YacTb pe3ynbTaToB UCCIEL0BAHMS MO TPYAOYCTPOMCTBY BbIMYCKHUKOB
TBOpYeCKMx By30B Pecnybnnku KasaxcraH, UX MHEHUS OTHOCUTENBbHO PbiHKA TPyAa M TPYAOBOM
Murpaumu. NpoaHanusnpoBaHbl 4eTEPMUHAHTLI 6e3paboTuLbl, HEraTUBHbIE MPUYMHbLI Be3paboTuLbl
Yy BbIMYCKHWKOB TBOPYECKMX BY30B. TaK)KE NMPOAHANM3UPOBaHbI NMPUYMHbBI BHYTPEHHEN MUTpaLLMm
M MUTrpaLLMm 3a pybex TBOpYECKUX NI0AEN, NPOXMBaOLWMX B KazaxcraHe, BAMSHME HA UX
TPYLOYCTPOMCTBO nocneactani naHaemmum COVID-19.

Couumonornyeckoe UccnenoBaHne NPoBeAEeHO BNepBble CPesy BbIMYCKHUKOB UMEHHO TBOPYECKMX
cneuunanbHOCTEN BbICLIMX Y4ebHbIX 3aBeaeHni KasaxcraHa. B nepcnektuee nnaHupyeTcs npoBeaeHue
6onee MaclTabHOro COLMONOrMYECKOTO UCCea0BaHUS. [laHHOe uccenoBaHne U peKoMeHAALMK
MOTyT BbITb MCNONb30BAHbI TBOPYECKMMM BbICLUMMU YHEOHBIMU 3aBEAEHUSMM B LIENSX NMOBbILIEHUS
TPYLOYCTPOMCTBA BbIMYCKHUKOB.

bnazodapHocmu. bnarogapvM coTpyaHUKOB Kadeapbl apT-MeHeAXKMeHTa M NpoACHPOBaHMS
Kazaxckow HauMoHanbHOM akageMmm UcKyccTB nMenu T. K. XKypreHoBa B pacnpoCcTpaHeHUN aHKeTbI
COLMONOrMYeckoro onpoca. BolpaxaeM 61arofapHOCTb peCNOHAEHTAM, MPUHSABLLMM y4acTue
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B coumonorn4yeckom onpoce. Enaro,u,apMM AHOHMMHbIX pEeLEH3EHTOB, yOENUBLWINX BPEMA U AaBLUNX

OLLEHKY AAHHOW CTaTbe.

Kntoyeable c08a: TpyLOYyCTPOMCTBO, TBOPUECKME CMELMANBHOCTU, TPYA0BAsi MUTPaLyMS, PbIHOK TPYAa,

nocnenctema naHoemmuu COVID-19.

Ana yumupoearus: Mycaesa, AliMaH. « TpyA0yCTPOIMCTBO BbINMYCKHWKOB TBOPYECKMX By30B KasaxcraHa:
pe3ynbTaTbl couponormyeckoro onpocax. Central Asian Journal of Art Studies, T.7,N2 1,2022, c. 143-155.

DOI: 10.47940/cajas.v7i1.530.

BeepeHue

AKTyaJleoﬁ npo6JeMOi B HALLK JHH
ABJIETCA MpobJieMa TPyI0yCTPOHCTBA
BbIMYCKHUKOB. PaHee, B yC/I0BUSIX MJIaHOBOH
9KOHOMMKH, BbIMYCKHUKH 00pa3oBaTeIbHbIX
YUperKIAeHHI M0J1b30BAMUCh 0COO0H
3a00TOM rocylapcTBa, a Tak:Ke UMeJt
JILTOThI B KauecTBe MOJIOJIOTO CIelHaJIuCTa.
[ocynapctBo rapanTHpoBalio 00s3aTe/IbHOE
pacrnpesiesieHie BbIMYCKHHUKOB,
obecreynBaso Tpy0yCTPOHCTBO, 1aBasi
BO3MOKHOCTb JI/151 TPUOOPETEHUST OTIbITa
NPaKTHYECKOH IeITe/IbHOCTH B TeUEHHE TPeX
JIET Ha MPEANPUATHSIX 10 CreHUaTbHOCTH.
Peasuu »xe pbitka tpyna B Kasaxcrane
ceiyac TaKoBbl, YTO MHOTHE BbIITYCKHHUKH
BBICILIMX yUeOHBIX 3aBe/ICHUH CTaJIKUBAIOTCS
¢ npo6JieMaMu TPYIOYyCTPOHCTBA, 0COOEHHO
9T0 000CTpsieTCsl B lIEPHOJL KPUZUCOB.
Kaxapiit 13 Hac o6ecrnokoeH
MaciuTabHbIM SKOHOMHUYECKHM KPU3HUCOM,
CBSI3aHHBIM C NaHIeMHUel KopoHaBUpyca,
OH PUBEJ K MACCOBOMY COKPALLEHHUIO
pabourx MeCT U MaJeHUIO JIOXOA0B
B JiIo6ol cTpane. [lanaemust KopoHaBupyca
COVID-19 BHecsia cBOU KOPPEKTUBBI
BO BCe Cpepbl JKU3HEEATENHLHOCTH,
BbISIBJIEHbI HOBbIE HJIH 060CTPEHbI
cyllecTBOBaBLIMe NPoBJeMbl, B TOM UHCIIe
HabJto1aeTCesl yXy/ALeHUe YCJI0BUI
U151 IEPBOTO BbIXOJA BBITYCKHUKOB
Ha PBIHOK, JJIsl UX [IEPBUUHOTO
Tpynoycrpoiictsa. Ocobyto ocTpoTy OHa
npuobperaet sl JoAEH, OKOHUUBILIUX
TBOpUECKHE CNEHaNbHOCTH KaK B EPUOJL
KOPOHAKpHU3HUCa, TaK M B MPEeJIblLyLLHe TOJibl.
[Tannemuss COVID-19 okazana oco6oe
OTPULIATENbHOE BJUSIHUE HA JIEITE/ILHOCTD

MY3bIKAHTOB, aKTEPOB, Xy/10?KHUKOB.
J11s1 My3eeB W rajsiepeii o Bcemy MUpY
NaHAeMHsi cTasla HaCTOSILLMM TEeCTOM

Ha BbKMBAHWE, MUP UCKYCCTBA MPOJ0JIXKAET
parKaJbHO MEHSTLCS MO BJUSHUEM
nangeMuu. Ho BO3HMKAIOT HOBbIE TPEH/Ibl,
M0J1 KOTOPbI€e JIOJZKHBI TIOJICTPAUBAThCS KaK
BBIITYCKHMKH TBOPYECKHX ClelHabHOCTEH,
TaK U Te, KTO y2Ke JIaBHO B 9TOH cdepe.

B 1ie/1six coBepliieHCTBOBAHUS CHCTEMBI
Mep COAEHCTBHSI TPYIOYCTPOHCTBY,

B TOM YHMCJIE U BbIIYCKHUKOB, YMEHbLIEHHUIO
6e3paboTHllbl B TEPBYIO 04Yepe/ib
HeoOXOIMMO OLEHHUTb peaJsibHble Gapbephl,
KOTOpbIE CTOSIT MEPEJL JIIOJIbMH B X0OJ1e
TpynoycTporicTBa. Tak:ke HEOOXOAUMO
OLIEHUTb MOTUBUPOBAHHOCTb CyO'bEKTOB
pbIHKA TPy/la — HILYLIHX paboTy U UX
MOTeHUHAaNbHBIX paboToaTeseH.

ITO MO3BOJUT COKPATUTH AUCOATAHC

Ha pbIHKE TPy/a.

OnHUM M3 METOJIOB OLLEHKH PbIHKA
3aHSITOCTH SIBJISIIOTCS COLMOJIOTHYECK e
ornpockl. [1esblo Takux coLMoI0THYeCKUX
OIPOCOB SBJIIETCS OLIEHKA
TPY/IOYCTPOKCTBA, a Tak:Ke pazpaboTKa
pPEKOMEeHALUH 10 COAEHCTBHIO
B TPYLOYCTPOHCTBE BBIMTyCKHUKOB
Ha OCHOBAHMH MOJIyYEHHbIX PE3yJIETaTOB.

Takum 06pazom, 11eJib HACTOSILILETO
UCC/IeI0BaHNs — MPOBECTH aHaJ/u3
JleTepMUHAHT 6e3paboTHLIbl, HEraTHBHBIX
npuurH 6e3paboTHIIbI Y BLITYCKHHKOB
TBOPUYECKHUX BY30B, [IPUYHH BHYTPEHHEH
MUIPALMK U MHTPALMHU 32 pyOexK
TBOPUECKUX JIIOJIEH, TPOKHUBAIOLIUX
B KasaxcraHe, B/MsHHE Ha HX
TPYAOYCTPOUCTBO MOCAEACTBHH
nangemuun COVID-19.



B nanHo#l cratbe ocsiliieHa HeGoJIblast
YacThb PE3yJIbTATOB UCCJIEIOBAHMS
10 TPYLOYCTPOUCTBY BBIMTYCKHUKOB
TBOpUecKux By30B Pecnybuinku Kasaxcran,
MX MHEHHSI OTHOCUTEJIbHO PbIHKA Tpy/a
1 TPYJIOBOH MHUTPALH.

MeToAabl MccnepoBaHUA

B xone ncenenoBanus Gbl1 npoBesieH
0630p HAayYHOH JIUTEPATYPbl O BJAUSHUH
naugemun COVID-19 Ha kpeaTuBHbIe
MHJIyCTPUH, aHAJIM3 TeMATHIECKHX
MCCJIeI0BAHNH C HeOOJBILIMMU IPYNIaMH,
KOHTEHT-aHaJn3, 0630p JIUTEPATYPhl,
rOCY/IapCTBEHHbBIX MPOTPAMM H OTYETOB
pa3JyIMuHbIX 3apy6eXKHbIX BEOMCTB.
Bbuik HCroJib30BaHbl KaK KauecTBeHHbIE,
Tak U KOJIHUECTBEHHbIE METOJIbI.
Heo6x01MMo 0TMETHTD, UTO CYIIIECTBYET
CJIMLIKOM MaJio HH(OopMaluK
JUIS1 OCYLLLECTBJIEHHST KOJTHYECTBEHHBIX
MCCJIeI0BAHUH 110 U3YUEHHIO IMHAMUKH
oTBeTHbIX Mep Ha nanaemuto COVID-19,
10 TPY/IOYCTPOHCTBY BbITyCKHHKOB
TBOPUYECKHUX ClelHaNbHOCTEH.

ITOT IOKYMEHT BHOCHT CBOH BKJIaJL
B JIMTEPATypy M0 OU3HEC-HUCCIEI0BAHUAM
1 MEHELKMEHTY, PEI0CTaBJISAS
CHCTeMaTHYEeCKHH 00630p TOTO0, KaK
TBOPUECKHE OTPAC/H TeX WJIH UHBIX CTPaH
oTpearupoBa/u Ha nangemuio COVID-19,
MPOBE/Isl COLMOMOTHIECKHE HCCIEI0BAHUS.

B xone uccnenoBanusi npuMeHeHb!
METOJIbl COLIMOJIOTHUECKOTO 0Mpoca,
cocrajeHa ankera B Google Forms
M pacrpocTpaHeHa Cpejii BbIMYCKHUKOB
TBOPUECKHUX By30B. Pe3yJibraThl
COLIMOJIOTHYECKOTr0 orpoca 06paboTaHbl
B nnporpamme SPSS Statistics.

Ouckyccusa

[Tannemuss COVID-19 crana cepbesnoii
npoOJIeMON U151 pa3/IMYHbIX 3aHHTEPECOBAHHbIX
CTOPOH B TBOPYECKHUX OTPACJISIX, U 0OCOOEHHO
IS IPEINPUHAMATENIEH B cpepe KyJbTyphl
(Betzler, 801; Ratten, 12). HenaBuue
nyG/UKaLMK Ha 9Ty TeMy OblIM TOCBSILLIEHbI

HeraTMBHbIM MOCJEJICTBUAM MaHIeMUH
COVID-19 nst TBOpUECKOH HHYCTPUH
(Meyrick n Barnet, 82; Joffe, 31;
Banks u O’Connor, 2). Otmena
KYJIbTYPHbBIX MEPOTIPUSATHH, BHICTABOK,
KOHIIEPTOB, CreKTaKJ/el u pecTHBaIeH,
HapsiLy ¢ OrpaHUyeHHUsIMU Ha COLlHaJIbHOE
JIMCTAHLIMPOBAHKWE U OrpaHHYEHHEM
9KOHOMHYECKOH aKTHBHOCTH BO MHOTHX
CTpaHax, HeraTUBHO MOBJIUSAIN
Ha paGOTHUKOB KyJBTYpbl, (PpHIaHCEPOB,
CaMO3aHsIThIX U IPYTHX 3aHHTEPECOBAHHbBIX
CTOpoH B TBopuyeckoM cekrtope (Pacella 48).
[Tocnencrust nannemun COVID-19
MepPBbIMHU OLLYTHJIH TBOpPYECKHe pabOTHHKH,
1 ocobenHo ppusancepsl (Diimcke 22).
Kpowme Toro, Bailey u np. (Bailey, et al.
1170) pacecmoTpesiu 10ArOCPOUHble
M3MEHEHHUS B TBOPUECKUX HHIYCTPHUSIX,
BoI3BanHble nangemueil COVID-19.
B naHHoM ucesieoBaHuM oTMevaeTcs,
4TO paGOTHUKH TBOPUECKHUX HHILYCTPUH
He MOTVIM MPOJ0JIKATh 3aHUMAThCsl CBOEH
0OBIYHON AESTE/ILHOCTBIO H3-3a TPaBHJI
COLMAJIBHOTO IUCTAHIIUPOBAHUS U 3aKPbITHS
BCEX TBOPUECKUX U KYJIbTYPHbBIX 3aBeJICHUH,
MM MPHULLJIOCH EePEKJIOUUTBCS
Ha BUPTYaJibHbIE }KUBbIE BBICTYTIJIEHHS.
[epmanuto 1 BesmkoOpUTaHHIO MOKHO
MCIO0JIb30BATh B KayecTBe PUMepOB
HEME/JIEHHOTO MOJIMTHYECKOTO PearnpoBaHust
na nangemuio COVID-19. Hanpumep,
NpaBUTENLCTBO [epMaHun 0ObABUIIO,
4TO OKaXKeT (PUHAHCOBYIO TOIEPIKKY
B pagmepe 130 MusnapaoB eBpo
OpraHu3alMsIM KyJbTypbl, PEANPUITHSIM,
MCIBITBIBAIOIIAM TPYAHOCTH, U IPYTHM,
nanpumep, HITO, opranuzauusim KyisTyphbl
(Desson, 410; Diimcke, 25). IToaxon
Benko6puranuu 3aksouasncs B TOM,
4TO OblIK pa3paboTaHbl U BHEIPEHbI CXeMbI
coxpaHeHust paboThbl, 15 noaiepKUBaOLUINX
MPOrpamm Mo MOJIEPKKe T0XOI0B
OT CaAMOCTOSITE/IbHON 3aHSATOCTH ISl TeX,
KTO HEraTUBHO MOCTPajia/ OT MaHAeMHUH
COVID-19 («The UK Government’s
COVID-19 recovery strategy» 33).
Heo6x011uM0 OTMETHTD, YTO
COIMOJIOTHYECKHE OTIPOCHI — 3TO JAaBHHUH
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MeTOJl OLLeHKH TeHJEeHIUI B 06J1aCTH
3aHATOCTH. A MpoBe/leHHe OHJIAKH
COLMOJIOTHYECKHX OTIPOCOB B MEPHOJL
nauaemun COVID-19 o BausiHuu
MaHJEMHUH Ha 3aHATOCTb CTaJ0 OOBIYHON
MPAKTHKOH.

Tak, K npumepy, B paMKax rpaHTOBOrO
(hMHAHCHPOBAHHUS HAYYHBIX TPOEKTOB
TpyNIoi ydeHbIx ATbIpaycKoro
yHuBepcuTeta uMenu X. [locmyxamenona
B 2020—2021 ronax npoBeneH
COLIMOJIOTHYECKHUH ONPOC Ha TeMy:
«MOHUTOPUHT 00111€CTBEHHOTO MHEHHS
Hacesienust PK o coupanbHoM caMouyBCTBUH
MOJIOfIEXKH B Bodpacte 18—25 jiet
B Kasaxcrane: npoGJsieMbl 3aHSITOCTH,
pbIHKA Tpy/la U TPYIOBOH MUTPALIN».

[To uroram n1anHoro uecse10BaHms
clle/laH BbIBOJL, UTO BCe »Ke Hanbosee
pacrnpocTpaHeHHOH MPUYHHON 6e3padOoTHILbI
cpeau Mogiozioro nokoJienust PK okasasnuch
HeraTUBHbIE TTOCAEACTBUS MaHAEMUU
M CBSI3aHHbIE C 3TUM 3aKPbITHE MAJIOro
u cpenHero 6usHeca (Sabirova 688 ).
3anauamu, onpeaeseHHbIMU B X0/1€
UCCIe10BaHKS OCHOBHBIMH H CTOSILIIUMM,
110 MHEHHIO PECIIOH/IEHTOB, Mepejt
PYKOBOJICTBOM FOCY/IapCTBa B MJaHe
CHWKEHHS YPOBHS 0€3paboTHLIbI
B Kazaxcrane, siB/isit0TCS1: peaJsibHast
6opbba ¢ Koppynimei, oOyueHue
HaceJieH sl COBpEMeHHBIM BOCTPeGOBAHHBIM
npodeccusim, U3MeHeHHe yCJI0BUH paboThl
MHOCTPAHHbIX KOMIIAHUH C TEM, YTOOBI
OHH TPYJIOyCTpauBaJiu 6oJibllle MECTHOTO
HaceJsieHHs1, yIPoLLIeHHEe PEraMeHTOB
BeJleHHs1 Ou3Heca, Co3llaHue MporpamMmm
nepekBaauduKauu 6e3paboTHBIX
(Cabupona 10).

B BesninkoOputanuu B MapTe
2020 rojia npoBesiu COLUONOTHIECKOe
1ccse/loBaHue CPein BbIMTYCKHUKOB,

B TOM UMCJIe TBOPUECKHUX ClIelHAIbHOCTEH,
M0 pe3yJsibTaTaM KOTOPOro W3jlaHa KHUra
«YeM 3aHUMAIOTCS BBIMYCKHUKHU? ».

B onpoce npunsiin yuactue 21 420
BBINYCKHUKOB (16,6 % oT 0611ero uncaa
OMPOLLIEHHbBIX BbIMTYCKHUKOB ) TAKHX
TBOPUECKHX ClelHaIbHOCTE N, KAK:

+ Kunemarorpacust u pororpadust

« Jlusann

+ M3o6pasuresbHOe UCKYCCTBO

+ HcenenoBanusi cpeicTB MacCoBOH

nHdopmalyu

+ HMcnosHuresnbeKoe HCKYCCTBO

[To pesynbratam uccnenoBanus GblJI0
BbISIBJICHO, UTO TPETb BbITYCKHUKOB
TBOPYECKHX CrieliaibHoCTel paboTrana
B 06J1aCTH UCKYCCTBa, IM3akiHa
1 MeiManpodgeccui, To ecTb
HEMOCPEACTBEHHO CBA3AHHBIX C HX
MOJIyY€HHBIM 00Pa30BaHUEM.

50,2 % pecrnoHeHToB GblIM 3aHATI
MoJHbIA paGounii 1eHb, 20,6 % — HenoJ/Hbli
pabounii neHb. Cpein HUX caMblil HU3KHH
ypoBeHb 6e3paboTHllbl HabJI0AJICS CPEeIU
BBIMTYCKHUKOB HCMOJIHUTEIbCKOTO HCKYCCTBA.
B tesiom ypoBenb 6e3paboTulibl B chepe
TBOPYECKHX HCKYCCTB cocTaBHJl 5,4 %.

3,9 % pecrnoHeHTOB, 3aHUMAIOLLIUXCS]
TBOPYECTBOM, COOOLLMJ/IM, YTO OHU
npogo/Kaior yueoy, npu stom 7,4 %
3aHUMAIOTCS U pabOTOH, M yueOOH.

Heo6x0aumMo oTMeTHTD, UTO
1o COVID-19 kpeaTuBHbI} CeKTOp
Benko6puranuu poc B nsiTh pa3
OblcTpee, UeM 9KOHOMMKA B LIEJIOM,

B HeM paboTajio GoJiee IBYX MUJIJIMOHOB
yesioBek (poct Ha 34,5 % ¢ 2011 rona),
1 OH BHec B 3KoHOMUKY 1 11,7 munsmapna
(byHTOB CTepJIMHIOB — GOJIbllIe,

yeM aBTOMOGHUIIbHAsT, a9POKOCMHUYECKas,
6uoJiornyeckast 1 Heprerazopasi OTpacJu,
Bmecte B3siThle («The Projected Impact
of COVID-19 on the UK Creative
Industries» 4).

[Ipornosupyemoe sKkoHOMHUECKOE
Bozeicreue COVID-19 na kpeatuBHble
UHIycTpun BesinkoOpuTaHuu npeamnosaraet,
YTO KPEATUBHbIH CEKTOP MOCTPAAALT
BJIBO€ CHJIbHEE, UeM SKOHOMMKA B 11EJIOM.
IT0 co3nact cepbesHble NpobJeMbl
U151 BBITTYCKHUKOB TBOPUECKHX
criea bHOCTeH, KoTopble OYIyT
MCKaTh paboTy 1ocjie OKOHYaHHUs
o6yuenus (Bloom 6).

OnHako MHOTrMeE M3 OMPOLUEHHBIX
BbIIYCKHUKOB MPOJIEMOHCTPUPOBAJIH CBOIO



YHUBEPCAIbLHOCTD, Hals paboTy B psijie
KJII0Y€BbIX CEKTOPOB 3KOHOMUKH. HaBbikH,
TMOJTydeHHbIE B TBOPUECKOM BBICIIEM
o6pasoBaHuH, eHATCs U 3(hHEKTUBHO
MPUMEHSIOTCS B Apyrux cekropax (« What
do graduates do? 2020/21. Insights and
analysis from the UKK’s largest higher
education survey» 22).

Opranunsauueit Americans for the Arts
pazpaboTaH H 3amnylleH orpoc B anpelsie
2020 rona B pamkax nporpammsl Artist
Relief. JlanHbiit oripoc nponsBoauTCst
1 110 Cell JIeHb B peasibHOM BpeMeHH,

C €ro pe3yJ/sTaTaMH MOXKHO 03HAKOMHUTBCS
Ha cafite www.americansforthearts.org/
CovidArtistDashboard.

Onpoc HanpaBJieH Ha BhISBIEHHE
1 YJI0BJIETBOpEeHHE NMoTpeGHOCTEH
MHUJIJIHOHOB XYJI0?2KHUKOB M TBOPUYECKHUX
pa6oruukoB CoemrHenHbIx [1ITaToB
BO BpeMsl MPOJI0JIKAIOIIETOCS KpH3Hca
1 BO3MO2KHOTO BOCCTAHOBJIEHHS.
PecrionientamMu ABJSIOTCS MPAKTHKYIOLIHE
XYLOXKHUKH, XY[I0?KHUKH -T1€1aroTH,
TBOPUECKHe PaOOTHUKH, HOCHTEJH KYJILTYPbl
U XYJ02KHUKH -JTIIOOUTEJTH.

[To pesysbratam orpoca
noauepkuBaetcs, uto u3 Gosee uem 10 000
XYJI0?KHUKOB H TBOPYECKUX PAOOTHHKOB,
OTBETHBILIMX HA OMPOC O BJIUSHUH
COVID-19, 62 % cTa/au noJHoCTbIO
6e3pabOTHBIMU H3-3a TTaHIeMHUH, a 95
% MCIBITA/IH MOTEPIO JI0X0A BO BPEMS]
kpusuca («Nearly Two-Thirds of Artists
and Creative Workers Report Becoming
Unemployed» 1).

C 2010 rona Tannaun ropaurcst coet
KpeaTHBHOH SKOHOMHKOH, HO MaHIeMHUsI
COVID-19 BHec1a CBOM KOPPEKTHBHI
B ee pazBute. OKazasoch, 4To JesTe/H
MCKYCCTBA U KyJIbTypbl Tausania He UMeIoT
MPU3HAHHOTO CTATyca B rOCYAapCTBEHHOM
MOJIUTHKE, MOITOMY B HauaJsie NaHaeMiH
He OblJ10 11e/1eBbIX MAKETOB COLHATIBHbIX
NocoOU.

IOHECKO B pamkax Konsentuu 2005
rojia o MOOLIPEHUH U 3allUTe PasHOOOpasus
(dop™ KyJabTypHOTrO camoBbipaxkenusi B 2021
rojly opraHusoBasia cepHio BeGHHApOB

C BElyLLIUMH MPEJCTABUTE/ISIMU CEKTOPOB
KYJIBTYPbl 1 TBOPUECKOH HHIYCTPHU
Taunanza ¢ 11eJ1bl0 OLEHKH rpobJiem
BO3JICHCTBHSI MAHJIEMUH U BbISIBJIEHHS
HeOOXOJIMMbIX H3MEHEHHH HA YPOBHE
rocylapcTBeHHOH Mo nTHKU,. Ceccru
BKJIIOYAJIH HE3aBUCHMOE KMHO, JINTEPATYPY
1 U3/1aTeJIbCKOE JIEJI0, HCTTOJIHUTENbCKOE
MCKYCCTBO, H300Pa31Te/IbHOE UCKYCCTBO,
APXUTEKTYPY U AU3aiiH, MY3bIKY, a TAKKe
00BEKTBI KYJILTYPHOTO HACTEHST U My3€eH

B paMKax mio6ajibHoro aBuxkeHus ResiliArt.

Kaxblit roj; yHuBepcuTeThI
Tannanna BbIMyCKalOT MHOTO TBOPUECKHUX
BbIITYCKHUKOB. PaboTonaTenu cuurator,
4TO HET HUKAKOW CTpaTeruu JIjisi BOCIIUTAHHUS
3TUX TBOPUECKHX YMOB U 0OecreueHus
pa6ounx mect. [TosTomy oHa U3 yHKILHH
MPAaBUTENLCTBA JIOJRKHA 3aKII0UATHCS
B TOM, YTOOBI TOMOYb STHM MOJIO/IbIM
1 TaJIAHTJIUBBIM IPYIIaM BbIUTH
Ha MeXK/lyHapOo/iHble PbIHKH U BECTH
MeperoBopbl ¢ MUPOBBIMH PbIHKAMU
(Chayamarit 406).

HMcropusi nokagaga, uto uHorjia
KPHU3UC — 3TO BO3MOXKHOCTb PELIUTh
ryOoKO yKopeHuBiuuecst npobsaembl. Het
HeOOXOJMMOCTH XKJ/1aTh OUEPENHOT0 KPU3HCa,
npexjie 4eM BHOCHTb HEOOXOIUMble
M3MEHEHUs cerlyac.

Hamu takke npeanpuHsTa nonbiTka
MPOBECTH COLMOJIOTHIECKOE HCCIE/IOBAHUE
TPY/IOYCTPONCTBA BhIMTYCKHUKOB
TBOPUECKHUX BY30B, POAHAJTM3UPOBAHbI
NPUUYMHBI BHYTPEHHEH MUTpalH
1 MUrpaly 3a pyGeK TBOPUECKHUX JIojeH,
npoxkupatouux B Kazaxcrane, Biusinue
Ha UX TPYJIOYCTPOHCTBO MOCAE/ICTBUI
nangemuud COVID-19.

Pe3synbtathbl

B onpoce npunsia yuactie 201 BbIMTyCKHUK
(40,3 % My2KkukH U 59,7 % JKeHIIMH )
CJIEJLYIOLIMX TBOPUECKHX CIelHaNbHOCTEH
(cM. nnarpammy 1):

+ Kuno u TesnieBuienune

+ JKuponucn, ckysbnrypa

+ My3bika

CAJAS Volume 7. Issue 1.2022

=
N
~

KPEATUBHbBIE MHAYCTPUU: UCKYCCTBO, 3)KOHOMUKA, APT-PbIHOK




CAJAS Volume 7. Issue 1.2022

-
N
co

KPEATUBHDBIE MHAYCTPUU: UCKYCCTBO, 3)KOHOMUKA, APT-PbIHOK

M3o6pasntesibHOE HCKYCCTBO 46,2 % pecroHaeHToB yKasaau

ApT-MeHe/KMEHT MEeCTOM CBO€H pabOThl TOCYAAPCTBEHHbIE
TeatpasnibHoe UCKycCTBO yupexkaenus, 18,9 % — paGoraior
Xopeorpadusi B GU3Hec-CTpyKTypax, 25,9 % —
Juzaiin caMo3aHsiTble, MHAUBH/ya/bHble
HckycerBoBenenue NpeANpPUHUMATEIH.

Juarpamma 1. Hanpapnenust oGydenust BbITyCKHHKOB

HckyccTBoBeeHne
6%

Xopeorpadust

5%
JKusonuce,
CKYJIBIITYpa
8%

W3o0pasurensHoe
HUCKYCCTBO
7%

22,3 % 13 onpoLIeHHbIX He paboTaloT Be3paGoTHBIMH HA IaHHBI MOMEHT
110 CBOEH Crelua bHOCTH (M. imarpamMmy 2)  siBasiiorest 9 % onpoLeHHbIX
u Bee ke 70 % u3 nux n6o paboTaioT (cm. muarpammy 3). [last 33,3 %
B CMEXXHOM cdhepe, MO0 obyuatores 6e3pabOTHBIX MPUYMHOK 0KA3aJUCh
B Maructpatype, a apyrie 30 % paGoraior HeraTUBHbIE MOCAEACTBUS NMaHAEMUU
COBEpLLUEHHO B 1pyroil cdepe ((PMHAHCOBBIA M CBSI3aHHbIE C STHM 3aKPbITHE MaJoro
KOHCYJITAHT, CeJIbCKOE XO35UCTBO, u cpeanero 6usneca. 50 % 6e3paboTHLIX

CTpOHTEJ/IbHAsT KOMITIaHHWsT 1 Ilp)

HE MOI'YT TPYLOYCTPOUTHCS B CBSI3U C TEM,

Huarpamma 2. Pesysibrathl 0TBeTOB Ha Boripoc: «PaGoTaete s Bbl 1o crietinanbHOCTH? »

HckyccTBOBeieHUE
Jnzaitn

Xopeorpadus
TeaTpanbHOE HCKYCCTBO
B [To cienuanbHOCTH
ApT-MEHEHKMEHT
¥ He no crienuaabHOCTH
H300pa3urenbHOe HCKYCCTBO
Mys3blka

JKuBommcs, ckyapnTypa

Kuno u TeneBuneHue

B




Junarpamma 3. 3aHSITOCTb, MeCTO PaBGOThI

Bespabotnsie; 9%

Camo3aHsIThbIE,
WH/IBU/TyaJIbHbIC
NIpeANPUHUMATEIIH;
25,9%

YTO HeT PabOoThI 110 MX CMELHUATbHOCTH.
16,7 % w3 uncia 6e3paboTHBIX HE MOTYT
paboTaThb 10 0GBEKTHBHBIM MPUUHHAM
(yueba, OTIyCK 10 yX0/1y 3a peOeHKOM ).

[oBopst 0 BHYTpeHHel TpyL0BOH
MHUTPALHH, MOXKHO OTMETHTb JI0CTaTOYHO
HU3KYIO TPYJ0BYIO MOOHIIBHOCTD
OMPOLIEHHbIX — MOYTH 65 % U3 HUX
He rOTOBBI MlepeexaTh B JIPYrok peruoH
Kasaxcrana pamu noucka paGoThb.

CTOUT TaK:Ke OTMETHTD, YTO MY>KUMHbI
HECKOJIbKO MEHbllIe, YeM KeHIIHHbI
M3bSBJSIOT XKeJlaHKe MepeexaTh B APyrou
pernoH Kazaxcrana paau noucka paGoThl
(16,4 % u 17,9 % cooTBETCTBEHHO).

Bwmecte ¢ TeM, €CJIM CpaBHHUBATb MOTHBDI,

M0 KOTOPbIM OHH FOTOBBI TTepeexaTh
B Ipyroi pernon Kasaxcrana, To nouck
paboThl, Jyyllield 3apabOTHON MJIATHI
BBIXOJIUT Y2Ke Ha mepBoe mecto. [ 1o uroram
aHaJM3a MpUUKH TPYJIOBOH MUTpaLUH

MbI TTOJIYUHJTH CJIELYIOIIHE Pe3YILTaThl;
repeexaTh B JIPYroi pervoH CTpaHbl yalile
FOTOBbI BbIMYCKHUKH CMElHAIbHOCTH
«apT-MEHEPKMEHT».

Hawmu taxoke 6b1J1 HCC/IenoBaH TaKOH
napaMmeTp, Kak MoTeHIHa/bHOe yKeJaHHe
nepeexartb B Ipyryto crpany. B nansom
cJlyuae TBOpUECKHE JIIOJIU TI0KA3a1
MEHBILLYI0 MOOUILHOCTL — TOJILKO 24 %

33,3% - HeraTUBHEIE

MOCAEACTBUS NAaHAEMUN U
CBSI3aHHBIC C ITUM 3aKPBITHE
MAaJIOTO U CPETHEro OM3Heca;
50% - HeT paboThI O UX
CIICI[HATEHOCTH;

16,7% - 10 0OBEKTUBHBIM
npu4drHaM (y4de0a, OTITyCK Mo
yXO0Jy 3a peOCHKOM).

OIPOLLIEHHbIX B TOW WUJIM UHOH CTEIEeHH

paccMaTpUBaeT TaKylo BO3MOXKHOCTb.
Bcepbes HaCTPOEHHBIX TOKUHYTH CTPAHY
JI0CTAaTOUHO MaJsio — 0KoJ10 8,9 %

13 UMCJIa OTPOLIEHHbBIX, H BCE OHU
MY2KUHHBbL.

Hau6osee nonyssipHpiMu
HarpaBJIEHHUSIMHU JIJIs] SMUTPALIUH HA3BaHbI
CIUA, Kanana u crpanbl EBpocotosa.
[TprurHO# SMUTPAIUK PECTIOHIEHTDI
Ha3BaJ/IM XKeJlaHHe HAUTH JIydlyio pabory,
00€eCneunTh JIETSIM JIOCTOMHOE ¥ HAJIEXKHOEe
Oy/yliiee, BLINTH HA MUPOBOH PBIHOK.

BOoJILIUIHHCTBO OMPOILIEHHBIX
pecrionnentos (89,5 %) na Bonpoc:
«OutyTnsv i Bbl Kakne-To HeraTHBHbIE
nocJie/IcTBHst Jyisi Batiiero Tpyaoycrpoiicrsa
B cBsisu ¢ nanaemueit COVID-197»
BbICKA3aJIUCh OTpULIaTEbHO. OLLyTHIIH
HeraTHBHbIE TOCJIEICTBHSI B MJIAHE
Tpynoycrpoiictea 10,5 % onpoiieHHbIX.
B 0CHOBHOM 5TO My»UYHHbI, BBITTYCKHHKH
2021 ropa.

M3 uncna oTBETOB PeCNOHIEHTOB,
OLLLYTHBIIUX MOC/IEICTBUS MAHIEMUH
COVID-19 B nnane TpynoycTponcTsa,
OblJIM BbISIBJIEHBI CJIE/YIOIIHE OCHOBHbIE
HeraTUBHbIE MOCJIEICTBHSI
JUIs1 TPYJI0YCTPOUCTBA HACEJIEHUS,
CBsI3aHHBIE C MAHIEMHUEN:
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1) yMEHBIINIOCH KOJIHYECTBO PAOOThI
(cTaJsio MeHblile KJIMEHTOB, MepeBesit
Ha TI0JICTaBKH, OTIMYCK 6€3 COXpaHeHHs
3apa6oTHOM niaThl U ap.) — 51 %;

2) ymeHbllIUiach 3apaboTHas mJjaTta —

18 %;
3) yxyauuanch yeaosus pyaa — 17 %;
4) notepsiiu padory — 14 %.

3aKnwueHue

YUuTbIBasH BbILIEU3JIOKEHHOE, ObLIO
BbISICHEHO, UTO BbIIyCKHUKAM MOC/EIHUX
JIET Tpy/iHee Bcero ObLI0 HAUTH paboTy

B 11epHojl KopoHakpusuca. [ Ipenyaratores
CJIe/lyIOLILHE MEPbI 10 YJIydllI€HUIO TaHHOH
CUTYaLMH:

— TBOPYECKHUM BbICIIUM y4eOHbIM
3aBeJICHUSIM HEOOXOIMMO
paspaboTaTh U 3aMyCTHTh
[porpammy TpyJa0yCTPOUCTBA,
KOTOpasi I0J2KHA ObITh CBsI3aHa
¢ LleHTpom 3aHATOCTH Hace/IeHHs
M IaCT BO3MOKHOCTb HalTH
paboTy BbIMTYCKHHKAM — MOJIOJIbIM
crielHaucTam;

— /151 pa3peLleHust CI0KUBLIEHCS
CUTYyallMH He0OXOIMMO CO311aTh
OTJIE/IbHBIN TOpTaJl Ha calTax
BbICLIMX yueOHbIX 3aBe/IeHHUH,
rJ7le BbIMTYCKHUKH CMOTYT Y3HaTh
0 BAKaHCHSIX, 3aMOJIHUTb aHKETy
KaHIU1aTa, OTIpaBUTh PE3IOME;

— LleHTp Kapbepbl BbITYCKHUKOB,
KOTOPbIH €CTh B KaXK/10M YueOHOM
3aBeJIeHNH, JI0JKEH aKTUBHO
pabotath oHJalH. ETo cOTpyaHUKY
yepe3 aHKeTUpOBaHHe U oOlleHH e
C BbIMYCKHUKAMM JIOJKHbBI BBISIBJISITH
noTpe6GHOCTH M HHOPMHUPOBATH HX
0 BO3MOKHOCTSIX TPYJIOYCTPOHCTBA;

— KaxKJloe BbIcllee yuebHoe
3aBejleHHe J0JI2KHO ColleicTBOBATh
B TPYAOYCTPOKUCTBE, IPOBOJIS
OHJIAFH-MEPOTPHUSITHS, KOTOPbIE

Oy/lyT HalpaBJIeHbl HA MOUCK
paboThl, yCIellIHoe MPOXOKIeHHE
cobece/loBaHUsST — CEMUHAPHI,
MacCTep-KJ/1acChl, BCTPEUH

¢ paboToaaTesiMH, IpMapKH
BAKaHCHH U T. I1.

TBopueckue BbINyCKHUKH, BEPOSITHO,
MUMEIOT XOPOLLIHE BO3MOXKHOCTH
U151 IPEOJ0JIEHUST HeONpeaeJeHHOCTH
Ha pbIHKE TPY/la — OHH JIaXKe MOTYT ObIThb
B COCTOSIHUM Pa3BHBATbh HOBbIE
BO3MOKHOCTH 6J1arofiapsi CBOUM
TBOPUECKUM TaJIaHTaM, MPePUHMUUBOCTH
1 CIIOCOOHOCTSIM, caMOpeKJiaMe, co3/1aBast
CBOU COOCTBEHHbIE YHHKAJIbHbIE KapbepHbIe
KapTbl. HblHelllHee cokpalllenue pbiHKa
TPyZla B 3TOM CEKTOpe HeJsb3sl cOpachlBaTh
CO CUETOB, HO LUMPOKUN CIIEKTP
nepeiaBaeMblX HABbIKOB TBOPUECKHX
BBIITYCKHHKOB, TeXHOJIOTHYeCcKasi
Cc006PA3UTENLHOCTh U CMOCOOHOCTh
3(h(heKTUBHO B3aUMOJIEHCTBOBATh MOTYT
0KasaTbCsl KJIOUeBBIMH aTpHOyTaMH
JUIsl HABUralyu B OyJ1yLleM MUpe Tpyaa.
KpeaTuBHOCTb CTaHET OJTHUM M3 OCHOBHbBIX
HaBbIKOB, HEOOXOAUMBIX paGOTHHKAM
JUIsl IpollBeTaHust B ycsioBusix HeTBepToi
MPOMBILLJIEHHOH PEBOJIIOLMH.

Ho Ha rocynapcTBeHHOM ypoBHe
TaKxKe JI0/2KHA OKa3bIBATbCS [TOMOLLb
KOMIaHUSIM TBOPUYECKHUX HHILYCTPHH,
KYJIETYPHBIM OpraHu3allysiM.

Heob6xoauMmbl 10M0HUTENIbHBIE
UCCJIeI0BAHUS B OTHOLLEHHH CaMO3aHATbIX
npearnpuHumaresei, GpuaaHceposB.
Heo06xo01MMo0 H3yUnTh BJMsSIHKE MTAHAEMUH
COVID-19 Ha TBopueckue HHYCTPUU

U Mepbl N0 UX MOAJIePKAHHIO B PA3BUTHIX,
pa3BUBAIOLLMXCS CTPAHAX, CTPAHAX

¢ hopmHupyIolEHCs: PhIHOUHOH SKOHOMHKOH
U CTPAHaX C [ePexoJHON SKOHOMUKOH,
MPOBECTH CPABHUTEJbHBIN aHAJHU3,
NPUMEHHTD MOJIOKUTEJIBHYIO TPAKTHKY
JUIs1 Ka3aXCTaHCKON HHLYCTPUH KYJIbTYpbI
1 MCKYCCTBA.
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Aitman MycaeBa

T. K. Kyprenos arbinpars Kaszax yartbik eHep akagemusicnl (Asnmarbl, Kasakcrat)

KA3AKCTAHHDbIH, WbIFAPMALLbINbIK XXOO TYNEKTEPIHIH XX¥MbICKA
OPHAJIACYbI: 9JIEYMETTAHVIIbIK CAYAJIHAMA HOTUXEJEPI

Anpatna. COVID-19 naHAeMUACbIHbIH, SKOHOMMKANbIK, 9CEP €Ty XXaFAanblHAA LWbFapMaLUbUIbIK,
WHAYCTPUAHBIH, peni BypbiHFbIAAH Aa MaHbI3abl. LLbiFapMaLubiibiK XaHe M3AEHU cananap 3KOHOMUKAbIK,
OCYLiH KO3FayLUbl KYLLi FaHA eMec, COHbIMEH bipre KaybiMAaCTbIKTapAbl 6ipikTipeai, onapaa
MUNNMOHAAFAH afaMAAP KYMbIC iCTeNAi, 0nap YATTbIK KOATbIH, Heri3iHae aTblp. bipak Aaroapbic
XaFpannapbl KOCbIMLLA MEMNEKETTIK KONAAyCbl3 6y canaHbliH, M3LEHM anaTka Kapaw >XbUDKbIMN Kene
YKATKaHbIH alKbIH KepCeTeai: LWblFapMallbl/iblK XKOFapbl OKY OPbIHAAPbIHbIH, TY/IEKTEPiH, COHbIH, illiHAEe
M3[EHWET, eHep, AM3alH XaHe 6acka Aa KenTereH KOMMaHUANAPAbIH, XabblnybiHA 6aMNAHbICTbI XXYMbICKA
OpHanacTblpy npobnemacs! 6ap.

3epTTeyaiH MakcaTbl — XKYMbICChI3AbIKTbIH, LETEPMUHAHTBIHA, LbIFAPMALLbIIbIK, KOFapbl OKY
OpbIHAAPbI TYNIEKTEPIHAETT KYMbICChI3AbIKTbIH, )XaFbIMCbI3 cebenTepiHe, KasakcTaHaa TypaTbiH
LIbIFAPMALLbINbIK aAaMAAPAbIH, iLKi KOLWi-KOHbl MEH LIETENre KeLi—KOHbIHbIH, cebenTtepiHe, onapablH,
XYMbICKa opHanacybiHa COVID-19 naHaemMuscbl canaapblHbIH, 9CepiHe Tanaay yprisy.

3eptTey bapbiCbiHAA dNeyMEeTTaHbIMAbIK CayanHaMa aaictepi KonaaHbinabl, Google Forms-te
cayanHaMa KypacTblpbliabl )XaHe LWblFapMaLUbI/blK XOFAapbl OKY OpbIHAAPbIHbIH, TyEKTepi apacbiHaa
TapaTbliabl. ONeyMeTTaHbIMAbIK, cayanHama HaTuxenepi SPSS Statistics 6arnapnamacbiHaa eHAereH.

KazakcraH PecnybnmKacbiHbIH, LblFapMaLLblibIK XOFapbl OKY OpblHAAPbIHbIH, TYNEKTEPiH XYMbICKA
OpHanacTbipy 60MbIHLIA 3epTTey HITUXENEPiHiH a3 6eniri, onapablH eH6eK HApbIFbl MEH eHbBeK KeLwi-
KOHbIHA KATbICTbl MiKipnepi atan eTinai. XyMblCCbI3AbIKTbIH, AETEPMUHAHTTAPbI, LbFAaPMALLbIIbIK YXOFapbl
OKY OpbIHAAPbIHbIH, TYJIEKTEPI apaCbiHAAFbI XXYMbICChI3AbIKTbIH, XXaFbIMCbI3 cebenTtepi TangaHabl. CoHaai-
ak, KazakcraHaa TypaTbiH WblFapMaLlbliblK afaMAaPAbIH iLLKi KeLWi-KOHbl MEH LUeTenre KOHbIC ayaapy
cebenTepi, onapablH, XXyMbicka opHanacybiHa COVID-19 naHaeMuschl canpgapbliHblH 3Cepi TanaaHAabl.

O/eyMeTTaHbIMAbIK, 3epTTey Ka3aKCTaHHbIH, XXOFapbl OKY OpbIHAAPbIHbIH, WbIFAPMALLbIIbIK,
MaMaHAbIKTapbIHbIH, TyNeKTepi apacbliHAa anfFall peT eTKi3inai. bonawakra aykbiMabl aneyMeTTiK 3epTTey
Xypri3y xxocnapnaHyaa. Ocbl 3epTTey MeH YCbIHbIMAAPAb! LWblFapMalLLblIbIK XXOFapbl OKY OPbIHAAPbI
TYNEeKTEPAi )KYMbICKA OPHaNacTblpyAbl apTTbipy MaKcaTbiHAA NaifanaHa anagpl.

Anreic. T. K. KypreHoB aTbiHAasbl Kasak ynTTbiK 6HEp akafeMUAChIHbIH, apT-MEHEIKMEHT XKaHe
npogatcepney KadhenpacbliHblH KbI3METKepepiHe aneyMeTTaHbIMAbIK, CayanHaMaHbl TapaTyaa ynec
KOCKAH YLiH anfbiCbiMbI3abl H6ingipemis. CoHpan-ak, aneyMeTTaHbIMAbIK CayasHaMara KaTblCKaH
pecrnoHAeHTTepre anfbiC akTaMbi3.

Ocbl Makanafa yakbIT 6enin, 6afa 6epreH aHOHUMA CbiH-MiKipLinepre anfbiC alTaMbI3.

Tipek ce30ep: yMbICKa OPHaNACTbIPY, LWblFapMaLlblblK MAaMaHABIKTAP, EHOEK KOLLi-KOHbI, eHOeK
Hapblfbl, COVID-19 naHaeMUACbIHbIH, canaapsl.

Aaliekce3 ywiH: MycaeBa, AiiMaH. «Ka3aKCTaHHbIH, WhiFapMalubiibik, KOO TynekTepiHiH, )XyMbICKa
OpHanacybl: aneyMeTTaHy/blK cayanHama Hatwkenepi». Central Asian Journal of Art Studies, T. 7, N2 1,
2022,143-155 6.DOI: 10.47940/cajas.v7i1.530.
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Aiman Mussayeva
T. K. Zhurgenov Kazakh National Academy of Arts (Almaty, Kazakhstan)

EMPLOYMENT AMONG GRADUATES OF ART HEI'S OF KAZAKHSTAN:
SOCIOLOGICAL SURVEY RESULTS

Abstract. In times of COVID-19’s strong economic impact, the role of the creative industry is more
important than ever. The creative and cultural sectors are not only the engine of economic growth,
but also bring communities together, employ millions of people, and form the basis of the national
code. However, the conditions of the crisis clearly show that without additional state support, this area
is moving towards a cultural disaster: there is a problem of unemployment of graduates of Art Higher
Education Institutions, including in connection with the closure of many companies in the field
of culture, art, design and others.

The purpose of the study is to analyze the determinants of unemployment, the negative causes
of unemployment among graduates of art universities, the reasons for internal migration
and migration abroad of creative people living in Kazakhstan, the impact of the COVID-19 pandemic
on their employment.

During the study, sociological survey methods were applied, a questionnaire was compiled
in Google Forms and distributed among graduates of art universities. The results of the sociological
survey were processed in the SPSS Statistics program.

A small part of the study results on the employment of graduates of art universities
of the Republic of Kazakhstan, their opinions on the labor market and labor migration are consecrated.
The determinants of unemployment, the negative causes of unemployment among graduates of art
universities are analyzed. Also, the reasons for internal migration and migration abroad of creative
people living in Kazakhstan, the impact of the COVID-19 pandemic on their employment are analyzed.

A sociological study was conducted for the first time among graduates of art specialties of higher
educational institutions of Kazakhstan. In the future, it is planned to conduct a larger sociological
study. This study and recommendations can be used by art higher education institutions in order
to increase the employment of graduates.

Acknowledgement. We thank the staff of the Art Management and Producing Department
at the T. K. Zhurgenov Kazakh National Academy of Arts in distributing the sociological survey
questionnaire. We express our gratitude to the respondents who took part in the sociological survey.
We thank the anonymous reviewers who took the time to rate this article.

Keywords: employment, creative professions, labor migration, labor market, consequences
of the COVID-19 pandemic.
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NCIT10JIb30OBAHUE
KPEATUBHbDbIX IMTOAX010B
B PEAJIU3ALIMHU
OBbPA3OBATEJIbHbIX
[MTPO'PAMM

B YHUBEPCHUTETE «TYPAH»

laaua Paizyanuna’

! Yuusepcurer «Typau»
(Anmarsi, Kazaxcran)

AHHoTauus. Heo6xoanMmMocTb GOPMMPOBaHUS HaBbIKOB OyAyLLEro y CTyAEHTOB HACTOSLLErO
BPEMEHM — 3TO BbI3OB NS YYpexAeHUit 06pa3oBaHus. CienoBaTenbHO, OMbIT YyHUBEPCUTETOB B 3TOW
06/1aCTU NpeACTaBAsIET akTyaslbHbli MHTEPEC KaK B CMbIC/E HAKOMIEHUS 3HAHWI, TaK U B CMbIC/E
UX OCMbICNIEHWS U TPAHCSALMK. B faHHOM CTaTbe pacCMOTPEH OMbIT UCMOJIb30BAHUS KPEATUBHbIX
MOAXOLO0B B peanv3aumn 06pa3oBaTeNbHbIX MporpamMm kadenpbl Typusma v cepeuca YHUBepcuTeTa
«TypaH». MeTogonorms pa3paboTku U UCMONb30BaHMS CAMOCTOSTENbHbIX PabOT CTYAEHTOB
OCHOBaHa Ha aKTyanu3auuy 06bEKTOB OKPYXKAHLLEN AeACTBUTENBHOCTU YEPE3 UHTEPAKTUBHOE
OCMbIC/IEHUE, BU3YaM3aLMIO, AHANIU3 U CMHTE3MPOBAHME TBOPYECKMX 06pa3oB. B kayecTse
KOHTEKCTA MCMo/b30BaHa Tonorpadus pogHOro ropona, UCTopusi CEMei, CEMelHbIe PETMKBUN
W pacckasbl LOMOYaALEB. Pe3ynbTaToM CTasiv TBOPYECKUE 3CCE, BULEOOYEPKU, LHEBHUKMU U TYPUCTCKUE
TWbl, HOCSLLME NEPCOHUBULMPOBAHHDIN, SMOLIMOHANbHBIN XapaKTep, paClUMPSOLLME TOPU3OHTDI
BOCMPUSTUS COBPEMEHHOCTU. B X0ae paboTbl HAaA CAaMOCTOSTENbHBIMU 334aHUSMU CTYAEHTbI
BOB/EKA/IM B TBOPYECKMIA MPOLLECC CBOMX AOMOYAALEB, U3yYaNu CEMENHbIE apXMBbI, 3aHUMANUCh
KpaeBeLeHWeM, BU3yann3npoBanu CBOU UCCIEN0BAHUS, CTPYKTYpUPOBanu Matepuan. bbin ncnonb3oBaH
MY/IBTUKYNIBTYPHBIA, MEXANUCLMUMIMHAPHBIA KOHTEHT B LUMPOKUX BPEMEHHbIX paMKaX, CTYLEHTbI
paboTanu B OTKPbITOM, CBO60AHOM pexxume. [NpencTaBieH UTOroBbiii MaTepuan BbiMOJHEHHbIX
CTYAEHTAaMM 33aHWI KaK MpUMEpP TBOPYECKOrO OCMbIC/IEHUS OKPYKAIOLLEN AEACTBUTENBHOCTH
1 BOCTIPUATUSA ce6s B 3TOM AEMCTBUTENbHOCTU, OCO3HAHUS BAaXKHOCTM CBOETO JIMYHOTO OMbITa
NS pa3BUTUS NPOdECCMOHaNbHbIX HABBIKOB, M3 KOTOPbIX OLHUM M3 CaMbiX BaXKHbIX ABSETCS IMMATHS.
CrenaH BbIBOA, O TOM, YTO B 06pa30BaTe/IbHbIX NPOrpaMMax HEOHXO0AMMO aKTyann3npoBaTh IMUHYO
MO3ULMI0 KAKA0r0 CTYAEHTA, Pa3BMBaTb €r0 KPEaTMBHOE MbILLUJIEHWE HA OCHOBE JIMYHOTO OMbITa.
Knroyeswie cnoea: KpeaTBHbIE NOAX0Abl, 06pPa30BaHUE, TYPU3M U CEPBUC, YHUBEPCUTET K TypaH»,
CTYLEHTbI, KDAaeBELEHWNE, My3EEBEAEHME.
Ans yumuposarus: ®arizynnuna, lanus. «Mcnonb3oBaHMe KpeaTUBHbIX MOAXOA0B B peann3aumm
06pa3oBaTenbHbIX NporpaMm B YHuBepcuteTe “Typan™». Central Asian Journal of Art Studies, T.7,N2 1,
2022,c.156-165.DO0I: 10.47940/cajas.v7i1.542.



JIIOYEBbIMHU HaBbIKaMH,
K OMpeeNSBIINMU IPAMOTHOCTb

B MHIyCTPUAJIbHYIO 310Xy, OblJIM YTEHHE,
nucbMmo 1 apudmetnka. B XXI ke Beke
AKLEHTBI CMELAIOTCS B CTOPOHY YMEHHS
KPUTHUECKH MBICJIUTh, CIIOCOGHOCTH

K B3aUMOJIEHCTBHIO H KOMMYHHUKALIUH,
TBOPUECKOT0 MOAX0/1a K aeny. Muorue
necse10BaTeu 100aBJSIOT K 9TOMY elIé

1 JII0603HATEJNBLHOCTh, XOTS 3TO, MOXKAaJYH,
He CTOJIbKO HaBbIK, CKOJIbKO KauecTBO,
JIMUHAsi XapaKTEePUCTHKA YesloBeKa», —
yrBep:kaaer [larpuk [puddun, npodeccop
Menb6ypHCKOTO YHHBEPCHTETA,
PYKOBOJUTE/b MEKIYHAPOJAHOTO HAYYHOTO
MPOEKTA MO OLIEHKE U MPernofaBaHHio
HaBbLIKOB U KoMreTeHLH XX] Beka
(XaiipytauHoB). Heo6xonumocTh
(opMUpoBaHUst HABBIKOB GY/Iyl1lero

y CTYZIEHTOB HACTOSIIIIETO BPEMEHH —

3TO BbI3OB /LIS YUPEKIACHUI 00pa3oBaHMsl.
CrienoBaTesibHO, OTBIT YHHBEPCHUTETOB

B 3TOH 00J1aCTH MPE/ICTABJISIET HHTEPEC
KaK B CMbICJIE HAKOIJIEHHs] 3HAHUH,

TaK U B CMbICJI€ UX OCMBIC/IEHHUSI

v TpaHc/sUMK. B nanHo# craTbe Gyner
pPaccMOTPEH OIBIT UCIOJb30BAHUS
KpeaTHBHBIX MOJXOJ0B B peau3alnu
06pazoBaTe/IbHbIX MPOrpaMM Kaderpbl
Typu3Ma U cepBUca YHUBEpCUTETA
«Typan».

MeTo/10J10rHIECKOe U KOHTEKCTHOE
3HaueHHe B U3y4eHUHU MPoOJIeMbl
UHTepIpeTaluu yueOGHOro Mmarepualia
umesa cratbst M. B. [HenoBckoro
0 «TPY/ZHOM HACJIIMH>» B My3esiX
(HenoBckwmit). MIcToUHMKOM CrTpaBOUHbIX
JIAHHBIX O COBPEMEHHOM COCTOSTHUH
U TIepCreKTHBAX Pa3BUTHSI TypH3Ma cTajl
«City>keOHBI} CITPABOYHUK TYPUCTCKOH
otpacau Pecny6ankn Kazaxcran»

(AO HK «Kazakh Tourizm». Asrycr

2021 rona) (Kazakh Tourizm). Kpome
TOr0, OCHOBOH JU/Is1 HAITMCAHMS] CTaThH
crasii yueGHO-MeToIMYeCKHe MaTepraJibl
JICLUTIIIMH 06pa3oBaTesIbHbIX TIPOrpaMm
«Typuam» u «PecropaHHoe U rOCTHHHYHOE
JIeJ10>», pe3yJIbTaThl BBITOJIHEHHS 3a1aHUH
CTyJleHTaMH YHUBEpPCHUTETA.

Yuusepcurer «Typan»
MO3ULMOHUPYET ceOs1 KaK HHHOBALIMOHHO-
NPEANPUHUMATEbCKHIH, @ 5TO 3HAUUT,
uTo nporpammbl Ha 1/3 coctosT
M3 NPeANPUHUMATeNbCKUX MOy el
(B TOM uHcile, HaNpUMep, AUCLUIIMHA

«IOpuauueckoe conpoBokaeHHE OU3HECa» ).

Kpowme Toro, B yHHBepcHTETE UMeEeTCs]
BO3MOKHOCTb yIJTyOJIEHHOTO U3ydeHHs]
MHOCTPAHHBIX SI3bIKOB (aHTIMHCKHUH,
TypeLKHi, KUTalCKHi). A Tak:Ke BO BCexX
o0pasoBaTe/ibHbIX [IPOrPaMMax ecTb PsifL
npeimMeToB, cBsi3aHHbIX ¢ [T-TexHosornsiMHu,
3JIEKTUBHbIE MOJLYJIH, HallpaBJ/eHHble
Ha hopmupoBanue soft skills —
JIOTHUECKOTO, KPUTHUECKOTO MbIIIJIEHHUS.
Takum 06pazom, MOKHO CcKa3aTh,
B «TOpHUJIE 00PA30BAHUSA KyETCSA»
JIOCTOUHBIH crielaJancT Oyyuiero.
Opnnako, Ha Halll B3IVIsIL, HEIOCTATOYHO
NpeJICTaBaeHO B 00pa3oBaTe/bHbIX
nporpamMmmax HarpasJieHHe, CBSI3aHHOe
¢ (hopMHUPOBAHUEM KPeaTHBHbBIX
HaBbIKOB. B HAcTOSLIMIA MOMEHT OHO
NPOSIBJSIETCS TOJBKO B MOAX0JAaX U METOAAX
npenoaasauus. Ha dacumurauupontoi
CeCcCHH, OPraHu30BaHHON YIpaBaeHHeM
KpeaTHBHBIX HHIYCTPUI aKMMaTa ropojia
Anmatbl 11—12 denpans 2022 roaa,
BCe yuacTHHKHM — ujieHbl CoBeTa
KpeaTHBHBIX HHIYCTPUH — OTMETHJIH
KaK HeOOXOIMMOCTb pa3paboTKy
CrelabHbIX KypCcoB, B paMKax
KOTOpbIX Oy/IeT pa3aBUBAThCS KpeaTHBHOE
mblieHue. CKopee Bcero, oHu Oy1yT
MUMETb MEXKIMCUHUIJIMHAPHBIA U, MOXKET
ObITh, MEXKBY30BCKHH XapakTep. M stor
Boripoc «PRO o6pasoBanue» eié
1 0 npoeccHoHasbHOM 06pa3oBaHUK
B pa3HbIX HarpaBJeHUsIX KpeaTHBHOH
unayctpuu. [Tosromy peub gosKHa
WITH HE TOJIbKO O CTYJIEHTAX, HO U O yKe
CYLILECTBYIOLLMX ClIEeLMATUCTaX, KOTOpble
MOTJIH Obl pechopMHpPOBATh CBOE 11€J10,
OH3Hec 3a cyeT MPUMEHEHHUS HOBBIX
HECTaHAAPTHBIX UICH.

Ha ceropnsitinuii nenp Ha Kadenpe
TypU3Ma M cepBHCca MIET MOAr0TOBKA
CMEeLHaNMCTOB M0 ABYM 00pa3oBaTe/bHbIM
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nporpammam — «Typusm», «PecropanHoe

JIeJI0 U TOCTUHUUHBIN OusHec». Munycrpus

FOCTENPUUMCTBA, TIePEKUBAsT KPU3UC

B YCJIOBHSIX NAHEMHH, 3aKPbIThIX

rpaHullL, BbIHY»K/IeHa aKTUBU3HPOBATh

BCE BHYTPEHHHE PECYPChI ISl yleprKaHUs

W npuBJiedenns kaventos. C 2020

no 2021 roj B ¢BsI3u ¢ NaHAeMHeH TPaHULbI

Pecny6snku Kazaxcran ObliiM 3aKpbIThI,

HO KOJIMYECTBO MepPe/IBUKEHUH

C TYPUCTCKUMH LIEJISIMH Y TPazKIaH

Pecny6usku Kazaxcran Bo3pociio.

Tak, B 2021 rojsy iuHamMuKa KoJiHuecTBa

BHYTPEHHHUX TYPUCTOB (TPEIOCTABIEHO

MeCTaMH pa3MeLleH s ) CoCTaBJIsIeT

+10 %. B 10 x)e BpeMsi ObLIM OTMeUEeHbl

YCHJIHS TOCYAaPCTBEHHBIX CTPYKTYP

M YaCTHbIX HHBECTOPOB, HalpaBJIeHHbIE

Ha yKperjieHue 1 pa3BuTHe

MH(PACTPYKTYPbI TYPUCTCKON OTpac/n

B Kasaxcrane B o611eM 1 B roposie AsimMathbl

B yactHoctH. Tak, B 2021 romy 61710

peasin30BaHO 22 HHBECTHIIHOHHBIX POEKTa

(my1 npoektoB Kazakh Tourism)

Ha 138,9 muipa renre. B Anmatol

nianupyembiii B 2021 rony o6bem

MHBECTHULIMH B IPOEKThI TYPOTpACIH

(pacueTHble TaHHbIe aKHMATOB ) —

52,6 msipz TeHre. B Takoii cutyatmu

BIOJIHE [TPEJICKa3yeM Ccrpoc

Ha CMeLHrasnCTOB, YMEIOUINX ObICTPO

pearnpoBaTh Ha UBMEHEHHE CUTyalluH

1 CIIOCOOHBIX HAXOIUTh HeCTaHapTHbIE

nytu petienus npoosem (Kazakh Tourizm).
[Tannemus 2020 rojna akTyasausupoBaJa

psIL TPEH/IOB — UHTEpeC K CBOUM

JIMYHBIM OILLYIIEHUSM U B TO XK€ BpeMst

noTpeGHOCTh B COIMATILHOM OOTIIEHHH.

[TosToMy B pamKax Takux Kypcos,

kak «Kpaesenenne», « MyseeBenenue»,

«Tpanuuuu U KyJbTypa MHTaHHsl HAPOJIOB

mMupa», B YuuBepcurete «Typan» (Asnmarhbi)

CTOslJIa «BJIOXHOBUTE/bHAS» 3a7a4a —

(hopMHpoBaHHe HHTEpeca K OKpyKalolleMy

MHUpY Yepes KyJbTHBHPOBaHHE JI0OBH

K cebe, Takas cBoeoOpasHas puMepKa

MHpPa U CBOMX MPEACTABJICHUI O MUpeE.
YCJI0BHO 3Tarlbl 3TOH «KYJbTUBALAHM»

MOYKHO TPEICTABUTH TAKHMH TEMaMH,

Kak «JI1000Bb K cebe», «JIlo60Bb K ceMbe >,
«J11060Bb K pojIHOMY Kpato (ropojy )».

B pamkax rnepBo# TeMbl U TaKOH
KJaccuueckoi TeMbl « Kpaepenenusi»,
Kak « OHOMacTHKa», CTYJIeHTbI HcaJn
3cce 0 3HaYeHUH CBOETro UMEeHH, KOTopoe
BKJTIOUAJI0 B ce0st He TOJIbKO paciindpoBKy
MMEHH, HO M U3JI0}KEHHE HCTOPHH TOTO,
KaK KOHKPETHO€ MMS$l HalllJI0 CBOEr0
yeJIoBeKa, a TaKxKe aBTOPbl PACKPbIBAJIH
o0blyaK, CBsI3aHHbIE C HMsIHApEeUeHHEM
B TOM WJIM JIpyrom 3THoce. Harnpumep,
Kypmanrasu AfibiM Hanmcana
¥ npecTaBuia B poTtorpadusix HCTOpHUio
CBOEro UMeHH, a (haKTHIECKH —
0003HauM/Ia CBOE 11eHHOCTHOE MECTO
B Kpyry ceMbH. «3jipaBcTByiiTe! Mens
30BYT AfibIM. §1 epBbIil peGEHOK B CeMbe.
Y Moe# Mambl €CTb OJIMH POJIHON GpaTHlIKa
¥ MHOTO JIBOIOPOJIHBIX CeCTEpP U OpaTheB.
$1 BooOG11e poausach B ropojsie Kaparange,
HO BCIO CBOIO »KU3Hb KMBY B TasibIKopraHe.
Jném 11 auBapsa 2002 roga mama poauaa
MeHsl B OJIHOH U3 KaparaHauHCKUX OOJbHULL
1, O3BOHUB POJIHBIM, COOOIIMIIA 00 ITOH
HOBOCTH. B nepByio ouepe/ib oHa Mo3BoHUIA
ponHomy 6patuiuke. Jlsinst 6bl1 oueHb pa,
emy Torja 610 Juiib 20 jet. OH notuén
K JIBOIOPOJIHBIM CECTpam, Mo3Basl Beex,
¥ OHM cOOpaJsIUCh B OJIHOM M3 MECTHBIX Kade.
OHu Bce BMecTe BbIOMPAJIM MHE HMS.
Bblin pasHbie BapuaHThbl, U OHM OU€Hb
JIOJITO HE MOTJIM NPUITH K €IMHOMY MHEHHIO.
[ToTom 11151 NPeIOzKUI HCXOAUTh
OT Xapakrepa u o6pasa Moeil Mambl,
1 M0CJI€ 3TOTO OHU MPHILIY K UMEHH
AriniM. M 310 UM, 110 UX MHEHHIO, OYEHb
MOAXOAMJIO K MOEMy 00pasy, KOTOPbIH OHH
npejictaBsiin. OHU NPEACTABJISIIN MEHST
XPYNKO#H, CBET/ION, KaK 6epe3a, MATKOH,
MUJIOH, K 3TO UM$1 B JlacKaTeIbHOH opme
0YeHb Jiazke MOJIOLIIO K TAKOMY OIHUCAHHIO.
OHu TpH iHS NOAPSIL TPA3AHOBAIN MO€
poxKJieHHe, CaMi He 3HAIOT 1oYeMy, TaK Kak
13 JIBOIOPOJHBIX CeCcTép U OpaTbeB MOsl MaMa
Obls1a He NepBoi, KTo poausa. OHuU Beerna
C yJILIOKOH M TEMJIOTOH B IyllI€ BCTOMHUHAIOT
¥ paccKasblBaloT 0 JiHe, KOrjia MpUIyMblBaJIH
MHe ums. K Korjia st cMOTpio CBOM JIeTCKHe



cororpaduu, s MPUX0XKY K MHEHHIO, UTO
OHM GBI/ TPaBbl B CBOUX MPEICTABIEHHUSIX.
Hy a BooG1iie »KeHckoe uMst AbIM siBJISIETCS
OJIHUM M3 HCKOHHO Ka3axXCKHX.

B nepeBojie ¢ Ka3axckoro siablKa
CJIOBO «aii» 03HavaeT «JjyHa». JIlyHa
CHMBOJIU3UPYET KPacoTy U BEPHOCTb.
O6pa3 nepeMeHUUBOH JyHbI TPOYHO BOLIEJ
B KyJIbTYPY U€JIOBEUECTBA, B TOM UHC/Ie
1 Kazaxckyto. JIyHa lHpoKo UCrosb3yeTcst
B POPMHPOBAHUH CI0KHOCOCTABHbIX
MMEH, NouepKUBasi B HOCHTE/1e UMEHH
KauecTBa, CBSI3aHHbIe C KPacoToH
1 BEUHOCTbIO CITyTHUKA 3eMJIH, U YKa3bIBast
Ha TAKylo UepTy Xapakrepa, Kak BepHOCTb,
HeCMOTPsI Ha BHELLHIOI0 U3MEHUMBOCTb.

B Ka3axckoMm si3blKe CJI0BO «aibIM»

SIBJISIETCST TPUTSIXKATENBbHON (DOPMOH
CYLILECTBUTEJIBHOTO «al», yKasblBasi
Ha MPUHAJIEXKHOCTD MPEIMETa,

T. €. «allbIM» 03HAyaeT «MOsl JIyHa».

OnHako B HEKOTOPBIX iHaJIeKTaxX
Ka3aXCKOTO f13blKa CJI0BO «albIM>»
ynoTpebJ/IsieTcs1 B 3HaUeHHH «KEeHLIHHA»,
«cynpyra». [TocKoJibKy cJIOBO «aiibiM»
MCIT0JIb3YETCS, KAK MPABUJIO, TTPU
00pa3oBaHUK CI0KHOCOCTABHbIX
JKEHCKHX UMEH, TO KPOMe «JIyHHOTO»
3HaUYeHHUs1 OHO MOXKET 0603HAUATh
1 O2KMJIaHHe CUACTJIMBOTO CyINpyKecTBa
JUIs1 ee HOCUTeJIbHULBL. [laBasi cBoek
HOBOPOKJIEHHOH JIOUEPH TAKOE MTOITHUHOE
MMS$1, POIMTENH MOYEPKUBAIOT CBOIO
6e3MepHYI0 PALlOCTb OT €€ POXKICHUS.

B naiuewm ciyuae 370 OblIM MOU TETH

u asau. Kpome Toro, B MMeHH 3a/10:K€HO
NOXKeJIaHUe He3eMHOH KpacoThl,
CPaBHHUMOH TOJILKO C MOJIHOH JIYHOH,
JIOJIFOH M CYACTJIMBOH 2KU3HH 6e3 6ejL

Y OTOpUYEHUH, Oe3MepHOH JII0OBH

1 KPErKOH OOJIbIION CeMbH.

[oBOpAT, HOCUTEBbHULIBI UMEHH ANbIM —
NPUPOXKIEHHbBIE JIUEPHI, CTIOCOOHbBIE BECTH
3a coboit mojier. [ Ipupona Hanenuna
MX TAaKUMH PEIKUMH KauecTBaMH, Kak
1LeJIeyCTPEMJIEHHOCTh, MPSIMOJIMHERHOCTD
u ynoperso. Mm no cunam mobas 3agayva,
KOTOpasi, Ha MePBbIH B3IVIsL, MOXKET
MOKa3aThCs HeBbIMoNHUMOM... M cpaBHuBasi

CBOH Xapakrtep ¢ THM OMUCAHUEM, 51 TTOHSIA
TO, YTO 3TO AE€HUCTBUTEJILHO TaK H €CTh.

$1 ouenb pana, uTo ¢ MOUM UMEHEM
CBsi3aHa Takas 106pasi, Ténsasi U pajgocTHas
ueTopusi!»

Kpome toro, Boibupas uMeHa jijist CBOUX
Oyylinx netei, cryneHtka CatypuHoBa
Paxat npoeuuposasa 61aronosyytbie
ceMelHble OTHOLIEHHS B CBOE Oyayliee.
Kasasoch Obl, mpocTtoe 3aiaHue, HO OHO
BbIBEJIO HA NpoOJsieMy (hOpMUPOBAHHUS
1 IeK1apaliik MpaBUIIbHBIX CeMEHHbIX
LICHHOCTEH.

Orpaxkennem cemeiiHoro hokyca
M3y4deHHst POIHOTO Kpasi OblJI0 3a1aHue —
coctaBuTh «leorpaduio Moeil pofoC/TOBHOM».
Ero cyTb — accounatBHoOe COeMHEHHE
POIICTBEHHUKOB C MECTOM HX
MIPOUCXOKICHUS HJIH MTPOKUBAHHUS,

a yepes 3TO U H3yueHHe JaHHbIX MECT.

B Buneoposke Perunbl XanunoBoi
COEIMHUIIACh HCTOPUST CTPAHbl U CEMbH

1 OblJla MpeJICTaB/AeHa B TPOraTe/IbHOM
MOBECTBOBAHHUH, B KOTOPOM OTPaKEeHbI

u penpeccun 30-x rono XX Beka,

u cyx6a B CoBeTckoil Apmuu, U Takue
Jajiekue pyr ot apyra ropojga Camapkanj
1 KanMHUHTpaz, uTo /1711 COBETCKOro
BpeMeHH OblJ10 BeCbMa 00bIUHbIM
siBJieHneM. Kaszasoch Obl, nctopust 6abyKu
M JIe/lLIKH, HO Yyepe3 Heé MPUXOIHUT
MOHUMaHKe 0OLIECTBEHHBIX MPOLIECCOB

B Coserckom Cologe.

Ha cosnanue mexknokosieH4e€CKoro
JuaJjiora OblI0 HAMpaBJeHO 3aaHHe
noucka «cneno» CCCP y cebs noma.
3a Kax/IbIM HalJIeHHbIM CBH/IETE/ILCTBOM
SMOXHU CTOSIJ PACCKa3 MPeACTaBUTEs
CTaplIero MoKoJIeHUsi CEMbH, YTO
CrocoOCTBOBANO COMMKEHHUIO U TIPUHSATHIO
npyr npyra. Benb ctpana u Bpemst
He YIIJIK OJIHOMOMEHTHO, ¢ O(hHIIHAJIbHBIM
oObsiBaeHreM HesaBucumocty.
KonctpynpoBanue iuajiora o HeHHOCTSX
BOKPYT BelleH, UMEIoLLHX JHYHOEe
OTHOLLIEHHE K POAHBIM U GJU3KHUM JIIO/ISIM,
nomoraet c(hOpMHPOBATL HEOTHOZHAUHBIH
B3IVIsI/1L HA CBHJIETE/IbCTBA POLLJIOTO,
BOCIMUTBIBAET TOJIEPAHTHOE OTHOLLIEHHE
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K «MHOMY>». DTO OJIMH U3 MSITKHX CI10CO00B
MHTEpTpeTalul TPYAHOro HACENHs >,

K KOTOPOMY OTHOCHUTCSI H COBETCKO€
npotnoe. C npo6eMoil K TPYAHOTO
HacJsieis» B Mysesix 6oJiee nopoOHO
MO2KHO MTO3HAKOMMTBCS B CTaThe

M. b. Thenosckoro (IHenoBckuii).

I y2Ke He TOJIbKO «TypHCThI» UCKaJH
«Conetckuit Coto3» y ce6s1 loma,

HO U CTYJIEHTbI CeLHaTbHOCTH
«PecropanHoe 11€/10 U rOCTHHHYHbIH
6usHec». OHM M3yYa/M JOMaLIHUE
6UOJMOTEKH Ha NIPEIMET HAJTUUHS
KysnuHapHbix kaur. Tak, CrenanoB Hukunra
Halles TPU BaXKHbIX KHUTH, KOTOpPbIe
MOBJIMSIM HA €ro MpeJicTaBIeH1e

o npoceccnn. Keratu, u3 npesenrtainu
MbI Y3HaJIH, YTO OH MPEICTABJISET TPEThe
MOKOJIEHHE TEXHOJIOTOB B X CEMbe.
Kanac6ek Apy o6HapyKuia o6bIYHBIH
aTpUOYT COBETCKUX KyXOHb — «IarnkKy

C BbIPE3KaMH U3 }KypHAJIOB, Ijie coOpaHbl
camble HHTepECHbIE PELIENThl BCeX HALUH.
B Heli Bce pelienTbl onucaHbl NoapoOHO

¥ notaroso». Jla-na, 3To cBUAETEbCTBA
CEeMEHHBIX TPAULIHUH, T. K., 10 CJIOBAM
Apy, «3TH KHUT'M U peLienThbl MOsi MaMa
noJsiyyusia ot 0aGyILIKH, B CBOIO OUepellb,
M0 STUM KHUIaM MeHsl HayduJia MOsi Mama».
A Bsuecnas $SlkyiieB npousiocTprpoBas
CBOM PeLeNThl U3 JIOMAllIHEH TeTpaju
thoTorpadusiMu pyKOIHCHBIX CTPAHMULL,

4TO B 310Xy MIHTepHeTa BbI3bIBAET
yMHJIEHHE U TOHUMaHHE TOTO, UTO CEKPEThI
U TPAJIMIIMK CEMEHHBIX 3aCTOJUH Hafl0
XPaHUTb U LEHUTD.

K cemeliHbIM TpauMsM HACTOSILLETO
BpPEMEHHU CTY/IEHTbl BEPHYJIUCh, BHITTOJIHSS
3ajiaHue 1o U3ydeHHuIo TPaAULUI MUTaHUS
B UX ceMbsiX. Bo-TiepBbIX, OHM TOHSJIH, UTO
uJIeHbl ceMell UMeIOT CBOU MPeAIoYTeHUs
B €Jle, U B HECKOJIbKHX C/1ydasix Obl1o
0003HAYEHO — Y MaMbl TAKHX MPEANOUYTEHUH
Het. Takast HeGoJiblLIAst peMapKa, Ho Bce
MOHSI/IM, KaK OHa OTpaxaet Jito60Bb
U CaMOOTBEP?KEHHOCTb MaTepeH.
Bo-BTopbIx, Yepes aHaMu3 MPUILLIO
noHWMaHue, yTo KyxHst Hapona Kazaxcrana
OTPakaeT ero HCTOPHIO, UCTOPHUIO

nepecesieHusi 3THOCOB, MUTPALIUH,
COBPEMEHHYIO STHHYECKYIO MaJUTpy
crpanbl. Hanpumep, Yrewea Kamunia
(CeBepnnlit Kazaxcran) nanucana: «Kyxuu,
KOTOpbI€ €CTh B palluOHE NMUTaHHUs Halllel
CeMbH: YKpPaUHCKas (caJio), moJbckas
(60p1), HUAEpAAHICKAsT (TOPOXOBBIH CyTI),
aHrIMicKas (IMYHULA ), LIOTIaHICKas!
(oBcsiHas Kallla ), KuTaickas (pbiba, puc)
1 T. 1. Cpennsst A3usi npeacTaBaeHa TaKHMU
6J110/1aMH, KaK MJ10B, JlarMaH, 6etibapMax,
Oayblpcaku, alpat, cyn-Jariia
Mo-70MalliHeMy, MaHThl, CAMCa».

KpaeBenenue — 310 He TOJIBKO
MCTOPHSI, HO U TPAJMLIMH MECTHOTO
Hacesienust. [ToaTomy BriosiHe eCcTeCTBEHHO
U3ydeHue TpaJuLMOHHbIX 0OblYaeB
3THOCOB, MPOKHUBAIOLILNX HA HCCJIEyeMOH
TEPPUTOPHH. A TIOCKOJIbKY B IPyIIax ecTh
CTYJIEHTbI CAMbIX Pa3HbIX HALIMOHAJILHOCTEH,
TO Mbl 3HAKOMUJIMCh C KyXHeH 1 00psiiamu
TeX 3THOCOB, KOTOPbI€ OHM C TOPAOCTHIO
NpeCTaBIsIv, CONPOBOKAAS PACCKa3bl
thoTorpadusMu U3 JIMUHBIX ¥ CEMEHHBIX
apxuBoB. Tak, MamazaeBa Taxmuna
pacckasaJjia 0 yHraHCKOH cBajiboe.
[Tocne e€ pacckasa JJOrHUHBIM ObLT MOXOJL
B LleHTpasbHbIi rocynapcTBeHHbIH
myseit PK, rie cambim 6oraTbim
1 [IPEJICTaBUTENIbHBIM KaK Pa3 sIBJIsieTCsl
JYHFaHCKHH KOMIIJIEKC C MpeMeTaMu
oflexK/Ibl HeBecTbl Havasa XX Beka.

M nockoJibKy Bce CTY/IeHTbI yuaTcs
B ropojie AJiMathbl, €CTeCTBEHHBIM OblJI
MHTepeC MMEHHO K TOMY FOPOJLy, B KOTOPOM
€CThb CBOU TPaJMLIMK POPMHUPOBAHHUS
ropoJIcKoro o6pasa »KH3HH, KOTOpble
OYeHb YaCcTO HAYMHAJIN CKJIaJIbIBAThCS
MMEHHO B CTyjleHuecKo# cpesie. [opo cran
«TI0JIMTOHOM» (hOPMHUPOBAHUST HABBIKOB
noucKa KpaeBeadeckor HH(opMalyH,
BHUMATEJILHOTO BIVISIIbIBAHUS
B OKpy»Katolle 0ObeKThl, HalMCaHUs!
KIPOJAIOLIUX» TYPUCTCKUH MPOLYKT
TEKCTOB U T. 1. BooGpazkaeMbIM LLeHTPOM
ropoja Ji/1s KaxKJ10ro U3 HUX CTaHOBHJICS
JIOM, B KOTOPOM CTY/IEHT 2KUBET
B HacTosILMH MoMeHT. MHorna Takum
JIOMOM — TOYKOMH OTCYeTa — CTAaHOBMJIOCH



cTysieHYeckoe ooiexuTue. [1epBbii,
OMKANRIINE KPYT H3yUEHUs] TOTO 1LIeHTpa
HaYMHAJICS C YJIHLbl Pa3MeLeHHs XKUITO0TO
3[1aHUs, HCTOPUM €€ HAaHMEHOBaHMs1, IOMOB,
pacrnoJioyKeHHbIX Ha Hel U T. 11. KeraTy,
UHTepeceH onbiT My3esi ucTopuu ropojia
AnmMaTbl — B uecTb 106U/ BEPHEHCKOTO
rpanocrpouressi [Togst Iypas cotpyanuxu
NPUIVIACUIIH K cebe B My3el xKUTes1el
YJULIbL, HOCsILLeH uMs [ypas. Ycaauiu nx
3a CTOJI, paccKasaJu o 100uJsipe, 0 31aHHUSX,
KOTOpbIE OH MPOEKTHPOBAJ U KOTOPbIE

JI0 cUX nop ykpatuatoT ropoj. U rak,

3a yaeM, oObe/IHHEHHbIE TIPUYACTHOCTbBIO

K MPOLLJIOMY, KHTEJIH MOAPYKUIUCh MEXKLY
COOOH B HACTOALLLEM.

J1151 CTY/IeHTOB 7K€ FOPOJL CTAHOBUJICS
POIHBIM M CBOMM, HallpUMep, KOIjla OHH
pacckasbiBasid 00 00beKTax, CBA3aHHbIX
¢ ceMeiHbIMH coOblTHAMU. Tak, npu
OrPOMHOM KOJIMY€eCTBe Kae M pecTopaHoB,
B nipe3eHTaluu babenko Jlapbu oTMeUueHbI
ObL/IM Te, TJIe OTMEeUaloTCsl UX ceMekHble
npasnHukd. Ha ropoackoe npocTpaHcTBo
Kak Obl HAKJIA/IbIBAETCS CETKA POJCTBEHHbBIX
CBsi3ei, COBMELIAIOLIAs POJOCIOBHYIO
c reorpaduedi. [Iponosxennem
CeMHHAPCKOTO0 OMbITa CTaJl BLIOOP TpeMst
CTYJIEHTKAMH TEMbI JIMTIIOMHOTO MTPOeKTa
«"CemetiHble ucropuu”, "cemerinas
reorpadus’ KaK noTeHuuas  pa3BUTHs
KpaeBe/ieHHsI» B KaueCcTBe HarpaBJeHus!
npoeccHoHaNbHOH 1eTeNbHOCTH,
AKLEHTHPOBAHHON HA CO3/IaHUH
IKCKJIIO3UBHBIX TYPUCTCKUX MapUIPyTOB
JIJIs1 ceMeHHbIX oTpeOuTeeH.

Kpowme toro, Obl11 HanucaHbl scce
0 ME€PBOM 3HAKOMCTBE C TOPOJIOM HJIH
0 JIo6BU K Hemy. J1a, TOT caMblil TPEHUHT
«IPOJAIOLLMX TEKCTOB», T. K. B HACTOsILLLee
BpeMsl B COLMAJIbHBIX CeTsIX He paboTaeT
npsiMasi pekJama, a npojiBUraloT MpoiyKT
BOT TaKHe JIMYHbIE HCTOPUH. AHAcTacHs
[Tapxomenko: « Moii ropos. Jliist MeHst oH
HaCTOJILKO POIHOH, YTO OMUCHIBATh €0
6e3 Tpenera B Jlyllie HEBO3MOXKHO.

Most nepBast BcTpeua ¢ ropojiom 6biiia
JIO2KJJIMBBIM BECEHHUM JIHEM B OJTHOM
13 pomiomoB Asimatel. Ho ¢ Toro momeHnTa

y2Ke BCE U3MEHHUJIOCH U CTAJIO JIPYTHM.
Ceituac 11 MeHst MOH rOPOJ1 TaXHET
LIALIIBIKOM C YJIHILBI PSIOM C IOMOM,
pazpesaHHblM OETOHOM, KOTOPBIH HyKeH
Juist 6/1aroycTpoicTBa yJull, anmneTHTHbIMU
6J1101aM1 ¢ Teppac kade U ueM-To TaKuM
MPUBBLIYHBIM H POJIHBIM, UTO 3TO HU C UEM
He CPAaBHUTb.

51 )uBy B Animarthbl yxxe 19-1i rof.
Kaxxplit pas MHe npejyiaranu oTcroaa
yexatb. Korzia st noctynana B KoJIeLK,
KOTJa 51 IepeBOJIMJIACH B IPYTOH KOJJIEIK,
JlaxKe KOTJIa sl Iepexojinjia B YHUBED,

MHe Mpejiaraiy nepeesj, Ho s He CMOIVIA.
He cmormia octaBuTh TO, YTO HY?KHO MOEH
Jlyllle ¥ MOeMy opraHudmy 6oJiblile,

uyeM BO3/yX. S 1106110 IyJsATh 10 HALLIUM
napkam, B KOTOPbIX PACTyT JepeBbsi
HeBEPOSITHOM KPacoThl, JI0OJI0 KaTaThCsl
110 HOYHOMY FOPOJly Ha MallIMHE U H3yYaTh
HOBbI€ YJIHLLbI, J1I0OJI0 XOJUTh B FOPbI,

6e3 KoTopbIx AsiMathl He Gbla Obl AJIMATHI.

Hatur ropos 6ypJiuT, KUIUT U LIYMUT
rpomue caMbiX JIIOThIX AMCKOTeK. J1ist Toro
4TOOBI YCITOKOUTBCS M TTOMEIMTHPOBATD,
Jiydlle OTTPaBUThLCS B MOXOJL 110 YILENbSIM
3anagnoro Taub-1ang. [TogHarses
TMOBbILLIE B TOPbI, HAUTH PEUKY U CJIylIaTh,
KaK yKypUHT MaJsieHbKasi *KU3Hb. 3BYK BOJIb
yCroKauBaet U Jaét 0OHOBUTHCS MOCIe
LLIYMHOH Heslesid B MeranoJiuce. Ceiluac
HacTymnaet camoe rpekKpacHoe Bpems roia
— BecHa. HauHyT OTMbIBATBLCS y/HILIbI TTOCTE
MPOMO3IVION CJSIKOTHOH 3UMBbI, 1IBECTH
BUIIHH, a0pPUKOCHI U 16JI0HH, pAHHUM YTPOM
CKBOpLIbI U JIACTOUKH OyayT lile6eTath,
4TO Mopa BCTAaBATh U HAYMHATD J1€/1aTh HALLl
ropoji mpekpacHee cBoei ysblOKOH. $1 oueHb
o610 cBoil AsiMathl 1 Oy JieJ1aTh BCE 1St
TOro, YTOOb! OH CTaJl JIyyllle i CUACTINBee .

BrisiBsieHHe cyTH ropoja, ero 6peHa0Bou
COCTaBJIAIOLLCH ObIJIO CKOHLEHTPHPOBAHO
B I'PYNIOBbIX pab0OTax Mo COCTaBJIEHHIO
«$167104HOI KapThl AJTMaTBI».

B coorBercTBHM € 3a1aHUEM ObLIO
HeoOX0IMMO 0003HAUNTL Ha KapTe ropojia
BCE MECTa, I7Ie MOXKHO BCTPETUTDH «516JI0KO»
(cKyJbnTypa, 6eceika, MO3auyHOE MaHHO,
(hoTO B My3ee U T. I1.) DTOT OMbIT HAYYHJI
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YYaCTHHKOB KOMaH/1 BIVISIILIBATHCS B TOPOJI,
CMOTPETb ¥ BUJIETh, UYTO HEMAJIOBAXKHO

JUist ux Oynyliei npogeccuu. [Ipakrudeckuii
»Ke BbIXOJI OblJI B TOM, UTO ObLIO
o6HapyzkeHo U cchoTorpadupoBaHo

28 00bEKTOB, BCe JJaHHbIE TIepeaHbl

B ponn ALMA MUSEUM.

Pesyn bTaTbl UccnenoBaHuAda

Takum 06pa3om, Obl1 U3yUeH OMbIT
UCI0JIb30BAHUST KpeaTUBHbIX MOJIXO/I0B
B TPEMNoiaBaHuK Pa3HbIX PEIMETOB.
BbisiBJIeH HHTepecC CTY/IeHTOB KaK

K COOCTBEHHOU HCTOPHH,

CnMUCcOK UCTOUYHUKOB

TaK ¥ K HCTOPUSIM OTHOTPYITITHUKOB.
1 B cBeTe coBpeMeHHOro TpeH/1a uHTepeca
K JIMUHOCTH KaK B CO3/laHHH TYPHUCTCKOTO
NpojyKTa (Harpumep, MomnyJsipHbIi
BeGuide — Kypc opraHu3aTopoB aBTOPCKHX
TYpOB), TaK U B €T0 NMPOABHKEHUH
(HanmpuMep, CTPaHULbI B COLMATBHbBIX CETSIX
MHCTPYKTOPOB TOPHOTO TypHuama AHzpesi
Anmvazosa u Temupaana Mmanranvena),

B 06pa3oBaTe/IbHbIX TPOrpaMmax
HEe0OXOIMMO aKTyaJIM3HPOBATH JIHUHYIO
MO3MLIMIO KaXK/I0TO CTY/JIeHTa, pa3BUBATh

€ro KpeaTHBHOE MbIlJIeHHe Ha OCHOBE
JIMYHOTO OMbITA.

[HepoBCckMi, Muxamn. «TpyaHoe Hacneame B MOCTCOBETCKMX My3esix. XX Bek:

KynbTypa namsatuy». XX eek: Kyaemypa namsmu (pegaekcuu u 06pasel), Matepuanbl

K MeXpervoHanbHOM Hay4yHou KoHdepeHuun. 17 nioHa 2016, MepMckuii rocynapcTBEHHbIN

MHCTUTYT KynbTypbl, 0TB. pes. O. /1. Jleii6oBuy, NMepmb, 2016, c. 50-62.

«CnyxwebHelll cnpasoyHuk mypucmckoli ompacau Pecnybnuku Kasaxcmax». AO HK Kazakh

Tourizm, aBryct 2021.

XarpytanHos, OuHap. «Hasbiku XX| Beka: HoBas peanbHOCTb B 06pa3oBaHUm»,

www.erazvitie.org/article/navyki_xxi_veka_novaja_realnost. lata noctyna 16 ¢espans 2022.
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MCNONb30BAHUE KPEATUBHbLIX MOAXOA0B B PEAJIM3ALIMMN OBPA3OBATE/IbHbIX MPOTPAMM B YHUBEPCUTETE «TYPAH»

lanusa Paiizynauna

«Typan» ynusepeureri (Asnmarsi, Kazakeran)

«T¥PAH» YHUBEPCUTETIHAE BIN1IM BEPY BAFAAPNTAMAJIAPbBIH XXY3EFE
ACbIPYOA KPEATUBTI TOCINNAEPAI KONOAHY

Anparna. Kasipri cryneHTTepaiH 6onalak, AaFablnapbliH KanbiNTaCTbipy KAXETTINIr 6inim 6epy
MekeMesnepiHe KMbIHAbIK Tyablpaabl. leMek, 0Cbl canafafbl YHUBEPCUTETTEPAIH TaXipubeci 6inim
YXMHAKTay TYPFbICbIHAH [a, ONapAbl TYCiHY MEH TPAHCALMANAY TYPFbICbIHAH Aa YIKEH KbI3bIFYLbIbIK,
Tyablpaabl. byn Makanaga «TypaH» YHUMBEPCUTETIHIH «Typu3M xaHe cepBUC» KadeapacbiHbIH 6iniM
6epy 6arnapnamanapbliH Xy3ere acblpyfia KpeaTuBTi TaCiNAEpAi KonaaHy Toxipubeci KapacTblpbinFaH.
CTyneHTTepAiH 63iHAIK XKYMbICbIH AAMbITY XXoHe nanganaHy sficTeMeci KopLuafFaH LWbIHAbIK,
06bEKTINEPiH MHTEPAKTUBTI TYCiHY, beliHeney, WhiFapMallblbik 6eiHenepai Tanaay xaHe cuHTesaey
apKblnbl ©3eKTiNneHaipyre HerizgenreH. KOHTEKCT peTiHAe TyFaH KanaHblH Tonorpaduscel, otbacbinap
TapuXbl, 0TOACHIIbIK Mypanap MeH TYPMbICTbIK OKWUFanap KonaaHblnagbl. HaTuxeci xxekeneHaipinreH,
3MOLMOHaNAbI, 3aMaHayM Kabbinaay KeKXMEriH KEHEMTETIH LublFapMaLlblblK 3ccenep, beiHeouepkTep,
KYHZEeNikTep MeH TypUCTiK ruaTep 6onabl. ©3iHAiK TanceipManapabl OpblHAAY 6apbiCbiHAA OKYLWbLIAP
YV LapyaLblIbIFbIHbIH, MYLUENEPIH LWblFapMaLUbIbIK, YAEPICKe KATbICTbIPbIN, 0TOACKINbIK, MyparaTTapAbl
3epTTen, eIkeTaHyMEH alHanbICTbl, 83 3epTTeyNepiH BU3yanusaumsanan, MaTepuanibl KypblibiMAabl.
KenmaneHueTTiniK, noHapanblik Ma3MyH KeH ayKbiMAa KOMAAHbUIAbI, CTYAEHTTED allblK, EPKiH
pexXuMae XyMbic xacambl. CTyAeHTTep OpblHAAFaH TancbipManapAblH, KOPbITbIHAbI MaTepuansbl
KOPLUAFaH LWbIHABIKTbI WbFapMaLUbUIbIK TYCiHYAIH XaHe OCbl WbIHABIKTA 63iH-63i KabblnaayaplH,
K9CibW faFablnapabl LaMbITY YLUiH XXeKe TaXipMOeCiHiH, MaHbI3AbUIbIFbIH TYCIHYAIH MblCanbl pETiHAE
YCbIHbUIFAH, 0NapAblH, iWiHAEri eH MaHbI3ablnapbiHbIH Bipi aMnaTus 6onbin Tabbiaabl. binim 6epy
6armapnamanapbiHaa apbip CTYAEHTTIH Xeke NO3ULMACIH 63EKTEHIPY, )XeKe Taxipubeci HerisiHae
OHbIH, KPeaTUBTI OMNayblH AAMBITY KQXXET AereH KOPbITbIHAbI XXacanapl.

Tipek ce3dep: KpeaTuBTi Tacinaep, 6inimM 6epy, Typn3M xaHe cepBuC, «TypaH» YHUBEPCUTETI,
CTYLEHTTED, O/IKETAHY, My3€eMTaHYy.

Aoaliekce3 ywin: Daiizynnuua, Fanus. «“TypaH” yHuBepcuTeTiHae 6inimM 6epy 6armapnamManapbiH
Xy3ere acblpyfa KpeaTuBTi Tacingepai konaaHy». Central Asian Journal of Art Studies, T.7,N2 1,2022,
156-165 6.DOI: 10.47940/cajas.v7il.542.
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MCMNOJIb30BAHUE KPEATUBHbIX MOAXO0A00B B PEA/TM3ALIMM OBPA3OBATE/IbHbIX MPOTPAMM B YHUBEPCUTETE «TYPAH»

Galiya Faizullina
Turan University (Almaty, Kazakhstan)

THE USE OF CREATIVE APPROACHES IN THE IMPLEMENTATION
OF EDUCATIONAL PROGRAMS AT TURAN UNIVERSITY

Abstract. The need to form the skills of the future in the students of the present is a challenge for
educational institutions. Consequently, the experience of universities in this field is of actual interest
both in terms of knowledge accumulation and in terms of their comprehension and rendering. This
article discusses the experience of using creative approaches in the implementation of educational
programs of the Tourism and Service Department at Turan University. The methodology for the
development and use of independent work of students is based on the actualization of the objects
of the surrounding reality through interactive comprehension, visualization, analysis and synthesis
of creative images. The topography of the native city, the history of families, family heirlooms and
household stories are used as context. The result is creative essays, video essays, diaries and travel
guides that are personalized, emotional in nature, expanding the horizons of perception of modernity.
While working on independent tasks, students involved their household members in the creative
process, studied family archives, engaged in local history, visualized their research, and structured the
material. Multicultural, interdisciplinary content was used in a wide time frame, students worked in an
open, free mode. The final material of the tasks performed by students is presented as an example of
creative understanding of the surrounding reality and perception of oneself in this reality, awareness
of the importance of one’s personal experience for the development of professional skills, of which
empathy is one of the most important. There is a conclusion that in educational programs it is
necessary to actualize the personal position of each student, to develop their creative thinking based
on personal experience.

Keywords: creative approaches, education, tourism and service, Turan University, students, local
history, museology.

Cite: Faizullina, Galiya. “The Use of Creative Approaches in the Implementation of Educational
Programs at Turan University.” Central Asian Journal of Art Studies, vol. 7,no. 1, 2022, pp. 156-165.
DOI: 10.47940/cajas.v7il.542.
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ENDANGERED CRAFT
TRADITIONS AND MUSEUMS:
LESSONS ON SUSTAINABILITY
FROM JAPAN

AND A USA-KAZAKHSTAN
PARTNERSHIP

Robert Pontsioen'

' Smithsonian Institution
(Washington DC, USA)

Abstract. As the relevance of museums in the 21st century continues to be explored and debated,
and at the same time many craft traditions around the world face uncertain futures, the potential
role for museums in supporting artisan communities and knowledge is becoming increasingly urgent.
Museums have long been understood as repositories of collections of objects and other tangible
cultural heritage, which they aim to preserve, study, and share with the public. However, an emerging
and often overlooked role of museums is their support for intangible cultural heritage, such as local
craft communities and traditions. In this article, | consider examples (from Japan and a successful
USA-Kazakhstan museum and artisan partnership) of innovative ways that museums have helped
to support and sustain craft traditions: by assisting with the navigation of complex legal frameworks
for heritage support, and by making available museum spaces for craft community events.
Through these and other measures to promote craft practice, museums can serve both as stewards
of material craft culture, and as active participants in securing the long-term viability of invaluable
and endangered craft traditions. A focused effort to support craft practice can therefore provide
renewed relevance for museums in the 21st century among both artisan communities and the public.

Note. This paper is based in part on: Pontsioen, Robert. “The Role of Museums in Supporting
and Sustaining Craft Traditions.” Proceedings of an International Symposium on Kazakhstan’s Crafts
and Creative Economy. Paul Michael Taylor and Gulmira Shalabayeva (editors). Almaty: A. Kasteyev
State Museum of Arts, 2020.

Keywords: traditional knowledge, intangible cultural heritage, museums, artisan communities,
craft.

Cite: Pontsioen, Robert. “Endangered Craft Traditions and Museums: Lessons on Sustainability
from Japan and a USA-Kazakhstan Partnership.” Central Asian Journal of Art Studies, vol. 7,no. 1, 2022,
pp. 166-175.DO0I: 10.47940/cajas.v7i1.553.



Introduction

Museums have long been understood
as repositories of collections

of objects and other tangible cultural
heritage, which they aim to preserve, study,
and share with the public. However,

an emerging and often overlooked role

of museums is their support of intangible
cultural heritage, such as local cratt
communities and traditions. Drawing

on my work with artisans and museums

in Japan (which has long been a global
leader in the field of cultural heritage
preservation and promotion),

and a successful USA-Kazakhstan
museum and artisan partnership,

in this article I present examples of how
museum practitioners can contribute

to the sustainability of craft traditions.
Around the world, many craft communities
(and the traditions and knowledge they
embody) around the world are currently
struggling to maintain viability

in a globalized marketplace due to increased
competition from mass-produced

goods, changing consumer tastes, aging
practitioners, and difficulty in obtaining
traditional materials among other

factors (Taylor; Scrase; Shah and Patel;
Pontsioen). A focused effort to support
craft practice can therefore provide renewed
relevance for museums in the 21st century
among both artisan communities

and the public.

Museums and Craft Law Facilitation
among Japanese Artisans

Since the 1974 passage of the Law

for the Promotion of Traditional Craft
Industries (Dentoteki Kogeihin Shinko
Ho), which aimed to contribute to local
economic growth through the promotion
of regional traditional crait industries,

the Japanese government has been vested
in finding ways to support traditional crafts
(Pontsioen 215). This law established

the nationwide system of traditional

craft designation, through which kumiai

(traditional craft guilds) and their members

are able to gain recognition as producers

of authentic wares made using traditional

techniques and materials. As of 2019,

there are 230 nationally designated

traditional craits of Japan, with all

47 prefectures represented. In addition

to this national-level system, the Law

for the Promotion of Traditional Craft

Industries also facilitated the creation

of prefectural-level craft designation

and support systems. Tokyo was the first

regional authority to enact such

a program in September 1981 and has

since designated 41 traditional crafts.
One uniortunate challenge in utilizing

these government support systems

for artisans is that they must navigate

the complicated bureaucratic designation

process, and this is one way in which

several Japanese museum practitioners

[ worked with provide assistance to craft

makers, thereby contributing

to the sustainability of local craft traditions.

For example, an active group of artisans

who wish to have their craft designated

by the Japanese government must

complete the necessary application

documents and submit these to their

prefectural governor’s office. In preparing

these documents, kumiai have been

assisted by curators and other museum

staff at the Edo-Tokyo Museum (see fig. 1),

a major public museum in the heart

of the old downtown shitamachi area

Fig. 1. The Tokyo Metropolitan Edo-Tokyo Museum
in Ryogoku, Tokyo. (Photo by the author, 2009).
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of Tokyo that was historically and continues
to be the location of most traditional craft
workshops in the region. As outlined

in the next section of this paper,

the Edo-Tokyo Museum coordinates
with traditional craft kumiaiin hosting
craft making demonstrations

and other events, and this existing
working relationship puts museum staff
in a good position to provide such
consultation as needed.

In this way, the museum and its staff
can serve as craft law and bureaucracy
facilitators, what Levitt and Merry (2009)
call “vernacularizers”, who “convey ideas
from one context to another, adapting
and reframing them from the way they
attach to a source context to one that
resonates with the new location” (449).
For example, museum staff can help
to clarify the complex requirements
and regulations spelled out in the 1974
Law for the Promotion of Traditional
Craft Industries, and identify potential
benefits of designation more generally,
for busy artisans who often lack
the time and inclination to parse the text
of the legislation. This resonates
with Levitt and Merry’s research
on the implementation of transnational
human rights law, which demonstrates
the difficulty in rendering legal
frameworks coherent and relevant
for people at a local level (499). Given
that museum professionals are well-
situated to work with local craft
communities and to be conversant
in cultural heritage law, the role
of museums can be critical in this context.
In the case of Japan, for example,
although cultural heritage legislation
and governmental support systems help
to ensure the future and vitality of many
of Japan’s traditional crafts, lengthy
and complicated application procedures
can deter or prevent other groups of crait
workers from applying for traditional craft
designation (Pontsioen 198).

Museum Spaces and Craft Community
Engagement

In addition to being facilities for housing
collections, museums are public spaces
that increasingly seek to engage

with and benefit local communities
(Golding and Modest). Among traditional
artisan communities, one important way
to promote craft business is through special
events, craft exhibitions and craft-making
demonstrations, which presents museums
with another opportunity to contribute

to the sustainability of craft traditions.

For example, most Tokyo traditional
craft kumiai arrange at least one exhibition
every year, which are major annual events
for many craft practitioners. These events
not only facilitate sales but also introduce
new audiences to traditional craft products
and producers, and the museum setting
is an excellent venue to reach a wide
and diverse audience. One such event,
organized by the Tokyo Waggaki Kumiai
(Tokyo Traditional Musical Instrument
Maker’s Guild), which represents
shamisen (traditional Japanese three-
stringed lute) makers, is held annually
at the Edo-Tokyo Museum in Ryogoku
(see fig. 2). Shamisen maker Takeuchi
Yasuo (see fig. 3) described the nature
of this event: “We have a demonstration
event every year at the Edo-Tokyo Museum,
have you heard of it? Here is the flyer
for this years’ event. The kumiairents
a space in the museum, a large concert hall
with a stage. They have been doing this
event for many years now. Craftsmen
work on making an instrument and their
techniques are described and narrated
by a master of ceremonies. They have about
ten crait workers on stage and together
they make a complete shamisen or koto.
One craftsman will stretch the skin over
the shamisen body, another will plane
the neck, and another will polish
the instrument. They have a different time
slot to show each part of the process
to the audience. The whole event is free
to attend and the people who come



Fig. 2. The 23rd annual shamisen and koto craft demonstration, held by the Tokyo Waggaki Kumiai
at the Edo-Tokyo Museum on August 30th, 2017 (Photo by the author).

Fig. 3. Shamisen maker Takeuchi Yasuo in his
Tokyo workshop. (Photo by the author, 2014).

out really enjoy it. At the end
of the demonstration, they have a lottery
to give away the finished instrument.
Whoever wins goes home very happy. Even
though it’s a shamisen for practice (rather
than a concert instrument), it isn’t a cheap
instrument by any means” (17 July 2009).
Kumiai-endorsed exhibitions and special
events at museums are one of the best
sources of advertising and public relations
available to traditional craft practitioners.
One of the challenges facing kumiai
in staging such events, however, is cost.
In discussing the annual Tokyo Waggaki
Kumiai event, for example, Horigome
Toshio (see fig. 4) had this to say: “One

Fig. 4. Shamisen maker Horigome Toshio seated
in his Tokyo workshop. (Photo by the author, 2014).

of the ways our kumiai works to promote

our craft industry is through the annual

demonstration and exhibition

at the Edo-Tokyo Museum. This year will

be the fifteenth straight year we have held

this event. The only problem is that

it is expensive to rent the space and there

is no entrance fee for visitors to attend

the event. This means our kumiai has

to cover the cost and therefore our kumiai

membership dues are somewhat higher

compared to other kumiai” (23 July 2009).
Despite the costs to kumiai, most

artisans feel the expense is justified given

the amount of exposure such events provide

to their craft and business; indeed, several
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craft workers [ interviewed told me they had
joined their respective kumiai specifically
so that they would be able to participate
in kumiai-sponsored events and exhibitions
(Pontsioen 223). This example
of traditional craft demonstration in Tokyo
represents one important way in which
museums can engage with and support
local artisans, by making available museum
space for community-directed projects
and activities.

A second example of how museums
can effectively engage artisan communities
by leveraging prominent public spaces
is the event around which a Scholarly
Symposium entitled Kazakhstan’s
Cralfts and Creative Economy was
jointly organized by the Kasteyev State
Museum of Arts (Almaty, Kazakhstan)
and the Smithsonian Institution’s Asian
Cultural History Program (Washington,
DC, USA). This event was carried out
in conjunction with the annual Smithsonian
Craft2Wear show (Oct. 3—5, 2019), held
at the National Building in Museum
in Washington, DC. The Symposium
brought together museum professionals
from the Kasteyev State Museum of Arts
in Kazakhstan and the Smithsonian’s
Asian Cultural History Program, as well
as a group of artisans from Kazakhstan
who were able to share their experiences
as craft makers, provide craft making
demonstrations, and exhibit their
artisanship for the American public.
During the symposium, the participants
presented and discussed various
approaches to the study and promotion
of crafts. For example, Prof. Gulmira
Shalabayeva (Honored Worker
of Kazakhstan and Director of the
A. Kasteyev State Museum of Arts)
described the craft displays at the Kasteyev
State Museum, noting that “museum
professionals and scholars from Kazakhstan
are well-positioned to inspire pride
in the cultural heritage of Kazakhstan
locally, and to promote this heritage
to the wider world” (Shalabayeva 12).

The study and exhibition of crafts
at the Kasteyev Museum exemplify
one important way that museums can
raise awareness of the cultural
and aesthetic significance of traditional
and modern crafts for a broad public.
This increased awareness is surely
beneficial to contemporary artisans
(who often work within communities from
which museum collections were sourced
in the past), as museum visitors can
become acquainted with and interested
in their work.

The visiting Kazakh artisans
at the Craft2Wear show, who specialize
in making jewelry, garments, and other
wearable crafts, also had the opportunity
to mount a fashion show (see fig. 5)
that was hosted by the Embassy
of the Republic of Kazakhstan.
The sequence of activities and contributions
of each participant are described more fully
in the introductory essay within the volume
of Proceedings from the Symposium
(Shalabayeva and Taylor). This international
exposure to the crafts of Kazakhstan,
especially to the work of the Kazakh
artisans in attendance, is an excellent
example of the potential tangible beneficial
outcomes of partnerships between
museums and artisan communities.

Fig. 5. Participants at the fashion show mounted
as part of the scholarly symposium titled
Kazakhstan’s Cralts and Creative Economy,
featuring wearable crafts from Kazakhstan.
Held at the Craft2Wear show, National Building
Museum, Washington, DC, Oct. 3—5, 2019
(Photo by Marc Bretzfelder, Smithsonian Institution).



Conclusion

As the relevance of museums in the 21st
century continues to be explored

and debated (Anderson; Worts; Martin),
and many craft traditions around the world
face an uncertain future as described
above, the potential role for museums

in supporting artisan communities

and knowledge becomes increasingly
urgent. In this paper, I have considered
two examples (from Japan and a successful
USA-Kazakhstan museum and artisan

partnership) of innovative ways

that museums have helped to support
and sustain craft traditions: by assisting
with the navigation of complex legal
frameworks for heritage support,

and by making available museum spaces
for crait community events. Through
these and other measures to promote
craft practice, museums can serve both
as stewards of craits as material culture,
and also as active participants in securing
the long-term viability of invaluable, living,
intangible crait traditions.
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PoGept lMonumnoen

Cwmutcon uucrutythl ( Bammurron, AKIL)

YXOMbINbIN BAPA XXATKAH KOJIOHEP O@CTYPJIEPI MEH MYPAXAMNAP:
XANOHNAOAH T¥PAKTbl AAMY CABAKTAPblI MEH AKLU NMEH KASAKCTAHHbIH,
CEPIKTECTITI

Anpatna. Mypaxannap exengeH 6epi cakrayabl, 3epTTeyai XXaHe XypTLLbLIbIKNeH 6enicyai MakcaT
eTeTiH 3aTTap MeH 6acka fa MaTepuaniblk M3AEHU MypanapAablH XXMHAKTAPbIHbIH KOWMMAChl peTiHae
TyCiHineai. lereHMeH, MypaxannapblH )XaHa XKOHe XXMi Ha3apAaH TbIC KaNaTblH peni 0NapAblH XeprinikTi
KONeHep KaybIMAACTbIFbl MEH A9CTYpNepi CUSKTbl MaTepuaniblk eMec M3AEHN MypaFra Konaay Kepcety
60nbin Tabblnaabl. byn Makanana XXanoHuaaarbl KONBHEPLUINEPMEH XaHe MypaxainapMeH (MaaeH!
MypaHbl CaKTay XXaHe HacuxaTTay canacbliHAa y3ak yakbIT 60Mbl aneMaik kewbaclubl 601FaH) XyMbICbIMa
xoHe AKLL neH KasakcraH apacbiHAasbl CITTI MypaXkam XXaHe KOJIOHep CepiKTecTiriHe CyieHe oTbIpbIm,
MeH Mypa)al MaMaHAAPbIHbIH, KONBHep A3CTYPAEpPiHiH TypaKTbI/bIFbIHA Kanali ynec Koca anatbiHbl
Typanbl MbiCangap KentipeMiH. [lyHue xy3iHaeri KentereH KoneHep KaybiMAACTbIKTapbl (KaHe

0NApAaA XMHAKTasFaH ASCTypfiep MeH 6iniMaep) Kasipri yakbITTa XKannan eHAipineTiH TayapnapaaH
6aCceKenecTikTiH, KyLLIeiHe, TYTbIHYLbINapAblH TaiFaMAapbiHbIH, 63repyiHe, TaxipubelinepaiH,
KapTatoblHa XaHe 6ackanapMeH KaTtap A3CTypAi MaTepuangapabl anyaasbl KMbIHAbIKTapFa 6ainaHbICTbI
ahaHaaHFaH HapbIKTa eMipLeHAiriH cakTay ywiH kypecyae. Ocbinaiwa, KoneHep TaxipnbeciH
Konpayfa bafbiTTanFaH Kyw-xirep XXI-wi facblpfa KoneHepLinep KaybIMAACTbIFbl MEH XYPTLUbUIbIK,
apacblHAa Mypakannap YLWiH XaHAPTbINFAH ©3eKTiNiKTi KaMTaMachI3 eTe anazbl.

Eckepmy.XapusnarnfaH Makana iwiHapa kenecire HerisgenreH: MoHuunoeH, Pobept. «KoseHep
dacmypepiH Konday MeH cakmayoars! MypaxaiinapobiH peni». Ka3akCTaHHbIH KONOHepi XaHe
LbIFapMaLLblIblK 3KOHOMMKAChI 6OMbIHLLA XanblKapasblK CUMMNO3MYM MaTepuangapsl. [on Marvikn
Ternop xaHe [ynmupa LLlanabaesa (pemaktopnap). Anmatbl: A. KacteeB aTbiHAaFbl MeMnekeTTik eHep
Mypaxaribl, 2020.

Tipek ce30dep: [1acTypnep MeH Mypaxkannap, TypakTbl Aamy cabakTapbl, XXanoHus, AKLL-KasakcTaH,
CepiKTecTiK.

Aaiiexce3 ywiH: NoHumoeH, PobepT. «XKoibiibin 6apa kaTkaH KoNeHep A3CTypaepi MEH Mypaxainnap:
XanoHuspaH TypakTbl aamy cabakTapbl MeH AKLL neH KasakcTtaHHbIH cepikTecTiri». Central Asian Journal
of Art Studies, T.7,N2 1,2022,166-175 6.DOI: 10.47940/cajas.v7il.553.
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PoGept [MoHumnoen

CwmurconoBekuil unetutyT (Bawmnrron, CLIA)

MCYE3AIOWME PEMECNEHHbBIE TPAOULIUA U MY3EU: YPOKWU YCTOMYMBOTO
PA3BUTUA N3 ANOHUN U MAPTHEPCTBA CLUA U KA3SAXCTAHA

AHHOTauus. Myseun yxxe AaBHO NOHMMAIOTCA KaK XpaHUIMLLA KONNEKLMA NpeaMeToB U APYroro
MaTepuanbHOro KynbTypHOrO Hacneaus, KOTopble OHU CTPEMSTCS COXPaHWUTb, U3Y4nTb U MOAENUTHCS
¢ 0bwectBeHHOCTbI0. OfHAKO HOBOM M YacTO YMYCKAaeMOWM U3 BUAY PO/bIO MY3EEB SBNSETCS
UX MOALEPXKKA HEMATEPUANIbHOTO KY/IbTYPHOIO Hacneaums, Takoro Kak MecTHble peMec/ieHHble
coobuiecta v Tpaamumn. OnNmMpasch Ha CBOK paboTy C peMec/ieHHUKaMu U My3esiMu B INOHUK
(xoTopas ponroe Bpems H6bl1a MMPOBLIM NMAEPOM B 061aCTM COXPaHEHMS U MOMyNspu3aLmm
KYNbTYPHOrO Hacnenms), a Takxe Ha ycnelHoe NapTHepCTBO Mexay My3esamu n pemecnamu CLUA
1 KasaxcraHa, aBTop CTaTbu NpefcTaBul NpUMEPbI TOrO, KaK My3en MOryT CnocobCcTBOBaThb YCTOMYMBOCTH
peMec/ieHHbIX TpaaMLMii. MHOrMe peMecneHHble COOBOLLECTBA (a TaKXKe TPAAULMK U 3HAHUS, KOTOpbIe
OHW BOMJ/IOLLAIOT) MO BCEMY MUPY B HACTOSILLEE BPEMS U30 BCEX CUJT MbITAKTCS COXPAHUTb
YKM3HEecnocobHOCTb Ha M06anM3MPOBAHHOM PbIHKE U3-3a YCUNEHUS KOHKYPEHLIMM CO CTOPOHbI TOBApOB
MaccoBOro NpoM3BOACTBA, U3MEHEHMS BKYCOB NOTpebuTtenei, CcrapeHns NpakTMKOB U TpYAHOCTeN
C NONyYeHMEM TPALMLMOHHBIX MAaTEPUANOB Cpeayn Npoumx GakTopos. TakMM 06pa3omM,
LieneHanpaBaeHHbIe YCUMANUS MO NOALEPXKKE PEMECIEHHON NPAaKTUKKM MOTYT NpUAaTh My3esiM HOBYHO
akTyanbHocTb B XX| Beke Kak cpeau peMec/ieHHbIX CO0BLLECTB, TaK U Cpean 0bLLEeCTBEHHOCTY.

lMpumeyanue. MybanKkyemas CcTaTbg YaCTMYHO OCHOBaHa Ha: MoHumoeH, PobepT. «Posib my3ees
8 N000ep#Ke U COXPaHeHUU peMecieHHbIX mpaduyulis. Matepuanbl MeXAyHapo4HOro CMMMNO3uyMa
no pemMecsaM M KpeaTuBHOW 3koHOMMKe KazaxctaHa. Pegaktopbl [Mon Maikn Teinop m ynbMupa
Lllanabaesa, AnmaTbl, [ocyaapcTBeHHbIM My3ei nckyccts umenn A. Kacreesa, 2020.

Knroyesbie cnoea: Tpafmummn u My3seu, ypoku yCToMYnBoro passutus, Anoxus, CLUA-KasaxcraH,
napTHepCTBO.

Ana yumupoearus: NoHuMoeH, PobepT. «/cuesatolume peMecieHHble TpaaULMUK U My3eu: YpOKU
ycToiymMBOro passutus u3 inonun u naptHepctea CLUA u Kasaxcrana. Central Asian Journal of Art
Studies, 1. 7,N2 1, 2022, c. 166-175.DOI: 10.47940/cajas.v7i1.553.
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QAZAQ BALLET MAGAZINE
KAK ®OPMA KPEATUBHOMU
UHJYCTPUU

B [IPOCTPAHCTBE
XOPEOI'PA®UU

Torxxan Moaganum'

! Cankr-ITerepOyprekuii rocyiapeTBeHHbIH yHUBEPCHTET
(Canxr-ITetep6ypr, Poccust)

AHHoTaums. Yxe natb net B KasaxcraHe cyLLecTBYeT OAMH W3 MaBHbIX U €AUHCTBEHHbIX XXYPHaNoB
B CTPaHe, NOCBSALLEHHbI XOpeorpadunyeckoMy UCKYCCTBY, ero NonynspusaLmm u pasButmio, -
Qazaq Ballet Magazine. [poekT aBNS€TCA YaCTHBIM U BONBLUMHCTBO CBOMX MEPOMPUATUIA OCYLLECTBASIET
no CO6CTBEHHOM MHULIMATMBE M 33 CHET COBCTBEHHbIX CPeACTB. Y )XypHana ectb NapTHepbl, cpeau
KOTOPbIX FOCYAAPCTBEHHbIE TEATPbl U My3eu, HeNMpaBUTENbCTBEHHbIE OpraHu3aLmMu, 0bpa3oBaTtebHble,
KOHLEpTHbIe U An3aliHepckue KoMnaHuu. bnarogaps akTMBHOWM AeATeNbHOCTM XypHana pa3BMBAETCS
WHTENNEKTYanbHbIM U KYNbTYPHbIA NOTEHLMANbl CTPAHbI.

B cTatbe ocBellaeTcsa gesTenbHOCTb XypHana 3a 2021 roa, KOTopblii cTan Ang pesakuum
NPOPbIBHbIM B OCBOEHUM HOBbIX MAEN M MPOCTPAHCTB, HAaNpPaBAEHHbIX HA Xopeorpaduyeckoe UCKYCCTBO
1 06pa3oBaHue. B yactHocTu, peub naeT 06 oHNaH-POTOBLICTABKE TEATPasbHbIX HOTOXYA0XKHUKOB
‘Métadance’, koTopas cobpana 35 pabot B Nt TeMaTM4eckux pybpukax. ToMUMMO 3TOrO, KypHanom
6bl1M OCYyLLECTBNEHbI BUAEONPOEKTbl COBMECTHO C A/IMAaTUHCKOM roCyAapCTBEHHON Xy40XeCTBEHHOM
ranepeen («BocnomuHanue o LLlape») n Kazaxckum HauMOHanbHbIM TEATPOM Onepbl U 6aneta MMeHU
Abas («Bpems 6anepuHbi»). bonblwoi nHnumaTMBon ctana PecnybnvkaHckas BbiCTaBKa AETCKUX
puCyHKOB «TaHew, cepaua. MNonet aywmy», npoBeaeHHas COBMECTHO ¢ Ka3axcTaHCKOW HaLMOHaNbHOWM
denepaument knybos KOHECKO n AnmMaTuHCKOW rocyiapCTBEHHOM XYA0XECTBEHHOM ranepeei.

Ha koHkypc 6binm otnpaBneHbl 1200 3a5BOK OT y4acTHUKOB CO BCel pecnybnnku, a B CAMOW BbICTaBKe
NpUHAAK yyacTue 75 pabot. B pamMkax BbICTaBKM OCyLLeCcTBAEeHbl 61aroTBOpUTeNnbHbIe

1 06pa3oBaTe/ibHble MEPONPUSATUS C MPUIIALLIEHUEM BOCIUTAHHUKOB COLMATIbHBIX OPraHU3aLii.
Ba)kHbIMM MpOEKTaMU XXypHana 0CTakTCa U HAyYHO-UCCNe0BaTeNbCKUE MPOEKTbI, KOTOPbIMU CTann
ny6amKaumsa cratei No UCTOPUM, TEOPUM U KPUTUKE, @ TaKXKe U3LaHUe robuneHoro kaneHaaps

Ha 2022 ron «[leatenu kasaxckoro 6aneta» u KHurn «Cunbduaa kazaxckoro b6anerta. TBOpYeCKmi
noptpeT Mavipbl KagbipoBom».

XypHan OBM - HoBaTtop B 0651aCT1 TEOpPUM U UCTOPUM XOpeorpaduu, UMeeT MHOXECTBO MN1aHOB
B cepe pa3BUTUS KpeaTUBHbIX MHAYCTPUI KasaxcTaHa 1 SBNsSieTCs MoTeHLUManbHbIM 3aKOHOAATeNeM
MHEHMWI, OCHOBAHHbIX Ha Hay4YHbIX UCCIIEA0BAHMSX.

Knroueesnie cnosa: Qazaq Ballet Magazine, xypHan, Ka3axckuii b6anet, npoeKkTHas AesTeNbHOCTb,
KpeaTuBHble MHAYCTPUK, BaneTHoe UCKYCCTBO, BbICTaBKa, KaeHAaphb.

Ans yumupoearus: Monganum, TonkaH. «Qazaq Ballet Magazine kak dopMa KpeaTuBHOW
MHAYCTPUM B NPOCTpaHCTBe xopeorpaduuy». Central Asian Journal of Art Studies, T. 7, N2 1, 2022,
c.176-183.DO0I: 10.47940/cajas.v7i1.549.



(hepa KpeaTMBHON HHLYCTPUU
SIBJISIETCST OJHOM U3 BO3MOXKHOCTEH
Pa3BUTHSI COBPEMEHHOMN KYJILTYPbI.
[Ipu 3TOM MOJIOZ0€ MTOKOJIEHHE TBOPUECKH
AKTHBHbBIX JIMUHOCTEH OTJIMYAETCsl CBOEH
paboTOll B HOBBIX 2KaHPOBbIX (hopMaTax
M 4acTbIMHU 3KcnepuMeHTamu. Cpeau
opraHu3auuil, 0Ka3blBaloUIUX BKJIaL
B Pa3BUTHE KpPeaTHBHbBIX UHLYCTPUH
B cepe xopeorpaduu Kazaxcrana, —
HayuHO-OMYJsIPHBIH »KypHa1 Qazaq
Ballet Magazine (nanee — QBM).

QBM — 5710 nepBbIii MHTEPHET-
JKypHaJ 0 xopeorpaguueckoM HCKYCCTBE
Kaszaxcrana. JKypHaJs1 6611 oCHOBaH nsiTh
JieT Hasaj, 3 mapra 2017 rona, Jlamupom
YpasbiMO6eToBbIM. OCHOBHBIMH 3aa4aMH
»KypHasia OblJIM OCTaBJIEHbI COXpaHEeHHe
MCTOPHUH TAHLEBAJIbHOTO UCKYCCTBA
Kazaxcrana, nomnysisipusanusi COBpeMeHHbIX
JiesiTesield U pa3BUTHE KPUTHUECKOH
MbIc/H. B Teuenue nepsoro rofa xKypHas
CYLLLeCTBOBAJ TOJILKO B COLMAJILHON CeTH
«MHerarpam», rjie ocBelllanch HOBOCTH,
auIIM U 3aMETKH 0 XOpeorpapuyeckom
nckycerse Kazaxcrana. Pekosterns
TaKxke paboTasia HaJl IEPBbIMH BbITyCKAMH,
OCYLIECTBJISIIUCL HAOOP U peaKkTypa
craTel Mo HCTOPUH, TEOPUH U KPUTHKE.

Ha Bropoii roj cyliecTBoBaHus,

29 mas 2018 rona, 0011eCTBEHHOCTH ObLI
Mpe3eHTOBaH O(HIIHaNbHbINH Be6-CalT
JKypHaJa. 3a nepHojL CBOEro CyLLeCTBOBAHHSI
peakLus xKypHaJia ory0OJMKoBaJsa Ha caiTe
psiJ cTaTell pasHbIX HAMpaBJeHHUH (UCTOpHS,
TEOpHsl, KPUTHKA, HHTEPBbIO).

dopmat uHTEpHET-KypHaJIa
M3Hava/IbHO He MlaHupoBaJics. Tak crajo
13-3a OTCYTCTBHSI BHellIHeH (PMHAHCOBOMH
noiep:kku. Ho nopobGHas cutyatus
He OCTaHaBJIMBaJIA »KypHaJ 3aHUMAThCs1
MPOCBETUTENLCKOM, 06pa30BaTE/LHOH,
nevaTHoOM fesiTe/IbHOCTbIO. CeroHs e
TaKoW OHJIalH-dopMaT cTaJj OJiHUM
13 HEOOXOAMMBIX U TPEUMYLIIECTBEHHBIX.

Hecmotpst Ha 10, uTo 2KypHa
SIBJISIETCS] MHTEPHET-H3/IaHHEM,

B 2019 roay 61 ony6MKOBaH
CTELBbINYCK, MOCBSIIEHHbIH U3BBECTHOMY

aprucry 6aJsieta U nejarory YJaHy
MupcenoBy B aBTopckoM ausaiine TaTbsiHbl
[exkoBoii 1 ipu nopaepaxke Konokbaev
Group. JKypHaJ Takxke BbICTyMaJ
B KayecTBe KOOp/IMHATOpa MPOEKTOB
KHU2KHBIX H3IaHUH aBTopcTBa JMuTpus
CyuikoBa, AuBapsl CaplKoBOH,
MH(pOPMaLMOHHOTO NapTHepa
MeK/IyHapOJIHbIX XOpeorpaduuecKux
KOHKYpCOB, GaJIeTHbIX (pecTHBa/IeH, a TaKxKe
HaJsieTHbIX pembep. [asee 51 BKpartiie
OTMeuy TBOpUECKHE U HayuHble MPOEKThI
QBM 3a 2021 ron.

C Hauasa nepuoaa naHaeMuu
1 TIPUHSATBIX OrPAHUYUTENbHBIX Mep
B CTpaHe »KypHaJl CTa/Jl aKTUBHO CO3/IaBaTh
1 TIPOBOJIMTH BUPTyaJsibHble MPoeKThl. Cpenn
HUX: OHJIAHH-JIEKIMH N0 Xopeorpadui,
rnepBast OHJIAlH-OTOBBICTABKA
“Métadance”, nocasiiiieHHast TBOPUECTBY
Ka3axCTaHCKUX TeaTpasbHbIX (hoTorpados.
Omnnalin-BbICTaBKa JAJMIaCh B TeUeHHe
Mecsila, CBs3bIBast IBe 3HAUMMble
nist 6anera gatel — Jlenb Teatpa u Jlenb
TaHua. BeicTaBka cocrosisia U3 natu pyopHk,
KaK/1as1 U3 KOTOPbIX COMPOBOK/A/IACH
KOMMEHTapPHUSIMU - U3peUeHUsIMU (PUI0CO(POB
o Tatue («OTTeHKH KpacHoro», «Mcropust
B ofiHOM (hoto», « b fu», «Ilo Heby
MUIBIBYT 00s1aka», « CTUXus BETpa» ).
[TpoekT BbI3BaJ HOJIBIIOH HHTEPEC KaK
€O CTOpOoHbI (hoTorpacos, KOTOpbIe
YBJIEUEHHO MpeJyiarann cBou poTopaboThl,
TAK U CO CTOPOHBI APTUCTOB U JIIOOUTE/ICH
nckycera. B 2022 romy npu cotpyaHuuecTse
¢ [ocynapcTBeHHBIM My3eeM HCKYCCTB
umenu A. KacreeBa nuanupyercsi
MPOBeJIEHHE ITOH POTOBBICTABKH
B TPaJIMLIMOHHOM (hopmare.

CrienyiolMM TBOPYECKHM MPOEKTOM,
MOJrOTOBJIEHHBIM COBMECTHO
¢ AJIMaTHHCKO# rocylapCcTBeHHOH
XYJ02KECTBEHHOH rajiepeeit, cTajl BUIEOKJIUI
«Bocnomunanue o Lllape». B nanHom
npoekTe Obl/1 NPe/ICTaBieH CUHTE3
»KUBOTMHCH U TaH1la — 00pa3bl KAPTHHBI
0KHBAIOT B TIPOCTPAHCTBE Tajiepen
B UCIOJIHEHUH TaHLOBLIMLEH hparMeHToB
nocraHoBok camoii [1lapul. O6pas,
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BIIEPBbIe BOCMPOU3BE/ICHHBII U3BECTHBIM
TeaTpaJibHbIM Xyl10:KHUKOM [ynbdaiipyc
McmaunnoBoit, mpojo/ikuiia B CBOEM
TBOpUecTBe MoJiojiast XynoxKuuua H. Amuo6.

[Too6HbIA CHHTE3 KUBOITUCH
¥ TaHLA MPOJIOJKUJICS B CJIELYIOLIEM
npoekte QBM «Taneu cepaua. [Noaer
AYWH», OPraHH30BaAHHOM COBMECTHO
¢ Kasaxcranckoit HauoHanbHOH
denepaumeit ky6os IOHECKO
1 AJIMATHHCKOH TOCYIapCTBEHHOH
XYJI0?KECTBEHHOH rasiepeeil. JKypHai
MpoBeJI NepByIo MoA06HOro pojia
pecnyOJMKaHCKYI0 KOHKYPC-BbICTABKY,
MOCBSILLEHHYIO TaHLLEBaJIbHOMY HCKYCCTBY.
JleTn u3 pasHbIX rOPOJIOB CTPaHbI
MPHUCHIIAIH CBOU aBTOPCKHE paboTh
1o NsITH pyOpUKaM, MOCBSALLEHHBIM
MCKyCCTBY Xopeorpacuu. [asHoi
UX 3a1a4el ObII0 TepefaTh B PUCYHKE
naTTepHbl TaHUa. B pesysnbrate nocrynumio
okoJio 1200 3a51BOK U 4JieHbl 2KIOpH
BbIOpaJM M3 HUX 75 paboT, KOTopble OblIN
npeJcTaB/eHbl Ha BbICTaBKe, JIHBLIEHCS
necsiTh 1Hel B rasepee. [Tomumo pabot
YYaCTHUKOB Obl/IM MPEJICTABJIEHBI ADXUBHbIE
(hOTO, CKU3bI K KOCTIOMAM H JIpyrue
neyaTHble MaTepUasibl BbIIAIOLIIUXCS
nesiteneit 6anera Kazaxcrana u Poccnn,

a TakxkKe HeOoJIbllasi KOCTIOMUPOBAHHAs
BbICTABKA.

B pamkax BbICTaBKM pelaKliiusi xKypHaJia
npoBeJsa psil BaxKHbIX MEPONPUSATHI: ChbEMKY
BUJICOPOJIMKA C yHACTHEM TaHUEBaJIbHOTO
aHcamOJ1s1 «DK3ePCUC» U yUEHHUILbI
AsnmaTuHCKOro X0opeorpaduueckoro
yunsuiia umenn A. B. Cese3néna,
KCKYPCHH M0 TeaTpaJu30BaHHON BbICTABKE
M MacTep-KJacchl /11 BOCIUTAHHHKOB
JIETCKHUX JIOMOB, a TAKyKe KPYIJIbIH CTOJ
B opmate Science Café co cryneHramu
¥ Maructpantamu BysoB Kazaxcrana
u Poccun.

Caenyrolm coObITHEM CTaJl
BHJIEOTIPOEKT « Bpemsi 6anepuHbI».
[TepBbiil K/IUM, CO3NAHHBIN B TAPTHEPCTRE
¢ Kazaxckum HauMoHabHBIM T€aTPOM
onepbl U HGajsieta UMeHn Abasi ¢ yuactiem
3acyxkeHHol aptuctku Kasaxckoit CCP,

npuma-06aJsepuHbl Teatpa onepel n 6ajera
umenn Abas Jlronmuel Pynakooid.
Buneohusnbm, BbIJIOXKEHHbIH B COLMATBHBIX
cersix 1 Ha YouTube-kanaJsie xypHasna,
BbI3BaJ1 GOJIbLION a)KHOTaXK KaK B CTpaHe,
TaK ¥ 3a ee rpejejaMi — oT ABCTpasiuu
u Sinonnu no @panimu u AMepukH.
IHUHMKJIONEANYeCKUH I0OUIeHHbIH
Kanennaphb «Jlesrenu kazaxckoro 6anera» —
60JILLLON W HCTOPUYECKH BaKHBIH MPOEKT
Ha PYCCKOM M Ka3axCKOM fi3blKax.
B kanennape npencrasiensl 11 nepcon
Ka3axCTaHCKOTO XOpeorpaduueckoro
MCKYCCTBA, UbH 0OUJIEHN 10/IZKHbBI
oTMedaTthbesi o01ecTBeHHOCThIo B 2022 rony:
Munraii Tney6aes, 3aypbek PaiiGaes,
Ynan Mupceunon, Oubra Beepodiosickasi-
TonyuikeBuu, Bynar xantaes, Baagumup
Kosonenko, JInaus CapoitoBa, Pamasan
bBarnos, Azep6aiiipkan Mam6eToB,
[ynwkuxan [aneBa, AuBap6ek Jkanugios.
VX noptpeTbl HApUCOBAHbBI B CTHJIE
rpaduKi MOJIOJBIM Xy10KHUKOM Jlynatom
JleHnepom, KOTOpbIH CO3/1a/1 UX CrielalbHO
JUIS1 IaHHOTO NpoekTa. [lusalin kasnenaps
ocyutectsuia [ysens HypumbetoBa.
Kanennapb HocHT 06pasoBaTebHO-
NPOCBETUTEbCKUI XapaKTep, TaK Kak
B HeM oMy6JIMKOBaHbl aBTOPCKHE CTAThbH,
B KOTOPBIX OTMEUEHbI OTJIMUUTE/IbHbIE
0COOEHHOCTH TBOPYECTBA, MPOdeccuH,
o0Opa3oBaHue U 3aC/IyTH JiesaTese,
NpeCTaBJeHHbIX HA CTPaHHUIIAX KaJleHaapsi.
3aBepluatoLMK POEKTaMH
B nocsieniHeM KBaptase 2021 rona crasu
9MIbIOTEHHMEHT-JIEKIMH [JIABHOTO PelaKTopa
»)KypHaJsia copmectHo ¢ Adam Group
(Opera Lunch), Art Society (panee —
The Course), Ballet Globe u Damiani,
kotopbie nporuiu B KasHTOD nmenu Abasi,
Smart Point, Chaplin MEGA Alma-Ata
1 JIPYTHX TpocTpaHcTBax. Mepornpusrus
BKJIIOUMJIM B ce0s1 JIEKLIMHU 110 HCTOPHU
MHPOBOTO ¥ Ka3aXCKOro GasieTHOro Teatpa.
Heo6xoaumo oTMeTHTD, UTO
nepeyncaeHHble HHULIMHPOBAHHbIE
»KypHasioM nipoekTsl (Métadance,
«Bocnomunanue o [lape», «Tanel cepaua.
[Tosier nyun», «Jlesitesin Kazaxckoro



6anera» u «Bpewms 6anepuHbl» ) Oblau
OCYLLECTBJIEHbI O€3 CMTOHCOPCKOH
TMOEPKKH CO CTOPOHBI BHELITHHUX
opranuzauuii. BoJbLIMHCTBO MPOEKTOB,
MPHULYMaHHbBIX 2KypHAJIOM, BIIEPBbIe
«IMPO3ByHa/M» B TeaTPATbHOM COOO1IECTBE
CTPaHbI.

Penakuus QBM npusiaraer MHOTO
YCHJIHH, 4TOODBI BCe MPOEKTDLI OblJIN
aKTyaJbHbIMH U COOTHOCHJIUCH C TyXOM
BpPeMeHH, HeC/IM (PYHKLIMH COXPaHEeHHs,
npoceelleHus 1 pukcauuu. Briepenu
Y pellaKllnK 2KypHaJia elle MHOKEeCTBO HieH,
CPE/IM KOTOPbIX H3/IaHHE CTeLHa/bHbIX
BBIMYCKOB O JIEATEJSIX U COOBITHSIX
xopeorpacguyeckoro nckyecra Kasaxcrana.
Tak, nanpumep, 10 mapra 2022 rozna
B Yue6GHOM TeaTpe Kazaxckoi
HalMOHAJLHON aKaJeMUH HCKYCCTB HMEHH
T. K. )KypreHoBa npeseHTOBaH CrelBbIMTyCcK
»kypradsia Ne 2 o nejarore v nepBom
Jekane Boiciied koJibl Xopeorpagun
B Kazaxcrane Kanbipkysne Aunocose
(mmzaitn [yzens Hypum6erooit). [Tomnmo
sToro, B 2022 roy niaHupyioTcs BbIYCKH
0 pexkuccepe u Gasermeiicrepe Munrae
Tney6aese, aptucrax 6ajera u nejgarorax
Pamasane banose u Jliogmune Pynakosoii,
Kommnoautope Anmabeke MenpGekose.

B onope Ha ucTopuio 1 HOBBIH B3IVIsIL
Ha npoulioe, HacTosiulee U Oyayliee
JKypHaJ co3/1aeT MPOEKThI, HaMpaBJ/eHHbIe
Ha BCECTOPOHHEE Pa3BUTHE Ka3axCTaHCKOM
KYJITYPbl KaK B CTpaHe, Tak 1 3a pyOexKoM.
Takum o6pazom, QBM BHoCHT cBOIO
(DYHKLMIO U JIENITY B Pa3BUTHE HE TOJLKO
MCKyCCTBa Xopeorpaduu, My3blKH,
»KMBOITMCH U TeaTpa, HO U 06pa3oBaHusl.
Hauunanusi :)kypHaJga, Kak rnokasbiBaer
MpaKTHKa, <MOJIXBATbIBAIOTCS »
00pa3oBaTe/ibHBIMH M TeaTpasbHbIMHU
OpraHu3alUsiMH, OCMbIC/SIOTCS
1 pagBuBaioTcst. Cuna 060l HHILYCTPUH,
Oy/lb TO KpeaTHBHAs WJIH KYJIBTYpHasi,
3aKJII0YaeTcs B YeJIOBEUECKOM KanuTaie,

B TBOPUECKHX Pecypcax JIMYHOCTH, H 3TO
OTYETJIMBO BUJIHO Ha NPUMeEpe AeSTe/IbHOCTH
Qazaq Ballet Magazine.

O6pazoBatenbHo-
NPOCBETUTENbCKUE
NpOEeKTbl B MHCTarpame,
daicbyke

1 Tenerpam-kaHane
XypHana

Cratbu QB

«JlioGoBb ecTh MosHaHUe?.
W UHTEPBbIO Ha o Banera Copsroms
3

ATOB . Abas

odu1uManbLHOM it
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®eBpanb-Hos6pb

QB OHnaiiH-¢oToBbICTaBKA
METADANCE

BbicTaBka Ka3axcTaHCKUX
TeaTpanbHbIX GoTorpados,
CHMMaKLWMX Banert, B NATU
TEMaTUYECKUX pybpuKax:

= OTTEHKM KPacHOro»

= /AcTopus B 0g4HOM (OTO
= NHb-AH

= Cruxunsa BeTpa

= Mo Heby nnbIBYT 06naka

MapTt-Anpenb

«BocnoMuHaHue
o Lape»

COBMeCTHbIW BUAEONPOEKT
Qazagq Ballet Magazine

n Almaty Gallery x nHio
namsatu LWapbl XXuerkynosoi
(18 nrons 1912 — 21 mas 1991)

'g\
,h% H. ATu6.
’) «Lllapa XXneHkynoa».
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i KasaKctangeik

KyErapomon Almaty
. ®epepaumsce!
! Kasaxcrancwan Gallery

: HauvonantHas
* Depepauys
Kny6oa IOHECKO

COBMECTHbIH NPOEKT
¢ KasaxcraHckow depepaumeiri kny6os OHECKO
1 ANMaTUHCKOM rocynapCTBEHHON ranepeei
- pecnybnuKaHCKas BbiCTaBKa
«TaHew cepaua. Moner aywn»
NS [eTeN-LKONbHUKOB,
KOTOpblE PUCYIOT TaHeL,

A makxe 8 pamkax
8bICMABKU IKCKYPCHH

H NIeKymH 0ns
80CNUMAHHUKO08 0emcKuX
domos u Science Café

TAHEIL
CEPIIIA.
HOJAET

VI
C yyacmuem cmy9eHmos 2

U MazucmpaHmos 8y308
Kasaxcmanxa u Poccuu

MioHb-OkTa6pb

«Jllwamuna Pypakosa.
Bpems 6anepuHbl»
Ny =

=y

-~ -

Al

m Y s
Bupeonpoekt «Bpems».

lepBoli repouHet cTana 3acny>KeHHas apTMcTka

Kasaxckoi CCP, npuma-6anepuHa
rocyAapCTBEHHOr0 akafieMUYECKOro TeaTpa
onepbl 1 6aneta umMeHn Abas ¢ 1965 no 1980 rr.
Jliogmuna Pypakoga.

B cotpynHuyectee ¢ KasHTOB umenu Abas.

OkT86pb

K06uneitHbiii KaneHpapb 2022
«fleaTenu kasaxckoro 6anera»

B KaneHaapb BOWM AESTENM, YbM 10OUNEU AOMKHDI
npa3aHoBaTbcsa obLecTBeHHOCTb0 B 2022 roay:

Munrtait Tney6aes
3ayp6ex Paitbaes

Ynan Mupceunos

Onbra Beesonoackan-lonywikesuy
Bynar Lkantaes
Bnaaumup Konoaexko
JNinpus CapbitoBa
Pamazan Banos
Asep6aiimxaH MambetoB
TynbxuxaH lfanvesa
AnBap6ek [xanunos

Mapt-0«kT6pb

PepakuunoHHoe

1 uHpopmMaLUOHHOE
napTHepcTBO

C aBTOpaMM KHUT

[lpesenmayus
cocmosnace
10 dexabps.

KHuza
20mosunace
¢ 2017 200a.

J13aiiH KHUMU

MoHorpadwus Axeapbl CaabikoBOWM
«Cunspuda kazaxckozo banema.
Teopyeckuii nopmpem Malipel Kadsiposgoli» (2021)

QB CoBMecTHble

obpasoBarenbHble
NpoeKTbl —
Edutainment

DAMIANI

3 W\ THE

‘ COURSE
Mfm ﬂeKu\i 06 uctopuu 6anera
BALLET
GIOBE

OkT6pb-[exkabpb

Kanenpapb, 610KHOTbI,
naKeTbl, Wonepbl,
yT60NKH, MACKH, NANKK

Puc. 1—9. ITpoekrsl Qazaq Ballet Magazine B 2021 rony.



QAZAQ BALLET MAGAZINE KAK ®OPMA KPEATUBHOW MHAYCTPUM B MPOCTPAHCTBE XOPEOTPAD UM

Torxkan MoJganim

Caukr-ITerepbypr memiiekertik ynusepeureti (Cankr-ITerepOypr, Peceit)

QOAZAQ BALLET MAGAZINE XOPEOTPA®USA KEHICTITIHAETI KPEATUBTI
MHOYCTPUAHDIH BIP TYPI PETIHLOE

Anparna. bec xbingaH 6epi KaszakcraHaa xopeorpadusiblk, eHEPre, OHbl HACUMXATTAYFa XIHE AaMbITyFa
apHanfaH enimisaeri 6acTbl XaHe Xanfbi3 XXypHanaapasiH 6ipi — Qazaq Ballet Magazine (QBM) >xymbic
icrenpi. XXoba >xeke 60nbin Tabblnanbl XoHE 63 KbI3METiHiH, 6acbiM 6eniriH 63 6acTaMacbIMEH XXaHe 63
Kapaxatbl ecebiHeH y3ere acblpasbl.

XKypHanablH, cepikTecTepiHiH, iWiHAe MeMIEKETTIK TeaTpap MEH Mypaxannap, YKiMeTTik eMec
ynbiMaap, 6inimM 6epy, KOHLEPTTIK XXaHe An3arH koMnaHuanap. )XypHanabiH, 6enceHai KbI3MeTiHiH,
apKacbiHAa eniMi3aiH MHTeNNeKTyanablK KoHe MaJeHu aneyeTi Aambin Keneai. Makanaga
xopeorpadusnblk eHep MeH biniMre 6arbITTanFaH XaHa MAEANAp MEH KeHICTiKTepai AamMbITyaa
penakTopaap YWiH cepninic 6onfaH xxypHanabiH, 2021 blifa apHanfaH Kbl3MeTi aTan eTifreH.

Meicansl, ‘Métadance” Teatp doTorpadTapbiHbiH 6€C TaKbIpbINTbIK 661iM 6OMbIHILIA 35 KYMbICTbI
XXMHaFaH oHnaviH @oTtokepmeci. CoHbIMEH KaTap, XypHan Anmatbl MemMaeKkeTTik ranepesicbiMeH («LLlapaHbl
ecke any») >xxaHe Abaii atbiHaarbl Kasak yaTTbik onepa xaHe 6anet TeatpbiMeH («banepuHa yakpiTbi»)
6ipnecin 6eiHexxobanapabl xy3ere acblpabl. «KeHin biprafbl. Ce3iM camraybl» 6ananap cypeTiHiH,
Pecny6nukanbik kepmeci KasakcraH yntTbik, KHHECKO knybTapbiHbIH, henepaumsacbiMeH aHe AnMaTbl
MeM/IEKeTTIK KepKeMCcypeT ranepescbiMeH bipnecin eTKisinreH ynkeH xobanapabiH, 6ipi 6onabl.

Bavikayra pecnybankaHbIH TyKMip-TyKnipiHeH kaTbicywbinapaaH 1200 eTiHiM xibepince, KepMeHiH,
e3iHe 75 yMbIC KaTblCTbl. KepMe ascbiHAa KOFaMAbIK, YMbIMAAPAbIH TOpOMeneHyLwinepiH Tapta oTbipbim,
KalblpbIMAbIIbIK XX3HE TaHbIMAbIK iC-liapanap eTKi3inai. XypHanabiH, MaHbI3bl )xobanapbl KaTapbiHaa
Tapux, TEOPUS XXSHE CbIH Typasbl Makananap xapuanay, coHgar-ak 2022 xbinfa apHanfaH «Kasak,
6aneTiHiH KalpaTkepnepi» MepenTomnbIK KyHTi36eci MeH «Kasak 6aneTiHiH, cunbduoacel. Manpa
KaZblpoBaHbIH, WbFapMallbliblK MOPTPETi» KiTabblH LWbIFapy CUAKTbI FblIbIMU )0banap aa bap.

OBM xopeorpadus Teopusacbl MEH Tapuxbl CanacbiHAA XaHalblin 60bin Tabbinagpl. KazakcraHaarb
KpeaTuBTi MHAYCTPUANApAbl AaMbITyFa apHanfaH KenTereH xocnapnaapbl 6ap. XXypHan fbiibiMu
3epTTeynepre HerisgenreH nikipnepaid, aneyeTTi KanbINTacTblpyLLbICbl 60bIN TabbLIAAbI.

Tipek ce30ep: Qazaq Ballet Magazine, >xypHan, kKa3ak 6aneri, >k06anblK, KbI3MET, KpeaTUBTI
MHAYCTpUS, 6aneT eHepi, KepMe, KYHTi36e.

Aoaiiekce3 ywin: Monpanim, TopkaH. «Qazaq Ballet Magazine xopeorpadus KeHicTiriHaeri KpeaTusTi
WHAYCTPUSHBIH, Bip Typi peTinaex. Central Asian Journal of Art Studies, 7. 7,N2 1,2022,176-183 6.

DOI: 10.47940/cajas.v7i1.549.
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QAZAQ BALLET MAGAZINE KAK ®OPMA KPEATUBHOW MHAYCTPUU B MPOCTPAHCTBE XOPEOTPAG UM

Togzhan Moldalim
Saint Petersburg State University (Saint Petersburg, Russia)

OAZAQ BALLET MAGAZINE AS A FORM OF CREATIVE INDUSTRY
IN THE FIELD OF CHOREOGRAPHY

Abstract. There has been one of the main and only magazine dedicated to choreography art,

its promotion and development for the last five years in Kazakhstan - Qazaq Ballet Magazine.

The project is private and carries out most of its activities on its own initiative and at its own expense.
The magazine has partners, including state theaters and museums, non-governmental organizations,
educational, concert and design companies. Due to the vigorous activity of the magazine, the
intellectual and cultural potential of the country is developing.

The article highlights the activities of the magazine in 2021, which became a breakthrough
in the development of new ideas and editorial spaces aimed at choreography art and education.

In particular, we are talking about the online photo exhibition of theatrical photographers Métadance,
which collected 35 works in five thematic sections. In addition, the magazine carried out video projects
jointly with the Almaty State Art Gallery (“Memories of Shara”) and the Abai Kazakh National Opera
and Ballet Theater (“Time of Ballerina”).

The republican exhibition of children’s drawings “Dance of the Heart. Flight of the Soul,” held
jointly with the Kazakhstan National Federation of UNESCO Clubs and the Almaty State Art Gallery.
1200 applications from participants from all over the republic were sent to the competition,
and 75 works took part in the exhibition. As part of the exhibition, charitable and educational
events were carried out with the involvement of pupils of social organizations.

Important projects of the magazine are also research projects, which are the publication of articles
on history, theory and criticism, as well as the publication of the anniversary calendar for 2022 “Kazakh
ballet figures” and the book “Sylph of the Kazakh ballet. Creative portrait of Maira Kadyrova.” QBM
is an innovator in the field of theory and history of choreography, has many plans for the development
of the creative industries in Kazakhstan and is a potential trendsetter of opinions based on scientific
research.

Keywords: Qazaq Ballet Magazine, magazine, Kazakh ballet, project activities, creative industries,
ballet art, exhibition, calendar.

Cite: Moldalim, Togzhan. “Qazaq Ballet Magazine as a Form of Creative Industry in the Field
of Choreography.” Central Asian Journal of Art Studies, vol. 7,no.1, 2022, pp. 176-183.

DOI: 10.47940/cajas.v7i1.549.
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Cypem 1. ‘Gesamtkunstwerk’ uaeanapbiH 3epTTeyaiH KypbiibiMbl.

Cypem 2. CueHorpadusHbl 3epTTeyAiH canacbiHa, NaHi MeH TaHbIMAbIK TACinAepiHe Kapai FblabiMu
KnaccubuKaumscel.

Cypem 3. ‘Gesamtkunstwerk’ uaeanapbiHbiH, KOHCTPYKTUBM3MAETT AaMybl. Aaa» onepacbiHaH KepiHicTep.

Cypem 4. BarHep My3bIKaCbIHAAFbl bIPFAKTbIK, CUHTAKCUC NEH METPUKANbIK, PETTiNIK 3aHAbINbIFbIHAH KEH,
Kenemae aybITkynapbl. [lapcudans xaHe 1.6. 61 MbicanaapbiHaa. Jannactasbl Jloyap [puHBMAN3 3aMaHaym
Teatpsl.

Cypem 5. Gesamtkunstwerk apxuTeKkTypacbl MEH AM3aiiH MbiCanfapbliHAaFbl HEOKAACCKKA, MOLEPHE
kepiHyi. Syon House, Kenwood House, Hotel Tassel.

Cypem 6. KeHecTik KoHCTpykTUBM3MAeri CTanuHaik FuMapaTTap, bayxayc ctuningeri «Gesamtkunst-
werkTiH» TypneHynepi.

Cypem 7. CaHablk nepdopMaHcTap NpakTMKachl 60MbIHLA AeHe, yaKbIT NMeH KeHICTiKTiH e3repicke
yuwibipaynapsl. «bipxxaH-Capay, «JlatepHa Maruka», «TaHcyny», «<KOpKbITTbIH, Kepi» KOWblIbIMAAPbI.

Cypem 8. «bepte», «Maxabbat MyHapacbl» cnekTaknbaepi. XXaHa TexHonorusnapna peanuctik
b dekTinepai, 6erHenpoekuusnapabl, KUHeMaTorpaduanbik, TEXHUKA MEH BUPTYanabl WbIHABIKTbI
yvnectipy cuMbuossil.
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- [ynbHapa Abukeesa
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Kecme 1. EH TabbIcTbl Ka3ak, GunbMAepiHiH kaccanbik TybipTeri

96  KasakcraHaarbl MHKJIO3UBTI 6ajajap 00beKTi-KEeHICTiK OPTaChlH KAJbINTACTbIPY
_ epekuieikrepi (Anmarbl Kajachbl MblCalbiHIA)
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Cypem 1. lene 6enceHpiniriviy ayMasbl — TYHHeNb, 6pMeney, anbnuHUcTep-KabbipFacbl SneMeHTTepi,
1 KMbIHAbIK AeHreli, cypeT aBTopbl 3. B. LWHelaep.

Cypem 2. TonTbiK OMbIHAAPFA apHaNFaH OWblH anaHblHbIH, Mblcanbl, CypeT aBTopsl 3. B. LUHenaep.
Cypem 3. [bIObIC XyenepiHiH aneMeHTTepiHiH Mbicanaapsl (Spielwert & Sicherheit).
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TakblpblbbIHAAFbI [. TyMaTakablH AMCCEPTALMACHIHbIH, PparMeHTTepi, FbinbiMu xeTekwici E. B. LHeaep.
a) xacaHabl penbed; 6) MHTEpaKTMBTI NnatdopMa; B) Kipy TobbI; I) Ky3Fa epmeney, TaHbIMAbIK OMbIHAAP
alimMarbl; 1) NabUpUHT, ToFaH, cybypkakTap, Tabusm aymak.
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TY>KbIPbIMAAMAChI» TaKbIpblObIHAAFbI AMCCEPTALMACHIHBIH, dparmeHTi, xeTekwici E. B. LHeaep,
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T. K. )Kyprenos atbinparbl Ka3ak yaTThiK €Hep akaaeMusicbiHaa
«KpeaTuBTi KacinkepJik» MaHiH eHri3y

HOnus CopokuHa
Cypem 1. KpeaTuBTi Kacinkepnik 6oMbIHWa MacTep-knaccka Katbicywsbinap. T. K. )KypreHoB aTbiHAaFbI
Ka3¥OA-HbIH, KiTanxaHacbl, 2018.

Cypem 2. KpeaTuBTi KacinkepnepaiH KanbintacyblHa acep eTy kecteci. A. [oHyapoBa MeH [1. LLlasaxMeTTbiH,
3epTTeyiHeH Y3iHAi.

Cypem 3. «<MHAYyCTpUs KapTacbl» WabnoHbl. «<KpeaTuBTi Kacinkepik» oKy-aficTeMenik Kypanbl.
XK. Oxymaannosa xaHe K. CopokuHa, T. K. XKypreHoB aTbiHaafbl Kaz¥OA, 2020.

KasakcranHbiH, wibirapmaublibik J)KOO TysnekTepiHiH xKyMbICKa OpHasacybi:
dJIeyMeTTaHyJIbIK cayajiHaMa HOTHKeJepi

AiimaH MycaeBa

Kecme 1. Tynextepai okbiTy 6arnapnamanapbl
Kecme 2. «Ci3 MaMaHAbIFbIHbI3 BOMbIHLLIA XYMbIC iCTEMCI3 6e?» cypaFbiHa XayanTtap HaTuxenepi

Kecme 3. )KyMbICNeH KaMTy, XyMbIC OpHbl

JKoiiblabin 6apa KaTKaH KOJeHep A9CTypJepi MeH mypaxkaiaap: YKanoHusigaH
TypakTbl famy cabakrapbl meH AKLL nen KasakcraHHbiH cepikrecTiri

Pobept MoHumoeH

Cypem 1. Pérokyaafbl 300-TokMo Mypaxakbl, Tokno. (ABTOpAbIH cypeTi, 2009 xbin).

Cypem 2. TOKMO YHUBEPCUTETIHIH I00-TOKMO MypakaiblHAA 23-1Ui bl CalbIHFbI CAMUCIH XKIHE KOTO
koneHep kepmeci, 2017 xbinabliH 30 TaMbi3bl (ABTOPAbIH, CypeTi).

Cypem 3. CamucaH webepi Takeyun fcyo Toknonasel webepxaHacbiHaa. (ABTOpAbIH cypeTi, 2014 xbin).

Cypem 4. CamucaH webepi Xopurome Tocno Tokmoparsl lebepxaHacbiHAa OTbIpFaH Kesi. (ABTOPAbIH,
cyperi, 2014 xbin).

Cypem 5. Ka3zakcTaHHaH KYHAENIKTi Kutore xxapamabl Kuimaep ycbiHbinFaH «KasakcTaHablk KoneHep
>K@HE KpeaTUBTi 3KOHOMMKA» Fbl/IbIMKU CUMMNO3MYMbl AsICbIHAA YIABIMAACTBIPbIIFAH COH KOPCETINIMIHIH,
KaTbicywbinapsl. Craft2Wear kuim kepmeciHae, ¥NTTbIK KypblibiC Mypaxaibl, BawmHrtroH, Konymbus okpyri.

Qazaq Ballet Magazine xopeorpadusi KeHicTiriHaeri KpeaTuBTi HHIYCTPUSIHbIH,
0ip Typi petiHae

TopkaH Monganim

Cypem 1-9.Qazaq Ballet Magazine 2021 xbInFbl xobanapbil.
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“Gesamtkunstwerk” kak nporpeccupyiouias ujaesi KpeaTMBHbIX TEXHOJOTUI
B cueHorpaduu

Kabbin Xanbikos, Tumyp Koecos

Tabnuya 1. Metononorus usydenus naei ‘Gesamtkunstwerk’: Hay4Hble METOZbI M XapaKTEPUCTUKK, IOTUKA
M CTPYKTYpa LMdPOBOro onbiTa, TEMNOPasibHas CTPYKTypa MeauacLeHorpadum

PucyHok 1. CrpykTypa nccnenoBanus uaei Gesamtkunstwerk.

PUCyHOK 2. Haquaﬂ KﬂaCCM¢MKauMﬂ CLleHOFpad)MI/I no NpeagMeTHbIM, NPpeaMETHbIM U NO3HABATE/IbHbIM
MeTo4aM nccnenoBsaHus.

PucyHok 3. Pazsutue naewn ‘Gesamtkunstwerk’ 8 KoHCTpyKTHBM3ME. CLIEHBI U3 ONepbl «Anaas.

PucyHok 4. O6LIMpPHbIE OTKIOHEHWS OT 3aKOHOB PUTMMYECKOIO CMHTAKCMCa U METPUYECKOM
nocnefoBaTeNibHOCTM B My3blke BarHepa. «Mapcudanb» v ap. B npuMepax TaHua. CoBpeMeHHbIi
Teatp Jloyap-lpuHBunnc B Jannace.

PucyHok 5. Heoknaccuumsm, MofepH B 06pasLiax apx1TekTypbl U Au3aiiHa Gesamtkunstwerk.
Syon House, Kenwood House, Hotel Tassel.

PucyHok 6. CTanuMHCKMe NOCTPOVKM B COBETCKOM KOHCTPYKTUBM3ME, TpaHcdopMaLmm ‘Gesamtkunstwerk’
B cTune bayxayca.

PucyHok 7. I3MeHeHus B TeNle, BpDEMEHU U NPOCTPAHCTBE B NpaKTHKe LudpoBbIX NephOpMaHCoB.
CnekTtaknu «bupxaHn-Capa», «/latepHa Maruka», «TaHcyny», «BuaeHne Kopkbita.

PucyHok 8. Cnektaknu «boptax, «bawwHs nto6su». CuM6M03 06beMHEHUS peAaNUCTUYHBIX 3D DEKTOB,
BUAEONPOEKLIMIA, KUHEMaTorpahuyecknx NpueMoB 1 BUPTYanbHOW peanbHOCTU B HOBbIX TEXHONOTUAX.

KuHo Kak Benywasi kpearuBHasi uaayctpusi Kazaxcrana
[ynbHapa AbukeeBa

Tabnuya 1. KaccoBble c6opbl Hanbonee ycnewwHbiX B NPOKaTe Ka3axCTaHCKUX GuabMoB

Ucuesaroumme pemMecieHHble TPaIUMLMK U My3ed: YPOKH YCTOHYUBOTO Pa3BUTHS
u3 Snonun u napraepcrsa CLUA u Kasaxcrana

Pobept MoHuuoeH

PucyHok 1. My3eit Opo-Tokuno B Péroky. Tokno. 2009 rog. Moto asTopa.

PucyHok 2. 23-5 exeronHas AeMOHCTpaLus peMecen CSIMUCIH U KOTO, NpoBoAuMast TOKMICKUM
yHuBepcutetom B Mysee 3n0-Tokumo. 30 aBrycta 2017 rona. @PoTo aBTopa.

PucyHok 3. MacTep camucaHa Takeyum flcyo B cBoei Mactepckoi. Tokmo. 2014 roa. doTo aBTOpa.
PucyHok 4. Mactep csiMucaHa Xopurome Tocmo B cBoei MacTepckoit. Tokno. 2014 roa. MoTo aBTopa.

PucyHok 5. Y4acTHUKM NoKa3a Mofl, OpraHM30BaHHOMO B paMKax Hay4yHOro cumnosnyma «KasaxcraHckue
peMecna u KpeaTMBHas 3KOHOMMKa», Ha KOTOPOM MpeacTaBieHa oaexaa u3 KasaxcraHa, npurogHas
[N HoweHus B BbiTy. BoictaBka opexabl Craft2Wear, HaumMoHanbHbi My3eii cTpouTenbcTBa. BalwmHIToH,
okpyr Konymbus
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Cinema as the Leading Creative Industry of Kazakhstan

Gulnara Abikeyeva

Table 1. Box office receipts of the most successful Kazakh films

Features of Forming an Inclusive Children’s Object-Spatial Environment
in Kazakhstan (on the Example of Almaty City)

Elina Schneider, Anton Khodzhikov

Figure 1. Territory for physical activity - tunnel, climbing, climbing wall elements level 1of difficulty,
drawing by Elina Schneider.

Figure 2. An example of a playing space for team games, drawing by Elina Schneider.

Figure 3. Examples of elements of sound systems (Spielwert & Sicherheit).

Figure 4. Fragments of the thesis of Dana Tumatai on the topic: “Design concept of inclusive
playgrounds for the city of Almaty,” supervisor Elina Schneider. a) artificial landform; b) interactive
platform; c) entrance group; d) rock climbing, zone of developing games; e) labyrinth, pond, fountains,
natural area.

Figure 5. A fragment of the thesis of Dana Tumatai on the topic: “Design Concept of Inclusive
Playgrounds for the City of Almaty,” supervisor Elina Schneider, General plan.

Figure 6. Exposition of Dana Tumatai thesis on the topic: “Design Concept of Inclusive Playgrounds
for the City of Almaty”, supervisor Elina Schneider.

Implementation of the “Creative entrepreneurship” Discipline
at the T. K. Zhurgenov Kazakh National Academy of Arts

Yuliya Sorokina

Figure 1. Participants of the work-shop on Creative Entrepreneurship. Library of T. K. Zhurgenov
Kazakh National Academy of Arts, 2018.

Figure 2. Diagram of the impact on the formation of creative entrepreneurs. A fragment of the study
by A. Goncharova and D. Shayakhmet.

Figure 3. “Industry map” template. Educational-methodical manual “Creative Entrepreneurship”
by Zh. Dzhumadilova and Y. Sorokina, T. K. Zhurgenov Kazakh National Academy of Arts, 2022.

Employment Among Graduates of Art HEI's of Kazakhstan: Sociological
Survey Results

Aiman Mussayeva
Diagram 1. Students' areas of study after graduation
Diagram 2. Results of responses to the question “Do you work according to your specialty?”

Diagram 3. Employment, place of work

Qazaq Ballet Magazine as a Form of Creative Industry in the Field
of Choreography

Togzhan Moldalim

Figure 1-9.Projects of Qazaq Ballet Magazine in 2021.
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