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Central Asian Journal of Art Studies (CAJAS) - «©Hep
YKBHe ryMaHUTapblK FbibIMAAP» (COHbIH, iWiHae

TeaTp, My3blka, Xxopeorpaus, KHo, beliHeney xaHe
KonnaHbanbl eHep, caynet xaHe T. 6.) 6aFbiTbl HOMbIHLWIA
LlyHWe Xy3iHAeri aBTopblK 3epTTeynepmiH, HaTmxenepiH
KAPUANANTBIH peLLeH3UANAHATbIH FbITbIMU XKYpPHaA.

BacbInbIMHbIH MakcaTbl = FbIIbIMU MAESIapMeH anmacy
YLLUiH anaH yCbiHy, COHAAN-aK, eHepTaHy CanacblHAAfbI
HipneckeH xanblKapanblK FblIbIMKU x006anapapl 4aMbITy
60/1bIN Tabblnaabl. XapusnaHbiMaapab! ipikteyaeri
6acbIM dakTopnap: XXaHa AepekTaHy xaHe aaebu
LepekKesaepre yHAeY, akafeMU3M XKIHE FblbIMU
06beKTUBTINIK, TApUXHAMaNbIK TONbIKTLIK NeH nikipranac,
KypAeni ryMaHuTapnblk MacenenepaiH 3amMaHayu enemi,
MaAeHM apTedakTinep MeH KOPKEM HbICaHAAPAbIH,

XaHa TynHycka Tycinaipmenepi. CAJAS-Ta FbinbiMu
MakananapaaH 6acka, wonynap, TapuxHamansblk Lwonynap,
[lepeKTaHy MaTepuanaapbl, 'yMaHUTap/blK FblbiM
TaKblpbINTApbIHAAFbI MiKipTanacTap YCbIHbITYbl MYMKIH
YKSHE FbINbIMM AManortap Kyntanagpl.

CAJAS (29.03.2021 N2 303 6yipbIfbl) FbINbIMU KbI3METTIH,
Heri3ri HaTUXKenepiH xapusanay ywiH KasakcraH
Pecny6nukachl binim xaHe FblbIM MUHUCTPAITiHIH, Binim
YKQHE Fbl/IbIM CaNacbIHAAFbI CamnaHbl KAMTaMachl3 eTy
komuTeTi (BxFCBK) ycbiHFaH HacbinbiMaap TizbeciHe
eHrizinai («<BHeptaHy» 6enimi). CoHbiMeH kaTtap, CAJAS
KOB (KasakcraHabik aarekces 6azacsl), ¥MFTCO (¥nTTbIK,
MEeMIIEKETTIK FbINIbIMU-TEXHMKANbIK CapanTamMa OpTasbifbl),
EBSCO Essentials, Kubep/leHnHkana nHaekcrenesi.

CAJAS pepakumsacbiHa xibepinreH 6apnbik, Makananap
nnaruat TekcepyiHeH eTeAj xaHe 3epTTey npopuniHaeri
MaMaHAAPAbIH, OH, €Ki XaKTbl COKbIP CapanTamMacbiHaH
KeMniH xapusanaHagpl.

ABTOPJIbIK FbIIbIMU 3€pTTEYNEP, WOynap MeH cyxbaTtap
CAJAS-Ta TeriH xapusnaHaabl. XXypHan peueHsusnay,
penakuusnay, Ty3eTy, 6eTTey xaHe 6acka Aa pefakumsanbik,
KYMbICTap 6OMbIHLIA WbIFbIHAAPAbI 63 MOMHbIHA anafbl.

CAJAS makana aBTopnapbiHa akpl Tenemensi.

JKypHanaplH, kapusnaHbiM 3TUKAChI XKOHIHAETI
komuteTTiH, (COPE) Onen KopekciHe Calkec Keneai xaHe
YKYPHaNMEH XYMbIC XaCalTblH aBTOPNapAbIH Hemece
peLeH3eHTTepPiH 3aHCbI3 iC-3peKeTTep Typanbl KYLiKTi
xarpannapabl wewy ywid COPE cxeManapbiHa cyieHesi.
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HaYYHbI peLeH3MpyeMblil XXypHan, NybanKyoLLmi
pe3ynbTaTbl aBTOPCKMX UCCEA0BAHMIA CO BCErO MMpa

Mo HamnpaBneHnto «MCKyCCTBO U r'yMaHWUTapHble HayKn»

(B TOM Yncne nNo BOMpocaMm TeaTpa, My3blku, xopeorpapum,
KMHO, M306pa3unTeNbHOro 1 NPUKNALHOTO MCKYCCTBa,
APXMTEKTYPbI U T. 1.).

Llenbto u3paHuns aBnseTcs npenocTaBieHne naoLanKu
A5 06MeHa HayYHbIMU UAESAMU, @ TaKXKE Pa3BUTUE
COBMECTHbIX MEXAYHAPOAHbIX HAy4YHbIX NPOEKTOB

B 06/1aCTH nckyccTBoBeneHus. MpuoputeTHble GakTopsbl
npu otbope nyb6ankaumin: obpalieHme K HoOBbIM
MCTOYHMKAM, aKaleMU3M U Hay4YHas 0O6bEKTUBHOCTb,
ncropuorpaduyeckas nosHoOTa 1 AMCKYCCMOHHOCTb,
COBpPEMEHHOE U3MEepEeHMNEe CIIOXKHBIX N'YMaHMTapHbIX
npo6nem, HoBble OPUTMHANBHBIE TPAKTOBKM KYNLTYPHbIX
apTedakToB M XyA0oXKecTBeHHbIx 06bekToB. B CAJAS kpome
Hay4HbIX CTaTel MOTyT 6bITb NPEACTABNEHbI PELIEH3NN,
ncropuorpaduyeckme 0630pbl, ICTOUHMKOBEAYECKME
MaTepuansbl, BUCKYCCUM HA TEMbI TYMaHWUTAPHOM HAYKH,
NPUBETCTBYIOTCS HAYYHbIE AMANOTU.

CAJAS BkntoyeH B lNepeyeHb U3aaHuin, pekoMeHayeMblX
KomuTeTom no obecneyenuto kauectsa B chepe
obpasoBaHua 1 Hayku (KOKCOH) Munucrepcrsa
obpasoBaHus 1 Hayku Pecnybnmku KasaxcraH (npukas
No 303 o1 29.03.2021) ans nyb6AnKaLmMm OCHOBHbIX
pe3ynbTaToB Hay4YHOM AeATeNbHOCTH (pasaen
«MckycctBoBeaeHues). Momumo storo, CAJAS
nHpekcupyetcs B KBLL (KasaxcrtaHckoit 6ase
untnpoBanus), HUMHTS (HaunoHanbHOM LeHTpe
rocyAapCTBEHHOM HAay4YHO-TEXHUYECKOWM 3KCNEPTU3bI),
EBSCO Essentials, Kubep/leHuHke.

Bce craTbu, noctynatowme B pepakumio CAJAS, npoxonst
npoLeaypy NPOBEPKM Ha Nnaruat 1 nybaukyTcs nocne
MONOXMTENbHOrO ABOMHOIO C/IENOTO peLieH31poBaHus
crneumanucTamm no npodunsaM UccaesoBaHuii.

ABTOpCKME Hay4Hble UCCNef0BaHMs, 0630pbl U MHTEPBbIO
B CAJAS ny6nukytotca 6ecnnatHo. XXypHan 6epet

Ha cebs pacxoapl Mo peLeH3UPOBaHMIO, PeAAKTUPOBAHMIO,
KOppeKType, BEpCTKe U APYrMM pefakLMOHHbIM paboTam.

CAJAS He BbinnaunBaeT roHopapbl aBTOpaM CTaTei.

XypHan cnenyet Kopekcy nosenenus Komureta no atuke
ny6nukaumin (COPE) n cneamt 3a 6nok-cxemamm COPE
L5 pa3peLleHns cy4yaeB NoL03peBaEMOro
HenpaBoOMepHOro NOBeAEHNUS CO CTOPOHbI aBTOPOB

WM PELLEH3EHTOB U UHbIX ML, PabOTaOLLMX C XKYPHANOM.
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Pepnakuusinau

2022 xbinpan 6actan Central Asian Journal of Art Studies (CAJAS) 3 6acbinbiMaapbIiH
TaKbIpbINTbIK BaFbITTapAa WoiFrapadpl. byn 6ackinbiM «OHepaeri yATTbIK XIHE XXoFapbl
VITThIK, KaTeropusnapbl» TakblpblbblHa apHanfaH. MyHaaii kateropusnap afamsar
KOJbIMEH acaFaH eHep apKbl/ibl WbIHAIKTbI TYCiHY pETIHAE aHTPOMNONOTUSIbIK XaHe
M3[eHM acnekTinepae aH-XakTbl Kenegi.

[eHeTHKanbiK TaXKipnbe Xanblk CaHaCbIHAA XXUHAKTANbIM, 43YipAiH 3aMaHayu
M3AEHM MITIHIMEH TPaHCreHepaLMANaHbIn, MaHTINIK MAesNap MeH XannblafaM3aTTblK,
KYHAbINbIKTapAbl KaMTUAbl. MazMyHbl MeH popManapbl KOFaM AaMyblHbIH, 9NeyMeTTiK-
CasiCU XaHEe MILEHU-TaPUXM AMHAMUKACBIHbIH, ©3apa biKNablHa BANNaHbICTbI XaHa
KacuetTepre e 60na XaHe aHbIKTal OTbIPbIM, KOPCETINreH KaTeropuanap weriHae
9p YaKbITTa ©3repin oTbipybl MyMKiH. By peTTe TYNHYCKanblK NeH aBTOXTOHU3MA
cakTaW anagbl.

Homeppe keTepnreH Macenenep:

KYNTTbIK Maes» weHbepiHaeri MafileHu 63iH-63i aHbikTay, XIX FacblpAblH, asfFblHAAFbI
KUMNEPUANBIK» HEOOCMAHAbIK CTUb CTPaTerunschl, Typkus PecnybaukacbiHAaFbI
YATTbIK MYPaHbl KYATLIbINY XKOHe «alMMaKLWbINAbIK» PETiHAE TYCiHY; STHOCMMBONU3MHIH,
LLaCTYPNi YNTTbIK 6HEpre AUCKYPCbl XaHE CEMUOTUKANbIK KaTbIHAChI; YATTBIK,
My3bIKaHbIH 3aMaHayu BHEep XaHe 3THOMY3blKaTaHy TYpPFblCbIHAH KepiHicTepi;
KazakcTaH yaTTbIK, xopeorpadusacbl MeH Ka3ak, KUHeMaTorpaduacblHAaFbl YATTbIK 6enri
XyHMenepiHin, Kazipri famy KeseHaepi; xopeorpadusnblk eHepaeri Xanblk My3blKacbl
MEH YNTTbIK NNACTUKAHbIH, CUHTE3I Macenenepi.

Ocbinariwa, CAJAS ycbiHFaH Makananap MeH wonynap (7 Tom, N2 2,2022) Optanbik,
A3us eHepiHAeri YNTTbIK XHe XXOFapbl YATTbIKTbIH, d4iCHaMasbIK MaCenenepiH xaHe
ONapAblH, 3aMaHayu eMipaeri e3apa apeKkeTTecyNepiH aHblKTayFa apHanFaH.

Kab6win Xanvikos,
6ac pedakmopebi



Ot penakuuu

C 2022 ropa Central Asian Journal of Art Studies (CAJAS) uspaeT TeMaTMyeckue Homepa.
Hacroswmi Tom nocesweH Teme «Kateropum HaUMOHANbHOIO M HALHALMOHANBHOMO
B MCKYCCTBE». DTW KaTEropuu SIBNSIOTCS BCEOObEMIIOLLMMU B aHTPOMNONIOMMYECKOM
W KYNbTYPOSIOTMYECKOM aCMeKTaxX B KOHTEKCTE MOCTUXEHUS UCTUHbI CPeACcTBaMM
MCKyccTBa.

[eHeTUYEeCKMI OMbIT aKKYMYIMPYETCS B HAPOLHOM CO3HaHUW, TpaHCreHepupyeT
C COBPEMEHHbIM KYNbTYPHbIM TEKCTOM 3MOXM W BOM/IOLLAET BEYHble UaeN
n oblevenoseyveckme LeHHOCTH. CopepxKaHue U GOpPMbl KaKAbl pa3 MOTrYT MEHATLCS
B paMKax yKa3aHHbIX KaTeropuii, obpeTas 1 onpenenss HoBble KayecTBa Npu yC10BUK
B3aVMMOB/IUSHUS COLLMOMONUTUYECKON U KYNbTYPHO-UCTOPUYECKOW AMHAMUKM PA3BUTUS
obuwectsa. [1pn 3TOM MOTYT COXPaHATLCS CaMOBBLITHOCTb M ABTOXTOHHOCTb.

B HoMepe 3aTpoHyTbI BOMpPOChI:

KYNbTYPHOM CaMOMAEHTUDMKALMM B PaMKaX KHALMOHANbHOM MAEN», CTpATerm
«MMMEepPCKOro» HEOOCMAHCKOro CcTuns KoHua XIX B., KHALMOHANUCTUYECKOTo»
M «PErnoHaNMUCTCKOro» NOHMMaHUs HalMOHANbHOro Hacneaus B Typeukoit pecnybnuke;
3THOCMMBOJIM3M KaK AMCKYPC U CEMMOTUYECKOE OTHOLLIEHUE K TPaAMLIUOHHOMY
HaLMOHaNbHOMY UCKYCCTBY; pednekcuu HaLUMOHAIbHOM My3bIKM C TOYKMU 3pEHUs
COBPEMEHHOro MCKYCCTBO3HAHWUS M STHOMY3bIKO3HAHWS; COBPEMEHHbIE 3Tarbl Pa3BUTUS
HauMOoHanbHOM xopeorpadmm KasaxcraHa U HauMOHaNbHble 3HAKOBbIE CUCTEMDI
B Ka3aXCKOM KMHeMaTorpadum; BONpoCbl CMHTE3a HAPOLHOM MY3bIKM U HALMOHANbHOM
NIaCcTUKK B XOpeorpahuyeckom UCKYCCTBE.

Takum 06pas3om, npepnaraemole ctatbm 1 pesbio CAJAS (1. 7, N2 2,2022) nocssiweHbl
onpeneneHnto METOLONOrMYECKUX BONPOCOB HALMOHANBHOIO U HaLHALMOHAIbHOIO
B MUCKyccTBe LleHTpanbHOM A3uK 1 MX B3aMMOLENCTBUIO B COBPEMEHHbIX Peanusx.

Kab6win Xanvikos,
2/1a8HbIll pedakmop



Editorial note

Since 2022, the Central Asian Journal of Art Studies (CAJAS) publishes thematic issues.
This volume is dedicated to the topic “The Categories of National and Supranational
in Art”. These categories are comprehensive in anthropological and culturological
aspects in the context of perception of truth by means of art.

Genetic experience accumulates in the national consciousness, transgenerates
with the epoch modern cultural text and embodies eternal ideas and universal
values. The content and forms can be changed each time within these categories,
acquiring and defining new qualities, provided that the sociopolitical and cultural-
historical dynamics of the society development would interact. At the same time,
it can preserve its identity and autochthonicity.

The issues touched on the following topics are:

cultural self-identification within the "national idea’, the strategy of "imperial”
neo-Ottoman style of late XIX century, "nationalist” and "regionalist” understanding
of national heritage in the Republic of Turkey; ethnosymbolism as a discourse
and semiotic attitude to traditional national art; the reflections of national music
from the point of view of modern art and ethnomusicology; the modern stages
of Kazakhstan national choreography development and national symbolic systems
in Kazakh cinematography; issues of synthesis of folk music and national plastique
in choreographic art.

Thus, the proposed articles and the CAJAS review (vol. 7, no. 2, 2022) are devoted
to the definition of methodological issues of national and supranational in the art
of Central Asia and their interaction in modern realities.

Kabyl Khalykov,
Editor-in-Chief
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UCKYCCTBO
B TOMCKAX CTPATEI'MU
HALMOHAJIbHOI'O
CAMOOITPEJEJIEHUS
(HA MPUMEPE TYPELIKOM
APXUTEKTYPbI)

Esrennii Kononenko'

! TocynapeTBeHHbII HHCTHTYT HCKYCCTBO3HAHHSI
(Mocksa, Poccust)

AHHoTaums. Co3HaTENbHbIE ANENNALUM K MPUOPUTETY KHALMOHANIBHOIO» MOTYT UMETb Pa3InYHOE
MIE0NIOTMYECKOE HaMoJIHEHUE, OT KOTOPOro 3aBUCUT BbIOOP CTpaTeErMmn caMoonpeneneHns KOHKPETHOM
KY/IbTYpbl B OMNpeAeneHHblii 0Tpe30K BpeMeHU. Kaxayto U3 paccMaTpuBaEMbIX B UCCNIEL0BaHUN
CTPATErnii MOXHO 0603HAUUTb KaK KHALMOHANIbHYHO», U KaXAas U3 HWUX, C OLHOM CTOPOHbI, OTBEYana
COBPEMEHHBIM €/ MHTEPHALIMOHANbHBLIM TPEHAAM, @ C APYroi — Bbila BO MHOTOM MHCMMPUPOBAHA
peakuMei Ha «BECTEPHM3ALMIO» U KKOCMOMOIUTU3M» U 0CO3HAHHOW HEOBXOAMMOCTbIO
MPOTMBOMOCTaBUTb YrPO3€ SKCMAHCUU MHTEPHALMOHANBLHOM KYNbTypbl (TPAKTYEMOM KaK «4y)XepoaHass
n «6e3nmKan») CaMobbITHOCTb, TPAAULMOHHOCTb, MOYBEHHWUYECTBO.

MokaszaTenbHbIM MPUMEPOM AN AEMOHCTPALMU U3MEHEHUS NPEACTABNEHNS O KHALLMOHANbHbIX
LIEHHOCTSX®» M CMEHbI MOA0OHbIX CTPATErMii OKA3bIBAETCS 3044ECTBO No3aHer OCMaHCKoM nMnepun
n Typeukow pecnybanku. B XIX-XX BB. 0cMaHCKas/TypeLikas apXMTeKTypa HEOLHOKPATHO NPOrpaMMHO
aKLLEHTMPOBaa NPUOPUTET HaLMOHAbHbIX TPAAULIMI MO OTHOLLIEHMIO K 3aMMCTBOBAHHbIM
MHTEPHALMOHA/bHBIM CTUJISIM, OAHAKO KPUTEPUM KY/IbTYPHOM CAMOUAEHTUDUKALMM B paMKax
«HALMOHANbHOM MAEN» OKa3blBaNMUCh PA3NMYHbIMK. BblgeneHbl Tpyu NOAOOHbIX CTPATErMMU: KUMNEPCKAN»,
KOTOPOM COOTBETCTBOBAI HEOOCMAHCKMIM CTUAb KOHLLA XIX B.; KHALLMOHANNCTUYECKAs», BbIpAaXKaBLUAs
TIOPKMCTCKME Maeanbl MAaA0TYPOK; KPErMOHaANUCTCKas», OTBEYaBLUAs paciMpeHHOMY MOHUMAHUIO
HaLMOHanbHOro Hacneams B Typeukor pecnybnuke. B pamMkax 3Tux nocnegoBateNibHbIX CTpaTermi
MEHSIMCb PUTOPUYECKME LLEeNU 0PULMANBHOM KyIbTypbl, MO-Pa3HOMY BbipaXanacb HaLMOHanbHas Uaes,
hOopMyNMpOBanMCh 33,341 UCKYCCTBA, OCYLLECTBASCS BbIOOP XYLOXKECTBEHHbIX 0OPA3LI0B.

MoHsATME «HaLMOHANbHOE» MOXKET BbITb MCMOJIb30BAHO AN UAEHTUDUKALMM
U CaMOMAEHTUDUKALMM TOW UM MHOW KYNbTYpbl B MHTEPECaX 0ULMANbHBIX LOKTPUH UAW BOMPEKU UM,
B Mpefenax LWMPOKOW UK Y3KOM STHUYECKOM KaTeropmu, rocyaapCTBEHHbIX FPaHULL U/UNIM PETUOHA,
He COBMaJaloLEero ¢ agMMHUCTPATUBHO-NOUTUYECKUM LENEHNEM.

Knroueebie cnoea: ctpaTerMm HaLUMOHANbHOTO CaMOONPEAENEHUS, OCMAaHM3M, HEOOCMAHCKMIA CTUSb,
TIOPKM3M, HALMOHAIbHOE apXUTEKTYPHOE ABUXKEHUE, PETMOHANN3M.

Ana yumupoearus: KoHoHeHKo, EBreHui. «McKyccTBO B MOMCKax CTpaTermm HaLuMoHaNibHOro
camoornpeneneHus (Ha npuMepe TypeLkor apxutekTtypbl)». Central Asian Journal of Art Studies, T. 7, N2 2,
2022,c.15-27.DO0I: 10.47940/cajas.v7i2.576.
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Asmop npoduman u 0006pus OKOHYAMesbHbII 8apUAHM PyKoNUCU U 3aseisem 06 omcymcmeuu

KOHG/IUKMA UHMepecos.

BeepeHue

J‘I}o6aﬂ JIUCKYCCHS1 O BO3MOXKHBIX
MPOSIBIEHUSX «HAIIMOHATILHOTO»
HayaJia JI0J2KHa 110/1pasyMeBaTh HECKOJIbKO
YETKUX TEPMHHOJIOTHYECKHX MOCBIIOK.
Bo-nepBbix, camo MoHsATHE 0 HALMH
SIBJISIETCS] IOCTATOUHO MO3/HUM,
AKTyaJM3uPOBAHHBIM JIHILIb BO BTOPOH
noJsiopuHe XIX B., 1 66110 MOPOKAEHO
HeoOXOIMMOCTBIO OTTPAHHYEHHUST
HUIE0J0THYECKOHN TTO3ULIMHU

OT NpeJICTaBJIeHHs 0 HaJHALIMOHAJTLHOM
«uMmrepckom» rocynapcrse (XoMsiKoB;
Konbes). Bo-Bropbix, «Hauus»

He SIBJISIETCS] HY 0ObEKTHBHON PeasibHOCThIO,
HU CTPOTO HAaYUHOH JlehuHHIeN

M OCTAETCs € CEMAHTHKO-MeTapopruIecKon
Kateropuer», obperatolieil Ba;KHOCTb
npex/e BCero B KOHTEKCTe IpynnoBoro

¥ MHIHMBHU/YaJbHOTO CaMOOTIpe/ie/IeHHs]
(TukoB 43). B-TpeTbux, — 4TO KaxkeTcst
MPUHLUMIHANBHO BaXKHbIM J/151 HaLLIeH
TeMbl, — BBeJICHHE MOHATHS «HALMH»
CBSI3bIBAJIOCH MPE2K/IE BCErO € KYJILTYPHOM
(camo )uneHTudUKalHEN: y2Ke B 3HAMEHUTOH
craTbe « MapKCH3M U HallHOHAJIbHbIH
Boripoc» (1913), BBomMBILIEH TeDUHUIINIO
TEPMHUHOB «HALIMOHANIBHOCTb» U «HALMS»,
MPOTHBOTMOCTABUBIIIEN KIACCOBbBIE

1 HallMOHAJIbHbIe MHTEPEeChI

¥ Ha IeCATUIETHS OTpele/UBILIEeH
MO3HUIIMH COBETCKOHN HAayKH, YKa3bIBAIOCh:
«Poct raszer u BooOle JMTEpaTyphl,
HeKoTopasi cBOOOJIA MeUaTH U KyJbTYpPHBIX
yUpEKIEeHHH, POCT HAPOJHBIX TEATPOB

 T. 1., 6€3 COMHEHHs, CIoCOOCTBOBAJH
YCHJIEHHIO “HallHOHAJIbHBIX YyBCTB” »
(Crasmn 291).

B ncropuueckoii nepcnektupe
aKUEHTUPOBaHKUE HALMOHAJIBHOTO Havyasa
MCKYCCTBA, OTPaXKEHHE UM KauecTB
M LIeHHOCTEH, MPUCYLLHX ONpesieeHHOM

60JIbLION IpynIe JMoieH, 0ObeIMHAEMbBIX

B HALIUIO, CTAHOBUTCS aKTyaJlbHbIM

B CBeTe roCyapCTBEHHOM HleH, OJIHAKO

B Pa3HbIX C/Iydasx oOpalleHue K
«HallMOHAJbHOMY>» MOIJIO ObITh KaK 4aCTblo
rOCY1apCTBEHHON HICOJIOTHH

(B repByto oyepe/lb B MOHOHALIMOHAJIbHBIX
rocyJlapcTBax ), Tak 1 aHTHTE30M TaKoH
WJI€0JIOTHH (B 9TOM CJTyuae CTaBUJICS
BOIPOC O HECOOTBETCTBUH TOJHTHKH
BJIACTEH UHTEpecaM MpeICcTaBUTe/ el
onpeJieJIeHHOH HallHOHAJILHOCTH ).

B psine ciyyaeB — npexe Bcero

B MHOTOHALIMOHAJIbHBIX FOCYAapCTBAX —
aneJJIsiMK K KaTeropuk «HallHOHAJbHOE »
BOCITPHHUMAJINCh KaK MPOsiBJICHHE
OMNMO3ULIMOHHBIX HACTPOEHHH, HESIBHOTO
cernaparuama, poTHBONOCTABJIEHHE
«HaJIHALLMOHAJILHBIM> (T. €. JIep2KaBHbIM )
UHTEepecam; HMEHHO [103TOMY, HarlpuMmep,

B COBETCKOH MCTOpHOTpauu MpaKTHIECKH
3aMaJ/iyuBasach purypa «naHTOPKUCTCKOrO
Hauuonanucra» M. lacnpunckoro,

a JIMCKYCCHU O «HALIMOHAJLHON KYJBType »
OCTOPO2KHO MPUHSIU POPMY HCCeI0BAHUS
«HapojiHoro HeKycerBa» (Hekpacosa).

Ouckyccua m obecyxaeHue

B uepeze noncKoB nporpaMMHbIX
OPHEHTHPOB /11 CAMOCO3HAHUS
1 caMooIpesie/IeHHs] HCKYCCTBa
10Ka3aTeJIbHbIM KaXKeTCsl IIPUMep MO3HEN
OcmaHCKOoH UMIepud U pecnyOJIHKaHCKOH
Typuun, Ha NPOTSIKEHUH HECKOJbKUX
JIeCATHICTHH CMEHUBLLECH HECKOJILKO
UCO0JIOTMYECKHX IOKTPHH, B 3HAYMTEJIbHOH
Mepe OKa3aBLUMX BJHSIHUE HA pa3BUTHE
KaK o(hH1IHaIbHOH TOCY1apCTBEHHOM,
TaK ¥ HallMOHAJIbHOH KYJIbTYPBI.

Caenyet 0co60 BbIIEIUTD JIBA ACMEKTa.
C 01HOH CTOPOHBI, HECMOTPS
Ha 3HAYHUTEJIbHOE MOJIMTHYECKOe



ocnabaenue B XIX — navajne XX B.,
Ocmanckast umnepust u3bezkasa ydactu
TEPPUTOPUH, B TOW UJIK UHOU CTENEHU
KYJIbTYPHO 3aBUCHMBIX OT €BPOTEHCKHUX
Jlep2KaB, B YACTHOCTH — PaclpocTpaHeHHsl
B apXUTEKTYpe KaKUX-J100 BepCHil
«KOJIOHHAJIBHOTO CTHJISI» (XapaKTepHbIX
Juist 6Gpuranckux Muanu u FOxnoit Adpukn,
¢paniysckux CeBepHoit Appuku
u Munokutas, roananjackon Ocer-Munuu,
vcrnaHuaupoBaHHo# JIaTHHCKON AMepHKH ).
C npyroit — nporpammHoe o6patiieHue
K €BPOIEHCKOMY OTIBITY B paMKax pehopm
Tanszumara, nposoausiimxcs ¢ 1840-x rr.,
COMPOBOKIAJNOCH 3HAKOMCTBOM
C JIOCTHKEHUSIMH 3aMaIHON KYJIBTYPbI,
npurialieHueM eBporeicKux MacTepos,
OTKPBITHEM HOBBIX Y4EOHBIX 3aBEACHUH
C COBPEMEHHBIMU 06pa3oBaTebHLIMU
nporpammami, o6yuyeHHeM CTyIeHTOB
3a rpaHMlIeH, U KaK CJIEICTBHE —
paciMpeHreM BO3MOXKHOCTeH BbI60Opa
o6pasuos (KoHoHenko, «MHocTpaHHbli
BKJIaJ B POPMHUPOBaHHE HALMOHAJIBHOTO
CTHJISI TYPELIKOH apxXUTeKTypbl» 59—60).
BaanmoneiicTBUe 9THX IBYX aClE€KTOB
MPHUBEJIO K TOMY, UTO Ha TPOTS?KEHUH
croJieTust — ¢ cepeautbl XIX o cepenuny
XX B. — ocMaHcKasi, a 3aTeM TypeLKast
KyJIbTypa (M HHTepecylollias Hac
apxXUTeKTypa Kak uyTKHi GapomeTrp
WJ1€0JI0THYECKUX JOKTPHH U MOJHTHUECKOTO
3aKasa) Mpoliiia uepe3 HeCKOJIbKO
BOJIH 32aUMCTBYEMbIX MOJIHBIX
MHTEPHALMOHAJbHBIX CTHJIEH
1 TIPOTHBOIIOCTABJISIBIINXCS UM JIOKAJTbHBIX
CTpaTeruil pasBuTHs, UMEBLLMX LIEJIBIO
OTpazkKeHHe TPUOPUTETOB CAMOCO3HAHMUS
¥ HarpaBJIeHHBIX HAa ONITHMaJIbHOE

BbIpa>K€HUE KPpUTEPHUEB CaMOI/I[LeHTI/I(bI/IKaU,I/II/I.

dtu rnocJse/ioBaTe/ibHble CTpaTEeruu
Mbl OIIPEACTUM KaK KUMITIEPCKYIO>,
KHAUMOHAJHUCTHYECKYIO »

N KPEruoHaUuCTCKYI0> .

Pesynbtathbl

1. «IToBopot Kk EBporie», npeanpuHaThIil
B cepeanHe XIX B. ocMaHCKUMU

pecopmMUCTaMH, TPUBEJ K TPOHUKHOBEHHIO
B apxuTekTypy OCcMaHCKOH UMIepHu
Pa3NUYHbIX BEPCHH IKJIEKTHUHOTO
ncropuama. Maiio toro, 4to B 60¢opcKux
JIBOPLAX aKTHBHO MCMOJIb30BAJNUCh
3J1eMEHThI KJ1aCCHUeCKOro 1 6apouHoro
nekopa, B CramOyJie mpumiaieHHbIMU
eBPONeHCKMMH 30l4UMH BO3BOJIMJIMCH
3[aHKs B CTHJISIX HEOTOTHKA, He0OapPOKKO,
HeoaMMHUp U CrelrasbHO alanTHPOBAHHOM
BEPCHH «MaBPUTAHCKOTO CTHJIS».
ITH MOMBITKY NIepeHeCeHUsT HA OCMAHCKYIO
MOYBY 3aHMCTBOBAHHBIX (POPM
«HaUMOHAJbHBIX HCTOPU3MOB>» BbI3bIBAJIH
pe3Koe HeMpHsITHE CO CTOPOHbI MICOJIONOB
«HOBBIX OCMaHOB», KPEINKHX MaTpPHOTOB-
«TOCY/lapCTBEHHUKOB>», aKILeHTHPOBABLLHUX
HeoOXOIUMOCTb BbISIBJIEHHS U OTPAXKEHHS
COOCTBEHHOTO KYJIbTYPHOTO HAC/IEIHSI.
ITH NPU3bIBbI HALLLH OTKJIHMK B KYJIBTYPHOH
MOJIMTHKE cyaTaHoB AGy/-A3u3a
u A6nyn-Xamuna I, HanpaBiaeHHo#
Ha POMAHTH3ALMIO CJIABHOTO MPOLLJIOTO,
thopmupoBanue «ocmaHckoro Peneccanca»
M COOTBETCTBOBABLLIETO €My HallHOHAJILHOTO
APXUTEKTYPHOTO CTUJISI, OTIIHYHOTO
OT HaBSI3bIBAEMOTO «HHTEPHAIIHOHAIM3MA »
(KoHoHenko, « OcMaHCKUI apXUTEKTYPHbIN
MCTOPHU3M M TIOMCKH HALIMOHAJILHOTO CTHJIST»
93—94). Ha noctukeHue 3To# LeJH
B paMKax rocsakasa Obl/1a HarpaBJeHa
MOJAroTOBKA (hyHAAMEHTANbHOTO TPy/a
«OCHOBBI OCMAHCKOH apXUTEKTYPbI»,
aBTOPbl KOTOpOro (paboTaBline
10 Cy/JATaHCKOMY 3aKagy eBporencKue
pectaBpaTopbl U 304H€ ) MbITAJHCD,
BO MHOT'OM CJIe/lysl y2Ke CylLleCTBOBABLLIMM
3arnajiibIM U3aHUSM, BbIIEIUTD 9J1€MEHThI
COOCTBEHHO «OCMAHCKOTO CTHJIS»
(Kononenko, «MHocTpaHHblil BRI
B popMHpOBaHHE HALMOHAJIBHOTO CTHJIS
TypeLKoi apxutekTypbl» 60).
HMuerpymeHTaMu apXUTEKTYPHOH
BU3yaJIM3aLHH 0(ULHAIBHOTO OCMaHU3Ma
cTasl 1eJIbIA PSil yUpeKIeHHH, OCHOBAHHBIX
B 1881 —1883 rr.: [ocynapcrBenHoe
yrpaBJeHne CTPOUTENBHBIX PadoT,
Akanemust u3sILHBIX HCKyccTB, [1komna
rpakaaHcKux nHxkeHepos (Sey Y.,
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Tapan, 69; Kononenko «“Tiopkckas

uiesi” U MOUCKH HALMOHAJIBHOTO CTHJIS

B OCMaHCKOH apxuTekType» 231—232).
YHuduUMpoBaHHAS TOATOTOBKA MacTEPOB
M0/l PYKOBOJICTBOM IpHIVIALLIEHHBIX
€BPOINEHCKUX MpernojaBaTesei
npejroJarasa 3akpernuaeHue

¥ pacnpocTpaHeHue ouIHaIbHOTrO
HeooCMaHCKoro cTuJist. B «apy Xamuauite» —
nosroe npasjenne (1876—1909) A6uyn-
Xawmupa I, npekpacHo ocosHaBaBlIero
MPONAaraHuCTCKOe 3HaUeHHE KyJILTOBOH
ApXUTEKTYpbl, — ObIJIM PeaJn30BaHbl
MOYTH MOJTOPbI THICSYH CTPOUTENBHbIX
MPOEKTOB, U MOKA3aTEJIbHBIM aCMEKTOM
KYJILTYPHOH TIOJIMTHKH CTaJI0 TIOBBIIIIEHHOE
BHUMaHHe K 0(hOPMJIEHHIO PAHHHUX LIEHTPOB
Ocwmanckoi nepxxaBbl — Cériora, bypcesi,
Kroraxbu, nopuepkuBasiiiee HCTOPUUECKYIO
NPEeMCTBEHHOCTb H OPUEHTALIMIO

Ha paHHeocMaHcKue o6pasipl (Erkmen
112—124) (cm. puc. 1).

Puc. 1. Meuets Xamune. Cram6ys. 1885—1886.
Apxurekrop C. Basibsin (?). ®oro A. Dpepeca,
1880-¢ rogpl.

«HMcropusupyiolye» 3/1ieMeHThbl
OJITHOMMEHHbIX MeueTel XaMuaue
B Cram0yisie, Kiotaxbe, CamcyHe,
Pamasan-natua B Aiiipine, 3arHoc-natia
B basnbikecupe, @atux B Hanakkase
CBHUJIETEJILCTBYIOT O CO3HATEJLHOM 0THOpE
HauboJiee XapakTepHbIX KOHCTPYKTUBHBIX
1 JIEKOPATUBHBIX YE€PT, MOCPEACTBOM
KOTOPBIX JIOJKHA Obljia YCTaHABANBATHCS
nporpamMmMHasi BUsyasibHasi IpeeMCTBEHHOCTh
npotiioro 1 Hacrosiiero. O6pasiuom

Juis1 «ocManckoro Peneccanca» —

TOH «KJIACCHUKOM», KOTOPYIO CJI€I0BAJIO
«BO3POXK/IATh», — OKA3a/JUCh CPABHUTEBHO
HeOOoJIblINE KYJLTOBbIE COOPYKEHHS
TO3/IHECENBZKYKCKOTO H PAHHEOCMAHCKOTO
MepHOIOB, KOTa (B pOMaHTH3HPOBAHHBIX
MPEJICTABJIEHUSIX < HOBBIX OCMAHOB>» )
KyJIbTypa MycyJibMaH AHATOJIMY ellle
COXpaHsiJla « HAlIMOHAJIbHYIO YHCTOTY»

1 He ToJIBeprasiach HHOPOIHBIM (TTPErK/IEe BCero
BU3AHTHHICKOMY, a 3aTeM UTAJbSHCKOMY

1 (ppaHILy3CKOMY ) BIAUSTHUSIM (CM. pHC. 2).

Puc. 2. Meuetb Asusue. [Tunap6amm. 1903—1913.
doro ¢ caita S. Burhanettin Akbas — Yazi Arsivi.

OnHaKo MOLIHOE 3eMJleTpsiceHHe
10 utonist 1894 r. ocTaHOBUJIO NPOJIBHKEHHE
XOPOILIO TIOATOTOBJAEHHOTO UI€0JIOTHUECKOTO
npoekTa. JlJyisi BoccraHOBJIeHUS 3MAHNH
ObLIM MPUBJIEUEHBI €BPOTIEHCKHE
ApXUTEKTOPBI, PECTABPATOPbI K MHXKEHEPBI,
1 MOJIOJIbIM OCMAHCKUM 30/14UM MPHUIIJIOCH
CTaXKUPOBAThCS MOJL PYKOBOJICTBOM
MacTepoB yKe ¢/laBlied Mo3uIUN
IKJIEKTUKH M BXOJISILLIETO B MOJLy MOJIEPHA.
B cramGyJ/ibcKHX MOCTPOHKax
1890—1900-x rr. BecbMa OrpaHH4eHHO
NPUMEHSIJIUCD JIUIIb HEKOTOPbIE 3JIEMEHThI,
HauboJiee OTUETIHBO 0603HAUABIIHNE



«OCMAaHCKYIO HIIEHTHYHOCTb» — TIOPTHKH
Ha CTpeJIbYaThIX apKax, BbIHOCHbIE
KapHHU3bl HA KPOHILTEHHAX, HU3KHE
KyroJsia, uapasiioBbie (hpusbl (KoHoneHko,
«“Tiopkckast uaest” u MOUCKH
HaLMOHAJBHOTO CTHJISI B OCMAHCKON
apxutekType» 233—244).

2. [Tosutnyeckoe ocnabseHue
1 BoeHHble nopaxkeHnuss OcMaHCKoN
umnepHu B KoHule XIX B.
MPOIEMOHCTPUPOBAJIH HECOCTOSITEIbHOCTh
JIOKTpHHBI 0OcManu3ma. Ha cmeny
rOCylapCTBEHHON KOHIETIIMH «HOBbIX
OCMaHOB» MpHILJIA HALMOHAJIHCTHYeCKas!
MJI0JI0TUS MJIAJIOTYPOK, B XOZIe PeBOJIIOLHH
1908 r. BOCCTAaHOBHUBILMX KOHCTUTYLIMIO
¥ OrpaHHYMBLIMX BJACTb CyJITaHa.
Ha BoJsiHe MJ1aJI0TYpeLKOro IBUKEHHUSI
0co0y10 aKTyasIbHOCTb PHOOPEJIH MOUCKH
KYJILTYPHOH MICHTHYHOCTH — yiKe
He 001Lerocy1apcTBEHHON, OCMaHCKOH,
a MIMEHHO HallMOHAJbHOH, TypeLKOH.
Ane/uisiuuu K «HalIMOHATILHOMY »
WJI€0JI0TH MJIAJIOTYPELIKOTO IBUZKEHHS
MCIOJIb30BAJIM B ONIMO3ULMH PUTOPHUKE
roCyapCcTBEHHON BJIACTH U UMIEPCKOTo
enuHceTBa. TeopeTHK MaHTIOPKU3Ma
3ust [ékanbn HacTanBas HA pUMaTe
HapPOJIHOM KyJILTYPhI HaJl 0pUlIMaIbHON
(«Cy/aTaHCKOM» ) M TPOTHUBOIOCTABJISA
THHYECKOEe CaMOCO3HaHHEe TIOPKOB
OCMaHCKOH MJI€0JIOTHH; TAKHM 00pa3om,
NPE/ICTABJICHUS O €TOCYIaPCTBEHHOM »
M «HaLMOHAJIbHOM>» BblpaKaJnuCh
B anTuTe3de. Bosnukias B 1908 r.
Accounaiinsi apXuTeKTOPOB U HHKEHEPOB
JleKapupoBaJia HeoOX0IMMOCTb TOUCKOB
HalMOHAJIbHBIX KOPHEH U aKIIeHTHPOBAHHS
«TIOPKCKUX» 3JIEMEHTOB B OPUIIMATBHOM
uckyccrBe (Kononenko, «MHocTpaHHbIf
BKJ1a/1 B (pOPMHUPOBAHHE HALIHOHAJIBHOTO
CTHJISI TYPELIKOH apXHUTEKTypbl» 61;
Bozdogan, 34—55; Yavuz and Ozkan,
51—67).

[Tonntueckas nobena TIopku3mMa
XPOHOJIOTHYECKH COBIaJa ¢ Mepexo1oM
OT 5KJIEKTHYHOTO UCTOPU3Ma
K HallMOHAJIbHOMY HEOPOMAHTH3MY
B paMKax CTHJISl MOJIEPH: €CJIM € OCMAaHCKHH

Peneccanc» koHua XIX B. otBevasn
MUMITEPCKOH 3a/1aue HATTOMHUHAHHUS

006 0ObeIMHEHNH TOCy1apCTBa,

TO NepeHeceHue Ha Gepera bocdopa
TPEHJIOB MOJIEPHA HAJIOKHIIOCH

Ha JieKJapupoBaHHoe obpallleHue

K HAallHOHAJIbHBIM ( TFOPKCKUM ) KOPHSIM.
Kaxxnasi haza pasBuTHsi moJMTHIECKOH
UJIE0JIOTHH yIa4HO oOpeTajia cOOCTBEHHbIN
APXUTEKTYPHbIH CTHJIb.

«JlekopatuBHoe» HarpaBJaeHne
HEOOCMaHCKOI0 CTHJIsI, UCIIOJIb30BaBlLIee
1151 0(hOPMJIEHHUST COBPEMEHHBIX 3/IaHNH
XapaKkTepHble TPAUILIMOHHbIE JIEMEHTHI,
BIOJIHE COOTBETCTBOBAJIO MTOMCKAM
HaLMOHAJIBLHOTO HAMpaBJeHUs MOJIEpHA,
nepexojl K KoTopoMy MapkupoBaJio «[lepoe
HaLMOHAJbHOE apXUTEKTYpPHOE JIBUIKEHHE »
(Birinci Ulusal Mimariik Akimi). Onnako
NpeCTaBJIEHUS 0 KAKOH-JIMOO0 TypelKoH
(KakK W TIOPKCKOH ) apXHTEKTYPE,

OTJIMYHOH OT OCMAHCKOM, Ha TOT MOMEHT

He cyllecTBoBaJ10. Peyb 111/1a 0 pUTOPHYECKOM
MPUCBOEHUH HApaOOTOK HEOOCMAHCKOTO
CTWJISI: K MacTepa, U nporpaMmmbl 06yueHHus,
1 cOOCTBEHHO apXUTEKTypHasi paKTHKa
ocTaBaJiich npexkuumu (Kononenko,
«OCMaHCKHMH apXUTEKTYPHbIH HCTOPHU3M

1 TIOMCKH HALLMOHAJILHOTO CTHJIST»
100—102).

B typetukoit ucroprorpaduu ucropus
«[TepBoro HalMOHAJBHOTO APXUTEKTYPHOTO
JIBU?KEHUST» OTCUHTBIBACTCSI OT OKOHUAHHSI
crpoutesiberBa 3nanus [Toutamra
(apxurektop M. Benar Tek)

B cTaMOyJ/IbCKOM parione CUpKeKH;
OJIHAKO KOMILJIEKC, 3aBEPILIEHHbIH

B nocsiepeBosiotiioHHoM 1909 r.; Gbi
3anoxeH etie B 1905 ., a npoektupoaics
B 1903, Korjia HU O TYpEeLKOM MOJIEPHE,

HH 0 KAKOM-JIM00 «HAaLMOHAJIbHOM
APXUTEKTYPHOM JIBUXKEHHUU» PeUb

He 1a (cm. puc. 3). Takum o6pazom,
«Teoperuueckasi 6aza» Oblia MojiBe/eHa
MOJI PEICTABJIEHHUS O € TIOPKCKOM
MCKYCCTBE» HAMHOTO 1032Ke, YeM
MOSIBUJIMCh aPXUTEKTYPHbIE MAMATHUKH,
KOTOPbIE OJIHLETBOPSIIN <TIOPKCKYIO HIIEI0»
(Bozdogan, 16—18; Ersoy, 241—242).
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Puc. 3. [Touramr. Cram6ys. 1903—1909. Apxurexkrop
M. Benat Tek. ®oto E. Kononenko, 2014.

Typeukue 3onune 1910-x rr. coznasasu
060011leHHbIH apXUTEKTYpHBIH 00pas,
OTCBIJIABILINH yKe He K KOHKPETHBIM
MCTOPUYECKUM MaMATHUKAM (KaK 3T0 OblJI10
B apXUTEKType «ocMaHcKoro Peneccanca» ),
a cKopee, K 2KeJIaeMOMY /1DeACTABICHHIO
0 COOTBETCTBMH HALIMOHAJIBHOM
Kysbrype. OHH y2Ke He orpaHHYMBaJIMCh
penepTyapom HeOOCMAHCKOIO CTUJIA,
npevioKeHHbIM B « OCHOBaX 0CMaHCKOH
ApXUTEKTYpbI», U 06palllauch
K Pa3J/IHuHbIM I1J1aCTaM CPeJHEBEKOBOTO
aHaTOJIMICKOr0 apXUTEKTYPHOI0 HaCJ/1e/1Ms,
NPUMeEHsIst aHaXPOHUUHbIE KOHCTPYKLHMH,
mMaTepHaJibl, 3J€MEHTbI IEKOPA, BIJIOTh
JI0 CTOJIb LIEHUMBbIX [€Ka/bIioM MpoyKToB
TPAMLMOHHBIX PeMeces U MPOMbICIOB
(cTamOyJibCKHe YacTHble OCOOHSIKH,
rpoGHuLbl, MeueTn Xo6bsip, bebexk,
Krosborny B bocranmku, Amnne XatyH
B bakbipkée). [Tono6Has skcnyaTanus
«1IMTaT» BIIOJIHE COOTBETCTBOBAJA
MeToaM MOJIEpPHA, OJIHAKO TVIaBHBIMH
3ajlauaMM CHOBA CTaJI MOUCKH, BO-TIEPBBIX,
ONTHUMaJILHON BU3yaJIU3allui KPUTEPHEB
caMoUJIeHTU(DHKALIMY (Terephb yKe B paMKax
He 00111erocy/1apCTBEHHOH, a HallMOHAJBLHOH
MPHUHAJIIEKHOCTH ) U, BO-BTOPbIX, HIMEHHO
JIOKAJIbHOTO, HALIHOHAJILHOTO BapHaHTa
MPUBHECEHHOTO HHTEPHAIIHOHAJILHOTO
CTHJIS (@HAJIOTHH ap-HYBO, IOTEHALITHIb,
CELIeCCHOH, JTUOEPTH U T. 1. ) (CM. puc. 4).

Putopuka «IlepBoro HalmoHasbHOTO
ApXUTEKTYPHOTO IBU2KEHHS1», oOpalleHHast
K HCTOPUH TIOPKCKOU KYJIBTYPbI,

K CJIaBHOMY MPOLLJIOMY TYPOK, IPEKPacHO

TMOCJIY?KHJIA U 3a/la4yaM BU3yaJslbHOTO
BOIIJIOLLEHHUS TPABONPEEMCTBEHHOCTH
Typeukoii pecryGsMKH 110 OTHOLIEHHIO

K ynpasaneHsomy B 1922 . cyaranaty

1 JIESTHTUMH3ALIUH HOBOTO CTPOSI

B [V1a3aX MPUBEPKEHLEB CTAPOTrO PEKUMA.
Macrepa 3T0ro HarnpaBJ/ieHHsl B paMKax
HaLMOHAJBLHOTO MOJIEpHA UCITOJb30BAJH
CJIO2KUBILIMICS MKOHOTpaHUIecKHit
pernieptyap /s co3fanus oopasa,
COOTBETCTBOBABLLETO HOBOH HALMOHAJILHO-
rocynapcrBeHHol joktpute (Bozdogan,
36—54; Kononenko «Typelkasi MeueTh:
MeXK]y HEOKJIACCHKOH 1 He-KIacCHKon» 156)
(cMm. puc. 5).

Puc. 4. Meuetb XoGbsip. Cramoyit. 1909. Apxurekrop
M. Benat Tek. ®oro E. Kononenko, 2016.

Puc. 5. Aukapa [Tanac. Ankapa. 1924—1928.
Apxurekropbl A. Kemasiertun, M. Benar Tek.
Doro 1930-x rozos.



Onnako yxe K Hauay 1930-x rr.
M HEOOCMAHCKHI, M «TFOPKCKHE» perepTyap

CTaJl BOCIIPUHUMATbLCS KakK KOHCGpBaTl/IBHblﬁ

nepeKUToK: 00pasbl PeBOJIIOLMOHHOTO
0OHOBJIEHHUSI CTPaHbI TPeOOBAJIH HHBIX,
YJBTPACOBPEMEHHbIX BbIPA3UTE/bHbIX
CPEJICTB, PAIMKAJIBHOTO pa3pbiBa

C «CyJTaHCKUM npouibiv». Hanbosee
BOCTPeGOBAHHBIM TPEHIIOM €APXUTEKTYPbI
Pesomoumu>» (Inkilap Mimarisi) cranu
aCCOLIMMPYIOLLIMECs C MHlyCTpUaIu3alued,
MPOrPeccoM M UMCTbIM (PyHKIMOHATU3MOM
JIAKOHMYHbIE (POPMbI MHTEPHALIMOHAJIBHOTO
aBaHrapauama (Kononenko «MHocrpanublii
BKJIa/ B POPMHUPOBAHHE HALMOHAJBHOTO
CTHJISI TYPELIKOH apXHUTEKTYpbl» 62;
Bozdogan, 56—152).

3. ¥xke K KoHly 1930-x rr. npasiuas
Haponno-pecny6ankanckas naptust
JieK1apupoBaJsia HeoOX0IUMOCTb
AKLEHTUPOBAHUS TypPEIKUX HAllHOHAbHbIX
0CcOOEHHOCTEH U TPaIHULMI B TPOTHBOBEC
KOCMOTIOJIMTHYHOMY «PEBOJIIOLIMOHHOMY
MOJIEpHY >, IPUBE/ILIYIO K (POPMUPOBAHHUIO
TPEJCTaBJIEHNS O HOBOH «HAIHOHAIBHOH
apxutextype>» (Milli mimari).

K koniy 1940-x rr. chopmupoBasioch
«Bropoe HalpoHa/mbHOE apXUTEKTYPHOE
JIBUXKEHHE» (. Tkinci Ulusal Mimarlik
Akumir), nporpaMMHO HarpaBJjieHHO€
Ha MOUCK M BbIpAXKEeHHE YKe He
HaLMOHAJIbHBIX ( TIOPKCKHX, TYPELKHX ),

a pervoHaJIbHbIX (aHATOJIMHCKHUX )
0CcOOEHHOCTEH, XapaKTepu3yemMoe
MHTEPECOM K IPeBHUM NMaMsITHHUKaM

Kak joucjaMckoid Masoit Asuu,

TaK M CeJIbLKYKCKHX CyJITAHATOB

1 6eHJIMKOB Ha TePPUTOPHH AHATOJIUH —
Marepuasty, HCKJII0UeHHOMY U3 Uhc/a
MCTOUHHKOB KaK HEOOCMaHCKOH,

TaK W «MaHTIOPKUCTCKOH» apXUTEKTYpbl.
[IpencraBnenue o «HALlMOHAIBHOM»
Ternepb BKJIOYAJIO HE TOJBKO U HE CTOJIBKO
STHUUECKYIO H/ WM PEJUTHO3HYIO
MPHUHALIEKHOCTb, HO U OCO3HAHHE
MCTOPUKO-TEPPUTOPHAJIBHOTO HACJEHS
KaK HeoOXOUMOH CcoCTaBJIsIIolLeH TypelKoH
TPAIMLMHU U CAMOUIEHTU(PUKALIMH.

B 3TOM KOHTEKCTe He yAMBUTE/bHBI

yBJIeYeHHE apXeO0JIOTHEH, «XeTTCKas
TemMa» B oopmyieHrn AHbITKaGupa
(MaB3oJiest AtaTiopka), HachlllleHHe
MOCTPOEK aHTHYHBIMU 3JIEMEHTAMH,
UMHTALUS BUSAHTUHCKON TeXHUKH,
CeJIb/DKYKCKHE MOTUBBI B JIEKOpE psijia
MPOBUHIMA/BHBIX MedeTeH. ApXUTeKTypa
«Broporo HalMoHaILHOTO IBUKEHHST»
ylesisiia 0co60e BHUMaHKe ajlantaluu
TPEHJI0B MUPOBOTO 30/14eCTBa (0COOEHHO
B YKMJIUIIIHOM CTPOUTEJILCTBE ) K JIOKAJIbHBIM
YCJOBHUSIM KJIUMaTa, OCBellleHus1, pesibetha

MECTHOCTH, TPAJUIIHOHHBIM CTPOUTEIbHBIM
marepuasam (Kononenko «Typerkast
MEUEeTh: MEXK/1y HEOKJIACCUKON U He-
Kknaccukoit» 157—161; Ozaslan, 344—346)
(cm. puc. 6,7, 8).

Puc. 6. Meuerb Lunuinn. Cram6ya. 1945—1949.
Apxurexrop B. Oresn. ®oro konua 1940-x ronos.

Puc. 7. Kodeiinsi « Tatink». CramGys. 1948.
Apxurekrop C. dubiem. Poro 1950-X rofos.
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Puc. 8. Aubitka6up. Ankapa. 1944—1953.
Apxurexropbr J. Onat, A. O. Apna.
«JIbBuHast amest». ®oro E. Kononenko, 2009.

O06cyK1eHHe MHOMHX 3HaUUMBbIX
KOHKypCHbIX poekToB 1950—1960-x rr.
CBOJIMJIOCH K IUCKYCCHH HA TEMY
«IHTepHALMOHAJIU3M HJIH PETHOHAJU3M? »
M B TeX CJydasix, Korjia npaBo Bbibopa
0CTaBaJIOCh 3a MPABUTEbCTBEHHBIMHU
MHCTaHLMSMH, PEANoYTeHHE OTIABAI0Ch
MMeHHO BTopomy Bapuanty (Sey and Tapan
73). Typelikue T€OpPeTUKHU UCKYCCTBA
copmyIHpOBaJIH HIEIO O TOM,

UTO «TPEH]] COBPEMEHHOCTH» B UCKYCCTBE
MOZKET MPHOOPETaTh BbIpaKeHHYIO
HalMOHAJILHYIO OKPACKY, a TypellKue
ApXUTEKTOPBI B LIEJIOM psifie MOCTPOEK
CMOTJIH MPOJIEMOHCTPUPOBATh, KAK HMEHHO
9Ta uzest MoxKeT ObIThb YIa4HO peasu3oBaHa
Ha MPaKTHKE.

3akawuyeHue

Hcropusi ocmaHcKo#, a 3aTeM TypelLKoi
APXUTEKTYPbl B TedeHHe BTOPOH MOJOBUHbI
XIX — neppoii nosioBuHbl XX B.
JIEMOHCTPUPYET HUCI0JIb30BAHHE HECKOIBKUX
crpateruil camoornipenenenus. Kaxmuyto

M3 3THX CTpaTeruil MOKHO 0603HAYUTD

KaK «HalUMOHAJbHYIO», U KaXK/1asl U3 HUX,

C OJIHOH CTOPOHBI, OTBEYAJIAa COBPEMEHHbBIM
el MHTepHALMOHAJIbHBIM TPEeHIaM,

a ¢ aApyro — OblJIa BO MHOIOM
MHCIIMPUPOBAHA peakiuen

Ha «BECTEPHU3ALIUIO» U KKOCMOTIOJUTH3M »
W 0CO3HAHHOH HEOOXOIUMOCTBIO
MPOTHUBOIOCTABUTD YIPO3€ IKCMAHCHU
MHTepHALMOHAJBbHON KyJILTYpbI (TpaKTyeMoK
KaK «4yyKepojHasi» U «6e3uKas» )

CaMOOBITHOCTb, TPAAHIIMOHHOCTD,
noyseHHuuecTBO. ONHAKO HeHHOe
HaroJIHeHHe KaxK/10H U3 BblJIeJIEHHbIX
CTpaTeruil U NOHUMaHHe «HALMOHAJIBbHOH
TPaJIMLIMK» 0KA3bIBAJIOCh PA3JIMUHBIM

B 3aBUCUMOCTH OT TpeOOBaHNUI KOHKPETHOTO
MCTOPHYECKOr0 MOMEHTa M 0COOEHHOCTEH
aKTyaJM3alHH ONMO3HIHMH «CBOe/UyKoe».

Mneosorus « HOBBIX OCMaHOB»

U 1peJicTaByieHue 06 «0CMaHCKOM
peHeccaHce» UCMOJb30BAJIH HEOOCMAHCKUH
APXUTEKTYPHbIH CTHJIb JIJI51 BBIPAXKEHHUS
WJleH MOTYLLeCTBa Ha/IHALMOHAJIbHOTO
rocylapcTBa, 10CTUTHYTOrO MO/ BJAACTbIO
npassiliel AMHACTHH. ITa Ke napajurma
Jlekopa OblJla HCI0JIb30BaHA MJIa0TyPKaMH
U151 BU3yaJsiu3allii PUTOPUKH TIOPKU3MA,

Y Jla’Ke TypeLIKHe HCC/Ie10BATeIH
BbIHY2K/IeHbl KOHCTAaTHPOBATD,

4TO HA MPOTSKEHUU BCEH MepBON
noJioBUHbI XX B. HMEHHO HallHOHAJIN3M
OCTaBaJICsl IBUKYLLLEH CUIIOH TypellKoH
KyabTyphbl (Bozdogan 295). Mineonoru
«BToporo HallMOHAJIBHOTO aPXUTEKTYPHOTO
JIBUKEHHUST» MPEANOUJIHN JIOKATU30BaATh
NpeJICTaBIeHHE O KHALIUOHAJTBHOM »

B PaMKax rocyJ1apCTBeHHbIX MPaHHLL
Typeukoit pecrty6siuKd 1 BMecTe

C TEM paCLUMPHUJIN TOHUMAHHE «TPaIULIUN»
JIO CaMbIX JIPEBHUX TJIACTOB HCTOPUH
KYJILTYpbl AHATOJIHH.

CkaszaHHoe MO3BOJIIET JIUILIHUH pa3
HAMOMHHUTb O PacJ/IbIBYATOCTH MOHSATHS
«HAUMOHAJIbHOE». DTO MOHATHE MOXKET
ObITb UCTOJIL30BAHO JIJIST MAEHTH(PUKALIUH
¥ CaMOUJIEHTH(UKALIMKM TOH WJTH HHOM
KYJILTYpbl B HHTepecax opHLHaIbHbIX
JIOKTPUH WJIK BOTMIPEKH UM, B Mpefeax
LIMPOKOH HUJIM Y3KOH STHUYECKON KATeropuH,
roCy/1apCTBeHHBIX MPAHHUIL U/ WK pertona,
He COBMA/AIONIEro ¢ aIMHHUCTPATHBHO-
MOJIMTHYECKUM JiesieHrneM. K cyacTbio,
TOHKOCTH MCIOJIb30BAHHSI MOHATHIHOTO
annapara, u3MeHeHHe rpaHull, BbIOOp
cTpateruil camoonpeesieHust u Tem 6oJsee
MX MO3HEHIINE OLIEHKH He BJIHSIOT
Ha XyJ102KECTBEHHbIE IOCTOMHCTBA CaMUX
NpOU3BeeHUH.



MCKYCCTBO B MOMCKAX CTPATEIMM HALLMOHANIBHOTO CAMOOMPELENEHNS (HA MPUMEPE TYPELLKON APXUTEKTYPbI)
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Abstract. Conscious appeals to the priority of "national” one can have a different ideological content,
which determines the choice of a strategy for self-determination of a particular culture in a certain
period of time. Each of the strategies, considered in the study, can be designated as “national”
one, and each of them, on the one hand, corresponded to contemporary international trends,
and on the other hand, was largely inspired by a reaction to “westernization” and ‘cosmopolitanism”
and perceived need to oppose the threat of expansion of international culture (interpreted as "alien”
and "faceless”) originality, traditionalism, return to the native soil.
An illustrative example for demonstrating a change in the idea of "national values” and a change
of such strategies is the late Ottoman Empire’s and the Republic of Turkey’s architecture.
In the XIX—XX centuries Ottoman/Turkish architecture repeatedly programmatically opposed
the priority of national traditions to borrowed international styles, however, the criteria for cultural
self-identification within the framework of the “national idea” turned out to be different. Three such
strategies have been identified: the “imperial” one, which corresponded to the neo-Ottoman style
of the late 19th century; "nationalist’, expressing the Turkist ideals of the Young Turks; "regional’,
corresponding to an expanded understanding of the national heritage in the Republic of Turkey.
As part of these successive strategies, the rhetorical goals of official culture changed, the national idea
was expressed, the tasks of art were formulated, and artistic samples were chosen in different ways.
The concept of "national’ can be used to identify and self-identify a particular culture
in the interests of official doctrines or contrary to them, within a broad or narrow ethnic category,
state borders and/or a region that does not coincide with the administrative-political division.
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Abstract. The issues of studying symbolism and symbol-creativity in the art of contemporary Kazakh
crafts have made the methodological potential of Anthony Smith’s ethno-symbolic concept topical.
Relying on the scholar's belief that national traditions are based on a set of stable ethno-cultural
symbols that ensure their longevity and vitality, contemporary Kazakh craft can be studied in the aspect
of national identity. Anthony Smith’s ethno-symbolic discourse allows us to consider objects of national
culture in their historical dynamics as a reconstruction of stable symbolic structures that preserve
the national identity core. The study raises the conceptual issue of ‘ethnicity” and “nationality”, as Anthony
Smith’s very position is conceptually opposed to the ideas of both constructivists and supporters
of primordialism. The scholar believes that the cultural basis of a nation, its current state depends
on “previous development”, on cultural traditions, language and ethnic symbols. Thus, the issues
of cultural and national identity appear to be correlated in the aspect of tradition and modernity
problem. Craft as a cultural phenomenon of one or another nation bears the stamp of ethnogenesis,
in which the whole complex of social dynamics, conditioned by the ontological nature of various forms
of human community, participates. Pierre Bourdieu’s theory of socio-analysis on the two-structure society,
consisting of production practices and “symbolic matrices” involved in sociogenesis, allows us to use
its principles as a methodological approach to the study of both traditional crafts and their modern
forms in the aspect of issues of cultural identity, the modernization of the past, the revival of traditional
experience, etc. The analysis of some trends in contemporary Kazakh craft has shown that the aspiration
for identity to a cultural “pattern”is oriented towards established ethno-cultural symbols. Ethno-symbolic
discourse makes the semiotic attitude to traditional symbolism topical. It can be said with confidence
that the ethno-symbolic approach opens up new opportunities to consider craft and traditional art
as factors influencing the formation and preservation of cultural identity.
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Introduction

Modern Kazakh craft arouses research
interest from the perspective

of understanding it in various aspects,
which reflect both general and local
trends in the field of art and culture,

due to civilizational, paradigmatic,
technological, communicative and other
shifts in the global world. This interest
is also actualized by the search

for a national, civilizational identity

that certifies the place of Kazakh culture
as a subject and factor in the community
of world cultural diversity, which became
possible with the independence

of the Republic of Kazakhstan.

Craft, first of all, as a man-made,
basically, traditional form of creativity,
to a greater extent bears the historical
stamp of intangible and material culture
of people. And, as you know, it unites
various forms of creative activity, ranging
from home, including artistic, professional
crafts, folk crafts, to the sphere of creative
industries and new types of crafts
in the field of digital technologies.

Craft as creativity is changeable
in the pragmatic, aesthetic, semiotic,
artistic aspects of its functionality, since
it is immersed in each subsequent cultural
integrity in a different from its arche,
diverse in its structure context. Such
a multidimensionality of this phenomenon
and its study raises questions
of a theoretical and methodological
nature, in each case objectifying research
campaigns that open up new prospects
for its study.

Of course, craft as a cultural
phenomenon has the horizons of its subject
area, determined by one or another
research interest. In understanding

the ways of interpreting the artistic,
aesthetic and pragmatic content of the art
of modern Kazakh handicraft, it is possible
to trace the socio-cultural processes

of which this sphere of creative activity

is a part. In particular, in this case,

the question of trends in the development
of modern craft in the aspect of cultural
and national identity is of interest.

The issues of studying trends in modern
Kazakh craft art in the plane of theoretical
and methodological aspects of the issue
of cultural identity are relevant
as an explication of the thesis about
the modernization of the past, about
the legitimacy of certain concepts
and constructs existing in the field,
both of various concepts and sciences.

The purpose of this article is to clarify
the methodological correlation of the issue
of cultural identity, viewed through the prism
of ethnosymbolism, and the trends
observed in the art of modern Kazakh craft.

The questions of cultural identity
inevitably appeal to the concepts
of “ethnicity”, “nation” and their derivatives,
around which theoretical discussions do not
cease in various conceptual practices.
Therefore, their explicit categorization
will be required, the procedure
corresponding to the objectives
of this study, i.e. the content substantiation
of these concepts used in this context.

The subject area of the study identified
issues of cultural identity developed

in the aspect of methodological
substantiation of the principles

of constructivist structuralism by Pierre
Bourdieu (Socioanalysis), as well as
the main provisions of ethnosymbolism
concept by Anthony Smith (Ethno-
symbolism and Nationalism: A Cultural
Approach). The justification of this
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methodological approach is one of the main
objectives of this article.

The results of the study are the provisions
formulated in the following theses:
the ethnosymbolic discourse of modern
Kazakh craft has prospects for symbol-
making with new meanings; one
of the trends in the development of modern
Kazakh craft, considered in the aspect
of identity to a cultural and historical
“sample”, an artifact, is observed in design
oriented to established ethno-cultural
symbols, with a preference for archaic
animalistic mode of a sign. Finally, a new
semiotic attitude to traditional symbolism
finds its expression in the part of branding
in which the performativity of national
identity dominates, based on an established
mytho-symbolic complex.

Methods

The methodological dominance
of the set goals and objectives initiated
the discussion of controversial theoretical
concepts, as well as the justification of their
interpretation, based on the methodology
of socioanalysis of the French scientist
Pierre Bourdieu, which has not yet been
mastered in the domestic scientific field
(37). The methodology of socioanalysis
is based on the synthesis of structuralist
and constructivist approaches, since,
in his opinion, the structures of society
are binary: both “first-order reality” —
production practices and “second-order
realities” — “symbolic matrices”,
i.e. social representations. Both “realities”
are in interaction and participate
in the process of sociogenesis.

The methods of Pierre Bourdieu’s
socioanalysis are applicable to the study
of artistic, aesthetic and pragmatic content
of both individual craits and general trend
of their development as actualized codes
and matrices of national and cultural
identity. The latter makes it possible
to approach the understanding of cultural
processes through the prism of preferences,

interpretations of identification codes
that act as algorithms for stratification
and communication of a particular society
as an ethnos and (or) nation. Actually,
this research approach has an inverse
correlation. “With the help of structuralism,
[ want to say that in the social world itself,
and not only in symbolism, language,
myths, etc., there are objective structures
independent of the consciousness
and will of agents, capable of directing
or suppressing their practices or ideas.
With the help of constructivism, I want
to show that there is a social genesis,
on the one hand, of schemes of perception,
thinking and action, which are integral
parts ...” (32) of the structure of society,”
Pierre Bourdieu believes.

Such a methodological message
is supported by the ideas of Lev Gumilev
about the unity of the process of ethno-
and-cultural genesis. With all the existing
controversial interpretations of his theory
of passionarity based on the ideas
of Eurasianism, as well as the indisputability
of his scheme of phases of ethnos
development, I think this idea deserves
the attention of researchers (Ethnogenesis
and the biosphere of the Earth).
Taking into account the correlativity
of the processes of ethnogenesis
and cultural genesis, the concepts
of “ethnic” and “national”, in accordance
with the accepted methodological task
of this study, are interpreted as dispositives
within the designated cultural and historical
boundaries.

The Anthony Smith’s concept of role
of cultural symbols in the formation
of identity in the context of studying
the process of nation-building,
and considering it from the perspective
of historical nationality and ethnopolitical
community, does not contradict
the basic principles of the methodology
of socioanalysis.

The methods of observing the ongoing
processes in the socio-cultural sphere,
as well as the analysis of available literature



and information sources on the practice

of the art of modern Kazakh artisans
(Alibek Kazhgaliuly), provides

an illustrative platform for the ongoing
research and substantiation of the choice
effectiveness of methodological approaches.

Discussion

Scientific interest in folk art, applied art,
craft as a whole has intensified for the most
part in historical and ethnographic studies,
which, by and large, fulfill the mission
of reviving knowledge about the origins,
history of the national culture of the Kazakhs.
In the last two decades, in the study
of Kazakh craft, there has been a scientific
and methodological turn of objectification
of this phenomenon as a special kind of way
of fixing the coordinates of the human life
world, the language of art and the way
of communication with the outside world
and the transfer of knowledge about it.

One of the main methodological
messages of such studies is the idea
of traditional crafts as a form of artistic
and aesthetic, ideological self-expression
and reproduction of the Kazakh worldview.
Therefore, the objective of such research
interests is dominated by works devoted
mainly in a broad sense to the “language”
of traditional crafts. From a wide range
of studies of modern Kazakh crait in this
aspect, attention is drawn to the works
of the authors, in which there is a reliance
on the methodological principles of semiotic
interpretations, which, as is known,
have prospects for expansion towards
the objective vision of the phenomenon
or process being studied.

Alibek Kazhgaliuly's work
“The Organon of Ornament”
is distinguished by the understanding
of ornament as a system of a special
language, “with the help of which ancient
man transferred to the plane his ideas
about time and space, about life and death,
about the cosmos and the place of man ...”
(Organon of ornament 7). Considers

an ornament as a graphic hypostasis
of a myth or a “visual archetype”.

From the standpoint of anthropology,
the author analyzes ornament as a sign
embodying the conceivable world
with its internal logic of the symbols used,
puts forward the position that the ornament
is not a reproduction of the object
in the sign, but is something arising
from the systemic relationships of visually
perceived signs. In another work, “Oyu
and oi” by Alibek Kazhgaliuly, addressing
the problem of typology of Kazakh
ornament in a comparative aspect.

Kazakh felt patterns — “oyu” and “ornek”
are distinguished by the peculiarities

of the “method of dividing the artistic
space”: “Kazakhs treat the figure

and the background that shades it”

(Oy and oy 7) — the author believes.

The study of Nursultan Alimbay
(Traditional Kazakh Carpets and Carpet
Products: Types, Composition, Semantics)
is devoted to the study of the Kazakh
carpet-making tradition on the basis
of the collection of carpets and carpet
products of the Central State Museum
of the Republic of Kazakhstan. The study
of the structure of ornamental space
of the traditional carpet, the semantics
of ornamental composition leads the author
to the conclusion that they embody
the ideal model of the organization
of society in the traditional ideas
of the Kazakhs. The author considers
the use of Kazakh carpet-making
terminology to be scientifically correct
when the names of products are nominated
based on the characteristics of the source
material, manufacturing techniques
and practical purposes.

Shaizada TokhtAbaieva’s book
“The Artistic Felt of the Kazakhs” (8)
is devoted to the analysis of language
and description of the Kazakhs’ nightmare.
The author calls decorative felt an “artistic
ethnocode”, which, along with practical
functions, plays an artistic and aesthetic,
iconic role. The expanded semiotic approach
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revealed the interrelationships of production
processes with the customs, rituals

of the Kazakhs, oral and poetic creativity,
which was further studied in the work

of this author “Symbolism of Objects

of Traditional Life of the Kazakhs” (8).

The yurt as a model of the universe
and the symbolic space of a traditional
dwelling is the object of many scientific
studies. As it is known, the symbolic
space of yurt is a system of codes modeled
by various projections of socio-cultural
experience, its structural elements
are structures of the sacred yurt system:
material and manufacturing techniques,
decor, installation rules, etc., which is due
to the systemic connection with some
traditional taboos, superstitions, rituals
and customs.

An example of an integrated approach
to the study of yurt is the study of Asia
Nurdubayeva (Kiiz uy: the structure
of spatiality), dedicated to the study
of the structure of yurt spatiality.

Based on the methodological principles

of the subject of study as an integrity
corresponding to its ontological features,
the author puts forward the idea

that “the spatial relations of kiiz uy
unfold, manifest and live in a variety

of forms of structures, elements, utensils,
and are also described in myths,

legends, rituals, rituals accompanying
the construction and use of housing.”
The structural and semiotic interpretation
of kiiz uy in combination with the socio-
symbolic approach revealed the structures
of spatiality as ontological meanings

of the social ties of traditional Kazakh
society.

The works considered, which are
different in terms of problems, combine
methodological searches and new
approaches to the study of traditional
Kazakh crafts and related cultural artifacts:
they mainly master the principles
of semiotics and its derivatives. This interest
is primarily due to the understanding
features of the traditional Kazakh culture

language, its semantic and symbolic
nature of the meaning of the world
and its perception.

Another study position in the study
of picture of modern Kazakh craft
is associated with interest in the continuity
of cultural and historical heritage as the basis
of national tradition and its interpretation
in design and artistic solutions
in the products of artisans, craftsmen.
Basically, these studies are aimed
at identifying the object’s historical model
identity or the methods of modernization
of this sample, a review of the popular
products of craitsmen, and finally,
some aspects of branding in handicraft
production (Sultanova Madina, 10;
Khazbulatov Andrey, 11).

At the same time, various spheres
of handicraft production that are actively
emerging as business or cultural projects
remain insufficiently studied. There are
also open questions about the development
of the theoretical and methodological basis
for the research of modern Kazakh crafts
and related social and cultural processes.

Results

When craft is understood as the primary
form of production of a material product
that participated in the process of cultural
genesis, respectively, and the sociogenesis
of traditional societies, this gives rise

to a stable idea of its conservative,
unchanging nature. However, the historical
and cultural dynamics and changes

in the structure of society, its institutions,
production technologies cannot but affect
the nature of the crait, the appearance

of its new types, transformations of artistic
and aesthetic design solutions, etc.
Meanwhile, more significant in determining
the nature of craft is that it has a stable
“gene” of cultural memory, fixed

in the sphere of ontologically valuable
orientations of society. Moreover,

these landmarks are at the same time

the identification keys of community



that organizes the space of its being,
transmitted from generation to generation.
History knows periods of oblivion,
the disappearance some types of craft
from culture: a particularly dramatic
situation for traditional forms of craft
has developed in Modern times, when
machine mass production has replaced
manual labor, folk crafts. In many industrial
societies, craft has passed into the category
of art, turning out to be museum
or exclusive exhibits, and traditional
crafts are objects of scientific interest.
The current state of Kazakh craft art
also in general trends. Meanwhile,
certain traditional types of crafts live
and are revived in the works of folk
masters and represent a “living heritage”.
In pragmatic terms, the products
of Kazakh artisans increasingly turn
out to be attributes of the national
image, thereby indicating not only
an understanding of their aesthetic value,
but also indicates their identifying function.
These trends can be considered
in the context of discursive practices
of the process of cultural identification
of modern Kazakhstan, since identity
in the modern world is more focused
on the coordination of symbols that change
their meaning in the “floating” space
of various systemic discursive structures.
We are talking about the immersion
of modern culture in a global context,
where there is a “competition” of values,
which, in turn, are also identifiers
of national culture.
Trends in culture and art are not
accidental. They are in the unity
and integrity of all system and intra-
system processes, sometimes in a state
of instability, structural changes.
[t is appropriate to recall the words
of Pierre Bourdieu, about objective
structures, “independent of consciousness
and will of agents capable of directing
their practices or representations, not only
in symbolism, language, myths, etc.”
There is also a “social genesis of schemes

of perception, thinking and action,
which are components ...” of the structure
of society (32).

In turn, the methodological mode
of studying cultural identity may well
be focused on “specific doxes as systems
of assumptions related to belonging
to a certain field: belonging to the field
of sociology, we accept a whole series
of scientific or semi-scientific oppositions,
often representing partially ordered, mixed
and euphemized oppositions of a more

general social space...” (Pierre Bourdieu 122).

Pierre Bourdieu’s thought about hidden
assumptions based on “practical, implicit,
hard-to-define schemes” also concerns
explications of understanding both
ethnic and national. Thus, as confirmed
by the most scientific practice,
the methodology of socio-cultural
studies is conventional and integrative,
while adhering to rationally observable
relativism of theories and concepts.

Similarly, the study of handicraft,
by its nature a phenomenon of “social
genesis”, the structures of which direct
actions and representations fixed
in the symbolic language of the culture
of a particular people, presupposes
a methodological justification of theoretical
attitudes used. Such a substantive
understanding of craft as an object of study
is quite correlative with the foundations

of Anthony Smith's ethnosymbolic concept.

And since his theory is at the stage
of mastering in the practice of domestic
scientific discourse, I think it would
be appropriate to have a little digression
into the basics of his methodological
institutions.

First of all, it should be noted
that Anthony Smith considers the process
of nation-building through the prism
of ethnopolitical community formation,
with its “inner world”, “which is embodied
in some cultural phenomena, such
as myths, symbols, values, historical
memory, traditions, customs, linguistic
proximity, mechanisms of ethnic
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mobilization” (134). Their role

in the formation of a particular identity

is subject to study. Anthony Smith
defined the limits of application

of the proposed approach, since historical
nationality is investigated with its help,
as Anna Mainicheva points out, opening
methodological perspectives of Anthony
Smith’s theory for ethnographic research.
She also drew attention to the advantage
of ethnosymbolism indicated by Anthony
Smith himself in the ability to offer tools
for performing comparative empirical
research (Ethnosymbolism: possibilities
of use in ethnographic research 13).

And other researchers of Anthony
Smith’s work find in his works concepts
containing great methodological potential
for research in the field of social sciences.
His ideas about the role of the national
ethnic components and their historical
stability, since “the cultural basis
of the nation cannot just be invented
to solve momentary problems.

Moreover, it is impossible to stretch

it into the future without relying

on subtle, but very important grounds:

the dependence of modernity on previous
development, including cultural traditions,
linguistic proximity, ethnic symbols,
special mechanisms of ethnic mobilization”
(Pain Emil 256), are recognized as key.

Also, one of the most valuable
provisions of Anthony Smith’s concept,
researchers consider his indication that
“the ethnic factor and traditional culture
throughout history played an important
role, which was not the same in different
historical periods, but just in the era
of the formation of modern nations
became decisive” (Pain Emil 257).

Methodologically valuable is his
idea that “national traditions are not
reinvented, but only innovatively
reconstructed, recombined. Therefore,

a nation cannot in the full sense

of the word arise from non-existence

as an absolutely new phenomenon:

it inevitably bears the imprint of the long

history of a particular people and a given
country.”
In turn, N. Berezikov drew attention
to Anthony Smith’s idea that the stability
of ethnic identities is based on symbol,
myth and communication. “Symbols
can give certain groups a special kind
of shared experiences and values,
whereas myths can reveal to them
the meaning of these experiences
and illustrate their values.
This understanding of myths, symbols
and communications forms the definition
of identity in ethnosymbolism...; “identity
is both an intergenerational treasury,
and a legacy, and ... a set ol meanings
and images embodied in values, myths
and symbols that serve to unite a group
of people with common experiences
and memories and separate them
from strangers” (Ethnosymbolic approach
to the phenomenon of identity 392).
The importance of social memory
for maintaining identity can objectively
serve as a methodological orientation
for researchers of problems of tradition
and continuity. The rationale for such
studies can be based on the ideas
of Anthony Smith that “ethnic communities
were formed not by physical inheritance,
but by a sense of continuity, common
memory and collective destiny, that is,
cultural closeness embodied in myths,
memories, symbols and values preserved
in the memory of this cultural unit”
(Anthony Smith 115; Berezikov N.A. 7).
As follows from the observation,
the modern design of Kazakhstani brands
mostly relies on stable ethno-cultural
symbols, preferring the animalistic mode
of the sign, which goes back to the archaic
“indistinguishability” of the strict opposition
“culture/nature”. This mode articulates
animalistic symbols as the ethno-cultural
identification code of the traditional Kazakh
culture’s language and logo of aesthetic
world and appeals to the Scythian-Saka
aesthetics as a structural element
of ethnosymbolics.



For example, tulpar and berkut,
popular in branding, combining
the symbolism of the Saka “animal style”
of early nomads art, represent a fusion
of authentic and borrowed components.
And as symbolic elements of the heraldry
of Kazakhstan — on the flag and coat of arms,
they often act as the central figure of emblems
of state bodies, law enforcement agencies
and in the logos of large national
companies of the Republic of Kazakhstan.
Such branding is dominated by a clearly
expressed citation or the stylization
of symbolism of heraldic canons as a sign
of belonging to state structures.

The stylistics of the Saka animalistic
construct, embodied also in the images
of winged horses, deer, argali, actualized
by direct quoting and deconstructing
them, testifies to its great symbolic
potential for use in the design of souvenir
and gift products of Kazakh artisans,
as well as in the field of creative industries.

Traditional Kazakh ornaments
as an iconic symbolic system are not only
in the field of view of designers of national
clothes, but are also used as elements
of fabric prints, jewelry, paintings
on household items, etc.

Of course, this does not limit
the space of modern Kazakh craft:
the partially considered examples only
illustrate the theoretical provisions
on the methodological potential
of ethnosymbolic concept in the study
of modern Kazakh craft in the aspect
of national identity.

Conclusion

The ethnosymbolist approach to the study
of modern Kazakh craft art has expanded
the range of issues and opened

up the opportunity to consider the object
under study in the aspect of national

and cultural identity. Anthony Smith’s
ethno-symbolic concept, with the help

of which it is possible to explore

the emergence and maintenance

of ethno-cultural identities, in this case
opens the horizons of understanding craft
as a cultural phenomenon that has stable
symbols that preserve the memory

of the unique culture and historical

fate of the Kazakhs.

In modern Kazakhstan branding
and craft design, for the most part,
traditional animalistic symbols act
as a cultural identification code that revives
cultural and historical memory, actualizes
interest in cultural, historical and national
dimensions of identity.

In the design of modern craft art,
ancient symbols are actualized as key
structures of the cultural code
of the worldview of the Kazakhs —
descendants of the horse-nomadic
civilization. And the modern requirement
of effective communication of image
focuses on design language and articulation
of the meanings of ethnic signs,
the recombination of which contributes
to the contamination of symbols of different
periods of Kazakhs cultural genesis.

Relying on traditional forms, modern
craft reserves the right to fit into the picture
of the modern world not as an attribute
of the tradition, but as one of the ways
of expressing the language of ethnoculture.
The practice of Kazakhstan branding
reveals the richest aesthetic and semiotic
potential of archaic animalistic
and zoomorphic symbols and actively
uses their meaning-generating resource.

Modern Kazakh design of various crafts,
focused on ethnosymbolic discourse,
relies more often on a mythologized
interpretation of history and culture,
thereby opening up the expanses
of symbol-making as a process
of modernization of the past.

The new semiotic attitude to traditional
symbolism finds its expression in the part
of branding in which the performativity
of national identity dominates, based
on the established interpretations
of the Kazakh and common Turkic
mytho-symbolic complex.
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[t should also be noted that Anthony culture and art. This also applies

Smith’s ethno-symbolic concept has to the development and promotion

the potential and sufficient reason of the national language, not only from
to be considered and applied the standpoint of linguistic discourse,
as a methodological support in the study but from the point of view of national

of the identity of various objects of national ~ linguistic consciousness formation.
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3THOCMMBOJIN3M HA3APbIHAOAFbI KA3IPTI KASAKCTAHAbIK KOJIOHEPI:
9ICHAMAJbIK ACNEKTIJIEPI

Anparna. Kasipri Ka3akcTaHablK KONeHep eHepiHAeri CUMBOIMKAbIK X9HE CUMBOIMKANbIK-
LWbIFAapMaLLbUIbIKTbI 3epTTey Macenenepi SHTOHU CMUTTIH, STHOCUMBONABIK, TYXKbIPbIMAAMACHIHbIH,
dLiCHaManbIK aneyeTiH 63eKTeHAipAi. FanbIMHbIH, YATTbIK A3CTYpAEPAiH Heri3iHAe onapablH, 6epikTiri
MEH eMipLUEHAIrH aHbIKTANTbIH TYPaKTbl STHOM3AEHM HbIlAHAAP KelleHi 6ap AereH yCTaHbIMbIHA
CyMeHe OTbIpbIn, Ka3ipri Kasak KOMeHepiH yATTbIK Bipereinik acnekTiciHae 3eprteyre 6onagpl.

IHTOHM CMUTTiH 3STHOCMMBOAbIK AUCKYPChI YATTbIK M3AEHMWET HblCaHAAPbIH TApUXM AMHAMMUKACBIHAA
VATTbIH, COMKECTEHAIPY ©3€riH CaKTalTbIH TypakTbl CUMBOMALIK KYPbUIbIMAAPAbl KAUTa KYpY peTiHae
KapacTblpyFa MyMKiHAIK 6epefi. 3epTTey asCbiHAA «3THUKAMbIK®, KYITTbIK» YFbiMAAp Maceneci
KapacTblpbinaabl, BATKEHI DHTOHU CMUTTIH, yCTaHbIMbl KOHCTPYKTUBUCTEPAIH A€, NPUMOPANANIUIMHIH,
YKaKTayLWbINAPbIHbIH, Aa MAEANAPbIHA TYXXbIpbIMAAMaNbIK, TYPAE KapCbl. FanbIMHbIH, NiKipiHLIE, YITTbIH,
M3[EHW Heri3i, OHbIH, Ka3ipri >xaraanbl «anfa Kapan AaMyFay, M9EHU O9CTypaepre, Tinre, STHUKanbIK,
cumBongapra 6ainanbicTbl. Con apKpiibl MOAEHU XaHe YNTTbIK Bipereinik Macenenepi 43cTyp MeH
Kasipri 3amMaH npobnemanapbl aCNEKTICiHAE apakaTbiHacTa kepceTineni. KoneHnep 6enrini 6ip XanbiKTbIH,
M3AEeHMETIHIH heHOMEHI peTiHae STHOreHe3 CUAaKTbl 601afbl, OFaH aaam3aT KOFaMAACTbIFbIHbIH, SPTYpAi
(opManapbIHblH, OHTONOMUANbIK CUMATbIHA GaMNAHbICTbl 3/IeYMETTIK AMHAMMUKAHBIH, OYKiN KeLleHi
KaTtbicagpl. [bep bypabeHiH coumoaHanms Teopmsachbl COLMOreHe3re KaTblCaTbliH OHAIPIC TaXipubeci

MEH «CMMBOJAbIK MaTpULLanapaaH» TypaTbiH KOFAMHbIH, €Ki KYPblibIMbl Typabl OHbIH, NMPUHLMNTEPiH
[9CTYpni KONeHepAi Ae, onapAblH, Kasipri TypiepiH fe M3AeHU CIUKECTINIK, OTKEHA XaHFbIPTY, A3CTYpPi
TOXipMbOEHi XaHAaHAbIPY XaHe T. 6. Macenenep TypfbiCbiHAH 3€PTTeYAiH dAiCHaManbIK TaCiNi peTiHae
naipanaHyra MyMkiHaik 6epeai. Kasipri kasak KoneHepiHiH keibip ypaicTepiH Tanaay MafeHu «yarire»
CBMKeCTiKKe YMTbINy KabINTaCKaH STHOM3AEHU CUMBONAAPFa OaFblTTaNFaHbIH KOPCETTi. STHOCUMBONABIK,
LWUCKYPC A3CTYPi CUMBOSIM3MIE CEMUOTMKANbIK KATbIHACTbI ©3€KTi eTeAi. STHOCMMBONAbIK TOCIN
KONeHEepPAi, A3CTypAi eHepai MaAeHU BipereinikTiH, KanbinTacybl MEH CaKTalyblHa Cep eTeTiH
dakTopnap peTiHAe KapacTblpyFa XaHa MyMKiHAIKTEp alwafbl Aen CeHiIMMeH anTyra 6onaabl.

Makana KasakcraH Pecnybnukacsl binim »xaHe fbinbiM MuHuctpairiHi, AP09259862 «Kasipri
Ka3akcTaHHbIH, A3CTYPAi KONGHEPiH 3epTTey: Xaraanbl )XaHe CaKTay Koa4apbl» X06achl ascbiHAA
nanblHoANabl.

Tipek ce30ep: Ka3ipri Ka3ak KoNeHepi, bipereinik, STHOCUMBONN3M, DHTOHU CMUT, aHUMANUCTIK
CMMBONAAP, OpEHAMHT.
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2022,28-40 6.DOI: 10.47940/cajas.v7i2.575.
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COBPEMEHHOE KA3AXCTAHCKOE PEMECJI0 B ®OKYCE 3THOCMMBOJIU3MA:
METOAOJIOFTMYECKUE ACMEKTbI

AHHoTaums. Bonpocbl M3y4eHUs CUMBOIMYECKOTO M CUMBOJIOTBOPYECTBA B MCKYCCTBE COBPEMEHHOIO
Ka3axCTaHCKOro pemMecna akTyasu3npoBasv METOLONOMMYECKUI MOTEHLMAN STHOCMMBOIMYECKOM
KOHUenumMu SHToHn Cmuta. Onnpasch Ha NOMOXEHUS YYEHOTO O TOM, YTO B OCHOBE HALMOHAMbHbIX
TPaaMLMiA HAXOAUTCS KOMMIEKC YCTOWYMBbIX STHOKYIBTYPHbIX CUMBOJIOB, 00YC/TOBMBAIOLLMX

MX OOITOBEYHOCTb U XKMBYYECTb, COBPEMEHHOE KAa3aXCKOEe PEMECIO MOXET ObITb M3YHEHO B acrekTe
HaLMOHANbHOM MOEHTUYHOCTU. ITHOCMMBONMYECKUI ONCKYPC IHTOHM CMUTA NO3BOISET pacCMaTpMBaTh
00beKTbl HALMOHA/IbHOW KYNbTYpPbl B UX MCTOPUYECKOW AMHAMMKE KaK PEKOHCTPYKLMIO YCTOMUMBBIX
CUMBOJIMYECKUX CTPYKTYP, COXPAHALLMX MAEHTUDUKALMOHHOE AP0 HAaLUMKU. B pamMkax nccnenoBaHus
3aTparMBaeTcs BOMPOC O MOHATUAX «3THUYECKOE», KHALLMOHAIbHOE», MOCKO/bKY M CamMa Mo3uuus
IHTOHM CMUTa KOHLENTYaNbHO BbICTYMAET MPOTUB UAEN Kak KOHCTPYKTUBUCTOB, TaK U CTOPOHHUKOB
npuMopananu3Ma. YYeHbli CHMTAET, YTO KyNbTypHAs OCHOBA HALMK, €€ COBPEMEHHOE COCTOSHUE
3aBUCUT OT «MpPeLLLEeCTBYIOLLErO PAa3BUTUS», OT KYIbTYPHbIX TPAAULIMIA, A3bIKa, STHUYECKUX CUMBOJIOB.
TeM cambIM BOMPOCHI KYAbTYPHOWM U HALMOHAIbHOW MAEHTUYHOCTM OKa3bIBAKOTCS KOPPEIUPYEMbI

B acnekTte npobnembl TpaauLLMKM U COBPEMEHHOCTU. PeMecno Kak eHOMEH KyNbTypbl TOFO UM UHOTO
HapoAa HeceT Ha cebe nevyaTb 3THOreHe3a, B KOTOPOM Y4aCTBYET BECTb KOMM/IEKC COLMANIbHOM AMHAMUKM,
006yCNOBNEHHOM OHTOIOrMYECKOM MPUPOLOIM pa3nnyHbIX OPM YenoBeyeckoro coobuiectsa. Teopus
coumoaHanumsa Meepa bypabe 0 ABYCTPYKTYPHOCTM 06LLECTBA, COCTOALLErO M3 NPAKTUKM NPOU3BOACTBA
U KCUMBOJIMYECKMX MATPULL», y4ACTBYIOLLMX B COLlMOreHe3e, No3BoISET UCMOb30BaTh €€ NMPUHLMMbI

B Ka4yeCTBe METOA0/I0rMYECKOro NoAX0Aa K U3yUYEeHUI0 Kak TPaAULIMOHHbIX pemMecen,

Tak U UX COBPEMEHHBIX BUA0B B aCMeKTe BONPOCOB KY/bTYPHOW UAEHTUYHOCTU, MOAEPHU3ALIUM
MpPOLLIOr0, BO3POXKAEHUS TPALULMOHHOIO OMbITA U T. A. AHANIU3 HEKOTOPbIX TEHAEHLIMI COBPEMEHHOIO
Ka3axckoro pemMecsia nokasal, 4to YCTPEMAEHHOCTb K MAEHTUYHOCTH KYNbTYPHOMY «06pasLy»
OpPUEHTMPOBAHA HA YCTOSBLUMECS STHOKY/IbTYPHbIE CMMBOJIbI. STHOCUMBOAMYECKMIA AUCKYPC
aKTyanu3upyeT CEMMOTMYECKOE OTHOLIEHUE K TPAAMLIMOHHON CUMBOAMKE. MOXHO C YBEPEHHOCTbIO
YTBEPXKAATb, YTO STHOCUMBONMYECKMIA NMOAXOS, OTKPbIBAET HOBblE BO3MOXHOCTM paccMaTpuBaTb peMECO,
TPaAMLMOHHOE UCKYCCTBO KaK (haKTOpbl, OKa3blBAOLME BUSHWUE HA CTAHOB/IEHUE U COXPAHEHME
KYJIbTYPHOM MAEHTUYHOCTY.

CraTbs MOArOTOB/IEHA B paMKax npoekTa MuHucTepcTtBa 06pa3oBaHua u Hayku Pecnybnamnkm
Kazaxcran AP09259862 «MccnepoBaHue TpaguUMOHHBIX peMecen coBpeMeHHoro KasaxcraHa:
COCTOSIHWE U MOWUCK MyTEN COXPaHEHUS».

Knrouessie cn0e8a: coBpeMeHHOE Ka3axckoe peMecso, UAEHTUYHOCTb, STHOCMMBOIU3M, DHTOHKU CMuUT,
AHUMAIUCTUYECKME CUMBOJIbI, BPEHAMHT.

Ans yumupoearus: Haypsbaesa, AnbMupa, u AMaH MbparumoB. «CoBpeMeHHOe Ka3axCTaHCKoe
pemecno B GoKyce 3THOCMMBONM3MA: MeToJoNornyeckme acnektol». Central Asian Journal of Art Studies,
T.7,N2 2,2022, c. 28-40.DOI: 10.47940/cajas.v7i2.575.

Asmopbl npodumanu u 0006puU OKOHYaMesbHebIl 8aPUAHM pyKonucu U 3ase/som 06 omcymcmauu
KOHGIUKMA UHMepecos.
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YCTHbIE METO/bI
ObYYEHHS B MY3bIKE
BOCTOKA: COBPEMEHHOE
COCTOSIHHUE

(HA IPUMEPE KA3AXCKHUX

MHCTPYMEHTAJIUCTOB)

[yab3ana Omaposa', Kaszanran Tartumoer!

! Kasaxckast HatoHasibHast akangemusi uckycers umenn T. K. YKyprenosa
(Anmatel, Kazaxcran)

AHHOTaums. MHOTOCTOpPOHHME NPeobpa3oBaHMa B KynbType XX Beka NpuBeau K LOMUHUPOBAHMIO
€BpOMnen3nMpoBaHHbIX HOPM B GYHKLIMOHUPOBAHMM U 0BYUEHUM TPAAMLMOHHBIX My3bikaHTOB. HoTHas
cucTeMa 06yY€eHMs TPAAULMOHHbBIX MY3bIKaHTOB MOPOAMIA HOBbIM TUM My3biKaHTa, KOTOPbINA YXe

HE BNafeeT HaBblkaMy UMMPOBM3ALLMUM U COYUHUTENBCTBA (KOMMO3UTOPCKMMM CMIOCOBHOCTAMM).

B cBA3M C 3TUM CTABUTCS Liesb aKTyasM3npoBaTh NPUPOAHbIE (YCTHbIE) METOAbI 0ByYeHMs,

KOTOpbI€ MPaKTUKOBAIMCh B YCTHO-MY3blKalbHOM Tpaauumm BocToka 1 cucteMe «¥cTas — WaKipT»
(«YuuTenb - yueHUK»). X BO3pOXKAEHNE HEOOXOAMMO CETOAHS C LEebl0 BO3MOXHOM onmumuzayuu
UCNOIHUME/TbCKO20 UCKYCCcmea B chepe Ka3axCKom TPAAULLMOHHOW My3bIKU.

YHuBepCasbHble Npu3Haku My3blku BoCToKa — YCTHOCTb, BAPUMAHTHOCTb, UMMPOBU3aALMOHHOCTb,
CUHKPETU3M, HAaIMUMEe XyA0KECTBEHHOTO KaHOHa U Mp. Bce oHM cBA3aHbl ¢ popMaMu U MeTogamMu
BOCMWTaHUS MONHOLEHHbIX UCTONHUTENEN TPAAULMOHHOM My3blKM B COBPEMEHHOCTH. B cTaTbe
BCKPbIBAKOTCS MPUYMHBI TOTO, MOYEMY Ka3aXCKME TPAAMLMOHHbIE My3blKaHTbI CErO4HS MOTEPSIn
(YHKLI0 TBOPLIOB M HE CMOCOBHbI MOMHOCTLH OCYLLECTBAATL PENPOAYLIMPYIOLLYIO AEATENBHOCTD.

B 3701 cuTyaumm Hauatas B 70-80 roapl paboTa no c6opy, CUCTEMATU3ALMUM U U3YYEHUIO HAPOAHOM
TEPMUHOJOTMM U TEOPUM MY3bIKM AOKHA MPOAOIKATLCA M UCMOb30BATbCA B COBPEMEHHOM y4e6HOM

npakTuke. Heo6xoaMMo Cpo4HO BpraGOTaTb COBpPEMEHHYIO METOA0/I0OMNK0 YCTHOIo 06y‘4€HWi| 1 Co34aTb

NpoAyMaHHY 06HOB/IEHHYH CUCTEMY [OBY30BCKOIO M BY30BCKOTO 0OPa30BaHMs TPAAULMOHHbIX
MY3bIKAHTOB C LIE/IbK0 X MOSHOLEHHOTO (DYHKLMOHUPOBAHUS B COBPEMEHHOM KynbType KasaxcraHa.
B 0cHOBY METOA0/0MMM LAHHOTO UCCEA0BaHUS NIErU METOAbI COBPEMEHHOIO MCKYCCTBO3HAHMA
M 3THOMY3bIKO3HAHMS (CUCTEMHDIM, KOMIIEKCHbIA U Ap.), @ TAKKE U3BECTHbIE METOAbI APYrUX
TYMaHUTapHbIX U HAPOA0BEAYECKMX AUCLUMIIMH. B OTHOWEHUM NPaKTUKM TPAAMULIMOHHOTO
¥ COBPEMEHHOIO 0BYYEHMS My3bIKAHTOB YCTHbIX BOCTOYHBIX KY/ILTYP MPUMEHSIOTC METOAbI aHaNM3a
¥ CMHTEe3a, 0BLLeHayYHble MeToabl KnaccuduKaLmm, CUcTeMaTU3aumm M TUNoaorMm. Ha ocHoBaHuUK
pEe3yNbTaToB UCCEL0BAHUS CAENaH BbIBOA O HEOBX0AMMOCTH BbIPABGOTKM (HApALy C MMEILWUMUCS
MUCbMEHHbIMU GOPMaMu) METOLONOMMU YCTHbIX POPM 0BYYEHUS Ha cUCMeEMHOL 0CHoge.
Kntoyessie cnoea: kynbtypbl BocToKa, yCTHO-NPOdECCcHOoHabHble My3biKaslbHble TPAAULIUK,
MCKYCCTBO 9H-KYM-XbIp, HAPOAHAS TEOPUS My3bIKM, YCTa3 — LUSKIPT, YCTHblE METOAbI 0BYYeHHs,
3THOCO/IbEAXMO, 06Pa30BaTENbHbIE MPOrPaMMbl A TPAAMLMOHHbIX My3bIKAHTOB.
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Ana yumupoeanus: OMapoBa, [ynb3aaa, u KasaHran TaTTMMOeT. «YCTHble MeToAbl 00y4eHUs
B My3blke BocToka: coBpeMeHHOe CoCTosiHME (Ha NpUMepe Ka3axXCKUX MHCTPYMEHTANUCTOB)».
Central Asian Journal of Art Studies, T.7,N2 2,2022, c.41-59.DO0I: 10.47940/cajas.v7i2.552.
bnazodapHocmu. BbipaxaeM UCKPeHHIo 61arofapHOCTb peLeH3eHTaM U pefakLMOHHOW Konnerum
)XYPHana 3a BHUMaTe/bHOE NpOYTEHME CTaTbU U 06bEKTUBHbIE BbIBOLbI OTHOCUTENBHO €€ HAy4YHOCTH,
aKTyaNnbHOCTU U BO3MOXHOCTM 0ny6ankoBaThb B XypHane CAJAS.

Asmopbl npodumanu u 0006punu OKOHYamMesbHelli 8aPUAHM pyKonucu U 3ase/som 06 omcymcmauu

KOH/IUKMA UHMepecos.

BeepeHue

aK U3BeCTHO, B 30-e rojipl MpoLioro
KCToneTHﬂ B pesyJsibTaTe ry6oKHX
PEBOMIOLMOHHBIX TPe0Opa3oBaHuil
B TIOPKOSI3bIUHBIX pecryOsnKax ObIBLIETro
CCCP chopmupoBanach ropoackas
(YpOaHHCTHYECKAST ) BETBb TPAJMIIMOHHOH
My3bIKH, 00yCJIOBHBILIAsS B 3TOH chepe
Mepexojl OT YCTHOH My3blKa/JbHO-
npodeccuoHanbHOH 1eATENbHOCTH
K TTHCbMEHHOH (e€BpOIencKoro
tuna). [ny6okuil HayuHbIH aHAIN3
COLMOKYJIBTYPHBIX, COLUOMY3bIKAJIbHbIX
U CTPYKTYPHBIX U3MEHEHHH, TPOU3OLLIEIITHNX
B 006J1aCTH TPAJMIIMOHHOK MY3bIKH Ka3aX0OB
TIOYTH 3a MOJICTONETHS, OblJI ClIeJIaH B CBOE
BpeMs Ka3aXCTaHCKUM 3THOMY3bIKOBE/IOM
u KysbrypoJiorom A. M. Myxam6etoBoi
B ee OOJIbLION cTaThe «YpOaHUCTHYeCKas!
BETBb TPAAULIMOHHON HHCTPYMEHTAJbHOM
My3bIKH Ka3axoB (10 1975 .)»
(AmanoB 1 Myxam6eroBa 321 —358).
B pesysbraTe ocMblc/€HUSI MHOTOCTOPOHHHX
npeoOpazoBaHUi B KyJIbType, KOCHYBLIHXCS
Ka3aXxCKOH TPaJIMLIHOHHON MY3bIKH
BO BTOPOH NoJIoBHHe XX BeKa, yueHbli
MPUXOJIUT B IAHHOH paboTe K CaeyiolieMy
BBIBOJLY: «Ananraiys TpaauiuOHHON
MY3bIKaJIbHOH KYJILTYpbl Ka3aX0B
K HOBBIM COLIMAJ/IbHBIM YCJIOBUSIM
SIBUJIACh UCTOPUUYECKON TTPOBEPKOH
ee xKu3Hecrnoco6HocTH. M mbl ceituac
MOZKEM CKazaTb, 4TO ypOaHUCTHUECKAs]
BETBb TPAJMLIMOHHON MY3bIKH CyMeJsa
NPOJIOJIZKUTD 2KU3Hb TPAJULIMK B TOPOIaX
B HOBBIX €BPONEU3UPOBAHHBIX (POpMax

(HOTHOE 00GyueHue, KOHLEPTHOE
OPKECTPOBOE UCIOJHUTENLCTBO ),

OJIHAKO HECOOTBETCTBHE 3THX (hOPM
TIyOMHHOU CyTH TPaAHIMH (COJBLHOCTD,
MMIPOBU3ALIMOHHOCTD ) U UX 6€30r0BOPOUHOE
JIOMMHUPOBaHHE CTaBSAT MOJ yTPO3y
JKU3HECTIOCOOHOCTb CAMOM TPaAHLMH »
(AmanoB 1 Myxam6etoBa 358).

Tpesora 3a Oynyuiee 1 03a604€HHOCTD
OTHOCHTEJIbHO OBITHS Ka3aXCKOH
TPAJIMLIMOHHON MY3bIKH B YCJIOBHSIX
«0e30roBOPOYHOI0 JOMHHHPOBAHUS »
€BPOIEU3UPOBAHHBIX (HOPM
B (PyHKIIMOHUPOBAHHH, HCTIOJHEHHH,
0OyUYeHHH H Ip. OKa3aJUCh
HeOe30CHOBATEe/IbHBIMU, TaK KaK
B TIOCJIEYIO1IIHE JIECSTUIIETHST BMECTE
C YBSI/IaHWEM HCKOHHOH (ayJibHOH,
HeypOaHUCTHUECKOH ) BETBU TPAJUIIMOHHON
MY3bIKH U YXOJIOM CTapPILEro MOKOJEeHHUS
ayJIbHBIX My3bIKAHTOB «HABCEINA YXOIAT
1 My3blKaJlbHbl€ 11eHHOCTH, KOTOpble
He CMOTYT CTaTh 0011I€HALMOHALHBIM
nocrosinem» (AmanoB U Myxam6eToBa
380—381). Yuensiit, inarHocTupys
COCTOSIHUE HAllMOHAJIbHOW MYy3bIKaJbHOH
KJIACCUKH KoHIa XX BeKa, MPUXOJUT
K HEYTelINTeJNbHbIM BbIBOJAM O TOM,
4TO «yTpaTa npodeccroHaIbHbIM
MCKYCCTBOM CBOMX 0A30BbIX COLLMAJIbHBIX
OCHOBaHHH — (opM ObITOBaAHHS,
cHCTeMbl 00yYeHHsl, 9KOHOMHUYECKOTO
obecrieyeHus1 — HeM30eKHO BJieyeT
3a COOOM CHHXKEHHE €T0 Xy/102KECTBEHHOTO
YPOBHS$1 J10 JIIOOUTEJIbCKOTO U TPO3UT
€ro MoJIHbIM Hcue3HOBeHHeM» (AMaHOB
1 Myxambetoa 386—387). [1pu stom



HOTHas (MMCbMeHHast) cucreMa oOydeHust
TPAJIMLIMOHHBIX My3bIKAHTOB TOPOJIMJIA
HOBbIN THUIT My3bIKaHTa, KOTOPbIH y2Ke

He BJIAJIeeT BCEM KOMIIJIEKCOM 3HAHUH

O TPaZMLIMOHHOMN KyJIBTYpe, HCTOPUH

1 TEOPUH YCTHO-TIPOeCCHOHANBbHOH
MY3bIKH, HaBbIKAMH HMITPOBU3AIINH,
COYMHUTE/LCTBA (KOMITO3UTOPCKHMHU
CIMOCOOHOCTSIMM ) U T. T1.

B ycnoBusix rmobanusanun XXI Beka
BCE BblllIeHA3BaHHbIE TEHACHLMH,
6e3yCc/I0BHO, YCHIIUJIUCh, a TpobJiema
COXpaHeHHUs1 U PyHKIIMOHUPOBAHHS
HaLMOHAJIbHBIX My3bIKaJIbHbIX TPAJAULIUH
npuobpesa ocobyto ocTpoty. B cBonx
BBICTYTIJIEHHSIX H CTAThSIX MOCJAETHUX
JIECSITUIETHH Mbl TaKxKe HEOJHOKPATHO
FOBOPUJIM O 3ala4€ CUCTeMHOH
peanuaaiiuu Mep no GakTHIECKOH
peabuJIMTalIUK TPAAUIIHOHHON KYJBTYpPb
M My3bIKH Ka3axoB, 4To TpeOyeT
B HacTosillee BpeMsl He OT/e/IbHbIX aKLHH
(KyJIbTYpHbIE MEPONPUSITHS U TPOEKThI
B pamkax «Pyxanu »kanrbipy», «Cemb
rpanei Besnkoit crenu» u T. 1.),

a crellHasbHON rocyaapCTBeHHOH
nporpammbl (Omaposa 205—211;
Omarova, et al. 2856—296). B nanHom
MCC/IeI0BaHUU Mbl TOJIHUMAEM
COTYTCTBYIOLLYIO, HO G0Jiee YaCTHYIO
(mpaxTHueckyto) npobJemy, CBI3aHHYIO
C aKTyaJmM3aluer MpUpoIHbIX

(YCTHBIX) MeTO1I0B 06yU€eHHsI, KOTOpble
MPaKTUKOBAJIUCh B YCTHO-MYy3bIKaJIbHOH
TpaJMLMK U 0OLLeH /151 BCeX BOCTOYHBIX
KYJIBTYp cHcTeMe «YCTa3 — LIdKIpT»
(«¥Yeron — mwakupa») — «Yuuresnb —
yueHHK». VX Bo3poxk/1eHre HeoOX0IHMMO
CETrOJIHS C 11e/1bI0 BO3MOYKHOH ONTHMHU3aLIUH
MCIOJIHUTEILCKOTO UCKYCCTBA B chepe
Ka3axCKOH TpaJMLMOHHON MYy3bIKH,
KOTOpasi, KaK U My3blKa JIPYTUX BOCTOUHBIX
HapOJI0B COBPEMEHHOCTH, CTaJia 1o CyTH
«npodeccHoHaIbHON MY3bIKOH YCTHO-
MUCbMEHHOH Tparuimn» (AskoH 162).
bes Bospoxknenuns B Kazaxcrane
YCTHBIX )OPM U METO/I0B 00yUeHHsI HaM
HE YIaCTCs TPAHCAHPOBATh OYyyLIMM
MOKOJIEHUSIM OCTaBLIeecs: My3blKaJlbHOe

HacJieque, Tak Kak CoBpeMeHHasi CucTeMa
npoeccuoHanbHOro 06pasoBaHust

Ha OCHOBE MUCbMEHHOH TPAJHLHH,

KaK U UCITOJIHUTEIBCKOE HCKYCCTBO

Ha OCHOBE TOJIBKO JIULLb €BPONEHCKON
MPAKTUKK My3HLUPOBAHHUS, HE CITOCOOHDI
OCYLLIECTBJIITh B MTOJIHOH Mepe Jaxe
PEerpOLYKTHBHYIO I€SITeJIbHOCTh
CETOJIHAIHUX TPAJULIHOHHBIX MY3bIKAHTOB.

MeTonbl

MeTo/1bl aHHOTO HCC/eI0BaHUS

CBsI3aHbl B MIEPBYIO 0UePe/lb C 0GBEKTOM
Hcc/eIoBaHusl — TPaAULUSAMU U 0Opa3LamMu
YCTHO-TPpOoecCHOHANBHON My3bIKAJIbHOM
KyJIbTYpbl Hapoa0B BocToka, BbipabGoTaBIinx
B TeYeHHe MHOI'HX BEKOB HOPMbI
MY3bIKaJIbHOTO MbILJIEHUS! (YCTHOCTD,
BAapUAHTHOCTh, HMITPOBU3AIIMOHHOCTD,
KaHOHHYHOCTD ), @ TaKxKe OCHOBbI HApPOJHON
(TpajMIIMOHHON ) TEOPUU MY3bIKH

1 BOCTOUYHOH MeNaroruky (B cucreme
«¥Yeron — wakupa» ). st packpbitus
TEMbl M TIPeJIMETa HCCIEI0BAHMS B TAHHOH
CTaThe BAXKHO ObLIO COCPEIOTOUNThLCS

Ha Martepuasie Ka3axcKoi TpaauLllMOHHON
MY3bIKH, €€ HCCJIeI0BATENbCKOH
(TeopeTruecKoi ) 6asbl B OTHOILIEHHUH
HapOJHON TePMHHOJIOTHH, KOTOpast cTajla
TOJTUKOM JIJ151 OCMBICJIEHHSI B KA3aXCKOM
MY3bIKO3HAHWH OCHOB TPAJMIIMOHHOH
Teopuu My3blkd. [TosTomy matepuanom
MCC/IEIOBAHHUS CTYKAT TPY/bl KA3aXCTaHCKHUX
MY3bIKOBEJIOB U UCTIOJIHUTEJIEH, B KOTOPbIX,
Hapsily ¢ My3blKaJlbHbIM MaTepHaJIoM

1O TeM UJIM HHBIM Ka3aXxCKUM YCTHO-
npoeccCHOHaNbLHBIM TPAJUIIUIM,
000011IeHbl JaHHbIE O TEPMHUHOJIOTHH

1 TEOPETHUYECKUX OCHOBAX, BbIPaOOTaHHbIX,
B YaCTHOCTH, B 00JIACTH HHCTPYMEHTAJIbHOH
MY3bIKH Ka3aX0B.

B ocHoOBY MeTo10/10rHM HCCIETOBAHUS
JIETJIM METO/Ibl COBPEMEHHOT0
MCKYCCTBO3HAHHUS U STHOMY3bIKOJIOTHH —
CHCTEMHBIH, CHCTEMHO-9THO(DOHUYECKUH,
KomrieKcHbli 1 1p. (Nettl; Stone;
OTeueCTBEHHAs! ITHOMY3bIKOJIOTHS ),

a TaKXKe U3BECTHbIE METOJIbI IPYTHX
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TyMaHHTAPHBIX H HAPOIOBEIYECKHX
JCLIMIIIUH (MCTOPHH, STHOTpathuH,
COLMOJIOTHH, KYJBTYPOJIOTHH, MeIaroruKu

1 3THOMEJArOrHKH ) — HCTOPUYECKHI

1 CPAaBHUTEJbHO-HCTOPHUECKHH,
JUAXPOHUUYECKHH U CHHXPOHHUYECKUH,
CTPYKTYPHO- (hyHKIIHOHAJILHBIH U METOJL
MoJle/IMpoBaHusl. B uccienoBanuu
MPUMEHSIIOTCS M 0011leHayYHble METO/Ib
HaOJII0/ICHHs, aHAJIM3a M CHHTe3a —

B OTHOLLIEHUH NPAKTUKH TPAJMLIHOHHOTO

1 COBPEMEHHOr0 00y4YeH st My3bIKaHTOB
YCTHBIX BOCTOUHBIX KyJbTYp. M 371ech,

B UCCJIEI0BAHUM HAPOJHON TEPMUHOJIOIHH,
TEOPHUH MY3bIKH M METOJI0B 06YyUeHHs,
BaKHBIMH SIBJISIFOTCS] METOJIbI HX TIO3HAHHUS

B CPABHUTE/bHOM KYJIbTYPHO-HCTOPHYECKOM
KOHTEKCTE, MperoJaratonem
o6leHayYHble METO/Ibl KacCH(UKalnH,
CHCTEMATH3aLMH, TUITOJIOTHH KaK CaMUX
MY3bIKaJIbHBIX KYJBLTYp (3amnajHbIX,
BOCTOUHbIX ), TAK U UX )KaHPOB U hOpM
(Bailey; Johansson). B uccnenoBanusix,
CBSI3aHHDIX C TPAIULIMOHHON KyJILTYpPOH,
MY3bIKOH M IIpo6JIeMaMH UX COXPaHEHHUSI

1 (DyHKLMOHMPOBAHHSI, OCHOBOIOJIAratoLUMH
TMPEACTABJISIIOTCS TAKHE METO/IbI,

KaK PEKOHCTPYKLIMS U CTPYKTYPH3aALHSI.

PesynbTatbl M 06cyXxaeHue

Kaxk n3BectHo, 061IMMH YHUBEpPCATbHBIMH
npu3HaKaMu My3blkid Boctoka

SIBJISIIOTCS YCTHOCTH (MHBIMU CJIOBAMH,
6eCcnuCcbMeHHOCTh KaK OTCYTCTBHE
MHUCbMEHHOM rpaduueckoil (PUKCaluK ) U KaK
CJIEJICTBHE TOTO (peHOMEHA — BapHAHTHAS
MHOXeCTBEHHOCTb My3bIKaJIbHbIX TEKCTOB
¥ UMITPOBHU3ALMOHHOCTb TBOPYECKOTO
npotiecca. OcobbIM KauecTBOM
npodeccuoHanoB yCTHO-MY3bIKabHbIX
KYJIBTYp TIPEJICTaBIISIETCS CHHKPETHYECKOE
€JIMHCTBO MY3bIKaJIbHOTO TBOPUECTBA —
COYeTaHHE B OJIHOM JIH1IEe KOMIO3UTOPA

¥ MCTIOJIHUTEJS B MHCTPYMEHTAJIbHBIX
»KaHpax, 1o3Ta, KOMIO3UTOpa

¥ MCTIOJIHUTEJS B BOKAJIbHBIX 2KaHPaXx.
BaxkHO OTMETHTB, UTO B COJIbHBIX
(HeaHcaMOJ1eBbIX ) BOKAJIbHBIX opMax

MY3ULMPOBAHUS B TPAJHUIIHOHHBIX
KyabTypax Bocroka, Hanpumep,
B 3MUYECKUX 2KaHPax (MKb[pay y Ka3axoB
¥ KapakaJsmnakoB, OaxIiii y TYPKMeH,
KapakaJsinakoB, y30€KOB M TaJLKHKOB,
auryry azepOalpKaHileB), a TaKxKe
TeCeHHBIX ( casl U cepi'y Ka3axoB, 6acTakop
y y30€KOB U JIp.) U COCTSI3aTeNbHbIX ( aKbIH
y Ka3axoB ¥ KUPTU30B) Mbl BUUM €IMHCTBO
He TOJIbKO MY3bIKaJIbHO -TTO3THIECKOTO
HayaJia (B aBTOPCTBE ), HO U BOKAJIbHO-
MHCTPYMEHTAJILHOTO (B UCTIOJHUTENLCTBE ).
EcrecTBeHHBIM yC/JI0BHEM TBOPYECKOTO
(KOMITO3UTOPCKO - UCIIOJIHUTEJILCKOTO )
aKTa B yCTHO-MPOQeCcCHOHAMbHBIX
MY3bIKAJIbHBIX TPATUIHSX SABJSETCS HaJTHUHE
KaHOHA, KOTOPBIH B LLMPOKOM CMbIC/IE
NPENCTABISETCS] KOAOM KYJIbTYPbl,
ee MOPOJUBIINM; B Y3KOM 2Ke CMbIC/Ie —
9TO €KOJIMYECTBEHHO-CTPYKTYpHAst MOJE/b
XY/107KECTBEHHOTO MTPOU3BEEHHS TAKOTO
CTHJIS, KOTOPbIH, ABJISISICh ONPEIe€HHBIM
COLMAJIBHO-HCTOPHYECKUM TT0KasaTteseMm,
MHTEPIPETHPYETCs KAK MPUHIUN
KOHCTPYMPOBAHH$I U3BECTHOTO MHOYKECTBA
npousBeneHni» (Jloce 15). MyabiKasbHO-
XYJI07K€CTBEHHBIN KAHOH KaK MOJIE/b
1 COBOKYIMHOCTb 3aKOHOB, HOPM H MPaBHJI
CO3/IaHHU$1 TeX UJIM UHBIX 2KAHPOB MY3bIKH
MPUCYTCTBYET BO MHOTHX KJIaCCHUECKHX,
KaK eBPOTEeHCKHX, TaK U YCTHO-
npoeccroHanbHbIX TpaauLusx Bocroka
(MCKYCCTBO MakamaTr MycCyJIbMaHCKOTO
MHUpa, MHAUICKAs para, TypeluKui gachi,
SINOHCKAs! raraky, ssBaHcKasl My3blKa
ramesian v 1p.). B kazaxcko# TpaauilMOHHON
MY3bIKe M0 H3BECTHBIM KaHOHAM
coszlaBalicst Ko (KyH) Kak HCKyCCTBO
MHCTPYMEHTaJbHON My3bIKH KOUEBbIX
HapoJIOB, UMEIOIINH, KaK 1 BbillIeHA3BaHHbIE
»KaHpbl, MHOTOBEKOBYIO HCTOPHIO.
B n3BecTHO¥ cTeneHn KaHOHU3UPOBAHHBIMU
B CMbICJIE MY3bIKaJIbHO - I3bIKOBBIX HOPM
SIBJISIOTCS] H BOKAJIbHO- HHCTPYMEHTaJIbHblE
JKaHpbl UCKYCCTBA: oH (MeceHHast
TpAIULNS ), JKbIp (SMHUYEeCKast TPATULHS ),
KOTOpbIE BMECTE ¢ MHCTPYMEHTAJIbHOM
MY3bIKOH COCTaBJISIIOT NPodeccHoHaIbHO-
My3bIKaJIbHYIO TPHAITY KA3aXOB — 9H-KYH-KbIp.



BesycioBHO, B KaxK/10i YCTHO-
My3bIKaJIbHOH KyJIBType CyllecTBOBaJa
1 CBOSI HAPOJIHASI» TEOPHsT MY3bIKH,
B KOTOPO¥ HalJIK OTPAKEHHE Te caMble
3aKOHOMEPHOCTH, KOTOpbIE H ObLJIU
NPUCYLLH KAHOHY KaK My3bIKaJbHO-
XYI02KECTBEHHOU MOJIEJIH, JiexKalllel
B OCHOBE COYMHEHMHSI, BOCIIPUSATHS,
obyuenusi. Hano oTMETHTD, UTO B OCEMJIBIX
BOCTOUHBIX KYJITypax, HECMOTPSI
Ha M3ycTHOe OGbITOBAaHKE KaK (oJibKII0pa,
TaK U NPOo(eCcCHOHATbHBIX My3bIKaJbHbIX
TpaULIMI, CBEJICHHS O TPAIUIIHOHHON
TEOPUH MY3bIKH COfleprKaJIuCh (Hapsiy
C YCTHBIMH 3HAHUSIMU ) U B PA3JIHUHBIX
Hay4HbIX TPaKTaTax HauMHasi ¢ MOXU
CpeniHeBeKOBbS1. B KoUeBbIX 2Ke KysbTypax
Mbl HM€e€eM JIHLLIb YCTHYIO TEOPUIO, KOTOPYIO,
o aHasioruu ¢ peHomenom CrenHoro
3HaHHs (TEPMUH Y4EHOro-JMTepaTypoBe/a
u KyJbtypodJiora A. Konapa) (Konap)
W crenHon yctHoH Heroprorpagnn (CYU —
TEPMHH Ka3aXCTaHCKOIO y4eHOro-
BocTokoBena B. IOmuna) (FOnun), moxuo
Ha3BaTb, BEPOATHO, CTEITHOH TCOPHEH
My3bIKH. B KazdaXxcKoM My3bIKO3HAHHH
no3HaHUe JIAHHOW CTEMHOM (HapOoHOH )
WJIH TPAJIMIIHOHHON TEOPHUU MYy3bIKH
HavaJoch JuLIb B 70-¢€ rofipl MpoLioro
CTOJICTHSI B CBSI3U C U3YUEHHUEM KIOs],
KOTOPbIF aHAJIM3HPOBAJICS JI0 3TOTO
BpEMEHHU C TO3ULIHH €BPONEHCKON
TEOPUU My3bIKH. Tak, BbIsiBJEHHE
HapOJHON TEPMHUHOJIOTHH B KOMITO3HIIUH
3anaJHoOKa3axCTaHCKUX KIOEB TOKIIe
(AmanoB 39—48) no3BoJIHI0 MPUOIUIUTHLCS
K a7leKBaTHOMY MOHUMaHHUIO (heHOMeHa Kiost
U OTKPBLJIO MyTh /151 O0Jiee JOCTOBEPHOH
HayYHOW MHTEPIPETALIUH €r0 CTPOCHHUSI.
[TapannenbHo ¢ 3TUM POBOIMIIUCH
MCCJ/IeI0BaHUs TeHe3Hca U 9BOJIIOLLNH,
NPOrpaMMHOCTH U JIPyTHX CTOPOH
MHCTPYMEHTa/IbHOH My3bIKH Ka3aX0B
(Myxam6eToBa), 4TO SIBUJIOCh TOJUKOM
JU1s1 la/IbHEeALINX HAaYYHbIX TOUCKOB
B 9TOH 06JIaCTH U 3HAUUTEJLHOTO
NPOABHKEHHS M0 TyTH CUHTE3a
TPAAMLMOHHON U €BPOTIEHCKON TEOPHH
MY3bIKH B KIO€BEJIEHHH.

[IpakTHueckue 3anauu, cTosime
nepes HaMM B HacTosillee BpeMs,
3aKJII0YAI0TCS B TOM, UTOObI HCMOIb30BATh
BCE TEOPETHUECKHUE JIAHHBIE TTOCTEIHUX
JICCATUIIETUH B y4eOHBIX KypCax.
AKTyasbHOCTb TOH 3a/1auk OTpeJIesisieTcs]
TeM, UTO, KaK y»Ke 0TMe4a0Ch, MHOTOJIETHHH
npouecc npogeccHoHaNbHOI0 — B OCHOBE
CBOEH MUCbMEHHO-HOTHOTO — 00y4YeHHs]
MY3bIKAHTOB YCTHOH MO CBOEH MpUpoJIe
TPaJMLIMK FPO3UT MOJHBIM HCUE3HOBEHHEM
MEeXaHH3MOB TPAHCJSILIHH My3bIKaJbHOTO
Hacsenus. MIHbIMH c/ioBaMu, HEOOXOAUMO
BOCCTAHOBUTL (peabUJIMTHPOBATD )

Te CnocoObl U METOJIbl 0OYUeHHS,

B KOTOPBIX MY3bIKaJIbHOE BOCIIPUSTHE -
BOCIPOU3BE/IeHHE OCHOBAHO HA YCTHOCTH

1 OMMPAeTCs Ha CJIYXO-BU3YaJsIbHbIE

1 MOTOPHO-JIBUTATEJIbHbIE
(KHHeCTeTHYECKHE ) OLLYLIEHHUS,

KOTOpble aKTHBU3UPYIOTCS TIPH TIPSIMOH
nepesave My3blKH «BXKHBYIO»

(OT yuuTe/Is1 YUCHHKY ), TPAKTHKOBABLIEHCS
B BOCTOUHBIX Tpaauiusx. [TousitHo,

4TO aKTyasIu3alys yCTHbIX (OPM 1 METOJI0B
00y4yeHHst He caMollelb: 3TH (hOpPMbl

¥ METO/Ibl HAMPSIMYIO CBSI3aHbl C 3aaavei
BOCIMUTAHHS MOJHOLEHHBIX HOCHTE/EH
(McrosiHuTe el ) MYy3bIKH. DTH HOCHTEIN
MY3bIKaJIbHBIX TPAAUIMH Y Ka3aX0B —
NeBLbI-TECEHHUKH 9HIIIT, IEBLLbl- SMTUKH
JKBIPIIIBI, AHCTPYMEHTAJIUCTBl acrariibl —
JIOJKHBI HE TOJIBKO BJIAJIETh BCEH CYMMOH
3HaHHUH 00 UCTMOJIHSEMBIX TPATAHULMUAX

(3TO TeMa OTJIeJILHOTO pas3roBopa),

HO M PernpojylUpOBaTh, BOCIPOU3BOAUTh
WX B TOM BHJI€, KaK OHH JIOLIJIH JI0 HALLIMX
JIHEH OT cTapllero MoKoJeHHsl My3blIKaHTOB.
B03M02KHO /11 3TO B yCIOBUSIX COBPEMEHHOM
CHCTEMBI TPOdecCHOHaNbHOTO 06pa3oBaHus,
KoTopasi cefiyac hakTHuecKH
6e3asbTepHAaTHBHA?

He nmest BO3MOKHOCTH B paMKax
JIAHHOH CTaTbH MOAPOOHO OCTAHABJIMBATLCS
Ha JaHHOU npobJieMe, HA30BEM JIUILb
JIB€ BayKHeMHIIHe MPUUHHBDI,

110 KOTOPbIM 3aTPyAHUTENbHO JasbHelliee
(hyHKIIMOHHPOBAHHE Ka3aXCKHUX
TPAJIMIIMOHHBIX My3bIKAHTOB B COBPEMEHHOM
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Kysnbrype. Bo-nepBbix, Kak nMokasbiBaeT
MHOTOJICTHSISI UCTTOJIHUTE/IbCKAst TPAKTHKA,
HEeBO3MOXKHO aJIeKBATHO MepeaTh,
3apMKCHPOBAThL CPEACTBAMH €BPOMEHCKON
HOTaLlMK BOCTOYHbIE My3bIKaJIbHble
TPajIMLIMH (B TOM UMC/Ie, KA3aXCKUe ) —
9TO YK€ U3BECTHAsH BO BCEM BOCTOUHOM
MHpe aKCHOMa, U 31eChb ee J10Ka3blBaTh
He HyKHO. [To3TOMY BO BCex BOCTOUHBIX
KyJIbTypax, IJle OCYIIECTBJIEHbI TOTBITKH
HOTHPOBATh 06pasLbl HE TOJIBKO
(OJILKIIOPHBIX, HO ¥ TTPOHeCCHOHANBHbIX
KJIaCCHUECKHUX YKaHPOB, IABHO MPHUIILIH
K BBIBOJLY O TOM, YTO TH 3a(PMKCHPOBAaHHbIE
B HOTax (JIMIIb YACTUYHO UJIH CXeMaTHUHO )
MY3bIKaJIbHbIE TEKCThI SBJISIOTCS
YCJIOBHBIMH U MOTYT BbIMOJIHSATD JIMLIb
BCTIOMOTaTe/bHYI0 (DYHKIIMIO, TaK KaK OHM:
a) MPEJICTaBJISIOT €IMHUYHbIE «3aCThIBIIINE »
NpUMepPbl MHOIOUYHCJICHHBIX BAPUAHTOB
TeX UJIM HHBIX KOMITO3UTOPCKO-
MCIOJIHUTENILCKHX «OIYyCOB»; 6) MOTYT
CJIY?KHTb OTHUM M3 « MHEMOHHYECKHX >,
B JIAHHOM CJlydae HOTHO-TMCbMEHHBIX,
CpeJICTB (pUKCALUH TPAULIUOHHOTO
MY3bIKaJIbHOr0 MaTepuasa, BbIMOJHSIOLEr0
pOJIb HAMOMUHAHUS (TIPH YCJOBHH
COJIep2KaHUsl B HEM KaKoro-Jja16o
«HameBa», «MakaMa», «capblHa»,
«TeMbI», «JIaJla» U Mp.); B) MOTYT CJIY2KHTb
HEKUMHM NMUCbMEHHBIMU NaMATHHKAMH,
a TaKxKe MaTeprasioM Uil aHaJu3a UJIH
MCC/IeIOBAHUST TAHHBIX MY3bIKaJIbHbIX
TpaMUMH My3blKOBeAMHU (KaK MpaBuJIo,
MOJIyYMBLIMMHU €Bporelickoe 06pa3oBaHue ).
B Kazaxcrane B 3TOM n/iane cjioxxuiach
HeOIHO3HAYHasl CUTyallusl, HIMEHHO B CBSI3U
C TeHJIeHIIMEN K HEKOTOPOH aOCO/IOTH3ALUN
HOTHO-MY3bIKa/JbHBIX CPEJICTB 3aMHCH
1 00y4eHHsl, KOTOpble, eCTECTBEHHO,
CKa3aJ/IMChb Ha UCIIOJHUTELCKON
JIeATEILHOCTH MY3bIKAHTOB (06 3TOM HHXKeE ).
Bo-BTopbIX, ciioxKuIach KpUTHUECKast
CHUTYyalllsi B OTHOLIEHHUH perepTyapa
JOMOPHUCTOB KaK IJIaBHbIX HOCHTEJIEH
UHCTPYMEHTa/IbHOH TPajHIMH (KIOH ).
B macce cBoeli penepTyap HbIHELIHHX
JIOMOPHCTOB, 3aKOHUMBLLIMX My3bIKaJIbHbIH
By3!, COCTOUT M3 cTaHAapTHOTO HaGopa

M3BeCTHBIX KloeB. Kak npasuiio,
9TO HECKOJILKO JIeCATKOB HOTHPOBAHHBIX
KIOEB 3arajiHbIX (TOKIIE ) H BOCTOYHBIX
(weptre) pernonos Kazaxcrana, To ectb
Te caMble eIMHUYHbIE 3a(DUKCHPOBAHHbBIE
BapHaHThl KIOEB, KOTOPbIe MPUOOpeH
KauecTBO abCOJIIOTH3UPOBAHHBIX TEKCTOB.
He roopst o ToM, 4TO COBpeMeHHble
JNOMOPHCTBI — 3TO HEKHE «yYHUBEpCasIbl»
B OTHOLLIEHHWH CTUJIEH U TEXHUK HCTTOJHEHHUS
(BBIMYCKHUK JIOJI?KEH OIMHAKOBO BJIAJIETh
TEXHUKON UTPbI TOKIIE U LIIEpPTIIe, HECMOTPS
Ha TO, YTO 3TO pa3Hble peruoHaibHble
CTUJIM )%, OHU He CTIOCOOHbI HU PaCLIUPSITh
CBOH pernepryap (KOJMUYeCTBeHHbIN DaKTOP ),
HHU nepesiaTbh pa3HooOpasne U HACTOSILLYIO
CYTb aBTOPCKUX MHIAMBHYaJbHbIX CTHJIEBbIX
yepT (KauecTBeHHbIH hakTop).

[IpuurHBI KPOIOTCS B: @) yCTAHOBKE
Ha MMUCbMEHHOCTb M OMOpe Ha HOTHbIE
TEKCTbI, KOTOPble He COXPAHSIIOTCS B MAMSTH
(He paboTaeT 10JrOBpeMeHHast MaMsiTh,
3arpyzKeHHasi K Tomy e 006513aTe/IbHbIM
UCIOJIHEHHEM €BPOMNEeHCKHUX 00paslioB
¢ (hopTenraHHbIM aKKOMITAaHEMEHTOM —
«Belllb» Ha sI3blKe IOMOPUCTOB);
6) OTCYTCTBHH HABBIKOB YCTHOTO 0OyUeHHUSs,
MO3BOJISIIOILETO CJbIILATh, BUIETh
¥ BOCMIPOU3BOJUTD M0 CJIYXY, TO €CTh
yCBaUBaTh, OMUPAsICh HA BU3YaJIbHO-
CJIYXOBYIO W KUHECTETHUECKYIO MaMSITh,
BCE TOHKOCTH M HIOAHChI HCTTOJHEHHS]
BXKHUBYIO (1epesiaua Kiosi <U3 pyK»
yuuTesist). XoTs1, KOHEUHO, Moc/e/iHee
MHOTJIA TPAKTHKYETCS Ha 3aHSATHSX
no cnetranbHoCTH. OTCYTCTBHE CHCTEMHBIX
HaBBIKOB YCTHOTO BOCIPUATHSI H OCBOEHHS
nenaet npobjaeMaTHUHbIM YyCBOEHHE
Kak GOJIbLLIOTO KOJIM4eCTBA 00Pa3LoB,
TaK W CJI02KHOTO MaTeprasia, Kakum,

! B KasaxcTaHe ecTb TpM My3blKasbHbIX BY3a (Kasaxckas
HaLMOHanbHas KoHcepBaTopus UMeHU KypmaHrasbl
1 Kasaxckas HaLMOHaNbHAs akafeMus UCKYCCTB UMEHU
T. K. XypreHoBa B AnMaTbl, Kazaxckuii HaLuMOHanbHbIi
yHUBepcuTeT UckyccTs B Hyp-CynTaHe), KOTOpble BbiMyCKaKT
[LOMBPUCTOB B MacCOBOM KONMYECTBE.

2 HeTpyaHO NOHSATb, YTO 3TU CTUM NOCTENEHHO HUBENUPYIOTCS
N UX QYTEHTUYHOCTb M YHUKANBHOCTb Ceiyac noa 60/1blWnM
BOMNpPOCOM.




Harpumep, SBJASIOTCS KIOH TaKUX LTyOOKHX
1 HEOPJAMHAPHBIX KIOHLLIH-KOMITO3UTOPOB,
kak Jlaynerkepeit, Kaganran, MawmeH,
KIOHIIIH MAHTUCTAYCKOH U JIPYTHX 1IKOJ,
KIOM KOTOPBIX 60J1ee CJI02KHbI

B MHTOHALIHOHHOM H METPO-PUTMHUECKOM
OTHOIUIEHHUH (HEOPKECTPOBbIE BAPUAHTHI ),
1 TaKHe »Ke BapUaHTbl KIOeB LiepTiie
BOCTOUHBIX PErHOHOB — ApPKHHCKOI,
Kaparayckoii, JKetbicyiickoit, Anrati-
Tap6araraticko# Tpamuumni. Takum o6pasom,
3a 6OPTOM MCIMOJHUTENBLCKON MPAKTUKH
OCTaeTCsl OTPOMHOE KOJIHYECTBO KIOEB,
ay/I03arncH KOTOPbIX Y HAC COXPAHHUJIUCH,
HO He BOCTpeOOBaHHbIE KaK B yueOHOH,
TaK U KOHLEPTHON MPaKTHKE, OHU JIeXKAT
HEKHM «MepPTBBIM FPy30M»>.

Takoe nosoxkeHue nen ycyrybasercs
TeM, UTO yKe B IPEKJOHHOM BO3pacTe
HaXOJIUTCS TO MOKOJIEHHE UCTIONHUTE/EH,
KOTOpbIE elle 3aCTaji B KHBbIX U 0011A/JHCh
¢ TakuMu Mactepami, kak K. YKanrieyos,
P. Omapog, 1. MbikthiOaes, P. [a6aues,
b. bacoirapaes, C. banmaram6eros,

M. Xamsun, A. Xacenos, T. MoMm6eKoB

1 MHorue apyrue. K cuactbio, HekoTopble
13 MPEeJICTaBUTENIEH STOTO CPEIHETO
MOKOJIEHHS (KOTOPbIE CErO/IHS

y2Ke MepexoJisiT B pa3psijL CTapliero),
MOHUMAsI BCIO CEPbE3HOCTh CJI0KUBIIIEHCS
CHUTYyallMH, BEYT HE TOJIBKO aKTHBHYIO
MCIIOJHUTENLCKH - IPOCBETUTENbCKYIO

¥ T1€lar0rHUeCKyIo AeATe/IbHOCTD,

HO M Hay4HO-HCCJIE0BATENBCKYIO.
Onwupasicb UMEHHO Ha pe3yJibTaThl

MX JI€TELHOCTH U TPYOB, Mbl MOYKEM
Cero/IHsl TOBOPHUTb O CJIOXKHUBLLEHCS
HAPOJAHO-TEPMHHOJIOTHUECKON

1 HapOJTHO-TeOPETHUECKOH Oase, KoTopasi,
Mbl HajleeMcsl, 03BOJIUT B Oy/1yLLeM
BOCCTAHOBUTb YCTHYIO METOJIMKY 0OyUeHHUSsI
TPAIUIMOHHBIX MY3bIKAHTOB.

Hrak, Teopetnueckoii 6a3oi
151 TIOCTPOEHHST METOJIMKH YCTHOTO
00yueHHs SIBJASIOTCS HAayYHble W HAyYHO-
MeTOJMYeCKHe paboThl MCMOJHUTEEH
1 MY3bIKOBEJIOB, OCHOBAHHbIE Ha HAPOIHOM
(TpaaMIMOHHOMN ) TEOPUHU KIOST, —
9TO BblllleyKazaHHas pabora b. AmanoBa

(AmanoB 39—48), I'l. lllere6aera
(lere6aes), A. Paum6eprenosa
(Paum6eprenos 63—95; Paumbeprenon),
A. EcenyJibl (Ecenysibl) B o6mactu
Tokrne-kioeB, pabotbl T. AcemkysoBa
(9cemkynos 9—21), C. Kanuena (Kasnues),
b. MynrekeeBa (Mynrekees) u jip.
B obJ1acth weprie-kioe. C coxkaleHneM
JIOJI2KHbBI KOHCTaTHPOBATh, UTO B UMEIOLIHXCS
yueOHBIX H METOIMUIECKHUX MTOCOOHSIX
no urpe Ha jomM6pe u KoObize (Tacranos),
(?Kaumos, xoHe 1. 6.), (Kocbacapos)
MX aBTOPbI, KOTOPbI€, HECOMHEHHO,
MCIOJIb3YIOT Ha MPAKTHKE YCTHbIE (POPMBbI
00y4eHHsl, He CUMTAIOT HY?KHbIM BKJIIOUEHHE
MX B METOJIMUECKHUI apceHaJ rejiarora,
TO €CTh U 3/1eCh Mbl BUIMM OPHUEHTALIMIO
Ha MHCbMEHHYIO0 HOTHO - My3bIKaJIbHYIO
Tpaguumio. K coxkanenuto, oueHb Masio
paboT, B KOTOPbIX, KAK Mbl OTMETHJIU BbILLIE,
CKBO3b MTPU3MY HAPOIHOH T€PMHUHOJIOTHH
Jie1aloTcesl 00061IEHUST TEOPETUYECKOTO
Xapakrepa — 0 CTPOEHUH HHCTPYMEHTOB
B TPaJIMLIUSAX TOKIIE U LIEPTIIE,
TPAJIMLIMOHHBIX J1aJIOBbIX TTE€PEBS3KAX MTEPHE,
PUTMO-LUTPUXOBOH TEXHUKE, KOMITO3ULIMH
KtoeB u Jip. (OcemkysioB 9—21; Ecenyibl).
OHM 0/12KHBI aKTHBHO HCTI0J/Ib30BATHCS
(M MCNOJIb3YIOTCS HEKOTOPBIMH T€1aroraMu )
B COBPEMEHHOM 00yUYeHHUH TPATULHUOHHbBIX
MY3bIKAHTOB, OJTHAKO B HallIM JIHU paboTa
1o JajbHedemy cOopy cBeleHUH
0 HapOJIHON TEOPUM MY3bIKH, HauaTast
KOTJIa-TO B BhIlIEyKa3aHHbIX paboTax
T. AcemkyJiosa 1o mreprrie u A. Ecenyiibl
1o TokIle, He HAXOAUT MPOJIOJIKEHHUS.
Mexxy TeM, NpULLIO BpeMsi coOpaTh
BOEJIMHO BCE COXPAHMBLLIMECS CBEICHHUS
O TPAAMIIMOHHBIX TEPMUHAX U TTOHSATHSIX,
pacKpbIBAIOIIMX KaK TEOPETHUECKUE, TaK
1 MpakTHYecKHe (CrnocoObl TPAHC/ISILMH )
OCHOBbI Ka3aXCKOH TPAIMLIUMOHHON MY3bIKH.
Ha npaxtuke npo6eMy ycTHOTO
oOyueHHs1 cefyac peasibHO pellalT

> B 3TOM OTHOLIEHMM ECTb, KOHEYHO, CBOM NPOBAEMBI
1 B MECEHHO, U B 3MUYECKON TPAAULMAX.
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UCITOJIHUTEIU - 1IEIATOT |, KOTOPbIE, TOHUMAas
BCIO €€ BAaXKHOCTD JI/1 Halllel KyJIbTypbI,
(haKTHUECKH «HUIYT B HAPOJ» U OTKPbHIBAIOT
JIETCKHE KPYXKKH U CTYJIMH, B 0OBIYHbIX
roCy/lapCTBEHHBIX M YACTHBIX LIKOJIaX
OTKPbIBAIOT IOMOPOBbIE KJIACCHI,
rJle BEJIETCS TOJILKO JIlIb Oe3HOTHOE
oOyyeHHe, METOMYECKY OCHOBY KOTOPOTO
3aJI02KUJ1 B CTPaHe U3BECTHbIA TOMOPUCT
A6nynxamut Panm6eprenos. Kak ussectho,
KIOHIIM Ha OCHOBE COOCTBEHHOH LIKOJIbI-
naboparopun «Kekin» no o6yueHnio Bcex
JieTer Ha IoMOpe U3YCTHBIM CIOCOO0OM
(mporpamma « Myparep» ) siBuJjicst
MHUIUATOPOM OTKPBITHSI IOMOPOBBIX
KJIaCCOB B 00111€06pa30BaTENbHBIX I1IKOJIaX
110 Bceli pecriyoiike. Kak u3BectHo,
B MUPOBOH MYy3blKaJIbHOH MPAKTHKE CErO/IHS
AKTUBHO 0OCYK/IAI0TCST BOTTPOCHI U METO/IbI
«aKaZeMHUYeCKOro»  «CBOOOIHOI0»
(hopmaJsibHOTO 1 HehopMaJIbHOTO),
HOTHOTrO U 6€3HOTHOTO 00YUYeHHST My3bIKe
B paMKax Kak CIlellHaJ/bHOH, TaK U MacCOBOH
My3blKaJIbHO-00pa3oBaTe/IbHON CHCTEMbI
(Jenkins; Mok; Narita).

Ceronnsi A. PaumbepreHos cosnad
CBOH aBTOPCKHU KypcC M0 YCTHOH Nepeaye
cTyneHTam kroeB Kazanrana B Kazaxckoii
HallHOHAJbHOH KOHCepBAaTOPHH HMEHH
Kypmanrasbl. 1o HCKIIOUUTENBHO
BayKHOE HAYMHAHHE, TTOCKOJILKY,
HEeCMOTpS1 Ha TO, YTO U paHblUe
B By3ax IIPOBOJIMJIMCH MacTep-KJacchl
TPaJIMIIMOHHBIX My3bIKAHTOB, BhIPAOOTKA
COBPEeMEHHOH MeTOAO0JIOTHH YCTHOIO
00yUeHHs HA CHCTEMHOH OCHOBE
nyTeM He eIMHOBpPEMEHHbIX aKIni,
a LieJIeHarnpasJ/ieHHbIX H 10JITOBPEMEHHBIX
nporpamm (yueOHbIX, yueOHO-
NPAaKTHUECKHUX, UCTTOJHUTENbCKUX U JIP.)
SIBJISIETCS] ceHyac OJIHOM M3 CaMbIX BaXKHBIX
3aja4y B 06pa3oBaHUU M KYJbType.
[Tpu 3TOM MBI OTZIAEM CeOe OTUET B TOM,
YTO He TOJIBKO B Ka3aXCKOH, HO U BO BCeX
BOCTOUHbBIX TPAJMIIHOHHbBIX KYJIETypax
oOyueHHe My3blKaHTa HE HMEJIO YETKO
CTPYKTYPHPOBAHHOH, LieJIeHarpaBJ/eHHO-
MJIAHOMEPHOH UK, TeM OoJiee,
MEeTOIHUECKH 0(hOPMJIEHHOH «TIPOrPaMMbI»,

160 HOCHTEJIb MY3bIKaJIbHOH TPaUIIHH,
OCYLLECTBJISISI B 9TUX KyJIbTypax BaxKHeM1LIyto
COLMAJIbHYIO J1€ATe/IbHOCTh, OTHOBPEMEHHO
¥ OPraHUYHO BBICTYTAJI ITPH 3TOM M B POJIH
yuutens (ycras, ycron), sBasisiCh CaMUM

no ce6e HEKUM ITAJOHOM, MOJIEJIBIO

¥ TIPUMEPOM JIJIsT TTOJIparKaHHusl.

B c/10:kuBLINXCS 2Ke B HACTOsILLEee BpeMsi
COLIMOKYJIBTYPHbBIX YCJIOBHUSIX B CHCTEME
COBPEMEHHOI0 My3bIKaJIbHOTO 06pa30BaHHsI
JIOJIKHBI ObITh UETKO pa3paboTaHbl
oOpagzoBate/ibHble MPOrpaMMbl My3bIKAHTOB
YCTHOH TPAMIMH, B KOTOPBIX BCE KYPChI
1 TIPEJIMEThl B KOMILIEKCE J0JKHbI ObITh
HarpasJieHbl Ha 60Jiee CHCTEMHOE
1 CTPYKTYPHPOBAHHOE BOCITHTAHHE
HOCHTesIeH Ka3axCKOH My3blKaJlbHOH
KyJbTypbl. FIMeHHO ¢ Tako#l 1ie/1bio Obli
3ajlyMaH Korja-To Kypc «10MOpOBOro
cosb(heLKMO» B KOHCEPBATOPUH, KOTOPBIH
cTasl Mo3Ke KOMIJIEKCHBIM KypCOM
COMbQEKHO, a M032KE «ITHOCOMbPEIKHO .
DTOT KypcC, KOTOPBIH CONEPIKUT
B ceOe 3/1eMEHThI Psiia AUCLIUIIMH
JUISl HAPOJIHUKOB» ( COMbQELKHO,

MCTOPHSI U TEOPHST Ka3aXCKON My3bIKH,
aHaJiM3 00pasiloB TPATHIMOHHOH MY3bIKH,
pacundpoBKa, UMIPOBU3ALHS

1 KOMITO3HLLUSI ), MBICJIMJICS HA CAMOM

JieJie KOMIJIEKCHBIM My3bIKaJIbHO -
TEOPETHYECKUM U MIPAKTHYECKUM KypCOM,
MOCKOJIBbKY 3/1€Ch JI0JIXKHbI UCI0JIb30BAThCS
BCe 3HAHMS O HAPOJHOH TEOPHH MY3bIKH.

Ho camasi cusibHasi ctopoHa 3Toro Kypea —
MMEHHO MpaKTHueckas (Teopust UMeeT
311€Ch NPUKJIAJHOE 3HAUEHHE ), TO €CTh

KYpC «OpPUEHTHPOBAH Ha BOCCTAHOBJIEHHE
TPAMLMOHHBIX HOPM MY3bIKAJIbHOTO
BocnuTanus» (IIporpamma KoMIIeKCHOrO
Kypca cosb(pe/KHO), a TakKe TPAIULIHOHHOTO
My3blKasibHOTo Mblliennsi (Omarova, et al.
70—86). [TosToMy aKieHT B Kypce jiesaercsi
MMEHHO Ha yCTHbIE (OPMbI pa3BUTHS CIyXa
TPAMIMOHHBIX MY3bIKAHTOB: CJIylIaHHe

M YCTHBIHA CJIYXOBOH aHaJ/In3 KloeB

(meceH), yCTHBIA IMKTAHT, pasHble BUIbI
MMIPOBU3ALIMH, COUMHEHUS U IpyTHe POPMBbI
paGoThbl, HaTpaBJIeHHbIE HAa Pa3BUTHE
YCTHO-MY3bIKaJbHOTO CJIyXa U MaMsITH,



COBEpILEHCTBOBAHKE 110 BO3MOXKHOCTH BCEX
CEHCOPHBIX CMIOCOOGHOCTEH 06yYatoIIerocsl.
To ectb 3TOT Mpeamer uaet pyka o6 pyky

C OCHOBHOH MCMOJHUTEJbCKOH
CMeLHaNbHOCTbIO My3bIKAHTOB.

Opnnako B HacTosilee Bpemst Kype
3THOCOJIb(EKIO, BMECTO TOTO YTOOBI
MpOrpeccupoBaTh U 3aHUMATh nojobaroLlee
MOJIOYKEHHE B CUCTEME BY30BCKOTO
LMKJIA KAK BayKHEHIIEH IMCIUTIIHHBI
npoeccHoHaNbHOrO KOMITOHEHTa,
peasiu3yeMoro Ha MnpoTsKeHHU BCero Cpoka
o0ydenHsi, TPENoaeTest OUH, B JydlleM
calydae JiBa cemecTpa. 371eCh Mbl He MOXKeM
OCTaHaBJIMBATHCS HA MPUUUHAX TAKOTO
NOJIOXKEHHUS BELLEH M CKaXKEM JIHILb,
4TO B CBeTe MOJAHMMAEMOH HaMU MPoOJIeMbl
TPAHCJISILMH KJIACCHIECKOTO My3bIKAJIbHO-
KYJIBTYPHOTO HACAEHs ¥ €ro MOJHOLLEHHOTO
(YHKLLMOHHPOBAHHS B COBPEMEHHOH
KyJIbType He TOJIbKO B OTHOLIEHUH
OT/Ie/IbHBIX y4eOHBIX KyPCOB, HO U B LIEI0OM
Hy>KHa POJlyMaHHasi cucTeMa J10By30BCKOTO
1 M0CJIEBY30BCKOr0 06pa3oBaHusl
TPaAHIMOHHBIX MYy3bIKAHTOB.

3aKknwuyeHue

[Tonnsitas eute B 70-€ rojpl Mporioro
crosieTust npo6semMa GyHKIIHOHHPOBAHHUS
TPaAMLUHMOHHBIX My3bIKAHTOB B COBPEMEHHOH
KYJIBType W X 06yuyeHHsi B My3bIKaJIbHO-
00pasoBaTe/IbHbIX 3aBeICHUSX
eBPOIIEHCKOro THIA He TOJIBKO He MoTepsiia
CBOIO aKTyaJslbHOCTb, HO H, B CBSI3H

¢ r1o6annu3alMOHHBIMH MTPOLECCAMU

BO BCeM MHpe, elle OoJiee 060CTpUJIach.
Mys3biKaJibHble KyJbTypbl BOCTOUHOTO MUPa
¥ X COOOLLeCTBA B LIEJIAX COXPAHEHHUS

U Jla/IbHEH1LIero JJOCTOHHOrO ObITHSI CBOUX
KJIACCHUECKHUX MY3bIKaJIbHbIX TPAJHIHHI
OCYLLIECTBJISIIOT B HACTOSILLIEE BPEMS] camble
pasHble, B TOM YHUCJ/I€ U FOCY/IaPCTBEHHBIE,
NPOrpaMMbl M0 UX 3alLUTE U aKTyasU3allHH.
B nanHo#l cTatbe, MOMMMO MOCTAHOBKH
JaHHbIX Llesell v 3a1a4 B Kazaxcrane,
obpaulaeTcs BHUMaHUe Ha BeCbMa

BAKHY!O JI/Is1 BOCTOUHOH MY3bIKH NTpoGJieMy
TPAIUIMOHHON (HAPOJHON ) TEOPHH

MY3bIKH B CBSA3H € poOJieMaMi 00ydeHHs
TPaAMLMOHHBIX My3bIKAHTOB B COBPEMEHHbIX
yueOHBIX 3aBeIEHHUSIX (B UaCTHOCTH,
My3bIKaJIbHbIX By3ax). dta npobJema
AKTyaJIbHa B CBSI3U C OITHMH3ALHEH
HCIIOJIHHTE/IbCKOIO HCKYCCTBA B chepe
Ka3aXCKOH TPaAMLIHOHHON MY3bIKH,
KOTOpasi, Kak M My3blKa IpyrHX BOCTOYHBIX
HapOJI0B COBPEMEHHOCTH, CTaJa 10 CyTH
npodeccHoHaNbHON My3bIKOH YCTHO-
MMCbMEHHON TPaHLHH.

B cBs3u ¢ HapoHOU Teopuel My3bIKH
MOJIHUMAIOTCS BOTPOCHI XY/102KECTBEHHOTO
KaHOHa B pohecCHOHaNbHON My3blKe
YCTHOH TPAMLIMU: B KA3aXCKOM
MY3bIKO3HAHUH OHH BbIBUHYJIUCh
B 70—80-e rr. XX Beka BMecTe C H3yueHHeM
(heHOMEHA HHCTPYMEHTAbHON My3bIKH
Ka3aXxoB KyH U 3alaJHOKa3aXCTaHCKOH
TpajuLMel Tekre. YCTHO-My3blKasbHast
TEOpHsl B CBOEM YHCTOM BHJIe COXPaHHJIACh
MMEHHO Y KOUeBbIX HAPOJIOB B WX 001N
cucreme CremnHoro sHanms (A. Konap),

1 3Ty TEOPHIO 10 JAHHOH aHAJIOTHH,

a takke no anajorun ¢ CYU (crennas
yctHas ucropuorpadus B. IOnuna), moxxHo
Ha3BaTh CTEIIHOH TeopHel My3bikH. [1aBHOH
NPaKTUYECKON 3afayuel, CTosAIeH CeroaHs
nepel HaMH, SIBJISIeTCS UCIOJb30BaHHE BCeH
HAKOIJIEHHOW CyMMbl 3HAHUI O HAPOAHOK
TEOPUH MY3bIKH B ITpoLiecce 00ydeHHs
TPaAMLMOHHBIX My3bIKAHTOB, KOTOPbIE,

B CHUJTy IPE€BAJIMPOBAHUSI TUCbMEHHbIX
thopm 0OyueHHst B COBPEMEHHOH CHCTEME
006pa3oBaHusi, CKOPO He OyIyT CIIOCOOHBDI

B I10JIHOH Mepe BbINOJHSTh 3a/1auy
TPAHC/ISILIHH TPAJUIIHOHHOTO MY3bIKaJIbHOTO
Hacsenus. [lostomy B cucteme
coBpeMeHHOro o6pa3oBaHust HEOOXOAUMO
BO3POJIUTh YCTHBIE (DOPMBI K METO/IbI
0Oy4eHHs1, KOTOpble HaMpsIMYIO CBsI3aHbl

C 3a71a4el BOCITUTAHUS HOCUTEJIEH
TPagULMH, CTOCOOHBIX MOJHOLEHHO
BOCIIPOM3BO/IMTb TO, YTO OCTABHJIO

HaM B HACJIEACTBO cTapliee MoKoJeHne
MY3bIKaHTOB.

B craTbe aHa/M3MpPYyIOTCS IVIaBHbIE
MPUUYMHbI, 110 KOTOPbIM CTAHOBUTCS BCE
TpyZIHee YKa3aHHasi, penpoayLypyoLasd,
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JIeSITE/IbHOCTb COBPEMEHHbIX My3bIKAHTOB!
1) aGcomtoTH3alust HOTHBIX My3bIKaJbHbIX
TEKCTOB, OTParKaIOLLMX 3aCThIBLIEE
MTHOBEHHE YKUBOH, UMITPOBU3HPYEMOH
My3bIKH, Harpumep, Kiosl, —

€ro eIMHCTBEHHbIH BapUAHT (B JiydlleM
carydae 3apMKCHUPOBAHO 1BA-TPH

BapHUaHTa OJIHOIO KI0s1) B IPOTHBOBEC
MHOTOBapPHAHTHOCTH — CaMOM KU3HU
MY3bIKaJIbHOU TPaJMLIAHK (BO MHOTHX
KyJIbTypax yzke JJaBHO MpU3HaJIH
HEBO3MOXKHOCTb a/IeKBATHOTO OTPaXKEHMUsI
BOCTOUHOH MY3bIKH B CHCTEME
€BpOMENCKON HOTALUU U MTPULLLIH

K BbIBOJLy O €€ YCJIOBHOCTH M OrpaHMUE€HHOH
(bYHKIHOHAJILHOCTH ); 2) y30CTh pernepTyapa,
He OXBaTbIBalollero Bce 6OraTcTBO

1 pasHoobpasue aBTOPCKHUX W ayTeHTHUHbBIX
peruoHasbHbIX My3blKaJbHbIX TPAJHIINH,
yCTaHOBKA Ha MUCbMEHHOCTb U O10pa

Ha HOTHbIE TEKCThI (He COXpaHsIoLILIHecs

B JI0JITOBPEMEHHOM MAaMSITH ) U TOYTH TOJIHOE
OTCYTCTBHE HABBIKOB YCTHOTO 06YUeHHUS,
OIMUPAIOLLEroCsl HA BU3YaJIbHO-CJTYXOBYIO

¥ KUHECTETHYECKYIO aMsITh My3bIKaHTA.
[TosioxkeHue yeyryGJsieTcs: TeM,

4TO B KyJIbTYpe MaJio OCTAeTCsl
MCIOJIHUTENICH — HACTOSILIMX HOCHTe el
npodeccHoHaNbHbIX Ka3aXCKUX TPaJULIUH
OH-KYH-bIp (IeCEHHOT0, MHCTPYMEHTAJbHOTO
M 3MTMYECKOT0 UCKYCCTBA ).

Hanexxapl Ha BO3pozKaeHHE YCTHBIX
(op™m U MeTo10B 0OyUeHHsI, a 3HAUMT,
MOJIHOILLEHHOTO (PYHKIIMOHUPOBAHHS
TPaMLUMOHHON MY3bIKH B COBpEMEHHOMN

KYJIBType, CBSI3bIBAIOTCSI C TEM,

4TO B Ka3aXCKOM 0OL1eCTBe pacTeT
HalMOHAJIbHOE CAMOCO3HAHHE U yIKe
cogpeJia NoTpeOHOCTL B 6oJiee LIMPOKOM
NPOAYLHPOBAHUH HALLMOHAJILHOH MY3bIKH:
POIUTEJIH XOTSAT AaTh CBOMM JIETSM
HavyasibHOE My3blKaJbHOe 00pa3oBaHue,
3aIUChIBAIOT UX B KPY2KKH UTPbI Ha loMbpe,
JKeTUTeHe, KoObI3e, MeHus ¢ 10MOPoH

v np. B ¢Bsi3u ¢ 3TuM pacret padouas
HHULLIA U151 My3bIKAHTOB, KOTOpbl€ TOMHUMO
UCIOJIHUTENIbCKON J€5TeIbHOCTH JI0JI?KHbI
BJIAJIETh HABBIKAMM YCTHOTO 0OyUeHHS!

Ha Ka3axCKUX MHCTPYMEHTAaX WJIH HApPOJAHOMY
nenuto (B Kaszaxcrane nporpammy
MaccoBOro YCTHOTr0, 6€3HOTHOIO

o0GydeHust Ha 1oMOpe Ha CBOEM OIlbITe
Bbipabotas A. Panm6eprenos). [Tousitho,
4TO W CaMHU MPeroiaBaTest 10/ 2KHbI
BJIaJIeTh TAHHBIMH HaBbIKAMHU, He TOBOPSI

0 TOM, UTO OHH JIOJIXKHbI B [IEPBYIO OU€peib
CTaTh «MOJEJIbI0>» TeX HALIMOHAJIbHBIX
TPAJIMLIMHA, HOCUTENISIMH KOTOPBIX SIBJSIOTCSI.
[Tostomy B Kagaxcrane HeoOX0AUMO CPOUYHO
CO3/1aTh MPOLYMaHHY0 0GHOBJIEHHYIO
CHCTEMY JI0BY30BCKOTO U MOCJE€BY30BCKOTO
00pas3oBaHusl TPAJUIIHOHHbBIX My3bIKAHTOB.
BripaGoTKa ke coBpeMeHHO! MeTOA0/I0rHH
YCTHOro 00y4eHHsl Ha CHCTeMHOH OCHOBe
MyTeM He eIMHOBPEMEHHbIX aKIHH,

a LeJieHanpaBJ/eHHbIX U J1I0JITOBPEMEHHbIX
nporpamm (yueOHbIX, yue6HO-
MPaKTHUECKHX, HCTTOMHUTEIbCKUX U IP. )
SIBJISIETCS] celuac OIHON U3 CaMbIX BaXKHbIX
3a7a4 B 06pa3oBaHUM U KyJIBType.
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WbIFbIC MY3bIKACbIHOAFbI K¥AMA K¥JIAK 9A1CI: BYTIHT 1 AXYAJbI
(KA3AK ACMANLWbBINAPbI MbICANIbIHAA)

AHpaTtna. OTKeH FacblpAafbl MOAEHWUETTErI anyaHTYpi e3repicTep A3CTYPAi My3blKaHTTapAblH, KbI3METi
MeH OKbITybIHAA eyponanblk, dopManapAplH ycremairiHe akenai. Aactypni My3blKaHTTapAbl OKbITYAbIH,
HOTasbIK, XXY/eCi UIMNPOBM3aLIMS MEH LUbIFapMaLLbIbIKKA (KOMNO3UTOPbIK enwWinaikke) AarapinaHbaraH
MY3bIKAHTTbIH XaHa TYPiH TyAblpAbl. OcbiFaH 6ainaHbICTbl LUbIFbICTBIH aybl3eKi-My3bIKanblk, A3CTYPi

MeH «¥CTa3 — WaKipT» XyMeciHAe KONAaHbIIFaH OKbITYAbIH TabuFu (aybi3Wwa) aAicTepiH ©3eKTeHAaipy
MaKcaTbl KoMblnaabl. byriHae onapablH XXaHAaHYbl Ka3ak A3CTYPAi My3blka CanacblHAAFbl OpbIHOAYWbIbLIK
6HepOi 0HMAlinaHObIpy MaKCaTbiHAA KAXKET.

LUbiFbIC My3bIKacblHbIH aMbeban 6enrinepi — aybl3ekinik, KBMHYCKANbIK, CyblpPbINCaAMa, CUHKPETU3M,
KOPKeMAiK KaHOHHbIH, 60nybl xaHe T. 6. OnapabiH, 6apAbifbl Ka3ipri 3amMaHfFbl A3CTYPJli My3bIKaHbIH,
TONbIKKAHAbBI OpbIHAAYLWbINAPbLIH TapbueneyaiH dopManapbl MeH aaicTepiMeH bainaHbICTbl. Makanaza
Ka3aKTbIH A3CTYPAi My3bIKaHTTapPbIHbIH, OYriHri TaHAA WbiFapMaLLbUIbK QYHKLMSACHIH XXOFaNTbIM,
penpoayKuManbIK KbI3METTi TOJbIK, Xy3€ere acblpa afMayblHbIH cebenTepi awbinaapl. byn xaroaaa
70-80 xbingapbiHaa 6actay anfaH XanblKTblK, TEPMUHONIOTUS MEH My3blKa TEOPUSCHIH XUHAY,

KYHMeney xxaHe 3epTTey XKYMbICTapbl Ka3ipri oKy TaXipubeciHae )anfacybl XXaHe KOMAAHbIYbl KEPEK.
Ka3aKCTaHHbIH, Ka3ipri 3aMaHfbl MaAEHUETIHAE ASCTYPAI My3blKAHTTAPAbIH, TONbIKKAHAbI XXYMbIC iCTeYi
MaKCaTblHAA aybl3La OKbITYAbIH 3aMaHayM 9AiCHAaMaCbIH 93ipJiey XKaHe KOFapbl OKY OpHbIHA AeMiHTi
YXSHE XKOFapbl OKy 6iniM 6epymiH, XXeTiNreH, »KaHapTbisiFaH XYMAECiH Xacay LWYFbIN KaXKeT. AybI3LUa WbIFbIC
M3[EeHMETI My3bIKaHTTapbIH A3CTYPAi XaHe 3aMaHayu Tapbueney TaxipubeciHe KaTbICTbl TanAay MeH
CUHTE3 dAicTepi, XiKTeYAiH, XyMHeneyaiH XaHe TUMONOTUSHbIH, Xanrbl FblbIMU 9AICTEPi KONAAHbINAAbI.
3epTTey HaTUXKeNepi 6OMbIHLIA aybl3Lla OKbITY POPManapbiHbiH, dAiICTEMECIH Jylieni Hezi30e
(KonpaHbICTaFbl a3bala HbICaHAAPMEH KaTap) 93ip/iey KaXeT AereH KOPbITbIHAbI Xacanagpl.

Tipek ce30ep: LWbIFbIC MBAEHMNETTEPI, aybI3eKi-KaCiOU My3bIKaNbIK A3CTYPAEP, 9H-KYM-XKbIp 6HEPI,
XanblKTbIK My3bIKa/blk TEOPUACHI, YCTa3 — LWKIpPT, KyiMa Kynak, aaicTepi, 3STHoconbdenxmo, AaCTypi
My3blKaHTTapFa apHanfaH 6inim 6epy 6arnapnamanapbi.

Aoiiexce3 ywin: OMapoBa, [yn3aaa, xxaHe KasaHran, TotTiMbeT. «LUbIFbiC My3blKacbiHAAFbI KyMMa
Kynak, agici: byrinri axyanel (Kasak acnanwbeinapbl MbicanbiHaa)». Central Asian Journal of Art Studies,
T.7,N22,2022,41-59 6.DOI: 10.47940/cajas.v7i2.552.

Anrbic. XXypHanablH, peLleH3eHTTepi MEH pefaKuMabIK afKacbiHa MakanaHbl MYKUST OKbIM LUbIKKAHbI
YLUiH >X8HEe OHbIH, FblbiMM e3ekTiniri MmeH CAJAS xypHanbiHAA XKapusnay MyMKiHAIrHe KaTbICTbl
00beKTUBTI TY)KbIpbIMAAP YLWUiH LWbIHAMbI aNfbICbIMbI3AbI 6inaipemis.

Asmopnap KomuazbaHblIH COHFbI HYCKACbIH OKbIN Kynmaodsl XaHe Myddenep KaKMmeblfbiCbl YOK eKeHOi2iH
ManiMoeliol.
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ORAL TEACHING METHODS IN ORIENTAL MUSIC: CURRENT STATE
(ON THE EXAMPLE OF KAZAKH INSTRUMENTALISTS)

Abstract. The multifaceted transformations in culture in the XX century led to the dominance

of Europeanized forms in the functioning and teaching of traditional musicians. The musical notation
teaching system for traditional musicians has given rise to a new type of musician who no longer has
the skills of improvisation and composition (composing abilities). In this regard, the goal is to actualize
the natural (oral) teaching methods that were practiced in the oral-musical tradition of the East

and the "Ustaz-shakirt" system (Teacher-student). Their revival is necessary today for the purpose

of possible optimization for the performing arts in the field of Kazakh traditional music.

Universal signs of Oriental music are orality, variation, improvisational, syncretism, the presence
of an artistic canon, etc. All of them are connected with the forms and methods of educating full-
fledged performers of traditional music in modern times. The article reveals the reasons why Kazakh
traditional musicians today have lost the function of creators and are not able to fully carry out
reproducing activities. In this situation, the work, started in the 70-80 's, on collecting, systematizing
and studying folk terminology and music theory should continue and be used in modern educational
practice. It is urgently necessary to develop a modern methodology of oral education and to create
a well-thought-out updated system of pre-university and university education of traditional musicians
with a view to their full functioning in the modern culture of Kazakhstan.

The study methodology is based on the methods of modern art and ethnomusicology (systematic,
complex, etc.), as well as well-known methods of other humanities and ethnography disciplines.

The methods of analysis and synthesis, general scientific methods of classification, systematization
and typology are applied to the practice of traditional and modern teaching of oral oriental cultures’s
musicians.

The results of the study are summarized and the conclusion is made about the development (along
with the available written forms) of the methodology of oral forms of education on a systematic basis.
Keywords: Oriental cultures, oral-professional musical traditions, art of an-kui-zhyr, folk music
theory, ustaz-shakirt, oral teaching methods, ethnosolfeggio, educational programs for traditional

musicians.

Cite: Omarova, Gulzada, and Kazangap Tattimbet. “Oral Teaching Methods In Oriental Music:
Current State (on the Example of Kazakh Instrumentalists).” Central Asian Journal of Art Studies, vol. 7,
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Cesuab Papxagosa'

! MHetuTyT apXuTeKTypbl i HeKyceTBa HattonasbHol akanemun Hayk Asep6aiizkana
(Baky, AsepGaiikat)

AHHOTaums. B HacToswwel CTaTbe OCMbICIEHWUE CYTU KOHLENTYaNbHOTO COAEPXKAHUSA Myrama

KaK anbTepHATMBHOIO TUMA MblLEHUS YBA3bIBaeTCs C ocBoboxaeHneM Kapabaxa u obbsaBneHnem
ropoga LUywm kynbTypHbIM LeHTpoM Kapabaxa — cobbiTveM, npeaBapsemMbiM BOEHHbBIM CTOJIKHOBEHUEM,
BHOBb aKTYaJIM3MPOBABLUMM GOPMYNY «KMU3Hb — CMePTb». BOCTpe6OBaHHOCTb HAYYHOIO MOCTUKEHNUS
KOHLLeNTYaNbHOro COAEPXKAHUSA MyraMa B TEKYLLEM BPEMEHU 0ObIACHAETCS He TOMbKO

€ro MOTMBMPOBAHHOCTbHH, KOHKPETHBIMU PeaNnAMU NPOTMBOOOPCTBA C TpPAarMYeCckMM MCXOA0M

[LNS MHOXECTBA MOJIOAbIX XXM3HEN, HO M CaMOW aTMOCdepoit CONpUCYTCTBUS B €4MHOM MUPOBOM
npouecce, NoApasyMeBatoLleM MacluTabHble nepeMeHbl B MUPOBOCTPUSTUM Y MUPOBO33PEHUM
MbICNALLMX NOAEN.

B cooTBeTCTBUM C M3y4aeMbIM paKypcoM npobaemMbl OCHOBHbIMU METOAAMM MCCNEL0BAHMUS
paccMaTpuBatOTCS repMeHeBTUYECKMiA, DEHOMEHONOTMYECKMIA U KOTHUTUBHBIN. B KavecTBe
MEeTOA0/I0rMKN NPEeAIaraeTcs CUCTEMHOE UCCaef0BaHMe Npobaembl C y4ETOM BOCTOYHOM
MMPOBO33pEHYECKOM NapaaurMbl, pasnnyatoLleil ABYXMONCHOCTb MblluleHWs, 06paLLeHHOro BHYTpb
(batin) 1 BoBHe (zahir) npu npeobnasatoLlei ponn GakTopa BHYTPEHHErO MbILIEHUS — MOMCKA.

0603Ha4YeHHbIM B 3arnaBuM pakypc UccienoBaHns npobnembl MyraMma 3HauMM He ToNIbKO
[LNS €ro COXpaHeHUs M pa3BUTMS KaK LEHHOCTHOrO nacTa asepbaiaykaHCKoM My3biKanbHOM KynbTypbl.
B KoHTekcTe HacTosLero BpeMeHu npobnema Myrama nepecraeTt ObiTb «4aCTHOW» 3aa4Yeit OTAeNbHON
o6nactu 3HaHus. OcTpoTa ee onpeaensetcs ropasao 6onee MaclwTabHbIMM NpoLeccamu,

KaK M B paHHEM MpOLLIOM CTaBALMMM CETOAHS BO IMaBY Yr/a BOMPOC XMU3HU U CMEPTU.

Llenb HapacTatowmx B MMpe KOHMAUKTHBIX MPOTUBOCTOSIHUIA HACTOSTENBHO AMKTYET OCMbIC/IEHUE
YHMBepCanbHOro 3akoHa Muponopsaka 1 [apMoHuu, To ecTb ry6UHHOM CyTH 06LLeYeNnoBeYeCcKoro
[LyXOBHOFO MUCTOKA, KAaKOBbIM SBNSETCS Myram M My3bika B LiesioM. CI0XKHOCTb, @ MOpoii
HenpeoAoIMMOCTb NPerpas, BbICTPOEHHbIX AUbdePeHLMPOBAHHbIM, Y3KO KCMeLManm3MpoBaHHbIM»
NOAXOLOM K M3y4YeHUo NpobneMbl, NpeoaoneBaeTcs Ha JaHHOM 3Tane Pa3BUTUS Hay4YHOW MbICAU
BOCTPEBOBAHHOCTbIO MYNLTUANCLUMNIMHAPHBIX MccnenoBaHui. C 3aHATOM no3uummn npobnema Myrama



paspacraeTcs 40 NMpeAMeTa U 06bekTa KOMIIEKCHbIX CUCTEMHbIX Hay4HbIX MOWCKOB, YTO OTKPbIBAET
HOBble pyBexu 419 ee NoJHOMACLITabHOro OCBELLEHMS], 3aTParMBakoLLEero robabHble acneKTbl,
npex/e BCero npobiemMy MUpOYCTPOMCTBA U YSACHEHMS MecTa 1 GYHKLMM YeNOBeKa B NAaHETapHOM

MUpe.

M3naraemble Cy>XAeHUs CTPOSTCS Ha J10rM4YeckoM 060CHOBaHMM 0COBEHHOCTU M 3HAYMMOCTH
WUHTYUTUBHOTO AYXOBHOrO NMO3HAaHUS — 03apeHKns. BepHOCTb 3aHMMaeMow MCCnenoBaTeNbCkon No3nLMM
NOATBEPXKAAETCS TEM, YTO CTAHOBSTCS pa3peLuMMbIMU MHOTUE, paHee He NoALALLMECS 0ObACHEHUIO
cyrybo B paMKax My3blKOBEAYECKOW CMEeLManbHOCTM BOMPOChI, HAMpPUMeEPD, MPUYMHA NPUYUCTIEHNS
BOKa/IbHbIX COMbHbIX GOPM K Hanbonee paHHUM 06pa3LiaM My3bIKaZIbHOTO MbILLNEHUS, YEM,

B YaCTHOCTW, MOATBEPXKAAETCS MCKOHHOCTb 6a3MCHOr0 3HaYeHUs 6oraToro BOKasbHbIMU TPAAULUAMM
(0 yeM cBMAETENbCTBYET PAa3BETBIEHHAS CETb LIKON «XaHEeHAe») azepbaiaKaHCKOro MyraMHoro
Hacneaus, BOCXOASLWErO K MCTOKAM MUPOBOM KyNbTypbl. JTOrMYeCcKM 0CMbICIMBAETCS CYLLHOCTHOE
3Ha4YeHMe BHYTPEHHErO, YXOBHOIO BOCNPUATUS, 0ObACHAETCS TaKKe OCHOBOMOAratLas posb
MHCTUTYTOB HPABCTBEHHOCTU M YMCTOTbI B MPAKTUKE BOBNEYEHWS MO3HAIOLMX CO3UAATENbHBIX YMOB

B MPOL,ECC TBOPYECKOr0 CTaHOB/IEHWUS — BO3BbILIEHMS — 03apeHus. [1o-HOBOMY MHTeprpeTMpyeTcs
KOHLLeNTyanbHas ponb ApaMaTypru C KyN1bMUHALMOHHBIM NPOPbLIBOM B CBETO/TYYEBOWM CEMAHTUYECKMIA
KOHTUHYYM. [oaaaeTcs aHanuTUYecKoMy pasbsiCHEHWUID JOHOCUMMOE S3bIKOM AyXOBHOCTU
KOHLLeNTyanbHOe Coaep)XaHhe ApaMaTyprum CBEPXYyBCTBEHHOIO BOCTMIPUSTUS B MyraMHOM MblLUIEHUN
(BEpTMKaNbHbIA BEKTOP) U CIOXXETHOMOTUBMPOBAHHOIO OCTPO3MOLIMOHANbHOIO BOCMPUATUS
TpareauiHon dabynbl (ropu3oHTaNbHbIM BekTop). OCBeLLaeTcs CyTb pa3ivims CMbICIOBOI Harpy3Ku
HOpMybl KCMEPTb — XKM3Hb» B KOHTPACTHOW ApaMaTyprun Myrama, B nadoCHOM aNnYecKon

Tpaauuum (HenmpepbiBHOCTb) U TOW e hopMybl B 06paTHOM NOCNIEA0BATENbHOCTU «KMU3Hb — CMEpTb»
(NpepbIBHOCTB) B TpareaMMHON KOHPANKTHOM ApamMaTypruu, CBA3aHHON ¢ habynor NpoTUBOCTOSHMUS

U npeei XepTBEHHOCTH, CO3aL0LLEN MOPANbHO-HPABCTBEHHbIE CTUMY/Ibl NS AYXOBHOIO poCTa.
M3naraemble cy>xAeHWs NOATBEPXKAATCS KOHKPETHBIMU NpUMepaMu 6oratoro pasHoobpasvem Gopm
TpaaMUMOHHOrO Hacneamsa Kapabaxa, a Takxke GeHOMeHaIbHOCTbI0 TBOPYECTBa a3epbaiiaykaHCKOro
KoMmno3uTopa-MmbicauTens Yeupa lfamkubeinnu. B 3aBepLueHne ctaTbi NoAYEpKUBAETCS BAXKHOCTb
BOCTOJIHEHMS U MPOSIBNIEHUS TBOPHECKOIO NMOTEHLMANa B BO3POXKAEHNUMN KYNbTYPHOM XKU3HU
Kapabaxckoro pervoHa Ha 6a3e Hay4YHOro MOCTUXKEHMS KOHLLENTyaNbHOM 3HAYMMOCTM LyXOBHbIX

KaHOHOB MYraMHOro UCnosIHUTENbCTBA.

Knioyessbie cnoea: [yxoBHOCTb, MyraM, BOKaNbHAs LUKOAA XaHEHAE», FApDMOHUS MbIC/IH,
KOHLLeNTyaNnbHOCTb, CTAaHOB/IEHWE — BO3BbILLEHWE — 03apEHNE, BHYTPEHHEE — BHELUHEE, CMepPTb — KMU3Hb.

Ana yumuposarus: ®apxaposa, CeBub. «Myram Kak KOHLENTYasIbHas OCb MPOLLECCa BO3POXAEHUS
W pa3BUTUA KyNbTYpPHOro Hacneaus AsepbaiaxaHax. Central Asian Journal of Art Studies, 7.7, N2 2, 2022,

c.60-75.D0I: 10.47940/cajas.v7i2.580.

Asmop npoyuman u 0006PLU7 0KOHYamesibHbIl 8apuaHm pykonucu U 3asensem 06 omcymcmeuu

KOHGIUKMa UHMepecos.

M3bepu cMepmeb u pazopsu nokpeigano. Ho He makyw cMepms, Ymobsl colimu
8 MO2uNYy, a cMepms, 8eOyWYH K OyX08HOMY 06H08aeHUto, 0absbl solimu & Caem.

BBepeHue

Co6bmm TEKYLLEro BpeMeHH —
no6enoHocHoe cpaxenue 3a Kapabax
1 npoBo3miatlenue ropoaa lyuu
KYJILTYPHBIM LIEHTPOM — MOOYKAAIOT
K Pa3MBILLIJICHHIO O 3HAYUMOCTH 3TOT0
coObITHS /151 OY/LyLLEro BO3POXK/IEHHS
JIlyXOBHOH »KH3HHU B Kapabaxe
1 B AzepOarikate B 11€/10M.

KapTuHa KyJbTypHOTO M 9KOJIOTHYECKOT0
BaHa/M3Ma, NpecTaBaeHHast
pa3pyLLIEHHbIMH 32 TO/Ibl OKKYTALUH

LxananedduH Pymu

JIOMaMH, OCKBepHEHHbIMH MTaMsITHUKaAMU
JIPEBHOCTH, CTEPTHIMH C JIULA 3EMJIH
LIeieBpaMH 3014€CTBa, B COBOKYITHOCTH

C BBIKOPYEBAHHbIM, COACKEHHBIM
NPUPOJHBIM OOraTCTBOM Kpasi,

Ka3aJ1och Obl, He OCTaBHJIA HAEK/IbI

Ha BOCMOJIHUMOCTb B OsinxKailiem Oyayuiem
JlyXOBHOTO, TBOPUECKOTO MOTEHIHANA,
BEKaMH CO3/1aBaBLLIEr0 OCHOBY

151 IOJTHOKPOBHOM YKU3HEEeSATebHOCTH
KOPEHHOT0 a3epOailzKaHCKOro HaceJIeHUs
Kapa6axa. Ho napsiny ¢ npotuBocrosiiie#
Bpary COKpYLIMTEJIbHON BOUHCKOH MOIIBIO
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NPUCYTCTBOBAJA U GoJiee IeHCTBEHHASs,
npeBo3Moraroulasi HeB3rojpl 1 60Jb
«MArKasi cujia» — namsiTh MOKOJEHHH,
BOCIUTAHHbBIX HA HETO/IBJIACTHBIX
(h13HMYeCKOMY YHHUTOKEHHIO BEUHbIX
eHHoctsix. ManaBHa rmaBHbIM HCTOYHUKOM
3TON XKU3HEHHOU CHJIbI ObLIO HACElyeMOe,
HasucHoe 1151 azepObakIzKaHCKON KyJIbTyphbl
B 11&JIOM, KOHLIENTYyabHOE MyraMHOe
MbllieHne. OTMeUeHHbIM, BEPOSITHO,
0OBbSCHSAETCS BHYTPEHHUH MO3bIB

Yy BOMHOB-0CBOOO/IUTENIEH K TEHUIO

Myrama Ha pojIHOH KapaOaxcKol 3emiie

KaK 3By4aHHI0 BOCTPeGOBAHHON KPU3UCHOH
CUTyaluen, U3BeuHO OYyPIOHUPYIOLIEH
«HOTBI» MyapcTBOBaHUs. OCO6EHHO
3HaMeHaTe/bHbIM U 3HAaUMMbIM OHO ObIJI0

B IVIaBHOM BbICOTHOH Touke Kapabaxa —
uuTaaesu myramion Moicau — B Hlyine.
[leHne Myrama B KaxKJ10M M3 CJIy4yaeB UMeJI0
3HAKOBBIH CMBIC/ H 03HAYAJI0 BO3BpallleHHe
BMeCTe C KOPEHHbIM HaceJeHHeM rapMOHHH
CO3HaHHsI BO BCEX €r0 MPOsIBJACHUIX —
CeMeHHbIX, COLMANbHBIX, TPY/IOBbIX,
TBOpueckux. M eule oHo o3Havaso
BO3POKIEHHE B MEPCIEKTHBE YHUKAJILHOH,
He UMelollel aHasora MyraMmHOM 1LIKOJIbI
XaHeHJle, ¢ KOTOPOH MCTOPHUECKH CBSI3aHbl
U3BECTHbIe UMeHa, Takue Kak [[xkab6ap
Tapsirnpt orty, Keueun oty Myxammer,
Meam Myxammen @apsanues, Memkut
Bexoyros, Cenn LLyummnckni u Xan
[yummnckuii A6yabdat Anues, Mypry3
Meuanu P3a orny Mamenos (biosib-Biosib)
¥ MHOrHe Jip. Bkaaa Kaxnoro u3 Hux —

3TO He TOJILKO SIpKast CTPaHULA MyTaMHOTO
MCIOJIHUTENILCTBA, HO U TaJlaHTJIMBO
NposiBIeHHast TpaHb Ge3rpaHuuHOrO
MyramMHOTO HEPrMHHOTO MOTeHIHaIA,
cosjlatollasi rapMOHHYHbIA HACTPOM

/151 TBOPYECKOTO Pa3BUTHSI B COOTBETCTBUU
C KOHKPETHbIM UCTOPHUECKMM BPEMEHEM.
Jlymaetcst, 4To UMEHHO 3THM OTJIMUMEM —
yMeHHeM OLLyLIATh U MPOSIBJISATh
MOCTOSIHCTBO TPAJIUIIUU I3bIKOM 3TIOXH —
BIHMCBIBA/INCH B TAMSITh OKOJIECHHH
OT/le/IbHble UMEHA, U B JlajibHel1IeM
accouuupytolmecs ¢ Haubosiee
npuMeyaTebHbIMH U 3HAUUTE/IbHBIMU

COOBITUSIMH KOHKPETHOTO HCTOPHYECKOTO
BpeMeHH. MOXKHO MPENOJIOKHUTD,

YTO OTMEUEHHBIM, B CBOIO OYepe/lb,
00yCJI0OBJIEHO CaMO CYLIIeCTBOBAHHE
NPeeMCTBEHHOCTH B MyTraMHON
MCIOJIHUTENILCKOH TPAIULMH.

SIpkuM nokasaresiem HenpepbiBaloleics
CB$131 MOKOJIEHUH ObLIO 3By4aHHe Myrama
«basrel llnpas» Ha nocieBoeHHOM
MY3bIKaJIbHOM (hecTHBaJe, COCTOSIBIIEMCS
B ropose [ly1ie, ucnosiHeHHOro MPOH3UTENTBHO
YHCTBIM T0JIOCOM tOHOTO XaHeHe Kenana
BaiipamJibl. [IpoHHKHOBEHHOE HCIIOJIHEHHE,
CJIOBHO aKKyMyJiHpoBaBiiiee B ceOsi
aKyCTHUeCKyto aTMocdepy, Co31aHHy0
camoit npupoaoi [lyuiu, ycunennyio,

K TOMY 2Ke, 0COObIM BO3BbILLIEHHBIM
JIyXOBHBIM HACTpoOeM cJjyuiatesned,

CTaJI0 OUEPEIHbIM CBHIETE/IbCTBOM
NPaBOMEPHOCTH yTBEPMBILEHCS 3a
MHOTHE Troflbl Bbicoyakilel OlleHKH YPOBHSI
BOKaJIbHOT'O MacTepCTBa azepOaizKaHCKUX
NeBLOB-XaHEeH]Ie, BbIPa’KeHHOH PETIMKON:
«[ToeT Kak JbILLINT, MOeT Kak
asepOaikanelt!» [TpumeyaresnbHocTb
3aMEUEHHOr0 OTJIMUHUS 3aKJ/I04aeTCst

B M3HAyaJIbHOM OCHOBOIIOJIAraloleM
3HaYeHHH 3ByKa r0J10ca BO BHYTPEHHEM
KOHTAKTe C HeBUAUMBIM H MTPOSIBJI€HHBIM
MHpPaMH KaK HEeMOCPeICTBEHHBIN

KOHTaKT »KHBOTO ¢ »KUBbIM. [0 ciioBam
npocJsasiaeHHoro nesta Myptysa
Meuaau P3a ority Mamenosa
(Brosb-brogist), «neBlpl, MeHHe KOTOPbIX
MPOJI0JIZKAN0Ch GecrepepbiBHO MOJTOpa-
JiBa uaca, OblId Jiulib B A3epOariKane »
(137). CymiecrBoBanue B Kapabaxe,

KaK M B HEKOTOPbBIX IPYTHX PerHoHax
AzepbaiizKana, yHUKAJbHbIX 110 KAHOHAM
nepesiaul BOKaJbHOM UCIOJHUTENLCKON
TPAJIMLIMK LIKOJ «XaHeHe» —

OJTHO U3 MHOKECTBA HEOTTPOBEPKUMbBIX
JIOKA3aTeNbCTB, CBUJIETE/IbCTBYIOLIMX

0 TOM, 4YTO B azepOaiLKaHCKON KyJbType
MyramHoe HacJie/iue He 3aMMCTBOBaHHOE,
a HCKOHHOE, 6a3UCHOE, FreHEeTUYECKH
HacJseyemMoe 60raTcTBo.

B oTHOLIEHHH BbILLIEYTOMSIHYTOTO
BBICTYIJIEHHST MOJIOJIOTO XaHEeH/Ie YMECTHO



OTMETHTb ITPUMeYaTeIbHOCTb CaMOH
peakuuu caywareser, 10/rue rofabl XKUBLLINX
MeUTOH O BO3BPallEHHH B 3aBETHbIE MecTa,
rje 1apuJsa atmocgepa LyxXoBHOCTH

¥ TBOPYECTBA: TKAJUCh MOJIyYHBLLIHE
MHPOBYIO H3BECTHOCTb KOBPbI, CTPOUJIUCH
LLIe/IeBPbl 304€CTBA, COYHHSIUCH
OeccMepTHbIE CTHXH, MyAPOCTbIO
MO3THYECKOH pUMBbI U CJlora pozKaascs
Myram-jacrrsix. Camo npucyTCTBHe

Ha Jlxbiibip {10310 6610 COMpsizKeHOo
TAWHCTBOM NOTPY2KEHUS B aTMOChepy
TBOpYECTBA. 3aTOMHUJIOCH HE TOJILKO

YTO M KaK MeJIoCh, HO U KakK
BOCIPHUHUMAJI0CD YCJIbILLIAHHOE.

Bo BCTpeuHOM KOHTaKTe UCMOJHUTENb —
c/lylIaTesib COBEpLUaJoCh MyraMHoe
JeHCTBO — BHYTPEHHHU NPOPLIB K NIyOHHAM
MaMsITH MHOTHX TTOKOJIEHUH, KUBYLLIMX

U YLIEALINX, B YHHCOH «TOBOPSILLMX>»

Ha JIOCTYITHOM B 3TH MTHOBEHHS A3bIKE
JIyXOBHBIX KOJI0B, Ha 13bIKE TPaJHLIUH.

MeToAabl

OTnpaBHBIM MOMEHTOM MOC/EIYIOLINX
CYKJICHUH O CYyLIIHOCTHOH POJIH
aJIbTePHATHBHOTO PACCy/I0UHOMY
MHTYMTHUBHOTO MYraMHOTO MbILIJIEHHS]
B KayecTBe METO/I0JI0TMYeCKOro KJ/oua
paccMaTpUBAETCsl «MOJIe/Ib CO3HAHMS».
PaszBuTre mMbic/M B HarpaB/aeHHH
cOJIMAKEHHUST HAyYHOH W Xy/107K€CTBEHHBIX
cdep 3HaHus (OHOBPEMEHHO
MPPaLMOHAIBHOTO U PALIMOHAJIBHOTO
TOJIFOCOB ) JIGJIAIOT OYEBH/IHBIM
HarnpsizKeHHbIH MPOLLeCC KPUCTAJIIU3ALUH
00J1aCTH, TJIaBHOH 3a1a4ell KoTopor Oyer
MOMCK YHUBEPCAJNLHOIO KJI0Ua K OCO3HAHHIO
yHUBepcasibHoi Mnen. 3namenaresbHOCTD
3TOTO TIpollecca BUIUTCS B TOM,
4TO OH aBCOJIIOTHO MICHTHYEH 110 CBOUM
napameTpam (COOTHOLIeHHEe BHYTpeHHee —
BHellIHee ), 110 TPAEKTOPUH JIBUKEHUS
MBICJIH, OTTHCBIBAIOLLEH KPYT, aHaJIOTHYHOMY
npolleccy, CoBeplIaeMoMy OT/leIbHOH
JIMYHOCTbBIO B aKTe TBOPUECKOTO MO3HAHUST —
o3apeHusi. B nouckax oTBeta Ha r1aBHbIH
BOIPOC, KaCAIOLMACS LeJIOCTHOIO BUIEHHUS

KapTHHBI MUpa, BeChb CIIEKTP BOMPOCOB,
KakK U B laJIeKOM MPOLIJIOM, TaK WK HHAue
3aMbIKaeTcsl Ha KOHLENTYa/bHOH KOHCTAHTE,
KaKoBO# siBJIsieTcst peObiBatollee B eIHHOM
JLyXOBHOM IpOLleCCe CO3HAHUE MbIC/ISIIILETO
yeJloBeKa. YUUThIBASI, YTO B OTHOLLIEHUH
3aTparuBaeMoro 0CHOBOMOJIAraoLLEro
BOIPOCA aBTOPCKAst MO3ULIMS MOJyUHIIa
pa3HOCTOPOHHEE OCBellleHHe B MOHOTpaduu
«Myra — MOHOIHMS KaK THIT MbILIJICHHUST»
(PapxanoBa 364 ), a TakKe H0KNAIbIBAIACH
B MyOJIMUHBIX HAYYHBIX BBICTYTIJIEHHSIX,
B JIAHHOM CJlydae B XOJie CYKIeHUH
NpearnpuHUMaeTcst MOMNbITKA C OMOPOH
Ha aBTOPCKOE MpeJcTaBieHne
0 «KOHLIEMIUHU CO3HAHHUSI», OCBELLIEHHUSI
BOIPOCA O KOHILENTyaslbHOH 3HAYUMOCTH
CaMoTO aKTa Mo3HaHUsI — 03apEHHsI.
[TosHaBarTesibHbIi MpoLecc — 3TO BOJIHA
BOIPOCOB U OTBETOB, MPe/IBAPSIIOLLNX
poxsienne 3Hanust. [Toctixkenue cmbicsa
Ha BbICOKOM rpeGHe JIOTHUeCKUX CyKIeHUH
COCTaBJISIET JYXOBHO-COOBITUHHYIO CTOPOHY
JII0O0ro NMo3HaBaTe/IbHOro akta. J{uHamuka
CTaHOBJIEHHSI — POCTA JI0 KyJbMHUHALUOHHOM
(ha3bl — MpopbIBa B 3aMPeebHOCTD,
C MOCJ/IEYIOLLUM CIajIoM OIpesieisieT
M CYLIIHOCTHYIO CTOPOHY MY3bIKH KaK
sBJIeHUsT iyX0BHOTO. OO beIMHSIONIHHI
chepbl HAYYHOTO U Xy/102KECTBEHHOTO
MO3HAHHSA LHKJIUYECKHH BOJHOBOH MPoliece
JlyXOBHOTO CTAHOBJIEHHSI — BO3BBILLIEHHUSI
COCTaBJISIET CyTh TBOPYECTBA B 11€JIOM.
Jlaxke nocne quddepenpainm
1 KOHKPETHU3alliH B MOHSITUSIX
«XYJI02KECTBEHHOE », «HayyHOe »
WM «MY3bIKaJIbHOE» — TBOPUECKOE
CO3UJIaHKE B 1IJIOM KaK BOCXOXK/leHHe
K BbICOTaM 3HAHHsI BCEIJla OCTaBaJ0Ch
€/IMHBIM MBICJIUTEIbHBIM TPOLECCOM,
OJIHOW CTOPOHOH 0OpAlLEHHBIM B ceO,
Jipyroil — BHe ce6s1. B BocTouHOM
MHUPOBOCIIPUSITHH IMaJIOT KOHTPACTHOH
JIMXOTOMUH BHYTpEHHEe — BHelIHee
(batin — zahir) Benetcs ¢ npeoGnananuem
BHYTPEHHET0 (haKTopa MbILIJICHHUS.
(CyTb ¥ 3HAYUMOCTb POPMYJIbI «OATHH —
3aXuUp>» JIsl CPEIHEBEKOBOIO MYCYJIbMAHCKOT0
MHpa, ocBelllaeMast B MoHorpaduu
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«CpeiHeBeKOBast MycCyJ/IbMaHCKast
KYJIbTypa: 3CTeTHKA MPOSIBIECHHOTO
1 (hUJ0CODHUST COKPBITOTO», KOCBEHHO
3aTparuBaeT MPUUHHY CJ0XKHOTO OTHOLIEHHS
peJIThM K My3blke Kak Ha Bocroke,
TaK U B eBponeickoi Kyssrype ) (Mexru 198).
[IpenHasHaueHne BHyTpeHHETO
MHTYUTHBHOTO MbILIJIEHUsT HA TOHYaLlIeM
BUOPALIMOHHOM YPOBHE — BOCIPUHUMATh
¥ TIPOSIBJISITH CMbIC/IbI OECKpalHero
HEPrUHHOro CeMaHTHUECKOro MoJis,
JIyXOBHO BKJIIOUASICh B PUTM MbICTUTEIbHOTO
nporecca (KOHTHHYaJbHOE TIOCTOSTHCTBO ).
3ajiaua BHELIHEro MoJtoca MbILJIEHHST —
IMIUPHUYECKOE, PACCyl0uHOe
MOCTHKEHHE CMbICJIOB KOHKPETHOTO
thusnueckoro Mupa (MoJoc AMCKPETHOTO,
1 depeHPOBAHHOTO BOCTIPHSITHS ).
3aocTpyM BHUMaHKe Ha JIIOOOTMBITHOM
COBIMAJIEHUH: CO3HAHHUE YeIoBeKa
CTPYKTYPHPOBAHO B COOTBETCTBUU
C IByX(paKTOPHOH — KOPITyCKYJISIPHO-
BOJIHOBOW NIPUPOJIOH CBETA.
HeynuBurenbHO, 4TO 1yXOBHBIH aKT
NPOHUKHOBEeHHs B FIcTHHY BocnipuHHMadics
Kak o3apeHHocTb CBeToM. B 3Hauennu
«nurlanma» — «o3apeHue» coxpaHsieTcs
B IaMATH MTOKOJICHHH a3epOaizkaHLEeB
CMBICJI CJIOBA MY FaM KaK KOHLENTYyaJbHOTO
3HaKa, UIEeHIUPULIPYEMOTO
C nepecekalomuMucs Jydamu (pomo ).
CaeTtostyyeBasi pupoja (MMIyJbCc — BOJIHA)
Haxo/UT HanboJiee aJleKBATHOE BOIIJIOLIEHHE
B pUTMOTOHE. PoK1€HHbIH JlyXOBHBIM
MPOLECCOM MUP PUTMOTOHOB H3HAYAJILHO
penpesentupoBas Ceet mbicu, Ceer
3HaHMs1. B aBTOPCKOM METO/10J1I0rHYECKOM
nojxojie cioBo « CBeT» He MeTadopa,
a KOHCTaTalusi 0cCOOEHHOCTH paHHETO THIa
MBbILLJIEHHS], CBSI3AHHOTO C MPAKTHKON
MOJIyUeHHUS U Nepelauy 3HaHUs
Ha CBEPXUyBCTBEHHOM SHEPTHHHOM
BOJIHOBOM ypoBHe. (OTMeueHHOe
«COBIaleHHE» 0OBSACHALT C NOAMH
BO3pacTalolLUi B3aUMHbI HHTepec
MY3bIKOBEJIOB K (PU3HKE W HelipoHayke
¥ BCTPEUHbIH HHTepeC (PU3NKOB, a TaKxKe
HeHPO(HU3UOJIOTOB K MOCTHAKEHHIO CYyTH
BOCTOUHOH TPAIULMOHHON KYJIbTYPbI.

[Ipumep ToMy — cTaThsl Ka3aXCKHUX
uceaenopateneit C. bysnek6aeBa

u K. XasnbikoBa «O napaJiesisax Mexuy
MHPOBO33peHHeM apeBHero Bocroka

1 TeOPeTHYeCKOH (PU3HKOI»; pabOThI
aBTopa 31Hx cTpok, C. dapxanoBoi,
OCBELLAIOLLEH aHAJIOTHUHBIA BOIIPOC

B nnyosankauuu «IIpoGaema myrama

Ha CTbIKE I'YMaHHUTAPHbIX U TOUHbIX

HayK», ydyeHoro-gusuka M. Menckoro,
3a/1al0111erocst aHaJOrHYHBIMU BOMTPOCAMU
CO3HAHHsI € MO3ULIUH KBAaHTOBOH (PU3UKH —
«Co3HaHue ¥ KBAaHTOBAsi MEXaHHKA.

JKusHb B mapasiiesibHbIX MUpax» )
(Bynek6aes u Xanbikon, 7—21; ®apxanona,
617—630; MeHckuii, 322). 3asiBieHHbI}
paKypc sIBJISIeTCs KII0UeBbIM /1S OCO3HAHUS
npeaMera i 06beKTa KOHLENTYaJlbHOro
pakypca uccienoBatusi. C 3aHsITOH
TMO3HUIIMH, aneJUTUPYs K 3bIKYy COBPEMEHHOH
HayKH, H3/1aBHA B KauecTBe Mpeamera
u3ydeHust npejcraer lapmonnst MupoBoro
[Tporiecca, 0GbEKTOM Ke, a TAKKe
e/IMHCTBEHHBIM MCTOYHUKOM CHCTEMHOTO
MO3HAHUSI MUPOBOTO 3aKOHA — KOHLIEMIIUS
JLyXOBHOTO MO3HAHUSI — 03apeHMsl.
C/10BO-KOJ1 «My3blKa» 0003HauaeT
[apMOHHIO KH3HEHHOTO KpyTa.
[lepBoHava/bHOE CMBICJIOBOE COUYETaHHE
csoB-koioB « MY TAM» n « MY3bIKA»
MOZKHO, TIPEANOJI0KUTENbHO, TPAKTOBATh
KaK JLyXOBHbIl pocT, 0OHOBJIEHHE 110 3aKOHY
Muposoii [apmonun. Cnoso-kon « MY
[AM» o6o3HauaeT COOBITHIHYIO CTOPOHY
TMO3HAHMS, JIyXOBHBIH MPOPBIB — €IMHEHHEe —
o3apeHHOCTb 3HaHHeM 1 Bepoii.

[naBHOE MpUHIMITHATLHOE OTJIHUHE
aBTOPCKOI0 METOJMYECKOT0 M0/IX0/1a
3aKJo4aeTcs B TOM, 4To rnpobjema
Myrama 0co3HaeTrcsi Kak MakpornpobJema,
BKJIlOYAOLasi TPH OCHOBHbIX, HEPA3PbIBHO
CBSI3aHHBIX pasfesa 1 6JI0Ka BOMPOCOB:

1) Mmyram Kak cakpaJsibHasi HayKa; 2) Myram
KaK TPaauLUs; 3) Myram Kak HCKYCCTBO.

Ouckyccusa

BellienpuseieHHbIH TpuMep
KJ1aCCHUeCKOro 3ByuaHust Myrama «basrol



[upas», ucrosHeHHOTO HA hecTHBAJE,
MOCBSILLIEHHOM FepOMYECKOMY aKTy
ocBoOoxkaeHus ropoaa [y, — oaHo
13 CBUJIETE/ILCTB XKUBYUECTH MyraMHOH
TPaJMLIMK KaK PAKTUKH BHYTpEHHEH
KOHLIEHTpALMK 1 TPOOY2KAEHHS KaHasa
CBEPXUYBCTBEHHOTO BOCIPHUSITHS,
npoucxosiliee Ha poHe IKCTpeMaJsbHOH
CHUTyalMHd BOEHHOTO MPOTHBOGOPCTBA,
AKTyaJIM3UPOBABILETO CKBO3HYIO

JUIS1 KOHLLENTYaJJbHOTO COJIep2KaHHsl
mMyrama (opmyJTy «CMepTb — YKHU3Hb».

B myramHo# npakTuike sta popmyJa
TPaKTyeTcsl Kak «yXoJl M BO3BpalleHhe »
(T. e. HempepbIBHOCTD). B cBete
OTMEUEHHOr0 3a0CTPUM BHUMaHHE

Ha TOM, YTO B OTJIMYHE OT KJIaCCHUECKOH
KOH(JIUKTHOH IpaMaTypruu
XyJ102KECTBEHHbIX TPOU3BEJIEHNH,
OCHOBAHHbIX Ha TOM ke opmyJie,

HO B 0OpaTHOW MOC/IEI0BATE/ILHOCTH —
«KH3Hb — CMEPTb», TO €CTb «HayaJo

1 KOHEL» (TIPEPBIBHOCTD ), B KOHTPACTHOH,
HO HEKOH(MJIMKTHOH IpaMarypruu Myrama
OHa, CUMBOJIM3UPYsl HEMTPEPLIBHOCTb
TBOPYECKHUX MPOPLIBOB — 03apeHHH,
3BYUMT JKH3HEYTBEPIKAIOLLE.

Cama ke 6eCKOH(IHKTHOCTb MyraMHOH
JipamMaTyprui — CJIeIICTBUE TOTO,

4TO OHA He cBsizaHa ¢ Gabysoil 3eMHON
»KU3HU. CyTb MyraMHOT0 KOHLENTYaJbHOTO
MbILLJIEHHST 3aKJTI0UAETCS BO BHYTPEHHEH
BKJIIOYEHHOCTH B COEIMHEHHbIH

C HapacTaloLUM HanpsiKeHHeM
JIyXOBHBIH MOMCK — POCT, JI0 POPbIBaA

B 3arpeesbHOCTh U 03apeHHOoCTh CBeTOM

HcTunbl. CO6CTB€HHO, HUMEHHO CaKpaJibHbIM

AKTOM JIyXOBHOTO BO3BbILLIEHHS J10 BePLIUH
Wctunbl 00bsicHsieTcst heHOMEeHATBHOCTD
TBOPYECKOTO 03aPeHHs U OTHOBPEMEHHO
(heHOMEeHaIbHOCTb MyraMHOTO TBOPUECTBA.

MyraMHoe MbILIJIEHHE — 3TO QIU/IHI/I‘{HbIﬁ

aKT BO3BEJICHHUs XpaMa BHYTpH ceOst pu
MIOMOLLH BHYTPEHHETO «CBEeTOJy4e€BOr0>»
Komrnaca — MHTyuLHUH. [IpolieceyanbHocTb
BO3BE/IEHUsI BHYTPEHHEro Xpama,
3aBepLIAOLLAsICs 03aPEHHOCTbIO
Hcernnoi, o cyulecTBy npeactaBisieT
M3HavabHyl0 BHEKOH(ECCHOHATBHYIO

dhopmy coBepliienust akta Bepol. Kynosa
BU3yaJIbHO MPE/ICTABJIECHHbIX XPAMOBbIX
COOPY2KEHHH SABJISIIOTCS BHELIHUM OTTHCKOM
BHYTPEHHEr0 MyraMHOTO CBETOJy4e€BOro
30/14€CTBa, BELIECTBEHHO MPEICTaBJICHHOIO
coBepllIeHHON (hOPMOI Myram-aacTrsixa.
Cawm akr poxnenus Mbleain — pesyJsibrat
KOHTPACTHOTO BOJIHOBOTO MbILLJIEHHS
1 BOCIPHUSATHS, OCHOBAHHOTO Ha MPUHLIUIIE
«yeT-HeyeT» (MJIH, M0 aHaAJIOTHH,
«T€Hb U CBET», KCBEPTKA — pa3BepTKa»,
«BHYTpeHHee — BHeLIHee» H JIp. ).
M3HauasbHO MyraM oco3HaeTcs
KaK JIyXOBHOE sIBJICHHE U, COOTBETCTBEHHO,
JlyxoBHOe neHue. TakoBbIM OH ocTaeTcst
1 B HCJIAMCKOH KyJbType. (Benomuum
0 CJIO?KHOM B3aHMOOTHOLLIEHHH MYy3bIKH
Y PEJIUTHH B UCJIaMe U 0COO0H poJin
B UCJIAMCKOH PUTYyaJIbHOH MPAKTHKE
MYTFaMHOTO JlyXOBHOTO MEHHMS ).
W B nanbHefiem, pa3puBasichb
OJIHOBPEMEHHO B CBETCKOM pycJle,
OH OCTaeTCs Ha MPeXKHEH JlyXOBHOH
nJiatopme, OpraHUyHO BIUCHIBASICh
B HEKOTOpble pusiocodpckue, HayuHble
H Xy/102KECTBEHHbIE KOHLCTLIMH,
o0yc/1aB/IMBas HEYBSIAEMOCTh
KJ1aCCHUECKOro Hac/1eIust — M0393UH,
MY3bIKH M MHBIX LLI/IEBPOB KYJbBTYpbI,
MPOMUTAHHBIX YHEPrUed TBOPUECKHUX
NpopbIBOB — o03apeHui. K TakoBbIM
OTHOCSITCS U My3blKaJIbHble OTKPOBEHHSI
reHuaJsibHOro asepOalzKaHCKoro
KOMITO3UTOPA-MbICJHUTE/IS, C IeTCTBA
BOCIMHMTAHHOTO Ha LIEHHOCTSAX KapabaxcKok
MYTaMHOM LIKOJIbI lyXOBHOTO
BO3BbILLIEHUS, Y3eupa [amknoenin.
JKu3HeHHbIH U TBOPUECKUH MYTh
reHHaAJbHOTO KOMIO3UTOPA - MbICJUTEST
Y. lakubeitin — nokasaTesIbHbIH puMep
CBSI3aHHOCTH TBOPUYECKOH MOTEHLMH,
TBOPYECKHUX CTHUMYJIOB KaK CO Cpefok
o6uTaHus (MoKazaTe/bHble MPUMEPbl —
LHYIOLLHE BBICOKMH MOITHYECKUH clor
1 pUII0COPCKYIO MbIC/b 3HAMEHHUThIE
memkanchl Xypumaoany Harasan (XIX B.),
HayyHble U TBOpUECKHE Xy/102KECTBEHHbIE
CBepLIeHUs a3epOaiZKaHCKOTO MbICJIUTEIS
Mup Moxcyna Hassa6a (XIX—XX BB.),
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a TaKyKe 3HaMEHHUTble MY3blKaJbHble
ME/LKJIUCBI C YYaCTHEM M3BECTHBIX XaHeH/1e
¥ allbIFOB), TaK U B YEM-TO yHAC/IEI0BAHHOM,
a TaKyKe BOCITUTAHHOH HPABCTBEHHOH
4yucToTod. C UUCTOTOH aCCOLUMPYETCsl MEeCTO
B3pocJsieHHst OyLyllero KOMNo3uTopa —
cama KpHcTaJsibHasi Ipo3pavyHOCThb
1 B3bICKYIOL11as1 K T0O9THYECKOMY CJIOTY,
K My3bIKe, OJlyXOTBOPSIIOLLAsl KpacoTa
npupospl Ly, o6ycnaBnusatouias
BbICOKHI TBOPYECKUI TOHYC €ro KOPeHHOT0
Hacesienus. [lesbHasi, rapMOoHUUHAS
Harypa ¥. [aukn6edin Kak MblCUTeNs,
OJIHOBPEMEHHO TBOPYECKOMH JIMYHOCTH
BO MHOTOM 00YyCJ/IOBJIeHA CBbILIE
JIApPOBAHHOK CMTOCOOHOCTBIO 03aPATHCS
U NposiBASAThL sHepruto Mubicau-Mneu,
UTO SIBJISIETCS] TPUBUJIETHEH MyraMHOTO
MbllIeHnst. MyramHoe MblllJieHHe
CO3UJATENLHO M0 CBOEH CYTH, NTOTOMY
UTO OHO HalEJIEHO Ha BHyTpeHHee
OUMILLEHHE, 03apeHre — MPOCBeTJICHHE.
OTmeueHHasi 0cO6eHHOCTb 0ObSICHSIET
Maruio My3biku Y. [amxuberiu,
3aKJII0YaloLLy0Cs B ee ClIoCOOHOCTH
npoOy:KAaTh yX, KOIa B peasbHOCTH
3BYKOBAs MbIC/Ib BOCTIPHHUMAETCSI
He TOJILKO CJIyXOM, HO M BCEM CBOMM
CYLIECTBOM, M He KaK OTMocpeI0BaHHbIH
3BYKOM 3THUYECKH OKpallleHHbI}
CMBICJIOBOI CErMEeHT, a KaK Jblllialias,
MyJIbCUPYIOLLast }KU3Hb B CBOEH
NoATMHHOCTH. HenocTuKumMo cusibHoe
JlyXOBHOE BO3JICHCTBHE MY3bIKH
Y. Tamkubeiinm crano npuuuHoN
€ro eJIMHOJIMYHOTO aBTOPCTBA
NpoOyKAAI0LIUX HALMOHAJBHbIH JTyX
ruMHOB AzepOaiizkaHa.

TanHCTBOM MyramMHOTO MbILIJIEHUS
KaK MPaKTHKH lyXOBHOTO CTAHOBJICHUS] —
BO3BblILIeHHs 00YCJ0BJIEHO OeccmepThe
HETOBTOPUMbIX MyraMHbIX OIlep
Y. laku6eiinu, nanpumep, onepbl «Jleinn
1 MeJKHYH» WJIH 31THYECKOH orlepbl
«Kep orny» u Jip., a Takzke pOMaHCOB-
ragesieil «Sansiz» («bes Te6s1»)
u «Sevgili canan» («Boamo6nennas»),
3aJI0’KHUBLIUX OCHOBY a3epOal/PKaHCKOH
KOMTO3UTOPCKOH 1LIKOJIbI KaK MPOLYKTa

CHHTE3a YCTHO-MPOeCcCHOHANbHON
BOCTOUHOH H MUCbMEHHO-HOTHPYEMOH
eBpOMNEeNCKON KJIacCHUeCKUX KYJbTYP.
B03M0KHOCTb U 3aKOHOMEPHOCTD
CJIUSTHUS JIBYX PA3JIHUHBIX THIIOB KYJIBTYp
B €IMHO€ OpPraHUYHoOe LieJ10e 00bSICHSIeTCS
HECBOJMMOCTbIO YHUBEPCAIbHOTO MPUHIMIIA
K eIMHUYHBIM, a TaKXKe CMeln(pHUIHbIM
TBOPYECKUM IPOSIBJICHUSIM, HAJle/IsIeMbIM
MHOH pa3 «3KCKJIIO3UBHBIM MTPABOM»
0ObsIBJIEHHS IOCTUTHYTBIX B HCKYCCTBE
BBICOT IPEPOraTUBOK UCKJIIOUUTEIBLHO
OJIHOTO, B UACTHOCTH, €BPOMNENHCKOro
KyJbTypHOTO janmadra. CHHTE3 KyJabTyp
Ha azepOail/PKaHCKOM BOCTOKE CTaJl
BO3MOKEH UMEHHO OJ1aroiapsi CKBO3HOH
POJIN J1J151 BCEX BUJIOB TBOPUYECKHX
CBepLIEHHH He MPU3HAIOLLEro rpaHull,
aJIbTePHATHBHOTO MyraMHOTO (lyXOBHOTO)
MBbILLIJIEHHST KAK BBICTPAJIAHHOCTH MyTH
BOCXO2K/1eHHsI K BbicoTaM M cThHBI,
CONPSIKEHHOr0 HapacTalolMM BHYTPEHHHUM
Harnpsi;keHUeM U €IMHUYHBIM TIPOPHIBOM
(«Ba/k») B OeckpaiiHee CBETOJyUeBOE
cemantuyeckoe nogie. (Ipouece,
ynopo06JsieMblil BOCX02K/EHHIO K BEPLUHHE
ropbl WK, KaK B CPEIHEBEKOBbIX
TpaKTartax, «IpUHLMITY HATATMBAHUS
TeTHBbI Jyka» ). ([ IpumeuarenbHo,
yTO OGJIM3KAsH K U3J1araeMoi TpaKToBKa
JyXOBHOU TPAHCINEPCOHAILHON TPAKTUKH
NPOCJIeKMBAETCS B HAYUHbIX TPY/laX YUEHbIX
Kasaxcrana, nocBsiliieHHbIX HCCJ1€10BAHHIO
HAUMOHAJIBHOH TPAAULUHMOHHON MY3bIKH,
Harpumep, b. AmanoBa u A. Myxam6eToBOi
«Kaszaxckas TpajiMiiMoHHasi My3blKa
n XX Bek» ) (AmanoB u MyxamberoBa 544)
BekTop nyxoBHOro npouecca no3HaHus —
03apeHusi — BepTHKa/lb. B My3blKasbHOH
NpPaKkTHKE C HUM CBSI3aH XapaKTepHbIN
JUIs Myrama npUHLMI MOJIAJIbHOCTH.
JII060MBITHO OTMETUTD, UTO HE MeHee
3HaUMMoe 11 azepOaiKaHCKOH,
B YaCTHOCTH, KapaOaXCKOH KyJIbTypbl
alLILIKCKOE 3MHYEeCKoe Haceaue, Oyayuu
oOpallleHHbIM K HCTOPUUYECKUM peaJlnsiM,
CoJlepzKallMM 3MHU30/1bl TPOTUBOOOPCTBA
no hopmyJie «KM3Hb — CMEPTh»,
TaKyKe UMeeT BEPTHKAJbHbIH



JipamMaTyprudeckiil BEKTOp, Mpexie
BCEro MOTOMY, 4TO OHO, Oy/ly4H
BOCITOMHHAHHEM O BbICOKOM I'epOHYECKOM
MPOLIJIOM, OJJHOBPEMEHHO HAllEJIEHO
Ha MPEeIBOCXHUILEHHE — MPOPULLATE/LCTBO
coObITHH Oyaylero. KM B 3ToM ciydae
CO3eplaTe/IbHOCTh HAMEBHO - PUTMHYHOTO
MOBECTBOBAHUS MPOOYKIaeT
CBEPXUYBCTBEHHOE BOCIIPUSITHE.
Boctpe6oBaHHOCTD JlyXOBHbBIX
MPOPBLIBOB (KYyJAbMHHALMS — KaTapcuc)
B CBETCKOHW KOMITO3UTOPCKOW MPAKTHKE —
pe3yJbTaT KOH(MJIMKTHOH IpamMaTypruu,
00YyCJIOBJIEHHOH CIOXKETHOU JIMHUEN
NPOTUBOOOPCTBA € BbI3bIBAIOLIECH CHJIbHbIH
IMOLIMOHAJIbHBINA OTKJHMK HA TPAaruyeckyto
pasBsi3Ky, — MMeeT rOpU30HTaJIbHbIH
BekTop. CIBUT IpaMaTypruueckoro
BEKTOpPa C BEPTHKAJH Ha TOPU30HTAJb
BbIpakKeH perylaMeHTUPOBAHHOCTbIO
1 (PyHKIMOHATBHON COMOTUMHEHHOCTBIO

TOHOB B eBpOHGIZCKOM JIaJJOBOM MbILIJIEHHUH.

Hexkoropoii creneHblo 6J130CTH
K KOH(JIMKTHOH pamMaTypruu o0sanain
JIPEBHETIOPKCKHE PUTYaJIbHbIE 0OPsi/Ibl
«Hny» (MM <HyT»), cCOBeplIaeMble
MPH 3aXOPOHEHHUH MOJKOBOJIIIEB-TE€POEB,
OCTaBMBILUHME NTyOOKHH CJles
B MyCYJIbMaHCKHX LIMHTCKUX MHCTEPHSX
«[1e6ux». Cyasi mo onucaHuio y4eHOro-
qurepatypoBenia Mupasu CenjioBa
(20—32), moMUMO 3TH30/I0B CparKeHMUs,
OHM BKJIIOYAJIH B ce0s1 U 0OpaLLEeHHbIe
K YyBCTBEHHOMY BOCIPHUSITHIO JIMPUYECKHE
3TH30/Ibl, BKJIIOUAIOLLIME€ MOTHBbI JIIOOBH
¥ CTPaJIaHust 10 MOBOJLY CMEPTH I'eposi.
B 3TOM CMbIC/Ie MHTEpEC K PeJIMTHO3HBIM
mucrepusam «I1le6ux», conepkaiium
WJIe10 XKEPTBEHHOCTH BO MMSI TOPXKECTBA
BoxectBenHoro Cpeta He TOJILKO
CO CTOPOHBI PEJIUTHO3HO HACTPOEHHbIX
Macc, HO M CO CTOPOHbI MPOCBEIIIEHHBIX
TBOPYECKHUX JIMYHOCTEH (BOMpeKH
CYLIECTBYIOILIEMY B aTEMCTHUECKOE BPEMSI
3arpery Ha UX rocelieHue ), 00bsCHAETCs
npexK/ie BCEro 0T3bIBUMBOCTbIO TaJlaHTa
K CBEPXUYBCTBEHHOMY U UYBCTBEHHOMY,
9MOLIMOHAJILHOMY BOCIIPHSITHIO,
BTATMBAIOLLEMY CO3HAHHE B TBOPUECKHH

npouecc — npouecc poxiaenus Muen.
[TopTBepKIEHHEM OTMEUEHHOMY CJTy?KAT
3apsiKeHHble SHeprueil puTyasbHbIX
NieficTB GeccMepTHbIE OMepHble, KaMepHble
1 BOKaJibHble MPOU3BE/ICHHS Y3eupa
[amxuGein.

CorniacoBaHHOCTb BHYTPEHHETO
1 BHEIIHEro CTOPOH TBOPUECKOTO Mpoliecca
C BHE3aIMHOM 03apsieMOCTbIO Mjieell B MUK
JIyXOBHOTO BO3BbILIEHHUS] — BbIPAXKEHHOCTh
reHeTHYECKH YHACJeI0BAHHOTO Y3eup-
6eKoM MyramHoro mbilienus. Orctona
CyTb H 0COOEHHOCTb €0 KOMITO3UTOPCKOTO
MBILIJIEHHS, TIPOSIBJSIIONIAS ceOst
0COOBIM HEMPEB30HIEHHBIM 1apOM
coyeTaTb KOHTPACTHOE U KOH(JIHKTHOE
JipamMaTypruueckue BEKTOPbl B CLIEHHYECKOM
BOIJIOLEHHH XY/I02KECTBEHHOI0 3aMblcyia —
B MyraMHbIX Orlepax, MOCPeICTBOM
COUYeTaHHsi OCHOBAHHbIX HA HHTYMTHBHOH
MMIPOBU3ALMH HEHOTHPYEMbIX
MY3bIKaJIbHBIX TIH30/10B ¢ PUKCHPYEMbIM
ABTOPCKUM HOTHBIM TeKcToM. [Ipumep
IKCKJIIO3UBHON KOMIO3UTOPCKOH NPaKTHKH,
3aJ10’KHUBLIEH OCHOBY CUHTE3a KYJIbTYp
Bocroka u 3anana, — B onepe «Jlefsu
1 MeKHYH», CO3/IJaHHON Ha CIOXKET M03Mbl
®usynu, o6a BeKTOpa ypaBHOBEILIMBAIOTCS

BBICOKOH «HOTOH» HeyracaeMol cuiibl J[10OBH.

B npotruBoBec oTMeueHHOMY
B @HAJIOTHYHOM 110 CIO’KETHOW JINHUH
u chabyse Tparenun [lekcnupa «Pomeo
1 JKyJIbeTTa» U B OIHOUMEHHOM OaJjieTe
C. ITpokodbeBa KOH(PIUKTHAS CUTYAIHS,
paspeluarlascs CMepThbio repoes,
BOCIIPUHUMAETCSI TPArHUeCKOH MJ1aTON
3a pUMHUpeHHe BPAXKLYIOLIMX CTOPOH,
4TO sIBJISIETCS [OKa3aTeseM MpeodiafiaHus
3€MHOI0 MPUTSKEHHSI B UyBCTBEHHOM
Bocrpustuu. (lopusonTasnbHas
JIpaMaTyprust HpaBCTBEHHOTO OUHILIEHHS
BCJIE/ICTBHE IMOLIMOHANBHOTO MOTPSICEHHUS ),
B TO BpeMsi KaK B MyraMHo# orepe
Y. ['ampkubeitsm, co3ganHo 1o mosMe
Dusynu, TpareMiHbIN CIOKeT,
COBMELLAIOLIMI 3anpeie/IbHbII,
CBepX4yBCTBeHHbIH (Ge3ymue MeKHyHa )
M UyBCTBEHHO BOCITPHHUMAEMbIH MHUPHI,
COIJIacoBaH ¢ cyHuicKoi nueen
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«TacaBBy(» — TPAKTUKH BO3BBIIEHHS,
JIyXOBHOTO MIPOPbIBA — €AMHEHHS] B BEYHOM
noroke Ceta, [apmonnu u JI106BH.
(O cydurickoit npakTuke «tasavviif»
B MyraMHOM MbILLJIEHUH Moipo6Hee
usJaoxkeHo B Tpyne K. bynbsitaane
«Punocodust myrama» ) (200).
BocnuranHoe Ha iyXoBHO#H
M CBETCKOH MPAKTHKe, OT3bIBUMBOE
K CBEpPXUYBCTBEHHOMY, UyBCTBEHHOMY,
OJIHOBPEMEHHO pallHOHAJIbHO-
KOHCTPYKTHBHOMY BOCHPHUSITHIO
renuit ¥. lapxubeitin obGHapykuBaer
(heHOMeHaJIbHY10 CIOCOOHOCTb coYeTaTh
00a BeKTOpa Mo3HaHUs — Xy[02KECTBEHHOTO
1 HAYYHOTO — M0 U3BECTHOMY H3 (DU3HKH
TIPUHLMNY JOTIOJHUTENBHOCTH .
AnenMpoBaHueM K HHTYHTHBHOMY,
CBEPXUYBCTBEHHOMY (CcaKkpabHOMY )
¥ IMIIUPUIECKOMY, (pU3HUECKH
BOILJIOLLAEMOMY Haua/1aM pOKJIaJIUCh
KaK Xy/102KeCTBEHHbIE, TaK W Hay4yHble
oTkpoBeHus V. [amkubdenu.
OcHoBormoJaratoiiast poJib HayuHbIX
JIOCTHKEHHE KOMITO3UTOPA - MbICJHTES
3aKJII04YaeTcs B TOM, UTO, OCTaBasiCh
Ha MO3ULUSX BOCTOYHOTO CaKPaJbHOTO
MY3bIKO3HAHHUS M yHAC/IE/I0BaB
CJIOXKUBLLIMACS B TPOLIJIOM MPUHLMI
LeJIOCTHOTO MUPOBOCIPUSITHS,
Y. TajekuGeiisi B co31aHHOM
UM JIJIsl TBOPUECKOH KOMITO3UTOPCKOH
MPaKTUKH HaydHOM TpyJe « OCHOBBI
azepHaizKaHCKOH HAPOJHOM MY3bIKH »
3HAUMTEJILHO MPOABHUHYJ HAYUHYIO
MbICJIb, 3aMETHO PACLIMPHJ TOPUBOHT
MCC/Ie/10BaTeIbCKHX OMCKOB, COMIacOBaB
3HAHM$I 10 BOCTOUHOH My3bIKe
C JIOCTHXKEHUSIMHU 3aMaJIHO-eBPONEeNCKON
KyabTyphl (IamkubexoB). [TinogorBopHOCTh
HaMeUeHHOro MyTH TPYIHO MePEOLeHNTh,
YUHTBIBasi, KAKOH UMITYJIbC B MOTEHIIHAJIe
CoJleprKasIcsl B Ta/LKHOEKOBCKHUX
HaUHHAHUSAX JJ151 BBIPAOOTKH B MEPCIEKTHBE
YHUBEPCAJILHBIX OCHOB MUPOBOH HayYHON
MBIC/IH O My3biKe, GoJiee TOro,
17151 LlyOOKOTO MOCTHKEHHUS B OyIylileM
POJIM My3bIKH B KOHTEKCTE BCEX HAyYHbIX
3HaHui. [1penyioKeHHbIM MbICUTENEM

Hay4YHbIM HIEAM, OJIHAKO, HE CYXKICHO

OblJI0 Pa3BEPHYTLCSA BO BCEH LLIMPOTE

110 MPHUYHHE CYLIECTBOBABLIHX B T€ BPeMeHa
UJ1€0JI0THUeCKUX Taly, YpaBHUBAIOLIUX
CMbICJIbI K AYXOBHOCTb» U «KPEJIUTUA>.

Pesynbtathbl

B BhicBeueHHOM pakypce npobJema Mmyrama
CBsI3aHa MPEsKEe BCEro C MOCTHKEHHEM
MCKOHHBIX BO3MO2KHOCTEH UeJI0BEUECKOro
CO3HaHHUsl, MPOSIB/ISIEMbIX B aKTe MOUCKA
u o3apeHHoctu Mneedi. HesaBucumo
OT 00J1aCTH 3HAHUSA JIIOOOH MPOLYKT
TBOpYECTBA BO BCE BpEMeHa IMpe/ICTaB/IsieT
JIMLIb Pe3yJIbTaT MbICAUTENBLHOTO Mpoliecca.
HMcTouHnkoMm 2xke Beex 3HaHUH SIBJISIeTCS]
caM rpollecc novcka csera KMerunsl,
CTUMYJIMPYIOLINF TBOPUECKOE Pa3BUTHE —
POCT K HOBBIM MTPOPbIBAM, HOBBIM 03aPEHHUSIM.
[Torpy:keHue B CTUXHIO PUTMO3BYKOB,
M0 CyLIECTBY, H3HAYaIbHO 0OYCJIOBJIEHO
NPOHUKHOBEHUEM B TAHHCTBO CO3HAHMSI,
IJle CONPUCYTCTBYIOT 06a MUpa —
HEBUAUMbIH, BHYTPEHHE 0Cs13ae€MblH,
1 (PU3MIECKHI, YyBCTBEHHO
BOCTIpUHUMaeMblH. Kaxk/plii U3 HUX
NpeonpeaeIn BazKHOCTb MOCTHKEHHUS
KOHLENTYaJbHOTO COJIeP2KAHHUST U
LIeHHOCTHOCTH MY3bIKH, B PaBHOMH CTeNeHH
3HAYMMOH KaK JJI Xy/10?KECTBEHHOH
NPaKTHKH, TaK U JIs1 OTKPbIBAIOLIAXCS
HayuHbIX MepcrnekTHB. ManaBHa npouecc
MOCTHAKEHHUST MY3bIKH, TOMUMO Pa3JIHUHbIX
XyJ10?KECTBEHHBIX (DOPM €T0 peasin3alifin
(HampuMep, H300Pa3UTENILHOTO,
MPUKJIATHOTO U M. ), PA3BETBJISETCS
Ha usococKoe, JTUTEPATYpPHOE,
acTpoOHOMMUYECKOe, MaTeMaTHuecKoe,
¢pusnueckoe, 6GUOTOTHIECKOE,
MEJIMLIMHCKOE U T1p. 00J1aCTH 3HAHMUSI.
Opnnako cylecTBeHHasi pa3Hulla paHHero
(BOCTOUHOTO ) MOCTHXKEHUST My3bIKH
KaK 3aKoHa MUpoBo# [apmMoHun
3aKJII0YaeTcsl B TOM, UTO MPUHLIUI
MO3HAHUST — BKJIIOYEHHOCTb B PUTM
JIyXOBHOT'O MOMCKA — pOCTa 10 MOMEHTa
o3apeHHOCTH CMBICJIOM — OIHOBPEMEHHO
o3HauaJs npeTBopeHue 3akoHa MupoBo#



[apmonun. OTclona yTBepauBiieecs
B TPaKTaTax CJOBOCOYETAHHE HayKa —
npaktuka (elm — amal).

TpancuennenTHass Mblcib npuobiana
K «pory MU300MJIHSsI», U3 KOTOPOTO
pa3HOCHJIOCh 3HAHUE, CO3aBaBllIee
UMITYJIbChI JIJI51 pacliBeTa 3THUUECKUX
KyabTyp. OTMeUYeHHOe npejronaraeT
HaJnuue B o011ieM pa3BuTHd Mbicau
CKBO3HbBIX 3HAKOB, CUMBOJIOB, CIOXKETOB,
TEM, JlydaMH PacXosiIuXcsl U3 OJHOK U TOH
K€ CYTH, OJIHOTO H TOTO K€ CMbICJOBOIO
siipa. B cBeTe U3J103KeHHOTO TpejiiaraeMbli
MEeTO/I0JIOMMUeCKHH MOXO/L K UCC/leye MoK
npo6seme, HhopmMyTHPyeMblil KaK
KKOHUEMLIMST CO3HAHUSI», TOMHMO
3aTPOHYTbIX BHHMAaHHEM PaKypCcoB
AKTyaJIM3UPyeT HEeCKOJIbKO MHOE OCBellleH e
TEMbl, KYHUBEPCAJbHOE W HAllUOHAJIBHOE »,
CONIACOBAHHOE C BOCTOYHOM NapajurMmon
«BCE U3 OJIHOTO» U 11€JI0CTHBIM
MHPOBOCIIPUATHEM, YTO 3aAMETHO MOJHUMAET
MUIAHKY TOCJIEIYIOLINX HCCAeI0BATENbCKUX
MOMCKOB.

[TpolyKTHBHOCTb 3aHATON HAYUHOH
MO3ULIMH TTIOATBEPIKAAETCS U TEM,
4TO B pe3yJ/ibTaTe CTAHOBUTCS BO3MOXKHOH
JIOTHYECKast KOPPEKTHPOBKA
He TO/IAI0LIHUXCsl HAyYHOMY OCMBbIC/I€HHIO
«PACXOKUX MbICJIEH», CTABSILIMX 3ACJI0H
Pa3BUTHIO HCCJIEI0BATENLCKON MBIC/IH.
K TakoBbIM, B 4aCTHOCTH, OTHOCATCS
yTBepKJIeHHsT 00 YHUBEPCATBHOCTH
MY3bIKaJIbHOTO 513bIKa, UTO B KOPHE
MPOTUBOPEUYUT (hAKTy BOCIIPUSATHS
KaK KJaCCHUECKOH, TaK U STHUYECKON
MY3bIKH TTOJIrOTOBJICHHBIM CJIyXOM.
[IpoTuBOpeune cHUMAETCs epecTaHoBKOM
aKIleHTa: My3blKa He YHUBepCAJbHbIN
513bIK, a 13bIK YHHMBEPCaJbHOCTH,
KOTJ1a MOJ1 yHUBEPCAJIbHOCTbIO NOHUMAETCS]
[apmoHust BceoO111ero IBUKEHUST —
pocTa B LIMKJIHYECKHX Kpyrax JyXOBHOIO
CTAHOBJICHMUSI.

TynukoBasi cutyauus cosnaBaJgach
(M, K coXKaJIeHu10, ellle CO3/1aeTcs)
UHEPLIHEN MbILIJIEHHS, TUPAXKUPYIOLLIETO
He MOJYIAI0LLY0Cs JIOTHYECKOH
apryMeHTallii MbIC/Ib, TPUPABHUBAIOLLLYIO

MOHOJIMIO K OJIHOTOJIOCHIO, B TO BpeMsl
KaK MOHOJIUS B PsIfly C IPYTUMH
KOHLLeNTYyaJ/bHbIMU 3HAKaMH -UMCJIaMH
OCMBIC/IMBAJIACh B PAHHEM MPOLLIOM
HE CUETHO-TMOPSIKOBOH LU PO,
a cakpaJsibHbIM yucsioM. MsHavyasbHo unesio
OnuH (1e/I0CTHOCTD ) HAEHTH(UIIHPOBAIOCH
¢ pasauThiM Bo Beenennoi Cetom
boxecrBenHoit Mbicau. He cayuaiino
1 BIMOCJIEICTBMH MOHO/IUS TIPEXKIe
OCMBICJIMBAETCS KAK COJIBHOE,
a He OJIHOTOJIOCHOE TMeHHe.
Henononumanue cyiiHOCTHOH
KOHIIENTYyaJbHOH 3HAUMMOCTH paHHETO
HEKOHKPETHOTO MbILIJICHHUS BeJla
K KpaiHe yrnpoueHHOMY OCBelIeHHIO
SIBJIEHUH STHHUECKUX TPATUIIMOHHbBIX
KysbTyp. C HE001leHKOH 3HAaUUMOCTH
MHPOBO33PeHUYECKOH YCTAHOBKH CBsI3aHa
YKOPEHEHHOCTh B 0O1IIECTBEHHOM CO3HAHUH
MBICJIH O KYJIETYPHOM Pa3BUTHH
KaK JIBHKEHHH OT MPOCTOTO K CJ0XKHOMY,
B TO BpeMsi KaK He3aMblc/I0BaTast
BHELLHSIS IPOCTOTA MPOJYKTOB
TBOPYECTBA KaK B paHHEM TPOILIJIOM,
TaK W B MOCJ/E/yIOLLIHe BpeMeHa, Oy1yuu
KOHI'PYSHTHBIM BbIpaxKeHHeM MOCTOSIHCTBA
JIBH2KEHUST — TIpeoOpaKeHHs1, 3aBeJI0MO
MCKJIIoYaa NpernonoKeHne 0 K HauBHOCTH »
paHHero CMHKPeTHUHOTO, MOJUMOAAIBHOTO
MBbIIIIEHHUS.
[IpuBeneHHbIE OTEIbHBIE TPUMEPHDI,
CBUJIETE/IbCTBYIOIIME O BEPHOCTH
¥ 3HAYMMOCTH TPE/IIOKEHHOH
METO/I0JIOMMYECKOH YCTaHOBKH
JUIS1 PETPOCTIEKTUBHOTO OCBELIEHHS
KYJIbTYPHBIX 1IeHHOCTEH MPOIILIOTO,
O/IHOBPEMEHHO HaCTpauBatoT
Ha OT3BbIBUMBOCTH K 30BY Oy/1yLIEro,
BoCTpe6OBABIIEro MO3HAHHE
1 MIPETBOPEHHE MUPOBBIX 3aKOHOB
Ha CTbIKE 'YMAHUTAPHBIX U TEXHUUECKHX
HayK. YuuTbIBast U3Ha4YabHYIO
YHOPSI0YUBAIOLLLYIO POJIb MY3bIKH
B [103HABATE/ILHOM TPOLIECCE U BbIHECEHHbIN
13 KOHLENTYaJbHOCTH My3bIKaJIbHOH
JIpaMaTypruu OMbIT COMPSIKEHHUsI MOJII0COB
MBILIJIEHHS B €IMHUYHOM TBOPUECKOM aKTe,
MOZKHO TIPENOJI0KHUTD, UTO B Pean3aliuu
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HaMeueHHOH Hay4yHOH Lies1u IJ1aBHast

poJib Gy/IeT 0TBe/IcHa HAyYHOMY

MOJIMUCUUIIIMHAPHOMY H3yUeHHIO Myrama

1 My3bIKH B 11&JIOM KaK MaKporpoOJeMbl.
3a7aBIIKCh b0 PACCMOTPEHHUS

npeBHeriel KyabTypbl Kapabaxa

B CBETE €IMHOTO 11 a3epOakzKaHCKON

KYJIbTYPbI B 11€/I0M KOHLENTYaJbHOTO

cofiepaKaHus Myrama, TPyJHO OTPaHUUHUThLCS

paMKamu oiHOH KysibTypbl. [Ipunnmas

B pacueT BayKHOCTb U MEPCIEKTUBHOCTh

creluabHOTO yriyOJeHHOTO U3yUeHHUs

B KauecTBE CaMOCTOSITEJIbHOTO

Pa3HOCTOPOHHETO UCCIEN0BAHUS

npoiiecca npeo6pa3oBaHus eIHHOTO

KOHLENTYaJbHOTO si/Ipa B CMbICJIOBYIO

MHO>KECTBEHHOCTh, OCTaBasiCh, OJJHAKO,

B paMKax 3asiBJ€HHOH TeMbl, T03BOJIIO

cebe JHlIb HeGOBIIOE OTCTYIJIEHHE!

C TpaHCleHAEHTHOH 3ByKOBOH MbIC/Ib10

CB$I3aHa He TOJIbKO MHOTOCTOPOHHOCTh

1 MHOTOYPOBHEBOCTb CTPYKTYPHOH

U CIOXKETHOH COJIEPKATEJILHOCTH, M0-Pa3HOMY

paciiBeunBaeMol HallMOHAJIbHbIMU

KyJIbTypaMu, HO U peoOpa3oBaHue

M3HAYaJIbHOTO CMbICJIA B 3THUUECKYIO

WJIM HallMOHAJIbHYIO elnHMILy. B cBeTe

OTMEUEHHOTO JIIOOOMBITHOH MPeJICTaBJISIETCS

CJIe/y1lasi MbICJ/Ib, BbICKA3aHHAS 110 TTOBOJLY

snuveckor Tpamuumnu: «Korna nemeukne

POMAHTHKH Pa3BUBAJIM HJICIO O HAPOJIE -

TBOPLIE, CTOUJIO 3alyMaThCsl HAJl TEM,

r7ie, COGCTBEHHO, CyILIECTBOBAJ 3TOT €IMHbBIN

HapOJL U He SIBJISIJIacCh JIK caMa CTHXHSI 31oca

MOLIHBIM TBOPLIOM 3JITUHCKOTO HApoja

U3 MaTepraJjia pa3po3HeHHbIX MJIEMEH. ..
CraJio ObITh, TOT CaMblil HAPOJI, KOTOPbIH
MO2KHO OblJ10 Obl CUUTATH HCTOUHUKOM
310ca, BIepBble CO3/1aBaJICs STHM
3M0coM, cosziaast ero» (Axytun 60—67).
AHasornuyHO OTMEUEHHOMY MOYKHO
CKasaTh, UTO azepOaizKaHCKUH Hapo/,

C He3anaMsITHbIX BpeMeH »KHBYLIHH

B CTUXHM Myrama M JlacTaHa, 0Cco3HaBaJl
CBO€ 9THHYECKOE eIMHCTBO Yepe3 Myram

¥ Jactad. M B 3TOM ci1yuae Hapos cosnaBall
MyraMm M JIJacTaH, OJHOBPEMEHHO Myram

M JIaCTaH CO3/1aBaJl HAPOJL KaK STHUYECKYIO
eIMHULLY.

3aKknwuyeHue

B Hacrosiiiee BpeMsi nepest y4eHbIMU
AszepbaiijpkaHa CTOMT HenpocTasi 3aj1aya:
Ha (oHe KpariHe NTPOTHBOPEUHBOH
KYJILTYPHOH »KH3HH 00111eCTBa, OCMbIC/IUB
JIOCTHKEHHUS U TOTEPH MPEKHUX JIET,
NPUIIOKUTb MAKCUMYM YCHJIUH

JUISl CHMMETPHUYHOTO Pa3BUTHSI MyraMHON
KOHLLENTYaJbHON MBICJIM B pyc/iax HayuHOTo
3HAHUS U UCTIOJIHUTENbCKON MPAKTHKH,
OJIHOBPEMEHHO CO3/1aHUsT HEOOXOAUMOTO
JIyXOBHOTO KJIMMaTa, CrocoOCTBYIOLIETO
COXPAHEHHIO U TPUYMHOXKEHHIO
TPaJIMLIMOHHOTO MY3bIKaJIbHOTO HACJ/Ie/IHs,
SIIPOM KOTOPOTO SIBJISIETCS MyTaMm.
Jlymaercst, 4To OTMEUEHHOE CTaHeT

OJIHOM M3 IIaBHbIX 3a/1a4 BO3POKI1aeMOro
KyJIbTypHOTO 1ieHTpa B ropose [yue
Kapa6axckoro perrona AsepGariiKana.
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M3HiH TyciHy KapabaxTbiH, a3aT eTinyiMeH xaHe Lywa kanacbiHblH, KapabaxTbiH, MaA€HU OpTanblfbl
60AbIN XXapuanaHybIMeH — «eMip-eniM» GOPMYNaCbIH TaFbl Aa ©3€KTi ETKEH 3CKEPU KAKTbIFbIC anabiHAA
60/1FaH OKMFaMeH BainaHbICTbl. Kasipri yakbITTa MyFaMHbIH KOHLENTYanabl Ma3MyHbIH FblbIMU
TYPFbIAAH TYCiHY Tanabbl OHbIH, MOTUBALMACBIMEH, KEMTErEH Xac eMipaep YLiH Kaifbllbl HITUXEMEH
6eTne-6eT KeNyAiH HAKTbl WbIHABIKTAPbIMEH FaHa eMec, COHbIMEH 6ipre agaMaapablH, AYHUETaHbIMbl MEH
[lYHUeTaHbIMbIHAAFbI ayKbIMAbI ©3repicTepai 6ingipetiH anemaik npoueccre 6ipTyTac optaga bipre 6ony
aTtMocdepacbIMeH Ae Kyllenin oTbip.

MaceneHiH, 3epTTeny 6afbiTbiHa CIMKEC 3epTTeYAiH HEeri3ri aaicTepiHe repMeHeBTUKaNbIK,
(DEHOMEHONOTMANbIK XXHE KOTHUTUBTIK 94icTep XaTaAbl. OAiCHaMa peTiHAe ilKi oinay (GakTopbl
6acbiM pen aTkapaTbiH iwki (batin) xxaHe cbIpTKpl (zahir) eki NOMOCTI oMnayabl aXbIPaTaTbIH LWbIFLIC
LlYHUETaHbIMAbIK, MAapafMUrMacbiH eCKepe OTbIpbIM, MaCeNeHi Xxyieni Typae 3epTTey YCbiHbINAabI.

TakplpbINTa KEpCETiNreH MyFaM MaceneciH 3epTTey NepcneKkT1BaChl OHbIH, ©3ipbaiiaH My3bIKasblK,
M3AEHMETIHIH KYHAbl KabaTbl peTiHAEe CakTanybl MEH AaMYbIMEH FaHA MaHbI3abl eMec. Kasipri 3amaH
XaFaanblHAA MyFaM Maceseci Xeke 6iNniM canacbiHbIH, «keke» MiHAeTi 6onyaaH kanabl. OHbIH, 6TKipAiriH
epre Ke3gerigen byrinae eMip MeH eniM MaceneciH GipiHLWi OpbiHFa KOWFaH anaeKanaa ayKbiMapl
yLepicTep aHbIKTanabl. [lyHuene epuwin 6apa xatkaH KakTbiFbicTap Tizberi dyHuexy3sinik TopTin neH
KeniciMHiH aMbeban 3aHplH, SFHU, MyFaM MeH Xanmnbl My3bika 60/bIM TabbinaTblH aMbeban pyxaHu
KalHapAblH TepeH M3HiH TYCiHYA WyFbl1 TypAe Tanan eteni. MaceneHi 3epTTeyre capanaHfaH Tap
«MaMaHIAHAbIPbINFaH» K63KapacrneH CanblHFaH KeaeprinepaiH Kypaeniniri, kemae eHcepinMenTiHairi
FbUNbIMU OMAbIH AAMYbIHbIH OCbl KE3EHiHAE Kencanabl 3epTTey/iepre AereH CypaHbiCbIMEH eHcepinesi.
ANbIHFAH YCTaHbIMHAH MyfaM Maceneci Kypaeni Xyneni fblbiMu 3epTTeyNepaiH NaHi MeH 0ObeKTIiCiHe
aiiHanaabl, 6yn OHbIH XahaHAblK acnekTinepiHe, eH anabIMeH, aNeMAIK TIPTiN MaceneciHe xaHe
a[laMHbIH, NIaHeTanap aneMiHAeri OpHbl MEH KbI3METiH TYCiHyre acep eTeTiH TOMbIK ayKbIMAbl KAMTY YLUiH
XaHa WekapanapAbl awagbl.

AVTbINFaH NanbIMAAynap UHTYUTUBTI PyXaHU TaHbIM-aFapTYLUbIIbIKTbIH, epeKLlenikTepi MeH
MaHbI3blH NOrMKanbIK Herizaeyre 6arbiTTanfaH. KabbingaHrFaH 3epTTey NO3ULMACHIHbIH, AYPbICTbIFbIH
OypbIH TEK My3bIKa/blK, MaMaHAabIK WeHbepiHae TyCiHaipyre 60MaiTbiH KONTEreH cypakTapabl wewlyre
60naTbIHAbIFbI AaNeNAeNAl, MblCasbl, BOKANABIK Xeke dopManapabl My3blKasblK 0MAaYAblH €H anfallKbl
YArinepiHiH KatapblHa XaTKpl3y cebebi; 6y, atan aiTkaHaa, aNeMAiK MaLEHUETTiH 6acTaynapbliHaH Heri3
anaTblH 93ipbaMkaHablK MyFaM MypacbiHbIH, BOKaNAbIK A3CTypaepre 6ar Heri3ri MaFblHACbIHbIH, ©3iHIK
epeKLeniriH («<xaHeHAe» MeKTeNnTepiHiH KeH, Xenici ganennenai) pacranapl. IWki, pyxaHu KabbinaayabiH,
MaHbI34bl MaHI TOTMKaNbIK TYPFbIAAH YFbIHbINAAbI, COHbIMEH KaTap, WblFapMallbl/blK, KanbINTacy-
ACKaKTaHy — aFapTyLWbLIbIK YAEPiCiHE Xacamnas oinapabl TapTy Taxipubecinaeri anamrepLuinik
MeH TasanblK MHCTUTYTTAaPbIHbIH, ipreni peni TyciHaipineai. ApaMaTyprusiHbiH, KOHLENTyanasl peni
YKapblIK, CAYNECiHiH, CEMaHTMKANbIK, KOHTUHYYMbIHA LWAPbIKTAy CEPMiNiCiMeH XaHallua TyCiHaipinesi.
PyxaHuat TiniMeH 6epineTiH MyFamAblK OMnaynafbl XXOFapbl Ce3iMTan Kabblnaay ApaMaTyprusicbiHbIH,
KOHLeNTyanabl Ma3MyHbIH (TiK BEKTOP) XXaHe YaAi 6TKip 3IMOLMOHaNAbl Tpareausblk, pabynaHbl
KabbinaayFra (KenaeHeH BEKTOp) aHaNUTUKaNbIK TyCiHikTeMe 6epineni. MyFaMHbIH, KOHTPACTTbIK,
[paMaTyprugcbiHaarbl NadoCTbIK 3NUKaNbIK ASCTYPAEri (Y3AIKCI3AIK) «eniM — eMip» hOPMYNacbiHbIH,
MaFbIHaNbIK XXYKTEMECiHiH, aiblpMaLUbl/bIFbIHbIH, MaHi XXaHe 0Cbl hOpMynafarbl «eMip-enim» (y3inic)
Kepi Ti3beKkTeri pyxaHu ecy YLWiH MOpanbAblK-afAaMrepLlinik bIHTaNaHAbIPaTbIH, KAKTbIFbIC CHOXETI
MeH Kyp6aHabIK MAescbIMeH 6ainaHbICTbl TpareAusiblK KOHPAUKTTIK ApaMaTyprusiHbiH, pyxaHu ecyi
epekwe atan etinreH. KentipinreH nabiMaaynap aptypni dopmanapfa 6ari KapabaxTbiH aactypni
MYPaCbIHbIH, HaKTbl MblCanAapbIMeH, COHAAN-akK ©3ipbaiikaH KOMMO3UTOPbI XaHe OMLUbIbI Y3enp
lapxunbennunain GeHoMeHanapl WblFapMallbliblFbIMEH AdnenaeHeni. MakanaHbiH, COHbIHAA MyFaMbiK,
OPbIHAAYLbINbIKTbIH, PyXaHW KaHOHAAPbIHbIH, KOHLENTYan bl MaHiH FblbIMU TYPFbIAAH VFbIHY Heri3iHae
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Kapabax enkeciHiH MaAeHM eMipiH XaHFbIPTyAaFbl WblFapMaLUbI/bIK, 91€YeTTi TONbIKTbIPY MEH
TaHbITYLbIH, MaHbI3LbIbIFbl aTan eTifireH.
Tipek ce30ep: pyXxaHUAT, MyFaM, «kXaHeHAe» BOKanablk MekTebi, 01 YHAECTIri, KOHLeNnTyanapiK,
KanbINTacy — aCkakTaHy — aFapTyLbUIbIK, LUK — CbIPTKbI, BMip — 8/iM.
AJaiiekces ywiH: ®apxanosa, CeBunb. «MyFam O3ipbaitkaH MaAEHN MYpACbIH XaHFbIPTY XXaHe AaMy
YPAICiHIH TY>XbIpbIMABIK, 63eri peTiHae». Central Asian Journal of Art Studies, 1.7,N2 2,2022,60-75 6.
DOI: 10.47940/cajas.v7i2.580.

Asmop Koma30aHbiH COHFbI HYCKACbIH OKbIN KyNnmaodsl aHe Mydoenep KaKkmblfbiCbl HOK eKeHOieiH
Manimoelioi.

Sevil Farkhadova

Institute of Architecture and Art of Azerbaijan National Academy of Sciences (Baku, Azerbaijan)

THE MUGHAM AS A CONCEPTUAL AXIS OF THE PROCESS OF REVIVAL
AND DEVELOPMENT OF AZERBAIJAN’S CULTURAL HERITAGE

Abstract. In this article, understanding essence of the mugham conceptual content as an alternative
type of thinking is linked to the liberation of Karabakh and the announcement of the city of Shusha
as the cultural center of Karabah - an event preceded by the military clash that again made

the formula “life-death” topical. The demand for the scientific comprehension of the mugham
conceptual content in the current time is fueled not only by its motivation, the specific realities

of confrontation with tragic outcome for many young lives, but also by the very atmosphere

of co-presence in a single world process, which implies large scale changes in perception

of intellectual people.

Based on the nature of the article, the main research methods are hermeneutical, cognitive,
and also phenomenological methods. The systematic study of problem is proposed
as the methodology, taking into account the Eastern worldview paradigm that distinguishes
between the two-pole thinking, turned inward (batin) and outward (zahir) with the predominant
role of internal thinking factor.

The perspective of studying the problem of mugham, indicated in the title, is significant not only
for its preservation and development as a valuable layer of the world musical culture. In the present
time context the problem of mugham ceases to be a “private” task of a separate field of knowledge.
Its sharpness is determined by much larger-scale processes, which, as in the early past, put the issue
of life and death at the forefront today. The chain of conflict confrontations growing in the world
urgently dictates the understanding the Universal Law of World Order and Harmony, that is, the deep
essence of the universal spiritual source, which is mugham and music in general. The complexity,
and sometimes insurmountability of the barriers built by a differentiated narrowly “specialized”
approach to the study problem, is overcome at this stage in the development of scientific thought
by the demand for polydisciplinary research. From the taken position, the problem of mugham grows
to the subject and the field of complex systemic scientific research, which opens up new frontiers
for its full-scale coverage, affecting global aspects, primarily the world order problem
and understanding the place and function of man in the planetary world. The stated judgments
are based on the logical substantiation of the specificity and significance of intuitive spiritual
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knowledge-enlightenment. The study position correctness taken is confirmed by the fact that many
questions that previously could not be explained purely within the musicological specialty become
resolvable, for example, the reason for classifying vocal solo forms as the earliest examples
of musical thinking, which, in particular, confirms the primordiality and basic meaning of the rich
in vocal traditions (school “khanende”) of the Azerbaijani mugham heritage, dating back to the world
culture origins.
The essential significance of inner, spiritual perception is logically comprehended, the fundamental
role of morality and purity institutions in the practice of drawing creative cognizing minds
into the process of creative development - illumination is explained as well. The conceptual role
of dramaturgy is interpreted in a new way with a culminating breakthrough into the light-beam
continuum. The dramaturgy’s conceptual content of supersensory perception in mugham thinking
(vertical vector) and the plot-motivated intensely emotional perception of a tragic plot (horizontal
vector), brought with the language of spirituality, is conveyed to analytical explanation.
There is covered field of the essence of difference in the semantic load of the formula “death - life”
in the mugham contrasting dramaturgy (continuity), in the pretentious epic tradition, and the same
formula in the reverse sequence of “life - death” (discontinuity) in the tragic conflict dramaturgy,
associated with the plot of confrontation, and the idea of sacrifice. The stated judgments
are confirmed by the specific examples of the traditional heritage of Karabakh rich in diversity,
as well as by the phenomenal creativity of the Azerbaijani composer and thinker Uzeyir Hajibayli.
At the end of the article, the importance of replenishment and manifestation of creative potential
in the revival of the cultural life of the Karabah region is emphasized on the basis of scientific
comprehension of the conceptual significance of the mugham performance spiritual canons.
Keywords: spirituality, mugham, “hanende” vocal school, harmony of thought, conceptuality,
formation - rising - illumination, internal - external, death - life.
Cite: Farkhadova, Sevil. “The Mugham as a Conceptual Axis of the Process of Revival
and Development of Azerbaijan’s Cultural Heritage.” Central Asian Journal of Art Studies, vol. 7,
no. 2,2022, pp.60-75.DO0I: 10.47940/cajas.v7i2.580.
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Abstract. Objective requirements for the production process, the interaction of classical ballet

and national traditions require new approaches for creating dance projects in the small forms genre.

The goal is to explore the most significant creative projects of domestic choreographers in the context

of the relationship between traditions and innovation in order to determine the most correct solutions

to issues of national and supranational choreography in domestic directing. The objectives are to consider
the peculiarities of the small choreographic forms development in the national style, to identify the main
trends in their development in the productions of Kazakh choreographers and on this basis to reveal

the relationship and interaction between national content and supranational stage embodiment.

The methodological basis for the study of issues related to the creation of dance works in the small forms
genre is a systematic approach to the issue of the modern Kazakh choreography stylistics peculiarities.
The main methods, used during the study, were the synthesis methods of choreographic art, the national
dance interpretation and the principles of directorial techniques in creating small forms.

At the current stage of the national choreography development, the most landmark and significant
productions are the innovative ones of Mukaram Avakhri (Astana Ballet Theater), Gulzhan Tutkibayeva
(Abai Kazakh National Theatre Opera and Ballet). Analysis of their interpretation of traditional forms of
dance led to the conclusion that Kazakhstan created its own national directing style in the creation of
choreographic works of small forms. During the discussion block, the main result of the comparative
analysis of creative projects for leading domestic choreographers was the identification of the most
significant methods and techniques of their work on the creation of highly artistic projects in the field
of choreography as a multi-level, multi-component and developing art.

In the context of increasing competition among Kazakh theaters and creative groups working
in the style of national choreography, the introduction of modern methods and principles
into the directing process is becoming particularly significant. A thorough study of all components



of this process will contribute to the further successful development of the entire domestic

choreographer's art.

Keywords: choreography, choreographic art, small dancing forms, director-choreographer,

scenography.
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Introduction

t the present stage of the Republic
of Kazakhstan’s various areas

of culture, great attention is paid
to the issues of preservation
and multiplication at a new level
of national traditions with the application
of new approaches and non-standard
solutions, the ability to translate
them into creative projects.
All this completely applies
to the choreography art, in particular
to its directing. In this regard the decision
to create performances, choreographic
productions is important, in which not only
the entire variety of national dance culture
will be captured in its new reading,
but also works with the use of modern
world choreographic trends. Currently,
legislative documents, state programs
in the field of culture and art dictate
the adoption of cardinal measures
in the solution of these tasks.

The art of choreographic directing
in this process doesn’t take the last
place. This is an important component
of the chain of continuous development,
rethinking the national cultural heritage.
“If we want to be a nation with its unique
place on the global map of the 21st century,
then we should implement another
project — ‘Modern Kazakh Culture
in the Global World’” (Nazarbayev 1).
Then we cannot only create and select
the best works in the field of choreographic
art, but also show them abroad.

At the same, the preservation
of its culture is the main task. The best
cultural traditions of the Kazakh people
should become a prerequisite, an important
condition for the further successful
development of the republic.

This is all the more significant,
since changes in the national choreography
directing are associated with a number
of circumstances including sociocultural
changes that took place after our republic
gained independence, and the need
to consider new trends in traditional
and modern Kazakhstan dance culture.
To do this, the forms and directions
of domestic directorial art should
be studied and understood, the main
trends of its development should be
identified in the context of artistic evolution.
One of such trends was the dominance
of the genre of small forms in the works
of young choreographers of Kazakhstan.
This is primarily due to the fact that in many
areas of art, including choreography,
the beginning of the 21st century
is characterized by the formation of certain
philosophical and worldview concepts
that have influence and contribute
to the emergence of new forms

and expressions of directorial interpretation.

It is known that the embodiment of new
themes and plots created by the directors
gives rise to a new form.

Since some aspects of the implementation
of domestic directors-choreographers’
creative projects allow us to trace
the general trends and directions
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of national dance art development,
this gives good opportunities for its further
successful development, enrichment
of the plastique language, the dynamics
of emotional state movements in revealing
the stage image.
On the basis of an analysis
of the most successiul projects of domestic
choreographers decided in national style,
the goal of the article is to identify
the peculiarities of the relationship between
the dance traditions of the Kazakh people
and contemporary techniques of their stage
embodiment in order to determine the most
correct solutions to issues of national
and supranational choreography
in domestic direction.
The achievement of the goal is facilitated
by the following tasks:
— to consider the peculiarities of creating
works in small choreographic forms
in the national style; this will determine
the common features which are
peculiar to the work of Kazakhstani
choreographers;
— to analyze the main trends
of their development in the conditions
of the modern functioning of the global
dance art; this will make it possible
to compare domestic choreographic
projects and world-class productions
in order to identify the strengths
and weaknesses of their stage
embodiment;
— on this basis to reveal the relationship
and mutual influence of national content
and international choreography.

Methods and materials

Modern processes taking place in the style
and genre diversity of Kazakhstan
choreography directing should

be considered in the context of entire
artistic creativity of the republic

as an integral part of national culture
because staging activity is a sphere of direct
contact of the choreographer’s personal
creative experience with the vast artistic

and aesthetic experience accumulated
in the professional choreographic art
and folk art.

Since at the present stage there
is a tendency of mixed dance forms,
our choreographers in their productions
are also trying to find something new,
unusual. Since professional choreographers
own many dance techniques, this helps
to improve the process of borrowing
and connecting various dance styles
(Nicholas Rowe, Rose Martin, Nasser
Giacaman, 214—232; Aglaia Zafeiroudi,
1—15).

During studying the issues related
to the creation of dance works in the small
forms genre by Kazakhstani choreographers,
it wasrevealed that the creative projects
of domestic choreographers, especially
works, created on national themes, remain
(for the most part) within the traditional
classical stage construction. Meanwhile,
the so-called “synthetic” genres
are becoming increasingly widespread
in world choreographic art. (Birringer
88—111). We believe that in order
to achieve international recognition,
it is important to strengthen mutual
respect and understanding between
different dance styles and directions.
Observance of traditions, preservation
and the development of national
dance should not resist the process
of updating stage forms and new
searches for choreographers.
Considering the creative process from
the choreographer-researcher's position,
choreographers use techniques
for integrating various art genres.
This reveals the relevance and significance
of studying not only the stylistic
and genre features of directing,
but also the need to know traditional
and innovative approaches in the process
of creating highly artistic works of Russian
choreography. The director's vision
of the national idea refracted by artistic
methods and means of contemporary
choreographic art, expands the boundaries



and opportunities in the creation of ballet
performances.

In this regard, the most vividly innovative
choreography directing was manifested
in the creative projects of the Astana Ballet
Theater choreographers, in which active
work is carried out to enrich the national
dance language through the prism
of modern global trends in choreography.
Thus, through the prism of the team’s
individual creative search, the genre
and stylistic peculiarity of both theater
directing and modern Kazakhstan ballet
directing as a whole is revealed.

Analyzing their great practical
contribution to the development of modern
Kazakhstan choreography, innovation
in the field of scenography, one should not
lose sight of the sphere of their theoretical
and methodological techniques
when creating a work that brings a certain
importance in expanding the theoretical
aspects of directing.

Thanks to informational and practical
materials, obtained using the methods
of personal conversations, interviews with
leading Kazakh choreographers, directors
of the Abai Kazakh National Theatre Opera
and Ballet (Abai KazNTOB), the Astana
Ballet Theater, an attempt was made
to identify ways to shape the repertoire
policy of theaters, characteristic features
of modern scenography. It also made
it possible to determine the place,
the importance of the small forms genre
for the successful national choreography
development and to outline its integration
path into world space.

In addition, electronic resources,
Internet sources, video materials of the latest
choreographic projects of domestic
choreographers were actively involved.

Results

For the modern choreographer, one

of the most significant tasks is to transform
and update the dance language style,
acting in the symbiosis of national, classical

and contemporary dance (Art Nouveau,

free plastique) while developing guidelines

for interaction with its globalization

into the world space.

In order to determine the real value

of a choreographic work, in our opinion,

it is necessary:

— to study the directions of creative
projects of domestic choreographers
working in the leading theaters of our
country, to identify the main trends
of development in the context
of a common culture;

— to study the individual handwriting
and creative style of the production
designer, director-choreographer,
to determine his ideological and artistic
landmark which is the starting point
in the new search.

Considering the changes in the ballet
theater language, it should be noted

that the processes of the vocabulary

transformation and the form

of the performance took place

in Kazakhstan ballet with peculiar

features. Trends in changes of the forms

of stage implementation of dance
projects, the introduction of innovative
scenography techniques are peculiar

not only for the work of individual

choreographers but also for the entire

Kazakhstani ballet art. The issues of stage

implementation of choreographic

projects, their scenography are of great
importance in the modern researchers’
works. In this regard, they note

that “in the polysystem of the theatrical

space”, one of the main components

is the theater code consisting

of the following groups:

speech (intonation of text

and expression of emotions —
laughter, crying, screaming);

kinetic (facial expressions, gesture,
stage movement);

the appearance of the actor
(makeup, hairstyle, costume);

space signs (playground, decoration,
props, light);
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* non-verbal acoustic signs (musical
and noise and sound formation)
(Urazymbetov 58).

Kazakhstan directors-choreographers
working in the genre of small choreographic
forms are oriented to a new stage
language and a new scenography
in their experiments. Taking into account
that the basis of modern scenography
is “a three-dimensional stage space
in which plastique dominates
and its action develops in three plans:
abstraction — plastique-volume” (Gitelman
and Maksimov, 142), they use the body
as a “text, source and indicator of new
cultural codes” (140). While analyzing
the basic principles of the structure,

a scenography of the ballet performance,

[ would like to note D. Urazymbetov’s
work. In his articles “Semiotic Aspects

of Choreography” (106—113), "Semiotic
Codes of the Scenic Spaces" (56—60)
“Stage Spaces as a Semantic Connection
of Codes” (103), emphasis is placed

on the fact that “the dance language

from a semiotic point of view, its capabilities
as a communication channel and ‘architect’
of stage representation of drama <...>

is the most important dramatic link

and carries the function of communication
between the director, artist and viewer”
(Urazymbetov 113).

Modern scenography helps
to distinguish the most significant
moments of choreographic action,
to place the necessary accents for the best
perception by the audience. Considering
the choreography and scenography
aesthetics, PhD, Professor K. Khalykov
in his article “Aesthetic Education
of Choreography and Scenography
Languages” reveals the reasons
for the name and principles that determine
the “scenographic action” (270—277).
According to K. Khalykov, the reason
why it is called “scenography of action”
is associated with its main defining
principle — the direction of the artist’s
art in the design of stage action. First,

the place of action is determined
by the environment organization.
Secondly, the creation of scenography
directly affects the play of actors
with individual elements or in general
as a participant in their stage action.
Thirdly, the invention of figurative
rhythmic material is presented as original
characters of stage action — (translation
by the author A. K.) (272). At the same
time, noting the general genetic code
of the scenography art, the author claims:
all these types of decor are based
on the genetic code of the scenography
art. Each of them, in turn, defines one
of the three systems of the historical past:
first the scenography of characters
in rituals, then the game scenography
in Pre-Renaissance and folklore forms
of stage art and, finally, the scenery system
of the New and Modern Theater.
Each system was dominated by some
kind of decor (for example, the place
of action in decorative art) — (translation
by the author A. K.) (272).

A light score that affects the stage
space plays an important significance
in modern scenography. Confirmation
that light affects space is found in the article
“Scenography of Kazakhstan (experience
in typological analysis)” by professor
S. Karzhaubayeva (188—191).
The scientist’s statement fully meets
the definition that space and time, thanks
to the light score, became “irreal”. Let us
continue the thought of S. Karzhaubayeva:
“Light is the concentration of divine
emanation or opposite is its disadvantage”
and “any amplification or change
in the nature of light, the viewer is always
perceived as a mystic change” (190).
Sequentially, light variation, “mystical
change” as if makes it possible
for the director to find “something
that is exciting... in the parameters
of this color, to summarize, at the level
of personal search, the universal human
quest for the Supreme beginning, reason
and order” (Karzhaubayeva 190).



According to S. Karzhaubayeva, the light
score is one of the most important elements
of the means in the search for the stage
language. Therefore, the performance
vision and light decision again depends
on the director, on his world perception.

From the point of view of the most
successiul combination of traditional
choreographic vocabulary and modern
scenography, we find the works
of such directors-choreographers
as Gulzhan Tutkibyaeva, chief
choreographer of the Abai KazZNTOB
and Mukaram Avakhri, chief choreographer
of the Astana Ballet Theater.

The art of the of G. Tutkibayeva,
in addition to high professionalism, is noted
primarily by the desire to raise national
choreography to a new, higher stage
of development. Her projects successiully
combine the classical dance school
and modern trends in choreographic
directing. The individual style of material
submission, directorial novelty, images
brightness are clearly felt in them.

One of the first such projects was
the ballet to the music of Francis Poulenc
Mask Theater (diploma performance,
2000) — a fairly full-scale, one-act
performance. This is a ballet-reflection
on the meaning of life, where certain
philosophical points are revealed
that the world around us is actively
influencing man. And if a person comes
with his own internal state, even wants
to change something, fix something,
then he, as often happens in real life,
is absorbed by the general atmosphere.

In this performance created on the principle
of small choreographic form,

the neoclassical style is combined

with modern choreography elements.

This was a breakthrough in Kazakh
directing, since not individual variations,
but a whole performance was built entirely
on the vocabulary of modern choreography.
The innovation in domestic directing was
also the fact that inside the solo numbers
of the performance, the neoclassical style

echoed elements of classical dance.

In this work, G. Tutkibayeva successfully
introduced such methods of modern
scenography as light variability expressed
in color change with a parallel change

of characters. At the same time,

the general atmosphere of living space

is more faded, the color is not bright,
sometimes gloomy. The futility of the main
character’s aspirations to change
something in the world around him

is emphasized by rapid light transitions
from bright colors to almost invisible ones.

Indicative for the further formation
of his own ballet master’s handwriting
were the works of G. Tutkibayeva Suite
in the Style of Antico to the music
of Alfred Schnittke (June 2005)
and Charlie to the music of Dmitry
Shostakovich (2005).

Both of these performances were
absolutely implemented in the neoclassical
style, although at that time in the Kazakh
choreography direction and in choreography
as a whole, such a term was not yet self-
sufficient, independent but was used only
to create any separate image in traditional
ballet productions. This can be called a kind
of “impressionism” in choreography.

The ballet Suite in the Antico style
to the music of A. Schnittke (June 2005)
was also decided in the style of contemporary
choreography in the form the way
the choreographer understood modern
choreography at that time. In this ballet
performance, unlike the first, contemporary
choreography is very tough, very rich,
solved in a more powerful, more sporty
way. Of course, this is still the same
contemporary choreography which although
it has a slight mixture with neoclassical
elements, is still more contemporary
choreography in the choreographer’s
individual directorial style. We know
that the direction of Martha Graham
which began to gain momentum
in the ballet art of Kazakhstan in the late
90s of the 20th century in a very peculiar
way and it is difficult to isolate any individual
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elements within this direction. However,

G. Tutkibayeva was able to develop, deepen
this direction of contemporary choreography
in her own way. She introduced some of her
sensations, focus and her own understanding
of this vocabulary for creating a work

in one genre or another and stylistic manner
and used really new, her directorial
developments the way she understood

it. This also applies to the performance
scenography, the major principle of which
is the principle of minimalism in stage
decoration. Here, three-dimensional stage
space is dominated by plastique and the rest
of the scenography elements — abstraction
and volume — are ancillary.

The play Charlie is the undeniable
directorial luck of G. Tutkibayeva. The theme
of a “little man” in its interpretation was
developed filigree. Of course, Charlie
Chaplin was chosen as the prototype
but this is the collective image
of the artist who gave his life to the stage.
The performance as a whole was
implemented on the basis of classical
dance. But even here the choreographer
uses his favorite technique in choreography
— “impressionism”. Multilayering, mixing
of elements are justified: the director shows
on the stage the scene itself and behind
the scenes, two worlds, their natural
contrast, and at the same time their
parallels. Accordingly, the scenographic
solution is also unusual: contrasting color,
decor, characterizing a bright, brilliant
stage life and everyday life behind
the scenes.

The directorial decision of the play
to the music of K. Orif Carmina Burana
(September 2012) was given in a slightly
different, but innovative for its time.

By genre, this is a cantata ballet.

In stylistics — this is modern choreography,
there is an adagio of soloists, where

the modern style is mixed with neoclassical
one, script. According to the scenography
— is the combination and mixing of various
elements of the stage design associated
with the multifaceted performance.

[t involves the entire theater creative
team: the full composition of the choir,
opera soloists, ballet troupe, children’s
choir. Accordingly, the stage decision also
applied methods used both in the creation
of an opera performance, ballet, children’s
production which also became innovation
in domestic ballet directing.

During the new national theater
formation— Astana Ballet — in the formation
and development of small choreographic
forms genre in domestic directing,
the creative searches of Mukaram Avakhri,
who is the main choreographer of this
theater are significant and important.

In his directorial decisions, M. Avakhri
tries to use various forms to create vivid
stage images — from solo, duet (paired)
to mass numbers. All this requires
a variety of directorial techniques,
variational development of choreographic
miniature, unfolded choreographic
compositions, including a suite form.
Depending on the list of the participants,
the choreographer provides bright,
contrasting options for developing
storylines. The transformation of historical
ballet forms in the context of a new
aesthetics including the synthesis
of plastique of traditional academic dance
with plastique of national dance culture,
conveys the inner state of the characters,
and influences on the viewer.

A. Moldakhmetova defines the work
of M. Avakhri in the field of national
choreography: “Her dances are qualitatively
transformed in a new form as if as a substrate
sounding the poetic polyphony
of the aesthetics of Kazakh national
culture” (131).

Making a big bias towards the synthesis
of Kazakh national dance with modern
choreography, she created three one-act
ballets of Zhussan, Language of Love,
Sultan Baybars. The ballets meet
the “modern trends of world art” and are
distinguished by a bright national identity.

The creation and release of the one-act
ballet Zhussan was served by the creative



union of the young choreographer
Mukaram Avakhri and the famous Kazakh
poet Bakhyt Kairbekov. The ratio of poetry
and choreography originated in two authors
who created the image of wormwood
which among the Kazakhs carries a sacred
meaning. In epics, literary examples,
we find that “wormwood-grass, from
ancient times took the steppes with them,
going on distant wanderings, a fluffy bundle
hidden on your chest gave strength and
woke up memory — do not forget who you
are and where your land is” (Mussina 36).
The ballet scenography is based
on an alternation of 7 paintings:
“Wormwood”, “Centaurs ”, “Heavenly
Gift”, “Hunting”, “Great Jute”,
“Awakening”, “Invasion” and Prologue,
Epilogue. Their sequence determines
the libretto structure and the ballet
rhythmic organization in which
“each picture, as if a fresco arising
from the depths of centuries, tells about
an episode of the history of the Great
Steppe”. The Kazakh ballet critic E. Musina
notes: “Consciously avoiding the narrative
of the plot, the authors turned to symbols
as signs that expand the audience’s
associative series” (36).
Continuing the discussion about
the theater signs used by directors
in the stage space, it is appropriate
to quote the words of D. Urazymbetov.
The reserarcher claims that “the coding
system for signs and symbols is used
by directors... based on genetic, pragmatic
and other omnifarious experiments” (437).
And M. Avakhri conducts these omnifarious
experiments in subsequent small forms
of choreography. In our opinion, we should
agree that the choreographer uses
non-verbal codes (plastique and musical)
in the implementation of scenography.
Therefore, the above statement must
be accepted as “a system of natural
connections... between expression plan
elements and content plan elements”
(Makhlina 301). So, a bold musical
compilation, composed of works

by composers of different eras (Kuat
Shildebayev, Sergey Rachmaninof,
Arvo Part, Karl Jenkins), even more
emphasizes musical and choreographic
formation. The static fragments

of choreography which are found
throughout the performance repeatedly,
complement and reveal the general
movement of the idea of the ballet.

The choreography became a kind

of continuation and embodiment of music
and poetry which opened up new facets
and a new sound of national color

in the ballet Zhussan.

The national one-act ballet “Love
language” to the verses of the great Kazakh
poet Abai Kunanbayev was staged
by M. Avakhri in 2016. In the theater
program, the ballet is defined as “variations
on Abai’s poems” (eight variations) and has
an important subtitle — “Ascent to Abai”.
Taking into account that in small forms
of a single-act ballet there is a “high
concentration of associative thought”,
the choreographer boldly experiments
the symbols of “musical, verbal, dance
culture”. Setting her own building rules,
in experiments M. Avakhri synthesized
“stylized folk music, modern ballet with
Kazakh folk elements of movements, poetry,
modern videography” (Belgibayeva, 30).
The ballet composition combined a mixture
of styles, space-time episodes, psychologically
developed paintings-variations.

At the core of eight variations:
“Inspiration”, “The Poet's Way”, “Seasons”,
“Kozimnin Karasy”, “Toi Bastar” (“Fun”),
“Tatyana's Letter”, “Poet’s Entreaty”,
“Zhelsiz Tyunde” (“In Windless Night”) —
the philosophy transferring love
for Abai’s poetry. The choreography's
visible plot and narrative contributed
to the manifestation of all the most
important terms telling about the great
poet’s soul, for whom the spiritual
and moral development of the native people
was primarily. The choreographer conveys
deep experiences and thoughts, tenderness
and sadness in extremely free in the visual

CATEGORIES OF NATIONAL AND SUPRANATIONAL IN ART ‘i‘ CAJAS Volume 7. Issue 2.2022



CATEGORIES OF NATIONAL AND SUPRANATIONAL IN ART ‘!‘ CAJAS Volume 7. Issue 2.2022

and plastique diversity of movements.

The detailing of choreoplastic contributed
to the disclosure and deployment

of the musical image. At the same time,
the musical and dramatic development,
comprehension and study of the musical
and choreographic language, plastique
interpretation of the music figurative
structure of the three composers
determined the choreography development.

In this ballet, the images and movements
of Kazakh national dance are in synthesis
with classical pas which helps the viewer
come into contact with the divine face
of art. The form of variation boils down
to the main techniques of the classical
school: 16 girls — ballet dancers in air
skirts perform a lyrical dance which
includes a pas de bure turning into a light
ballet run, fine walking and easy rotation
are beautifully and resourcefully used.

The plastique language expressiveness
in each of the variations is competently
correlated with poetic lines. Choreographic
variations with verbal monologues
in the transitions of paintings, scenography
transformation of space, video sequence
indicate the features of the author’s style,
the director's language of Mukaram Avakhri.

A stable form for the productions
of M. Avakhri in the small forms genre
remains a classical dance with the oriental
color introduction. Filling forms
with its plastique language, peculiar
vocabulary, the choreographer is focused
on the philosophical nature of the synthesis
of spiritual and bodily, past and present.

Preserving the best national dance
traditions, M. Avakhri at the same time
creates modern choreographic art
which makes Kazakhstan recognizable
far beyond its borders.

Discussion

By now, fairly large amount of research
papers and articles on the analysis

of issues that somehow relates

to the subject matter of this article

is accumulated in art history literature.
So, the issue of stage interpretation

of the national dance culture

of the Kazakh people is considered

in detail in the dissertation for the PhD
degree of A. Moldakhmetova’s
“Directorial Interpretation of Kazakh
Dance in the Kazakhstan Choreographic
Art at the End of the 20th and Beginning
of the 21st Century” (151).

The works of various authors were
studied and analyzed during the study
of the peculiarities of modern Kazakhstan
scenography in the genre of small
choreographic forms. Solving this issue
is especially important today, since it is now
that domestic choreographer art is highly
appreciated among foreign colleagues.
Thus, in the article “The Ethnogenesis
of the Kazakh Dance”, Kazakh researchers
emphasize: “Taking into account the recent
innovative achievements of ballet theaters
and Kazakhstani choreographers on
national subjects, we can conclude about
the great resonance of Kazakhstani art and
world recognition as a cultural civilization,
with unique plastique and national
traditional forms” (Tleubayeyv, et al. 340).

The works of S. Foster (336)
and M. Febra (163) on the development
of new dance forms in theatrical art
and varieties of choreographers’ directorial
work in drama theaters are interesting
from the point of view of our research.

At the same time, along with this,

the development of experimental searches
for the sensual expression of the inner state
of a person, his soul in the manifestation

of national images, reveal the more abstract
boundaries of the expression of directorial
innovations.

J. Butterworth and L. Wildschut (572),
Wang X. and Zhang Ch. (1154—1158)
give an analysis of the development
of the choreographic direction
“contemporary”, however, they do
not consider how this direction can be
assimilated with different national dance
cultures.



The peculiarities of the Kazakh
choreography development are also
considered in detail, an analysis
of the current state of affairs
in this area are also given in the article
“Director's Interpretation of Kazakh
Dance Development Trajectories
in the Perspective of Creativity”
by A. Kussanova, et al. (30).

An analytical article “Choreographic
Art Features: Creative Concepts and
Innovations in Teaching” (1 —15)
by S. Bakirova, et al. reveals some teaching
aspects of the directing choreography skill
focusing on creative trends in teaching.

One way or another, these works
in one way or another come into contact
with this article theme, their analysis
reveals a range of issues, the solution
of which can help in the creation of new,
even more advanced works in the genre
of small choreographic forms, with even
more modern scenography.

Meanwhile, despite the undoubted
advantages of the analyzed studies,
it can be noted that they do not detail
the mechanisms of the relationship
between traditions and innovation
in the productions of modern choreographers
working both in Kazakhstan and abroad.
They, to one degree or another, consider
such issues as:

— preservation of the national dance
heritage of the people in particular
country;

— problems of modern choreographer’s
art related to training and education
of a director-choreographer of a new type;

— ballet scenography features;

— questions of the combination of national
choreography and its international
(supranational) stage embodiment
in directing small forms.

During the discussion block, issues
should be raised regarding not only
the preservation of the traditional dance
heritage of the Kazakh people, its modern
stage embodiment in the domestic
choreographers’ experimental works.

[t is also necessary to set priorities and
goals for a faster exit from the experimental
stage to the next stage in the development
of national choreography which should:
— rely on traditional dance heritage
at its core;
— find a balance between the concepts
of folk and modern since many
national features of the Kazakh dance
language moving into stage life,
can remain understood only by native
speakers of this people’s culture.
This is necessary so that the
inexperienced viewer, who is not
familiar with the Kazakh choreography
aesthetics, understands the meaning
of one or another symbol of the national
stage vocabulary; only then our
choreographers’ works will be able
to successfully integrate into the space
of the global dance industry;
— at the new, contemporary stage
of national choreography development
it is also necessary to determine
the most correct solution to the problem
of preserving the best dance traditions
of the Kazakh people, their richest
choreographic heritage. This is very
essential since the younger generation
must understand and correctly
perceive the process of transferring
the accumulated experience.
Only then the connection of generations
in the great choreography art will not
be interrupted.

Conclusion

Based on the written materials examined
such as the articles of A. Kussanova,

et al. (535—548), S. Bakirova, et al.
(1—15), K. Khalykov (270—277),

S. Karzhaubayeva (188—191), PhD thesis
of A. Moldakhmetova, (151), interviews
and conversations with choreographers

G. Tutkibayeva (13), M. Avakhri (12)

we can conclude that the stylistic features
of the joint creative process of the director-
choreographer, stage designer, lighting
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and costume designer come to light

in the process of creative experiments,

the search for new means when creating

works in the small choreographic forms

genre.
Taking into account, it should be noted
that:

— the national dance art of Kazakhstan
significantly expanded its creative
opportunities over a relatively short
period of independence which made
it possible to create works in demand
not only in our country but also far
beyond its borders. Currently,
the national theater is a full-length
theater with all technical services
and its own production which allows
you to implement large projects, create
large canvases, experiment;

— each production of domestic directors-
choreographers is multi-genre,
semiotic when one choreographic text
is superimposed on another, creating
a new layer. The result is a voluminous,
multilayer ballet where we find new
allusions and reminiscences; new
figurative-semantic faces;

— due to the talent of masters of modern
choreography of G. Tutkibayeva,

M. Avakhri who own a special figurative
and expressive “optics”, modern ballets
are symbolically colorful, interesting

in terms of spectacular and spectator
perception; mixing classical dance

with a new technique, new approaches
as well as innovations of modern
choreographic thought, in a new
perspective reveal not only sensuality
and internal psychologism, but also
philosophical and universal human
essence; value and style ethical

and aesthetic traditions of world

ballet art;

— Kazakh directors continue their
experiments turning to the genre
of television version. The television
ballet Sultan Baybars directed
by M. Avakhri is created for the first
time in Kazakhstan.

[t was also revealed that the experience
of the last century’s masters, their
achievements in terms of building
a choreographic work, work with performers
occupy a significant place in the works
of our contemporaries. As an inspiring
source of new ideas, they find a new
embodiment. Images of Kazakh mythology
in the context of the space-time
continuum which found their incarnations
in a completely different way from
the traditional reading of directorial
interpretations of modern choreographers
G. Tutkibayeva, M. Avakhri where
philosophical views on what is happening
in the world, the search for eternal
questions about the human essence
are shown, speak about the development
of an extended range of views and appeals
to national themes of the past.

Their performances and productions may
well serve as an example for subsequent
appeals to the genre of national fairy tales,
mythology through which other exciting,
relevant topics can be transmitted.

All this determines the directions
of creativity and also provides the prospect
of preserving the national heritage
for subsequent generations of Kazakhstani
society.

Theatrical and choreographic art
where scenography becomes a highly
informative instrument, is saturated
with sign systems and semiotic codes
that affect the development of the stage
space structure. Scenography decisions
that created images in the Abai KazZNTOB
and in the Astana Ballet Theater become
the main defining style of modern ballet;
script characters play a significant semantic
role as a visual component.

The stylistic features of stage vocabulary,
the forms designation, the multimedia use
(computer graphics, holography, sound
recording, light score) in synthesis
with pantomime and choreography
elements in a ballet performance
indicate the manifestation of modern art.
Thanks to the productions of talented



choreographers on the basis of a variety
of styles and genres, various directions
of domestic choreographic art are
developing, enriching the repertoire

of our theaters which objectively affects
the successful development of national
culture as a whole. In this regard,

the analysis of the general trends

in the development of modern directorial
directions in Russian choreography

is objectively justified which contributes

ABTOpnapabiH, yneci

to the genre and stylistic features disclosure
of modern ballet directing in Kazakhstan.
We can also say that at the moment our
ballet directing is in the experimental
stage. The identification and disclosure

of the specific handwriting of leading
Kazakh choreographers, their desire

to capture and implement modern practical
directorial decisions in small forms,
requires detailed and comprehensive
consideration.
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NATIONAL CONTENT AND SUPRANATIONAL SCENOGRAPHY

Caman bakipoBa

Kaszak yarTbik xopeorpadusi akagemusicoirbi (Hyp-Cyiran, Kazakeran)

Anuna KycaHosa

Kasak y/aTThIK KbI3[iap rnefarorukadbsik ynusepeuteti (Anmatel, Kasaxceran)

KA3AKCTAHHbIH KA3IPTI XOPEOTPA®UAJbIK PEXXUWCCYPACBIHbIH WAFbIH
®OPMANAPDI: YITTbIK MA3MYH XXOHE XXOFAPbI ¥ZITTbIK CLLEHOTPA®US

Anparna. KovibinibiM NpoLecciHe KoMbliaTblH 0ObEKTUBTI TananTap, KNACcCUKanbIk, 6aneT neH yaTTbik,
[9CTYpNepAiH 63apa ic-KMMblbl WaFbliH GopManap xaHpbiHAA 61 xobanapblH Xacayaa XaHa Tacinaepai
Tanan eTeai. 3epTTey MakcaTbl OTAHAbIK, PEXMCCYpaAarbl YATTbIK XKoHE YNTTbIKTAH XOFapbl YATTbIK,
xopeorpadus MacenenepiHiH eH, AypbIC LWeLiMAepiH aHbIKTay YLUiH A43CTYPAEP MEH XaHALbUIABIKTbIH,
e3apa H6ainaHbICbl AasSCbiHAA OTAHAbIK 6aneTMeNCcTepnepAiH, €H MaHbI3ibl LWblFapMaLlbliblK X06anapbiH
3epTTey. 3epTTey MiHAETTepi YATTbIK CTUAbLEN WaFblH Xopeorpaduansik GopManapabiH, amy
epeKLenikTepiH KapacTbIpy, Ka3akCTaHAblK XopeorpadTapAblH, KOMbIIbIMAAPbIHAA 0NaPAbIH AAMYbIHbIH,
Heri3ri TeHAEHUMANAPbIH aHbIKTAY XX8He OCbl Heri3ae YATTbIK Ma3MyH MeH YITTbIKTaH XXOFaphbl YATTbIK,
CaxHabIK KepiHiCTiH ©3apa 6ainaHbICbl MEH ©3apa acepiH ally. 3epTTeyaiH d4iCHaManblK Herisi Kasipri
Ka3aKCTaHAbIK Xopeorpadus pexuccypachbl CTUAMCTUMKACBIHbIH, epeKLIeNnikTepiH TanaayFa xymeni
Ke3kapac 6onbin Tabbinagbl. Herisri agicrep iwiHae Xopeorpaduanbik eHepAi CMHTe3aey aaicTepi,
YATTbIK OUAi TYCiHAiIPY XaHe Kili dopManapabl Kypyaarbl pexuccepik aficTepAiH, NpUHUMNITEPI.

¥YATTbIK XOpeorpadusiHbIH, Kasipri gamy keseHiHae «ActaHa banet» TeaTpbiHbIH 6aneTmencTepi
Mykapam ABaxpupiH, xaHe Abai atbiHaaFbl KasMAOBT-HbIH 6ac 6anetmerictepi [ymkaH TyTkibaeBaHbIH,
YKaHALWbI1 KOMbINbIMAAPbI HEFYP/bIM KE3EHi )XaHe MaHbI34bl 60/1bin Tabblnaabl. KonbibIMaapabIH,
LSCTYpAi TYpepiH TYCiHAIpYiH Tanaay, KasakCcTaH wafbiH GopMagafbl Xopeorpaduanbik, WbFapManapabl
acayaa pexxnccypaHblH, ©3iHAIK, YATTbIK CTUAIH XKacambl AereH KOpbITbIHAbIFA 9Kenai.

[MikipTanac 6n0rbl 6apbICbiHAA XETeKLi 0TaHAbIK XopeorpadTapAblH, LWblFapMaLlblbIK XobanapbiH
CanbICTbipManbl TanAayAblH, HEFi3ri KOPbITbIHABICHI XOpeorpadus canacbiHAa Ken AeHrenni, ken
KOMMOHEHTTI )XaHe AaMbIN Ke/e XaTKaH eHep peTiHAe )XOoFapbl KepKeM >xobanapabl xacay 60MbIHLWA
ONTAPAbIH, )KYMbICbIHbIH, aCa MaHbl3bl 9A4iCTEPi MeH TacCinaepiH aHbIkTay 6onabl.

Ka3akcTaHablk TeaTpaap MeH YATTbIK Xxopeorpadus CTURIHAE XXYMbIC iCTEMTIH LUbIFAPMALLbIbIK,
VKbIMAAP apacbiHAa 63ceKenecTikTiH apTybl XaFoalblHAA PEXMUCCEPNIK-KOMbIIbIMABIK, MPOLLECKE Kasipri
3aMaHfbl 9iCTep MEH KaFuAaTTapAbl €Hri3y MaHbI3Abl MaHre ne 6onagbl. Ocbl NpouecTiH 6apnbik,
Kypamaac 6eniktepiH MykusT 3epaeney 6ykin otaHabIK 6aneTmeincTtep eHepiHiH 04aH api TabbICTbl
[aMybIHa biknan eTeTiH 6onaabl.

Tipek ce30ep: xopeorpadus, baneTmMencrep eHepi, Kiwi 61 dopmanapel, pexxuccep-xopeorpad,
cueHorpadwus.

MHaiiekces ywin: bakiposa, Caman, xaHe AHuna KycaHoBa. «Ka3akCcTaHHbIH, Ka3ipri xopeorpadusanbik,
peXMUCCYpachiHbIH WaFbliH OpPManapsbl: YATTbIK, Ma3aMyH XXaHe XOFapbl YATTbIK cueHorpadusy». Central
Asian Journal of Art Studies, T.7,N2 2,2022,76-92 6.DOI: 10.47940/cajas.v7i2.522.

Asmopnap KonwazbaHsIH COHFbI HYCKACLIH OKbIN Kynmaodsl ¥aHe Myddenep KaKmblfbICbl YOK eKeHOi2iH
ManimMoelo.
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Camana bakupoBa

Kasaxckasi naunonanbHas akagemust xopeorpadun (Hyp-Cyaran, Kasaxcran)

Anuna KycanoBa

Kasaxckuil HallMOHaJIbHBII KEHCKHI Mefarorndecknit yuusepeuret (Anmatel, Kazaxcrat)

MAJIbIE ®OPMbl COBPEMEHHOW XOPEOTPA®UYECKOW PEXXUCCYPbI
KA3AXCTAHA: HALUOHAJIbHOE COOEPXXAHWUE U HAOLHALMNOHAJIbHAA
CLEHOIPA®UA

AHHoTauus. O6beKkTUBHbIE TpeOOBaHMS K NOCTAHOBOYHOMY MPOLLECCY, B3AaMMOLENCTBME KIACCUYECKOTO
6aneta M HaLMOHaNbHbIX TPAAULMIA DOPMUPYIOT HOBbIE MOAXOAbI K CO34aHMI0 TaHLLEBaNbHbIX MPOEKTOB
B XKaHpe Manbix GopM. Lienbio cTaTbu 9BRseTCs UcCnenoBaHWe Haubonee 3HaYUMbIX TBOPYECKMX
NMPOEeKTOB OTeYECTBEHHbIX HaNeTMENCTEPOB B KOHTEKCTE B3aMMOCBSA3M TPAAMLMIA U HOBAaTOPCTBA

C TeM, 4To6bl ONpeaenuTb Hanbonee BEPHbLIE PELLIEHNS BOMPOCOB HALMOHANBHOIO M HaAHALMOHANbHOIO
B OTEYECTBEHHOM pexxunccype xopeorpadumu. 3afaum UCCNenoBaHMS: pacCMOTPETb 0COBEHHOCTHM
pa3BUTUS Manbix Xxopeorpaduyeckmx GopM B HALMOHANBHOM CTUIIE, BbISIBUTb OCHOBHbIE TEHAEHLMM

MX Pa3BUTUS B NMOCTAHOBKAX Ka3axCTaHCKMX XOpeorpadoB M Ha 3TOM OCHOBE PacKpbITb B3aMMOCBA3b

1 B3aMMOBUSIHWE HALMOHANIbHOIO COAEPXKAHWUS U HaLHALMOHAIbHOFO CLEEHUYECKOrO BOMIOLLEHMSI.
MeTof0nornMyeckolt 0CHOBOM MCCEA0BAHUS BbICTYMAET CUCTEMHBIM NOAXOA K aHaNU3y 0CoO6EHHOCTEN
CTUIIUCTUKM COBPEMEHHOM Ka3axCTaHCKOM pexuccypbl xopeorpacduu. OCHOBHbIMU METOAAMM SIBASIIOTCS:
MEeToZ CMHTE3a Xopeorpaduyeckoro CKyCCcTBa, MHTEPNPETALLMM HALMOHANIBHOMO TaHLa U NMPUHLMMNOB
peXxmnccepckux NpMEMoB Npu CO34aHMUU ManbiX GOPM.

Ha coBpeMeHHOM 3Tane pa3BUTMS HALMOHA/IbHOW Xopeorpadumn Hambonee 3TanHbIMU U 3HAYUMbIMU
SBNAOTCA HOBATOPCKME NOCTAHOBKM HaneTmelcTepa Teatpa «ActaHa banet» Mykapam ABaxpu, rMaBHOrO
6aneTmeicTepa Kas3axckoro HaLMOHanbHOro Teatpa onepbl U 6aneta uMeHu Abas ynbxkaH TyTKM6aeBOM.
AHanu3 Ux UHTeprnpeTaLuy TPaaULMOHHBIX GOPM TaHLLa MPUBEN K BbIBOAY O CO34aHMMU B KasaxcTaHe
CBOEr0, HALMOHANBHOIO CTUAS PEXMCCYPbI B CO34aHMKU XOpeorpaduyeckux Npon3BeaeHuin Manbix GopmM.

B xopne AMCKYCCMOHHOrO 610Ka OCHOBHBIM UTOTOM CPAaBHMUTENbHOTO aHANN3a TBOPYECKUX
NPOEKTOB BeLyLIMX OTeYECTBEHHbIX XOpeorpadoB CTano BbifBNEHNE Hanbonee 3Ha4YNMbIX METOL,0B
M NPUEMOB UX paboTbl HAf, CO34aHMEM BbICOKOXYA0XECTBEHHbIX MPOEKTOB B 06/1aCTH X0peorpaduu
Kak MHOrOypOBHEBOI0, MHOTOKOMIMOHEHTHOIO M Pa3BMBALLErOCS MCKYCCTBA.

B ycnoBusix Bcé 6onee Bo3pacTatoLLei KOHKYPEHLMU CPEAM KAa3aXCTAaHCKMX TeaTPOB M TBOPYECKUX
KONIEKTMBOB, paboTaroLWwmx B CTUNE HALMOHANBHON Xopeorpadun, BaXKHOE 3HaYeHne npuobpeTaet
BHeLpEeHNE B PEXMCCEPCKO-MOCTAHOBOYHbIM NPOLLECC COBPEMEHHbIX METOA0B M NPUHLMMOB. TiatensHoe
M3yyeHue BCex COCTaBAAOLMX 3TOr0 npouecca byaeT cnocobCTBOBaTL AasbHELLEMY YCTELWHOMY
Pa3BUTUIO BCETO OTEYECTBEHHOTO GANETMENCTEPCKONO MCKYCCTBA.

Knioyessie cnosa: xopeorpadus, 6aneTMeincTepckoe CKyCccTBO, Masble TaHLeBabHble hopMbl,
pexuccép-xopeorpad, cueHorpadus.

Ana yumupoearus: bakmposa, Caman, u AHmuna KycaHoBa. «Manble popMbl COBpeMeHHO
xopeorpaduyeckoi pexxuccypbl KazaxcraHa: HauMoHanbHoe CoaepXKaHue U HagHaLMOHaNbHas
cueHorpadusy». Central Asian Journal of Art Studies, T.7,N2 2, 2022, c. 76-92.DOI: 10.47940/cajas.v7i2.522.

Asmopbl npoyumanu u 0006puIU 0KOHYamebHbll 8apuUAHM pykonucu u 3aseastom ob omcymcmsuu
KOH@UKMa uHmepecos.
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3AMAHAYHU KA3AK
KOPKEMCYPETTI
KUHOCDbIHA
CEMAHTUKAUJIbBIK -
CEMUOTUKAJIBIK
TAJIJAY (CObUT
KYPMAHBEKOBTIH,
«OPAJIMAH» PUJIbMI
MbICAJIbIHIIA)

AkmoHmak Axver', Bay6ek Herepoek!

' T. K. )KypreHoB aTbiHaarbl Kasak y/ITThIK 6Hep akajieMHsichl
(Anmvartsl, Kazakcran)

AHpaTna. KuHeMatorpad Ma3MyH XafblHaH anfaHaa MAE0N0TUSbl, COHAbIKTAH A3 0N KenKbIpbl.

KnMHO eHepiHiH KOFaMFa, Ty/1FaFa acep eTyLi ayKbIMAbl KbI3METi MEH NMHIBUCTUKAHbIH, A3CTYPiH Mypa
€TKEH CEMMOTMKAChI aKMapaT TapaTyLbl adamaap yiwiH kaxeT 6onabl. KuHo aknapat 6epywi kypan
peTiHae Mon MyMKiHAikTepre ue. On aknapaTTbl Ke3 KelreH KalblKTbIKKA XeTKi3in 6epin kaHa KorMai,
COHbIMEH KaTtap apTyp/i aaic-TacinaepiMeH Hazap ayaapTa 6inai: cypettepMeH, AblobICTapMeEH acep
€Tin, KepepMeHAi CeHAIpyAe MOHTAXAbIK ToCiNAep KEHIHEH KONAAHbINbIM, KO3FabICTafFbl CypeTTi
Kaapnap OHbIH, KYAipeTiH apTTblpa TYCin, KOMMYHUKALMS YAEPICi iWiHAe aknapaTTbl XKeTKi3y YLWiH
KbI3MeT eTe 6acTasbl.

KrMHO ceMMOTMKaHbIH, canbiCTbipManbl Tanaay a4iciH KOpui JlotMaH, Kpuctnan Metu, PonaH bapr,

Muxaun baxtnH, Abpaam Morsb CbIHAbI T. 6. CEMUOTUK FanbiMAAPAbIH, 3€PTTeyNepiH KMHO TiNi asgcbiHAaA
KapacTblpy 6acTbl MakcaT 6onbin Tabbinagpl.

LbiHabIKTbI BerHeneyneri KWHeMaTorpadusHbIH, MO MYMKIHAIKTEPI eH, anabiMeH

CTPYKTypanucTepsi 6ipaeH Kpi3blKTbipAbl. [yMaHUTapAbIK 3epTTeynepaeri Ke3aeceTiH eMipre XakblHAbIK,
MeH yKCacTbikTap GunbMae CUMBOMKANbIK-TaHOaNbIK NeH 6eiHeni katapnap apKplibl OKyMeH
anfacblH Taba TycTi. TaHb6anap xyieci apkblibl 6epineTiH aknapaT akpaHAbl aiHanbIN eTiMn, elwkKaHaamn
[aybICTbl KonAaHbacTaH 6alikaycbl3 aapecaTka XeTin, OHbIH, iLKi 3/1eMiHeH OpblH Tabaabl, CBMTIN OHbIH,
©3 aknapaT Ke3iHe aiHanbin KeTKEeHIH afpecaTTbiH, 63i 6aikaMai Kanaabl. JKpaH benrinep apkbibl
aKMapaTTbl XeTKi3Ce, an KepepMeH onapAbl KOKUAbI», 83 CaHANAPbIHAA WbIHABIKKA 6erimMaen, ilTei
CON SNEMHIH, KaTbICyLbl KENiNKepiHe arkHanbIn, acep anagbl.
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Knnemartorpadus noeonorusHblH Ke3i 60nfaHbIHA KapaMacTaH OHbIH, YriT-HACUXATTbIK, CMMATbIHbIH,
yakbITbl ©TTi. COHbIMEH KaTap OHblH, KOMMYHMKALMAbIK MiHAETI aknapaTt TeOpUSAChbIHA biKnan
eTNenTiHAIriH kepceTTi. bi3 kKMHemMaTorpadusaHbIH «aknapaT 6epyLui» peTiHAeri KbI3MeTiHe TOKTana
OTbIPbIM, OHbIH, aApecaT TapanbiHaH KabblnAaHybl MEH aBTOP (aAPeCcaHT) TaparnbliHaH XeTKi3reH
6eiHenik katapabl, PUNbM UAEACbIH TaHOA-CMMBOLAPFA HEri3Ael OTbIpbIN, HAPPATONOrUANbIK Tanaay
APKbIbl TANKbINANTBIH 60NaMbI3. «KAKNapaT», KKOMMYHUKALMS» CEKINAI TYCiHIKTepAi KONAAHYbIMbI3Fa
KMHOHbIH N'YMaHUTAp/IblK CTPYKTYPasIM3MMEH TYbICTbIFbI )XaHe 6ai AaCTypi Heri3 6onabl. ABTOp MeH
KepepMeH apacbiHAarbl 6alinaHbicTapabl 6ip-6ipiHCi3 enecteTe anManTbIHAbIFbIMbI3 CeKiNai, KWHOHbI
[a 6erHenik-TaHbanbIK KaTapcbl3 OKM anManMbl3. 3aMaHaym Ka3ak KMHOCbIHbIH, Y34iK MbliCasbl peTiHae
Cabut KypmaHbekoBTiH «OpanMaH» GunbMiHiH KepKeMAIK Ma3MyHbIH CEMUOTUKANbIK, K&3Kapac
TYPFbICbIHAH TaNAay MakanaHblH, Herisi 6onbin Tabblnagpl.

Tipek ce30ep: ceMVNOTUKA, KOA, HAPPATUB, OPaZIMaH, CUHTAarMaTuKa, NParMaTMKa, Ka3ak, KUHOCbI, KUHO Tii.

AJaiiekces ywiH: AxmeT, AKMOHLIAK x3aHe baybek, Herepbek. «3amMaHaym Kasak KepKemMcypeTTi
KMHOCbIHA CEMaHTUKasbIK-CEMMOTUKaNbIK Tanaay (Cabut KypmanbekoeTiH, “OpanmMan” dunbMi
MblcanblHaa)». Central Asian Journal of Art Studies, T.7,N2 2,2022,93-111 6. DOI: 10.47940/cajas.

V7i2.525.

Asmopnap Kom«a3baHblH COHFbI HYCKACbIH 0KbIN KYnmadbl ¥aHe Myddenep KaKmeblfbiCbl HOK eKeHOi2iH

MasimMoelioi.

Kipicne

Taﬂéaﬂap MeH Oedrisiepi 3epTTeHTiH
CEeMHUOTHKA iJIiMi aJFaliKbl OacTaybiH
KeHe rpek duaocodrapbl meH XVII
racbipaarsl [ordpun Busbrensm
JIeHOHULTIH JIOTHKA -MaTeMaTHKaJbIK
eHOeKTepiHeH aajbl. AJl FbIBIM peTiHjie
XIX racblpsibiH cOHbIHAA Maiaa 6ok,
JIOTHKA MEH MaTeMaTHKa, JIMHIBUCTHKA
MeH 2KapaTblJIbICTAHY FblJIbIMIAPbIHIA
KeHiHEH KapacTbipblia 6acTajpbl.
CeMHOTHKA FbIJIbIMbIH KEHiHEH
Kapactbipyltibl: @epaunang e Coccrop,
Yapuabs [Tupe, Hapass Moppuc,

YMOepTo DKoaap/ibl atarn eTcek 6oJa/bl.
Yennnep onuen (147—171) kasipri
COLIHOCEMUOTHKAFA JIeHiHIT CeMUOTHKAHbBIH,
JlAMYbl, MOTiH MEH KO/l MACeJIeCi KOHIH/Ie
3epTTece, OKUFa MEH OHbIH OasgHaaMybl,
HappatuB »xkeHinje [1lon Xosn
(153—171) KapacTblpaibl, CeMHOTHKAJBIK
TaJsJ1ay/iblH MAaHbI3/IBIILIFBIH PACTANThIH
OesrisiepMen Kasai odJaiuTbIHBIMbBI3/IbI
»KoHe KaJiall oiJiaHa aJilaTbIHbIMbI3TA,
Oearisnepre KatbicTbl Jlemo3 6en [Tuperin
ceMHOTHKacbIH 3eptTereH Jloknuna Pomkep
(1—18) cbinapl T. 6. aFbIILIBLIH TiJI
FaJibIMAap/ibiH, eHOeKTepiH aTarn eTcek
OoJ1apl.

OHep MeH MajieHHeT caJlaiapbiH
CEeMUOTHUKAJIBIK KO3Kapac TyprbICbIHAH
Kapactbipy TocisiH XX racblpia
[Opuii JIoTMaH MeH OHBIH LIDKIPTTEPI
KaJlbllITaCThIPbII, 1ambiTa TycTi. Homo
sapiens-TeH 6epi aaMachln, cakTaJgbln 6i3re
JKeTKeH, OyllaH apbl Kapai aa »KaJraca
OepeTiH MajileHHeT OapJiblK aKnapaTThiH,
ke3i ekerin [O. Jlorman asrai 6oJibin
aiTkaH 60JaTbiH. «OHep epekilie yriferi
TiMEP/IiH TaMallla YHbIMAACTBIPBIIFaH
reHepatopbl 60JIbIN TaOblIAAbI, 0J1ap agamra
elITeHeMeH aibipOacTaid aJManTbiHIaN aca
KYpZeJli 2KoHe 63iHiH MeXaHH3Mi OOUbIHILIA
TOJILIKKAH/bI aHBIK eMec afamsar OiJliMiHiH
OipiHe KbI3MET KopceTe/li», — JlereH
JIMHTBHUCT, MJICHUETTAHYIbI 9Pi CEMHOTHK
FaJIbIM 2KaJlbl 6HEP caJslaslapblH XKacaH/ibl
Tl TYZIbIPYLUBI TONKA 2KATKbI3a OThIPHIII,
OHBIH TaOUFATBIH TYCiHY YIIiH KaObLIIAY bl
TaparnTblH COJI TiJIK CHMBOJIIAP MEH
Oenrisiep/li KaHIIAJbIKTBI TYCiHE aty
JeHreriimen 6ansanbicTeipa keresi (Jlotman,
«Kepkem MaTiHHIH KypbLIbIMbI» 9)
(«CTpyKTypa Xy/l10:KECTBEHHOTO TEKCTa» ).

O3iH/K TiJ1 MEH Typre ue eHep/liH Ke3
KeJITeH TYpi MUME3HC apKblJibl OMip/i KalTa
TY/BIPbIM, KaiTa »kacaribl. Ocbl 2KaFbIHAH
aJIFaHjia eHep TypJiepi 9pKaKkChIChl ©3iHIIK
epekuiesirine Kapal KepkemJeyilll KypaJap



MeH CUMBOJIIAp, TaHOanap MeH OenriJiepi,
bIM-HILIApa, iC-KUMblJIAP/Abl KaiTa
JKapaThblll, 3CTETUKAJIBIK OMip CbIAJIAN/IbI.

KunonbIH, Tijii MEH OHbIH KbI3METI,
KHHOMOTIiH/Li OKyaFbl 9p6ip 3MHU30]L
NeH KaApAbIH aTKapap peJi, Tanbanap
MEH CHMBOJIIAP/IbIH, €TKeH-TerKe I
JIepPEeKTeP/LiH, 3CTEeTHKAJIbIK -CeMAHTHKAJIBIK,
CUHTAKTHKAJIBIK *KoHEe MparMaTHKaJ/IbIK
MOHiH allly YUIiH aJiaFbl 3epTTey
JKYMBICBIMbI3/Ibl 3aMaHayH Ka3ak KMHOCDI
mbicanbina, srau, C. KypmanOGeKoBTiH,
«Opanman» GUIbMiH Tasiay HerisiHie
JKaJIFaCThIPaMbI3.

XIX racblpiibiH, cOHbIH/A Nai1a 6oJiran
KHHO OHEPiH CEMHOTHKAJBIK TYPFbIIaH
KapacTblpy MaceJsieci KunemaTorpadusi
TiJliHE KATBICTBI TYPJli AUCITYT TYAbIPbIII,
KHHOTaHY FHIJBIMBIH 63T¢ FhIJIbIM
casasiapbiMeH OaiJiaHbIcTa 1aMyblH
x)enennete Tycti. Kunematorpadusinbig
TaOMFaThIH allly, TYCiHy MaceJsieciHe
KATbICTbl CEMUOTHKAJIBbIK KO3KapacTap/blH
OipKaTapblH KaPacCTLIPLIN KOPeJIiK.

oaicteme

Happarusti Tasnay, casnbicTbipMalibl Tajaay,
CEMMOJIOTHSINIBIK, aBTOP MEH ayJIMTOPHsI
apacbIHAAFbl KapbIM-KaTbIHAC HOTHXKECIHEH
MasMyH Ty/bIpaTblH FepMeHEBTHKAJIbIK
JKOHE KOPiHIC MeH KO3FaJIbICTarbl OeHHe
cypeTTi 3eprreye 6erii 6ip TyCiHik
OpHaTy/lbl MaHbI3/IbI JIeN CaHaUThbIH
BH3yaJIJIbl TAJIay d/liCTePiH OACUIBIIBIKKA
aJia OThIPbIN 3ePTTeY AKYMbICBIMbI3/IbIH,
Ma3MYHbIH allla TYCTiK. ATasMblll 3epTTey
oJlicTepi KHHOMOTIH/ OKbIIT, KOPYyIe KHHOTIJI
apKbl/Ibl KOATAJIFAH aKapaTThl TapaTyLbl
MeH KaObl11an ajyiibl apachlHIarbl
KATBIHACTHI ally/Ja KOJIAHbIJIAJIbI.

[Opuii Jlorman — KenTereH uieresjik
apinTectepi ceKili KUHeMaTOrpaHsiIbIK
3epTTeysnepre CEMUOTHKAJbBIK aMnapaTThl
KOJIIaHyFa LellliM KaObliaraH MajIeHHeT
caJsiacbIHbIH Oenesni ceMUOTUr. OHBbIH,
KHHOHBIH CEMHOTHKAChIHA KATBICTHI
TY2KbIpbIMAAMaJiapblH OipHelle
liblFapMaJiapblHad Kepyre 6oJajipl,

MblcaJibl «DKpaHMeH auagior» («Jluamnor
¢ skpaHoM» ). Jlorman esinin « Kuno
CEMHOTHKAChI KoHE KUHOICTETHKA
Magiesieniepi» (« CeMUOTHKA KHHO
1 po6JieMbl KUHOSCTETUKH » ) aTThl
MaKaJsiachblHa «KUHOMUIBM — OyJI
KopepMmeHre (pUIbM apKblibl GepiseTin
Kypaesi xabapaamagap tizoeri. PuabMHin
xabapblH KillikeHe GoJiikTepre (OHUIbMHIH,
Hesrigiepi nen 6eJqyre 60Jab1» 1ereH
nikip 6ingipren («Onep xKambr» 288)
(«O6 nckyccre» 288). JlotmaH Tini
«peTTe/IreH KOMMYHHKATHBTI OeJIri
JKyHeci» ien aHblKTakbl, oHfa oedriiep
0OBEKTINIEP/i, KYOBLIBLICTAP/Ibl 2KOHE
T. 0. anmactbipajbl. Kunora neren
CEMHOTHKAJIbIK KO3Kapac Jar1apblChlHbIH
MbICaJibl PETiHJIe TaHy MceJIeciH anap
6oJIcaK: TIIIK KypblJIbIMFa HETi31e/reH
KHHO TiJli 6ap Ma aJIjIe »KOK Ma JIereH Oira
kesiemis. Metit nen bBapt onpait Tisigin
JKOKTBIFBIH aJiiblFa TapTea («Kepkem
dbuabmeri neHorauus mocenenepi» 111;
«KuHonarbl TpaBMaTHKAJbIK OipJikTep»
129—130; 134) («ITpo6sembl neHoraiyu
B Xy[102KeCTBeHHOM usibme»; “Traumatic
Units’ in Cinema”), JIorman KuHo TisiHiH,
6ap ekeHpirin Tybereisi MOUbIHAANDI.
Kunonby tini kunodunbmaeri 6esrinepaet
Kypbliaabl. KuHO aknapaT KOMMyHHKaLMs
VIepici illliHae aKNapaTThl KETKi3y YLIiH
KbI3MET eTefli: pUIbM KepepMeHaepMeH
OallsiaHbIC YKacanjibl.

Opune, bapr nen Jlormanubiy
KHMHO TiJliHE KATBICTbI FbIIbIMH
TY2KbIPbIMAMaJlapbl 2KoHe 9PKAUCBICBIHBIH,
KHHO CEMUOTHKAChiHA OalJaHbICTbl aUTKaH
NiKipJiepi ocbl cajlaHbl 3epTTeYLLi 03re
JIe FaJIbIMIapAbIH CaJbICTBIPMAaJIb Ty
O# TytoiHe »KoJ1 awbln Oepyi. byrinri
Tanjarbl 3eprreyiui Muxaun Konerantunos
BaprThin knHemarorpadusitbl
CEeMUOTHKAJIBIK 3epTTeyIeri Mocesiesiepi
JIMHTBUCTHKAJIBIK TOCII KOJIIaHy1aH
TybIHAFaH/BIFbIH, aJl JIOTMaHHBIH MyHJAH
3epTTeyii KoJalsbl en Taybir, 6yJ1 Guibm
TiJIiHiH, TaOUFATbIH, OHbIH, MUHHUMaJJIbI
CeMaHTHKaJbIK OipJiriH, CHHTarMaTHka
MeH napajurMaTukaHbiH (QUAbMI|
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OastHiayarsl peJiH 6acKaua TyCiHy
KEPEKTIriH YChbIHbI (35).

1960 »kblibl baprTbin «Kuno
MarblHaChIHBIH Macesieci» (“Das Problem
der Bedeutung im Film”) :kone «yKapakar
6enrinep» (“Traumatic Units™) aTTbl
KHHOTIJIIHIH TEOPHSIIBIK MaceJiesiepine
KaTbICTbI €Ki MaKaJlachl KapblK KOPJi.
Bapt «KuHo MarbiHACBIHBIH Maceseci»
aTThl MaKaJacbiHaa pUIbMI Ta3a
rpamMMaTHKaJbIK Oe/risepaeH Typajibl
JIell ecenremMey KepekTirii, 6ackauia
alTKaH/Ia, CeMUOTHKAJBIK Oiimaep
JKUBIHTBIFBI 1T Kapamay KepeKTiriH
TiJire THeK eTeli. ABTOp hHJIbM MeH
OHJIarbl Oedrisiep/iiH eH ajjibIMeH
KOMMYHHKALUAJBIK KbI3METTi
aTKAPaTbIHJABIFbIH, OUTKEHi KaObl1aayLlIbl -
KepepMeHre KUHOAAFbl TaHOaap apKbliibl
xabapJiaMaHbl 2KeTKi3eTiHAIrH eCKepTeli.

Xabapaamansl Tycinaipyse Jlorman
PomaHn $IkoOCoHHBIH Ois1an TankaH aybliia
KapbIM-KaTbIHAC aKTiCiHiH Cbhi3bachbiHa
cinreme Kacaibl (« CTpyKTypannam
“kapchbl” kaHe “Kapcebl emec”» 198)
(«CrpykTypanuam “3a” u “npoTus”» ).
Anpecant xabapJsamMaHbl afpecaTka
Kibepeni, asn xabapsaMmazia OHbIH, Ma3MYHbIH
KYPaUTbIH, IFHU, aapecaT KOATAUTbIH
Koz 6ap. SIkoGcon ochl kecrene (kecre 1)
KepceTiIreHHeH 0acKa, KapbIM-KaTbIHaC
ilinze (apecaHT neH ajpecar) opbiH
aJaThIH KojneH Oipre xKypeTiH KOHTEKCT
TypaJibl 1a ailTazbl. baiianbic akTiciHiH
chi3bachl:

Kecte 1. Bainanbic akricinin kecreci
(P. SIko6con Goiibinina)

KoHTekcT

Xabapnama

AnpecaHt Appecat

KoHTakT

Koa,

Byn TykbIpbiMaaMaa atan etyre
6oJaTbIH GipiHIIi Mocese — PUILMHIH,
NPUHLMNOTI AMCKpeTTidiri. Xabapaama
Kiliripim 6ipsikrepre 6edJiHe/,

Oy Gipaikrep — QUALMHIH «aJinmneciH»

AHbIKTay/IbIH aJIFalliKbl 9PEKETI, SIFHU,
JKEPriJiKTi (KHHeMaTorpaHsiyibIK )
MaciuTabTarbl JHHIBUCTUKAHbI KYPY
O0JIBIT TaOblIaAbl. KHHOCEMUOTHKAHDBIH
KaxKeTTislikTepiHe Oelimaeren coiey
AKTiCiHiH KecTeci Tek 6ip OarbITTa XKYMbIC
icrefini. Aran aiiTkanaa, anpecanr
(»KeTKi3ylili ) alTKbICh KeJiIreH HOpCeciH
aiitajibl. bipak cefsiey 1p1Obic apKblibl
OepiJin, KeHiCTiKTi TOJATbIPabl }KoHe
colJIeylliHiH fayblcbiHaH 6acKa,

Ci3 JKaHFBIPBIKTBI J1a €CTH a/achl3.
Toinpayusl (agpecar) cefiyieyiliHiH co3iH
Kabbl11akl b, CbI36aHbIH, TyCiHAIpMeci
OCbIMeH asiKTasaapl. bip »KakTbl, gaJipex
alTKaH/a, alpeCaHTTbIH COHJICY ChI3bIFbI
ocbl XxabapJjamaHbl KaObl11ay akTiciH
eckepmeriai. IkoOcoH allTKan GaiaHbICThIH
MOHIH aHbIKTay OCBIHBICBIMEH /1€ KbI3bIKTHI.

An Muxana baxtun 6oJica coiliey
AKTICIHIH CbI3BbIKTBIFbIH AUAJIOr TYPFLICBIHAH
chiHaWibl. BaxTtuh kepi 6aiaanbicKa
Heris/iesireH «Kaz-KaJIblHAa» JlereH
KOMMYHHKALHUSIHBIH, KOPFAYLIbIChI.

O «anamzbl 6ackatia esecreTy Kepek, —
JIeT 2Ka3a/1bl 2KoHe, — COUJIeY/Ieri OHbIH
MarblHACBIH COMJIEY-ThIH/IAY ChI3bIFbIHA
JIefiiH TeMeHeTIeld, KOMMYHUKATHBTI
OpeKeTTeri ColeylliHiH 9aeTTeri
OeJiceH]li yCTaHbIMbl MEH ThIHIAYIbIHbIH,
MACCHUBT] YCTAHBIMbIH LIEKTEMEY
KepeKTirin» yebiHabl ( baxtun, «Aybisiia
HIbIFAPMALIbIIBIKTBIH 3CTETHKACHI» 247 )
(bBaxTun, «dcreTHka c0BECHOTO
TBOpuecTBa» 247).

Erep coltneyiiinin ThiHAayLIbIFA I€TeH
Oarnaphbl eckepisice, colJiey akTiciH 3epTTey
IIBIHIBIKKA COMKeC Kesiei. ThiHIaybl —
oJ1 83 aJijibiHa Oip 6apomerp:
0J1 ColIeyIiHiH co3iHe Herii 6ip
»KoJsiMeH »Kayarn 6epeni. CoHIbIKTaH
colJieyllli MeH ThIHJIAYLIbIHbIH KAPbIM-
KaTbIHACBIH ecKepy Kepek. OiTKeHi
ThIHJAYyLLbIHBIH, BepOaJiibl eMec
peaxuMsIChbIH OaclUblIbIKKA aJia
OTBIPBII COUJICYLLI CO3IH 63repTeli.
Baxrun aybi3iiia KapbiM-KaTbiHAC
TY2KbIPBIMAAMACHIH AHAJIOTThIK TYPFbIAAH
KapacTbIpaTbIHABIKTaH, <IMaJIOr KapbIM-



KaTbIHACTHIH Tamala (opmMachl —
coiJieyllli MeH ThIHJAYLIbIHbIH Oip-6ipiHiH
MaJliMIeMesIepiHeH KeHiH OpPbIHAAPbI
aybIChII OThIpabl» ek («Aybiliia
HIbIFAPMALIbIIBIKTBIH 3CTETHKACHI» 247 )
(«DcTeTrKa CJIOBECHOTO TBOpUECTBa» 247).
Baxrun Tisain 6acTbl KOMMYHHKALHSIAFbI
KbI3METiH aHbIKTayjla COUJIeYLIiHiH co3i
TYPFBICBIHAH FAaHA KAPACTbIPbII KeJreH
3epTTeylliJiepiH 6aFachiH XKeTKiJKCi3
JIeTl TaHH KeJle, ThIHAYLIbIHbIH alThbIJIFaH
Co3/li KaObl1aylarbl peakluscbiHa —
MHMMHKACBIH, O€T-aJINeTi MEH KOHiJI-KYHiHe
Jie MoH 6epy KepeKTiriH eckepTesli. baxTuHHin
YHCI3 ThIHJIayLIBICHI €HXKap eMec, oJ1 1a
KOMMYHHUKalUsIFa TYCKEH COTTEH Gacran
Oesriii 6ip »KayankepiliiKTiH KYTiH 03iHe
apraibl. backaua aiitkanzia, ceseyuii-
ThIHJAYLbI IMAJIOTTHIE TEK TiJILIK
KOMMYHHUKaLIMsIFa TyCin KaHa Koimai,
Oedrizi 6ip 1operkesie epkiH je 60Ja anaipl.
KomMmyHHKalHsiFa TYCKeH KaTbICYLIbLIAP/bIH,
OarnapblHa Kapai TiJiK KATbIHAC TYCiHIKTI
HE TYCIHIKCi3, XKeTKi/iKCi3 OOJbIN XKeTyi
MYMKiH.

Tisni TyciHymiH »KoJbl — coJl TiJH
KOJTaJlyblHA OANUJIAHBICTHI.

Kpucruan Metiirin nikipinuie:
«CeMHOTHKAJBIK 2KOJIMeH 6i3 aJiibiH
ana 6ap CHMBOJIIAP/bI (9/1eyMeTTiK,
MICUXOaHATUTHKAJIBIK 2KoHE T. 6. )
KUHOMOTIHTe yKacaH/bl “OThIPFbI3Y” —
[IPUMHUTHBTI TOCI/I €KEHiH yKoHe
KUHeMaTorpausiyiblK CHMBOJIM3M MoHi
6ackasa (cumBoJap GUJIbMMEH TYbLITYb
THiC) JIeM KHHOHbIH 3CTETHKTEPI JKHi
alTaTbIH TY2KbIPbIMIAYFA XKaKbIHIAHMBbI3>»
(«Kepkem duabmeri neHoratus
Macesesiepi» 111) («ITpobaemel
JICHOTALIUK B Xy[0?KECTBEHHOM (pUJIbME »
111). Bya xkepae rajsibim «kacanjibl Tij1»
TOObIHA KipEeTiH «KUHeMaTorpausisibiK
TIIH» KHHEMaTOrpadUsIbIK CHMBOJIAP/IbI
TyJbIPyAaFbl €pEKILIEIriH aTan 6TKeH
6osatbiH. OCbl TycTa TybIHAAUTBIH Oip
Macesie 6ap, 0J1 — «KMHeMaTorpagusiibIK
TI» JereH YFbIMABI KaJlal TyCciHeMi3
JKOHE OHBIH aTKapap Kbl3MeTi KaH1au
€KCHiH aHbIKTay.

«Kunemarorpadusibik Tia Kabijaeri»
typasibl Biaagumup CokosoB nikipinin
COHFbI TYHiHiH OblyIaiil1a TY>KbIPbIMAAN/IBL:
«Ocblnaiiiia, KUHeMaTorpagusiibIK co3
03iHiH PyHKIMAIAPbl GOHbIHIIA TAOUFH
TiJIJLIH 63iH/iK KBa3UTiJli, CEMHOJIOTHSIJIbBIK
hyHKIMOHAIIBIK (6ipaK KYPbIJIbIMJbIK -
JIMHTBUCTHUKAJIBIK €MeC ) aHaJIoTbl GOJIBIT
Tabblianbl. Kunemarorpadusibik cos:

a) OHJIa TiJITe ToH »Kyiesi 6aiaaHbIiC

NeH JIPJJLK 2KOK; 9) 01 HAKThI Oip
(husnbMIepre ekin GomaraH oHe jiepbec
eMip cypMereH; ojaH api 01 op6ip uabMIe
KaWTa TybIN »KoHe KalTa yKacasybl THiC»
(«KunoBenenune kak Hayka» 115).
COKOJIOBTBIH, « KUHEMATOTPAHUSIIBIK TiJl
MEH Ce3» TypacblHla alUTKaH MiKipJepi
TaOMFU TiJl MEH KacaH/ibl TiJl TOObI
apacbiHiarbl 6aiJaHbIC MeH allaKThIKThI
HakTblai Tyceni. YKorapbijia KapacTbipbli
OTKeH Ke3KapacTap KuHematorpagusiiarbl
M&H MEH MarblHAHbIH, TYblJTy, KAHTa OHJIeNY
MPOLECCiH, CUMBOJIIBIK TYAbIPY €peKILIesiriH
KyHesen Tycei.

CHHTarmMaTikaablK KypblIbIM — Ti30eKKe
KEM JIETeHJIe €Ki 2JIEMEHTTiH KOCBIJIybI.
Ocblniaiiiia, oJ1 icke acbIpblIybl VIIiH KEM
JlereHsie eKi 3/J1eMeHTTiH 2KoHe OJ1ap/blH,
KOCBIJTYy ME€XaHH3MiHiH O0Jybl KaxkeT», —
neii JIotmaH KMHOAFbl KUHOGAsIHIAY MEH
HappaTuBTi MaTiH keHiHxe. Connail-ax,
MOHTaK/IbIH (PUJIbM MOTIiHiHJIETT KOPKEM
AKINAPATThI TYAbIPHIIN, OasiHAAI KEeTKi3y/i
YHABIMIACTBIPATBIH HETI3Ti 3JeMEHT OOJIBIT
KeJIeTiHiH Jie alTapl.

«KuHobasitnpay — Oy eH ajipiMeH
KHHOHBIH KypaJiapbl apKbl/Ibl 9HTIMeJIeY.
Anatina, 6ya napanokcaJjibl 60JbI
KOpiHyi MyMKiH, 6TKeHi GyJI kaFnaiia
9HriMe Co3leplieH eMec, HKOHUKAJIbIK
OesrisieplieH Kypblaa/bl, OH1A Ke3 KeJIreH
HappaTUBTI MOTiHHIH KeHOip TepeHiK
3aHJBWIBIKTAPbI AHKbIH KOPiHe|.
CoHJbIKTaH, OH/1a 9p TYpJi GastHIayapbIH,
JKaJIbl 3aH1aphbl FaHa eMeC, COHbIMEH
KaTap KHHO KypaJaapbiMeH OasiHiayra
TOH epekKile OeJrijiepi 1e KepceTiyieni», —
nereH JIoTMaHHbIH »KOFapbla alTblIFaH
NiKipi KHHOOasiHAAyAbIH TaOUFaThI
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MEH KMHOHBIH KypaJilapbl apKbIbI CIOXKETTi
OastHIayIbIH TOCIIEpiHE KOHIJ KOSIIbI
(«Kuno cemroTHKachl xkoHe KHHOICTETHKA
Macesesiepi» 56—>57; 89) («Cemuorrka
KUHO M TIPOOJIeMbl KHHOICTETHKH» ).
Ouabmyieri 6ip coTTeri eKi TypJli OKHFAHbIH,
HeMece napaJsuiesbai 6asHAayAbIH
CUHTarMaTHKaJIbIK KypblJIbIMFa TycIrec
OYpbIH 03 aJl/IblHa dPKANCHICBIHBIH JKeKe -
JKEKe OMip CYpY KEPEKTIriH jie eCKepTe/i.

JKorapbinarbl ceMHOTHK FaJIbIMAAP/IbIH,
KHHOOAasiHay MEH KUHOMOTIHIHE, KUHO
TiJliHE »K9He OHBIH, CEMUOTHKAJIBIK
MaceJiesiepiHe KaTbICThbl YCbIHFaH
KO3KapacTapblHa CYHEHe OTBIPBIMN, KeJeci
6eqime «Opanman» QUIbMIHIET
CEMHUOTHKAJIbIK OaliiaHblcTapbiHa TaJ1ay
JKacasbIHabl.

Tankbl

En annbiven, gpuiabMHiH ataybiHa

KeJiep OoJicak, «opaJMaH» co3i —

KP «XaJbIKTbiH K6l1li-KOH TypaJibl»
3aHbIHbIH | 6abbiHA cotikec, opasiMaHaap
nerenimis — Kasakcran PecriGynukachl
ereMeH/IiK a/IFaH Ke3/1e OHbIH, LIeTiHeH
TBIC JKepJiep/ie TYPaKThl TypraH

(1991 »bliibiH 16 »KenTOKCaHbIHA
Jietiin ) xkoHe Kagakcranra TypakThbl

TYpY MakcaTblH/la KeJIreH YJIThl Ka3ak
HIeTesIiKTep HeMece a3aMaTThIFbI 2KOK
anamaap», — jien puabMHiH 6acbiHa
aHbiKTama Oepe Keteli. PUIbMHIH CIOXKeTi
eKi OeJIiIMHEH Typajibl: aJFalliKpl 6eJiMmi
AyraHcraHHaH eJsliHe OpaJIFbIChl KeJIreH
Axmanu CanapkyJiibiH 0TOACHIHBIH
11eKapasiaH eTKeHre HIeHiHTi TaFabIphl
KepceTisice, eKinlli 6eJiMinae — opajMaH
0TOACBIHBIH eJIre OpaJiFaHHAH KeHiHri
KHBIHILIBIJILIKKA TOJIbI TAFIbIPbIMEH
JKaJiFacabl.

«Opanman» GuabMinIe pexkuceep
KypmaH6eKoB 3KCMO3UIHSIChIHBIH, 63iH]1e
KHHOOAsHAAY/bIH, TYPJli ToCiaepiH
KOJIIAHA OTHIPbII KOPEPMEHiH Je,
CanapkyJ/iiblH 0TOAChIH J1a aJiaFbl Heri3ri
OKMFara MCUXOJIOTHsIIbIK TYPFbIIaH
naibiHaan yarepeni. AyraHcrania Kesinae

LIypaBHJIepre Kapchbl COFbICKAH MOJI2KaXe/l
Canapkya Kazakcran Toyescisnik aarannan
KeHiH OTaHbIHA TeTi Ka3aK azamMaThbl peTiHfe
opanbl. Mojkaxenrep (HaHbIM-CeHIM
YIIiH KypeceTiHep ) MeH jiyliManiap,
SIFHU 1IIypaBuJiep (KEeHECTIK aCcKepuJep)
apacbiiaa Ayrancranaa 1979-1989 xblinap
apaJiblFblHa COFbIC OOJIFAHbI TAPUXTAH
Oearini. KeHecrtik ackepusiepin ayran
»KepiH 6achlll ajlyra Kapchl 6TKEH COFbICKA
Kenec ykiMeTiHiH aTbiHAH KA3aK a3aMaTTapbl
Jla KaTblcKaH 0oJs1aTbiH. bipak, oap 3
epikTepiMeH emec, ackepre 6apraH capbas
petinae OyHpPLIKTHI OPbIHAAYLIbLIAP FAHA.
«ByJs1 orb6achIHbI an1a He KyTin Typ?
Kannat 6os1atak KyTin Typ?» Jiere
cypakrap cypakrap CanapkyJi MeH 9KeCiHiH
Jie, aHieJli MeH KbI3bIHBIH J1a, KOpEPMEHHIH,
JIe aJlIbIHAA TYPFaH YJIKEH cayaJl.
JKorapbina Tasnian eTKeH ajraiikpl
GeJlimMzieri CIO2KeTTIK »KeJli puabMIeri
6acTbl OKMFaHbIH Kipicrieci FaHa. OUJAbMHIH
ekinui 6esiminae Kazakcranra opasiran
CanapkyJibIH 0TOAChIHbIH XKaHa emipi
Hasnnananbl. bac keilinkep otanbiHa opaJgy
MaKCaTbhIHA XKETKEHIMEH, OHBIH COJl OpTaFa
CiHiCyi ME€H COJ1 OPTaHbIH, 3aH/bIBIKTAPbIH,
TYCiHIKTepi MEH eMip Cypy caJTTapblH
KaOblIay YJIKEH CbIHAK peTiHae 6epinem.
DuabMHIH aJFallKbl S5KCO3ULMSCHIHIA
aBTop Oac kelinkep CanapkyJiabiH
€H aJIIbIMEH a3aHIlbl €KeHiH KaHe
LIypaBuJsiepre Kapchbl COFBICKAH afaM
CKEeHiH TaHbICTBIPbIN 6Teli. MyHbI aBTOP
KEHINKep/iH a3aH WAaKblpy dpeKeTiMeH
JKOHE KOJIFA LLIbIFap aJlIbIHAAFbl KeHiNKepliH
JKe3eciMeH KOLITACy COTiHAET! AUaJOrTaphbl
apKblbl KepceTei. bynan kefinri
KODiHICTEp/E OHbIH 6Mip Cypy OpTachl
MeH 0TOAChI »KAFJalbl, OKECiHiH, aTaMeKeHiH
aHcar, «XKyMaK» MeKeHre aTTaHy
canapblHarbl OKMFaJapMeH »KaJlFacblH
Tabajpl. Bya aknapatrapisiy, 6api
Jie KaJpJIep/ieH KypaJiFaH 3MU30ATapaa,
ap6ip 3MM30/ITa aBTOP KOJIAHFAH erxKel -
Ter2KeHJli AepeKTep MeH bIM-HIIapa,
K63Kapac IeH TiJAIK KaTblHacTap apKblJibl
6epinieni. Ocbl TycTa Kajp/ablH 6acTbl
aTKapaTblH MiHACTTEPIH aHBIKTAl KEeTCEK:



«Kanp Gesri peTinje apekeT eTyi THic,
Ci3 OHbI Oip/IeH OKH aJlybIHbI3, KOPEPMEHTe
OChl KajipJia alThlJIFaHbl (KOpCeTi/ireHi
eMecC) aHbIK TYCiHiKTi 60Jybl KEpeK.

Erep kepepmeH 1iaraca 6acraca, oHia

Kajp 63 peJiiH — OeJsriHiH peJiiH, apintep
peTiHje opblHIamMaraHbl. TaFbl 1a Kafitasan
alTaMblH, KE€Ke KaJIp ?KeKe dpill CHAKTbI
JKYMBIC iCTeyi Kepek, aJl apir Kypaesii 60J1ybl
MYMKiH, MbICAJIbl, KbITaH 9pIli CUAKTBI», —
nen Jles Kyseuion ot Tyitingece (179),
JloTmMaH KuHO TijliHAeri eH 6acThbl TYCIHIKTIH,
Oipi — Kanp ekeHiHe Oaca Hasap aynapaibl.
Ou1 «Kanp/bIH Herisri pyHKUHsIAPbIHbIH,
6ipi — monre ueninik. TiliH poHemanapra
TOH MarblHaJ1apbl 6ap — MopdemaJsapra
TOH — rpaMMaTHKaJIbIK »KoHe co3jiepre

TOH — JICKCUKAJIBbIK MOHIEpre ue, Kaap —
KHHOHBIH MOHT€ He »KaJFbl3 FaHa
TacbiMaJsiaylbichl eMec. Manep

e Kilipek 6ipJiKTepAeH TypaTbliH — Kaip
OeJilIeKTepi, a1 oJlaH ipisiepi — KaapJap/biH
pettisirimen Gepisneni» («Onep kailsbl» 8)
(«O06 uckycerBe» 8), — nei.

Duabmaeri CanapkyJibiH 0T6acbIMEH
carnapra aTTaHap aJblHAarbl pexKuccep
YCBIHFaH ap0ip Kaapbl iHA KOpaJIFbLIap/ibl
KATTbl YCTAHATBIH ayFaH »KepiHeri
aTMocdepaHbl Gepyie KelinkepsepiH
TipLUiJK €Ty dJIeMiHiH Ma3MyHbI
MeH hopmachiH aia tycesi. MoaceseH,
6ac KeHlinkepiH azaH aKblPybl
MEH MBIJITBIK ACBIHBIM XKYPYi, oNKeciMeH
nepjie apKbl/bl TiJecyi, afiesliHiH napaHiKa
Kuin, 6ypKeHin »xypyi, 6ananapibiH aTbiCy
OWBIHBI CUSIKTBI KOPiHiCTep/liH 6api 2KUHaJIA
KeJIreHJie KeHinkepJepin emMip cypy
OpTaCbIHAAFbI KaTaJl LLIapUFaT TopTiOi
TIeH COFbICKA ciaiTeMe Oepe KeTeTiH
JIeTaJIb/li KepiHicrep.

Bac keiiinkep MeH oHbIH oTOaChI
MyLLeJsIepi TyBIH/bl Ma3MYHBIH YHJIECTipyLLi,
CIOXKETTiH, Heri3iH Kypayllbl 6acTbl
Oesrisiep aemn Kapactblpap 0oJicak,

OHJia coJi GeJITiIep/iiH eMip cypy opTachl
Jla Ma3MYH/Ibl MOHTE He eTeTiH
akropaapabH 6ipiHe KaTajbl. Punbm
OKMFACBIHBIH ayFaH »KepiHeH OacTasyblHbIH,
031 TybIH/bIIAFbl 6ACTHI TAKBIPBII — eJire

opaJly POLLECCiHIH, CIO?KETTIiK 2KeJIiCiH
KypJeJIeHAIpill, eKiHLIi MarbiHa ycTen
Typ. SIrHu, 6acTbl KeHinkep/iiH opasybl
0J1 TEK OTAHFa OpaJly FaHa eMec, aJlaMHbIH
o3iHe YHiJsyi, 63iHe OpaJybl, aKUKATKA
OpaJlybl CbIH/bI «OpaJly» YFbIMbIHbIH
OapJiblK CUIATTapblH aHbIKTAN TYyCe/.
TybinapiabiH anraiiKe! 6eaiMi CanapKyJiibiH
9Ke apMaHbIH OpbIHAAY YLUiH, AFHH,
Kasakcranra — oTaHblHa opaJjly MakcaTbliH/1a
»KoJira 1iblrajpl. Kagakera, otan geren
YFBbIMJIAp KapHUsHbIH ay3bIMEH «KyMakK
MeKeH» OeliHeciHe cunarraJaibl. TinTi,
Kapusl »Kasty »Kypil Lapliarat Kesinjie
CanapkyJyiblH 9KeCiH apKaJiarn xKypeTiH
9MU30/ibl «AHanIbl MekKere yill peT
apkaJian OapcaH aa, aK CyTiH aKTa#
aJIMalCblH» JIereH MaKaJiFa cijiteMe
»kacanabl. bac keitinkep o3 okeciH apkasay
APKBLJIbI TEP3EHTTIK MapPbI3bIHbIH, 6TEYi
peTiHe «XKyMaK MeKeHre» — OTaHblHa
aJibin Gapajpl. At GysapbiH ayra
JKEpiHJle LeKapara WeHiHr Kypil eTKeH
JKOJIIAPBI KEHINKepJIepAiH K63iMeH «T03aK
MEKEeH/Ii» CHMaTTaUTbIHAAH KOpiHiCTEpPMEH
HasHnananbl. bockbiHaap Jarepinaeri
OOCKbIHIapFa apHan KellKiciH puibm
KOPCETIM XKaTKAH CATIH/E 9CKEPHJIEP
KeJlin, PuiIbMII KopceTylili MeXaHHKTi
KyHohap canan, kepepMeHHiH Kog3iHllle aTy
»KazacblH opbiHaaiabl. Keneci 6ip snusonra
KapHsi alHaJ/IaCbIHAAFbI 63/1ePi CHAKTHI
6ockbiHaapra 6abachbiHbiH 6acblHAH OTKEH
Tapuxy OKUFaHbl OastHIAM, 9HTIMeCiHiH
COHBIH «KyMaK MEKeHIe» 9KeIl TipeHi.
«Kymak mekeHHiH» OeliHeci peTiHe
To3bIrbl 2keTKeH MoJiiaxmer KenbaeBTbiH
«Acayra KypbIK caJjiy» JiereH KapTHHachl
CaJIbIHFaH €CKi CypeTTi KopCeTe/.
by :xepne KenbaeBThiH KapTHHACHI
[parMaTHKAaJIbIK TOCI apKbl/bl 631HIIK
TYIKi MOHIHEH alpPbLJIbII, KeHiNKepaepaiH
caHacblHAA eKiHIli MOHTe He OOJIbI,
«KYMaK MEKEHHiH» CUMBOJIbIHA allHaJIafbl.
«OTKeHi Kagipri yakbITreH
OalJIaHbICTBIPY 2KOHE 9PTYPJli KEHICTIKTep
MeH yprnakrap/bl 6ipiKTipy yIlliH MO/IeHH
KAl JKEPTIJIKTI 2Kep/ie OpHATBIIA/LbB,
Oipak yHeMi yaKbIT lIeHOEPiHEH ILbIFbI,
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6acka »xepjie naiaa 6osansl. Monenu
JKaJIThI Taj1ay Keainjae Oi3IeH »KaATbIH,
0Chl KOC TaOUFATbIH TaHy/lbl Cypalpl», —
nen lannun CasnepHo anaMHbIH OTKEHiH
OyrinMeH OalJIaHbICTBIPY/Ia < MOJIEHH
JKANThIH» XKETKUIIKTI ekeHiHe 6aca Hazap
aynapTtajibl («KaarblH ceMHOTHKAJIBIK
TEOpUsIChl: KO3FaJlbIC MeH hopma
apacbingarb» 116) (“A Semiotic Theory
of Memory: Between Movement and Form”
116). Tybinapinarsl CanapKyJjiblH 6TKeHi
MeH OYTiHiH ca0aKTaCThIPbI, XKaJrarn
»KaTKaH «Acayra KypbIK casy» cypeTi
aKCaKaJl/iblH »KaJIbIHIA apara KaHlla yakbIT
caJica ia OyriHrijiel cailpan KaTKaHbIH
aHrapTaibl.

sKorapbiarbl OfJIbIH yKaJFachkl llieKapara
JKETKEeHJIe Tarbl Oip KepiHicneH OeKH TyCei.
Kapus miekapanau atrail 6epret coTre
TYFaH XKepre Tay eTill, CoxKe xKacall, 2Kepi
(kapmbt) cyiteni. Tyran xkep, otaH, atamekeH
ce3/iepi — Kasak XaJiKbl YILUiH KHeJi, MoHi
YKOFaphbl yFbIMAAp. «AKnapaTTbiH CaHbl —
xabap/ibl TYbIPYIIBIHBIH alHalacbIHAH
(opracblHaH ) OHbl KaOblJ1ayLbIHbIH,
afiHaJiacbiHa (OpTachiHa ) XKeTKi3iJIeTiH
xabapJsiaMmaHblH, 2KaHAJbIFbIMEH HeMece
TYIHYCKAJIbIFBIHBIH MOJILLIEePiMEH eJILLeHeI.
Ou1 a/1eyMeTTiK eKi TorKa Jia THeciIi
Oi1iMi MEH ToKipHOECiHIH >KHBIHTBIFbIHA
KOCDBIJIbII, MOJCHHUETTIH 3J1eMEHTI peTiHie
oJ1ap/ibIH »KajibiHa eHesli» (Moub, «Aknapat
TEOPHUSIChI 2KoHe KaObllay 3cTeTHKACh» 18)
(«Teopust unopmalmu U 3CTETHKA
BocnpusaTusi» 18). Ochl TycTa KapusiHbIH
CoXKJIe JKacall, 2Kep/i CYI0 dpeKeTi eKi TypJii
TepeH MarbiHa OiipeTiHin ailTa KeTKeH
»keH. bipiHiici — KapusiHbiH Ta3a JjiHre
Oepik »KaH peTiHaeri 6edHeCiH alapbl.
Ceb6e0bi, coxk/le TeK HaMa3 YCTiHJe
FaHa 2KacaJlaTblH dpeKeT eMec, COHlal -
aK OHbI 9p MyCblJIMaH AJlsiara aJrbic
petinze 6innipeni (wykip coxxieci). Exinni
MarblHAChl — TyFaH »Kepre JlereH epekiie
CYHICTICHILIJIITIH 2KeTKi3eTiH opeKeT Jen
aiiTyra 60J1a/1bl.

Dusbme aBTop 6ip MEKEHHEH KeJleci
MeKEeHI'e OPbIH aybICTBIPbII, KOILIKEH 0TOAaChl
MYLLUEJIEPiHiH TaFIblpJapblH HETi3r CIOXKEeT

eTiM ajraHbIMeH, OGyJ1 2kepjie 6acThl
Macesie — ap a/laMFa ToH TyFaH Kep,
OTaHFa JIereH CarbIHbILLITAH OeJlekK,

JlIHK YCTaHbIMIAp MeH Ke3Kapacrap,
JIYHHETaHBIMIAP MEH KYH/IbIJIBIKTAPJIbIH
OPTaKThIFbl MEH aJILIaKTBIFbl XaKblH/A
ce3 eTy. MouiblliH aiiTkaH «xabap GepyLui
MeH KaOblIaylIbl VIIiH aknapaT opTak
Oerisiep/iiH XKUBIHTbIFbIHA OalaHbICThI
JKeTKizieni» («AKrnapaT TeOpUsIChI KoHE
Kaoblay scretTukacel» 18) («Teopus
MH(OPMALIMH U SCTETHKA BOCIIPUSATHS»
18) nereni 6enriiep MeH cUMBOJIIAP
Hemece bIM-HIIapa MeH ce3/iep apKblJbl
JKeTKi3iseTiH KaHaa#h na 6ip aknapartapipl
KOpepMeHHiH KaObl11ay JeHreine

Kapaii 6arajaHaTbIHBIFbIH (DUIbMIET
naijiajiaHFal MKOHaJIbIK OeJrijiepaeH
kepyre 6osiazbl. bip kaparanna 6esriji
Oip CypeTIIiHiH caJFaH KapTHHACBLIHbIH
JKOM FaHa KelllipMeci 601 caHaJaTbiH
CypeT KapUsiHbIH AHTKAH 9HIIMECiHeH

COH KepepMeHHiH Jie Kabbliiay TyHcirine
acep eTill, 0J1 CHMBOJIMKAJIBIK MOHIe
aybicajibl. CoJl CUSKTbI KOLIiM-KOHYILIbI
orOachl MyllIeJePiHiH KHiM KHIC, 2Kypic-
TYPBICBIHAAFbI CIPTKbI €PEKLLEJIKTEPiHiH
03i 6ip KaparaH1a KepepMeHHiH KOKeHiH/e
opaJiMaH 0TOachl eKeHiH alKbIHIAUTbIH
oenrisiep. «Tozak» neH «xKymak»
TYCIHIKTepiHiH 031 ayraH xKepinjue
KapHUSIHbIH aUTKAH 9HIiMeci

MeH O0CKbIHAp Jiarepinjieri ayran
9CKEePiHiH Ka3asay apeKeTiHeH KeHiH
KopepMeH MeH 0T6achl MyllesepiHiH
caHacbiHa 6eriji 6ip reHreneri oprak
TYCIHIKTI KaJIbINTACTbIPbII, CAJIbICThIPMaJlbl
TypAae OaraJjayra »KoJl alliajibl.

HaTtuxe

Ayrancranna uypaBusepre (KEHECTiK
acKepuJiepre ) Kapchl corbickan CanapkyJ
VLIIH TyFaH 6JIKECiHe KeJITeHJIE OJ1 KepJIeTi
KEHECTIK HIeOJIOTHSHBIH, 9CepiMeH
TopOHesIEHTeH OTaH1acTapbl, iFHU, 2KaHa
3aMaHHbIH YpraKTapbl KAPChl ajiraHbliH
KepeMis. Ayblyl OKiMiHiH 1IeliMiMeH
CanapkyJira aybl/11aH KblpaKTa opHaJacKat



KHi3 Vi TyprnaTbIHAAFbl KaHbIpaFaH aK
yHJIep MEH 9CKepHJIepCH KaJlFaH aiMaKThl
Ky3eTy Tancbipbliaasl. CelpTTail Kaparania
afjiananarbl aK yhsep Ka3aKThIH KOILTe
KaJIFaH »KyPThl CbIH/bI. J{a/1 ocbl allMaKThl
TipisiTin, »kaH 6itipy opajsimaH or6acbiHa
OyHbIpabL.

«Kepkem aknapat 6oJiraH »arnaia
aBTOP 63iHiH KHsJIbIHAA (OPMACh
MEH HJIeSHbI TYABIPbITN, COAaH KeHiH
GapbIIl OHbI 2KETKi3Y YILiH KOLTak/Ibl.
An aknapaTTbl KaOblarn aayiibl
03 TapanblHaH XxabapJaMa HeTi3inne
0acKa HbICaH/Ibl HeMece UIesHbI T3
KommyHuKalus npoiiecciti canachl
KaOblylaHFaH popMaHbIH 6acTanKbl
(opmacbiMeH caliKec KeJly Hemece
KeJMeyiMeH aHbIKTaJla/ibl», — JIereH
Mounbiin nikipiHe cyfieHe OTbIpPbII
Kapacrtblpap 6oJicak, TybIHAbIIAFbI
perkuccep TaHiaraH KeHICTIK 1eH MEKeH,
opTa MeH opaJsiMaH oTOachl apachbiHAaFbl
Kapama-KaHLbIbIKKA TOJIbI 2KaFiaira
Tan 6013716l («AKnapar TeopHsiChl
»KoHe KaObliaay screTukach» 18)
(«Teopust uHopMAaLMK U SCTETHKA
Bocnpusitusi» 18). JKorapeiia aitbin
oTKeHimizielt CanapkyJiibiH 0TOACh
MeH KopepMeH/li «KyMaK MeKeHre »
JIlalbIHJIaFaH aBTOP KEHETTEH COJl «2KYMaK
MeKeHHIH» «T03aK MEKeHHEeH» Ma3MyHbl
»KarblHaH elll aliblpMachl »KOK TapThlcTapra,
KYpeCKe TOJIbl alMaK €KeHiH KopCceTes].
OpasmaH jiereH arayjibiH, 6y oTOacbiH 03
opTacbiHaa 66TeH ce3iHyiHe, TinTi, 6apiHe
OpTakK CaHaJsaTblH — TiJl MEH JiH, OTaH
VFBIMIAPBIHBIH /12 OJ1ap/ibl «<XKyMaK» opTara
CiHiIN KeTyiHe JpHeKep OoJia aamManipl.
OpasnmaHn cesi 3aHaa GekiTijirenaen
KasakcraHra TypaKThl TYpy MaKcaTbIHAA
KEJITEH YJIThl Ka3aK LIETEJIIKTEP €KeHiH
allKpIHaan OepreHiMeH, (bn.nbM CloXKeTiHzeri
KAKTBIFbICTAp OpaJIMaH Co3iHe MyJIeM
0acKa MarblHa, AFHH, <OOTEeH» JereH MoH
ycret Tyceni. MacesieH, ackepuepieH
KAJIFAH €CKi FUMAPATbIHbIH TeMip-TepceriHe
YPJIbIKKA TYCKEH ypbliapMeH apaja 0oJiran
TebOesiec Kesinie CanapKyJ/bl Tenkinen
»KaTKaH ypbIHbIH allibiHFaHHaH « CeHpuep

o6jieH KyThipraHchiHaap! Akiiia ia cenuepre,
Kemek Te cenziepre. Conna 6i3 He, TOKa/IaH
TYAbIK Na?» Jien YKiMeT TapanbiHaH
opajimaHjapra 6episieTiH KoMeKTi 6eTiHe
6acein anTatbiibl 6ap. Ocbl 6ip ypbin-
corynat keitin CanapkyJ/ MeH oHesTiHiH,
apacblHarbl 1HaJ0rka Ke3 xKyriprep
foJIcaK:

Oiieni: Keremiz. Kymakra O6yirtin
KOPJIBIK KOpreHile, T03arbIMbl3ra
KanTtnaimpl3 6a?

Canapkyz: Cabbip cakra. biz emikaiiia
KeTtnenimiz. by 6i31iH 0TaHbIMbI3.

Oriesii: Karnarbl otan!? bis Oynapra
b6oreHbi3. beren 60.iblT Kasia 6epemis
Je. Keiie atam KafiTKkan1a KaiceiCbl Kerl
KOHIJI aiTTbl. Anakannar »epiiH 03i opeH
OYHBID/IbI.

Canapky.: bosibi!

«Kepin oteipraniat ces 6eH Oelinesey
OesirisiepiHiH, CUHTE3i KMHeMaTorpadusa
QHriMesIeyIiH eKi TYpiHiH napaJjiielbi
JaMybiHa oKesieni. Anaiina, 6isi
KbI3bIKTbIPATbIHBI — €Ki IPUHLUITI
CEMHOTHKAJBIK »KYHEeHiH KHHOFa e3apa
Kipiryi. Ceanep cyper, GeiiHe peTiHjie opeKeT
eTe GacraraHblFbl», — aern JIoTMaHHbIH
MiKipiHJe alThIFAaHIaN, OCHI €Ki SMTH30TaFblI
KAKTBIFbIC Ke3iH/le TYbIHIAFaH €Ki TONTbIH
JIMAJIOrTaphbl, illIKi KaH alKauaapsbl
sMoUMAMEH OepiJice ae, XKepriJliKTi
JKEPAiH TYPFbIHAAPbl MEH OpaJsiMaH oTOachl
apacblH/la XKaTKaH aJllIaKThIKThl a2KblpaThIl
6eprenpeit («Onep xaitbr» 50)

(«O6 nckyccre» 50). At yKimMeTTiH
aZlaMbl CAHAJIATBIH ayblJl OKIMiHiH,
CanapkyJiibl YpblJlap/iblH TEIKiCiHeH
apauiaJgan aJbli KanatbiH keaieri «E-e-i,
HEFbIIN TOKTaN KaJablH? OnTip, yp, COK!
O, oJ1 afiam emec Koil! 9, o1 — opajmMan
roil! Bepi ke, MeHIMEH LIbIK »KeKIle-
JKekke!», — gern aikaimanasl. Ocol
SMM30JLTaFbl 9KIMHIH ay3bIMEH alTblJIFaH
«OJ1 anam emec, opajMaHn>» JiereHzeri
opaJiIMaH ce3i KeKeCiHi Typ/e e3iHe Oacka
MarblHa ycTer, alTblirad ce3. bynan 6ejek
OChl YpblIAP/bl «€Ki asKTbl MaJgap»

JIeTT aTalThiH J1a 31u307 6ap. CanapKyJbiH
KOLLII KeJITeH »KepiHJ/ie OFaH aTKapaTblH
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2KYMbICBIH TaHBICTBIPbII 2KYPreH alaMHbIH

«JlyHuese Kopiiayra Masiiap Kipin KeTrneciH.

Magnnapabi ilinaeri eH Kayintici —
€Ki asKTbl Masiap», — JEUTIH Cco3i
ypbUIAp/IaH TOHETIH KAyilTiH »KalbIH aJIblH
ajla ecKepTKeH K 6oJsaThiH. By xKepre
Jie «MaJi» co3i e3iHiH 6acTanKbl MarbIHACBIH
JKOFAJITBII, alamfa TeJliHil alThLIbII TYP.
OuabMHIH 6H G0HBbIHA XKOFapbIIaFhl
KeJITipe KeTKeHiMi3nen ce3 6eH CypeTTi
OeliHeHiH apachIHAAFbl TParMaTHKAJbIK
OalisiaHbICTap/biH, KAOBICKII XKATKAHBIH
KOpCEeTETiH KepiHicTepi 6aikayra 60J1a/bl.

TyblHABIIA 9/1€yMETTIK OpPTaHbIH casiCH,
JIHM YCTaHBbIM/IAPbIHBIH KEHiMKepJIep/iH
eMip CYpy TakijJeTTepiHe, Ko3KapacrapbiHa
bIKI1AJIbIHBIH, KYLUTi €KeHiH alKblH
KOpCeTeTiH cloxkeT 6ap. Aybll oKiMmi
CanapkyJ//pIH KociGiHiH a3aHllIbl eKeHiH
ecKepil, 9CKepHJIep/eH KaJlFaH, KaHblpar
60C yKaTKaH JIOKaTOP/ibl MELLIT FUMapaThiHa
aliHaJ b py/ibl Tancblpabl. Canapkyd iepey
TO3FaH FUMapPATThl KAKTA KAJIbIHA KEJITIPIIl,
3bIMbIpaH/1ap/ibIH, OACBIHBIH, KAJABIKTaPbIH
Tachlll, FUMApPaTThIH CbIPTKbI (hopMachiHa
yiJiecTipe naiaasaHblil, anmnak MeLiTTiH
HoGalibiH KeaTipeai. A ki chipiay, apaey
JKYMBICTAPBIH 2Kacall KaTKaH TyCTa ayblJl
OKiMi 03iHiH YCTiHEH KAPAUTBIH LIEHEYHIKTI
eprin ke, TaubicTbipaThitbl 6ap. [lleneynik
CanapkyJ/JiIMeH TaHbICbIN OOJFaHHAH KeHiH
MELLITTiH, »KacaJibll OiTKeHiH aTamn eTrek
6or, iiMAIKTeH aJbllT KOIObIH TaJarl eTef.
Mine, ocbl apaja eKi KaKTbl KAKTbIFbIC
naiiga 6oJaapl. Yuieyapa oHrimesne
CanapkyJ/iibIH ayFaH 2KepiHjie MOKeXe]L
peTiHzie «ylIMaHaapra» Kapchbl COFbICKAHBI
JKalibl o3 6oJiapl. OKiM MeH 1lIeHeyHIK
Te ayFaH COFbICBbIHA KATBICKAH JylIMaHaap.
AyraH »xepinjie 6ip GipiHe Kapchbl OK aTKaH
€Ki TOIl TOyeJICI3/iK aJlFaHHAH KeHiHTi
Ke3eHJie MeLITTIH illiHae 6etne OeT KeJiil
oTbIp. Aybl okimi Men CanapKyJiibiH
9CKePH JIOKATOP/bIH, {LLIHAE TYpbII
ceiJieceTiH MaorbiHa Ha3ap aylapanbik.

Aybln okimi: AyFaHCTaHAa COFBICTBIM.
BsBosn komanaupi 60J1bIM.

Canapky.: Mbina tecikti 6ap ro#,
MyHapameH xaba caJjica 00J1azbl.

Aybln okimi (ossanein Typein): Cen
JyHIMaH GoJIIbIH 047

Canapky.i: Kok, Mmompkaxe.

AybLn okimi: /lemek, exeyimiz 6ip-
Oipimisre >kay OOJUIBIK KOH.

Canapkys: Herizi xay 6o KeJireH cizzep.

Aybln okimi: bapcak 6aprad HIbIFAPMBbI3.
bipak cen — 6oren esyi, 60TeH xepi
KOPFa/ibiH.

Canapky.i: Ci3, He YILIH COFbICTHIHbI3?

Ayl okimi: MeH connat 60J1biM.
Maran Oyripbik 6epinai. MeH opblHAaYbIM
kepek. « CorbIcKa Gapachit 04, 0apManChIH
0a?» gern MeHeH elKiM cyparaH Ja #OK.

... OJ1 Ke3zie XKacrpl3, COFbICTbIH HE €KEeHIH
Jie Olimermiz. Kaceimaarel xo/11acTapbim
LIBIPBIIAIT XKaH TallChIPbIT KaTKAH Ke3/e
rana TyciHik Karaa xearenimizai. Cosar
OaybipbiM. COFbICKA KAThICCAH CEH Jie
nepitre eMeccit... Kawia anam oaripain?

Canapkya: binmerimin. Canaram »ok.
bipak, sxymakka 6apMaiTbIHbIMIbI AHBIK
oiiem.

Aybin oximi: OJ1 JKaKKa MeHi Je XKoJ1arta
KoHMac».

Exeyapa ni1a/siortbih Ma3MyHbIHa YHizep
6oJicak, ekeyiHiH jie casicat neH OUJIKTIH,
epikciz KypOaHnape! OOJFaHbIH, Ke3iHae
ekeyi Jie 6ip-06ipiHe xkay 60JFaHbIH OieMi3.
JKaHe cout corbicTa ekeyi e MycbliMaH
JliHiHiH >KoHe Oip YJITTbIH eKijaepi 6oJia
Typa JAyuIMaH1ap MeH MojKaxearep
60I COFbICHIN, KaHLIA aaMHbIH, KaHbIH
MOHBIHIAPbIHA YKYKTEMN KAUTKAHIBIKTAPbI
TypaJibl aKnapaTka ue 6oJambl3. Exeyi
JIe COJ1 KYHdJ1IapbIHAH apbljia aJMaiThiHbIH
6ise Typa AJinaHbIH YHdiH, MELTITTI caJTy/ibl
KoJIFa aJgyapbl KynaiasH asiblHIAFbl
Tazapy »KOJIbIHAAFbl 9peKeTTepi en
Oarasiayra O0Jajibl.

A1 IeHeYHIKTiH KaThICybIMEH OTeTiH
JIMAJIOT XKOFapblIarbl XKa3raH Ma3MyH/1a
epoui. Anaiina 6yJ xkosbl okim Canapkysira
OO0JIbICHITN, OHbIH apakK ilIMnedTiHiH alTajbl.
Ocbl coTTE 1LIEHEYHIKTIH 1IbIHANBI GET-
oenneci ambiaasl. Onbid, «CeH He,
MbIHAHbBI 2KaKTan TypchbiH, 6a? MbiHay —
)Kay, caraH OK aTKaH, MaraH OK aTKaH.
(CanapkyJira okimai Hyckarn) Asi ceH



MbIHAHbIH KiM eKeHiH GisieciH Ge?

By 6ypbinrsl napropr, CoBeT ofarbiH
catKaH. Enpi meuit cannbl. Kepek 6oJca,
Ky[akbIH J1a caTafbl», — JIET eKeYiH Jie
o3iHe Kapchl KOsl Tyce/li. YHCI3 ThiHaam
OTBIPFaH 9KiM eKeyi apacblHJa OChl TYCTa
KAKTBIFBIC Maia 00Jaibl:

Okim: Melit cajsicam, XaJiblK yiliH
caJlIbIM.

UleneyHix: Anay anam 6apManTbIH
ayblJIbIH 14 XaJIblK yiiiH Oe? CeHi 9KiM
Kbliiran meH! Men, mbina mer!

OKiM: OKIM KbIJICaH, KbIJIFAH LIBIFAPCHIH.
bipak ceHin sie k... xaba-»xaba MeH jie
apiaabim.

Uleneynik: He, He aiTbin TypChiH ceH?
CeH caTKbIHCBIH, CATKbIH!

Ochblnaii exi opinrec, GypbIHIbI
nqylmangap 6ip-OipiHiH »KarasapblHaH
ana xeneJesi. Ocbl Gip eki KepiHic
Ayrancran men Kenec ykimeTi GuJtirinin
CasiCH COFbICTAPbIHbIH CaJlapblHaH 6ip YT
OKIiJIIePiHiH apachlHAAFbl KAKTBIFBICKA
03 9cepiH TUrisreHin kepemiz. Kynai yiti
JIeTT ecenTesieTiH MelliTTeri AJaHbIH XKasybl
6ap ona exi MychblIMaH HIeHeYHIKTiH
Mac OOJIbIM KeJir, ilIiMAIKIeH aTtarn oTieK
OOJIFAaH dpeKeTTepi — oJiap/blH JAiHH
CEHIMIEPiHiH KEHECTIK UICOJIOTUSHbIH,
bIKTaJIbIHAH dJicipereHin 6arkaTansl. TinTi,
MYCBIIMaHOBbI3 JIeN KYpPreH KasaKTapablH
COJI JIIHr'€ COHILAJIBIKTBI 2KaTTaHblIM, O6TeH
60J1bIN KeTKeHAIriHiH 6ip KepiHici peTiHae
Oarasiayra O0Jajibl.

Fasibim Llpnan AfgbiH « YMBITBIIMACTbI
KaJsai yMbITyra 60/1a/ibl? Y2KbIMIBIK
JKapakar, MoJIeHH COHMKeCTIK XKoHe
MHEMOTEXHOJIOTHS TypaJibl» aTThl
MaKaJIaCblHJA MOJIEHU COUKECTIKTi TaJIKbl1ay
Ke3iH/Ie »KeKe TYJIFaHbl 1aMbITYaFbl
JOCTYPIH MAHbI3/IbL/IbIFbI aTall 6T€ KeJlill
«...Anaiina, »Keke KoHe MOLeHH COMKEeCTLIIK
THUKAJIBIK, YJITTBIK HEMeCe AiHH LLIbIFY
TeriMeH TOJIbIK COHiKec KeJie 6epMei.
COH/ILIKTAH “MeH He icTeaim / 0i3 oran
JIalbIK 60J1y YILiH He icTel aJbiK?” lereH
CypaKrap »KasbIKCbhI3 alaM1ap/blH KylaJsayra
JIAMbIK €MeC €KeHiH KopceTin KaHa Koumatn,
oJlap/ibl HAKThI ’KOHE epeKlle, alpblKiia

aJlaM HeMece Keijie IeBUaHTThl HaHbIMaphI,
MOTHBTEPi MeH TiJieKTepi 6ap Tor peTiHie
KapacTblpyFa I1aKblpy 60JbIN TaOblIaIb»
(“How to Forget the Unforgettable?
On Collective Trauma, Cultural Identity,
and Mnemotechnologies, Identity”
125—137) neren nikipi »Korapbliarbl
CanapKyJi MeH ayblJi 9KiMi, [lIeHeyHiK
yLIeYiHiH IMaJOorThIK KAKThIFbICTAPbI
Ke3iHjle alKbIH KopiHic Tabaibl. MyHaarbl
CanapkyJ/pIH »keKe Gipereiiri MeH
MOJICHH COHUKECTIri, 6TKEH OMipiHe KaThICTbI
TOINTbIK KO3KAPACTaPbIHbIH COMKECCI3/ri
YLIiH 1€ OHbI ?Ka3FbIPbII, KylaJayiblH
KaKeTi 2KOKTBIFbIH aBTOPJIap allKbIH
kopceTin 6epeni. MajieHH ColKeCTIIKTIH,
Oenrigii 6ip STHUKAJBIK, YITTBIK HEMece
JIiHU epeKLIeTiKTePMEH TOJIbIK ColiKece
6epMelTiHAIriHiH Tarbl 6ip ce6ebin
Alibin agaMHbIH KiM OOJIFBICH! KeJIETiHIH
TYCiHY 9pEKeTi, aaM »KaHe KoraM Keljie
OHBIH, KiM O0JIFaHbIH TaJall eTe/li Ae i
(«MneannapapiH MaFbiHaChl TypaJibl: HapJiba
C. I'upc 2xoHe :xkaKchl omip» 422—443)
(“On the Significance of Ideals: Charles
S. Peirce and the Good Life” 422—443).
SIPHM, KyFbIHIAYy aaMIap/ibiH, 6TKeHiH 6ip
acrnexrire caJia oTblpbin GoJaliarbiH
J1a OY3FbICHI KeJICTIH/MHE Ha3ap ayiapTaibl.
[leneynikrin, CanapkyJiibiH, 6TKEH 6MipiHjie
KaHJal TonTa KiMaepre Kapchl COFbICKAHbIH
OeTiHe Oaca OTBIPLIN, OHbI 63 OPTACbIHAH
AJILLIAKTATBI, MOPAJIbABIK TYPFbIIAH KyFbIH
Kepceteni. Anaiina, Canapkys otaHaac
KaHIACbIHbIH OYJ1 9pekeTiHe GapbIHIIA
caObIpJbLIbIKITEH »Kayan Gepirn, 6ap
YKAKCBUILIKTBI AJIaiaH KyTei.

DuabMHIH 6acTankb! Ke3iHiae
KaHTbIC O0JIFAH 9KECiH aKThIK canapra
aTTaHABIPMAaKUIbI 60T 9KiIMHEH pyKcaT
cypa# Gapbl, olaH MapAbIMbI XKayart aJa
ajmMaracbil CanapkyJ KapusiiblH MypJieciH
THBIM CaJIbIHFaH alMaKKa Kopliayra
KapamacTaH anapbiil, »KepJeMeKIi
6oJiaThiH KepiHici 6ap. 2Kep Kasblin xKaTkaH
KEe3J1e OPbIC 9CKEPH KY3eTLLiC KeJirl,
OyJ1 ailmMakka »xepJieyre 60JMalTbIHbIH
€CKepTill aUTKAHbIMEH, aKbIPbIHAA 63re
JiH ekiJi 6osica na CanapkyJra xKaHbl
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allblll, KepiciHLle XKepJseyre KOMeKTeCe|.
JKepney paciminjie apKaichichl 031epiHiH,
yCTaHaTbIH JiiHiHe OalJaHbICThI KyJaliFa
e3ziepinie coifibinaapl. Ockl 6ip KopinicTeH
LIBIFATBIH KOPBITBIHABI — 9p afaM KaHaan
JIiHHIH, 6KiJi 60J1ca Ja CbIibIHATBIH, 6ac
METIH yKapaTylblaapbl 6ip 1ereH okra Ken
tipeneni. Kynaiinnin anpinia 6api e aiHu
HAHbIM-CEHIMIEpiHe KApAMACTaH aJaMU
KAJIbIH/BI CaKTall KaJly/ibl YiHFapapl.
OuabmHiH conpinia CanapKyJiabiH,
oliesti »KyKTi 60JIBIMN, aJl MbLIKAY KbI3blHA
TiJs1 GiTin, ©3i e MEeLIiTTiH TobeciHe
LIBIFbII, a3aH LIaKbIPFaH KepiHiciMeH
asikrailjibl. Pexkuccep KeltinkepJiepit,
MeHJI 0J1 opajiMaH G0JIChIH, MEHJIi 0J1
JKEPriJIiKTi 2KepJliH TYPFbIHAAPbI OOJICHIH,
9PKANCBICBIH 63 6MIp CYpy OpTachbiHa
JIaUbIK KAKTBIFbICTAPFa TYCipin, TypJi
KO3KapacTap/iblH KaWLIbIIbIFBIHAH TYPATbIH
9J1eyMeTTiK OpTaHbIH, LlibIHAbI OeT-0ekHecin
awbin 6epesi. TybiHbl aBTOpsIAphI 63/1€pi
Ty/IbIpFaH KOPKEMJIIK 8J1eM apKblJbl 9p
azam Kanzua xxypce 1e TyNTel KeJreHae
03 aKUKATbIH TayblIl, TYI1 TAMbIPbIHA
opaJlaThblHbIH yK9He GapiHe opTak 6ip
JKapaTylbIHbIH 6ap €KeHiH alTKbICHI KeJle/i.

KopbiTbiHADI

OFibIMbI3/IbI KOPBITBIH/BIIAN Kele
JlormanubIH « PUsbMII KepceTy KesiHze
OalikaraHbIMbI3, 6i3/li TOJFaH/IbIPFaH
Hopcesep/liH 6apJbIFbIHbIH 6i3re acep
eTeTiHAiri — MaHbi3ra ne. bys KaaccukasbiK
6aJ1eTTi, CUM(OHHUSIIBIK My3blKaHbl HeMece
Ke3 KeJireH 6acka TypJiepiH KeTKiiKTi
JIOPEKEAE Kyp/ei XKoHe I9CTYpJli eHep/i
TYCIHIICI KeJIeTIHACD YLIiH €H aJl/IbIMEH OHbIH,
MOHJIEP KYHECIH MEHIepy KaxKeT», — JlereH
nikipi q)HJIbM Ma3MyHBIHAATE! aaM3aTKa
OpTaK KYHIbLJIBIKTap/blH 62 pJIbIFbIHBIH,
J1a KOpepMeH/li TOJIFaH/IbIPAThIHbIH XKoHe
OHbI TYCiHYiMi3 YILIiH OHbIH MOHIEP KyHeCiH
MeHrepyiMi3 KepeKTirin kepceteni («Onep
Kaisibl» 54) («O06 uckyccrse» 54 ).
Duabmeri MKOHaJbIK - CHMBOJIHKAJIBIK,
MOHIe Me KOpiHicTep MeH erXKe-Terkehi
nepekTep, GeiiHesiK Katapaap MeH

KelinkepJsiep apachbiHaa epOUTIH IMaJ0rThIK
KAKTBIFbICTAP, aKTePJIbIK OHbIH apKblJ/Ibl
OepiJin »KaTKaH IMOLUsIAP MEH CIOXKETTIK
JKeJli — aBTopJiap TaparblHaH agpecaTka
JKOJIIAHFAH aKapaTThl KEeTKi3ylii
KOMMYHHKALHSIIBIK Kypasaap 6oJibl
TaOblIa/bl.

OuIbM COHbIHA «aJpecaHT —
aKnapar — ajpecaT» chi3bachl
apKblJbl aBTOP TaparbiHaH OepiJireH
aKrapat ToJIbIKKaH/lbl KopepMeHMeH
KOMMYHHUKaLHUsIFa TycCin, 6ac Kedinkep
CanapkyJibliH oTOachl 63/1epi apMaHiaraH
OaKbITKa KOJ 2KeTKizei. TybIHabIHbIH,
Tyrac xedicinne CanapkyJ/abiH oTOachl
KAKTBIFBICKAH OpTa MEH KMBIHLIBIIBIKTAP,
TyCiHicneywiNiKTepaiH O9piH /e 2KeHill,
«KYMaK» el KeJIreH oTaHiapbiHaH
63 OpPbIH/IAPbIH TallKaH 9ieMi 60siyMeH
asiKTalpbl.

«Tosakran» «Kymakka» jeHiHri
apaJbIKTarbl y3aK »K0J1 apKblJIbl aBTOpJIap
TyFaH »Kep MeH OTaH yFbIMJapbIHbIH
KaHLIaJbIKThl KYH/Ibl, 9p0ip anam yiilin
bICTBIK €KEeHiH KopceTesi.

Bip kaparania 6opi 1bIHbIMEH TYCIHIKTI
6oJtbIN Kopineni: 6i3 huabMI Kopemis,
OHbI Ta/IalMbI3, (PUJIbMHIH MarblHACbIHA
OarbITTalThIH MaHbI3/bl GOJiKTep/ OoJin
aJambl3, xabapJiamMma KOJbIH 63iMi3, AFHH,
KOPEPMEeHEeP TYCIHETiH Tijire ayaapsbiil,
KHHO Xa0apJsiaMmaJiapblH OKH ajlaMbi3.
Coran Kapamacrat, 6i3 6ip HopceHi THiMII
eTy dpeKeTi ycTinje »kibepin anranaan
6osambI3. [lasipek aiTkanna, MarbiHaHbl
TyciHy 6i3/liH KaOblJIaybIMbI3IaH
aJllIaKTaTybl MyMKiH. BapT KunoduabMHiH
JIOCTYPJI TYpJle TaHJaaFaH aKnapaTThIK
JKOHE CHMBOJIIBIK MarblHasapblHaH 6acka,
Tarbl 6ip — yuiHii, AlbIK MarbiHachl 6ap
nen caHamibl (« PUIbMHIH KypPbIJIbIMBL.
OKpaH TybIH/bIAPbIH Tas1ay/bIH KeHoip
Macesesepi» 176—188) («CrpoeHue
duabma. Hekoropble npo6/ieMbl ananmuaa
npousBeieHni skpana» 176—188).

Anaiina, BapTTbiH »Ka3ybiHIIa,
alllblK MarbiHaHbIH 6ap eKeHJIiTri aHbIK,
oJ1 aibIpblIMac OeJiiri icrneTTi, oJ1 oiaH repi
IMOUMSIHBI TY/IIPAJibl, SIFHH, alllblK Ce3iM —



6ya1 smorust. O 6ip xKestire GarbiHOANDI,
COHJBIKTaH OHBI TaJ11ay MyMKiH eMec, Oyl
OHriMe eMec, KepiciHlle — aHriMere Kapchbl
Tyciik. Erep 6i3, kepepmeHaep, He TypaJibl
eKeHiH Oisicek, 6i3 opKalllaH OHbI CO3Ci3-aK
JKacay ajlaMbi3, COFaH KapamacTaH 6ip-
Oipimisai TyciHeMi3.

O¥bIMBI3/IbI KOPBITBIHBLIAN KeJle
pexkuccep Kypman6ekortin « Opasman»
uabMineri KUHO TiJliH KypauThbIH erKeH -
Ter>keiJi 1epekTep MeH CHMBOJIIAP,
bIM-H1LIapa, Oe/riiep MeH Co3liK
KOJIIAHBICTAPABIH, CHHTarMaTHKAJIBIK,

AsTopnapabiH, yneci

nparMaThKaJ/blK 6aiJIaHbICKa TYCKeH e
o3rellue MoHre e 60JaTbIHAbIFbIH
AHBIKTA/IbIK. TybIHIBIHBIH KOTepPreH

6acTbl OMbl MEH TaKbIPbIObI CIOXKETTIiK
JKeJli MeH aKTepJiep/iiH OUbIHIAPbI
APKBIJIbI ALIBIFAHBIMEH, OHBIH YUIiHILII
ALIBIK MarbIHACDI, AFHH, SMOLMSJIBIK
acepi ajpecarTbly, KaObllayblHAa

OHBIH TYCiHII MeH napacaTblHa JIalbIK
KaOblJIaHAThIHABIFBL. Byst >kepjie o1 allbiK
MarblHa aBTOPFa J1a, (UJbMIe Jie ToyesICi3,
TeK KOpepMeHHiH KaOblinay TyHCiriHe
ToyeJI.

A. b. AXMeT - Heri3ri MaTiH, aH4aTna xasy, AoMeKce3nepai i3aey, 3epTTey
TYXKbIPbIMAAMACbIHbIH, HETi3AeY, 3epTTeynepAi xocnapnay, CanbiCTbipMasbl Tanaay Xyprisy,
Makana MeH afiebueTTep Ti3iMiH KypacTblpy, KOPbITbIHABINAPAbI TYXKbIPbIMAAY.

b. b. Herepbek — Heri3ri MaTiHAi, aHAaTNa MaTiHiH eHAey, pefakuusanay, aiebu aepekrepai

Tannay >XeHe Xannbinay.

Bknag aBTOpOB

A. b. AXMeT - HanucaHMe 0CHOBHOTMO TEKCTa, aHHOTALIMMK, MOUCK LUUTaT, 000CHOBaHMeE
KOHLIeNUMM MCCNen0BaHuUs, NIaHMPOBaHWE UCCIEL0BaHMI, NPOBEeAEHNE CPABHUTENbHOTO
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b. b. Horepbek - 06paboTka, peaakTMpoBaHWE OCHOBHOIO TEKCTa, TEKCTa aHHOTALIMK, aHaNN3
1 0606LLEHME NUTEPATYPHBIX AAHHDIX.
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3AMAHAYUN KA3AK KMHOCbIHOAFbl KEPKEMCYPETTI CEMAHTUKANIBIK-CEMUOTUKANBIK TATOAY

(COBUT K¥YPMAHBEKOBTIH «OPAJIMAH» ®UNbMI MbICANTbIHAA)
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CEMAHTUKO-CEMMOTUYECKWUA AHANIU3 B COBPEMEHHOM KA3AXCKOM
UrPOBOM KMHO (HA MPUMEPE ®UJIbMA «OPAJIMAH» CABUTA KYPMAHBEKOBA)

AHHoOTauus. KuHematorpadus MaeonorMyHa no cofepykaHuio, m03TOMy OHa MHororpaHHa. CeMuotuka
KMHemaTorpada, yHacnenoBaBLuas ero 06LWMpHYH AesTeNbHOCTb, 3aTparMBaoLLyo o6LecTBO, YenoBeka
U TPaAMLUUN IMHIBUCTUKM, Bbl1a HEOBX0AMMA NTIOASM, PACNPOCTPAHAOLMM MHbOPMaLMio. KnHo

KakK HOCUTeNb MHPOpPMaLMK UMEET LIMPOKME BO3IMOXHOCTU. OHO He ToNIbKO nepeaaBano MHGOPMALIMIO
Ha ntobble pacCcTosHUA, HO U YMeNo NpuUBAeKaTb BHUMaHWE PasfiMyHbIMM CnocobamMu: BO34ENCTBOBATb
Ha 06pa3bl, 3BYKU, yOexKAaTb 3pUTENS; LUMPOKO MPUMEHSAIUCH MOHTAXHbIE MPUEMBI, @ ABUXKYLLMECS
Kagpbl YCUAUBANMU €ro cuny.

[naBHoOM Lenbio MccnenoBaHus SABNSETCS METOA CPAaBHUTENbHOIO aHanM3a TPyAO0B N0 CEMUOTUKE
KMHO TaKMX U3BECTHbIX YYEHbIX-CEMUOTUKOB, Kak HOpuit JlTotmaH, Kpuctnan Metuw, PonaH bapt, Muxaun
baxtnH, Abpaam Monb u ap.

OBLWMpPHbIE BO3MOXHOCTU KMHeMaTorpadumm B 0TO6paxxeHnn AeACTBUTENbHOCTM B NEPBYIO OYepenb
MPUBNEKIU CTPYKTYPANUCTOB. BM30CTb M CXOACTBO C XKM3HbH, BCTPEYAOLLMECS B F'yMaHWUTAPHbIX
nccnenoBaHuUsX, MPOLOMKANUCh B GUIbMe Yepes YTeHUe CUMBOJIMKO-3HAKOBbIX M 06pa3HbIX pSAoB.
MHdopMauus, nepesaBaemas Yepes CUCTEMY CMMBOJIOB, 06X0AMT 3KpaH 6e3 Kakux-1Mbo rpoOMKMX
KPWKOB, HE3aMEeTHO AOCTUraeT aapecara, HaxoAWUT MeCTO B ero BHYTPEHHEM MUPE, TEM CaMbIM
CaM apecaT He 3aMeyvaeT, Kak OH NMPeBpaTUCS B UCTOUYHUK MHDOpMauuu. Korga skpaH nepenaet
MHGOPMALLMIO Yepes 3HaKM, @ 3pUTENb KYUTAET» UX, MPUCTIOCabAMBAETCS K peanbHOCTU B CBOEM
CO3HaHMU, BHYTPEHHE CTAHOBUTCS repOEM-Y4aCTHUKOM 3TOF0 MMpPa U MOMyYaeT BNevaTieHus.

HecmoTps Ha T0, uTo KMHEMaTorpadus Hbina UCTOYHMKOM MOEON0rUK, ee BPEMS aruTaLmm
W nponaranabl npowwno. KpoMe Toro, ee KOMMYHUKALMOHHASA 3a4a4a nokasana, YTo OHa He BauseT
Ha Teoputo MHMOpMaLMK. [0BOPS O AeSTeNbHOCTU KUHeMaTorpadumn Kak «<MHhopMaTopa», aBTopbI
CTaTbM aHANU3MPYIOT ee BOCNPUSATUE CO CTOPOHbI aapecaTta u 06pasHbiv psa, nepeaaHHbii aBTOPOM
(appecaHToM), naeto hunbma Yepes HappaToNOrMyeckuii aHaaus ¢ ONOpoM Ha 3HAKU-CUMBOJIbI.
Mcnonb30BaHUE TaKMX MOHATUI, KaK «MHDOPMALLUS», KKOMMYHUKALMSA», ObIZI0 OCHOBAHO HA POACTBE
1 6oraTon TpaaMLUMM KMHO C F'yMaHWUTapHbIM CTPYKTypanu3moM. Kak Henb3s npeactaButb aBTopa
u 3puTens 6e3 cBa3M Apyr C APYroM, TaK e HEBO3MOXHO YMTaTb KMHO 6e3 06pa3Horo, CUMBOIMYECKOTO
pspa. B ocHoBe CTaTby — aHaNM3 Xy40XKeCTBEHHOrO coaepkaHusa dunbma Cabuta KypmaHbekoBa
«OpanMaH» C CeMMOTUYECKOM TOUKM 3pEeHMUS Kak Nlyyllero 0bpasiia CoBpeMeHHOro Ka3axckoro KMHO.

Knrouessie cnosa: ceMUOTHKA, KOA, HAPPATUB, OpPa/iMaH, CUHTAarMaT1Ka, NparMaT1Ka, Kazaxckoe KMHo,
A3bIK KMHO.

Ans yumupoearus: Axmet, AKMOHWaK, u baybek Horepbek. «CeMaHTUMKO-CEMUOTUYECKMIA aHANU3
B COBPEMEHHOM Ka3aXCKOM UIpOBOM KMHO (Ha npumepe dunbma ‘Opanman” Cabuta KypmMaH6eKoBa)».
Central Asian Journal of Art Studies, 7. 7,N2 2,2022,c.93-111. DOI: 10.47940/cajas.v7i2.525.

Asmopbl npoyumanu u 0006puu OKOHYamMesbHelli 8aPUAHM pyKonucu U 3ase/som 06 omcymcmauu
KOHGIUKMA UHMepecos.
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3AMAHAYWN KA3AK KUHOCbIHOAfbl KBPKEMCYPETTI CEMAHTUKANDBIK-CEMUOTUKANbBIK TANOAY

(COBUT K¥YPMAHBEKOBTIH «OPAJIMAH» ®UNbMI MbICANbIHOA)

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

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

SEMANTICAND SEMIOTIC ANALYSIS IN MODERN KAZAKH FEATURE CINEMA
(ON EXAMPLE OF “ORALMAN”BY SABIT KURMANBEKOV)

Abstract. Cinema is ideological by content, so it is multifaceted. The semiotics of cinema, which
inherited the extensive activities of cinema that affect society, man and the traditions of linguistics,
was necessary for people who spread information. Cinema as a medium of information has wide
opportunities. He not only transmitted information at any distance, but also knew how to attract
attention in various ways: to influence images, sounds, convince the viewer, editing techniques were
widely used, and moving frames enhanced his strength.

The study’s main purpose is the comparative analysis method of semiotics cinema works belonged
to famous semiotics scientists such as Juri Lotman, Christian Metz, Roland Barthes, Mikhail Bakhtin,
Abraham Moles, etc. within the language of cinema. The vast possibilities of cinematography
in depicting reality first of all immediately attracted structuralists. The closeness and similarity
with life found in humanitarian studies were continued in the film by reading through the symbolic—-
indicative and figurative series. The information, transmitted through the symbol system, bypasses
the screen, without any loud screams, reaches the addressee unnoticeably, finds a place in his inner
world, thereby the addressee himself does not notice that he has turned into the source of information
himself. When the screen transmits information through signs, and the viewer ‘reads” them, adapts
to reality in his mind, internally becomes a hero-a participant in this world and receives impressions.

Despite the fact that cinema was the source of ideology, its agitation and ideology time has
passed. In addition, his communication task has shown that it does not affect information theory.
Speaking about the activity of cinema as an “informant”, we will analyze its perception on the part
of the addressee and the image series transmitted by the author (addressee), the film’s idea through
a narratological analysis based on signs and symbols. The use of concepts such as “information’,
‘communication” was based on the kinship and rich tradition of cinema with humanitarian
structuralism. Just as we cannot imagine connection between a cinema and a viewer, an author
without each other, we cannot read cinema without figurative, symbolic series. The article is based
on the analysis of artistic content of Sabit Kurmanbekov's “Oralman” from semiotic point of view
as the best example of modern Kazakh cinema.

Keywords: semiotics, code, narrative, oralman, syntagmatics, pragmatics, Kazakh cinema, cinema
language.

Cite: Akhmet, Akmonshak, and Baubek Nogerbek. “Semantic and Semiotic Analysis in Modern
Kazakh Feature Cinema (on Example of ‘Oralman’ by Sabit Kurmanbekov).” Central Asian Journal of Art
Studies, vol. 7,no0.2,2022, pp.93-111. DOI: 10.47940/cajas.v7i2.525.
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XOPEOI'PA®PHUYECKOE
BOIIJIOLLLIEHUE KOS
CEKEHA TYPbICBEKA
«HACTPOEHHUE AYLLIH»
B IIO9TUKE CTHUJIA
«bYPAH BEJIb »

Jlropmuaa YKyiikosa'

! Kasaxckasi HatroHasibHasi akagemusi uekycers umenn T. K. JKyprenosa
(Anmater, Kazaxcran)

AHHoOTaums. MckyccTBo, Kak npeobpasoBatenb AeiCTBUTENBHOCTM B MPPEanbHbIA MUP, MOPOXAAET
MHOXECTBO TO/IKOBAHMIA Y MCKYCCTBOBEAOB M KY/bTYpON0roB. HagHaLmMoHanbHOe e UCKYCCTBO HE MOXET
CyLL,eCcTBOBATb 6€3 HaLMOoHaNbHOro. [10TOMYy paccMOTpeHME TakMX KaTeropuid akTyabHO Ha NpuMepe
KOHKPETHbIX NPOW3BEAEHWIA, CO3AAHHBIX TBOPLLAMMU, KMBYLLMMU B YC/IOBUSAX ONPEAENEHHOM COLMaNbHON
W KynbTypHOM cuTyaumn. Mpu 3ToM 1x paboTbl MOTYT CTaTh NMLOM 06LLEYEN0BEYECKMM HE TONBKO

no Gopme, HO 1 MO COAEPXKATENBHOCTH.

CuHTE3 My3bIkM U Xopeorpadum — ofHa M3 caMblx 61arofaTHbIX MOYB AN CO3AaHUS
HaAHALMOHaNbHbIX NPOM3BEAEHNIA. HanpuMep, Kol SBASETCS HALMOHANbHbIM )XaHPOM TPaAULMOHHOM
Ka3aXCKOWM My3blKabHOM KyNbTypbl, NPOSIBNSIOLLMM CBOV QYTYPONOTrMYECKMIA MOTEHLIMAN B UCKYCCTBE
COBpeMeHHOCTW. ToMy CBMAETENLCTBO — pacCMaTpMBaeMas B CTaTbe Xopeorpaduyeckas KOMNo3nLms
[amupa YpasbimbeToBa «HactpoeHue oywim» Ha My3biKy kiosi CekeHa Typbicbeka, B OCHOBE CBOeW
MMEIOLLErO BEYHYIO TEMY, HAAHALIMOHA/bHYIO NO CBOEW CYTU. MIHCTpyMeHTanbHo-xopeorpaduyeckas
KOMMo3uums «HacTpoeHue oywm» — npuMep reHepupoBaHUsS MHHOBALMOHHbIX XYA0XKECTBEHHbIX MAEN
B MapagMrmMe CUHTe3a KNacCMYeckon Xopeorpadum 1 Ka3saxckoro TaHua.

CBOMCTBEHHAN KNACCMYECKOMY TaHLLy 3aKOHYEHHOCTb N03 M (pa3npoBOK B KOMMO3MLMK «HacTpoeHne
LyLWwun» NpenomnsieTcs B nepernbax Kopnyca v 06unmnm TpeneTHbIX U B HAUBBICLLIEN CTEMEHM MNACTUYHbBIX
LBMXKEHUSAX PYK U KMCTel. [oTOMY MOXHO NPeanoioXuTb, YTO TaHEL, ABASETCS NPOBO3BECTHUKOM HOBOIO
ctuns “Buran Bel” B KynbType Ka3axXcKoro TaHLa, 0T4aCTU ayTEHTUYHOTO, OTYACTU HALHALMOHABHOTO.

NMocTaHoBKa «HacTpoeHue aywmn» 6bina NokasaHa Ha pa3nnyHbix cueHax Anmarsl, CaHkT-lNetepbypra,
BepnuHa n Heto-[enn. Ee KOHKYpeHTOCMOCOOHOCTb Ha MUPOBBIX MIOLLAAKAX — CBUAETENLCTBO
PaBHOMPABHOrO AMANOra Ka3axcKow TaHLLEBAIbHOW Ky/bTypbl C abTEPHATUMBHBIMU XOpeorpadusaMm
LLPYTMX CTPaH.

Kniouesble cnosa: HacTpoeHune pywin, ko, CekeH Typbicbek, lamup Ypa3sbimbeTos, TonkaH Monganum,
Ka3aXCKMii TaHeL, HaAHALMOHANbHbIN TaHeLl.

Ana yumuposanus: Xyinkosa, Jllogmuna. «Xopeorpaduyeckoe BonnolieHne kiosi CekeHa Typbicbeka
“Hactpoenue oywmn” B nostuke ctuns “bypan 6ens’». Central Asian Journal of Art Studies, .7, N2 2,2022,
c.112-121.DOI: 10.47940/cajas.v7i2.579.
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okTs16pst 2019 rona B Teatpe

Concordia B AnMaTb! Gblsl BriepBble
npejcraBJsieH TaHell « Hacrpoenue
Ayn>» (Ha Kas. « KeHis ToMKbIHbI» )
Ha My3biKy Kiost Cekena Typeic6eka
B nnoctaHoBke Jlamupa YpasbimGeTonBa.
Cosnanne xopeorpauu Ha 3Ty My3bIKY
MOCTAHOBILMK TJIAHUPOBAJ OCYIIECTBUTD
B TeueHue 13 jer. CToJIbKO BpeMeHU
noTpe6OBaJOCh HAa €€ OCMbIC/IEHHUE,
006/1lyMbIBaHHE MJ1aCTHYECKOH OCHOBHI.
«Henb3si ckazathb, UTO 51 MOCTOSIHHO 06 3TOM
nymadt, — nosicusia 1. YpageimbetoB, —
HO JIOJIKHO ObIJIO CJIOXKHUTHCSI MHOTO
(hakTopoB, UTOOBI ITO CIYUHIIOCH»
(PKyiikoBa — ¥YpasweimbeTon). Taneir
ucnoanuna Torkan Modaganum. [Tosxe,
23 okta6pst 2019 rona, kKomnosuius Oblaa
NOKa3aHa B3bICKATEJbHON ayAUTOPUH
npodeccroHanoB Ha MexayHapogHoM

thecruBane-konkypce B Cankr-IlerepGypre
(Poccust), nast yaactusi B KOTOPOM OHa,
coOCTBEHHO, U co3aaBaJgachk (cm. puc. 1, 2).
A notom, 16 despasns 2020 rona, Tanery

B paMKax KOHKYpPCHOH MporpamMmMbl OblJl
nokasad Ha XVII MexayHaponHom
xopeorpacpuueckom KoHkypce “TanzOlymp”
B bepsune (Tepmanus). T. Monnanum
cTaJjia JlaypeatoM 000MX KOHKYPCOB.
KomnosuTop o1o6pu/i mocTaHOBKY

J1. YpasbimbGeToBa, HEOHOKPATHO
npuraiias HCroJHATEIbHUILYY

/ISt COBMECTHbIX BBICTYTIJICHUH

Ha pasJ/IMYHbIX CLUEHHYECKUX MJIoLIAKaX
Anmatsi (¢ 2019 no 2021 r. Ha MOMeHT
Hanucanus cratbu ). 10, 12 u 16 mapra
2022 rojia taHell Obl1 MPeCTaBIEH

T. Mostanum B nporpammax
JITJIOMaTHYECKHX KOHLLepToB B Hbto-/lenu
(Muaust). Cnemyer oTMeTHTh (hakr,

Puc. 1, 2. Torskan Mosananum B komnoauiuu « Hactpoenue nymmn» 23 okrsiopst 2019.
Konueprhbiii 3as «Aspopa», Cankr-IlerepOypr, Poccusi.
®oro n3 nmunoro apxusa T. Mosanum.
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4TO HMEHHO HHIMBHIyas bHbIN
MCIIOJIHUTEILCKUH CTHJIb TAHILOBLLIMLLBI,

ee yToHueHHasi nepefaya oopasa

1 MJ1aCTUYECKOTO COJIEPKAHUS

B paccMaTpHBaeMONH KOMIO3ULUH ChIrpajiu
peliaiolLyIo poJsib B ycrexe MoCTaHOBKH.
Murepec 3putesieil pasnyHbIX HALMOHATBHBIX
peruoHoB K Xxopeorpauiyeckoil KOMINO3ULUH
«Hacrtpoenue ayiuim» cam no cete
NoKazaTeJieH U M03BOJISIET PACCMOTPETh

ero B acrnekTe KaTeropuil HallMOHaJbHOTO

U HaJIHALMOHAJILHOTO, UTO TpeOyeT

Crelra bHOro aHaI13a.

OO6patumest K MCTOPHH CO3aHUS
usBectHeiero kiost Cekena TypbicGeka
«Kenis Toskpinbl» («Hacrpoenune ayiun» ),
KoTopasi BOCXOJMT K 1985 ropny.
24-neTHuit KOMNO3UTOP, OyAyIH
Xy/10’KECTBEHHBIM PYKOBOIUTENIEM
(hOJIbKJIOPHO-3THOTPaUIECKOTO aHcaMOJIst
«CagreH caszbl» npu Mysee HapOHbIX
MHCTPYMEHTOB TI. AJIMaThl, moexas
B Mocksy Ha XII BecemupHblii gpectupalnb
Mosoziexku 1 cryneHToB (Kamxkanos 2017).
My3bIKaHT He3a/10J1r0 JI0 3TOTO MePeKuJI
6e3BpeMeHHbII YXO/1 IByX MaJIOJIeTHUX
novepeit — Anap u Kanap — ckopOHble
JyMbl He MOKHJAJIH ero, HeobxoiuMa Obli1a
MX cyGJMMalis B TBOPUECKHH 3aMblCedl.
Haxonsicb B MockBe, oH ¢ KoJlJieraMmu
OTIpaBMJICS 3a TOPOJL Ha NPOryJKy. Bapyr
pe3Ko HauaJIcsl CUJIbHBIA 102K/b. [1py3bs
CTPSITAJUCh OT HErO B IEPEBSIHHOM capae.
[Tosynpuapaunasi armocepa JMBHEBOTO
JI02K]Is1, OTIABUINX JINCThEB, BETPa,
COMKHYBILIASICSI C TIeUa/TbHO- CBETJIBIM
HaCTpOEHHUEM, HaBeslia KOMITO3UTOPY
My3biKy. [Tosxke B untepsbio A. Kamkanoy
OH BCMOMHUHAJI, 4TO B TOT MOMEHT
y HEro He ObLI0 «HU 1OMOpPbI, HU 6eJ10T0
qucta 6ymaru>» (Kamxanos 2021),
4TOObI 3aMUCaTh HACTOHYHBO M TPENETHO
3BYYalLLylO B T0OJIOBE MEJIOIUIO Iy LU
(cm. puc. 3). C. TypbicGek cuntaer,

YTO «Tparejiusi POXKaaeT cakpajbHoe
uckyccrBo» (Kamkanos 2017).
3a/noxKeHHble KOMIO3UTOPOM HHTOHALIMH
B MeJIOIMYeCKyto JinHuto «Hactpoenusi
JYLIH>» PE3OHUPYIOT C AyLIOH Yesl0BeKa,

Puc. 3. Kio#iu
Cexen TypsbicOexk.
®doro ¢ caiita
musicnur.kz.

BBI3BIBAIOT K KH3HH OTIpeiesieHHble
KOCMHU€eCKHe BUOpalUH.

Kiofi B Manepe HCrosIHeHHsT CTHIIS
«lIepTIe» («KacaHueM>», «ILEeJUKOM> )
cpaay craJl MomnyJsipeH y LLMPOKOH
aynuTopuu. JIloOMM OH U CerojiHsl.

ITa My3blKa XOTb U «SIBJSIETCS IyXOBHBIM
MPOJIO/IZKEHUEM MbICJIEH BEJTUKHX
KOMITO3HTOPOB-KIOHILIM, HO UMEET
COBEPLIEHHO UHYIO BHYTPEHHIOIO PHPOLLY,
CUJTy cep/LeOUeHHs1, BOBJIEKAET clyllaTe/is
B My4MHY MbIC/JeH U 9yBCTB» (¥Y3aK).

YesioBeueckast xKH3Hb, MeTahopHueCKH
BbIpaKeHHas1 4ePHO-Oe/IbIM KOCTIOMOM
(mm3aiinep Acenb Jlyknanosa)

B xopeorpaduyeckoil KoMIo3uL1N
«Hacrpoenue ay1in», ocMbIC/eHa

J1. ¥YpasbiMOeToBbIM uepe3 oOpalleHue

K [JIyOMHHBIM HCTOKAM Ka3aXCKOH KyJbTypbl,
K COOBITHIHBIM U ObITHHHBIM CTOPOHAM
»Kuznu. [1nacruka Tanua onpenensier

€ro CIO2KETHYIO Harpy3Ky, KaxKjioe JIBHKeHHe
HeceT B cebe onpeiesieHHbIe MbIC/Ib

1 sMouuio. B iesiom — 310 Bomntolenue
TEMbl MIOMCKA LM — <KHJULbBI IBYX
mupos» (D. Tiotuen). Tema Beunas

M K3UCTEHLIMAJBbHO MEPEKUTAsT KaKIbIM,
MIOTOMY 3pHUTEJb UYBCTBYET 3aJ102KEHHbIH
xopeorpaom CMbIC/ Ha MOICO3HATE/ILHOM
YpOBHE IreHHOM NaMATH (cM. puc. 4, 5).

CoBpeMeHHOMY eBPOINeHCKOMY TaHILy
npucyule gpuandeckoe obHaXKeHHe,
KOTOpPOE BEJIeT K BYJIbFAPHOCTH U 9POTHKeE,
yero coBceM HeT B «Hactpoenun ayuim».
Kynsryposior Acust MyxamGeroBa cunTtaer,
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Puc. 4, 5. T. Monnanum Ha KoHlepTe, MocBsiieHHoM 30-J1eTHI0 IUIJIOMaTHIeCKUX OTHOLIIEHUH
Kasaxcrana u Mnmuu 12 mapra 2022. Karnataka Sangha auditorium, Heio-lenu, Munus.
®doro Hernau.

YTO «HaroJIHEHHEe TaHLA JHLIb TOHKO
HaMeKaeT Ha MPeseCTHOCTb XKEeHLIHHBI,
BbIJIE/IsIS1 B HEH JIyXOBHYIO KPACOTY, YHCTOTY
ee JICTHUH 1 IBUXKEHUH, JIMIIECHHBIX
notuoctd. Coznanue niacTHYECKoro
JIBU?KEHHST HA OCHOBE HaNeTHON TEXHUKH

M Ka3axCKOro TaHlla B TaHIleBaJIbHON
KOMTO3HUIIMH TIPOU3BOIUT CHJIbHOE
Brieyatiienue» (PKyiikosa — Myxambertosa).
Kak n3BectHo, B 6aJjiete xKecTKasi

npsimasi cnuHa, a B «Hacrpoenun gyuim»
xopeorpad «BCTaBUJI» THOKYIO CTTHHY

B TaHell, I71e BCe TeJI0 UCIONHNUTEIbHHLbI
«noet». CBOUCTBEHHASs! KJ1aCCHUECKOMY
TaHIy 3aKOHYEHHOCTb 103 1 (hpa3upPOBOK
npesiomJisieTcst B epern6ax Kopiyca

1 0OMJIMU TPETETHBIX U B HAUBBICIIEH
CTerNeHU TJIACTHUHbIX IBU2KEHHSIX PYK

u kucreil. Ero «neByuasi» xopeorpadusi
OecrpepbIBHO JILETCS, NepesiiBaeTCs,

KaK BOJIa, He OCTAHABJIMBASICh HU HA MHUT.
[nas «He ycTaeT» Hac/aK1aThCs 3TUM,
TaHell| 3aBOpakuBaeT. B HeM Bce rapMOHHYHO
CB$I3aHO C OJlyXOTBOPEHHON My3bIKOH KiO$1
«KeHi/ TOJKbIHbI».

JIJ1s1 TeXHHKH Ka3axCKOro TaHlia,
MIPUHSITON B METOIMYECKUX pa3dpaboTKax
xopeorpacoB U Me1aroro, XxapakrepHa
pa6ota BepxHeil yacTu Tesia. CoOCTBEHHO,
3T0 GJIM3KO U Ka3axCKOMy TaHLLy,

ObITOBABLIEMY B IOCOBETCKOE BpPeMSl.
MHorHe ero IBHKEHHSs MOCTPOEHBI
Ha crubax u neperubax Kopryca, nepeBoaax
U TIOJIOXKEHHUSIX PYK, @ TAKXKe JIBHKEHHSX
nJied v roJioBbl. « Hacrpoenue aym» —
TaHell, OJIMILeTBOPUBIINK cOOOH HOBBIH
CTHJIb B KYJIbType Ka3axCKoro TaHlia.
Tomy cTuato nms, No MHEHHIO
A. Myxam6etoBoii, — “Buran Bel”
(EBnoxumenko). «bypan» ¢ kazaxckoro
s13bIKa MIEPEBOJIUTCS KaK « OYPHUTh, CBEPJIUTD,
M3BUBATBLCS»; «6e/1» — «U3SILLHAS TaJHsI».
Takum o6pazom, «bypan 6ey1» — u3ruobl
TOHKOH TaJIMH, OJIHON U3 6a30BbIX
KaTeropuil }KeHCKOH KpacoTbl.
[TosTOMY MOXKHO MPEIONOKHUTB,
4TO XOopeorpaduyeckasi KOMIO3UIIUS
«Hacrpoenue nyimn» sipasiercst
MPOBO3BECTHUKOM HOBOTO CTHJISA
B Ka3aXCKOM TaHIle, 0TYaCTH ayTeHTHYHOTO,
0TYACTH HaJHALMOHAJbHOTO. «Her
MHTEPHALMOHAJIBHOTO 6€3 HAIlHOHATIBHOTO»
(ITaxnazaposa 20), B KOTOpOM
MepBOCTENEHHO €ro cojiepKaHue,
BbIPayKEHHOE B MOCTABJEHHBIX TPOOIEMaXx,
OJIM3KHX BCEMY UeJIOBEUECTBY (CM. puc. 6).
HannaunonanbHocTs Xopeorpaduu
ollLyll1aeMa 3pUTeIEM BO MHOTHX H3BECTHbIX
BCeM NpHumMepax. JTo GajieTHble CreKTaK/IU
«Pomeo n Ikynserra» C. [Ipokodbena,
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Puc. 6. T. Mosnnanum Ha KoHLepTe, MOCBSIIEHHOM
30-71eTHIO AUIIIOMATHYECKHX OoTHOIIeHHH Kasaxcrana
1 Mumnn 10 mapra 2022. Azad Bhawan Auditorium,

I. P. Estate, Horo- /e, Mumus.
®oro Pamxkan [lynxanu.

«Cnaprak» A. Xauarypsina, «Jlerenna
0 mo6BU» A. MesluKoBa 1 psijL IPYTHX.
B HUX MHTepHALIMOHAJIbHBIA aBTOPCKUH
COCTaB — OT JPamMaTypro, JIO0 XyJI0XKHHKOB,
OT My3bIKAHTOB J10 Xopeorpahos —
MOJHUMAJ BOITPOCHI HALIMOHAJILHOTO
CBOe0Opasus ONpeieJIeHHON KYJIbTYpHI.
OHH BO3BBICHJIUCH HAJl HALMEH U UMEIOT
o011eUe0BEYECKOE JIHLLO, JOCTHTHYB
OTIPEJIJICHHOTO CJIUSIHUS, U J1aXKe
Gesamtkunstwerk.

«CeropiHsi, — CUUTAET UCKYCCTBOBE]
H. IIlaxnazapoBa, — Koria HakoHel|
peabUIUTHPOBAHO MOHATHE
00111€4eJI0BEUECKOr0, €CTh HACTOSITe/IbHAS
HeoOXOIMMOCTb PaclUMPUTb PAMKH
TEOPETHYECKUX UCCIeI0BAHNH, BKJIIOUUB
B HUX OTIBIT HE TOJIbKO COBETCKOTO,

HO W MHPOBOTO HcKyceTBa» (21).
Heo6xoaumo BbisiBUTL: 1) KpuTepu,
KaTeropusupylolye B MPOU3BENEHUSX

MCKyCCTBa 00L1eUe0BeYeCKyI0 3HaYMMOCTb;
2) KakoBO BJIUSIHHE 3CTETHUECKUX
coJieprKaTesIbHbIX U POPMOOOPa3yIOLINX
(hakTopoB; 3) UTO HEOTPHIBHO CBSI3bIBAET
TaHel, ¢ 0COOEHHOCTSIMH HALlHOHABLHOTO
mupootnyienus. H. [laxnazapoa
onpeJesisieT Bbiclliee MposiBJleHre
HaLMOHAJBLHOTO KaK «Xy[10KECTBEHHBIN
pe3yJIbTaT BbICOUAMNILIEro yPOBHS
HalMOHAJIBLHOTO camoco3Hanus» (20).
[ToTomy, ucxo/st U3 CofepKaTEIbLHOCTH
wien Tania «Hacrpoenue ayiim»,

€ro CTeTUYeCKOH U MJIACTHYECKOH OCHOBBI,
MOZKHO TOBOPUTb O €r0 HAIHALMOHAJIbHOCTH.
3HaMeHaTesIbHO, YTO KIOH CTa/l HMITY/JIbCOM
CO3/1aHHUs1 TaHLLA.

Kioil — HauuoHaLHbBIH XKaHp
TPaULIMOHHON Ka3aXCKOH My3bIKaJIbHON
KYJIBTYPbI, POSIBJISIOLIMHA CBOM
(dyTyposioruueckuii moTeHIMa B UCKYCCTBE
coBpeMeHHOCTH. OH OTHOCHUTCS
K caKpasibHO-MeJUTALMOHHOH My3bIKe
koueBHUKOB. L. [laiimeppeHynbl
YKa3bIBAET, UTO BPEMSI JJTUTELHOCTH
KIOs1 COOTBETCTBYET BpeMeHH
KOHIIEHTPUPOBAHHON MEUTALIMH.

«B peaysibraTe 4ero npoucxXoauT BbIXO]
B rapaJjijie/ibHble MUPbl, KOTOPbIH JIUTCS
BCero HeckosibKo cekynn» (Lllaitmepaenyiibl
210). Tomy cBHJIETENBCTBO —
xopeorpagduyeckasi KOMIO3ULUS

J1. ¥pasbimGeroBa «Hactpoenue myuim»
Ha my3bIky Kiost C. TypnicHeka,

B OCHOBE CBOEH UMEIOLLEro BEYHYI0
TeMy, HaHalMOHAJIbHYIO TI0 CBOEH CyTH.
PaccmatpuBaemblit Tanel, « HactpoeHue
JyLIM» — NpUMep FreHepupoBaHHUs
MHHOBAIIMOHHBIX XYJ07KECTBEHHBIX HIIEH
B [apajurme CHHTe3a KJ1accHyecKou
xopeorpadnu 1 Ka3zaxckoro TaHua.
KoHKypeHTOC0coGHOCTh Ha MUPOBBIX
TMJIOLLAJIKaX — CBUJIETEJILCTBO
pPaBHOIMPABHOIO IMaJI0ra Ka3axckom
TaHUEBAJIbHOH KYJBTYpbI

C aJIbTePHATHBHBIMU XopeorpapusimMmu
JIPYTHX CTPaH.
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EBnokumeHko, Kcenus. «Tanus natc npocroTta». Bpems, aata nybaukauum 25 masg 2021,
www.time.kz/articles/grim/2021/05/25/taliya-plyus-prostota. ata gocryna 20 anpens 2022.

Xyrikoea, llogpMuna. becena c Acuert MyxambeTtosoi. Anmatebl, 19 anpens 2022.
Xyrikoea, llogMuna. becepa ¢ Jamupom YpasbimbetoBbiM. Anmatbl, 10 mag 2021,

KamxaHoB, AMaHfFanu. «KeHin TonkbiHbIH TepbeTkeH». CeTeBoe usnanue «AcmaHa AKWwamel»,
nata nybnukaumm 4 mapta 2021, www.astana-akshamy.kz/kongil-tolqynyn-terbetken/.
[ara pocryna 10 anpens 2022. (Ha ka3zaxckom)

N
o
KanxaHos, AManranu. «CekeH Typbicbek: Kyl ToHipAiH Kybipi 6onca, sH — nepiwTeHiH, ~
o~
KypciHici». CeTeBoe nsnaHue «AcmaHa Akwamel», nata nybnukaumm 25 uona 2017, v
www.astana-akshamy.kz/ceken-turysbek-kuj-tangirding-kubiri-bolsa-an-perishtening- 2
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=}
¥3ak, Fasusa. «“KeHin TonkpiHbI” — ayblp KakfblaaH TyFaH Kyi». CeTeBoe usgaHue Massaget, §
www.massaget.kz/layfstayl/madeniet/music/1238/. Oata noctyna 10 anpens 2022. n
<
(Ha ka3axckom) 2
)
LWarimepperynbl, EanxaH. Boun TeHepu (C6opHMK paccka3os). Anmarsl, [6. u.], 2020.
LllaxHazaposa, HoHa. «[pobnema HauMoHaNbHOro U MHTEPHALMOHaNbHOro». HoHa 117
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Jlronmuna )KyiikoBa

T. K. JKyprenoB atbinnarst Kazak ynTToik eHep akagemusico! (Anmatsl, Kazakeran)

CEKEH T¥PbICBEKTIH «KOHIJ1 TONIKbIHbI» KYAIHIH «B¥PAH, BEJ1» CTUNIHIH,
NO3TUKACbIHAA XOPEOTPA®UANDIK BEUHEJIEHYI

AHpartna. OHep WbiHAbIKTLI 6eipeanabl anemre TYpAeHAIpyLWi peTiHAe eHepTaHyLWbinap

MeH M3JeHWeTTaHyLWbINAPAbIH KenTereH TyCiHAipMenepiH TyAblpafbl. YITTbIKTaH )XOFapbl 6Hep YATTbIK,
eHepci3 6onManabl. COHAbIKTAH MyHAAM KaTeropusanapapl Kapactbipy 6enrini 6ip aneyMeTTik-MaaeHM
XaFparaa eMip CypeTiH )acayLbiapablH, HaKTbl WbliFapManap MbicabiHAa ©3eKTi 601bin Tabblnaabl.
CoHbIMeH bipre onapaplH, WbiFapManapbl Tek hopMachl XKafblHaH FaHA eMeC, Ma3MyHbl KafblHaH

[1a )annbl aAam3atTblK Typre aiHana anafbl.

My3blka MeH xopeorpadusiHbIH CUMHTE3i YATTbIKTAH XOFapbl TybIHAbINAPAbI XXaCayAblH, €H, KyHapbl
Heri3gepiHiH 6ipi 60nbin Tabbinagbl. Mbicasnbl, Ka3ipri 3aMaHfbl OHepAe Kyi — ©3iHiH hyTyponorusbIk,
MYMKIiHAIKTEPiH KepCeTeTiH Ka3aKTblH, A3CTYP/i My3blKablK M3AEHUETIHIH, YATTbIK XaHpbl. byraH ganen
- Makanaga KapactblpbliatbiH Kyrwi CekeH TypbICOEKTiH Ca3biHA KOMbiFaH [amup Ypa3biIMOETOBTbIH,
Heri3iHeH MaHriNiK TakbIpbINKa Me, 83iHiH MaHI OOMbIHLIA YATTbIKTaH XOFapbl «KeHin TONKbIHbI»
Xopeorpadusnblk KOMNO3ULMAIChI. «KHiN TONKbIHbI» aCNanTblK-XOpeorpadusibiK KOMNO3ULMSACHI
KNaccuKanblk Xxopeorpadua MeH Kasak, OuiHiH CMHTE3 NapagurMacbiHAAFbl XKaHALbIN KEPKEMAIK
naesanapblH reHepaumsnay yarici 6onbin Tabbinagbl.

«KeHin TONKbIHbI» KOMMO3ULUMACbIHAAFbI KNACCUKANbIK BUre ToH KanbiNTapAblH TONMbIKTbIFbl AEHEHIH,
WaMafaH TbiC BykTenin, ninyiMeH xaHe Konaap MeH 6inesikrepaiH KanTblpaybl MeH NAacTUKasbIK,
KMMbINAAPbIHbIH KeNTiriMeH epekweneHepi. [lemek, byn 6uai kasak 6u mageHueTiHaeri «bypaH 6en»
>KaHa CTUJIbAIH, XKapLbICbl, XXapTbl1al ayTEHTUKANbIK, XXapTbiaai YATTbIKTaH )XO0Fapbl Aen navbiMaayFa 1
6onaap!.

«KeHin TonkpIHbI» KoMbINbIMbl AnMaTbl, CaHkT-INeTepbypr, bepnuH xaHe Hbto-Lenu kananapbiHbiH,
TYpAi caxHanapblHAa kepceTingi. OHblH aneMaik apeHaarbl 6acekere KabineTTiniri kasak 6u
MaLeHMETiHIH 6acka enpepaiH 6anama xopeorpadusnapbiMeH Tepe3eci TeH AUANOorbiHbIH, AaeNi.

Tipek ce3dep: KeHin TonKpIHbI, KyH, CekeH Typbicbek, lamup YpasbimbeTos, TorkaH Monaanim, Kasak,
6ui, YNTTBIKTaH XKOFapbl 6u.

Aaliexces ywin: Xyrikosa, /liopmMuna. «CekeH TypbicOeKTiH, “KeHin ToNKpIHbI” KyHiHiH “bypaH, 6en”
CTUNIHIH, MO3TMKACbIHAA Xopeorpadusanbik 6eriHeneryi». Central Asian Journal of Art Studies, 1.7, N2 2,
2022,¢.112-121.DO0I: 10.47940/cajas.v7i2.579.

Asmop KomwazbaHbiH COHFbI HYCKACbIH OKbIN Kynmaosl iaHe Myddenep KaKmblfbICbl #OK eKeHdi2iH
MasimMoelioi.
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XOPEOTPA®UYECKOE BOMJIOWEHME KIOA CEKEHA TYPbICBEKA «HACTPOEHWME AYLWMWN» B MO3TUKE CTUNA «<bYPAH BEJTb»

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

THE CHOREOGRAPHIC EMBODIMENT OF SEKEN TURYSBEK’S KYUI
“THE SOUL EXISTENCE” IN POETICS OF THE BURAN BEL STYLE

Abstract. Art as a transformer of reality into an unreal world gives rise to many interpretations

by art critics and culturologists. Supranational art cannot exist without national art. Therefore,

the consideration of such categories is relevant on the example of specific works created by artists
living in a certain social and cultural situation. At the same time their works can become common
to all mankind not only in form but also in content.

The synthesis of music and choreography is one of the most fertile grounds for creating
supranational works. For example, kui is a national genre of traditional Kazakh musical culture,
showing its futurological potential in contemporary art. The evidence is choreographic composition
The Soul Existence of Damir Urazymbetov considered in the article to the music of Seken Turysbek’s
kyui, which basically has an eternal theme, supranational in its essence. The Soul Existence
instrumental and choreographic composition is an example of the generation of innovative artistic
ideas in the paradigm of synthesis of classical choreography and Kazakh dance.

The completeness of poses and phrasing typical of classical dance in the composition
The Soul Existence is refracted in the bending of body and the abundance of quivering and most
plastique movements of the arms and hands. Therefore, it can be assumed that the dance is a herald
of the new style Buran Bel in the culture of Kazakh dance, partly authentic, partly supranational.

The production The Soul Existence was shown on various stages in Almaty, St. Petersburg,

Berlin and New Delhi. Its competitiveness on the world stages is evidence of an equal dialogue
of the Kazakh dance culture with alternative choreographies from other countries.

Keywords: the Soul Existence, kyui, Seken Turysbek, Damir Urazymbetov, Togzhan Moldalim, Kazakh
dance, supranational dance.
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YATTbIK ©3iH-03i TaHy CTpaTerusichbiH i3/1ey XKO0JbIHAAFbl OHEP
(TYpiK apXuTeKTypachl MbicajlbIHAA)

EBreHunit KoHoHEHKO
Cypem 1. Xamupame mewiti. Crambyn. 1885-1886. Caynetwi C. banbsH (?). Doto A. DpepecTiki,
1880-wwi xbingap.

Cypem 2. Aauzune mewwiti. MuHap6awm. 1903-1913. doto caitTaH (bindalli.wordpress.com/category/
aziziye-camii/).

Cypem 3. NMoutamt. Crambyn. 1903-1909. Caynetwi M. Bepat Tek. ®oTo E. KoHoHeHKOHiki, 2014.
Cypem 4. Xobbsip Mewwiti. Crambyn. 1909. CayneTwi M. Bepat Tek. ®oTo E. KOHOHEHKOHiKi, 2016.

Cypem 5. AHkapa lManac. AHkapa. 1924-1928. CayneTwinep A. KemaneTttuH, M. Begat Tek. 1930-wbl
XblnaapAabiH, GoToChI.

Cypem 6. Wunwnu mewiTi. Crambyn. 1945-1949. Caynetwi B. Srenn. ®oto 1940-wwbl XblnAAPAbIH COHbIHAH.
Cypem 7. «Tawnumk» kodexaHacbl. Crambyn. 1948. CayneTwi C. InbaeM. 1950-wwi xbingapabiH GoTochl.

Cypem 8. AHbiTKabup. AHkapa. 1944-1953. Caynetwinep 3. OHat, A. O. Apaa. «ApbiCTaH anneschbl».
®oto E. KoHoHeHKoHiki, 2009.

CekeH TypbicoekTiH « KoHiJ TOMKbIHBI» KyHiHiH «BypaH 6ea» cTHIiHiH
M03TUKAChIHAA XopeorpadusibiK GeliHesneHyi

Toomuna Xyiikosa

Cypem 1. TorkaH Monganim «KeHin TonkbiHbI» KOMNO3MUMACLIH OpblHAayaa 23 kasaH 2019 x. «ABpopa»
KoHLepTTik 3anbl, CaHkT-MeTepbypr, Peceit. @oTo T. MonganimMHiH xeke MyparaTbiHaH.

Cypem 2. TorkaH Monganim «KeHin TonkbiHbI» KOMNO3MUMACLIH OpblHAayaa 23 kasaH 2019 x. «ABpopa»
KoHLepTTiK 3anbl, CaHkT-MeTepbypr, Peceit. @oTo T. MonganimMHiH xxeke MyparaTbiHaH.

Cypem 3. Kyiuwi Ceken Typbicb6ek. DoTo musicnur.kz caiTbiHaH.

Cypem 4. T.Monpanim KasakcrtaH MeH YHAICTaH apacbiHAaFbl AUNNOMATUSIbIK KAPbIM-KAaTbIHACTbIH,
30 bINAblFbIHA apHanFaH KoHUepTTe, 12 Haypbi3 2022 xbin. KapHataka CaHrxa ayautopuscol, Hbto-Jenu,
YHaictaH. HarnangbiH, ¢oTocsl.

Cypem 5. 5.T.Monpanim KasakcraH MeH YHAICTaH apacbiHAAFbl AUMAOMATUANBIK KAPbIM-KaTbIHACTbIH,
30 XbInAblFblHA apHanFaH KoHuepTTe, 12 Haypbi3 2022 xbin. KapHataka CaHrxa ayautopuscel, Hoto-[enu,
YHaictaH. HernanabiH, cyperi.

Cypem 6. T.Monpanim KazakcTaH MeH YHAICTaH apacblHAaFbl AUNIOMATUANbIK KapbIM-KATbIHACTbIH,
30 XblnablFblHa apHanfaH KoHuepTTe, 10 Haypbi3 2022 xbin. A3ag bxasaH ayautopuscel, |. P. Estate,
Hbto-Oenu, YHaictaH. PapkaH MyHxaHnabiH hoToChI.
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93  CeMaHTHKO-CeMUOTHYECKHI aHAJIU3 B COBPEMEHHOM Ka3aXCKOM UIPDOBOM KHHO
—  (nanpumepe puabma «Opanman» Cadura Kypmanéekosa)

111 AkMoHwWwak Axmer, baybek Horepbek

Tabnuya 1. Cxema KOMMYHUKaTMBHOTO akTa (P. 1Ko6CoH).



APPENDIX

15

27

93

111

112

121

Art in Search of a Strategy of National Self-Determination
(on the Example of Turkish Architecture)

Yevgeniy Kononenko

Figure 1. Hamidiye Mosque, Istanbul, 1885-1886. Architect Sarkis Balyan (?). Photo by A. Freres, 1880s.

Figure 2. Aziziye Mosque, Pinarbasi, 1903-1913. Photo from bindalli.wordpress.com/category/
aziziye-camii/.

Figure 3. Post Office, Istanbul, 1903-1909. Architect Mehmet Vedat Tek. Photo by Ye. Kononenko in 2014.
Figure 4. Khobyar Mosque, Istanbul, 1909. Architect Mehmet Vedat Tek. Photo by Ye. Kononenko in 2006

Figure 5. Ankara Palace, Ankara, 1924-1928. Architects Mehmet Vedat Tek and Mimar Ahmet Kemaleddin
Bey. Photos from 1930s.

Figure 6. Sisli Mosque, Istanbul, 1945-1949. Architect Vasfi Egeli. Photo in late 1940s.
Figure 7. Tashlik Coffee shop, Istanbul, 1948. Architect Sedad Hakki Eldem. Photo from 1950s.

Figure 8. Anytkabir, Ankara, 1944-1953. Architects Emin Halid Onat and Orhan Arda. Lion Valley.
Photo by Ye. Kononenko in Lion Valley in 2009.

Semantic and Semiotic Analysis in Modern Kazakh Feature Cinema
(on Example of “Oralman” by Sabit Kurmanbekov)

Akmonshak Akhmet, Baubek Nogerbek

Diagram 1. Scheme of a communicative act (R.Jacobson).

The Choreographic Embodiment of Seken Turysbek’s “The Soul Existence”
Kyui in Poetics of the Buran Bel Style

Lyudmila Zhuikova

Figure 1. Togzhan Moldalim in “The Soul Existence” composition on October 23,2019 at Aurora Concert
Hall, Saint-Petersburg, Russia. Photo from personal archive of T. Moldalim.

Figure 2. Togzhan Moldalim in “The Soul Existence” composition on October 23,2019 at Aurora Concert
Hall, Saint-Petersburg, Russia. Photo from personal archive of T. Moldalim.

Figure 3. Seken Turysbek kyuishi. Photo from the site of www.musicnur.kz.

Figure 4. Togzhan Moldalim at the concert dedicated to the 30th anniversary of diplomatic relations
between Kazakhstan and India on March 12,2022. Karnataka Sangha Auditorium, New-Deli, India.
Photo by Nagpal.

Figure 5. Togzhan Moldalim at the concert dedicated to the 30th anniversary of diplomatic relations
between Kazakhstan and India on March 12,2022. Karnataka Sangha Auditorium, New-Deli, India.
Photo by Nagpal.

Figure 6. Togzhan Moldalim at the concert dedicated to the 30th anniversary of diplomatic relations
between Kazakhstan and India on March 10, 2022. Azad Bhawan Auditorium, |. P. Estate, New-Deli, India.
Photo by Rajan Punhani.
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