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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.

EBSCO
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Central Asian Journal of Art Studies (CAJAS) -

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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AJrbl co3

«IKONOTUANbIK, M3CENeNnep XaHe KOPKEM LbliFapManaphasbl TabuFat TakblpblObl»
6y WbIFapbIbIMbl CEPUSAHBIH, YLWIHLWI TOMbl 60bIN TabblNaabl XXaHe aTanfaH Macene
6ovbiHWwa T. K. XXypreHoB aTblHAaFbl Ka3ak yNTTbiK 6HEP aKaAeMUACbIHbIH, OHEepPTaHY
canacbl 60MbIHLLIA 3epTTey ASCTYPiH XanFacTblpafbl. byn XuHaKTa KapusanaHFaH
MaKananap MaCeneHiH Xofapblaa aTasfaH WbiFapblibiM 6afbITbiHA COMKEC KeneTiH
KMHOTaHY aHe xopeorpadusaHbl OKbITY CanacbiHAAFbl XanblkapasblK 3epTTeyLinep
MeH NPaKTUKTEPAiH KOCKAH yneciHeH Typaabl. byn 6afbiTTaFbl MacenenepaiH KeH
AYKbIMbIH OCbIHAA KEH ayKbIMblH bonrapus, Peceit xxaHe KasakcTaH fanbiMaapbl
MeH MaMaHZapbl 3epTTer, YCbIHAbI.

Byn TOMHbIH, MakananapblH Kasipri aneMaeri eHep npu3machl apKbibl
KapacTblpblNaTblH 3KONOTrUS/bIK NpobneManapabl, OHTONOMUSbIK M3HI MEH aaaM
MeH TabUFATTbIH KapbIM-KaTbIHACbIH 3epTTeyre 6afbITTaybl XXaHEe COFaH 6anNaHbICTbl
macenenep 6ipikTipesni. KopwafraH opTaHblH 3KOXYHECi XaHe MHHOBALMANbIK,
TEXHONOrMaNap Takblpblobl OHEP TapUXbIHA, 9EYMETTIK-MLLEHM XIHE Neaarornkasbik,
3epTTey/iepre Kpi3blFyLblIbIK TaHbITATbIH KEH, FblIbIMU ayaUTOPUSFA apHaNFaH.

«IKONOTUANbIK, M3CENenep xaHe KOpPKeM LbliFapManaphasbl Tabusat TakbipblObl»
LUbIFAPbINbBIMBIH, Xapblkka WbiFybiHa UTanus, Mcnanumsa, AKLL, KaHagpa, ¥nbibpuTaHus,
@uHnaHams, CnoseHus, Peceii xxaHe KasakcTaH FanbiMAapblHaH KypasiFaH My3bika,
KMHeMaTorpadws, Teatp, 3KCNepuMeHTanbl Negarornka, bu xxaHe beiHeney eHepi
cananapsbl 60ibIHILA MaMaHAaHFaH XanblKapanblk, peAakLUMabIK anka ynec KoCTbl.

XuHakTa xapusnaHfaH 6apnblk Makananap eki pet aHoHMMAi angbliH ana
capantamagaH eTTi. Makana aBTopnapbiHa, peLeH3eHTTepre, pefakLms ankacbiHbIH,
MyLLenepiHe xaHe 6acna anablHAaFbl KYMbICKA aTCcanblCKaHAapAbIH 6apblFbIHA OChl
6acbinbiMFa KOCKAH HBafa XeTnec ynectepi )XaHe peaakuMsMeH Uri bIHTbIMAKTaCTblFbl
VLWIiH LWEeKCi3 anfbiCbiMbI3abl Bingipemis. byn 6acbinbiM WeTenaik fanbiMaapablH XaHa
3epTTeynepre, xobanap MeH koHbepeHUManapFa KaTblCyblHa bIHTaNaHAbIPy 6onasbl
[en ceHemis.

Kab6win Xanvikos,
6ac pedakmopebi



[lpenucaosue

Hacroswumi Bbinyck «Jkonornyeckas npobaemMaTvka n Tema npuposbl

B MPOM3BEAEHMAX UCKYCCTBA» SBNSETCS TPETbUM HOMEPOM CEPUM U NPOLOIKAET
TPagMUMIO UCKYCCTBOBEAYECKMX McCnenoBaHuit Kazaxckom HauMoHanbHowm

akapemmm uckyccte nmenu T. K. XKypreHoBa no Ha3BaHHoM npobnematuke. CtaTbu,
onybanKoBaHHbIe B 3TOM COOPHMKe, NPeACTaBASOT COO0M BKNAL MEXAYHAPOLHbIX
uccnepoBartenei U NpakTMKOB B 061acTU NpenoaaBaHns KMHOBEAEHMS U xopeorpaduu,
KOTOpble COOTBETCTBYHOT BbllLeHa3BaHHOMY HanpasieHuto Homepa. Kpyr Bonpocos

B YKa3aHHbIX 06n1acTsx Obl1 U3y4eH M NpeacTaBneH YYeHbIMU U CneuuanmctamMm

u3 bonrapuu, Poccun n KasaxcraHa.

CraTbu HacTosLero HoMepa 06beauHAET HaNPaBNEHHOCTb Ha U3yYeHHe
3KOIOrMYeCcKmnx Npobnem, OHTONOrMYECKOM CYLLHOCTM U B3aUMOCBA3M YeNoBeKa
M NPUPOLbl, pACCMATPUBAEMBIX YepE3 NPU3MY UCKYCCTBA B COBPEMEHHOM MMpE,

M CBSI3aHHbIE C HUMM BOMPOChI. TeMa 3KOCUCTEMbI OKPYKatoLLei cpeabl

M MHHOBALMOHHbIX TEXHONOTUIA PaccYMTaHa Ha WMPOKYI HAYYHY ayauTOpUIo,
MHTEPECYIOLLYIOCS UCKYCCTBOBEAYECKMMU, COLIMOKYNBTYPHBIMM U NeLarormiyeckumm
nccnenoBaHUaMU.

M3naHuio HoMepa «JKonormyeckas npobnemMaTuka 1 TeMa Npuposbl
B MPOM3BEAEHMSAX UCKYCCTBa» CNOCOBCTBOBaNa MeXAyHapoAHas
penakuMoHHasa Konnerus, c@opMUMpoBaHHas U3 yyeHbix Utanuu, Micnanuu,

CLUA, Kanagbl, Bennkobputanuu, ®unnaHanm, Cnoenmu, Poccumn n KasaxcrtaHa,
CMeLuanu3npyLLmMXCs Ha BONPOCax My3blku, KuHeMaTtorpaduu, Teatpa,
3KCNepUMeHTaNnbHOM Neaarorvku, TaHua 1 M306pasuTenbHOro UCKYCCTBa.

Bce cTaTtbu, onybnmkoBaHHbIe B COOPHMKE, MPOLIAM ABOMHOE aHOHUMMHOE
npesnybnmMkaLMoHHOEe peLeH3npoBaHme. ABTOpaM CTaTel, peLleH3eHTaM, YneHam
penakLMOHHOM KONNErnm 1 BCEM, KTO NPUHMMAN y4acTue B npeanybankalMoHHOM
paboTe, BblpaXkaeM rnyboKy NpU3HATENbHOCTb 338 UX HEOLEHMMbIN BKNAL,

B HacTosLee n3gaHue u ntobesHoe COTpyLHMYECTBO C peaakumei. Mol Hageemcs,
4TO 3Ta NY6AMKALMS NOCNYXUT CTUMYNIOM A1 YHaCTUS 3apyOeXHbIX YYeHbIX
B HOBbIX UCCNEA0BAHUSAX, MPOEKTAX U KOHbEpEHLMAX.

Kab6win Xanvikos,
2/1a8HbIll pedakmop



Preface

The current issue “Ecological Problems and the Theme of Nature in Works of Art”

is the third volume of the series and continues the tradition of art studies

of the T. K. Zhurgenova Kazakh National Academy of Arts, according to the mentioned
problem. The articles, published in this collection, represent the contribution

of international researchers and practitioners in the field of teaching cinematography,
design, and choreography, which correspond to the above-mentioned areas

of the issue. A wide range of issues in the specified areas was studied and presented
here by researchers and specialists from Bulgaria, Russia, and Kazakhstan.

The articles in this volume combine the focus on the study of ecological
problems, the ontological essence, and the relationship between man and nature,
considered through the prism of art in the modern world and related issues.

The theme of environmental ecosystems and innovative technologies is intended
for a wide scientific audience interested in artistic, sociocultural, and pedagogical
research.

The publication of the volume “Ecological Problems and the Theme of Nature
in Works of Art” was facilitated by the international editorial board, formed
by scientists from Italy, Spain, the USA, Canada, Great Britain, Finland, Slovenia,
Russia, and Kazakhstan, specializing in music, cinematography, theater, experimental
pedagogy, dance, and fine arts.

All materials, published in the collection, have undergone double anonymous
pre-publication review. We express our deep gratitude for the invaluable contribution
for the present edition and kind cooperation with the editorial office to the authors
of the articles, reviewers, members of the editorial board, and everyone who took part
in the pre-publication work. We hope that this publication will serve as an incentive
for the participation of foreign scientists in new research, projects, and conferences.

Kabyl Khalykov,
Editor-in-Chief
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Abstract. After the perestroika, the fall of the Berlin Wall and the collapse of the USSR and the socialist
bloc, Bulgarian post-totalitarian cinema stands on a new path and contexts, in the milieu of wide East
European or Balkan cinema. The film artifact offers a unique opportunity not only to interpret
the foreign world, but also to rearrange its own cultural values. The issue of dialogue between
identities in the global and contemporary cinema process is definitely extremely interesting,
complex and multifaceted.
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Aga full-length movie (2018, dir. Milko Lazarov, Bulgaria-Germany-France, 9°), shot in the Republic
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level.

Keywords: Bulgarian cinema, post-socialism, identity, migration, new directors, otherness, Asian
characters, ecology, symbolism, globalization, traditional values.

Cite: Martonova, Andronika. “From Identity to Ecology in the New Bulgarian Cinema: the Unique
Case of Aga (2018) and the Poetics of the Icy Wasteland.” Central Asian Journal of Art Studies,
vol. 7,no. 3,2022, pp. 15-25.DOI: 10.47940/cajas.v7i3.595.

The author has read and approved the final version of the manuscript and declares that there is
no conflict of interests.

ENVIRONMENTAL ISSUES AND THE THEME OF NATURE IN WORKS OF ART i CAJAS Volume 7. Issue 3.2022



ENVIRONMENTAL ISSUES AND THE THEME OF NATURE IN WORKS OF ART ! CAJAS Volume 7. Issue 3.2022

Introduction

he subject of the Stranger is definitely
wide-scale to the humanities.
The Inconnu/The Other/The Newcomer
may have in fact be external or domestic,
traditionally presented in this country
through the figures of the well-known
to us ethnic or religious communities.
Realistically, this subject in the context
of Bulgarian filmmaking is far irom being
of negligible importance.

The dichotomic constructs Us/Them,
[/the Other, the Bulgarian/the Stranger
as shown onscreen, were also inherited
by the development of the ethno-
culturological specifics of our mentality.
At an early stage, at the turn of the twentieth
century, the impulse of our national
culture and arts was associated with
the accumulation of foreign models
in its new European development.

The image of the Stranger has
transformed under socialism. The cinema
was dominated by the ideological
dogmatism of the socialist construct.

The screen sought to make the spectators
identify themselves as Theircomrade
communist, while the Alien was
uncompromisingly defined as the capitalist
foe. Exceptions were found mainly

in the propagandic documentarism,

where that distant inconnu came from

the fraternal “people’s democracies.”

In the contemporary Bulgarian
cinema of the post-totalitarian period,
the configurations in articulating
the Otherness unfold in radically different
dimensions: some of them are related
to catching up, (re)discovery,
reinterpretation and a new viewpoint
on interpretation. These communication
regimes are of paramount importance
in the context of Bulgarian film culture
as the screen images are incorporated
into new cultural models. The cinematic
artefact affords a unique opportunity
not only to interpret the foreign world,
but also to rearrange the own cultural

values. Articulating the image of the Stranger,
Bulgarian cinema builds up new areas
dealing with various problems of the remote
and the recent past.
The fall of the Berlin Wall and
the dissolution of the Eastern Bloc
categorically redrew the cinematic map
of Europe. The physiognomy of the discussion
fields in film studies and film criticism also
have been changed. The studies redefined
terms, new theoretical visions appeared
of rethinking, analysing, understanding,
generalising problems, movements, styles
and subjects coming from the new post-
totalitarian film industries.
The European silver screen as well
as the media are increasingly actively
showing the European socio-cultural
domain as an arena of clashes between
characters having different experiences
as a result of crossing borders, nomadism,
diasporas, displacement, exile, migration.
Cinema also shows that a host society
is more often unfriendly and marginalising
than hospitable. On the other hand,
foreigners are surrounded by an aura
of idealisation or exoticisation of their
difference. The same holds especially true
for the New Bulgarian Cinema.
The concentric circles, within which
the Bulgarian films associated with the vast
social subject matter of the Other lay,
are as follows:
+ Presence of other ethnic groups
and foreigners in the periods prior
to and under the totalitarianism;
+ The migrating Bulgarian under
socialism or after 1989;
*+ The Bulgarian, who comes home after
a long sojourn abroad;
+ The Bulgarian, who is a foreigner
somewhere;
Rural depopulation, but also arrival
of migrants into the villages;
+ Multiculturalism of the young
and journeying as a modus vivendi;
Ethnic confrontations and rehabilitation
of the ethnic image (Romanies,
Muslims, etc.);



+ Urban culture and its relations
with the foreign;

+ Peaceful coexistence of ethnic
communities, traditionally living
in this country, such as the Armenian,
Jewish, etc.

+ Migratory flows and refugee crisis
from Africa and the Near East, giving
rise to cinematic themes.

+ The Eastern Asian identities; presence
of atypical of Bulgarian cinema new
characters relating to the cultures
of Asia.

This paper is concentrated in the last
point with very special case studies.
Globally in Bulgarian contemporary
cinema several works were made recently
introducing in the frame space very
different and even unused until now
identities along with their clichéd
representations. The contrasts are built
by comparing the Bulgarian and the Asian
identities of the Chinese, Koreans, Japanese,
Yakuts, Nepalese, Vietnamese, Burmese,
Cambodians, etc. This is definitely
something novel. Moreover, outlandish,
de-Bulgarianised, and even attractive
characters appeared, functioning
in a totally unknown, atypical cultural
environment, that of the Far East.
Inevitably the aesthetical paradigm

1 The others version is: a clash between the Bulgarian

and the Asian in the context of our native, Bulgarian reality;
intersection between the Bulgarian character and exotic
Otherness in the little known or completely unknown
cultures of Asia and Oceania (Martonova 121).

2 This is his second feature film. In the moment of writing
of this paper, the director Milko Lazarov is in pre-production
on his next film, with working title The herd (co-production
Bulgaria-Germany-Luxemburg). The project development
is supported of the Creative Europe Programme - MEDIA
of the European Union. Logline: On the Bulgarian border
with Greece, daughter and father, Tariga (17) and Ali (60)
live in a hut near a mountain village. They're shunned

by the people because of rumours that there’s a strange
illness in their family. A border fence is being erected

to stop immigrants who the villagers believe carry foreign
diseases. When the villagers find all of their animals dead,
they blame Ali and Tariga whose goats are still alive. Being
angry and afraid, the villagers slaughter their herd, lynch
and kill father and daughter. The next morning, Tariga’s
only goat left alive awakens the village with her sorrowful
bleating (www.redcarfilms.com/developing. Accessed

11 August 2022).

of the Asian cinema left its mark

on the latest Bulgarian films.

One of most interesting lines' were

developed: the cinema artifact (scenario,

cinematography, casting, general idea

and so on) realise an unprecedented

immersion in remote lands, subject

to different aesthetical conventions,

mindsets, behaviours, and, of course,

cumulatively spawning other, supranational
and definitely universal, meanings

and messages.

The new Bulgarians films who deal with
this category are:

+ Outlying (2014, dir. Radoslav
Sharapanov, Bulgaria, 11°, shot
in Hong Kong),

+ All short’s Bulgarians films by Yana
Lekarska, shot in South Korea: Bridge
(2016, 18), November will be May
(2017, 18’), Here and Now (2018, 18’).

+ Another short film shot in Malaysia:
Cheat — A Grandmother Story
in 3 Acts (2018, dir. Boris Kalaidjiev
and Joon Han Yeo, coproduction
Bulgaria-Malaysia, 20°)

* And the full-length Aga (2018,
dir. Milko Lazarov, Bulgaria-Germany-
France, 96’), shot in The Republic
of Sakha (Yakutia).

Paper aims and methods

Without a doubt, the most masterful title
from the feature-length spectrum is Aga
(winner of Golden Rose 2018 — Bulgarian
National Feature Film Festival), directed
by Milko Lazarov®. The film's show debut
was at the Berlinale, where it was selected
and actually the film closed the festival.

It was through Aga that Bulgarian cinema
returned to the official program

of the prestigious film forum aiter a 29-year
hiatus. Milko Lazarov carry us to Yakutia,
northeastern Siberia, to tell the story

of quiet life of an elderly Eskimo Inuit
couple — Nanook, a reindeer herder and
hunter (Mikhail Aprosimov) and Sedna
(Feodosia Ivanova). Their daughter Aga
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(Galina Tikhonova) and son Chaga (Sergei
Egorov) have long since left the icy
wasteland and work in the city. After Sedna
falls ill, Nanook decides to fulfill his last
wish — to find Aga. And the girl
is somewhere out there, standing next
to the senseless abyss of progress —
the giant black crater of the diamond mine.
The film was shot, moreover, in very
harsh climatic conditions, entirely with
Yakut actors and is in the local language.
[t is also very different from the director’s
previous film Alienation (2013, Bulgaria,
77’), in which the image of the Forejgner
is also present, but not in the guise
of the Exotic Other.
[t would not be an exaggeration to say
that Milko Lazarov’s film is among
the best of Bulgarians new national cinema
produced since 1989. It is distinguished
by the exquisite poetics of the image
(DOP Kaloyan Bozhilov) and the finely
crafted message readable to global
audience. Its power is comparable only
to that of The Goat Horn (1972, dir. Metodi
Andronov). And in the history of world
cinema, it pays tribute to Nanook of the
North (1922, USA, dir. Robert J. Flaherty),
and aesthetically — to the great masters
of Asian cinema. He has absorbed so much
of this worldview.
A very important aspect in focusing
on Aga is the environmental theme
that is woven into the fabric of the film.
[t is brought out as a meta visual,
semiotic text, in the construction
of meaning onscreen fields. In reality,
the film is not purely or only ecological,
but universal because it affects fundamental
human categories. Through the closed
[nuit community’s language, a kind
of microcosm, speaks to the world
community — macro level. That is why
it is placed in the center of this article.
The methodology of its analysis strongly
suggests an interdisciplinary approach.
[t is related to the combination of various
humanities disciplines: cinema studies,
ethnography, religious studies, semiotics,

philosophy, sociology. The theoretical-
methodological base is mainly related

to the works of authors working

in European cinema, to which Bulgarian
cinema also belongs. An important
contribution is the development of Renate
Hansen-Kokorus, Sunnie T. Rucker-
Chang, Krunoslav Luci¢ who analyze

the Asian theme in Eastern European
(Balkan) cinema as a new direction.

The works of the Bulgarian researchers
(Ingeborg Bratoeva-Daraktchieva, Vera
Naydenova, Alexander Staykov, Boril
Mechkov), who know well national cinema
in the broad context of history, modernity,
identity problems, cinema poetics, new
author’s plots, European co-productions,
are also essential. The concept of eco-
cinema in the world film culture is seen
as an important ideological, engaging,
educative and educational tool for a social
change (Adrian J. Ivakhiv, Anil Narine).
Through the messages, suggested
by the screen, the attitude towards nature
and the environment can be rethought
and corrected. Arjun Appadurai’s
theoretical observations related
to the global media and the screen
culture also benefit this article.

Discussion

According to Renate Hansen-Kokoru$
(142), the collapse of the socialist bloc
and the entry of so-called democratic
changes, forced a rethinking of all
categories related to the concepts

of the East and the West: models

of the new and the traditional, of the urban
and the rural, of the individual

and the collective, the national

and the foreign. The understanding

of cultural differences is also the focus

of change because they are related

to the phenomena of Balkanism

and self-Balkanization. And, of course,
with somehow in a new way, in this
transforming post-socialist environment,
the Foreigner will be portrayed — most



often as a Westerner, and very rarely
coming from the East. As a researcher

on the problems of identities in literature
and cinema, concentrating her analysis

in the perimeter of post-Yugoslav cinema,
Hansen-Kokoru$ also makes the following
observation?®: in screen narratives, Western
foreigners are often criticized for their
emotional coldness and inability

to empathize with suffering people.

That is why the connections between

this type of character and the Balkans

are complex, disturbing and formulaic.
While the usages of the East Asian
foreigner are a tool to bring out

the prejudices of the Eastern European,

to criticize racist tendencies and fear

of the other in contexts of growing
nationalism. “Far East represent a culture
radically alien to that of the Balkans.

Due to this disparity, they are used

as characters to examine foreignness.
/.../ The foreigner is used as a mirror

of stereotype images in both directions.”
(Hansen-Kokorus 148—149)

Sunnie T. Rucker-Chang’s observations
are very similar. Her in-depth analysis
focuses entirely on the portrayal
of Asians (specifically Chinese) in Bosnian,
Slovenian, Croatian and Serbian cinema.
According to her, this type of film
is perfectly situated in the realistic style
that distinguishes Balkan and Eastern
European films. The cinema works
interpreting the narrative of the character
from the Far East are a platform
for a more serious and future dialogue,
because our post-socialist societies
are clearly aware and see the cultural
significance of the East, as well as its own
problems: dehumanization, consumerism,
crime, migrant labor abuses, xenophobia,

3 In his text, Hansen- Kokoru$ dwells on Croatian films:
‘Sorry for Kung Fu’ (2004, Oprosti za Kung fu, directed

by Ognjen Svili¢i¢); and ‘Melon Route’ (2006, ‘Put lubenice,
directed by Branko Schmidt. These titles are also articulated
in a broader overview of the image of migrants in Croatian
cinema - see Lucic 231-260.

ecological issues. That is, they provide
another reflection of themselves thanks
to the Far Eastern Other, also taking into
account the phenomenon of the Asian
or Chinese migration wave in a global plan.
Bulgarian feature cinema still does
not discuss this topic (Asian or Chinese
migration wave in Balkans), neither
sporadically nor in a full scale. Milko
Lazarovimmersed us in the life of Yakutia
with Aga (2018) — also situated in a very
distant and unknown Asian environment
for the mass audience. The director’s
migrant theme is in the framework
of a internal migrant wave — from
the village, from the countryside
to the city. It is unlikely that we will soon
have a feature film like this, immersing
the narrative entirely in the Asian
environment, and from an auteur who
works in his country, but you never know.
We can hope that a plot will appear
in our cinema that articulates ‘Asianness’
in Bulgarian conditions, and in which
we will meet main characters from
the Far Eastern diasporas, as authors
from the former Yugoslavia do.
In any case, this type of interpretation
on the life of migrants in the contexts
of Bulgarian society would also be something
original and different in our national
cinematography. The contribution
of such a plot would also be noticeable
in the framework of European
cinematography, especially if it is done
qualitatively. And again, something very
important — the films “as a rule do not
offer solutions [but] invite the European
audience to ‘look’ very carefully
at themselves and to take a critical,
analytical and insightiul look at themselves
again” (Mechkov 186).

Results

Agais a parable about the eternal history
of human roots. About the severance

and restoration of relationship between
children and parents. The film studies
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scholar Alexander Staykov defines

it as a conceptually new phenomenon with
a biblical scale, radically de-Bulgarianized
in terms of content. “The occurrence

of Aga carries several key conclusions

for contemporary Bulgarian cinema.

First of all, it speaks of the presence

of the necessary maturity and accumulations
to allow leaping over the local cultural
substrate, it speaks of creative potential
beyond the crutches of one's own cultural
code, and last but not least, it speaks

of the emergence of artists who carry in
their mental matrix a sensitivity

of universally human” (Staykov 12).

The film work is silent, cathartic,
transcendental, oneiric even... In a very
delicate way, he plays with the documentary
and the real, creating his own mythopoetic
vision of the disintegration of the traditional
worlds we inhabit. “The image of time
encodes in the director's subjective
preferences, which are manifested
in the techniques chosen to represent
reality, comes to the fore-front”
(Bozheyeva 149).

The chronotope is allegorical. It is no
coincidence that it begins with the Yakut
shaman playing the murchunga (vargan,
mouth harp) — through this metaphorical
act, the author transports us not only
to the endless whiteness of the North,
but also lays the parable’s beginning.

To end unexpectedly with Gustav Mahler’s
famous adagio from his epic Symphony
no. 5, the musical-philosophical
expressiveness transmits and elevates

the viewer to completely different fields

of consciousness, contrasting with

the autochthonous beginning.

A second phonogram is a metaphor

for the irreversible global transformation

of the world inhabited by Nanook and Sedna.

In fact, the cultural identity of the Yakut
Inuit is very delicately shown, without
being obsessively exploited in the narrative
and without any claim to ethnographic
credibility. The point that is the visible
and invisible world of small traditional

community’s fades. The intimate
universe of their attractive primitiveness
is gradually being mercilessly eaten
away by the advancing urbanization.
The migrating man is again in focus —
this time through the painful story of being
torn from the roots, which brings nothing
but emptiness to the soul. In the contrast
of endlessly long general plans and expressive
details, Milko Lazarov and Kaloyan
Bozhilov create such an aesthetic vision
of Aga that is not found in Bulgarian cinema.
Avisual spectacle is definitely
for the big screen. We cannot fail to note
the cinematography, which brings
out from the whiteness of the North such
filigree picturesque and light-sensitive
nuances that are characteristic
and specific only for this geographical
region. The attitude towards the image
is highly cinematic and semiotic, just
as it should be. Far from the chatty
literalism and popular customs in a shot
that ruins even the best idea because
it condemns films to a lack of cinema.
[f we look at it from another angle,
we will see that Aga fits very delicately
into the Asian trend of eco cinema,
because in addition to the parable
of traditional family, the line for harmonious
coexistence with nature is drawn.
The cold-blooded nature that dominates
the film is both hostile and domesticated
by man. But there is also an opposite
reading: the environment itself invisibly
tames the man and all the creatures
that inhabit it, to function as a unified
breath. When this balance is disturbed —
everyone suffers. And they die.
“Eco-trauma cinema represents
the harm we, as humans, inflict upon
our natural surroundings, or the injuries
we sustain from nature in its unforgiving
iterations. The term encompasses both
circumstances because these seemingly
distinct instances of ecological harm
are often related and even symbiotic:
The traumas we perpetuate in an ecosystem
through pollution and unsustainable



resource management inevitably return
to harm us. Eco-trauma cinema takes
three general forms: (1) accounts of people
who are traumatized by the natural world,
(2) narratives that represent people

or social processes which traumatize

the environment or its species, and

(3) stories that depict the aitermath of
ecological catastrophe, often focusing on
human trauma and survival endeavors
without necessarily dramatizing the initial
‘event.” Of course, for millennia Western
and Eastern, South American and African
cultural forms have examined the fragile
balance between people and ecosystems”
(Narine 9).

Environmental problems affect every
inhabitant of the planet, regardless
of their cultural affiliation, race, religion
and geographical location. The destruction
of nature, the rapid pace of urbanization,
the abrupt socio-cultural transformations,
the commercialization of society,
the displacement of values, the destruction
of ecosystems, ecological catastrophes,
the endangerment of human life and destiny
due to breathless and in some places even
reckless globalization and modernization,
are leading and important topics in Asian
cinema, literature and arts from the 1990s
to the present day. At first, the eco cinema
is somewhat nostalgic, looking longingly
at a lost beauty.

To the Western viewer, these natural
paintings in the frames of Aga may sound
like visual exoticism. Lazarov’s film,
in the context of the international successes
of our Bulgarian cinema, the entry
of new authors who sharpen their social
commitment in the scripts, successfully
flows into a newly emerging trend —
to create a transnational bridge-
conversation through the screen.

Milko Lazarov, in his interview
with Vera Naydenova (14), says that
he was worried that the film would falter
on clichéd environmental issues.

That is why its reading through
the eco-cinema tools is even more cruel:

the ecology of the human soul

is threatened when it is deprived

of its right to exist in the beauty

and natural habitat. “My film — says
director — looks at humanity. It observes
man in his existential instability.

With a sense of destiny and an irrevocable
end. With the feeling of God.”
(Naydenova 14).

Conclusion

Film and television as mass media
are free zone of contact between different
arts (still, film is syncretic), of a dialogue
between cultures, artists and phenomena.
The screen art easily decentralizes cultural
identity by opening it boldly out.
Co-productions provide a great opportunity
for the diffusion of different cultural strata
and specifics. Film also has the unique
chance of going beyond its own national
and regional markets, festivals and well-
known (autochthonous) viewing territories
and of crossing borders, reaching beyond
and over the national fields of screen
communication to get across to new global
spectators appropriately defined by Arjun
Appadurai with the term “de-territorialized
viewers” (Apadurai 15).

As can be clearly seen, Aga functions
in completely different semantic
and aesthetic models, which are not
inherent in traditional Bulgarian cinema.
But the power of the message would not
have been developed at all, if it had been
filmed, say, somewhere in the Rhodope
Mountains. Then it would become another
cliché and sink, because it would tell
us nothing new, nothing unseen.
The film moves along the iceberg edge
of anthropological and ethnographic cinema.
(Here we should mention that famous
Bulgarian ethnographer and anthropological
film director Asen Baliksi is among
the inspirations of the work.)

In the artistic and original play
of minimalism and contemplativeness,
Lazarov elevates the drama to another
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subtle sensibility, absolutely contrasting
with the mental foundations of our national
identity. It boldly leaps into the universal
and common to all mankind. The totally
different Exotic, Ultra-Remote Other
has become more than Self. This is not
dialogue building, but substance building.
That is why it is also a model for world
cinema. Which, by the way, causes
ambiguous reactions from the professional
critical community in Bulgaria: “What kind
of Bulgarian film is this? It has nothing
Bulgarian in it” — opinions are also heard.
The matrix has been surpassed
and it is definitely a very successful attempt
to raise our cinema to another rank,
appropriating a foreign fictional and aesthetic
paradigm. It is she who actively works
for the idea of Aga. Centrifugal forces
are through the transformation of the exotic
in the bosom of Milko Lazarov’s creative
visions for high art cinema. An outstanding
example of supra-material, spiritual
cinema, which is an undisputed achievement
for our Bulgarian national cinema.

Finally yet importantly, we would like
to clarify that Agais the winner of the Best
Director Award at the Eurasia International
Film Festival (2018)*. During a conversation
with the film director, as well as with fellow
critics from Kazakhstan who watched
it within the forum, we got the impression
that the work of Milko Lazarov is much
better understood, felt, deciphered
as messages and aesthetic parameters
precisely in the bosom of nomadic culture.
In the spring of 2022, we screened Aga
to cinema students in Nur-Sultan (at Kazakh
National University of Arts) and Almaty
(T. K. Zhurgenov Kazakh National Academy
of Arts) in the context of my two master
classes for contemporary Bulgarian cinema.
Without a doubt, this film caused the most
discussions and comments. On the other
hand — in general, the achievements
of Bulgarian cinema in general are not
particularly known in Kazakhstan (as well
as the opposite — Kazakh cinema is hardly
shown in Bulgaria, unfortunately),

but this is the problem of distribution

and the lack of will for a stronger cultural
dialogue between the parties.

Agais definitely a bridge-builder,

and I'm sure that researchers of the Central
Asian region and Cinema of Turkic
languages nations can reach even the deeper
readings of messages and make more
adequate connections with their ethnosphere,
visual culture and value system, if they
watch it. The film is definitely much closer
to the nomadic worldview than

to the Bulgarian, Balkan settled mentality,
without neglecting the all-universal levels.
[t also perhaps gives feedback on how

a foreign, distant film culture — in this case
the Bulgarian one — shortens the perceptual
and aesthetic distances. If we reverse

the perspective, we will see that Aga is also
significant because it gives an unexpected
outside view of a cultural region that is
more easily intersected with Central Asia.

Fig. 1. Mikhail Aprosimov as Nanook — a frame from

“Aga” (2018, dir. Milko Lazarov, Bulgaria-Germany-

France, 96 min), kindly provided by the “Red Carpet
Films” and producer Veselka Kiryakova.

Fig. 2. The traditional Inuit family Sedna (Feodosia
Ivanova) and Nanook (Mikhail Aprosimov) — a frame
from “Aga” kindly provided by the “Red Carpet Films”

and producer Veselka Kiryakova.

4 List of all awards and nominations see:
https://www.imdb.com/title/tt7909444/awards/.




FROM IDENTITY TO ECOLOGY IN THE NEW BULGARIAN CINEMA: THE UNIQUE CASE OF AGA (2018) AND THE POETICS

OF THE ICY WASTELAND

References

Appadurai, Arjun. Modernity At Large: Cultural Dimensions of Globalization. Minneapolis,
University of Minnesota Press, 1996.

Bozheyeva, Aibarsha. “Post-Totalitarian Documentary Film: the Period as Viewed
by Directors.” Post-totalitarian Cinema in Eastern European Countries - Models and Identities
by Nadezhda Marinchevska. Sofia, Institute of Art Studies, 2019, p. 135-152.

Bratoeva-Darakchieva, Ingeborg. Balgarsko igralno kino: ot “Kalin Orelat” do Missiya

‘London” [Bulgarian Feature Cinema: from “Kalin the Eagle” to Mission “London’]. Sofia,
Institute of Art Studies, 2013. (In Bulgarian)

Eco-Trauma Cinema, edited by Anil Narine. New York, Routledge, 2015.

Hansen-Kokorus, Renate. “The Image of the Stranger in Post-Yugoslav Films.”
Contemporary Southeastern Europe, vol. 4,no. 2,2017, pp. 141-151.
DOI: 10.25364/02.4:2017.2.9.

Ivakhiv, Adrian J. Ecologies of the Moving Image: Cinema, Affect, Nature. Kitchener-Waterloo
(ON), Wilfred Laurier University Press, 2013.

Luci¢, Krunoslav. “The Representation of Minorities in Contemporary Croatian Film.”
Umjetnost rijeci - Casopis za znanost o knjizevnosti, izvedbenoj umjetnosti i filmu
[The Art of Words. Journal of Literary, Theatre and Film Studies], no. 3-4, 2016, pp. 231-260.

Martonova, Andronika. Mezhdu migratsiya i usednalost: yekzotichniyat drug i novoto
balgarsko kino [Between Migration and Sedentariness: the Exotic Otherness and New
Bulgarian Cinema]. Sofia, Institute of Art Studies, 2021. (In Bulgarian)

Mechkov, Boril. “Migratsiyata i ksenofobiyata vav fokusa na yekrannite izkustva”
[“Migration and Xenophobia in the Focus of the Screen arts.”] Godishnik na departament
‘Masovi komunikatsii” [Yearbook of the Department of ‘Mass Communications]. Sofia,

New Bulgarian university, 2015, pp. 169-201. (In Bulgarian)

Naydenova, Vera. “V tarsene na Aga. Razgovor mezhdu Vera Naydenova i Milko Lazarov.”
[“In search of Aga. Conversation between Vera Naydenova and Milko Lazarov.”] Kino
[Cinema], no. 3-4, 2018, pp. 11-16. (In Bulgarian)

Rucker-Chang, Sunnie T. “Filmic Representations of the Chinese Presence in Serbia,
Croatia, Bosnia and Slovenia.” Chinese Migrants in Russia, Central Asia and Eastern Europe,
edited by Felix B. Chang, Sunnie T. Rucker-Chang. London/ New York, Routledge, 2012,
pp. 199-220.

Staykov, Aleksander. “Dinamikata na globalnoto i lokalnoto v novoto balgarsko igralno
kino. Ot ‘Vazvisheniye’ do ‘Aga’.” [‘The Dynamics of the Global and the Local in the New
Bulgarian Feature Cinema. From Heights to Aga.”] Problemi na izkustvoto, no. 4, 2018,
pp. 9-12. (In Bulgarian)

ENVIRONMENTAL ISSUES AND THE THEME OF NATURE IN WORKS OF ART i CAJAS Volume 7. Issue 3.2022



ENVIRONMENTAL ISSUES AND THE THEME OF NATURE IN WORKS OF ART ! CAJAS Volume 7. Issue 3.2022

FROM IDENTITY TO ECOLOGY IN THE NEW BULGARIAN CINEMA: THE UNIQUE CASE OF AGA (2018) AND THE POETICS

OF THE ICY WASTELAND

AunapoHuka MapToHoBa

Boarapus reibiv akanemusicbinblH, OHeprany MHCTUTYTHI ( Cocust, Bosrapust)

BOJITAPUSAHBIH, )XAHA KWHOCbIHAAFbI COMKECTIIIKTEH 3KOJIOTUAFA BENIH:
BIPETEM «ATA» (2018) OKMFACHI )XOHE M¥3 bl W/ AANIAHbIH MO3TUKACHI

Anparna. Kaiita Kypy Ke3eHiHeH, bepnvH kabblpFacbiHbIH KynaybiHaH xaHe KCPO mMeH coumanucTik
6I0KTbIH, blablpayblHAH KeWiH Bonrap NoCTToTanuTapablk, KuHeMatorpadumscel ke, LbiFbic Eypona
Hemece bankaH KMHeMaTorpa@usCbiHbIH OPTACcbiHAA XaHA )XO MeH KOHTeKcTTepae Typ. OuibMm
apTedakTi 66TEH aneMAi TYCiHYAi FaHa eMeC, COHbIMEH KaTap 63 M3EHM KYHAbIIbIKTApbIH KAalTa KypyFa
Gipereit MyMKiHAIK 6epegi. XahaHablk aHe 3aMaHaym KuHemMatorpadus yaepiciHaeri COMKeCTikTep
apacblHAAFbl AMANOT MCeNeci, Ce3Ci3, 8Te KbI3bIKTbl, KYPLENi )X3HE Kemn Kbip/ibl.

byn 3epTTeyne xanbikapanbik AeHreine MoibiHAanFaH bipneckeH TybiHabl — Caxa PecnybivkacbiHaa
(SkyTuns) TycipinreH TonbikMeTpaxapbl «Ara» (2018, pexx. Munko Jlasapos, bonrapus-fepmanus-
®paHuus, 96°) dunbmiHe Hazap ayaapbinanbl. OpuHe, 6onrap-asusnblk 0CbTe epekLie TakbipbinTap MeH
OKUFanapapl Xxy3ere acblpy, kebiHece Mynaem 6onrap eMec MaLEHW OPTaAa Kannbl NaiaanaHbIIMaraH,
TapTbIMAbl KeMinkepnepai eHrisy yATTbiK KMHO YLWWiH MyNLeM XaHa Hapce. byn dpunbm 1989 xbingaH
6epi TycipinreH 6oarap KMHOCbIHbIH, €H Y34iKTepiHiH 6ipi. «Ara» GunbMiHAeri eTe MaHbI3Abl ACNeKT —
6yn «6ackanbik» TakpIpblObl FaHa EMEC, COHbIMEH KaTap KOpLUaFaH opTaFa KyLUTi acep.

Tanpay kepcetkeHaew, JTazapoBTbiH GUIbMi Ta3a HEMECe TeK 3KOOTUS/bIK eMecC, SKPaHAbIK,
YCbIHbICTAp CUSKTbI aMbebHan. «Ara» HEri3ri XaHe annbl afaM3aTTblk KaTeropusnapabl KO3fanapl.
JKabbIK MHYMT KAaybIMAACTbIFbIHBIH, Tifli, ©3iHAIK MMKPOKOCMA apKbl/bl 9N1eMAIK KaybIMAACTbIKMEH —
MaKpoaeHreriMeH b6ainaHbicagpl.
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Journal of Art Studies, 1.7,N2 3,2022,15-25 6.DOI: 10.47940/cajas.v7i3.595.
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OT UAEHTUYHOCTHU K 3KOJIOTMN B HOBOM BOJITAPCKOM KHUHO:
YHUKAJIbHbIW CNYYAW «ATA» (2018) U MO3TUKA NEAAHOMN NYCTOLLMU
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KOMPOAYKLMU — MONHOMETPaXXHOM dunbMe «Ara» (2018, pexxuccep Munko Jlazapos, bonrapus —
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Abstract. Since 2011, “Strana Ptits” (The Land of Birds) series has been aired on the Russian Kultura
channel. Other typologically similar non-fiction films that appeared in the 00’s and 10’s years
of the new century can also be attributed to the theme of reflecting the interaction of nature
and society. The timeliness of their release is associated with the understanding of the ecological
crisis in the philosophical paradigm of Seed, Naess, Harari, Morton. The work of the project leading
directors, Svetlana Bychenko, Tatyana Obozova, is an extraordinary phenomenon in modern
documentary filmmaking. Genre generation (according to Shergova’s terminology) of cinema
about nature, which has developed over last decade, is not reflected in art history literature.
Meanwhile, the poetics of content, narrative, aesthetic forms, popular science approach
to the material characterizes the study as relevant. The purpose of this article is to analyse
the poetics of auteur cinema, taking into account the methodologies of Bakhtin, Prozhiko,
Trukhina. Its tasks are to identify the features of this genre generation. In order to comprehend
the evolutionary process, to analyse the diversity of forms of reflection of reality, philosophical
methods/styles were used, such as metamodernism in the interpretation of Vermeulen and Akker,
metarealism in Andreyev’s explanation, Epstein’s principles of ecological thinking. Particular
attention is paid to the aesthetic characteristics of the works and their interdisciplinarity —
the synthesis of documentary, popular science and artistic and poetic lines. In the work of Bychenko,
the leading feature of style is analysed - the primacy of the tale-poetic beginning, closely connected
with the contemplative basis of her cameramanship. The prevalence of the popular science
component marked the work of Obozova, Nadezhda Dorofeyeva, and other authors. This approach
is associated with the position of the scientist-observer, whose material serves as a rational study
of the biology of an animal, the ecological niche of its habitat. In chronological order, Bychenko's
works are considered from projects with scientists to auteur cinema, films of Obozova, who works
under the artistic direction of Bychenko, and the individuality of Dorofeyeva’s scientific approach
are considered. It is shown that the genre generation has an actual ecological orientation
and in the era of the ecological crisis draws the viewer to the enduring values of the nature.
Keywords: “The Land of Birds” TV series, poetics of genre generation, documentary films, popular
science films, nature, ecological crisis.
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Introduction

As a result of the analysis of the socio-
cultural situation in the Russian film
and television production, gaps are found
when it comes to the appeal of filmmakers
to the issues of interaction between nature
and society (Prozhiko, Dzhulai, Shergova,
Trukhina).

The very fact of neglecting an urgent
problem at a time when the world community
clearly states that the environmental crisis
is today one of the main dangers threatening
the planet and its inhabitants is alarming.
The causer of the catastrophic situation
in the first place is the man himself!

“...The change in the cognitive abilities

of Homo Sapiens has turned him into

a master of the planet and a nightmare

for the ecosystem!” (Harari 4).

The ecological age in which we live “is some
kind of apocalypse where our familiar world
is totally ripped apart” (Morton 43).

Among the variety of content and forms
that reflect environmental problems
in cinema, a special place is occupied
by documentaries about environmental
protection, film publicism about
the consequences of environmental
disasters, and the planet pollution.

The fully underestimated socio-aesthetic
load is borne by popular science
documentaries about the beauty of nature,
the life of its inhabitants, and the contribution
of scientists who study nature

and popularize knowledge about it.

The main functions of non-fiction
ecological cinema — educational
and aesthetic (in addition to entertaining,
hedonistic, prognostic and others) —
indicate the significance of the place
that it should occupy in the socio-cultural
continuum.

The first most function serves
to the cognitive purposes of changing
consciousness, understanding that a person
is responsible for the life of all beings
on the planet. The second — aesthetic —
aims to encourage the perception of beauty,
unique charm, the value of nature
for human life.

Over the past two decades,
documentary, popular science films have
been made, the appearance of which
is obligate and requires analysis, since
not only human ideas about the picture
of the world are changing, but also the very
forms and methods of vision the world.

In this article, we consider “Strana
Ptits” (The Land of Birds) series,
initiated by the Kultura channel (Russia)
in the early 2010s, and films that
are typologically similar in theme
and aesthetic characteristics. The series
about birds, which attracted the attention
of professionals, viewers and critics,
was noted already in the first year
of the series. In 2011, the series
was awarded with the Grand Prize
of the international environmental festival
of “Spasi i Sokhrani” (Bless and Save),
held in Khanty-Mansiysk, in the same year
it was awarded Laurus National Prize
and was awarded in the nomination
of Best Documentary Series at the Artdocfest
festival. A number of prizes were awarded
to the Birds and People films, as part
of the overall project of The Land of Birds.

The project is connected
with the activities of the documentary
filmmaker S. Bychenko and her colleague,
ornithologist, cinematographer T. Obozova.
The scope of the material chosen
for analysis can be expanded: not being
part of the projects “Strana Ptits” (The Land
of Birds) series and “Ptitsy i Lyudi” (Birds
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and People) typologically close films
of S. Tsikhanovich, N. Dorofeyeva,
M. Rodionov can be related.

Extensive film material (about 40 films
released on screens over the decade from
2011 to 2022) is objectively covered
by the definition of “genre generation”.
“Speaking of genre generation, we
mean a set of genres that have common
features inherent in the everyday culture
of a given social space and a given time
of levels of aesthetic, social and technical
development. An approach to studying
the evolution of television documentary
film genres should include consideration
of the “human dimension” of the art
and culture of everyday life, in the space
of which both the author and the viewer
are in each specific historical moment”
(Shergova 35).

[t is also appropriate to pay attention
to how “the development of technical
means significantly expands the arsenal
of expressive means of television
and cinema”, serves “the formation
of the aesthetic diversity of the television
film” (Shergova 38). When discussing
the aesthetic essence of modern non-fiction
cinema, we do not draw a dividing line
between a cinema and a television film.
Television production is created according
to the laws of cinema and produces
an aesthetic effect when shown on the big
screen, and even more than that, it needs
such screenings!

Such a requirement has a logical
explanation: “The evolution of filming tools,
media and editing was carried out in two
main directions of progress, quantitative
and qualitative. Quantitative progress has
consisted in the miniaturization of cameras,
media, and an increase in the amount
of information recorded on one media.
The qualitative one consisted in a gradual
increase in the quality of the recording”
(Shergova 119). Not only the subject,
but also the quality of the recording,
the expressiveness of high resolution
distinguishes films of the genre generation.

Operators S. Tsikhanovich, I. Yarovaya
speak about the use of the latest equipment
in an interview given to the author.

Watching tapes at environmental film
festivals in St. Petersburg, Irkutsk, as part
of “Razumnyi Kinematograf” (Reasonable
Cinema) screenings in Moscow, posted
online on the Kultura channel, copies
provided by the directors to the article
author, made it possible to study
the available film material and draw
certain conclusions.

Before proceeding to the consideration
of the main topic, let us note how cultural
studies interpret the concept of “ecology
of thinking”. M. Epstein writes:

“The principles of ecological thinking
apply to all new subject areas — not only
to nature, but also to society and culture”
(Epstein 2017).

Applying this thesis as a focus
of scientific thinking to cinema, we ask
ourselves questions about what motivates
authors to make environmental films, films
about the interaction of nature and society,
what ideas, thoughts drive them.

Epstein notes: “The noosphere (area
of the mind) is polluted with the waste
of intellectual production, ideological
activity no less than the biosphere
with the waste of technical production”
(Epstein 2017). The responsibility
of filmmakers to make films about nature
is their response to those who produce
an empty, crude, false film product.

Methods

To determine the author’s beginning,

the stylistic features of the directors’
handwriting, the poetics of their films,

the necessary art criticism methods

are used. Definition of the literary critic

M. Bakhtin is valuable, he considers authors
to be the creators of “the intensely active
unity of completed whole” (Bakhtin 225).
We take into account the competent
opinion of the film critic G. S. Prozhiko,
who sees in the spatio-temporal continuum



of the screen document a kind of chronotope,
born by the joint efforts of reality, people
with a movie camera and spectators”
(Prozhiko 18).

In order to cover the genre generation
more deeply, the author uses interviews
with filmmakers, noting the interdisciplinary
nature of the works, takes into account
the importance and place of knowledge
from the field of zoology, animal ethology,
since they make up a significant part
of the commentary in films.

At the metasystem level, the features
of the synthesis of documentary and artistic,
popular science, scientific types
of filmmaking are considered.

[t is noted that the analysis is carried

out in the paradigm of the interaction

of anthropocentric and biocentric
discourses or the prevalence of one of them.
The comparative typological method

of V. Propp, the founder of structural
studies, and his understanding

of the essence of the poetics of a work

of art allow us to take a deeper look

at the cultural and historical content

of films, formal stylistic and compositional
techniques (Propp 1998).

For the purpose of critical cultural
approach, the author relies on methods
of analysis, the tools of which belong
to the areas of postmodernism (Epstein
2019), metamodernism (Vermeulen,
van den Akker 2010), metarealism
(Andreyev 1991).

Supersystemic unity requires
a philosophical approach to the poetics
study of “Strana Ptits” (The Land of Birds)
series and typologically close films.

This approach is based on Timothy
Morton’s definition of modernity as an era
of “dark ecology” coinciding with global
warming and mass extinction.

[t was during this period that films
of the genre generation were created,
reflecting reality, in part of which
the priority is a look at the Earth without
a person. The meaning of the name
“Strana Ptits” (The Land of Birds) series

is organically associated with the imperatives
of deep ecology (Syd et al. 1992),

the norms of environmental ethics
(Boreyko 2013).

Results

The creative work evolution of documentary
filmmaker Bychenko, the leading author

of the “Strana Ptits” (The Land of Birds)
series is an example of the continuous
creation of original meaningful forms.

In 1997, having a higher education

in journalism and work experience

in her specialty, she graduated from

the Higher Directing Courses (workshop

of L. A. Gurevich).

For a quarter of a century, Bychenko
has shot more than fifty films, and each
of them demonstrates the depth of sincere
interest in the subject, the meticulousness
of the researcher, and the aesthetic
expressiveness of form. The genesis
of Bychenko’s author style includes
disturbing social issues “Vydumannaya
Zhizn” (Fictitious Life) 2007, “Bezmolvnaya
Opera” (Silent Opera)2007, “Niti Nakala”
(Filaments) 2012, “Territoriya Kuvayeva”
(Kuvaeyv’s Territory) 2016, “Posledniye
Robinzony Okhotskogo Morya” (The Last
Robinsons of the Sea of Okhotsk) (2018.),
innovative documentaries for children
with elements of animation.

But nature is a special world for her —
exciting, inspiring the creation of “Strana
Ptits” (The Land of Birds) series.

The films of the series are typologically
close to the works of Soviet naturalist
directors V. Belyalov, Yu. Klimoyv,

R. Maran (Berkova 2016), who have been
filming birds and animals in their natural
environment since the early 1970s. Ideas
and images, the poetics of a new genre
generation dedicated to nature, the interaction
of nature and society, are the main ones

on the agenda of this article.

In the middle of the 2000s, Bychenko
for the first time opened the “bird” theme,
considering in it not so much the biology
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of animals as the social problem of life
of birds in an urban environment
in interaction with humans. To choose
birds was natural: “The iconic idea of a bird
is undoubtedly one of the most ancient”
(Propp 324). The images of birds in myths,
their archetypes are directly related to
people’s lives and are of particular interest.
The key thesis from the director’s interview
should also be taken into account: “Even
when I'm filming birds, I'm still talking
about people” (Bychenko).

Crows — inhabitants of cities and villages,
occupy a significant place in the work
of Bychenko. The director’s affection for a big,
active, intelligent bird is special. Many
films are dedicated to crows: the first
is “Tvoi Vorony” (Your Crows)(2005),
the second is “Maoi Vorony” (My Crows)
(2005), the third one is “Vorony Bolshogo
Goroda” (The Crows of Big City) (2011).
Then the film “Shikotanskie Vorony”
(Shikotan Crows) (2013) is about the birds
of one of the Kuril Islands; “Voroniy Narod”
(Crow People)(2019) is about the bird
image in the mythology of the Chukchi;
“Lyubimyi Podkidysh” (A Beloved
Foundling) (2020) is about the atypical
behaviour of crows guarding a cuckoo.
The majority of these films are from
the “Strana Ptits” (The Land of Birds)
series.

The obligatory type of bird imprinted
in them — a crow and a raven —
demonstrates the features of behavior
genetics, and a human — features
of environmental ethics: from a good
neighbourly to an aggressive attitude
towards a bird that, against its will, found
itself in agglomerations. This attitude
is understandable from the point of view
of an ornithologist who has studied
behavior of crows well: “Traditionally,
grey crows are described as unprincipled
robbers and thieves, cunning, cautious
and at the same time daring. It has been
experimentally proven that crows are good
at assessing situations, remembering
specific people, distinguishing children

from adult, women from men, hunters
from fishermen” (Vishnevsky 220).

The ambivalent nature of the bird
in the first plots about ravens and crows
forms content with an extraordinary artistic
structure, with noticeable features of a new
stylistic stage in the development of art —
metamodernism. “Ontologically,
metamodernism oscillates between
the modern and the postmodern.

[t oscillates between modern enthusiasm
and postmodern irony, between hope

and melancholy, between naiveté

and knowingness, empathy and apathy, unity
and plurality, totality and fragmentation,
purity and ambiguity” (Vermeulen,

van den Akker 2010).

In Russian documentary film, oriented
towards anthropocentrism, Bychenko
herself is like a “white crow” (rara avis —
Latin). After all, “one of the most sought-
after images in art — the image of a person,
cinema, and then television, has always
sought to capture not only the physical,
but also the spiritual appearance
of a person” (Yermisheva 22). Directors
who are mainly engaged in human
problems, S. Miroshnichenko,

V. Mansky, S. Loznitsa, M. Razbezhkina,
E. Pogrebizhskaya are in honor of criticism
and excel at festival parades, they are more
famous than authors who shoot nature!
Bychenko, Obozova, Dorofeyeva,
Tsikhanovich, Rodionov and others remain
at the opposite pole.

By 2010, Bychenko is determined
with the main direction of creativity —
bird watching. Ornithological consultants
appear in films, the film crew includes
cameramen who specialize in shooting
nature. The scientific experience
of the consultants, the professional
cinematography of the cameramen
contributes to intense activity. In just one
year, four full-length documentaries were
created!

[t should be noted that “Kukushkin
Sad” (Cuckoo’s Garden) (2011) was filmed
not within the framework of the Kultura



channel project, but at the S. Bychenko’s
SLONiKo film factory. Nonetheless,

the tape belongs to the genre generation
that is being formed in the cultural

and historical process. The composition
of the film syncretically combines a naive
pagan attitude to nature, a rational study
of the bird phenomenon marked

by positivism (German and Russian
ornithologists in the frames),

and the reconstruction of the authentic
ritual of female hair loss as a sensual-
mystical interaction with the natural world.

The filming participants are residents
of the village of Foshchevatovo, Belgorod
Region. They talk about a homeless cuckoo
laying eggs in other people’s nests, which
has always been considered a prophetess:
“By her jerky ‘cuckoo’ beautiful girls know
how many years they have left to live
in the world” (Koriniskiy 509). In the speech
of the villagers, there are dialect expressions
characteristic of the region. “Most of the songs
reflect, as if in a mirror, a sensitive soul
and keen eye of the ploughman people,
before whom the mysterious in its simplicity
and simple in its mystery— an immensely
great book of nature is always and
everywhere open” (Koriniskiy 511).

This wonderful “book” is becoming
more and more the object of Bychenko’s
creativity, and the tale-poetic principle
is becoming more and more prevalent in it.
The process of personification dominates
in the basis of birds portrait films.
Historical and typological connections,
comparison with the films of Kazakhstan
V. Belyalov, Russian Yu. Klimov are based
on anthropomorphization, personification
of bird characters (Propp 2022).

There are often no humans in the films.

The operator, as an observer, is filming,
he is, as it were, inside the animal world,
does not give himself away, and the viewer
perceives everything that happens in nature
as natural and authentic. The advantage
of the material being filmed is authenticity
as a basic ontological characteristic
of reality that has catched into the frame.

The leading feature of Bychenko’s

author style is closely connected

with the contemplative basis of her camera
skills: she penetrates into this world,
guided by it, the natural environment,

full of secrets, draws her in.

Increasingly, a minimum number
of employees are involved in filming.

From film to film, Bychenko is scriptwriter,
director, cameraman. The selection
of musical themes also rest on her.

The author’s vision is formed from
a rational-intuitive polyphony of points
of view, a change in shooting points,

a change in foreshortening that contribute
to immersion in the metaphysics of nature.
A variety of techniques and methods form
her poetics.

Changing the vision perspective
of the surrounding world from human
to bird’s eye expands the range of realities.
If a consultant, an ornithologist, is involved
in the work on a film, then the point
of view of a scientist, a researcher
of animal ethology, arises. The capabilities
of filming equipment make it possible
to demonstrate, even imitate an animal look
and ...a divine look at the earth from above.

The aesthetics of montage, as part
of the overall poetics of the film, brings
the visual narrative into a single
harmonious whole. Realities multiply
with a change in the perspective of looking
at the nature of a village or city dweller,
shooting from a copter, heaven, macro
photography, observing the development
of an embryo in an incubation egg using
magnetic resonance and computed
tomography methods.

New ways, the methods of surrounding
world reflection are aimed at the perception
of both children’s viewers and adults.
Researchers define one of the qualities
of metamodernism as a phenomenon
of “new sincerity”, but it is an integral
feature inherent to such an author
as Bychenko in metamodernism
or metarealism! “Perhaps the birds turned
out to be the material that just gives you
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joy disinterestedly ... Moreover, when you
say this about birds, you can talk about any
topics that excite you,” says the director
(Film of “Bratya i Ptitsy” (Brothers and
Birds ) (Bychenko). The theme of birds

in the author’s natural philosophy arises

as a reflection of the human soul in nature.

In the work of Bychenko in the 2010s,
an ontological turn towards a new direction
in modern art — metarealism can be seen.

The director’s acknowledgment explains
the choice of themes for the next decade.
Oscillations within metarealism occur
between positions of anthropocentrism
and biocentrism. “All this adds stereoscopicity
to the cinematic picture of the world, giving
<..> new impulses for further fruitful
development” (Trukhina 161).

Bychenko sets the pace, she is a constant
leader in the creation of a new generation
of genres. From film to film, honing
the tools of artistic means, she creates
“tensely active unity of completed whole”
(Bakhtin 225), moving more and more
away from uncharment, rationalization
of popular science component, towards
poetization, fabulousness, the emotionality
of narration, enchanting with a personal
lyrical vision of nature.

As a mystery of life in the bird world,
the world of insects and other forest
animals, she captured a simple tale
about dancing birds in “Veselye Kamenki”
(Merry Wheatears)(2017). “Odinochestvo
Kozodoya” (Loneliness of the Nightjar)
(2016) uses the motifs of the Japanese
fairy tale “The Star of the Nightjar”
by Miyazawa Kenji (Miyazawa 2009);
the film of “Na Kholstakh Leta”

(On the Canvases of Summer)(2022)
was built as a visual-poetic work

with a rhythmic repetition of frames-plans.
In the latter, there is no author’s
commentary, only short movie credits

are inserted.

The “bizarreness” (Vermeulen,
van den Akker 2016) of ethnic musical
fragments, which Bychenko uses
to characterize the distinctive features

of birds, can be referred to the structural
and compositional formal techniques.

In “Ballada o Lesnykh Rytsaryakh”

(The Ballad of the Forest Knights)(2013),
a black grouse with a fluffy tail evokes

an association with a creature dressed

in kimono at the same time there is Japanese
music of the Kabuki theatre.

In the “Glukharinnye Sady” (Wood Grouse
Gardens)(2014) there is Spanish flamenco
motifs, in “Teterevinyi Teatr” (Theatre

of Grouses)(2015) — folk song “There Was
a Black Grouse”.

In film of “Mukholovka i Drugiye Zhiteli
Zemli” (Flycatcher and Other Earth
Inhabitants)(2019), to characterize
the swallows soaring in the sky,
for the penduline tit, there are
the corresponding instrumental themes
of new folk, fusion. Irish and Hungarian
folk melodies are the best fit for the story
of woodpeckers in the film “Lesnye
strazhniki. Djatly” (Forest Guards.
Woodpeckers)(2018).

Director and first-class journalist,
Bychenko has a special gift for naming
his works, the accuracy of poetic names,
uses associative, metonymic, metaphorical
images. A garden inhabited by some birds,
a theater arranged by others, a paradise
where the main singers are the third
ones. The film’s sensual title, “Lyubimyi
Podkidysh” (A Beloved Foundling)(2020),
has touching lyricism.

The poetics of Bychenko’s documentary,
fairy tale films is connected with poetry,
the art of the word, and “landscape
music” (Eisenstein 310). In her films,
nature appears as non-indifferent,
exciting, mysterious, revealing depths
of transcendent. Otherwise, why are
the shots with blades of grass, fogs,
pre-sunset rays between trees in the thicket
so marvellous in her films?!

Three years of work on the film “Bratya
i Ptitsy” (Brothers and Birds)(2013)
on the Potudan River in the Voronezh
Region, in bewitching places, gave
an impressive result. “Miracles happen



there — there are several of them in our
film — one of them is rainbows on a chalk-
covered mountain, you walk in fog,

and around your shadow there is a rainbow,
like a nimbus,” says Bychenko.

Poetics Bychenko is imbued
with native poetry. Here is the symbolism
of modernity “There is a tired tenderness
in Russian nature” by Konstantin Balmont,
the futurism of the avant-garde — “naviks”
and “lyubiki” by Velimir Khlebnikov,
the natural-philosophical “eternal nature
press” by Nikolai Zabolotsky. In these
images, “the realism of many realities
connected by the continuity of figurative
image transformations”, called metarealism
by Epstein (2017).

All this is said about genre generation,
where Bychenko sets the tone:

“There is a reality open to the eyes

of an ant, <..> and a reality about which
it is said — “and the heavenly angels fly”
(Epshtein 2016, 190).

Analysing Bychenko's films, you find,
following the scientist, that “the leading
genre-forming force here is artistic imagery.
The frame has greater aesthetic complexity,
acquires compositional isolation, <...>
polysemy of intra-frame content”

(Prozhiko 56). The statement of L. M. Roshal
is applicable to her work, denying

the possibility of the existence of any
established system of genres, proclaiming
that “creating each new screen work means
creating a genre every time” (Roshal 14).

In the imagery of films as the basis
of Bychenko's creative method, one can
notice the features of metarealism.

It is characterized by the perception

of things, noted by D. Andreyev —
“perception is penetrating, distinguishing
through the layer of physical reality other,
other-material or spiritual layers.

Such a worldview will be far from deliberate
optimism, afraid to violate its own serenity
by paying attention to the dark and tragic
sides of life” (Andreyev 21).

Together with Bychenko, artistic director
and mentor, Tatyana Obozova shoots

the birds of the countryside in “Solovyinyi
Rai” (Nightingale's Paradise)(2015).
In film “Bespokoynoye Leto v Grankinom
Lesu” (Restless Summer in Grankin’s
Forest)(2018), shooting nature, the beauty
of landscapes poeticize the environment
in a Bychenkov way, encourage you
to plunge into the captivating rural world.
Obozova, an ornithologist, started with
Bychenko on the “Shikotanskie Vorony”
(Shikotan Ravens)(2013). She arrived
on Shikotan Island with the expedition
of the Faculty of Biology of Moscow State
University to study the ethology
of the unique population of big-billed crows.

In succeeding years, the birds from
distant countries attract the researcher.
She goes to China (“Krylatye Rybaki”
(Winged Fishermen), 2015), Georgia
(“Sokolinaya okhota” (Falconry), 2017,
“Okhotniki za Okhotnikami” (Hunters
after Hunters), 2017), India (“Khraniteli
Gnezd” (Nest Keepers), 2018), Bangkok
(“Ptitsa Udachi” (Bird of Fortune), 2019),
Malaysia (“Beloye Zoloto Chernogo
Strizha” (Black Swift White Gold), 2021).
The scientist goals and objectives
of Obozova underlie her collaboration
with the Laboratory of Physiology
and Genetics of Animal Behavior
of the Department of Higher Nervous
Activity, Faculty of Biology, Lomonosov
Moscow State University.

Obozova's scientific interests, her
activities as a cinematographer have
an artistic result: films about birds
are shown on Kultura channel,
they are part of the “Strana Ptits”
(The Land of Birds ) series. “A good artist,
just like a scientist, aptly singles out
the key features of a situation/behaviour.
It’s just that the artist gives it a visual
description, and the scientist gives
it a verbal description,” Obozova explains
her position in an interview given
to the author.

The theme of our study — the poetics
of the genre generation of films about
animals — is characterized by a gender
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aspect, since most of the directors who
methodically shoot birds are women.
They also combine a number of creative
functions in the filming process.
The imperative of their activity is dedication
to their work (from an interview
with Obozova: “I love everything [ do”).
Their predecessor, “a woman with a movie
camera,” admits: “I always filmed what
[ wanted” (Goldovskaya 70); “I can’t
entrust anyone to shoot my pictures.
Only I can see it the way [ see it, the way
[ want to see it. <..> For me, the camera
is my eye, ear, nose. These are all my sense
organs. [ cannot explain to anyone else
what [ want” (Goldovskaya 77).

The choice of women filmmakers
can be associated with ecofeminism,
but not with its radical direction, the fight
against male chauvinism, violence against
nature, but with the one where “spiritual
ecofeminism is not associated
with any one particular religion,
but is focused on the values of care,
compassion and nonviolence” (Eisler 24).
And that means that it adheres
to environmental ethics. It is natural
to see the female principle prevailing
in the works of Bychenko and Obozova.
“Such art, masculine in its fearlessness
and feminine in its abundance of love,
a wise combination of joy and tenderness
for people and for the world with a keen
knowledge of its dark depths, could
be called penetrating realism or meta-
realism,” writes the mystic Daniil
Andreyev (Andreyev 22).

According to Epstein, metarealism
ended in the 90s. In the book Rose
of the World, written in the middle
of the twentieth century, Andreyev
prophesied his future in the last third
of the century. Where the feminine
principle prevails, care, abundance
of love, metarealism does not recede:
highly humane qualities, turned to nature,
do not disappear anywhere.

Let’s add Nadezhda Dorofeyeva
to the list of brave women. A zoologist,

scientist: the discourse of her observations
of birds corresponds to scientific
filmmaking. In the specially protected
natural areas of the Kandalashksky,
Nizhne-Svirsky nature reserves,

with cameraman and director Sergei
Tsikhanovich, she filmed works “Morskaya
Soroka” (Sea Magpie)(2012), “Madam
Gaga” (Madame Eider)(2013), “Ozero

v More” (Lake in the Sea)(2014),
“Nizhne-Svirskiy Zapovednik” (Lower-
Svirsky Reserve)(2016). Here the author
with a camera follows the behavior /
ethology of lake birds, meticulously
surveys the bird world of protected areas.

The creators of the tapes do not build
an entertaining plot, do not personify
animals. Birds are an object of study,
an individual of interest to an ornithologist.
In solving scientistic goals and objectives,
Dorofeyeva goes further than Obozova.

Structural generalizations, basing
them on the structure consideration
of the bird’s organism, the authors come
out in the full-length “Karnaval Klyuvov”
(Carnival of Beaks)(2021), mostly filmed
in the Black Lands nature reserve
of Kalmykia. Visually, work with director
and cameraman M. Rodionov, cameraman
S. Tsikhanovich is a new page in the genre
generation of cinema about nature, marked
by hyperrealism.

Digital filming equipment contributes
to capturing vivid images of birds,
close-ups of their constitutions, coloring
of feathers, and plastic structures
of beaks. The photographic realism
is at the service of scientists and filmmakers.
This method allows you to see
the difference in Bychenko’s poetics
and Dorofeyeva’s creative solutions.

In most of the “Strana Ptits” (The Land
of Birds) series the tale-poetic style

of narration with the personification

of animals prevails. Dorofeyeva’s scientific
approach is rationalistic, her filmmaking
is characterized by consistency.

“Just as science strives for poetic
elegance, artists might assume a quest



for truth. All information is grounds

for knowledge, whether empirical

or aphoristic, no matter its truth-value.

We should embrace the scientific-poetic
synthesis and informed naivety of a magical
realism” (Turner).

Discussion

A comparative analysis shows how long-
term the series “Strana Ptits” (The Land
of Birds) are: for more than ten years, film
after film has been released on television.
Regularity, methodicalness, breadth

of approaches to topics within the genre
generation put the authors of the series

in the position of leaders. Artur Ryabitsev’s
local project “Zapiski Sibirskogo Naturalista”
(Notes of a Siberian Naturalist)(Russia)
was terminated, Vitaly Chernov’s “Nature’s
Kingdom” program, aired on the Caspionet
channel (Kazakhstan) was closed (Berkova
2013, 81—83).

Obviously, the most important task
for the directors of the group under
consideration is the super-task:

“Art is the only activity that meets
the task of discovering, expressing
and communicating the personal
meaning of reality” (Leontyev 237).

The work of directors-naturalists,
considered in this study, falls on a period
when “the general (cultural, social,
spiritual, economic, political, technological,
etc.) conceptually comprehended context
of mankind is radically changing”
(Mitroshenkov 174). Their innovative
poetics does not lose its attractiveness
and originality.

As individuals, the creators of films
about nature were formed during the period
of awareness of the danger of the ecological
crisis. In the 70—80s of the twentieth
century, the main ideas of the philosophy
of deep ecology were formed, set out
in the book in Russian “Thinking Like
a Mountain” (Sid et al, 12—13).

The new generation is issuing the radical
Dark Mountain Manifesto (Kingsnorth).

The image of the eternal mountain,
which inspired environmental thinkers
decades ago, is becoming bleak. Changes
in the minds of millions are taking place,
but very slowly. “We really are making
this Earth unlivable for ourselves and other
lifeforms” (Morton 19). Man is responsible
for the mass extinction. “In fact, even when
we shout “Save the planet!”, we mean:
“Save us people!” (Zurkov 2012).

In a situation of anthropocentrism
that retains its positions, the radicalism
of the Kyiv ecologist V. Boreyko,
who defends the principles of environmental
ethics and calls to moderate the consumer
society’s appetite, is appropriate
(Boreyko 7).

The generation of young philosophers
is “the first to be born in a new
and previously unknown age — the age
of ecocide. Ecocide demands a response”
(Kingsnorth). Philosophers call for help
from artists, who are able to change
the paradigm of meanings, who are able
to create the art of DE-CIVILIZATION,
in another translation — non-civilization.
“The artistic way of working with ecology
is good because we can use the language
of emotions, ironize, generalize,
mythologize, play — everything
that is inaccessible to scientists
and public figures” (Zurkova).

What the art of decivilization might
look like in Russian transcription can
be imagined by referring to the work
of Bychenko.

The first stage in the realization
of Bychenko’s creative ambitions
coincided with the era of postmodernism
of the 1990s, which “discovered the reality
of the Other, the value of differences,
widened the cultural horizon of mankind,
introduced a variety of traditions
and mentalities, and responsiveness
to the styles of different eras and peoples”
(Epshtein 2019). The reality of the Other
was formed into an interest in animals,
opened up the cultural horizon wider than
penetration into the human world.
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Through the world of nature, the director
soul was revealed, which cannot imagine
life without contemplation of nature,
understanding the world of animals.

The poetics of films by Bychenko, Obozova,
Dorofeyeva shows what a useful work

for the spiritual healing of society

is performed by women authors who

have found their way in the documentary
film. Their work, according to Morton,
belongs to contemporary art with ecological
imperatives; endowed with the features

of metarealism, according to Andreyev,

it is the more timely.

A new generation of thinkers, concerned
about the scale of the ecological crisis,
threatening a catastrophe for nature
and humanity, relies on artists!

The contribution of creative individuals

is important. However, to what extent

are they able to change the position

of the global ecological system? Politicians
vested with power, the public, and business
persons should unite the main efforts!

The creators of nature films are aware
of the importance of socio-cultural goals
of their work; they understand need
to connect with audience. In an interview
given to the author of the article,
they answer the questions: “Who watches
your films?”, “Do you know your audience
for whom you make films?” T. Obozova
says: “Those who care about what happens
to nature in the modern world. These
are caring people who have not lost
their roots” (Obozova).

N. Dorofeyeva gives a detailed answer
to the author’s question: “Recently,
together with her colleague Andrey
Maximov and the Red Four-square media
group, we conducted a large sociological
survey, in which more than 700 people
took part. It turned out that popular science
films about nature are in great demand;
there is an obvious shortage of it in Russia.
Basically, these are people aged 25—44
with higher or incomplete higher education,
employed in various fields. Most of them
watch movies 1—2 times a month or less

and mostly on the Internet, but would like
to go to the cinema. Watch, as a rule,
for educational purposes and for family
leisure. They appreciate the opportunity
to observe the habits of wild animals
hidden from eyes of most people and see
hard-to-reach places of incredible beauty
that are difficult to get into” (Dorofeyeva).
To the question of study’s author:
“Where, in what audiences do they watch
your movies?” N. Dorofeyeva answers:
“They are viewers who are interested
in nature, photography, travel and cinema
in general. But [ often hear good reviews
from those who saw the film by chance,
for example, on TV. It is especially pleasing
when these people, who previously did not
pay attention to environmental issues
and the life of nature, begin to be interested
in other films. Or even more valuable —
they begin to look around more carefully”
(Dorofeyeva).
[s it possible for enterprising,
hardworking, convinced women to influence
the morality of the consumer society?!

Conclusion

In a typological homogeneous cinema
about nature, poetics, innovative methods
of genre generation, and principles of plot
construction are analyzed. The generation
demonstrates the documentary-fiction tale,
popular-science components.

The practical significance of our study is:

— in addressing an important problem
of the modern film process,
the production of films of actual
alternative content of cinema
about nature;

— in formulating new approaches
to the analysis of cinema about
nature / television film about nature
and its theoretical problems;

— in attention to the unexplored forms
of screen language that appeared
along with the new filming technique,
which contributed to the formation
of a new method/style.



Metarealism is defined as the main
method of work. As a result, a new creative
direction is formed, which takes shape
as an independent genre. Through this
method, the aesthetic diversity of film
narration is achieved: the latest technical
capabilities of digital equipment allow
shooting in hard-to-reach locations,
penetrating the microcosm, demonstrating
realities that were previously inaccessible
to ordinary vision.

Based on concrete material,
understanding of essence, nature,

structure and evolutionary process

of the genre generation of films

about nature as a specific artistic,
aesthetic and social activity

for the formation of a new metareality

is determined. Following the culturologist,
we express confidence that

“to be a metarealist means to feel

like a connecting link of many realities,
to be responsible for ensuring

that this connection does not fall apart,
fastening it with a word, thought, deed”
(Epshtein 2016, 193).
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Hanexna bepkosa

«yKachut cakThiK» 3KOJIOTHSIBIK KOFaMbl (Asimatsl, Kasakceran)

«K¥CTAP EJ1I» XKOoHE BACKA TABUFAT TYPAJIbl ®UJIbMAEP:
XXAHPJIbIK TEHEPALUA HOBALUMAJTAPDI

AHpatna. 2011 xbinpaH 6epi peceiinik «ManeHneT» apHacbiHaa «Kyctap eni» cepuanbl KepceTinin
kenepi. TaburaT neH KOFaMHbIH 63apa dpPEeKETiH KepCeTeTiH TaKpIpbiNka 6acka aHa FacblpablH,
2000-2010-wb! Xb1aapbiHAa Naiaa 6onFaH TMNONOMMANBIK YKCAC KOPKEM eMec hunbMaepai ae
XaTKpI3yFa 6onagpl. Onapabl WhiFapyabiH, 49N YakelTbiHAA 60nybl Cua, Hascc, Xapapyu, MOPTOHHBbIH,
dunocoduanbIK, NapagurMacbiHAbIFbl SKONOTUANbIK, AAFAAPLICTbI TYCiIHYMEH 6ainaHbICTbl. KeTeKwwi
pexuccepnep CBetnaHa bbiueHko, TaTbsiHa O6030BaHbIH, LiblFAapMaLLbIIbIKTapbl K33ipri AepeKkTi dunbMm
eHAipiciHaeri epekwe Kybbinbic. OH Xbin 60Mbl KanbIiNTackaH TaburaT Typanbl GUAbBMAETT KaHPAbIK,
reHepauus (LLeproea 6oibiHILIA) eHepTaHy aaebueTiHae kepiHic Tannarapbl. COHbIMEH KaTap Ma3MyH,
HappaTuB, 3CTETUKANbIK, opManap, MaTepuanfa fbibIMU-KOMNLWINiK TOCIN NO3TUKAChI 3ePTTeYAi O3eKTi
nen cunatTanabl. byn MakanaHblH MakcaTbl — baxTuH, [Mpoxuko, TpyxmHa aficteMenepiH eckepe oTbipbin,
ABTOPJIbIK KWHOHbIH, MO3TUKAChIH Tanaay, an MiHAETTEPI — OCbl XXAHPJIbIK FrEHEPaLMHbIH, epeKLlenikTepiH
aHbIKTay. DBONOLMANBIK NPOLLECCTi TYCiHY, WbIHABIKTbI 6eiiHeney GopManapbIHbiH, anyaH TypainiriH
Tangay ywiH BepmioneH MeH AKKepaiH TycCiHAipynepiHaeri MeTaMoaepHW3M, AHApeEBTiH, TYCiHAIpyiHAeri
MeTapeanu3Mm, INWTEMHHIH 3KONOrMANbIK 0iMNay KaFuaanapbl CUSKTbl Gunocodusanblk agicrep/
cTunbaep KonaaHbinabl. LbiFapManapabiH, 3CTeTUKANbIK epeKLeniKTepiHe XaHe 01apAblH NaHapanbIK,
6alnaHbICbIHA — LEePEKTI, FblIbIMU-KOMLWIiNiK XaHe KOPKEMAiK-MO3TUKANbIK XXONAAPAbIH, CUHTE3iHE
epeklle Ha3ap ayaapbliabl. BblYEHKOHBIH, LWbIFapMaLUbIbIFbIHAAFEI CTUMBAIH, XKeTeKLWi 6enrici — OHbIH,
onepaTopblk WebepniriHiH OMWbINAbIK HETi3iIMEH TbiFbi3 6aiNaHbICTbl €pTerini-no3TUKanbIK 6acTayablH,
6acbiMablbIFbl TanaaHaabl. 06030BaHbIH, Hapexaa JopodeeBaHbiH xaHe 6acka Aa aBTOpAapabiH,
XKYMBbICTapbl FbINbIMU-KOMLWLINIK KOMMOHEHTTiH, 6acbiMAbINbIFbIMEH aTan eTinai. byn Tacin matepuansl
>KaHyapAblH 6100rUSCbIH, OHbIH, MEKEHeY OPTaCbIHbIH, SKOMOIUAbIK TayallacblH YTbiMAbI 3epTTEy
KbI3MEeTiH aTKapaTblH FanblM-6aKblNayLbIHbIH, YCTaHbIMbIMEH 6aiNaHbICTbl. BblY€HKOHbIH, WbiFapManapbl
XPOHOIOTUSbIK, TOPTINTE FasbIMAAPMEH KacasiFaH xxobanapaaH 6actan aBTop/blk, KUHOLAFbI
YKaHaNbIKTapFa, bblYeHKOHbIH, KBPKEMUIK XETEKLWiNiriMeH XyMblc xacafaH O6030BaHbIH TacnanapbiHa,
[lopodeeBaHblH, FblbIMU KO3KapPaCbIHbIH, AapablfblHa AeliH KapacTblpbliafbl. YKQHPIbIK reHepaLMsIHbIH,
©3€eKTi 3KONOruANbIK 6aFbiTbl 6ap aHEe 3KONOrMANbIK AAFOAAPbIC A3YipiHAE KepepMeHAi TabUFaTTbIH,
M3HTINIK KYHAbINbIKTapblHA TapTaTbIHbl KEPCETINrEH.

Tipek ce30ep: «KycTtap eni» Tenexmkaschbl, )KaHp/blK reHepaLums No3TMKaCkl, AepeKTi Gunbmaep,
FbINbIMU-KOMLWINIK GUAbMAEp, TAOUFAT, IKONOTUSANbIK AAFOAPbIC.

AJoiiexce3 ywiH: bepkoBa, Hagexaa. «Kyctap eni» xaHe 6acka Taburat Typanbl punbmaep:
XaHpnblk reHepaums HoBauusnapbl. Central Asian Journal of Art Studies, T. 7, N2 3,2022,26-43 6.
DOI: 10.47940/cajas.v7i3.590.

Aemop KomHa3baHblH COHFbI HYCKACbIH OKbIN KyNnmaodsl daHe mMydoenep KaKkmblfbiCbl OK eKeHOieiH
Manimoelioi.
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Hanexna bepkosa

DKoJIorHIecKoe 0011IeCTBO «3eseHoe cracenue» (Anmatol, Kazaxcran)

«CTPAHA NTUL>» U APYTUE ®UJIbMbl O MPUPOAE: HOBALNUU
XXAHPOBOW rEHEPALLMMU

AnHoTtaums. C 2011 roga Ha poccuiickoM KaHane «Kynbtypa» BbIxoauT cepuan «CrpaHa ntuuy. K teme
OTPaXKeHWs1 B3aUMOLENCTBUS NPUPOAbI M 0OLLECTBA MOXKHO OTHECTU U ApYr1e TUNONorMyecku 6aumskme
HeurpoBble OUbMbI, MOSBUBLLMECS B HYNIEBbIE U AeCATble roAbl HOBOro croneTus. CBoeBpeMeHHOCTb
WX BbIMYCKa CBSA3bIBAETCS C OCMbIC/IEHMEM IKONOTMYECKOr0 Kpusunca B punocodckon napagurme Cuaa,
Hascca, Xapapu, MopToHa. TBopuecTBo BeayLmx pexxuccepoB npoekTa CBeTnaHbl bblueHKo, TaTbsHbI
06030B0¥ — HEOpPAMHAPHOE SBNEHME B COBPEMEHHOM AOKYMEHTanucTvKe. XXaHpoBas reHepauus
(no TepMuHonoruu LLieproBoit) KUHO 0 MPUPOLE, CIOXKMBLLASACS 33 AECATUNETUE, HE HAXOAMUT OTPAXKEHUS
B MCKYCCTBOBEAYECKOW NuTepaType. Mexay TeM No3TMKa KOHTEHTA, HAPPATMBA, 3CTETUYECKUX DOPM,
Hay4HO-MOMNyASIPHOroO MOAX0AA K MaTepuany XxapakTepusyeT UCCNefoBaHUE KaK aKTyaslbHOe.
Llenbto faHHOM CTaTbu SBASETCS aHANM3 MO3TUKM aBTOPCKOMO KMHO C y4eToM MeTogonoruin baxtuHa,
[Mpoxuko, Tpyx1MHOM, @ 3aA4a4aMu — BblsiBIeHWME 0COOEHHOCTEeN LaHHOM XXaHPOBOW reHepauuy.
C Lenblo OCMbICNEHNS 3BOJTHOLMOHHONO MpoLLecca ANs aHanu3a pasHoobpasus Gopm oTpaxkeHus
peanbHOCTM UCNOb30BaNUCh GUNOCODCKME METOADI/CTUNN, TAKUE KaK METAMOLEPHU3M B TPAKTOBKE
BepmioneHa u Akkepa, MeTapeanusM B 06bsCHeHUU AHApeeBa, MPUHLMIbI 3KONOrMYeCKoro
MblWwneHus SnwTeiHa. Ocoboe BHMMaHWE yaeneHo 3CTeTUYECKMM XapaKTepuUCTUKaM Npou3BeneHui
N UX MEXANCLUMIMHAPHOCTU — CUHTE3Y LOKYMEHTaNIbHOM, HAy4YHO-NONYNSAPHOM U XYA0XECTBEHHO-
no3TUYecKon NnHMI. B TBopyecTBe bblyeHKO aHanM3upyeTcs BeayLas Yepra CTuis — NepBEHCTBO
CKa30B0-M0O3TMYECKOro Ha4yana, TECHO CBA3aHHOrO C CO3epLaTe/ibHOM OCHOBOM ee 0nepaTopcKoro
MacTtepcTBa. [peBanMpoBaHMEM HayYHO-MOMYASPHOM COCTaBASOLWEN OTMEUYEHO TBOPYECTBO
TatbsHbl O6030B0M, Hagexabl [lopodeeBoii 1 Apyrnx aBTOpoB. [laHHbIM NOAX0A CBA3aH C No3uLmen
y4YeHoro-Habnwogatens, Yer Matepuan CayxXuT paLMoHanbHOMY MCCIEA0BaHMUI0 BMONOrMKU KUBOTHOTO,
3KOJIOrMYECKOM HULLIK ero 0buTaHums. B xpoHonornyeckom nocnesoBaTenbHOCTU PaCCMOTPEHbI
paboTbl bblYeHKO OT MPOEKTOB C YYEHbIMU K aBTOPCKOMY KMHO, 1eHTbl 0603080, paboTatoLeit
noA, XyLOXeCTBEHHbIM PYKOBOACTBOM bblueHKO, MHAMBMAYANBbHOCTb HAy4YHOro noaxoaa [lopodeeBoii.
[Noka3aHo, 4To XaHPOBas reHepaLMs UMEET aKTyaNbHYH 3KONIOTMUYECKYH HanpaBIeHHOCTb U B 3MOXY
3KONOrMYecKoro Kpusnca obpallaeT 3puTens K Hempexoasumm LeHHOCTSIM NpUpoabI.

Knioyessoie cnoea: cepnan «CrpaHa NTULL», NO3TUKA )XaHPOBOM reHepaLLmu, LOKYMEHTaNbHOE KMHO,
Hay4YHO-MOMNYSIPHOE KMHO, MPUPOAA, IKONOTMYECKUIA KPU3UC.

Ana yumupoearus: bepkosa, Hagexaa. «‘CrpaHa ntuu” u apyrue duibMbl 0 NPUPOAE:
HOBaLLMM XaHpOoBOW reHepaummuy». Central Asian Journal of Art Studies, 7.7,N2 3,2022, c. 26-43.
DOI: 10.47940/cajas.v7i3.590.

Asmop npoyuman u 0006pus OKOHYAMENbHbIU 8apuUaHM pykonucu u 3asensiem ob omcymcmeuu
KOH@AUKMa uHmepecos.
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ENVIRONMENTAL,
NATURAL AND MAN-MADE
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IN KAZAKH ECO-
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(Almaty, Kazakhstan)

Abstract. The subject of this article is “Environmental, Natural and Man-Made Disasters Reflected
in the Kazakh Eco-Documentary Films”. The research’s aim is to consider the ecological state

of Kazakhstan via the national ecodocumentary. The research is performed on the basis

of the national cinema art materials of the Republic of Kazakhstan of the XX-XXI centuries.

The set objectives were achieved by using comprehensive research methods: theoretical analysis,
visual analysis, SWOT analysis, comparison and collation, film analysis, historical film analysis,
analysis and synthesis, abstraction, classification and categorization.

Kazakhstan is keeping pace with the world on the environmental crisis, and is waiting
to address a number of environmental catastrophe issues. One of the most important topics
is the former nuclear test ground, which is located in the city of Semipalatinsk. The next problem
is the mismanagement of irrigation projects, which has led to a drop in the level of the Aral Sea,
to the point of its disappearance. The shrinkage of the Aral Sea has permanently altered the climate
of the area, rendering millions of hectares of land unusable. Air pollution in Kazakhstan is another
serious environmental problem. One striking example is the dense smog that covers large megacities
like: Astana, Almaty, Semipalatinsk, Ust-Kamenogorsk, Karaganda and other cities. The nature of our
country is threatened by human activities, some species of animals such as wild rams, snow leopards,
tigers, saigas, fish, birds and various kinds of insects and plants are at risk of extinction.

All these local environmental events have their own history and should be presented
to the world through the prism of eco-documentary film.

Considering all the above-mentioned problems, it can be concluded that the use
of cinematographic materials as the basis of this research is indeed relevant, given that cinema
has a great impact on the consciousness of both the individual and society as a whole.

Through the art of cinema people express their emotions, innermost secrets and desires, cinema
is able to respond to the questions raised by the public, while at the same time shaping

the outlook and the consciousness of an individual. In this regard cinema gives an opportunity
to look at the above-mentioned problems of people from aside, to assess the damage and to give
a prognosis of the inevitable damage.
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Introduction

y serving as an authentic
representation of reality, documentaries

allow us to see current problems
that require attention. Documentaries
show cinematographic perspectives
on the world which pose social problems
and possible solutions. “Soon after 1930
a new word began to appear in various
publications with a certain regularity...
This new word was the “documentary”...
It first appeared in a review written by
Grierson for the New York Sun in February
1926. The term “documentaire” used
by Frenchmen for films about journeys”
(Aristarko 172). All the above-mentioned
specific characteristics make documentary
an ideal genre to recreate ecological
(“Greek roots oikos (“house, dwelling”)
and logos (“science”) combined to give
a name to a new science — ecology”
(Borisovich 10).

Nature itself is silent, at least in terms
of human language and speech,
and so in order for it to express itself,
politicians, leaders, environmentalists,
the media — claim the right to speak
on behalf of nature, where they usually
put their own interests in the world.
Of all the aforementioned factors —
water pollution, deforestation, ecosystem
imbalance, species decline, climate change
are some of the most important and also
one of the most debated topics of our
time and a phenomenon that needs
to be communicated to humanity.
“The German biologist and philosopher
Ernst Haeckel (1834—1919) is globally
recognized as the founder of the referred
science. He used the term ‘ecology’
for the first time in his work of The General
Morphology of Organisms, which later

became the name for an entire scientific
field. This event is dated 1866”
(Borisovich 10).

The awareness of environmental
issues, such as climate change, has
increased significantly over the past decade.
This is mainly due to the growing media
attention and the emergence of the eco
movie genre. Films belonging to the eco-
film genre can promote an understanding
of ecosystems and all the components
of nature, and they also have an educational
approach to inspire care, inform,
educate and motivate people to act
on the knowledge they gain. Unlike
feature films on planetary ecology
(especially Hollywood films), eco movies
as a genre seem particularly suited
to portray environmental issues such
as climate change, as well as to promote
a general change in people’s behavior
and relationship with nature. As mentioned
by ecologist K. Chu: “The first use
of the term ‘ecocinema’ may be traced back
to Roger C. Anderson’s ‘Ecocinema: A Plan
for Preserving Nature’ when he proposes
to film all living organisms in the world
and show them in theatres with simulated
conditions that resemble natural
environments, as a way of preserving
nature... Anderson’s proposal was more
of a sarcastic criticism towards modern
people’s growing detachment
with the physical world, but it suggests
the possibility of connecting the study
of ecology or the environment with cinematic
texts” (11). Eco-films are also mentioned
in other articles such as: “Eco Film
and Audience: Making Ecological Sense
of National Cultural Narratives”
by Culloty E. and Brereton P, “The Face
of the Environment: Environmental Human
Rights on Screen” by Baker D.
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In Kazakh documentary filmmaking,
the themes of ecological nature became
more relevant only in the early 1990s.
The ecological problems of our country
overlap with the considered theme
and constitute one of the most acute
problems of non-fiction cinema.

“In 1986-1991, the USSR went

through drastic changes in its political
and social life, which came to be known
as Perestroika. Democratization

of the society, the formation of open
critical view on social-economic

and ecological situation stimulated
Kazakh documentary filmmakers

to turn to environmental problems:
“Zhamankum” (by Yuri Litvyakov, 1987),
“Rekviem po Aralu” (Requiem on Aral)
(by S. Makhmutov, 1988), “Nevada-
Kazakhstan” (by Yuri Shavkun, 1989),
“Zhoktau. Hroniki mertvogo morya”
(Zhoktau. Chronicles of The Dead Sea)
(by S. Azimov, 1989-1990), “Aral —
sud’ba moya” (Aral — My Destiny)

(by G. Emelyanov, S. Makhmutov, 1991)
and others” (Berkova 94).

All documentaries discussed below fully
correspond to the classification

of local technogenic and natural disasters,
where one can observe such elements

as powerful explosion of nuclear warheads
(the former Semipalatinsk test ground),
the sea dried up due to human fault

(the Aral Sea), water pollution

of the Caspian Sea and Balkhash, strongest
earthquakes (the Vernyi earthquake), fires,
floods, landslides, chemical substance
harmiul to human health that is released
by rockets (Baikonur), extinction

of animals, air pollution in large cities,
waste and disposal problems, etc.

All the above mentioned and other points

give this genre depth and calls for attention.

Methods

Environmental problems lead to major
disasters, and disasters are echoes
of the coming small apocalypse

and there are areas of post-apocalyptic
character on the territory of Kazakhstan
where human beings are missing, buildings
and houses are decaying and machinery
is abandoned. This is where Kazakh
documentary films play a very important
role, particularly historical events

and facts that were documented

and occurred on Kazakh soil have

a significant place in world history.

The nature of Kazakhstan is rich not only
in minerals and oil, but also in different
landscapes, flora and fauna, from green
forests to desert areas. Ecological themes
are explored through the natural

and anthropogenic disasters that have
occurred and are still occurring

in Kazakhstan, and documentary
filmmakers of Kazakh cinema have taken
part in these events. The predictions

of environmental occurrences

in Kazakhstan at this point in time

force people to think and look deeper
into these problems. In order for people
to understand the value of nature

and realize their mistakes, it is necessary
to develop ecotourism in our country.
The ecotourism’s share around the world
is growing every day: “Among several
segments of tourism, ecotourism

is becoming one of the most developed
with estimates indicating a share

of 10—15% of global tourism growth
and more recently 30—40% equivalent
to nearly 474 million travelers” (Zacarias,
Loyola 133). We agree with the opinion
that: “Kazakhstan possesses numerous
tourism attractions based on its post-Soviet
times, nomadic culture and a variety

of unique landscapes” (Tiberghien,
Bremner, Milne 306).

Results

Documentary filmmakers in the 1980s
started to massively reflect the environmental
state of the country in their works,

for example: “Directors, non-fiction
cinematographers I. Vovnyanko,



S. Makhmutov, A. Shazhibayev,

O. Rymzhanov, B. Mustafin, S. Azimoyv,
and V. Roerich made publicistic, hard-
hitting and relevant documentaries
known to the cinema community

and the audience: “Kumshagalskaya
istoriya” (Kumshagal Story)(1987),
“Rekviem po Aralu” (Requiem on Aral)
(1988), “Saty. Hronika tihogo sela” (Saty.
a Chronicle of a Quiet Village ) (1988),
“Strasti po Alzhiru” (Passions for ALZhIR)

(1989), “Zhoktau. Hronika mertvogo
morya” (Zhoktau. Chronicles of The Dead
Sea) (1989—1990), “Poligon” (Testing
Ground)(1990). These non-fiction films
were not subject to censorship edits”
(Nogerbek 266 ).

[t is possible to classify Kazakh non-
fiction films related to environmental,
man-made and natural disasters
into the following blocks (see Table 1).

Table 1. Classification of local environmental, natural, man-made disasters in Kazakh feature films.

Environmental disasters

\ 4

Natural disasters

\

Man-made disasters

v

emergence of ecological disaster
zones (Aral and Semipalatinsk

® depletion and pollution of water * Earthquake; regions);
res_o Uroes, 3 . Fl°°d§; e Intensive development of hydrocarbon
¢ Soil pollution; * Breaking of dams, dams; resources of the Caspian Sea basin;
gp e cda Sl e historical sources of pollution: '
* radioactive contamination; * Landslides; e o .as nd
® bacteriological and chemical pollution; ¢ Droughts; it e)tl)lo A sg e
® industrial and household waste; * Fires; o tr);nsb%un dg environ’mental’ 2
¢ Natural and man-made emergencies; -

4

v

problems;
the impact of the polygons of the
military space and test complexes.

v

* Large megacities like Almaty breathe e Almaty: (1887 -Vernensky earthquake ® Semipalatinsk polygon;
smog, Karaganda coal dust, Ust- with a magnitude of 7.3 on the ® The Aral Sea;
Kamenogorsk — non-ferrous metals, scale Richter, 1889 Chilikskoe, 1911 ¢ Baikonur Cosmodrome;
Atyrau-oil vapors and other harmful Keminskoe); * Smog in big cities;
gases; e Dam break in the village of Kyzyl-gash ¢ Dense construction of houses and

The list of polluted rivers and seas such
as the Caspian Sea, Lake Balkhash, the
Irtysh, Ili, Nura rivers, etc. is

increasing;

(2010);
The following territories are susceptible
to drought: Mangystau and Kyzylorda

regions;

buildings;

\

" ankum" e Strepet (1991),
"il:iintlhen" ( 19;11387) e Salt of the Earth (1981) . "Zhamankum" (1987)
e Soviet Kazakhstan (1950) Kalybai ® "Requiem for the Aral Sea" (1988)
Garden (1984) e "Nevada—Kazakhstan (1989)
o Nature of Kazakhstan (1983) ® " by Joktau. The Chronicle of the Dead
e Love and protect your native land Sea" (1989-1990)
(1976), "Polygon" (1990)

When Mountains are Near (1966),
"Man Moves Mountains" (1966)
"Automatic Village Broadcasting
Service" (1967

"The City and the Smog" (1984)
"Faithful" (2012)

"Karaaul" (1990)

"Aral — my destiny" (1991)
"Epicenter of the world. Twenty years
later" (2009)

"The Exorcism of Satan. Epicenter of
the World" — (2005)

Polygon" (2008)

"Test" (2019)

"Polygon" (2019)

"Semipalatinsk polygon" (2010);
"The Last Ship" (2020),

"The Old Man and the Sea — a film
about the return of Hope" (2019)
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Discussion

Man-made disasters
Semipalatinsk nuclear testing ground.
Kazakhstan’s ecology began to suffer
seriously during the Soviet era.
The country now faces an urgent
need to eliminate the Soviet legacy
of environmental irresponsibility.
Between 1949 and 1991, the Soviet
government conducted about 70%
of all nuclear tests in Kazakhstan, mostly
in the northeastern part of Semipalatinsk.
About 500 nuclear explosions occurred
both above and below ground, and more
than 40 nuclear explosions took place
at other test grounds in western
Kazakhstan and in the Kyzylkum desert.
More than 1 million people in Kazakhstan
were exposed to dangerous levels
of radiation because the Soviet government
did not evacuate or even warn nearby
settlements with thousands of people.
In the late 1980s, the population held
mass demonstrations calling for an end
to nuclear testing; in 1991, the government
of Kazakhstan put an end to this practice.
The Nevada-Semipalatinsk organization,
which led the campaign against nuclear
testing in the 1980s, turned its attention
to educating residents of the contaminated
areas about how to avoid the consequences
of nuclear contamination. One in three
children born in the Semipalatinsk region
is mentally or physically handicapped,
and about half the population has immune
system deficiencies.

The documentaries on nuclear
testing started their way back in the late
1980s. One of the first documentaries
to represent the anti-nuclear movement
was Nevada-Kazakhstan, released
in 1989 by Sergei Shafir and Oraz
Rymzhanov. The documentary shows
events that became a kind of ground
for creation of anti-nuclear movement,
which was headed by famous writer
Olzhas Suleimenov. Other films such
as “Karaaul” (Black village ) (1990),

“Nevada-Semipalatinsk™ (2003)
by Sergey Shafir and Oraz Rymzhanov,
“Poligon” (Testing Ground) (1988)
by Oraz Rymzhanov and V. Roerich,
“Nebo v oblakah” (Sky in the Clouds)
(1989) by Sergey Shafir, “Shag ot propasti”
(A Step from Abyss) (1988) by Oraz
Rymzhanov (1987). One of the documentary
filmmakers who made a great contribution
to making documentaries about
environmental problems of the country
is Oraz Rymzhanov, and in one of his
articles B. Nogerbek tells about
the personality of Oraz Rymzhanov:
“For some people he is a talented
and highly professional cameraman
and documentary director... For others
he is a public figure who took active part
in Nevada-Semey anti-nuclear movement”
(87), he goes on to describe his famous
film “Poligon” (Testing Ground),
made with Vladimir Roerich: “This film,
telling of the unfortunate people,
the Semipalatinsk nuclear test ground
victim’s of the long-suffering land of Abai,
subjected to years of nuclear attacks
in peaceful Soviet times, is made with deep
tact, a sense of respect for the disabled
people, and a heartfelt love for the people
who were forced to become the living target
of a nuclear weapons test” (Rymzhanov
90). It is known that aiter the screening
of the film, the deputies of the Supreme
Soviet made the final decision on closing
down the test ground: “As it is known,
the screening of the film “Poligon”
(Testing Ground) to the deputies,
members of the Supreme Soviet finally
decided the fate of the Semipalatinsk
nuclear test ground” (Rymzhanov 90).

[f we talk about the 1990 film of Karaaul,
the viewer can see the indignation
of the villagers in this film. At the same
time the US also had military bases where
atomic bombs were tested, there were
traditional peace rallies in Nevada and
Hiroshima, Japan, on 6 August 1989.
On the same day, another spot
on the anti-nuclear map of the world



appeared in Karaaul, 1989. After
establishment of Nevada-Kazakhstan
anti-nuclear movement, Semipalatinsk
Test ground authorities for the first time
admitted mass media to demonstrate
underground explosion. The film author
was among the journalists. And on August
6-9 of the same year, first international
protest meeting was held near the Karaaul
village close to the test ground. The film
tells the story of these events. As one can
notice from the first shots the sky, covered
in clouds and cawing of crows, moves
smoothly to a frame where one can see
the border of the testing ground stretched
with barbed wire, accompanied by Alfred
Schnittke's heart-rending symphony.

[t reminds one of post-apocalyptic world,
abandoned and forgotten. But this brooding
silence is interrupted by the voices

of the Karaaul protesters, who are in turn
taking bold steps against the system.
Head and initiator of the movement Olzhas
Suleimenov gives encouragement

and hope to his compatriots:

“We are gathered here to prevent

this horror from repeating, but while

the atomic weapons are still being
developed, the threat of nuclear war

is alive”. Besides Mr. Suleimenov,

the public is addressed by inhabitants

of these villages, small children, elders,
men, women, who received big doses

of radiation, which crippled their future
and future of their children. The speech

of a little girl amazed the whole world,
here are her words: “We are grandchildren
of Shakarim, Mukhtar Auezov, Abai,

we are children of those children,

who forty years ago inhaled poisonous

air of landfill, today we say resolutely no.
We are convinced by big people

that the landfill is harmless, then tell

me why cripples are born and why

there is no milk in the mother’s breast?
And children die in agony?” Even landfill
workers spoke: “I have come to you

from the landfill and the first minutes

of my speech I would like to say a minute

of silence in memory of all victims

of Hiroshima, Nagasaki, Chernobyl

and other victims that we do not know
but who fell from the peaceful and not
peaceful atom from our inability

to handle it or from our barbaric attitude
to it and I ask for a minute of silence.”
The key speech was made

by Mr. Suleimenov: “Address

to Mr. Gorbachev, Chairman

of the Supreme Soviet of the USSR,

and to Mr. Bush, President of the United
States: “We organized the Nevada-
Semipalatinsk anti-nuclear movement

to strive for an end to nuclear weapons
testing in Kazakhstan. To defend our
birthright to peace and safety at home.
Today August 6, 1989, we gathered

at the Semipalatinsk test ground near
the Kazakh village of Karaaul, in the heart
of the middle steppes, which connect

the East and the West, and on the day

of international solidarity of the fighters
for the nuclear-free world, to declare

that it is time to make a decisive step
toward safety for all, to sign a mutual
moratorium on underground testing

of nuclear weapons and to withdraw

from the agenda the threat of annihilation
of life on Earth. Nevada-Semipalatinsk,
Karaaul village, Semipalatinsk Oblast,
August 6, 1989.” But the most frightening
thing about this documentary was

the underground ordeal, which went

on despite the rallies, and one could see
the ground shaking under the cameraman’s
feet. The climax of the events was

the throwing of stones into the pit

where the tests were done, a kind of ritual
for locals to hate nuclear bomb, like

the ritual done in Mecca, where people
throw stones at the “Devil”, and the devil
for the Kazakh people was the testing
ground. Most documentaries consist

of statements and speeches.

The problems of the nuclear testing
ground were raised in Beyssenov T.
“Ekho pervogo krika” (An Echo of the
First Scream)(2002), the author also
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raised the shutdown issue of the nuclear
testing ground, the film consists of personal
photographs and materials collected

from the archives. By the way, the cinema
also focuses the viewer's attention

on what was left at the ground after

its closure. One of the most complicated
environmental problems is radioactive
contamination of the Kazakhstan territory.
As seen in the footage, the viewer can

see the ruins of village houses left behind
after the test, which is very reminiscent

of a post-apocalyptic world. All the above-
mentioned films are of great value and new
ones must be added to their lineup.

Young filmmakers should pay attention

to the most terrible problem of that time,
one that haunts inhabitants of eastern
Kazakhstan to this day. Genetic mutations
and all kinds of cancers are the order

of the day in the region. The Semipalatinsk
testing ground, the Aral Sea, a tragedy

for our country, and documentary
filmmakers overpowered all these disasters
on our TV screens. [ would like

to summarize with the words of Bauyrzhan
Nogerbek: “Zhoktau. Hronika mertvogo
morya” (Zhoktau. Chronicles of The Dead
Sea) by Azimov, “Poligon” (Testing Ground)
by Rymzhanov and Rerikh are in essence

a film-lament, a film about the dead earth,
the dead sea and the dying people.

These films are modern and folkloric,
national and universal” (173). In addition
to the above-mentioned films, there are

a number of others which are dedicated

to the Semipalatinsk testing ground:
“Epicentr mira. Spustya dvadcat let”

(The Epicentre of Peace. Twenty Years
Later)(2009), “Izgnanie satany. Epicentr
mira” (Expulsion of Satan. The Epicentre
of Peace) (2005) “Zharylystan koz
ashpagan dalam-ai. Deti Poligona”

(The Land Torn by Explosions. Children
of the Testing Ground) (2008), “Ispytanie”
(The Test)(2019), “Poligon” (Testing
Ground) (TV series — 2019),
“Semipalatinskiy poligon” (Semipalatinsk
testing ground) (2010).

The Aral Sea, a local disaster.
Another environmental disaster zone
in Kazakhstan is the Aral Sea,
which is shared between Kazakhstan
and Uzbekistan. The Aral Sea has shrunk
to less than half its former size since
the early 1960s, when the Soviet
government initiated a campaign
to increase cotton yields in arid areas
of Central Asia. Over-irrigation significantly
reduced the inflow to the Aral Sea
and the Aral Sea coastline began
to recede rapidly. This caused serious
environmental problems in the Aral Sea
Basin, including the destruction of wildlife
habitat through desertification (a process
by which previously inhabited or arable
land becomes desert). The Aral Sea crisis
is also associated with a number of health
problems, including respiratory infections
and parasitic diseases. This problem has
left such a large mark that the effects
the people who messed with the Aral Sea
can be seen from outer space. We have
become so powerful that we can now
drain whole seas that have been in place
for millennia without difficulty, over a period
of dozens of years. Perhaps the drying
up of the Aral Sea is not less talked
about than the consequences of the
Semipalatinsk testing ground.

Perhaps one of the pioneers who
dedicated their documentary films
to the Aral Sea was G. Novozhilov
and A. Ananeyv with their “Aralskoe more”
(The Aral Sea) film (1963). The authors
raised the issue of sea preservation. Quite
positive film shows the life of the Aral Sea
that before its man-made demise was
the breadwinner for the people of this area.
The idea that documentary filmmaking
should expose environmental problems
of the Aral Sea was continued
by E. Dilmukhamedova in 1978
with the film of “Na ostrove Barsakelmes”
(On Barsakelmes Island). The authors
acquaint the viewer with Barsakelmes
[sland and its natural beauty that is located
in the northern part of the sea. It is home



to poppies, round-headed lizards, gazelles,
kulans, saigas, Persian gazelles, pelicans
and others. This film is a kind of guide

that introduces the local natural life,

which at that time was in a very good stage
of development, but the disappearance

of the sea worries that the unique natural
world of the island could be destroyed

and turn into a post-apocalyptic world.
The “Solenye slezy Turana” (The Salty
Tears of Turan) film (1988) tells about
wildlife of the Aral Sea, which can vanish
from the face of the earth. The film is about
the Aral Sea area, an environmental
disaster zone, where the unique fauna

is under threat of extinction. The film

features gazelles, tugai deer, kulans, saigas.

From 1988 to 1990 Sergey Azimov
and Makhmutov dedicated one
of the significant documentaries
to the Aral Sea, it is “Zhoktau” (Mourning),
“Rekviem po Aralu” (Requiem on Aral)
where they tell about one of the biggest
ecological disasters of the 20th century,
about the result of irrational management
of the planet earth by the human race.
Also in 2011 Sergey Azimov made a film
“Zhoktau, spustya 20 let” (Mourning, 20
Years Later). Here is what B. Nogerbek
writes about it: “Yes, this is the lament
of people and the lament of Asimov
for the land of his ancestors, for the sea,
which is already dead. The Aral has
gone away for tens of kilometres, a new
generation of children has grown up who
have never seen the fabulous blue sea.
But the dying Aral lives on in people’s
souls, in their stubborn determination not
to become migrants in their own land.
Kazakhstan is big, but they will not go
anywhere — they will wait for the sea
to return. And people bury not old men,
but newborn children, their grandchildren,
to the old cries of the mourning.
And the land, soaked in the waters of the
dying sea, does not accept them” (207).
Further, he writes with great sorrow that
the film “Zhoktau” (Mourning) became
a kind of document for the people, a proof

that the people have committed a crime

against themselves: “The Mourning

film is a pain in the heart. It will live

on as a document of impotence before

the system of Stalinism, as a shameful

evidence of our participation

in the genocide of our own people

and as a document of the greatness,

patience and beauty of the people’s spirit.

A mother, who lived by the sea all

the time and bathed her first-born son

in the sea, and now has to swallow

the salt of the Dead Sea and eat canned

food instead of iresh fish, says: ‘We should

not be pitied. You’d better point out who’s

to blame and we’ll ask them, we will march

against them barehanded! ’ Let’s go.

Against who?..” (Nogerbek 207—208).
Ecodocumentaries told not only about

the ruined ecology of the Aral Sea itself,

but also about the fate of thousands

of inhabitants who had to leave

the disaster zone or accept to stay

in the harsh conditions of the desert.

“Takaya dolgaya zhizn” (Such a Long

Life)(1998) by director Victor Zavidovskiy

talks about these problems. It is the story

of a family who move to Almaty from

Aralsk. But the next character in the film

“V techenii zhizni” (In the Course of Life)

by Nuradal Balmanov is appropriated

to the severe natural trials of the dried-up

sea. This film can be called a dedication

to “Survivalism”, i. e. surviving in remote

corners of our country. Myrzash Issayev

lives in the arid region of the Syrdarya

in the village of Karateren, where the Aral

Sea is located nearby. With all his efforts,

he tries to survive and create a comfortable

environment in his place of residence,

although there is an endless desert

around our hero. The next protagonist

in the film “Aral — sud’ba moya” (Aral —

My Destiny) (1991) by S. Makhmutov

and S. Yemelyanov is not different from

Myrzash as well, he is devoted to the sea

with all his heart and is a veteran fisherman

who is haunted by the ghost of the dried

up sea.
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The young generation of documentary
filmmakers has also not been left
out and continues this tradition
of highlighting the Aral Sea and the terrible
consequences to show the world about
the existing environmental disasters.
One of the worthy films was made
by Victoria Grudinskaya in 2011, “Uhodim
vmore” (Going out to Sea). The next film
is a story told through the eyes
of a filmmaker who was forced to find
herself in the Aral Sea. In 2016,
K. Suvorova and I. Wahlstrom filmed
“Zavtra more” (Tomorrow’s Sea),
which tells how the sea went away
and how one day it may return again.
[t is good to know that the younger
generation has not forgotten
these significant issues. It is likely
that filmmakers will be addressing
this subject time and again. In addition
to the aforementioned, there are a number
of others: “Aralskaya katastrofa: puti
resheniya” (The Aral Disaster: Ways Out)
(2018), “Aral — eksperimenty na ostrove
vozrozhdeniya” (Aral — Experiments
on a Revival Island)(2019), “Starik i more
— film o vozvrashchenii nadezhdy”
(The Old Man and the Sea — A Film about
the Return of Hope)(2019), “Posledniy
korabl” (The Last Ship)(2020).

Natural disasters.

Natural and Environmental Situation

of Almaty City.

The city is threatened not only by pollution
and smog but also by earthquakes,

which are a very frequent phenomenon

in Almaty, although one of the major
earthquakes took place back in 1887

and 1911 when Almaty was still called
Vernyi. The consequences of devastating
earthquakes, mudflows, were shown

in “Vernyi” (2012) by V. Kholodov.

The film uses fragments of newsreels

from the Kazakhfilm film studio. Interesting
facts about the Verniy catastrophe

are given. The documentary begins

with a full history of Vernyi and then of

Almaty. The part “The Earthquake” gives
interesting facts about the earthquakes
that happened in 1887. “At 4:30 a. m.
local time, on May 28, 1887, the inhabitants
of Vernyi (then a population of about
30,000 in the city) were awakened

by an earthquake of about 5 intensity
degrees, accompanied by an underground
rumble. At Iliysk station — now flooded
by the Kapchagai reservoir — at 4 hours
40 minutes), the main earthquake,
subsequently called the Verniy catastrophe,
occurred” (Nurmagambetov 68).

No sooner had the town residents
recovered from the Verniy disaster

than: “Two years later, on 12 July,

the inhabitants of Verniy suffered another
major earthquake. This time its intensity
in the city did not exceed 7-8 intensity
degrees. This was the third of the strongest
of the North Tien Shan earthquakes

in the late XIX — early XX centuries,
which went down in history under

the name of Chilik” (Nurmagambetov
130). Butin 1911, Ist January the nature
struck again: “this time the power

of the underground tremor in the city

was again 9—10 intensity degrees.

The Kemin earthquake, subsequently
named after it, was one of the strongest
inland earthquakes of the twentieth
century” (Nurmagambetov 130).

[t is worth noting that in 1911 there was
no electricity, underground utilities, metro,
petrol stations and multi-storey buildings.
[f an earthquake of the same degree were
to happen again now, it would be a major
disaster for the city. The second part
deals with another threat to the city,
the mudslides, which have occurred more
than once and horrified the inhabitants
of the capital. In the 1960s, powerful
mudflows brought large boulders down
from the mountains, which are still present
in the city. The footage shows how
the elements can turn the tranquil life
of a town’s inhabitants into a disaster.

The third part of the documentary
focuses on Almaty’s ecological condition



and the changes needed to rid the city
of harmful emissions and smog.

The following films, made in different
years, raise environmental problems
of Almaty. The film “Chelovek sdvigaet
gory” (The Man Moves Mountains), 1966
by A. Kulakov, tells about preparation
and carrying out of unique directed
explosion in Zailiiskiy Alatau mountains,
which created natural dam, which has
forever blocked the way of mudflows
to Almaty. Shows Lake Issyk before
and after the 1963 mudflow.
“Avtomaticheskaya sluzhba
seleopoveshcheniya” (The Automatic
Mudflow Alert Service) 1967 by A. Kulakov.
The film shows powerful mudflow
prevention devices for the protection

of the republic’s capital and its surroundings.

In the footage: testing a new system MWR
(mudilow warning radio), installation

and mounting the transmitting and
receiving points MWR, the principle

of the system. In the shots — Issyk lake.
“Zashchita zhivotnyh” (Animal
protection) film tells about methods

of animal protection against means

of mass destruction in wartime.

On the basis of exercises conducted

in the Michurin collective farm

in the Alma-Ata region of Kazakhstan
shows a set of civil defence measures

to protect animals from nuclear,

chemical and bacteriological weapons.
Residents of Almaty have been talking
about the problem of smog since as far
back as the 1980s, which was confirmed
in a 1984 film by V. Tatenko entitled
“Gorod i smog” (The City and the Smog),
about the struggle against smog in Almaty
and cleaning the air basin of the republic’s
capital. Zhamankum Y. Litvyakov, 1987,
about a tragedy connected with a breach
of a sedimentation reservoir lake near
Alma-Ata, which caused human casualties
and raised environmental issues —

how to solve the problems of reservoirs.
Kazakhstan faces pollution problems

in other cities as well, especially

in the eastern regions, which are victims
of harmful emissions from lead and zinc
smelters, a uranium processing plant
and other industries. In recent years,
environmental activist groups

in Kazakhstan have started asking

the state for stricter controls on emissions.

Other environmental problems
in Kazakhstan include soil contamination
from overuse of pesticides in agriculture,

pollution of the Caspian Sea and Balkhash.

Global environmental volatility
and climate change are increasing
in the public eye, with various interesting
articles being written about them
in the scientific world, such as: The New
Human Condition and Climate Change:

Humanities and Social Science Perceptions

of Threat, Holm, P., Travis, C., Popular
culture and the New Human Condition:
Catastrophe Narratives and Climate
Change Bulfin, A., Internal Wars
in History: Triggered by Natural Disasters
or Socio-Ecological catastrophes?
Lee, H. F, Who's Afraid of the Ecological
Apocalypse? Climate Change
and the Production of the Ethical Subject.
Fagan, M., Toward a Postapocalyptic
Environmentalism? Responses to Loss
and Visions of the Future in Climate
Activism. Cassegard, C., Hakan T.,
Climate Irresponsibility on Social Media.
A Critical Approach to High-Carbon
Visibility Discourse Berglez P,
Olausson U., Researching Visual
Representations of Climate Change
Culloty E., Murphy P, Brereton P,
Suiter J., Smeaton A., Zhang D.,
The Effect of Digitalization
on Environmental Safety. Journal
Kalymbek B., Yerkinbayeva L.,
Bekiheva S., Saipanov D.

Below are films that call
for the protection of nature and avoiding
an environmental disaster that could
turn into a minor local apocalypse.
In addition to documentaries that focus
only on environmental disasters,
there are animalistic films that are as good
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as National Geographic or Discovery
films. They are designed to ensure

that we protect our precious nature,

which in itself is priceless. If we remember
what happened as a result of the Aral Sea’s
irrigation, it becomes clear how fragile

the natural world is and how ecological
disasters can be caused in a matter

of years. In order to prevent such disasters
from happening again, it is necessary

to teach young people to love, protect

and preserve nature. The following authors
aim to demonstrate in their films all those
beauties and make people fall in love with
nature. The list begins in the 1930s with
“Pobezhdennaya pustynya” (The Defeated
Desert) by B. Pumpyansky (1938),
“Pokorenie golodnoj stepi” (Conquering
the Hungry Steppe) by D. Erdman (1940),
“Preobrazhennaya zemlya”

(A Transfigured Land) by O. Abishev
(1951), “Byl’ kaspijskaya” (Caspian True
Story)by Y. Smirnov (1958), Bayan-Aul
by O. Abishev (1960), “Gory i lyudi”
(Mountains and People) by V. Belyalov
(1964), “Tropoi zoologov” (Zoologists
Path) by M. Olkin (1965), “Flamingo —
rozovaya mechta” (Flamingo — Pink
Dream ) by Y. Piskunov (1969),

“Zhivotnyi mir Kazahstana” (The Wildlife
of Kazakhstan) by A. Kulakov (1973),
“Lyubi i okhranyai kray rodnoy” (Love
and Protect Your Native Land)

by M. Vasilyev (1976), V. Belyalov

and L. Mukhamedgaliev's “Berkuty”
(Golden Eagles) (1976), “Vechnaya
zovushchaya priroda” (Eternal Calling
Nature) (1983), “Babochki vysokogorya”
(Highland Butterflies) (1986), “Krasavchik

dzhek” (Handsome Jack)(1988), Flamingo
(1989), “Vesennie plesy” (Spring Flats)
(1998), Altyn Emel (1997), “Shchedrost’
Pustyni” (Desert Generosity)(1990),

“Sol zemli” (Salt of the Earth)(1981),

“Sad Kalybaya” (Kalybai’s Garden)

(1984), “Kogda gory ryadom” (When

the Mountains Are Close ) (1966), Kiyanat
/ Zaisan (1991), “Den pervyj” (Day One)
(1990), “A zatem” (And Then)(1991).

Conclusion

In all phases of human development

as a species, there has been a direct
relationship with nature, but since

the emergence of societies that live
under highly industrialized conditions,
the human impact on nature has increased
rapidly, the scale of this interference

has expanded day by day, and is now
finally a global threat to all of the world’s
population. The ecological, natural
disasters that are occurring on the planet
can put an end the mankind existence.
Documentary films are the main tool

for educating and communicating

this problem to the viewer. All factors

of the man-made ecological crisis affect
the ecosystem, the human being

and the life in our region. Kazakhstan,
like other countries of the world, continues
to struggle with difficult ecological,
man-made and natural disasters.
Thanks to these documentaries these
problems become known to the world
and these films can become a reason

to prevent apocalyptic consequences.
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A. A. MallypoBa - CbiHM XaHe TEOPUSbIK Tanaay, 9Ae6UeTTep XaHe AepeK Ke3nepiMeH
KYMBbIC acay, MaTiHAI pefakuumsnay, Makana MaTiHiH XapusnayFa AanbiHaay.

Bknag aBTOpOB

b. T. A6abikacbiMOB — NpOBeAEeHUE UCCIeA0BaHNUS, KOMNOHOBKA paboTbl, COOp AaHHbIX
W NMOUCK IMTepaTypbl, COCTaBNeHUE GunbMorpadmu, penakLums TeKCTa, KOHLenTyanmMsaumus
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BaybipxkaH O61iKacbiMOB

T. K. JKyprenos atbinnarst Kaszak ynTtoik eHep axkagemusicel (Anmarsl, Kazakeran)

Aupa Mauyposa

T. K. JKyprenos arbinarsl Kasak ynTTbik eHep axkanemusicel (Anmarsl, Kasakeran)

KA3AK 3KOAEPEKTI KUWHOCbIHOA KOPIHIC TANKAH 3KOJ10TUANbIK,
TABUFU XXOHE TEXHOTEHAIK AMATTAP

Anpartna. byn MakanaHbiH 6acTbl KO3FalTbIH TakblpblObl «Ka3ak 3KoAepeKTi KMHOCbIHAA KepiHiC TanKaH
3KONOTUANbIK, TADUFU XKIHE TEXHOTEHAIK anaTTap» 60sbin Tabblnasbl. 3epTTeyAiH MaKCaTbl YATTBIK,
3KOLEPEKTI KUHO apKblibl Ka3akcTaHHbIH, 3KONOMMSANbIK XXaFaaiblH KapacTbipy 60/1bin Tabblnagbl.
3eptTeynep Kasakcran PecnybnukacbiHbiH XX-XXI| £f. yATTbIK KMHO BHEPi MaTepuanaapbiHbIH HerisiHae
XYprizingi.

KoblnFaH MiHOETTEp Keneci KeleHAi 3epTTey a4iCTepiH KonAaHy apKblibl WeLlinai: TEOPUANbIK,
Tangay, Busyanabl tangay, SWOT-aHanus, canbicTblpMansl Typae 3epTrey, GuAbMAiK Tanaay, Tapuxu-
KWMHOTaHY Tanfaybl, Tangay XXaHe CMHTE3, abCTpakLUmMsanay, XKiKTey )XaHe caHaTTay.

KazakcTraH akonoruanblk AarnapbiCbl 9neMAaeri KenTereH MeMIeKeTTepAEH apTTa Kabin KOMFaH
XKOK, XX3HE 3KON0ruabIK anaTTapAblH, 6ipkatap MacenenepiH anabiHa any 60MbIHLIA WeLwiM KYTyae.
MaHpbI34bl TakplpbiNTapabiH, 6ipi CemMelt KanacbiHAa OpHaNackaH BypbiHFbl aTOM NOAUIOHbI 6OAbIN
Tabbinagpl. Keneci Macene — nppuraumsanblk xobanapabl aypbic 6ackapmay, 6yn Apan TeHi3i AeHremiHiH,
TeMeHAEYiHe, OHbIH, XXOMbINYbIHA 9Kenai. Apan TeHI3iHiH KypFraybl 6yn aiMakTasbl KAMMaTTbl Tyberenni
e3repTTi, byn MUNMOHAAFaH rekTap epai kapamcbi3 eTTi. KazakcTaHaarbl ayaHblH NacTaHybl — Tafbl Hip
MaHbI34bl 3KONOrUANbIK NpobnemMa. XapkbiH MbicangapablH 6ipi Hyp-CyntaH, Anmartsl, Cement, ©OckeMeH,
KapafraHgpl xaHe 6acka Aa Kananap CUSKTbl YIKEH MEranoancTepai KaMTUTbIH TbiFbI3 CMOT TYTiHi.
bi3aiH eniMi3aiH TaburaTbiHbIH Oy3binybiHA aaam BanacbliHbIH biknaabl 6ackiM, kenbip apkap, CineyciH,
xonbapbicTap, akbekeHaep, 6anbikTap, KyCTap CUSKTbI XaHyapaap TYPAepiHiH XaHe apTypni ecimaiktep
MEH XXaHAiIKTEPAiH, XOMbIbIN KETY Kayni 6ap.

YKorapblaa aiTbinFaH Macenenepin 6apblFblH KapacTbipa OTbIPbIMN, KUHEMATOrpadUSAHbIH Keke
afaMHbIH, A3, XXamnbl KOFaMHbIH, 1 CAaHACbIHA Y/IKEH 9Cep eTETiHIH eckepcek, by 3epTTeyaiH Heri3i
peTiHAe KMHEMATOrpaduanbiK MaTepuanaapabl Nanaanany WbiH MaHiIHAE ©3eKTi 60/bin Tabblnagbl
[ereH KOpbITbIHAbI XacayFa 6onasbl. KUHO eHepiHiH, Mp1M3Machl apKblabl a4aM 63iHiH, XaH TebipeHiciH,
iLIKi CbIpbIH, TiNEriH Binaipce, KMHO XXYPTLbINbIKTbIH, KOKENiIHAE XXYPreH cayannapsa xxayan bepe anaabl,
COHbIMeH bipre afaMHbIH anemMre fereH Ke3KapachlH )XaHEe CaHaCblH KanbinTacTblpa anafbl. OcbiFaH opai,
KMHO afaMAapablH XOfapblaa alTbUIFaH MacenenepiHe CblpTTai Kapan, 3anangbl 6aranan, 6omkamblH
acayfa MyMKiHAik 6epepni.

Tipek ce30ep: 3KONOrMs, TEXHOTEHAIK, OHEP, anaT, KMHO, 3KOAEPEKTI KMHO, SKOTYpPU3M.

Aaliekce3 ywiH: baybip>aH, 964ikacbIMOB, XaHe Anaa MawypoBsa. «Ka3ak sKoaepeKTi KUHOCbIHAA
KOpPiHIC TanKaH 3KONOrUANbIK, TABUFU KaHe TexHoreHaik anartap». Central Asian Journal of Art Studies,
T.7,N2 3,2022,44-60 6.DOI: 10.47940/cajas.v7i3.603.

Asmopnap KomwazbaHbiH COHFbI HYCKACbIH OKbIN KyNnmaosl ¥aHe Mydoesep KaKmblfbiCbl YOK eKeHOi2iH
Manimoelioi.
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BaybipxkaH A61bIKacbiMOB

Kasaxckasi HaumonasbHast akagemust uckycers umenn T. K. JKyprenosa (Anmarsi, Kasaxcran)

Aupa MawypoBa

Kasaxckas HaunonasnbHast akagemust uekyeers umenn T. K. JKyprenosa (Asnmarsl, Kasaxcran)

3KONOTrMYECKUE, NTPUPOAHBIE U TEXHOTEHHBIE KATACTPO®bI,
OTPAXEHHbIE B KASBAXCKOM 3KOAOKYMEHTAJIbHOM KUHO

AHHOTaLIMSI. npe,ﬂ,MeTOM OAHHOIo nccnenoBaHUAa ABNAKOTCA 3KOJI0rM4yeckmne, npupoaHbie U TEXHOreHHble
KaTacTpodbl, OTPAXKEHHbIE B Ka3aXCKOM 3KOA0KYMEHTA/IbHOM KMHO. Llenb cTaTbu — paccMoTpeHue
3KON0rMYeckoro coctosiHms KasaxcraHa ckBo3b MPU3My HaLMOHANbHOM 3KOA0KYMEHTAUCTUKM.
MccnenoBaHus NpoBeAEeHbl HA MaTepUanax HaLMOHANIBHOMO KMHEMATOrpaduyeckoro MCKyccTea
Pecnybnukn Kasaxcran XX-XXI BB.

MeToponormyeckas 0CHoBa CTaTbM COCTOMT U3 TEOPETUYECKOTO, BU3YaslbHOTO, MCTOPUKO-
KMHOBEAYECKOro, GUNbMUYECKOTr0, CPAaBHUTENbHO-COMOCTABUTENIbHOTO aHaNM3a, Knaccubukaumm
n kateropusaummn, SWOT-aHanum3a.

KasaxcTaH Tak e, Kak U Apyrue CTpaHbl, MEPEXMBAET TSKENbI IKONOrMYeckmii Kpusuc. OnHo
U3 BaKHEMLIMX NpobneM aBnseTcs 6biBwnii CeMMNanaTUHCKMIA MOIMIOH M NMOCIEACTBUS UCTIbITAHMIA
S0EPHOro opyxus. HenpaBuibHoe ynpasieHe MppUrauMoHHbIMM NPOEKTaMM NPUBENO K NaLeHMI0
YPOBHS ApasibCKOro Mops BMIOTb A0 €ro McYe3HoBeHus:. BbicbixaHue Apana HaBcerga M3MeHUo
K/IMMaT B 3TOM paiioHe, YTO MPUBENIO B HEFOAHOCTb MUIZIMOHBI FEKTAPOB 3eMN. 3arps3HeHMe Bo3ayxa
B KazaxcraHe - elle oaHa cepbe3Has 3konoruyeckas npobnema. ipkuii npumMep TOMy — MIOTHbIN CMOT,
KOTOpbIi HaKpbIBaeT 6osbluKne ropoaa, Takue kak Hyp-CyntaH, Anmartsl, Cemeid, YcTb-KameHoropck,
Kaparangpl v aopyrue. Npupoaa Hallei cTpaHbl TakxKe NoABepraeTcs Hanaakam Co CTOPOHbI YEN0BeKa,
HEeKOTOpble BMAbI XXMBOTHbIX — apXapbl, CHEXHbIM 6apc, TUrpbI, Calraku, pbibbl, NTULLbI U HACEKOMbIE,
pacTeHUs pa3HbIX BULOB — HAXOAATCA MO Yrpo30i MCHE3HOBEHMS.

Bce 311 cobbIT1s 3KONOrMUECKOro XxapakTepa JIokaJbHOro MacluTaba MMEKT CBOH UCTOPUIO,

W OHM AOMKHbI ObITb MOKA3aHbl BCEMY MUPY CKBO3b NPU3MY 3KOA0KYMEHTA/IbHOTO KMHO.

YuuTbiBas BCE BblllEyKa3aHHblE MPO6AEMbI, MOXKHO CLENATh BbIBOA O TOM, YTO UCMOb30BaHUE
KMHeMaTorpadhuyecknx MaTepuanoB Kak OCHOBbI JAHHOTO UCCNeL0BaHUS SABNSAETCS AEWCTBUTENbHO
aKTyasibHbIM, €C/IN YYEeCTb, YTO KMHEMaTorpad okasbiBaeT 60/blIoe BAUSHME HA CO3HAHME KaK
OTAE/IbHOr0 MHAMBMAA, TaK M 0OLLECTBA B LieNIoM. Yepes npu3My MCKYCCTBA KMHO JIOAM BblipaXaroT
CBOM 3MOLLMU, COKPOBEHHbIE TalHbI U XenaHWs, KWNHeEMATorpad MOXeT OTBeYaTb Ha NOCTABNEHHbIE
06LLEeCTBEHHOCTbIO BONPOChI, GOPMUPOBATH BULEHUE MUPA U CO3HAHME YeOoBEKa. B 3ToW CBSA3M KMHO
MO3BOJISIET B3MSAHYTb HA BbILLEKYa3aHHbIEe NPO6IEMbI NtOLEN CO CTOPOHbI, OLEHWUTb yLLepb U AaTbh
MPOrHO3 HEMOMNpPaBMMOro YpoHa.

Kntoyesbie cnoea: 3K0norus, TEXHOTEHHbINW, MCKYCCTBO, KaTacTpoda, KuHeMatorpad,
3KOA0KYMEHTANUCTMKA, IKOTYPU3M.

Ans yumupoeanus: AbapikacbiMoB, baybipxaH, 1 Auaa MaluypoBa. «Konormyeckue, NpUpoaHbIe
U TEXHOTEHHbIE KaTacTpo(bl, OTPAKEHHbIE B KAa3aXCKOM 3KOJA0KYMEHTaNbHOM KuUHO». Central Asian
Journal of Art Studies, 1.7,N2 3,2022, c. 44-60. DOI: 10.47940/cajas.v7i3.603.
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MHTEPIPETALIUS
[MPUPOJHOI'O HACJIEOUS
B COBPEMEHHOM
NCKYCCTBE KA3AXCTAHA

Ekatepuna Pe3nukosa'

! TocynapcereHHbii My3eit nekycers Pecriy6unkn Kasaxceran
umenn Abbuixana Kacreesa (Anmvarsl, Kazaxcran)

AHHoTaums. Kputnyeckoe COCTOsiHME NMPUPOAHBIX PECYPCOB NaaHeTbl NobyxaaeT obLwecTso
3ayMaTbCsl O NPeA0TBPALLEHUM BO3MOXKHOW rpsaayLiei KatacTpodbl. XyA0XKHWUKK, rnawaTtav 6onesbix
TOYeK COLMYMa, POKYCMPYHOTCS Ha MpobnemMe COXpaHeHMS MPUPOLHOIO Hacaenus, 3KONOrMYHOCTH,
pacKpbITUM NEepMaHeHTHO 06OCTPSIOLLErOCS KOHPAMKTA YeNOBEKA M OKPYXXAIOLLLEro ero M1pa.
03ab0o4eHHOCTb MpobNEMAMM OKPYXKAKOLLEN Cpefbl BO3HWMKAET Kak peakLms Ha OTYY>KAEHME YenoBeka
OT MMPa, NPUPOAbI, CAMOTo Ceb4, YTO eCTb CYLLHOCTHbIM MPU3HAK HALLEN LMBUAMU3ALIUM.

Mcnonb3oBaHWe HOBbIX MHCTPYMEHTOB, METOAOB U TEXHOIOMMI, BAPUATUBHOCTb XYA0XKECTBEHHbIX
CPeAcTB U pa3HOOOpPa3HOW A3bIKOBOW CTUAMUCTUKM onpenenseT cneuuduky npovu3BeneHnin XyL0XKHUKOB
coBpeMeHHoro nckyccrea KasaxcraHa, 06pasytoLux B COBOKYNMHOCTU OTAEbHOE XYL0XKECTBEHHOE
sBneHue. [eHepanbHOM MHMEN GeHOMeHa CTAaHOBSTCS TpaHChOpPMaLIMKU NPUPOLHOro Hacneaus,
XYA0XECTBEHHOE OCMbIC/IEHME OHTONOrMYECKOW CYLLHOCTM U B3aMMOCBS3M YeNOBeKa U NMpUpoapbI.

Llenbto cTaTbu ABNSETCS aHanM3 psaa NpoM3BeSEeHNUIA COBPEMEHHOTO UCKyccTBA KasaxcraHa
LNS BbISIBNIEHNS XapaKTEPHbIX 415 COBPEMEHHOCTU TEHAEHLMIA B XYLOXXECTBEHHOW MHTEPMpPETaLMM
NMPUPOAHOTO HACNEANS U, LUIMPE, HA PACKPLITUM OHTONOTMYECKMX 3aKOHOB apT-MPOLECcCa CEroAHSLLHNX
peanuii. B dokyce nccnenoBaHus — kntoyeBble GUrypbl Ka3axcTaHCKOro contemporary art,

U3BECTHblE U BOCTpeboBaHHble 3a pybexom: Pyctam XanbduH, EneHa n Buktop BopobbeBb,
EpbocbiH Menbanbekos, Anmaryns MeHnnbaesa, Cayne CyneiimeHoBa, Mongakyn HapbiMbeTos,
CakeH HapblHOB 1 fpyrue.

AHMMU3M MPUPOAHBIX 06BLEKTOB, UCMONb30BAHNE HEXYAO0XKECTBEHHbIX M OTPAbOTaHHbIX MPeLMETOB
B KayeCTBe XyA0XKECTBEHHbIX MaTepMasoB, 0bpaLLeHne K apxanyeckoMy KynbTy 060XeCTBIeHNS
MPUPOAHBIX CUJI, aKTyanM3aLUmMsa NPUHLMMOB COBPEMEHHOIO UCKYCCTBA CTAHOBSATCS XapaKTepHbIMU
TPpeHAaMM1 COBpEMeHHOro apT-npouecca. 0630p psaa MpoekToB NO3BONSET PACKPbITb MHOroobpasue
MOAXOLO0B B TPAKTOBKE AAHHOIO IBNEHWUS — OT 3KOJIOrMYECKOro M MeTadu3n4eckoro
[0 COLIMONOrMYECKOro U reonoIMTUYECKOrO.

AHTpOnonornyeckas CoCTaBsoLLAs Kpyra pacCMaTpMBaEMbIX NPOM3BeSeHU A hopMupyeT
BOCMpOM3BeLEHNE NPUPOAHOr0 Hacnenus B COBPEMEHHOM UCKyccTBe KasaxcTaHa B Buae
MUbONOrM3NPYIOLLEro Ha4yana NPMPOLHOro MaTepuana, BHyTPEHHEro KOHMAMKTa YyenoBeka
U OKpY>KaloLLeii ero cpeapl, akTyanmnsaLmmn 3KoNormyecknx npobnemM B KOHTEKCTE COBPEMEHHbIX
peanui.

Knioyessie cnosa: aHTponoMophusm, COBpeMeHHOE MCKYCCTBO KasaxcTaHa, NpMpoAHOe Hacneaue,
3KOMIOMMYHOCTb, apT-06beKTbI, NPUPOAHbIE MAaTEPUAbI, XYA0XKECTBEHHAS MHTEPNPEeTaLIMs, Myparl.
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Ansa yumuposaHus: Pe3HnkoBa, EkatepuHa. «/MHTepnpeTaums NpupoaHOro Hacneams
B COBpeMeHHOM uckycctBe KasaxctaHax. Central Asian Journal of Art Studies, 7.7, N2 3, 2022,

€.61-75.D0I: 10.47940/cajas.v7i3.607.

Asmop npoyuman u 0006pus OKOHYAMENbHBIU 8apuaHmM pykonucu u 3asensem 06 omcymcmesuu

KOHGIUKMa UHMepecos.

BeepeHue

BHCTOpI/IH CTAHOBJIEHUSI U PA3BUTHS
nekycerBa Kazaxerana npuposa
CTAHOBMTCS HE MPOCTO (POHOM HJIK MECTOM
Pa3BUTHSI CIO2KETA, HO HEPEJIKO U IJIaBHBIM
JICACTBYIOUIMM JIULOM. [OpbI U cTenu

B 11eH3aKHbIX KOMIIO3ULIUSIX TPEICTAIOT

B OECKOHEUHOM pPa3HOOOpa3uH,
CTAHOBSITCS CLIEHOH IEHCTBHUS B 2KAHPOBBIX
kaptuHax. O6pasbl MPUPOIbI

MPEJICTAlOT BO BCEOXBATHOH MOJIHOTE

M CaAMOJIOCTATOYHOCTH, GOJBILIMHCTBO
MacTepoB OMUPAIOTCS HA HATYPHBIN MOJXOML
Y pPeaIuCTUYECKUH MPUHLIUI U300PaXKeHHSI.
B 3aBucHMOCTH OT HCTOPHUECKOH CUTYalIUH
1 KOHKPETHBIX XY/I0?KECTBEHHbIX 3a/1a4
NPUPOJIHOE HAC/IEIUE [10-PA3HOMY
MHTEPIPETUPYETCsl B PA3JIMUHbIE T€PUOJIbI
pa3BUTHS MPO(ECCHOHATBHOH HIKOJIbI
nckycersa Kaszaxcrana.

B tBopuectBe xkuBonucien 1950-x
TOJIOB TIPUPOJIHBIE IAHAIIA(THl CTAHOBATCS
He MPOCTO MECTOM JICHCTBHSI — 3TO MOJHOE
rapMOHHUH MPOCTPAHCTBO MEPCOHUMDULIPYETCS,
MCITOJIHSIS1 3aIVIaBHYIO POJIb B OJIOTHAX,
NPeICTaBISIIOLINX HleabHYI0 KapTHHY
HaLMOHAJILHOTO OBITHS, T/l UeJOBEK
1 MIPUPOJIA HAXOJISITCS B OPraHUYHON
B3aumocssizu. [1o cytu, unest
Hepa3pbIBHOCTH YeJI0BEKa U MPUPO/IbI
SIBJISIETCS] OTIPEJIeSIONIed KOHCTAHTON
MHPOBOCIIPHUSTHS Kadaxa-KoueBHHKa,

He MbICJIsILLEro cebsi BHE IPUPOJHOTO
yHUBEPCyMa. Y 1IECTHECATHUKOB 3Ta UIEs
MPOJI0JIZKAET CBOE Pa3BUTHE, BOIJIOLIASICh
B BHJIE 3TTMYECKOH 9K3UCTEHIIMATBbHON
MojiesiH, 06peTasi BO3BLILLICHHYIO
TPAKTOBKY B TOPKECTBEHHOM MPEACTOSTHUU
repoeB, HAMOJIHSISI KAPTHHbBI OLLyLIEHHEM
BHEBPEMEHHOCTH — BEUHBbIE JIIO/I B BEYHOH

crenu. B 1970—80-x ronax xapakrep
OCMBbICJIEHUST TPUPOIHOTO HACIEHS
MEeHsIeTCsl, OCTpee UyBCTBYeTCsl BHYTPEHHHH
KOH(JIMKT uesloBeKa U OKPY2KalolLero

ero mupa. MHorue aBTopbl 3TOro nepuoa
ob6pauiatorest K npobaemMam 3KOoJO0rHH,

B UAaCTHOCTH, K Tpareiid ApajibCcKoro Mopsi.

HakoHel1, HOBbIM 3TaroM CTaHOBHTCS
MCKYCCTBO HOBEHIIEero BpeMeHH,
rie, npedbiBast B KOHTeKCTe cOOCTBEHHbIX
XYJI02KECTBEHHBIX IKCIIEPUMEHTOB,
XY/I02KHHKH HaxXo/sIT caMble pa3gHooOpasHble
MeTO/Ibl U (hOPMbI, TEXHOJIOTHH
1 MaTepHaJsibl, MPUEMbI H CMbICTIOBbIE
MOATEKCThl B PACKPBITHH IJTyOUHBI
M MHOTOIPAHHOCTH B OCMbICJIEHUH
NPUPOJIHOTO Hac/enus. B akosiornueckom
MOJIXO/Ie BbIpazkaeTcst NpeacTaB/eHHe
O MIPUPOJIHOM CPEZie KaK BCEOOBEMJIIOLIEH
CYLLIHOCTH He JJI1 0OC/Ty>KUBaHHUS
4eJIOBEUECKUX NTOTPEeOHOCTEeH,

HO KaK COBOKYIHOCTH aKTHBHbBIX

NPOLLECCOB, ONPEAC/IAIOLLMX TOBEICHHE

1 yCTaHOBHUBLIKECS WAaOJOHbI, KOTOPbIE
B3aUMOJIEHCTBYIOT C YeJIOBEUECKUMHU
TPaeKTOPUSIMH M NIepPEHANPABJISIIOT HX.
Orciona onpezesieHre oco60k poJiu
9KOJIOTHYECKOH KYJIBTYPbI, TPU3BAHHON
00ecrneynTb FapMOHMYHOE B3aUMOJICHCTBHE
o0llecTBa ¢ OKpy:KatoLLel Cpeaoh.
«CoBpeMeHHO€e CO3HaHHe, 0COOEHHO TaKast
ero (hopma, Kak 9K0JIOrHUECKOe CO3HAHHE,
He TOJIbKO “NipopabaThiBaer” 3K0J0rHuecKue
npoOJsieMbl, HO U “HakJ/ajibiBaeT” CBOH
OTIEeYaToK Ha Apyrue (hopMbl 0OLLECTBEHHOTO
CO3HAHMUsI, B TOM YHCJIE M HA UCKYCCTBO»
(Kapako 31).

PaccmoTpeHne coBOKYIHOCTH POEKTOB
COBPEMEHHOI0 UCKYCCTBA M103BOJISIET
BBISIBUTb XapaKTePHble TEHIEHIIUH
B MHTEpIpeTalli1 3HAYHMOK TeMbI



COXpaHeHHsI MPUPOAHOTO HACTIEIUS
1 €r0 COCYIIECTBOBAHMS C YeJOBEYECKOH
UMBUIH3ALHEN.

MaTtepuanbl U MmeToAbl

McrounukoBenueckast 6asa uccae1oBaHust
onpeessieTcsl 3HaYNTebHBIM KPyroMm
nyOJUKaLKi, UCCIEYIOLUX OCMbIC/ICHHE
npuposbl B uckycerBe Kazaxcrana

Ha pa3HbIX 3Tanax ero pa3BUTHSI.

Tak, pasBuTHe nensaxkKHoOro xxaHpa

B Kazaxcrane paccmatpuBaetcst

KaK Ha MpuMepe 3BOJIOIMH XKaHpa
(barypuna O. B.), tak 1 Ha npumepe
aHaJi3a TBOPUYECTBA OT/E/bHBIX MACTEPOB
(bapmankysosa b. K., lllapunosa /1. C.
u J1p. ). KoHiienTtyasnbHble Moaxojib!

B OCMbICJIEHUH Xy[I0?KHUKaMK (peHOMeHa
CTETH B XKMBOTIHCH PACKPBIThI

B MoHorpacduu Epranuesoi P. A.

Psn ny6aukauuii mocBsiileH aHaJIu3y
XyJI0?KeCTBEHHOM cuTyaln Kasaxcrana

B nocrcoBeTckuil nepuoj (Mopaesa B. B.),
a TaKxKe UCC/IeIOBAHUIO CeLIUUKH
TBOPYECTBA OT/IEJBHO B35IThIX MaCTEPOB
KazaxcraHckoro contemporary art

(JTu K. B., Pesnukona E. 1.,

Copokuna IO. B., Tpycnekona X. X.,

[Odepora M. I'1.). Onnako tenenanpapaeHHOro

MCC/IeIOBAHUS TPAKTOBKH COBPEMEHHBIMHU
XYJ0’KHUKaMH MPUPOJIHOTO HAC/IEHS,
KaK W BbIsIBJIEHHs] €10 MHOr00GPa3HbIX
MHTEpIpeTallni, paHee ce/aaHo He ObLIo.
Ananns MUPOBBIX UCC/IEI0BAHUH
MOKa3bIBAET 3HAUMTE/bHYIO AKTyaH3aLHIO
TeMbl COXPaHEHHUS TPUPOJIHOTO HACEUS
yepes MPHU3My 9KOJIOTHUECKUX acleKTOB
KYJIBTYPbl, IM3aliHa, 9CTETHKH KaK
B paboTax MOCTCOBETCKHUX, TaK M 3aMaHbIX
yuenbix (Kapako I'1. C., JIbBoB A. A.,
Hesmoro M. P, Pocrosa H. H. u ap.).
MHorHe 13 HUX OMIUPAIOTCs Ha TPY/Ibl
M3BECTHOTO COLHoJI0Ta U Kosiora TUMOTH
Moprona, 0603HaUUBIIETO UJIEIO,
4TO «BCe MPOOIEMbI IMBUIN3ALIUH
OKaXKyTCsl B UTOTE SKOJOTHIECKMMHU »
(HesmoroB 61). dxosorus sipasiercs
OJIHOM M3 CAMbIX PacrpoCTpaHEHHBIX TEM

COBPEMEHHbIX IUCKYCCHH: MOJUTHUECKHX,
(hHI0CODCKHX, IKOHOMUUECKHX.
[TpuunHOi TaKoH HABSI3UHBOCTH SIBJISIETCS
TO, YTO CBOMM IPEIMETOM OHA UMeeT
He NMPUPO/LY, 4 BECb MUP B LI&JIOM.
M3yyeHne COBOKYMHOCTH MPOU3BEICHUH
coBpeMeHHoro uckycerBa Kazaxcrana
MO3BOJISIET BbISIBUTD PSJl CXOMKHX
TeHJICHLMH U TPoOJIeMaTHKH, XapaKTepHbIX
KakK 1l MUPOBOTO apT-Tpoliecca,
TaK U Jisi peTMOHAJIbHOTO KOHTEKCTA.
MartepuaJji oxBaTbiBaeT paboThl
3HAUMMBbIX (DUTYpP COBPEMEHHOTO
peruoHabHOro apT-Mpouecea ¢ LeJbio
M3y4eHHsl pa3dHO0OPa3HbIX 3a1ay, CTOSILIHUX
nepes aBTopaMmu B 0603HAUE€HHOM
npo6sematuke. OCHOBOM HCC/IEN0BAHUS
crasid oOlleHayYHble METO/Ibl,
B YHCJIe KOTOPbIX aHa/M3, HabJoIeHHeE,
CcpaBHeHHe, ONHUCaHKWe, HAa OCHOBAHUU
yero OblIU clleslaHbl 000011IeHUS
1 BbIBOJIbI. MeKIuCUNInHaPHbINA
MPUHLMI TO3BOJIUJI BbISIBUTh 3HAUEHHE
OCMBbICJIEHHSI IPUPOHOTO HAC/eHs
COBPEMEHHBIMH XyL0KHUKAMH HE TOJBKO
C TOUKH 3PEHHUST UCKYCCTBOBEJIEHHUSI,
HO U OTIPENIesIUTh (hHIT0COPCKHE,
KYJIBTYpPOJIOTHUECKHe, COLMabHbIE,
9KOJIOTMUECKHE U Te0MNOJIMTHIECKHE
rpaHu TosikoBaHusl heHomeHa. Hatuu
XYLO2KHHUKH, SIBJISISICh YACThIO MUPOBOTO
cooO0111ecTBa, MPUIEPKUBAIOTCS 001LIEH
KapTHHbI LeJIOCTHOTO Pa3BUTHS YeJ0BeKa
B KyJIbTYPHOM TPOCTPAHCTBE.
Metononiornueckoit 6a30i H3yueHust

MatepuaJia Ctaji 3KCIO3uLMH COBPEMEHHOTO

MCKYCCTBa, apT-00bEeKThI, TIPOU3BEECHHS
Me/iMaapTa U MHCTAJLISLIMHY Ka3aXxCTaHCKHUX
MacTepoB, a TaK:Ke TeopeTHUecKre TPy/ibl
necsenoBatesei, choKyCHpOBaHHbIX

Ha BbISIBJICHHH OHTOJIOTMYECKUX 3aKOHOB
apT-mpoliecca Cerous.

PesynbtaTthbl

B MupoBo#l Xy10:KkeCTBEHHON TPAKTHKE
9K0apT KaK HOBOE HarpaBJjieHue
COBPEMEHHOT0 UCKYCCTBA BO3HUKAET

B KoH1le 1960-x roj1oB, KOT/1a Xy/I0XKHUKH
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B CBOUX MHCTAJISILUSAX, TPOEKTAX JIFHI-apT
¥ cailT-crielduK yessi ocoboe
BHUMaHHe peasibHOCTH, OKpyKatollen
cpegie. [To yrBepxkenuio T. MoptoHa,
«3HBaHPOHMEHTAJIM3M — 3TO CepHsl
KYJILTYPHbBIX M TIOJIMTHYECKUX PeaKLUi
Ha KPU3HUC Y€JI0BEKA U €r0 OKPYXKEHHS»
(Morton 6). [1pencraBurenu sToro
HarpasJeHHst TBOPSIT MOCPENCTBOM
YK€ CO3[aHHBIX MPUPOIOH OOBEKTOB —
XOJIMOB, 03€p, MyCTbIHb, IOJHH; Ka3al10Ch
Obl, HET U He MOXKeT ObITh HUUEro 6oJee
OJIHO3HAYHOTO, GoJIee TOHSITHOTO
1 oueBuHOTO (JIbBOB 238). OGocTpeHue
KOH(JIMKTA MEXKJy YeJJOBEKOM U MPUPOIOH,
MEK1y JITOJIbMH, MEXKJLY TPUPOJIOH
TEXHOTEHHOH orpeiesisieT TeMaTHueckKue,
uaeiHble, KOHLIENTyaJsbHble TTOJIXO0/IbI
XyJ102KECTBEHHbIX HAMpaBJeHHH, CTUIIEH
1 3M0X. «DKOoJIOrHYecKue npobJieMbl
He SIBJISIIOTCS] TAKOBBIMU, OHU — TPOSIBJIEHHE
ropaso 6oJiee IyOOKUX U CTPYKTYPHBIX
OLINO0K B MOHHUMAHUH OTHOLLICHUH
cyObeKTa 1 00beKTa, ueJJoBeKa 1 MUpa,
MCKYCCTBEHHOI0 M €CTeCTBEHHOTO,
ropofa v npupobl» (HesJoTos 61).
ITO MOCTENEHHO pacIInpsieT
XY/I07KECTBEHHbIA HHCTPYMEHTapHH
¥ CTOSILIME Mepesl Xy0:KHUKaMH 3a/1auH,
4TO SIBJISETCS XapaKTepHOH 001LeMHPOBOH
TeHneHurel. CerojHst CoBpeMeHHoe
MCKYCCTBO, HAaMpaBJeHHOEe HA OCMbIC/IEHHE
MPUPOJIHOTO HAC/IEUs], TPHOOpeTaeT
pasHoo6Gpastble hopMbl, MacITaObI,
MPOHUKAET B 0OLLIENOCTYIHbIE MeCTa
pasmellieHusl.

B kasaxcraHckoil cpesie B cepeiHe
1980-x Bo3HHKaeT MOKoJIeHHe
XY02KHUKOB «HOBOH BOJIHBI», TJI€ SIPKO
0003Ha4YuJ1 CBOM cTUJb baxbIT banuiies,
OBICTPO CTaB MOIYJISIPHBIM HE TOJILKO
B Kasaxcrane, HO W 3a ero npejesnami.
AntpornomMmopduaM NpUPOIHBLIX 0OBEKTOB,
MX TpaHcopMalldy 1 nepeBornJIoieHHs
00603HAUMIIH «MHDOJIOTHHPYIOLIIEE »
HarnpasJsieHue B MckyceTBe Kazaxerana.
B kauectBe raBHOro oObeKTa CBOUX KApTHH
Banuiues u3bupaer kamHu, Kotopble,
10 OMpe/IeNIeHHIO HCKYCCTBOBEIOB, €2KHMBee,

yeM Jioau>». «Ho HackosbKo ObLIH
“oyesioBedeHbl” €ro KAMHH, HACTOJILKO
“okamenesbl” Jioan» (M6paesa 6).
«QOuesnoBeuynBas» KaMHH, Xyl10:KHHUK
pacKpbIBaeT UEI0 TPUCYTCTBYIOIEH

B NIpHpojie 60KECTBEHHOH CyTH —
MaHTen3M U aHUMHU3M. MI3aMeHunBOCTD

¥ MHOTOJIMKOCTb MHPa B €r0 ropax, XoJMax
1 KaMH$IX MpejicTaeT B 6€3BPEeMEeHHOCTH

1 nocrosinerBe. OnHUM U3 nepBbix banuiien
cTaJsl oCBauBaTh HOBbIN /st Havasa 1990-x
TOJIOB SI3bIK MHCTAJISILMH. Tak, KapTUHa
«Yetbipe npopoka» (1989) nazpana

TaK MOTOMY, YTO KOMITO3HIIMS BKJIIOUaJ/Ia
M300paKeHHe Tpex KaMeHHbIX U3BasHUI

C MPUCTAJILHO MISASLIIMMU HA 3PUTEJIS
HapuCOBaHHBIMM IazaMu. YeTBépToe
pacrnoJiaraetcst nepeji XoJCcToM B BUJIE
«CMOTPSILIEr0» KAMEHHOTO 00beKTa,
CBUJIETEJIS BEUHOCTH. BO3MOXKHO, ¢ JIeTKOH
pyku banuuieBa kamHu ceroaHs crasu
TPEHILOBOH TEMOH B HCKYCCTBE.

JIpyrumu Xya10:KHUKaMH,
00paTHBIIMMUCS K KAMHIO KaK [JIaBHOH
COCTaBJIsIIOLLEN CBOUX paboT, cTau
Enena u Bukrop BopoObeBhbl, co3nan
B 1990—2000-x macitabHyto cepHio
«Oxkamenesiocti». HafineHnunie B ropax
BaJIyHbl YOJ006JIIOTCS OBITOBBIM
npeaMeram — TesiedoHy, yTIory, YalHHUKY.
ABTOpBI €TIETHO» MACKUPYIOT PUPOTHOE
npoucxoxaeHue oobekta. iIMeHHo
MarepuasibHasi OCHOBA KaMHS$1 BbISIBJISIETCS]
C MOUEPKHYTOH OUEBHHOCTbIO, CTAHOBSICh
VIABHBIM COOBITHEM 3THX padoT.

«Bcé craHoBUTCS MyCcOPOM, TTOIIEHKHUT
YTHJIM3ALIMH, TIPEBPALAeTCs B HUUTO,

HO Y KaMHsl €CTb LIAHC 3a/1epKaThCsl

B 3TOM MUp€ Ha Napy MUJJIHMOHOB JIET.
[IpupoaHblil 0OBEKT 110 BOJIE XY102KHUKA
npeBpalaercs B NpeJiMeT HCKyCCTBa.
Cepust “Okamenesiocti” — 370 MU

0 BEJIMKOM HACTOSILIIEM, SKCTTO3HUIIUS
My3est Oy/lyllero, rjie oKaMeHeBLIHe
IKCMOHATHI — CBUJETEM Hallell ¢ BaMH
coBpemeHHocTH» (BopoObeBa 48).
Wrpa ¢ matepuanamu, cmbiciamu, popmod
pelIeHa co CBOMNCTBEHHBIMU aBTOPAM
MPOHHUUHOCTBIO ¥ OCTPOYMHEM.



Ep6ocbin MenbinbeKkoB B TeueHue
HECKOJIbKHX JIET [10-CBOEMY HHTEPIIPEeTHPYET
nannmadrbl LlentpanbHoi Asuu, TpakTys
MX OYeHb HEOXKHMIAHHBIM CMTOCO6GOM
B CBOEH CepUH rOPHBIX BEPLUHMH H MTUKOB.
OManupoBaHHble U3aeIHs hadpPUIHOTO
MPOU3BOJICTBA — Ta3bl, PAKOBHHbI, BAHHBbI,
TMOJUIOHBI, KACTPIOJIM — OH MPUBOIUT
K (pHHaILHOMY BOTIOLIEHHIO TTPH TOMOLILHU
KyBaJjibl. FlckopeXeHHbI# MeTas1
C yTpaueHHbIMH (hparMeHTaMH SMajiu
ynono6/sieTest CTUIIM30BAHHON aHOpame
rop, nojapaxas KoHKpeTHoMy mMecTy: «ITuk
Jlenuna» (2007 —2014, uncranusiuus,
MeTaslInueckue 06beKThl ); « [MHIyKy1»
(2005—2021, uncrannsiuus ); «Ilepesadn
Cananra» (2011—2021, uncranasius).
He ciiyqaen BbiGop reorpagpuieckux
00beKTOB — 0003HaUCHHBIE MepeBaJlbl
1 TIHKHK ObIIK MECTOM JIOKaJIM3aLHH
BOEHU3UPOBAHHBIX KOH(JIUKTOB, KTOUKOH
MPOTUBOPEYHH, TPOTHBOCTOSTHUH,

BoiH» (Koxkaxmetor 38). [Ipuposatbie
MOHYMEHTBI MOJIBEPTalOTCs MOCTENEHHOMY
pa3pyLIMTENbHOMY A€HCTBHIO CTHXHI.
XyJ0KHUK yIO00JISETCS CTUXUSM,
JIEUCTBYSI ¢ HHMH 320/IHO — OH Jie(hOpMHUpYyeT
(Mo cyuiecTBy, MOPTHUT) KACTPIOJIH

1 YMbIBaJIbHUKH, TIpeBpallasi cTanaapTHbie
peau-MeH1-00beKThl B YHUKaAJIbHbIE
NPOU3Be/ICHUs UCKyceTBa. PasBuThe

TeMbl C OIIOPOX HA ACCOLUATHUBHbIH

METO/I PUBOJIUT K TIOMCKY HOBOM
BU3yaJsIM3allMd — TEKCTypa FMraHTCKOM
MPaMOPHOH MJIUThI HATIOMHUJIA XY0KHUKY
CryTHUKOBBIE KapThl Google. Xyn0:KHUKY
0CTaJI0Ch TOJILKO BbITPABHPOBATH

Ha Mpamope TONMOHUMHUYeCcKHe 0603HaAYEeHHS]
MHOTOYHCJIEHHBIX TUKOB, MOJBEPKEHHBIX
MOCTOSIHHBIM CMEHAM Ha3BaHUH B KOHTEKCTE
ObICTPOMEHSIIOLIEHCsT TOJUTHYECKOH
cutyauun, — «[Tuk peBoJtoIn»
(2016—2021, mpamop, UHCTAJLSLINS ).

Jlunepom B nepros camoonpesiesieHust
KazaxcTtaHckoro contemporary art Obl
Pycram Xanbdun (1949—2008).
CrpemuTesibHble H3MEHEHHUS
B Xy/102KeCTBeHHOH cuTyauun Kasaxcrana
KoHIIa XX CTOJIETHSI BO MHOTOM pe3yJibTaT

ero BJMSHHUS M yeuauil. Juaor
CO BCEMHPHBIM KYJIbTYPHBIM HACJIEHEM
yepes TPAIULMIO HOMAM3Ma OCYLLIECTBJIAeTCS
UM B MHOTOYHCJIEHHBIX H Pa3HOOOPa3HbIX
M€JIHA: XKUBOIMUCH, UHCTAJLISILIUH, OObEKTE,
nepgopmance, sHBalpOHMEHTE, BUIEOAPTE.
BHe 3aBucumMocT oT BbiGOpa Matepuasia
B MPOM3BeNeHNsIX XalbpruHa MPOC/IeKUBAETCS
€IMHCTBO TIPOTHUBOTIONOKHOCTEH: hopma —
aHTudopMma, 1ienoe — parMeHT, BUIMMOe —
ollylllaeMOe, BHyTpeHHee — BHellIHee,
MyCTOTa — 3aroJiHeHHOCTb. BepuunHoi
TBOPUYECTBA, KBUHTICCEHUUEN BCEX UIEH
1 JIMYHOM Tparenreil XaabguHa CTaHOBUTCS
«HyneBoil ypoBeHb. [MHHAHBIA NpoeKT»
(1999—2001). 210 18-merpoBas
(urypa Jsiexkaiero yesoBeKa U3 IMHbI,
pacroJio;KeHHasi Tak, YTo OHa NPOHU3bIBALT
BCE [MOMELIEHHUSI IBYX3TAXKHOTO 31aHHSI.
MottHasi u iry6oKast 1o 3ambiCJy,
CJIO’KHEH1LIast [0 UCIOJIHEHHIO, 3Ta paboTa,
He UMelollasi aHaJIoroB Ha MOCTCOBETCKOM
MPOCTPAHCTBE, YHUUTOXKEHA PyKAMH
XYJI02KHHKA B CHJTy HEPEOL0JUMBbIX
BHELIHUX 00CTOSATe/IbCTB. [J1nHa sIBJIsieTcs]
KBHHTICCEHLMEH TJIACTHKH U BELLIeCTBEHHO
OJIMIIETBOPSIET COOOH HyJIeBOH yPOBEHb
MCKYCCTBA W MOCTOSIHHO pPa3BUBaeMble
XYL02KHHKOM HJI€H TeJIeCHOCTH,
TaKTUJIbHOCTH, 00palleHHs K apXxauyecKuM
marepualiam, TAKHM Kak 3eMJist
1 IIMHa. Tema roJiyyaet cBoe pa3BuTHe
B nepcopmance, rjie o6HaXKeHHbIE KEHCKHE
Tes1a 0OMa3bIBAJIUCh IMIMHOW — COOCTBEHHAs
MOMNBITKA COTBOPEHHS MEpBOUYE/IOBEKA, Hes
BbIPa3UTh MU(OJOrHUECKHe Pa3MbILLIICHHS
0 CB$I3U UeJIOBEKA U PUPO/IbI.
CoucrnosHUTEIEM MTPOEKTA CTaJl
M3BECTHBIN MpeacTaBUTe/ b aJIMATHHCKOIO
anperpaynna Ieopruit Tpsikun-byxapos,
B YbeM TBOPYECTBE COSAUHUINCH 6A30BbIe
YCTaHOBKH KOHLENTYyaJu3Ma U 1or-apra,
pemy-Mela 1 Kosiaxa. AKTUBHO
pa6oras ¢ 1980-x roioB no Hacrosiiee
BpEeMsl, OH CO3/1aeT apT-00beKThbl
1 MHCTaJLISILIMH, KOTOPbIE TIPeBPallanCh
B OCTPOCOLMAJIbHBIE U TOJUTH3HPOBAHHbIE
BbICKa3biBaHus. ONUpasch Ha MPUHILUT
ACCOLMATUBHOCTH, XYJI0XKHUK OCYLIIeCTBJISIET
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MOUCK HA TEPPUTOPHH «HE-UCKYCCTBA»,
C03/1aBast CBOU MPOU3BEIEHHST U3 GPOCOBOIO
marepuasa u npeimeTon, ObIBLIMX

B ynoTpeOJICHHH U HeCyLInX B cebe
OTIeYaTOK BPEMEHH M SHEPrHH ObIBLLUX
BJaajiesbleB. OOpallieHus K o6pazam
MPUPOJIHOTO HACJENUS BCTPEUaloTCs

y Tpsikuna-byxapoa Heuacro, onHako,
BO3HHUKAs1, OHU CO3MAI0TCS C HEU3MEHHO
MPUCYIIUM aBTOPY OCTPOYMHEM.

Tak coznaetcsa « Mycranr» (2003) —

o0pas KoHs1, [MIABHOIO apXeTuiia HOMaJloB,
BBIMOJIHEHHOTO ¢ aHATOMUYECKOH TOYHOCTBIO
M CKPYMYJ1E3HOCTBIO C 37IeMEHTaMH
KHHETHYECKOH CKYJILIITYPbl — TPUBOM-
éTkamu, pebpaMu-000IKaMHU CTYJIbEB,
3aKJIlOUeHHbIM B Optoxe riodycom. Jlpyrum
00pasoM, HaBeBaIOUIUM MbICJIH O IPSIAYLIEM
arnoKaJIMIcuce, CTaHOBUTCS « PenTuiiusi»
(2002) — moncTpornogo6HOe CyIIECTBO

C OTPOMHBIM BaJIyHOM BMECTO TeJia

¥ JlanamMHu-oropamMu U3 MeTalJIHYeCKHUX
JieTajiell OT HeBEIOMbIX MEXaHU3MOB.
OTtpaboTaHHble BEllM CTAHOBATCS
XY/102KeCTBEHHbBIM MaTepHaIoM

JJ151 TIPOU3BEJIEHUH — XY/IOXKHHUK MTpejiiaraer
HEOXKHIAHHYIO H OPUTHHAJBHYIO (hOpMY
YTHJIM3ALHHN < MYyCOpa .

Jlnst Anmarynb Menan6aeBoit Tema
NPUPOJIHOIO HAC/ENUS CTAHOBUTCS
TEeMaTHYeCKOH H CMbICJIOBOH JOMHHAHTOH
Ha pa3HbIX 3Tanax TeopuyecTna. B pannem
nepuojie oHa 0603HAYAET CBOU TBOPUECKHE
MOMCKH MOHATHEM «TAaHKPOMAaHTHUECKHH
IaMaHU3M», TJIe «JIpEBHHE U MUCTHUECKHE
3aKOHbI Ka3aXCKOT0 UCKYCCTBA
COBMELLAIOTCS ¢ pACKOBAHHBIMU TOUCKAMU
nankos» (Mensnbaena 80). KoueBHukn,
JIETH MIPUPOJIb, PEJCTAIOT B }KHBOTIHCHBIX,
rpaduuecKux U BOMJIOUHbBIX KOMITO3ULIUSX
1990-x rooB B MoJIHOI rapMOHUH
C OKPY?KalolIUM HX MUPOM — MTHIIAMH,
pblOaMH, }KHBOTHBIMH — MUP NPUPOIHBIN
1 ueJIoBeYeCKHH CBsI3aHbl B €IMHOE LIeJI0e,

a Kaxkbli 06pa3 CBOAUTCS K JJAKOHUYHOMY
opHamMeHTa/bHOMY 3HaKy. [To3xe, xKuBs

B Bepsnne, Asmarysib oT1a€T rnpeirnoyteHme
U poBbIM Meia. [1aBHBIM 0GbEKTOM

ee UCC/IeIOBAHMS U TBOPUECKOTO

OCMbIC/IEHHUS CTAHOBUTCS CTElb,
KOTOpast MOCTOSTHHO (PUTypUpPYeT
B BUJle0apTe U nepdopmancax. B pabore
«MaJioHHa BeJIMKHUX CTenel» CTelb
nepcoHUGUIHpyeTcs B 00pase XKeHIIHHbl —
MOPOKAEHHON TIPUPOJION M BOTIIOLIAIOLIEH
ee. Ona Hanesena sHeprueii cosuaHus
¥ 3alUThI, BOTJIOIIAET IPEBHUX apyaxoB
M TOTEMHbIX 2KMBOTHbIX. JKeHi1Ha
Borolaer 60ruHo YMai, 60KecTBo
3eMJIH, JKEHCKOE HayaJslo B TEHIPHAHCTBE —
JIyXOBHOH OCHOBE KOU€BOMH KyJIBTYpbI.
[lnaBHOE NBMKEHHE, )KEHCTBEHHOCTD (hOpM
M CXOJICTBO HX CO CTEMHBIMM JIaHIIIapTaMu
BO MHOI'OM OINPE/IEJIHIIN 3CTETHKY paboT
Anmaryiib.

Asropckuii ctusb Cayne CyeliMeHOBOH
(opmupyeTcst B OIMH MepHoL ¢ AstmMarysib
u coBnasiaet ¢ pacnajgom CCCP.
Mx o6benHsieT COBMECTHOE yyacTre
B XY/102K€CTBEHHbIX BbICTABKAX W MPOEKTAX,
NpoObl CX0KUX MATEPUAJIOB U TEXHHUK,
MOMCK COOCTBEHHOTO XY/102KECTBEHHOTO
513bIKa, OCMbIC/IEHHE TPAULIUOHHON
KYJILTYpbI U €€ afanTallusi K HOBbIM,
COBpPEMEHHBIM peasiisiM. ApXUBHbIE
tdororpacduu konua XIX croserus,
COXpaHUBILIME JTUKH HOMAJIOB, CTAJN
0OBEKTOM HCCJIeI0BAHUS XyLOKHULLbI,
KOTOpasi TUlaTesJbHO BCMaTpUBaJach,
MbITAsICh MO3HATH MBICJIH, YyBCTBA, 06pa3
»KU3HHU MPEJILLIECTBYIOLIHMX TOKOJEHHUH.
[ToromKkH TIOPKOB 1 cKMOB, MPeo1oeB
BpeMS$i, CTAaHOBSITCS! IVIABHBIMH T€POSIMHU
ee NPOU3BEICHHUI, IJIe MoUEePKHYTast
MOHOXPOMHOCTb, LlapanuHbl HAa TOBEPXHOCTH
YCHJIMBAIOT CXOJICTBO CO CTApOH
tororpadueit, cnocoGHON MPEICTABUTh
3PUTEJIIO JHLA 1AJE€KOTO MPOILLLIOTO,
KOTOpBIE 110 BOJIE XYJ0?KHHIIbI MOTYT
repecesisiTbCsi B MPOCTPAHCTBO
COBPEMEHHbBIX MErarnoJiMcoB, B rpyoblie
peaJsiii CoBpeMeHHOCTH. YKMBOMHUCH
1 chotorpadusi, BCTpeuasich B eIMHON
1300pa3uTebHOMN MJIOCKOCTH, CO3/IAI0T
CUMBOJIHUECKUH JTMAJIOT HACTOSIIIETO
1 TPOLJIONO, KOTOPBIH U CTAHOBUTCS
MPEMETOM XyJ02KECTBEHHOTO OCMbIC/IEHHS
XyIOKHHIIbL. PasBuThe 311X Haei



1 9KCMIEPUMEHTUPOBAHUE C MaTepHalaMu
npuBoauT B 2014 roay K crapty 60Jb1I0TO
npoekra «Llennodanosast XKUBOMUCH >,
KOTOPbIF Pa3BUBAETCS 110 Cel JIeHb.
PaGotbl cepun npecrapisiior co6oi
KaMepHble ¥ TUTAHTCKHE MaHHO

13 MJIACTHKOBbBIX LIBETHBIX [1AKETOB,
CTaBLLIUE, CO CJIOB XY/I0XKHHLLbI,
«KBUHTICCEHLMEN ee }KU3HEHHOTO

1 XyJ102KECTBEHHOTO OMbITa»,

6€3 UCI0JIb30BAHHUS KPACOK HJIH IPYTHX
XYJI02KECTBEHHBIX MaTE€pPHaAJIOB.

E€ oTKpbITHEM CTaJI0, YTO MJIACTUKOBbIE
Marepuasbl y2Ke BKIYaloT B ce0sl
6oratyto NajuTPy UBETOB U TEKCTYP.
[lnacTuk ocraercst B 3emJie IeCATKH JieT

M TIOYTH He pasJjaraercst. DTo ThICIUU
TOHH HEPaCTBOPEHHOIO MyCcopa JiexKaT

Ha OFPOMHOMH TEPPUTOPHH Ka3aXCKOH
crenu. [Tonbupas no uBeTy U CMbICIY,
dopme 1 pasmepy parmMeHThl 1IBETHOTO
TJIaCTHKA, CTABLIEr0 HEOThEeMJIEMOH YaCTbIO
Halleil noscenHeBHocTH, CayJie co3naet
COOCTBEHHYIO KAPTHHY MHPa ( KOHLEMIIHIO
ObITHS1 ), COC/IMHSS MTPOLLIOE U HAacTosILLLee,
TPAJIMLIMIO U COBPEMEHHOCTh, TPUPOHOE
¥ cuHTeTHyeckoe. HemanoBaxkHo

M CTPEMJIEHHE XOTb HEMHOTO YJIy4YIIHTh
9KOJIOTHYECKYI0 cuTyalio. McnonbsoBanue
IIBETHBIX MAKETOB (HEPEIKO C COXpaHEHHEM
Ha3BaHUI OPEHI0B) B KayecTBE OCHOBHOIO
maTepuaJgia B cepun «Ije-to B Benukoi
CTeMU>» MOPOKAAET CEPHUIO MeH3axKeH,
oToOpaxKaux oOLIUPHYIO TEPPUTOPUIO
CTeMH, IJie He3PUMO OLLYIIAETCs
yesioBeveckoe npucyrersue. Kosbibesb
HOMAJIOB, CIJIOLIb TOKPBITAs CETO/Hs
MJIACTHKOBBIM MyCOPOM, TepsieT Obloe
BeJIMYHeE.

Jlpyrum npuMepom HCroJsib30BaHMs
HEXY/L0KECTBEHHBIX MaTEePHAJIOB CTAJI0
TBOpuectBO MoJinakysna HapbimbGerosa.

Y npejcTaBuTeis JereHa1apHoi rpynmbl
«KbI3bL1 TpAKTOP» TPaAHLMOHHAS
»KMBOIUCH OPraHUYHO COCYLIIeCTBOBAJA

C 9KCMepUMEHTabHBIMHU NephopMaHcaMHu,
apT-00beKTaMH U HHCTAISILUSIMH.
MHorue ero npou3BeIeHUs1 OCMbICTUBAJH
HepasdyMHOe UCTOJIb30BaHHE MPUPOIHBIX

pecypcoB, HEPeJIKO MPUBOJUBILIEE
K paTaJbHbIM TOCJIEICTBUSM.
Heo6xoanmocTb coxpaHeH st PUPOIHOTO
HacJ1e/11sl MPOSIBUJIACD Y XYIL0KHUKA
B o6pallleHHH K Tparenu ApanbCcKoro
MOpsl — BaxKHEHILIero yTpayeHHOro
Ka3axCTaHCKOT0 BOJIHOTO pecypca.
MounakyJa ctaj eIMHCTBEHHbBIM
B KazaxcraHe xy10:KHUKOM, KTO OTKpPbIJI
MHHOBALIMOHHBIH METOJI HCTI0JIb30BAHHS
0TpaboTaHHbIX aBTOTIOKPbILIEK B KAUECTBE
XYJ102K€CTBEHHOT0 MaTepHaJia Ji/1s1 CO31aHusl
CBOUX CKYJIbIITYP, MOHYMEHTAJbHbIX
KaK 10 3aMbICJTy, TaK U 110 pasMepy.
BbiKpoeHHbIe HEMOCTHKUMbIM 00pasoM,
oOpaboTaHHble Masi/IbHOM JaMITIOH
1 3aKperJieHHble Ha JIepeBsiHHbIE
WM METaJIIHYeCKHE KapKachl TPOTEKTOPbI
npeo6pasyoTes B OpUTHHAbHbBIE
1 BbIPA3UTeJIbHbIE CKYJILITYPHbIE
KOMIO3ULIUH-06bEKThI. 3aCThLIH
B 110J1€Te BCAJIHUKK — UTPOKH B «Koknap»,
«Ckapabeil» HeyCTaHHO MPOJ0JIKAET
KaTUTb cBOH wwap. [Tokpsbiliika,
K0JIecO, aBTOMOOUJIb U LIHpe — J000H
MeXaHHU3M SIBJISIETCS] HEOTbEMJIEMOMH
1 BCENpPOHUKAIOLIEH YacTblo HALIEro
TexHoreHHoro Mupa. TexHuuecku# nporpecc
M3MeHUJ (I H3YyPOJIOBa? ) KJIMMAT
Ha nuianete 3emJs. Kpome toro,
B KOHTEKCTE CErOJIHSILIHErO cTaTyca
Kasaxcrana kak HeTsiHOM Jiep2KaBbl
JIAHHbIA CUHTETHUECKUH MOJIUMEPHbII
mMarepuall MOXKET pacCMaTPUBATHCS
B KayecTBe BIOJIHE KOHKPETHOTO CHMBOJIA
COBPEMEHHOCTH.

Caken HapbIHOB, Xy10:KHUK
1 apXUTEKTOp, CO3/aeT YHUKAJbHbIe
MPOU3BENICHHUS], KOTOPbIE SBJSIOTCS
ICTETHUECKUMH 0ObEKTAMH U CJI0XKHbBIMH
TEXHMUECKUMH U300 PETEHUSIMHU.
Ero ckynbnTypHble MOJIENH SIBJSIOTCS
BU3YyaJIbHBIMH BOTJIOLIEHUSMH OECKOHEUHO
MaJibIX U 6e3rpaHuuHO GOJbIINX
(hopM, TAKHX KaK aTOM HJIH BCEJIEHHAS,
MoJieKyJia uin rajaktuka. OGbeKThl
MPUPOIHOTO HACJIEIUS HEPEIKO CTAaHOBSTCS
LIEHTPaJIbHBIM CMBICJIOBBIM 3JIEMEHTOM
ero komnoszuiui. Bynyuu B 2018 rony
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ydyacTHHKOM KoHKypca «Kon Hayku
1 MCKYCCTBA», XYJOKHHUK MPEIOKHUII
OPHUTHHAJbBHYIO HJIEI0 TIPOEKTA, IJle OCHOBOMH
KOMITO3HIIHH CcTajl 00pa3 pacTeHus,
B MU306U/IMM TTpoudpacTatoliero B fOxuom
Kasaxcrane. 91o pasHOBHIHOCTb
TOJIBIHH, U3 KOTOPOH M3BJIEKAETCS
BELLeCTBO CAHTOHUH (OTCIO/Ia M Ha3BaHHe
(hapmalieBTHUECKOH KoMMaHuu “Santo”,
3aKas3uuKa KOHKypca ). XapaKTepHOH
0COOEHHOCTBIO MPOU3BEJICHHUS CTaNO
COe/IMHEeHHEe KOHKPEeTHOro o6pasa pacTeHHsl,
JIOCTOBEPHO BBITMOJHEHHOTO H3 TOHKOTO
MeTaJl1a, U abCTPAKTHOIO BOTJIOLLIEHHST
CTPYKTYPHOH KPUCTAJIJIMYECKOH peLleTKN
XMMHYECKOr0 3JIeMeHTa CaHTOHHMHA.

[Tono6GHbINA NPUHIKIT JIET B OCHOBY
JIPYroro NpoU3BeeHHsI M0l Ha3BaHHEM
«JlpeBo »ku3un». [1o 3ambicty xKuBas
pacTyuiast esib MpeiCTaeT B OKPYKEHUH
PYKOTBOPHOH KPUCTAJIIHUECKOU PeLLeTKH,
BbIpaxKalolie (hopMyJTy LEeNTI0N03bI.
HurepecHo, 4To KUBOH 0OBEKT
B IIpoLecce CBOeH OHOJIOrMYECKOH XKU3HH
nojepraercst TpaHcopmallusim — pacrer
BBBICb U BLIMPb, MOCTENEHHO U MOCTOSTHHO
M3MeHsieTcsl. BaykHbIM HIeHHBIM
M CMbICJIOBBIM aKLLEHTOM, MOSICHSIIOLLAM
HazBaHue paboThl, sBJsiercst Teker Moranna
Bousibtranra dou [€re:

Cyxa Teopusi, MOH YT,

A 1peBo KH3HH BEYHO 3€JI€HEET.

O6a npoekra 1noka CylecTByIOT B BUJIE
WIeH U 5CKM30B, HO HX BOIJIOLIEHHE
B JKH3Hb MOXKET CTaTh YHHKAJbHbIM
MPUMEPOM COEIMHEHHUS }KHBOTO MPUPOAHOTO
00'beKTa M TBOPUECKOH SHEPTHH CO3/IaTesl.

B coBpemeHHOM HCKyccTBe BeE yallle
npou3BeJieHust BLIXOAAT B public space,
CTaHOBSIChb YACTbIO FOPOJICKOTO
NPOCTPAHCTBA. XY0KHUKH BU3YaJIU3UPYIOT
CBOIO WJIEI0, UCTIOJIB3YS SI3bIK rpadpduTH
1 MypaJsioB. OJIHUM U3 SIPKHX MacTepoB,
CO3/1aLOLIHMX OCTPOYMHbIE U BbIPAa3UTE/bHbIE
MypaJibl C OCTPOCOLHAJIBHBIM MOATEKCTOM,
sissisiercst [laa Kac. B 2016 rony B ropose
Temupray oH cosnaer MOHyMeHTa/bHYIO
kKomnosuuuio «Ilnsiem», KoTopyio
paameliiaet Ha GOKOBOM chacajie KUJI0ro

JIOMa HeOOJIbLLIOTO MPOMBILLIEHHOTO
ropojka. CroxkeT npejicranJsieT co6oi
BHJIOU3MEHEHHYIO periuky «TaHua»
Anpu Matuccea, rjie XopoBoJ, «6ebix
BOPOTHUUKOB» YCTPEMJISIETCsl B KPYroBoe
JIBU?KEHHE BOKPYT JIbIMSILLEH 3aBOJICKON
TPyObl, CHJTy3Thl KOTOPBIX BUIHBI PSIIOM.
Bek cryers mocJsie porkiaeHust TPOU3BENCHHUS
BEJIMKOTO (POBUCTA HAXOAUTCS XYJI0XKHHK,
HaOJIOIAI0LIMH HOBYIO PeasIbHOCTb.
[naBHBIM CTAHOBUTCS HE TOJBKO
1 He CTOJIBKO CIOZKET, CKOJIbKO BBIOOP
MeCTOIOJIOKEHHUST TPOU3BEEHHS], KOTOPOE
COOTHOCHTCS C peasibHbIM MeH3axeM,
HaroJIHEHHBIM JIbIMSILLIUMHUCST TPyOaMHU.
IT0 peasibHbIH FOPOJL € KUBYLLIUMH B HEM
JIIOJIbMH, TJ1€ MeTaJIypruuecKue 3aBoibl
BBITPABJUBAIOT Bee kuBoe. M3aBectHo,
4TO 3KOJI0rHYecKas npoda 3emJu
Ha MATH IETCKHUX MJI0IIA/IKaX yCTaHOBUJIA
npeBbIlIeHHe CBUHIIA B 5 pa3 GoJiblile
jonyctumoit Hopmbl! MHerpymenrtapuii
COBPEMEHHOI0 UCKyCCTBA MPU3BaH
coKycHpoBaTh BHUMaHHe Ha TPEBOXKHON
CUTYaLHH.

3aKJIIOuUTeIbHBIM TIPUMEPOM
SIBJISIETCS [TPOM3BE/ICHHUE, CO3/IaHHOE
3apyOexKHbIM MaCTEPOM, HEUYKJbIM OOLIUM
UMBHIM3AUMOHHBIM 1TpoOsiemam. MM coznan
MypaJi, MOCBSIIIIEHHbIF OXpaHe MPUPOJHOTO
HacJie[lusl, CTaBIIWH 3HAKOBOW TOUKOMN
FOPOJICKOTO MPOCTPAHCTBA
B Astmatbl. Tesbmo [Tunep, paboratoiuit
B coaBTopcTBe ¢ Miel Krutz, o6pazoBan
TBOpueckuil 1yst Telmo Miel, npusnanubri
cosjlaTe/IsIMH MypaJioB HOMep OJIMH
B [osutannuu. BriepBble npuexan
B Kasaxcran, Tesbmo [Tunep o6paruscs
K TeMe COXpaHeHMs IPUPOIHOTO HACIEeIUS
yepe3 00pa3 3alIMTHUKA TPUPOJIb,
Tparuueckast rubesib KOTOporo Bbi3BaJia
LIHPOKHH 0O1I1eCTBEHHBIH pe30HAHC.
LleHTpom KoMMo3uiiMu Ha dacajie KUaoro
JIOMa Ha nepecedeHut yauu JKapokosa
1 YTernoBa sIBJSIETCS YeJI0BEK CPEIHUX JIeT
a3MaTCKOU BHEILIHOCTH — cOOUpaTeibHbIH
o0pas 3alMTHUKA TPUPOJIbI, B PYKax
KOTOPOTo JieTeHblIl cafiraka. [Iporotunom
craj erepb Epnan Hyprasnues, kotopblit



B 2019 roay noru6 oT BLICTPEIOB
OpaKoOHbepOB, 3alllUIlas calrakos.
YenoBek, 11eHOH KU3HU 0OeperaBLIni
npupoy, OblJ1 TPU3HAH TOJTMHHBIM F'epPOeM.
Tenwmo TTunep, cosnapasi cBot o6pas,
TOUHO Mepe/as MoPTPETHOE CXOACTBO,
HaJIe/IUJl erepst YeTbIPbMS PyKaMH, yCHJTMBast
WJIEI0 3aLLMUThl XPYNKOro U ysI3BUMOTO MUpa
JKUBOTHBIX. [ I[pousBenieHne 6bII0 CO3MaHO

B pamkax Mural Fest (kypatop npoekra
Mounnp bexxkan).

3aKknwuyeHue

CoBpeMeHHBbIH [M0OaNbHbIA MUP CTABUT
nepeJi 4eJ0BeYeCTBOM MHOXKECTBO
aKTyaJbHbIX MPOOJIeM, HEMAJIOBAXKHOK

U3 KOTOPBIX SIBJIIETCS COXPAHEHHE
npupoaHoro Hacaeausi. CoBpeMeHHast
3M0Xa XapaKTepU3yeTcst TeM, uTo Jirobas
AHTPOINOreHHas 1eATe/bHOCTb BEIET

K Hen36e:KHOMY H3MEHEeHHIO Kaumara

1 9KOCUCTeMBI MJ1aHeThl. Y KH3Hb
COBPEMEHHOro MerarnoJiica o00cTpsieT
npo6JieMy B3aUMOCBSI3H YesloBeKa

Y TIPUPOJIbI, BCJEACTBHE Yero MHOTHE
XY/I02KeCTBEHHbIE [TPOU3BEACHUS 00peTatoT
NPSIMYIO 9KOJIOTHYECKYIO HallpaB/JAeHHOCTb.
VYXy/lLLEHHE 9KOJIOTHYECKOH CHTYyaLHH,
o6alibHOe MOTelJIeHUe, CTPEMHUTEbHOE
CHH2KEHHE YPOBHSI U KayecTBa NPUPOAHBIX
pecypcoB BBI3BIBAIOT 6€CMOKONHCTBO KaK

y CMELHATUCTOB, TaK U Y LLIMPOKOH MHUPOBOH
00OLEeCTBEHHOCTH. DKOJIOTHSI SIBJISIETCS]
OJIHOH M3 CaMbIX pacrpoCTPaHEHHbIX TeM
COBPEMEHHbIX JIMCKYCCHH: TTOJIUTHUCCKHX,
cbunocodckux, skoHomMuueckux. [ Ipuunto
TaKoH HaBSI3YHBOCTH SIBJISIETCS TO,

YTO CBOUM MPEIMETOM OHAa UMEET

He TIPUPOJLY, a BECb MUP B LIJIOM.
«DKOJIOTUS KYJIBTYPbl BbICTyNaeT
OCHOBHBIM (PaKTOPOM, CIOCOOCTBYIOLLIMM
rapMOHM3aLIUK TeCHbIX B3AUMOOTHOLLICHUH
MEe2K/1y 4eJJOBEKOM M 0OLLECTBOM,
4eJI0BEKOM U MIPUPOJIOH, UeJIOBEKOM

Y LIMBUJIM3ALMEN, @ TAKXKE [TPEICTABJIACTCS

OJIHUM M3 HauboJ1ee aKTyabHbIX
SIBJIEHUH KYJIBTYPHOH aHTPOIOJIOTHH,
06ecrneynBalolMM KyJbTYyPHO-IyXOBHOE
nacyenue» ([abutos u Kaynen6aesa
37—38). B TBOpuecTBe COBpeMeHHBIX
Xy/I0’KHUKOB KazaxcraHa
MHTEPIPETUPOBAHKE TPUPOIHOTO
HacJ/1e/Ms MOoJTydyaeT pa3BUTHE, OMUPAsCh
Ha BAPUATHBHOCTb CPEJICTB U METOJIOB,
MHCTPYMEHTapHsl U MPUEMOB, CTUIIMCTUKH
XYJI02KECTBEHHOTO 513bIKA. XY/I0KHUKH
MPU3BIBAIOT 3ayMaThcst 00 3Tol mpobyemMe
BO BCel ee MHOrOIPaHHOCTH. DTOT TPEHL
B MCKYCCTBE CerojiHsi obpetaer
nJIaHeTapHbIk MacuiTad, CTaHOBSICh
MPSIMbIM PU3BLIBOM K COXPaHEHHIO
MPUPOJIbI.

[IpencraBieHHbI# KPyT MPOEKTOB
He TpeTeHIyeT Ha UCUEePITbIBAIOLLLYIO
MOJIHOTY B TpaHCchOopMalusix PUPOHOTO
HacJs1e/Msl, 0fiHaKo o603HavYaeT HanboJlee
3HAUMMble TEHIEHIIMH B TPAKTOBKE SIBJIEHHUS.
I10 U hunocodcko-mMeTapopuieckne
pa3MblLLJICHHS C IPAMATHYECKUM OTTEHKOM,
MPOHUYECKast UTPa C MaTeprHasaMHu,
MOUEPKHYTO Fe0NOJUTHIECKUI XapaKTep
B H300Pa3nTEIbHOCTH JaHIIadToB,
coe/iiHeHre HOMaJM3Ma 1 MOJIepHU3Ma,
MCI0JIb30BAHME HEXY/I0?KECTBEHHBIX
MaTepuasioB, BKJIIOUEHHE KUBbBIX TPUPOHBIX
0OBEKTOB B KOHTEKCT IPOU3BEJICHUH,
MaHHpecT B o0beKTax nabiuk-apTa.
[1pu Bcem pasHooOpasuu npejicTaBaeHHbIX
(hopM, TeXHOJIOTHH, UJIeH U CMBICJIOB
M30paHHble MTPOU3BENEHHST HATTISHO
NPEICTABJSIOT LLIMPOKHUI CIIEKTP TPAKTOBKH
MPUPOJIHOIO HAC/IEIUS] B COBPEMEHHOM
nckyccrBe Kagaxcrana B 6ecKOHEUHOM
MHOKECTBE €ro UHTeprpeTalui.
B coBpeMeHHBIX OLIeHKAX POJIM HCKYCCTBA
B »KH3HH YesioBeKa obpallaercs BHUMaHne
M Ha €ro BO3MOKHOCTb YYacTHsl
B ONTUMH3ALMH OTHOLIEHHS YeJlOBeKa
C npupojol, n6o, no MHenuto MoptoHa,
MMEHHO «HMCKYCCTBO MPAKTHKYET MOIJIMHHO
sKoJIorMueckoe coznanue» (Pocrosa 156).
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EkarepuHa Pe3nnkoBa

O06isxaH Kacrees aTbiniarsl MemsekeTTik eHep mypaxaiinl (Asnmvatsl, Kazakeran)

KA3IPI'l KASAKCTAH ©HEPIHAOErI TABUFU M¥PAHbI UHTEPMPETALIUAJIAY

Anparna. MnaHeTaHbiH TabWUFU pecypcTapbiHbIH, CbIHM XaFaakbl KOFaMAbl bIKTMMAs anaTTbiH, anablH any
Typanbl oMnaHyra utepmeneni. KoraMHbIH MyH-MYKTaXbIHbIH, XKapLUblCbl 60FaH cypeTwwinep Taburat
MypPaCblH CaKTay, 9KONOTMUSbIK Ta3anblk, aaM MEH OHbl KOPLUAFaH 9/1€M apacbiHAAFbl YHEMI LWUMENeHicin
6apa »aTkaH KaMLWbINbIKTbI ally MaceneciHe Hasap ayaapaabl. KopluiaraH opTaHbiH, Macenenepi Typanbl
anaHgaywblblK 6i34iH 6pKeHUeTIMI3AiH MaHbI3abl 6enrici 601bin TabblNaTbiH aAAMHbIH, S/IEMHEH,
TabuFaTTaH, ©3iHEH anlakTayblHa peakums peTiHae TybIHAANAbI.

YXKaHa Kypannapabl, 34icTepai aHe TEXHONOrMANapAbl NakaanaHy, Kepkemaik KypanaapabiH
BapUATUBTINITi XXaHE NMMHIBUCTUKANbIK, CTUIUCTUKAHBIH, CaH anyaHablbl Ka3akCTaHHbIH, Kasipri
CypeTwinepi WbifapManapblHblH epekLeniriH aHbIKTalabl, onap bipre xxeke KepkeMAik KyOblnbICTbl
Kypanabl. KybbinbICTbIH Xannbl Xenici — TabuFu MypaHbliH, TYPIEHYi, OHTONOTUSbIK, BONMbICTbI )X3HE afaM
MeH TabuFaT apacbiHAaFbl KAPbIM-KATbIHACTbI KOPKEM TYCiHY.

MakanaHblH MakcaTbl — TabMFU MypaHbl KEPKEMAIK TYpFblAAH TYCiHAIpYAEri Ka3ipri 3amaHfa TaH
TeHAEeHUMANApAbl aHbIKTAY XXOHe KeHipeK aiTKaHaa, OyriHri WhIHABIKTbIH, KEPKEMIiIK NPOLECCiHiH,
OHTONIOTMSNBIK, 3aHAbIIBIKTAPbIH aly YiiH KasakcTaHaasbl 6ipkatap 3aMaHaym eHep TyblHAbINAPbIH
Tanpay. 3epTTeyaiH Ha3apblHAA Ka3aKCTaHAbIK contemporary art canacbiHAaFbl HEri3ri TyiFanap,
LweTenae TaHbIMan XaHe cypaHbicka ne Pyctam XanduH, EneHa xaHe Buktop BopobbeBTtep, Ep6ocbiH
MengibekoBTtap, Anmaryn MeHnnibaeBa, Cayne CyneiimMeHoBa, Mongakyn HapbimbeTtos, CakeH HapbiHoB
XaHe T. 6.

TaburaT 06bEKTINEPIHIH aHUMU3MI, KOPKEM EMEC XdHE MaihanaHblIFaH 3aTTapabl 6Hep MaTepuarbl
peTiHAe nanpanaHy, Tabusu KywTepai KyaannaHablpyablH apXauKasblK, KyabTiHe XYriHy, 3aMaHayu eHep
NPUHLMNTEPIH ©3eKTi €Ty Ka3ipri 3amMaHfbl 6Hep NpoLecciHe ToH TeHAEeHUMANapbiHa aiHanyaa. bipkatap
»Kobanapapl WOy 3KONOTUANbIK, XXaHe MeTaduM3nKabIKTaH COLMONOTUANBIK KIHE reocasicura AeniH 6yn
KyObINbICTbI TYCIHAIPYAIH, SpTYPAi TaCiNAepiH allasbl.

KapacTbipbinbIn OTbIpFaH >KyMbICTap TONTAMACbIHbIH, aHTPONONOTUANbIK Kypamaac 6eniri
Ka3akcTaHHbIH, Ka3ipri eHepiHaeri Tabuu MypaHbl Tabusn Matepuanabl MUbONOrusanblk 6actay TypiHaeri
>KaHFbIPTYAbl, aAaM MEH OHbl KOPLUAFaH OPTaHbIH, iLUKi KAKTbIFbICTAPbIH, Ka3ipri 3aMaHFbl WbIHABIKTAPAbIH,
KOHTEKCTiHAEe KOpLUaFaH OpTaHbl KOpFay MacenenepiH e3exTi eTyai Kypanapl.

Tipek ce30ep: aHTponoMopdu3M, KazakCTaHHbIH, Ka3ipri eHepi, Tabufn Mypa, 3KONOrMUSbIK Ta3ablkK,
©Hep HblCaHAapbl, TAbUFUM MaTepuanaap, KepKeMAiK MHTepnpeTauus, KabbipFa cyperi.

Jaiiexce3 ywiH: Pe3HukoBa, EkatepuHa. «Kasipri KasakcraH eHepiHaeri Tabus MypaHbl MHTEpRpeTaLusiays.
Central Asian Journal of Art Studies, 7. 7,N2 3,2022,61-75 6.DOI: 10.47940/cajas.v7i3.607.

Asmop Kom#a3baHbiH COHFbI HYCKACbIH OKbIN Kynmaosl ¥aHe mMydoenep KaKkmblfbiCbl OK eKeHOieiH
Manimoelio.
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Abylkhan Kasteyev State Museum of Arts of the Republic of Kazakhstan (Almaty, Kazakhstan)

INTERPRETATION OF A NATURAL HERITAGE IN CONTEMPORARY ART
OF KAZAKHSTAN

Abstract. The critical state of the planet's natural resources encourages society to think about
preventing a possible impending catastrophe. Artists, heralds of societal pain points, focus

on the problem of preserving the natural heritage, environmental friendliness, revealing

the permanently escalating conflict between man and the world around him. Concern about the
problems of the environment arises as a reaction to the alienation of man from the world, nature,
himself, which is an essential feature of our civilization.

The use of new tools, methods and technologies, the variability of artistic means and a variety
of linguistic stylistics determine the work specifics of contemporary artists of Kazakhstan,
which together form a separate artistic phenomenon. The general line of the phenomenon
is the transformation of the natural heritage, the artistic understanding of the ontological essence
and the relationship between man and nature.

The article’s aim is to analyze a number of works of contemporary art in Kazakhstan to identify
trends characteristic of modernity in the artistic interpretation of natural heritage and, more broadly,
to reveal the ontological laws of the art process of today's realities. The focus of the study is the key
figures of Kazakh contemporary art, known and in demand abroad: Rustam Khalfin, Elena and Viktor
Vorobyov, Yerbosyn Meldibekov, Almagul Menlibayeva, Saule Suleymenova, Moldakul Narymbetov,
Saken Narynov and others.

The animism of natural objects, the use of non-artistic and used objects as art materials,
the appeal to the archaic cult of natural forces deification, making principles of modern art topical

are becoming characteristic trends of the modern art process. Reviewing a number of projects
reveals a variety of approaches to interpreting this phenomenon, from ecological and metaphysical
to sociological and geopolitical.

The anthropological component of range of works under consideration forms the reproduction
of natural heritage in contemporary art of Kazakhstan in the form of mythologizing beginning
of natural material, the internal conflict of a person and his environment, the actualization
of environmental problems in the context of modern realities.

Keywords: anthropomorphism, contemporary art of Kazakhstan, natural heritage, environmental
friendliness, art objects, natural materials, artistic interpretation, mural.
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30B ITPUPO/1bl

N YEJIOBEKA

B BAJIETE-ITO93UU
«[MPOBbY)KIEHHUE »

Torxkan Moagaaum'

! Kasaxckast HaupoHa/sbHast KoHcepBatopust imetn Kypmanrasbl
(Anmater, Kazaxcran)

AHHoTauus. B KasaxcraHe npodeccroHanbHoe 6aneTHoe McKyccTBo co3naHo B 1934 roay. C atoro
nepvoa Ka3zaxckui TaHeL, NoSBASETCS HA CLEHaX TeaTpoB U KOHLEPTHbIX niowanok. C Lenbto
NOAHSATUS YPOBHS HaLMOHanbHoro 6aneta AnekcaHap AnekcaHapos (MapTMPOChSHLLY) NMPUHUMAET
AKTMBHOE Y4acTMe B CO34aHMM Ka3axCcKoro xopeorpadpuyeckoro yumnuia (1934), B8 KOTopoM nosxe
ero yyeHuua LLlapa XXneHkynoBa oTkpbiia HapogHoe otaeneHue (1965), roe ctanu usyyatb
cneumduryeckme 4Nia Kazaxckoro TaHUa NMoMOXKEHNUS U ABUXKEHUS PYK U HOT, BPALLEHMS, MPbIKKM
u TaK panee. L. )XKneHkynoBa cucteMatnamMpoBana Ux B UCCEL0OBATENbCKMX NOE3AKAX MO CTpaHe
B MOMCKaX NEKCUKM, XapakTEPHOM AN Ka3axXCKOro TaHua. Ha 3Tol ocHoBe nmocsie NoCTaHOBOYHbIX
OMbITOB Y36EKCKMX U PYCCKUX KOMIET HAYaiM SKCNEPUMEHTMPOBATb Kadaxckue Xxopeorpadsbl.
BHauane 310 6blv HApOAHbIE TaHLbI B ApaMaTUYECKMX CEKTAKNAX, CMYCTS KAaKOe-TO BpeMS CTanu
OCYLLECTBAATHCS MOCTAHOBKM HGaneTHbIX CNeKTak/iei ¢ MCNoNb30BAaHUEM ABUKEHWI KAa3axCKOro TaHLa.

B paccMaTpvBaeMoM B LaHHOW cTaTbe crnekTakne «MpobyxkaeHne» KazaxcTaHCKuii 6aneTmeinctep
[amup Ypa3biMbeToB NpoAo/mKaeT CBOM NMOUCKM B Chepe HaLLMOHANbHOMO TaHLLA, MOAOMAA K XKaHPY
6aneta-noas3mun. MoXxKHO NPeanoNoXuTb, YTO B Ha3BaHUM HaneTa 3anoxeH nonmcmblc. Obpalasncs
K TEPMUHY «npobyKaeHUe», xopeorpad BeLLaeT He TOIbKO O BECHE KaK 0 BpeMeHM roaa. ABTop
MOCTaHOBKM 06paLLaeTcs K 3puTeNto, MpU3biBas ero K npoby>KAeHUI0 0TO CHA, K COXPAHEHUIO
NMPUPOAHOro eCTecTBa U NEPBO3AAHHOCTM XKM3HU. ITO TaKXKe U NPobyXaeHMe Kak MeTadopa
MbILMIEHWS], FAE MOXET NMOAPa3yMeBaThCsl BO3BPALLEHME K YUUCTOMY AYXY, K YUCTOMY ObITUI, TULLEHHOMY
MCKYCCTBEHHO YC/IOKHEHHbIX 06pa30B M COOTBETCTBEHHO MepeHaChILeHHOCTU. OueBMaHa NOMbITKA
xopeorpada y1T1 oT neperpysku CLEeHbl HEHYXXHbIMU TaHLY AEKOPALUAMU, U3NTULLHEFO CTOIKHOBEHMUS
3puTens ¢ ApaMoii U AaTb EMY BO3MOXHOCTb BAOXHYTb, YC/bILLIATb «CBEXWI BO34YX». HO ToNbKO
N1 BECHbI? MOXET, 3TO eCTb M NpeaoLLyLlieHMe HOBOro TeYeHUS, xaHpa B 6aneTe KasaxctaHa?
CKONbKO YroAHO MOXHO pa3MbllLIATb 0 6aneTe 1 Npupoae TaHua. Ho He Bceraa paLMoHanbHOCTb
€CTb NPaBUIbHOE peLleHune, MHOrAa BOOOpaeHEe MOXET AMKTOBATH HOJbLUE «BbICOKMX» CMbIC/IOB.
TaHew, cnocobCTBYET NOSBNEHWUIO MPUCYTCTBMS B MUPE Yyaa.

Knrouessie cnoea: npobyxaeHue, Kazaxckuii TaHew, lamup YpasbimMbeToB, Monofoi 6anet Anma-
ATtbl, TATT PK, 6aneT o npupoae, kazaxckuii b6aner.

Ans yumuposarus: Monpanum, TornkaH. «30B NPUMPOAbI U YenoBeka B banete-no3suu
“Mpobyxaenne™. Central Asian Journal of Art Studies, 7. 7,N® 3, c. 76-88. DOI: 10.47940/cajas.v7i3.609.

Asmop npoyuman u 0006pus OKOHYAMENbHBIU 8apuUaHmM pykonucu u 3asensem 06 omcymcmesuu
KOHGIUKMa UHMepecos.



COBpeMeHHbIe Ka3axcTaHcKHe
xopeorpagbl B CBOMX TBOPYECKHUX
MPOEKTAX M0-Pa3HOMY OCMBICISIIOT MOHATHE
(OpMbI U BbIPA3UTEJLHBIX CPEJICTB MY3bIKH
1 TaHla. Bonuolas Ha cueHe crieKTakJu,
OJIHU lyMaloT 0 CUM(OHU3ALIMH TaHLIA,
JIpyrye TAroTeioT K NpUcnocoOeHUI0

onep oy 6aeTbl, a TPETbH NPETOYHTAIOT
BOCIPOU3BEJIEHHE aOCTPAKTHBIX, 06pa3Ho-
ACCOLMATUBHBIX OLLYLIEHUH OT MY3bIKH.

24 mas 2021 rona' na cuene 60Jb1I0TO
3aja Kasaxcko#l rocynapcTBeHHOH
dunapmonnu umenn yKamboina cocrosinach
npembepa Oaseta-nos3un «IIpobyxaenue »
B nnocraHoBke JI. ¥YpasbiMbeToBa
B UCITOJIHEHHUH apTUCTOB OaJieTa
[ocynapcTBeHHOro akageMHuecKoro Teatpa

tania Pecrybinku Kazaxceran v cosincToB
Kasaxckoli rocynapctBeHHON puapmMoHum
umenn YKamobina? (cm. puc. 1). B kauecrse
MY3bIKaJIbHOH OCHOBBI HCTI0JIb30BaHA
KazaxcKasl HapoJiHast My3blKa, a TaKkKe
my3bika K. Mycsl, E. Bpycuiioekoro
1 M. Tynebaesa. OcobenHocTb Haseta
COCTOMT B MOMNbITKE Xopeorpada
CHHTE3UPOBATh HAPOJHYIO MY3bIKaJbHYIO
TPAJIMIIMIO COJTLHOTO HCTIOJHUTEIbCTBA
M TIOJIHSITOTO Ha MyaHTbl» Ka3axcKoro
TaHLA Yepe3 KUBOe 3BydaHue
«KJIACCHYECKHMX>» HHCTPYMEHTOR:
CKPHIIKH, BUOJIOHYEIH U POPTENHAHO.
OnuH 13 1eBSTH BeJIMUANIINX JIMPUKOB
Jpesneii [peunn Cumonna Keocckuii
Ha3BaJl TaHell «HEeMOH M033uer».

Puc. 1. Conmcrbi-mysbikanTol EpkeGysian Canap6aes (ckpurika ), [losman Yuraposa (oprenuato),
Aubaap Ant6ekos (BuosioHuedb). Poto Enenbl [Terposoit u3 sinunoro apxua J1. YpassimoeToBa.

1 baneT M3HayanbHoO NpeAnonaranoch NPeacTaBuThb B XaHpe
TaHLEeBanbHOro KMHO oceHbto 2020 roga. B sHBape 2021 roga
xopeorpadus 6bina nepeHeceHa Ha aptuctos ATT PK,
npeMbepa MiaHMpoBanach B MapTe, HO 13-3a BBEAEHUS
CaHUTAPHO-3MUAEMUONOTUYECKMX YCIIOBUIA BCE KOHLIEPTHbIE
3a/bl 6bIIN 33KPbITbI, B CBA3M C YEM MPEMbepa CNeKTaKas
6bina nepeHeceHa ¢ 15 mapta 2021 roaa v npeacTaBieHa

B paMKax nporpamMmsl Beuepa kasaxckoro 6anera.

2 0 npeMbepe nucanu KceHus EBaokMMeHKo («Tanus nitoc
npocrota»), Akepke Mbip3aranvesa («B Aamatbl npolien
BeYep Kasaxckoi xopeorpadum»).

J1. J1. bsiok B cBoelt KHure « Kmaccuueckui
TaHell. FlcTopusi 1 cOBpeMeHHOCTL»
ACCOLIMMPYET MOCTAHOBOUHBIH MPOIECC
faJieta ¢ HalMcaHUeM CTHXOB — «KOTJia
nojJiieskallee Xy0’KeCTBeHHOMY
BbIPAyKEHUIO HE YKJIaJIbIBAETCS B PO3Y>»
(bnok 327). O. B. Beepouionickasi-
[onyuikesuu B kuure «I1aTh Kazaxckux
TaHUeB» nuuier: «TaHel, Bcerja nosTHUeH,
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1 MOTOMY CyTh €r0 COJIep2KaHHUsI,
ero o6pa3HoOCTb B HaUJIydllel cTerneHn
nepeaaer MetaopUUECKHUi S3bIK M033UH»
(BceBomonckasi-ToayiikeBuu 9).

J1. ¥YpasbiMOGeTOB roBOpHUT:
«baJsieT-nos3ust — 3Hauut Gaset
HeBepOaJIbHbIH, JIMLICHHDBIM HAppaTHBA,

HO yruyGJIeHHbIH TO9THYECKUM HayaJsloM.
B “IlpoOy:xaennu” reoMmeTpuueckue
(hopMbI OTBJIEUEHHOTO KJ1aCCHUECKOTO
HaJieTa MOMHOKeHbI Ha reOMeTpHUeCKHH
CTHJIb Ka3axckoro Tanua. K mysbika,
nouTH abCTpaKTHasl, JMPUUHAsI, 3Bydallias
B [1PO3PAYHBIX U JIETKHUX, B JIyYleM CMbIC/Ie
CJI0BA HE3aTEeHJIMBBIX apaHKHPOBKAX

JIJ1s1 HHCTPYMEHTAJIbHOTO TPHO, BCEM
CBOMM CYLLIECTBOM OIpe/IeJisiyla SCTETHKY
xopeorpaduu 1 MOCTAHOBKH B LIEJIOM.

Bce BKyrne naso sdpdexr 6anera-nosznu»
(Monnamum—Ypasbimbeton, 2021).

BaxkHo B 3TOM criekrakjie obpalieHue
aBTOpa K 00pasam NPUPOJIbL: HA CLieHe
3puTesib yBujes Oesble 6epesbl
(B HECKOJIBKHX 3MH30/1aX ), TAHILYIOLILYIO
JiaHb U 6a6ouek. Cpesiy 3TOH NPUPOAHOH
CTHXHH OXOTHUKH OXOTSATCS 32 JIaHbIO,

JIBO€ BJIIOOJIEHHBIX YIIOE€HbI PA3rOBOPOM,
a rjie-To HeBJjlaJleKe MOJIOJIeKb BECeJIUTCS
v pajyercsi BecHe. beccroxkeTtnas
CTPYKTYypa CIIEKTaKJIsl TEM HE MeHee
CBsI3aHa U BbIpaxkaeT ujeto NpoOyKaeHH s
MPHUPOJIbI, MUPA, BCEJIEHHOM OTO CHA.

MOKHO MTPENOJI0KUTD, UTO B HA3BAaHUH
Hasieta 3aJ102keH nojucmblca. O6paiasich
K TepMHHY «1poOy:K1eHHe», Xopeorpadg
BelAET He TOJIbKO O BECHE KaK BPeMeHH
ropa. Hano nosiarate, 4to 310 U NpU3bIB
uesIoBeueCcTBa K MpoGyKIEHHUIO OTO CHA,
¥ TIOTIBITKA TPUBJIEYD JIIOJEH K COXpPAaHEHHIO
MPUPOIHOTO €CTeCTBA U MEePBO3aHHOCTH
YKHU3HHU. DTO TaKxKe U MpoOyKIeHHe
Kak MeTadopa MbIIJIEHHUS, TIe MOKET
M0/Ipa3yMeBaThCsl BO3BPALLIEHHE K UHCTOMY JTyXY,
K UMCTOMY OBITHIO, JIHILIEHHOMY HCKYCCTBEHHO
YCJI02KHEHHBIX 06PA30B U COOTBETCTBEHHO
nepeHacbilleHHocTH. [lepeHachiiieHHOCTb
B 9TOM CMbICJIE OTHOCHTCSI U K MOJIHOMY
3aroJIHEHUIO CLIEHHYECKOTO MPOCTPaHCTBA
U3JIMIIKOM Xopeorpadui.

BaxkHO OTMeTUTD OllLyllleHHe
MPOCTOTHI H JIETKOCTH, K KOTOPOMY
pacriosiaraet 6aJieT pu MpoOCMOTpE.

Ata HenpuHyKAeHHas aTMocdepa
o6pasyetcst 6eccioxKeTHOH Xopeorpaguei,
HECMOTPSI HA MHOTOUHCJIEHHbIE
(HEeTPHUBBIUHbBIE JJI51 UCITOJTHUTEEH
tpynnbl [ATT PK) pasnooGpasHbie
TaHlleBaJIbHbIe CBSI3KH C MePEX0JIOM

B HeYJIOBUMbIe M03bl. BO3MOXKHOCTh
paccyXJieHus 0 XxopeorpahuyecKoi JIeKCHKe
NPENOCTABSIETCS JIHILb OCJIE JIETATbHOTO
npocMoTpa/aHanm3aa Beero 6asneta

U He eauHoxXK/1bl. Ho To, uto nopo6Hoe —
MHCLEHHPOBKA GECCIOXKETHOTO
HalMOHAILHOTO GaJjieTa — MPOU30LII0
BIIEPBbIE B HALMOHAJILHOM OaJjiete
Kazaxcrana, MOXXHO OTMETHUTb H BO BpeMsl
npoCMOoTpa.

OueBunHa nombiTKa Xopeorpada yiTu
OT Meperpy3KH CleHbl HEHY>KHbIMH TaHILy
JICKOPALUAMHU, U3JUIIHETO CTOJIKHOBEHHUS
3pUTEJIsI C JIPAMOi U IaTh €My BO3MOYKHOCTb
BJIOXHYTh, YC/bIIATL € CBEXHH BO3LYX».
Ho to/bKo J11 BecHbI? MOXKeT, 9TO €CThb
¥ NpeIoLLylIeHUEe HOBOTO TeUeHHs1, KaHpa
B OaJiete Kasaxcrana?

Ecsin roBopUTb 0 Ka3aXCKOM TaHLe
(MpUCYTCTBYIOLIEM TaK HJIH HHAYe
B HaJsieTe), TO eMy MPUCYIIH MJIACTHUHOCTD
JIBU?KEHUH PYK M aKTHBHAsi paboTa
BepXHEH yacTu Kopryca. JTo He MOKET
He MPUKOBBLIBATH BHUMAHHE 3PUTEISL.
YTOHUEHHOCTD MJIACTHUECKOTO IBUKEHHUS
3a4apoBbIBaeT, 0COOEHHO KOor/a
TaHlEeBa/bHble KOMOUHALMH COUETAIOTCS
B HeOObIUHBIX (hOPMOOOPAIYIOLIHX CBSI3KAX,
YTO, BO3MOKHO, M CTaJI0 TIO3THUECKON
cocraBJisitoler 6anera. B 6anere
J1. ¥YpasbiMOeToBa Ka3axcKuil TaHell
BbIPA3UJICS B JIEATMOTHBHOM JIBHXKEHUH
1 OJIHOBPEMEHHO MOJIOXKEHUH KOpITyca
«Bypan 6esib», UTO B 1epeBojie 03HaYaer
«3s111IHbIe H3rHObI TAJTHH»>.

> TexHUYEeCKW 3TO UCMONHAETCS TaK: paboyas Hora
npunogHsTa Ha 45 rpasnycos B attitude effacée Ha3zan,

a BEpPXHAS 4aCTb KOPMyca CTPEMUTCS K HEW, HANPaBNASCh
«yepes Bepx» BOOK.




Xopeorpacuieckast KOHCTPYKIHS
HaJieTa cocTap/ieHa U3 MpoJiora, Bapualui,
aNla’kKno U KOJIbl, MO CYTH, BIUCHIBAIOLIUXCS
B pas classique — kaaccuieckyto hopmy
HasetHoro aericteus. HaspaHus snusonos
MY3bIKH TIPAKTHUECKH OTOXKIECTBJISIOT
cojiep:KaHue Xopeorpapuieckix 3M1U30/10B,
JIal0T MOHUMAaHHe MOMbITKH MOCTaHOBLILIMKA
HACTPOUTb 3PUTEJISI HA BOJIHY
€CTECTBEHHOCTH, MTPOCTOThI, FTAPMOHHH
c npupojoi. B entrée npescransaena cliena
«ITpoby:xneHusi» Ha My3bIKy «ToJiray»

M. TyneGaea (4/4; 2/4) B ucronHenuu
JIEBSITH TAHLOBLUIMLL, MePeXo/isLiast

B «Bypan 6esib» («M3rubsl Tannu» )

Ha OTHOMMEHHYIO HAaPOJIHYIO MY3bIKY

(4/4; 2/4) B McnoNHEHMH NATH TAHLOBLLHLL
variations cranu «Kebenek» («babouka»)
Ha HaPOJHYIO My3bIKy « Esuraii» (4/4;
5/4) B UCTIONHEHUU TPEX TAHLIOBILUIL;
«JKirittep» («J[KUTUTBI» ) HA My3bIKY
«Akcnca» YK. Mycbl (2/4) B uerosiHeHun
yeTbIpex TAHLOBLIMKOB; «AK KalblH»
(«bepesa») Ha ojlHOMMEHHYIO HAPOJHYIO
My3bIKY (2/4) B MCTIOJIHEHHH YeThipex
TaHUOBIIULL, «AHUIBI» (« OXOTHHK» )

Ha HapoHbIil Kok «Kenec» (2/4)

B MCTTOJIHEHHH COJIMCTA, K KOTOPOMY
MOJKJII0YAIOTCS YeThIpe TaHILOBIIIMKA
1 OJIHA COJIMCTKA (CM. pHcC. 2); «)Kes KHik»
(«MenHasi naHb» ) Ha OJIHOMMEHHbIH KIOH
(2/4) B ucronHennH coancTky; adagio
«AHIIbI MeH Ke3 KHiK» (« OXOTHUK
1 JlaHb> ) Ha My3bIKy E. Bpycusiosckoro
«Basin cynny men Koswl Kepriew» (3/4; 4/4)
B JLySTHOM HCITOJTHEHUH COJIUCTOB U coda
«Kacrap» («MoJioiexkb> ) Ha HAPOJHYIO
My3bIKy «TypbiMTaii» (2/4) B MaccoBom
MCTMOJIHEHUH.

«ITpoby:xaeHne» HaUMHAETCS
10 IMaroHaJu, 3a1aBas BeKTop
JBHKeHHs (ecM. puc 3). MepHas
MOCTYIb TAaHLLOBLUMLL [JIABHO MepeTeKaeT
B aKTHBHbIE JIMHUU IBHKEHUH PYK (port
de bras ¢ onHOBPEMEHHbIM UCTTONHEHUEM
«alHaJIMa» — «BpallleHHe KHCTeH
pyK», «0iJe3ik ofHaTy» — «urpa
HpacsieTaMi — TOBOPOThI 3AMSICThS
B COMKHYTOM JIPYT K JIPYTY TIOJIOKEHUH» ).
«JloneBannto» no3 crnoco6CTBYeT
my3bika «Tosray» («Paznymbe »)
M. TyneGaeBa, poxiaemast MesiofiMen
CKPHIIKH U akKopiaMu opTenuaHo,
YKpallallMHi ee rapMOHHUIeCKOoe

Puc. 2. Cuena oxoruukoB. Cosiuet — JTusip Akenes.
®oro Buranus Vcukosa us simutoro apxusa [1. ¥YpasbimGeroBa.
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Puc. 3. [pouior. Besbie Gepesnl. @oto Enennl [TeTpoBoii u3 inunoro apxusa J1. YpasbiMGeToBa.

3BY4aHHe, a TaKXKe COeJIMHSIIONIEH 1B
MHCTPYMEHTA BUOJIOHYEJIbIO. TaHLLOBLLHLbI
«pearupyloT» Ha 3By4aHHe My3bIKH

HE TOJIbKO B JIBM?KEHHUSIX, HO M 06palasich
K MHCTPYMEHTAJIMCTaM B 110JI0KEHHH
Kucrelt arrondi, npuberasi K HUIM B OJIHOM
U3 TJIACTHYECKHUX MHU3aHCIIEH.

To ecTb 3T0 He pasjiesieHHble TaHelL

M My3blKa, a JJazKe BU3yaJlbHO CBSI3aHHbIE
Mexky COO0H 3apUCOBKH. 3/1eCh «TJ1a3
CJIBILINT, a YX0 BUIUT». Takoii cnoco6
TpaHchopMally BOCTIPUATHS IOMOJHSAET
3a/laHHy1o B OaJjieTe Mo3TUKY TaHLA
(A6okoB 16).

Xopeorpacuieckas «yBepTiopa»
MEePexXoUT K 3MHU30/1y, OTPazKatoleMy
OCHOBHY!O IJIACTHYECKYIO HJIeI0 CTIeKTaK/sl
«Bypan 6esib». My3bIKOBEL M KyJIBTYypPOJIOT
A. M. MyxambeTtoBa rpejroJiaraer,

YTO 3TUM TEPMHHOM MOKHO Ha3BaTh
CTHJIb TOCTaHOBOK [1. ¥Ypa3bimbeToBa.
Ona nosicusier 310 TaK: «Kak usBecrHo,
B HaJieTe XKecTKasi psimasi CriuHa,

a OH BCTaBJIIeT THOKYIO CITHHY B TaHell,
IJIe BCe TeJIO UCTTOJHUTEJIbHULLBI T10eT.
CBOHCTBEHHAs KJIacCUIeCKOMY TaHILy
3aKOHYEHHOCTb M03 ¥ (hpa3upOBOK

npeJsomJisieTcs B nepernoax Kopiyca
1 0OOWJIMU TPENETHbIX U B HAUBbICLLIEH
CTerNeHU TJIACTHUHbIX IBU2KEHHUSIX PYK
u kuereil. Ero yauBurenbHas xopeorpadus
OecrpepbIBHO JILETCS, lepesiiBaeTCs,
KaK BOJIa, He OCTAHABJMBASICh HU HA MUI»
(PKyiikosa 115). DToT 31130/ npeacrapsier
coO0 HEKUH KaJaeHI0CKOIT ABUKEHHUS
«BypaH 6es1b», 0OHOBJISIOLLUICS
C KaXK/IbIM CBOUCTBEHHbIM HAPOJHOH
My3blKe HEKBaJIpATHbIM Pa3MEPOM.
Bouiee caep:kanHoe Havaio,
CONPOBOXKAAOLLEECsT MHOKECTBOM
CUHXPOHHbIX H CIelMabHO
HECHHXPOHU3UPOBAHHbIX 1103, HAOUPAEeT
JIMHAMMKY TIPH pacchilaHuK TaHUOBLIHLL
C OJIHOH KOJIOHHBI MO PAa3HbIM TOYKAM CLIEHBbI
Ha HeMpepbIBHOM, CO3/IAI0IIEM OllLyllleHHe
GeCKOHEUHOCTH JIBU2KEHUH pas de bourrée.
B snuzonax 6anera B popme Bapuaiiui
npeacTaBjieHa cTenHas (MJm JecHas?)
YKU3Hb: MEJIKOE MOpXaHHe «4apyIolLnX
Ha MUT W ysetatoiux» (B. Kpacosckast)
6a6oueK; Becebe MEeCTHDIX IXKHTUTOB/
OXOTHHUKOB Ha JiKaiJsay, CTpOHHbIE,
Kauatouecs 1ojl 3ByKH BeTpa 6epeskH;
OXOTHHKH U 0OHAPYKHUBaAIOLIAs! UX JIaHb.



3anannas xopeorpadom mMblc/b 0 Hajiere-
M0331H BbIPAXKAETCs U BO BHEJIPEHUH
oOpasa Npupo/ibl, MoJpasymMeBatoLe

B CO3HAHWH YKUBOIUCHOCTh. HepThl
MCKYCCTBA »KUBOITUCH, B CBOIO O4Yepe/ib,
00OHapYKUBAIOTCS B POCTPAHCTBEHHOM
CJIOXKEHUM XOpeorpaduu, «3TUMOJIOTHIECKH
CBSI3aHHOM C MJ1aCTHYECKUMHU
1300pa3nuTe/IbHBIMH HCKYCCTBAMU

1 4aCTO OMEPUPYIOLIEHN UX CMbICJIO-
COJIepKaTeJIbHBIMH LIeHHOCTSMH,
NpeICTaBJisist 0COObIA POl BU3YyaAJIbHON
PETPOCIEKIINH BCEX BO3MOXKHBIX

B IIPUPOJIE TUTIOB JIBHKeHHsT» (AOGIOKOB
25). Aurnniickni XynoxKHukK Y. Xorapt
nucaJ, 4To IBUKEHHS Tesla B XKU3HH
HECKOJIbKO HEYKJIF02KH, HO BCE 2Ke OHH
«OIMUCHIBAIOT B BO3JyXe Ty WJIH HHYIO
qunuio» (Xorapt 197). B ranue xxe atn
JIMHUM YCHJIUBAIOTCS M 06pasytoT Godiee
COIIaCOBaHHble Pa3HOOOPA3HUST JIHHUI.
B cayuae «I1poGy:xaenusi» onu
NpUOOPEeTAIOT BOJHOOOPa3Hbie POPMbI
B BbILIEYTOMSIHYTOH MaHepe (uatie

¢ nporu6amu B MOJJI0NATOUHON

1 MOSICHUYHOM YacTsIX U M3JI0MaMH

B JIOKT€BOH YaCTH ) U UCITOJHSIIOTCS
B ONpe/ie/IeHHOM MY3bIKaJbHOM
METPOpPUTME.

Atmocepy KaMepHOCTH 3aBeplaeT
JIMPUUECKOe aia’kuo (CM. puc. 4).
YyBcTBYeTCs, KaK apTHCTbhI TPOHUKAIOTCS
My3bIKOH. JIt06s111Me pyKr NpocTHparoTes
JIPYT K JIPYTY B MOMEHT Napsillero Haj
BCEMU M MIPOH3UTEJLHO 3BYYallEro roJioca
CKpUINKHU. My3bIKa JIBHKETCS BIJTyOb,
YBEJIMUMBAsi BMECTE C My3bIKaJlbHbIM
MOTOKOM YPOBEHb MOJJIEPIKEK U KOJHUIECTBO
BpatueHuil. Tpaekropust 1 IMHAMKKa
MOCTaBJIEHHBIX JIBU2KEHHUH TPOHU3bIBAET
BCe My3blKaJibHble crescendo, diminuendo,
ritenuto v forte. B 3Toli uacTH NpUCYTCTBYET
KopaebaJieT, yKpaularolui 4yBCTBEHHYIO
cueny. Xopeorpaduueckui ancam6Jib
YKUBO (PYHKIIMOHUPYET, MepeMelasich
B BepXHEH YacTH ClLIeHbI (Ha FTOPU30HTE ),

1o aBaHclleHe, 06pamJisisi COJUCTOB,
JIOTOJTHSIST KX UYBCTBEHHOCTh, HO HUCKOJILKO
He Melasi (CM. pHc. D).

Top:kecTBeHHas kopa Oblia
npejcrapaeHa cueHol «Kacrap».
Purmuueckoe pagnoo6pasue HapoaHOH

Puc. 4. Aitss Menuc u lnsip AkeHeB B UCMIOJIHEHHH «ANIaXKHO>.
®oto Enennl [TerpoBoit u3 simynoro apxusa Jl. YpaseimoeTosa.
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Puc. 5. Cuena «Anaxkno». @oro Buranus Henkosa us suutoro apxusa J1. YpassimOeToBa.

My3bIKH 100aBHJI0 HEOOXOUMYIO

1151 PUHAJIBHOTO 3MU30/1a IMHAMUKY:

B MEJIJIEHHYIO YaCTh UTPOBOH MYy3bIKH
xopeorpad BBes 3(hheKTHOE MUHHU-aIa2KHO
st Tpex nap. [Tocne unrpuryiotiefi/
Bornpolatiel Jio@T-naysbl

My3blKa CMEHHJIACh YTBEPXKIAIOLIAM
«[TpoGyxneHue» IBOUHBIM fortissimo,
rnocJie KOTOPOro Ha clieHe coGpasich

BCE YYaCTHHKH HaJsera.

Xopeorpad B KauecTBe 3aBepluatolie
TOUKH MPECTaBUJ BBICOKYIO 03y U3 CEPUU
«TPeTHH 3TaXK», 4yTo ObLIO, HATIPUMeEp,

B rocraHoBke A. Meccepepa, cTaBUBLIETrO
MHHHATIOPY HA TeMY BECHbI HA My3bIKY

C. Paxmanunosa. Ho B mocraHoBke

J1. YpasbiMmOeToBa B 3TOH 1103€ COJIMCTKA
«He yJieTaeT», a, Ha060POT, «BbIJIECTACT»
Ha ClleHY, TOPXKECTBEHHO 3aBepiias 6ajer
0 TOPKECTBE »KU3HU U 0 ee HECKOHEYHOM
Bo3pokaeHnH. CoMCTKa — 3TO U €CTh
BecHa (cM. puc. 6).

O banete xopeorpad pacckasbiBaer,
YTO «3TO OTYACTH OTKPBITAS
MeTadopuyeckas CTpyKTypa, KoTopasi
CB$I3bIBAET 3PUTEJIS C OCHOBOH HAlIEro
cyliecTBoBaHus B Mupe. baser,

OCHOBaHHbI} HAa YUCTOM TaHLE.
51 He cTapaloch KOro-To B 4eM-T0 yOEIUTh,
3TO He MOpaJIH3aTopcTBO. B 3TOM Cotyyae
3PUTEJIIO OCTAETCSI HAUTH BCe yepes
BHYTPEHHHUI MOUCK, Yepe3 BHyTPeHHHE
SHepruu. A KTo U 4To HalaeT — 310 Oyaer
3aBHMCETb OT KaxK/J10T0 HHAMBHYaJbHO»
(Moanamum—¥Ypassimberos, 2021).
Xopeorpachuieckomy Mouepky
J1. YpazbiMOGeToBa MpUCYLIH TIaBHbIE,
nepeTeKarole U3 OHOH B APYTYIO
CBSI3KH — GECKOHEUHOCTh TaHIIEBaJIbHbBIX
JIMHUH, e/1Ba yJI0OBUMble (DOPMBbI 1103
1 MX COeIMHEHUH (UX TPYHO OTMPEETUTD
B Ha3BaHMSI H3BECTHBIX M03 KJIACCUUECKOTO
taH1ia). Apucrorenb B «[Toatnke» nucai
0 TOM, UTO HCTOPHK FOBOPUT O JIEHCTBUTENBHO
CJIYUMBIIIEMCS, TIOST — O TOM, YTO MOTJIO
Obl cayunThes. «[losaTomy nos3us
unocohuuHee 1 cepbe3Hee UCTOPHH:
11033Us1 TOBOPUT HoJiee 00 0011eM,

MCTOPHUsT — 0 eIMHUUHOM>» (ApucToTesib 126).
B Ganere-nossuu «IIpobGyxnenune»
xopeorpadg «1ospoJisieT» cebe JUPUYeCcKoe

OTCTYTJIEHHE OT CBOMX OCHOBHBIX
HanpaBJeHUH paboThl, OCHOBAHHBIX
Ha JIMTEPaTyPHbIX U HCTOPHUECKHX



cloxkeTax. 371ecb HHTEHIUH aBTOpa
U XyL02KHHKA BblIpaxKaroTcs
MHOCKa3aTeJbHbIMU MeTadopaMu TaHla
1 (PU3MIECKUMH TeJTaMH, BO3MOXKHO,
NPEeIBOCXHUILAST HOBOE TeYeHHE
B Ka3axXCTaHCKOM GaJjieTe. DTO MOKaXKeT
BpEMSI.

Ecii roBopuTb Npo ero HaUMOHaJbHbIE

6anethbl, To /1. ¥YpasbMOETOB «He 3ayKUMaeT»

MX B paMKax cyry6o y3kux. Heemorpst

Ha ero oOpallleHHe K KyJIbTYPHOMH
anjieHTHKe KazaxoB («CrpaHcTBUS
Kopkbita», «ITpoOyxxaenune», otaebHble
COJIbHbIE U MacCoBble Xopeorpauieckue
KOMITO3HLIUH ), HIE€H, Pa3BUBAIOLLHECS

B €r0 CMIEKTAKJIAX, KOCMOMOJUTHBI.

A 3HAUYUT, NPUMEHHUMBI K JIPYyTHUM
KyJIETYpaM, NOTOMY Ha/IHALIHOHAJIbHBI.
Tema noucka ce6si ¥ cMbIC/I1a )KU3HHU
M3BEUHA M PACKPbIBACTCS B CIIEKTAKJIe
«Crpancrsust Kopkbita» (2019); Tema
TOTa/IbHON ypOaHU3aLuK U [100a n3aLnH,
OTOPBAHHOCTH YEJIOBEKA OT €CTECTBEHHOI0

MPUPOJIHOTO HAuaJla HMEeTCs B BULY
B Gasiete «[IpobGyxnenune» (2021).
Benomuum u cnekrakian «Anunca u ee
HeoObluakitble puKJoueHus» (2012)
u «[roiimoBouka» (2013), rae B nepsom
npUMepe 3aTPOHyTa TeMa UJTI030PHOCTH
CO3HAHMSI U CKa30YHOTO ObITHS,
a BO BTOPOM aBTOP KOHLIEHTPUPYET
BHHMaHHe Ha YeJI0BEUECKHX MOPOKaxX
OT aJIYHOCTH JIO BJIACTOJIIOOHSI.
B nepeuncieHHbIX CMIEKTAKJISAX BAXKHbI
He yCJIOBHS MPEICTaBJIEHHH, a CyTh
0003HAYEeHHbIX UHTEHIUH.

CKOJIBKO YTOJTHO MOYKHO Pa3MbILILIATD
o Gajiere U cmbice TaHa. OnHako
He Bcerjia Hy»KHO CJIe/IoBaTh
palMOHAILHOCTH, 8 MOXKHO CYILIIECTBOBATh

B 86CTpaKHHH " BUJIEHHUH Ka>K10I'0 OTACJIBHO

B3SITOTO 3PUTEJIS], €TI0 XKH3HEHHOTO
onbiTa ¥ BooOpaxkeHus. [lostomy Tanery
Cr0COOCTBYET TOSIBJIEHHIO «TPUCYTCTBHS
B Mupe uyja» (@uuiep-Jluxre 376).

Puc. 6. Gunanbnas cuena 6anera. @oro Buranus Menkosa us muunoro apxusa 1. YpasbiM6eToBa.
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Torxkan Modapanim

Kypmanrasbr atbinnarst Kaszak ynTtoik KoHcepBatopusichl (Anmarsi, Kaszakeran)

«0AHY» MO033UA-BANETIHAEN TABUFAT NEH ALAMHbIH YHAEVI

Anparna. KazakctaHaa kaciou 6anet eHepi 1934 xbiibl Kypbiiapbl. Ocbl Ke3eHHeH 6acTan Kasak oui
TeaTpiap MeH KOHLepTTiK anaHaapablH cCaxHanapbiHAa nanaa 6onaapl. YATTblk 6anet eHepiHiH AeHreniH
KeTepy ywiH AnekcaHap AnekcaHapos (MapTMpocbsHL) Kasak xopeorpadusanbik yumnuieciH (1934)
Kypyfa 6enceHe katbicagpl, KeiiH OHbIH, WwakipTi Lapa XXneHkynosa xanbik 6enimiH awanb (1965).
Ocbl OKy OpHbIHAA Ka3ak, 61iHe ToH KON MeH asiKTbiH, CneuuduKanblk, KanbinTapbl MEH KMMbUTAAPbIH,
aliHany, cekipy aHe T. 6. KMMbI TypAepiH yipeHyre MyMKiHWINik nanaa 6onapl. L. XXueHnkynosa onapabl
Ka3ak 6uiHe TaH 61 KMMbINAAPbIH i34eCTipy XXONbIHAA eNiMi3 60VbIHLA FbIIbIMU-3epTTeY CanapaapbiHaa
xynenegi. OCbIHbIH Heri3iHAe 636eK XaHe peceiik apinTecTepaiH, KOMbIbIMAAPbIHAH KEMiH Ka3ak,
xopeorpadTapbl TaXipube xacai 6actagpl. bacbiHaa byn apamanbik KOMbINbIMAAPAAFLl XanblK 6unepi
6onca, 6ipa3 yakpITTaH KeliH Kasak, OUiHiH KMMbingapbl apKblibl 6aneT cnekTakabaepi Korbiia 6acrasbl.

Ocbl Makanaga kapactblpbiiFaH «OsiHY» KOMbINbIMbIHAA Ka3aKCTaHAbIK, 6anetmerictep Jamup
Ypa3biMbeTOB N0331s-6aneT aHpblHA XaKbIHAAM OTbIPbIM, YATTbIK, OM canacbiHAaFbl i3AeHiCTepiH
Xanfactblpaabl. banert atayblHAa NoNMCEMAHTUKANbIK MaFbliHa 6ap aen 6omkayFa 6onagpl. «OaHy»
TEPMUHIHE CinTeMe )acal OTbIpbIn, Xopeorpad KeKTeMAi MaycbiM peTiHAe FaHa KapacTblpManTbIHbIH
ainTa anambl3. LLbiFapma aBTOpbI KepepMeHAi YIKbIaaH 0STyFa, TabuFK 6ONMBIC MEH TipLWiNiKTiH anfallKpl
TabuFaTbIH CakTayFa Wakblpasbl. On coHpan-ak oMnayabiH MeTadopackl peTiHaeri 0sHy. MyHaa
acaHabl Typae Kypaeni beiMHenepaeH xaHe CankeciHWwe WaMafaH TbiC KAHbIKTbIpYAAH aaa Ta3a pyxKa,
Ta3a 6onMbICcKa KaTa opany ovibl 6iniHeni. Xopeorpad caxHaHbl KaeTci3 6u 6e3eHaipynepiHeH —
KOpPEPMEHHiH, JpaMaMeH OpPbIHCbI3 COKTbIFbICYAAH, LlaMaAaH TbiC XXYKTeYyAEH KYTbIyFa TbIPbICbIM, OHbIH,
OPHbIHA «Ta3a ayaMeH» TbIHbICTar, OHbl ecTyiHe MyMKiHAIK 6eprici kenreHi cesinegi. bipak 6yn Tek
KOKTEeMHiH, ayacbl Ma? bankim, 6yn KasakcraH 6aneTiHaeri »KaHa aFbIMHbIH, XXaHPAbIH, anblH ana xabapbl
WwbiFap? banet xaHe 6UAiH TabuFaTbl Typanbl kKen onMnaHyFa 6onagpl. bipak pauMoHanabinbIk SpKaLlaH
[Aypbic wewim 6ona 6epmeiai, kerae kusan kebipek «kKorFapbl» MaFbiHanapAbl 6inaipyi MyMKiH.
Bbu - anempae FaxaibinTbiH, 60NYbIHA bIKNAN eTesi.

Tipek ce30ep: osiHy, Ka3ak 6ui, Jamup YpasbimbetoB, Anma-ATbl XXac 6aneti, KP MABT, Tabufat Typasnbi
6anet, Ka3ak baneri.

Aoaiiexces ywin: Monganim, TorkaH. «“OsHy” No33ua-6aneTiHaeri Taburat NeH aaaMHblH, YHAEYI».
Central Asian Journal of Art Studies, T. 7, N2 3,76-88 6. DOI: 10.47940/cajas.v7i3.609.

Asmop Koma3baHbiH COHFbI HYCKACbIH OKbIN Kynmaosbl aHe Mydoenep KaKkmblfbiCbl HOK eKeHOi2iH
Manimoelioi.



30B nNnpPpMpPOObB MW YHENOBEKA B BANETE-NO33UUN «NPOBYXIOEHWE?»

Togzhan Moldalim
Kurmangazy Kazakh National Conservatory (Almaty, Kazakhstan)

THE CALL OF NATURE AND HUMANITY IN THE “AWAKENING” BALLET-POETRY

Abstract. Kazakhstan professional ballet art was created in 1934. From this period Kazakh dance
appears on the stages of theaters and concert venues. In order to raise the level of national ballet,
Alexander Alexandrov (Martirosyants) takes an active part in the creation of the Kazakh choreographic
school (1934), in which later his student Shara Zhienkulova opened a folk department (1965),
where they began to study the positions and movements of arms and legs specific to Kazakh dance,
spins, jumps and so on. Sh. Zhienkulova systematized them during research trips around the country
in search of vocabulary characteristic of the Kazakh dance. On this basis, after staging experiments
of Uzbek and Russian colleagues, Kazakh choreographers began to experiment. At the beginning
these were folk dances in dramatic performances, after some time, ballet performances began
to be staged using Kazakh dance movements.

In the ballet Awakening considered in this article, the Kazakh choreographer Damir Urazymbetov
continues his search in the field of national dance, approaching the genre of ballet-poetry.
It can be assumed that the name of the ballet contains a polysemantic meaning. Referring
to the term “awakening”, the choreographer broadcasts not only about spring as a season.
The author of the production addresses the viewer, calling him to wake up from sleep, to preserve
the natural essence and the primordial nature of life. It is also awakening as a metaphor for thinking,
where a return to pure spirit, to pure being, devoid of artificially complicated images and, accordingly,
oversaturation, can be implied. It is obvious that the choreographer is trying to get away
from overloading the stage with unnecessary dance decorations, unnecessary collision of the viewer
with the drama and giving him the opportunity to breathe in and hear the “fresh air”. But is it only
spring? Maybe this is also a presensation of a new trend, a genre in the ballet of Kazakhstan? You can
think about ballet and the nature of dance as much as you like. But rationality is not always the right
decision, sometimes imagination can dictate more “high” meanings. Dance contributes to the presence
of a miracle in the world.

Keywords: awakening, Kazakh dance, Damir Urazymbetoy, Young Ballet of Alma-Ata, SATD RK, ballet
about nature, Kazakh ballet.

Cite: “The Call of Nature and Humanity in the Awakening’ Ballet-Poetry.” Central Asian Journal of Art
Studies, vol. 7,no. 3, pp. 76-88. DOI: 10.47940/cajas.v7i3.609.
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BOBJIEKATbD JIFQOJIEM
B NMPOLIECC MMO3HAHHUA

Hapexpna lopodeesa', Hanexna bepkosa?
! HeszaBucuMblil cesienoBareib
(Canxkr-ITerepbypr, Poccust)
2 DKosIorHuecKoe 06IIeCTBO «3e/IeHOe CIIAaceH e »
(Anmatel, Kaszaxcran)

AnHoTtauus. KuHosen Hapexaa bepkosa B 6ecene ¢ Hapexaon [lopodeeBoi, KaHAMAATOM
6uonormyeckmx Hayk, KuHematorpaducrom ns Cankr-MNetepbypra (Poccus), yyacTHMKOM M co3aatenem
6onee NaTHaALATU GUIBMOB O NPUPOAE M NIOASX, MOCBATUBLUMX FOAbI U3YYEHUIO U 3aLLMTE NPUPOABI,
06Cy/AaeT BOMpOChl Kak TEOPETUYECKOr0, TaK M MPaKTMYecKoro xapaktepa. lopodeesa oTaaeT faHb
YBAXKEHMS HACTaBHUKAM, YKa3aBLUMM el NyTb K MPOdPeccumn Ha KUHOCTYAMMU «JleHHayudunbmy», -
[ypkaneHko, LinxaHoBuuy. OLeHMBas MX BaXKHYH pO/b B CTAHOBNEHUM €€ MACTepPCTBa, MOIOLOM
CreuuanucT yaenser 60nbLioe BHUMaHWe BonpocaM npodeccMoHanbHOro pocTa; Kak aBTop CLeHapueB
K h1NbMaM U pexnccep 0CMbICIMBAET LENN M 33434 HAy4YHO-MOMYNSPHOTO KUHO O NpUPOAeE.

Kak yenoBeka € KMHOKaMepoK ee MHTEPECYOT MeToAbl CbeMKU, hopMa GUIBMOB, KAYECTBO M30O6paXKeHus,
CO3/aHNe 3BYKO3PUTE/bHbIX 06pPa30B, y4acTve B TBOPYECKOM NPOLLECCe CNELMANIUCTOB CMEXHbBIX
BUOOB LEATENbHOCTH, BAUSIOLLMX HA OKOHYATENbHbIM pe3ynbTaT, — MacTepa Mo LiBETOKONOPUCTHUKE,
3BYKOpexuccepa, koMnosutopa. JopodeeBor CBOMCTBEH HEMPEepPbIBHbIM MPOLLECC HAKOMNEHWUS 3HAHWM,
YMEHUI B npouecce paboTbl Hag punbmMamu. OgHa U3 BaXKHbIX YEOBEYECKMUX XapaKTEPUCTUK

€€e M Y4aCTHWKOB rpynmnbl — NPefaHHOCTb CBOEMY Aeny, oboBb K npupoae. Mononoi KuHeMatorpapuct
[LeNIUTCS OMbITOM COTPYAHMYECTBA C peXMccepamu 1 onepaTopaMu-HaTypanmncTaMu cTapLuero
nokonexus - LinxaHosuyem, PoonoHoBbIM. [JopodeeBy Kak y4EHOr0 U pexuccepa BOMHYOT Npobiembl
3KOJIOTMYECKOrO NPOCBELLEHMS, BO3LENCTBMS HA CO3HAHWE, BOOBpaXeHue 3putenen MCTopui o
NTMLAX, PacCKa3aHHbIX B paHHMX GunbMax, Ha NepBoM 3Tane TBopyecTBa: «03epo B Mopey, «Mopckas
copokax, «Magam rarax. [oasoas Utorn paboTbl HAZ NOCAEAHUM MO BPEMEHM BMEYATAAIOLLUM
npoekToM «KapHaBan K1toBOB», OHa aHaNU3UPYET HOBbIE MOAXOAbI B CO34aHWUMU NMPOCBETUTENBHOIO
3HUMKIONeanYeckoro punbma B «Jlabopatopum Hay4YHbIX GUABMOB» — TLLATENBHbIM OTOOP MaTepuana,
HaKOMIEHHOTo B apXMBax OMepaTopa 3a LOrMe rofpbl CbeMOK, KOMMO3ULMOHHOE pelleHne

C yyacTMeM MyNnbTUMIMKATOPa, BKNaL KoMno3suTopa. [lopodeeBa Takke 3aLaeTcs BONPOCaMu LieNeBoi
ayauTopumn GunbMoB o npupose. U3 ee paccyXAeHUM MOXHO cAenaTb BbIBOA: paMKM TaKOM ayaMTOpUM
YMECTHO pacLUMpUTb C YHETOM 33434 0by4eHUs CTYLEHTOB M LWIKOMbHUKOB A0 60MbLIOTO Kpyra Bcex
3aMHTEPECOBAHHbBIX 3pUTENEN.

Knroueswie cnosa: Hapexna Oopodeesa, Cepreit LinxaHoBmy, Muxaun PognoHoB, Lenu 1 3agaun
HaY4HO-MOMYNSAPHOrO KMHO O NMpUpoze, «JleHHay4bunbM», «Jlabopatopus Hay4HbIX GUIbMOBY,
3K0/IOrMYeCKoe NpOCBELLEHNE, METOL, CbEMKM.

Ans yumupoeanus: Jopodeesa, Hapexaa, n Hanexnaa bepkosa. «<BosnekaTb ntofer B npouecc
nosHaHus». Central Asian Journal of Art Studies, T.7,N2 3,2022, c. 89-103. DOI: 10.47940/cajas.v7i3.592.

Asmopbl npodumanu u 0006puU OKOHYAamMesbHeIli 8apUAHM pyKonucu U 3asessom 06 omcymcmauu
KOHGAUKMA UHmMepecos.
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BeepeHue

Haneii /lopogpeeori, 24-neTneri
¢ JHTTOMHHLIEH OHOaka CaHKT-
[lerepbyprckoro rocyaapcTBeHHOro
yuusepcnrera, B 2010 rogy mems
[103HAKOMHJIA XY/I0XKECTBCHHbIH
DPYKOBOAHTEIb <JleHHay hHIbMa»
Basnientnna Fipanosna lypkajienko», —
pacckasaJl B HHTEPBbIO aBTOPY BETEPaH
cryann Cepreri [eopruebny [{uxanoBmd.
Pexxuccep ¢ 6osibiim onbiTom [ypraieHKo
peKoMeH0BaJ1a KoJllere HHHIHATHBHY IO
CTYAEHTKY: </leByllika pHHeC/1a 3as1BKY
Ha @uibm o ntunax benoro mopsi.
TlonpoGyrite, MOXeET y BaC BMECTe
YTO-TO BBIH/ET>.

«IIpn nepBom 3HaxkomctBe ¢ Haneri
MeHs1 OAKYIIHJIH €€ BHYTPEHHSIS SHeprisl,
VBEPEHHOCTb B cebe, OOLIHPHBIE T03HAHHS
B OHOJIOTHH H OPHHTOJIOTHH, B YACTHOCTH», —
BCrIOMHHAET [{HXaHOBHY B HHTEPBBIO.

B 2015 rony Hanexna /lopogeea
3alHTH/IA KAHAHAATCKYIO JHCCEPTALIHIO
B MO®ub PAH (HHCTHTYT 5BOJIIOLHOHHOH
H3HoJI0rHH H GHOXHMHH HMEHH
H. M. Ceyeroa). K Tomy Bpemenn
B ee CITHCKe y#e OblJIO 11eCTb HAYYHO -
nonyaspHelx puiabMoB — «Mopckas
copoka» (2011), «Osepo B Mope»

(2013), «IItnupn ncropun» (2014)

u apyrue. /lopogeeBa BbICTyIHIA KAK aBTOD
HJIeH, ITHCAJa aBTOPCKHH KOMMEHTAapHH

K QPHIEMAM H YCIIEIIHO BeJIa CHEMKY
neprateix (em. puc. 1). B 2015 roxy ¢uibm
«QO3epo B Mope» (cM. pHc. 2) bl y10CTOEeH
Lnasroro npruza XX MK® skonornyeckux
@uabmoB «3enensiii B3> B CaHKT-
[lerepGypre. IlosmomeTparcnas ieHTa
«Kapuapas K/11oBOB», CHATAs Ha CTYHH
«/laboparopust HAyIHBIX PHIIEMOB >

B 2022 rony B COAPYy»KECTBE C PEXXHCCEPOM
u oreparopom Muxannsom PogrnornoBbim
npu yuactun Ceprest [nxanoBrua,
[IPOIEMOHCTPHPOBAJIA PEXKHCCEPCKHE
C110COOHOCTH MOJIOZIOrO CIICLHAIHCTA.

B 2013 na renexkanasne Russian Travel
Guide B pamkax npoekta «J/Ioan Poccrmn»
OblJ1 CO3/1aH ITOCBALLEHHBIH €€ AeSITe/IbBHOCTH
Quibm (pesxxnccep Cpernana Fpaiopa).

Puc. 1. Hanexxna lopodeera. doro Ceprest
[Huxanosuua. Poro uz apxusa H. A. TopoceeBoii.

Puc. 2. Kanp u3 duabma «O3zepo B mope». ®oto 3 apxusa H. A. Topodeeroii.



TBopuectso lopogheeBoii mokasbiBaer,
KaK HAyKa CTPeMHTCSA K MO3THYECKOH
9J1eraHTHOCTH B (QYHJIbMAxX O MpHpoJe.

OcHoBHag yacTb. becepa

— C I0HOCTH ONPENE/IUBIIHCH C BbIOOPOM
[1aBHOH npogheccn — OnoJiora, Bol
3aHHTEPECOBAJIHCH CO3AAHHEM (PHIBMOB
H PHHSJIH AKTHBHOE y4aCTHE B CHEMKAaX
C ONbITHBIMH crielHaIncTamy. Kak Bbl
onpezesisiere XKaHpbl CBOHX paboT?

B oreuectBentoit knHoSCTETHKE
CYILLECTBYIOT HEKOTOPbIE CJIOXKHBILIHECS
[TOHSITHS O BHJAAX KHHO: HAY4YHOE,
HaYYHO-I0ITYJISIPHOE, JOKYMEHTAJbHOE,
JIOKYMEHTAJIbHO -XYI0XKECTBEHHOE.

— I'lo npuHsiTO# CeronHs Kaaccupukayu
MunucrepcrBa KyasTypbl PO nHatim
(pUIIbMbI OTHOCATCS K HAYYHO -TIOTYJISIPHBIM,
3TO, MOXKaJyH, 10BOJBHO TOUHOE
onpenenenue xanpa. Ho s1 661 oTHec 12
MX TaKXKe K KaTerophu «(PUIbMbI O TUKOH
npUpojie», MoJ0OHON KaTeropuu HeT
B Poccun. Korna peub naer o HayuHo-
MONyJSipHOM KHHO, 3PUTEIb 02KUIAET
pazbopa 3KCIEepPUMEHTOB, BbICTYIJICHHS
YUE€HBIX, I€MOHCTPALIMH TEXHOJOTHI.

ITO MPUCYTCTBYET aJeKO HE BO BCEX
HalMX GuabmMax. Mbl, KOHEYHO, OMTUpPaeMCst
Ha HayuHyI0 HH(OPMALIHIO, HO TIPEMOJHOCHM
e€ HecKoJIbKO JipyruM nyteM. [TokasbiBas
KpacuBble KaJpbl U CIO2KETbl U3 KH3HH
MPUPOJIbI, KOTOPbIE 0OLIYHO CKPBITHI

OT JIIOJIeH, MBI TPOOY2KIaeM eCTeCTBEHHbIe
JIIOOOMBITCTBO U yiuBJeHHe. Takue
npeKpacHble KaueCTBa Pa3BUTHI B JETHX,

HO, B3pocJiest, JIIoJM 3a0bIBAIOT O HUX,
MOrpy»Kasicb B PYyTHHY.

— OO0Cparu/ia BHHMAHHE HA TOT (aKT,
Y10 Bbl MONYJSIpH3HPYETe HAYYHbBIE 3HAHHS
110 OPHHTOJIOTHH, BbICTYI1Aas1 B KAYECTBE
aBTOpPAa TEKCTOB O NTHIAX-<reposix» Batix
(HIBMOB — roroJie, MOPCKOH COPOKe.

B onnom nz vux npountana: «Camu
aBTOPbI ONPENEJISIIOT POPMAT (PHIBMA KAK
“srosornueckoe knHoHaOMOAeHHE >,
MOXKHO JIH CYHTATD TaKoe orpeaeeHHe
HCUePITbIBAIOIITHM ?

— Hymato, uto 370 X0poliiee
onpeJie/ieHHe, HO HeJI0CTaTOYHOE.

Mbl, neiicTBUTEIBHO, B (hU/IbMAX Je7aeM
AKLEHT Ha 0COOEHHOCTSIX TTOBE/ICHHS]
»KUBOTHBIX — 3T0JI0rMH. O1HaKO

MOMHMO HEMOCPEACTBEHHO HAGIOEHUS
pacckasbiBaeM 00 HHTEPECHBIX HayUHbIX
dakTax, oObsiCHsIEM IPOUCXOJsILLEe

B KaJipe (He TOJLKO OMUChIBAEM ), CTABUM
sKcnepuMenTsl. [1pu sToM Hawa uenb —
MaKCHUMaJIbHO MPUBJICYb 3pUTEIsI

K MpoLLecCy 03HAHUsI, He TOJILKO 0ObSICHSTh
M3BECTHbIE (haKThl U I€EMOHCTPHPOBATH
FOTOBbIE PE3YJILTaThl, a 1aTh BO3MOXKHOCTb
Ha0J1I0/1aTh, KaK Obl CTaTh YYaCTHUKOM
rnpoliecca H3ydeHus, BOUTH BO BKYC MOMCKa
oTBeToB. MHe Bceryia XxoueTcs 1aTh TOJMHOK
3PUTEJIIO /151 CAMOCTOATE/IbHON PabOThI,
4TOOKI MOC/Ie TPOCMOTPa (PUIBMA YETOBEK
OIJISIZIENICSl BOKPYT, OTIpaBHJICs B 6oJiee
OCO3HAHHYIO IPOTYJIKY B Jlec, paccKasall

0 MOBEIEHUH NTHLL COCeLy, HayuuJ pebGeHKa
BUJIETb MaJICHbKUX CYLIEeCTB MO/ HOTAMH...
B noBceHeBHOM KU3HH 51 4ACTO BHKY,

YTO MHOTHE JIFOJIM 2KEeJAIOT 103HaBaTh
TalHbl IPUPOJIbI, HO HE PeLIaloTCsl CeNaTh
MepBbIH 1Iar, MOTOMY 4TO HE 3HAIOT, B KAKOM
HarnpasJeHUH IBUraThes. MHe Kaxkercs,
o6J1a/1a51 TBOPYECKUM MOTEHIIHATIOM

M HAayYHbIMH 3HAHUSIMH, 51 MOTY UM [TOMOYb.
HIMEeHHO B 9TOM s1 BU2KY CBOKO MHUCCHIO.

— Bbl npuil/in Ha CTYIHIO
«/lennayqgniapm>» coBceM MOJOAbIM
crielHaJIHCTOM, Ha4aJH CHUMATh
Kak yyeHblH. Kakne uesn n 3anaqn nepes
coboii u rpynnoi Bbl ctaBhn?

Bbl kak-T0 BbICTpanBaete B CBOEM CO3HAHHH
06pas Toro 3pHTeJisl, TeX JIAeH, KOTOPbIM
HHTEPECHO CMOTPETH HAYYHO-TOMYJISIPHOE
KuHo o npupoae? H uto Ber qymaere

0 BOIpocax KOJOTHYECKOro MPOCBELICHHS
cpeacTBamu KuHematorpaga?

— 3HaHHUs1 0 IPUPOJIE HEOOXOIUMBI
JUISl HOPMAJILHOTO CYLLLECTBOBAHMSI
yesioBeKa Ha MyiaHere 3emJis, 1axe
B 9/JIeMEHTAaPHBIX NPArMaTHUHbIX LEJIsIX,
TaKHMX KaK MPUPOOINOJb30BAHHE.

Ecnau npupona BriosiHe MOXKeT 060UTHCH
6e3 BepPTHKAJIbHO XOISIIMX B3OATIMOIIHbIX
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NPUMATOB, TO Mbl 6€3 PUPOJIbl BLKUTD

HE CMOXKEM KaK MUHUMYM B OJIHzKalilne
crosieTust. Ham BaxkHO 10Ka3athb, 4To J10/1
Y TIPUPOJIA HE CYLLECTBYIOT He3aBUCHMO JIPYT
oT Apyra. Ml o6uTaem Ha OJHO¥ NJ1aHeTe,
MCIOJIb3YeM OJIHH U Te Ke pecypchl. JKu3Hb
MHOTHX BHJI0B CBfI3aHa C 1eATE/IbHOCTbIO
4eJIOBEKA MPAMO MJIH KOCBEHHO.

MeHs paccTpanBaeT MO3ULKST HEKOTOPbIX
JIIOJIeH, CUMTAIOLLHX, YTO HAyKa —
3TO CJIMLIKOM cJ102kHO. To Jn j1e/10
«paccKasbl OUEBH/ILLEB», MOJIHbIE (DAHTA3HH
1 IPKHX HeObIBaJ/IbIX HOBUHOK! MHe Obli1o
1 OCTaeTCsl BasKHbIM [10KA3aTh,

UTO pealibHast KM3Hb PUPO/IbI HAMHOTO
MHTEpeCcHee U KpacHBee BbILYMOK

u hanTtasui. Hano ObITh BHUMaTesbHEE,
CMOTPETbD 110 CTOPOHAM H YBaXKaTb
OKPY?KaIOLLIMHA MUP, pa3BUBATL B cebe
co3ujlaTe/IbHOE, a He MOTPeOUTEIbCKOe
OTHOLIEHHE K HEMY.

He Bce rotoBbl BoClipHHUMATD
«Hay4HbII» A3bIK, O0J1ee TOro, OH 3a4acTylo
MyraeT U CO3/IAeT OLLyLIeHHE, YTO HayKa
He 1151 Beex. S1 BeTpeyalia XKUBOH OTKJIMK
JIIOJIell, HHTepec; MHOTHe XOTSIT 3HaTh
6osbliie 00 okpyzKatolieM mupe. CosHanue
MHOTHX MEHSIeTCsl, BO3MOKHOCTH M0JTyyaTh
3HaHus Toxke. [TosToMy B nocsie/iHue rojpl
yueHble Bce GoJiblie YAeJNOT BHUMaH1e
nonyJaspusauuu Hayku. K sto 3n10poBo!
Tema skoJsiornueckoro npocselleHus
MCKJIIOUMTEJIBHO aKTyaJslbHa BO BCeM
mupe. [Ipu 3T0M ypoBeHb peasibHOro
MIOHUMAaHUsI 9KOJIOTHUECKON CHTYaLUH,
KOHKPETHBIX MPO6JIeM U METO/I0B
MX pelleHHs y HaceJeHHsl HU30K.

OTTOr0 04eHb BaxKHbI U BOCTPEOOBaHbI
Martepuavibl 1o nornyJsipu3alti HayqYHoro
3HaHMS. A OJIHMM U3 CaMbIX HAMISIHBIX
croco6oB IOHECTH HH(OPMALIHIO,
HECOMHEHHO, SIBJISIETCS BbIPA3UTEIbHOE,
KayeCTBEHHOE M HHTepPeCHOe Hay4HO-
TOIYJIIPHOE KHHO.

J1151 Hac BaXKHO He TOJIbKO paccKasaTthb
o0 npo6JieMax, HO U [0Ka3aThb, YTO Mbl elle
B CHJIax Ux pewnTsb. Hatua sanaua
He HaryraTb U PUCTbIIUTD, a 1aTh
HAJIe2K]LY, 2KeJIaHHe YIyULIHTh CUTYaLHIo

1 TIPOJIEMOHCTPUPOBATDH peasibHble MPUMEpbI
pelieHus SKOJOrHIecKuX mpoobJem,
KOTOpbIe MPUMEHSIIOTCS B MUpe.

— KcrarH, XynoxecTBeHHbIM
pyKoBoauTesieM ¢puiibma «Mopckas
copoka» y Bac 6bii1a B. H. IypkaseHko.
MbI MO3HAKOMHJTHCE C HEH Ha (hecTHBaJIe.
MHe nasxe noBesioch /IS CTYACHTOB
ee MacTepcKoH MpoOBECTH MacTep-KJacc
0 LeJISIX H 33]a49aX 9KOJIOTHYE€CKOro KHHO
Ha IPUMEPAax H3 HCTOPHH Ka3aXCTaHCKOIO
kuHemarorpaga. B uem sak/oqasioch
PYKOBOJACTBO HMEHHTOIO PEXKHCCEPA
u nneqarora Cankr-IlerepOyprckoro
HHCTHTYTA KHHO H TE€JICBHACHHUS?

— Banentuna MBaHoBHaA — npeKpacHbIi
yeJsI0BeK, KOTOPOMy 51 GECKOHEUHO
6aaronapnal Ona npunsiia MmeHs
Ha «JlenHayuduabme», moBepusia B MeHsi
¥ JlaJ1a BO3MOXKHOCTb onpo6oBaTh
CBOU CUJibl B KHHO. MIMeHHO BasienTrHa
MBanosHa noznakomusia Hac Cepreem
[{nxanoBuueMm (CM. puC. 3), U 3TO BEJIHKOE
neno! Jlydiero coaBropa He npuaymaelib —
¥ TI0 OTIBITY PaGOThI, H MO XapaKkTepy.

C Cepreem MbI 1pekpacHo cpaGoTajnuch
1 CHSJIM GOJIBIIMHCTBO HAILIMX KAPTHH,

1, HaJIel0Ch, CHUMeM HoBble! JlyieBHbIH
nonaxo BasneHTHHbl FIBaHOBHBI

BO BpPeMsl MOHTaKa, TOHKOE YyBCTBO
KaJipa 1 KOMIMO3HUIIHH, IeJTHKATHbIE

M apryMeHTHPOBAaHHbIE KOMMEHTAPUU —
BCE 9TO [IOMOIJIO HaM cie1aTh « Mopekyto
COPOKY» UMEHHO TaKOM, Kakasi OHa eCTh.

Puc. 3. Cepreii Lluxanosuu. doro Hanexb
Jlopocdeesoit. Doro uz apxusa H. A. [lopocpeeBoii.



— Baur nyte B kHHO nepexkuBaet
sBosnolHI0. «Mopckas copoka» B KopHe
oT/IHYaercst ot « KapHapaJia KJIlOBOB».

Kak Bbl onpenesisiere 5t oT/inyns?
Kcrartu, ecin Ha panHux ¢puibMax
anauposas Cepreii [lnxanoBuy

(MHe 110CcyacT/IHBHIOCH OOLIATHCST C HHM
H Opate y Hero HHTEPBbIO ), TO Ha HOBOM
npoexte Bpl pabotasn ¢ Muxauniom
Ponronosbim. Pacckasxxure 06 sTom
COTPYAAHHYECTBE.

— «KapHaBaJ K/110BOB» JI0BOJIbHO
CWJILHO OTJIHUAETCs1 OT GOJIBLIIMHCTBA HALLIUX
(UIBLMOB: KaxK/blil U3 HUX [TOCBSILLEH
onpeeseHHoMy BULy nTHIL («Mopckasi
copoka», «Manam rara», «Osepo B Mope»,
«[Tenukanuit octpoB» ). PUIbM O NTHUBUX
KJIIOBaX — Haul IeOI0T ¢ perKUCCepoM
1 orepatopom Muxausom PoauoHOBbIM.
Mbl TOCTaBU/IM HOBbIE LIEJH, H,
COOTBETCTBEHHO, pellleHre HX Obl10
MHbIM. Pacckasatb 0 MexaHuamax paboThbl
KJIOBOB — 3ajlaya He U3 JIETKUX: HyXKHble
KaJIpbl OUEHb CJI02KHO CHSITh «HA 3aKa3».
Mbl coGpasii 1o KpyNHuLaM peKue
1 MHTEpeCHbIe 3MHU30/Ibl U3 GOJIBLILIOTO
KOJIMYECTBA aPXUBHBIX MaTEPHAJIOB, CHSIThIX
3a nocJsie/iHue jecsith Jiet. Kponorausas
paboTa Mo3BOJIH/IA PACKPLITH TeMy (yHKLMH
KJIIOBOB IOpasJio LKpe U nogpobHee.

A 3ameuaresibHasi aHUMallUsl, CO3/IaHHast
Anekcannpoit Kosiomuen, HarsisiHo
nokasaJia MexaHu3Mbl TIPUPOJIbI,

Te 0COOGEHHOCTH MTHUIL, YTO CJIO0KHO
CHSITb C MIOMOLBIO KHHOKAMEpBbI.

®unbm «Kapnapasa kitoBoB»

(cM. puc. 4) nostyduscs SHIUKIONETUUHbIH,
00pa3oBaTebHbIH, HO U, KaK Mbl BUIIUM

0 OT3bIBAM, SIPKHUH U 3aXBaTbIBAIOLLUH
BHMMaHHe. «KapHaBais K/toBOB» —
nepBast yacTb 3a/lyMaHHOTo cepuala.

B nanbuefiiem Mbl niiaHupyem

ellle HeCKOJIbKO CepHH, MOCBSALLEHHBIX
YAMBUTEIbHBIM 9BOJIIOLIHOHHBIM
NPUCIIOCOOJNEHUSIM MTHLL —

MX CyNepcrocoOHOCTSIM.

— Kakoro merona B pabote Bbr
MIPHAEPHKHBAETECE. HAYYHO - PALIHOHAIBHOTO
HJIH, BO3MOXKHO, Bbl HazoBere ero
JIHPHYECKHM, aBTOPCKHM M10OJX0A0M
K OOBEKTY ChbeMKH?

— Mmue 65mxKe 60J1ee Xy10KeCTBEHHBIN
CTHJIb, JIMYHOE OTHOLLIEHHE K KaK/10H
nruue. XoueTest NpoOYAUTh B JIFOISAX
cornepexKuBaHue, BOJHEHHE 3a HUX, KaK
repoes, MOOYAUTb MEePEKUTb C HUMU
neyaJsib U pagoctb. Mbl ctapaemcsi
BBI3BATb €CJIM He JII060Bb, TO CUMIATHIO
3pUTEJIS K }KUBOTHBIM, TOMOYb UCIBITATh
HOBbI€ SMOLIMHU U CTATh OJIMKE K IUKOH

Puc. 4. Kanp u3 dpunbma «Kapnasan kmosos». ®oro u3 apxusa H. A. [lopodeesoii.
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npupoje. Mbl NPenojHOCHM Hay4YHYIO
MH(OpPMALHIO Uepe3 apryMeHTHPOBaHHbIE
0ObSICHEHHUS U HATJISIIHbIE TIPUMEPHI,

yepe3 NMpUBJeKATEbHbIF BU3yabHbIA

psIL M TIPOHUKHOBEHHOE TTOBECTBOBAHHUE.
[Tono6HOE MoTpy:KeHHe B MaTepUall

1 MoJlydeHHe HOBBIX 3HAHUH, POXKIEHHOE
JIMUHBIM COTMEpeKUBAHHEM, HAleeMCsl,
MOPOKIAET UYTKOE U OTBETCTBEHHOE
oTHOLLeHHe K rnpupofe. JIiojsim cBOHCTBEHHO
obeperath TO, UTO OHH JIIOOSIT U TOHUMAIOT.

— [list Bac naosiionenne siBJsieTcs
4acTbi0 HAYYHOTro KcrepuMenta? OObIaHO
B CJIyqae B3aHMOACHCTBHS YeI0BEKa
C IPHPOJOH FOBOPAT ellle H O CO3EPUAHHH.
Ho nosararo, yro auist Bac, ckopee, BaxkHO
HaOJIrOIeHHE...

— B Tom uncsie. st Toro, utoOhl
MOJYYHTh XKeJlaeMblil KaJp 1 He ¢lies1aTh
HeMpPHUSITHBIX Hay4YHbIX JISITIOB, Mbl BCET1a
rOTOBMMCS 3apaHee, U3ydaeM JIMTepaTypy,
o611aeMest ¢ KoJlJIeraMu... i POBOIMM
MHOTHE 4achl, IHK U Heslesin 60K 0 60K
C IMKUMH »KUBOTHBIMU. Kpome Toro,
ellle U 3aMHChiBaeM UX TMOBEJIEHHE
Ha Kamepy, To eCTb BelleM CbeMKy. Bee 310
JlaeT LleHHbIH Hay4YHbld MaTepraJl. XoTs Mosl
Hay4Hast CrelHasbHOCTb He OPHUTOJIOTHS
(KaHaMaaTcKas quccepralys sauluiiieHa
M0 CHelraNbHOCTH «(HU3HOJIOTHS Y,

a 3aKaH4yMBaJsa 51 Kahepy LHUTOJIOTHH ),
HepeKo nocse GuabMa poxKIaeTcs CTaThbsl
WJIH J12XKe HECKOJIbKO B COABTOPCTBE

¢ mpodeccHoHaIbHBIMH OPHUTOJIOTAMH.
Kpome Toro, Mbl 0XOTHO fieUMCst
mMarepuasamu U nHpopMalmen ¢ HayuHbIM

1 TIPUPOJIOOXPAHHBIM COOOLLECTBAMM,

YTO MOMOTAET UM BECTH CBOW HUCCJIEIOBAHMSI.

— lesaresbHoCTh Onepatopa
H pexKHceepa BEAET K OTKPBITHSIM B HAYKE...

— Ja. Hanpumep, mMbl cHuman
1151 (UIIbMA O TIeJIMKaHaX OCTPOB C KOJIOHHEH
NTHLL, & TOTOM 10 3THM K€ CHUMKaM
MO2KHO OBIJIO CYIUTb O CTPYKTYpe NTHYLErO
noceJsieHus, IMHaMHUKe YHCJIEHHOCTH, CPOKax
W ycriexe/uTorax rHes10BaHus.

— U Bbl He TOJIbKO CHHMAETe (hHIIbMBI,
HO H [OIYJISIPH3HPYETE 3HAHHS O [IPEAMETE
Bauiero nceienoBanus..

— MbI He orpaHHUMBaEMCS TOJBKO
cosziaHueM ubMoB. B npouecce paboTbl
pOzKIaeTCsl HeMaJlo MoJIe3HOr0 MaTepuaJa
v wiei. Hanpumep, B 3TOM romy
51 OpraHu3oBaJjia 00JIbLIYI0 HHTEPAKTUBHYIO
BBICTABKY, MOCBSIIIEHHYIO MeJIMKAHAM.

Ona cocrostiach 6/1arofapst NJI0JI0TBOPHOH
pabote Meanarpynnsl « Kpachblilt kBagpat»
1 Coto3a hororpadoB IUKOH NPUPOJIBI.
BricraBka 1 psiji 95KOMPOCBETUTETbCKUX
MepOoINpUsATHI JIBa Mecsilia pajloBaJu
nocetuteseil MockoBCcKoro 3oonapka,

a Terepb SKCMO3HUIIUS OTIPaBUIACH

B rofioBo# Typ no Poccuu. HaeHnbl

Hallel KOMaH/Ibl BCEra OTKINKAIOTCS

Ha TpUIJIaLIEeHHUs MTOJIETUTLCS OMBITOM

U BBICTYMUTb ¢ JeKuuen. [Tuiem

C KOJIJIEraMy HayuHO - MIOMyJIsIPHbIE CTAThH.
CoBMmecTHO ¢ oTorpacoM-aHUMaTHCTOM
Cepreem KioueBbiM co3naem KHUTY

0 MTHLAX JIJIS IETeH C BOCXUTUTEbHBIMU
WJLTIOCTPALMSIMH Xy10?KHUKOB -
AHUMaJICTOB. B colmanbHbIX ceTsx
pacckasbiBaeM 06 0COOEHHOCTAX MOBEICHHS
»KUBOTHbIX, O TOM, KaK MPOXOJST CheMKH,
KaK POXKAAIOTCS HIIEH...

WMHorna B pesysbrate HaydyHON
IKCIEIMLMH BO3HUKAET HOBBIH MPOEKT.

B 2021 rony cneunanuctol us POCUII
(Pycckoe 06111ecTBO coxpaHeHust U U3yUeHHUs]
NTHLL) NpUriacuin Ha Mbic HaBapun
(HUykoTka) uayuathb nTHYbU HGazaphl,

paHee He uccyenoBaHHble. Tam BMecTe

¢ reorpadoM U KMHEMATOrpapucToM
AnjipeeM MakCHMOBBIM Mbl HauaJli CHUMATh
mMarepHait JJii HOBOTO MacliTaGHOTO
KUHOIMPOEKTa 00 U3yYeHUH MTHLL.

— Bbl oxBatbiBaeTe Kak yqeHbIH
OTPOMHDIH 00beM MaTepHaJia,
CTPYKTYPHPYETE €ro, MPHBOJHTE
B CHCTEMY H BbllaeTe B pe3yJbTare
[1OYTH [TI0JIHOMETPAaXKHBIH (UIIbM ?

— Ila, mbl cTrapaemcst paboTath
B popmare nosiHoro metpa. Tem GoJiee
YTO MOSIBUJIOCH GOJIbIIIE BO3MOYKHOCTEH.
ChbeMKaM, KaK MpaBuJIo, MPeJIlecTByeT
JUIUTeNIbHAsK OAr0ToBKa: cO0p
TEOPETUYECKOT0 MaTepuaJa, aHaau3
JIUTEPATYPHI (B TOM UHCJIE aHVIOS3BIYHOM ),



00lLLEHHe ¢ SKCIIepTaMH, Bble3/bl

Ha MpejnoJiaraeMble MecTa ChbeMOK.
CkasaTb 10 npasjie, oHa He MpeKpalaeTcs
JI0 cl1auk (hUJIbMa U MPOJI0JIKAETCs] 1arKe
nocse. OfHM BONPOCHI MOPOXKIAIOT APYyTHe,
M OCTAHOBUThCS ObIBAET Cy103KHO. OcoOeHHO
KOTJ1a BUJIMIIL B Kajipe HeoObluHOE
NOBEJICHHE WJIM BCTPeyaellb HeOXKHIaHHbIH
BOIPOC OT BHUMATEJIbHOTO 3PUTEJISI.

A HayuHBIl G3KTpayH/ He TTO3BOJISIET
OTMAaxUBaTbCs OT HEMOHSATHOTO, TpeOyeT
pazobpaTtbest B cutyalud. HYewm rnyoxe
MOrpyzKaellibesi B KaKylo-To TeMaTHKY,

TeM OoJibllle BO3HHKAET BOIPOCOB.

— MHe npuxoauTcsi CMOTpPeTb MHOIO
@uabMoB o npupone. Bee orn pasmbie,
00J131ar0T ONpee/IeHHBIMH XY0XKECTBEHHBIMH
kayectBamu. Kak Bbl oljeHuBaere
scTeTHyeckne JOCTOHHCTBa Bainx pabor?

— [lonarato, Mbl 1es1aeM UILMBI
Ha BECbMa BbICOKOM XY/102KECTBEHHOM
ypoBHe. Cerojitsi y COBPeMEeHHOTO 3pUTEJIsI
€CTb JOCTYI K 04€Hb GO0JIBLIOMY KOJIMYECTBY
koHTeHTa. [TpocTo 3a6aBHbIX U HEOOBIYHbIX
KajlpOB MHOTO B HHTEPHETE, HAUTH
UX Hecs10kHO. Crylolb U PSIZIOM OHH CHSTBI
JHOOUTEJISIMU 110 CHACTIIMBON CJIyYaHHOCTH.
YToO6b! ObITH HHTEPECHBIM 3PUTEJISM,
HEJ0CTaTOYHO TOJIBKO CHSITb HHTE€PECHBIN
MOMEHT K3 KU3HH AKUBOTHBIX. HyKHO
3areyaT/ieTb }KHBOTHOE C Pa3HbIX TOUEK
U pa3HOH KPYMHOCTH, paccKasaTtb
MHTEPECHYIO0 UCTOPHIO O COOBITHH,
JIAKOHMYHO BITMCATb €€ B CIOXKET BCEro
¢dusbma. [1pu s3TOM TexHHUeCcKoe KauecTBO
MoJ1aukl MaTepuaJia Toxe OueHb BaXKHO!

C Kak7IbIM roJIOM HallW YMEHUsI PacTyT.
Pocr mMactepcrBa ¢Bsi3aH ¢ ONbITOM 4/IeHOB
KOMaH/1bl, BOBJIeUEHHEM HOBbIX JIIOJIEH,
pPa3BUTHEM TEXHOJIOTHH, HAOOPOM
M KauecTBOM arnapaTypbl, 4, KOHEYHO,
UrpaeT poJib MOCTENEHHO YBeJIUUMBAIOLLHICS
o1okeT. Kak Hu ctpanio, puiibMbl
0 TIpUPOJE TPeOYIOT OOJIbIINX 3aTpaT —

HE TOJIbKO BPEMEHH, CUJI, HO U CPE/CTB.

— Haunnasin Bbi na «/lennayaguibme»,
ONIHOH M3 cTaperitinx cTyank Pocenn.
Tenepp cunmaere pisi «J/labopatopuu
Hay4IHbIX PHABMOB>. Pacckaxure,

MoXKaJyHCTa, H3MEeHHJIHCh JIH YCIOBHSI,
TPEOOBAHHS K HCIIOJIHHTEJISIM [IDOEKTA ?
Benb renepb TBOpUECKHM JIOAAM
MPHXOAHTCS pabOTAaTh B YCJIOBHSX PBIHKA.

— Benyume cotpyiHukn
«Jlennayucuabma» U opraHu3oBaJu
«JlabopaTopuio HayYHbIX (DUIBMOB >,
ab6peBuarypa ta xe — JIHOD.

O1yTHMO cTaso T, 4TO Ternepb KaxJI0ro
CrielHa ucTa Hajlo MoAOUPaTh OTAENBHO,
CYLIECTBEHHO COKPATHJICS LLITAT
MOCTOSTHHBIX COTPY/IHUKOB — MPOBEPEHHBIX
npoceccruonanos. Het 6osbliie

B pacrnopsi>KeHHH KHHOCTY/IMU COOCTBEHHbIX
NaBUJILOHOB, CTY/IMH 3aMUCH U MOHTa»a,
anmapatypbl 1 pekBuduta. Ho ycnoBus
paboThl (Mbl paboTaeM Mo KOHTPAKTY

B COOTBETCTBHMH C UMEIOIIUMCS TPOEKTOM )
HaM IPeJI0CTaBJISAIOT BeCbMa KOM(OPTHbIE,
9TO KacaeTcsi i GI0POKPaTHUECKHUX
BOIMPOCOB, H (PUHAHCOBBIX, H MOPaJIbHBIX.

YyteHbl HaLLIEH CbEMOYHON KOMAaH/Ibl
He SIBJISIIOTCS COTPYIHHKAMU KaKOH-TO
OJTHOU (PUPMbI UM KUHOCTYIUH. ¥ BCEX
Hac ecTb U COBMECTHbIE MTPOEKTHI,

1 OT/Ie/IbHbIE, TPUTOM HET TIOCTOSTHHOTO
eIMHOr0 Haua/beTBa. Korna nosipJsiercst
uzest UsbMa, s TOTOBJIIO CUHOIICHC

1 ClieHapHbIH TJ1aH, 3aTeM U3 UMEIOILIErocs
mMartepuasa MOHTHPYETCS TePBbIH TH3EP.
DTU MaTepHasibl Mbl 3a51BJISIEM HA TTUTUMHT
WJIH 2Ke oOpaliaemest K Npojitocepam,
3aMHTEPECOBAHHBIM B TIPOEKTE,

OHH OKa3bIBAIOT MOMOILlb B TOJyUYEHUH
rpaHTa Wiu BbIIENSIOT CPEICTBA

U3 COOCTBEHHOTO OrO/KeTa, MPUBJEKAIOT
crnoHcopoB. EcTb 1 Apyrue MexaHuambl,
KOTOPbIE Mbl Ceiuac OCBaUBaEM,

HO 00 nX 3(h(heKTUBHOCTH CyUTH TTOKA
paHo. Mbl ctapaeMcsi MOJJIePKUBATh

JIPYT JIpyTa U B CJlyuae MosiBJIEHUsT XOPOILIEro
MPOeKTa CHOBA MPHUIVIAIIAEM HAIEKHbIX,
NPOBEPEHHBIX KOJLJIET.

— Kcrartn, Bbl Benb coznaii CBOIO
CHEMOYHYIO TPYIIITY...

Heckousbko JieT Hazan s pelinsia
06pa3oBaTh TBOPUECKHUH KOJIJIEKTHB MO
nazpanuem Monticola Films (Monticola —
JIATHHCKOE Ha3BaHUe MTHIL PoJia KAMEHHbIe
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JIPO3/bl, K HUM OTHOCSATCSA CUHUH U MECTPBIH
KaMeHHbI€e JIPO3Jibl — «CHHHE NTHLBI ).
Hau KosuieKTHB — 9T0 rpymnmna onbITHbIX
KUHEMaTorpaucToB U MPOogecCHOHaTbHBIX
OHO0JIOrOB, 0ObEeIMHEHHBIX 0OLIUMH
LIEHHOCTSIMM U HHTEPeCaMH C LIeJIbIO
CO3/1aHH$1 HAYUHO - TOMYJISIPHBIX (PHJIbMOB

0 JIMKOH MpUpoJIe.

— Ilo kakum Kputepusam noaOHpaeTcs
KOMaH/Ia: oreparopbl, 3BYKOPEXKHCCEPEI,
komnoaurop? Kakosbl Baiin npeanoyrennst
npu Bribope onepatopos? C Bamu
paboTaroT OTJIHYHBIH CIIEIHATHCT
Muxaunn Pornornos, Bacuinii BuiliHeBCKHH,
TaJIAHT/IUBbBIH, SIDKHH MOIYJISIPU3ATOD
3HAHHH 110 OPHHTOJIOTHH, aBTOP
HHTepecHeH X KHUT. Kak Bbl ouennBaere
HX BKJI4N B 0011[ee 16107

— B ycnioBusiX, B KOTOpPBIX Mbl CHUMaeM,
OYeHb BaxKHa MHOTO(YHKIMOHAJIBHOCTb
ornepaTopoB. YesoBeK HA CheMKax B IoJ1e,
KaK MPaBUJI0, HAXOIUTCS JIOJITO€ BpeMst
OJIH, OH JI0JI2KeH ObITb H 0MepaTopoM,

1 CTPOUTEJIEM, U 3BYKOPEIKHUCCEPOM,

1 HeMHoro pexkuccepom. C Bacuinem

Mbl paboTaJM TOJILKO Ha OJTHOM [pOeKTe
«0O3epo B MOpe»: UeJIOBEK OH HEBEPOSITHO
BOOJyLLIEBJIEHHbIH, CaM03a0BEHHO
norpy»Kaercsi B CbeMOUHbI# 1polecc,
1300peTaeT OpUrnHaJbHble METOIbI
CbeMKH, CO 3HaHHEM H JIDOOBbIO OTHOCUTCS
K ’KHBOTHbIM. B0o3M0O2KHO, OH ellle
MPUCOEIMHUTCS K HAaM JI/1s1 CheMOK HOBOTO
¢uabma.

C Muxaunnom PorioHoBbIM (¢M. puc. D)
Mbl TO3HAKOMMJIUCh IABHO, HO BIEPBbIE
OH mpuies K HaM B rpyriy ¢ Cepreem
[{uxaHoBHYEM BO BpeMsi CbeMOK (husibMa
0 po3oBbIx neskanax B 2019 rony
(«ITenukanuit ocrpoB» ). Muxaun —
MIPEKPACHBIN CIIELUAJIHCT,
CaMOCTOSITEJIbHBIH U TIOCTOSTHHO
COBEPUIEHCTBYIOLLHMH MacTepCTBO.

Y Hero xopollee BUJEHHE Kajpa,

MHOTO HJIeH U TBOPUECKHX, U TEXHUIECKHX,
MOJKPEINJEHHbBIX MHOTOJIETHUM OMbBITOM.
Ouenb BaxHO, YTOObI YEJIOBEK 3HAJ
00BEKT ChEMOK, a €CJIM He 3HaET,

TO CTPEMHUJICS U3yUaThb MOBAJIKU OYILyLIHX

Puc. 5. Muxaun Ponnonos. ®@oto Osera Cuoposa.
doro us apxusa H. A. JlopoceeBoii.

KHHOTepOeB, 0COOEHHOCTH HUX CPEJibl
o6utanus. CTpeccoycToHUMBOCTh

1 HETIPUTS3aTebHOCTb B YCJOBHSIX
IKCNEUIMHA — HeOOXOMble KauecTBa
COTPY/IHUKOB, TIOTOMY YTO CHTyaLMH
ObIBalOT 0X Kakue Herpoctbie! Hanpumep,
MOKHO 0Ka3aThCsl HA OCTPOBE B MaJIEeHbKOM
CKpajike (YKpbITHE JI/Isl CheMKH )

1 HE HMETh BO3MOXKHOCTH BbIOpaThCst OTTY/IA
B TeYeHHe HeCKOJIbKUX JHeH U3-3a MJI0X0H
TMOTO/Ibl, 1a2Ke BBIHTH U3 YKPbITHS HEJIb351,
MOTOMY UTO MOXKHO HaIyraTh }KHBOTHBIX.
OTBeTCTBEHHOCTb U OepeKHOe OTHOLLIEeHHE
K pUpOJie — LEeHHeHIIHe J0CTOMHCTBA
y4yacTHUKOB rpynnbl. Ho, noxanyii, camoe
BaXKHOE KauecTBO — 3T0 OeaMepHast JIoO0Bb
K cBOEMY zieJy!

Koneuno, /110711, ¢ KOTOPbIMH MHE
M0BE3J10 B3aUMOJICHICTBOBAT, CIIPABJISIIOTCS
CO MHOTMMH 3a/1auaMi. YseHbl Halleh
KOMaH/Ibl XOTb U MHOTO(YHKIIMOHAJbHbI,

HO BCE-TaKH, KOIJIa €CTh BO3MOKHOCTD,
Jiydlle IeJIeTHPoBaTh 3a1auk Pa3HbIM
JIOJISIM B COOTBETCTBHUHU C UX CHJIbHBIMH

1 c/labbIMU CTOPOHAMU U TPEITOYTEHUSIMH.
OpnuH yesioBeK hU3UUECKH HE MOXKET
BBITTOJIHUTL OJJHOBPEMEHHO BCe 3a/a4u
O/IMHAKOBO KauecTBeHHO. KT0-TO 00/1a1a€T



(heHOMeHaNbHOH YCHTIHBOCTHIO

W HabJII01aTe/IbHOCTBIO, HEOOXOIUMbBIMU
JI/151 TOrO, UTOOBI JIOBUTh MOMEHTBI U3 XKU3HH
YKUBOTHBIX, JIPYTrOH — Jiydllle CHUMAeT
JIOKyMeHTaJIbHbIe CIOYKEThI C JIIOJIbMHU,
TPETHH — MaCTePCKHU CripaBJsieTcst

C MAaKpOCheMKOH UM 3aMeJlJIEHHOH
CheMKOI/TaliMiancam, 4eTBepThIH —
yacamu HacJlaxKJIaeTcs ylaBJuBaHueM
NPaBUJILHOTO COJIHEYHOTO Jiyua B rei3axke
WM CbeMKOH HouHoro Heba. [lis1 onepaTopa
BO3/IYLLIHBIX ChEMOK TOXKE HY>KHbI 0COObIe
HaBbIKH, 0COOEHHO KOTJ1a PeUb HIIET O CheMKe
JKUBOTHBIX, HEOCTOPOXKHOE MCIOJIb30BaHKE
KOTITepa MOXKET HaMyraThb UX, UTO JIOMyCKaThb
HeJTb3sl.

B Poccuu nemuoro Jitoned,
npodeccnoHaNbHO CHUMAIOIINX (PHITbMBbI
0 TIPUPOJIE U TOTOBBIX K CMIAPTAHCKHUM
ycaoBusiM akeneuiuni. [Tocrenento
Mbl C HHMH 3HAKOMHMCS1, IPULyMbIBAEM
COBMECTHBIE MTPOEKTHI.

B s1OM rony, Hanpumep, K Hallel
KOMaH/1e PUCOEIMHUIIUCh SHTY3HACThl —
JIBa oMepaTopa 1 3ByKopexKuccep.

Muorna BMecTe O CheMOYHOM Tpynnon

B KCMEAULMIO OTIPABJISIIOTCS] BOJIOHTEPHI,
BBITTOJIHSIIONIME PA3JIMUHbIE 3a/1aUH,

OHH »Ke TIOMOTalOT U Ha BCEX OCTaJ/IbHbIX
stanax. bosbllioe MecTo B CO3IaHUH
(hHIbMa 3aHUMAIOT LIBETOKOPPEKTOP

1 3ByKopexkuccep. CrieliiajbHOCTH

3TH TPeOYIOT OOJILLIOTO ONbITA, TOHUMAHHS
3ajiau HayuHO-OMYJSIPHOTO KHHO,
YyBCTBa Mepbl U BKyca. K coxkasieHuio,
JIEACTBUTEIBHO XOPOLLHUX CIELHAINCTOB

B 3TOH 06JIACTH HAUTH OUEHb CJIOXKHO.

— H o komnosutope, noxxasyricra,
HeckoJibko /108! O BaXKHOM BKJaje
KOMITO3HTOpa B KHHO 0 ripHpose!

B cBszu ¢ npoexramu apyrux
PEXHCCEPOB-HATYPAJIHCTOB 51 HEMAJIO
HHTEpeCcoBaJIach 3a1a4aMH, KOTOPbIe
CTABHT Nepe] KOMIIO3HTOPOM PEXKHCCED.

Y Hac B Kaszaxcrane ¢ KJ1acCHKOM
aHHMAaJIHCTHYECKOro KHHO BstueciaBom
bessiioBbiv pabotas Anyapa boryiieBckni.
H 510 ObL/I0 B3auMooOoraijarlee
coTpyaHuyecTBo!

— Yro Kacaercst KOMIIO3UTOPA,

TO 3J1eCh 5 Beer/a jloepsiia Bkycy Ceprest
[IuxanoBuua. Ha Mo¥i B3rsiz, yesoBeK
JIOJI2KEeH TTHCaTh My3blKy, KoTopast OyjieT
COMPOBOKAATH (DUJIBM U HE NIPUTSTUBATH

K ce6e CJIUIIKOM MHOTO BHUMAHHSI.

B duabmax o npupose 60Jblyio posb
MIpaoT €CTEeCTBEHHbIE 3BYKH U LIYMbI.

O Hauleit paboTe MOXKET CyIUTh 3pPUTEb!
HaM y/1aeTcsl Ka4yeCTBEHHO 3aMHChIBaTh 3BYK.
J11s1 GOJIIIMHCTBA HALIMX KAPTHH MY3bIKY
nucasa Jlronmuna BoskoBa, HO ¢ IPOLLJIOTO
rojia Mbl HauaJu pUIJIALIaTh U IPYTHX
KOMITO3UTOPOB.

— CJIYXKHT JIH KHHO KaKOTro-J1H00
H3BECTHOIo pexkrccepa a/is Bac
OPHEHTHPOM, rpuMepom? Bozmoxto,
¢uibmbl [oBHna Arren6opo? CpaBHuBaete
JIH Bbl oH/IbMBI, KOTOpBIE CHHMAETE,
¢ paboTami Jpyrux pexxHccepoB?

— He mory BbiIeuTh KOHKPETHOTO
aBTopa, CKopee, OT/e/bHbIE (PHIIbMBI,
MHOIJIA ceprasibl, KOTOpble HPaBATCS.

EcTb opuruHa/bHble HAeH U LITPUXH,
TMOJIXO/IbL... 38 HUMH HaOJII0/1AI0.

MbI crapaemcst MATH CBOUM ITyTeM,
OPHEHTHPYSICh HA OMbIT U OLIMOKHU IPYTHX
KuHematorpaducron. [Toxkanyi,

MHE HerpocTo rnoJyyaTh obliee
BreyatyieHue ot puabMa, noTomy

4TO B MpolLecce MpocMoTpa pasbupato
ero, 06/lyMbIBalO TEXHUKY CbEMKH, M0fauy
Martepuasa, OpPUrMHAJIBbHOCTb OOBEKTA...
Hekotopblil upeamepHo aHaIM3UPYIOLLUH
TMOJIXO0J1 MELLIAeT YyBCTBEHHOMY BOCHPHUSITHIO,
KOTOpPOE€ BO3HHUKAET, HAallpUMep,

TP IPOCMOTPE XY/L102KECTBEHHBIX KAPTHH.

Crapatoch CMOTPETh KaK MOYKHO
6ouiblile (PUJIBLMOB O PUPOJIE CO BCETO
mupa. HacmotpeHHOCTb BaxHa, 4TOObI
3a1aBaTh MJAaHKY H OPUEHTHPOBATHCS
B MHTEpecax M 3arnpocax o0L1ecTBa.

[To BO3MOKHOCTH §1 1ocel1ato TeMaTHYeCKHe
MEepOTMPUSTHSI, YUACTBYIO B 00CYKIEHUSIX,
6J1aro MHOTHE celvac JIOCTYITHbI OHJaHH.
XoJ10/1HOH r0JIOBOM cTapatoch CPaBHUBATD,
COTIOCTABJISISI HE TOJILKO Pe3yJbTar,

HO M OI0JIKeT, KOJIMYeCTBO YYaCTHHKOB
KOMaH/1bl, MOTPauyeHHOEe BpeMsi
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1 BO3MOKHOCTH. B sito6om cyuae yemnex
JIPYTHUX JIIOJIeH CTUMYJIUPYET IBUraThCs!
BIepe/l U UCKAaTh HOBbI€ METO/IbI

U151 JTyUIlIero pe3yJbTata.

— 3Haere Jin Bbl nono6HbIe npumepbl
B MHPOBOJi [IPAKTHKe, KOIAA yueHbIF/
Y4eHasi CTAHOBSITCS KHHEMAaTOrpagHCTaMH
H CHUMAIOT (PHJIbMbI HA OCHOBE CBOHX
HCCJIE0BAHHI HJIH K€ KOIa CheMKa
CIIYXKHT H3YYEHHIO TIPHPOTHOIO 00BEKTA?
B Poccuu u ctpanax CHI™ mue nspectHbl
HMeHa HeKOTOPBIX POHECCHOHAJIOB.
OpHutoJior, BEAYIIHH HAYIHBIH COTPYAHHK
MI'Y umenn JlomornocoBa, Tatbsina
0O06030Ba 1ecATh JI€T HA3a/1 B35/14 B PYKH
Kamepy H YCIELIHO co37aeT QHIbM
3a @uibmom. Hropb bbiiiineB octaBuj
HAYYHYIO 1eATeJIbHOCTb H CEeTOAHS OJHH
H3 caMbIX MPOAYKTHBHBIX B besopyccrn
pexxHccepoB KHHO o rnipupose. B Kazaxcrane
B [TOCJICHHE TOJBI KH3HH CHSI DS
(HIBMOB 0 3aI10BEAHHKAX H HALIHOHAJIbHBIX
napkax tajaaHT/IuBbli ororpag Oger
bensinioB, yBiedeHHO 3aHHMABIIHHCS
H OPHHTOJIOTHEH...

— Jla! 1 oGs13aTesibHO HA/IO CKA3aTh
o Baagumupe Hukonaesuue JleGenene,
€ro MOYKHO Ha3BaTh OCHOBOTIOJNIOKHUKOM
COBETCKOT0 Hay4yHOro KMHo. K3 nepBbiX MMeH
B 3aMaJiHOM KHHeMmaTorpade, KTo Takxke
NpUXoUT B rosioBy, Huu erpacc Taiicon,
Puuapn lokuns, xepanbn Happes,

SIn JTunp6nan, Kapan Caran... O61asich

B MEXKIyHapPOJIHBIX KPyrax aBTOPOB HAyuHO-
MOMYJISIPHOTO KMHO, B TOM YHCJIe KHHO

0 MPUPOJIE, HEPEIKO BCTPeuaio ObIBIINX
WJTH IEHCTBYIOLIHX YUEHbIX.

[Tosarato, uTo, KaKk TOJIbKO U300parKeHHUs
CMOTJIM IBUTAThCS, HATYPAJIUCThI MbITATUCh
3areyaT/ieThb Ha IJIeHKe TO, YTO OHH
BUJEJIH, — 3BepeH, NTHL, HACEKOMBIX,
pacTeHust, MUKPOOPTraHU3MbL... FIMeHHO
HaTypaJuCTbl U GHOJIOTH CO3/IAJIH KaHP
Hay4yHO-TMOMYJISIPHOrO KUHO, CO3/1a/11 3a/1e/1
17151 pa3paboTK1 0co60ro 000pyL0BaHHUs
1 TexHoJsoru# cbeMku. Cpenn Hux OgBep
[Taiik, [Tepcu Cmut, Maptun JlyHkan.

U no ceii 1eHb ChEMKY HACTO
MCIOJIb3YIOT B HAYUHOMH J1€5ITe/IbHOCTH

B CaMbIX pagdHO0Opa3HbIX 00J1ACTSIX.

B cBo10 6bITHOCTL IOHHATA, KOTZIA

51 U3ydaJsia NMoBejieHUe KYJHKOB-COPOK,
OblJ10 O4eHb YI0OHO CHATH HAa KaMepy
Mpollecc KOPMEXKKH CTau NTHll. A notom,
HaxoJsICh B MOMEIIeHHH, BHUMATENBHO
aHaJIM3MPOBATh, B KAKOM KOJIMYECTBE

M 4TO UMEHHO yroTpebusa nruua.
HMcnodb3yioT BUIE03aNuCcH B 9KOJOTHIECKOM
OUOMOHUTOPHUHTE, (PU3HOJOTHH, 300J10THH
¥ BO MHOTHUX JIPYTHX AUCLIUTJIMHAX.

Jake MmosiekyJisipHasi GMOJIOTHsT
oOpaulaercst K METO/Y BUACODUKCALIUH.
IT0 M03BOJISIET MHOTOKPATHO U GoJiee
BHUMATeJbHO H3yuaTh HHTEpeCyolIHe
MPOLECCh, 3aMEISATh UK YCKOPSITH
nBukenue. M KoHeuHo ke, NeUThCs
JIAHHBIMH C KOJIJIEraMH U HEHayYHbIM
COOOIIECTBOM.

— UpesBblyaiiHo BaXKHbIM JUIs1 KaX/10I0
TBOPYECKOI0 YeJIOBEKA, CHHMAIOLLIETO
KHHO, sIBJISI€TCSI BOMPOC: JJIsT KOTO MBI
CHUMAaeM Hallli (uibMbl. SHaete jin Bbl
CBOEro 3pHTEJIS, IPEAINOJIAraeTe, KakoB OH?
Bosmosxto, gaxce u3ydaJjin 3ToT BOIPOC...

— Jla. M crapaemcs HabsonaTh
3a U3MEHEHUSIMH, YTOObI CAMHUM TOXKe
COBEPIIIEHCTBOBATLCS U HE CTOSITh
Ha Mecrte. HenaBHO Mbl TPOBOAMIIH
60JIbIION COLIMOJIOTHUECKHI OTIPOC,

B KOTOPOM TPUHS/IN yuacTue 6oJiee
700 yesoBek. OKazasoch, 4YTO HAyUHO-
MOMYJISIPHOE KHHO O TIPUPOJIE OUYeHb
BOCTPeGOBAHO, OIILYIIAETCS €70 IBHbBIN
Jepuuut B Pocenu.

B ocHoBHOM 370 Jll0/1M B BO3pacre
25—44 et ¢ BBICIIMM MJIM HE3aKOHYEHHBIM
BBICILIMM 06pa3oBaHHEM, 3aHSATbIE B CAMbIX
pasHbIx o6JacTsx. BosbIIMHCTBO U3 HUX
cMOTpAT usbMbl 1 —2 pasa B mecsily
WJIM pexKe U B OCHOBHOM B HHTEpHETe,

HO X0TeJsin Obl U B KHHOTeatpe. CMOTpHT,
KaK MpaBuJio, B 06pa3oBaTe/IbHbIX 11eJIX
v 1151 cemeliHoro jocyra. Llenst
BO3MOKHOCTb HAaOJIOIEHUS 3a TIOBA/IKAMHU
JIMKHUX KHBOTHBIX, CKPBITBIX OT [V1a3
6OJIBLIMHCTBA, Pajlbl, YTO MOTYT YBUIETh
TPYAHOMOCTYIHbIE MECTa HEBEPOSITHOH
KpacoThl.



— H nocrennnii Bonpoc: rie, B KaKHx
ayHTOPHSIX CMOTPSIT Batiie kuto?

— B ocHoBHOM 3T0 3puTesu, KoTopbie
MHTEpeCyIoTCs TPUPOIOH, oTorpaduer,
MyTelIeCTBUAMH U KHHO. Hepesiko s citbiiiry
XOPOLIHE OT3bIBbI T€X, KTO YBHJIEN (DHILM
cJlydaiiHo, HaTlpuMep, 1o TeJE€BU30PY.
Oco6eHHo pajyeT, KOTa TH JIIOH, TPEkKIIe
He y/eJIsiBILIEe BHUMAHUE 9KOJIOTHUECKUM
BOMPOCAM H XKMBOH MPUPOJIE, HAUMHAIOT
MHTEPECOBaThCsl IPYTHMH (PUIIbMAMH.

M elite 1ileHHee — BHUMAaTeJIbHee
BIVISIIBIBAIOTCST B OKPY2KAIOLIMH MUP.

— buiaroznapio 3a 6ecerny, yBaxkaemasi
Hanexnal Hckpenne npruznaresibHa,

470 Bbl HaLLL/IH BpeMs1 JJIsT HALLIEro
06CTOSITE/ILHOTO pa3roBopa o npooJjeMax
Hay1HO-[IOIYJISIPHOTO KHHO O IIPHPOJIE

H Baiiem BKs1aze B yHHKaJIbHOE
HarpapJjeHHe B MHPOBOM KHHEMaTorpage.

3aKknwuyeHue

DuabMbl MOJIOIOTO KMHEMAaTOrpaducTa
H. HopodeeBoii, cHsiTbiE B COAPYKECTBE
C OTIBITHBIMU PEXKHUCCEPAMHU, OIlEPATOPAMHU -

narypaaucramu C. LluxanoBnuem,

M. PoauoHoBbIM, — MOKa3aTesbHbIH
NpUMep Hay4yHOro TBOpPUYECTBA

B KuHeMartorpade. [i1y6oKu 1 mo3HaBaTe/IbHbI
1 ee Hay4yHO-OMyJIsipHbIE CTaTbH O CheMKax
1 0OIIEHUH C «TepOosIMU>» (DHIBMOB —
MTHIIAMH.

HMmenHo ee nepy, yueHoro-6uoJora,
NpUHA/IEKAT He JIUILIEHHbIE TOITHUECKOH
006pa3HOCTH KOMMEHTAPUH K (DUIIbMAM.

C npoceccHoHaNbHbIMK OllepaTopamy,
KOJIOPUCTAMH, 3BYKOpEeKHCCepaMu
Jlopocheesa-oneparop 1o61uBaeTcst
BbIPA3UTEJLHOCTH M BUPTYO3HOTO 3ByYaHHsI
nzo6paxkenusi. OGbEUHAET YyUaCTHUKOB
CbeMOUYHOH TPYIbl CUMNATHS, JI0OOBb

(1) k o6bekTy chemku. JlopodeeBa
MCKpeHHe 03a004yeHa NPOoABHKEHHEM
(UIBMOB K 3pHTEJIO0, CO3HABas,

HaCKOJIbKO HeOOXOJIMMbI JIEHTbI O TPUPOJIE
1151 POPMHUPOBAHUS IKOJOTHIECKOTO
MHPOBO33peHUsl. SHAHUSI, YMEHHUSI,

onbIT lopodeeBoil u ee Kosier MOryT
3aMHTEPECOBATh HAUMHAIOUIUX PEXKUCCEPOB,
ornepaTopoB, MpeObIBAIOLLIUX B [TOUCKE MyTH,
COOCTBEHHOTO CTHJIA.
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ABTOpnappablIH, yneci

H. A. lopodeeBa — FanbiM MeH KMHeMaTOrpadTbIH 63iHAIK KbI3METTEepiH Tanaay, Taburat
Typanbl FbINbIMU-KOMLLINIK KMHOHbIH, KOFaMAbIK eMipaeri peni Typanbl 01 ToNiFay, MaTiHAI
MbICbIKTAY.

H. H. bepkoBa — Macenenepfi KanbinTacTblpy, 9HriMe XXyprisy aficteMeciH asipney,
KOPbITbIHABINAPAb! TYKbIPbIMAAY, MSTIHAI AaMbIHAAY.

Bknap aBTOpOB

H. A. JlopodeeBa — aHanu3 cO6CTBEHHOM LEATENbHOCTU YYEHOIO U KMHeMaTorpaducra,
pa3MbILLUIEHUS O POAM HAYYHO-TOMYASIPHOTO KUHO O NMPUPOAE B OOLLECTBEHHOW XM3HM,
fopaboTtka TekcTa.

H. H. bepkoBa - dopMupoBaHue npobaeMaTvki, pa3paboTka METOA0NOTMM NMPOBEAEHUS
6eceppbl, KOHLENTyan13aums BbIBOAOB, 4OPAbOTKa TEKCTA.

Contribution of authors
N. A. Dorofeyeva - analysis of the scientist's and cinematographer's own activities,

reflections on the role of popular science cinema about nature in public life, revision of the

text.

N. N. Berkova - problem formation, the methodology development for conducting the
conversation, the conceptualization of conclusions, the text revision.
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Hanexna JopodeeBa

Toyencis seprreyui (Cankr-IletepOypr, Peceii)

Hanexna BepkoBa

«)Kachl cakTbiK» 3KOJIOTHsIBIK KoFambl (AsimaTel, Kasakcran)

AOJAMIOAPAObI TAHBIMAbIbIK MPOLLECCIHE TAPTY

Anparna. KuHotanywsl Hapexaa bepkoBa CaHkT-leTepbyprreH (Pecei) kenreH 6uonorus
FbINbIMAAPbIHbIH, KAHAMAATBI, KUHEMaTOrpad, TaburaT Typanbl XaHe TabuFaTTbl 3epTTey MEH KopFayFa
Ken Xblnaap apHaFaH afgaMaap Typasbl OH 6ecTeH actaM GuibMAepAiH TYCipyLWici XXaHe KaTbICYLUbIChI
Hapexpa [lopodeeBameH cyxbaTTa TeOpPUSBIK, XXoHe NPaKTUKaNbIK Macenenepai Tankplaanmbl.
Hopodeesa «JleHHay4udUNbM» KMHOCTYAMSCbIHAA MaMaHAbIKKA KON KepceTKeH [ypKaneHKo aHe
LlnxaHoBuy TanimMrepnepiHe KypmeT kepceTesi. OnapapbliH, 63 WwebepniriH WolHAAyAaFbl MaHbI3Abl PesiH
6aranai oTbIpbIN, Xac MamMaH GUNbMAEPAIH CLEeHapuii aBTOPbI XX3He pexuccep peTiHae TaburaT Typanbl
FbITBIMU-KOMNWINIK KMHeMaTorpadusHbIH, MakCaT-MiHAETTEPIH VFbIHbIM, KSCiIOK ecyiHe ynkeH MaH bepesi.
KnHokamepacbl 6ap agam peTiHae oHbl — 608y WebepiH, AblObIC MHXEHEPiH, KOMNO3UTOPAbI — TYCipy
afictepi, punomaepaiH GopMachl, CypeT canachl, AblObICTbIK-KOPHEKI 6eliHenep xacay, TynKifikTi
HaTUXKere acep eTeTiH 6aiNaHbICTbl KbI3MET MaMaHAAPbIHbIH, WbIFAPMaLLbLIbIK NMPOLECcCiHe KaTbiCybl
KbI3bIKTbIpaabl. lopodeeBa GunbMaepMeH XYMbIC icTey npouecciHae 6iniM MeH gafobinapibl urepyne
Y3L4iKci3 eHbekTeHeni. OHbIH, )XaHe TOM MyLLenepiHiH MaHbI3abl aaaMablK KaCMEeTTepiHiH, 6ipi — iciHe
[lereH afangplk, Taburatka AereH cyiicneHwinik. XXac kuHematorpad afa yprnakTbiH, pexuccepnepimMeH
»X9He onepaTop-HaTypanucTTepiMeH — LluxaHoBuyY, POOMOHOBMEH bIHTBIMAKTACTbIK, TXKipubeciMeH
6enicepni. lopodeeBaHbl FanbiM XXaHe pexuccep peTiHAe LWblFapMacbiHbIH, OipiHLWI Ke3eHiHaeri
XYMbICcTapblHaa — «TeHi3aeri ken», «TeHi3 cayblCKaH», «[ara xaHbiM» dunbMaepiHae auTbinFaH

KYCTap Typasbl SHriMenepaiH KepepMeHAepAiH CaHaCbIHA, KMSIbIHA SCep €Ty, 3KONOrusNbIK 6inim

6epy Macenenepi anaHaaTafbl. K TYMCbIKTap KapHaBasbl» COHFbI 9CePi XK06achl OOMbIHLLIA XXYMBbICTbI
KOPbITbIHAbINAK Kene, 0N «FblibiMK GUIbMAEp 3epTXaHACIHAAFbI» aFAPTYLUbI SHLUMKAONEAUANbIK DUIbM
KacayablH, KaHa TaCinAepiH Tanaanabl: Ken Xblafbl TYCipiniM 6apbiCbiHAA ONepaTopAblH MypafaTbiHAA
YKMHaKTaNFaH MaTepuanaapabl MyKUST ipikTey, MynbTUNMKATOPAbIH KATbICybIMEH KOMMO3ULMSIIbIK,
weLwiMm, casrepfin yneci. lopodeeBaHbl TaburaT Typasnbl GUAbMAEPAIH MAKCATTbl ayAUTOPUSACHI Typasbl
[a cypakTap omnanablpasbl. OHblH, NaibiMAaynapbiHaH 6i3 CTyAEHTTEP MEH MEKTEN OKYLbINAPbliH OKbITY
MiHAETTEPiH eckepe OTbIpbIN, MyHAAN ayAUTOPUSAHBIH ayKbIMbIH 6ap/blK, Kbi3bIFYLLbLIbIK TAHbITKAH
KepepMeHIepAiH YIKeH WeHbepiHe AeMiH KEHeNTy OpbIHAbI AeN KOPbITbIHAbI XXacal anaMbi3.

Tipek ce30ep: Hapexna opodeesa, Cepreit LinxaHoeny, Muxamn PoanoHoB, Tabufat Typanbl
FbUTBIMU-KOMLWINIK KNHOHbIH, MaKcaTbl MeH MiHAeTTepi, «/leHHayuybunbM», «FolnbiMu GUABbM 3€pTXaHaChI»,
3KONIOTUANBIK, aFAPTYLUbINbIK, TYCipY 4iCi.

Aaiiexces ywin: lopodeesa, Hapgexaa, xaHe Hapexna bepkosa. «<Agamaapabl TaHbIMAbIbIK,
npouecciHe Tapty». Central Asian Journal of Art Studies, 7. 7,N2 3,2022,89-103 6. DOI: 10.47940/cajas.
v7i3.592.

Aemopnap KomuazbaHblH COHFbI HYCKACbIH OKbIN Kynmaodsl ¥aHe Myddenep KaKMmblfbICbl YOK eKeHOi2iH
ManiMoeliol.
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Nadezhda Dorofeyeva

Independent researcher (St. Petersburg, Russia)

Nadezhda Berkova
Ecological Society “Green Salvation” (Almaty, Kazakhstan)

ENGAGING PEOPLE INTO THE PROCESS OF LEARNING

Abstract. Film critic Nadezhda Berkova in her conversation with Nadezhda Dorofeyeva talks
about both theoretical and practical issues. Nadezhda Dorofeyeva, PhD in Biological Sciences,
is a cinematographer from St. Petersburg (Russia), participator and creator of more than fifteen films
not only about nature but also about people who are studying and protecting nature for decades.
She pays tribute to the mentors who inspired her professional path at the Lennauchfilm film
studio - Gurkalenko and Tsikhanovich. Appreciating their important role in the development of her
craftmanship, the young specialist pays great attention to professional growth like a film scriptwriter
and a director, comprehends the goals and objectives of popular science cinema about nature.
As a person with a movie camera in hands, she is interested in shooting methods, the film forms,
image quality, creating sound-visual images, participation in the creative process of such specialists
in related activities that affect the final result as masters in colouring, sound engineers, composers.
Dorofeyeva is characterized by a continuous process of knowledge and skills accumulation
in the process of working on films. The devotion to work and love for nature are her and her group’s
important human characteristics. The young cinematographer shares her experience of cooperation
with directors and cameramen-naturalists of the older generation - Tsikhanovich and Rodionov.
Being a scientist and a film director, Dorofeyeva is concerned about the problems of environmental
education, impact on the audience’s consciousness and imagination about birds’ stories, narrated
in her early works Lake in the Sea, Sea Magpie, Madame Eider. Summing up the work on the latest
impressive project Carnival of Beaks she analyzes new approaches to create an educational
encyclopedic film in the “Laboratory of Science Films” - a careful selection of material accumulated
in the archives of the cameraman over many years of filming, a compositional solution
with the participation of an animator, the composer’s contribution. Dorofeyeva also wonders
about the target audience of films about nature. From her reasoning, we can conclude
that it is appropriate to expand the scope of audience by targeting not only students
and schoolchildren, but beyond.

Keywords: Nadezhda Dorofeyeva, Sergei Tsikhanovich, Mikhail Rodionoy, goals and objectives
of popular science cinema about nature, shooting method, Lennauchfilm, Science Film Laboratory,
environmental education.

Cite: Dorofeyeva, Nadezhda, and Nadezhda Berkova. “Engaging People into the Process of Learning.”
Central Asian Journal of Art Studies, vol. 7,no. 3,2022, pp. 89-103. DOI: 10.47940/cajas.v7i3.592.

Authors have read and approved the final version of the manuscript and declare that there is no
conflict of interests.
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«BoJrapusiHbIH XKaHa KHHOCBIHAAFbl COMKECTIIKTEH 3KOJIOTUSIFA eliH: Oiperei
«Ara» (2018) okuFachl xkoHe My3/ibl II6J laJlaHbIH NO3THKAChI»

AHApOHMKa MapToHoBa
Cypem 1. HaHyk peniHae Muxann AnpocumoB - «Ara» dunbMiHeH kaap (2018 x., pex. Munko Jlazapos,
Bonrapus-lfepmanuna-®paHuus, 96 muH), Red Carpet Films xaHe npoatocep Becenka KupskoBa ycbiHFaH.

Cypem 2. Nactypni unyutTep otbackl CeaHa (Peopocus MeaHosa) MeH HaHyk (Muxaun AnpocumoB) - Red
Carpet Films xaHe npoatocep Becenka Kupskoa ycbiHFaH «Ara» dunbMiHeH Kaap.

Kasak akojepeKTi KHHOCbIHA KOPiHiC TanKaH 3KOJIOTUsIJIbIK, TAOUFH
JKOHE TEXHOTeH/iK anarTtap

BaybipxaH 96aikacbiMoB, Anpa Malyposa

Kecme 1. Kazak kepkeM GunbMaepiHAeri XXeprinikTi 3KoNoruanbik, Tabuem, TEXHOreHAIK anaTTapablH,
KnaccubuKaLmchbl.

«OsHy» M033usi-0aeTinaeri TaGUFar neH ajaMHbIH YHAEYi

TorkaH Monpanim
Cypem 1. Xeke My3bikaHTTap EpkebynaH Canapb6aes (ckpunka), LLlonnan OHFapoBa (bopTenuaHo), dnbaap
AriT6ekoB (BMonoH4Yenb). [. Ypa3biMOeTOBTbIH Xeke MyparaTbiHaH anbiHFaH EneHa MeTpoBaHbiH, GOTOCHI.

Cypem 2. AHwbinap caxHacol. Conuct - Ousap AkeHes. 1. Ypa3bIMOETOBTbIH, XKeKe MypafaTblHaH asibIHFaH
Butanuit McnkoBTbIH hOTOCHI.

Cypem 3. Mponor. Ak KaibiHaap. [. Ypa3blMOeTOBTbIH, XKeKe MypafaTblHaH anblHFaH EneHa MeTpoBaHbIH,
doTochl.

Cypem 4. Aiia Menuc neH Ousp AkeHeB «Anaxuno» opbliHAAybIHAA. [1. Ypa3biMOETOBTbIH, )Xeke MypaFaTbiHaH
anbiHFaH EneHa MeTpoBaHbIH, GOTOCHI.

Cypem 5. «<Apnaxwvox» caxHacbl. [1. Ypa3biMbOeTOBTbIH, keKe MypaFaTblHaH anblHFaH Butanuit McnkoBsTbIH, hOTOCHI.

Cypem 6. baneTTiH COHFbI KepiHici. [l. Ypa3biIMBETOBTbIH, Keke MypaFraTbiHaH anblHFaH Butanuit MICMKOBTLIH,
cyperi.

Anamaapabl TaHbIMIBIIBIK MPOLECCiHE TapTy
Hapexna Oopodeesa, Hanexaa bepkoa

Cypem 1.Hapexna Jopodeesa. CypetTi TycipreH Cepreit LUuxanosuu. H. A. lopodeeBaHbIH MypaFaTbiHaH
aNnblHFaH CypeT.
Cypem 2. «TeHi3peri ken» dunbMiHeH kagp. H. A. lopodeeBaHblH, MypaFaTbiHaH asblHFaH CypeT.

Cypem 3. Cepreit Uuxarnosuy. CypetTi TycipreH Hapexaa Jlopodeesa. H. A. lopodeeBaHblH MypaFaTbiHaH
anbIHFaH CypeT.

Cypem 4. «TyMcbIKTap KapHaBanbl» GunbMiHeH kagp. H. A. JopodeeBaHblH MypaFaTbiHaH afiblHFaH CypeT.

Cypem 5. Muxawun Poomonos. CypetTi Tycipren Oner Cupgopos. H. A. lopodeeBaHbIH, MypafaTbiHaH afibiHFaH
cyper.
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OT MIEHTMYHOCTH K 9KOJOTHH B HOBOM 60/IrapCKOM KUHO: YHUKAJbHbI CiIyyaii
«Ara» (2018) n noatuka JensiHO# MycTOLIN

AHZpOHWKa MapToHoBa

PucyHok 1. Muxaun AnpocrmoB B ponu HaHyka - kanp u3 dunbma «Ara» (2018, pex. Munko Jlasapos,
Bonrapus-lfepmanuna-®paHuns, 96 MuH), ntobesHo npenoctaBneHHbi Red Carpet Films u npoatocepom
Becenkoi KnpbsikoBoW.

PucyHok 2. TpanuumnoHHas nHymtckas cembs CenHa (Peopocusa MeaHosa) u Hanyk (Muxaun Anpocumos) -

Kagp 13 punbma «Arax», nobesHo npepoctaBneHHbl Red Carpet Films 1 npoatocepom Becenkoi
KunpbsikoBoii.

aKOJ’lOl‘l/l‘-leCKl/le, NpUpPOIHbIE€ U TEXHOT€HHbIE KaTaCTpOCl)bl, OTpaXKE€HHbIE
B Ka3aXCKOM 3KOJOKYMEHTaJbHOM KHHO

baybipxkaH A6abikacbiMoB, Avuaa MawypoBa

Tabnuya 1. K}'IaCCMCbMKaLlMﬂ NOKanbHbIX, 3KONOrMYeCKUX, NpUpPOAHbIX, TEXHOFEHHbIX KaTaCTpOdJ
B Ka3aXCKUX XyO0XeCTBEHHbIX d)W'IbMaXA
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The Call of Nature and Humanity in the “Awakening” Ballet-Poetry
Togzhan Moldalim

Figure 1. Soloists-musicians Yerkebulan Saparbayev (violin), Sholpan Ungarova (piano), Eldar Aitbekov
(cello). Photo by Elena Petrova from the personal archive of D. Urazymbetov.

Figure 2. Scene of hunters. Soloist - Diyar Akenev. Photo by Vitaly Issikov from personal archive
of D. Urazymbetov.

Figure 3. Prologue. White Birches. Photo by Elena Petrova from the personal archive of D. Urazymbetov.

Figure 4. Aya Melis and Diyar Akenev are performing ‘Adagio”. Photo by Elena Petrova from the personal
archive of D. Urazymbetov.

Figure 5.“Adagio”. Scene from the ballet. Photo by Vitaly Issikov from the personal archive
of D. Urazymbetov.

Figure 6. The ballet final scene. Photo by Vitaly Issikov from the personal archive of D. Urazymbetov.

Engaging People into the Process of Learning
Nadezhda Dorofeyeva, Nadezhda Berkova

Figure 1. Nadezhda Dorofeyeva. Photo by Sergey Tsikhanovich. Photo from the archive
of N.A. Dorofeyeva.

Figure 2. Frame from the film “Lake in the Sea”. Photo from the archive of N. A. Dorofeyeva.

Figure 3. Sergey Tsikhanovich. Photo by Nadezhda Dorofeyeva. Photo from the archive
of N.A. Dorofeyeva.

Figure 4. Frame from the film “Carnival of Beaks”. Photo from the archive of N.A. Dorofeyeva.

Figure 5. Mikhail Rodionov. Photo by Oleg Sidorov. Photo from the archive of N. A. Dorofeyeva.



2023 xbuibl CAJAS kesieci cananapparbl Mocesiesiepi Kapayra xKoHe 3epTTeyre
OarbITTa/JFaH TaKbIPbIITAP/Ibl )KOCTIAPJAK/IbI:

Ne 1. Oprasbik A3us eHepi: Ka3ipri 3aMaH TYpFbICbIHIAFbI OHEPJETi TiJ1 MEH MATIH
(Hayphbi3, KosnKazbasapbl 2023 »kpuibid, 20 KaHTapbiHa JediH Tanchipy );

Ne 2. Onep: apT-MeHeKMEHT, OHipic, 3UITKEPJiK MEHIIK (MayChiM,
Kosmkasbanapasl 2023 xbuiipi 20 cayipine aeilin Tancoipy);

Ne 3. KorHuTHUBTIK TeEXHO/MIOrUsANAP: apT-Tepanusi, MHTEHMOHAJbIK, OHEP
negarorukachl (KbIpkyiek, Ko/mkazoanapast 2023 xblabiy, 20 ulingecine aedin
TarncbIpy);

Ne 4. Kasipri anemai Kypy Teopusicbl: dJ1eyMeTTiK-ryMaHUTapJbIK xKo06anap
(>xenTokcaH, KosmKkazbanapibl 2023 xkbuiabiH 20 KazaHbIHA JA€HiH TANChIpy ).
JKapusinanyra ranbiMaap, Myparatiibliap, 3epTTeylisiep MeH Tajiaylibliap, oHep
MEeH MOJIEHHET Ca/laCbIHIaFbl TEOPETUKTEP MEH MPAKTUKTED AKbIPbIIAJIbI.

B 2023 rony CAJAS niaHupyeT TeMaTHuecKue BbIyCKH, HaMpaBJeHHbIE Ha
paccMoTpeHMe U HCe/Iel0BaHKie BOMTPOCOB B CIEAYIOLINX 06/1aCTsIX:

Ne 1. UckycerBo LlenTpanbHoii A3uu: s13bIK M TEKCT B paKypce COBPEMEHHOCTH
(mapt, npuem pykonuceit o 20 siupaps 2023);

Ne 2. UckyccTBO: apT-MeHEKMEHT, MPOII0OCUPOBAHUE, HHTELIEKTYalbHOCTD
coOCTBEHHOCTD (MIOHD, pUeM pykornucel jio 20 arnpessi 2023 );

Ne 3. KorHuTuBHbIE TEXHOJIOTUU: apT-Tepanusi, MHTEeHLLMOHAJAbHOCTD, Ne1aroruka
uckKycceTBa (ceHTss6phb, npuem pykonucei 1o 20 uions 2023);

Ne 4. Teopusi co3anusi COBpeMEHHOTO MUPaA: COLMAJIbHbIE U TYMaHUTAPHbIE
npoeKTbl (ieKabpb, npreM pykonuced 10 20 oktaops 2023).

K Hyéﬂl/lKaLLl/Il/l [purialaTcs y4eHble, apXuBUCTbl, UCCJIEIOBATE/IN U aHAJIMTHKH,
TCOPETHUKH U MMPAKTUKHU UCKYCCTBA U KYJILTYPbI.

In 2023, CAJAS plans thematic issues aimed at examining and researching issues
in the following areas:

No. 1. Art of Central Asia: Language and Text from the Perspective of Modernity
(March, submission of manuscripts until January 20, 2023);

No. 2. Art Studies: Art Management, Production, and Intellectual Property
(June, deadline for submissions is April 20, 2023);

No. 3. Cognitive Technologies: Art Therapy, Intentionality, Art Pedagogy
(September, submission of manuscripts until July 20, 2023);

No. 4. The Theory of the Making of the Modern World: Social and Humanitarian
Projects (December, submission of manuscripts until October 20, 2023).

We are inviting to publication scientists, academic researchers and analysts,
theorists and practitioners of art and culture.
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