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Temip6ek XypreHoB atbiHAaFbI Central Asian Journal of Art Studies (CAJAS) - «BHep
Kasak ynTbIK eHep akaneMmsckl XOHE ryMaHWUTap/IbIK FblbIMAAP» (COHbIH iWiHae
TeaTp, My3blka, Xxopeorpadusl, KuHo, beliHeney xaHe
KonnaHbanbl eHep, caynet xaHe T. 6.) 6aFbiTbl HOMbIHLWIA
LlyHWe Xy3iHAeri aBTopblK 3epTTeynepmiH, HaTmxenepiH
KAPUANANTBIH peLLeH3UANAHATbIH FbITbIMU XKYpPHaA.

Ka3axcKast HaLMOHabHas aKazeMis BacbIbIMHBIH MakcaTbl — FbIIbIMU UAEANAPMEH anMacy
MCKYCCTB MMeHM Temupbeka XXypreHosa YLWIH anaH yCblHY, COHOAN-aK 6HEPTaHy CanacCblHAafbl

HipneckeH xanblKapanblK FblIbIMKU x006anapapl 4aMbITy
60/1bIN Tabblnaabl. XapusnaHbiMaapab! ipikteyaeri
6acbiM pakTopnap: XaHa AepeKTaHy xaHe anebu
fepekkesaepre YHAEY, akafleMU3M XKSHE FbifbIMU
06beKTUBTINIK, TApUXHAMaNbIK TONbIKTLIK NeH nikipranac,
KypAeni ryMaHuTapnblk MacenenepaiH 3amMaHayu enemi,
M3AeHM apTedakTinep MeH KepKeM HblCaHAAPAbIH,
XaHa TynHycka Tycinaipmenepi. CAJAS-Ta FbinbiMu
MakananappaH 6acka, Wwonynap, TapuxHamanblk, Wwonynap,
[epekTaHy Matepuanaapbl, 'yMaHWUTapbIK, FblibIM
TaKblpbINTApbIHAAFbI MiKipTanacTap YCbIHbITYbl MYMKIH
XKSHE FbINIbIMM AMaNorTap Kynranaabl.

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,
MEeMIEKETTIK FbINbIMU-TEXHUKANbIK CapanTama OpTasibifbl),
EBSCO Essentials, Kubep/leHnHkana nHaekcrenesi.

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

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

CAJAS makana aBTopnapbiHa akpl Tenemensi.

JKypHanaplH, kapusnaHbiM 3TUKAChI XKOHIHAETI
komuteTTiH, (COPE) Onen KopekciHe Calkec Keneai xaHe
YKYPHaNMEH XYMbIC XaCalTblH aBTOPNapAbIH Hemece
peLeH3eHTTepPiH 3aHCbI3 iC-3peKeTTep Typanbl KYLiKTi
xarpannapabl wewy ywid COPE cxeManapbiHa cyieHesi.
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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 obecneyeHuio kKauyecTsa B chepe
obpasoBaHua 1 Hayku (KOKCOH) Munucrepcrsa
obpasoBaHus 1 Hayku Pecnybnmku KasaxcraH (npukas
N2 303 ot 29.03.2021) ansa nybankaumm 0CHOBHbIX
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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«Temip6ek JKypreHos aTbinnarsl Kazak y/aTThik eHep
aKajzleMMsiChl» pecnyOJ/HKa/bIK MEMJIEKETTIK MeKeMeci»

PEOAKLUWA ANKACDI

Kao6bin1 XanbikoB, 6ac penakrop, uaocodust
FBIJILIMIAPBIHBIH JIOKTOPbI, TIpodeccop, clieHorpagust
Kadenpacsl, T. JKypreHoB atbiHiarsl Kasak yaTTbik eHep
akajiemusicbl (Anmatbl)

Hamup ¥YpasbimbetoB, 6ac pelakTopblH OpbIHOACKIPHI,
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Kasak ynTThiK KoHcepBaTopusichl (AnmaThl)

Exarepuna Pe3HuKoBa, FblJIbIMU PELAKTOP, OHEPTAHY
KaHauaathl, O. Kacrees atbinaarbl MeMyieKeTTik oHep
Mypaxkaiibl (AsmaThbl)

Cgeriana OpJioBa, OpbIC TiJIiHIH XKayanTbl PeaKToOPbl,
FBITBIMU - pelakusbK 6eimi, T. JKypreHoB aTbiHaars!
Kasak ynTThIK 6Hep akanemMusichbl (AsMaThbl )

Torxkan MoJsianim, Kasak TiJliHiH KayanTbl PeAaKTOPBbI,
eHeprany maructpi, A. B. Cesie3nés atbinaarsl Anmarthi
xopeorpadusiyibiK yuusuiieci (Aamarsbl )

Aunpnpeii KpaBuoB, arbliiibii TiJTiHiH 2KayanThbl
PELAKTOPDI, FBIILIMU-pPeaKLUAJIbIK O66J1iMi,

T. )Kyprenos arbinarst Kazak yiTTbik oHep akaaeMHsichbl
(Asmatsr)

Iyseabp Hypum6ertoBa, nusaiinep-6erreyii, 6acnara
naitbinaay 6edimi (penpoueHTp), « MHrenncepsuc»
JKUIC (Anmvatsbr)

JKypnan Kasaxcran PecniyGuikacbinbii AKnapar xoHe
KOMMYHHKALMsIap MHHUCTPJIITiH/E TipKEeJTeH.
Ecenke xoto typasibl Kyastik Ne 16391-x 10.03.2017 x.

050000, Kaszakcran, Aimatbl,
Mauduaos keueci, 127

+7 (727) 272 0499
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PEOAKLUMANDBIK KEHEC

Auna Oapduan, PhD, Osiem anebuerti npoceccops,
Arpiubin Tisti dakyssreti, Koceran Kaposnna
yuusepcureti (AKLI)

BakpiT Hypneiiic, eneprany 1oKTopbl, TeaTp eHepiHiH
TapHXxbl MeH Teopusichl Kadenpacsl, T. JKyprenos
arbinjarbl Kasak yatTbik eHep akagemusichl (Kasakeran)

Buprur Beymepc, PhD, npodeccop, Teatp, kuno kone
TeJieBUleHIe Kadenpachl, AGepUCTYUT YHUBEPCUTETI
(Ynei6puranus)

Benu-Martu Kapxyaaxru, PhD, npama xoue oiibin
abIOHKT-npodeccopsl, Taphx, MafieHUET 2KaHe OHep
mekTe6i, Typky YuusepcuteTi (PunmsHmms)

Eesa AnTuana, eneprany J0KTopbl, Teatp
aKaJleMHsICBIHBIH GH MelarOrHKaCkIHbIH TPoheccopbl,
Xesbeunkn Onep yHusepenteti (DUHISHNS )

Eepo Tapactu, PhD, kypmerTi mpodeccopsl, pusocodus,
TapHx XKoHe oHepTaHy Kadeapachl, XeJqbCHHKH
yHuBepcuTeTi (DUuHISAHIMS )

JKosze Jlyuc Apocrerio, PhD, npoceccop Mysbikasbik
6inim 6epy Kadenpacel, [panana Yuusepcureri
(Mcnanus)

3yxpa UcmaramberoBa, dusiocodust FbIbIMAAPBIHbIH,
JIOKTODBI, TTpodeccop, AiHTaHy KoHe MojIeHHETTaHy
Kactenpacl, on-Papadu arbinaarsbl Kasak yaTTbik
yuusepcuteti (Kasakcran)

Muwenb Buacyrtu, PhD, kaybiMaactbipbliran
npodeccop, Jkenepumentasnisl [lenaroruka,
[Tanya Yuusepcureri (Mrasus)

Cerc Ar6o, PhD, kaybiMaacteipbliran npogeccop,
[Tenarornka dakyasreri, Jleiikxsn Yunsepeureri (Kanana)

Tarbsina [MopTHoBa, oHepraty 10KTOPBI, Tpodeccop,
eneprany kadenpacsl, A. H. Kocbirun ateinaarst Peceii
MemJieKeTTiK yHuBepcuteti (Peceit)

Tomaw Tonopuwmk, PhD, KaybiMaacTbipbliaran
npoceccop, Ouep dakyisreti, JllobasiHa YuuBepeureri
(CyoBenust)

JKypHaut »kbliibiHa 4 peT LiblFajibl.

© T. )Kyprenos atbinuarsl Kasak y/ITThik oHep akaieMHUsiChl
© Asropaap



Central Asian

Journal of Art
Studies

YYPEAUTEJb

Pecry6inkaHcKoe rocyiapeTBeHHOE yuperkieHHe
«Kasaxckast HaloHa/IbHAsT aKaJIeMHsT HCKYCCTB
umenu Temup6eka yKypreHosa»

PEOAKUMOHHAS KONNETUA

Kab6b11 XanblKoB, MaBHbIH peaKTop, J0OKTOP
(usocodeKx HayK, mpodeccop, Kadepa cleHorpadui,
Kasaxckast HaloHasbHas akafileMHst HCKYCCTB HMEHH

T. Kyprenosa (Anmarsi)

Jlamup Ypa3biMOeTOB, 3aMeCTHTEb INIABHOTO
penakTopa, KaHIuAAT HCKYCCTBOBELEHHS, 10LEHT,
Kadesipa apT-MeHeKMeHTa, Kazaxckasi HalloHasbHast
KoHcepBatopust nmenn Kypmanrasni (Asmaror)

Exarepuna Pe3HukoBa, HayuHblil pelakTop, KaHauaar
MCKYCCTBOBEICHHS, YUeHbIH ceKpeTaphb, [ocynapcTBeHHbli
myaeii uckycers nmenn A. Kacreesa (Anvatbr)

Cgernana OpJioBa, OTBETCTBEHHBII pelaKTop
PYCCKOTO sI3bIKa, Hay4HO- PEIAKIIHOHHBIH OTHE,
Kasaxckast HalHoHasIbHasT aKaleMHst MCKYCCTB HMEHH
T. )Kyprenosa (Anmatbi)

Torkan MoJaganum, 0TBETCTBEHHbII PEIAKTOP
KAa3aXCKOTO0 513bIKa, MaruCTpP HCKYCCTB, AJIMATHHCKOE
xopeorpacuueckoe yuusuiie umenn A. B. Cesnesnena
(Anmatsor)

Aunpeii KpaBuoB, 0TBETCTBEHHBII pelakTOp
AHIVIHICKOTO SI3bIKA, HAyYHO- PElaKIIHOHHbBIH OT/e,
Kasaxckast HallmoHaJIbHAst akajleMusl HCKYCCTB IMEHH
T. )Kyprenosa (Anmarsi)

I'y3ens HypumoberoBa, usaiinep-Beperabliuk,
OT/eJ1 I0NeYaTHOi MOArOTOBKH ( PerpoLeHTp),
TOO «Hurenncepsuc» (Anmarot)

JKyphaust saperucrpuposan 8 Munucreperse nHdopmaiun
1 KommyHukaiui Pecry6inku Kazaxcrat.
CBHIETeNLCTBO 0 MocTaHoBKe Ha yueT Ne 16391 -2x

or 10.03.2017 r.

050000, Kaszakcran, Anmarsl,
yauua [Mandunosa, 127
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PEOAKLMOHHbIWA COBET

Anna Oannduan, PhD, accouuupoanHbliit mpodeccop
MHPOBOI JINTEPATYpbI, Kadeapa aHIHHCKOTO SI3bIKa,
Yuusepcurer Kocran Kaposutbr (CLLA)

BakbiT Hypneuc, 1okrop nekyccrBoBeensi, mpodeccop,
Kadesipa HCTOPUH M TEOPUH TeaTPabHOrO HCKYCCTBa,
Kazaxckast HalHoHaJIbHAs aKajleMHst HCKYCCTB HMeHH

T. )Kyprenosa (Kasaxcran)

Buprut Beymepc, PhD, npodeccop, kadenpa teatpa,
KHMHO U TeJleBHeHHsl, AGepUCTYUTCKHI yHHBEPCUTET
(Yanbe, BemikoGputanmus)

Beau-Martu Kapxyaaxtu, PhD, anbionkr-npodeccop
JipaMbl ¥ UTPBI, ILIKOJIA HCTOPHH, KYJIBTYPbl H HCKYCCTBA,
Yuusepcuret Typky (PuniasHaus )

EeBa AHTHANA, IOKTOP MCKYCCTB, MPOdeccop Mearoruku
TaHla, TeaTpasibHast akajaeMnsl YHUBEPCHTETa HCKYCCTB
XesibeHHKH ( DUHJIsTHHS )

Eepo Tapactu, PhD, nouernbiii npodeccop, kacenpa
hus0cohrK, HCTOPUU U UCKYCCTBOBEEHNUS], YHUBEPCHUTET
XesbeHHKH ( DUHIsTHNS )

JKose Jlync Apocrerio, PhD, npodeccop, kadenpa
My3bIKa/IbHOr0 06pasoBaHHsi, [paHaICKHil yHHBEPCHTET
(Mcnanus)

3yxpa UcmaraméeroBa, 10KTOp (hUI0COPCKHX HAYK,
npodeccop, Kadeapa pemurioBeaeHUsT U KyJIbTypOJIOTHH,
Kasaxckuil HalMoHa IbHbI YHHBEPCUTET HMEHH
asib-Papadu (Kazaxcran)

Muuenb Buacyrru, PhD, accounnposantbiii npoceccop,
DkcnepuMeHTallbHast efaroruka, Yausepeuret [lanya
(HMranus)

Cerc Ar6o, PhD, accouunnpoBanHbiii mpocgeccop,
[lenaroruueckuii axysbreT, YHUBepcUTeT JIefMKx31
(Kanana)

Tarbsina [TopTHOBa, 10KTOP HCKYCCTBOBEIEHHS,
npodeccop, Kaeapa HCKYCCTBOBeIeHHS, Poccuiickni
rocynapcersetnbiil yansepeuter umenn A. H. Koceirina
(Poccust)

Tomauw Tonopumk, PhD, accounnpoBanbiii
npodeccop, PaxysnbTeT UCKYCCTB, YHUBEPCUTET
JlioGisthbl (CioBeHust )

JKypuan ny6usuikyetcest 4 pasa B rojl.

© Kazaxckast HallMOHAJIbHAST aKaJleMHsl HCKYCCTB
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© Asropsl
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AJFbl co3

OHepLi 3epTTeyaeri CeMMOTMKANbIK acTap fanbIMAAPAbIH, akafeMuanblk WweHbepiHae FaHa eMec,
COHbIMEH KaTap eHep KahpaTkepaepiHiH apacbiHAA NoHAPanblK «a4eTKe» anHanabl. MaaeHu
OKMFanapAblH CEMaHTUKACbIH, KOATAPbIH, benrinepi MeH CMMBONAAPbIH KapacTblpy KOHTEKCTTEPAI,
iWKi M3TIHAEPAI TYCIHY YWiH KaxeT. LlaMaMeH OH Xbin BypbiH MeH Byn TakbIpbINTbl MyKUAT
3epTTeAiM XaHe ani KyHre AeMiH caxHanblK KEeHICTIKTepAiH CEMMOTUKANbIK KOATapbl Typasbl
XapuanaHbIMAApbiMa KbI3bIFYLWbINbIKTbl 6aiKaiMbiH, MeH OyFaH KyaHbILTbIMbIH XX3He 3epTTeyai
YasFacTblpyibl XXOCNapnan oTbIPMbIH.

2023 xbinbl Central Asian Journal of Art Studies eTKeH Xbinbl KabbinAaHFaH TaKbIPbIMTbIK,
HeMipnep TYXbIpbIMAAMACbIH XanFacTbipafbl XaHe 6ykin HeMipai «OpTanbik A3us eHepi: Kasipri
3aMaH TYpFbICbIHAAFbI OHEpAEri Til MEH MATiH» Aen aTanaTtblH CEMUOTUKANbIK 3epTTeynep 6afbITbiHA
apHanabl. BipiHWi HeMipAiH, Ma3MyHbIHA KbICKALLA TOKTasbIN 6TeMiH.

Anekcanap labenus (15-29) nocTtkonoHusanbIK TeOpus MacenenepiH KuHopexuccep Xopxe
CaHXMHECTIH, WblFapMalUbIbIFbIH TaNAay MbiCanbiHAA KeTepeai, atan anTkaHaa «Pesontoumsy,
«KoHZopabIH KaHbl», «enb My36no Typmeci» xaHe «XKep acTbl yNTbI». 3epTTeY aBTOPbI «aBTOPbIK,
BM3yanabl XXaHe ayanoBu3yanibl KOATapbl OTApLbINABIKKA KAPCbl XKaHe a3aTTblK MyHKUMSFa nex»
Aen atan KepceTeai.

Kamuna la6apawmrtosa meH Hasmpa Mykywesa (30-48) KasakcTaHHbIH GEMUHUCTIK
KMHOCbIHAA NO3TUKaNbIK 6enrinepai 6erHenen, MyHAa Takbipbin €N ilWiHAe OHLLA TaHbIMan eMec
LereH ke3KapacTtapabl XeHeai. Anaiaa, onap pecnybankana TyCipinireH Tapuxu KOHTEKCTKe cyieHe
OTbIPbIMN, OTAHAbIK X3He LWeTenmik KuHematorpadusaHbl (6onrapusanbik, OpuUTaHobIK XaHe KaHaaNbIK)
canbicTbipasbl. Ocblnaiiwa, aBTopnap GeMMUHUCTIK KMHOHbIH, Ka3akcTaHaarbl OpHbIH aHbIKTaMAbI.

Kasak MageHueTiHae «KypaK» Aen aTanaTbiH MaTa KMKbIMAAPbIHAH XacanfaH OyMbiMaap Kasipri
3aMaHfbl eHep/e aHa peHeccaHcTbl 6acTaH kewyae. byn OpTanbik A3usa cypeTwinepiHin, COHAIK
XaHe KonaaHbanbl WhlFapMallbliblFbiH CEMUOTUKANbIK XaHe 6acka Tacinaep TypFblCbIHAH TaNAaNTbIH
Xanepke LlLlaiirosoBa MeH AMaH U6parMMoBTbIH, (49—-65) KbI3bIFYLbINbIFbIH TYAbIPAbI. OP TYPAi
MypaxkainapAblH KOpiapbl Heri3iHae 3epTTenreH KypakTa onap STHOM3AEHWU KOATapAblH, KePiHICiH
Kepesi.

CeMMO3UCTIH STHOMBAEHU CTPATEruAChIH i3y TakblpblObl eKi enaiH Kui3 yinepi (kasak, Kui3
VWi XaHe KbIpFbl3 603 yili) MbiCanbliHAA 3aMaHayy M3AEHWU OpTaHbIH, 0ObEKTINEPIH e, A3CTYPi
M3EeHMETTIH apTedakTinepiH ae 3epTreyae CEMUOTUKANbIK CTpaTernsnapabl KonaaHyablH
nepcnekTMBacbiH kepceTkeH Anbmupa Hayps6aeBaHbiH, (66-81) xxyMbiCbiMeH e benrineHa,i.

Kuiz yinai 3eptTeywi «yi» Ty>KblpbiMAaMachl PeTiHAE KapacTblpagbl, KOHbIH, STUMONOTMUACBIHAA
YKanmnblFa OpTaK XaHe 3THMKANbIK epeklle MaFbiHacbl 6ap».

Pacunbbek EcteMecoBTiH rpaduKachl aBTOPAbIH, IMAETUKANbIK, XXafbIHbIH, KEBPHEKI TaXipnbeci
petiHoe CBemnana LknsesaHbiH, (82-100) yMbICbIHAA anfFal peT 3epTTenyae. ABTOp 63iHiH,
MakcaTbl peTiHae EcTeMecoBTbIH, CypeTTepiHiH MOHMATIHIH «OKyAbl» KOSAbl, Oyn «CypeTLi
LUbIFAPMALLbINbIFbIHBIH, KYHABUIbIK BaFaapnapbiH» TyCiHyre MyMKiHAiK 6epeai. Onapabl «en
M3AEHMETIHAEr XaHe KPOCC-MdEHM KaTblHACTaFbl Ka3ak, M3AEHMETIHIH BiperenniriH 6enrineyain,
peneBaHTTbl ToXipubenepiHiH bipiHe cavikec keneTiH rpadukanbik 6elMHenepai xxacaynarbl 6enrini
6ip 3aMaHayu MaFbiHanbl TaXipnbe» nen atayfa 6onagbl.

Ec6onar Oyice6ar (101-118) exenri cknud aH, CTuni MeH XaHa CayneT eHepiHAeri 3aMaHaym
Ka3ak, Ol0-epHeri apKblibl KBPKEM XaHe rpaduKanblik MaAEHUET reHe3UCiHiH TakblpblObIH 3epTTenai.
Makana aBTOpbI «CIYNET OHEPiHIH 3aMaHayy LbIFAPMALLbINbIK TYPaLUbIIbIFbl MEH FbITbIMU XKaHE
TYXKbIpbIMAAManbIK Cbi36ackl KananapabiH, 6eT-anneTiHe, aMaKTbIK 3CTETUKANbIK aTaynapablH,
6onMaybiHa akengi» aen caHanabl. CoHapbikTaH E. [lyiicebait )xaHa CayneT eHepiHiH, HblCaHbl MeH
Ma3MYHbl M3CENECiH FbINbIMU HETi3AeNreH XXaHe KpeaTuBTi LWelly MICeNeciH e3eKTeHaipeai.

lOnusa CopokuHaHbIH, «TpaHcMeauan kekxueri: Caoaat MIcMannoBaHbIH, NO3TMKACI» PEBbIO-
Makanacol (119-132) aiimakTbik MafeHWeTTi BipaeH bipHelue xeTekLwi eHep anaHaapbiHAA
59-wwbl BeHeuns BuenHaneciHin «Tyctep cyTi» 6araapnamacsinga (Beneuus, Utanus),
documenta 15 Heri3ri xanbikapanblk kepMenepaiH 6ipiHiH 6araapnamacsiHaa (Kaccenb, lepmanums)
xaHe Eye Filmmuseum-aa (Amctepaam, Huoepnanabl) «18 000 anem» atTbl Keke kepMeciHae
TaHbICTbIpFaH OpTanbik A3usHbIH anemre airini 3amMaHaym cypeTLlinepiHiu, 6ipiHe apHanfaH.

Ocbinaiwa, CAJAS-TbiH, 2023 xbINFbl XXeTi 3epTTeyAeH TypaTbiH anfallikbl HOMIpPi KanbiNTacTbl.
Pepakuus xxypHanabl AaMblTyFa ynec KOCKaHAApbl YLUiH aBTOpapFa, PeLleH3eHTTepre anfbic
6ingipeai, an okbipMaHAApFa CEMUOTUKANbIK, KOATAP dIEMiHe KbI3bIKTbl CasxXaT Tinenai.

Aamup Ypazeim6emos,
pedakmop



BerynuresnbHoe cioBo

CeMunoTMyeCKas noaonaeka B UCCNeA0BAHUM MCKYCCTBA CTana MEXANCLMMIMHAPHON

«0BbIYHOCTBIOY» YKe He TONIbKO B aKaleMUYeCcKOM KPYry YYeHbIX, HO U Cpesy caMux aestenen
ncKyccTBa. PaccMoTpeHne ceMaHTUKK, KOL,0B, 3HAKOB U CUMBOJIOB KYNBTYPHbIX COObITUI SBNSeTCS
HeobX0AMMOCTbIO A1 MOHUMAHUS KOHTEKCTOB, HALTEKCTOB M NMOATEKCTOB. [MOYTH AecaTb NeT Ha3ag,

S 3aHMMANCs 3TOM TEMOM CEPLE3HO U A0 CMX MOP BUXY, KAKOM MHTEpeC Bbi3bIBAOT MOM Ny6aMKaLmum

0 CEMMOTMYECKMX KOAAX CLLeHUYEeCKMX NPOCTPAHCTB, YeMy paf, U NAaHMPYO NMPOAOMKUTL UCCNEL0BAHMS.

Central Asian Journal of Art Studies 8 2023 rofy NpoA0/MKaeT KOHLEMLMIO TeMaTUYeCKMX HOMEPOB,
NPUHATYIO B MPOLLIOM rofy, M MOCBSLLAET LieNblii HoMep nog, Ha3BaHueM «MckyccTBo LieHTpanbHoi
A3UK: 93bIK M TEKCT B paKypCe COBPEMEHHOCTU» HAMPABNEHUIO CEMUOTUYECKUX UCCIELOBAHUA.
Mo3Bonto cebe KpaTKO PacKpbITb COAEPXKAHME NEPBOrO HOMepa.

Anekcanap ld6enua (15-29) nogHMMaeT BONPOCHI NOCTKONOHUANIbHOM TEOPUM HA NpUMepe
aHanu3a TBopyecTBa KuHopexuccepa Xopxe CaHxMHeca, aHanM3unpys, B 4HaCcTHOCTH, «PeBontoLmion,
«KpoBb KoHpopa», «TiopbMy aenb My3610» 1 «[ofnonbHy0 Hauuo». ABTOp UCCIef0BaHMUS
noaYepKMBAET, YTO KaBTOPCKME BMU3YyasbHble M ayMOBU3YasbHble KOAbl HECYT aHTUKONOHUANBHYHO
M 0CBOOOAUTENBHYIO DYHKLMION.

Kamuna la6apawmtosa 1 Hasupa Mykywesa (30-48) npencraBnsioT No3TMYeCKMEe CUMBOTb
B heMUHUCTUYECKOM KMHO Ka3saxcTaHa, npeoaonesas npenybexaeHus, 4to nogobHas Tema He CTonb
nonynsapHa BHyTpu cTpaHbl. O4HAKO OHM CPAaBHUBAOT OTEYECTBEHHbIN U 3apybexHbIi (6onrapckuit,
OPUTAHCKUIA U KaHALCKUIM) KMHeMaTorpad, mpy 3TOM ONMPasCh Ha UCTOPUYECKUIA KOHTEKCT TOTO,
4To 6bINO CHATO B pecnybnuke. TeM cambiM aBTOPbl ONPEeAeNstoT MecTo GeMUHUCTUHECKOTO KUHO
B KasaxcraHe.

MN3penus 3 NockyToB TKAHEN, KOTOpble B Ka3aXCKOM KynbType Ha3bIBAOT «KypaKy, MepexuBatoT
HOBbII peHeccaHC B COBPEMEHHOM MCKYCCTBe. 3TO Bbi3Bano nHTepec y XXanepke LLlaiirozosoi
1 AmaHa U6parumoBa (49-65), KOTopble aHaNU3MPYIOT LeKOPAaTUBHO-NPUKIAAHOE TBOPYECTBO
XYLOXHUKOB LleHTpanbHOM A31K C TOUKM 3pEHUSI CEMUOTUYECKOTO U ApYrMX NOAXonLO0B. B kypake,
uccneayemMoM Ha Matepuane GOHAO0B Pas3fIMuHbIX My3eeB, OHU BUASAT penpe3eHTaLmMio STHOKYIbTYPHbIX
KOA0B.

TeMa noucka sTHOKYNbLTYpHOM CTpaTernm ceMmo3mca o603HaveHa Takke paboToii AnbMUpbI
Hayps6aeBoii (66-81), koTopas Ha npuMepe pT ABYX CTPaH (Ka3aXCKWI KMi3 Y1 U KblPrbi3CKU
603 yi) Nokasana NnepcnekTMBHOCTb MPUMEHEHUS CEMUOTUYECKMX CTpaTerunii B U3y4eHun
O[IHOBPEMEHHO 1 06bEeKTOB COBPEMEHHOW KYNbTYPHOWM Cpefbl, U apTedakToB TPaAMLMOHHON KyNbTypbl.
HOpTa paccmatpuBaeTcs UCCnefoBaTeNEM KaK KOHLENT «40M», «061aaatoLmii yHUBEPCAbHbIM
W 3THUYECKM O0COBEHHbIM 3HAaUYEHUEM, 3aK/TIIOUYEHHbBIM B €r0 STUMONOTUU».

lpadwmka Pacnnbbeka EcteMecoBa kak BM3yanM3MpOBaHHAs NPAKTMKA 3MAETUYECKOM NaMsaTh
aBTOpa u3y4yaetcs Bnepsble B pabote CBemnaHbl Lknsesoit (82-100). CBoel Lenbio aBTop CTaBUT
«NpoYTEHME» KOHTEKCTOB pUCYHKOB EcTemMecoBa, no3BonstoLee NOHATb «LLEeHHOCTHbIE OPUEHTUPbI
TBOPYECTBA XYA0XKHMKa». MIX MOXXHO 0603HAUMUTL KaK «OnpeaeneHHbIn COBPEMEHHbIN COAEPXKATENbHbINA
OMbIT B CO34aHUM rpaduyeckmx 06pa3os, penieBaHTHbIX OAHOM M3 BO3MOXHbIX MPaKTUK 0603Ha4YeHus
Ka3axCKoM MAEHTUYHOCTM B KyNbType CTPaHbl U KPOCC-KY/IbTYPHOM OOLLLEHUU».

Ec6onar Oyicebar (101-118) uccnenyet teMy reHesnca XyaoxecTBEHHO-rpaduyeckon
KYNbTYpbl Yepe3 ApeBHUM CKUGDCKMIA 3BEPUHBINA CTUb U COBPEMEHHbIV Ka3aXCKMM OpHaMeHT
B HOBOI apxuTekType. ABTOp CTaTbM CUMTAET, YTO KCOBPEMEHHAS TBOPYECKas NPSIMONIMHENHOCTb
M Hay4YHO-KOHLLeNTyaslbHas CXeMAaTUYHOCTb apXUTEKTYPbI NPUBENU K BE3/IMKOCTU ropOA0B, OTCYTCTBMIO
pervoHanbHoOM 3CcTeTMYeckon agpecHocTuy». Motomy E. lyrcebait akTyanmMsmnpyeT BONPOC HAy4HO
060CHOBAHHOMO U KPeaTUBHOIO pelleHns npobnembl GOpPMbl U COAEPXKAHWUS HOBOW apXUTEKTYPbI.

CraTba-peBblo «[OpU30HTbLI TpaHCMeaManbHOro: no3tuka Caopat Micmannosoii» KOnum CopokuHoit
(119-132) nocseHa TBOPYECTBY OAHOM M3 BCEMUPHO M3BECTHbIX COBPEMEHHBIX XYLOXKHUL,
LleHTpanbHol A3un, NnpeacTaBnsBLIel PerMOHaNbHYIO KYNbTYpy Cpa3y Ha HECKONbKMUX BeLyLMX
NAoLWaAKax UCKYCCTBa — B NporpamMme 59-i BeHeuunaHckoi 6ueHHane «MonoKo CHOBUAEHUIA»
(BeHeuums, Mtanus), B nporpaMMe 04HOM M3 IMaBHbIX MEXAYHAPOAHbIX BbICTaBOK documenta 15
(Kaccenb, lepmanmns) 1 Ha nepcoHanbHoM BbicTaBke «18 000 mupos» B Eye Filmmuseum (AmcTtepaam,
Huaepnaxabi).

TaknuM 06pa3oM cknaabiBaeTcs nepsbli HoMmep CAJAS 3a 2023 roa, COCTOSALLMIA U3 CcEMU
nccnenoBaHuit. Pepakumns 6naronaput aBTOpOB M peLleH3eHTOB 3a pa3BUTHE XXypHana, a uutatensim
YKenaeT yB/eKaTelbHOro NyTeLlecTBUS B MUP CEMUOTUYECKMX KOAOB, KOTOPbIMU HACLILLEHO
NPOCTPAHCTBO KY/bTYPbl.

Aamup Ypazeimbemos,
pedakmop



Foreword

The semiotic background in study of art has become an interdisciplinary ‘ordinariness”

not only in the academic circle of scholars, but also among the artists themselves. Consideration
of the semantics, codes, signs, and symbols of cultural events is essential for understanding
contexts, supertexts, and subtexts. Almost ten years ago, | worked on this topic seriously

and still see how much interest my publications on the semiotic codes of scenic spaces arouse,
which | am happy about and plan to continue my research.

Central Asian Journal of Art Studies in 2023 continues the concept of thematic issues adopted
the last year and devotes an entire issue to the area of semiotic research called “Art of Central Asia:
Language and Text from the Perspective of Modernity” Let me briefly reveal the contents of the first
issue.

Alexander Gabelia (15-29) raises questions of postcolonial theory on the analysis example
of the work of film director Jorge Sanjines, analyzing, in particular, Revolution, Blood of the Condor,
Prison del Pueblo and Underground Nation. The study author emphasizes that “the author’s visual
and audiovisual codes have an anti-colonial and liberating function.”

Kamila Gabdrashitova and Nazira Mukusheva (30-48) represent poetic symbols in Kazakhstan
feminist cinema, overcoming preconceptions that such a theme is not so popular within the country.
However, they compare domestic and foreign cinematography (Bulgarian, British and Canadian),
while relying on the historical context of what has been shot in the republic. Thus, the authors
determine the place of feminist cinema in Kazakhstan.

Products made from scraps of fabrics, which are called qurak in Kazakh culture, are experiencing
a new renaissance in modern art. This aroused interest of Zhanerke Shaigozova and Aman Ibragimov
(49-65), who analyze the decorative and applied creativity of Central Asian artists from the point
of view of semiotic and other approaches. In qurak, which is studied on the basis of various museum
collections, they see a representation of ethno-cultural codes.

The topic of the search for an ethno-cultural strategy of semiosis is also indicated by the work
of Almira Naurzbayeva (66-81), who, using the example of yurts of two countries (the Kazakh
kiiz uy and the Kyrgyz boz uy), showed the prospects of applying semiotic strategies in the study
of both objects of the modern cultural environment and artifacts of the traditional culture. The yurt
is considered by the researcher as the concept of “house”, “having a universal and ethnically specific
meaning, contained in its etymology.”

Graphics of Rassilbek Yestemessov as a visualized practice of the author's eidetic memory
are studied for the first time in the work of Svetlana Shklyayeva (82-100). The author goal
is to ‘read” the contexts of Yestemessov’s drawings which makes it possible to understand
“a certain contemporary rich experience in creating graphic images that are relevant to both
possible practices for designating the Kazakh identity in the country’s culture and cross-cultural
communication.”

Yesbolat Duisebay (101-118) explores the genesis of artistic and graphic culture through
the ancient Scythian animal style and modern Kazakh ornament in a new architecture. The author
of the article believes that “modern creative straightforwardness and scientific-conceptualism
schematic architecture has led to impersonality of the cities, the absence of regional aesthetic
addressness.” Therefore, Yesbolat Duisebay makes relevant the issue of a scientifically based
and creative solution to the problem of the form and content of a new architecture.

The review article “Horizons of the Transmedial: the Poetics of Saodat Ismailova”
by Yulya Sorokina (119-132) is devoted to the work of one of the world-famous contemporary
artists of Central Asia who represented regional culture at several leading art venues at once -
in the program of the 59th Venice Biennale Milk of Dreams (Venice, Italy), in program of one
of the main international exhibitions documenta 15 (Kassel, Germany) and at the personal
exhibition 18,000 worlds at the Eye Filmmuseum (Amsterdam, the Netherlands).

As a result, these seven studies form the first CAJAS issue for 2023. The editorial board shows
gratitude to the authors and reviewers for the journal progress and wishes our readers an exciting
journey into the world of culture full of semiotic codes.

Damir Urazymbetov,
Editor
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WHISPERING WITHOUT

A BODY, DECOLONIZATION
OF THE INDIGENOUS
LANGUAGE AND CULTURAL
CODES: JORGE SANJINES
FROM MANIFESTOS

TO THIRD CINEMA

Alexander Gabelia'

! Ilia State University
(Thilisi, Georgia)

Abstract. Bolivian filmmaker Jorge Sanjinés (1836-present) is the most influential representative
of the Third Cinema (Revolutionary Bolivian cinema; Grupo Ukamau; 1960s to 1980s), whose
manifestos determine the aesthetics and ideology of Sanjinés’s cinema. The article focuses

on the Sanjinés's important films: Revolucion (1963), Yawar Mallku (1969), El coraje del pueblo (1971)
and La nacidn clandestina (1989).

The aim of this study is to explore the political, social and aesthetic peculiarities of his manifestos
to identify his revolutionary cinema. In the article, the Sanjinés's films and manifestos are analyzed
by the Marxist and Apparatus Theories, as well as by Film Semiotics and Postcolonial Theory.

The study shows the issue of cultural memory and history of Bolivia in totality by focusing
on philosophical influences, visions and concepts (Imperialism; class and patriarchal terror;
importance of indigenous culture and languages), which is also relevant for rethinking the cultural
contexts of contemporary Bolivia and the Global South. The study is based on the rethinking
of the works of those authors, (Jorge Sanjinés, Bertolt Brecht, Walter Mignolo, Mike Wayne, etc.)
who discussed revolutionary cinema in a political and ideological context.

The measurements are introduced to lead to an accurate connection between Sanjinés's
manifestos and his films, which in its own turn indicates the fact that there is a direct link between
his revolutionary theory and emancipatory practice. It also proves the concept that the author's visual
and audio-visual codes have anti-colonial and liberating function. On the other hand, the article shows
what role the indigenous language has for the artist, which has been colonized by the western culture.

Keywords: Jorge Sanjinés, Bolivian cinema, Grupo Ukamau, the Third Cinema, imperialism,
indigenous culture, Aymara, Quechua.
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Introduction

The notion of the Third World Cinema
was created in the late 1960s by
Argentinean director Fernando Solanas
and Spanish-born director and screenwriter
Octavio Getino. This movement is based
on the principles of Marxist aesthetics,
influenced by German playwright Bertolt
Brecht (1898—1956), Italian Neorealism
and British social documentary.

In the 1960s, following the footsteps
of the Brazilian Cinema Novo
and the Argentine Third Cinema,
the Bolivian cinema began to revive
and wake up. A movement which was
rejecting commercial cinema
and destroying the cult of author, initiated
the process of the film production based
on universal principles. The leader
of the movement was the Bolivian film
director Jorge Sanjinés (1836 —present),
who founded the Ukamau Bolivian
production company in 1966, which
focused on the historical and contemporary
existence and socio-political circumstances
of the Aymara people. This cinema was
focusing on critical topics that used
to be hidden by the First World film
directors, while the Second World film
directors repeatedly discussed
the aesthetics characteristic of art-house
cinema and private protagonists in conflict
with the world.

In addition, Sanjinés was the leading
theoretician of Bolivian cinema, who
prepared a basic political and ideological
ground for local cinema. The form
of his texts, like his films, was based
on the Marxist aesthetic tradition, which
was expressed as a dialectical unity of form
and content, which subjected his cinema
to Bertolt Brecht's thought-out concept
of art — “cheerful, militant learning™.

Associate Professor of University
of Michigan Javier Sanjinés (1948—
present) describes the cinema of Jorge
Sanjinés as a fundamental conflict
in the dual nature of the center of modern
Bolivia, populated by an indigenous
majority and a political elite who wanted
to build a nation-state and was supported
by a criollo (white) and métis (mixed
white and native, or fully acculturated
native) elite. Despite all this colonialism
still remains as an unsolvable issue
(Sanjinés 23).

Methods

This study shows the issue of cultural
memory and history of Bolivia in totality
by focusing on philosophical influences,
visions and concepts (Imperialism; class
and patriarchal terror; the importance

of indigenous culture; national allegories).
Assimilation with the modern culture

was attempted by the local elite through



violence, without understanding the
indigenous consciousness and the past.
As a counterweight to this pressure,
Sanjinés opened up cinema for a dialogue
between colonial history and modernity
to read the history and present

of the working class in a systemic,
class-motivated manner.

The article focuses on the Sanjinés’s
important films: Revolucion (1963), Yawar
Mallku (1969), El coraje del pueblo(1971)
and La nacion clandestina (1989).

The study discusses the aesthetic, semiotic,
ideological and political codes of Sanjinés’s
cinema, based on critical manifestos
written by the director, which presents

the reality from an unusual prism.

The study answers the following
questions:

— How Sanjinés’s political, ideological
(from the manifestos) and semiotic
visions became the leading aspects
of his cinematic aesthetics (Militant
cinema with outsider characters).

— What types of visual and audio-
visual codes (Dialectical approaches;
Bolivian folklore and languages)
the director used to convey political
messages”?

— What elements of cultural memory
(Women and indigenous peoples
cultural and economic terror;
imperialism; violence) have become
the means of exploring traumatic
experiences with Sanjinés?

The analysis of films and manifestos
are based on the Marxist Film Theory
and Apparatus Theory.1 According
to the latest theory, the nature of cinema
is ideological, and the rhetoric of dominant
ideologies is conveyed to the viewer
through the hidden language. The Marxist
Film Theory is one of the dominant theories
proposed by the Apparatus Theory. Since
the 1970s, the theory has been the basis
for Marxist thinkers to reveal the capitalist
agenda and its ideological critique. Jorge
Sanjinés is an overtly Marxist thinker
whose films represent leftist ideology.

The aim of the study is to discuss
the aesthetic characteristics of Sanjinés’s
cinema, understanding the philosophical
concept (Jorge Sanjinés, Bertolt Brecht,
Walter Mignolo, Mike Wayne, etc.).
In this way the history of Bolivian
colonization is considered opposed
to hegemonic thought, which is the unique
way of changing existing boring
and hegemonic song transformed
into Canto General.

Discussion

The term “Third World Cinema”

was first mentioned in the late 1960s

by the leftist filmmakers Fernando Solanas
and Octavio Getino in their essay entitled
Towards a Third Cinema (1969).

The authors divide the world cinema

into three categories: “First cinema
(Hollywood), Second cinema (European-
type auteurist cinema), and Third Cinema
(militant, critical, nationalistic cinema,
concerned with elevating the social

and political consciousness of its country’s
citizenry” (Jamshaid). The Third World
cinema focuses on national identities

and traumatic historical experiences

that are directly related to the concepts

of colonialism and imperialism.

The aesthetics of the Third Cinema

is revolutionary; Filmmakers speak
directly to the audience and affect

their consciousness. The process

of identifying the viewer on the screen

and promoting collective solidarity becomes
principal to the directors. “Third Cinema
cannot reject emotional engagements
because without passion, without a sense
of anger, there can be no sense of solidarity
and no desire to change the world outside
the spectacle” (Wayne 148).

The political messages and aesthetic
strategies of the Third Cinema are fully
shared by the Bolivian Militant Cinema
of the 60s and 70s, the movement
of Cinema Novo. The most radical
representative is Sanjinés who attributed
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himself to the Bolivian radical left

and was involved in an anti-capitalist

and anti-colonial struggle. “In 1960s

Latin America, anti-colonialism took

the critique of modernisation and
developmentalism as one of its main arenas
of struggle. Beneath the articulation

of counter-narratives to the discourse

of developmentalism lay a radical
questioning of modernity as a homogeneous
and universalising concept, anchored

in the transformations of the epistemology
of time under Western capitalist societies”
(Errazu and Pedregal 44).

The first manifesto of Jorge Sanjinés —
Un cine militante was published in 1971,
in which he carefully outlined both
the revolutionary and educational,
as well as the poetic and creative contours
of Bolivian cinema. In the manifesto
Sanjinés not only appeals to his fellow
filmmakers, but also focuses on the oppressed
class, burdened by reality, whose daily
plight the struggling filmmaker had
to describe: “Those who came from
the poorest places, there where misery
the only face of the day, began by uncovering
their lenses and thereby discovering
only rags, trash, and infants’s coffins.
There where they would focus was
present death, inanition, and the pain
of the people. They had traversed for years
these same streets ‘without looking’,
and it was the camera, which was
for them like a magnifying lens, through
which they looked honestly at objective
reality. The suddenly posed to themselves
the question, “What [ to be done?”
(Wayne 46).

The quote that leads us to the Bolivian
reality ends with an allusion to the famous
pamphlet of Vladimir Lenin (1870—1924),
which echoes the fact that the oppressed
working class in Bolivia will not become
political by itself, but rather a Marxist
vanguard is needed to spread revolutionary
ideas among the oppressed (Sanjinés
is part of the cultural resistance in such
a way considered the avant-garde

to be a union of radical Bolivian
filmmakers), thereby challenging Western
imperialism and its local bourgeois class
swindlers in Bolivia. This ideological

and political attitude of Sanjinés are well
read in one of his first short documentary
Revolucion (1963), in which the unbearable
living conditions and institutionalized
hunger of the local working class

are replaced by their public speeches

and police terror, which in a way echoes
the cult film of Sergei Eisenstein Battleship
Potemkin (1925). Sanjinés himself

did not deny Eisenstein's influence,
although he said he was impressed

by his theory of montage. Therefore,

the main task for him, uncovering

of the revolutionary form, had to be

done by reviewing the Bolivian reality

as a whole, which completely excluded

the acceptance of the aesthetics and cultural
codes of the prevailing commercial

cinema, as long as “A revolutionary

film that advocates revolution using

the same commercial language is selling
its content, betraying its ideology

in its form” (Sanjinés 90).

Sanjinés's next manifesto — Problems
of Form and Content in Revolutionary
Cinema (1976) is one of the foundational
texts of Latin American cinema, which
urges Bolivian filmmakers to discover
beauty alongside with displaying
aviolent world, as a counterweight
to Glauber Rocha’s sad, ugly films
and Solanas-Getino’s “pamphlet and
didactic films”. Inasmuch as he believed
that “Revolutionary cinema must seek
beauty not as an end but as a means.

This proposition implies a dialectical
interrelation between beauty and cinema’s
objectives. If that interrelation is missing,
we end up with a pamphlet, for example,
which may well be perfect in its proclamation
but which is schematic and crude in form”
(Sanjinés 62).

Sanjinés believed that the pursuit
of beauty, which was based on the analysis
of a political situation and general



decolonization, would constructively
affect the oppressed class both in terms
of understanding the socio-economic
reality, as well as by showing
the uniqueness of the archaic culture,
as far as “That is why it is not a political
tract, for it communicates a sense
of identity and creativity. It expresses
not just a subject but a whole cultural
universe. This process is dialectical
and for this reason greatly facilitates
communication” (Sanjinés 129). For him,
all of this was achieved by awakening
the sense of beauty and unity in the daily
life of the local population living
in the Andes mountains, where their
reflection would not be foreign and exotic
like the Western gaze, but visible
and contradictory, which would help
the audience to see the reality and show
the uniqueness of their culture.
As Sanjinés observes: “this is what we
want for ourselves: that our films also
represent in some way the spirituality
and beauty of our people. Through
the film’s imagery, music, dialogue,
etc., we attempt to be coherent with
that culture; we pose the question
of aesthetic coherency” (Sanjinés 93).

The camera, as an instrument, produces
a left-wing vision which is fully shared
by the director. The purpose of the study
is to illustrate the means through which
ideas are represented by aesthetics.
In the article the analysis of Sanjinés’s films
and manifestos are based on the Marxist
and Apparatus Theories, as well as by Film
Semiotics and Postcolonial Theory,
dialectical methodology, as in terms
of aesthetical and ideological analysis
of the Third Cinema, these schools have
no alternative. “It is a cinema made
by intellectuals who, for political and
artistic reasons at one and the same time,
assume their responsibilities as socialist
intellectuals” (Willemen).

Sanjinés criticizes both commercial
and auteur cinema, insofar as he believes
that “the bourgeois cinema, in its greatest

works, is the cinema of the author who
transmits to us a subjective vision of reality
and of the director who tries to seduce us
with his own world [...] It is the cinema

of the individual and individualism,

of the creator who, from an ethereal height,
makes cinema to relieve himself of personal
obsessions” (Sanjinés 74). On the contrary,
Sanjinés shoots his first full-length film —
Ukamau (1966), which dealt with

the political, social and cultural oppression
and resistance of Bolivia’s indigenous
communities. In particular, the story

of an Indian, from whom the higher class
first buys the products and then rapes

and kills his wife. On the one hand,
Sanjinés tells us a story about a revenge,
and on the other hand, he generalizes
history and presents the protagonist Indian
as an integral member of the oppressed
mass, who not only fights for selfish
motives, but his actions have a political
character, as he believes that history should
be “rather of a true consubstantiation

with the class objectives contained

in the historical project of the dispossessed
classes” (Sanjinés 42). The languages
spoken by Bolivian people, their whispering
without body emanating from their homes,
are often articulated and dictated

by the influences and practices of Western
cultural colonialism. In the film

the characters speak the Aymara language,
which captures the indigenous language

as part of Bolivia’s national heritage.

Which is also produced from the perspective
of Brechtian realism and by avoiding

the captivity of a dominant perspective,
echoes the class position, as far as his
concept of realism “needs to be broad

and political, free from aesthetic restrictions
and independent convention” (Brecht 109).
In this way, Sanjinés directly connects

the awakening of the Indian people with
local folklore and liberation from colonized
cultural codes, so much that “Ukamau’s
narrative depicts the indigenous

as structurally separate from, and exploited
by, the ‘modern’ nation... The cultural
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forms of the (indigenous) ‘referent’
erupts through and deforms the dominant
language (Spanish), disabling the latter's
authoritative claim to ‘know’ the colonial
Other” (Wood 74).

Sanjinés borrows irrational techniques
imported from the European avant-garde
and modernism, but the aesthetics
and film language are fully adapted
to the cultural and linguistic codes
characteristic to the oppressed national
populations. Revolutionary cinema exposes
those, who seize private property through
violence against people. “The work itself
must bear those premises which can
bring the spectator to discern reality.
That is to say, it must push spectators
into the path of truth, into coming to what
can be called a dialectical consciousness
about reality” (Alea 108—131). Sanjinés
achieves all this by “politicisation
of aesthetics” (Walter Benjamin)
and by the effort of transforming
the viewer from object to subject (Julio
Garcia-Espinosa).

If in Western cinema, the characters,
their evolution and existential issues are
often more important than social issues,
Sanjinés’s cinema offers a perspective
in which a protagonist’s story tells
viewers the history of Bolivia. Instead
of an individual memory, a special role
is assigned to the representation
of collective memory. From a thematic
perspective, particular importance
is attached to the impact and traumas
of colonialism on history (hunger, poverty,
class inequality). Sanjinés constantly
analyses the issue of oppression,
the disappearance of a national idea
and terror on it.

Sanjinés’s Quechua-language Yawar
Mallku film (1969) is about the shocking
story of the sterilization of Indian women
carried out by an American Peace
Corps clinic in the name of progress,
when in reality it controls fertility
and the reproduction of women’s bodies
with complete disregard for women’s

wishes and opinions. Sanjinés saw
the process of sterilization as a metaphor
for cultural imperialism, “the hegemonic
power of North America sterilized the Metis
culture and cut it off from its Indian roots”
(Mesa 226). Accordingly, the hegemonic
class appears in the film as a conduit
for Western practices and what is “illustrated
by their adoption of an imported,
Western identity that convinced them
of the inferiority of indigenous cultures”
(Sanjinés 18). Whereas Quechua offers
an epistemology that is very similar
to the epistemology supplied via Greek
and Latin as has been framed inside
the dominant history of European
imperial/colonial modernity. Despite this,
the director shows revolutionary nostalgia
on the screen and tells us that the future
of humanity must be communal like
ancient indigenous communities.
Due to the radical and rigid aesthetics
and political messages, the film found
a contradictory response, but after the factual
truth, documents and numerous discussions,
the Bolivian government expelled the Peace
Corps from the country, which the director
refers to in one of the interviews as a blow
“in the face of the empire”.
Sanjinés dialectically describes
the mental and cultural characteristics
of the local population behind the personal
tragedy of the people. In addition
to criticism and reflection, his film becomes
a cultural product aimed at action,
as he describes it in the text Cinema
and Revolution (1971). He points out
to the chance of birth of faith in the hearts
of people full of fury and with tears in their
eyes in order to save dignified people
from oppressive structures on the one hand,
and to help to overcome the hopelessness
that was sown in the public consciousness
by pseudo-revolutions and mass frustrations
on the other hand (Sanjinés 13-14).
Sanjinés’s next film £/ coraje del pueblo
(1971) tells another bloody chapter
of Bolivian history, namely the government-
ordered massacre at the Siglo XX mine



in 1967, with a documentary clarity

and dialectical narration (at that time

the Bolivian government was fighting
against Ernesto Che Guevara's guerrillas).
Sanjinés begins the film by showing

the attack on miners, and then successively
examines the economic and social
exploitation in Bolivia, the daily plight

of impoverished workers, and actions

of the criminal class (political and economic)
from Marxist perspective. The film
protagonist is not a single subject, but like
in Eisenstein's cinema — a collective —
which marches against the oppressive elite,
and Sanjinés talks about the cause-and-
effect relationship of oppression and points
to the institutionalized nature

of oppression. The oppression of workers,
attacks on trade unions, the plundering
and export of natural and industrial
resources to the West, as well as the general
plight of the working class, exposes
neoliberal and neo-colonial politics

and calls viewers to anti-imperialist
resistance. In the form of the proletariat,

it shows collective unity as the driving
revolutionary force for social and economic
transformation.

In this process, the role of women’s
involvement becomes important for Sanjinés,
who attacks the system and fight for equality
and justice together with men. Accordingly,
one of the protagonists of the film
is Domitila Chungara (1937—2012),

a Bolivian feminist theorist who was

the leader of the Committee of Housewives
union in 1961 and fought for social,
economic and cultural rights. Instead

of the dominant western liberal feminism,
Domitila considered the path

of emancipation as a Marxist, considering
the role of the working class, and instead
of revising the system, he considered

its transformation as a necessary condition,
after which men and women together
would regain the right to live, work

and organize that had been taken away

by the antagonistic class. “Transcending
male-centered, formalist, and auteurist

perspectives allows shedding light
on women and below-the-line members
of the crew and, remarkably, contributes
to the ultimate goal of Third Cinema:
decolonizing filmmaking” (Segui; Palacios).
Domitilla not only addressed the Marxist
critique of the sexual division of labor
and analyzed severe forms of women’s
oppression, but also highlighted
the exploitation and hellish condition
of the men employed in the mines
(the local working class). “Beyond
stressing the inseparability of the individual
from the collectivity, the film also illustrates
how the precolonial concept of active
complementarity that is understood
to exist between men and women [...].
On the other hand, the symbolic
emasculation of Indian men within
a white-identified culture has made
it difficult for Indian-identified women
to adress problems such as domestic
violence and alcoholism other than as effects
of poverty and exploitation” (Feder
175—176).
Jorge Sanjinés recalled in a 2016
interview with Cristina Alvarez Bescov
in which he said that he wanted to save
the memory that had been forged
by imperialist policies. He notes
that the premiere of the film took place
seven years later and was censored after
several screenings, aiter which Sankhinesis
and his team responded with a letter
to the country's General and threatened
to present a number of film documents
at the trial, after which the film returned
to cinemas; A revolutionary film
that carried the factual truth and represented
a democratic instrument of discussion,
according to Sanjinés, it carried
a philosophical path of re-empowerment
for the indigenous culture, “which is
the most precious thing in the Bolivian
process: the philosophy of a society
that has prioritized the us over”
(Beskow 21—28).
Sanjinés's film La nacion clandestina
(1989) is an allegory of the transformation

ART OF CENTRAL ASIA: LANGUAGE AND TEXT FROM THE PERSPECTIVE OF MODERNITY i CAJAS Volume 8.Issue 1.2023



ART OF CENTRAL ASIA: LANGUAGE AND TEXT FROM THE PERSPECTIVE OF MODERNITY ! CAJAS Volume 8.Issue 1.2023

of Indian identity, in which the director

depicts the formation of an Indian

consciousness, thereby freeing itself

from official politics. He speaks to us

not from an observer's perspective,

but from an Indian native’s, as he wants

the language of the film to be not only

anti-colonial, but also to have an Indian

philosophy and create resistance

in this direction. The film becomes

revolutionary in this way. The Sanjinés’s

film language is produced by penetrating

and researching their culture, where

Indians tell us about their own culture

and reality as Sanjinés strongly believes

that “revolutionary processes will neither

exist nor be implemented outside

of the practice of dynamic activation

of the people. This truth should also be

spread to the cinema” (Sanjinés 32).

This method of Sanjinés has something

in common with a revolutionary technique

of guerrilla struggle of Ernesto Che

Guevara (1928—1967), which was carried

out by establishing equal relationships

with the local population in the villages

and abandoned peripheries by giving

them back their disenfranchised voice,

which would provide confidence

and support for future objections.
Sanjinés creates a meditative

atmosphere from a formalistic point

of view, paints us a picture with unhurried

and distant shots and presents

the Aymara people in their natural

and social environment. At the center

of the story is a local resident —Sebastian,

a mask maker obsessed with the idea

of death, who decides to return to his

cultural roots from the city (the motif

of returning home). At the same time,

he begins to delve into himself and overcome

the class content of alienation and racism.

He realizes that by going to the city

and cutting himself off from his roots,

by rejecting his own origins and values,

he not only castrated and dehumanized

himself, but also rejected the revolutionary

awakening and transformation of his nation.

Results

Sanjinés and Ukamau’s group, opened
the way for the audience to see cinema
anthropologically on the one hand,
and on the other hand, gave the opportunity
to read the problems rose in the films
and the recent history of Bolivia outside
the official politics. If the representatives
of European political cinema tried
“to separate the elements” of cinema
with the Brechtian theory, Sanjinés
and his team followed the footsteps
of Brecht’s Der Dreigroschenprozess
(1928) and adapted the approach
to a specific film to historical circumstances
and changes, in such a way that in order
to transform cinema into a pedagogical
discipline, the means of representation
were often changed and renewed (Brecht
162). In this regard, Ukamau shares
the Marxist tradition of revolutionary
struggle, which is not limited only
to the forms of resistance existing at a given
moment and shares the authentic struggle
practices of the local masses at the time
of changes in the current social situation.
The task of dialectically connected images
and mise-en-scenes was to reveal
the reality, which the phenomenological
approach of cinema often hid or expressed
in fragments, while the Third Cinema
preserved the cultural values of Latin
America and offers unique ways
of rethinking colonialism beyond
the perspective of an “outside observer”.
In this way, Bolivian popular cinema
presented to us as a people’s cinema,
where the existence of each hero
and individual is integrated with the history
of the whole collective and the nation,
as the stories served to understand
the life and destiny of the people, instead
of individuals (Sanjinés 63).

Therefore, the task of Bolivian
revolutionary cinema was to see people
as a whole, and unlike bourgeois cinema,
it was based on the process of collective
liberation of people, and in this case



the audience. In each story and film,
which has a specific aesthetic or technical
solution, local audience sees itself

and the country with sociological curiosity
and revolutionary passion, and hears

a “universal song” aimed at collective
organization in alienated existence —

a song based on the idea of love instead

of the primitive understanding of hatred
and revenge. Like Pablo Neruda’s poem
“Flag”, in which a man asks his beloved
woman to get up from the “dock of love”
(where they share scents with each other),
to go “wild-eyed” and “flag in hand”

to “fight side by side against the networks
of the devil, against the system

that spreads poverty, against organized
poverty” (Neruda).

Artistic allegories and formal radicalism
(continuous shots, rigid camera movement,
non-teleological editing) gradually turn
into a manifesto of a radical rethinking
of the decadence of the Bolivian nation.

In this way and with poetic free narration,
Sanjinés voices the dreams and unconscious
aspirations of his oppressed heroes

and releases them from the “shadows

of catacombs” (Pedro Costa). The purpose
of his cinema is to talk about local culture
and indigenous people, but at the same time
his task is to incorporate the indigenous
people and turn them into revolutionaries.

In terms of stylization and ideological
observation, Sanjinés ultimately ignores
the linguistic grammar imposed
by conventional and commercial cinema
and offers free and rebel cinema to viewers,
with sharp and at the same time poetic
references. Accordingly for Sanjinés,
the critique of imperialism, colonialism,
racism, and economic Darwinism, as well
as issues of demythologization and social
relations, always stem from class issues.
He calls on the heroes of his films to see
Bolivia beyond the existing hegemony,
to replace the oppressive and feudal-
capitalist experiences of the present reality
with the language of love and solidarity.
Bolivia and the Global South, in general,

should unite under the universal idea

and “march like an army, united, and pound
the earth with their footsteps/and with

the same sonorous identity” (Neruda 301).

Conclusion

The present study reveals that Sanjinés’s
revolutionary cinema, manages to discuss
such topics as hunger, imperialism,
colonialism, class struggle, languages,
violence, etc. through its politicization.
Sanjinés's ideological vision, Marxist
approaches, which are direct
in its manifestations, are also visible
in his cinema. In this case, the cinema
is involved in delivering the ideological
vision to the audience. The film aesthetics
are closely connected with the ideology,
the mechanism of propaganda of which
is the camera. Sanjinés is on the list
of directors who believed in the idea
of camera instrumentation. His view
of the world is not narrow-nationalistic
but international, and mirrors the need
for a collective transformation of the Third
World. Sanjinés places the camera inside
the middle of group and produces a kind
of “participant camera” movement
(Rouch), which helps the audience
to interact in the film in a more direct way
instead of an external observer. “This way
of operating the camera is a clear example
of the decolonization cinematic language
implied in the ‘cinema with the people’
technique, showing how the director Jorge
Sanjinés renounces the hegemonic voice
in the narrative” (Segui 187).

His cinema in this way crosses
the thin line between documentary
and fiction, as Sanjinés and Ukamau
collective “wrote film stories with miners,
peasants, and indigenous in the 1960s”
(Rojas-Sotelo). Sanjinés’s cinematic
language and ideological aspects
are derived from each other, which does
not deprive his films of artistic significance.
These films, in contrary to colonialism,
focus on the cultural memory of Bolivia,
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but the director does not completely deny
the ‘product’ of any other culture (it will
be Brecht's aesthetic and theoretical
influences or the influence of Avant-garde
cinema). But his film practice is not based
on the liberal dewesternization idea,

as “decoloniality moves toward delinking
from every domain (economy, authority,
gender and sexual heteronormativity

and racism) while dewesternization from
every domain, except from the economy
of growth and development; that is,

of economic coloniality” (Mignolo).

The article highlights that the political,
ideological and semiotic visions articulated
in Jorge Sanjinés' manifestos are an integral
part of his cinema-aesthetics, and he
dialectically connects a theoretical
knowledge with the linguistic structure
of films. Theilmmaker needs theory not just
to mark the critical points of the historical
and socio-economic situation, but equally
manages it as a base. In addition, Sanjinés
implements a number of visual and audio-
visual codes to convey a political message.
Among them are the “integral sequence
shots”, which are tasked both with defining
the perspective of the film’s characters,
and with confirming the continued presence
of previous traumas and episodes in their
present (This is frequently produced through
flashbacks). They are unlimited to “national
patterns” as their aesthetic characteristics
present a typical picture of the Global
South; The article also highlights the issue
of cultural memory and confirms
that the tragedies of its characters, existing
difficult situations and individual traumas,
are consistently an allegory of indigenous
collective memory and possess the function
of recording the cultural and political
memory of this society.

The issue of decolonization is also
critically important for Central Asia,
which took a long time to relieve itself
from the “clutches” of the Russian Empire,
which was then replaced by “international
relations with the West” and “big Asian
countries” (especially economically).

As Madina Tlostanova notes these
“individuals and groups are often products
of a specific Soviet creolization, lack
monoethnic cultural roots, were born

and raised in the Russian (imperial)
language continuum and within

the framework of the late Soviet intellectual
culture that was oriented towards the West”
(The Postcolonial Condition, the Decolonial
Option and the Post-Socialist Intervention,
In Albrecht, M.). Therefore, in the modern
context, it is important to understand

the historical colonialism and its
abandonment, as well as the complete
liberation from modern “Orientalist
practices” so that the countries of Central
Asia can rediscover the melody of their own
culture, and conduct international relations
not subordinated, but on equal principles.
[t is equally critical for them to establish
international relations with other “post-
colonial” states, with which they have much
more in common historically than with

the “dominant countries.”

The article maximizes the possibilities
of cinema as a complex/multidimensional
art (editing, cinematography, folklore, etc).
The study through rethinking local contexts
and cultural infrastructure establishes
logical connections with the ideological
vision which is represented by the use
of various fields of art (Visual or aural
codes). The article shows us the way
from idea to aesthetics. It also shows
Sanjinés’s critical and contradictory
discourse that explores Bolivia’s national
culture, languages and class issues.

His principal goal was to separate
Bolivians from Westernized cultural

codes and at the same time to escape
from the violent traits of national culture.
Accordingly, this article shows

that Sanjinés’s goal was “to violate

the western codes not in order to be
different but to be ourselves” (Sanjinés 33),
that is why he was “focused on developing
a cinematic language coherent with the
folkways of the Aymara and Quechua
peoples” (Hanlon).
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OLEHECI3 CbIBbIPJIAP, XKEPTITIKTI XAJIbIKTAPAbIH T1J11 MEH MO AEHU
KOAOTAPAbIH AEKONTOHU3ALNACHI: XOPXE CAHXWHEC MAHUDECTTEPLEH
«YWIHWI KUHOFA» DEMIH

Anparna. bonvusaneik knHopexuccep Xopxe CaHxuHec (1936 xbinoaH Kasipri yakbiTka AewiH)
MaHudecTTepi CypeTLiHiH KUHO 3CTeTUKAChl MEH MAEONOMMUACHIH AUKbIHAANTbIH «YLLIHLI KMHOHbIHY
(peBontoumsnbik bonueus kmuHocol; Grupo Ukamau; 1960-1980-wwbl »0K.) eH, biknanabl eKini 6onbin
Tabbinaapbl. Makana CaHXMHeCTiH MaHbI3abl unbMAaepiHe apHanfaH: «Pesontoumna» (1963), «ABap
Mannky» (1969), « 9nb kopaxe genb ny36n0» (1971) xaHe «Xep actbl yaTbi» (1989).

byn 3epTTeyaiH MakcaTbl — pexxmnccepaiH, peBOMOLMSANbIK, KUHOCBIH TYCiHY YLWiH MaHUDECTTEPIHIH,
CasiCK, ANEYMETTIK XXHe 3CTETUKANbIK epeKLuenikTepiH 3eptTtey. CaHXMHeCTiH, GunbmMaepi MeH
MaHudeCcTTepi MapKCUCTiK XXaHe annapaTTbiK TEOpUsl, COHbIMEH KaTap KUHOCEMMOTUKA XKIHE
MOCTKONIOHUANAbIK TeOpUS TYPFbICbIHAH TanAaHambl.

byn 3epTTey dunocodusanbik acepnepre, Kekapactapfa XaHe KoHLenuuanapfra (MMnepuanusm,
TanTbIK XX9He naTpuapxaniblk TEPPOP, MIAEHWUET NEH XEPriNiKTi TiNAepAiH, MaHbI34bIbIFbl) HAa3ap
ay[apa OTbIpbIM, M3AEHM XaAbl MACENECIH XaHE XaNnbl BONUBUSHbBIH, TapUXbiH KepceTesi, byn COHbIMEH
KaTtap Kasipri bonneus MeH xahaHablK OHTYCTIKTIH, M9AEHM KOHTEKCTTEPIH KalTa Kapay YLUiH e3eKTi.

3epTTey peBONOLMAbIK KWHOHbI CasiCU XXaHE UAEONOTUANbIK KOHTEKCTTE TaNlKbllaFaH aBTOPAAPAbIH,
(Xopxe CanxuHec, beptonst bpexT, Yontep MuHbono, Maik YaiiH xaHe T. 6.) WbliFapManapbiH KaiTa
Kapayfa HerisgenreH.

Onwemaep CaHXMHECTIH MaHUbECTTEPI MEH OHbIH GUAbMAEPI apacbiHAaFbl HAKTbl 6ainaHbICKA
9Keny YLWiH eHrisinreH, byn e3 keseriHae OHblH, PEBOMOLMANBIK TEOPUSCbI MEH a3aT eTy Taxipubeci
apacbiHAa Tikenei 6annaHbICTbiH 6ap ekeHiH kepceTeni. CoHaait-ak, 6yn aBTOpAbIH BU3yanapl
XX9He ayaMoBMU3yanabl KOATAPbI OTAPLIbIIABIKKA KApCbl XXaHe a3aT eTy MyHKUMACbIHA Me AereH
TYXbIpbIMAAMaHbl pacTtaiabl. EKiHLWI XaFblHaH, Makanaaa 6aTbiC MaAEHUETI OTapiaFaH XeprinikTi TiNAiH,
CypeTLWi YIWiH KaHAAW pen aTkapaTbiHbl KOPCETINreH.

Tipek ce30dep: Xopxe CaHxuHec, bonmemsa KMHOCHI, «Ykamay» Tobbl, YLiHWI KnHemMaTorpapus,
UMNEepUanmn3Mm, XXeprinikti MmageHuet, Aiimapa, Keuya.

Aaliekce3 ywin: Tabenus, Anexcanap. «eHeci3 cbibblpnap, KeprinikTi XanbIKTapAblH Tini MEH M3LEHU
KOATapAbIH AekonoHu3aumscel: Xopxe CaHxuHec MaHudecTTepaeH «YWiHWi KMHoFa» aewniny». Central
Asian Journal of Art Studies, 1.8, N2 1,2023,15-29 6. DOI: DOI: 10.47940/cajas.v8i1.634.

AnFeic. ABTOp Vinbsi MEMNIEKETTIK YHUBEPCUTETIHE XKOHE LOKTOPbIK AUCCEPTALMSHBIH, XKETEKLUICI
poueHT HuHo Mxenpzere anfbicbiH 6ingipeni. CoHbiMeH 6ipre aBTop XatyHa [xnH4apaa3e mMeH Jlunu
(Tuka) Myppkua3sere KeHecTepi MeH pefakumsnayaarbl KeMeri yiliH anfbicbiH 6ingipeni. ABTop
COHAaW-aK aHoHMMAI peueH3eHTTep MeH CAJAS pepnakuusacbiHa anfbiCbiH Bingipeai.

ABmop Kom#a3baHblH COHFbI HYCKACbIH OKbIN Kynmaosbl ¥aHe Mydoenep KaKkmblfbiCbl OK eKeHOieiH
Manimoelioi.
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Anekcanap lNb6eaus

TocynaperBennbiii ynusepeuret Uann (Tonmucu, [pysus)

LWWENOT BE3 TEJIA, AEKOJIOHU3ALUUNA A3bIKA KOPEHHbIX HAPO40B
N KYNbTYPHbIX KOLOB: XOPXE CAHXMHEC OT MAHU®ECTOB
[0 «TPETbEr0O KUHO>»

AHHoTaums. bonusuiicknii knHopexuccep Xopxe CaHxuHec (1936 -Hactosuiee Bpems) — Haubonee
BIUSITENbHbIN NpeaCcTaBUTENb « TPETbEF0 KMHOY» (PEBOMOLMOHHOE BonmBuiickoe KuHO; Grupo Ukamau;
1960-1980-¢ rr.), 4b¥ MaHUDECTbI ONPERENIOT KUHOICTETUKY U MAEONOTUI0 XyA0XHMKA. CTaTbs
nocBsileHa BaxHbIM dunbMam CaHxuHeca: «Pesontoums» (1963), «kKposb KoHgopa» (1969), «Tiopbma
nenb My36no» (1971) u «MognonbHasg Haums» (1989).

Llenbto faHHOro MccnenoBaHUS ABASIETCS U3YYEHWUE MONUTUYECKMUX, COLMANTBHBIX U ICTETUYECKMUX
0cobeHHOCTel MaHUDECTOB pexunccepa A OCMbICTIEHUSI €ro0 PEBOJTOLMOHHOIO KMHO. DunbMmbl
1 MaHudecTbl CaHXMHECA aHANU3UPYIOTCS C TOYKM 3PEHUS MAPKCUCTCKOW M annapaTHOW TeopuM,
a TaK)Ke KUHOCEMMUOTUKM M MOCTKONOHWANbHON TEOPUM.

HacTosuee nccnenoBaHme nokasbiBaeT NPo6AEMY KybTYPHOM NamMaTi U uctopum bonmeun
B LIe/IOM, COCPEA0TOUMB BHUMAHUE Ha GUI0CODCKUX BAUSHUSAX, BUAEHUSX U KOHLLeNLUMAX (MMNepuanunsm,
KN1aCcCOBbIV W NaTpUapxasbHblii TEPPOP, BAXXHOCTb KYNbTYPbl U S3bIKOB KOPEHHbIX HAPOLOB), YTO TAKXKe
aKTyanbHO A1 MePEe0CMbIC/IEHUS KYNbTYPHbIX KOHTEKCTOB COBpeMeHHoW bonuneuu u rnobansHoro HOra.
MccnenoBaHne 0CHOBaHO Ha NepeoCcMbICIEHMM Npou3BeaeHui Tex aBTopoB (Xopxe CaHxuHec, beptonbt
BbpexT, Yontep MuHbono, Marik YaiiH u 4p.), KoTopble 06Cyaanm peBontoLMOHHOE KMHO B MOAUTUYECKOM
W UOEONOrMYECKOM KOHTEKCTE.

M3MepeHuns BBeAEHbI, UTOObI MPUBECTM K TOYHOM CBA3M MexXay MaHudectamm CaHxmnHeca
n ero GunbMaMu, YTo, B CBOK OYepelb, yKa3blBAET HA CyLLECTBOBAHME MPSMOW CBS3M MEXAY ero
pEeBOJOLLMOHHOM TeOpUel U 0CBOBOAUTENbHONM NMPAKTUKOW. ITO TaK)Ke NOATBEPXKAAET KOHLEMLMIO
0 TOM, 4YTO aBTOPCKME BU3YyanbHbIE U ayAMOBU3YasbHble KOAbl HECYT aHTUKOIOHWANbHYHO
1 ocBoboamTensHy dyHKUMo. C Apyrovi CTOPOHbI, B CTaTbe NOKa3aHo, Kakyto posb A5 XyA0XKHMKa
UrpaeT KOPEHHOM $3blK, KOJTOHU3UPOBAHHbIV 3aNagHOW KyNbTYpOM.

CraTbst HanomuHaeT untatensam CAJAS 0 KecToKMX 1 TEMHbIX CTOPOHAX KOMIOHWMANM3Ma 1 BaXKHOCTU
MpoLEeCccoB AEKONOHM3ALMM.

Knioyesewie cnosa: Xopxe CaHxnHec, 60n1MBUIACKOE KMHO, rpynna «Ykamay», TpeTuit kuHematorpad,
MMnepuanusM, KopeHHas KynbTypa, AiiMapa, Keuya.

Ang uumuposanus: labenuns, Anekcanap. «LLlenot 6e3 Tena, LEeKONOHMU3ALMS A3bIKa KOPEHHbIX
HapoLOB M KyNbTypHbIX Kof0B: Xopxe CaHxMHec oT MaHudecToB 0 "TpeTbero kuHo"». Central Asian
Journal of Art Studies,T.8,N2 1,2023,c.15-29.DOI: 10.47940/cajas.v8il.634.

bnazodapHocmu. ABTOp BbipaxkaeT 6narogapHocTb [ocynapcTBeHHOMY yHUBepcuTeTy Unbu
M Hay4HOMY PYKOBOAMTENO JOKTOPCKOM auccepTaumm foueHty HuHo Mxenase. Mpu 3ToM aBTop
6naropaput XatyHy [xxmHuyapaase u Jiunu (Jluky) Mypaxuase 3a COBEThI M MOMOLLb B pefaKTUPOBaHUM.
OH TaKXe BblpaXaeT 61aroAapHOCTb aHOHUMHbIM peLieH3eHTaM u peaakumm CAJAS.

Asmop npoyuman u 0006pus 0KOHYAMENbHBIL 8apUAHM PyKONUCU U 3as815em 06 omcymcmesuu
KOH@UKMa uHmepecos.
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[MOI3TUYECKHUE
CUMBOJIbI

B COBPEMEHHOM
OPEMHUHUCTUHYHECKOM
KNMHO KASAXCTAHA

Kamuaa Moéapamurosa', Hazupa Mykyuiesa'

! Kasaxckuii HalMOHAJIbHbBIN YHUBEPCHTET HCKYCCTB
(Acrana, Kazaxcrat)

AHHOTauus. M3yyeHne GeMUHUCTUYECKOTO KMHO B Ka3aXxCKOM KMHeMaTorpade He SBASeTCs NonyaspHOM
TEMOW BC/IEACTBME CMOPHOrO MOHUMaHUS TEPMUHA KPEMUHUCTUYECKOE KMHO». ECTb HEKOTOpOE
npenybexaeHue, 4To JaHHOE MOHATUE YYXKA0 HALMOHANbHOMY KMHEMaTorpady, Mo3TOMy He CTOUT
n3yyeHus. B ctatbe aHanM3npyoTcs GuUabMbl, CBI3aHHbIE C BbIPAXXEHMEM XKEHCKOr0o KnHeMaTorpada

C pa3HbIX paKkypcoB. B yacTHOCTH, aBTOpbI OMMPanuch Ha 3HaMeHuToe 3cce Jlaypbl Maneu «BusyanbHoe
YO,0BO/bCTBME U HAPPATUBHbIA KMHEMaTorpad».

B naHHOM nccnenoBaHum Gbinn OCYLLECTBNEHDI CIeAyOLLME BUABI aHANN3a: CPAaBHUTENbHbIN,
NCTOPUYECKUI U DUIbMUYECKUIA. [epBbI BUA, aHANM3a MOMOT HAUTU CXOXKME TOUKM 3PEHUSI MEXIY
Ka3axCcKnM 1 3apybexxHbIM KnHematorpadom. K npumepy, npuBOASTCS UCCIEL0BaHUS PUIbMOB
60/1rapcKkoro, KaHaACKOro M BPUTAHCKOrO KMHEMATOrpadoB. MicTopuyecknin aHanms 6b11 MCNonb30BaH
B pa3pese TeMbl Ha NpefMeTe UCTOPUM Ka3axCKoro KMHO. [loctaTouHoe KOAM4YecTBO MHTEPECHbIX
(®UIBMOB M CUNBHbIX FePOUHb Obl1I0 NPOaHaNM3npoBaHo Hbaarogaps LaHHOMY METOA0N0MMYECKOMY
noaxogny. ®unbM1UYecKnin aHanM3 packpbll COAEPXKaTeNbHYH, TEMATUUECKYI U MAEMHYI0 COCTaBAsoLWMe
Ka3axcknx @unbMoB ¢ 90-x rogoB NPOLLIOro BeKa A0 KMHOKapTUH COBPEMEHHOro KMHOMpoLLecca.
O6HapyXeHbl MHTEPECHbIE MO3TUYECKME CUMBOJIbI B COBPEMEHHbIX KNHOKAPTUHAX.

B xone obcyxaeHus n noaseneHus UTOroB MCcnenoBaHus Obin NpOBeAeH aHaNus3, HaunHas
C NepBbIX Ka3axckux GpunbMoB «PaiixaH» u «AMaHrenbapl», onpeaeneHo Mecto XeHCKnx 06pa3os
B MCTOPUYECKMX, UCTOPUKO-PEBOIOLLMOHHBIX, UCTOPUKO-OMOrpaduyeckmux dunbmax. UameHeHune
M NepeoCcMbIC/IEHNE XKEHCKMUX repOMHb B huibMax NeprMoaa 3actosl, Ka3axCKoM HOBOW BOJIHbI,
KMHemaTorpada He3aBMCMMOCTU U HOBbIX PUIbMax COBPEMEHHbIX PEXMCCEPOB PACCMOTPEHO
B pasgene «Pe3ynbTathbi».

B 3akntoueHnm paboTbl caenaHbl BbIBOAbI, ONpefenstoLme Mecto GeMUHUCTUYECKOTO KMHO
B Ka3axCkoM kKMHematorpade. TeMatnka GeMMHUCTUYECKOTO KMHO OTPAXKAEeTCs B onpeaeneHHoM Habope
MHTEPECHbIX MPUEMOB KMHO3bIKA, HE MOCNEAHION POJib B KOTOPOM UIPAKT MOSTUYECKME MOTUBBI.

Kntoyessie cnoea: heMMHUCTUYECKOE KMHO, Ka3aXxCKOe KMHO, Jlaypa Maneu, No3Tnyeckoe KMHO,
LLlapvna Ypa3baeBa, AixkaH KacbiMbek, AounbxaH EpxaHoB.

Ana yumuposarus: fabapawmTtosa, Kamuna, u Hasupa MykyweBa. «[lostnyeckme CMMBObI
B COBpEMEHHOM heMUHUCTUYECKOM KnHO KasaxctaHax. Central Asian Journal of Art Studies, 7. 8,N2 1,
2023,c.30-48.D0I: 10.47940/cajas.v8il.614.

Asmopbl npoyumanu u 0006punuU OKOHYAMENbHbIL 8apUGHM pyKonuCU U 3as681m 06 omcymcmsuu
KOH@IUKMA UHMepecos.



BeepeHue

YeTBEPTOH IV1aBe€ COBMECTHOrO TPy/a

Tomaca dsbzeccepa u Masibre
Xarenepa «Teopust kuHo. [n1a3, smouuu,
TeJ10>» MOTBITKA aBTOPOB H3YYHTh KMHO
KakK 171a3 orpaHMYHBaEeTCsl OHOCTOPOHHUM
u3ydeHneM peMUHUCTHUECKOTO KUHO,
KHHO C TOYKH 3peHus «male gaze» —
MY2KCKOTO B3IVIsia. B pycckoll perakuun

Ha3BaHHOI'O TEKCTa MepeBOAYNKH YTOUYHUJH

MPSIMOH TIePEBOJL OTIPEIETIEHUS «gaze»
KaK «TPHUCTAJbHBIN B3>, UTOObI
KOTJIMYUTH €ro OT NoHATHS look (B3TIsL)
1 TIOUEPKHYTH MPHUCYIIIHE EMY
BHUMAaTeJbHOE CMOTPEHHE U CTPOrOCTh>»
(12). B cBOEM theMHHUCTHUECKOM
uccsenoBannu Jlaypa Mansu uuet naJbiie
U, CChlaasich Ha ckonoguiuio no Ppefiny
(YIOBOJIbCTBHE OT pacCMaTPUBAHUS ),
KPUTHKYET Cr1ocob pernpeseHTalyu
JKEHLIMHbI B KUHO. JIpyrumu cjioBami,
OHa aHaJIM3UPYET HE POJIb KEHIIIUH
B KJIACCHUECKOM TOJITUBY/ICKOM KHHO,
a cam croco6 nojauu ob6pasa, Korjaa
3pHUTeJb MPU MPOCMOTpe PusbMa
y2Ke HaXouTcsl B 6oJiee BbIUTPLILIHON
MO3HUIMH, HATIpUMeEp, PasIvIsibIBAIOILET0
WK TIOJIVIAbIBatolero. besycioBHo,
noJ06Hoe paccMaTpHBaHHe B3IIsila
B KMHO He SIBJISIETCS] €IUHCTBEHHbBIM,
OJTHAKO HMEHHO TaKoe U3yueHHe
TMOJTOJIKHYJIO HAC POaHaIM3UPOBATh
0COOEHHOCTH (heMUHHUCTHYECKOTO KHHO
B Ka3axCKoM KuHemartorpade.
3HamenunToe scce Jlaypsl Masiu
«BugyasibHoe y10BOJbCTBHE
¥ HappaTHBHBII KHHeMaTorpacg» ceiiuac
CYMUTAETCS] PafIMKabHBIM U HETOUYHBIM.
Ho metononorust ugyueHHoro Bornpoca
C MOMOIIIbIO TICHX0aHaJ/M3a Oblj1a OUeHb
MHTEPECHO! M MPOrpecCMBHOM JI/1s CBOETO
BpeMeHu. B Hauase scce Mbl untaem
caenytonine cTpoku: « Cunraercs,
YTO aHAJIU3UPYS! YIOBOJILCTBHE
WJIH KPacoTy, Mbl OJIHOBPEMEHHO
paspyliaemM aHaJU3UpPyeMOoe »
( BusyaJibHoe y0BoJIbCTBHE
H HappaTHBHDII KHHeMaTorpag 284 ), —

TaK aBTOP TMO3UIIHOHUPYET CBOIO TOUKY
3penusi. «[naBHbIl aprymeHT MaJiBu
COCTOMT B TOM, YTO B FOJIJIMBY/ICKOM
KHHemarorpage HoOpMaTHBHO
(hYHKLIMOHUPYIOLLLAST HepapXHUsl B3IVISIIOB
KOZIMPYeTCsl B KATEropHsix rexjiepa:
MY>KUMHA CMOTPHT, »KEHIIIMHA SIBJISIETCS
00beKTOM B3nsia» (Dab3eccep u XareHep
192), — tax emKo nepenaHa cyTb paboThl
aBtopa T. dubzeccepom. B Hacrosilee
BpeMsl U3yueHHe PeMUHUCTHYECKOTO KHHO
He MCUepIbIBAETCS MOA0OHBIMH B3WISIAMH.
I BaxkHO TOHUMATh, UTO JIAHHBIE B3IVISIIbI
MOYTH He 00pallaloT BHUMaHHUS

Ha KMHOS3BIK, CI0COOBI Mepeiauu UieH

C MOMOIIIBIO CTIeUUIECKIX HHCTPYMEHTOB
K1UHemarorpada, 4to aJisl Hac, B CBOIO
o4yepenb, MpeacTaBasieT OOJbUINN HHTepeC.
Takeke yuuTbiBasi MEHTAJIUTET HALIETO
Hapoja u Bcelt LlentpasibHoi Asuu,

HY2KHO CKa3aTh, 4TO paMKa/JIbHbIH MOIXOL,
COBepLIeHHO HeyMecTeH. Mexy TeM
npeaMer Hauleil paboThbl OUeHb HHTEPEeCeH,
a 00'bEKTOM HCC/IE/I0BAHUS SIBJISICTCS

BCe YBeJMUYHBAOLLeecs] KOJIMUECTBO
(HILMOB 0 JKEeHIMHAX U/ UM CHSATBIX
JKEHIIMHAMH. YUUTbIBasi BbIlIIECKa3aHHOE,
cJlelyeT YTOYHUTh MOHSITHE COBPEMEHHOTO
(heMMHHUCTHYECKOTO KHHO: Mbl HCIIOJIb3YeM
3TO onpeJie/ieHHe Kak CHHOHUM KeHCKOTO
kuHemarorpada. [Tomnmo obuiensBecTHoOro
MOHUMaHUs1 (PeMUHUCTHYECKOTO KHHO

KaK KuHemartorpadga, CHUMaeMoro
JKEHILIMHAMH U O »KEHILMHAX, B O0JbLIEeH
CTerneHHu Mbl OJIpa3yMeBaeM HaeiHoe,
TEMaTHUYECKOE U CIOKETHOE 3HAUeHHe

B 110100HbIX ubMax. B dpemunucrrueckom
KrHemarorpadge Ham BaxKHa 0ObeKTHBHAS
TOUKa 3peHHsl, He IPUBsI3aHHast

K «My2KCKOMY B3MIsily». Mbl nocrapaemcst
M3YYHTb NPOOIEMbl (hEMUHUCTHUECKOTO
KHUHO C KHHOBEIUECKOH TOUKH 3peHHs,

YTO MO3BOJIUT aHAJIM3UPOBATh
MPOU3BENICHUS] KMHO B MIEPBYIO OUEpPe/lb

10 UX Xy/I0XKECTBEHHOH [IEHHOCTH.

B 3TOM Mu1ane Mbl nonbITaeMest PaCKpbITh
BAKHOCTb MO3THYECKOTO KHHOSI3bIKA

B Ka3aXxCKOM (heMUHUCTHIECKOM KHHO.
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MeToabl

B mupoBoii npakTike peMUHUCTHUECKOE
KUHO Pa3BMBAeTCsl y2Ke He 1epBoe
JeCSITUJIeTHE, M OHO IOCTUIVIO PU3HAHMUS

v yBaxkeHust. B 6oJs1ee nozanem tpyne
Jlaypa ManBu ormeuaet: « BoamorkHo,
HeusbeKHO, uTo HauboJiee MPoUHoe
Hacseane (heMHHH3Ma OCTaNoCh

B KyJILTYPHOH W akajeMHuecKol cdepax.
[TosToMy 6blJ10 Obl COBEPILIEHHO PA3yMHO
MOAYEePKHYTh, UTO BJHMsSHHE (heMUHU3MA
NPeB30LLLI0 Ji000e peasbHOe MOJUTHUECKOe
JIBHXKEHHE U UTO, HATIPUMEP, B MUpe
MCKYCCTBA H KHHO MPUCYTCTBUE YKEHIIIMH

B KayecTBe cozjiaresiell, KypaTtopos

¥ KPUTHKOB UPE3BbIYAKHO PACILIMPHIIOCH

3a rocJeHue aBa aecsitunetus» ( Looking
at the Past from the Present: Rethinking
Feminist Film Theory of the 1970s

1286). YuuThiBast 3TOT OMBIT, B IAHHOH
cTaTbe MCMOJIb3YeTCsl CPABHUTEIILHBIH,
MCTOPUUECKUH U (PUIBMUUECKHI aHAJIH3bI.
B nocsiennnx hunbmMax aMmepruKaHCKUX
peKUCcCepoB-2KEeHIIUH Mbl BUIUM
crneludUIeCcKUil YKEHCKHH B3TIsIL

Ha po6sembl obtiectBa. Tpuymd duabma
Xaon Uxkao «3emiist KoOUeBHUKOB»

Ha Ockape npoLIoro rojia ToJabKo
MOATBEPIKAET, UTO KHHEMaTorpadg
JKEHILMH — 3TO XOPOLLUH, KayeCTBeHHbIH
KUHemarorpad, a He MPOCTO MOTbITKA
camoyTBepauThes. CoBepIIeHHO IPYTroi
pakypc JaHHOH NpoOJsieMbl pacKpbIBaeTCs!

B usibme KonpoayKuuu boarapun —
[epmanun — ®@panuyn 2018 rona «Ara»
(pexxuccep Muaiko Jlazapos). bonrapckuii
K1HOBe AHIpoHHKa MapToHOBa B CBOEH
HenapHel cratbe «From Identity to Ecology
in the New Bulgarian Cinema: the Unique
Case of Aga (2018) and the Poetics

of the Icy Wasteland» nuier: « Musiko
JlazapoB nepeHocHT HacC B JIKyTHIO,

Ha ceBepo-BoCcTOK CHOUPH, UTOOBI paccKasaTh
MCTOPHIO CITOKOUHON YKU3HU TOXKUJIOH Mapbl
9CKMMOCOB-uHyUTOB — Hanyka, oneHeBona
1 oxoTHUKa (Muxaus Anpocumos),

u Centbl (Peoyiocusi MBanona). Mx noub
Ara (T'anuna TuxoHoBa) u cbin Yara

(Cepreit EropoB) 1aBHO MOKHHYJIH JEASHYIO
nycrollb 4 padorator B ropojie. [Tocse Toro
Kak Cenna sabosieBaer, Hanyk periaer
MCIOJIHUTD €€ MocJ/IeiHee KeJaHe —

HaiTH Ary. A eByllIKa rjie-To TaM, psiioM

¢ OeccMbIC/IeHHOM TTponacTblo nporpecca —
TMFAHTCKUM YEPHBIM KpaTepoM ajiMazHoro
pyaHuka» (22). B cioxkere hunabma

1o KeJaHuto 3aboJeBliei keHbl Hanyk
WJIET Ha MIOMCKH JIaBHO MOKHHYBLIEH

ux louepu Aru. B cembe eCTh U CbIH,

HO MMEHHO MOUCKH OJIyTHOU JI04epH
3aCTaBJISIIOT YBUJETD 3/1€Ch
(emunucTuyeckui pakype. [1pu atom
aBTOp OTMeuaeT, uTo «Ara, 6e3ycioBHO,
HaBOJIUT MOCTbI, U 51 yBepeHa,

uTo HcesenoBaresid LlenrpanbHo-
AzunaTtckoro pervona u Kunematorpadga
TIOPKOSI3bIYHBIX HAPOJIOB CMOTYT 10CTHYb
eute 6oJee ryO6oKOro MPOUTEHHS MOCTAHUH
1 YCTAHOBUTB GoJiee ajleKBAaTHbIE CBS3H

C UX 3THOCEPOil, BU3YaJbHOH KYJbTYPOU

1 CUCTEMOH 11eHHOCTEH, €CJIH OHU TTOCMOTPSIT
570. PUsIbM ONpejIe/IeHHO ropasio

6J11Ke K KOUeBOMY MUPOBO33PEHHUIO,

4yeM K O0JIrapckomy, 6anKaHCKOMY
0CeVIOMY MEHTAJIMTETY, He NpeHebperasi
npH 3ToM 06111e4e/0BeYeCKUMH YPOBHSIMH »
(Martonova 17).

C onHO#M cTOPOHBI, (DHUJIBM HATIOMUHAET
kazaxckui pusbm L. Aiimanosa «3emiis
OTILIOB», TVl JKeJJaHHe OTLA BEPHYTb Mpax
CbIHA Ha POJIMHY MEPEKJIMKAETCS C CIOKETOM
6osrapckoro ¢uabma. C 1pyroil CTOpOHBbI,
JIJIs HAC BayKHbI TIyOMHHbIE HJIEN TAHHBIX
(HILMOB: HOBOE MOKOJIeHHE JIIoel
(nerett) Mo-apyromy BUAUT MUP, UTO,

B CBOIO OUepe/ib, MEHSIET MUPOBO33peHHE
crapluux. Takke 0ObeUHAIOLIUM
(hakTopoM ABJISETCA MPUPOJA,
oKpyzKkatolast repoes. Ecan B Gosrapckom
(usibMe CHer v YUCTOoTa Jibja
MOJUIEP2KUBAIOT aTMOC(EPYy HEM3MEHHOCTH,
a MOYKET, Jlayke HeTPUMHUPHUMOCTH,

B Kazaxckom uabMe hyHKIHH
«OTpaykeHHOTro oOpasa» JiexKat

Ha n3obpaxkeHun OecKpalHen CTer,
CMEHSIIOLIEHCs 3eIeHbIMH JIecaMu
«UYy?KOH» CTOPOHBI.



[ToxoxuMu Boripocamu 3a1al0Tcst
KaHaJICKHe uceseoBatesnt KuHo. CBsidb
JKEHCKHX XapaKTepoB U MHOrooGpasHon
npupobl Kanaapl noguepkuBaercs
ncenenopatenem Mypatom Akcepom:

«$1 yTBepzKalo, UTO 3Ta CHJIA KEHCKOH
JIMYHOCTH MOKET ObITh CBsI3aHa

¢ reorpaMyeCcKuM M COLMaTbHbIM
MPOCTPAHCTBOM. DTH MPOCTPAHCTBA
BJIMSIIOT Ha MEePCOHAXKEN, a TaKKe Ha popmy
1 colep:KaHue KaHaJCKUX (hHIIbMOB.

B dusuueckoii/reorpaduueckoil Kpacore
Hogoit lllotnanauu, ¢ ee xomamu, Mopem
1 3eJIeHOH MPUPOIOH, MOXKHO MOCTPOUTD
KaToJIMUYecKui ajl, Kak B “Bucsauem cany”
nin “Jlesyuike u3 Hoio-Yorepdopna”.

B xosioHo# 6eso-rony6oit bpuranckoit
Kosnym6un MoryT ObITb HEHABUCTD, IOTEPS
BEpbI ¥ TICHXOTHYECKHE OTKJIOHEHHUS,

Kak B “Cuyajikoit Gyjyuie :u3nn”

u “ITouenysix”. HeBUHHOCTD WIeaIMCTHUECKUX
nepcoHaKek MoKeT ObITh MOTepsiHa

B FOPOJICKON MaTepHAIHCTHUECKON
counasnbHon cpene Ontapuo, kak B “Illocce
617 u “O6oporHe”. Crapasi eBpornerickasi
(panKosi3bluHast KaToJuueckas cpeia
MoHnpeaJist MOXKET MOPOJIUTH UyBCTBEHHBIX
MOJIOZIbIX YKEHILHMH, KOTOPbIe UCIBIThIBAIOT
TPYAHOCTH B YCTAHOBJIEHUH CBOEH
WIEHTHIHOCTH Kak B KBebGeke, Tak 1 3a ero
npezenamu, Kak B puabmax “3BesjiHbIi
cratyc”, “Ilorepsinible U GpeoBbie”

u “CpsizaHHble HacMepTh”» (153 —154).

Anasiornutble CBSI3U TepOUHU
1 OKPY2Kalolllel ee Cpeibl Mbl yTOMUHAEM
B TaKHX Ka3axcKuxX PpuabMax, Kak « CJiespl
yXozsiT 3a ropudoHT» Mazknta beranuna,
«yKbinama» Amupa Kapaxymnosa u « Mapusim»
[Tapunbl YpazbaeBoil B c/1eayionnx
pasnenax. Mimenno takue gpuabMbl
MOCJIETHETO IECATUIETHS TIOBJUAIN U
Ha pa3BHUTHE XKEHCKOTro KHHemartorpada
B Kaszaxcrane. B naHHbIfi MOMEHT Mbl
HaOJ01aeM B OOJIblLeH CTelIeHH Pa3BUTHE
Ka3aXxCKOT0 KHHO O YKEHIIIMHAX, YeM POCT
(UILMOB, CHATBIX 2KeHlMHaMu. [To sTof
MPUYHHE U TIPEMET HALIEro UCCeI0BAHUS
B OCHOBHOM IP€/ICTaBJ/IeH OTeYeCTBEHHbIMH
dusbMaMu o cyapOax KeHIUUH.

O6cyxpeHue

CTOUT yTOYHUTD, B IAHHOH paboTe Mbl
MCIO0JIb3yeM TePMHHbI «(DeMUHUCTHYECKOE
KUHO» M <2KEHCKOe KMHO» KaK CHHOHUMBI,
TaK KaK HaM MHTePeCHbI (PHITbMBbI
C TOYKH 3PEHHsT KEHILHMHbI, Oy/b OHa
pexKuccepom, CLEHAPUCTOM HJIH AKTPUCOH.
Mbl He HaMepeHbl HCTOJb30BATh
TePMHUH «(DEeMHHHUCTHUECKOE KMHO»
KaK MPOTHBOIOCTABJIEHHE 0OLIeNPUHATOMY
TpaguUMOHHOMY KHHO [oJnByna
no npunuuny Jlaypel Mansu. [1penmer
cTaTbu — (PUIbMbBI KA3aXCKOTO
KMHeMaTorpadga — CoBepIIeHHO
MCKJItouaeT MoJo6HOe OTHOLLIEHHE.
Haunewm ¢ ucropuueckoro o63opa
B pagpese Haulel TeMbl. Ellle ¢ nosiBieHus
Ka3axCKOro KHHO Ha 9KpaHe yKe
MPUCYTCTBOBAJIH (DUIIBMbI, KOTOPbIE
paccMaTpUBa/i MUpP C TOUKH 3pEHHUS
JKeHIUHbL. Pustocod, KyJabTypoJIor,
HCCIeI0BaTe b KA3aXCKON KYJbTYpbl
Supa Haypriz6ati B cBoeM Tpyjie
«BeuHoe He60 Ka3axoB» yTBepKIaeT
caeayolee: «...001HM MeCTOM
B [TyTEBbIX 3aMeTKaX MyTeLIeCTBEHHHKOB
BO BCe BpeMeHa Obl/IH 3aMeyaHusi
006 0c060H cBOOOJIE KA3aXCKUX KEHILIHH,
MX CAMOCTOSITe/IbHOCTH, OTKPBITOCTH
HoBomy. Oco6eHHo 3Ta cB0OO/Ia 3aMeTHa
MPH CPAaBHEHHH C COCEIHUMH BOCTOUHBIMH
OCEVIbIMU KYJIETYpaMH 3eMJIe/Ie/bLEB.
“Ep minesni” (“ob6sanatonias
MY>KeCTBEHHBIM Xapakrepom™ ) —
BbIpaKeHHE, B KOTOPOM TPaAULIHOHHAS
KyJIbTypa MO3UTHUBHO OLIEHUBAET BOJIEBYIO
JKEHILLMHY, OTKPbITO, €C/IH HAJl0 —
MyGJIMYHO, BbIPazKAIOLLLYI0 CBOE MHEHHE
10 BayKHbIM BOMPOCAM, OTCTAUBAIOLLLYIO
3TO MHEHHE, MOCTYNAalOLLyI0
B COOTBETCTBHH CO CBOEH MO3ULIHEH,
JKEHIIMHY HeJIUIEMEePHYIO U HEMEJIOUHYIO,
FOTOBYIO WITH 110 KoHUa» (219—220).
Takoit 06pa3 kazaxcKoH KeHIIUHbI OblJl
M/1€0JI0THYECKH HEBBITOJICH: TponaraHia
COBETCKOTO pexkuMa uepe3 knuemarorpad
B LlenTpasbHoit Asuu nopojusia
OT/IeJIbHbIH 2KaHP (PUIBLMOB MO OOIIHM
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Ha3BaHHEM «O0CBOOOKIEHHAS XKEHILIMHA
Bocroka». SIpkum npuMepom Takoro KHHO
B Kazaxcrane crasn dpusibm «Paiixan».
O6pa3 0cBOGOKIEHHOU, PABHOH MYy»KUMHE
COBETCKOH Ka3alKH OblJl 0YeHb BbITOJCH
COBETCKOH BJslacTH. Tak Kazaxckasi KeHLIMHa
Npe/CTaBIsIaCh Ha IKPAHE HCKAXKEHHO:
3abuTas GecripaBHasi 1€BOUKa, JIeBYLIKa,
JKEHIIMHA MOJI THETOM 0aicKo-(heoaabHOro
CTpOSi He MOIJIa MPOTHBOCTOSITh
TpaJMLIHOHHOMY YKJay. [lasee no croxkeTy
BOCCTAHOBUTb CBOM UeJjioBeHeCcKHe Npana
el ToMoraJsia coBeTckasi BJIaCTb B JIMLAX
NPOrpPeCcCUBHBIX PYCCKHX CTPOUTEJNEH
KOMMYHH3Ma B cTenu. C BbICOThI HAIlIEro
BpEMeHH Mbl TOHUMAEM, UTO UMEEM JIENIO
C UJ1€0JIOTHYECKUM MJIaKaTHBIM (DUIBMOM,
TeM He MeHee HeJIb3sl He CKa3aTb
0 MpeKpacHoi paboTe HallluX aKTPUC
Toro BpemeHu. Takue akTpuchl, Kak Xaauiia
Bykeesa, otxoas oT TeatpajbHON
YCJIOBHOCTH, CTapaJiuch 3arneyaryieTb
Ha 9KpaHe HACTOSILIUX FePOHHb CBOETO
BPEMEHH, BEPUJIM B CBOM 00pa3bl U ObIIIH
UCKPEHHH.

Takeke cTouT ynomsinyTh (husibM
Mouces JleBuna «Amanrenbapr» (1938)
MMEHHO H3-3a PEKPaCHO BOIMJIOLLEHHOIO
»KeHckoro o6pasa. 3ameuarenbhas [lapa
JKuenkynosa, Boccosnaiiasi 06pas
Banbim B 3TOM (husibMe, o4eHb XapakTepHa.
Jlaxke Ha OTIEbHBIX Kaipax U3 huibMa
BHJIHO, HACKOJILKO MPABJANUBO BbINISIUT
ee xpabpoe JIMLLO, KaK TOUHbI IBHKEHHS,
MIPH 3TOM He JIMILIEHHbIe KEHCTBEHHOCTH.
[TepBonauasnbHo 06pa3 basbim, ¢ TOuKH
3peHUs pexKuccepa, — OueHb CHJIbHBIN
o0pas: AMaHre/b/ibl PUCIYLIHBAETCS
K Hell, yBaxkaeT ee MHeHHe. OHa rokasaHa
B Pa3HbIX JIOKaLUsX, ee 00pas B Kajipe
BCerna paBeH oopasam 6aTbIpOB —
CMOJIBHKHUKOB AMaHTe/Ib/Ibl. YUUThIBaS
BpeMsi BbIxoJa (husbMa, Hy?KHO
OTHaTh JIOJZKHOE TaKOH TPaKTOBKE
»KeHckoro o6pasa. [Tosxke B knHo OyzieT
TPaHCJAUPOBATLCS 00Pa3 HEXKHON
1 KPACUBOM JIEBYLIKH, KOTOpAsi HTPAET JHLIb
BCIIOMOTaTeJIbHYIO POJib B 00LIEH CTPYKType
¢bunbma. dto u «Ilechun Abasi», u «IToama

0 JII0OBU», U ApyrHe POJbKIOPHbIE
WJT UCTOPHUKO - PEBOJIIOIIMOHHBIE (PUJTHMBI.
B 1963 rony Ha 3kpaHbl Bbilllea QUIbM
Abas Kapnosa «Ckas o matepu». @ujbm
MOBECTBYET O XKEHIIMHE, MOTepsIBILECH
Ha BOFHe eIMHCTBEHHOTO CbiHa. AMHHA
YMypsakoBa, BorjioTHBLIasi o6paz Matepu,
CyMmeJsia pacKpbITh MHOTOTPaHHbIN 06pa3.
Ha skpaHe Mbl BUIUM 1 G€COKOSILLYIOCS
0 cBOeM peOeHKe MaTh, U MouTalboHa,
CKPBIBAIOLILET0 YEPHYIO BECTb OT OEHbIX
JKEHILMH U3 COCTPaaHusl, U MOCEEBLIYIO
crapyxy. Ho maBHoe nocTonHeTBo dusbma
3aKJoyaercs B u3oopaxkeHuu nagoca
o6pasa HapoaHoil Matepu, kotopasi
He MOTYXHET B CBOEH CKOpOH, a GyjieT
crapaTthcs BO UM$1 BCeX JIeTEH, YIIeIIINX
Ha GpoHT, cnacatb PoauHy-maThb.
Brinatouiasicst onepatopckas padora
Acxara Auipanoa cMmor/a 3aneyaT/ieTh
He3zabbiBaeMblil 06pa3 Matepu B sule
AMuHBI YMYyP3aKOBOH CPEIH MPOUUX
CWJILHBIX FepoeB rajieperd 06pa3on
Ka3axckoro KuHo. [epontst AMUHbI
Ymyp3akoBoil B pusnbMe Abast Kapnosa
B KyJIbMUHALMK UIbMa OPEET 10 opore
rocJie Toro, Kak y3HaJia CTpallHyto BecTb
0 cMepTH china. [anee o61KM Mj1aHOM
C BEpPXHEro pakypca rnokasaHo, Kak oHa
OYKBaJIbHO HE MOXKET BbIHECTH TOTEPH
¥ TIaflaeT HUUKOM Ha 3eMJ10. 3aTeM
B BOCIIOMHHAHHMSIX O CbIHE UCIOJIb3yeTCs
JIBOHHAS SKCIO3ULIMS KaK IPUMeEp
KJIACCHUECKOTO HCTI0JIb30BAHHUS JAHHOTO
npuema B KuHo. [Ipu sToM Kamepa
MOCTENEeHHO CMyCKAeTCs K repouHe,
CTaHOBUTCS OJiKe W OYJITO 3amisijibiBaeT
Martepu B r1aza. B nepesioMHbIll MOMEHT
CLIEHbI JKEHIIMHA MOHUMAET, UTO HEe UMeeT
npaBa omycKaTb PyKH: BOWHA, OTHSBIIAS
y Hee €IMHCTBEHHOTO ChiHa, 10J/I2KHA
3aKOHUYUTBHCS M0OEI0H, UTOObI BCE KEPTBbI
1 ropectH Obliu He HanpacHbl. Crenyst
JIAHHOH MbICJIH, KaMepa MeHsIeT yroJ
3pEHHUs1, CTAHOBUTCS BCE HUXKE, TEM CAMbIM
BO3BbIlIAs 00pa3 HecsoMeHHOH MaTepH,
MPOJIOJIZKAIOLLEH XKUTh, HECMOTPSI
HU Ha yTo. MaHepa cbeMKH npejlonpe/eneHa
nagocoM ClieHbl, B KOTOPOH 3akJioueHa



raBHast uiest Becero puiabma. [logo6nas
rapMOHMSI COZleprKaHusl U hopMbl Kaapa
XapakTepHa BceMy TBOPUECTBY orepaTtopa
¢dusbma Acxara Anipanosa. dtot 06pas
CHJIbHOU JKeHLIMHbI-MaTepH J10 CHX
0P SIBJISIETCS STAJOHHBIM JIJ1s1 MHOTHX
KHMHEMaTOrpagHCTOB.

Henbss He ynomsinyTh usibM
Masknra beramna « Cyiesibl yxoasr
3a ropudoHT» (1964 ). CobbiTHs hunbma
pa3BOpPAYMBAIOTCS C TOUKH 3PEHMUSI
riaBHo# repounu YKayxas. Modiosiasi,
KpacuBasi, yMHasi IEBYIIKA BBIXOIUT
3aMy:K 3a HeJlaJeKoro YejioBeKa,
HO He POIUIEeT U BUAUT B HEM M €0 CeMbe
CMbICJT cBOeH KU3HU. OHa cMuUpsieTcsi
C €ro HeJloCTaTKaMH, HO MpelaTe/beTBa
MPOCTUTH He MOKeT. Mbl TOBOpHUM
He 00 ysI3BJICHHOH »KEHCKOH rop/10CTH,
a 06 o0l11eyesoBeUecKrX KauecTBax. Ee My
ocTaBJisieT B OypaHHOH CTENH MOMYyTYHKa,
TMONKPast CTeMHble 3aKOHbI B3AUMOBBIPYUKH.
Cayuaitno ysnaBiuas 06 stom yKayxas
He MOXKET CMHPHThCS ¢ HH30CThIO XapaKTepa
cyrnpyra u npuHumMaeT xpabpoe pelleHue
YITH OT Hero. Ee mo3uuyst nosHoCTbIo
omnpap/iaHa, KiHeMaTorpaduuecku
MOJUEePKHYTA PEKUCCEPOM H OIEPATOPOM.
CnenaBuiasi BBIGOp repoHsi CBOUM
MOCTYIKOM 3aCJy>KHBAET YBAYKEHHUSI.
[Ipu 3TOM a6COMOTHO HEBAXKHO,
KTO CMOTPHUT (DPHJIbM M KEM OH CHST:
NMOHUMaHHE WJIEH BblllIe TIOJOBOH
NPUHA/IEKHOCTH.

Bo3Mo:xkHO, ¢ Hallel CTOPOHbI
pas3bop BceMH JIIOOUMOTO (DOJILKIOPHOTO
M03THYECKOro (husibMa Oy/leT BbINVISETh
OueHb CMEJIbIM B PAMKaX JaHHOH TEMBl.
Korna mbl roBopum o «Kbiz-)Knbek»,
MbI M0JIpa3yMeBaeM caMblii MaclITaGHbINA
MPOEKT Ka3aXCKOro COBETCKOro KUHO,
camblit Jyutini pusibM Cynrana XoKHKOBa
1 Acxata AuipanoBa, BeJIMKOJIEHbIH
AKTEPCKUI COCTAaB HECKOJIbKUX MTOKOJIEHUH
Ka3axCKOro KHHO, CaMyto MO3THYHYIO
npupony usbMa, OMH U3 JyULIHX
NPUMEPOB NAaTPUOTH3MA U eIUHCTBA
Hapoja B Ka3axCkoM KuHo. [Ipu stom
ceiyac MOKHO CMOTPETb Ha PUJIbM

C Ipyro#, He MeHee aKTyaJlbHOU TOUKH
3pEHUs U MOMbITAThCS MOHSTh, KAK HAM
MO2KeT ToMOUb Takoi onbiT. O6pas yKubek
B 3HaMeHUTOM pubMe Cyarana XoIzKHKOBa
MPOTUBOPEUHB KACATEJbHO HAlEH TEMBI.
Ec/ii BIIsieTbest B CIOXKET, Mbl TOHUMAEM,
4TO ee JAeHCTBHSA Obl/IM 3aBEIOMO 3aBUCHMbI
oT petenusi my>kunH. OHa HecBoGOIHA

B CBOMX peLLEeHHUsIX, POK 3acTaBJisieT

ee ¢jle1aTh Kakou-Jiu6o BbIOop. OHa ujet
y3HaTh UTOT BOHHbI, Oy/LyuH JI0U€PbIO
JIaBbl POJIa, OHA M0JIaraeTcsl Ha CTpedy,

He MMest BO3MOXKHOCTH 6e3 HaHeCceHHs]
ockopOJieHHs1 0TKa3aTh bekexxany,

OHa JIMYHO BBIXOJIUT K XKEHUXaM

M CBATAIOLIMMCS, TOTOMY UTO €€ »KeHHXa
HeT psiioM. OHa, TakK 1 He JI0XKAABILIUCh
ero, MpoCTo He BUIUT CMbIC/a

B JlasibHeliel )Kusuu. Ho Benib cioxkeT —
3To He Bech pusibM. O6pas repouHu
JipaMaTypruyecki pa3BMBaeTcsl B CloxKeTe
TaK, KaK HaM PacKpbIBaeT ero pexkuccep.
Jlost XompkukoBa YKubek He npocto
KpacuBasi IeBylIKa — MPHU3 I CaMOro
JIYUILIErO, OHA CAMOCTOSITe/IbHAS JIMUHOCTD,
JloCcTOlHas yBaxkeHHUs1. Ha skpane Ham
MOKa3bIBAIOT CMEJYIO IeBYLIKY, KOTOPOH
JIOBEPSIIOT OTBETCTBEHHOE 3a/laHHe —
MIPUHECTH BECTH C MEXKI0YCOOHOH BOHHBI.
Hawm nokasbiBaioT xpaGpyto 1eBYILKY,
KOTOPOH XBaTaeT Xxapakrepa BoJieil cydasi
OCTaHOBUTL crop 6aTblpoB U BbIOPATh
cebe KeHuxa. Ham nokasbiBatot Myzpyto
JIEBYILLIKY, KOTOpasi cCHauaJia oueHb JIeP3KO,
a MOTOM »KaJIOCTHO, HO MPH ITOM JI0CTOHHO
OTKa3bIBaeT MHOTOUMCIEHHbBIM KEHHXAM.
Ham rnokasbIBaloT 4ecTHyIo €BYILIKY,
KoTopast BLIOUpaeT cMepTh 110C/1e BeCTH

o rubesii Bo3Jt00aeHHOr0. Kasanoch Obl,
o6pas no-HacrosieMy GeMHHHCTHIECKUI
B CaMOM IMPSIMOM CMbICJ/Ie€ 3TOro cyioBa!
Bpsin niu coznarenu gpusibMa 3agymbiBasuCh
HaJl 3TUM BOIPOCOM B KOoHLe 60-X

TOJIOB MPOLIJIOTO CTOJIETHSI, OHH XOTEJH
M0Ka3aTh HAM Ka3axcKyto KyJbTypy

XVIII Beka, B KOTOpO# OTHOLLIEHHE

K JKeHLIHMHE Obl10 aJeKUM OT OTHOLLEHHUS
CpeHero eBponenla K XKeHIIHHe

B TO K€ caMoe Bpems.
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®unbm [lapuna beicembaeBa «Xpanu
CBOIO 3Be3/ly» Ha (hoHe U3MEeHeHMUsI
0O61IECTBEHHOTO CTPOS pUCyeT HaMm 06pa3
HOBOM KeHIMHBL. Canranar Bejiet cebsi
Kak MpUMepHasi HeBeCTKa, MpH 3ToM
CTpajiaeT OT HEMOHUMAHHUSI CO CTOPOHbI
my»a. besycsioBHO, B pubMe BaykHO
1oKasaTb KOHMJIMKT CTaporo U HOBOTO,
KOHCEePBATHBHOTO W HOBATOPCKOTO,
COOTBETCTBEHHO PACKJIabIBAIOTCS U 06pasbl
Tacrana n Canranat. PesysnbraThl cBo€ro
YNPSIMCTBA IIABHBIN TE€POK BUAUT TOJIBKO,
Korjna CanraHat nonajaaer B 60JbHHLL.
Bo3MozkHO, 3/1eCh CTOUT cKa3aThb
0 TOM CAMOM «MY?KCKOM B3IVIsIIe »:
CyObeKTHBHBIN B3IVIsIL PUKCHPYET,

YTO BCE IJ10X0, KOIJla BUIUT 06pas
CTpPaslaloLIeH KEHUIUHBI.

Heckonbko noszxe, B 1978 ropuy,
Jlamup Manabaii cHumeT puibm
«Payman» — skpaHusalmio pacckasa
Beumbera Maitinna. @usbm Gyaro
MOBTOPSIET TeMY 0CBOOOKICHHOMN KEHILUHbI
BOCTOKA, HO HaM BaKHO, UTO, HECMOTPSI
Ha Jipyroe Bpemsi, TeMa He3aBUCUMOMN
OT 00111eCTBEHHOTO MHEHHSI 2KEeHIIHHBbI
OCTaeTcsl aKTyaslbHOH B KA3aXCKOM KHHO.

Hecmotpsi Ha HekoTopyto
XYJI07KeCTBEHHYIO C1a00CTh KapTHHBbI,
«Jon npakona» 1981 rona (pexkuccepsl
Acanamu Ammmos u [yk Mn Loit)
MPOJIOJIZKAET JIMHUIO CMEJIbIX JKEHCKHUX
006pa3oB pUJILMOB 3aCTOHHOTO BPeMEHH.
B crarbe «The Creation of Female
Characters in Works of Art of the Uighur
Classics» kunosen Aua Matiyposa
JIaeT OLIeHKY IVIaBHOH repouHe huibma:
«OTMEeTHM, UTO KaXKJI0MY M3 PEXKHCCEPOB
1 aktepoB ¢uabma “lox gpakona” ynanoch
nepeaath HallMOHAJbHbBIF XapaKTep
YHATYPCKOTO HApOAa, €ro JAyX.

Takum o6pazom, T. SInauena,
MCMOJHUTebHALA posid ManmxaH,
BO3BOJIUT CBOIO F€POMHIO HA BBICOKHI
Xy/102KECTBEHHBIH YPOBEHb B COAPYKECTBE
¢ pexxuccepamu. Maumxan ($Slnanesa) —
cB06010/1100UBAsT, POMaHTHUECKAS]
JIMYHOCTb, BOCCTABLLAS TPOTHB MaHbUKYpPO-
KUTaNCKHX 3aXBATYMKOB H MECTHBIX

teonanoB. OHAKO B IMPUUECKHX MTH30/1aX
¢ AxTaMoM — HaTypa HexKHasi, LieJIbHas.

B ee raszax MoxKHO po4ecTb Jt060Bb.

1 3ta 1060BbL TOBOPUT O TOM, UTO OHA
rOTOBA BMECTE C HUM BbIIE€PIKATh

BCE HEeB3TO/lbl, Bce JullieHHs. Ho raBHoe —
BMecTe 60POThCsl 32 CBOOOLY HAPOA.
[TpouyBcTBOBaB TakuM 06pa3oM Xapakrep
9TOT0 MepPCoHarka, akTpHuca CocTaBuIa
BEJIMKOJIENHBIN 1y3T ¢ aktepoM Opazom
AmaHre ib/ibieBbIM, ChIFPABIIUM POJIb
Axrama» (164). B 6ynyiiem BekTop
pa3BUTHS KEHCKUX 00Pa30B KapAMHAJIbHO
M3MEHHUJ CBOE HaMpaBJIeHHE.

Pesynbtathbl

B caenytolme TpH 1eCATUIETHSI MHTEPECHbIE
CHJIbHbBIE yKeHCKHe 06pasbl BHOBb MOUTH

He BCTPEUAIOTCsl B OT€UEeCTBEHHOM
KuHemartorpage. OcraHoBUMCs TOAPOOHee
Ha (PUIbMaX 3TOXH Ka3aXxCKOH HOBOM
BOJIHBL. B KHUre «KpaHHO-(PObKIOPHBIE
TpaJMLMK 1 06pas repost B Ka3axckom
UrpoBom kuHo» baybek HorepHek
MO3UIIHOHUPYET Teposi HOBOH BOJIHBI

Kak ayTtcaiiepa. Takasi TpakToBKa

B LI&JIOM XapaKTePU3YeT reposi-MyKUHHY.

C »keHCKMM 06pa3oM cuTyallusi Oblia

ellle rneyaJjbHee. B ocHOBHOM crnyTHHLA
IABHOTO repost 6o BooOlile
OTCYTCTBOBAJIA, JIMOO He UrpaJsia BayKHOM
Jipamatypruueckor posu. Takyto moaesb
Mbl MOKeM HaOJTI0IaTh MOUTH BO BCEX
duabmax Ceprka AnbipeiMoBa 1 Jlapexana
Owmup6aeBa 90-x rosioB. B cBoeli craThe
«HcKyccTBO BUIETH CBOUMH IV1a3aMu
(BTOpasi yactb)» Kent JlxkoHC Tak onuchiBaeT
KOHLEILHIO [NIABHOW 2KEHCKOU POJIH

B pusbme lapexkana Omup6aeBna
«[yra»: «TpynHo npencraButhb 6oJiee
cKaTyto anantauuio Aunbl KapenuHotl.

B dunbme “Ilyra” kaxiplit 06pas

1 KaxK/Ibli 2KeCT UMeeT CBOe OIPOMHOe
3HaueHHe, MOXKeT ObITh, axKe CJAULIKOM
ooabloe. Ha Mo B3misiL, MOXKHO ObIJIO
MOCBAITUTb HEMHOTO GOJIbllIE BpEMEHH
TOMY, KaK IJlaBHasi FepoMHS CXOJIUT C ymMa

1 KaK OHa MOCTeNeHHO BJ0OJIseTCs



B AGbinast, o6pa3 Bponckoro. M, Hecmotps
Ha BHELLIHIOI M BHYTPEHHIOI KPacoTy
Aitnyp TyprambaeBoii, B KOTOPOH TaK KHBO
CMeLIAJUCh CAEP2KAHHOCTD U CTPACTb,
ee repoMHsl MPUCYTCTBYET B Kajipe He Tak
yacro, Kak Morsia 6b» (AGukeeBa 375).
Takoii nojixos K »keHcKoMy 06pasy Obli
(hakTHUeCKH NPUBbIYEH 1151 PUIBMOB
TOTO BPEMEHH.

OTesibHO HY2KHO CKa3aTh O TBOPUECTBE
Awmupa KapakysioBa, a uMeHHO
o puabmax «Pazayununa» n «Kolnama».
«Pagnyununa» — skpanuaalust pacckasa
Bopxeca — B oHoM U3 nepeBojioB
3BYUHT Kak «3jonerka». CloKeTHO
o0pas JIeBYILIKH, KOTOpPasi BCTasia MexK1y
JIByM$1 6paThsIMH, MOKA3bIBAETCS B CTHJIE
HOBOM BOJIHbI, TO €CTb 0€3 U3JIMLLHEH
JipaMbl U HaKaJsia cTpacrei, (hakTHIeCKH
JIOKyMeHTaJibHO. [opasno untepectee o6pas
npomnucan Bu3yasnbHo. B snuzone, rae das
nepeojieBaercs nepej 3epkajaom, oba 6para
HaOJII01AI0T 32 Hell Yepes MoJIyoTKPBITYIO
JIBEPb. 3/16Ch, HECMOTPSI Ha MPECJIOBYTHIN
«MY2KCKO» B3IVIsI1-TOAIVIsIAbIBAHUE,
orepaTop MokasblBaeT HaM MPOCTO
KPacCHBYIO I€BYLIKY, JI00OYIOLLyI0Cs COOOH
B 3epkadie. Jla, Mbl BUIIMM ee 0TpaxKeHHO
uepes 3epKasio, NOAVIsbIBAEM Uepes IeJKy —
MeTadopbl, KOTOpble DJib3eccep BbIAeUI

B CBOeH <<T€OpI/II/I KHHO>» B OT/JI€JIbHbIE IVIaBbl.

CyTb 311130712 B TOM, 4TOObI 10KA3aTh,
KTO BUHOBAT B JIaHHOH CJIOXKHUBIIEHCS
curyatuu. JKenckuit 06pa3 B husbMe

npeiHaMepeHHo U300paxKeH IBOUCTBEHHbBIM.

st KpacuBasi, HeM U BUHOBATa, C L[pyl‘Oﬁ

CTOPOHbI, OHa O4Y€Hb cnaéa, OHa He HyapOBCKasi

dam catanb, nosromy hruHas huabMa 1axe
JIOTHYEH.

KapnunanbHo 1pyroi xkeHCKU#H
06pa3 Mbl BUIUM B pusibMe «Kpliama.
Bce, K10 3Haer, 4To B WIaBHOH POJIU
cHumMasiacb Maiipa MyxameTKbI3bl —
Ka3aXxCKHH COMIOBEH, — MepBOHAYaIbLHO
NpeCTaBIsv PUIbLM-GaHOTHK.

Tem cunbHee ynuB/eHue 3putenei,
KOTJ1a OHU BUJISIT ipamy, B KOTOPOH

M10Ka3bIBaeTCsl HACTOSILLAS CHJIbHAS
»KeHiuHa. Tpu maBHble poJin

B (puJIbMe UTPaIOT XKEeHUIMHbI. BHOBb
JIOKyMEHTaJIbHasi MaHepa CbeMOK
cpabaTblBaeT Ha UCKPEHHee JIoBepHe

3putens. bosee Toro, onepatopckas pabora

B 3TOM (hHJIbME BBITJISIUT MAKCUMAJIbHO
HenpodeccroHabHo. HeT nocrasienHoro
cBeTa, HeT pa3paboTaHHOH MH3aHCLIEHbI
Kamepbl, 3pUTEJIb Ha SKpaHe (paKTHIECKH
BUJIMT JIOMallHee BUeo. [1naHbl HeTouHbl,
MHOTIA KPYTTHO OCTaHABJIMBAIOTCS

Ha ofleXKJle, pyKax, HedasiHHbIX Tpe/IMeTax,
OKazaBILHUXCsl B 00beKTHBE. Bo3aMoxKHO,
MO3TOMY KPYIHBIE TJIaHbl VIABHOH
repouHH OYeHb BbipasuTesbHbl. Kamepa
M3y4aeT JIMLO aKTPUCHI, YHTAET BCE MbICJIH
B ee I1asax, oGHaxKaeT Bce YyBCTBA,
CKPBITBIE CIeP?KAHHOH MMUMHKOH.

Hy>xHo cKkasaTb, 4TO HCKPEHHOCTb

1 100pOoTa repOUHHU, MOMMaHHbIE KaMePOU
B u/bMe, B caMOM Jiesie pucyiin Matiipe
MyxameTkbisbl. BeposiTHo, nosromy
cyb0a repouHH TaK BOJIHYET 3PUTEJIS.
MHuTepecHo, 4To IaBHbIH MOTHB ClOXKeTa
3aKJIo4aeTcs B 60J1€3HU MaJIeHbKOH
JIEBOUKH, HO pexKuccep NoKasbiBaer

HaM He TOJIbKO CTPafaHHsl XKEeHLIHHbI

110 3TOMY [OBO/LY, HO U TUTAHHYECKHE
YCHJIUSI, TIPUJIOZKEHHBIE PA/IM €€ CIACEHHUSI.
Kynbmunauus pusnbma, ipamMmaTyprudecku
o0beMHeHHas ¢ (PUHAJIOM, SIBJSETCS
anoeo3oM CaMoIOKePTBOBAHUS TVIABHOH
repouHu. Maiipe Hesib3s1 eTh, OHA MOXKET
ocTaTbesl 6es roJjioca HaBeeraa, Ho npocboa
60JIbHON JIEBOUKH HE CTABUTCSI HU B KAKO€
CpaBHEeHHe ¢ COOCTBEHHBIMH HYKaMH.
Apusi manam Batrepduisiit B iekopariusx
ayJIbCKOTO JIOMHKA C pa3Be/leHHOH
LITYKAaTYPKOMH Ha JIMlle BMECTO rpuMa
CTAHOBHTCS BEJUKOJIETTHBIM U300 paXKeHHEM
KOHTPAIYHKTa, O KOTOPOM B CBO€ BpeMmsi
roBopuJ DH3eHiTeiH. boxkecTBennas
My3blKa, NpeHazHaueHHast /st JyuIInxX
OTIepHBIX TeaTpPoB, B YOOroi 0OCTaHOBKE
BOCIPUHUMAETCSl MAKCUMaJIbHO
NMPOHUKHOBEHHO. besycioBHO,

9TO He HOBbIH NPHEM KHHOSI3bIKA,

y2Ke He pas MCMOoJIb30BaHHbIH MacTepamMmu
KHHO, HO CTOUT CKa3aTh, UTO B JAHHOH
TPAaKTOBKE IABHOW repOWHU OH 3BYUMT
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Hen36uTo U ncKpeHHe. O6Pa3 KeHIIUHbI,
npejcTaB/eHHbll B husbMe «Kpliama»,
nokKasaH 06beKTUBHO, COOTBETCTBEHHO

¥ BOCTIPUHUMAETCS OTJIMUHO OT XKEHCKHUX

06pa3oB B kazaxckux duabmax 2000-x.

B Hauasie HyseBbIX KazaxcKoe KMHO
OTpaxKaJsio MUPOBbIE TEHJICHIIMH, KOTOPbIE
TpaHchOPMUPOBAJIUCh B OTEYECTBEHHOM
KHUHemartorpadge rno-oco6eHHomy. dmoxa
IamMypa cKasaJsachb B HALLMOHAJIbHBIX
(usIbMax HMEHHO B U300paKeHNUH
JKeHCKUX 00pasoB. Ec/in My»Kckue
repou GblJIM HAMEPEHHO GPyTaJbHBIMU
1 MYy>KECTBEHHbIMH, TOKa3bIBAIH
XapakTepbl, COOTBETCTBYIOLIHE HOBOMY
BpEeMEHH, MOJICTPAUBAJIMCh MOl HOBbIE
CTaH/IapThl, TO KeHCKHe 00pasbl
B Mo/1aBJisiiollieM GOJIbLIMHCTBE CTaJH
HECTH HCKJIIOUHUTEbHO T€KOPATHBHYIO
¢dyukuuio. Kpacupast noapy:xka
reposi — rJiaBHast XapaKTepUCTHKa
MHOTHX HalUMX MPeKPACHbIX aKTPHUC,
Hanpumep, repoub Acesb CaratoBoi,
but6uryab Cytontanuno#, Kapabiraii
MyxamemkanoBoi, Amun Tesieb6aprcoBoii
B usnbmax «Paketnp» Akana Cataea,
«BupryasnbHhas 11060Bb>» AMupa
KapakynoBa, «Cka3 0 po30BoM 3afilie»
®apxara [Llapunosa u «)Kay xypek:
MbIH Gana» Akana CaraeBa. B ux o6pasax
OTCYTCTBYET Iy6oKast mpopaboTKa
nepcoHaxa, Kotopasi B MpUHIMIE
1 He Obli1a 1axKe HykHa. J[pamartypruyecky,
WIEHHO U CIOXKETHO XKeHCKHe 00pasbl
He HeCJIM KaKou-J1n60 cMblcs. MoJ0og0CTh
M KpacoTa, K CoxKasleHHI0, CTaJH [JIaBHbIMH
aTpubyTamMu akTpuc pUJIbMOB Havasa
2000-x. Mckouennem MOKHO HAa3BaTh
o6pas KopJsiat B BbILLI€yIOMSIHYTOM
¢dunbme Akana CataeBa «)Kay »ypek:
MbIH OaJsa». JKeHlHHA-BOUH, ObloLasicst
HapaBHe C MJIaAIKUMK OpaTbsiMH, Xxpabpas
1 My>KeCTBEHHas!, He KayKeTcsl

My2Keno006Ho#. Xapakrep KopsaH packpbiT
M0JIHO: C EPBOTO 31M30/1a, TJIe OHA MbITAeTCs

3aLUTUThb MJIAJILINX, 10 TOC]EIHHX CBOUX
CLIEH OHA B MIEPBYIO OUepe/ib POsiBJISAeT
JKeHCKyo 3a60Ty. MarepuHcKas oneka
Kopsian He crasikuBaercsi B peBHOCTH

¢ BJI0OJIEHHOCTBIO 3epe, OHa MOHUMAaET,
4To y ee 6paTta HACTymnaeT HOBBIN
9Tarl >KM3HH, IOMOTaeT LeHOH CBOeH
CMepTH CracTu BoaJobseHHyto Caprasi.
JKepTBeHHbIl 31130]1, C APYTOH CTOPOHBI,
MOKa3blBaeT ee MyApOCTb U [IoOaJbHOE
MOHUMaHHe MUpa.

B ncropnuecknx hunbmax HyseBbIX
U IeCATBIX, 110 CYTH, CUTyalLMs Oblia
noxoxe#. PackpbiBasiuch JHLIb
HEOOXOJIUMBbIE 110 XKAHPY FPAHH KEHCKHUX
XapaKTepoB: CMeJIOCTb, CMEKaJIKa, YM
WJIM YMEHHE e3]IUTh Ha KOHEe W MeTKasl
crpesibOa us siyka. Takum o6pasom,
noJly4aercsi, YTo0 HMEHHO B 3TO BpeMsl
B Ka3aXCKOM KHHO [peBaupoBail
MY?KCKOH B3IVISI/L HA YKEHIIIMH,
KOT1a TePOHHH CJIY2KHJIH B TTIEPBYIO
ouepe/ib JI/1s1 OlLleHUBAHMSI BHELLIHOCTH.
Benomunaerest snuson pusibma
«KoueBnuk» Mpana [laccepa, Ceprest
Bonposa u Tasnrara TemenoBa, KoTopblit
MHOTHe KpUTHKOBaJsH. B nyieny y Bpara
MaHcyp nnoHuMaert, 4To »KUBbIM €ro
He OTMYCTSIT, B TOT MOMEHT €ro cracaer
BoaJoOseHHas (akTpuca AsHat
EcmarambeToBa) BepxoM Ha KOHe.
Anu30]1 He BbI3BaJ Obl BO3MYIIEHHH,
ecsiv 661 MaHcyp He cesl Ha CKaKyHa
3a 1eByliKod. Hukorna 6bl JzKUrUT
He MO3BOJIUJI JIEBYILIKE BECTH JIOLIA/b,
Oy/lyuH 3a ee ClUHOM. B KpUTHKe 1aHHOTO
311M30/1a Mbl BUJIUM SIBHbIH MY2KCKOH B3IVIsI]L,
KOTOPbIF HEraTHBHO OLIEHUBAET JIEBYIIKY,
KOTOpasi 10 9TOro MOMeHTa OblJla JIILb
POMAHTHUYECKUM 0OBEKTOM MeUTaHUH
riaBHoro reposi. Koneuno, nepsonauajibHo
JIAHHBIHA UIBM ObLJ TPOBAJILHBIM
13-32 B KOPHE HEBEPHOIo U306paKeHHs1
Ka3aXCKOM KyJITypbl U MEHTAJIUTETA.
K npumepy, baybipxkan HorepGek
TaK paccykaaer 00 3TOM 31H30/1€:
«[To TepMHUHOJIOTHH TeJIEXKYPHAJUCTOB,
Ha KpaHe JOMUHUpYeT “KpacHas
kaptunka”. CyllecTByeT TaKxke
TOJIJIMBY/ICKHE MTOLLJTYH MEXKJLY IBYMSI
BJII0OJIEHHBIMH. AOblait 1 [ayxap KynatoTcsi
B JIyuax yTPEHHEro MJIM 3aX0/Is1ILero
COJIHLIA M LIeJIYIOTCS. DTa CLieHa JI0J12KHA



ObITb COKpALlleHa C y4€TOM BOCTOYHOTO
MeHTasuTera. OHaKO 3pUTeb JH000H
HalMOHAJIBHOCTH MOHUMAET, UTO 3Ta ClieHa
JIMILIEHA HAPOAHOH 3THKH, CHXOJIOTHH

1 KyJbTypbi» (111).

Opnnako, Kak Mbl BbISICHUJI, He BCeraa
BO3MYLLEHHSI T10 TTOBOJLY (hH/IbMA KacaluCh
JIMUIb HALUMOHAJIBHON YECTH U JIOCTOMHCTBA.
B dusnbme Xuukoka « OKHO BO BOP»

Mbl HabJ1I0/1aeM aHATIOTHYHYIO CHTYaLHIO.
Kak Ob1 H1 ObL HHTEpeceH 06pa3 aKTPHUCHI
[pefic Kesu, B nnepByto ouepelib B 3TOM
(uabMe BaxKHa ee KpacoTa, 6e3ynpeyHasi
¢urypa u HeBepOsITHbIE HAPSI/ibl OT-KYTIOP.
Ee posib B husibMe — BeromoraresibHasl.
Takofi xxe 6b11a cynb6a hakTHUueCKH Beex
Ka3axCKUX aKTpHC 0603HAYEHHOT0 epHOJa.

[TponosKast aHasioruio ¢ 3apyoeKHbIM
KMHO, CTOUT CKa3aTh O COBPEMEHHOM
MHTepecHoM pexkuccepe. Pexknceep
GPHUTAHCKOTO aBTOPCKOTO KMHeMaTorpada
JlxxoanHa Xorr hakTHyecku BO BCeX CBOMX
(pusIbMax BbICTPOUJIA KEHCKYIO BCEJEHHYIO.
ITOT «XKEHCKHIH B3IVISL» Y2Ke OKOJIO
10 siet Hazaj BbI3BaJI PE30HAHC CPeIH
KHMHeMaTorpaH1cToB U HCc/eloBaTeNel
KMHO aptxayca. Hanpumep, B HayuHOM
ncenenoBanun Cuapbl bapper roopuTesi:
«Kuno Xorr npoTUBOPEUUT UCTOPUUYECKH
(han0rolleHTPUIECKOMY YKJIOHY
KaK MEHHCTPUM-KHHOTEaTpOB,

TaK W HE3aBUCHMBbIX HAPPATHBHBIX
KUHOTEATPOB, CTABS XKEHLIMH U “2KeHCKHe”
nepeXKUBaHUs B LIEHTP cloxkeTa. BaxkHo,
OJIHAKO, UTO OHA JIeIaeT 3T0, He Tpebysi
MPUHATHS 0CO6OTO IeHAEPHOTO B3MIsiAA
WJIM TIePCIIEKTHBbI B OTOXK/ICCTBJIEHHUH

¢ cyObEKTOM MOBECTBOBaHMUsT» (6).

Ciienyolinii peskuccep, Ha TBOPUECTBE
KOTOPOTO Mbl XOTHM OCTAHOBHThCS,
npoaoJsKaeT Joruky xkoanust Xorr
B Ka3axcKoMm KuHemartorpade.

CeropiHsi BeJiesl 32 MUPOBBIM
KHHeMaTorpagom Kasaxckue
KMHEMaTOrpaguCThl OTPaXKaioT
COBPEMEHHbIE TEHICHLIUH. ¥ HaC
MOSIBJSIIOTCS (DUJIbMbI, KOTOPbIE TPAKTYIOTCS
co3/aTesIMU KaK peMHUHUCTHYECKHE.
Tenepb raBHasi repoHs He MPOCTO

CTAHOBUTCS [VIABHOM, OHA ACHCTBYET,
MOKa3blBaeT CBOIO cuily. B 1e6toTHOM
tusbme Hlapunbl YpazbaeBoii
«Mapusim» repouHsi, Oy1yud CKOBaHHOH
HeueJ0BEUeCKHUMH PAMKAMK BbXKHBAHMUSI,
CTaHOBMTCS OOJIbLIE, YEM TPOCTO
6oprotasicss keniuHa. C oHOH CTOPOHBDI,
HaM T0Ka3bIBAIOT FepOUHIO, KOTOpast

He TepsieT CBOEH KEHCTBEHHOCTH, CTOHKO
nepeHocst TPYAHOCTH XKU3HH 03 My2Ka:
paboTaer, ies1aeT TSKeNyI0 PU3HYECKYI0
paboTy, a ellle KynaeT U 1leJyeT JIeTeH,
XOUET HPABUTHCS OJIHOKJIACCHUKY -
MUJMLIHUOHEPY, TIPOJIOJIXKAET BEPUTh

1 HajlesiTbes. C 1pyroft 2ke CTOPOHB,
nocJie MOBTOPHOTO pa3pyLleHHst

YKHU3HH, CBSI3aHHOH C BO3BpallleHheM
«TTOXOPOHEHHOTO» My»Ka, NOKa3blBAeT
yOOKO My2KCKHE YepThl Xapakrepa —
JKECTKOCTb, 6ECMOBOPOTHOCTD MPUHSITHIX
peuieHUi U xKectokocTb. [Toyuaeres,
uTo 06pa3 Mapusim 0IHOBPEMEHHO
MPOAOJIKAET HECTH TPAJIMIIHK COBETCKOH
CHUJIBHOU IrepOMHH, HO TaKzKe Je1aeT
peBepaHChl COBPeMEHHbIM MUPOBbIM
(heMHHUCTHYECKUM KHHOTEHIEHLIUSIM.
[Ipuuem 3TH «MOKJIOHBI» BbIpaxKeHbl

HECKOJIbKO Ct)aJIbIHI/IBO B KOHTEKCTE CIO2KeTa.

®usbM HauMHaercs ¢ naytaHuil Mapusm

B 3apOC/ISIX KaMblllla B OMCKAX MyzKa,
3aKaHUMBAETCS TeM rKe 31u30j10M. Ho eciu
B HavaJie (huJbMa Mbl BEDHUM repouHe,

TO B (hUHAJIe HAM HEMOHSATHO, My2Ka HIIET
Mapusim nn notepsiiHyto ce6s. Tako#
TMOJIXOJL B PEKUCCype KayKeTcsl HaM OYeHb
BbITOJIHBIM /151 JAJIbHEHLLIEH peasu3alun
KHHOTIPOJLYKTa, YTO, KCTaTH, MO3UTHBHO
cpabotasio: QUILM MOJTYUHJT MHOXKECTBO
Harpaj Ha MUPOBbIX KHHO(EeCTHBAISX.

He nykaBut sint pexkuccep, ocrapJsisi puHasn
OTKPBITbIM?

B cnenytoiem dunbme Hlapurnb
YpazbaeBoil «KpacHblii rpaHaT» CTOUT
YIOMSIHYTb UCIOJIb30BAHHE MTO3THYECKOTO
KHHOs3bIKA. MeTtadopbl HeBEpOSTHO
o6orauiaoT hUIbM TOTOJHUTENbHBIMU
CMbICJIAMH, B TOM YHCJIE€ U B PACKPBITHH
IAaBHOH TePOUHHU. 31€Ch MO3ULHS
pexkrccepa GoJiee ueM sicHa: BO BCeM

‘i‘ CAJAS Volume 8. Issue 1.2023

MCKYCCTBO LLEHTPAJIbHOM A3W1M: 93bIK M TEKCT B PAKYPCE COBPEMEHHOCTM



‘!‘ CAJAS Volume 8. Issue 1.2023

MCKYCCTBO LEHTPANbHOM A3MU: 43bIK U TEKCT B PAKYPCE COBPEMEHHOCTH

BUHOBAT My:kunHa. Cabblil My>KUHHA

C MMOPOKAMH U 3aBbILLIEHHBIMH OXKHIAHUAMH
NIPOTUBOIOCTABJISIETCS JlyXOBHO

CWJILHOH 2KeHIIMHE C HAJIOMJIEHHOH,

HO HecJIoMJIeHHOH Jylol. [paHar 3nech
CTAHOBUTCS CUMBOJIOM IJI0JI0POJIHSI,
BEYHOH XKU3HH U JKEHCKOH JIIOOBH —
CHMBOJIOM IVIaBHOH repouHu. B Havasne
busnbma repoutst Aiinyp bepmyxam6etoBoit
OoJieeT aHeMHEH M ecT 3epHa rpaHara,
4yTOoObI YyBCTBOBATH €051 Jyyllle.

ITOT rpaHaT MPUHOCHUT el 3a00TIUBBIN
My2K, 6eCITOKOSIIMICS 0 6epeMeHHOH KeHe.
[Tos:ke okasblBaeTcs1, 4TO rpaHaT KyIJeH

B JIOJIT, BBITIJIATHTL KOTOPBIH HY?KHO 3TOH
camoil 6efiHoM xKeHe. [lasiee rpaHaT Mbl
BHJIUM B HEpeaJibHOM, [OJIlyMHCTHYECKOM
3MK30/1e, KOrla HeBUHHASI HEPOIUBLLIAsICS
JIEBOUKA YXOJIMT 10 3€pPHAM I'paHaTa

M OCTaBJIsIeT CBOKO MaMy. BHOBb rpaHaT
MOKAa3bIBAET 3aBUCUMOE T0JIOXKEHHE
JKEHIIMHBI, KOTOpast CHOBA B OAMHOUKY

JOJI2KHa MMEPEKUTD TATOTbI U TOPECTH 2KU3HH.

O6pa3 oueHb KpaCHBOMN U KEHCTBEHHOH
AKTPUCHI JIOTTOJHSAETCS €€ KOCTIOMOM.
Ona Bceraa B mJaThsIx U TyJIsx
Ha KabJIyKax — Tak XyJ0:KHHUK TOAYEPKHY.JI
ee 3aBMCUMOeE U LLIaTKOE MOJIOXKEHHE.
B nannom anajinse cTaHOBUTCS §ICHO,
4TO Mepejl HaMHU ouepesiHast KepTBa
TPaMLIMOHHOTO yKJa/ia, KoTopasi U aJblie
OyIeT TepreThb U HECTH CBOe OpeMsl.
OnHako Npu 5TOM Mbl BUIUM B 5TOM
00pase U HEBEPOSITHYIO CHJTY, TepIieHHe
U OTBETCTBEHHOCTb 32 ce0sl U OJIU3KHX.
Mbl He nponaranaupyeM ceMelHbli abblo3,
HaM BayKHO 110Ka3aTh, KaK KHHOSI3bIK
MOZKET BJIMSITh HA BOCIIPUSITHE TEPOUHH.
OHa He yXOJIUT OT HEPAJIUBOTO MY»Ka,
OHa BEPUT B CBOM CHJIbl, TaK KaK J/1sl Hee
LIeHHOCTb CeMbH — HauboJiee BaxKHas
»KM3HeHHast ueHHocTb. [Tosyuaerces,
YTO Ha MOBEPXHOCTH (DUJIBbMA JIEKUT
MCTOPHS, H300parkaloLLas COBPEMEHHOe
NoJIOXKEHHEe KA3aXCKOH XKeHIUHbl —
3aBMCUMOE, TS?KeJI0€ U HecyacTHoe.
Ho B nostnueckom 3ByuaHuH KHHOSI3bIKA
Mbl MO2KEM YBHJIETb TBEPJIOE JKeJIaHHEe XKUTh
JKU3Hb, KOTOPYIO KEeHLIHHA

BbIOHpaeT cama. B KoHTeKeTe npobJeMbl
CTaTbU Mbl TOHUMAEM, YTO (PUJIbM
«KpacHblii rpaHaT» He MpoCTo PUIbM-
KOHCTaTalMsl COBpeMeHHOro o011ecTBa

B HEBEPOSITHO KPACHUBbIX JIOKALIUSIX,

HO M )eMUHUCTHYECKOE BbICKA3bIBAHHUE,
UTO JKEHLIMHA MOXKET U HMEeeT 11paBo
BbIOHpaTh COOCTBEHHYIO JKU3Hb, AaXKe
eCJIM BCEMY MUPY KaxKeTcsi, YTo ee BbiOop
HENPaBUIbHBIH.

GunbMm Aikan Kaceimoek «OT»
MIOBECTBYET O CEMbe B TSXKEJIbIHA MePHOL.
[naBHbBIN repoit — oTell ceMelcTBa —
BEPTUTCS Kak Oesika B KoJlece, MbITasich
noracuthb Bee j1oru. Ero nopiepkupaer
JIPY?KHAs ceMbsl: OTell-TIeHCHOHep,
OepeMeHHas XKeHa U 1Be 104epH-
ko bHULBL. [Tos102KeHne yeyrybasieTes
HE3anJIaHUPOBAHHONW OEPEMEHHOCTbIO
crapiueit CayJie, Ha KOTOPYIO BCSI CEMbsI
BO3J1araJja HajlexK/bl. TeM He MeHee 1aHHast
CUTYyallUs1 SIPKO PACKPbIJIA XapaKTepbl IBYX
YKEHCKHUX FepOMHb — MaTepH U JIOUEpPH.
Aunteinail — xkena Tosimka — 31ech
He MPOCTO «MaTh», KaK 3TO OMUcaHue
JIaeTcsl BO MHOTHX CLIEHAPHAX
HU3KOMPOOHBIX pusibMoB. Ee 06pa3
O4€Hb IIyOOKHUH, YTO FPAMOTHO
pacKpbIBaeTcs B ONPeeeHHBIX SMTM30/1aX.
OHa o4eHb MO-KEHCKHU MepeKuBaeT
3a COCEJIKY, KOTOPYIO My>K OPOCHJI C MSIThIO
JIeTbMH 0€3 CPEeJ/ICTB K CyLLECTBOBAHHIO.

B snu3sone, korna nepen cHom AsiTbiHak
paccKasblBaeT yCTaBlIeMY MYXKY O UyKHX
ropecTsiX, OHa COBCEM He yMaeT O CBOMX
cokHocTsiX. HemanoBaxkHO, UTO HET B 3TOM
XapakTrepe MeJIOUHOCTH UJIH CTEPBO3HOCTH,
HaM T0Ka3bIBAIOT OYeHb MOPSAIOUHYIO
JKeHIIUHY. AnTbiHal, Oy1yuHd Ha TTOC/IeIHUX
cpokax 6epeMeHHOCTH, cTapaeTcsi IOMOYb
ceMbe MaTepHalibHO, »KapuT Oaypcaku

Ha Mpojaxy. DTOT (haKT FOBOPUT O HEH,
KaK HM CTPAHHO, KaK 0 XOPOllIeH KeHe,
KOTOpasi MOJUIEP2KUBACT CBOETO MY»Ka.

[Ipu Bcem 3TOM ¢ GEpEeMEHHOCTbIO I0uepH
Mbl BUJIUM B 3TOH YKEHIIIMHE OUeHb BaXKHYIO
4yepTy, KoTopasi B KAKOH-TO MOMEHT
octaBJisiet ToJiuKa, — CTOMKOCTb.

[ 060k MaTepu He3aniaHUupOBaHHas



OepeMeHHOCTD JI0uepH — yzap 1o ee
camoJtto6uto. AyithiHal cunTala,
4TO XOPOLLUO M MPABUJABHO BOCIIHTHIBAET
cBoMx louepeit. CHavyasa oHa 3JIUTCS
Ha J104b B 3MHU30/Ie PACKPBITHSI PAB/IbI.
Korna npunumaer rocreil, MaTh
eJie ¢lepKUBaeT oTyasiHue M, HaJIMBast
Yyad, BUIMT TOJBbKO KpyLUEHHE BCeX CBOUX
Hanexa. Ho eil ynaercs cobpatbes,
OHa HaYMHaeT IeHCTBOBAThL B MHTEpecax
cBoei nouepu. Heynaunoe noceuienne
poauTesiel HepaaruBoro GyaylLlero oTia
He oxKecToyaeT ee, HA0O60POT, BO3BPALLAET
K TIepBOINpHUKHe Tpareanu. Bosppauiasch
JIOMOH B HEKa3UCTOM ya3HKe, MaTh
O0OHHUMAET CBOIO JI0Ub, 3aLIUILACT CBOETO
pebeHKa, a elle YyBCTBYET CBOIO BUHY.
B cdunane duabma, korna nocie
3JIOKJ/IIOUEHHH [VIaBHBIH repoi
BO3BpallaeTcst 10MOH, OH BUAUT OUeHb
TporareJibHyto KapTuny. Ha ognom
pack/ajblBamLeMcs IMBaHe BMeCTe,
oGHUMas IpyT Apyra, cnsit 6epeMeHHast
JKeHa, OepeMeHHas 104b U MJIaJLlas
cecTpeHka. OnuchbIBast 3TH CLEHBI,
MBI XOTUM 00PaTHTh BHUMaHHe
Ha 3aMevaTesIbHbIH MMOJIX0/L B ONepaTOPCKOH
pa6ote. ClieHa B MallldHe cHsATa B dac,
yepes J1060BOE CTEKJI0, pAMKH KOTOPOTo
BU3yaJbHO 00bEIMHSIOT ceMblo. Crisitiine
B YTPEHHEM CBeTe M0Ka3aHbl B3MIALIOM
VIABHOTO Iepost, MepexKUBILETO CTOJBKO
NPOUCLLIECTBUI 32 HOUb. YKEHILIMH ceMbU
CHSIJIM TaK, YTO, HECMOTPsI Ha Tpare/uy,
BUJIHO: UJIEHbl CEMbH BMeCTe U BCera
MOCTOSIT IPYT 3a Jpyra.

@uJsibM 1o npHpojie NOBECTBOBATEJIEH,
HO OJIUH 3amMevaTe/ibHbld CHMBOJI TPOXOJUT
KPAaCHOH HUTBIO Yepe3 Bech croxkeT. [lepBble
KaJpbl (U/IbMa MOKA3bIBAIOT MEKYyLLHHACS
xjie6, noMa AnTbiHal TOTOBUT GaybIpcakH,
MOCTOSIHHO MOBTOPSIOLLMACS KPYTHbIH
TJIaH sIllMKa ¢ OyJKaMu xj1e6a 1 6aToHaMH,
CHSAITBII C BEPXHEro paKypca, 0TpaxKatot
PYTHHY »KH3HH repoeB. X/e0 KaK CUMBOJI
JKU3HH U TPY/a MOCTOSIHHO CJIelyeT
3a reposiMH, TeM CaMbIM OYeHb OINPeeeHHO
XapakTepuayeT MX. DTH MasleHbKHeE JIIH —
Xopoliue, TPyA0JtI00UBbIe, YECTHbIE.

KoHeuHo, y KaxK/10ro ecTh HeI0CTaTKH,

HO HX 2KH3Hb APKO OTpakaet 6oJsee
ro6asbHyto cutyalinto. TouHo Tak ke
CTAHOBHTCSI MOHSITHO, 4T0 00pa3 AJITbiHAM
3]IECh UTPAET HE MEHee BaXKHYIO POJib.
JKena Antbinait coyiaercs My:ka,

HO He MeHbllIe SIBJISIeTCs JI/Isl HErO OIOPOH.
B stom nuiane ¢pusibM heMUHHCTHIECKH
HeHATpaJieH, 4YeM U BbI3bIBACT CUMIIATHH.

B duabme Anunbxana Ep:kanosa
«¥Yn6osChIH» Mbl HAOJIOJIAET COBCEM
MHbIE KeHCKHe 00pasbl. [1aBHast reponHs
B XO/I€ CM1ACeHUs1 CBOEH MJIaJllIeH CeCTpPbl
BbIOUPAET HEXKEHCKHE METOJIbl BJAHSIHUSI.
Eciin 6bITh TOUHEE, KaxKeTcsl, 4TO YJ00JIChIH
CTapaeTcst CUJIaMU JIpy3eii-My>KUHH PeLUTh
cBoio npobJemy. Tako# mojaxon Ha3bIBAIOT
«MYIPBIM» U «2KEHCKHM>», HO Ha CaMOM
JIesIe BCe ee JICHCTBHS OYEeHb MOX0XKH
Ha MY?KCKHE HACHJIbCTBEHHbIE METO/IbI.
OHa urpaet 31ech poJib «peliajbl»,
KOTOpast MOHUMAET A3bIK 'PyOOH CHJIBIL.
CTOUTb OTMETHTh, UTO PEIKUCCEPY BAXKHO
M0Ka3aThb, IoYeMy OHa cTaJia TakoH.

B cyry6o my>kckom Mupe Ya60JCblH
Jo6pagiack 10 10CTaTOYHO HE3aBHCHMOTO
o0pa3sa »KH3HH MOCPEICTBOM MHOTHX
YHUZKEHHUH YeJI0BEYEeCKOH CBOOOBI M BOJIH.
Mbl He 3HaeM, YTO CTPALLIHOrO ObIIO

B €€ »KU3HH B TOpojie, HO OUY€Hb SICHO
MOHUMAEM 3TO 110 €€ JIEHCTBUSIM.

Tak, Hanpumep, cHoBa Mbl BUIUM
0OBbEKTUBHbIN B3IVIsIL KAMEPbI HA IBYX
cecrep, yeaxaiouux u3 Kaparaca,

yepes JJ0O0BOE CTEKJIO MALLIHHBI.

Opnna — cyabast, Begomast, He 3HaloLLast,
4To JIe]1aTh ¢ OYyAyLIUM peOEHKOM,

BTOpasi — CHUJIbHAsA, ICHO BUIALLAS

nepen co0oi Lesib CeNaTh XKU3Hb CECTPbI
Jiydliie CBO€H M ITPOCTO rOBOPSIILAS

06 abopre. OJiHa CHUMAeT KpacHbIH
TMJIaTOK C IOJIOBbI, BTOPast BbIHYK/leHa
HOCHUTb MOJJIEPKUBAIOLINH 111€10 BOPOTHHK.
CHMBOJIMYECKH aBTOP CMOT MepeaTh,
uTo GecxpeOeTHbIM 3/1eCh Ha3BaTh HEKOTO.
dta cueHa Mo3TUIECKH 3ByYHT HAMHOTO
BbIpa3uTesbHee, 4eM MoC/IeyoLHH
MOBECTBOBATE/bHbBIN 3MH30]1,

rJie TPOBEPUBILIHNI JOKYMEHThI TAUIITHUK
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¢ 60SI3/IUBBIM yBaXKEHHEM OTITyCKaeT
MallKHy M3 ceda.

Taxkum 06pasom, CTAHOBUTCS MOHSITHO,
4TO XKEHCKHe 00pa3bl B COBPEMEHHOM
Ka3aXxCKOM KHHO OYeHb pasHble.

C peMUHUCTHUECKOH TOUKH 3PEHHUST

Mbl BUIIUM CJIBUT B PACKPBITHH F€pOHHb
Ha sKpaHe. He Bcerna sto ynaercs nopathb
B MpaBUJIbHOM KJtode. Ho To, uTo ectb
Takue PUIbLMbI, Kak « Mapusim»

u «Kpacublit rpanat» [lapunbi
Ypasbaesoii, «O1» Aixkan KacbiMOex,
«¥Yn6osacbin» Anunbxana Epxxanosa,

10 HallleMy MHEHHIO, I0J12KHO MO3UTHBHO
MOBJIUSATH HA IAJIbHEHIYIO MOMYJ/IsIPU3aLIHIO
HallMOHAJILHOTO KHHO U CPENH
OTEUECTBEHHOIO 3PUTEJISl, U B MUPOBOM
KUHOTIPOCTPAHCTBE.

3aknwuyeHue

Ha ocHoBaHHM NPOBEEHHBIX HCCJICI0OBAHUM
MbI TPUXOJIMM K HECKOJIbKHM BazKHbIM
JUI51 KA3aXCKOr0 KHHO BbIBOJIAM.

Bo-nepBbIx, HCTOPHS KEHCKOTO
Ka3aXCKOro KMHO KapAWHaJbHO OTJIMYaeTCs]
OT Pa3BUTHs (PEMUHHUCTHUECKOTO
kuHonsukenust B EBporie u CILIA,
410 00YCJIOBJIEHO HALIMOHAJIBHBIMU
0Cc0OEHHOCTSIMH H KyJLTypoil. B esom
amepHKaHcKoe peMHHUCTHUECKOe KMHO
BOCIPUHUMAJIOCh KAK KHHO MEHBLIMHCTB.
JKeHumHaM npuxoauioch 10Ka3biBaTh,
YTO KHHO XKEHUIMH U O JKEHILIMHAX
3aC/ly?KMBAET PABHBIX T1PAB, UTO 3aCHJIHE
«male gaze» B KHHO — MepeKUTOK
MPOLLJIOTO.

Bo-BTOpbIX, 2KEHIIMHA B KA3aXCKOH
KYJILTYp€e HCTOPUYECKH He HAaXOHU/1ach
B 3a0MTOM TOJIOKEHHH, KK ITO SPKO
1300paKeHo B PUJIbMaxX COBETCKOTO
neprosia GoJIbKJIOPHOrO U HCTOPHKO-
PEBOJIIOLIHOHHOTO 2KAHPOB.
[TonrBepKIeHHST STOMY BbIBOJLY Mbl
Haxo/IMM y aBTOPUTETHbIX HCC/Ie0BaTe el
Ka3aXxCKOM KyJIbTYpbl, (husocodon
1 KYJIETYPOJIOTOB, TAKUX KaK 3upa
Haypbiz6ail, B onucaHuu U aHaJu3e
MHO2KECTBA TPaAULMH U 0ObluaeB

Kazaxckoro Hapoja. Mneosnoruueckoe
BHEJIPEHHE COBETCKOMN BJIACTH B KA3aXCKYIO
crernb Tpe6oBao HCKaKEHHOTO
M300paKEHHUS «IMKUX>» KOUEBbIX HAPOJIOB.
Kasaxckue kunemarorpagucTbl BceMu
CHJIAMHU CTapajiich U300pa3UTh HAa SKpaHax
NpaBAUBbIA 00pa3 KEHIIHH.

B-TpeTbux, B UCTOPHUH KAa3aXCKOTO
KMHO OblJ TEPHOJL 3ACHJINST KJIACCHUECKOTO
«MY2KCKOTO B3IVIsIIa» Ha »KEHLLHH,

YTO Cpasdy OTPA3UJIOCh B OTCYTCTBUU
CHUJIbHBIX, HO U XOTSI Obl HHTEPECHBIX
»KEHCKHX 00pa3oB B rajepee
OTEUECTBEHHOTO KHHO. Kasaxckoe KnHO
2000-x B H306pazKeHHH KEHCKUX 00pa3oB
JIMLIb KOMMPOBAJIO aMePUKAHCKHE THITAMKH
JIEBYLIKH - TOIPY?KKH [JIABHOTO Teposi.

B-ueTBepThIX, MbI MPUILIJIK K BHIBOJLY,
4TO Ka3axckoe (heMUHHUCTHYECKOE KUHO
B 60JIblIEH CTeNeHH NPeJICTaBAEHO
duabMamMu 0 keHuuHax. PuabMe,
CHSITbIE pexKHCCepPaMH -2KEeHIIMHAMM,
Mo-npeXKHeMy 3aHUMAIOT OUeHb MaJIeHbKHI
MPOLEHT OT 06L1Eero KHHONPOU3BO/CTBA.
[1pu 3TOM B KauecTBEHHOM COOTHOLIEHUH
¢duabmbl LHlapunsl Ypazbaesoii, Aitxkan
KacbiMOeK HaxosTesl Ha BecbMa HerJioXom
XyJ107KeCTBeHHOM ypoBHe. Ham Bce ke
KayeCTBO BaxKHee KOJHYECTBA.

B-nsThIX, B peMHHUCTHUECKOM
Ka3aXxCKOM KHHO MOITHYECKHE CUMBOJIbI
OY€Hb BbIPA3UTEJIHO U TOUHO MepealoT
M3MEeHEHHUS TeHAEHLIMH, KaK COLLHANbHbIX,
Tak U KuHeMaTtorpagpuiyeckux. JKenckue
06pasbl KaK HeJIb3sl JIyullle COCOOHbI
BbIPA3UTh HJIEI0 MTOCPEICTBOM MeTadop
1 IPYTUX MO3THUECKUX TporoB. Yarile
BCEro MCMOJb3YIOTCS aHAJIOTHH C 1IBETOM,
napaJiiesiv ¢ GpyKTamMu U e10H B 11eJI0M,
CPaBHEHHSI C 3aBEIOMO MY?KCKHMH
NpU3HAKAMH.

M nocsienHuit 3HaUMTENIbHBIH
(hakT — cOBpeMeHHOE YKEHCKOe KUHO
MPOJIO/IKAET Pa3BUBATHCS, HE TIOBTOPSISI
IIyTH €BPOINEHCKUX HJIK aMEPUKAHCKON
KHHeMaTorpaduii, crapasicb HaliTH CBOH
YHHUKaJIbHBIH cocob pernpeseHTaluu
»KeHCKoro o6pasa. 3apyOerKHbli
KHUHemarorpadg U CoBpeMeHHble MUPOBbIE



TEHJICHIIMH KMHO MOATOJIKHYJIH Ka3aXCKHUX
KMHeMaTorpaH1cToB pacckasbliBaTh

Ha 9KpaHe HUCTOPUHU »KEHUIHH, KOTOpble
SIBJISIOTCS] O4EHb TOYHBIM OTPaXKeHHEM

ABTOpnapabiH, yneci

coBpeMeHHoro o61iecTBa. Mbl Hajeemes,
YTO CTOUM B HavaJsie GOJIbIIOTO MyTH
JMHAMHYHOTO PA3BUTHS KA3aXCKOTO
YKEHCKOTo KnHeMaTorpada.
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MO3TUYECKME CUMBOIbI

Kamuaa lMNoéapammurosa

Kaszak yarTeik eHep yHuBepcnreti (Acrana, Kazakeran)

Hasupa MykyieBa

Kaszax yartbik onep ynusepenreri (Acrana, Kasakeran)

KA3IPTI KASAKCTAHOAFbl ®EMUHUCTIK KWHOCBIHAAFbI
MO3TUKAJIbIK CUMBOJIOAP

AHpatna. Kasak knHemartorpadbl canacbiHAd GEMUHUCTIK KUHO TakbIpblObl a1 KyHre AeiiH KeHiHeH
KapacTbIpblafaH XOK. byFaH «DEMUHUCTIK KUHO» TEPMMUHIHE KATbICTbl HAKTbl aHbIKTaMaHbIH, XXOKTbIFbI
ceben 60nybl MyMKiH. ATanMbILW TEPMUH YATTbIK, KWHEMATOrpadbliHA XaT, COHAbIKTAH 3epTTey HblCaHbI
6onyra nanblk emec gereH nikip 6ap. Makana aBropnapbl aien kuHematorpadbiHa KaTbICTbl GUAbMAEPAI
SPKMIbl KbIpbIHAH 3epTTeyre TbipblCTbl. ATan aiTKaHAa, onap Jlaypa ManeuaiH awrini «Busyangpl na3zar
XX9HEe HappaTUBTI KMHEMaTorpad» 3cceciHe XYriHAi.

3epTTey XYMbICbIHAA CabICTbipMarbl, TAPUXU XaHe GUbMAIK Tangay aaicTepi KonaaHbiIabl.
TanpayapiH 6ipiHLWI TYpi Ka3ak, XXaHe WeTenaik KuHematorpad apacbiHAAFbl YKCAC KO3KapacTapabl
aHblKTayFa kemekTecti. Ocbl peTTe, Mbicanbl, 6onrapnbik, KaHaganblk xaHe 6pUTaHAbIK GunbMaepre
3epTTeynep Xyprisingi. An Tapuxu Tangay aA4ici Kasak KMHOChIHbIH, TapuXbl TaKblpblObIH 3epTTey
6apbicbiHAa KonaaHbinabl. Ocbl 3aicHaManblK TICINAIH KOMEriMeH KenTereH Kpi3blKTbl GuabmMaep MeH
avien kewinkepneppiH 6eiHeci TanaaHabl. OTKeH FacbipabiH, 90-wbl XblngapbliHaH 6actan Kasipri TaHaa
TYCipinin XypreH kasak, dunbMaepiHiH Ma3MyH, TaKbIpbin XoHe UAES TYPFbICbIHAH allbliyblHA GUAbMAIK
Tangay aficCiHiH kemMeri Mon 60nabl. 3epTTey HaTUXECiHAE Kasipri GuabMAepae Kbi3bIKTbl MOSTUKAbIK,
CMMBOJIAAPAbIH 6ap ekeHi Bankanmbl.

3epTTeyai TaNKpl1ay KaHE KOPbITbIHAbINAY 6apbICbIHAA KA3aKTbIH, anfallKpl «PanxaH» xaHe
«AMaHrengi» dunbmaepiHeH 6actan Tanaay Xyprisinin, Tapuxu, Tapuxun-peBoNoLUSbIK, TApUXK-
6uorpaduanbik bunbmaepaeri aen 6eMHeciHiH opHbl aHbiKTanapl. Tokblipay Ke3eHiHAeri, Kasak,

«KAHA TOJKbIH» KUHOCBIHAAFbI, TOYENCi3AiK KMHeMaTorpadblHAAFbl XaHEe Kasipri pexuccepnepait,
dunbMaepiHaeri aven KeninkepnepaiH e3repyi MeH Kaita kapanybl «Hatuxenep» 6enimiHae
XapusnaHapl.

KopbITbiHAbIAA Ka3aK, KUHeMaTOrpadblHAAFb PEMUHUCTIK KMHOHbIH, OPHbIH aHbIKTAWTbIH
TY>KbIpbIMAAP Kacanzbl. DeMUHUCTIK KUHO TaKbIpblObl MO3TUKANbIK, MOTUBTEP MaHbI3Abl pe/ aTKapaTbiH
KMHOTINHIH, KbI3bIKTbI 94icTepiHiH 6enrini 6ip XMbIHTbIFbIHAA KOPIHIC TanTbl.

Tipek ce30ep: HEMUHUCTIK KMHO, Ka3ak, KuHemaTorpadbl, Jlaypa Mansu, nostmkansik KuHo, LLiapuna
Ypasbaesa, AixxaH Kacbimbek, oainxaH Ep>xaHos.

Aaiiekce3 ywiH: la6ppawwuntoBa, Kamuna, xxaHe Hasmnpa Mykyuwesa. «Kasipri KasakctaHaarbl
DEMUHUCTIK KMHOCbIHAAFbI MO3TUKANbIK cumBongapy». Central Asian Journal of Art Studies, 7. 8, N2 1,
2023,30-48 6. DOI: 10.47940/cajas.v8il.614.

Asmopnap Kom«a3baHblH COHFbl HYCKACbIH 0KbIN KYNnmadsbl #aHe Myddenep KaKmelfblCbl HOK eKeHOi2iH
Manimoelio.
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Kamila Gabdrashitova
Kazakh National University of Arts (Astana, Kazakhstan)

Nazira Mukusheva
Kazakh National University of Arts (Astana, Kazakhstan)

POETIC SYMBOLS IN MODERN FEMINIST CINEMA OF KAZAKHSTAN

Abstract. Study of feminist cinema in Kazakh cinema is not a popular topic due to controversial
understanding of the term “feminist cinema” There is a prejudice that this concept is alien

to the national cinema, so it is not worth studying. The article authors tried to study films related
to the expression of women's cinematography from different angles. In particular, the authors relied
on Laura Mulvey's famous essay Visual Pleasure and Narrative Cinematography.

The following types of analysis were carried out: comparative, historical and film in this study.
The first type of analysis has helped to find similar points of view between Kazakh and foreign cinema.
For example, studies of films from Bulgarian, Canadian and British cinemas are given. Historical
analysis was used in the context of the topic on the history subject of Kazakh cinema. A sufficient
number of interesting films and strong heroines were analyzed thanks to this methodological
approach. The film analysis revealed the content, thematic and ideological components of Kazakh
films from the 90s of the last century to modern films. Interesting poetic symbols have been found
in modern films.

During a discussion and summing up the study conclusions, an analysis was carried out, starting
from the first Kazakh films Raykhan and Amangeldy, the place of female images in historical,
historical-revolutionary, historical-biographical films has been determined. The change and rethinking
of female heroines in the films of the “stagnation” period, the Kazakh “new wave”, the cinema
of Independence and the extreme films of modern directors is presented in the Results section.

The conclusions are drawn that determine the place of feminist cinema in Kazakh cinema.

The theme of feminist cinema is reflected in a certain set of interesting film language techniques,
in which poetic motifs has no small share.

Keywords: feminist cinema, Kazakh cinema, Laura Mulvey, poetic cinema, Sharipa Urazbayeva,
Aizhan Kasymbek, Adylkhan Yerzhanov.
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QURAQ

IN THE CONTEMPORARY
ART OF CENTRAL ASIA:
SYMBOLIC LANGUAGE
AND ARTISTIC TEXT

Zhanerke Shaigozova', Aman Ibragimov'

I Abay Kazakh National Pedagogical University
(Almaty, Kazakhstan)

Abstract. A piece of fabric and products, made from it, are called quraq by the Kazakhs, in the past
and now it occupy a special place in the cultural practice of the peoples of Central Asia; and today
its renaissance is taking place in modern art both as an image itself and as an artistic device.

This is due to its wide expressive technical and artistic, semantic and communicative capabilities.

In general, authors of the article understand the term of quraq as the traditional patchwork
technique as such and the whole variety of products made with this technique. The analysis
of modern works of art from the point of view of semiotics showed that a piece of fabric (as a sign
and as a symbol) is able to demonstrate various ways of encoding ethnocultural information.

The main methodological tool of this study is the semiotic approach, where a piece of fabric
is considered at the level of semantics as a sign of the symbolic language, and from the standpoint
of pragmatics as a text representing relationship between the sign (a piece of fabric) and those who
use it (an artist, a viewer). The study also uses general scientific methods of observation, comparison,
analysis and synthesis. It seems that this approach is relevant in a study of modern visual art.

Based on the semiotic approach and the artistic experience of contemporary artists of Central Asia,
this study aims to demonstrate new vectors of Kazakh cultural studies and art criticism.

Concerning the materials used in this article, they come from a variety of sources: the field
research carried out by the Russian Ethnographic Museum during the period from 2019 to 2021,

a number of regional studies museums in Kazakhstan, as well as online collections of the Central
Asian region presented at the International Quilt Museum (Nebraska, USA).

The article has been prepared within the project of the Ministry of Higher Education and Science
of the Republic of Kazakhstan AR09259280 Languages of Kazakh Culture as the Basis of Ethnic
Identity: Semiotics and Semantics.

Keywords: art, Central Asia, a piece of fabric, qurag, ritual and ceremonial practices, language
of culture, artistic text.
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Introduction

For the bearers of a certain culture

any visual image acts as a means

of “direct” action as a seli-sufficient

and self-presenting phenomenon

that does not require additional
communication resources (speech/words,
explanations, etc.). Cultural meanings,
being fixed in the form of visual signs,
become available for transmission

and perception (communicative
environment) in a synchronous

and diachronic dimension; and semiotically
visual practice demonstrates ways

to encode meaningiul information.

In the XXth century, in the cultural
environment of many peoples of Central
Asia, due to various historical and political
reasons, there was a “rupture” of historical
memory and the loss/ deformation
of much significant socio-cultural
knowledge, which today, through
the efforts of artists and designers,
are made relevant on the materials
of modern visual culture. This knowledge
also includes the practice of using a piece
of fabric/patch, which historically is not
only a spectacular and specific artistic
technique, but also a complex system
of semantic communications.

The scientific basis of the study
is grounded on the works in the field
of semiotics of culture, first of all
by such masters as M. Y. Lotman,

A. K. Bayburin and many others. The works
of the following scientists stand out from
recent works in the field of visual semiotics:
Francesco Buscemi, who analyzes the role
of color in the representation of animals

in Nazi propaganda; Evripides Zantides,
who explores the signs of national identity
through the design of print advertising

in the Republic of Cyprus; Steven Skaggs,
who developed a four-part classification
scheme for design logos based

on the separation of pictograms/indexes/
symbols by Piers; E. M. Dumnova,

who is dedicated to the visualization

of traditional aesthetic principles in modern
architecture in Japan; L. A. Alyabyeva
and A. Fers, who explore semiotic
aspects of the interaction of fashion

and performance; E. R. Kotlyar,

who represents a symbolic and semantic
analysis of the main range of elements
of architectural decor characteristic

of the decorative and applied arts

of the peoples of the Crimea and many
others.

In Central Asia, a number of scientists
are engaged in the problems of visual
semiotics. First of all, the works of art
historian E. Gyul should be noted.

Her works are mainly devoted

to the reconstruction of meanings

and values of traditional images of artistic
culture. Other notable scholars are

[. Bogoslavskaya, who explores the images
and symbols of the Karakalpak ornament;
G. E. Sadykova, who dedicated her work
to the symbols of Kyrgyz culture, etc.

Particularly noteworthy is the report
by the art historian N. R. Akhmedova
(318), who examines the role
and significance of traditional textiles
in the conceptual discourse of Central Asia
through the examples of the works of well-
known artists such as A. Menlibayeva,

U. Japarov, V. Akhunov, V. Usseinov,
and D. Kaipova.

In Kazakhstan’s realities, N. Volodeva,
A. Kenzhetayeva and A. Alisheva
and A. Agibayeva are productively engaged
in various aspects of visual semiotics,
which focus on the semiotic analysis
of the Kazakh traditional costume
and the work of modern designers
of Central Asia; methodological aspects
of ethnosymbolism is considered
by A. Naurzbayeva and A. Ibragimov, etc.

Some aspects of a patch, its ritual forms
of existence and artistic and technological
features of the patchwork technique
of Central Asia are consecrated in the works
of A. K. Pisarchik and M. A. Khamidzhanova,
[. V. Oktyabrskaya and Z. K. Suraganova,
N. S. Terletskiy, G. S. Mukhtarova;



the study of traditional patchwork products

of Kazakhs is reflected in the album

of the same name by A. M. Sekeyeva.
The purpose of this study is to analyse

and explore the role of patchwork

as a cultural language from antiquity

to the present, using materials from

Central Asian artistic practices.

The study of patchwork in the historical

and cultural context allows us to identify

its original symbolic meanings,

and in modern artistic practice aspects

of “secondary” comprehension and filling

with new meanings.

Methods

Methodology of the present study,
in accordance with the set aim and objectives,
is focused on semiotic, structural-
functional and comparative approaches,
which allow us to consider the patch
phenomenon as one of the languages
of culture that organizes a complex artistic
text. In this regard, the issues of semantics
and pragmatics are relevant: semantics
of a patchwork product is considered
through the prism of symbolic language,
and its pragmatics represents
the relationship between the patch (a sign)
and those who use it (an artist,a viewer),
resulting in disclosure of artistic text
meaning.

The main idea is that in traditional
culture, a patch/patchwork product
as an object/thing acts as a sign system,
i.e. it carries information and thereby
has a potential to reproduce the world
in which they were created. The language
of expressiveness is based on principles
of artistry and aesthetics: color, shape,
combination of constituent elements,
etc., but, unfortunately, the limited
volume of the article does not allow us
to consider the whole set of ways to create
a figurative vision of the product.
From here, to understand the true meaning
of the patchwork thing, the first part
of the article looks at the symbolism

of the basic elements that make up
the quraq (triangle, square, rhombus
and their various combinations).

In the second part of the article,
an attempt is made to explain
the mechanisms of recreating traditional
symbols in the contemporary art of Central
Asia, which, first of all, means and shows
its inexhaustible potential not only
in enriching the visual language
and artistic text, but also as one
of the “relevant makers” of forgotten
layers of artistic and aesthetic memory.
The hermeneutical approach allows us
to uncover forgotten meanings,
to discover new ones in a different
cultural and historical context.

Of course, general scientific methods
of observation, comparison, analysis,
and synthesis are also used in the study.

Discussion

Magic of geometry: signs and symbols

of traditional quraq. One of the traditional

types of visual communication — qurag —

did not require special knowledge

to understand; all information was

perceived at an intuitive level (depending

on the combined elements). The main set

of the composition of qurag was based

on basic geometric elements: triangle,

square, rhombus, rectangle, etc.,

and then the combination of these elements

has created a meaning, an encrypted

code. On the one hand, these are

the most popular motifs of the traditional

art, and, on the other hand, it is easy

to create any geometric pattern out

of these elements. They have parallels

in a number of ethnocultures of Central

Asia. Without setting the task

of considering all the elements, we will

limit ourselves to the most popular ones.
Technically, the basis for making

patterns of patchwork products was

a module — a square or rectangle.

[t could consist of small fragments of fabric

of different sizes: squares, rectangles,
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triangles, etc. The simplest combinations
of patches with different colors of fabric
could give many variants of ornaments,
which in traditional culture have their own
names and contain different meanings.

At the same time, of course, every element
of visual communication expressed
something. For example, a triangle called
tumar, tumarsha is a powerful amulet

of universal character that symbolizes
reliability and strength. And also

“the triangular shape of the amulet

was associated with ancient magical

and protective representations of phallic,
hunting cults, and was also an established
emblem of shamanic amulets of spiritual
and vital forces of men” (Aliyeva, 136).

The same ornamental motif,
for example a combination of triangles
in one direction (the top of one resting
at the base of another), according
to A. K. Pisarchik and M. A. Khamidzhanova
(215), had several names among Tajiks:
dumaki bosha (a tail of a red-footed falcon),
rahak (a path), rahband (closing the way
for evil spirits); Kyrgyz and Kazakhs called
it tyrnaqatar (a string of cranes). The latter
can be considered as a visual projection
of movement. In our opinion, the idea
of a Road/Path appears in this motif,
which can be interpreted differently
depending on the use in the overall
composition of the product. For example,
as an edging motif (border) of the product
it most likely expresses a protective
function, a kind of “closing the way to evil
forces”.

The motif of the triangle with the top
up (usually fau — mountain) or their
sequence, called tuye orkesh (camel
hump), according to Kazakh, symbolizes
prosperity, addition to the family and herd.
As you know, the mountain in Turkic
mythology is a symbol of the spiritual
Path, the ascent of the spirit, while a chain
of such figures can also mean protection.
The figure itself is a divine sign,
the personification of aspiration upward,
and a symbol of life. In meaning, it is close

to the World Mountain, which unites

all three worlds — heavenly, earthly

and underground. And the triangle

with the top down symbolized “the womb
of a woman associated with ideas about
fertility” (Fakhretdinova 55). The same
triangular motif, called emshek (breast)
by the Kazakhs, was also interpreted

as a symbol of fertility. Thus, the triangle
with the top up indicates the masculine
origin, and the top down indicates

the feminine one, i.e. the same figure
expresses the opposition of masculine
and feminine origins.

In turn, the combination of triangles,
where their tops are directed in opposite
directions, is called in Tajik kelinu
khushdoman — a bride and a mother-in-
law, since in families these representatives
of two generations often quarrel
and hold opposite views on everything,
according to A. K. Pisarchik
and M. A. Khamidzhanova (215).

Another element often found in qurag
is a square (sharshy). The Kazakhs
considered it a sign of the earth, home.
J.-P. Roux notes that the Turkic concept
of the structure of the World says
that there is a Center of the World
in the form of a square that covers
the Celestial dome, with the exception
of four corners (211—212). Perhaps
that is why the square in the patchwork
technique occurs in various combinations.
The most popular one — a small square
placed in the center of a large square
contrasting in color — is called
by the Tajiks chashmaki gov (an eye
of a cow/ox); and the Kyrgyz and Kazakhs
call it bota koz (an eye of a camel).
According to experts, this is one
of the oldest and most common elements
of patchwork ornament — both
geographically and in its application
in a wide variety of things (Pisarchik
and Khamidzhanova, 215). It is especially
often found on children's things, pillows,
blankets, wedding curtains. Another
variant of the patchwork ornament bota



kozis a rhombus in a square. Hence,
it is understood as a magical pattern
personifying fertility, reproductive
functions, and protection.

In big objects, it is combined with various
shapes. In general, sharshy in the Turkic
culture is a symbol of stability, which
is associated with the four cardinal
directions, corresponds to the elements
of the earth and is a sign of the material
world. The creation of an ornamental motif
from a chain of squares, contrasting
in color, in our opinion, is a visual metaphor
of life or an artistic device that allows you
to express the doubled and even tripled
power of a sign/symbol. It is noteworthy
that the complex medallion from bota koz
is called by the Kyrgyz kattama quraq
(apparently from katlama quragq, i.e. quraq
in the form of puff pastry), experts say
(Pisarchik and Khamidzhanova 216).

The combination of a square
and triangles forming a star-shaped figure
is called zhuldyz by the Kazakhs; guli
guza by Tajiks (cotton pattern), who also
named a composite and multi-patterned
one guli chandgula; and Kyrgyz called
it chulduzquraq (star pattern). It seems
that the “imprinting” of the cotton flower
in the qurags, for example, among
the Tajiks, is explained by the direct
dependence of well-being on the harvest,
and among the Kyrgyz and Kazakhs,
the stars express sacralization of heavenly
bodies as such influencing the successful
pastoral activity of nomads.

Another most popular motif
of patchwork is the rhombus.

In it (the connection of the bases of two
triangles), some scholars see a union

of opposites — male and female, heavenly
and earthly symbolizing the union

of two worlds, the beginning of a new life
(Boguslavskaya 137). In addition, scholars
note that the rhombus is the oldest image
of a person (according to informants

of Pisarchik and Khamidzhanova 219).
Analyzing some Karakalpak artifacts,

[. Boguslavskaya believes that the rhombus,

as the most stable element

of the ornaments of the Karakalpak
applied art, is associated with the ideas

of the Ancestral Mother and is a symbol
of fertility and family (138). For example,
a carpet with a rhombic ornament

is considered a symbol of the Umai Turkic
goddess.

The Kazakh guraq often uses the motif
of ush koz (three eyes). The motif of three
rhombuses is a classic technique
in the decorative and applied arts of many
peoples of Eurasia symbolizing the tree
of life. Three rhombuses connected in one
chain vertically personified the three-part
system of the universe embodied
in the world tree, writes A. M. Sekeyeva
(176). But, in general, rhythmic repetition
of the same element can be considered
as a way to strengthen the main idea
that demonstrates the special power
of the composition. Also, ush koz can
demonstrate the idea of the all-seeing eye
(the divine principle).

The Kazakhs call a chain of four
rhombuses tort tuligi say; in our opinion,
it metaphorically reflects the expression
tort tulik — ma. This is a popular
understanding of the sacredness of four
types of livestock: camels, horses, cows
and sheep-goats. They, being the main
source of life support, also served as a kind
of zoomarkers of the sacred world, because
in the understanding of the Kazakhs:
shki — saytannan (goat — from the devil);
koi — ottan (ram — from the fire); tuye —
sordan (camel — from the earth); zhylky
— zhelden (horse — from the wind); siyr —
sudan (cow — from water). In this form,
the nomads imagined four natural
elements: fire, air, earth and water,
and such a motif in qurag was often
used in the decoration of pillowcases.

In this case, the motif is intended to reflect
the idea — “to increase wealth, to give
offspring”, to bring in a “fertile beginning”,
A. M. Sekeyeva notes (178).

Another common motif in the patchwork
technique of the peoples of Central Asia
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is the cross, the crosspiece. This element
symbolizes “the basic laws of being,
the solar symbol, as well as the symbol
of the center, a sign ordering space, giving
orientation, pointing to the four cardinal
directions” (Sekeyeva 182). It is known
that in various mythological systems,
the world center was endowed with
maximum sacred power, was a source
of order, a place of creation. At the same
time, the sign center could be marked
by another smaller sign of the same size,
clearly acting as a microcosm
and the “source” of the entire image.
Thus, the cruciform figures known
from ceramic decor since the Neolithic
time were associated with an idea
of the Sun, and, accordingly, heavenly,
divine patronage, which was reflected
not only in the qurag, but also in the entire
decorative and applied art of Central Asia.
One of the variants of the cross
among the Kazakhs is called bestanba,
which is mainly interpreted as a sign —
the center of ordered space, the presence
of the family head. In general, there are
about more than 40 variants of the ornament
of Kazakh patchwork quilts, which reflect
the most significant cultural universals:
protection of the sky (zhuldyz — star,
ay — moon, etc.), ideas of fertility (irek —
zigzag, kempir kosak — rainbow, etc.),
protection and prosperity ( kos muyiz —
motif of paired horns, koshkar muyiz —
motif of a ram’s horn, etc.) and many
others.
The traditional name of the technique —
quraq derived from the word quru
revealed two meanings of this word.
The fist one — “death”, “to die”,
“to disappear”, “to vanish”, “to be destroyed”,
and the other one — “creation”, “to create”,
“to compose”, “to build”, “to connect” —
demonstrate two mutually exclusive
semantic meanings: “from destruction
to creation”, which is basically laid down
in the very semantic content of patchwork
products: from death to birth, from chaos
to harmony, from a funeral to a wedding,

etc., which we interpret as a symbolic
expression of the world duality,

and the patchwork itself is according

to I. V. Oktyabrskaya and Z. K. Suraganova
is a material expression of “symbol

of the balance of opposites” (437).

In addition, the patchwork sewing among
Azerbaijanis called gurama (literally

tied, connected) also reflects the idea

of connecting/uniting parts into a whole.
This perfectly reflects the tradition

of distributing rags (zhyrtys) to all those
present at important events — a wedding,
a birth of a baby, a funeral of the very

old people — as common among many
peoples of Central Asia. It was believed
that the multiplicity of patches affects
abundance: the increase of offspring,

the multiplication of property, producing
offspring of livestock, etc. Women

of Central Asia still believe that receiving
scraps from any celebration presupposes
a speedy and successful holding of such

a celebration already in their family, and
“not-receiving” it can turn into a deep
offense and cause for disagreement

in the women’s community.

In general, the ornamental composition
of the qurag and its elegance depended
on the level of skill, but all its technical
nuances preserved the understanding
of the patchwork product as a reflection
of the Universe, a family amulet,
and its presence in the dowry is interpreted
as a kind of a talisman of a young, newly
created family.

As can be seen from the above
materials, sometimes one element
and its combinations by different
ethnocultures (even living in one
region) projects several meanings,

i.e. compositions can be multi-valued,
and detailed identification of all levels
of meaning seems to us a very difficult
task due to the lack of a full amount

of information for modern scholars

on the peculiarities of the traditional
patchwork technique of the region.
Unfortunately, the earliest artifacts date



back to the end of the XIX century —
the beginning of the XX century
(without taking into account the elements
of patchwork found in the Pazyryk
mounds). Thus, the meaning perception
of meaning of a visual appeal depends
on many cultural, historical, and situational
nuances; it is very ephemeral and can
change depending on the context.
However, it is unequivocal
that in traditional culture, works of art
were closely associated with magic
and ritual (wedding, funeral, the practice
of venerating sacred places, etc.),
and frequently repeating the same visual
metaphors reflect stable formulas
for describing certain plots and ideas
about the World, which had a great
pragmatic value.
Due to its relatively simple
and harmonious structure, qurag has
become widely spread all over the world;
and a succinctly philosophically “unwanted”
patch (“not sewn” into the system
of the universe) is expressed in the Kazakh
concept of zhety zhut (seven troubles):
an unwanted word, a depopulated land,
a lake without birds, a people without
a leader, a brave husband deprived of his
homeland, an old man deprived of his peers
and — unstitched patches. So, according
to E. Gyul, unstitched patches are
perceived as the destruction of ties —
kindred, social, natural. In turn, the sewn
quraq is a model and a guarantor
of the integrity of the world (84).

Results

Creating a New Harmony: quraq

in the Contemporary Art of Central
Asia. Quraq as a symbol and image

often appears in paintings of Central Asia.
An example of this is the work

of a number of artists: Meirzhan
Nurgozhin, Duzhan Magzumoyv,

Zuhur Khabibulanev, Maksujon
Mirmukhamedov, Yuritanbek Shigayeva,
Gulnur Mukazhanova and many others.

Quragq korpe literally becomes one
of the iconic elements of work of Kazakh
artist Meirzhan Nurgozhin. These are such
works as Red Shoes (2017); Baldauren
(2019); To the Hunt (2019); Patchwork
Quilt (2019), and the latter has many
earlier author’s versions; Guest (2021),
etc. In almost any painting by the artist,
quraq is associated with childhood,
with children. Analyzing his work,
G. K. Shalabayeva writes: in Meirzhan’s
works, it is felt that the pictures
of the world and nature drawn by him come
from within, from the soul, from memory,
that everything that he draws is familiar
to him not from postcard views for tourists,
they come from his childhood. As a boy,
he spent all his summer holidays with his
relatives — shepherds in a village
and on pastures. Hence, there is deep
folk flavor, the national mentality.

The artist plays with the plot
of the quraq korpe in various ways:
any work where the artist uses the qurag
korpe is firmly connected with the world
of childhood, creating a special flavor
and, as it were, centering and emphasizing
the visual narrative of the Universe, starting
from home. The To the Hunt (see fig. 1)
captures a game of children, where two
boys are sitting on a horse on a bright
quraq korpe, and a little girl is watching
everything that is happening. Here, qurag
with its naturally bright structure contrasts
sharply with the almost monotonously blue
sky, attracting viewers attention but still
not distracting viewers from the plot —
the children’s games. Quraq korpe
for an artist is a thing, undoubtedly,
connected with children, with childhood
memories — bright, shining joyful colors
like the blanket itself.

The composition of a Kokshetau
artist — Duzhan Magzumov of Azhemnin
Tany (2008) — attracts attention,
which we consider as a kind of continuation
of the eternal spiritual path of each of us.
This path begins with our birth and lasts
a lifetime. The work is devoted to the
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Fig. 1. Meyrzhan Nurgozhin. “On the Hunt”. 2019.
Canvas, oil. Source: https://zhaukhar.kz

mundane and at the same time deeply
sacred process of preparing the morning
meal by Azhe. Against the background
of a powerful tree — the earthly embodiment
of the World Tree — Bayterek, white mare
and kubi (dishes for whipping kumis),
Azhe is bending over and melting
samauryn. At the first glance, a small
patchwork quilt — quraq korpe,
which an elderly woman is holding in her
hands, catches the eye. Such a korpe
in the traditional culture of the Kazakhs
represents the Universe, the macrocosm
in miniature. By sewing bright fabric scraps
into a single canvas for the korpe, Kazakh
women seemed to revive the archaic myths
of creation, each time repeating the ritual
where the Creator-Tengri creates the sun,
the moon, rainbow, rain, clouds, flowers
and everything around. So everyone starts
their day with the act of creation.
She performs ordinary magic every
morning, connecting scraps of momentary
events into a life canvas. Moreover,
it preserves the life and way of life
of the native Kokshe, and with it the universe
of Kazakh culture as a whole.

Elements of quraq are also present
in the paintings of the famous Tajik artist
Zuhur Khabibulayev. For example,
his Bazaar (1972), which depicts sellers
of traditional textiles and a little boy
looking at what is happening with curiosity.
The central figure is a woman in a bright

turquoise dress, holding a small korpe

in her hands, and the whole background

of the painting is covered with blurred,

but perceptible kurok, combining

the composition into a single whole —

a motley picture of life. In general,

all the artist’s works are distinguished

by their energy, color preferences,

and dynamic drawing (Hotel Nurek, 1962;
Pamir Still Life, 1964, Bahor, 1967; Thirst,
1972), etc.

The theme of Khabibullayev’s art is life
in all its diversity, where the particularity
of the trigger as a colouristic device
occupies a special place for expressing
his creative ideas and intentions. Thus,
an indirect influence of the traditional qurag
is also expressed in the artistic techniques
of artists. An example of this is the work
of another Tajik artist Maksudzhon
Mirmukhamedov, whose works are built
on the principle of a patchwork canvas —

a combination of bright and contrasting
colors, as well as various geometric
shapes. These are Family Hearth (2022),
Pomegranate Love (2022), etc.

The work of Kyrgyz artists also stands
out in the line under study. For example,
Juristanbek Shigayev expresses an idea
of connecting the parts into a whole
in a slightly different form: a synthesis
of traditional folk ornaments, predominantly
geometric in form. His creative method
is clearly traced in such works as Manas
(2002), Manas'’s Tamga (2002) and others.

The Uzbek kurok comes to life
in a modern way in the work of the famous
artist, graphic artist, and master
of patchwork sewing Toir Sharipov.

The source of his inspiration is traditional
Uzbek textiles, through which he reflects
the images, signs and stylistics

of traditional culture in the best possible
way. “Through the interpretation

of the language of textiles in his works,

he creates his own special world in which
people can turn into an ornament

and, conversely, cities gather from scraps,
and we begin to feel their rhythms,



sounds...”, said art critic K. Akilova
(Akilova 2022) at the artist’s exhibition.
The creations of an outstanding artist
of modern Uzbekistan — Vyacheslav (Yura)
Usseinov, who fruitfully experiments
in a variety of techniques: tapestry, knitting,
patchwork, etc., are no less interesting.
He is rightfully called the discoverer
of a new direction — fractal verismo,
the essence of which lies in a simple idea —
copying and scaling simple shapes
and their various combinations. This idea,
in our opinion, is quite correlated
with the rules of shaping in the traditional
patchwork of the peoples of Central Asia.
Such projects of the artist as: Ossuary
for Texts and Dust (2020), Coastline: Dry
Dung Fuel (2021), etc. are attractive.
[ in the first project, the artist, taking
the meaning of an ancient burial vessel
as a conceptual basis, projects it onto
the modern construction boom
and pandemic, then in the second,
the author refers to the dung exclusively
in a positive way, as a traditional energy
carrier. But, nevertheless, the artist
in this project seeks to emphasize
the problem of the “indefinite”, connecting
the “dung age” and the “era of global
energies” with an artistic line.
In the context of this study, the following
works of Usseinov are significant:
The Spring (2001), Based on Samarkand
Architecture (2008), Based on Bukhara
Architecture (2009), Geometry of Time
(2011), Abduction of the Swastika (2013)
and many others. Some of the listed works
of the author are made in a real patchwork
technique, while other techniques
of patchwork sewing are used as a formative
element of the artistic space.
The Usseinov’s work of The Spring
(2001), made in a mixed technique,
is an almost square textile fabric,
where a diamond-shaped figure enclosed
in a square is placed in the center
(see fig. 2). The predominant blue
and light-blue color of the central figure
resembles the “eye” of a spring — a source

of the purest water, metaphysically — a
source of fertile energy.

Fig. 2. Vyacheslav (Yura) Usseinov.

“The Spring”. 2001. Mixed media.
Source: http://useinov.uz/images/pages/iractal
objects/pohishenie_svastiki/32-po-motivam-
samarkandskoj-arkhitektury.jpg

Conceptually, such works of the artist
as Based on Samarkand Architecture
(2008) and Based on Bukhara Architecture
(2009) are solved identically. The mysterious
image of these ancient cities could not be
better conveyed with the help of patchwork
technique. Peering into the geometric
patterns of these textile canvases, it’s like
“walking” through the ancient streets
of Samarkand and Bukhara, absorbing
their especial aura.

Exploring the phenomenon of qurag
in work of contemporary artists of Central
Asia, it is impossible not to mention
a work of another Kazakh artist — Sultan
[lyaev. Describing his multifaceted
work, art critic K. Mukazhanova writes:

“A diverse set of visual elements, given
in various variations, refers to Kazakh
ornaments, with its invariable rapports.
And the color elegance — to the qurag-
korpe, patchwork quilt, to the bau

and bascurs, and to the entire interior
of the yurt, abundant with ornamented
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things” (15). It would be legitimate to add
here that not only the color, but also
the principle of dividing space itseli,
and in some paintings there are direct
analogs with the Kazakh quraq korpe.
We would include such works of the author
as At the Mirror (2012), Bride (2013),
Aul (2007), Kobyz-dombra (2010), etc.

Patchwork mosaic as a formative
technique can be traced in other genres
of visual art — murals. For example,
Kazakhstani artists Yerzhan Tanayev
and Akkali Zakir (Tigrohaud crew creative
group) create murals that decorate
the buildings of Astana, Almaty,
Karaganda, and other cities of Kazakhstan.
For example, the image of the great Kazakh
kuishi Kurmangazy was built by artists
precisely on the principle of patchwork
mosaic, where warm yellow-brown colors
dominate: the color of kobyz, wood
and sun. As the artists themselves admit,
such a technique requires the viewer
to be attentive, it is necessary to “peer”
into the geometry of shape and color
in order to catch all the nuances
of composition and image.

In the studied aspect, the works
of Gulnur Mukazhanova also require
attention. In her project with the symbolic
name of False Hope, or the Moment
of the Present (2019), 28 canvases made

of brocade, lurex and velour were presented.

In choosing bright and shiny materials,
the artist refers to the Kazakh custom

of presenting pieces of fabrics as giits

for weddings and other celebrations.
However, Mukazhanova clarifies,

these fabrics are so impractical that most
often they are simply overdone. This is how
the ancient rite in the modern world turns
into a formal exchange of information,

E. Minkina notes. Perhaps that is why

in the artist’s work The Moment

of the Present (see fig. 3) we no longer
see a clearly structured space,

but a kind of chaotic color composition.
But, nevertheless, pieces of these tissues,
in the words of M. A. Blumin, “generate

vibrations and fluctuations of spatial zones”
(646).

Of course, the patch and the technique
of its execution inspire not only artists
of Central Asia. In Art History, we know
many examples of creative experiments
that have led to various discoveries.
One of such productive examples
is the work of Sonia and Robert Delaunay.
Describing their work, M. A. Blyumin notes
that their experiments with patchwork
technique led to the creation of the first
simultaneous works. ...the patchwork quilt
played a special role in the development of
avant-garde art, becoming an artifact with
a powerful creative potential, the scientist
writes (649).

Fig. 3. Gulnur Mukazhanova.
“The Moment of the Present”, 2020.
Brocade, lurex, velour, pins, collage, mixed media.
Fragment. Source: gulnurmukazhanova.com

Conclusion

In this article, an attempt was made

to comprehend the phenomenon of qurag
from the point of view of the semiotic
approach, where all the “information”
transmitted through it is interpreted

by us in the most general way

as a relationship between a sign carrier
(patch) and the whole community,

where the patch is allocated the role

and functions of a certain “harmonizer”

of relations designed to protect and protect
people and also contribute to the social
affirmation, “legitimization” of the changes
that it fixes (wedding, birth, funeral,
initiation, etc.).



Therefore, in our opinion, until today in
the minds of the peoples of Central Asia,
the conviction remained that with the help
of a cloth patch — the most important
ceremonial element, it is possible
to achieve the desired goals and have
a beneficial effect on the course of certain
events in a person’s life, which is reflected
in modern art. It is sometimes directly,
and sometimes indirectly in the form
of an artistic device.

Used in the creation of images
of contemporary art in Central Asia,

ABTOpnapabiH, yneci

the quragq is a visual metaphor can be
considered as an artistic means by which
people treat each other, with Higher
Powers, asking for the same thing

as many centuries ago: to grant light
and harmony, to drive away darkness,
to provide protection... And here

the technologies of the realization

of the artwork do not matter. The idea
of a visual message is essential,

and it is known that it does not depend
on technology.
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YWiH anblHFaH MaNiMETTEePLi XXMHAY XaHe TYCiHAIpY, 3epTTey Xyprisy.

A. |. UbparnmoB - komkasbaHbl 6e3eHaipy, rpadukanbik MaTePUANIMEH XKYMbIC, MOTIHAI

OH/EY XaHe peaakumanay.

Bknap aBTOpOB

XK. H. lWariro3oBa - ¢popMynmnpoBka uaeu, Kt4eBbIX Lenei 1 3aaad, cbop
M UHTEpNpeTauna NoyvYeHHbIX AaHHbIX N4 CTaTbU, NpOBEAEHUE UCCNENOBAHUA.

A. V. Ubparumos - odopmnieHne pykonucu, pabota c rpaduyeckum mMaTepmanom,
nepepaboTtka 1 peaakTMpoBaHUe TeKCTa.

Contribution of authors

Sh. Z. Shaigozova - formulation of the idea, skey goals and objectives, collection
and interpretation of the data, obtained for the article, conducting research.

A. l. Ibragimov - manuscript formatting, work with graphic material, text processing

and editing.
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JKanepke Lllajirozosa

Abaii atbinnarsl Kaszak yaTTbIK nearorukalbik ynusepeureti (Anmarter, Kazaxkceran)

Aman U6parumos

AGaii atbinnarsl Kazak yaTTbiK rearorukalnik ynusepenreti (Anmarter, Kazakceran)

OPTAJIbIK ASUAHbIH 3AMAHAYU OHEPIHAET «KY¥PAK?»:
CMMBONAbIK TN )KOHE KOPKEM MOTIH

Anparna. Kazakrapza «Kypak» Aen aTanaTbiH MaTanap KMblFbl XXaHE 0NapAaH acanfaH byibiMaap
OpTanbik A31si XaNnblKTapblHbIH, M3AEHU TaXipnbeciHae GypbiH XOHE Ka3ip epeklue OpblH anaabl,

an 6yriH 3aMaHaym eHepae 6eliHe peTiHae fe, KOPKEMAIK TICiN peTiHae fe KaTa epKeHAen XaTblp.
Byn OHbIH, KEH 3KCMPEeCCUBTI TEXHUKANbIK XXIHE KBPKEMAiK, CEMAaHTUKANbIK XdHE KOMMYHUKATUBTI
MYMKIHAIKTEPIMEH TYyCiHAipineai.

Makana aBTopnapsbl «Kypak» TEPMUHI peTiHAe ASCTYPAI KypaK, Kypay TEXHMUKAChI XXaHe OCbl
TEXHUKaAa opbiHAANFaH 6apnbik OylibiMaap aen TyciHeni. CEeMUMOTMKA TYPFbICbIHAH 3aMaHayu eHep
TYbIHAbIAPbIH Tangay Kypak, (6enri xaHe cMMBON peTiHAE) STHOM3AEHM aKnapaTTbl KOATAYAbIH 3pTypAi
TacinaepiH kepcetyre KabineTTi ekeHiH aiKblHAAAbI.

Byn 3epTTeyniH, Heri3ri apictemMenik Kypanbl CEMUOTUKANbIK TACiN 6onbin Tabbiaabl. MyHaa Kypak,
CEMAHTMKA AeHreniHae CMMBONABIK TiNAIH 6enrici peTiHae KapacTbipbliagbl, an NparMaTMKa TYPFbiCbIHAH
6enri (Kypak) MeH OHbl KONAAHaTbIHAAP (CypeTLLi, KepepMeHAep) apacbiHAAFbl KATbIHACTbI GEMHeNnemnTiH
MaTiH peTiHAe KapacTbipbliafbl. 3epTTeyae, COHbIMEH KaTap, 6aKbinay, CanbiCTbipy, Tanaay xaHe
CUHTE3AeY/iH, Xanmbl FbifIbIMU 3AiCTEPi KONAAHbIIAbIL. byn Tacin 3aMaHayu BU3yanabl eHepAi 3epTTeyae
©3€eKTi Aen onnanMmbi3.

Oprtanbik A3usIHbIH, 3aMaHayu CypeTLLinepiHiH, CEMUOTUKANbIK KO3Kapacbl MEH KOPKEMAiK
ToXipubeciHe cyieHe oTbIpbIn, by 3epTTey OTaHAbIK, MOAEHMETTAHY MEH BHEPTAHYAbIH XXaHa
BEKTOPNAPbIH KOpCeTyre HGarbITTaNFaH.

[actypni Kypak byibiMAapbl canacbiHAAFbl 3epTTeY MaTepuanaapbl Peceit aTHOrpadumsnbIk,
MypaanbiHbIH (2019-2021 »ok.) KopnapbiHaa, KasakcTaHHbIH, 6ipkaTap enkeTaHy MypaxannapbiHaa,
COHAaW-aK, xanblkapanblk Kypak kepne mypaxanbiHaa (Hebpacka, AKLL) ycbiHbinFan OpTtanbik A3us
aMaFbiHbIH, OHNANH KONMEKLUMANAPbIH 3epTTey O0MbIHIIA AaNnanblK 3epTTeynepiHeH anbiHAbI.

Makana KasakcraH Pecnybnukachl XXofapbl 6iniM xaHe fbinbiM MuHUCTPAiriHiH AP09259280 «Kaszak,
M3LEHWETIHIH, Tinaepi aTHUKaNbIK 6ipereinikTiH Heri3i peTiHAe: CEMUMOTMKA XXaHEe CEMAHTMUKAChI» 06achl
ascblHAA AaWbIHOANFAH.

Tipek ce3dep: eHep, OpTanbik A3us, MaTanap Kyparbl, Kypak, CanT-a3CTypAik Taxipnbe, MaaeHMWeT Tini,
KOPKEM MITIiH.

Aaiiekce3 ywin: LLlairozosa, XXaHepke, xxaHe Mb6parnmos, AMaH. «OpTanblk, A3USHbIH 3aMaHaym
eHepiHaeri “Kypak”: CUMBONIbIK TiNl XaHe kepkeM MaTiH». Central Asian Journal of Art Studies, T. 8, N2 1,
2023,49-65 6.DOI: 10.47940/cajas.v8il.653.

Asmopnap Koma3baHwlH COHFbI HYCKACbIH 0KbIN KYNnmadbl #aHe Myddenep KaKmeblfbiCbl HOK eKeHOi2iH
Manimoelio.
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JKanepke Lllafirozosa

Kazaxckuit HalMoHabHbII Nearoruueckuii ynusepeuter umenn Adas (Anmvarsl, Kasaxcran)

Aman U6parumos

Kasaxckuit HalMoHaJIbHBIH Mefarornyeckuit ynnpepcurer umenn Abast (Anmatel, Kasaxcran)

«K¥PAK» B COBPEMEHHOM UCKYCCTBE LLEHTPAJIbHOM A3UMU:
CUMBOJIMYECKUM A3bIK U XYAOXECTBEHHbIA TEKCT

AHHOTaums. JIOCKyT TKaHU U U3LENUs U3 HEro, Ha3biBaeMble Y Ka3aX0oB «KypaKy», B MPOLLIOM

M ceiryac 3aHMMatoT 0coboe MecTo B KynbTypHOM MpakTuke HapoaoB LleHTpanbHow A3uu,

a CerofiHs NPOMCXOAMT ero PeHeccaHc B COBPEMEHHOM UCKYCCTBE Kak B KayecTBe camoro obpasa,
Tak M B KayecTBe XyA0XKECTBEHHOIO NpUema. 3T0 06bACHSETCS ero WUMPOKUMM Bblpa3UTENbHbIMM
TEXHUKO-XY[,0XKEeCTBEHHbIMU, CEMaHTUYECKUMMU U KOMMYHUKATUBHBIMU BO3MOXHOCTSIMMU.

oA 06LWMM TEPMUHOM «KYPaK» aBTOPbl CTaTbM MOHUMAIOT TPAAMLMOHHYH JIOCKYTHYH TEXHUKY
KaK TaKoBYIO ¥ BCe MHOTo06pasune U3Lenuni, BbINONHEHHbIX B 3TOW TEXHMKE. AHanN3 COBPEMEHHbIX
NpOW3BeNEeHNI UCKYCCTBA C TOYKM 3PEHUS CEMUMOTMKM MOKa3as, YTo IOCKYT (KaK 3HaK U Kak CMMBON)
cnocobeH NpoAeMOHCTPMPOBATb Pas/ivyHble CNOcobbl KOAMPOBKM STHOKYNBTYPHOM MHMOPMALMK.

OCHOBHbIM METOA,0M0rMYECKUM UHCTPYMEHTOM HACTOSILLEr0 MCCIeA0BaHMS BbICTyMaeT
CEMMOTUYECKMUIA NMOAXOL, FAE JIOCKYT Ha YPOBHE CEMAaHTUKM pacCMaTPMBAETCS KaK 3HaK CUMBOIMYECKOrO
A3bIKa, @ C NO3ULMM NPArMaTUKK KaK TEKCT, pENPe3eHTUPYIOLLMI OTHOLLEHUS MEXAY 3HAKOM (TOCKYTOM)
1 TEMM, KTO €ro UCMONb3YeT (XYA0XKHMKOM, 3puTenem). B uccnenoBaHmm Takke MCnonb3oBaHbl
1 obLeHayyHble MeTonbl HABNOAEHNS, CPAaBHEHMS, aHANM3a M CUHTE3a. [lyMaeTcs, YTo 3TOT NoAXO0L,
aKTyaneH B UCCNeA0BaHUU COBPEMEHHOMO BM3YyanbHOMO MCKYCCTBA.

Onupascb Ha CEMMOTUYECKUIA NMOAXOL, U XYL0XECTBEHHbIN OMbIT COBPEMEHHbIX XYA0XHUKOB
LleHTpanbHol A3un, AaHHOE UccneaoBaHue CTPEMUTCS NPOAEMOHCTPUPOBATL HOBbIE BEKTOPbI
OTEeYeCTBEHHOM KyNbTYpONIOTMU U UCKYCCTBOBEAEHMS.

MaTtepuanom nsyyeHus B 061acTv TPaAULIMOHHBIX NOCKYTHBIX M34ENWIA BbICTYNUAW NONEBbIE
nccnenoBaHMs no usyveHuto GoHpoB Poccuiickoro aTHorpaduyeckoro myses (2019-2021), pana
KpaeBefyeckux My3eeB KasaxcraHa, a Takxxe OHAalH-Konnekuuu LleHTpanbHo-A31aTckoro pernoxa,
npeacraBieHHble B MexayHapogHOM My3ee NockyTHoro ogesna (Hebpacka, CLUA).

CraTbs MOAroTOB/MEHA B paMKax NpoekTa MnHMCTepcTBa Bbiclwero 06pasoBaHus U Haykun Pecnybamnku
Kasaxcran AP09259280 «f3blku Ka3axCKoM KynbTypbl Kak OCHOBA 3THUYECKOM MAEHTUYHOCTU:
CeMUOTMKA U CEMAHTUKAY.

Knioyeswie cnosa: nckycctBo, LieHTpanbHas A3us, NOCKyT TKaHK, Kypak, pUTyanbHO-06psaoBas
NPaKTWKa, A3bIK KYNbTYpPbl, XYLOXECTBEHHbIN TEKCT.

Ana yumupoearus: Llaiirosoa, XaHepke, u AMaH M6parumoB. «“Kypak” B COBpEMEHHOM MCKYCCTBE
LleHTpanbHOM A31K: CUMBONMYECKMI A3bIK U XYLOXKECTBEHHbIV TekcT». Central Asian Journal of Art Studies,
T.8,N2 1,2023, c. 49-65.DOI: 10.47940/cajas.v8il.653.

Asmopbl npoyumanu u 0006punu OKOHYaMesNbHbIL 8apUAHM PyKoNUCU U 3ase/som 06 omcymcmeuu
KOHG/IUKMA UHMepecos.
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KA3AXCKAS (KUI3 YI)

U KbIPTbI3CKAS (BO3 YH)
IOPTA B ACIEKTE
3THOKYJIbTYPHOI'O
CEMHO3HCA

Aabmupa Haypsoaesa'

! Kasaxckast HaupoHa/bHast KoncepBartopust imetn Kypmanrasbl
(Anmater, Kazaxcra)

AHHoTaums. Kazaxckas (ki3 yii) 1 Kbiprbisckas (603 yi) topTa, npeactaBnss coboi npenMeTHbIi MUp
KYNbTYpbl, BbBICTYNAKOT KaK TEKCT, C KA AbIM MPOYTEHMEM KOTOPOFrO OTKPbIBAKOTCS €r0 HOBbIE CMbIC/bI.
Llenb naHHOro nccnenoBaHus B TOM, YT0Obl paCCMOTPETb BO3MOXHOCTM aHann3a STHOKYIbTYPHOrO
KOAa M CEMMO3MCA toPTbl B acnekTe METOL0NOMMU KYNbTYpPHOW ceMuoTukm FOpus JloTMaHa, 0OCHOBaHHOW
Ha «Npe3yMmnLuMn CEMUOTUYHOCTU», 06eCneymBatoLLE NEPCNEKTUBLI MEXANCLUNIMHAPHOIO NOAX0AA

K GeHOMEHY TeKCTa U KyNbTypbl.

CemMuonorns 1 ee BO3MOXXHOCTU HAXOAWTb HOBbIE CMOCOObI «Pa3mISAETb» MUP, COKPBITbIA B 3HAKaX,
aKTyann3MpoBana obpaLleHune K S3bIKOBOM KapTUHE MMPa KaK BepbasbHO BbIpaXEHHOM HaLMOHANbHOM
KapTuHe MUpa. B 1opTe nepennetanncb apxXMTeKTypHOE MacTepPCTBO, apXUTEKTYPa, MCKYCCTBO.

B ueHTpe aHanu3a koHuenTochepa Kak noacucrema cemmuocdepsl. Micnonb3oBaHbl METOAbI BU3YabHOM
CeMUOTUKM B COYETAHWUM C MPUHLMNAMU FTEOCEMMOTUKM, KOTOPAsi PACCMATPUBAET NPUHLMMbI
COLMANbHOro 03HaYMBaHWUS NPOCTPAHCTBA. MCNONb30BaH TakKe YaCTHbIM aCneKT MeToAa BU3yanbHOM
aHTPOMONOrMK AN TONKOBAHWS LIBETOOD03HAYEHMS KbIPTbI3CKOM HOPTbI.

HecnyyaeH akLeHT Ha 3STHUYECKOM (Ka3aXCKOM M KbIPrbl3CKOM) Ha3bIBAHUM tOPTbI, MOCKO/bKY TONBbKO
B ayTEHTUYHOM $S3bIKOBOM BbIpaXKEHUM KYNbTYPHbIM apTedaKT MoXeT 06Cy)KAaTbCs Kak KOHLENT.
lOpTa paccmMatpuBaeTcs Kak KOHLENT «A0M», 06/1aAat0LWMIA YHUBEPCANbHBIM U STHUYECKM 0COBEHHBIM
3HaYeHWEeM, 3aK/TIOYEHHbIN B €ro 3TUMO/IOrMU. PaccMOTpeH BOMpocC 0 NMpuyMHaxX pasnnyms
B HOMWUHMPOBAHWM tOPTbI B KA3aXCKOM U KbIPTbI3CKOM 3bIKaX: KKMi3 Yi» U «603 yid».

Monck 3THOKYNBLTYPHOM CTpATerMu CEMMO3MCA Ka3axXCKOM KMi3 Yii U KbIprbl3CKOM 603 Vit opThl
nokasasn NepcrneKkTMBHOCTb NMPUMEHEHWUS CEMUOTUYECKMX CTPATErMii B U3y4YeHUM Kak 0O0beKToB
COBPEMEHHOM KyNbTYpHOW Cpeapl, Tak U apTedakToB TPAAMLIMOHHON KynbTypbl. HoBble moaxoabl
MO3BONIAT NPEOAONETb CTEPEOTUMbI B TOJIKOBAHWMM CMbIC/IOB KY/IbTYPHbIX 3HAKOB.
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BeepeHue
B Hosiope 2014 roga KOHECKO
NpHU3HaJa TPAJMLIMOHHbIE 3HAHUS

1 HaBbIKM MU3TOTOBJIEHHST KA3aXCKOH
1 KbIPIbI3CKOH I0PThI HeMaTepHabHbIM
JIOCTOSIHMEM YeJIOBEYeCTBa, MOCKOJIbKY
3TO IpeBHelilIee KoueBoe XKUJULILe
TIOPKCKHMX HAPOJIOB XPAHUT LIEHHOCTH
KYJILTYPbl U KOMILJIEKC TpeaCTaBaeHUH
0 MHUpE U YyeJioBeKe, MPOCTPaHCTBe
¥ BpeMeHH, rapMOHUU Heba U 3eMJTH, X KU3HU
1 cMeptH. Opra usyyanach u usyyaercs
B pa3HbIX aCreKTax HayYHbIX MHTEPECOB,
MPOSIBJISIEMBIX K MATEPHAJLHON KYJIBType
KOUEeBBIX TIOPKCKHMX HAapoaoB. Mexy TeM
C pacuiupeHueM CTpaTernii CeMUOTHIECKUX
TMOJIXO/I0B OTKPBIBAIOTCSI HOBbBIE
BO3MOKHOCTH MPEIMETHOMN chepbl M3yUeHHs
s13blKa KyJIbTyphbl. [IpeameTtom o6cykiaeHust
B JIaHHOM CTaThe SABJISETCsS TPAAUILMOHHOE
JKUJMLLE Ka3aX0B KHI3 YH U KbIPTbI30B
003 yii B acrieKTe ceMHo3uca NPOoCTPaHCTBa,
3aKOJIMPOBAHHOTO B SI3bIKE € COKPBITHIX»
3HAHMI 9THX HAPOJIOB.

Kuis yit u 603 yi, paccMaTpuBaemble
B MPHU3Me CEMMOTHUYECKHX OUEBHAHOCTEH,
BBICTYNAIOT KAK TEKCT, Kax/10e poYTeHHe
KOTOPOTO OTKPbIBA€T BCE HOBbIE MOTAEHHbIE
CMBICJIbI €70 BepOasibHbIX U HeBepOabHbIX
3HaKoB. [Ipeziie Bcero akieHT aeaercs
Ha cO6CTBEHHOM THMUECKOM Ha3bIBAHUH
JKUJTHILL, TOCKOJIbKY B HUX 3aredart/ieH
TIyOUHHbBIF CMBICJI U OHH TEM CaMbIM
paccMaTpUBAlOTCS KaK KOHLIENThI
KyJbTyphl. A TakxKe eCTb yOeKIeHHOCTh
B TOM, UTO HCI10JIb30BaHHE Ha3BAHUH
apTedaKkToB KyJbTypbl B STHHUECKOH
TEPMHHOJIOTHH GoJlee KOPPEKTHO,
MIOCKOJIbKY B IAaHHOM CJlyyae Ha3BaHHUsl
IOPThI U BCE €€ CTPYKTYPHbIE COCTABJSIIOLINE
HOMHMHHPOBAHBI HAPOJIAMH, UCXOJIs1 HE TOJIBKO
13 0COOCHHOCTEH ee MPaKTHYECKOro
HagHaueHusl, a HUpe — 3HAKOBOH MPUPOJIbI
«JIOJIMHTBUCTHYECKOTO MPOCTPAHCTBA
513bIKa» (110 TEPMUHOJIOTHH H3BECTHOTO
cemuogiora [O. Kpucresoit) (285),
¥ BHYTPEHHUMH CMbICJIAMH CaKpaJibHON
NPUPOJIBI IOPThI, TOUHEe — jloMa (VA ).

3HakoBas cucTeMa Kak KoHuenrocdepa
OODBEIMHSACT I3bIKOBOE CO3HAHHUE, ICTETHKO-
CHMBOJIHUECKHE TPAJIMLIMK TOTO UJIK MHOTO
3THOCA. DTUM 00yCJI0BJIeHa 00PAILEeHHOCTD
K CEMHOTHYECKHM MPHUHLIMIIAM UCCIIEI0BAHUS
1 MX 6e3rpaHHYHbIM BO3MOXKHOCTSIM
HAaXO/IUThb HOBBIE CMOCOOBI € PA3MIAAETh»
MHp, COKPBITHIH B 3HaKax. y13bIKoBast KapTHHa
MHpa, OTpazkarollast HallMOHAJIbHYIO KapTHHY
MHpa, NMPEICTaBIeHA A3bIKOBLIMH €IMHULIAMU
pa3HbIX ypoBHei. M, cooTBeTCTBEHHO,

Halue MHPONIOHUMAaHKHEe YaCTHUHO HAXOAUTCSI
B TJICHY Y SI3bIKOBOH KapTUHBI MHPA.

B ueHTpe npoBoauMoro aHa/jausa
KoH1lenTocdepa Kak CTPYKTYPHbIH 3J1eMeHT
cemrocdepbl, B KOTOPOH 3aKOIMPOBAHDI
B pa3HbIX KOH(UIypaLUsIX KyJIETYPHO
3HAYUMblE CMbIC/IbI, MEHTAJBLHBIA MU,
9THOSI3BIKOBOE co3HaHHue. B Hailiem
paccMOTPEHHH HAXOAUTCS KOHUENT
«10pTa/IOM» B MPOUTEHHH PA3JIHUHBIX
KYJILTYPHBIX TPauLIUMK. B knaccuyeckoi
HayKe 0Ce/JIOCTh U KOUeBHHYECTBO
TPaJMIIMOHHO MPEACTAIOT KaK JBa
pas3J/IMUHbBIX TUIA KYJBTYpPHOrO 00yCTPOHCTBA
mupa. [TosToMy HHTepec BbI3bIBaeT BOMPOC
00 yHUBEPCAJbHOM M 5THHYECKH OCOOCHHOM
B KoHLenTochepe «iopTa/1om».

Hapsny ¢ stum kuiz yi v 603 yi
NPEJICTABJSIIOT HHTEPEC U KaK NpeiMeTHas!
00J/1aCTb CEMHOTHKH MTPOCTPAHCTBA, KOTOPYIO
MMEHHO 3Ta 0COOEHHOCTb COMMKAeT
C BU3yaJIbHOU CEMUOTHKOM, MTOCKOJIbKY 3/1€Ch
OpPTaHUYECKH CIJIETHCh U B3AUMOJICHCTBYIOT
NPUPOJIHBIE U KYJILTYpHbIE (haKTOPBI,
y4acTBYyIOLLME B [Ipollecce ceMHo3nca
1 0OHapyKUBaeMble B Pa3JIMUHbIX chepax
CEMHOTHYECKOTO aHaJu3a.

Tewm cambiM, ciieyst OCHOBHbIM
MPUHIMIIAM CEMHOTHYECKOTO MOJIX0/A
K M3ydaeMoMy 0ObeKTY, B JaHHOM
UCCJIIOBAHUH TTPEANTPHHUMAETCS
MOMNbITKA pacCMaTPUBATh KHI3 YH
¥ 003 yH B IPU3MeE NIPOCTPAHCTBEHHOTO
CeMHO3HMca He TOJIbKO Kak crocob
CEMHOTH3ALIUH MTPOCTPAHCTBA, HO U CaMy
MX ceMuocepy Kak MHOKeCTBEHHOCTb
B3aUMOJICHCTBYIOLLIMX HEOIHOPOJHBIX
I3bIKOB U 3HAKOB KYJIBTYPBI.
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MeToabl

PaccmaTpuBaembiii 00bEKT U TOCTaBJEHHbIE
3a/1a4H OIPeIe/IUIN METO/I0/10THYeCKH1e
MOJIXOJIbl UCCJIEIOBAHUS, KOTOPbIE
B TIEPBYIO OYepe/ib ONUPAIOTCS] HA KOMIJIEKC
CEMHOTHYECKHX MOJIXO/I0B B YCTAHOBJICHUH
NpeMEeTHbIX IPaHHLL U3yUeHHs] Ka3aXCKOH
1 KbIPIbI3CKOH I0PThI B PAMKAX THOCEMHO3HUCA.
IT0T 1noaxox 06yCJNOBJICH TeM,
UTO Le/1eCO0OPA3HBIM BUIUTCS, BO-TEPBbIX,
NOHMMaHKWe CEMHOTHKH KaK MeTojla aHaju3a
MeXaHH3MOB CMbICJIONOPOXKIEHHUS
B KyJbType. MeXoqHbIM MOMEHTOM TaKOTO
aHaJsii3a sIBJISeTCsl IOHUMAaHHE KYJIbTYphbl
KakK «ceMmrocdepbl», T. €. KaK pocTpaHCTBa
HerpepbIBHOTO CMbICJIOMOPOKAEHHS
B Tpollecce B3AUMOJIEHCTBHS Pa3/JIMUHbIX
SI3bIKOB KYJILTYpbl U €€ TeKkcToB (JIoTMaH,
152; Merkoulova, 655).
Bo-Bropbix, Konuenrocdepa,
nonumaemasi J1. JluxaueBbim (5)
KaK COBOKYIMHOCTb KOHIIENTOB HalllH,
BBIXOJISILIEN 3a MTpefie/ibl COOCTBEHHO
CeMaHTHYeCKOH cepbl, NpecTaBiIeHHON
SI3bIKOBbIMHU 3HAUE€HHUSIMU CJIOB, MTO3BOJISIET
paccMaTpuBaTh pas3jMine s3bIKOBOH
KOHILeNTya u3allui KaK COBOKYIHOCTb
NPUEMOB CEMaHTHUECKOTO MPEJICTABJEHHUS
nJlaHa coJiep>KaHusl JJEKCHUECKHUX eIMHULL
B pasHbiX Kysnbrypax (Bexo6uuxas 238).
[Tpenniaraemblii MOJIXO/ JIEXKHUT B OCHOBE
MEeTO/10JIOMMH STHOJIMHTBOKYJIETYPOJIOTHH,
KOTOpasi, 10 CyTH, SIBJSETCS
MEXKIUCUMIIIMHAPHON 1 BOUpaeT
B CBOI1 pecypc, COOTBETCTBEHHO,
MOJXOJbl KaK STHOJMHTBUCTHKH,
TaK U JIMHIBOCEMHOTHKH. B uactHocTH,
JIMHTBUCTHUYECKAs! Mpolleypa HenzbexKHa
B MOHUMAHHK TIPOUCXOXKIEHUST OCHOBHBIX
KOHLENTOB JIAHHOTO UCCIEI0BAHUS —
«jopTa», Ka3axcKoro «Kui3 yi»
U KbIPTbI3CKOTO « 603 Y » JJ15 TOTO,
4TOOBI MOHSATD, TIOYEMY OJIHH
1 TOT Ke apTeakT HMeeT pasJ/inyHble
HaWMeHOBaHHsI, U OOBSICHUTD MPUUHHBI
3TOTO JIEKCHUECKOTO PACXOKIEHHSI.
B-TpeTbux, B CBSI3H C T€M, YTO B KbIPIbI3CKOM
HAaUMEHOBAHUHU IOPThI JIC/IA€TCST AKLIEHT

Ha 1IBETOBOM €€ ONpeJIeJieHUH, T. €. ¢ TOYKH
3pEeHHUsT IMHTBUCTHKH BbIPAXKEHO JIEKCEMOH
«603» — «cepblii», aKTyaJU3Upyercs
BOIPOC O CHMBOJIMKE TOTO LIBETA

B KYJIBTYP€ KbIPThI30B, UTO BHIBOJIMT aHAJIN3

Ha MOJXO/1bl «BU3yaJIbHOH CEeMHOTHKH,

OpPHEHTUPOBAHHON HA 3PUTEJIbHYIO

MOJIaJIbHOCTb OLLYIIEHUH U MepeceKaeMon

C CEMHOTHKOH NPOCTpaHCTBa »

B rpeametHoii cepe (Hepros 88).

B-ueTBepThIX, MPOLYKTUBHBIM BUAUTCS
npeacrasiaeHue 0. Jlormana o Tom,
4TO PyHAMEHTATLHOH OCHOBOW CeMHO3KCa
1 UCXOIHOH TOUKOM JIIOOOH CEMHUOTHUECKOHN
CHUCTEMBI §IBJISIETCS] He OTIe/IbHbIN 3HAK,

a OTHOLlIEHHE 3HAKOB, (POPMHUPYIOLINX

CEMHMOTHUYECKOE MPOCTpaHCTBO (152).

B-nareix, noxanyit, 3cheKTHBHO
MOTYT MPOSIBUTHCS «COLLHOCEMHUOTHUECKHE
CTpaTerun», yKasblBalolllfe «Ha BaXKHOCTh
MCC/Ie/IOBAHUST CEMHOTHYECKHUX acleKTOB
MPOCTPAHCTBA M MeCTa MyTeM TIIATEbHOTO
M3ydeHHsl COIMATbHOTO 3HAUEHHs 3HAKOB
B MatepuaibHoM Mupe» (Skrede
and Andersen). B yactHocTH,
3TOT METOJI0JIOTHYECKUH MOCHIT HOBEHIHNX
CTpaTeruit, NpUMEeHUMbIX B UCCIIEIOBAHHH
1o 6oJibllel YacTH (hOPMHUPOBAHHUST
CEMHOTHYECKOT0 MPOCTPAHCTBA FOPOACKON
cpe/ibl, MPUMEHHUM B PACCMOTPEHHH
BOIPOCA O CEMUOTHKE MPOCTPAHCTBA
IOpPThl, TPAAMLIHOHHO pacCMaTpUBaeMOro
BHE y4yeTa BayKHOIro KOMIOHEeHTa
CeMHOo3Hca — 3HAKOBOTO MOTEHIIHAaNa
reocpe/ibl, BHE CTpaTeruu Tak Ha3blBaeMoH
«reoceMHOTHKH > (Pierce).

Takum 06pazom, HCXoiHbIE TTO3UIIUH
MEeTO/I0JIOMMH JAHHOTO UCC/Ie/I0BAHMUS
MOTYT ObIThb MPEICTABJEHbI B CJIEAYIOLIUX
OCHOBHBIX Te3HCaX:

—  KyJbTypa CEeMHOTHYHA M BBICTyNaeT
KaK 3HAKOBast CUCTEMA,

—  KyJbTypa U TEKCT TOXKJIECTBEHHbI;

— 3ajJia4a CeMHOTHYECKOTO UCC/Ie0BaHUs
B M3yu€HHH BOTMPOCA: KaK sI3bIK
nepenaer Mojie/d MHpa ¥ Kak 4eJloBeK
MOHUMAET MPOYUTAHHBIH TEKCT;

— cemuocgepa — CeMHOTHUECKOE
MPOCTPAHCTBO, OHO HEOIHOPOIHO



1 BKJIIOYaeT B cebsl pasJjiMuHbie
HepaBHOMEpPHbIE CEMHOTHYECKHE
MOJICUCTEMBI;

—  CYUIECTBYIOT «siJIEpHbIE CTPYKTYPbI»
1 HEKOE HeCTPYKTYPHPOBaHHOE
CEMHOTHUECKOE [TPOCTPAHCTBO KYJIBTYPbI.

O6cyxpeHue

He yrtuxaer nayunblii HHTepeC B U3yueHHH
Pa3JIMYHBIX ACMEKTOB OPTHI KaK (heHOMeHa
KYJILTYPbl TIOPKCKMX KOUEBbIX HAPOJIOB.
Briosne o6bsicHuMo, 4To 9THOTpadus
1 3THOJIOTHSI B ITE€PBYIO OYepe/lb OKa3asuch
3aMHTEPeCOBAHHBIMU B H3YUEHHH KUJULLLA
pa3HbIX HAPOJIOB U HHTEPEC K 10pTe,
6e3yCc/I0BHO, He 0KasaJicst 6e3 J10JIKHOTr0
BHUMaHUsl. IHTepecHO OTMETHTD,
4TO HE TOJIbKO OMMCAHUEM OPTHI,
ee CTpPOeHHeM M BHYTPEHHUM YOPaHCTBOM,
HO M MOMCKOM HCKOHHOTO HAa3BaHUS
JKUJIUILIA, €70 STHMOJIOTHEH HHTEPECOBAUCh
Takue sTHorpadbl, kak Peter Simon Pallas
(ITerp Cumon [lannac; 1741—1811),
K KOTOPOMY areJsiyIipyeT HeMEeKHi
antponoJior Richard Karutz (Puxapn
Kapyrit; 1867—1945) B cBOEM Tpy/e
«Cpey KHPTU30B U TYPKMEHOB Ha
Manrbiuinake» (218).

B uactHoctH, maBy «Ays 1 KUGUTKA»
OH HAYMHAET C ySICHEHHST TPOUCXOXKIIEHHUST
Ha3BaHUH «nanaTku» (Tak OH cam
Ha3bIBAET KUJUIILA MECTHBIX JIIOJEH ) —
«KuOUTKa» 1 «topta». P. Kapyri nuer,
YTO UCIOJIb3YIOTCS 00a 3THX HAa3BaHUsl, HO
Ha Manrbliiiake KWOMTKOHM Ha3bIBAIOT CaMO
JKUJINLLLE, @ FOPTOH — MEeCTO, IJle OHO ObLIO
YCTAHOBJIEHO W OCTABJIEHO MyCTbIM MOC/Ie
yxona ayJa. Heckosibko coMHUTENBLHOM
BUJIMTCS [10100Hast HHTepIrIpeTaLust
MCIOJIb30BAHHSI MECTHBIMU Ka3axaMu
Ha3BaHWK CBOEro Kujula. Mexjy
tem P. KapyTiL cam Bbipaxkaet coMHeHHe
B 3TUMOJIOTHH 3THX MoHsATHI: «[Iponcxonut
JI CIOBO “KHOUTKA” OT KaJIMbILIKOTO
“kubut”, uTo 0603HaUAET “HeGOJbIIYIO
MeJIouHyto JIaBKy”, Kak noJjaraet [lannac,
WJIM OHO KHPTHU3CKOTO MPOUCXOKIEHHS,
MHE TPYJHO PelnTh» (74).

Jlymaetcsi, uTo sTHOrpadbl 4 aHTPOIOJIOTH,
He BJIaJIeBIIHE MECTHBIM SI3bIKOM
¥ TI0JIb30BABIIHECS YCIyraMu
NepeBOIUMKOB, HEe BCeryia MOIVIH ObITh
yBEePEHHBIMH B TOYHOCTH 3HAUEHUH
MHOSI3bIYHBIX /11 HUX CJI0B U BbIpaXKeHHH.
Bwmecre ¢ TeM B 3THMOJIOIHYECKHX CI0BAPSIX
MIPOUCXOXKICHUE CJIOBA «KUOUTKA»
CBSI3bIBAETCS C TIOPKCKUM «kebit»,
03HAYaIoOLLMM JIABKY, MarasuH.

M kak B cBoe Bpems nepen P. Kapytuewm,
TaK M CErojiHs 0CTAeTCsl HepelleHHbIM
BOIMPOC 00 HCKOHHOM 3HAaU€HHH CJI0BA
«KMOUTKA», KOTOPOE UHTEPIIPETHPYETCS
TO KaK »KHJIMILE KOYUeBHHKA, T. €. I0pTa,
TO KaK JIaBKa.

ABTOpPBI STUMOJIOTHUECKHX H TOJIKOBbBIX
cnoBapei ([anb, Yiiakos, [lanckuii v ap.)
CB$I3bIBAIOT MTPOUCXOKIEHHE CJIOBA KIOPTA>»
OT TIOPKCKOTO «jurt» (1opT, xKypT — Kas.),
KOTOpOE B OJIHMX CJIyyasix 03Havyasno
MECTO CTOSIHKH, B IPYTHX — MePEeHOCHOe
JKUJTHLLE TIOPKCKHX U MOHTOJILCKMX KOYEBBIX
HaponoB. CjieyeT OTMETHTb, YTO B CAMUX
TIOPKCKHX s13bIKaX c/I0BO «jurt» (1opt,
JKYPT) 03HAUaeT POjl, CeMbsl, LIMpe —

HapoJl, pOJIOBbIE 3€MJIH, POJIUHA.

Tem cambiM MBI IMeeM pesysibTaT nepeHoca
Ha3bIBAHUSI KUJIHLLLA KOUEBBIX TIOPKOB,
MCIOJIb30BABIINXCS €BPONEHCKUMH
yUeHbIMHU-3THOrpathaMu: pesysbraT
MoJ06HOro CJI0BOOOPA30BAHUST — POKACHHE
00111eynoTpeOUTENBHOTO TEPMHHA <I0PTa».
B 3tom ciioBapHOM 3HaueHUH «1opTa»
MHTEPIPETHPYETCS TONBKO KaK MepeHoCHoe
JKUJIHIILE KOUEBHUKOB, OCTABUB 3a MPAaHUIIAMU
BOCIPHUSITHS €r0 TEPBOPOJIHOTO CAKPaJIbLHOTO
M 1LIleHHOCTHO Harpy»KeHHOT0 CMbIC/Ia.

J17151 yesioBeKa nousiTHe «aA0M» GoJblLE,

yeM XKHUJIHLLE: OH CUMBOJIM3UPYET MaKpo-

1 MUKPOKOCM €ero ObITHS.

Henuuine BCnoMHUTB cyi0Ba

[Tnyrapxa B «ITupe cemu mynpenos»,
IJle OH PacCKa3blBaeT O CJOBECHOH
nysau d3zona u Anaxapceuca. [Tocnennuii
B OTBET Ha HACMELLJIUBYIO PEIJIHKY
D3orMa o ToM, 4TO y TOrO HET Jioma,

«1 6€3]I0MHOCTBIO CBOEIO OH FOP/UTCS;
a JKUBET OH B [T0BO3Ke TakK, kak CouiHLLe,
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TOBOPSIT, B CBOEH KOJIeCHUIle 00be3KaeT

B OJIHY MIOPY OJIHY CTOPOHY Heba,

a B Ipyryto nopy — apyryto». Ha uro
Anaxapcuc oTBeTHII, 4TO 60T, C KOTOPBIM
CpaBHUBAET ero D301, — «3TOT HOT

WJIH €IMHCTBEHHbIH CBOOOJHDBIN, HJIH XOTSI
Obl caMbIi CBOOOIHBIN U3 OOTOB: OH JKHUBET
1o co6CTBEHHOMY 3aKOHY, OH BCEBJIACTEH

¥ HUKOMY He TMOJIBJIacTeH, OH 1IapCTBYeT

1 JIEPXKUT Opazipbl. ... Thl ke CMOTPHILB

Ha W3/1eJIUsT KAMEHIIIMKOB U TIJIOTHUKOB

1 TOBOPHIIIb, OY/ITO IOM — 3TO UMEHHO 3TO,
a He TOo, UTo 0OpeTaeTcsi BHyTPH, — JIETH,
CyTPYTH, IPY3bsi, CIAYXKUTEJIH U BCe MpoUee,
uTto, Oyyud yCTPOeHo coobllia, pasyMHO

1 3[IPABOMBICJIEHHO, J1aXKe B MYPaBbUHON
Kyue WM NTHULEM I'He3/le HA3bIBAJIOCh

Obl XOPOLIMM U CYACTIIUBBIM JIOMOM »
(ITnyrapx 252).

[TousiTust «10M>» U «6E€3JOMHOCTb»
BO3HHMKAIOT B 3TOM KOHTEKCTE He TOJIbKO
Kak YHUBepCaJsibHAas 110 CBOEH MpUpPOJIe
CUMBOJIMUeCKasi GUHAPHAS OMMO3ULIHS,

HO U KaK KOH(JIUKT UHTEpTIpeTaliu
S13bIKa HHOTO KYJIETYPHOTO THINA:

371eCh — OCEJIOro U KoueBoro. Mexy
TeM KOHIIEMNT «JIOM» UMEeEeT CBOIO
YHUBEPCATLHYIO aPXETHITHUECKYIO
MaTpHuily 3HaUeHHUsl, KoTopasi, 6e3yCc0BHO,
B KOHTEKCTE PA3JIMUHbIX KYJIbTYPHBIX
LeJIOCTHOCTEH ( STHUUECKUX, PEJUTHO3HBIX,
LMBUJIM3ALMOHHO OPUEHTHPOBAHHDIX )
noJiydaer CBOI0 BAPHATHBHYIO CUCTEMY
3HauyeHur v cmbicaa. Tak, E. [llyrosa

u M. Crenanosa B crarbe «JJom 1 6e310Mbe
B (hrs10coCKO-aHTPOMONOTHYECKOH
pediekcH» 060CHOBBLIBAIOT HEI0 TOTO,
410 «JOM SIBJISIIICS OJIHUM M3 BaXKHEHIIIHX
CHCTEMO0OPA3yIoIINX (haKTOPOB
antponocouroreresa» (104). Yreepxnas,
4TO «4eJIOBEK U ero JloM 0KasbiBaloTcs
TECHO CBSI3AHHBLIMU MeXK1y COO0H,

160 UesOBEK PA3JIMUHBIX HCTOPHUECKHUX
310X CO3JIaeT CBOE MECTO B MUPE, KOTOpPOe
OH OKYJIbTYpHBaeT B Bujie [loma»,

1 €ro MOXKHO «paccMaTpuBaTh Kak
00BbEKTUBAIMIO CYLIIHOCTH UeJIOBEKA».
Bmecre ¢ TeM K HCTOPUUYECKUM THITAM
6e3/10Mbsl Hapsily C MyTelIeCTBUSIMH,

CTPAHCTBUSIMH, CKMTAJBUECTBOM,
CTPaHHUYECTBOM, [1aJJOMHUYECTBOM,
MUJIMTPUMCTBOM, MUTpaLUeN,
OPOJITIKHUIECTBOM, HOMAKECTBOM

U T. JI. UCCJIEI0BATE/NN OTHECIH U KOU€EBbe
(ILIyroBa u Crenanosa 107).

[Tono6Has KoMOUHALKS YTBEPKASHUN
pOXKJIA€T Clleylolllee yMO3aKaoueHHe:
AHTPOMNOCOLMOreHe3 0001111 KAKHM-TO
00pa3oM CTOPOHOU LEJIbIH COLIMOKYJIBTYPHbIH
THUIT KOHHO-KOUEBOH 1IMBUJIN3ALIHH,
ChIrpaBliel CBOIO HHTEIPUPYIOLLLYIO POJIb
B (hOPMHUPOBAHUU HOBBIX COOOIIECTB
EBpasuu (noxaJgyi, 1 He TOJbKO ),

1 ee KyJIbTYPHO-UCTOPHUECKYIO
BapUaTHBHOCTb. /lymaercsi, 4To nojo6HOro
poJia CTePEOTHITbI, KOTOPbIE 3aUacTylO
OBITYIOT B HAyYHOM JIMCKYpPCE, CBS3aHbI

C OTSIFOLLEHHOCTBIO LIEHTPUPOBAHHON
napagaurmoi. OHa TPyJHO H3KUBAEMA,
MOCKOJIbKY caMa HayKa H, MpexKJie BCero,
COLMOTYMaHUTapHast JIOrOLUEHTPUCTCKAsT
METOJI0JI0THST UMEET COOCTBEHHOE
M3MepeHue MUpa, onupatolieecs

Ha T'yMaHUCTHUECKHH MOChLI C MO3ULHH
ypOaHU3HPOBAHHOTO MUPOYCTPOHCTBA.

K npumepy, HayKu 3THOJIOTHS, THOTpadus,
KYJIBTypHasi aHTPOIIOJIOTHS U JIPyTHe B 3TOM
PSILY «MBIC/ISIT» 3aUacTylo U KTOBOPSIT»

Ha f13bIKe UCCJIeN0BATes, HAXOASIIErocs
MOJI IMKTATOM HAyYHOH 3MTHUCTEMBbI.

O. Ulnenrnep Hekorna aeauscs
MBICJIBIO O TOM, UTO 3aMajHOMY MbICJHUTEIO
HeJI0CTaeT NPO3PEHHsT B HCTOPUIECKOH
OTHOCHUTEJILHOCTH COOCTBEHHBIX BLIBOJIOB,
KKOTOPbIE W CAMHU SIBJISIIOTCS BbIpaXKeHUEM
OJIHOTO-€IHHCTBEHHOTO, H TOJIBKO
3TOr0 OJHOTO, CyUIECTBOBAHHST; 3HAHUS
HeOOXOJIMMbIX TPaHHUIL KX 3HAYUMOCTH;
yOeXKIeHHs, UTO €10 «HeTpesioKHble
UCTHHBI» U «BeUHble JOCTHXKEHHUST»
UCTUHHBI TOJILKO JIJIs HETO M BEUHBbI
B €r0 acreKTe MUpa W 4To JIOJI ero —
MCKATh 32 HUMHU UCTHHbI, C TAKOIO
K€ YBEPEHHOCTbIO BbICKA3aHHbIE
yesioBeKoM pyrux Kyawstyp (60). [Tonsitho,
4TO KPUTHUECKHH IMCKYPC 3aMaHOT0 MUpa
O. HInenrnepa Obl CEICTBUEM TTpoLECcCa
€BPOIENCKOro CaMONo3HaHHsT B KDU3HUCHYIO



3TI0XY, COTPOBOXK/IABLLIET0Cs TTOMBITKAMH
NPEICTaBUTb MUP B pa3Ho00pasuu
KYJILTYPHBIX 11€/I0CTHOCTEN U POpM.
Opnnako cam O. llInenrnep otmeuaut,
4TO «MOPOJIOrUsI BCEMUPHOH HCTOPHH
HEMHHYEMO CTAaHOBUTCS YHUBEPCATbHOH
CHMBOJIMKOI », TaK 2Ke KaK 1 ero uaocodus
sIBJISIeTCsl 0TOOpaKeHHEM 3arnajHok
JyLIH ee LIUBUJIU3aLMOHHON CTalluH,
«4eM U OTPEIE/ISIETCs] e MUPOBO33pPEHYECKOe
cojlep:KaHue, ee MpakTHYeCKHe MOC/e/ICTBHS
u cepa ee 3Hauumoctu» (61).

Ecsn paccMaTpuBaTh 10pTy Kak KUJHLLLE
KOUEBHHMKOB Uepe3 MpU3My OMUCaHUs1
€€ 3TUMOJIOTHH B OOLLENTPUHATOM
Ha3bIBAHUH — <IOPTa» KaK MPOU3BOAHOTO
13 00LLETIOPKCKOro «jurt», To pecypc
CEMHO3HCA CBEIETCS K MOUCKY TOJIBKO
TeX OCHOBAHHi, KOTOpPbIE (hOPMHUPYIOT
ee B paMKax orpaHMueHHOH KOHLEeNTocephbl.
[Opra B 310i HHTEpIIPETALIMH NPEACTACT
TOJIbKO KaK CHMBOJIMYECKO€E OTOXK/IECTBJIEHHE
C POJIOM, MECTOM POXKJICHHSI, CeMEHHbIM
YCTPOHCTBOM, POAUTENISIMH H POJIHBIMU
u T. 1. [Tostomy 6osiee KOppEeKTHBIM,
OTBEYAIOLIUM LIeJISIM HCCIeIOBaHuUS,
BUAMTCS MPEANPUHUMAEMbIH 3/1eCh aHaJH3
B acrieKTe THUYECKH 00yCJ0BJIEHHOTO
CeMHOo3Hca, MOCKOJIbKY 3HAKOBasl cHCTeMa
Kak KoHlenrocgepa oObearHsIeT
U 513bIKOBO€ CO3HAHHE, U ICTETHKO-
CHMBOJIHYECKHE TPAJUIIUK TOTO
WJIH HHOTO 3THOCA.

PesynbraTthl

Kazaxu Ha3bIBAIOT I0PTY «KHi3 Y »,

a KbIprbi3bl — «0603 yi». 1 B Tom,

1 B IPyrOM Ha3blBaHUH yH O3HAuaeT
«JIOM», YTO MOATBEPKIAETCS CBEIEHUSIMU
13 «DTHMOJIOTHYECKOTO CJI0BapPst TIOPKCKHUX
s13bIKoB» (CeBopTsH 513). Konuent

«JIOM>» B MUPOBOH KyJIbType UMeeT

CBOM YCTOMUMBbIC YHUBEPCAJIUH

WJIM TaK Ha3blBaeMble «apXeTUITHUeCKHe»
Kojibl. B 4acTHOCTH, 3TO CBSI3aHO

C T€M, YTO apXeTHIT IoMa — CcaKkpaJbHO
03HAYeHHOE MPOCTPAHCTBO: ITO €r0 KauecTBO
COOTHOCST C CaKPaJIbHOCTbIO MHPOBOTO

JipeBa, C MPeJICTaBJIeHUSMH O CBSIIIIEHHON
ocu Mupa. M, Kak u3BECTHO, 1IOM OTHOCSIT
K «KJIIOYEeBbIM KOHIIENTaM» KYJBTYpbI,
KOTOpbI€ aKTHBHO H3Y4alOTCs B PA3JIHUHBIX
ryMaHUTapHbIX Haykax. « KioueBble
KOHLIETThI KYJILTYPbl — 3TO 3aKOAUPOBAHHBIE
B CJIOBa 0COGEHHOCTH MUPOTIOHUMAaHHS

1 MHPOBOCIIPHSITHSI, XapaKTepHble

JI/Is1 HEKOTOPOTo 00111eCTBa

(MJTH SI3BIKOBOM OOIIHOCTH ),
npejcrapsiiole coboto “OeclieHHble
KJIOUM» K TOHUMAHHUIO KYJbTypbl”, —
CChLJIAsICh HA JIMHIBOKYJILTYPOJIOTHYECKYHO
TeopHio A. BexKOUILIKOI, yTBEpKIAIOT
aBTophbl ctathi «KoHuent “nom”

B 'yMaHHUTAPHBIX HayKax: aHa/Iu3
NOHATUHHOTO, LIEHHOCTHOIO U 00Pa3HOro
komroneHtoB» (Ilorypaesa u lllepuna).
WM To, 4TO KOHLENT «Yi» — «I0M>»

BO BCEX 3HAYE€HHSIX OCHOBHBIX

KOHIIENTYya bHbIX YHUBEPCAIHH

U151 KOUEBBIX TIOPKCKHX HAPOJIOB SIBJISIETCS
KJIIOUEBBIM M HEe MOKET BbI3bIBATh 0COOBIX
BOIPOCOB, €CJIM He PYKOBOJICTBOBAThLCS
«JIMHBUCTUYECKUMH» HJIH <KYJIBTYPHBIMH »
crepeorunamu. Kagyc «6e3nomMmHocT»
ISt KOUEBBIX TIOPKOB, CKOpee BCEro,
Oy/leT CBsSI3aH TOJIBKO C BbIHYKJ€HHbIM
MOKHUIAHUEM POJIOBBIX MECT, OTJIydeHHEeM
OT poJia, CEMbH, MOCKOJILKY JIOM JIJIsi HUX
He TpUCTaHULLE.

Kax n3BecTHo, »Ku/HM11Ia C IPEBHOCTH
CTPOMJIUCH BOKPYT YCJOBHOH,
CHMBOJIMUECKHM 03HAUEHHON OCH MMpa,
KoTopast obecrevynBana CBs3b MEXKILY
TpeMsi YPOBHAMH: HEOCCHBIM, 3eMHbIM
1 noa3eMHbIM. TeM camMbIM U TPOCTPaHCTBY
JIOMa TIPUIaBaJICs CakKpasibHbIH CMbICI.
Takeke onnosuums «Bepx-HU3» sIBJISIETCS
BAXKHOU B OCMBICJIEHHH CTPYKTYPbl
Bcenennoti (Bepx — He60, HU3 — 3eMJId,

a TakxKe BepX — He00, HU3 — MPEUCIIOHSS,
cepeHa — 3eMJisi, CoeiHso1Ias HeOO

1 npencnonxioro) (Meanos n Tonopos
98—100), npoeuypoBanach

Ha CUMBOJIHYECKOE MTPOCTPAHCTBO JIoMa.

CakpaJsibHbIH CMBICJ IOMa JJ151 TIOPKCKHX
KOUEBHHMKOB TaKxKe 3a/l02KeH B CEMHO3UCe
MPOCTPAHCTBA, OMMPAIOLIErocs Ha TaK
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Ha3bIBaeMoe «JI0JHHTBUCTHYECKOE
MPOCTPAHCTBO s3bIKa», yto FO0. Kpucresa
Ha3bIBAET «T€HOTEKCTOM>», TOHUMAEMbIM
«Kak OeCKOHeYHOe 03Haualolllee»
(Kpucresa 194). Ipyrumu cioBamu,
JIOM KaK cakpasibHOe MPOCTPaHCTBO
OHTOJIOTHYECKOTO MHPA KOUEBBIX TIOPKOB
MMeeT TaKylo »Ke YHUBEepPCasbHYI0 PUPOLY
MPOCTPAHCTBEHHOTO CEMHUO3MCA,
TJIIe €siiepPHbIE CTPYKTYPbI», MOTPYKEHHbIE
B HEYNOpsI0UeHHbIH 3HaKOBO-
CUMBOJIHUECKUH MHP KYJIBTYPBl,
6epyT Ha ceOs1 PYHKIMH KOAUPOBAHHS
9TOrO MPOCTPAHCTBA U TEM CAMbIM
NPUBOJAT €r0 K MOTEHIHANbHO
pasBHBAEMOMY COCTOSIHHIO O3HAYMBAHUSI
M CMBICJIONOPOXK/IEHHS.

B wyacrHocTH, npotecc cemuosuca
MPOCTPAHCTBA IOPThI MPOCJIEKUBAETCS
B BooOpaxaemo# mosiesin Kocmoca,
3arnevyarsieHHOro B TPEXCTPYKTYPHOH
TEHIPUAHCKOH KapTHHE MHpa:
M3BECTHbI MAMSITHUKH IPeBHETIOPKCKOMN
MUCbMEHHOCTH, B KOTOPbIX BOCITPOU3BOIUTCS
MH( O COTBOPEHHH «CbIHOB YeJI0BEYECKHX»
Mexky «roiy6biM HeGom» (Tenrpu)
1 «6ypoi 3emsein» (Ymait). imenno sta
TpexyacTHasi BepTHKaJb U Hecsia (DyHKIHIO
«SIIEPHON CTPYKTYPbI» U SIBJISIACH KJIOUOM,
KOJIOM MPOCTPAHCTBEHHOTO CEMHO3HUCa
KaK «IPOEKLHsI» HA MaKpO- U MUKPOMMP
CEMHOTHYECKOTO MPOCTPAHCTBA IoMa
KOUEBHHKA.

BesycioBHO, MakpokocM KoueBHHUKA
B [M€PBOPOJHOCTH CEMHO3UCA —
MHOJIOTHIECKH 3aKperJieHHasi KapTHHA
MHpa, BbICTYNaloLlasi Kak CTpyKTypHasi
marpuiia uaeosorem. Mukpomup,
KOHUEHTPUPYEMbIH BOKPYT YIIOPSIA0UMBAHHUS
JKU3HU COLIMYyMa, B CBOIO 0Yepe/lb, He3PUMO
MIPUCYTCTBYET B MPollecce ceMHosuca
1 OTJIMYaeTcst 0COO0H CEMHOTHYECKON
JMHAMMKOH, T. €. pecypcoM CeMHOTH3aLIUK
MHOTOMEPHOTO COLMAJIBHOTO MPOCTPAHCTBA
C MO3UIIMH IMaxpoHUHd. Tem cambIM 1opTa
MOZKET pacCMaTpUBaTbCs He TOJILKO KaK
apredakxT, CHMBOJIM3UPYIOLIUH KYJIBTYPY
KOUEBHHMKOB, HO U 0O'bEKT, «KOTOPbIH
YKa3bIBaeT Ha BAXKHOCTb UCCJIEI0BAHHUS

CeMHOTHYECKHX acleKTOB MPOCTPAHCTBA
M MecTa MyTeM TIIATENbHOTO U3yUeHHs]
COLHAJIBHOTO 3HaYEeHHUs 3HAKOB

B MaTepHabHOM Mupe» (Skrede

and Andersen).

B acnexre coupasibHOro ceMmosuca
TMOMbITAEMCSI PACCMOTPETh KA3aXCKUH
KHI3 YH W KbIPThI3CKUI 003 yii. Jlymaertcs,
YTO U3JIMILIHE I0KA3bIBATh, MOCKOJIbKY
3T0 0OLIEU3BECTHBIH (aKT, 4TO B OOLINX
yeprax U opMOi KOHCTPYKLIMH,
OpHaMeHTaMH, yOPaHCTBOM M CAMUM
MaTepHasioM MOKPbITUS — KHi3 (BOUJIOK) —
OHM MJICHTHUHBI. MeXK]ly TeM MHTepeceH
(haKT HOMHHHPOBAHHUS IOPThI Pa3HbIMHU
JIEKCUYECKUMU €/IMHUIIAMH OJIHOTO
1 TOTO K€ BU3yaJIbHOTO MpU3HaKa
B Ka3aXCKOM U KbIPI'bI3CKOM $I3bIKaX,

T. €. UMeloLLeecs: pa3jiMyne JIeKCHUeCKoro
BbIPaKEHUS1 OTHOTO U TOTO K€ TOHSITHS
WIEHTHYHBIX peaJiiii B POACTBEHHbIX
si3bikax. [1o-BuanmMomy, 31ech Mbl
CTaJIKHBAEMCsl C pa3HbIMH aKLEHTaM1
NPOCTPAHCTBEHHON CeMHOTH3ALIUU

1 ee BepOa/IbHOr0 03HAYMBAHMS.
[IpuHumasi Bo BHMMaHue (akT Toro,

UTO CYLIECTBYIOT Pa3JIHUHbIE CHCTEMBbI
CEeMHOTH3aLMK MPOCTPAHCTBA, 0OpaTHMCS
K BHYTpPEeHHel JIOrHKe MPOCTPAHCTBEHHOTO
KOJIMPOBAHUSI U €r0 KOHLLENTyaJbHbIM
OCHOBaHHSIM KOUEBBIX TIOPKOB.

«Kuisz yit» 10CN0BHO — BOHJIOUHBIN
JIOM, T. €. Ha3BaHue 1o npeobJagaouiemy
Marepuasy BHEIIHEero i BHyTPeHHero
nokpbiThs. begycnoBHo, 3neck Goee
CJIO’KHAsI ceMaHTHUeCKast O3ULLHs
YYACTBYIOLLIMX B HOMHUHHPOBAHUH 10PThbI
koHHoTauu#. [lepBoe 3HaueHue:
yKa3bIBAaeMblil MaTepHaJl CJIYyHKHUT
OnpeJIe/IeHHbIM MapKepOM, MOCKOJIbKY
CYLIeCTBOBAJIU U Ipyre Pa3HOBUIHOCTH
JIOMOB, U3rOTOBJIEHHBIX U3 JPYTHX
MartepuasioB, K puMepy, «arat yi»
(JlepeBsIHHBIN ), «>Kep yil» (HernepeHOCHOH,
MOCTPOEHHBIN Ha 3eMJie).

Btopoe 3HayeHue yKasblBaeT Ha To,
4TO CUMBOJIMYECKOW IOMUHAHTOH ABJISCTCS
mMarepuai (11epCThb) H3TOTOBJEHHS
BOMJIOKA, KOTOPBIH OTCHINAET K 3HAKY



CaKpaJsibHOTO KUBOTHOTO (MPUHOCHMOTO B
KepTBY). COOTBETCTBEHHO, MBICJIUTE/ILHO -
oOpasHast MPOeKILUsl HaJeIsIeT CBOHCTBAMU
CaKpaJIbHOTO

M CaMo MPOCTPAHCTBO opThl. [ IpakTHyeckn
BCsI MMAJITPa Ka3aXxCKOro OpHaMeHTa,
3arevarJyieBliiasi KApTUHY MUPa KOUEBbIX
TIOPKOB, MX CaKpaJlbHble 3HAHHUS!, BIIUCAHA
B U3JIeJIUST U3 1LIEPCTH.

KbIprbi3bl Ha3bIBaloT 0PTY €603 Yil»,
OyKBaJIbHO — cepbli oM. AKIIEHT
B HAMMEHOBAHUH CJles1aH Ha LIBETOBOH
cumBoJinKe. OcoOeHHOCTb M0J06GHOT0
HOMHUHUPOBAHUS I0Ma BUIUTCS
B POJIM CUMBOJIMKH 1IBETA B 513bIKOBOM
CO3HAHUH KbIPTbI3CKOTO HAPOJA, a TaKXKe
B [1POCTPAHCTBEHHON CEMHOTH3ALIUK
00BEKTOB OKPY2KAIOLLEro MUPA.
Kbiproizckuit neenenoparesns K. CamaTos
OTMeyaJl, YTo Cepblil «B TIOPKCKHX SI3bIKAX
OXBaTbIBAET JYIMHHBIA IBETOBOM CIEKTP:
cepblfl — 6es1oBaTo-Ccepblil — roJyooi —
CEpO-KOPUUHEBBIH — pblKeBaThbll — 6eJso-
KpacHbIl — Osieanblil. Kpome sTHX yncTo
LIBETOBBIX CEM €l PUCYLLM CeMbl “MIIa
B BO3JlyXxe”, “cymMepKH, 3apsi”, “HeTpoHyTasi
3eMJId, LIeJIMHA, 3aJIeKHast 3eMJIs”
KOTOpbI€ BO3HUKJIM M Ha OCHOBE LIBETOBOIO
npuzHaka» (Camaton 106).

Mo02KHO 3aMeTHTh, YTO BAPHATUBHOCTh
ceM, BO3HHKILIHMX HAa OCHOBE Ceporo,
nepenaer WHPOKUU CeKTp
€ro reoCHMBOJIMYECKOTO TTOTEHIHaJIA
B TIOPKCKUX si3blkax. [1o MHeHHIO
K. CamaToBa, «penxasi BCTpedaeMoCTh
Ceporo 1BeTa B UHCTOM BHJIE B OKpYzKalolleH
JIeACTBUTEILHOCTH U CMEXKHOCTb psijia
(6es0BaTHIX, CEPOBATHIX, FOJyOOBATHIX,
JKeJITOBATBIX ) TOHOB ellle B AajeKon
JIPEBHOCTH MPHUBEJIH K TOMY, UTO 603 —
“cepblil” KpOMe UMCTO ceporo 0603HavyaJlo0
Cepblil ¢ MPUMEChIO KaK aXpOMaTHUYECKHX,
TaK W XpOMaTHUYECKHX LIBETOB, U YKa3bIBAET
TaKxKe Ha 10Tepio COOCTBEHHO CeMbl
“6esbiit”» (Camaton 106).

«bBo3» (cepblil) KaK axpoMaTHYeCKUH
LBET C LUIMPOKHUM CIIEKTPOM CUMBOJIHYECKOTO
LIBETOHAJIe/IeHHs1 OKA3aJIcsl U B HOMMHUPOBAHHUH
KbIPrbI3CKOH 10pThl. Jlymaercsi, 4To B 3TOM

MO2KHO HaOJI0/IaTh CJ0XKHBIH TpoLiece
CEeMHOTH3ALHUH IIPOCTPAHCTBA, OCHOBAHHLIN
Ha KOMIIJIeKCe PUHLIMIIOB B3aUMOACHCTBHS
MPUPOIHBIX U KYJIBTYPHBIX (DAKTOPOB.
Oco6eHHOCTb ceporo Kak HeHTpaabHOTO
LIBETa 3aKJI04AETCsl B TOM, YTO OH,
«0Ka3blBasi pU3HUECcKoe, ONTHIECKOe
¥ SMOLIMOHAJILHOE BO3JCHCTBHE
Ha 3pUTEJbHBIA OpraH YeJloBeKa, BbI3bIBACT
pasJ/iMuHble 3CTETHYECKHE UYBCTBA»
(Muponoga; Llofiruep). M, nymaercs,
3TOT (PaKTOP B UMEHOBAHUM IOPThI
COMnpsizkeH ¢ 0COOEHHOCTSIMU NTPUPOIHOH
KapPTHHBI TPOXKUBAHHUS KbIPTHI30B,
¢ npeobJialaHieM FOPHOTO U MPEArOPHOro
JanamadTa, ¢ 60raTol IBETOBOH MaJUTPOH,
JMHAMHKa KOTOPOH H3MEHUYHMBA B TCUEHHE
CYTOK W BpeMeHH rojia. 1o, 6€3yc/IOBHO,
BJIMSIET U HA 1IBETOBOCIIPUSATHE: HA (DOHE
MOJIMXPOMATHUYHOH KapTHHBI JJanadgra
Ha cepoli topTe KOHLEHTPUpYyeTCs [V1a3
KaK Ha YCTOHYHBOH, CTOKOWHOM 11BETOBOH
JIOMHHaHTe. TeM caMbIM 3TO IeMOHCTPUPYET
CTpaTeruio reoceMHOTHKH, POpMUPYIOLLEH
BU3YaJIbHO-NIPOCTPAHCTBEHHDIN KO/,
KOTOPBIF B JAHHOM CJlydae CBsi3aH
C LBETOBOMH cepoil BU3yasibHOTO
BOCIIPUATHSA, 3AKPEIJICHHOTO B A3bIKOBOM
CO3HaHUH B (hopMe JIMHIBUCTHUECKHX
KOHLEMTOB.
Takzke MOXKHO MPEATIONOKHUTD,
YTO Cepblil NepenaeT HaTypaJibHbIH LBeT
oBeubeli 11epeTH (6esibiil, KOpUUHEBDIH,
YepHBIH U UX OTTEHKH ), UTO B TIOJIHOH Mepe
KOPPEeJIHPYeT CO CMBICJIOM HAUMEHOBAHUS
Ka3aXCKOH 0PThl ¢ CUMBOJIHUECKUM
JIOMMHHPOBaHHEM MaTtepHaJa (11epeTh)
M3rOTOBJIEHHS BOHJIOKA. B 3TOM cotyyae
TaKKe MOKHO FTOBOPHTb O CHMBOJIMKE
LBETa, 3aKPEIJICHHOH B AI3bIKOBOM
CO3HAHHH, HCTOKH KOTOPOIO BOCXOJST
K MU(O-pUTYaJTbHBIM MPEICTaBIEHUM
JlaJIeKuX MPeaKoB Keiprei3os (Guardiano).
Kak nokasaJj aHa/1u3, KOHLENT «yi»
(oM ) 1 y Ka3axoB, Uy KbIPTbI30B
KaK CBOET0 PoJa CEMHOTHYECKHH apXeTHIl
MMeeT YHHBepcaJslbHble CUMBOJIMYECKHE
CMBIC/IBL. SIBJIASACH KJIOUEBbIM
B KOHLleNToC(epe KyJbTypbl STHX HAPOJIOB,
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3aKpervieHHbIH B HX SI3bIKOBOM CO3HAHUH,
OH BBICTYMAaeT KakK OJIHH U3 KOMIIOHEHTOB
CeMHO3HCa COLHAJIBHOIO MPOCTPAHCTRA.
OTHOKYJIBTYpHbIE 0COOEHHOCTH
ceMuocepbl IOPThI 3aKperieHbl

3a JieKceMaMH «KHi3» 1 «603», KOTopble
YKa3bIBAIOT Ha CEMHOTHUYECKHI pecypc
KOJIMPYIOLLMX CTPYKTYP, B JAHHOM CJIyyae
OpPHUEHTHPOBAHHBIX HA BU3YaJIbHYIO
MOJIaJIbHOCTb.

3aKknwuyeHue

Oco6eHHOCTb CeMHOTHUECKHX
MCC/IeIOBAaHUH 3aK/I04aeTcst B HEKOH
KOHBEHIIMOHAJLHOCTH MTPUHSITHS TOTO,

UTO «CMBICJIbI HE SIBJISTIOTCS]
3aMOpOXKEHHBIMH H (DHKCHPOBAHHBIMU
BellaMH, KOTOPbIE JIOJKHBI ObITh U3BJI€UEHbI
1 paciuupoBanbl aHamuTHKaMu» (Skrede
and Andersen). BoJsiee Toro, uccneaoBanue
CeMHO3HCca, paccMaTpUBaeMOro

KaK KOJMPOBaHHE MPEIMETHOTO MUPa

¥ TIPOCTPAHCTBEHHBIX POPM, MO3BOJISIET
0OHapY»KHUBATh X 06YCJOBJIEHHOCTh

onpeJe/IeHHbIMH KYJIBTYPHBIMU
3HAYEeHHSIMH, S13bIKOBbIM CO3HAHHEM,
BU3yaJsIbHBIMH [IPEJICTABJICHUAMH U IPYTUMH
MOJIaJILHOCTSIMH aHTPOIOJIOTHYECKHUX
«U3MepeHU» MUpa.

TeMm cambIM MOKHO KOHCTaTHPOBATD,
YTO MPEANPHUHATLIN B CTaThe MOUCK
THOKYJILTYPHOH CTpaTeruu ceMuo3uca
Ha [IpUMepe PaCCMOTPEHHUS Ka3axCKoH
KHi3 yH W KbIPTBI3CKOH 0603 yH 10PThI,
MoKasaJl MepCrneKTUBHOCTb PUMEHEHHS
CEMHUOTHUYECKHX CTPaTeruil He TOJIbKO
B H3y4eHHH ceMHOC(epbl COBPEMEHHOTO
COLIMAJIbHO 03HAUYEHHOTO MPOCTPAHCTBA,
HO W 0ObEKTOB, apTedakToB
TaK Ha3blBAEMOH TPAJMLIMOHHON KYJILTYpHI,
B YAaCTHOCTH THOPKCKOI'O KOYe€BOIro MHpa.
IT0 M03BOJISIET PACILIMPUTh MPAHULIBI
TIOHUMAHHS1 CMBICJIOB, COZIEP2KALLIUXCS
B 3HaKax, f3bIKe JI0OOH KyJIbTypHOH
11eJIOCTHOCTH MJIH ee (pparMeHTa, a Takke
CJIY?KHT MPEOJI0JIEHHIO YCTOSIBLLMXCS
CTE€PEOTHIIOB B UX TOJIKOBAHHH, TOCKOJIBKY
3HAKH U KYJIbTYPHbIE KOJIbl HeCyT B cebe
MHOKECTBEHHbIH MOTEHIIHAJ CMBICJIOB.
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Kypmanrasbl atbinnarsl Kazak yarTbik Koncepatopusichl (Asnmatbl, Kasakerat)

3THOMSAEHU CEMUO3UC ACMEKTICIHAETI KA3AK KWI3 YI
XXOHE KbIPFbI3 503 Y/I

AHpartna. Kasak Kui3 yi XXaHe KbIpFbl3 603 yili op OKbIIbIM CalblH XaHA MafblHaNApPbl albINATbIH
M3LEHMUETTIH, NaHAIK aneMiH 6erHenenTiH MaTiH peTiHae apekeT eTeni. COHABIKTAH 3epTTeyaiH MaKcaThl
HOpwuit JToTMaHHbIH, M3AEHM CEMMOTUKACHIHbIH, OOBbEKTUBI apKbibl KMi3 YIAAIH STHOM3AEHM KOLbIH XXaHe
CeMWO3bIH TaNAayablH 3AiCHAMAsbIK HEFi3iH Xacay 60bin Tabblnagpl.

CemMuonorus xaHe OHbIH benrinepae »acblpblUFaH aNeMAi «KKepyaiH» XaHa TacingepiH Taby
MYMKIHZAIri YATTbIK 971eM 6erMHeCiH aneMHiH Tinaik 6erMHeciHoe yHaey e3ekTi 6onapl. Tangay Herisi —
KoHLenTocdepa, ceMnocdepaHblH, KoCankbl Xyreci. KeHicTikTiH aneymeTTik 6enriney KarmoanapbiH
KapacTblpaTblH re0CEMUOTUKA KaFuaanapbl BU3yanabl CEMUOTMKA dAicTeMenepiMeH YHAeCTipinin
konaaHbinabl. CoHaan-ak, KblipFbi3 KMi3 YHiHiH TyC 6enriciH TyciHaipy ywWiH BU3yanabl aHTPOMNOAOrms
9MICiHIH XeKe acnekTici KonaaHbinabl.

Kni3 yiaiH sTHMKanbIK, (Ka3ak, >kaHe KbIpFbl3) aTayblHa 6aca Ha3ap aymapy Ke3nencok eMec, enTKeHi
M3[EHM XaAirep TeK LWbIHAMbI TinAe TyXKbIpbiIMAAMa PeTiHAE TanKblAaHybl MyMKiH. Kui3 yii Xannbl «yi»
TY>KbIpbIMAAMAaCh! peTiHAE KapacTblpblaiafbl, OHbIH, 3TUMONOrUSACbIHAA aMbeban XaHe STHUKANbIK epekLue
MaHbI3bl 6ap. Ka3ak xaHe KblpFbl3 TiNAEpiHAEr KMi3 Y4 HOMUHAUMANAYLAAFbl aiblpMaLUblbIKTbIH,
cebenTepi: «KMi3 yii» XaHe «603 yi» Maceneci kapanapl.

Kasak Kkui3 yii MeH KbIpFbi3 603 YIiHiH CEMUO3UCbIHbIH, STHOM3EHM CTPATErMUAChIH i34ey Kasipri
M34EHU OpTaHbIH, 0OBLEKTINEPIH A€, A3CTYPNi MOAEHUETTIH, XAiIrepnepiH e 3epTTeyae CEMUOTUKANbIK,
cTpaternanapbl KonAaHyAblH nepcnekTnBacbiH kepceTTi. KaHa Tacinaep MafeHu benrinepain,
MaFblHanapbIH TYCiHAIpYyAeri CTepeoTUNTepAi XXeHyre MyMKiHAIK 6epegi.

Tipek ce30ep: ceMNO3MC, Ka3ak, KMi3 Yii, KbIpFbl3 603 yiii, STHOM3AEHMET, TYKbIpbiMAAMa, ceMmocdepa,
reoceMmoTmKa.

Jaiiexce3 ywiH: Hayp36aeBa, AbMUpa. K ITHOMIAEHU CEMMO3UC aCMeKTiCiHAeri Ka3ak, Kui3 yit
XaHe KbIpFbl3 603 yiiin. Central Asian Journal of Art Studies, 7. 8, N2 1,2023, 44-45 6.

DOI: 10.47940/cajas.v8il.673.

Aemop Kom#a3baHblH COHFbI HYCKACbIH OKbIN KyNnmaosl aHe Mydoenep KaKkmblfbiCbl OK eKeHOieiH
ManiMoeliol.
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Kurmangazy Kazakh National Conservatory (Almaty, Kazakhstan)

KAZAKH (K11Z UY) AND KYRGYZ (BOZ UY) YURTS IN TERMS
OF ETHNO-CULTURAL SEMIOSIS

Abstract. The kazakh (kiiz uy) and kyrgyz (boz uy) yurt, representing the object world of culture, act
as a text, with each reading of which its new meanings are revealed. The study aim is to consider
the possibilities of analyzing the ethno-cultural code and semiosis of the yurt in the aspect of Yuri
Lotman's methodology of cultural semiotics, based on the “presumption of semiotics”, which provides
prospects for an interdisciplinary approach to the phenomenon of text and culture.

Semiology and its ability to find new ways to “discern” the world, hidden in signs, has made
the reference to the language picture of the world as a verbally expressed national picture
of the world. The yurt interlaced architecture mastery, architecture, art. The analysis focuses
on the conceptosphere as a subsystem of the semiosphere. The methods of visual semiotics combined
with the principles of geosemiotics, which considers the principles of social signification of space,
are used. A particular aspect of the visual anthropology method is also used to interpret a colour
denotation of the kyrgyz yurt.

The emphasis on the ethnic (kazakh and kyrgyz) name of the yurt is not accidental, as only
in authentic linguistic expression ca cultural artefact can be discussed as a concept. The yurt
is considered as a concept of “home”, which has a universal and ethnically specific meaning contained
in its etymology. The issue of reasons for the nomination difference in the yurt in the kazakh
and kyrgyz languages: (kiiz uy) and (boz uy) is considered.

The search for ethno-cultural semiosis strategies for the kazakh kiiz uy and the kyrgyz boz uy yurt
has shown the promising application of semiotic strategies in the study of both objects of modern
cultural environment and artifacts of traditional culture. New approaches will allow to overcome
stereotypes in the interpretation of meanings of cultural signs.

Keywords: semiosis, kazakh yurt (kiiz uy), kyrgyz yurt (boz uy) ethnoculture, concept, semiosphere,
geosemiotics.

Cite: Naurzbayeva, Almira. “Kazakh (Kiiz Uy) and Kyrgyz (Boz Uy) Yurts in Terms of Ethno-Cultural
Semiosis.” Central Asian Journal of Art Studies, vol. 8,no. 1, 2023, pp. 66-81.DOI: 10.47940/cajas.v8i1.673.
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bbICTPbIE PUCYHKH
PACHUJIbBEKA
ECTEMECOBA

(K MPOBJIEMATUKE
«[MTAMSATDb HALIUN »)

Cgemnana Lllkasiesa'

! HesaBucumblii neeseoBareib
(Anmater, Kazaxcran)

AHHoTaums. lpaduka Pacunbbeka EctemecoBa - 310 cBOeobpa3Hoe ABAEHUE PA3BUTUS CMIOHTAHHOIO
ObICTPOro IMHEMHOTO PUCYHKA B UCTOPUM COBPEMEHHOM rpadukmn KasaxcraHa. ObpaiieHune

B MCCNEN0BaHUM K paboTaM Xy[A0XKHMKA KaK K BU3YasIM3MPOBAHHOW NpakKTUKE 3MAETUYECKOM NaMsaTy
aBTOPa, BOCMPOM3BOASLLEr0 06pa3bl HALMOHANBHOIO 3TOCA, MPOBOAWTCS BMNEPBbIE, YTO NMO3BOJISET
Ha3BaTb paboTy aKTyasbHOMN.

LlensMu nccnenoBaHUs CTanm «YTEHME KOHTEKCTOB» PUCYHKOB, MO3BOJISIOLLEE MOHSATb LLEHHOCTHbIE
OPUMEHTMPbI TBOPYECTBA XYAOXKHMKA, U aHaNM3 NPMEMOB aBTOPCKOro MeToAa rpaduka. B obuien
METOA0JIONMU HaMUCaHUS CTaTbk UCMO/b30BaHbI Pa3Hble CoCobbl U3yYeHUst paboT XyAOXKHMKA:
BM3YyasibHbli1 UCKYCCTBOBELYECKUIA aHanu3, MeTos HopManbHO-TUMONOrMYECKOW CUCTEMATM3ALLUM,
NPUEMbI MHTEPNPETAaTUBHOIO NOAX0AA, GEHOMEHOIOTMYECKUIA METOL, CEMUOTUYECKUI aHANK3,
CPaBHUTENbHO-COMOCTaBUTEbHbIN METOL. B cTaTbe MHOTME CMbIC/IOBbIE PELIEHUSI KOMMO3ULMIA PUCYHKOB
XYLOXHMKA COMOCTaBIS/IUCh C BbIBOAAMM UCCnenoBaTenei — hpunocodos, 3STHONOrOB, MUGOIOroB,
M3yYatoLLMX NMCUXONOTMI0 TBOPYECTBA U 0COBEHHbBIE YEPTbI, PUCYLLME XapaKTepy CTaTyca MAEHTUYHOCTU
Ka3axckoro Hapoga. bnarogaps TakoMy CPaBHEHMIO BbISIBIEHO COOTBETCTBME MEXAY CMIOHTAHHbIMMU
3naeTMyeckumm 06pazamu, LONONHEHHBIMU BU3YasibHbIMU CUMBOIMYECKMMU MUDONOTMYECKUMU
1 HONBbKNOPHBIMKU PEMPE3EHTALMUIMU XYA0XKHUKA, U TEOPETUYECKUMMU NMOSTOKEHUSIMU UCCNIEA0BAHMIA
YYEHBbIX.

[NokasaHbl oTIMYKUTENbHBIE 0COBEHHOCTM XYA0XKECTBEHHOMO A3blKa KMHTENNEKTYalbHO-YYBCTBEHHBIX»
PUCYHKOB aBTOPa: BbIpa3uTeNbHAs TEXHMKA Nepeaaym ynpoLLeHHbIX GOpM B CKOPOM PUCYHKE
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BeepeHue

3HauuTENbHOE UCTOPHUECKOE COOBbITHE —
pacnay CoBerckoro rocynapersa 30 Jiet
TOMY HasaJl — MOBJIMSJIO HA H3MEHeHHe
MHOTHX HarpaBJeHUH HCCIeI0BAHUH
TYMaHUTapHbIX HAYK M Pa3BUTHsI HCKYCCTBA
MOCTCOBETCKUX cTpaH. B HezaBucumon
Pecny6avke Kasaxcran aktuBHOE
BHUMaHHe YYEHBIX U XY[I0KHUKOB
o0pallleHO Ha BOCCTAHOBJIEHHUE STHUUECKOH
KYJIbTYPHOH MIEHTHYHOCTH, CBS3aHHOM

C UMBUJIM3aLMOHHBIM TIPOCTPAHCTBOM.

Ha cbone pazBepHyTbIX MaciTaGHbIX
HayYHbIX UCCJIEIOBAHUH STHOJIOTOB,
¢dusocohoB, HCTOPUKOB, JIMHTBUCTOB,
MCKYCCTBOBE/JIOB U MHOTHX JPYTHX
CTEMAaMCTOB HHTEPECHBI PabOThI
Ka3aXCTaHCKHUX Xy/I02KHHKOB, 06pallatoLnXCs
K TeMaM MpOIJIOT0 U COBPEMEHHOCTH
crpaHbl. B »kuBomnucH, ckysnbnrype,
rpadguke, MpUKJIAHOM HCKYCCTBE,
contemporary art — HeMaJI0 Xy0XKHUKOB,
M0-CBOEMY OCMBIC/ISIFOLIMX COOBITHS
MCTOPHH U KYJIBTYPbl CTPaHbI.

Cpemu nux Pacunbbexk AGneneBuy
EcremecoB — xynoxuuk u3 [lIbimkenra,
TpeTbero Merarnosnca Kazaxcerana. On onun
U3 TeX, KTO, YBJIECUEHHbIH JUHEHHBIM CTHJIEM
rpaduku [Tukacco, o60dde 1 1pyrux
XY/I0’KHUKOB MojJiepHu3Ma XX Beka, HauaJl
CO3/1aBaTh CBOU CMIOHTAHHbIE OBLICTPbIE
PHUCYHKHM MHOTO JIET TOMY Ha3al.
3a 3TH rojibl TROPUYECTBA Y XY[0KHHUKA
OTPEJIEJTUINCh TEMbI, CBI3aHHbIE
C pa3/IMYHbIMK BU3yaslbHBIMH 00pa3amu.
Onu BoMJIOLIEHBI HE TOJIBLKO
B MHOTOUHMC/JEHHbBIX PUCYHKAX,

HO U B roOeJieHax, CKyJbNTypax MajbIx
thopm U npousBesieHusix street art
(bivkent, Anmartsl, Yerb-Kamenoropek).
Y3HaBaeMble 06pa3bl TBOPUECTBA
XY[I0’KHMKA OTpaxKatoT ero »xH3Hb

B OKPY»KEHHH POJHOrO HAapoja,

He yTPaTHBIIETO CBOM PEBHUE TPANHUIINH,
HEeCMOTPS Ha COLMaJIbHbIE, SKOHOMHYECKHE
1 KyJIbTYpHbIE U3MEHEHHUSI, KOTOpble
MIPOUCXO/IUJIM HE OJIUH Pa3 Ha MPOTSIKEHUH
XX — nauana XXI Beka B HCTOpHH CTpPaHBbI.

O61rpHas TeMaTHKa rpaduueckoro
TBOPUECTBA Xy/10’KHHKA BbI3bIBAET
HECKOJIbKO BOMTPOCOB, KOTOPbIE CTaJH
LeJISIMU U3yu€eHHsT ObICTPBIX PUCYHKOB
EcremecoBa. [maBHble U3 HUX, C OJHON
CTOPOHBI, — 3TO MOCTUKEHHE KOHTEKCTHOTO
CMbICsIa TpaUuECcKOTo OTbITa XyI02KHHUKA,
YBJIEUEHHOTO TOITHKON TPAUILIMOHHON
MOBCEIHEBHOCTH HAPOJIA U €ro
MHUPOMOHUMaHUEM; IPYTOil BOTTPOC —

TaK Ji JIOCTOBEPHbI ABTOPCKHE BIeYaTeHH s,
M3J102KEHHbIE B KOMIO3ULMSX, B OTPAKEHHUH
06pasoB PoJHOTO HAPOJA 110 CPABHEHHIO

C TEOPETHYECKUMHU MOJIOXKEHUSIMH
MccseoBaHni yueHbix? MoxkHO

JIM CTIOHTAHHOE TBOPUECTBO XYJ0XKHHKA,

He JIeJIalolIero rnpeaBapuTe/bHble 3CKU3bI

B peleHnu 06pa3oB, KaK B IPYryX KaHpax
OPHTHHAJIbHOH CTAaHKOBOH IpadvKu, CUUTATh
peJIeBAHTHBIM OJTHOH M3 BO3MOXKHBIX
MPAKTUK, KOHCTUTYHPYIOLLUX [TPEICTABIEHHUST
B 0603HAUYEHHH Ka3aXCKOH HJIEHTHUHOCTH

B KyJIBTYpe CTpaHbi? A, C Ipyroil CTOPOHBbI,
ABTOPCKAasi MaHepa BbIMOJHEHHST ObICTPbIX
PHCYHKOB, TOXKJIECTBEHHAs1 CBOOOIE
BH3YaJIbHOTO sI3bIKA CAMOBbIPaXKEHHS,
no3BoJisieT 00paTHTh BHUMaHHE HA aHAJIU3
thopMasibHBIX TPUEMOB, HCTOJIb3YyEMbIX
XYJIOXKHUKOM.

MeTonbl

MatepuaJjiom Jijist CTaTbH MOCTYKHUIH
PHUCYHKH, BBITOJHEHHbIE XYJIOKHUKOM

Ha TPOTS2KEHUHU MEPBbIX JABYX I€CATHIETHH
XXI Beka. MIx MHO>KeCTBEHHOE KOJTMYECTBO
00yCJIOBUJIO TIPUMEHEHHE B CTaThe

MeToz1a (PopMaJsIbHO -THITOOTHYECKOH
CHCTeMaTH3allluK, KOTopasi onpeesnia
OCHOBHbIE TEMATHUECKHE CEPUH,
MOBTOPSiEMbIE U JIOMOJIHIEMbIE
XYJI02KHHKOM B pa3Hble roJibl TBOPUECTBA.
BusyasbHblil aHa/M3 BKyre ¢ HEKOTOPbIMU
MPUHIMIAMH TellTaJbTa TTOCTYKUI

JUIs1 OTIpe/ie/IeHHsT OCHOBHBIX TBOPUECKHX
NpUeMOB XyjloXKHUKa. B npotiecce paGoThl
Hajl cTaThel OblJIO 0CO3HAHO TO, UTO MHOTHE
3pUTE/H, He 3HAKOMbIe OJIM3KO

C Ka3aXCKOH TPAIMILIUOHHON KYJIbTYPOH
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¥ He yryOJieHHbIe B TOCTHXKEHHE CMbIC/Ia
00pa3oB, 4acTO BUJIAT TOJILKO BHELIHeE,
0003HaYeHHOEe Xy[10KHHKOM. [ToaTomy
/151 HAC ObLJI0 BAXKHO OTIPEJIe/IUTh
KOHTEKCTHOE LIeHHOCTHOE YTeHHe
(3. Xoaun) pucynkos P. Ecremecosa.
KyabTypHO-1cTOpHUeCKHil METOJT
MCC/Ie/I0BaHUsl KOHTEKCTa, B YACTHOCTH
MOBEIEHUECKUX TPAIULIUI, 0003HAYUI
MOHUMaHHMe TIOX0/1a XyI02KHUKA
K MEHSIIOLLUMCST COOBITHSIM B KU3HH
HapoJa, HO TPU STOM COXPAHSIIOLIETO
YepThl IPEEMCTBEHHOCTH KYJILTYPbI
00lLEeHHsT, CeMEHHBIX LLeHHOCTEH,
yBJIedeHHH. B cTaThe cnob3oBaHbl
TaK:Ke TPUEMbI HHTEPTIPETATUBHOTO MOJIX0/1a
(K. Tupit), wim «HACBILIEHHOTO OMHCAHUST»
( “thick description’”), npuMeHsieMOro
B sTHOTpauu. GeHoMeHOTOTHIeCKHH
metoz (3. [yccepab, 1. Pukép u ip.)
1 cemrotudecku ananua (fO. Jlorman,
P. Bapt u ip.) ucnonbzoBanuch
MPU PACCMOTPEHHH MHOTHX 00pa3oB
¥ 3HAKOB B KOMITO3ULHSX rpacukKa.
BaxkHoii 151 aBTopa Gbliia o3uiys
paccMoTpeHHUst paboT € TOUKH 3pEHHs,
no K. [upiyy, «BHelHero HabonaTess1»
(BbIpakeHue 371eCh J0BOJLHO YCIOBHO
MPUMEHEHO, KOHEYHO ), M0JIBEKa
B CBOCH »KH3HHU MPOXKHUBAIOLLETO
B MHOTOHallMoHa/ibHOM Kasaxcrane.
Hapsiny ¢ nckyccrBoBenueckumu
MeTOJaMH UCCJIeNIOBAHUS B CTaThe OblIN
MCIOJIb30BaHbl MHOTHE BBIBOJIbI pAOOT
KazaxcTaHcKuX pusocodoB, STHOJIOTOB,
MHOJIOTOB U IPYTUX YUEHBIX.

Ouckyccus

[pacuka P. EcremecoBa B pagmble

ToJibl TPUBJIEKaa BHUMaHHe MHOTHX
MHTEJIJIEKTyaIbHbIX COBPEMEHHUKOB

(X. TpycrniekoBa, b. Kunntaes,

H. KamaJiosa, )K. Enmo6aesa, B. Cumakos
1 1p.). B smMolMoHa/NbHO U CUTYaTUBHO
HanMCaHHbIX TEKCTaX Jisl al1bOOMOB

MO HCKYCCTBY, BBICTABOK Xy/I0?KHHKA,
CMMU u npyrux u3fanuii U CoO3aHHbIX
TeJIeBU3MOHHBIX (PUJIbMaX U Meperadax

OTMETHM BOCTOPXKEHHOE OTHOLIIEHHE
K TBOPYECTBY M MACTePCTBY ObICTPOTO
PHUCYHKA Xy[L0KHHKA.

JleficTBUTENBEHO, aBTOPCKHE PUCYHKH
NPECTABISIIOT CJIOKHbBIH CHHTE3 3HAHUS
JIyXOBHOT'O CKJIa/la U COOCTBEHHOTO
YKH3HEHHOTO OIbITa, TPAHCJHPYEMOTO
XYII0?KHUKOM B BH3yaJibHble 06pasbl
ToCa HALMK (MM e€ XapakTepa, STUKH
W 3CTETUKH, OTHOLLIEHUS K camoil cebe
1 CBoeMy MHUpY) Gsiarofapsi, BUAMMO,
CBOHMCTBAM BPOKIAEHHOH 3UETHUECKON
NaMsTH ¥ MHEMOHUYECKUM TeXHUKaM.
J1151 Hac 3To Hence/1e10BaAHHbIH OTbIT
COBMElIIEHHS] YIIMBUTEJIbHBIX SIBJEHHH,

B KOTOPbIX peaJjibHble 06pasbl 4acTo
npeo6pasyloTest B Boobpakaembie,
MO3THYECKHE, U TTOTOMY JIOTIOJIHEHHBIE
XY[0’KHUKOM CHMBOJIHYECKHMHU 3HaKaMH

1 cMbiciaMu. «YTeHne KOHTeKCTa»

(3. XoJu1) pUCYHKOB Xy/10KHHUKA
Croco6CTBYeT AelIn(POBKe HHOPMALIHH,
MOMOTalolIel MOHATh K U3HYTPH» JIyXOBHYIO
KYJIBTYPY M 9THOTICHXOJIOTHIO Ka3aXCKOro
Hapopa. d. XoJs1 nuiet: « KoHteker —
3TO UH(OPMALHsl, KOTOPast OKPYKaeT
CoObITHE U HEPA3PBIBHO CBsI3aHa

CO 3HAUEHHUEM 3TOr0 COOBITHS. DJIEMEHTHI,
KOTOpble 0OBEIUHSIOTCS [/ CO3aHUS
3aJJaHHOTO 3HAUEHHUST — COOBITHS

M KOHTEKCT — Haxo/sITCs B Pa3HbIX
NPONOPUUSIX B 3aBUCHMOCTH OT KYJIbTYpPbl»
(Hall 7). XoJ OTHOCUT MHOTHE KYJITYpbl
BocToka K BBICOKOKOHTEKCTYa/IbHbIM,
o6J1alaloIMM BHUMAHHEM K JeTajIsiM
COOBITHH U, 110 CYTH Jie/1a, CO3Aat0IIHUM
pasHooOpasue B 3HaU€HUU KOHTEKCTyaJIbHOH
vH(OopMaLMH, yrIyOstoLLell CMbIC
BOCIPUATHS XapaKTE€PHBIX 9JIeMEHTOB TOH
WJIM MHOH KYJIBTYPBbl.

9. Xuplil, co31aBIINH H3BECTHYIO
TEOPHIO KYJILTYPHOH PAMOTHOCTH,
MO3BOJISIIOLLLEH MOHATD 1IeHHOCTHbIE
OPUEHTHPbI, B TOM YHCJIE€ TICUXOJIOTHUECKON
U COLIMAJILHON HIEHTUYHOCTH JII0O0N
KYJILTYpbI, T10JIaraeT, 4To nogoOHbIe
3HaHUs1 HeOOXOMMBI JIJis1 KOMMYHHKALIUH,
¥ OHU paccMaTpPHUBAOTCS YUEHBIM
KaK «CrocoOHOCTb MOHATh IIaBHYIO



MH(pOPMaIHIO, HEOOXOAUMYIO 7t TOTO,
4TOOBI CTATh UCTHHHBIM IPa’KIaHUHOM...»
(Hirsch 82). Ou BBes nonsitust
IKCTIMIMUTHAS U UMIJTUIIUTHAS
MH(OpMaLHsl, KPOCC-KyAbTypHOE
oOLleHHe».

J1151 ToHUMaHUsT CMbIC/Ia MHOTHX
rpacpuueckux padot P. EcremecoBa BaxxHO
006paTUTh BHUMAHHE Ha HEKOTOPbIe
BBIBOJIbI aHAJIM3a AKTyaJIbHOM MPOGJIEMbI
M3y4eHHsl U KJ1acCUpUKaLMKU KOHLIenTa
«TaMsTh», pa3pabaTbiBA€MbIX yU€HbIMU
XX # nHauana XXI Beka — M. Xa/b6BakcoM,
A. Bap6yprowm, [O. Jlormanom, A. Accman,
$1. Accmanowm u 1. Hopa, I1. Puképom
¥ MHOTHMH JIPYTHMH HCCJIEN0BATEISIMH.

Tak, 91. Aceman noJiaraer, 4to «oOLLEeCTBa,
BbIpa0aThbiBasi KyJIbTYpYy MaMsITH O MPOLLIOM,
MPOAYLHPYIOT COOCTBEHHbIE BOOGpaKaeMble
00pasbl U MPOHOCSIT CBOIO HIEHTHUHOCTh
CKBO3b CMEeHY MOKOJIEHHH; U J1e]1aI0T
OHHM 3TO, YTO Y15l HAaC HauboJiee BaXKHO,
COBEpIIEHHO Mo-pasHomy>» (Accman 17).
[ToHsITHO, UTO OJIMH M3 ITHX CJIyYaeB
«Pa3HOro», 0TMEYEHHOI0 YUEHbIM,

MOZKET OTHOCHTBCS K OTIbITY Ka3aXCTaHCKHX
XY/I0?KHUKOB H, B YACTHOCTH, K TpahuiecKomy
tBopuectBy P. Ectemecona. ¥ I'1. Hopa
untaeMm: «[lamaTb ykopeHeHa B KOHKPETHOM,
B IPOCTPAHCTBE, KecTe, 00pase H 0ObeKTe »
(Hopa 20).

O6patasich K UcCIe10BaHUAM
HalllUX IHEeH, OTMETHM MHOTOUHMCJ/IEHHbIE
ny6aukauuu Actpua dpJi, OCHOBaBLIEH
®pankdypTekyto naathopmy
uceaenopanuil namsaTu B 2011 rony.

B onnoti u3 eé nybukauuii 2022 rona
YIOMMHAETCS O POBEIEHUHN UCCIeIOBAHUH
IKCIJIMIIUTHOH KOJIIEKTUBHON MaMSITH,
OJIHAKO OHA IMULUET, CChIIasICh Ha JAPyrue
MCC/IIOBAHMS, UTO CYLIIeCTBYET

B 3HAYUTEJILHOH CTEMEeHN CKPBIThIN

MHP <UMIIMLIUTHOH KOJIIEKTUBHOM
namsitTh». McenenoBarenbHula rosopur,
4TO «”BBICOKAS 9(P(PEKTUBHOCTD” —

3TO LIEHTPAJIbHbIA ATPUOYT UMIJIUIIUTHON
namsit. B To e Bpemsi Takue MollHbIe
“ObicTpble” (hOPMbI MAMSTH YACTO
OCTalOTCSl MOJHOCTBIO CKPBITHIMH.

Onu GeccosHartesibHbl, HelpeaHaMepeHHbI
1 HeKoHTposnpyeMbl» (Astrid Erll).

IT0 LIeHHOe 3amMeuanue A. dpJu,

KOTOpOE MOoMOraeT HatlieMy MOHUMaHHUIO
TMPH TIOTIBITKE 0GBACHUTD XapakTep
crioHTaHHoro TBopyectBa P. Ecremecoa
U ero HabJII0AATENbHOCTb, CIIOCOOHOCTb
BOIJIOTUTb COOCTBEHHOE BOCMIOMHUHAHHE

B XY/102KeCTBEHHBIH 3aMblCedl.

B uccnenoBanusx «KyJbTypHOH
MaMsTH», TPOBEIEHHBIX aIMAaTHHCKUMU
MCKYCCTBOBE/IaMH, OTMETHM [ paHTOBbIH
npoekt MJIM KH MOH PK «Kyabryphas
NaMsiTh Kak lyXOBHBIH pecypc
HalMoHa bHON uien “Moaurinik Ea”

B COBpPEMEHHOM M300pa3UTENbHOM
MCKYCCTBE U apxuTeKType Kazaxcrana»;
CTaTbH, ONMyOJMKOBAHHbIE B 3apyOe:KHOM
uananuu (Sharipova, et al) u B KazaxcTaHCKHX
peleH3MPyeMbIX HAyUHbBIX XKypHaJIax.

B HUX aBTOpbI paccMaTpUBAIOT pasHble
ACMEKTHI MTPOOJAEMATHKH KyJLTYPHOH
MaMsiTH, YMTaeMble B TPOU3BEIEHUSIX
rpacduku, ckynbntypsl. Tak, Hanpumep,
B MTPOMU3BEEHHSX, TTOBECTBYIOIINX

o roJiozie 20-X Toj10B MPOLIJIOro BeKa

B Kaszaxcrane, ucenenyorest «popmbl
pernpe3eHTally KyJabTyPHOH TPaBMbl
Kak MeTaopbl U apPeKTHBHOTO
nepexxupanus» (Lllapunosa, u np.,
«OcMmbIcIeHre TparnieCKUX MOMEHTOB
HalMOHA/ILHON UCTOPUH B rpaduke

1 MOHYMEHTaJIbHOH CKYJIbIType
Kazaxcrana»). B npyroii cratbe aBTopbl
aHaJIM3UPYIOT MOUCKH COBPEMEHHBIX
Xy[I02KHUKOB Kazaxcrana, onucbiBasi
POJIb HHTEPTEKCTYaTbHOCTH KaK OJIHOH
M3 KaTeropui NpocTpaHCcTBa
KynbTypHo#t namsitu (LLlapunosa, u ap.,
«HTepTeKCTyabHOCTD B COBPEMEHHOM
nckycerse Kasaxcrana B acriekre
KYJILTYPHOH TTaMSTH ).

PesynbTaTthl

Ipagpuka xynoxxkunka

«Koncrautbiii Teker» (Jlotman)
TBOpuecTBa Pacusibbeka Ecremecosa
TpaHchOPMHUPOBAH U aKTyaJIM3UPOBaH
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B OTPOMHEHIIIEM KOJIMIECTBE TpauuecKux
JIMCTOB. XY/IOXKHUK 00/1a71a€eT PEIKOM
SUNETUYECKON MaMSTbIO U CBOU PUCYHKH
BBIMOJIHSIET JIETKO U CBOGOJIHO, HO TOJILKO
Tora, «Koraa noér aywa». MiMeHHo B 311
MOMEHTbI IPOUCXOIUT 0COO0€ IEUCTBO
TBOPUYECTBA, COEJIMHSIIONIEE BHYTPEHHHE
BHJICHHS U MOMEHTAaJIbHbIE TTPEJICTABJICHHS
Pacusb6eka B BbIpaguTesbHyto hopmy
XYJIO2KECTBEHHOT0 00pasa pUCyHKa.
Y @enepuro Llykkapo, xyloxKHHMKA
1 TEOPETHKA MaHbePU3Ma, eCTh
oripefiesieHHe MOHSTHS] «BHYTPEHHEH
(hopMbI», MM «BHYTPEHHETO PUCYHKA»:
«...HapsiLy ¢ TUM MPUPOIHBIM BHELIHUM
PHUCYHKOM MPEXKJIEe BCEr0 HEOOXOUM
BHYTPEHHHUH MHTEJIIEKTYaJ bHO-
UYBCTBEHHBIH PUCYHOK, HO OH, KaK GoJiee
JIAJICKHH OT YACTHOCTEH, COBEPIICHEH »
(Dcretnka Peneccanca 532).
«MHTesnekTyasbHO-uyBCTBEHHbIE »
PHUCYHKH XyZI02KHMKa — 3T0 ocobast
HarnpaBJeHHOCTb €ro rpaduyecKoro
TBOpUYECTBA, B HEM MHTEPECHBI
NPOsiBJICHUS HALLHOHAJLHON TICHXOJIOTHH,
TPaJMLIUOHHOCTH, BKJItoUatoule
MO3THYHOCTb BOCIPUSTHSI MUPA
1 TIOBCEIHEBHOCTH. «B noHumanuu
Ka3axoB OyJHH — B UX HEU3MEHHOMH uepeje
C HEU3MEHHbIMH 0ObIYHBIMH 3200TaMH
U PaJloCTSIMH 2KeJIaHHbI, 6J1ar0C/0BEHHbI»
(Hypaanoa 12). CroxkeTbl ObITHSI HApoza
B rpauuecKuX KOMIMO3HUIIHSX 4acTo
JI0M0JIHeHbl 06pasaMu aBTOPCKOH aHTasnu,
OTPaXKeHHOH B MU(OJIOTMUYECKOH CUMBOJIUKE
1 (OJILKIOPHBIX Mpe/icTaBaeHUsX. FIMeHHO
9TO KayeCcTBO TBOpYECTBA XY/102KHHKA
3acrapJjisieT BerioMHuTh K. 1. Mnbuna,
OTMETHBIIIETO, UTO «Creln(prKa
JIAKAHOBCKOT'O MOHUMaHHUS SI3bIKOBOTO
CO3HAHUSI MTPEK/IE BCEIO COCTOUT B TOM,
UTO OHA BbITEKAET U3 €ro MpeJiCcTaBIeHus!
0 CTPYKTYpe 4e/I0BeUeCKOH NMCUXHKH KaK
chepe ¢J102KHOTO U MPOTHBOPEUHBOTO
B3aUMOJIEHCTBHS TPEX COCTABJSIOUINX:
Boo6parkaemoro, CHMBOJIMUECKOTO
u PeasibHoro» (Mabun 67).

[pacnueckue nuCTHI Xy10:KHUKA
(KaK npaBHJIO, OH UCMOJb3YeT 0ObIUHYIO

nucuyto Oymary MexKIyHapoJHOro CTaHAapTa
[SO 216 — 210 x 297 mMm) otsinuaioTcst
pPa3HbIMHM TeXHHKAMH BbITIOJIHEHHSA
NPH MOCTOSIHHOM NPUMEHEHHUH JIMHHU
111aPUKOBOH PYUKH (3arpaBjeHHON
resieM), NPU3HAHHOK OJTHUM M3 JIy4LIHX
MUPOBBIX U306pETEHUN U IOCTYMHOM
JUIs1 JTIOOOTO JKeJMAIoLIero. DTo OTKPbITHE
1932 rona BeHrepcKoro KypHaJucra
Jlacsio bupo, noxaJyi, Brepsble
B MPaKTHKe rpaMiecKoro TBOpUECTBa
NPUMEeHHUJ U3BECTHBIN PpaHILy3CKUH
xynoxuuk JK. o6odde (Jean Dubuffet).
Texnnka cnoHTaHHO-6ecco3HaTENLHOTO
pucoBanus rpaduamos ( hourloupe)
CHHEH U KPAaCHOH LIaPUKOBOH Py4KOH
TMOBJIUSJIA HA CO3[aHHe KOJIIazKeH,
MOJIUCTUPOJIOBBIX (DUTYP U OGBEKTOB
3HAMEHHUTOro Xy/l102KHUKA. Ho coneprkanue
KOMIO3UIIMH PUCYHKOB PacuibOeka
EcremecoBa abcoJtoTHO pyroe —
3TO HACTOS1Ast MPOHHKHOBEHHAS
rpaguueckas o/a Xyl10:KHHKA BCeMy
THUYECKOMY, OTPasKeHHOMY B CIOXKeTax
HeCIeLHOro naTpHapxajbHOro
TPaAHLMOHHOTO OBbITUS C YCTOHYHBBIM
VKJIA10M 100pO#H U 3a60TJIMBOK CeMbU
¢ €€ JIYHOJIMKMMH KpacaBHLAMHK -
XO035IHKaMH U CJIaBHBIMH MaCTepPULIAMH,
ceMelHbIM My3ULIHPOBAHHEM, CLIEHAMH
JIeTCTBa, MUJoro cepiily. JIto60BHbIE
TeMbl, 06pa3bl 0OLIEHUs], TBOPUYECTBA,
TEHIPHAHCKOH MU(OJIOTHH, Ka3aXxCKOro
(oJsIbKIOpa U T. /1. TAKXKE 3HAUMMBbI
JUIs1 Xy[I0XKHHKA — 3TO OCOOEHHbIE 3M30/1bl
MHOFOMEPHOI0 HALMOHAJIBLHOTO IyXOBHOIO
MHPOBOCIPUSITHS, TOH MHOTOJIHKOH
JKM3HHU Hapona, 60ratoro cBoek UCTopuen,
TPAIULUAMH, KyJILTYPOH, OCOOBIM
MHpPOCO3epLUAHHEM U MUPOTIOHUMAHHEM. ..
JIuHUs, HEpeIKO LIBETHAs, —
OCHOBHAs1 BbIpa3uTesibHasi TEXHUKA
PHCYHKA LIapPUKOBOH PYYKOH XyHLOXKHHKA —
B HEKOTOPbIX paboTax J0MOJHSIeTCs]
BbISIBJICHHEM CJIerKa HaMeueHHOro oobema
¢uryp u hona. BeiGpaHHbIl KOHTpACT
K JINHUH, KOTOPasl MeHsIeTCsl HHOT1a
B CBOMX rpajlaliisix TOJUIMHbBI, —
«KyJpsiBble» cripaJsieoOpasHble



3JIeMEHTbI WJIW pa3HoHaINpaBJeHHbIH
NpSIMON KOPOTKUH LITPUX, HHOTIA
(poTTaK — CO3/1AI0T TOHAJIbHbIH TTePeXojL
K HeOOJIbLIOH IIyOHHE POCTPAHCTBA

1 pacrioJ/iozKeHHbIX B Hell (PUTyp, BbI3bIBast
oco6oe ollyleHHe HETOMOTeHHOCTH
Bo3ylHo# cpepl. LLITpux, 3aButku
MCIOJIb3YIOTCS XYI02KHHKOM Kak 0COObIH
MeTo/ (hOPMHUPOBAHHS 3PUTETIBHOTO
BIeYaTJIEHHUsI STHHUECKOH OPHAMEHTUKH
TPAJIMLIMOHHON O/1E2K/Ibl MJIM TIPEIMETHBIX
JeTaseH.

B ero pucyHkax MOxKHO MPOCJENUTh
TO, YTO HeKasl He3aBepUIEHHOCTb,
CTHJIM3ALIMS U CXeMATH3M Mepeiadu
XapaKTepPHbIX KECTOB, JIBUXKEHHSI
buryp B hopmMax CKOporo pucyHka
CTAHOBSITCSI aBTOPCKUM METOJIOM,

1 «He3aBeplleHHble MPOIECCHI
3aMoMMHAIOTCS Jiyuliie» («3¢deKkT
3elirapHUK» B rellTaabTIICUX0JNO0THH ).

OHM CTaHOBATCS Ba2KHBIMH JJIOMUHAHTAMU
€ro u300Pa3UTEJIbLHOTO S13bIKA.
YHpOLIEHHOCTh B Nepejiade XapakTepHbIX
yepT, Kak-To: M1a3, Hoca, ryo U T. 1. —
u3oOpeTartesbHa U BAUSIET Ha TOYHOCTh

B HAHECEHHUH HEBEPOSITHO 3MOLIHOHAIBHON
JIMHUH C €€ yIMBUTE/bHBIMH U3THOaMU

1 TIOBOPOTaMHU, 06061LIEHUSIMA W HE JIMLIaeT
XyJl02KeCTBeHHble 06pa3bl epenaHHou
JKHUBOH MUMHUYECKOH MaJIMTPbl H STHUUECKON

KpacoThbl, U YTO BaxKHO — IMCHUXOJIOTHYHOCTH.

MHuorna Xy10:kHHK 110J1b3yeTcst
KOMITbIOTEPHOH LIBETOBOH HHBEpCHEH
aXpOMaTHYECKNX JIHHEHHBIX YePHO-6eJIbIX
WJIH LIBETOBBIX MTEH aKBAPEJbHbIX
PHUCYHKOB, B pe3yJibTaTe Yero CBeueHHust
B MOHMTOPE sIPKUX HEOHOBBIX 6€J10-
YepHbIX JJUOO OTKPITHIX COUHBIX KPACOK
NpeBpaLlaloT 3eMHbIE 3aMbICJIbl Xy10:KHUKA
B HEOXKHJIaHHbIE U BHEBPEMEHHbIE CBOEH
HepeasbHOCTbIO Maruueckue CleHbl
C (haHTACTHYECKHUM axKypPHbIM KPY2KEBOM,
CIJIETAIOLUM B €IHHOE LeJI0€ TOHKYIO Bf3b
«KYIPSIBBIX» U MPSIMbIX LITPUXOB.

YeToiuuBblil HAabOP MPUMEHSIEMbIX
CUMBOJIOB, pa3MelleHHbIX Ha I0JIOBE,
nJieyax M300paKeHHbIX TepoeB
KOMTMO3HUIMH — CTHJIM30BAHHbIX

M300paKeHu i yepenaxu, NTULLbI

CO CHECEHHBIMH AIHIIaMH JTHOO HecylleH

B KJIIOBE BETOUKY C JIMCTOYKAMH

U Arogkamu, obepera tymap, —
BCTPEUaEeTCsl BO MHOTHX paboTax pas3HbIX
cepuil XyJl0O’KHUKA, Haripumep, baJiaJibl
yi-basap (Muorozetnas cembs, 2012),
Monrinik capbitbl (3Hak BeyHoctd, 2007)
U T. 1. MlHorna on oObeuHsieT CUMBOJIb

B OJTHOM pUCYHKe, Hanpumep, Tymap
(O6eper, 2010), re cujisitiasi Ha Yepernaxe
nraiiika uzoopaxeHa ¢ obeperom

B KJIIOBHKE.

HenpemenHble Muco-goabkiopHbie
ceMaHTHUYeCcKHe aTpuGyThl MHOTHX
KOMITO3UIIMH XyJ0KHHKA — OJlyXOTBOPEHHbIE
XapakrepHble 06pasbl TOTEMHbIX
(M HETOTEMHbIX ) ITHIL U 2KHBOTHBIX,
YUaCTBYIOIIHMX B CIOYKETAX U JIOTOJTHSIOIINX
CMbICJI KOHTEKCTa rpauyecKux
KOMITO3ULMH. PagHble NTHLbI, ObIKH,
KOHM, BePOJIO/IbI, TUTPBI, Uepernax,
pbIObI, 3MeH, apXapbl U OCJIUKH —

TaK BEJUKO 110 KOJIMYECTBY MHOTOOOpasue
M300paXKeHNH TePHATBIX U 2KHBOTHbIX

B ero komnosuuusix. Korna-ro, B naBHue
BpeMeHa, «JI10jId CpaBHUBAJIH ceOsi

C 2KMBOTHBIMH M MTHIIAMH, CUUTAJIH

MX TAKUMH 2Ke Pa3yMHbIMH CyLLECTBAMH »
(Bucentbaes 111).

Ipagpnueckne cepnmn B TBOpUECTBE
XYAOXKHHKA

Cepusi rpauuecKux KOMMO3UIINH
/lerctBo — ocoOeHHast B TBOpUECTBE
Xy[0KHHKa, 60 J100ast Kagaxckasi ceMbst
CaMbIM TVIABHBIM CBOMM CUACTHEM CUMTAET
neteil. C paHHMX TEHIPHAHCKHX BpeMeH
JOOOBD K IETAM 0OpaTuiach B 0COObIH
KyJIbT ounTanusi. bosblinm ropem 6b1i1o
OTCYTCTBHE JIeTeH B CeMbe, U TIOPKH,

KaK M3BECTHO, TOTOBbI ObLJIM OTAATD

BCE, YTO UMEJIH, 38 CKOPOE MOsIBJIeHHE
HacJie/lHHKa B ceMbe (bucenbaen

127). Pe6éHok Kak Gs1arocsioBeHue,

Kak nocjaHue Hebec, TIATENbHO
obeperaemoe B KOJIbIOEIH MaTepblo, —
YaCTBIM CIOXKET B PUCYHKAX, HarpuUMep,
becik (Kosbibess, 2013) v np. He 3psi
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Xy0?KHHK MOKA3bIBAET HAM 3BE3/IHO-
JIyHHOE He00, KOJbIOe/Ib, pacrooKeHHY0
Ha CriuHe MU(OJOTHIECKON YepernaxH,
XPaHHUTEJIbHHULLBI 3€MHOTO YCTOSI.

B Kazaxckux ceMbsix Cyl1eCTBYeT 0COObIH
06psil — MOJOKUTH peOEHKA B KOJbIGeb —
Oecikke caJy: «..KoJblOesb peOeHKa —
nBepb Beenennoti (6ananbin 6eciri — KeH
nynuenin eciri — Tesie 6u)» (Hypsanosa
15). O6b14HO TaK MOIOT cOOpaBIINECs

Ha TOM Ipas3HUKe ¢ OJ1aronoKeJaHusIMHu
JKEHIIMHbBI. 3alHUIIeHHOCTh peGEHKa

B JII0OsILLEN ceMbe, BHUMaHUe K HEMY —
TeMbl MHOTHUX JIPYTHX CIO2KETHBIX PUCYHKOB:
Ana 6osty (Marepuncrso, 2015)

(cwm. puc. 1), banaseix mak (/lercrso,
2019) v np.

Puc. 1. Matepuncrso. bymara, uiapuxosas
resieBast pyuka. 21 x 30. 2015.

Jetckue oOpasbl camble YacTble
B KOMITO3MLIMSAX CIOXKETOB JIPYTHX CEepUH
xyjoxKuuka — Marepurcrso, Cemeritbie
[EeHHOCTH W T. JI.

B nostuuno#i cepuu JleBruyectBo
00pasbl I0HbIX U CTPOUHBIX, JIYHOJHKHX
1 VIMHHOKOCBIX Ka3aXCKHUX KpacaBHIL
OTJIMYAIOTCS BBIPA3UTEIBHON TOYHOCTBIO

OBICTPO CKOJB3AILEH OyXOTBOPSAIOLIEH
JUHAKM. PUTM HCro/ib3yeMbIX BepTHKaeH
B PUCYHKAX CO3/1A€T OllLyllleHHe XPYITKOH
M3SIIHOCTH. PHUCyHKH cepun aBTop
Ha3bIBaeT HAPOJAHBIMH UMEHAMH JIEBYIIIEK,
Hanpumep, Hoszix (Hexcnocrb, 2013).
TporarenbHa cuasiias neByiKa
C MOJHATHIMU B MOJIEHHH PyKaMH,
1306pak€éHHasi Ha TEMHOM (hOHe HU3KOTO
HOYHOTO Heba ¢ CHSIOIIMMH 3BE3/1aMH
u yobiBatouiei JIynoit. Mmst neByiiku —
Apman (Meuta, 2005), Ho o uém oHa
COKPOBEHHO MPOCHT 3B&3/1bl U JIyHy?
Wsznpesse Ha Tepputopun Kaszaxcrana
oco6oe 3HaUeHHe /1151 2KEHIIMH UMeJ]
pacnpocTpaHeHHbIN KyJIbT 3Be3/1 1 JIyHbI.
3Besjia 3ayKUraeTcsi 1o peleHuto Tenrpu,
Korja poxjiaercsi peOEHOK, OCBelIaeT eMy
MyTh B >KW3HU W T1a1a€T, KOIJla 3aBepiiaercs
3eMHO# nyTh uenoBeka (bucentaen 11, 14,
69). ¥ JlyHbl, BaxKHOTO MHU(OJIOTHUECKOTO
repcoHaxka, MpOCHJIN KeJaHHBIX JIeTeH.
BoamoxxHo, fieByliKa HenpaniiBaet
«0J1ar0C/I0BEHUSI JIHbI U 3BE3]L
B CBaJIEOHOM 00psiie: “akblH TYChIHOHBIHAH —
JKYJUIBI3BIH TYCHIHCOJIBIHAH ™ — JIVHA ITYCTh
0J1arocJI0BeHHO B3OHAET CIIpaBa, 1a 3Be3/bl
oaarocsoBsT caepa» (Hypaanosa 18),
YTO Mbl M BUJIMM C Hallel TOYKH 3pEHHs]
B pACCMOTPEHHM PUCYHKA (CM. pHc. 2).

Puc. 2. Meura. Bymara, niapukoBast rejieBast pydka.

21 x30. 2005.



Pucynku cepun, KOTOpyIO Mbl Ha3BaJIH
Bu1to6s18HHOCTD, 1I0BOJILHO 3HAUUTE/bHbI
B KOJIMUECTBE JINCTOB-TTOCBSILIEHHH.
JIto6oBHast rpaduueckas JiMpruKa Xyl10xKHHKA
OTJIHYaeTcst 0cO60H UyBCTBEHHOCTBIO
(a MHOTIA B HEH BCTPEUAIOTCS JIOBOJILHO
OTKpOBeHHbIe clieHbl ). Ho, yBHI, «/11060BHast
peub HAXOJUTCS CETOHS B MPeIebHOM
onuHouectBe» (baprt 21) B coBpeMeHHOM
MCKycCTBe. XOTS «CaMble KpacHBbIe, camble
MeJIOJIMUHble, CaMble 3ajlyllIeBHbIE MTEeCHH
y Ka3aXCKOro HapojJa — 3TO MeCHU
o mo6Bu» (Celinnmbek 192). [Tonobubie
TEeMbI TaK 2Ke YyBCTBEHHO 3By4aT B PUCYHKAX
Kyurapavik (Crpacts, 2006), faiibikrap
(Baro6nennsre, 2009), famibikrap 2
(Bsobaennsie 2, 2019; nupepcis)
(cm. puc. 3), Apoay (Hckyienne, 2014),
Ymir (Hanexna, 2014 ), Afiner TyH (/lyaHas
HOUb, 2017) ¥ MHOTHX JIPyTHX.

Puc. 3. Bio6aennsle 2. Bymara, wapukoBast rejieBast
pyuka. 21 x 30. 2019.

O6pas 6bika — CHMBOJ TBOPSILIETO
HavaJia BO MHOTHX MU(DOJIOTHSIX MUPa,
B TOM UMCJIe U TIOPKCKHX TJIEMeH, —
M3BECTEH B OTKPLITHIX apXeoJoraMu
NMaMsATHUKAX UCKYCCTBA METPOTIMDUKH

3TIOXH OPOH3bI, PAHHUX KOUE€BHUKOB

1 JIPEBHUX TIOPKOB B PasHbIX 00J1aCTsIX
Kasaxcrana (Tamrasibl, Elikuosbmec,
ropsl [TaBnopapckoro [Tpunpthitibs

U T. 11.). «MHOrHe TIOpKCKHE TJleMeHa
CYHTAJIM CBOMM TPEIKOM ObIKa»
(Bucentbaes 117). Mnes nepconnduxaimu
TBOPsILILEro HavaJja B oOpas Obika
Mpo3Byvasa B pUCyHKe Xy[0:KHUKa DyKa
kefiiri (O6pas 6bika, 2010).

CyTb ipyroit MUOJIOTeMbI, B HCTOKE
JIPEBHETPEUEeCKOH, Y Xy[10?KHUKA B PUCYHKE
Esponauel ypaay (Iloxuiiienne EBpornbi,
2012) npeppatiiaetcs B hoJbKJIOPHOE
CKaszaHue Ha HapOJHBIN Jial — Crsilas
JIYHOJTUKAsl Ka3axcKast KpacaBulla
BO3JIEXKUT Ha porax OblKa, 3aLlUILIEHHOTO
obGeperom Tymap Ha uiee (cM. puc. 4).
Tema noxuiienus npekpacHoil EBpornbl
HeOoIHOKpaTHa B rpauke XyJ10:KHUKa —
ObIK C LIBETAMHU U NITULIEH HA porax 6epeKHoO
HeceT pacTepsiHHYIO JIEBYILIKY HA PUCYHKE
Kyanbiur (Pagocts, 2014).

Puc. 4. Iloxuwenue EBponbl. Bymara, uiapuxosas
resieBast pyuka. 21 x 30. 2012.

Briosine opranuyHa u He coBceM
cJlydaiiHa rOpoJICKast ClieHa BCTPeun
JIBYX BJIIOOJIEHHBIX - BEJIOCHTIETUCTOB —
11eHHOCTb YBH/IEHHOTO W 3aIOMHHUBLLET0OCS
YKM3HEHHOTO CJiydasi XyJI0:KHUKOM B TOM,
4TO OH MPEBPATHJICS B BbIPA3UTEJbHBIN
PHCYHOK-3KCIPOMT ¢ 06006111eHHBIMH
netansimu B pucynke Cepyerze (I1porysika,
2013). DTOT pUCYHOK BIOCJENCTBUN
CcTaJl CIoXKeToM rpauyecKoro Mypasa
Ha TOPLOBOK CTeHE CTaHIapPTHOTO
6ETOHHOT0 I0Ma COBETCKOr0 TepHojia
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[IpiMKeHTa, pOAHOTO ropojia XyA0:KHUKA
(cm. puc. D).

Puc. 5. [1poryaka. Bymara, mapukoBasi rejieBast
pyuka. 21 x 30. 2013.

B uukne Marepurncrso nokazana
6e3rpanuyHas Jo60Bb MaTepPH K CBOEMY
pe6énky. B pucynke Ana maxa66artsr
(/lro60Bb Matepn, 2013 ) Xyn0KHUK
00beIMHSAET €IMHON KPYrOBOU JIMHUEH
¢urypy Mucdosornueckoro 6bika 1 OKpyrJble
copMbl Uryp JeKaluux matepu u pebeHka
(cm. puc. 6). O6pa3 Gbika Kak JeHCTBEHHOTO
MepcoHaXKa TBOPEHHUSI XKU3HH JIOTTOJIHEH
CHMBOJIOM 60KeCTBEHHOI0 Bepxa —

Ha ero Cr1He PacroJioyKeHO THe3/0 NTHLLbI,
obGeperarolell CHeCeHHbIE eto AHLa.
[Tynbcupytoniye JJMHAU OKPYKHOCTEH
MHOTHX pUCyHKOB Pacusib6eka BTOpsT
HalleMy 3pUTeIbCKOMY MPUHLHITY
BOCIPUATHS (PUTYPbI KPyra, BbI3bIBAIOLLETO
YyBCTBO YMHUPOTBOPEHHS.

Cepust oy HagBanvem Cemeritbie
[[eHHOCTH — 9TO PUCYHKH, B KOTOPBIX
3areyaTt/ieHbl 1 1I060Bb K JIETSIM B CEMbe,

1 MoBCe/IHeBHAST I0OPOKENATENbHOCTD

K HUM, UHOT/IA C MTPOSIBJICHHOH J10J1el
MPOHUYHOH CMELIJIMBOCTH; MOKA3aHbl CLIEHBI
CeMeHHOro My3HIIUPOBaHHs U O011IEHUS,;
TBOpYECKHE JIEHCTBA U COCTOSIHUS U T. 1.

Yacro, Kak B pucyHke Orbacel 6eiHeci
(Cemefinbiii noprpet, 2013 ), oH NoKa3bIBAET

Puc. 6. JTio60Bb MaTepu. bymara, mapukoBast
resieBast pyuka. 21 x 30. 2013.

XapakTepHble KpyI/ble JHLa ¢ YUIMHEHHbIMU
pazpe3aMu GOJIbLINX 713, MaJI€eHbKUMH
MyXJIbIMK Ty6aMH, OTpax<asi CoBpeMeHHbIe
THHUECKHe YepThl 1oxkaH Kazaxcrana

(cMm. puc. 7). Ilonrast uctopusi STHOreHesa
nJIeMEH, MPOXKUBABIINX HA TEPPUTOPHH
Kasaxcrana B IpeBHOCTH 1 Cpe/IHEBEKOBbE, —
MHI0€BPOMENCKHX, TIOPKCKHUX, MOHTOJILCKUX —
TMOBJIHSIIA HA CJI02KEeHHE 0c060T0 06J/HKa
Jiojieid caMoi 60JbLLION 110 TJI0LLA/H
lleHTpaJsibHOA3uaTCKoM crpanbl (Memarynon
33). [TorpyHbl#i NOPTPET € MJIaBHBIMU
JIBU2KEHUSIMH MaTepH U 0TLa, 00palléHHbIMU
K LIEHTPY KOMIO3UILIUH — MaJIeHbKOMY

CbIHY, BbIPa3UTeJIeH B 1€TAJISAX U BOJIbHBIX
OTCTYIJIEHUSIX OT HUX B ACUMMETPHYHBIX
MOCTPOEHHUSIX.

C ceMelHbIMH LIEHHOCTSIMH CBSI3aHbl
passinyHble pelleHHble XyI0KHUKOM 00pasbl
JKEHIIMHBI — MacCTEepPHIlbl, HEYCTAaHHOH
TPYKeHHULbI TUOO0, C I0JICH MSTKOM,

HO METKOHM HPOHHH, KATIPU3HON KEHbI —
LlleGep (Macrepuua, 2015), bakbiTTsi
oroackl (Cuactinpas cembst, 2017),
Kayankepuinik (OtserctBenHocts, 2014 ).



EP

Puc. 7. Cemefinbiit noprpet. bymara, maprkosast
resieBast pydka. 21 x 30. 2013.

JlykaBasi ysibiOKa BCE 3aMeuarolero
Xy[02KHUKA-TBOPLA BUIUTCS B PUCYHKE
XKayankepuinix (OtBercrBentocts, 2014).
ABTOpCKUIT A3bIK TpaPUUECKOTO MBIIIJIEHUS
Xy[I07KHMKa OOraT MHOCKa3aHHUsSIMH,
COTIOCTABUMbBIMH, UTO OYEBUIHO, C YCTHBIMH
TpaguUAMH 06Pa3HOCTH CMEXOBOH
KyJIbTypbl Hapoaa. OH MoKa3biBaeT MOJOLYIO
JKEHY-KpacaBHlly, Kalpu3Ho BOMPOLLAIOLILYIO
0 4éM-T1o cBoeM JIyHy, B HALLMOHAJILHOM
TPaJIMLIMOHHOM TOJIOBHOM y6ope KHMellIek,
KOTOPBII HOCST YKEHILMHBI, y2Ke HMEIOLIHe
JeTei, MeTaopUIHO BOCCEIAONILYIO
Ha CKOPUYEHHOH MOJL TSIXKECTbIO HEMTOMEPHOH
HOLLIM CIIMHE YCTaBIIEro, HO TEPINENUBOro
1 OTBETCTBEHHOTO My»Ka. ToHKasi JIMHUS,
yCHJIeHHAst HEOHOPOJIHBIMU HAaXKUMaMH,
crnupasneobpasHblil 3aBUTOK, CO3AAIOLIMMA
oco6oe OLLyLLEeHHe TPOCTPAHCTBEHHOCTH,
LITPHX, KaK 0coObli MeTo1 (hOpMUPOBAHHUS
BIeYaT/IeHUst OpHAMEHTHPOBAHHOCTH
HaPOJIHON OJ1€2K/Ibl, MPEAMETHbIX JeTaseH,
TPEXbsIpyCcHOE MOCTPOEHHE KOMITO3ULIMH —
n36paHHble TPUEMBI TpaduuecKoro
TBOPYECTBA Xy/L0KHHKA.

Bo MHOTUX pUCyHKax TOH cepun
XYJI02KHHUK TTOKa3bIBAET yBJIEUEHHO
3aHUMALOLLMXCS UTPOH HAa HALMOHAJIbHBIX
MY3bIKaJIbHbIX MHCTPYMEHTaxX — JoMOpe,
KoObi3e. Bpoxk1€HHAs My3blKaJIbHOCTb
Ka3axcKoro Hapoja o611eM3BeCcTHa,

1 e€ 0OTMeualoT MHOTHE HCCle/loBaTe —
MY3bIKOBEJIbI, 3THOJIOTH, (PUIOCOPDBI U JIp.
Jlo cux nop »kuBa ceMerHast TpaaUILIUs
MY3ULIMPOBAHMUSI B JIOMALLIHUX YCJIOBHUSIX.

MHcrpymeHTabHAS My3blKa — OT HEXKHOM
J10 IyOOKO LeMsilled, eHHe — 370

TO, UTO XapaKTePHO 15l IPYKECKOTO
0OI11IeHNS ¥ TOP?KECTBEHHBIX BCTPeU

B Hapojle. Mrpa Ha KoObize — HHCTPYMEHTE,
no npeaHusiM, U306peTEHHOM
nepBoiiamanoM KopkbiTom, B jilereHaax

y HapoyoB Llentpanbroit Asun
OTOXK/ECTBJISETCS C BOIIOLIEHHEM
6eccmeprust. Muorna «...caymaresio
KaxKeTcsl, UTO OH CJIBILLMT HE HHCTPYMEHT,
a HeKyl0 HeMaTepHaJsibHyo CyOCTaHIHIO,
nmenyemyio Jlyxom» (AmaHoB

1 Myxambetosa 113). Mmenno sto
COCTOSIHME MOKHO YBUJIETb B PUCYHKAX
XynoxkHvka /lasa ayeri (Mesonns crener,
2016), Ko6bi3 yHi (3Bykn kobbiza, 2020),
Tanrer ayen (Y1pennss menoans, 2019)
(cMm. puc. 8) u zip.

Puc. 8. ¥tpennsst menoausi. bymara, mapuxonasi
resieBast pyuka. 21 x 30. 2019.

K cepuu rpacduku XKuzup Hapona
Mbl OTHEC/IM MUOJIOTHYECKHE,
KOMMYHHKATHBHBIE 06pasbl UK TIOPKCKHE
cakpaJibHble U HapoJIHble ObITOBbIE
cloxeTbl. «Kax/1a MoOMHUTh MpeBpallaeT
Ka’KJ10T0 B HCTOPHKA caMoro cebs»
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(Hopa 32), Tak M0o:kHO 0603HAUHUTh
ABTOPCKYIO BU3YaJIM3aLUIO XyL0KHUKOM
KYCPEeIHEHHOW MOBCEIHEBHOCTH» B 3TOH
TpyTIne PUCyHKOB.

B pucynke bofitepek (/lpeBo xunsHu,
2010) MmudoaornyecKuii ClozKeT nokazat
XyL0?KHUKOM B (hopMax (oJIbKIOPHBIX
cyulecTs ¢ nTuueid CamMpyk Takxe
B TPEXpOrom BeHlle Ha BeplinHe [Ipesa.
YcusieHHasi onTHKA JJMHUK U ILITPHXA,
MOJI0?KEHHOTO B BHJIe TEMHOTO
¥ CBETJIOro MSTHA, CO3/IAI0T BreUaTieHne
OpHaMEeHTaJIbHBIX TOCTPOEHUH
B CHMBOJIMKE TPEXYaCTHOIO JIeJICHUS] MUpPa.
Pucynok Touipre ta6biny (IlokioHnenne,
2013) npencTaBsieT HaM IJIaBHBIX
JIPEBHETIOPKCKHUX O0OXKECTB B 06pasax

KaMeHHbIX U3BasiHUH — TGHFPI/I, BJlaCTeJIMHA

K co3gaTelist BCEro 2KMBOIro Ha 3eMJie,

10 CaKpaJibHbIM ITOBEPbsAM APEBHUX TIOPKOB,

1 YMail, GOTHHIO B TPEXPOTrOM BEHLLE,
MOKPOBHUTEJIbHUILY JIeTeH, 0OpalleHHYIO
K BepXoBHOMY Oory Heba (cMm. puc. 9).
ITH cakpaJsibHble 06pasbl yBJAEKAIOT
XYJIO?KHUKA BO3MOYKHOCTBIO TPAKTOBATh
UX B aBTOPCKOH UKOHOTpaHIeCcKOH
maHepe. OH «0XKUBJISIET» CBOE
1300paxKeHne U3BaAsSIHUS TOBEJUTEST
Tenrpu durypkamu ntuupl, 3mMeH,
apxapa, KoTHKa, pMBHOCSI KaKoe-To
9MOLIMOHAJIBHOE, €/1Ba JI He CeMelHOoe

HayaJso B CLIEHY [MOKJOHEHHUs-TPOChObl YMail.

Puc. 9. [loknonenue. bymara, mapukoBas rejieBas

pyuka. 21 x 30. 2013.

DoJIbKIOPHBIH CIOYKET HA TeMY MPOLIJION
KOU€BOM yKU3HH KA3aXOB OTPa3UJICs
B PUCYHKe Xy/lOXKHUKA KOpBIKKA aTaHy
(B noxon, 2012). O6pas Kpyrnoauiiero
MeUTaTesIbHOTO MyTHUKA Ha OCJIHKE
B HALIMOHAJIbHOH OJIe2K/I€ U TOJIOBHOM
y6ope — Tro6eTelKe C e1Ba HAMEUEeHHO!
CTPOYKOH OpHAMEHTA, C MOCOXOM ai MyHaH,
3aBeplIeHHbIM THUKOH, YKpallleHHEM
TyMap Ha 11ee })KHBOTHOTO — MpU3HAKaM1
602KeCTBEHHOTO MPUCYTCTBHS U y4acTHs
B 3¢MHOM JIesSIHUM — HAallOMUHAET TepoeB
BOJILIEOHBIX KA3aXCKHX CKa30K
CO CYACTJIMBBLIM KOHIIOM (cM. puc. 10).
B Hux repof, «...Bble3Kasi U3 JI0OMy 110 IPyrUM
NPHUYMHAM, BO3BPALLACTCSA JOMOH € XKEHOH
13 J1aJIeKoro, MHHOro MUpa, T. €. U3 JIPyroro
pona...» (Kaskabacos 56), uto akTyasbHO
B MOBCEHEBHOM ObITHH Hapoaa. Henbasi
ObIJI0 KEHUTbCS Ha JIEBYLLKE, HMetoLleH
C 2KeHMXOM KaKHe-JIHO0 POJCTBEHHbIE
cBsi3u. «Kasaxu, ciyyanoch, Hckaau
HeBECTY Jlayke He B COCEIHEM IJIeMeHH,
a B 1pyroM kyse>» (bucenbaen 169).

MHTepecHbI U IpyrHe pUCYHKH 3TOH
cepuu — fanbanarubiaap (CriieTHHIbI,
2015) (em. puc. 1), Cayznarep (Toproset,
2013) (em. puc. 12).

Puc. 10. B noxon. Bymara, wapukosas reneas
pyuka. 21 x 30. 2012.
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Puc. 13. My:xckast 6ecena. bymara, mapukosast
Puc. 11. Cntetnuunl. bBymara, mapuxosasi resieBast resieast pyuka. 21 x 30. 2015.
pyuka. 21 x 30. 2015.

OTCTpaHéHHOCTH oT O6bI,II€HHOCTI/I,
Hanpumep, Asromoptper (2020)
(cMm. puc. 14), Illa6biT 2 (BroxnoBenne 2,
2019) (cem. puc. 15), Ilabbir 9
(Broxnosenne 9, 2019), Camray (Iloser,
2009), Jlanbiunan (lennsi, 2015) u T. 1.,
TJle SMOLUMOHAJBLHBIN MOPBIB H300paXKEHHBIX
TBOPLIOB BbIPayKeH IKCIPeCccHen JIHHUH.

[TousiTHO, UTO »KH3Hb HAapoja Horata
COOBITUSIMH U «co3epluaHue Kak oorarasi
MUPOOTHOLLIEHYECKAs! KYJbTYPa UMEJIO MECTO
Osarofapst pa3BUTOMY BOOOPaXKEHHIO »
Puc. 12. Toproseu. bymara, wapukopasi resiepas (HypnanoBa 8) — sTa uHTeHIIMs] MOTJIA

pyuxa. 21 x 30. 2013. Obl ObITH TE3UCHOM B PACCMOTPEHHUH

HEBEPOATHOI'O KOJMYECTBA APYTUX PUCYHKOB

B KyJbType Kazaxckoro Hapojia oco6oe
3HaYeHHEe UMEeET HCKYCCTBO OOLIEHHUSI.
«IMeHHO oblleHre — ilTecy — sIBJsIETCS
COAEPKATENBbHOM CYUIHOCTbIO YCTHOH
KYJILTYpbl, B HEM 3aJ102KEHO HEeUTO U3 “MHpa
BBICLLIMX LleJ1ell”, H6O HecpaBHEHHO XKHBOE
o0llleHHe, U HUYero HeT Ha CBeTe,
4TO MOKHO ObIJIO Obl €My ITPOTHBONOCTABHUTD
no 3Hauenuto» (Hypaanosa 24). Unes
«YKHBOTO OOLIEHHS» MPUCYLLA MHOTHM
paboTaM xy1oxkHUKa — EpJiep cyx0arter
(My»ckas 6ecena, 2015) (em. puc. 13),
Kyponblaap (Iloapyru, 2018), Kesnecy
(Berpeua, 2021 ) w np.

B psny pa6ot s1o# 60J1b110H
CepHH XyI0KHUKA OTMETHM PUCYHKH,

MOCBAIIEHHBIE BCENOLIOLIAIOEMY Puc. 14. Asronoprper. Bymara, 1mapukosas rejieBast
TBOPYECKOMY COCTOSIHHIO, HeKoeHl pyuka. 21 x 30. 2020.
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Py

Puc. 15. BroxHosenue 2. Bymara, miapukosast
rejieBast pyuka. 21 x 30. 2019.

xynoxknuka. Hanpumep, ¥prnaxrap
cabakracrteirbl (1 IpeeMcTBeHHOCTD
nokosiennd, 2013), ¥pnak ([ lokosienne,
2020), Tinek (Iloxenanne, 2013), Cyriiniii
(Panocrnas Bects, 2012), llexipe
(/lerontuce, 2009), Emui (Lenutesn,
2020) n . 1. Y «..311eCh ClieflyeT yKa3aTh,
yto o6pasHasi popma, B OTJIMUHE

OT MOHATUHHOHN, Hyiarofapst cBoeH
IeJTOCTHOCTH BbIPAXKAET MUP ¥ MUP
OTHOLIEHUH BO BCEl MOJIHOTE He CTpajaeT
“HeI0CTaTOYHOCTBIO” | IPUCYILLEH
nouatuitHo# dpopme» (Hypnanosa 6).
Aro 3ameuanue K. [1I. HypsnanoBo#
0coOeHHO BaxKHO JJIs1 JaJbHeHIlIero aHaansa
TBOPUECTBA Xy/I0XKHUKA, I€HCTBUTENLHO
CYMEBILIETo M0Ka3aTh B CBOUX
CMHTEJJIEKTYaIbHO-UyBCTBEHHbBIX»
OBICTPLIX PUCYHKAX MHOTOTPaHHbIN
«JIyLIIE€BHO-TyXOBHBIF» MUP 0OBIYHOH
MOBCEJHEBHOCTH POJHOTO HAPOJA.

3aknwuyeHue

[IpeanpuusaTOe «KOHTEKCTHOE UTeHHE »
CITOHTAHHBIX PELIEHHH B ObICTPBIX

pucynkax P. EcremecoBa nokasbiBaer,

4TO pas/iMuHble SH1eTHUeCKHe
NpeacTaBaeHHs XyI0XKHHKA — ITO 4ACTO
006pa3sbl peanbHON ICHCTBUTENBHOCTH
»KU3HU HAapoJla U ero MUPOIOHUMaHHs,

HO MepexKUThble B aKTHBHOM TBOPUYECKOM
CO3HAHWH W JIOTIOJIHEHHbIE CUMBOJIAMH

M CMblc/IaMK BooOpazkeHHs rpaduka,
pernpe3eHTHPYIOLIETO CIOKEThI

1 Muosioruu, u osbKIopa, 1 06pa3HOCTb
COOCTBEHHOH MbIC/H. Ero XynoxecTBeHHbIe
00pasbl, 6€3yCJIOBHO, — 3TO Pe3yJ/bTaT
CHHTE3a YHHUKAJbHbBIX CBOUCTB aBTOPCKOH
THUYECKON MCHUXOJIOTHH, BbIpaxKeHHOH

B CIO2KETaX PUCYHKOB, U rpahUyecKoro
MacTepCcTBa, OTTOUEHHOTO B MHOTOJIETHEM
HeYCTaHHOM TpY/I€.

DCTeTHKA MTHOBEHHBIX CTHIN30BAHHBIX
PHUCYHKOB, MOJIEPHUCTCKHUX 10 J1yXY,
M03BOJISIET CMOJIHA OLEHUTb «JIyLLIeBHO-
JIyXOBHYI0» U TIPUPOJIHYIO (DU3HUECKYIO
KpacoTy Hapoja, ero TpajtlMOHHbIe
MHPOBO33peHUYeCcKHe U ceMelHble IEHHOCTH,
MO3TUKY MOBCEIHEBHOCTH; CUMBOJIbI,
CBSI3aHHbIE C IPEBHUMH CaKpaJslbHbIMH
o6pazamu U (hOJIbKJIOPOM; CMellleHHe
JIOKAJIbHBIX HALIMOHAJILHBIX 00pa3oB
¢ ctoxkeTaMu MudoJiorem. B TBopuecTse
P. EctemecoBa pasHbie TeMbl
COBPEMEHHOCTH U «KYJBTYPHOH MaMsITH»

B XY/102K€CTBEHHbIX 00pa3ax KOMIO3ULIMH
MPOUYBCTBOBAHBI, C OIHOH CTOPOHBI,

C TOHKOH MO3TUYHON BbIPA3UTENHHOCTBIO
MMIPOBU3aLIMHK rpadukKa, a ¢ Apyroi —
CPaBHUMBI C I0CTOBEPHOCTBIO
IMIHUPHUUECKHX BBIBOJIOB UCCIEN0BATENEH.

Ananuz popmasbHbIX TPUEMOB
€ro aBTOPCKOro OTJIMYMTE/IbHOTO MO/IX0/1A
K CO3/1aHuI0 paboT 1oKasaJ, uTo, HeCMOTPSI
Ha CKOPOCTb BBIMOJIHEHHST K He3aBEePLLIEHHOCTh
PHUCYHKOB, XY/IO?KHUK BJIaJIeeT TEXHUKOH
MCI0JIb30BAHUST BbIPA3UTE/IbHOH,
MJIACTHYHON U TOUHOH MocTaBJ/IeHHOH
JIMHUM, CO3JAI0LIEN LEJYIO NaJUTPY
9MOLMOHAJILHOTO MO3UTHBHOTO MOChLIA
3PUTEIIO.

BricTpbie pucyHKH XynoxKHHKa —
sipKoe MposiBJIEHHE KYJIBTYPHOH «MaMsTH
HalUMKU» — MOYKHO paccCMaTpHBaTh



KaK OIpee/IEHHBIN COfepKATe/IbHBIN 0003HaYeHHUs1 Ka3aXCKOH HIEHTUYHOCTH
XY[O2KECTBEHHDBIH OIBIT B CO3IaHUH B KyJILType CTPaHbl U KPOCC-KYJIBLTYPHOM
rpacpuyeckux 00pa3oB, pesleBaHTHbIX OOILIEHUH.

OJIHOH U3 BO3MOXKHBIX TBOPYECKHX MPAKTHK
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Ceemnana LlkasieBa

Toyesncis seprreyui (AnmaTter, Kasakcran)

PACUNbBEK ECTEMECOBTbDIH XbIJIAAM CYPETTEPI («<¥N1T XXAAbl» MOCENECIHE)

Anparna. Pacunbbek EcteMecoB rpadukacsl — byn KasakcTaHHbIH 3aMaHayu rpadumka TapuxbIHAAFbI
XbINAAM CbI3bIKTbIK CYPeT AaMYbIHbIH, 63iHAiK KYOblIbIChI.

3epTTeyne aBTOPAbIH, YATTbIK, STUKANbIK OelMHenepai XXaHFblpTaTblH SMAETUKANbIK KAZAbIHbIH,
BM3yanAaHFaH Toxipubeci peTiHae CypeTliHiH, WhiFapManapbiHa cintemMe GipiHLWIi peT ypri3inin xaTkaH
YKYMbICTbI ©3€KTi fen atayfa MyMKiHAiK 6epeai.

CypeTwi WhiFapMaLlbblFbIHbIH, TyTac 6afaapbl MeH rpaduKaHblH, aBTOPAbIK TOCINIH Tanaay
SMICIH yFbIHYyFa MYMKiHAIK BepeTiH CypeTTepaiH «MIHMaTiIHIH OKy» 3epTTey MakcaTblHa aiHanaabl.
Makana >a3syablH, Xanmnbl 34iCTEMECIHAE CYPETLLi XXYMbICTAPbIH KApacTblpyAblH, SpTYpAi a4icTepi
nanaanaHbiNFaH: BU3yanabl eHepTaHyLWbIbIK Tanaay, GopManmbl XXaHe TUMONOTUSAbIK Xyieney aici,
WHTepnpeTauusblk TICin amanaapbl, DEHOMEHONOTUANbIK, 9iC, CEMUOTUKANbIK 9AIC, CaNbICTbIPMasbl-
cabakTacTbIK aaic. Makanaga CypeTLliHiH KenTereH CypeT KOMMO3ULMANAPbIHbIH, MaFblHAMbIK, WeLliMi
LIbIFapMaLLbIIbIK MCUXONOTMUSHBI KApacTblpaTblH Ka3aK Xa/KbIHbIH, Bipereinik AapexeciHiH cunaTbiHa
T3H Gunocod, sTHONON, MUMONOT 3epTTeyLiNepAiH KOPbITbIHAbINAPbIMEH CMKECTEHAIPINreH.

OcblHAaM canbICTbipynapablH ApKaCbiHAA CYpeTLLiHiH BU3Yyanabl CUMBOMMKANbIK MUDONOTUSNBIK,
XaHe (DONbKNOP/bIK penpe3eHTaLMaNapbIMEH, XaHE FabIMAAPAbIH TEOPUSAbIK YCbIHbICTAPbIHbIH,
3epTTeyiepiMeH TONbIKTbIPbIIFAH ©3iHAIK 3MAETUKANbIK BelHenep apacbiHAaFbl COMKECTIKTEP
aHbIKTanAbl.

ABTOPAbIH, «MHTENNEKTYANAbI-CE3IMAIK» CYPETTEPIHIH KOPKEM TiNiHiH aiKbIH epeKLenikTepi
KOPCETINreH: LWAPUKTI reflb KaNaMcanmneH CasnblHFaH XbAAM CypeTTepae WapTThbl MiliHAepai
XETKi3yAiH MaHEepP/i TEXHUKAChI; KUMbIN MEeH AeHe SpeKeTiHiH, CMMaTbiHa ToH BeT aXapbiHbIH,
MMMMUKabIK 3MOLMOHANAbIK, Cbi3bIKTApbIHA TYCIPYAiH A3NAIr; KOMNbOTEPiK MHBEPCUAAAFI KYTNEereH
MMMNPOBM3aLMSCHI.

CypeTLliHiH cypeTTepi enfiH MaAeHUETIHAEr )XaHEe KPOCC-MAEHM KATbIHACTaFbl Ka3aK MaAEHMETIHIH,
GipereviniriH 6enrineyniH peneBaHTTbl TaXipubenepiHiH HipiHe caiikec KeneTiH rpadukanbik 6eiHenepai
Xacaygarbl 6enrini 6ip 3aMaHayu mMarbiHanbl ToXipube peTiHae 6enrineHyi MyMKiH.

Tipek ce3dep: binnaM cypeTTep, MOHMaTIHAI OKY, DEHOMEHONOMUANbIK, BiC, KEPKEM Tin, Ka3aku
Giperennik.

Aoaiiexces ywin: LLknsesa, CBetnaHa. «Pacinbek EcTeMecoBTbIH, Xblngam cypettepi (“YnT xambl”
maceneciHe)». Central Asian Journal of Art Studies, 7. 8,N2 1,2023,82-100 6. DOI: 10.47940/cajas.v8i1.659.

ABmop KoMmKa3baHbIH COHFbI HYCKACbIH OKbIN KYNnmaodsl #aHe Myddesep KaKMmMblfbICbl YOK eKeHOi2iH
ManiMOelo.
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QUICK DRAWINGS BY RASSILBEK YESTEMESSOV
(TO THE PROBLEM OF “MEMORY OF THE NATION”)

Abstract. The graphics of Rassilbek Yestemessov is a peculiar phenomenon of the development

of a spontaneous fast linear drawing in the modern graphic history of Kazakhstan. The reference

in the study to the artist’s works as a visualized practice of the author’s eidetic memory, reproducing
the national ethos images, is carried out for the first time, which makes it possible to call the work
relevant.

The study aims to became “reading the contexts” of the drawings, which allows understanding the
value orientations of the artist’s work, and analyzing the techniques of the author’s graphics method.
The writing article methodology includes variety of the methods such as visual art history analysis,
method of formal typological systematization, interpretative approach techniques, phenomenological
method, semiotic analysis, comparison and collation method. In the article many semantic solutions
of the artist’s drawings compositions were compared with the conclusions of several researchers
- philosophers, ethnologists, mythologists, who study psychology of creativity and special features
inherent in the nature of the identity status of the Kazakh people. Due to this comparison,

a correspondence was revealed between the spontaneous eidetic images, supplemented by visual
symbolic the artist’s mythological and folklore representations and theoretical provisions of scholar
researches.

The distinctive features of the artistic language of the “intellectual-sensual” drawings are shown:
variety expressive techniques of transferring simplified forms into a quick drawing with a ballpoint gel

pen; accuracy in mimetic facial lines, characteristic gestures, movement of figures; and unexpectedness

of improvisation in a computer inversion. The artist’s drawings can be designated as a certain
contemporary rich experience in creating graphic images that are relevant to both possible practices
for designating the Kazakh identity in the country’s culture and cross-cultural communication.
Keywords: quick drawings, context reading, phenomenological method, artistic language, Kazakh
identity.
Cite: Shklyayeva, Svetlana. “Quick Drawings by Rassilbek Yestemessov (to the Problem
of ‘Memory of the Nation’).” Central Asian Journal of Art Studies, vol. 8, no. 1, 2023, pp. 82-100.
DOI: 10.47940/cajas.v8i1.659.
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F’EHE3SUC
XYJO)KECTBEHHO-

'PA®UYECKOU KYJIbTYPbI:

JIPEBHUM « CKUDCKUM
3BEPUHbIN CTHJIb»

U COBPEMEHHbIHN
KA3AXCKWUM OPHAMEHT
B HOBOU APXUTEKTYPE

Ec6oaar [yiice6aii'

! EBpasuiickuii HaloHa bHbIH yHHBepeuTeT umenn J1. H. [ymnnesa
(Acrana, Kazaxcran)

AHHOTaums. B anoxy rnobanmsaumm B apx1TeKType YCTaHOBUIACh TEHAEHUMS YHUDUKALMIA, rae
MHAYCTpUANbHas TEXHOOMMS BbITECHWIA STHOKY/ILTYPHYIO CEMaHTUKY. PaBoTbl KazaxcTaHCKMX
ApXMTEKTOPOB B Pyc/e GOMbLIMX apXUTEKTYP CTUNEN «Xai-TEK», «AEKOHCTPYKTUBU3M» UK APYrUX
MOnNyNAPHbIX TEYEHMI HE CMIOCOBCTBYIOT 3CTETUYECKOMY MHOrO0OPa3uIo IMKA UCKYCCTBEHHOM Cpefp
06uTaHus B MacwTabe CTpaHbl, BEAYT K XYAOXECTBEHHOMY 04HO06PA3NI0 apXUTEKTYPbI TOPOAOB
1 NPEnsTCTBYIOT PACKPbITUIO SCTETMYECKOTO KOAA HApOAa B CO3BE3AMM KYJITYP HApPOAOB MMpa.
MeTogonorus 6a3mpyercs Ha UCCef0BaHUM AaPXUTEKTYPbI Kak GEHOMEHA, TECHO CBS3aHHOTO
C reHe3ncoM KynbTypbl. PaboTa 0CHOBaHa Ha CTPYKTYpHO-aHANUTUYECKOM METOAE, COCTOALLEM
13 B3aMMOCBSA3aHHbIX 3BEHbEB, 06bEAMHEHHbIX 0BLLEN KOHLEMLMUEN.
CoBpeMeHHas TBOpUecKas NPAMOIMHEMHOCTb M HAayYHO-KOHLLENTyasibHasi CXEMATUUYHOCTb

APXMUTEKTYPbI NpUBENN K 6€31MKOCTU ropoaoB, OTCYTCTBUIO PErMOHANIbHOM 3CTETUYECKOM aApPEeCHOCTY.

AKTYyanu3uMpoBasncs BONpoc Hay4yHo 060CHOBAHHOMO U KPeaTUBHOIO pelleHns Npobaembl Gopmbl
U cofepiKaHWs HOBOM apXMTeKTypbl. [1ns pacKpbITUS MAEAHOro COAEPXKaHMS apXMTEKTYpbI

KaK MCKYCCTBA B CTaTbe CLENaH aKLEHT Ha reHe3unce Ky/lbTypbl Hallero Hapoaa. B novcke
3THOKY/IbTYPHOIO CBOE0OPa3ns apXMTEKTYpbl UCCIEA0BAH FEHE3UC Ka3axCKOM XyA0XKeCTBeHHO-
rpacryeckom KynbTypbl, KOTOPbIA BOCXOAMUT K CKMCKOM 3Moxe.

MccnenoBaHus reHesnca KoYeBHMYECKoro uckycctea ctuns CrenHow Ckubum, noHMMaeMoro
KaK A13bIK MCKYCCTBA, KaK METOZ NMOCTPOEHUS M OCMbICIEHWUS aPXUTEKTYPHbIX GOPM, NerIN B OCHOBY
3CTETUYECKOM KOHLeNnuum apxuTekTypbl KasaxctaHa. B npouecc noucka xypoxectBeHHoro obpasa
APXUTEKTYPbI NPUBEYEH «3BEPUHbII CTUbY (3THOKY/IBTYPHOE HaC/leaAne MMpOBOTO YPOBHS)

B OpPraHMYecKow CBS3M C MIACTUKOWM Ka3aXCKOro OpHaMeHTa.
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MeToamnyeckoe NCnonb3oBaHME A3blKa «3BEPUHOIO CTUASY, MPUMEHEHME B KOMMNO3ULMAX CIOXKHbIX
NpUEMOB «300MOP(dHbIX NPeBpaLLeHnii» 060raTan CEMaHTUKY HOBOWM apXmTekTypbl KasaxcraHa.
BbroHnyeckas nnacTmka ka3axckoro OpHaMeHTa, CO3By4Has CTMIO CaKCKOM 3MOXM, NO3BOIMNA CO3AaBaTh
MO3TUYECKNE apXUTEKTYpPHble HOPMbI, NOAPAKAIOLLME FEHUIO MPUPOABI.

Kntouesbie cnosa: rnobannsauus, MHOTroLBeTHE KYbTYp, AEKOHCTPYKTUBU3M, FEHE3UC KYNbTYpbl,
«3BepUHbIN cTunb» CrenHoi CkMdUM, Ka3axcknii OpHaMeHT, 06pa3 apXMUTEKTYpbI, CEMaHTWKA, TPAAULMK,

BMOHMKA.

Ana yumupoeanus: [lyice6ait, Ecbonart. «[eHe3unc xynoxkecTBEHHO-rpanyeckoi KynbTypbl: ApEBHUIA
“CKUbCKUI 3BEPUHBIN CTU/L’ M COBPEMEHHbIN Ka3axCKUii OPHAMEHT B HOBOW apxuTekTypes. Central Asian
Journal of Art Studies, T.8,N® 1,2023,c.101-118. DOI: 10.47940/cajas.v8i1.655.

Asmop npoyuman u 0006pu11 OKOHYaMesbHbIU 8apUAHM pyKonucu U 3asensem 06 omcymcmeuu

KOH@IUKMA UHmepecos.

BeepeHue

B COBPEMEHHOM Pa3BUTHU aPXUTEKTYPHI,
IJle HHAYCTPHAJIbHAsA TEXHOJIOTHS

OKOHYaTeJIbHO HayaJa JIoBJeThb

HaJl 9CTETUKOM, TO €CTh Xy/10?KECTBEHHO-

00pasHON CeMaHTHKOH, OCTPO BCTaJ

BOIPOC MOMCKA STHOKYJILTYPHOTO

cBoeoOpasust apxuteKTypbl (OmMypasuen

1 Bosinuenko 195).

MOHOTOHHOCTb U 0JIHOOOpa3ue
APXUTEKTYPbI HE TOJBKO MaCCOBOH
3aCTPOHKH, HO U COLIMAJIBHO 3HAYUMOH
ApXUTEKTYpbl 0OLLErOPOICKOro Maciutada
NPUBEIH K O€3JIMKOCTH TOPOJIOB,
OTCYTCTBHIO HE TOJILKO HALMOHAJILHO-
KYJIbTYPHOH, HO U UX PETHOHAJIbLHON
scTeTudyeckoi agpectoctu (yues 12).

[no6anbHast ynudukauus
WM <MHTepPHALMOHAU3ALIUS»
apXUTEKTYpbl MOJ O0JIbILIHE COBPEMEHHbIE
CTHJIM «Xal-TeK» U «JIeKOHCTPYKTUBH3M »
WM JIPyTHe MOJIHbIE TeYeHHs]

HE CMOCOOCTBYET 3CTETHYECKOMY
MHOTOLIBETHIO KYJIBTYP HapOJI0B MHUpa.

Ceronnsi /15 NoJHOMACIITaGHOTO HAYYHO
000CHOBAHHOI0 M KPeaTHBHOIO pelleHus
U3JI02KEHHOH MPpoOJieMbl HOBOH apXUTEKTYPbI
Kasaxcrana BaxHO 00paTUThLCs K TeHe3ucy
KyJIbTyphbl Hatlero Hapoga (Ilyiice6at,
«JIpeBHHE TpaMLMHK U COBPEMEHHbIE
TeHJIeHUMH B apxutekType Kazaxcrana»).

B pamkax paGoTbl MopoOHO OCBeLLA0TCs
MyTH NPUBJICYEHHUS B APXUTEKTYPHbIH SI3bIK

Kaszaxcrana 6eCLieHHOro STHOKYJILTYPHOTO
HacJ/1e/I1sl «3BEPUHOTO CTHJIsT» CTenHok
Ckuuu B OpraHuyeCcKoi CBSI3H C MJIaCTHKON
COBPEMEHHOI0 Ka3axCKoro OpHaMeHTa.

Lesbto uccsenoBanust siBJsieTCs
M3y4eHHE MPOTOOCHOB Ka3axCKOH
XY/107KECTBEHHO-TPaPUUECKOH KYJIbTYpbl
U BbISIBJICHHE €€ XY/102KeCTBEHHOMH
CEeMaHTHKHU JJisl pa3pabOTKH KOHUEMLUH
CaMOOBITHOH apXUTEKTYPHOH SCTETHKH,
CNocoOHON GOPMHUPOBATHL HOBbIH
XYI07KECTBEHHBIN S3bIK aPXUTEKTYPbI
Kasaxcrana.

LleHTpanbHOU HaEel HCCeloBaHUS
KOUEeBHHUECKOTO HCKYCCTBA SIBJISIETCS
13yyeHue npoosieMbl «3BEPUHOIO CTHJIS»
Crennoit CKuduH, mOHUMaeMOro Kak
SI3bIK MCKYCCTBA, KaK METOJI BbIPAXKEHUSI
OTHOLIEHUsI 00L1LeCTBA K OKpY2KatoLeMy
mupy (Koposnbkosa 35). B urore
CeMaHTHKa «3BEPUHOTrO CTUJISA» Jlera
B OCHOBY 5CT€THUeCKOH KOHLENUHMH HOBOH
apxutekTypbl Kazaxcrana kak cnoco6
MOHUMaHUS ¥ TIPUHIMI MOCTPOEHHS
APXUTEKTYPHBIX POpM.

J1J1s1 TOCTH2KEHHST LIeJIH HEOOXOIUMO
CUCTEMHO U3YUHUThb BOMPOCHI 3CTETHKH
MHPOBOCIIPUSITHSI HAPOJA M HA 3TOH OCHOBE
pelIUTb Caeylonlne 3a1auHu:

— H3YYHTb U aHAJIU3UPOBATH
XYJ107KeCTBEHHO -TpadpHuecKUil s13bIK
«3BEPUHOTO CTHJISI» CKU(CKOHN 3MOXH
110 apXe0JIOTHYECKUM MaTeprasam
M JIMTEPaTyPHbIM HCTOYHUKAM;



— HMCC/IeIOBATh IMHAMUKY B3aUMOCBSI3H
KYJILTYPHO - 9CTETHYECKHUX MTPOLLECCOB
nepuojia CTaHOBJIEHHST OOIIHOCTH
TIOPKCKHX HapPOJIOB M KAa3aXOB
10 JIMTepaTypPHbIM HCTOYHUKAM;

— YCTaHOBUTb MOP(OJOTHUECKYIO
CB$I3b 513bIKA «3BEPUHOTO CTUJIST»
Crennoil Ckucuu ¢ opHAMEHTaJIbHbIM
MCKYCCTBOM COBPEMEHHbBIX Ka3aX0B,;

— OCBOUTb 9CTETHYECKYIO CEMAaHTHKY
CKHUCKOI 3M0XH U pazpaboTaThb
HOBbIE KOHUETIIHUH apXUTEKTYPbI
Ha OCHOBE 3THOKYJILTYPHBIX TPaJUIIHH
1 COBPEMEHHbIX IOCTHKEHUH
1MPOBOH 3M0XH;

— BBECTH B 000pOT €BPa3uiCcKOro
HaY4HOTO MPOCTPAHCTBA OTKPBITHS
1 JIOCTH2KEHHSI Ka3aXCKOH
apxutekTypbl XXI Beka.

B crartbe ocBsiliieH 0CHOBOH BOMpOC
HalllUX UCCTIeOBAaHUN — H306pas3nuTebHAs
1 CTHJIMCTHYECKAast B3aUMOCBSI3b
MEKJy IPEBHUM «3BEPUHBIM CTHJIEM »
CKM(CKOM 3MOXH 1 COBPEMEHHBIM
Ka3aXCKUM OPHAMEHTOM — rpagHuecKum
CHMBOJIOM KYJIbTYpbl. ToK1€CTBEHHOCTh
Xy/102KECTBEHHOT0 06pa3a OpHAMEHTAIbHOH
rpaduku (cM. puc. 1, 2) Kak cBS3yroUIMi
13bIK-CUMBOJI MTOATBEPKIAELT CO3BYUHE
ICTETHYECKOTO MUPOBOCIPUSITHS HAPOJIOB
9THX JIaJIeKUX 310X BO BpEMEHH
1 TIPOCTPAHCTBE.

Puc. 1. OpnameHrasbHasi 1eTanb y3AeuKH.
Cxkudcekoe 3axopoHenue. Anraii. Jloamna Cypras.

[IpusnaBast orpoMHO€E BCEMUPHOE
3HayeHue U oblieyesioBeyecKre MaciuTabl
KynbTypbl Crennoit Ckuduu, B popmate
JIAHHOW CTaTbU Mbl OTPAHUUHBAEMCS
pPaccMOTpPeHHEM TOJIBKO Xy/102KeCTBEHHO-

rpaguuecKoro siabika 3MoxXu Kak
THOKYJILTYPHOTO CTETHYECKOTO KOJIa,
KOTOPbIF MOXKET CJIY?KUTh KJIIOUOM B HOBOH
MeTo/Ke (POpMUPOBAHHUST apXHTEKTYPHOTO
o6pasa Oyjyuiero.

Puc. 2. OpHameHT «KoLIKap MyHH3».
Heranb yaneuxu. Anrait. Joanna Cypras.

BriepBble B HayuHbli 000pOT
¥ B TBOPYECKOE I10JI€ TPUBJICUECHO
apXauyHoe UCKYCCTBO KOUEBHHKOB
Benunkoit Crenu Kak si3blK TBOPUECTBA
1 €1ocoO MOCTPOEHHUS U TTOHUMAHHS1
THOKYJILTYPHbBIX ()OPM B HOBOI
ICTETHKe apxUTeKTypbl Kasaxcrana.
[TostyueHHbIe B X0Oie HCC/IeIOBAHUST HOBbIE
XY/I0’KeCTBEHHbIE CBEACHHUS apXauyHOH
KYJILTYpbl U rpauyeckre apTedakTbl
JIETJIH B OCHOBY apXHUTEKTYPHOH KOHLEMIHUH
KaK METOJL KpeaTUBHOTO 00pallleHUsI
COBPEMEHHOro 0011ecTBa K HOBbIM BbI3OBaM
3CTETHUECKOr0 0JJHO00PA3Hsi HCKYCCTBEHHOH
cpebl 0OUTaHUS.

MeTonabl

Metopnonorust 1aHHOH paObOThI ABJSETCS
3BEHOM B 00OLIEHAYYHOH METOI0JIOTHH
UCCJIEIOBAHUSA aPXUTEKTYPhI KaK
(eHOMEHa, TECHO CBSI3aHHOTO C FeHE3UCOM
HalMOHAABLHON KyJbTypbl. O6111a5
METOJIMKA UCCIeN0oBaHus Hasupyercs

Ha aHAJIMTUYECKOM METOJIe, BOCXOASIIEM

K CUCTEMHOMY MOJIXOJTY, U COCTOUT

13 HECKOJIbKMX B3aHMOCBSI3aHHbIX 3BEHbEB,
oObeIMHEHHBIX 0011IeH KOHIIeIHEH.
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B xone ucenenoBanus Oblan
MCIOJIb30BaHbI 0OLLE/0THYeCKHE,
TEopeTHYeCKHe M IMITHPUUECKHE METO/IbI,
I03BOJIMBLLIME PACKPLITH 1OCTABJIEHHbIE
3a/1auM B OCBELLEHHH NTPOOJIEeMbI
KYJIBTypOreHe3a Ka3axckoro Hapoja.

MeToposornyeckast 0CHOBa CTaTbH
6asupyercst Ha (PyHIaMeHTaJbHBIX TPYAaX,
MOCBSILLEHHbIX HCCIIEIOBAHUIO 3THOTEHEe3a
HapOJIOB, M B YaCTHOCTH B3aUMOCBSI3U
CKH(O-CaKCKOH, IPeBHETIOPKCKOH
1 COBPEMEHHbIX KyJbTyp. M B 3TOH
MHOTOBEKTOPHOMH KYJITYpPOJIOTHYeCKOH
M UCKYCCTBOBEIUECKOH MpoOsieMe HaMu
BbISIBJIEH OCHOBHON BONIPOC — 0COOEHHOCTH
JIyXOBHOTO MUPOBOCTIPUSITHST HALLIMX
NPE/IKOB, MPUHUMITBI MX SCTETHYECKOI0
CaMOBbIpaXKeHHUs1, OCHOBAHHbIE
Ha YHUKAJIbHOM Xy/102KECTBEHHO-
rpaguueckom si3bike. B 1ies0M ycraHoBeHa
PEeMCTBEHHOCTb U aKTyaJIbHOCTD
HPABCTBEHHBIX, IyXOBHBIX H 3CTETHUECKHX
YCTAHOBOK, He MOTePsIBLLMX CBOE 3HAUeHHe
1 CEero/IHs.

Bblio onpeneneHo 3HaueHne NOHATHS
«3BEPUHbBIN CTHJIb>» 1AJIEKOH OT HAC
10 BpeMeHH CKH(CKOH 3MOXH U ee
OTHOLIEHHE K COBPEMEHHOH Ka3axCKou
KYJIBType Ha OCHOBE aHaJIMTHYECKOT0
u3ydeHust HayuHbiX TpyioB. KpynHedimuii
yuenbiii [ A. ®&nopos-/laBbioB B cCBOeM
(yHramenTanbHoM Tpyje «FckyecTBo
KOUEBHHMKOB U 30/10T0i Opabl. Ouepku

KYJIBTYPbl H HCKYCCTBA HApPOJ0B
EBpasguiickux crenei 1 30J0TOOPAbIHCKUX
ropojioB» 0G'bEKTHBHO ONPEIENSIET MPSIMYI0
CB$I3b «CKM(CKOro 3BePUHOIO CTHJISI»

C UCKYCCTBOM 30J10TOOP/BIHCKOH 3MOXH (3 ).

B nccnenoBanuu ObLIM HCMOJIB30BAHDI
oOLleHayuyHble METO/Ibl, TAKHE KaK aHaJsHu3,
ornucaHue, cpaBHeHHE, HA OCHOBE KOTOPbIX
copMHUpOBaH IIaBHbBIH BbIBOJL O TOM,

YTO reHe3MC Ka3axcKol Xy[0KeCTBEHHO-
rpauuecKon KyJbTypbl BOCXOAUT

K CKMCKOH 31oxe. 3/1eCh YMECTHO
NPE/CTABUTb B KaUeCTBe KOHKPETHOH
JloKasaTesbHON 6a3bl apTedakThl,
HaljleHHble B CKUPCKON rpobHULLe
(apxeosioru Typ6at u yKuckap)

(cm. puc. 1, 2, 3). D10 1eTa/ M KOHCKOMH
cOpyH, YKpalleHHOH Ka3aXCKUM
OpPHAMEHTOM «KOLIKap MyHu3». JlaHHbIH
apredakT SBJSETCS TPOTOTUIIOM HAlIeTo
COBPEMEHHOT0 OpPHAMEHTA, H 3/IeCh MOXKHO
KOHCTATHPOBATh, UTO CKBO3b ThICsIUe/IeTHS
JI0 HACTOSIIIIETO BPEMEHH KA3aXH COXPAHUJU
rpauuecKuil 13bIK OpHaMeHTa

KaK HAUMOHAJIbHBII KYJIbTYPHO-3CTeTHYECKHH
cumBoJl (MoHroJibcKast rpoGHULA ).

B 3TOM KOHTEKCTE ¢ yyeTom apTedakTos,
Hal/leHHbIX Ka3aXCTAHCKUMH apXeoJioraMu
(AxuiieB, CamaliieB), MOXKHO TOATBEPIUTh
HaJIMYKeE TECHON STHOKYJLTYPHOH CBSA3H
JIIOJIeH Pa3HbIX 310X C COBPEMEHHOH
9CTETUKON MUPOBOCIPUSITHSI U Ka3aXCKOH
KYJIBTYPOH.

Puc. 3. JlekopaTHBHasi 4acThb y3/IeUKH U3 OpHAMEHTOB U rpucoHoB. Anrail. [losmna Cypra.



O6cyxpeHue

M3yuenue 1 anaius Xyj10:KeCTBEHHO-
rpauyecKoro si3blka «3BEpHHOTO CTHJIS»
CKM(CKOM 3MOXH M0 apXe0JIOrHYECKUM
matepuaJiam H JITepaTypHbIM
MCTOYHMKAM 110Ka3a/M YHUKAJIbHOCTb
3TOTO Xy/10?KECTBEHHOTO §13bIKa U CTUJIS
(ApTaMoHOB). 3711€Ch CJIelyeT OTMETHTb,
4TO B COBPEMEHHOM HCKYCCTBO3HAHMH
MPOU3BEICHUS TAHHOH STTOXH MPU3HAHBI
11e/leBpaMi MHPOBOTO YPOBHSI.

CkudpcKoe HCKYCCTBO HaYaJsli U3ydyaThb
nasno, ewié B XVIII u XIX Bekax. Pasubim
acrieKTam YHUKaJIbHbIX TIPOU3BEIEHHI
BbIJIAIOLLEHCS STTOXH MOCBSILLEHO OTPOMHOE
KOJIMYECTBO LieHHbIX MyOsnKaluii (Minns,
dapmakosckuti, PocroBues, boposka,
Apramonos). [lyist HalLIMX HeceI0BaHUiI
BaKHO BbIsSIBJIEHHE MECTaA CTETHKH
CKM(CKOI 3MOXH B reHe3nce Ka3axcKoi
KYJILTYPbI.

OTBeT Ha Halll BOMPOC JlaeT
(yHIaMeHTaNbHBIA HAYYHBIH TPY/L
[ A. ®énoposa-/laBbiiosa «ckyccTBo
KOueBHUKOB 1 30J10T0i Opzbl. Ouepku
KYJILTYPbl U HCKYCCTBA HApOJIOB
EBpasuiickux crenei 1 30J0TOOP/bIHCKHUX
ropojios». B npennc/ioBuu K KHure
OH nuuIeT: «YeTbipe TeMbl B35/

MbI U3 OTPOMHOTO U Pa3HOCTOPOHHET0
mMaTepuana — CKpo-CcUOUPCKUH “3BepUHBIH
CTHJIb”, HCKYCCTBO CPE/IHEBEKOBBIX
KOUEBHHMKOB, MOHyMEHTaJIbHAs CKYJIbITYpa
TIOPKOB H HCKYCCTBO 30J10TOOP/IbIHCKHUX
ropo1oB. CBsi3aHbl JI1 OHU MEXKLY

co6oii yeM-160, Kpome reorpaduu?

Ham npencrapisieTcst, 4To 3TH YeThipe
TEMbl, NIPU BCEH UX H30JIHPOBAHHOCTH,
OTHOCSITCS K MpobJieMe U3ydeHus
OCHOBHBIX y3JI0BbIX MOMEHTOB M BeX

B CTEITHOM MCKYCCTBE JIpEBHOCTH > (3).
Ilasiee aBTOp JIOTMUECKH MOATBEPKIAET
HaJIMuue STHOKYJIBTYPHOH CBSI3M Pa3HbIX
310X Ha npocropax Bemukoit Creny,

1 Mbl TIOJIHOCTBIO pas/esisieM Jloruyeckue
BbIBOJIbI U3BECTHOTO YUEHOTO.

3asiBjieHHAsi TeMa CTaTbU OXBAThIBAET
reHe3UC KyJIbTYpbl: IyXOBHbIH yPOBEHb

B3aHMOCBSI3U U POJICTBEHHAS CrielU(UKa
XYLO?KECTBEHHOTO 513bIKa. OTHOCUTENILHO
Xy107K€CTBEHHO-TPapuuecKoro siabika
Crennoit CKUpHH 06BEKTHBHYIO OLIEHKY
nan ®énopos-/laBbiios: «HMckyceTBo
KOUEBHHMKOB PaHHETr0 CPeIHEBEKOBbS

JIAET HAM COBCEM JIPYyroe HCKYCCTBO, COBCEM
JIpyroe oTHoLIeHHE K H300pa3HUTeJIbHOCTH.
Bes yuéra sToro npotuiecca Hesb3si

TMOHSATH 1yX U IPUPOLY HAPOJHOTO
MCKYCCTBA OTOMKOB aJjiTakilieB

1 KbITYaKOB, MOHTOJIOB U I'y30B, CAPMATOB
u anau» (Pénopos-JlaBbiion). 3ech
COBETCKHUH YYEHbIH MOATBEPAUI HAJIUUHE
JIPYTOro «JiyXa» M «IPUPOJIbI» TaHHOTO
MCKYCCTBA U €e JIpyroe OTHOLLEeHHE

K H306pa3nTeJIbHOCTH, TEM CaMbIM 0Ka3aJl
HaJIMure JIPyroro rpauyeckoro s3bika

B HCKYCCTBE ITOTOMKOB aJsITaillleB

1 KbITYaKOB, allpHOPH COBPEMEHHbBIX
Ka3axoB. beclieHHble BBIBOIbI yUE€HOTO
M03BOJISIIOT aKTya/JM3UpPOBaTh 3HAUEHHE
KyJIbTYpbl HAlIMX TIPEJIKOB U B COBPEMEHHOM
ICTETHKE apxXUTeKTyphl Kazaxcrana

LM POBBIX TEXHOJOTHH.

Kax nsBecTHo, B COBETCKOE BpeMsi
JpeBHee UCKYCCTBO crerneil EBpasun
CYMTAJIOCh MTEPEKUTKOM: KOHCEPBATHBHOE
MBbILIJIEHHE W HMITEPCKAsH U1e00THS
TOH 3TIOXH 3arpelan MporpecCHBHbIM
YU€HbIM He TOJIbKO 0GbEKTHBHO
MCC/IeIoBaTh Ha TPaKTHKE, HO U TOBOPHUTh
Ha sty Temy. Pénopos-JlaBbiioB
B 3aKJ/toueHn KHuru «Mekycerso
KOUEBHHUKOB U 30/10TOH Op/bl» NULIET:
«EcrecTBeHHBIM MPOI0KEHHEM Halllel
TEMbl JIOJI2KHO ObITh U3yUeHHe MepPeKUTKOB
JIPEBHETO UCKyCCTBa creneil EBpasnu
B COBPEMEHHOM TBOpYECTBE MOTOMKOB
JIPEBHUX HACEJISIBILIMX HX HAPOJIOB».

[To moBomy HecocTosiBIIIErOCS U3YyUeHHS
MepeKUTKOB JIPEBHEr0 HCKYCCTBA CTernel
EBpasuu oH ¢ coxkajieHneM oTMevaer:
«Ho 3To BBIXOAUT 32 paMKH HallMX
necseoBaHui» (25).

B nepuon passutusi CoBeTckoro
Kasaxcrana 3THOKYJIBTYpHBIE BOTIPOCHI
B apXUTEKTYpe OrpaHHYUBAJIMCh
Ha ypoBHe YKpallleHHs1 o6beMa OpHAMEHTOM
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B KAuecTBe JIEKOPATUBHOTO 3JIeMEHTA.

B coBeTcKyo 310Xy OT/ie/IbHBIMH
TEOPETHKAMHU paccMaTPUBaJIMCh BOMPOCHI
MHTEPHALMOHAJILHOTO U HALIHOHAJBHOTO
(SIpasioB) nau B3aMMOCBSI3b

1 B3aUMOOOYCJIOBJIEHHOCTb APXUTEKTYPbl
1 KyJbTyphbl (Xait). MHOromMmepHoe

1 IyO0KOe H3yueHHe reHe3nca KyJbTyphbl,
BbISIBJIEHHE TECHOH B3aUMOCBSI3U
STHOKYJIBTYPbI C apXUTEKTYpPOH

He MPOBOJUJIOCh.

Ceroinst, B 310Xy ro6anusaiiu,
KOTJIa MpeBaJiupyeT Mnpouece
HUBEJUPOBAHUS SCTETHUECKUX KPUTEPHEB
B 110J1b3y TEXHOJIOTHH, OCBOEHHE JlyXa
¥ TIPUPOJIbI rpahIecKoro s3biKa
«3BEPUHOrO CTHJISI», 63 COMHEHHSI,
OTKPOET HOBbI€ TOPU30HTHI B TBOPUECTBE
apxutekTopoB Kazaxcrana.

Kak usBectHoO, ajtaickoe
M Ka3axCTaHCKoe, COBpeMeHHOoe cKrdam
MCKYCCTBO «3BEPUHOTO CTHJIS1» OTKPbIIH
Mo3Ke, i OHO BO BCEM MHUpE BbI3BAJIO
yiuBJeHHe U BocxullieHne. Hosefitme
OTKPBITHSI apX€0JI0TOB Ha TEPPUTOPUH
Kaszaxcrana (Akuies, Camatles)
JIMIIHUH pa3 IEMOHCTPUPYIOT MUPOBOMY
COOOLLECTBY LIeEBPbI 00111eUET0BEUECKOro
Macuitaba v MOATBEPKAAIOT OUEBHIHYIO
JIyXOBHYIO CB$13b CAKCKOH KYJILTYpbl
C 9CTETHYECKUMHU BKycaMu
¥ CUMBOJIHUECKUMHU MPEANOUTEHUSIMHU
COBpeMEeHHbIX Ka3axoB. Pesy/ibrarhl
HalKMX UCCJIeIOBAHUI MOATBEPKIAIOT,
YTO BHEJPEHHE <J1yXa» W <ITPUPOJIbI»
nckyccrBa Crentoit Ckuun
1 MpaKTHYECKOe OCBOEHHE TBOPYECKOTO
sI3bIKa BEJTMKOH 3MOXH 0KaxKeT OeclieHHOoe
BJIMSIHUE HA POPMHUPOBAHHE CTETHIECKON
KOHLLETMIMH Hallel apXUTEKTYpbl.

PesynbTarthl

OcosHaBast BceMHpHOE 3HaueHHe

1 o0L1eYe/I0BeYeCKHEe MacIITa0bl
KyabTypbl Crennoit Ckuduu, B popmarte
JIAHHOW CTaTbU Mbl paCCMATPUBAEM
TOJIBKO Xy/102KECTBEHHbIH 3bIK 3M0XH

KaK 3THOKYJIBTYPHbIH KOJI, KOTOPbIA MOXKET

CJIY?KHTb KJIOUOM K (hOPMHUPOBAHHIO
HOBOH 3CTETHKH apXUTeKTypHOro o6pasa.
B sTom maBHast 3anaua coBpeMeHHOH
APXUTEKTYPbI KAK HCKYCCTBA, POXKIEHHOTO
Ha Xy/102KECTBEHHON CEMaHTHKE BbICOKOMH
KYJIbTYPbl HALIUX TIPEIKOB.

Ananua HaydHBIX paboT IEMOHCTPUPYET,
YTO C/IBUI B HAYYHOM MOHUMAHHH UCKYCCTBA
CBSI3aH C 3apOXKIACHHEM KYJBTYPHON
CeMaHTHKH, MHTEPIPETHUPOBABIIIEH
BCE Xy/107KECTBEHHOE TBOPUYECTBO
KaK CHCTEMY CMbICJIOHECYIIIUX TEKCTOB,

a (heHOMEeH XyJ107KecTBEeHHOro 06pasa

Kak crieuruuecKuii THI ceMaHTeMbl,
HeCylLIEeH COLIMANBbHO 3HAYMMYIO
nHpopmaio (Pauep 35). B nmporecce
M3y4eHHsl KYJbTYPHOH CeMaHTHKH
paccMaTpuBaeMON 3MOXH KaK CUCTEMbI
CMbICJIOHECYLIIUX TEKCTOB BazKHO

ObIJIO PACKPBITH CMBICJIOBOE 3HAUEHHE
OOILIENPUHSATOrO HAYUHOTO MOHATHS
«CKM(CKUI 3BepUHbIH cTH/bL>. [To noBomy
TMOHSITHS CUCTEMbl H3BECTHBIN CreLHANUCT
E. ®. KoposbkoBa B kuure «Teopetniueckue
npo6sIeMbl HCKYCCTBO3HAHUS U “3BEpPUHbIN
CTHJIL” CKUCKON IMOXU» MOSICHSIET
3HAUEHHE CJOBOCOUETAHUS CAETYIOIIHM
o6pasom: «HecmoTpst Ha TO UTO MOHATHE
“CTU/IL” KaK TAKOBOE SIBJISIETCS YACTHBIM
110 OTHOUIEHHUIO K 6oJiee 00111eMy MOHSATHIO
“XyJ10’KeCTBEHHOE HarpaBJeHue”,
ciioBocoveTanne “cKUQCKUil 3BepUHbIN
CTHJIb” TPATMIIMOHHO W KOHBEHIMOHAJIbHO
B Hay4yHOH JiuTepaType 0603HaYaeT UMEHHO
Xy/I07KECTBEHHOE HarpaBJjeHHe, MOCKOJIbKY
MMeeTCsi B BUJly B3aHMO3aBUCUMOCTb (POPMBbI
U cojiepKanus» (23).

J1151 HalMX TBOPUYECKUX M3bICKAHUH
B3aHMO03aBHCHMOCTH (DOPMbI M COJIePrKaHUS
BAXKHO PACKPBITHE WIEHHOTO COIEPrKAHMUSI
MCKYCCTBA «CKU(CKOTO 3B€PUHOTO
CTHJISI», CUCTEMA «BHJEHUS» KaK METOJL
XY/107KECTBEHHOTO BbIpaKeHHsI
HalIUMHU TTPEAKAMH OKPYKAIOIIEro
mupa. McenenoBanus cucteMbl
«BUJIEHUST» CKM(DCKON 3M0XH B paspese
B3aHMO3aBUCUMOCTH (DOPMbI M COJIePrKAHUS
1oKasaJii HaJltiue KOMIO3HLIMOHHOTO
MPUHILMNA, U3BECTHOTO CErOIHS



B HCKYCCTBOBETIEHUH KaK «300MOpdHOe
npeBpalleHne », Uin pueM 300Mop@HoH
TpaHchopmaliiy.

TopuecTBO paccmarpuBaercs
KaK MpoLecc, BazKHbIH He TOJbKO
KaK MOHUMaHHe CHCTEMbl < BUIEHHS»,

HO M KaK OCBO€HHE TeXHUYECKHUX TIPUHIIUIOB
KOMITO3UIIMKM — TIPUHLMIIA «300MOP(HOe
npeBpatleHne», WJin npuema 300MophHOH
tpancdopmanmi. [lonstrio «3oomopHoe
npeBpalleHne» CrelnaancTbl

JIAI0T caeaytoliiee 0ObsICHEHHUE:

9TO ONpPeaeJICHHbIH CTHIMCTHYECKUH MTPHEM
(1 ero pesyJibTaThl ), NpearonaratImri
TaKoe BMUCbIBaHHE H300paKeHUs
JIOTIOJTHUTETHLHOTO KUBOTHOTO

(T. e. asIeMeHTa «TIpeBpallleHusT» )

B KaKyl0-J1M00 4acTh TeJla OCHOBHOIO
1300paKaeMoro JKHBOTHOTO, MPH KOTOPOM
YUMTBIBAETCSI M UCIOJIb3YETCs KOHTYP

1 (pakTypa 3TOH aHaTOMUUECKOH eTasu
WJIM COYeTaHUs JleTalei... v T. L.
(Kantoposuu 78).

OcBoeHHbIN MacTepaMu STHOKYJILTYPHbIX
CHCTEM JIaIEKOH 3M0XH METO/L 3CTETHYECKOro
BbIPayKEHUS IEMOHCTPUPYET KPeaTHBHOCTh
MX MBIIIJIEHUS, OPUTHHAJBHOCTh
BbIPAXKEHHUSI U J1e/1aeT UX [IPOU3BEJICHHUS
YHUKAJbHBIMU (CM. pUC. 4).

CoBpeMeHHOIH HAayKOH YCTaHOBJIEHO,
YTO K TeHe3UCY ITHOKYJIBTYPHBIX CUCTEM
MOTYT OBITb OTHECEHBI TI0ObIe COOOIECTBA,
CKJIa/IbIBAIOLLIMECS 110 TEPPUTOPHATBLHOMY
MPUHIKIY, aKKYMYJISILIUK 9TOTO OTbITa
B TPaJIMLIUSAX, IIEHHOCTSIX, YepTax oOpasa
»KU3HU U KAPTHH MUPA... U, HAKOHE,
gopmupoBatrmne Ha HX 6aze CUCTEMbI
00pa3oB MIEHTHYHOCTH IAHHOTO
cooO1ecta (Pauep).

B HallleM KOMIJIEKCHOM HCC/Ie10BaHUH
reHe3uca 3THOKYJILTYPHbIX CHCTEM
B pas3pese B3aHMO3aBUCHMOCTH
KYJILTYPbl U apXUTEKTYPbI BbisIBJIeHA
WIEHTHYHOCTb 00Pa30B KaK CUCTeMa —
Ka3axCKOe OPHAMEHTaJIbHOE HCKYCCTBO
1 OpHaMeHTaJIbHble 00pa3bl CKUPCKOH
snoxu. CjieoBare/bHO, B HALLIUX
MCC/IEIOBAHUSIX OPHAMEHTAIbHOE HCKYCCTBO
paccMaTpuBaeTcs Kak CTU/eo0pasytoliast
4acTh GOJIBIIOTO Xy[10KECTBEHHOTO
HarpaBJIeHHs1 «3BEPUHOr0 CTHJIs» CTenmHON
Ckudumu.

ITOT BBIBOJL MOATBEPKIAET apTedaKT
KapranuHckas nnanema. 3aech
npuemMbl 300MOPhHOH TpaHchopMalliK
«3BEPUHOTO CTUJISI» SIPKO TPECTaBAEHbI
M300paKeHUsIMU 3Bepei U NTULL, HAallpUMep
KOCYJIH U YTKH, U CO3BYUHO TMepPerieTeHbl

Puc. 4. [osicnast nyiactuna (JsieBast). ClieHa oXoTbl XKUBOTHBIX. [V B. 10 H. 9. DpMuTax.
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¢ 00pa3HOM TJIACTUKON Ka3axCKOTo
OpHameHTa (CM. puc. 5).

Jlono/IHUTeIbHBIM MOATBEPKACHHEM
BBIBOJIOB O TECHOH CBSI3H CKM(DO-CAKCKOTO
«3BEPMHOIO CTHJISI» C KA3aXCKUM
OpPHAMEHTOM CJIy?KUT apTedakT
13 TyskThl — KoKaHast (hUrypka poratoro
TUrpa (cM. puc. 6). 3/1ech He TOJbKO
rpaduuecKuil A3bIK, HO U PUHIUI
CO3/1aHH$I TIPOU3BE/ICHUST OCHOBAHbI
Ha TeXHOJIOTHH Bblpe3aHusi oto. CamMo ¢/10BO
«010» 03HAYAeT «BbIpe3aHue», TO €CTh
¥ CJIOBO, U IPEBHEMNILIYIO TEXHOJIOTHIO
Ka3axu COXPaHMJIU 10 HACTOSILLLETO BPEMEHH.
37ech OueBHIHA HIEHTHYHOCTL CUCTEMbI
06pa3oB Ka3axoB reHe3ucy STHOKYJ/IBTYPHbIX
CHCTeM Jla1eKOH CKUO-CaKCKON 3MOXH.

AKTyajlbHOCTb IIPOBEEeHHS HayYHbIX
MCCJIENI0BAHNH KyJ/IBTYpOreHe3a
M «3BEPHHOr0 CTHJISI» B 00/1aCTH TBOpYECTBA
OUEBHJIHA, TAK KaK 3CTeTHKA apXUTEKTYpbl
Kaszaxcrana Hy:xaaercst Kak cucrema
B ClielIM(PHYECKOM THIle CeMaHTEMbI,
HecylleH STHOKYJILTYPHYIO HH(OPMALIHIO
(Myiicebait, «/IpeBH1e TpaguiUK
1 COBPEMEHHbIE TCH/ICHLIMH B APXUTEKType
Kazaxcrana»).

Xynoxuukn Crentoit Ckucun
o6J1aia/id yHUKaJbHON usiocodueit
BHUJIEHHSI, KOTOPOH BOCXHUIIAIOTCS JlazKe
M3BECTHbIE MacTepa H300pa3uTebHbIX
MCKYCCTB Halllero BpeMeHHn — LUgpoBo#
3MOXH. DIOXH, KOTJIa H3OLITOK Ge3aapecHor
BU3yaJsIbHOH MH(OPMAIUH BEJIET
K CTEPEOTHITHOCTH TBOPUYECKOTO MbILLJIEHHUS,
JIMHEHHOCTH KPUTEPUEB HCTETHUCCKOH
¢unocodun u B pesysnbrate —
0/1H000pa3uio Bcel cpejibl 0OUTaHHUS
(M3s0KeHHast mpobyieMa — TeMa OTAeIbHON
CTaTbH ). YHUKAJIbHbBIH PUHLIMIT U TPHEM
«300MOpgHOH TpaHchoOpMaLUKU» B CO3BYUHU
C MJIACTHKON KA3aXCKOT0 OpHAMEHTA J1aeT
MHOTOMEPHYIO apXMTEKTYPHYIO KOMITO3HULIHIO
¢ 60raTblM THOKYJILTYPHbBIM COI€pPrKAHUEM
¥ TIOIHUMAET Xy/I0XKECTBEHHOE 3HaUeHHe
NPOU3BeIEHUs Ha (PHUIIOCOPCKUH YPOBEHD.

B Bonpocax npeeMCcTBEHHOCTH ICTETHKH
MHPOBOCTIPUSITHSI H TBOPYECKOTO OCBOEHHS
HacJ1e/11st PeIKoB Mbl oOpalaemcst

Puc. 5. Kocysist u ytka. Kapranuuckast qpagema
(cbparmeHnr).

Puc. 6. Koxkanas durypka poratoro Turpa.
Tyskra, nepBblil Kyprat.

K 3aKOHaM pa3BUTHS PUIOCODUN KYJIBTYpHI,
TJ1e OJIHO U3 sIBJIEHUH KyJIbTyporeHesa —
KyJIbTypHast HHHOBATHKa (TBOPUECTBRO ).
Kak n3BecTHO, €10/ KyJIbTYpHOH
MHHOBATHKON MPUHSTO MOHUMATh HOBALUH,
MOPOK/ICHHbIE BHYTPEHHUMHU TTPUUHHAMU
COLHAJIBHOTO CAMOPa3BUTHs COOOLLECTB
¥ MHULMATUBHBIM TBOPUYECTBOM OTJIEJIbHBIX
aBTOPOB... TaKOro poaa HOBALMH HEPEIKO
MPUBOJAT K BeCbMa pajMKaJbHOMY
NEPECTPYKTYPUPOBAHHUIO BCEH COLUAJIbHOM
OpraHu3alyu, He paspyuias ero
KaK KyJIbTYPHYIO LEJOCTHOCTb»
(Pauep 56).

B nacrosiiiee Bpemst Hacieane
rpacuyecKoi KyJbTypbl CKUPCKOH
3TIOXH aKTUBHO M3y4aeTcs, OTebHble
CTHJIMCTHUECKHE SJIEMEHTHI
1 KOMITO3ULIMOHHbBIE TTPUHLIUIIbI
MHTErPUPYIOTCS B AM3aHH OJIEXK]IbI,
MaJible apXUTEKTYpPHbIE (DOPMBI,



nosrpaduto u T. 1. Habsmonatorest
MIPUMEPBI TPSIMOTO BKJIIOUEHHUS

B KOMITO3ULIMOHHbIE KOHTEKCThI

B MOHYMEHTaJIbHO-/IeKOPaTHBHOM
uckyccrBe ([lyiicebai, «JIpeBHue
TPAIULMH U COBPEMEHHbIE TeHAEHIIUH
B apxuTektype Kasaxcrana»).

B coBpemennom Kasaxcrane naspesa
HeoOXOIUMOCTb B TBOPUECKOM Pa3BUTHH
6eClIeHHBIX ICTETHUECKUX B3IVIS/IOB
1 Xy/I02KECTBEHHbBIX TPAULMI MPEIKOB
KaK KyJIbTYpHOH HHHOBATHKH
B Xy/10?KECTBEHHOM $13bIKE apPXUTEKTYPbI
C YYETOM COBPEMEHHBIX 3CTeTHUECKHX
OPUEHTUPOB U JOCTHKEHUH TEXHOJIOTHH.

B Hatmx HayuHbIX HCC/IEI0BAHUSIX
1 TBOPUECKHX U3bICKaHUSIX oOpallleHue
K SI3bIKY HCKYCCTBA «3BEPHHOIO CTHJIS»
Crennoit Ckuduu B criocobax NocTpoeHus
¥ TIOHUMaHHU$1 aPXUTEKTYPHBIX hopMm,

B (hOpMHUPOBAHNH AaBTOPCKOH KapTHHBI
MHPA JIE[JIH B OCHOBY KOHLEMUHMH HOBOH
ICTETUKM apxuTeKTypbl Kazaxcrana.

B 9TOM KOHTEKCTE aKTHBHBIE TTPHEMBI
«300MOPHBIX MPEBpaLLeHUI >,

rje U3ru6 UK BbIMYKJIOCTb MPeAMeTa HMeH
TEHJIEHIIMIO MTPEBPALLAThCs B 300MOP(HYIO
JleTallb, a CaMo »KMBOTHOE NpeBpallialoch

B JIPyroe KMBOTHOE, 1€MOHCTPUPYIOT

M MOTYT 1aTh 60raToe CJ0KHOMOAUMHEHHOE
BbIpazkeHHe GOPMbI U CoflepKaHUs

B apXUTEKTYPHBIX KOMIO3HIIUSX
COBPEMEHHOCTH.

Otze/ibHbIE TBOPUYECKHE OUMCKH
peasu3alluk 3CTETUIeCKON KOHUETLNH
HOBOW apXUTEKTYPbI PEICTaBIECHbI
NPUMEPOM (CM. pUC. 7), IEMOHCTPUPYIOLLHUM

Puc. 7. Ipunuun tpanchopmaiyu ckudeKoi
KOMIIO3ULIMU B apXUTEKTYPHbIH 06pas.

NPUHLKIT TpaHCHOPMaLUKU CKUPCKOH
KOMTO3HIIUK B aPXUTEKTYPHbIH 006pa3.
3nech H306pa3uTesbHbIi rpaduyecKuii
I3bIK «CLEHbI OXOTbl 2KMBOTHbBIX»

(cM. puc. 4) npeacrap/ieH Ha s3biKe
MJIaCTHYECKOH (hOPMbI aPXUTEKTYPHOH
komnoautiuu (uer. [lampar).

JanbHefiye noapoOHOCTH TBOPUECKHUX
paboT Mo MpaKTUYECKON peasu3alfin
KOHLLENTYyaJbHbIX MOJIOKEHUH HALLIMX
Hay4HbIX HCCJIE/IOBAHUMN 110 TEME,
OCBELLLeHHOM B JJaHHOH CTaTbe, MoJyyaT
MPOJIOJIZKEHHE B MOCJEIYIOLIUX aBTOPCKUX
MPOEKTaxX, KHUTaX U CTaThsX. 3/1eCh HaM
BaKHO ObIJIO YCTAHOBUTb MHOTOMEPHYO
B3aUMOCBS$I3b M B3aUMOOOYCJIOBJIEHHOCTD
APXUTEKTYPhI U KYJITYPbI JI/151 BbISIBJIEHHUS
ICTETHYECKOI0 OPHEHTHPA PA3BUTHS HOBOH
apxutekTypbl Kazaxcrana.

B cucreMHOl KOHUEMIMH HALLIHX
TBOPYECKHUX M3bICKAHHUH B IJ1aHe
B3aUMOOOYCJIOBJIEHHOCTH KYJIBTYpPbl
M apXUTEKTypbl 0c000€ MeCTO 3aHMMaeT
ABTOXTOHHAsl OpHAMEHTAJIbHAs! KyJIbTypa
Ka3axoB, UMEIO1as1 CTUJIMCTHYECKYIO
WAEHTUUYHOCTD CO BCEH THOKYJIBTYPHOH
cucTeMoi cKUCKoi 3moxu. JlekopaTuBHble
JIOCTHKEHHUS UM OPHAMEHTAJIbHBIH IyX
«3BEPUHOTO CTHJIST» MPU3HAIOT MPAKTHUECKH
BCE yYeHble-UCC/Ie0BaTe/H, KOTOpble
oTMeuatoT: «OHa 00yC/IOB/IMBACT TaKxKe
ocoboe opraHuyeckoe ciusiHue o6pasa
»KUBOTHOTO U TpeJIMeTa — OTCIoJa PsifL
3ameyuaresibHbIX JI€KOPATUBHbIX JOCTHKEHHH
“3BEpUHOTO CTHJISI”, COXPAHSIOILHX CBOIO
npesiectb U ceiuac» (Pénopos-IlaBbiios 5).

CKBO3b ThICSUENETHST KA3aXCKUI
OpHAMEeHT — TpadHuecKhii CHMBOJ Hapoja —
COXPAHHJICS JI0 HACTOSILLIETO BPEMEHH.

Ecsin o6patutbest K hopme U cofeprKaHuio
Ka3axCKOro HallMOHaJIbHOIO OpPHAMEHTA,

TO C IP€BHUX BPEMEH OH CHMBOJIH3UPOBAJI
3alUTY OT TEMHBIX CHJI, TPUHOCHJI yiauy

B [TOBCE/IHEBHOM JiesiTeibHOCTH. OcoOeHHO
3HAYMMOH OblJ1a CHMBOJIMKA B AI3bIYECKHE
BpemeHa. CerojiHst OpHaMEHTbI BCTPEUYaloTCst
B OJI€2KJIe, HCTIOMb3YIOTCS B 0Oeperax,
YKpallleHHsIX, HHTepbepax u akceccyapax.
Bo Bpems putyasbHbix 06psioB — cBajeo,
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MOXOPOH MJIM THHUECKUX TTPA3HUKOB —
BCE BOKPYT yKpallatoT OpPHAMEHTaMH.
ITO Y4aCTh UCTOPHUHU KA3aXCKOTO HAPOJa,
JlaHb ero 0OblYasiM U TPAJIULLIHSIM.
Jlaxke uepes cToJieTHsI 9Ta CHMBOJIMKA
He YTPaTUT CBOeH aKTya/lbHOCTH,
MOTOMY UYTO B HEH — KyJIbTypHasi
caMOOBITHOCTb Hapo/a.

Kazaxckuit opHaMeHT KaK rpaduyeckui
CHMBOJI HAPOJla COCTABJISIET OCHOBY
B hopMo0oOpasylollell ceMaHTHKe HOBOH
apXUTeKTYypbl. JIjisl HALLIMX TBOPUYECKHUX
MOUCKOB BaXKHA CTUJIMCTHUECKAS MJIACTHKA
s13bIKa Ka3aXCKOI0 OPHAMEHTA,
€ro y3HaBaeMOCTb HJIH «UUTAOCIbHOCTb >
npu hOPMHUPOBAHUHU MTPOCTPAHCTBEHHOTO
o0pasa apxXuTeKTypbl. 3/1eCb OPHAMEHT
MCIT0JIb3YETCs He KaK TPAIULIHOHHbIH
JIEKOPATHBHBIN 3JIEMEHT B apXUTEKType
COBETCKOH 3110XH, a sIBJISIETCS
MJIACTHUECKUM $13bIKOM MPOCTPAHCTBEHHOTO
(opmoo6pazoBaHusl, CTAHOBUTCS
KOHCTPYKTUBHOH 0a30 U CTPYKTYpPHO
OCHOBOM Bcel KoMNosnuluu. OpHaMeHT
o0pasyeT MJIaCTHYHYIO COCTABJISIOLLYIO
TpeXMepHOH (hOPMbI U SIBJISIETCS
THOKYJILTYPHBIM SI3bIKOM OHOHUUECKOH
apxuteKTypbl Kazaxcrana HOBOH 31oxH.

[IpenBaputesbHble pe3yJ/ibTaThl
HallMX TBOPUYECKUX H3bICKAaHUH
MOKa3bIBAIOT, YTO HOBBIH 06pa3
apxuteKTypbl Kaszaxcrana B KOHTeKCTe
Pa3BUTHUSI MUPOBOH apXUTEKTYPHOH
MbICJIH OyJIET CO3BYU€EH COBPEMEHHbIM
TEYEHHSIM — <apPXMTEKTYPHOH OHOHHKE »
WJIM TAK HA3bIBAEMOU «HEJIMHEHHOM
apxuTekType». Ho Haim apxuTeKTypHbIe
KOMIO3ULIUHM OY1yT UMETh STHOKYJILTYPHYIO
«YUTAa0JNBHOCTb>» U OTpazKaTh OPyTasbHO-
CUMBOJIHUECKHE 0COOEHHOCTH SI3bIKA 3MOXH
Crennoit CKHHM U CTHIIUCTHUECKYTO
NJIACTHKY KA3aXCKOro OpHaMeHTa (CM. puc. 8).

OTH KOMIO3ULIMOHHbBIE TPUHIMITBI
MOJIHOCTBIO POHU3BIBAIOT CKU(CKOE
MCKYCCTBO BO BCEX MPOSIBJIEHUSIX, SIBJISISICh
OTJIMYUTENIbHBIM TPU3HAKOM JIAHHOTO
XYJI02KECTBEHHOT0 HarpasJieHHUs1
M OCTaBasiCh YHHKAJIBbHOH Xy/102KECTBEHHOH
LLCHHOCTDLIO U B HALLy 3I10XY.

XyJ102KeCTBEHHbBIH SI3bIK «3BEPUHOTO
CTHJISI» TTPU OCO3HAHHOM TBOPUYECKOM
OCBOEHHH U B CUHTE3€ C KOHCTPYKTHBHO-
TEXHOJIOTMYECKUMHU JIOCTHKEHHUSIMU
1M poBo# 3moxu GyeT Cnoco6CTBOBATh
COTBOPEHHIO STHOKYJILTYPHOH CEMaHTHKH
APXUTEKTYPHBIX KOMIIO3ULIMF U MOXKET 1aTh

Puc. 8. IIpocrpancrBenHas Komnosuuust «Jlyx apxuTeKTypbl — 010». ABTOPCKHI HAGPOCOK.



YHHKaJIbHOE 00pa3Ho-HAeHHOe cojleprKaHue
Hallel apXuTeKType.

3aKknwuyeHue

B pesysbraTe necne10BaHus B paspese
B3aUMOOOYCJIOBJIEHHOCTH KYJIBTYpPbl

1 aPXUTEKTYPhI BbISIBJIEHO MECTO 3CTETHKH
CKHU(CKOM 3MOXH B reHe3uce Hallek
KYJIbTYpbl U 3HaY€HHEe CTHJIMCTHUECKOH
WIEHTHYHOCTH aBTOXTOHHOH OpHAMEHTAJIbHOH
KYJILTYpPbl Ka3aXOB CO BCEH CUCTEMOH
CKM(CKON 3MOXH.

Ckuo-cakckast IMBUIU3ALHS
KOUEBHHMKOB OXBATbIBAET OIPOMHOE
reorpacguueckoe npocTpaHcTBO
1 MHOTOBEKOBYIO HCTOPHIO U T10 MTPaBy
SIBJISIETCS KYJILTYPOH MHUPOBOTO 3HAUEHHSI.
OT coBpeMeHHBIX Ka3aX0B AaHHYIO 3MOXY
OTJIe/ISIeT OFPOMHbBII BpEMEHHON OTPE30K,
HO, HECMOTPsI Ha MPOCTPAHCTBEHHO-
BpPEMEHHYIO Y1aJIeHHOCTh, B HAlLLEM
STHOKYJILTYPHOM JIyX€ U 9CTETHUECKOM
MUPOBHUJIEHHH MHOTO obu1ero. Mayuats,
MOHUMATh Hallle XyJ10:KeCTBEHHOEe HacJie/ie
o0lleye/0BeUeCKOro Macurada —
MopaJibHasi 00513aHHOCTb KaXK101
TBOPUYECKOH JIMUHOCTH, a PA3BUBATh
OecLeHHOe JlyXOBHOE Hac/eiue MPeaKoB —
JIOJIT KaxKzioro apxurekropa Kasaxcrana.

PesysibraThl poBeieHHbIX HAYYHbIX
MCC/Ie/I0BaHUH KyJIbTyporeHesa
M «3BEPHHOrO CTHJISI» B BOMPOCAX
TBOPYECKOTO (hOPMHUPOBAHHUS
XYJI07KECTBEHHOMN cpejibl 0OUTaHMS
CBMJIETEJIbCTBYIOT, YTO SCTETHKA
apxuTeKTypbl Kazaxcrana kak cucrema
HY2KIa€TCsl B Crieliu(pHUeCcKOM THITe
CeMaHTeMbl, HECYLLIEM STHOKYJIBTYPHYIO
MH(OPMALHIO.

Ha ocHoBe Halmx Hce/ie0BaHUi MOXKHO
copMyIHPOBATH CJEAYIOLIHE BHIBOJIbI:

1. TeHe3nC 3THOKY/NBTYPHBIX CUCTEM —
CKUCKHI «3BEPUHBIH CTHIIb,
MCKYCCTBO paHHECPEJIHEBEKOBbIX
KOYEeBHHKOB, MOHYMeHTaJbHast
CKYJILIITYpa TIOPKOB, UCKYCCTBO
30J10TOOP/IbIHCKHX TOPOJIOB —

M aBTOXTOHHAS! KyJIbTypa

COBPEMEHHBIX Ka3aX0B HMEIOT
MJIEHTHYHYIO XYJ02KECTBEHHO-
rpauyecKyio CeMaHTHKY.

. ApxeoJsioruyeckue MaTepHalibl

CBMJIETENIBCTBYIOT 06 YHHKAJIbHOCTH
Xy/102KECTBEHHO-I'pauueCcKOro
f13bIKa CKU(DCKOM STIOXH.

JpeBnue xynoxkuukn CremnHon
Ckuun obsagany yHUKa bHON
tbunocoduels BUIEHHS, KOTOPOH
BOCXHMIIIAIOTCS COBPEMEHHbIe
mMacTepa U300pasuTe/IbHbIX HCKYCCTB,
JKUBYLLHE B LU(PPOBYIO SMOXY.

JIyX THX 111€IeBPOB MUPOBOTO YPOBHS
JI0JI2KeH ObITb OCBOEH B 3CTETHKE
BCel UCKYCCTBEHHON cpejibl 0OUTaHUS
nosoro Kasaxcrana.

[pacduueckuii cumBoJ1 Halllei
KYJIbTYpbl — KA3aXCKUH OpHAMEHT —
11eJTUKOM U MOJTHOCTBIO TapMOHUPYET
C MJIACTUKOH «3BEPUHOrO

cruiisi» Crennoit Ckudu.
ToxknecTBeHHOCTh Xy107KECTBEHHOTO
o0Opa3a OpHAMEHTOB Pa3HbIX

3MOX KAK CBA3YIOLIHH A3bIK-

CHMBOJI TIOATBEPIK/IAET CO3BYUHE
MHPOBOCIIPHSITHS Ka3aX0B

C KYJIbTYPOU JIaJIeKUX MTPEIKOB

¥ TBOPUECKH 00sI3bIBa€T HAC
COXPAHSITh 3TO OECLeHHOEe T0CTOSTHUE.
B Kazaxcrane Haspesna
HeoOX0IUMOCTb B TBOPUECKOM
Pa3BUTHH 3CTETHUECKHX B3IVISIOB

¥ Xy/102KECTBEHHbBIX TPAULIAH
NPeiKoB (KyJbTypHasi HHHOBATHKA )

B XY/102KECTBEHHOM sI3bIKe
APXUTEKTYPhBI C yI€TOM COBPEMEHHBIX
ICTETHYECKUX OPUEHTHPOB

1 IOCTHKEHHUH I POBBIX
TEXHOJIOTHH.

BriepBbie B HayuHblit 060pOT

1 B TBOpPUYECKOE T10JI€ TPUBJICYEHO
apxauyHoe MCKYCCTBO KOUEBHHKOB
Benukoit Crenu Kak si3blK TBOpUeCTBa
1 Cr1oco0 MOCTPOEHUs U TOHUMAHHUS
STHOKYJIBTYPHBIX (hOPM B HOBOM
ICTETHKe apxUTeKTypbl Kazaxcrana.
Mcnosib3oBaHue B COBpeMEHHbIX
APXUTEKTYPHO-Xy/10?KECTBEHHBIX
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o6pasax 6oraToro rpauieckoro
S13bIKa «3BEPHHOTO CTHJIS»,
NpUMEHEHHUEe B KOMITO3ULIUSIX
CJIOZKHBIX TIPHEMOB €300MOP(HBIX
npeBpalleHui» JaeT MOLIHbINA
UMI1YJIbC PA3BUTHIO HOBOH
apxutekTypbl KasaxcraHna.

. BpyrasnbHas niacruka

TPAMIMOHHOTO Ka3aXxCKoro
OpHAMEHTa, CO3BYYHAs! «3BEPHHOMY
CTHJII0» CKU(O-CaKCKOH 3MOXH

U umetoniasi GuOHUUECKYIO
TJIACTHKY, COJIEHCTBYET POKICHHUIO
MO3THYECKUX apXUTEKTYPHBIX (hOpM,
TMOJ1PaKAIOLLMX PEHUIO TPUPOJIBL.
O6patiienne K s13bIKy MCKyCCTBa
«3BepuHOro ctusst» CrenHon
Ckucuu B crioco6ax nocTpoeHHst
apXUTEKTYPHBIX POPM H B BOMIPocax
(hopMHUpPOBaHHST ABTOPCKON KAPTHHBI

MHpa COCTABUJIH OCHOBY KOHLIETILIMH
HOBOM 3CTETHKH apXUTEKTYPbI
Kasaxcrana.

Pesynbrathl paboThl MOATBEPKAAIOT,
YTO BHEJIPEHHE «JIyXa» U <ITPUPOJIbI»
nckyccrBa Crennoit Ckucun
H MPaKTHUYECKOe OCBOEHHE TBOPUECKOTO
13bIKa BEJIMKON 3MOXH OKaXKeT OeclieHHoe
BJIMsIHHE HA POPMHUPOBAHHE SCTETHYECKOH
KOHLIETILIMH Halllell apXUTEKTYPbl
¥ KPEaTHBHOTO PellieHUsi BOITPOCOB
ICTETHKH UCKYCCTBEHHOH Cpejibl OOUTaHHSI.

TBopueckoe u3yuenne Hacsenus
npeikoB, PuaocoGuu UX MUPOITOHUMAHHUS,
JIOCTOIHASI OlleHKA Xy/102KeCTBEHHO-
rpacuyecKoi ceMaHTHKH CKHCKOIl 3MOXH,
NpaKTHIECKOe OCBOEHHE U Pa3BUTHE
ee Ha 513bIKE apXUTEKTYpPbl —
npodeccuoHasbHas 3a1aua Halllux
APXMTEKTOPOB HOBOTO MOKOJICHHUSI.
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FEHE3UC XYAOXECTBEHHO-TPA®UYECKOWM KYNbTYPbI: APEBHUIA «CKU®CKWIA 3BEPUHbIA CTUMb» N COBPEMEHHbIN
KA3AXCKWM OPHAMEHT B HOBOWM APXUTEKTYPE

Ec6oaar [lyiice6aii

JI. H. Iymunes atoinparst Eypasus yartsik yHuBepeuteti (Acrana, Kasakcran)

KOPKEM XXoHE TrPA®OUKAJIbIK MOAEHUET FTEHE3NCI: )KAHA COVNIET
OHEPIHLOETI EXENII «CKU® AH CTUJI» XKOHE KA3IPTT KA3AK Ol0-OPHET]I

Anpatna. Caynet eHepiHae xahaHaaHy AayipiHAe 3STHOM3AEHN CEMAHTUKAHbI BHEPKICINTIK TEXHONOMMS
anMacTblpFaH bipi3geHaipy ypaici kanbintactbl. Kasak cayneTwinepiHin, «xai-Tek», «AeKOHCTPYKTUBU3IMY
HeMece 6acka aFbIMAAPAbIH, VIKEH CAYNETTIK CTUAbAEPiIHE CAMKEC XKYMbIChI 9N1E€M XaNbIKTapbl
M3AEHMUETIHIH 3CTETUKANbIK anyaH TYpAiniriHe biknan eTnemnai, Kananap cayneTiHiH KepKeMAik
GipKesniKiniriHe akenin, afieM XanblKTapbl MOAEHUETIHIH, LWOKXKYAbI3bIHAAFbI XaNIbIKTbIH, 3CTETUKANbIK,
KOZbIHbIH, aLblNybIHA Keaepri KenTipeai.

oficTeMe CayneT eHepiH M3AEHUET reHe3UCbIMEH ThbiFbI3 GalnaHbICTbl KYObIIbIC PETIHAE 3epTTeyre
HerizgenreH. )XyMbIC opTak yFbIMMeH BipikTipinreH e3apa 6ainaHbiCTbl OyblHAAPAAH TYPATbIH
KYPbINbIMABIK, K3HE aHANUTUKANbIK 9AICKe Heri3aenreH.

3aMaHayu CayNeTTiH, WblFapMaLlblbIK TYpaLLbLIbIFbl MEH FbIIbIMU KIHE Ty>KbIpbIMAAMANbIK,
CbI36aLLbUIbIFbI KananapabiH, 6eT-6eMHeCiHiH, COHbIMEH KaTap alMMaKkTbIK 3CTETUKANbIK 6aFaapnaymnblH,
XKOKTbIFbIHA 9KenAi. KaHa CayneTTiH, MilliHi MeH Ma3MyHbl M3CENECiH FbiIbIMU HETi3AeNreH XaHe
LIbIFapMaLLbUIbIKMEH Lelly Maceneci xaHapTbinabl. CayneT eHepiHiH eHep peTiHaeri aesnbik,
Ma3MyHbIH ally YLUiH XaaKbIMbl34blH, MOAEHUETIHIH, reHe3unciHe xyriHemi3. Caynet eHepiHiH 3STHOM3AEHM
epekweniriH i3gecTipy 6apbicbiHAa 6i3 ckud AayipiHeH 6acTay anaTtbiH Ka3aKTblH KOPKEM XaHe
rpadurKanblK MIAEHUETIHIH FEHE3UCIH 3epTTediK.

OHep Tini peTiHAe, CAYNET HblCaHAAPbIH Cany XaHe TYCiHy aaici peTiHae TyciHineTiH Cknd Jana
CTUNIHAETT Kewneninep eHepiHiH reHe3nciH 3eptTey KasakCcTaH CayneT eHepiHiH, 3CTEeTUKANbIK,
KOHLLEMUMSCbIHbIH, HETi3iH Kypaabl.

Caynet eHepiHiH kepkeM BeiHeciH i3aecTipy 6apbiCbiHAA Ka3aK, Ol-6pHEriHiH, NNaCcTUKACbIMEH
opraHukanblK 6ainaHbICTa «aH, CTUNIH» (BNeMAiK AeHreiaeri STHOMIAEHWU Mypa) TapTy Xoi4apsbl
KapacTblpblagbl.

«AH, CTUNIHIH» daicTeMenikK KonAaHbTybl, KOMNO3ULMANAPAA «300MOPPThIK TYPAEHAIpynepaiH»
KypZeni agictepiH kongaHy KasakCcTaHHbIH XaHa CayNeT eHepiHiH CEMaHTUKACbIH BaibITyFa MyMKiHAIK
6epai. Kasak 0t-epHEriHiH, cak A3YipiHiH CTUIMEH YiAneceTiH OBMOHUKaNbIK, NAACTUKAChI TabuFaT
[OAHbILWNAHbIHA eNiKTeUTIH NO3TUKANbIK CAYNETTIK MilliHAepAi )acayFa MyMKIHAIK 6epai.

Tipek ce30dep: xxahanaaHy, MaaeHVETTep TYPAINiri, BEKOHCTPYKTUBU3M, MBAEHUETTIH reHe3uci,
Ckund [ana aH, cTuni, Ka3aKTblH, OK-6pHEri, CAYNeT eHepiHiH belHeci, ceMaHTWKa, AaCcTypnep, 6BUoHMKa.

loaiiexce3 ywin: [lyviceb6ain, Ecbonat. «<KepkeMm >xaHe rpadukanbik MIAEHUET FreHE3UCI: XaHa CayneT
eHepiHAeri exenri «CKud aH CTUNi» XaHe Kasipri ka3ak, ot-epHeri». Central Asian Journal of Art Studies,
T.8,N21,2023,101-118 6. DOI: 10.47940/cajas.v8i1.655.

Asmop KomwazbaHbiH COHFbI HYCKACbIH OKbIN Kynmaodsl iaHe Myddenep KakmblFbiCbl #OK eKeHdi2iH
Manimoelioi.
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KA3AXCKWM OPHAMEHT B HOBOM APXUTEKTYPE

Yesbolat Duisebay
L. N. Gumilyov Eurasian National University (Astana, Kazakhstan)

GENESIS OF ARTISTIC AND GRAPHIC CULTURE: ANCIENT “SCYTHIAN ANIMAL
STYLE”AND MODERN KAZAKH ORNAMENT IN NEW ARCHITECTURE

Abstract. In the era of globalizations there is a tendency of unifications in architecture,

where industrial technology displaced ethnocultural semantics. The works of Kazakh architects
in the mainstream of high-tech, deconstructivism or other popular trends does not contribute

to aesthetic diversity of face of artificial habitat in the scale of country, leads to artistic sameness
of cities architecture and prevents revealing of aesthetic code of people into the constellation

of world’s cultures.

The methodology is based on the study of architecture as a phenomenon closely related
to the genesis of culture. The work is based on the structural-analytical method, consisting
of several interconnected links, united by a common concept.

Modern creative straightforwardness and scientific-conceptualism schematic architecture
has led to impersonality of the cities, the absence of regional aesthetic addressness. The question
of scientifically substantiated and creative solutions of the problem of form and content of the new
architecture was brought up to date. To reveal ideological content of architecture as an art we have
turned to genesis of our nation's culture. In the search for architectural ethnocultural originality,
we have investigated the genesis of Kazakh artistic and graphic culture that goes back to the Scythian
Epoch.

The research of nomadic art genesis of the Steppe Scythian style, being understood as a “language”
of art, as a method of building and understanding of architectural forms underlie for the architectural
aesthetic concept in Kazakhstan. The world ethno-cultural heritage has been involved into a creative
search for a new artistic image of the architecture - “Animal Style” of the Steppe Scythia in an organic
connection with of modern Kazakh ornament plasticity.

A methodical using of the “Animal Style” language, application of complex ways of “zoomorphic
transformations” in compositions has enriched semantics of new Kazakh architecture. Bionic plastic
of the Kazakh ornament, consonant with the style of the Saka epoch, allowed the birth of the poetic
architectural forms imitating the genius of nature.

Keywords: globalization, multicolored cultures, deconstructivism, genesis of culture, Steppe
Scythian animal style, Kazakh ornament, architectural image, semantics, traditions, bionics.

Cite: Duisebay, Yesbolat. “Genesis of Artistic and Graphic Culture: Ancient ‘Scythian Animal Style’
and Modern Kazakh Ornament in New Architecture.” Central Asian Journal of Art Studies, vol. 8, no. 1,
2023,pp.101-118.DO0I: 10.47940/cajas.v8il.655.

The author has read and approved the final version of the manuscript and declares that there is no
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AHHOTaums. CTaTbs NOCBSLLEHA TBOPYECTBY OLHOM M3 BCEMMPHO M3BECTHbIX COBPEMEHHbIX XYLOXHML, 119

LleHTpanbHo A3un Caogat Mcmannosoin. B 2022 roay Caopat MicMannoBa npeactaBisna perMoHanbHyo
KYNbTYpYy Cpa3y Ha HECKOJIbKMX BeAyLMX MNOLAAKax MCKYCCTBa — B nporpamMmme 59-i1 BeHeuunaHckom
6ueHHane «Monoko cHoBUAEHUI», KypaTop Yeunnusa Anemanu (BeHeuus, itanus), B nporpamMe oaHoOWM
M3 MNaBHbIX MeXAYHAaPOAHbIX BbICTaBOK documenta 15, KkypaTtop — MHAOHE3UICKMI KonnekTne Ruangrupa
(Kaccenb, lepmanus). B Havane 2023 roga oTKpblnacb nepcoHanbHas BbictaBka Caodat Micmannoson
«18 000 mupos» B Eye Filmmuseum (Amcteppam, HuaepnaHabl) B CBA3M C TEM, YTO XyA0XHULLE Obin
npucyxaeH Eye Art & Film Prize, KoTopbilt BblfaeTcs 3a NpeofoeHme rpaHumL, pasHbix Meauma.

Llenb cTatbn — paccMoTpeTb pazHO06paszHble rpaHu TpaHCMeaWaNbHOM NPAKTUKM XYLOXKHULLbI,
paboTatoLlen Kak B KMHO, Tak M B COBPEMEHHOM MCKYCCTBe (contemporary art). ABTOp peluaeT 3agaun
aHanM3a TBopYecTBa McMannoBOM, pacCMaTpMBas TakMe acnekTbl, KaK KOHTEKCT, TIMPUYECKUI repoM,
MeoMyM M nocnaHue. MeToLoN0rMYeckn CTaTbs BbICTPOEHA KaK KPUTUYECKMIA aHAU3, NpeanonaratoLmuii
B3aMMO0OYC/I0BNIEHHOCTb apT-KPUTUKM, CEMUOTUKMU U FEPMEHEBTUKU. MCMONb3YTCS MHCTPYMEHTDI
MKOHOrpadMyecKoro aHanmnsa, MKoHooruu, aktorpadmMyeckoro MeToaa, MHTEPBbLIO C XYAOXKHULEN.

B kpyr, opMUpyIOLLMIA AUCKYCCUIO CTATbW, BOBNEYEHbI MPOU3BEAEHMUS PA3/IMYHbIX MbICIUTENEN,

TaK UM MHAYe CBSI3aHHbIX C MUDONO3TUYECKMM apeanoM McMannoBoi, KOTOPbIM paccMaTpuBaeTCs
B IMCKYypCe [EeKONOHWANbHOrO0 NOBOPOTA, DEMUHUCTUHECKUX MPAKTHK, 330TEPUYECKOrO 3HAHWS,
3KODUNBHOCTU, TOTEMU3MA U PUTONATPUM, CUHECTE3UM BOCMPUATHS. Kak pe3ynbTaTt — XONUCTUYeCKUi
0630p TBOPYECKOrO METOAA XYA0XKHMLbI, [NIAaBHbIMM YepTaMU KOTOPOro MOXKHO Ha3BaTb
TPaHCMEAMANbHOCTb, CYrTeCTUI0 I0Ka/IbHbIX 06pa30B M HAPPATMBOB, CO3AAOLLMX CBOErO POja
apT-3K30pLM3M.

Knioyessbie cnoea: TpaHCMeAMaANbHOCTb, LEKONOHWUANbHbIV MOBOPOT, TYPaHCKUIA TUIP, YUNa,

Kbipk Kbi3, WwWalimMakoMm, apTxayc, BULE0-apT, COBpEMEHHOE UCKYCCTBO.

Ana yumuposarus: CopokunHa, FOnus. «flopn3oHTbl TpaHCMeauanbHoro: nostka Caogat Mcmamnosoi».

Central Asian Journal of Art Studies, T.8,N2 1,2023,c. 119-132.DOI: 10.47940/cajas.v8il.674.

Asmop npoyuman u 0006pusl OKOHYAMENbHBIL 8apuUaHmM pykonucu u 3aseisem 06 omcymcmesuu
KOHGIUKMaG UHMepecos.
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Ba TOPU3OHTA» — 3TO Ha3BaHHE
K ojiHoro u3 npoektos Caojar
Wcemannosoit, 06beanHUBILIETO MU

0 CTPEMJICHHH K 3B€3/1aM MPeOI0JIeBLIEro
cMepTh WwamaHa Kopkbita u coBpeMeHHbIH
KOCMOJIPOM bBaiikoHyp, 0TKyjia desioBex
BriepBble noJsietes1 B kocmoc'. TpaHerpeccust
FOPU30HTOB XapaKTepHa sl }KU3HU

¥ TBOPUECTBA CAMOH Xy/I0KHHUIIbI

1 KMHEMaTOrpaguCTKH, yPOKEHKH
Y36eKucTaHa v KuTebHUIb PpaHiuu,

HO 3TO U UEHTHYHOCTD, U MOJIYC OTIepaH/IH
JIMYHOCTH, JJaBHO U MHOTO paboTatolei

Ha CTbIKe HAyYHOTO UCCJIIOBAHMSI,
930T€PUUECKOT0 3HAHHS], COBPEMEHHOTO
MCKYCCTBA, KHHO W cayH/l-apTa. Xy/l10:KHHLA
CO3HATEJIbHO HCTO0Jb3yeT UHBEPCHIO

KaK OCHOBY JI/1s1 pa0OTbI B Pa3HBIX

00s1aCTsIX TBOPUYECTBA, KaK, BIIPOYEM,

¥ CBOEH MeHTH(UKALIMU. 3]1eCh CKopee
MOZKHO TIPEMOJI0KHUTD Xy10KECTBEHHYIO
9K3UCTEHLIUIO B PE2KUME TPaHCMeAHaIbHOTO
MOTOKA, BKJIIOUAIOILIET0 BCE BO3MOXKHbIE
TBOpYECKHE CYIIHOCTH U HHCTPYMEHThI

JUIS1 CO3/IaHUSI CHHECTE3WH BOCTIPUSITHS
Hekoero rnocanus. Mugonostuieckui
s13bIK MlecmansioBoii ¢ Tpyiom nojiaetcst
aHaJiuay, Ho Bce »ke 00J1a/laeT PSIJIOM SIPKUX
HANPaBJSIOLIUX JUHUHA.

KoHTeKkcT

Bocrniomnnanne, kotopoe
BbLIFPABHPOBAHO IJIYO0KO B MOEM TeJIe...
KOTOpOE KHBET MO MOCH KOXKEH,

B KOPHSIX MOHX HOI'TE€H H BOJIOC...
naMATb, KOTOPYIO A MPOHY,

BMeCTe C [IBETOM MOEH KOXKH,

MOHMH BOJIHHCTBIMH BOJIOCAMH

H MOHTOJIECKHM PA3PE30M I/143...
Caopnat Mcmansiona

Caopnar McemansioBa — nJ10Th OT MJIOTH
Tol uactu EBpasuu, Kotopasi 10 KOHCTPyKTa

..HY>KHO HOCHTb B cebe ellje Xaoc, 4TOObI ObITh

B COCTOSIHHH POJHTE TAHILYIOLLYIO 3BEILY.
®punpux Huue. Tak rosopus 3aparyerpa

CCCP umesia neperekatolie rpaHuiibl

1 CBOOOJIHO LIUPKYJIHUPYIOLLIME STHUUECKHE
Tpynnbl, 0ObEIMHEHHbIE OOLIUM
KYJILTYPHBIM U PEJIUTHO3HBIM HaC/eIHEM.
Hauunasi ¢ VI Beka H. 3. 31a Tepputopust
yallle BCero HasblBasach TypkecraH,

TO €CTb 3eMJIsl TIOPKOB, W BKJItOYaJia B ce0st
MPOCTPAHCTBO CTPaH, KOTOPbIE B HauaJe
XX Beka, nocse OKTI6PbCKOH PEBOJIOLHH
1917 rona, Bouu B coctaB COBETCKOIo
rocynaperBa. Kasaxcran, Koiproizeran,
Y36ekucran, Typkmenucran u Tajpkukucran
OblJIM MOJ1e/IeHbl HCKYCCTBEHHBIMH
rpaHULIAMH U COCTABJISAIN HOBbIF TOMOHUM —
Cpennsisi Azus. [Tocne pacnaga CCCP

9TO Ha3BaHMe, COMIACHO MeXK/IyHapOHON
TEPMUHOJIOTHH, ObLIO 3aMeHEHO

Ha TepMuH «llentpanbHas Asusi», cTpaHbl
»Ke OCTaJIMCh HCKYCCTBEHHO pas/ie/IeHHbIMH,
MCIBITHIBAs CBS3AHHBIN C 3TUM KOMIJIEKC
COIMAJIBHO - TOJIUTHUECKHX TTPOGIeM —
MerKHallMOHa/IbHble KOH(JIUKTbI, CTATyC
HalMOHAJILHBIX SI3bIKOB, SKOHOMHUECKHE
KPHU3HCHI U T. . B 0JIHOM U3 CBOMX HHTEPBBIO
Caopar pacckasblBaeT 0 CBOEM JIeyllIKe
A6y Asuse, poJMBLIEMCS B TOPOJIE
Typkecrane eliie 10 310XH pasjiesneHust
TIOPKCKUX HapojioB. OH npuuncsii cebs

He K CTpaHe, a K pOHOMY TOPOJLY, FOBOPHJI
Ha uarataickoMm (cTapoy3beKkckom),
MEePCHIICKOM U apabCKOM 513bIKax.

Ot n1ez1a ef B HACJIEACTBO JI0CTA/HCh
3arnucy Ha y36€KCKOM, HallMCaHHble
apabCcKuMK OYKBaMU, MOCKOJIbKY aJ(aBUT
TIOPKCKHX 13bIKOB MEHS/ICS HECKOJIBKO

pas 3a nocJieHue o Jet?. Aoayan Asus
TpeTepries BCe pernpeccu COBETCKOro

1 KopkbIT - unu KopkyT-aTta — 04uH M3 [aBHbIX repoes
TIOPKCKOW MUONOTUK, LiaMaH, CKasuTeNb U Co3aaTenb
My3blKaIbHOTO MHCTPYMeHTa Kobbi3a. CornacHo npeaaquio
OH 1ckan 6eccMepTH1e U Mor IeBUTMPOBATh. McMannosa
COEAMHSIET NereHy € Co3aaHMeM KocMoapoma baikoHyp,
pacroioKeHHOro B MeCTe ee AenCTBUS.




pekrma W 3aBelia CBOUM BHYKaM
«He 3a0bIBaTh, KTO Bbl €CTb». Tpareaus
pasneneHHoro, ucuesnysiiero Typkecrana
OJIMLIETBOPSIETCST 00PA30M TyPAHCKOTO
Turpa B npoekre Mcemaunmnobo#
«3aK0JII0OBAHHbI», TJIe TEPPUTOPUS
BOIJIOLIAETCS B XKHBOTHOE, UCUE3HYBIIIee
¢ ina 3emu B 1950-X. DKopHILHOCTD,
cakpaJ/u3aliusi OKpyzKarollero Mmupa —
BayKHAs 4ACTb €€ MEHTaJIbHOTO KpyTa.
BosMo2KHO, o100HOE BOCTIPUSITHE
JIeACTBUTEIbHOCTH TIPOUCXOJIUT

U3 JICTCTBA, OT 00LIeHHs ¢ 6aOyIIKOH
bubu Pokua, ceMbsi KoTopoii mporcxoaua
U3 IyXOBHUKOB, HOCHTEJIEH PEJIMIMO3HOTO
3uanusi. [locsie ycranoBsieHnst COBETCKOro
peKuMa, MpoBo3MIacHBLIEro CBOOOLY

OT PEJIMTHH, a 110 CYTH, €€ 3arlper,
HEBO3MOXKHO ObLJI0 OTKPBITO MPOTOBENOBATH,
Ho Gabyllika TpaHcpopMUpoBaa
cakpaJibHble 3HAHUSI B CKA3KHU U MU(BbI.
Caonar roBopuT, 4TO ee HHTepec

K JIyXOBHBIM MPAKTHKaM, TOCTOSIHHOE
BO3BpallleHHe K HUM B (PUIIbMAX
npejonpeseseH 6a0yIIKUHBIM BJAHSHHEM

U TIOJIOKEHHEM KEHLIMH B TPAJMLIHOHHBIX
LieHTpasibHOa3uaTcKux cembsix. [Toce
YCTAHOBJIEHUS UC/aMa KaK JOMUHUPYIOLLeH
pesiuruu Ha Tepputopun Typkecrana
NPOU30LLIIO passiesieHre 00UIeCTBEHHbIX
HHULL U151 MY2KUHH U 2KeHILMH. KeHuuHam
OblJI0 3aMpelleHo PUCYTCTBOBATh

Ha MY?KCKHX cOOpaHHUsIX, y4acTBOBATh

B 0OLIECTBEHHOH XKU3HH, B 00CYKIEHUH
BaKHbIX COLMAMBHBIX U TE€OJIOTHUECKHUX
BorpocoB. CTaHOBJIEHHE HCIAMCKON
WJ1€0JIOTHH MTPOU30LLLIO B MY>KCKOM
00111eCTBe, YKEHIIMHAM 2Ke TPE0CTaBsIIACH
BO3MOXKHOCTb COepeKeHH s TOUCTAMCKHX
3HAHUI — OHM OCTABAJIMCh 3HAXapKaMH,
BEJLyHbSIMU, LIEJIUTE/IbHUILAMH.

MMeHHO »KeHIIHHbI 06eCnedunsv CausiHue
JloMcaaMcKux Bepoanuit Typkecrana,
TpajMLIMI 30poacTpu3dMa 1 liaMmaHuama

2 B BaHHbIi MOMEHT y36eKCKuii andaBuT BOCNPOU3BOAUTCS
NaTUHULEM, KAa3aXCKUI U KbIPrbI3CKMIA — KMPUINULIEH, HO MAYT
neperoBopbl 0 Nepexoe Ha o6t andasuT.

C IOMUHUPYIOLLIMM Ha TEPPUTOPHH
LlenTpasnbHoit Asun nciamMmom.

JKeHckne nMeHa B Ha3BaHMSIX, JKEHCKHE
00pasbl, 2KEHCKUH MTPEIAMETHBIH MUP
JIal0T OCHOBaHUe BocnpuHumath Caozat
McemansioBy Kak NpoBOJHULLY KEHCKOTO
Haya/a CBOUX NepOUHb, UX YyBCTB,
MX NaMATH, HX IPOOJIEMATHKK 1 TTOMCKA
cebs1 B 3TOM MHpe.

Jiupnueckunii repoi

Tbl MOsT KPOBb.

Tbl MOsT TJIOTb.

S TBOH Y.

A TBOI Meu.

Caonar Mcmansosa,
Yayroek CajibiKoB.
Momnouior [ynaum

B GosblinHcTBE cBOKMX PUABLMOB
McmangoBa pacckasbiBaeT XKeHCKHe
MCTOPHH, CKOpee JIaxKe XKeHCKHe
Jierenibl. CyryyaeTcsi, YTo HEUCKYLLIEeHHble
3pUTEJIM IPUHUMAIOT 3TH UCTOPHH

3a aprobuorpaduueckue, pacrno3HaroT

ee KaK UCMOJHUTebHHULLY TVIaBHOH POJIH,
MOJIHOCTBIO OTOKIECTBJISAS C JTIUPUUECKUMHU
repoutsiMu. PeHomMeH pacTBoOpeHHst
aBTOpa B JIUPUUECKOM T'epoe, M0-BUIUMOMY,
JIOCTUTraeTCst peebHbIM MOTPyKEeHHEM
XYJL02KHHLbI B MaTepHaJl, C KOTOPbIM

oHa paboraet. TexHuKa rnorpyeHus
COJIEPKUT HE TOJIbKO HeroCpe/ICTBEHHOe
M3ydeHHe UCTOUHUKOB W CBSI3aHHbBIX

C HUMHU apTedakToB, HO U HAMOJHEHHE

MX TeM (J1epoM OLILyIIeHHH, YyBCTB

1 SMOLMH, KOTOPble HEBO3MOXKHO
apTUKYJIHPOBATh CyXHM CLIEHapUeM,

HO MOKHO HAaKOJIJI0BaTh, CO3/1aBast
WJITIO3HUIO TIPUCYTCTBHS, TIPUKOCHOBEHMS,
NPOXKUBAHUS U BXKUBAHHUSI.

JlaBiiast TpajiMIIMOHHbBIA COPOKAJHEBHbBIH
o6et MoJsiuanus chilla, coBpemenHas
JeByliika bubuua ocraercs B jome 6a0ylIKn
1 MbITAaeTCst pa3o6paThesi C TAUHON CBOETr0
npeiHazHaueHust, MbITAETCS <yCJIbIIATh
cehs1», MoUMaTh CBOW BHYTPEHHHH
roJioc. 3a Hee TOBOPSIT TOPHbIE MEH3aXKH,
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MHTEPbEePbl TPAIUIIHOHHOTO JeXKaHCKOTO?
Joma; 6abyllika, Kotopast ucliesisier

1 6J1arOCJIOBJISIET; TETS, PACTPATHUBILIAS
CBOIO HEHTUYHOCTD; TIJIEMSIHHHIIA,

OT OJIMHOYECTBA IIAJsIIIast Ha3J10 BCEM.
McmaunoBa npusHaercsi, 4To € HHTEpeCcHa
Obls1a BHYTPEHHSIS CHJIa 9K30PLIH3MA,
M03BOJISIIOILAS PACTIOPSIZKATHCS CBOUM
pellieHUeM U CJIeJIOBATH €My B TeueHue
40 nueit. XynoxKHHUIA Kak OYITO

MOJIYUT BMECTE CO CBOEH repouHei

WJIM TIEPEBOIJIOUIAETCS B CAMO MOJTUaHHE
(cm. puc. 1).

Puc. 1. Caonar Mcemaunnosa. «Uunna». 2014.
CruJi1 U3 BUeO, 88 MHUH.

Kapakannakckas amazonka [ynaum —
repouHs ipeBHero snoca «Qyrq Qyz»
(«Copok neByiiex»)* — 3To 1axe
He JIeBYllIKa BOBCe, a CKopee Hekasi
BEUHO TpaHchopMHUpytolasics: cybCTaHIus,
npejcratouias To B oo6pase 6aTbipa (BouHa),
TO B 06pase 3meH, To B oOpase JolIajH,

TO B 06page ntuiibl. Mbl BMecTe ¢ Hell
MOZKEM OLLYTHTb ceOs1 B TS2KeJIOH KoJibuyTe,
B UelLlyH4YaToOl KOKe, C JIOCHSLIUMCS
THe/IbIM OOKOM WJIH TTapsiliiiMU B Hebe,

a MOKeM MOJUHHHUTBLCS MeJIOJIMKE roJioca

3a KaJIpoM, UMTAIOLLer0 MOHOJIOT
JIETeHIaPHOH BOUTEJIbHULLBL.

ComHamOyJMueckoe COCTOsTHHE
MOJUIEPKUBACTCS TTOTPY2KEHHEM
B co3eplanue apeBHux pynH Qyrq Qyz —
KPErocTH COPOKa JIEB-BOUTENbHHULL,
3arepsiHHbIX B cTensix Kapakasanakcrana.
TporarebHbIH, MOYTH TAKTUIILHBIN
XapakTep ayJMOBH3yaJibHOTO MaTepuaJa,
aTTPAKTUBHOE MePEBOIJIOLIEHHE FePOUHU
310Ca B YeThbIpe CTUXUH OECKOHEUHOCTH —
OTOHb, 3€MJI10, BO3/lyX U BOJly — 30BYT
3pUTEJISt <TIOLLYNAaTh» MPaBaoNoA00HOCTb
MHua, MOBEpPUTh B BeUHbI€ UCTHHBI TIOOBU
K pOJIMHE, repousMm, nodey 1o6pa Hajl 3/10M
(cm. puc. 2).

BropsiT nyxonoabeMHOMY yannsmy
«Qyrq Qyz» NpoTaroHUCTbl OTHOUMEHHOTO
My3blKasibHOTO nepcopmanca. 37ech reposiMu

Puc. 2. Caonar Mcemaunosa. «Iynaum». 2014.
CruJut U3 BuIeo, 24 MHUH.

*  [lexkaHe — 0603HauYeHMe Y36EKCKMX U TAAKMUKCKUX
KPecTbsiH, uMetoLmx csomn xossiicrea. o Xl B. H.3.
[iexKaHaMu1 Ha3blBaM 3aXMTOUHbIX 3eM/eBNaAeNbLEB.

*  «Copok AeByluek» — pacnpocTpaHeHHas B LleHTpanbHoi
A3uu nerexpa o feBax-BOUTENbHULAX, GOPOBLIMXCS

C NepCUACKMMU 3aBOeBaTeNsIMU U NobeaunBLIMMM B Bopbbe.
CyLuecTBYyeT HECKONbKO PUTYasbHbIX MAMSTHUKOB, rae AKOGbI
MOXOPOHEHbI LIEHTPaNbHOA3UATCKUE aMA30HKM.




BBICTYIAIOT HE TOJIbKO €BYLLIKH-
MCIOJIHUTENIbHULLBI My3bIKaJbHOTO
MOBECTBOBAHMSI, HO H HHCTPYMEHTHI,
KOTOpbIe KaK Obl OTIAIOT UM CBOH T0J10C,
CBOIO MU(OJIOTHIO U CBOIO CYIIIHOCTb.

CeMb UCIOJIHUTEIBHULL BELYT IpaMaTHUHbIH
MOJIMJIOT C TOMOLIBIO MEHHSI, a TAKKE
KoObI3a, 10MOpbI, lyTapa, KeTblreHa,
cascblpHasi U IPyruX ayTeHTHUHbIX

Jist Typkectana My3blKaJibHbIX
MHCTPYMeHTOB. B noBecTBOBaHMe

BILJIETEHbI [IPEAMETbI MaTepHasbHOM
KYJIBTYPbl, BbIPA3UTE/bHbIE KOCTIOMBbI

U TJIaCTHKA MeBULL.

Oco0y1o HUIIY B TAHTEOHE JIHPUUECKHUX
repoeB McManioBoi 3aHUMAIOT 2KMBOTHbIE
1 pactenust. ToreMusm u hurosaTpusi,
CBOWCTBEHHbIE 1IeHTPaJIbLHOA3HATCKOH
PEJIMTMO3HON TPajIIKH, JIETEPMUHUPOBAJIH
BbIOOP repoeB. TypaHcKuil TUTp, BepHee,
€r0 JIyX BBIXOJIUT Ha CBEPXOJHKHUH TJ1aH
pusbmMa «3akosnoBanHbIi» (2017).

OH BbI3BaH U3 HEOBITHST PUTYaJIbHBIMU
BO33BaHUSIMHU XYJI02KHHULIbI, OTJIaKUBAOLIEH
ero cynb0y, conpsras ee ¢ cyab60# cBoel
crpaubl. TUrp, Kak npekpacHblil hanTomM,
NPOCKaJIb3bIBAET B MOHTAXKHOHN Uepejie
apXMBHbIX KajipoB craporo TypkectaHa,
nei3aKHbIX MaHopaMm GeperoB pek
Awmynapbu u Anxopa (cm. puc. 3).

B «He6ecHbix kpyrax» (2014)
JIMPUUECKUM I'epoeM BhICTyNaeT
MHOTOBEKOBOE JIepeBo IJ1aTaH,

K KOTOPOMY JIIOJIH NTPUXOJSAT MOKJIOHUTHCS
1 TIPOU3HECTH MOJIUTBbBI O IaPOBAHUH
MOTOMCTBA U GJIArOCOCTOSTHUSI.

B tpaktoBke McmaunnoBoit Kpy:Kauuics
B3IVIsI PACTBOPSIETCS B KPOHE,

CJIMBAETCSA C LLIOPOXOM BETBEH,

OYyTpUCTOH MOBEPXHOCTHIO KOPHI, OJIUKAMU
CBETOBbIX CII0JIOXOB, MPOHUKAIOUIUX
CKBO3b BETBH, JIEPEBO HAUUHAET JIbIILIATh
1 KPY>KMThCS, KaK OlyXOTBOPEHHOE
CYLIECTBO, KaK BOMJIOTHBLIASICS GOTHHS

s YauBaH - ceTka YepHOoro LBeTa, cnieTeHHaa U3 KOHCKOro
BOJ10Ca, Urpana posib 3aluTbl XXEHCKOrO MLa OT YYy>XKMUX B3rALA0B
1 AKO6bI 0OXpaHana ot 3/1bIX AYyXO0B.

Puc. 3. Caonat McmausioBa. «3aKoJioBaHHBIH ».
2017. Cruan u3 Buaeo, 24 MuH.

MJIOZ0POJINS MM KAK PEMUHUCLIEHILUS]
MHPOBOH JyLIH.

[TonnonpasHbiMU reposimu FlcmausioBoit
CTAHOBSITCSI UCTOPHUECKHE apTe(aKThl —
apxuBHble MaTepHasbl 06 UCTOPHUH
Typxecrana, kaapbl KinaccHuecKux
(hUIBbMOB y36€KCKHX KHHEMATOrPahUCTOB,
TEKCTbl, HalIeHHbIE B Pa3HbIX MCTOYHHUKAX.
[Toutn Maruueckyio poJib reposi u axe
Xy/I07KECTBEHHOTO (DeTHllIa urpaer
KOJIJIEKIUS YaYBAHOB ® — CTIeLHUAbHBIX
CETOK, X JI0 COBETCKOIO BPEMEHH
MCI0J1b30BAJIH Y30EKCKHE sKEHILMHbI
JUIsl TPUKPBIBAHUS JiMLA. AyTeHTHUHbIe
YyauyBaHbl HOCSIT CJIe/Ibl BpEMEHH
1 TIPUCYTCTBHUS TeJl CBOMX XO35IeK —

OHH MOPBaHbl B HEKOTOPbIX MeCTax,
NPOIMUTaHbI COJIEBbIMU PAa3BOJAMH

OT nota uJu ot cies. las Caopat uMeHHO
ITH CJIe]Ibl CIY>KAT TPOBOJHUKAMU

K TeM KeHIIIMHAM, KOTOPble KOTJa-To
HOCHJIM YauBaH, CMOTPEJIH CKBO3b €r0 CETKY
Ha MUp, AbILIAJH, CTPAAAJH U MJaKaJH.
Xy/102KHHLA TPOU3BOJUT PeHHKAapPHALIUIO
o6Js1aaTe/IbHULL YaYBAHOB, H3TOTOBHB
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HEOHOBbIE 0OBEKTBI B BUJIE HMEH CaMbIX
JIOPOTHX €€ Cepjilly KEHILHH, WIEHOB CBOEH
CeMbH, a TAKXKE /DKATHAOK © 1 JiesiTesIbHULL
KyJIbTYpbl Y30eKucTaHa (CM. puc. 4).

Puc. 4. Caonat Mcmaniosa. «Huaran». 2020.
WMHucrannsius, yauysalbl, HEOH.
Akcnosuimst Aspan Gallery, Anmarsl.

JInpuueckue repou McmauniioBoi
KOUYIOT U3 OJTHOTO MPOU3BEEHHS B IPYTOE,
MOBTOPSIIOTCST, OTPAKAIOTCS, JIEJAIOT CChIJIKH
JIPYT Ha Jipyra, a 1o CyTH CJMBAOTCs
C aBTOPOM, 06pasysi ee MHOTOJIMKOE aJibTep
3r0 — YKEHCKUH cobupaTesbHbIH 00pas,
BOOpaBLINH B ceOs1 KPYT LEHHOCTEH,
npo6sieM U NaMsTH, CTOJb IOPOTHX
xynoxkuuie. Kakum o6pazom ynaercs
el coszaTh BormolleHue BeuHol Caonar —
MaHalUMIo BceoObeM oLLero HJara,
BO3HUKILIETO U3 Xa0Ca SMOLMI?

Meanym

[Io#i, KOObI3 POMOBHTbIH MOH,

O cTpaznaHbsix 3eMJIH POJHOH,

[lo#i, kopmusiel] Beprbix cepuery!

A ¢ T060k — cpeab MepTBbIX KHBOH,
bes tebs — cpenb HBbIX MEPTBeELL.
Apcenuit TapkoBCKHii.

Copok neBy1iek

Caonat Mcmaunosa gpopMupyet cBou
XYJI02KECTBEHHbIE MTOCJAHHUS 3bIKOM

SPKUX oliylileHuid. Co3/1aHHbIH €10 MUP
BUIEHUH BOCXOMIUT K JIETCTBY XY0KHHLLBI,
KOTJ1a HeXKHble MPUKOCHOBEHHUST 6abyLIKK
CONPOBOKIAJHM €€ paccKasbl 00 HHbIX MUpax
M TPAHCIIEHAEHTHBIX CYHIHOCTSX. Xy/102KHHULA
BOCIPUHUMAET Xy/I02KECTBEHHYIO MPAKTHKY
KaK »KH3HEHHbBIH MyTb W YTBEp:K/aerT,

UTO KarK/Iblil IPOEKT BbICTPAUBAETCH,

BOCTpeOyst pa3Hble MOAXO/bl H HHCTPYMEHTHI
BOIJIOLLEHHUS] B COOTBETCTBUH C KOHTEKCTOM
1 oOcTosITe/IbeTBAMU. B pekux ciyuasx
NUUIETCs CLIEHAPHH, Yallle BCero
3TO OMOPHbIE TE3UCHI, TO3THYECKHE
MOHOJIOTH HJIK CXEMbI U PUCYHKH.
Kaxnibiit pas cam npoexT AMKTYeT MPUHIMIT
paboThl U KaK OY/ITO BEJIET XY/L0KHHLLY.
Tekerbl B paGouem npoliecce Urpaiot
paszHooGpasHble poJsid. Hallle Bcero Texcr
TMHULLETCS KaK crnocoO MpozKUBAHUS HCTOPUH.
ITa NpuBbIUKA TPOKUBAHUS BbIPOC/IA
13 1epBoro 06pa3zoBaHusl — pexxkuccepa
TeaTpa M KUHO U siBJsieTcs1 6a30BOH
JUIst co3Nanust apT-o6bekTa — PuabMa
Ji, uHcTansiuyu Jiv. Tekersl MiemauiioBo#
HOCSIT HEe CTOJIbKO HAPPATHBHbIH, CKOJIBKO
(oHeTHUECKHH, peUUTaTHBHBII XapaKkTep
Bepsnbpa. OHu Kak OyATO CUMYJTUPYIOT
BHUJICOKAJIPbl, CMEHSIIOLIHE IPYT Ipyra,
CO3/1aBasi PUTMHUYHYIO TO3THYECKYIO CETKY
JUIsl HAHM3bIBAHUS BU3yaJIbHbIX 00pa30B.
Teker Tak:ke MOKET CIY?KHUTb
OTMPaBHOW TOYKOW — KaK B UCTOPHH
¢ anocoM «Qyrq Qyz» («Copok ieByllIeK>» ).
Mcmaungosa Hatiia 0lHOMMEHHYIO KHUTY
B OYKMHUCTHUECKOM MarasuHe Buiiikeka.
10 OBLIO ellle COBETCKOE U3aHHue
TIOPKCKOH JIereH/Ibl B TepeBojie
BBIJIAIOLIETOCS] COBETCKOTO 1103Ta
1 TiopKoJsiora Apcennsi TapkoBckoro.
INUUECKUH TEKCT HACTOJIBKO MOTPSIC
XYJIO2KHHUILY, UTO, B35IB KHUTY 32 OCHOBY,
OHa 9KpaHU3UPOBaJIa HCTOPUIO NePOHUECKOH
60pbObI COpPOKa JIeBy1LIEK B (DUIbME
«Iynaum» (2018).
TexeTbl apxXUBHBIX H HCTOPHYECKHX
apTedaKToB YacTo Aal0T TOTUOK
K CO3/1aHuI0 pon3BeeHni MemannoBoi.
«beccmepthble mucbma» (2019) ocHoBaHbI
Ha peaJsibHbIX MUCbMaX, 1aTHPOBAHHbIX
IV B. H. 3., OT COITIMIHCKOM >KEHIIIHMHBI,
BbILLIE/ILIEH 3aMy2K 32 KHTAlCKOTO KyIlia.

6 [Ixaauabl — NPOCBETUTENN NepBoi YeTBepTH XX Beka,
aKTMBHO Heclwune 06pa3oBaHMe 1 NPOCBeLLEeHNEe Ha OCHOBE
MCNaMCKMX LieHHOCTeN. [pakTMkoBanu Ha Tepputopumn
EBpasmniickoro KOHTUHeHTa.




[Tucbma obGpaliieHbl K ee ocTaBLIercs

Ha POJIMHE CeMbE M K €€ HEHaBUCTHOMY
MY?KY U JIEMOHCTPUPYIOT MPOOJIEMbI,
KOTOpbIE JIETKO MOYKHO HAWTH B KH3HH
COBPEMEHHOH »KEHILMHBI, onaBLIe

B CeMelHoe pabCTBO B Uy>KOH CTpaHe.
HMcmaunsoBa cTpeMUTCst aKTyalM3HpoOBaTh
apxeoJIorMueckuil apreakr, He MPoCTo
KOHCTaTHPYsl €ro HaJtiue ¥ TeMaTHYeCKY1o
NepeKsIMIKy ¢ CoBpeMeHHOCTbIo. OHa
JleJ1aeT MOMbITKY peaibHO 02KUBUTh T0J10C
UCTOPUH, O3BYUUTh yTPAUEHHbIH COTNUIUCKUN
SI3bIK (CM. pHC. D).

‘o» .
o aasr enamniin

Shae s\ e et wassne

NS 4200

Puc. 5. Caonar McmaunoBa. «beccmepTHble muchbMa».

2019. ®parMeHT cayH/l- 1 BUICOHHCTAIALNH. .

3BYKOBOI OCHOBOM, CTPYKTYPHOH
KaHBOH Jito60ro apt-oobekra MemanaoBoit
BBICTYMA€eT My3bIKaJIbHbIH psill. 3BYKH
roJioca, NPOU3HOCSLLETr0 MO3THYECKUH
TEKCT, MOAUHHSIOTCS HEKOEMY PUTMY
U CTPYKTYpe, HAMOMUHAIOLLIUM
TPaJIMLIHOHHYIO MY3bIKaJIbHYI0 (hopMy
Y36ekucrana u TamkukucraHa —
urauimakom '. Monyc MemansioBoii
HaroMHHAET el camMol TepPMETHUHOCTb
3Toi hopMbl, BbICTpauBatolLlel 10/roe
NpeJICTaBIeHUe — BOCXOXKIEHHE
OT BBEJICHHUS B OIPE/ICIEHHOE COCTOSTHHE
yepes HaMeKatolllee MoBeCTBOBaHHE
JI0 BBICOKOH TOUYKH KYJIbMUHALMH, 3aTEM
CIaJl U 3aKOJIbLIOBbIBAHHE MTOJIy4€HHOTO
shdexTa.

Tpannuust BBeeHus B crielaibHOe
COCTOSIHUE OTpe/iesIsieT LesernoJaranie

7 LawMakoM - TpPaAMLIMOHHOE My3blKa/lbHOe Npou3BeAeHue
B Ky/bType Y36ekuctaHa u TamKukuctaxa.

Hemannosoit. OTctona BepeHuLibl
MeTaduauueckux o6pasos, uepesia
TPaHCLEHAEHTHBIX NPeBpallleHNH,
MCIMOJIb30BAHUE aPXETHITOB — TOTEMHBIX
CHMBOJIOB — THIPa, 3MeH, JIOLIA/H.
[lyTemiecTBue B TpyaHOMOCSATAEMbIE
cakpaJibHble MecTa — MaMHpCKUe YIIesbs,
KapakaJsinakckue CTernu, akBaTopHH
Apanbckoro Mopst 1 1e/16Thl pek Chipaapbu
1 Amynapbu. CUMYJISIKPbI HCTOPHUECKHX
apredakToB — Je€MOHCTPALMs TOPOMLLA
Qyrq Qyz u apyrux pyut. Purmuunoe
MCI0JIb30BAHHE 3BYKOB r0J10ca, MPUPOAHBIX
LLIyMOB, ayTeHTHUHbIX HHCTPYMEHTOB.
AnennnpoBaHue K TPUPOHBIM CYLIHOCTSIM,
aHTpONoMopdH3M, OJMLETBOPEHHE
MPUPOHBIX CTUXHUH, TPEIMETOB, PUTYaJIOB —
BCe CJIyKHT 3ajlaue CO3aHUs1 CyITeCTHH,
BOBJICKAIOLLEH 3pUTE/Is1 B OCOOBIN
MEHTaJIbHBIA MUP.

MHcTpymMeHTaMK BOBJICUEHHST CITy KaT
pasHble Menua. Haunnana xynoxKuuua
¢ yuebnl B [ocynapctBeHHOM
XyJI07KECTBEHHOM HHCTUTYTe TallkeHTa
Ha akyJsibrete KuHo U TB (1997—2002),
nocJie OKOHYaHHsl By3a OHa Monaaaet
B 06pasoBaTeJsibHyI0 porpammy Fabrica
Research and communication center
B TpeBuso, Mranus (2002—2004 ).
3iechb y Hee MosiBJIsSIeTCs TOHUMaHKHe Kpoce-
JCLIUTVIMHAPHOCTH — TOTO, YTO MOXKHO
He TOJIbKO CPEXKUCCHPOBATH (PUIIbM,
HO B35ITb KaMepy U CHUMaTh, 3anucaTh
3BYK, CECTb 3a MOHTaKHbIH CTOJI
1 MOHTHpOBaTh camoil. [ToTom ciyunmich
Sundance Institute Scripting Lab and
Directing Lab, CIIIA (2010—2012),
Studio national des arts contemporains

Le Fresnoy, JInnb, ®@pannus (2015—2017).

3a 370 BpeMsi Obl/IM CHATHI (DUIIBbMBbI,
cosnasuine McemaunoBoil penyratuio
apTxaycHoro pexkuccepa. «ApaJ. Peibaska
B HeBUAUMOM Mope» (2004 ) nosyuui
npu3 3a jydint usbm Ha TypuHckom
KuHoecTnBase, «40 qHel MoyaHus »
(2014 ) 6Gbl1 HOMHHHPOBAH KaK JIydllIMi
1e610THbIH usbM Ha MextyHaponHom
KuHO(ecTHBase B bepsute v noJydn
Harpajpbl Ha IpyruX MeKIayHapOIHbIX
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decruBassx. B 31o xke Bpemst cayunscs
nepexojl, TPaHCTpeccHsl B COBPEMeHHOe
MCKycCTBO (contemporary art) — nepnas
BUeonHCTaMIsAIHSA «3yxpa» (2013)
Oblyia MpejcTaBaeHa Ha BeHelmanckoi
6uenHase B [TaBunbone LleHTpasnbHON
Azum (cm. puc. 6).

Puc. 6. Caopnat Memannosa. «3yxpa». 2013.
Cruiut u3 Bueo, 30 MUH.

«3yxpa» BbICTPOEHA HA MOYTH
CTATHYHOM H306paKEHUH CrIsILIIEH
JIEBYIIKH, OJTUILETBOPSIIOLIEH 3BE3Ty
Benepy. B Llenrpasnbroit Asun Benepa,
KOTOpast HEHAZI0JITO TOSIBJISIETCS Mepet
paccBEeTOM, TPAJMIIMOHHO SIBJISIETCS
00bEKTOM MOKJIOHEHHST KeHLLHH, OY1TO
Obl UCITOJHSIOIIUM X COKPOBEHHbIE MEUTHI.
B tpakroBke Mcmansosoit 3yxpa —
asupaTckas crsilast Kpacapulia, BUasLIAst
CHBI O MPOILJIOM U MyTelleCTBYIOLIas
BO BpeMeHH U namstu. [Ipu momorium
OJIHOBPEMEHHO MPOCTO U MACTEPCKH
CMOHTHPOBAHHOM IBOUHON SKCIO3ULUU —
TPOMTIJIEs] — MOCTENEHHOTO HCUEe3HOBEHHS
JeBYLIKH — cO3/1aéTcsl 5 eKT SBJECHHOCTH
muda. [Tostnueckasi meracdopa oOpetaer
TJIOTh BUJIEO0ObEKTA, KOTOPBIH B TO XKe BpeMsi
noauepKuBaeT ee speMepHbIi Xapakrep.

Bonpoc o npunaniexuoctu GpuibMoB
McemansioBoit K KUHO MJIM BUZICO-APTy
ocTaeTcst OTKPbITHIM. Jla, B HUX MTOYTH
BCeraa NPUCYTCTBYET BUIEON306pakeHHe,
CHSITO€ M CMOHTHPOBAHHOE PYKOH
macrepa, sIBHO 3HaKOMOTO C CeKpeTaMu
KHHOMacTepcTBa. Bueo-apt npocrynaer,
Korjla 0O'beKThbl HE HMEIOT BLICTPOEHHOTO
HappaTHBa, pacCKa3blBaIOLLET0 KOHKPETHYIO
rcropuio. Happainu 3nech HanmoMuHaioT
XaoTHYECKHe YaCTHLbI TaMATH, SMOLMH,

OlLLyLLIEeHHH, MeTadop, KoTopble GOPMHUPYIOT
naTTepHbl MaTPHLLbl, BBOASILLEH 3pUTE/Is]
B COCTOSIHUE, MIPeonpeie/ieHHOe
XYJLOXKHULEH. DTO cBOeoOpazHast
CYrTeCTHBHast JIOBYLLIKA, MO3BOJISIIOLLAS
CKOpee OLLYTHTb CMbIC/JIOBOH MOChLI,
HeXKeJIH apTHKYJIMPOBATh €ro.

B coBpemeHHbIX peasiusix KHHO,

B aBAHTap/IHOM €ro H3BOJIE, HILET
BO3MOXKHOCTH BO3JEHCTBHS HA 3PUTEJIS

B OTCYTCTBHH CIO’KETA, YTO OTHOCUT OOBEKThI
McmanioBoit K sKcrnepuMeHTaIbHOMY
KMHO C €ro TArOTeHHEM K HCT0JIb30BaHUIO
JIOKYMEHAJIUCTUKH U SIPKOH aBTOPCKON
BOBJICYUEHHOCTH. B TO ke Bpems
BUJe0-apT McManioBoi Kaxk/pli pa3
JIEMOHCTPUPYET paMOUHble «TpaBuJIa
UTIPBI», XY/IOXKECTBEHHbBIH TPIOK,

KOTOPBIH siBJIsieTCst (DOpMasIbHON
OrPaHKON KOHUENTYaJbHOU UIEH.
[Ipodeccnonanbhoe BianeHne
KUHOMACTEPCTBOM — CLIEHAPHbBIM,
peKMCCepCKUM, OTepaTopPCKuM,
3BYKOPEXKHCCEPCKUM, MOHTAXKHbBIM —
M03BOJISIET €l NPH 2KeJITaHHH COEMHUTD
BCe UIocTacH «(aGpHuKH rPE3» B OJHOM
JIMLE U C/leNIaTh BCe CaMoi.

Jlnst pacipeHust apeasia XyJ10:KeCTBEHHOH
9K3ucTeHlnK McmannoBa npumeHsiet
TpaHcMeMabHyIo HHBepcHto. OHa akKTHBHO
co3/1aeT 0ObEKThI, COEIMHSIIOIIME HECKOJBKO
MEeJIMUHBIX HIIOCTacel: BUJeo, nepdopmance,
My3bIKaJibHble (DOPMbI, HHCTAJISLHIO,
0ObEKThI IPYTHX MACTEPOB, KOHTEKCT
9KCIMO3ULMH U KOHLENTYaJH3aLHIO.

Cawmble spKHe MPUMepPbI TAKOTO MOjlyca —
MyJbLTUMEIIHHbBIE TPOEKThI: « Qyrq Qyz»
(2018), mpemMbepa KOTOPOTO COCTOSIACH
B BpyK/IMHCKOH My3bIKa/IbHON akageMHuu
(BAM Brooklyn Academy of Music)
CIIA u B Mysee na HaGepeKHOI
bpanau B [1apuke, 1 MyJbTUMETMAHbBIH
naBuaboH «Yunran» (2022) ¢ rpynnoso#
nporpammoit « DAVRA», nokasanHbli

B pamkax BbicTaBkd Documenta 15,
Kaccenb, [epmanusi.

B «Qyrq Qyz» oprannuno
nepernJieTatoTes, nepeTeKatoT Apyr B Apyra
HECKOJIbKO OT/IE/bHBIX POU3BENIEHUH.



KonuentyanbHbIM sIIPOM BbICTyTA€eT
Jerenzia o 40 neByluKax, 3alllMTHULAX
JIPEBHET0 XOPE3MUICKOT0 ropojia.

3a Hay4HYI0 OCHOBY B3$IThl
uecse10BaTeIbekue GUIbMbI

0 My3bIKaJIbHbIX HHCTPYMEHTaX
[lentpanbHoit A3un, co3naHHble
Mcemaungnosoit no 3akady Ponya Ara Xana
1 Cmutconosckoro nHerutyta B 2010 romy.
My3bIKa/IbHYI0 KaHBY COCTaBJISIET
NpousBesieHHe Komnoautopa JIMuTpust
$IHoB- SIHOBCKOTO, MEepesoKUBIIETO
STIHYECKYIO0 TT09MY Ha SI3bIK My3bIKH.
Martepuajiom, Co3atoLLUM aTMOCHEpPUKY
MPOEKTA, BBICTYNAIOT ayTeHTHUHbIE
My3bIKaJIbHble HHCTPYMEHTbI, KOCTIOMbI

1 BUEOTPAHC/ISILIMM, 3aMEHSIIOLIIHe

poJib ieKopatni. Boronaionias cuia
MPOEKTa — CeMb aKTPHUC, 0ObEIMHSIOIINX
BCE COCTaBHbIE 3J1EMEHThI IeHCTBA

B niepopmance (cM. puc. 7).

[TaBubon «Hunrtan» otnuyaercs
MHOTOCJIOMHOCTBIO B MCMOJIb30BAHUH
pa3HbIX MeiMa, HHBEPCHEH y2Ke CO3/IaHHBIX
NPOU3BEICHNI H 0O bEIMHEHHEM HX
B ancamOsib. CaM MaBUJIbOH HAXOUJICS
B 1IOKOJIbHOM ToMelleHnn @ punpuiianyma,
HaMeKasl Ha 930TepUYeCKHUil XapaKTep
MHCTA/ISILIAK, TOJKPENJIeHHbIH
KYTOJIbHBIMH MOTOJIKAMU U TEMHOTOH.

B npocrpaHcTBe KBagucakpaJsbHOIo
00beKTa pa3Melliauch TPAIULMOHHbIE
Koprierle ® 1J1s1 3pUTeJieil, Ha KOTOPbIX
MO2KHO OBIJIO CMOTPETh BUJIEO JiexKa. 3/1eCh
JieMoHCTpupoBaJcst Gpuibm Hemaunnooi
«Ypuumbik» (2018). @usbm npeacrapisier
co6oii BuieoneppopMaHe — MOJIEHUS

40 1oHbIX JIeByllIeK HA BepliiHe OallHu

8 TpaBMUMOHHbIM CTEraHbli KOBPUK AN CUAEHUS
WIN NEXaHUs), yKpaLLeHHbI Y30paMu N34BOPK.

© Ybinnanbik — uam Aaxma Yunbnbik Kana — namMaTHuk
30poacTpu3ma B 45 kM ot I. Hykyca B Kapakannakcrane

(Ha TeppuTOpMM apeBHero Xope3ma). OTHOCMTCS K KOHLY | B.

[0 H.3. - Havany | B. H.3. [laxma cnyxuna MectoM norpebexus
3HATHbIX NtoAeN apeBHero ropoaa. [lo noBepbaM 30poacTpusMa
YUCTble CTUXUU — 3EMJI0 U BOAY — HENb3A OCKBEPHATb TPYMHbIM
pa3noXeHneMm, NO3TOMY OCTaHKM YMEPLUMX BblKNaAblBanMUCh

Ha BeplinHe 6aLHK ANna nctneBaHnsa nog NanswmMm ConHUeM

M HaneTaMn NTUL-naaasblinUKOB. OcTaBLlumecs Koct1 3aTeM
CKNafblBanu B 0CCyapumu U 3aXopaHuBanu.

Puc. 7. Caonar Mcmansiosa 1 rpynna HCMoJIHUTeNeN.
«Qyrq Qyz». 2018. My3sblKa/bHbBIi NephopMaHc.

Yblinbik Kasa®. B npouecce puryana
JIEBYIIKH KPY2KaT BOKPYT CMelHaIbHOTO
MIOCTaMEHTA C YCTAHOBJICHHOH TPEHOT O,
Ha KOTOPYIO MaJOMHUKH JI0 CHX [TOP
MOBS3bIBAIOT JIEHTOUKH, MIPOCS Y TyXOB
3[10POBbS1 M y1auu, 0COOEHHO B MPOJIIEHHH
poza u poxkieHuu nerert. Miemansona
BBIIBUTA€T TUMOTE3Y, YTO YbIIIBIK
MOKHO CUHTATh JIereH1apHbIM MECTOM
3axopoHenus 40 1eB-BOUTEIbHHUIL.
HenocpencreeHHoe BoBJiedeHHe 3pUTeielt
B 06PSII0BOCTb MOJUIEPAKHBAJIOCH KECTOM
TeX, KTO M0JIb30BAJICS KOpTielie U CMOTpest
BHJIEO JIeXKa, BI1aJast B COMHAMOYIHUEeCKHU I
TpaHc. B pamkax «Huntana» B TeueHue
40 nHew mpoxoauaa crelrasbHas
nporpamma «JlaBpa», cocrosiBiiasi U3
nepdopMaHcoB, JieKin#, nokazos 40
MOJIONIbIX XynoxKHHIL [lenTpanbHoit Asuu,
YTO KOHLENTYasIbHO COOTBETCTBOBAJIO HJee
dokumenta 15 o 1iomOyHre — COBMECTHOM
JIeJIaHUK U UCTI0JIb30OBAHUU PE3YJIbTAaTOB.

B coBoKynHOCTH BOBJ/IeueHHBIE OGBEKTHI
«YusraHa» coCTaBJSIOT NAJUMIICECT —
MOMNYJSIPHYIO MPOEKTHYIO (hopmy

sl
~
o
o~
i

)

=

&
2
©

)

€
=

o
>
w0
<
-
<
@]

MCKYCCTBO LLEHTPAJIbHOM A3W1M: 93bIK M TEKCT B PAKYPCE COBPEMEHHOCTM



CAJAS Volume 8. Issue 1.2023

1

N
[ee)

MCKYCCTBO LLEHTPA/IbHOM A3UM: 93bIK M TEKCT B PAKYPCE COBPEMEHHOCTM

coBpeMeHHOro uckycerBa. O6a npoekra
oObelMHeHbl 00111el Wjieel 3arajku uucsia
40 1 XyJ102KeCTBEHHBIM MCC/IEI0OBAHHEM
McmaunsioBoit, MocBsillleHHbIM CaKpaJbHOMY
uneay'® (em. puc. 8).

Puc. 8. Caogar Memaunosa. «Husanbik». 2018.
CDpal"MeHT SKCITO3ULIMH [TaBUJIbOHA <<LII/IJ'[T3H>>.
BricraBka documenta 15, Kaccesb, 2022.

Kapycesnb sipkux, HeoObIUHBIX 00Pa30B,
MOBTOPSIIOLIMECS] TEPOUHH, APXETUTTHUHbIE
00pasbl, peYUTaTUBHbIE TEKCThI, 3BYKH
ABTOXTOHHBIX MPUPOJIHBIX SIBJAEHUH,
NPeJMETOB H HHCTPYMEHTOB, IMXOTOMMUSI
MHPO- U MH(OCO3epLaHUs TPAHCIUPYIOT
HeKoe nocsanue XynoxkHuupl. [locianue
HesIBHOE, HEeMTPOU3HEeCeHHOe, TallHoe,
MHoromepHoe — o yeM? Yo XoTes1a cKasatb
XYJIOXKHUIA ?

MocnaHue

/leficTBHTEIBHO, B MHOTOMEPHOM
MHCBMe BCe MPHXOAHTCS PACITYTHIBAT,
HO paclIHppoBbIBATb HEYero, CTPYKTYpy
MOMSHO MPOCJEKHBATD, <IPOTATHBATH>
(KaK MOATATHBAIOT CITYIIEHHYIO €TI0

Ha 4yJIKe ) BO Bcex ee [10BTOPaX H Ha BCeX
ee YpOBHSIX, OAHAKO HEBO3MOXKHO JOCTHYD
JIHA; TTPOCTPAHCTBO ITHChMA JAHO HAM
WIS ripobera, a He JUIS [IPOPBIBA; [THCHMO
[TOCTOSTHHO [TOPOXAAET CMBIC/I,

HO OH TYT XK€ H YJeTyIHBAETCA,
[IPOHCXOUT CHCTEMAaTHYECKOE
BBICBOOOXKIEHHE CMbIC/IA.

Posan Bapt. Cmepth aBTOpa

[Tostuka McmannoBoit, kazaaoch

Obl, HCKJIIOYAET BOBJICUECHHOCTh

B MOJIMTHKY, aKTyajbHOCTb. Caonar
McmangoBa npruaHaercsi, 4to He CKJIOHHA
paboTaTh B paMKax OJHOH IOKTPHHBI,
KOHILENTyaau3upoBaTh CBOM
Xy/JI0’KeCTBEHHbIE TIOCJaHUs. 3a Hee

3TO YaCTO J1eN1a0T GUJI0CO(bl, KypaTophl,
apT-KPUTHKHU U, HAKOHELL, 3PUTEJIH.
Briosine 06bsicHHMO MpUMeHeHHe

K ee paboTaM HJeH 1eKOJOHHATBHOTO
nosoporta. JleKoJIoHHa/bHOCTb

He apTUKYJIUPYeTCsl caMOH Xy/lOXKHHUIIEH,
HO SIBHO MPOCTYNaeT B Pa3/IMYHbIX acreKTax
TBOPYECKOTO METO/Ia, HCITOJIb3YIOLIEr0
TPaJIMLIHOHHbBIE 930TepUUeCcKre U ObITOBbIE
TEXHOJIOTMH HAPOJIOB, HACEJISIBLLMX
tepputopuio Typkecrana. Mcnonbays
STH TEXHOJIOTHH, XYJ0’KHHIIA HE TOJBHKO
BCTyNaeT B IUAJIOT C aBTOXTOHHbBIMH
TPAMIMAMHU KOPEHHBIX STHOCOB,

HO M OCYLLECTBJISIET IEPEPOKIECHHE
(re-existence), B UHTepripeTalu

Adolio Alban Achinte — nosTopHoe
CYyLLeCTBOBAHHE, BOCCTAHOBJICHHE

CBSI3U C KYJILTYPHBIM HacJeiieM
IyGUHHOTO TPOLIJIOTO, aKTyaau3upyeT
ero (Alban Achinte). [To Bepcun onHo#
13 BEJYLIMX YUeHbIX, paboTalolnuX

C IEKOJIOHHAIBHBIM UCKypcoM, MamuHbl
Tnocranosoit, «Mcmaunnosa norpyzkaer
Hac B atMocepy CHOB, Ipes, BUICHUH,
noGy»K/IaeT HACTPOUThLCS HAa PaZHOBOJIHbI
4eJI0BEYeCKUX M HeuesoBeUeCcKHX J1yXOB
MPEKOB, OLLYTHTb TEKCTYPY, YCIbILATD
3BYKH U T0JI0CA, BIOXHYTh 3aMaxd 3a6bIThIX
MHPOB, C KOTOPbIMH HAcC CBSI3bIBAIOT

y3bl POJICTBA U KOJIJIEKTUBHOH MAMSITH.
Xy/10’KHUIIA 3aCTaBJISIET HAC TPOUTH
3aHOBO U NpopaboTaTh UCTOPUYECKHE
TPaBMbI U TYITHUKH, B KOTOPbIX Mbl, YBbI,
MPOJIO/IZKaeM KPYKHUTb KaK B TPEX COCHAX»
(Tnocranosa 8).

10 B LleHnTpanbHoit A3umn uncno 40 cuuTaeTcs cakpanbHbIM —
pebeHka nokasbiBatoT nocne 40 fHel ¢ MOMEHTa POXAEHUS,
oTMeyatoT 40-AHEBHbIE MOMUHKM, YMa — 06PSIA MONYAHUS
1 40 caMbiX apKWX 1 CaMblX XONOAHbIX LHEN B roAy,

40 peBylleK-aMa3oHOK U T. 4.




Kro-To BUIHT B ee xKeHCKHUX 0Opazax
(hemMuHUCTCKHE NToCblbL. JlefcTBUTEBHO,
B pabotax McmauioBoil mpucyTCTBYIOT
B OCHOBHOM KE€HCKHe 06pa3sbl, }KEHCKHE
npoO6seMbl, KeHcKHe MUpbl. OHa 103BoJIsIeT
ce6e IMAHCUITUPOBATh CBOM
XY/I07KECTBEHHBIN MeTOJ1, POKYCHPYSICh
Ha BOIPOCAaX, MHTEPECHBIX eH, nepeceKast
UCTOPUUECKUI U COBPEMEHHbBIA KOHTEKCT
CBO€H POJMHBI, TOKA3aTeJIbHO TPATHUHbIH
B 2KeHCKOM Boripoce. [Ipu 3Tom Bech
UHCTpyMeHTapuit MlcMaunsioBoil He pucBoeH
€10, a SIBJISIETCS € OPraHuuHbIM HACJIE/IUEM,
YTO 1103BOJIsIeT OTBEPraTh BCe YIpeKH
B 9K30TH3AllUH U OpPUEHTAJIH3ME.
OHa Tpy10/1106HBO CO3/1a€T CBOIO
MH(OMOITHYECKYIO BCEJICHHYIO HA TPaHU
TEXHUYECKOTO M 930T€PUUECKOT0 3HAHMUSI.

B nepenJietrenun, Ha nepBbli B3I,
XA0THYHBIX JIEMEHTOB POXKIAETCS
apT-00bEeKT, KOTOPbII MOXKHO ONPEIJHTh
KaK (U/IbM, a MO’KHO KaK BHIE0-apT —
3aBHMCHT OT ONTHKH. B nocsennee Bpems
XY[OKHHLA TPOPLIBAET FOPU3OHTEI
Me/IMa/IbHOCTH U pacllMpsieT CBOIO MPAKTHKY
Ha HoBble TeppuTopuu. Ho n 3nech

He HaBs3bIBAET MECCE/LK, KaK Obl NpHUIvIaLlas
3pUTeJIs BOUTH B COCTOSIHHE, KOTOpPOE
MO3BOJIUT €My HalTH CBOM CMBICJIbI

1 TpakToBKH. OHA MO3BOJISIET 3PUTEIIO
«POJMTHCSI» U CUUTHIBATB TEKCT [10-CBOEMY
wiH, o Posnany bapty, «CBOoAHThL BOEIHHO
te wrtpuxu» (bapr 391), kotopeie,

Kak 3Be3a 3yxpa, s¢eMepHO BO3HUKAIOT

M MCUe3aloT, BeYHO oOellas MUMeCHC

1 KaTapcuc.
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HOausi Copokuna

T. JKyprenos arbinnarsl Kazak ynrtbik enep axkagemusico! (Anmarsi, Kazakeran)

TPAHCMEAWAN KOKXUET1: CAOOAT MCMAUNTOBAHDbIH MO3TUKACHI

Anpartna. Makana Optanbik A3usiHbIH, 9n1eMre airini 3aMaHayu cypeTwinepiHin, 6ipi Caoaat
McMannoBaHbIH, WblFapMallbUibiFbiHa apHanfaH. 2022 xbibl Caogat MicMamnnoBa bipaeH 6ipHele
XeTeKLWi eHep anaHaapbiHAa — 59-wbl BeHeumns bueHHaneciHiH, «Tyctep cyTi» 6aFoapnaMacbiHaa,
Kypatop Yeunnusa Anemanu (Beneums, Vitanus), documenta 15 Herisri xanbikapanbik KepMenepaiH,
6ipiHiH 6armapnamacbiHaa, KypaTop — MHAOHE3MANbIK Ruangrupa To6bl (Kaccenb, lepMaHus)
ANMaKTbIK, MOAEHMETTI TaHbICTbIpAbl. Caoaat MicMannoBaHbiH, 2023 xbinablH 6acbiHaa Typai
aKmapaT KypanaapbiHblH, WeKapacbiH acbipFaHbl yiwiH 6epineTiH Eye Art & Film Prize cbiiinbiFbiMeH
MapanaTTanfaHblHa 6ainaHbicTbl cypeTwiHiH Eye Filmmuseum-ga (AmMcrepaam, Huoepnaxap)

«18 000 anem» aTTbl XXeke KepMeci alblIabl.

MakanaHblH, MakcaTbl KUHOAA A3, 3aMaHayu eHepae Ae (contemporary art) XKyMbIC iCTENTIH
CYpPeTLWiHiH TpaHCMeaManabl ToXKipubeciHiH, apTypAi KbipaapbiH KapacTbipy. ABTOp MICMannoBaHbiH,
LbIFapMaLLbIIbIFbIH Tanaay MacenenepiH KOHTEKCT, IMPUKanblk KahapMaH, MeanyM xaHe xonaay
CUSIKTbl aCMeKTinepai KapacTblpy apKplibl Wellefi. OaicTeMenik TypFblAaH Makana eHep CbiHbl,
CEMMOTUKA >KSBHE repMeHeBTUKaHbIH, ©3apa 6annaHbICbiH 60MKANWTLIH CbIHM Tanaay peTiHae
KypblibiMAanFaH. IkoHorpadusnbik Tanaay, MKOHONOrus, paktorpaduanbik aaic, CypeTiiMeH
cyxbaTTacy Kypangapbl KongaHbiafbl. MakanaHbl Tankpinayabl KanblinTacTblpaTblH OpTaga
[LeKONIOHMANbIK 6eTOypbIC, DEMUHUCTIK Taxipube, 330Tepukanbik 6iniM, akKodUNAiK, TOTEMU3IM
XXoHe puTonaTpus, Kabblnaay CMHeCTe3UsAChl AUCKYPCbIHAA KapacTbipblaTbiH MicMannoBaHbiH,
MUPOMNO3TMKANbIK CanacbiMeH Kanav bonfaHaa Aa 6arinaHbICTbl 9p TypAi OMLLbINAAPAbIH, eHOeKTepi 1
KaMTbIFaH. HaTuxe peTiHae — CypeTLWiHiH WhiFapMaLlbliblK 9AiciHe 6ipTyTac WOy, OHbIH, Heri3ri
Genrinepi peTiHae apT-3K30pUM3MAI TyAbIPaTbiH TPAHCMEAWANAbUIbIK, XXeprinikTi 6eiMHenep MeH
HappaTUBTEpPAiH CYrreCTUsChbI.

Tipek ce30ep: TpaHCMeAMANAbIIbIK, AEKONOHUANBIK, BYpbinbic, TypaH onbapsbichl, 4munna, Kelpk Kbi3,
LaLMaKoM, apTxayc, beliHe-apT, 3amMaHaym eHep.

Jaiiexce3 ywiH: CopokuHa, fOnusa. « TpaHcMeauan kekxueri: Caoaat MicMannoBaHbIH, NO3TUKAChI».
Central Asian Journal of Art Studies, 7. 8,N2 1,2023,119-132 6. DOI: 10.47940/cajas.v8il.674.
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HORIZONS OF TRANSMEDIAL: THE POETICS OF SAODAT ISMAILOVA

Abstract. The article is devoted to creative work of one of the world-famous contemporary artists
of Central Asia Saodat Ismailova. In 2022, Saodat Ismailova represented regional culture at several
top art venues at once - in the program of the 59th International Art Exhibition of the Venice
Biennale, The Milk of Dreams, curated by Cecilia Alemani (Venice, Italy), in the program of one
of the main international exhibitions of documenta 15, curated by the Indonesian team ruangrupa
(Kassel, Germany). At the beginning of 2023, Saodat Ismailova’s 18,000 Worlds solo exhibition opened
at the Eye Filmmuseum (Amsterdam, the Netherlands), due to the fact that the artist was awarded
the Eye Art & Film Prize, which is awarded for transcending the boundaries of different media.

The article purpose is to consider the various facets of the transmedial practice of the artist,
who works both in cinema and in contemporary art. The author solves the problems of analyzing
Ismailova's work, considering such aspects as: context, lyrical hero, medium and message.
Methodologically, the article is structured as a critical analysis, suggesting the interdependence
of art criticism, semiotics and hermeneutics. The tools of iconographic analysis, iconology, factographic
method, interview with the artist are used. The circle that forms the article discussion involves works
of various thinkers in one way or another connected with Ismailova's mythopoetical area, which
is considered in the discourse of a decolonial turn, feminist practices, esoteric knowledge, ecophilicity,
totemism and phytolatry, synesthesia of perception. As a result, a holistic review of the artist's creative
method, main features of which can be called a transmediality, suggestion of local images
and narratives that create a kind of art exorcism.

Keywords: transmediality, decolonial turn, Turanian tiger, chilla, Qyrg-Qyz, shashmakom, art house,
video art, contemporary art.
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Quick Drawings by Rassilbek Yestemessov (to the Problem of ‘Memory
of the Nation’)

Svetlana Shklyayeva

Figure 1. “Maternity”. Paper, ballpoint gel pen. 21x30. 2015.

Figure 2.“Dream”. Paper, ballpoint gel pen. 21x30. 2005.

Figure 3.“Falling in love 2" Paper, ballpoint gel pen. 21x30. 2019.
Figure 4.“The Abduction of Europe”. Paper, ballpoint gel pen. 21x30.2012.
Figure 5.“Paseo/Stroll”. Paper, ballpoint gel pen. 21x30. 2013.

Figure 6. °A Mother’s Love”. Paper, ballpoint gel pen. 21x30.2013.
Figure 7.°A Domestic Portrait”. Paper, ballpoint gel pen. 21x30. 2013.
Figure 8. “Morning melody”. Paper, ballpoint gel pen. 21x30. 2019.
Figure 9. “Worship”. Paper, ballpoint gel pen. 21x30. 2013.

Figure 10.“On a Hiking”. Paper, ballpoint gel pen. 21x30.2012.

Figure 11.“Talebearers”. Paper, ballpoint gel pen. 21x30. 2015.

Figure 12.“Merchant”. Paper, ballpoint gel pen. 21x30. 2013.

Figure 13.“Male Conversation” Paper, ballpoint gel pen. 21x30. 2015.
Figure 14.“Self-portrait”. Paper, ballpoint gel pen. 21x30. 2020.
Figure 15.“Inspiration 2”. Paper, ballpoint gel pen. 21x30. 2019.

Genesis of Artistic and Graphic Culture: Ancient “Scythian Animal Style”
and Modern Kazakh Ornament in New Architecture

Ec6onat [yicebait

Figure 1. Ornamental detail of a bridle. Scythian burial. Altai. Surgal valley.

Figure 2. Ornament “koshkar muyiz”. Detail of the bridle. Altay. Surgal Valley.

Figure 3. Decorative part of the bridle made of ornaments and griffins. Altay. Surgal Valley.
Figure 4. Belt plate (left). Animal hunting scene. IV century BC. Hermitage.

Figure 5. Roe deer and duck. Kargalin tiara (fragment).

Figure 6. Leather figurine of a horned tiger. Tuekta, the first mound.

Figure 7. Principle of transformation of a Scythian composition into an architectural image.

Figure 8. Spatial composition of the Spirit of Architecture — Oyu. Author’s sketch.
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Horizons of Transmedial: The Poetics of Saodat Ismailova
Yuliya Sorokina

Figure 1. Saodat Ismailova. “Chilla”. 2014. Still from video, 88 min.

Figure 2. Saodat Ismailova. “Gulaim”. 2014. Still from video, 24 min.
Figure 3. Saodat Ismailova. “The Haunted”. 2017. Still from video, 24 min.

Figure 4. Saodat Ismailova. “Chiltan”. 2020. Installation, chachvans, neon. Aspan Gallery
exposition, Almaty.

Figure 5. Saodat Ismailova. “Immortal Letters”. 2019. Fragment of sound and video installation.
Figure 6. Saodat Ismailova. “Zukhra”. 2013. Still from video, 30 min.
Figure 7. Saodat Ismailova and a group of performers.“Qyrq Qyz”. 2018. Musical performance.

Figure 8. Saodat Ismailova. “Chillpyk” 2018. A fragment of the Chilltan pavilion,
documenta 15 exhibition, Kassel, 2022.
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