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(B TOM Yncne nNo BoMpocam TeaTpa, My3blku, xopeorpabum,
KMHO, N306pasnTenbHOro U NMPUKNALHOIO UCKYCCTBA,
APXUTEKTYPbI U T. A.).
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Anrbices

Central Asian Journal of Art Studies (CAJAS) >xypHanbiHblH 2023 XblaFa apHaafaH
Ke3eKTi (YLiHLWI) WhbIFapblabIMblHbIH, 6aFaapnaManbik MakcaTbl — FbIJIbIMU XKYPTLbIIbIKTbI
eHepTaHyAa canacbiHAAFbl HEri3ri MacenenepiHaeri ©3eKTi aHaNUTUKaNbIK,
MaTepuanfapablH KeH ayKbIMbIMEH TaHbICTbIPY, TApUXTa 6TKEH TPIHATEP.AI KapacTbIpbi,
OYriHHIH TeHOAeHUMSNapAbl CblHW Tanaay, FblIbIMU 3epTTEYNEPAiIH HITUXENEPiH Xapuanay
)KOHE 3aMaHayu TeHAEeHUMsINapFa WOy Xacan, aFbiMAarbl NPOLECTEPAI, XXaHa naesnap
MEH nepcnekT1BanapAbl Tankbiiay.

Kencananbl Kacibn 6acbinbIMHbIH, Oy WbIFAPbINbIMbl TANIKbITAHATbIH MacenenepiH
3epTTey NaHOPAMaCbIHbIH KEHAIriMeH epekLieneHesi.

[un3anHpafbl 3CTETUKANBIK HYCKAyap MeH KOHLUEeNTyanu3MAi TaHaay Macenenepi
6acbIMIbIKKA aiHaNabl; Ka3ipri beHeney MaleHUeTiHIH MeAna-MaaeHU KeHicTiriHaeri
61 PEeHOMEHI XaHe 3TUKANbIK-3CTETUKASbIK CaHAHbIH, €XXeNri CUHKPEeTU3MI
«Kanokaratus», buiH caHanbl (@QNONMOHABIK) 3Cep eTy Kypanbl peTiHAeri Xac ypnak,
YWiH rHOCEONOrUANbIK MaHbI3bl TEK GU3MKANbIK AEHE AeHrenie FaHa eMec, COHbIMEH
KaTap, WblFapMallbinblK epKiHAIKKe acepi AeHrehiHae; NpoLecTepAiH, MaHapanbiK,
CUNaTbl MEH reMan3anHAaFbl OMbIH TEXHONOIMANAPbIH Ka3ak 6HEepiHiH 3aMaHaym
TYbIHAbINAPbIHbIH, KQXKETTiNiKTepiHe belimaey aficTepi MeH KypanaapbiH CbiHW Tanzay;
K.a3akCcTaHHbIH 3aMaHayu Xxopeorpaduanbik KOMbINbIMAAPbIHAAFb OM 3N1EMEHTTEpPIHIH,
NAacTUKanblK AM3aMHbIHbIH YTTbIK O0IMbICKA COMKECTiri MeH TpaHCHOpPMaALMACHI;
LblFapMalLLbl/bIK, TOMTbIH, YXXbIMAbIK KOWbIIbIMAAPbIHAAFLI XKaHA TeaTp/blK 3CTETHKA
X9HE pexunccepnik MHTepnpeTaumsanapiblH, 3KCNEPUMEHTTIK CUNaTbl; eHepAeri afam
6enHeci, KapbIM-KATbIHAC XXaHE 9/1eyMETTiK-M3AEHM aCNeKTiNep; apT-UHAYCTPUSCbIHbIH,
Macenenepi Typanbl 0Mnap, 3aMaHayu eHep TyblHAbIIAPbIH OaFanay xaHe 6ara
6enrineyniH akCMONOrusanbIK TaCiNAepi, CypeTwlinep MeH KOANeKLUOHepaep YLiH
NPaKTUKANbIK YCbIHBICTAP, KYKbIKTbIK M3CENenep )XaHe 3TUKablK Macenenep epexie
KbI3bIFYLWbIIbIKTbI KepceTeai; ncuxodusmonornanblk, Tapbuenik acnektinepi MmeH Tapbue
MEH CaxHa eHepiH MHTepPHALMOHANAAHAbIPY Macenenepi; KOHLEePTTiK-OpbIHAAY L bIbIK
KbI3MEeTKe AaMnblHAbIK Ke3iH4e KepKeMAik webepnik Herizgepi MeH My3bIKanbIK,
GiniMaepiH XeTinmipy aficTepiH Tangay; NCMXOKATAPCUC XKaHe apT-TepanusHblH OH,
9CepiHiH TUIMAINIri, afaM NCUXMKACbIH YIANECTIpY Kypanbl peTiHAe KONAaHbINAaTbIH
anaM TabuFaTbiHA Cal OpraHMKanblK TaXipubenep MeH agictepai KaHFblpTy. COHFbI
OHXbINAbIKTAFbI TYPKITINAEC enpepperi TeaTpnapabliH cueHorpadumsanbik TaXipubeciHiH,
XaHa CeMaHTMKanbIk NapagurmManapbl, Kasipri kepkeMaik-benHenik 6erHeney xyreci
MeH cueHorpadmaHbiH 6eMHeniK TiNiHiH epekwenikTepi; Ka3ak KUHOMHAYCTPUACbIHAAFbI
[LepeKTi CloxXeTTi 6asiHaay KOHTEKCTIHAEr aHMMALMAHBIH, XXY3€ere acy XKaHe Kbi3MeT eTy
npoLecTepiHiH epekLIenikTepi.

Central Asian Journal of Art Studies (CAJAS) keH ayKkbIMAbl ©3eKTi Macenenepai
TaNKblNayFa KaHe eHEP TaPUXbIHAAFbI COHFbI XETICTIKTEPAi Aep Ke3iHAe XapusanayrFa,
FbIIBIMM @aKNapaTTbl TapaTyFa XXaHe XaHa aBTOPNapAbl TapTyFa GafbITTaNFaH.

bi3 @3apa KapbIiM-KaTbIHaCcKa alblKnbl3 xaHe cizgepaeH CAJAS 6onawak,
HeMipnepiHiH yCbIHbINFaH TakbipbiNTapbl 60OMbIHIWA 6HEP MEH OHEPTAHYAbIH, 63€KTi
Macenenepi 60MblHIIA aBTOPbIK 3€pTTEYNEPAiH HITUXENEPIH KYTEMI3.

Conayn Kapxaybaesa,
bac pedakmop



BCTynwreanoe cnoBo

[porpaMMHO# Lenblo oyepeaHoro (Tpetbero) Homepa xypHana Central Asian Journal
of Art Studies (CAJAS) 3a 2023 ron aBngeTcs 03HaKOM/IEHME HAay4yHOM 0OLWeCTBEHHOCTH
C LWMPOKUM CMEKTPOM aKTYyanbHOro0 aHaAMTUYECKOro Matepuana B 06/1aCTW KIOYEBbIX
npobneM MCKYCCTBO3HAHWS, aHanu3 TPeHAOB MNPOLWAOro U KPUTUYECKOE OCBeLLeHue
HacToswero, nybankaumsa pe3ynbTaToB HAYYHbIX MCCNef0BaHWi M 0030p COBPEMEHHbIX
TEHAEHUMI, 0BCYXAEHME TEKYLMX NPOLECCOB, HOBbIX UAEW U NEPCNEKTUB.

[laHHbIA BbINYCK MYABTUAMCUMMAIMHAPHOIO NPOdECCHOHANbHOrO M34aHUS OTIMYaeT
WMpoTa UccnenoBaTenbCKoM NaHopaMbl 06cyxaaembix npobnem.

[puopuTETHBIMM  CTanM  BOMPOChl  BblbOpa  3CTETUYECKMX  OPUEHTUPOB MU
KOHLEeNTyann3M B AM3aNH-NPOEKTUPOBAHMM; OCMbICIEHMIO NOABEPIANCL HEHOMEH TaHLA
B MeAMaKyNbTYpHOM MpPOCTPAHCTBE COBPEMEHHOM BW3YanbHOM KYNbTYpbl U aHTUYHbIN
CUHKPEeTM3M  3TUKO-3CTETMYECKOrO0 CO3HAHMS  «KanokaraTua», 3MNUMCTEMOJIOrUYecKas
3HaYMMOCTb TaHUA [AN19 MONOAOr0 MOKONEHMS KaK MHCTPYMEHTA CO3HAaTesIbHOro
(@annonoHWyeckoro) BO3AEMCTBMS HE TOMbKO Ha YypoBHE (GU3MYECKOro Tena, HO U Ha
cB06OY TBOPYECKOIO Hayana; MeXANCLMMNIMHAPHbIA XapaKkTep MPOLLEeCCOB U KpUTHYECKas
aHaNUTUKa METOA0B M CpeAcTB afanTauuM WMrpoBbIX TEXHOMOMMM B remmausanHe K
NnoTpebHOCTAM COBpPEMEHHbIX NPOM3BEAEHWUI Ka3axCTaHCKOro MCKYCCTBA; HALMOHANbHas
MOEHTUYHOCTb U TpaHChOpMaLMM NNACTUYECKOr0 PUCYHKA TaHLEeBasIbHbIX 31E€MEHTOB B
COBPEMEHHbIX Xopeorpadunyecknx noctaHoBkax KazaxcraHa; HoBasg TeaTpanbHas 3CTETUKA
B KOJINEKTUBHbIX NMOCTAaHOBKAaX KPEaTMBHOM KOMaHAbl M ICKNEPUMEHTANbHbIA XapakTep
PeXMCCepCKUX MHTeprnpuTaumii; obpas yYenoBeka, KOMMYHMKALMUM U COLMOKYIbTYpHblE
acnekTbl; 0COBbIN MHTEpeC NpeacTaBAfOT PasMblWNEHUS O nMpobneMax apT-MHAYCTPpUM,
akcuonorumyeckme noaxonbl Npu OLEHKe MpPOU3BEeAEHUI COBPEMEHHOr0 WMCKYCCTBa U
LeHoobpa3oBaHUM, NpakTUMYECKMe PEKOMEHAAUMU XYAOXKHMKAM W KOMNEKLMOHepaMm,
MpaBOBble BOMPOCHI ¥ BOMPOCHI 3TUKMU; NCUXODU3MONOTMYECKME, BOCNUTATENbHbBIE ACNEKTHI
M BOMPOCbI MHTEpPHaLMOHanM3auum 06pa3oBaHMa M CLEHWYECKOro WMCKYCCTBA; aHanu3
OCHOB XYOOXECTBEHHOro MacTepcTBa M MeTOA0B COBEPLIEHCTBOBAHUS MY3bIKaslbHOMO
MO3HaHMS MPU NOATOTOBKE K KOHLEPTHO-UCMOMHUTENbCKON AEATENbHOCTU; MCMXOKATApPCUC
M 3pdeKTUBHOCTb MO3UTUBHOIO BO3AENCTBUS apT-TEPANUU, BO3POXKAEHNE AYTEHTUUYHBIX U
OpraHMYyeCckmUxX NPaKTUK U TEXHUK KaK UHCTPYMEHTA A9 FapMOHM3aLMM NCUXUKM YeloBEKa.
HoBble cMbiC/I0Bble Napagurmbl CLEHOrpapuyeckon MpPakTUKM TEATPOB THOPKOSA3bIYHbIX
CTPaH nocnegHero  OecatuneTus, cneumduka COBPEMEHHOW  XYAOXECTBEHHO-
n306pasnTenbHOM 06pa3HOM CMCTEMbI M BU3yaNbHbIM A3bIK CLeHorpaduun; ocobeHHOCTH
BHEApPEHMS M MpoLecchl GYHKUMOHMPOBAHUS aHMMALMKU B KOHTEKCTE AOKYMEHTA/IbHOro
MOBECTBOBAHMS B Ka3aXCTAHCKOW KMHOUHAYCTPUW.

Central Asian Journal of Art Studies (CAJAS) opueHTMpoBaH Ha 06CYyXAeHMe WNPOKOTo
Kpyra akTyaslbHblX BOMPOCOB W CBOEBPEMEHHOE OCBelleHMe HOBEWLWMX LOCTUXKEHWI
MCKYCCTBO3HAHMUSA, PaCcnpoCTpaHeHUe HayyHoW MHPOpMaLMUM W MNpMBIEYEHUE HOBbIX
aBTOPOB.

Mbl OTKPbITbI K COTPYAHUYECTBY M XAEM OT BaC pe3ynbTaToB aBTOPCKUX UCCNe0BaHUN
MO aKTya/lbHbIM BOMPOCAaM WMCKYCCTBA M MUCKYCCTBO3HAHMS MO MPEAsIOKEHHbIM TEMaM
6ynywmnx Homepos CAJAS

Canzyne Kapxaybaesa,
2/1a8HbIl pedakmop



Foreword

"The primary goal of the third issue of the Central Asian Journal of Art Studies (CAJAS)
for the year 2023 is to acquaint the scientific community with a wide range of current
analytical material in the field of key issues in art studies, analysis of past trends, critical
coverage of the present, publication of the results of scientific research, and a review
of contemporary trends. It facilitates discussions on ongoing processes, new ideas, and
perspectives.

The breadth of the research panorama on the discussed issues characterizes this issue
of the multidisciplinary professional publication.

Prioritized topics include the selection of aesthetic orientations and conceptualism
in design planning; the examination of the phenomenon of dance in the media-cultural
space of contemporary visual culture and the ancient syncretism of ethical-aesthetic
consciousness known as 'kalokagatia’; the epistemological significance of dance for
the younger generation as a tool for conscious (Apollonian) influence, not only on the
physical body but also on the freedom of creative expression; the interdisciplinary nature
of processes and critical analysis of methods and means of adapting gaming technologies
in game design to the needs of contemporary works of Kazakh art; national identity and
transformations of the visual representation of dance elements in modern choreographic
productions in Kazakhstan; new theatrical aesthetics in collaborative productions of
creative teams and experimental directorial interpretations; the image of humanity,
communication, and sociocultural aspects; special attention is given to reflections on
issues in the art industry, axiological approaches to assessing contemporary art works
and pricing, practical recommendations for artists and collectors, legal issues, and ethics;
psychophysiological, educational aspects, and issues of internationalization of education
and performing arts; analysis of the foundations of artistic mastery and methods of
improving musical knowledge in preparation for concert performance; psychocatharsis
and the effectiveness of the positive impact of art therapy, the revival of authentic and
organic practices and techniques as a tool for harmonizing human psyche. New semantic
paradigms of stage design practices in the theaters of Turkic-speaking countries in the
last decade, the specificity of the modern artistic-visual system, and the visual language
of scenography; features of the implementation and functioning of animation in the
context of documentary storytelling in the Kazakhstani film industry.

The Central Asian Journal of Art Studies (CAJAS) is oriented towards discussing a wide
range of current issues and timely coverage of the latest achievements in art studies,
disseminating scientific information, and attracting new authors.

We are open to collaboration and look forward to the results of your original research
on current art and art studies topics related to the proposed themes for future issues of
CAJAS.

Sangul Karzhaubaeva,
Editor-in-Shief
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AHUMAIOK —
rTMbPUIHbBIK PEHOMEH
COBPEMEHHOI'O KMHO

bany Pamasanosa', AHura UepHbix!

'Kazaxckast HalloHa IbHas akajeMusi iekyeeTs umend Temup6eka yKyprenosa (Anmvarsi, Kazaxcran)

AHHoTaums. [JokyMeHTanbHas aHMMaLMS B KOHTEKCTE COBPEMEHHOM KUHOMHAYCTPUM SBNSETCS
OTHOCMUTENbHO HOBbIM HaMpaB/JeHWMEM B UCCNELOBAHUAX BU3YabHOMO UCKYCCTBA M EXXEr0AHO KONMYECTBO
Hay4HbIX paboT, CBA3aHHBIX C €€ U3y4YEHUEM, PACTET, Kak U KOJIMYECTBO BbIMYCKAEMbIX KaHUMALOKOBY.
AKTYanbHOCTb LJAHHOTO MCCNEeA0BaHUS 00YCI0BIEHA MOBbIWEHHBIM UHTEPECOM K AOKYMEHTANIbHOM
aHMMaLMKU KaK CPeay 3puTeNnbCkoi ayauTopumn U KUHOKPUTMKOB, TaK U B PaMKax KPYMHbIX GecTMBanbHbIX
N0LWAN0K, YTO NPUBOAUT K BHEAPEHWUIO AAHHOW DOPMbI M B Ka3aXCTAHCKYH KUHOMHAYCTPUIO.

B pabote Mcnonb30Bancs KOMMNAEKCHbIM METOLOOTMYECKMIA MOAXOA, C LLeNb0 NPOBEAEHMS aHaNun3a
UMEIOLLMXCS TEPMUHOB M HAY4HbIX UCCNEA0BAHWUI MEXAHM3MOB hYHKLMOHUPOBAHUS LOKYMEHTaNbHOW
AHMMALMKU KaK HOPMbl 3KPAHHOIO BM3YyalbHOMO MCKYCCTBA. TaKOM NMOAXon NO3BOISET MPOBECTU
Havbosnee NosHoe UcCNefoBaHWE aHMMAL0Ka B KOHTEKCTE COBPEMEHHOMO MeAManpoCTPaHCTBa.
CpaBHUTENbHbIM aHaNU3 NMO3BONUA NPOBECTU Napanieny B TEHAEHLUMIX PA3BUTUS AOKYMEHTAIbHOM
aHMMaLMK B MUpE U ee NO3ULUOHUPOBAHUS B CEFOHSLLIHUX rM06aNnbHbIX TEHAEHLMSX.

B xope obcyxaeHns 6binm npoBeaeH aHanu3 LOKYMEHTaNbHOW aHMMALLMKM, HAYMHAS C MEPBOro
NPpUMEHeHUs LaHHOM POPMbl B UCTOPUYECKOW NeHTe «fMbenb «JTy3uTaHbl» A0 CErOAHALHUX MPUMEPOB
NPUMEHEHNS aHMMaLLMK B fOKYMeHTanbHOM dunbme «East Turkistan: npaBo Ha cBob6oay». MccnepoBaHbl
0C06EHHOCTU PYHKLMOHUPOBAHUS aHUMALIMKU B KOHTEKCTE AOKYMEHTA/IbHOrO NMOBECTBOBAHMS.
[TpoaHann3npoBaHbl BOSMOXHOCTH, MPeAOCTABSEMblE aHUMALMOHHOM GOPMOI B X04e NPOM3BOACTBA,
a TakXke 0COBEHHOCTU ee BAUSHUS Ha 3pUTENIbCKYH ayAMTOPUIO 3a CYET CBOEro MeTaOpMYHOrO S3blKa U
BM3yanbHOM 06pa3HOCTY.

B 3akntoueHum ctaTby 6binM coenaHbl BbIBOLbI OTHOCUTENBHO POAM AOKYMEHTANIbHOM aHMMaLuK B
COBPEMEHHOM KMHOMHAYCTPUM U acnekTbl, BIUAIOLME HA ee NPOAICUPOBaHUE. AHUMALMS MOXKET ObITb
MOHSATHA W NpUBNEKaTeNbHA A1 WMPOKOTO Kpyra 3puTenei, BKoYas LeTel U B3poC/blX, a Takxe ANs
NIOAEN € pasHbIMU KYbTYPHbIM U 06pa30BaTeNbHbIM YPOBHIAMMU.

Knioyesbie cnoea: nokyMeHTanbHas aHUMaLMs, AOKYMEHTasbHbIA GUIbM, aHUMaLMOHHAs
[OKYMEHTaNMUCTMKa, rnbpuaHble GopMbl, aHnMaums LleHTpanbHOM A3nMKn, aHUMALOK.

Ans yumupoearus: PamazaHoBa, baHy n AHuTa YepHbix. kAHUMaAAOK — rMBpUAHbIA GeHoMeH
coBpeMeHHoro kuHox. Central Asian Journal of Art Sdudies, T. 8, N2 3,2023, c. 16-28, DOI: 10.47940/cajas.
v10i3/705.

Asmopsl npodumanu u 0006puu OKOHYAMesbHbIL 8apUAHM PyKONUCU U 3ase/som 06 omcymcmeuu
KOH@/IUKMA UHMepecos.



BeepeHue

Mmflaaox, WJIM @HUMALMOHHbIH
OKyMeHTaJIbHbIH (DHJIbM,
npejicTaBsieT co60i rubpuaHbIE heHoMeH
COBPEMEHHOT0 KHHO, CoYeTalollni B cebe
3JIEMEHTbI JIOKYMEHTAJIMCTHKH W aHUMALLHH.
B nocusieiHue aecaTHIeTHS aHUMAJIOK
3apeKoMeH10BaJl ce0s1 KaK MHHOBALIHOHHBbIH
1 TBOPUECKHH MOJIXOJ1 K TOBECTBOBAHMUIO,
paclIMPSIOLIMI TPAAHLIMOHHbIE PAMKH
o6oux xkaHpoB. Hacrosias cratbs
MOCBSILIEHA HCCIEIOBAHUIO 0COOEHHOCTEH
U TeHICHUMH pa3BUTHs aHUMaoKa Kak
TUOPUJIHOTO SIBJICHHST COBPEMEHHOTO
kuHemarorpaca. OaHako B HaydHOM
coobllecTBe, cyllecTByeT npodJema
KJIacCU(pUKALMK TAKUX KAPTHH, B
CHJTy UX THOPHIHON (DOPMBI, 3a cUeT
JIOKYMEHTaJIbHOH 1IePBOOCHOBBI M YCJIOBHOH
00pa3HOCTU U300PAKEHUS B AHUMALLUH.

AKTyasbHOCTB JIAHHOTO HCCJIEIOBAHHUS
o0ycJI0BJIeHa TeM, IOKyMeHTaJlbHasi
aHUMalKsl AaKTHBHO PAa3BUBAETCS B
COBPEMEHHOM MeJIanpOCTPAHCTRE,
3aHUMasi ocob0e MeCTO U MpeacTaBJIsist
BBICOKYIO aKTyaJIbHOCTb /151 MCCJIEI0BAHUH.
Ata hopma CTUMYJIHPYET COLMATbHBIN
U KYJIbTYPHBIH UaJIOT, pacluupsis
BO3MOKHOCTH BbIpaXKEHHsI MHEHUH U
OTpaKeHHUs PAa3JIMUHbBIX TOUEK 3PEHMUSI.
JloKyMeHTaJ/IbHasl aHUMaLMsl 03BOJISIeT
OTPasuTbh HALIHOHAJbHbIA MEHTAJIUTET,
pacckasaTth O BaXKHbIX BEXaX B UCTOPUH
CTPaHbI U MPEJICTaBUTh 3HAYMMBIX
MCTOPHYECKUX JJMYHOCTEH LIHPOKOH
3PUTENbCKON ayauTopun. Takum o6pasom,
Uce/ieIoBaHus B 00JIaCTH JOKYMeHTaJbHON
aHUMalWH, ee crelPuKku U ocobGeHHOCTel
NOMNyJISiPU3aLUH SIBJSIOTCS aKTyaJlbHbIMH 1
BaKHBIMM 151 Pa3BUTHsI KHHOMCKYCCTBA U
menua B Kasaxcrane.

AHHMaI0K BOCXOJIUT CBOMMH KOPHSIMH
K cepeiHe XX BeKa, OHaKO ero paclipeT
npuuiescs Ha Hauasio XXI Beka, Koria
TEXHOJIOTHH aHUMallMH cTaju Gosee
JIOCTYMHBIMU U pa3HO0Opa3HbIMU. DTOT
JKaHp yCIelHo 3apeKkoMeHaoBal cebs Ha
MeKIyHAPOJIHON apeHe, 1oJydasi Harpajpl

Ha TPECTHKHBIX KHHO(ECTHBAJSX U
3aBOEBbIBAsI 3PUTEJBCKYIO ayIUTOPHIO.

B nanHo# ctaThe paccMaTpUBaeTcs
crieMdrKa aHUMaoKa Kak THOPUITHOTO
SIBJIEHUS, BbISIBJSIIOTCS OCHOBHbIE
XapaKTEPUCTUKU U MTPUHLUIIBI, OTJIUYAIOLIHE
KHHOJIOKYMEHTaJUCTHKY U aHUMaluio. B
XOJIe UCCJIE/IOBAHHUST U3yYeHbl PAa3/JIHUHbIE
MOJXO/Ibl K CO3/IAHUI0 aHUMA/I0Ka U

€ro NMpUMeHeHHe JI1s1 H300paKeHust
pasHOOOPA3HBIX TEM, OT MOJUTHKH U
UCTOPHH 10 COLIMANBHBIX U IMYHOCTHBIX
BorpocoB. [IpoBenen anann3 BjausiHUS
aHMMaJloKa Ha KMHeMaTorpadg v ayIuTopHio,
a Tak»Ke ero rnoTeHUuana Jis gajbHelero
Pa3BUTHS U HHHOBALMH B 006/1aCTH
KHHOUCKYCCTBA.

MeToAabl

B npoBenenHOM HccseoBaHHK
AHUMALMOHHOH IOKYMEHTAJUCTHKH,
UMEHYeMOH «aHUMAJIOK», ObLI PUMEHEH
KOMIIJIEKCHBLIA METO0J0THYE CKUH
nojxo/. [TepBoHavasnbHo ocyliecTBJsiICS
KaueCTBEHHbIM aHaJ/IM3 KJIIOUeBbIX [TOHSATHH U
TEOPETHYCCKUX OCHOBAHHH, ONMPAIOLLUHCS
Ha 0OIIHPHYIO JTUTEpATypHYO 6asy,
BKJIIOUAIOLIYIO HAayuHble paboThI
ueesieoBaresiedt, creldasu3upyroixcst
B JAHHOM TeMaThKe. Takoi Moaxo/
cnoco6CTBOBaAJ OMpee/IeHUIO OCHOBHbBIX
XapaKTePUCTHK U CrielUUKKN TaHHOTO
»KaHpa KuHemaTorpada.

Jlanee, 6bL1 OCyLIECTBJICH
CpaBHUTEJBbHBIA aHAJM3 BbIOOPOUYHBIX
AHUMalHOHHBIX IOKYMeHTaJIbHBIX (PHJILMOB,
Takux Kak «BaJsibe ¢ Bamupom», ¢
1LeJIbIO JIEMOHCTPALMH OCOOEHHOCTEN 1
BJIMSTHUS JAHHOTO KaHpa Ha 3pUTEJbCKOe
BOCIIPUSITHE U ABTOPCKYIO HHTEPIPETALUIO
peasnbHOCTH. B X0/1€ aHasnn3a npumensiyics
MeTOoJ1 HabGJIIOeHUST, TO3BOJISTIOLLIMN
BbISIBUTb OCOOEHHOCTH MPEJICTABJIEHUS
ABTOPCKOM TOUKH 3PEHUST B KOHTEKCTE
JIOKYMEHTAJIbHOTO KUHO C UCTTOJIb30BAaHHEM
aHUMAaLUH.

HMcnosib3oBaH KaueCTBEHHBLIN aHAJH3 C
LeJIbI0 H3yYeHHsT KOHKPETHBIX TPUMEpPOB
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aHUMAaJIoKa, C aKIEHTOM Ha UX CIOXKET,
CTPYKTYPY, YTO MO3BOJISIET BBISIBUTh
XapakTepHble UepThl U pazHooOpasue
naHHoro eHoMeHa. B xoze ananmsa
UCI0JIb30BaH CPaBHUTEJbHBIH METO/,
MO3BOJISIONIMI ONPEENUTh CXOJCTBA U
pas/IMuns MexKJly pa3HbIMH MTPOEKTAMU
aHUMAaJIOKa, a TaKyKe YCTAaHOBUTD CBSI3b

C KJIACCHUECKOU JJOKYMEHTAJIUCTUKON U
aHUMalfeH.

BriGop KommsieKCHOTo nmojixoa K
UCCJIENI0BAHUIO 0OYCJIOBJIEH CTPEMJIEHHEM
K MaKCHMAaJIbHO TTOJITHOMY HU3YU€eHHIO
(heHOMEHA aHUMAJIOKA, C YUETOM €ro0
crnelMdUKH, MecTa U poJii B COBPEMEHHOM
KruHemaTorpadge. Takoil noaxon
crnocoO6CTBOBaJ GOpMHPOBaHHIO HoJiee
rJIy60KOro U 06'beKTUBHOIO MOHUMAHUS
JIAHHOTO HAIpaBJIeHUS] HCKYCCTBA U
OTpeJIeJICHUIO €r0 aKTyaJbHOCTH JJIs1
MOCJIEYIOIINX UCCAEI0OBAHUN B 001aCTH
KHHOHCKYCCTBA H M€JIHa.

O6cyxpeHue

Ha ceroausitinuii gieHb rpaHuiibl
»KaHPOBOCTH B KHHeMaTorpade pasmbIThl,
ABTOPbI aKTHBHO SKCIEPUMEHTHPYIOT
¢ hopMamu B CBOUX paboTax, uTo
HeN30€KHO MPUBOJUT K CHHTE3Y 9KPAHHBIX
¢dopm uckycerBa. AHMMalMoHHast
JIOKyMEHTAJIUCTHKA, U COKPALLeHHO
«aHUMAJIOK», TaKxKe §IBJISeTCA
MOTrPaHUYHBIM MPOIYKTOM, CHHTE30M
AHUMALMOHHOTO U IOKYMEHTaJIbHOIO
KMHO, OTYETr0 CMOPBI O ee HACHTH(UKALUH
1 1e(DUHULIMH B HAYyYHOM COOO1I1eCTBE
BeyTes 110 cux nop. Meropukamu u
TEOpeTHKAMH TaK M He C(hOpMyTMPOBaH
oOLIMI YHHBEPCAJbHBIA TEPMUH,
0603HayaloLLMi{ JaHHOe HarpaBJeHHe B
KuHematorpacge. MecnenoBanus npupospt
JIAHHOH (hOpPMbI HCKYCCTBA HayaJIUCh JIHLLIb
B 2010—x romax u cpasy »e CTOJKHYJIUCD
C Pa3HOUYTEHHSIMH B CHJy TOTO, YTO
aHMMallksl BCerjla paccMaTpuBaJach
Kak crnoco6 nuzobpakeHust haHTasuu u
BbIMbICJIA, TOTJIA KaK JOKyMEHTaJbHOE
KUHO CJIY?KHJ10 0O'beKTHBHBIM CI10CO60M

oTpaxkeHusi coObITHi. « OTCyTCTBHE
NPaKTHUECKON MOJICJH JI/Is1 aHa/I3a
npeJcTaB/eHHON peabHOCTH B
AHUMAaLMOHHbBIX IOKYMEHTaJ/IbHbIX (PUIbMAX
MOKeT ObITh ellle OJHON MPUUYHHOH
neduiyTa HeeJaeoBaHnk B 3TOH 061acTH»
(Khajavi 1). Ctpém B cBOUX paccyzkieHHUsIx
XapakTepHu30BaJl JIOKYMEHTAJIbHYIO
AHUMALMIO KaK JIEHTY, B KOTOPOH «6oJibliiast
yacTh, ckaxeM He Menee 50 %, siBasteTcs
annmauronHoi» (Strem 50). B pamkax
NpeJCcTaBAeHHON CTaTbH, J0KYMEHTa/bHbIN
MYJbT(HHUIBM OMPeieIIeTCs KaK BUJL
JIOKYMEHTaJIbHOTO KHHO, OTpazKaroliiee
peasibHble COOBITHSI, B KOTOPOM
MCIOJIb30BAHbBI 3/IEMEHTbl aHUMALIMH

JUIsl epesiayn HHdopmalluk M pacckasa
MCTOPHH. DTOT BUJI COUETAET B ceHe
(hakTHUeCKHe TaHHble, JOKyMEeHTaJ bHbIH
Marepuas U aHUMaLHio.

B nauasie cBoero pazBuTHsi aHMMaI0K
npeacTaB/isiy co60H SKCrepuMeHTaNbHOe
nepecevyeHue JOKyMEHTAJUCTHKH U
aHUMaLMK, KOTOPOe He Cpagy Halljlo
CBOIO ay/IMTOPHIO U npudHanue. OnHako
nocTeneHHo KuHeMatorpad crasn
pPa3BHUBATBLCS, @ TEXHOJOTHH aHUMALUH
CTAHOBUJICH GoJiee JIOCTYIHBIMH, UTO
Croco6CTBOBAJIO PpaclpoCTPaHEeHHIO U
MoMyJisipu3alii JaHHOTO XKaHpa. AHUMAJIOK
00beHsIeT B ceOe XapaKTepUCTHKH
JIOKYMEHTAJIbHOTO KHHO W aHUMAalllH,

YTO M0O3BOJISIET CO3/IaTENAM (DUIBMOB
BOIJIOLLATH CaMble Pa3Hble MU U TeMbI

B CBOUX [POU3Be/IeHUsIX. AHUMALLHS
no06aBJsieT BU3yasibHoe pazHoobpasue

1 9MOLIHOHAJILHOCTb, JI0TIOJIHSASA
JIOKYMEHTaJIbHbII MaTepuaJl 1 Jiesias ero
6oJiee MpUBJIEKaTeNbHbIM /15 3pUTEJ/IeH.
B cBoio ouepesib, 10KyMeHTa bHAS
COCTABJISIIOLLAS TTPUACT aHUMALIUK TJTyOUHY
1 COJleP2KaTeJIbHOCTb, OTPaKask peasbHble
MCTOPHU U COLHAJIbHbBIE SIBJICHHUSI.

C TeueHneM BpeMeHH aHUMAJIOK CTaJl
3aHUMaThb Bce GoJiee 3aMeTHOe MeCTO B
MHPOBOM KuHeMaTorpade. PuabMbl 3TOro
»KaHpa yCreLHo NpeJCTaB/Is0TCs Ha
MPECTHKHBIX KHHO(ECTUBAJISIX U MOJy4atoT



BaKHbl€ HArPajibl, MOATBEPKIAST CBOIO
3HAUMMOCTb M aKTyaslbHOCTb. BmecTe ¢ TeMm,
AHUMAJIOK POJOJIXKAET 3BOJIIOLLHOHMPOBATh,
Mccetysi HoBble (hOpPMBbI M TTOAXOJIbI K
TBOPYECTBY, YTO JIeJ1aeT €ro OJHUM U3
CaMbIX MHHOBALIHOHHBIX U MHTEPECHbIX
SIBJIEHUH B COBPEMEHHOM KHHO.

B coBpeMeHHOM MHpe aHUMaJI0K
SIBJISIETCS] paclpoCTPaHeHHbIM CI10COO0M
pacckasatb ry6oKue, JJHUHble HCTOPHH,
3aTPOHYTb OOJIC3HEHHBIE TEMBbI, KOTOpPbIE
Gs1arojiapsi CTerneHt yCJ0BHOCTH
1300paxKeHus1, Jierde jisi 3pUTebCKOro
BocnpuaTusi. «I[Toromy yro annmarnms
BBITJISIIUT HHAUE, YeM B (DU3HYECKOM
MHpE, U 4aCTO TEOPETU3UPYETCsT KaK
Cr€HEPHPOBAHHOE, a HE OTCHATOE
uzobpaxKeHue, NpeanoJaraeTcs, 4to
aHUMallls OT/esIeHa OT (PU3NUECKOTO MUpa
H, CJe0BaTeJ/bHO, <HE peajibHa» WIH
«MeHee peaJsibHa» MPU UCIOJb30BAHUH B
JOKyMeHTabHbIX (husbmax>» (Ehrlich 3). B
CHJIy LLUMPOKOTO JIMana3oHa MpHuMeHeHHs,
4aCTO BCTPEUALTCS UCII0JIb30BAHHE
AHUMALMOHHBIX BCTABOK B JIOKYMEHTAJIbHbIX
busbMax, ¢ 11eJblo CMSMYUTh
MHTEHCHBHOCTb MICUXOJIOTHUECKOT0
MOJIKJIOUEHHST K TEPCOHAXNKY HJH 2Ke
JUIsl PEKOHCTPYKLMH COOBITHH, C TPYOM
NOJIAIOLIMXCS HATYPHBIM ChbeMKaM.

B uesiom, fokymeHTabHasi aHUMallust
SIBJIACTCS YHUBEPCAJIbHBIM U MOLLHBIM
UHCTPYMEHTOM JJ151 KOMMYHUKAUMUH U
MCC/Ie/IOBAHUS PA3JIHUHBIX ACTIEKTOB
peaJibHOCTH OJ1arofaps CBOeH crocoOHOCTH
aJlaNITHPOBATHLCS K pa3HOOOPA3HBIM TEMaM.
Cosnare/ii MOTYT HCMOJL30BATh aHUMALHIO
JUIST MILJTIOCTPALLMK CJIOKHBIX TTPOLIECCOB,
00bsicHeHHs1 aOCTPAKTHBIX KOHLEMMHA WJIH
nepenaun ray0oKUX 3MOLUH, UTO JiesiaeT
3TOT (hopMaT 0co6EHHO MHOTO0OPA3HbIM

1 BblpaguTesibibiM. O6pa3HoCThb
AHUMALMOHHOTO TOBECTBOBAHHUS,

ee MUCKYCCTBEeHHast pupoja, 1aetT
BO3MOKHOCTb HECKOJIbKO CHH3HUTb

rpayc UHTEHCHBHOCTH TOJAKJ/IIOUEHUS

K 1IepCOHAaKaM W M03BOJISIET 3PUTEJISIM
BOCITPMHUMATb Ts2KeJIble MCTOPUH

Jierye sMOUMOHaJIbHO, OJIHAKO Y3HATh

HEMPUKPBITYIO MPaBJLy TeX UK HHbIX
acrnekToB uejioBevyeckoro Obitust. Meropuk
anumauuu H. Kpusyss yreeprxuana:

«C 01HOH CTOPOHBI, JOKyMeHTaJbHasi
aHMMallMsl CBsI3aHa C IMCTaHLIMPOBAHHUEM,
MO3BOJISIIOIIMM HAGJIOAATh, C IPYrod —
npernoJsaraeT comKeHne ¢ cyObeKToM
WM 00BEKTOM, YCTAaHOBJIEHHE C

HUM JIOBEPUTEJIbHBIX OTHOLLIEHUI »
(okymeHTasibHasi aHUMaLUs: TPOOJEMBbI
KJ1accUPUKALMN THOPUAHBIX (hOPM
noctuudpoBoit KysabTypsl 110).

JlokymeHTabHast aHUMALUSsT
crnocoOHa NpeojioJieBaTh S13bIKOBbIE U
KyJIbTypHble 6apbephl, 1esast HHPOpMalHio
JIOCTYTTHOH W MOHATHOH JIJ151 LIIHPOKOU
ayJIUTOPHUH. DTO MOMOTaeT pacluMpUTh
KpYyrosop 3pureJieii, NpeocTaBIsiTh
MM HOBBI€ MJIeH U TIePCIeKTHBDI, a
TaKXKe CTUMYJIMPOBATH IMCKYCCHH
U KyJIbTYpHbIH 0OMeH. Kpome Toro,
JIOKyMeHTaJ/IbHasl aHUMaLKsl 03BOJISIET
co3J1aTesIsIM SKCIIePUMEHTHPOBATD C
pasAMUHBIMU CTUJISIMH U TEXHUKAMH,
J06aBJIsIS XyJI02KECTBEHHOE U
ICTETHUECKOE HU3MEPEHHE B TPAIUILIMOHHbIE
JIOKYMeHTaJIbHble paboThl. DTO B CBOIO
ouepesib MOXKeT MPHUBJIEYb K TPOCMOTPY
HOBbIE AYIUTOPHH, 3aHHTEPECOBAHHbIE B
HeTPaJMLIHOHHBIX MOJIXOJAX K U3YYEHHIO
U TpeICTaB/IeHUIO peasibHOCTH. Takum
00pa3oMm, IOKyMeHTaJsIbHasi aHuMallusi
ABJsteTCst 3PPEKTUBHBIM CPEICTBOM
KOMMYHHUKALMH U HCCJIEIOBAHUS, KOTOPOE
OTKPbIBAET HOBbIE BO3MOXKHOCTH /1151
cozjatesiell U ayJIMTOPUH, COLEHCTBYS
paclMpeHuIo rpaHuLl KHHOMCKYCCTBA U
MeJna.

Ha ceroansitunuii ieHb aHUMaIOK — 3TO
pernpeseHTalysl peaJbHOCTH, B JaHHOM
KOHTEKCTE He UMeeT 3HAUeHHUsI HIeT JIH
peub 00 0OBEKTUBHOM peasibHOCTH, UK
Ke cyObeKTHBHOM, OTHOCHTCSI JIH OHA K
KOJIIEKTUBHON HCTOPUH HJIH K UCTOPHU
UHUBUyaJIbHOH.

PesynbTathl

CraHoBJjieHue aHMMAaLHUOHHOM
JOKYMEHTAJIMCTUKHW HavyaJloCb C CepeIMHbI
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XX Beka, 0lHaKO aHUMallUsi B TOT
MepHo/L HOCHJIAa CKopee MPHUKJIAIHOH,
3MU30/IMUECKUI XapaKTep, SBJsSCh
MOJCMOpbeM /151 H306pazKeHHs CIIEH,
KOTOpble CHUMAaTb Ha Kamepy OblJ10
Obl CJI02KHO U 3aTpaTHO. B 0CHOBHOM
coszatesid npuberasu K aHUMalyu JiJ1s
oToOpaKeHus1 MaclITaOHbIX MCTOPHYECKHX
coObITHH, Kak Hanpumep B paboTte «I'nbesb
«Jlysuranbi»» (1918) amepukaHckoro
WJIIOCTpaTopa W aHuMaTopa YuH3opa
Makkest. B nanHom duibme croxer
MOBECTBYET 0 MacCaXMPCKOM JaiiHepe,
3aToHyBIlIEM B ATJIaHTHUECKOM OKeaHe.
Ha ceronusitinuii geb, clieHy KpyleHust
0e3 Tpyna MOKHO OblIO Obl H300Pa3UTD
CpelCTBaMH KOMITbIOTEPHOMN IpaduKH,
KOTOpbI€ COBEPILHUJIH C TEX BpeMeH
3HAUUTEJIbHBII CKAUOK B PA3BUTHH, OTHAKO
B HauaJsie XX Beka, JiMlllb MOKaJpoBas,
pUCOBaHHAs aHUMaLMS MIPeI0CTaBsIa
CO3/IaTEJISIM TaKyl0 BO3MOXKHOCTb.

B Hauasie XXI Beka nosoxkeHue
JeJ1 B MHIyCTPUH HAyaJI0 MEHSIThCS, U
JIOKyMeHTaJIbHasl aHUMall|sl U3 yTHIIUTAPHOH
00J1aCTH JOKYMEHTAJMCTHKH Nepelia
B CTATyC CAMOCTOSITE/ILHON (POPMBbI, /1151
PacKpbITHS TIyOOKHX YeJIOBEUECKUX
nepexkuBaHuil. O3HaMeHoOBaJIH POCT
MHTepeca K JOKyMeHTabHOH aHUMalliK
JIBa KOPOTKOMETPAXKHBIX (PUJIbMA,
BIOCJIE/ICTBUH HArpaxK/JeHHbIX TPeMHUei
«Ockap» sto: «Paitan» (2004 )
pexkuccepa Kpuca Jlangepta u «JIyna
1 CbiH: BooOparkaeMblil quagior» (2004)
Jxona Kefinmerikepa. B «Patiane»
MCIOJIb30BaaCh KOMOUHHPOBAHHAS
TeXHHKa aHUMaLMK, BKJoyatoLas B ceos
pa6oty ¢ 3D u poTockonom — 3To npouece
CO3/1aHNsl aHUMALIMK WJIH BU3YaJIbHBIX
3 PeKTOB MyTeM OTC/EKUBAHUS U
NepepUCOBKH IBUZKEHUH peasibHbIX
00BEKTOB WJIH BUIIEO3aMTHCEH. DTO
TEXHHMKa, KOTopasi 03BOJISIET CO3/1aBaTh
peasIMCTHUHYI0 aHUMALIUIO0, UMUTHPYSI
(hu3nUecKue IBUKEHHS U IEHCTBHUSI.
Hcropust noBectByeT 06 aHUMarope,
ponom u3 Kanajbl, KOTOpbld npuobped
HapKOTHYECKYIO 3aBUCHMOCTb. KapTrHa

«JlyHa u cbiH: BoOOpazkaemblii 1aJior»
BOCIPOU3BO/IUT BbIMbILLJIEHHbIH pAa3roBop
pexkuccepa ¢ OTLOM, KOTOPbIH ylles U3
»ku3nu 3a 10 J1et 10 TOTO, KaK Hauaach
paboTa HaJl IPOU3BOJICTBOM JIAHHOH JIEHTBI.
TyT nomumo aHumMalmu BK/IIOUEHbI B PUIbM
apxvBHbIE POTO U IOKYMeHTbI. MapunH
[Toposier nuuiet: « AHMMalMs TTO3BOJSET
JIOKYMEHTAJIUCTHKE CMeJiee TT0J1b30BaThCs
CUMBOJIAMH, HO TIpEXKJIe BCEro —
npakTHuecKH OYKBaJbHO MPOHUKHYTbH B
roJioBy repost» (Podolec 137).

[Tocsie ycriexa npepytyllinx KapTHH
roKasarteJ/IbHbIM [IPUMEPOM SIBJISICTCS] JIEHTA
Apu Donbmana «Basbe ¢ Bammpom»
(2008), xotopasi npuo6pesia HeBUIAHHYIO
JUISl IOKyMEeHTaJIbHOH aHUMalluH
nonyJsipHocTb. B yrnomsinyToil padote
perkuccep NMoJHUMAET HEMPOCTYIO TEMY
JInBaHCKOW BOHHbBI M HCTOPHH, CBA3aHHbIX
c Hell. B kauecTBe 10KyMeHTa/bHOM
OCHOBBI B JJAHHOW KapTHHE MCI0JIb30BAHO
MIOBECTBOBAHHE OYEBM/ILLEB ITHX COOBITHI,
KOTOpbIE SIBJSIIOTCS B JIEHTE 3aKaIPOBbIMHU
pacckaszunkamu. Becb HappaTuB nocTpoeH
Ha KJ1acCUYeCKOi aHUMALMH, apXUBHbIE
KaJipbl PUBOJSATCS JIMIb B KOHILE, KAK
NoJATBEpPKIEHHE CN0B cBUieTeel. Tak
aHUMalKs 1aeT BO3MOXKHOCTb paccKa3aTh
LLIMPOKOMY 3PUTEJII0 O BOEHHBIX JTHSIX
1 HECKOJIbKO JIMCTAHLIUPYET €ro Jisi
o6JieryeHHst pasaroBopa Ha CToJIb CJI0KHYIO
Temy. «C 3TOro MOMeHTa HayuHbIH
MHTEpeC K Hell BbillleJ 32 PAMKH Y3KOT0
Kpyra creuuasaicToB, 3aHMMaloLmxces
npo6JeMaMi aHUMaLKH U IOKYMEHTaJIbHOTO
KMHO, U OHa cTaJjia 00beKTOM
MEKIMCLMITIMHAPHBIX HCCJICIOBAHUT »
(Kpuyansi 2).

Ceronns B Kazaxcrane u B 11e10M B
LlenTtpasnbHoii A3nu aHMMajIoK TakxkKe
MHTErpUpyeTCcsl B MeIManpoCTPaHCTBO.

B 2022 ropy, Bbilles TOKyMEHTaJbHbIH
tdunbMm pexxkuccepa Kanara beficekeena
«East Turkistan: npaso na ceoGojy»
(2022), noBecTBYIOLIMH O YKH3HH
3aKJ/IIOYEHHbIX B TaK Ha3blBAEMbIX «Jlarepsix
nepesocnuranus» Bocrounoro Typkectana.
AHnuMalMoHHBIE BCTABKH B JAHHOH KapTHHE



WITIOCTPUPYIOT UCTOPUUYECKHE COOBITHS

o koHKTe Bocrounoro Typkecrana

¢ Manwkypueirt B 1759 roay, uto
M03BOJIUJIO TIPOUJITIOCTPUPOBATH IAHHOE
MOBECTBOBAHUE W MPUIATL €My SKPaHHYIO
dopmy. Hatypnasi cbemka nansoro
3Mu3oa 60J1ee J0POroCcTosILIast U TPyAHAST
B [1POM3BOJICTBE, 3a CYET CJOKHOCTH
PEKOHCTPYKUMH 3THX cOObITHH. Kpome Toro,
AHUMallMOHHbIE BCTABKH HJITIOCTPUPYIOT
pacckasbl [JIaBHOrO repost 0 BpeMeHax
3aKJII0YEHHUs U TPUAAIOT UM TJIyOUHHYIO
MeTachopHuuHyio 06pasHOCTb, KOTOpast
JIOCTUraeTcs oCpPeICTBOM BbIOPAHHOTO
BU3yaJsIbHOTO CTHJISI, LIBETOBOK FraMMbl U
KOMTIO3HIIMOHHOTO pellieHns Kaapa. Takke,
C TIOMOLIBIO aHUMALIMOHHOH (POPMBbI,
pelieHa KOHIIOBKA, KOTOPast MJIIOCTPUPYET
MeuThl repost o Oyayuiem. Ero
AHUMAaLMOHHbIH IePCOHAK TOHET, MocJie
yero OYKBaJbHO «[TOJIHUMAETCS CO IHA» U
BbIpacTaeT B KaJpe, 4To MOMOraeT rnepeaath
OlLylleHHe NPEBO3MOraHusl [IaBHOTO repost
M POCTA €ro PeluTeIbHOCTH.

[Tokasartesem npuMeHeHUs
AHUMAaLMOHHbIX [IPUEMOB B
JIOKYMEHTAJIMCTHKE, siBJsieTcst padoTa
«All the Dreams We Dream» Acesb
KanwipxanoBoii. Jlenta nopectsyet
o rosione 1930 rosos Ha TeppuTOpUM
Kasaxcrana, croxkeT 0CHOBaH Ha pacckasax
nosta ['ady KaupGekosa o BcTpeuax ¢
»KepTBamu roJioja. Padora ucnodibayer
YCJ0BHYIO (hOpMy aHUMALIMOHHOTO
M300paxKeHus, VISl epeadu CJ0KHbIX
JUIS1 3PUTEISt TeM, CBSI3AHHBIX C 00JIbIO U
CTpagaHUsIMH OUY€BHU/IIIEB, UTO MO3BOJISIET
00JIerYUTh BOCIIPUATHE CJIOKHBIX TEM U
cles1aTh PaccKas JOCTYIHBIM JUIs ILIUPOKOH
ayJIMTOPHH.

Kpowme Toro, npumepom pasBuTusi
JIOKyMeHTaJIbHOH auumauuu B LleHtpanbHoi
Asuu cy»kKuT KOpoTKOMeTpazkHasi paboTa
«Jleso cemeitnoe» (2021) ManukaxoH
3aiiHyTIIMHOBOH, POU3Be/IeHHAs B
Y36ekucraHe. B 1aHHOM npumepe aBTop
aHUMHUPOBaJsa apXMBHbIE (POTO U IOKYMEHTbI
JUIS1 UJTIOCTPALIMK JIMUHON UCTOPHH,
MPOU3OIIEIIEN B ee ceMbe. AHUMALIHS TYT,

CJIY>KHT /ISl HATJISITHOCTH [TOBECTBOBAHMUS
1 yIPOLLAET BOCIPUSITHE HCTOPHH WIS
spuress. B 2022 roay pa6ota noJyuusia
Harpany Kak «Jlydimit MUHYTHBIH (UIbM>» B
pamkax MexaynapoaHoro AHUMalMOHHOTO
®opyma B Taukenre.

Taxkum 06pazom, MOKHO MPENOJIOKHTD,
YTO JIOCTOBEPHOCTb JIOKYMEHTabHOH
aHUMallMKM B KOHEUHOM CUeTe 3aBUCHUT
He CTOJIbKO OT €€ HaTOJIHEHHOCTH
JIOCTOBEPHBIMHU apXMBHBIMH MaTepHasaMu
— Oy/lb TO BU3YyaJIbHbIX HJIH 3BYKOBBIX,

— CKOJIbKO OT HAMepEeHHs pexkuccepa
CHSITh JIOKyMeHTaJIbHbIH PusibM. C 3Tol
TOUKH 3PEHHsT aHUMALMOHHbBIH (PUIIbM

— MPOCTO JIOTHUHBIN CJEAYIOLIMH 111ar

B PA3BUTHH JIOKYMEHTAJILHOTO »KaHPa B
uesioM. J{oKyMeHTaUCThl He Npecsie/lytoT
1LeJIH JIULb I0CTOBEPHO €OOBEKTHBHO»
3apMKCUPOBATh PeasibHOCTb, OHM IMbITAOTCS
TOHKO, MepeaaTh aBTOPCKYIO TOUKY 3peHHs]
Ha 3Ty peajbHOCTb. ONIMH U3 BETePAHOB
JIOKYMEHTaJIbHOTO TeopeTH3upoBaHus buii
HukoJic, onupasich Ha KOHUENUUH PUTOPUKH
ApucToTesisi cuuTaeT 10KyMeHTalbHbIH
(bHJIbM Pa3HOBUIHOCTBIO ayAMOBU3YabHOH
peun. [Togo6HO KNaccuueckum opatopam,
CO3/aTeJsu IOKyMeHTaIbHBIX (PUJIbMOB
NbITAlOTCS yORIUTh CBOIO ayIMTOPUIO B
YMECTHOCTH UX KOHKPETHBIX B3IJISIIOB

Ha TOT WJIM HHOH acMeKT «00bEKTUBHO
cyuecTBytolei» peanbHoctH [Nicols 99].
Kpuc Mapkep nucag: « Muorux sitoaef
MOJIKyNaJso, BO3MOXKHO, COUeTaHUe JIBYX
MCXOJIHBIX MO3ULMH B IOKYMEHTAJIbHOM
KHUHO: C OJIHOM CTOPOHBI, Bpojie Obl

3apaHee onpejeseHo, KaKo J02KHA ObITh
JIeHCTBUTENILHOCTD H, €CJIM OHA He TakKas
Kak Hajo, ona HeBepHa. C 1pyroii CTOPOHHI,
ABTOPCKOE OTHOLIEHHE K peasbHOCTH
MCIOJIHEHO YBaXKEHHUSI: ee NIPUHUMAIOT, KaK
oHa ectb» [['epsnnrxays 63 .

JlokymeHTa/IbHAS aHUMALMS HA
CEeTOJIHSAIHUK IeHb TpHOOpeTaeT
Bce GOJIbLIYIO MOMYJISIPHOCTb B
MeJIManpoCTPaHCTBE, 32 CUET OOLIMPHOTO
CrieKTpa BO3MOXKHOCTeH. AHUMAalMOHHAs
COCTaBJISIIONLLAS], 3aMETHO SKOHOMUT
O10/KET Ha MPOU3BOJICTBO, TAK KaK ee
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ChEMKH 0OBIMHO 00XOATCS ICLIEBJIE, UEM
BOCCO3/IaHHE peaJsbHbIX HCTOPHUECKUX
cueH. Kpome Toro, anumatiusi no3poJisieT
NPeo0J1eTh TPYHOCTH B MOAO0PE BEPHBIX
aKTepoB YISl pernpe3eHTalli HCTOPHYECKHX
JIMYHOCTEH, TaK KaK Xy[0:KHHK CI10COOeH
otoOpasuTb 06pas jocToBepHo. Takxke
aHMMaLMs crnocoOCTBYET BOBJICUEHHIO
3puteJielt, 6aarogapsi CBoel BU3yaabHOU
NPUBJIEKATEJIBHOCTH, U MOXKET C/le1aTh
TEMBbI JIOCTYITHBIMH /151 G0Jiee ILIUPOKOH
aynuropud. Hakonew, aHumanust
obecneynBaeT O0JbLIYIO0 CBOOOLY

VISl Xy102KECTBEHHOTO BbIPAXKEHHUS U
9KCIEPUMEHTHPOBAHMS C PA3JIHUHBIMU
CTHUJISIMH M TEXHUKAMH, YTO MOYKET
NpHUBJIeYb K TPOEKTY TaJaHTIHUBBIX
XYJIO2KHUKOB U CII€LIHAJIHCTOB.

[TomuMO 3TOTO, AaHUMAJIOK UMEET PSIfL
MPEUMYILECTB BO BpeMsi eCTHBAIBHOTO
NPOJABHKEHHUSI, TaK, HATIPUMEp JICHTbI
MOTYT YU4aCTBOBATb CPa3y B HECKOJIbKHUX
KOHKYPCHBIX KaTeropusx « AHumatiusi»

1 «JlokymeHTa bHbIA PUILM». ITO
YBEJIMUMBAET BUIMMOCTb [TPOEKTA U
NpUBJIEKAET BHUMaHHe KHHOKPHUTHKOB,
3PUTEJICH U NTPEACTABUTEJIEH HHIYCTPUH.
Taxoil noaxos MOKeT MOMOUb MPoIICePam
HalTH NOTEHLHAJBHBIX TAPTHEPOB,
MHBECTOPOB WJIH JAMCTPUOBIOTOPOB Jl51
JlaJIbHEHILIEro MPOJBUKEHHST CBOETO
npoekra. Kpowme Toro, yuacrue B
(becTHBAISAX ]a€T BO3MOXKHOCTb MOJIYYHTh
00OpaTHYIO CBS3b OT MPOECCHOHANOB U
TIOKJIOHHHKOB KaHpa, 4TO MOXKeT ObITb
M0JIE3HbIM JI/151 COBEPLLIEHCTBOBAHMUSI
npoekta. Takum o6pazom, aHUMA/OK,
yCIELHO BbICTYNUBILMH Ha (pecTHBae,
MOXKET [PeTeH/I0BAaTh HA MPECTHKHbIE
Harpajbl U MpU3HAHKUE, UTO MOXKET
CYLLIECTBEHHO MOBLICHTb PEIyTaLHIO H
UHTEpeC K [IPOEKTY.

3aKknwyeHue

JlokymeHTasIbHAsI aHUMALUSI SIBJISIETCS]
NepCreKTUBHbIM HallpaBieHHEM B
pa3BuTHH KazaxcraHckoro KuHemarorpada.
Broinenen psii oco6eHHOCTEH, KOTOPbIE
BJIMSIIOT Ha paboTy Mpojtocepa Ha
JTare NpoJABUKEeHUs] aHUMaJ0Ka B
KHHOMHIyCTpUH. JlokymeHTabHast
aHUMalysl, MOCBSIIIEHHAS UCTOPUUECKUM
COOBITHSAM, MOXKET 3aUHTEPECOBaTh
LIHPOKHIA KPYT 3PUTEJbCKON ayAUTOPHH,
TaKyKe TAaKOH MPOEKT MOXKET MPETEHI0BATh
Ha Mokas B 00pa3oBaTe/ibHbIX 3aBeJICHUSIX
1o BceMy MUpy. B To e Bpemsi, puabMbl HA
9KOJIOTMYECKYIO HJIM COLIMATIBHYIO TEMATHKY
NPUBJIEKYT TeX, KTO 3a60THUTCS O MOL0OHBIX
Borpocax. CTU/IbL aHUMaLIUK TaKxKe
BJIMSIET HA BBIOOP 11€JIEBOH ayAUTOPHH.
OuiibMbl ¢ a6CTPAKTHON UM aBAHTAPHOM
aHUMalKeld MOTYT OPUEHTHPOBATHCS
Ha 6oJiee HCKYLIEHHYIO ayJIuTOPHIO,

TOrJa Kak JJOKyMeHTaJ/lbHble KAPTHHBI C
6oJiee TpaAMLIMOHHON aHUMalIHEH MOTYT
ObITb O0J1ee JOCTYIHbI LIHPOKOMY KPYTy
3putesieil. Bo3pactHoil peldTHHT onpeensieT
NOJAXOSILLMN BO3PACTHOM IMAIa3oH
aynutopud. Hekotopbie JokyMeHTa/bHbIE
paboThl MOTYT OBITh MpeIHa3HaYeHbI /151
JICTEH U CeMEHHON ayJIMTOPHH, B TO BPEeMs
KaK JIpyrue oKaxkyTtcsi 6oJiee MoaxoAsiuuMu
U151 IOPOCTKOB MJIK B3POCJIBIX H3-3a
CJIO?KHOCTH TEMbI HJIH BU3YaJIbHOTIO
KoHTeHTa. KysibTypHble 0COOEHHOCTH TaKKe
MOTYT ONpeJe/ITh LeJeBYI0 ayIuTOPHIO.
Hanpumep, hunbmbl, KOTOpbie OCBELIAIOT
KYJIbTYPHbIE TPAJULIMHK HJIH HCTOPHUIO
Onpe/esIeHHOTo peruoHa, MoryT ObITh GoJsiee
NpUBJIEKATE bHbI [J151 3pUTEJIEH U3 ITOTO
pervoHa Wil Tex, KTo HHTepecyeTcst 3Tou
KyJIbTYpOU. YUUTbIBasi Bce 9TH haKTopbl,
NPOJIOCEPbl H MAPKETOJIOTH MOTYT
OTPEe/Ie/INTh, KaKasi ayIuTopust HauboJiee
BEPOSITHO 3aHHTEpecyeTcst aHUMaI0KOM, U
pa3paboTaTb COOTBETCTBYIOLLYIO CTPATErHIO
NPOJABUKEHUS H IMCTPUOBIOLHH.
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AHUMALOK - 3AMAHAYN KMUHOAAFbI TMBPUATIK K¥BblJ1bIC

Anparna. Kasipri KUHOMHAYCTPUS KOHTEKCTIHAET LepeKTi aHuMauus 6eriHeney eHepiH 3epTTeyaeri
6iplwama xxaHa 6afbIT 60/1bIN TabblNaAbl XXSHE bl CalblH OHbl 3epTTeyre 6aiNaHbICTbl Fbl1bIMU
YKYMBICTAp MEH XapbIK KOPreH «aH1MMaAoKTapAblH" CaHbl apTbin Kenepi. byn 3eptreyain e3ekTiniri
KepepMeH ayauTOpuUsICbl MEH KMHOCBIHLLbINAP apacbiHAa A3, ipi GectnBanb ananaapsl WeHbepiHae ae
[LepeKTi aHUMaLMsiFa AEreH Kbi3bIFYLbIbIKTbIH, apTyblHa 6aliNaHbICTbl, 6y 63 Ke3eriHAe 0Cbl HbICAHHBbIH,
Ka3aKCTaHAbIK KUHO MHAYCTPUSCHIHA EHYiHE anbin Kenyae.

JKyMbIcTa 3KpaHAbIK 6eliHeney eHepiHiH 6ip Typi 60nbiN caHanaTbiH AepeKTi aHMMaLMa Typanbl
KONLAHbICTaFbl TEPMUHAEP MEH By KYObINbICTbIH, XYMbIC iCTEY MEXaHU3MAEPI Typabl Fbl1bIMU
3epTTey/epre Tanfay Xacay MakcaTblHAa KelleHai apicteMenik Tacin konaaHbingpl. byn Tacinoeme
3aMaHayM MeAMaKeHiCTiK KOHTEKCTIHAE aHMMAAOKTbl BapbIHLLIA XXaH-XKaKTbl 3epTTeyre MyMKiHAiK 6epesi.
CanbicTbipManbl Tanaay anemMaeri 4epekTi aHUMaUUSAHbIH AaMy TEHAEHLMANAPbl MEH OHbIH, OYTiHri
XahaHablk TeHAEHUMSNApAaFsl TYFbIpAaHybiH TEHAECTIPE CaNbICTbIpyFa MYMKIHAIK 6epai.

Tankbinay 6apbicbiHaa «mbenb «Jly3uTtaHbl» Tapuxu dunbMiHae 6yn hopMaHbiH, anFaLlKbl
KonAaHblnyblHaH 6actan «East Turkistan: npaBo Ha cBo6oay» AepekTi GunbMiHAeri aHUMaUUSHbI
KONAAHYyAbIH OYTiHri MbiCanfapblHa AeliH AepeKTi aHMMaLmMsaFa Tanfay )acanabl. AHUMaLUSHbIH, AepeKTi
6asHoay KOHTEKCTIHAE KbI3MET eTy epekuieniktepi 3eptrenesi. KuHo eHaipici 6apbiCbiHAa aHUMALMANBIK,
dhopMa b6epeTiH MyMKiHAIKTEpPre, COHbIMEH KaTap, OHblH, MeTadopanblK Tili MEH KepHEKi 6elHeniniri
apKbibl AyAUTOPUSIFA 9Cep eTy epekLuenikTepiHe Tanaay Xyprisingi.

MakanaHblH, KOPbITbIHABICbIHAA LEPEKTI aHUMALMSIHBIH, Ka3ipri MHAYCTPUSAAFbl peni XaHe
OHbIH, BHAIpICiHe acep eTeTiH acmnekTinepi Typanbl TYKbIpbIMAAP Xacanabl. AHMMauums 6ananap
MEH epeceKTepmi, COHAAN-akK, 9pTypAi MIAEHM XaHe 6inim aeHreii 6ap agamaapabl Koca anfaHaa,
KepepMeHAepAiH KeH ayKbIMbl YLWiH TYCiHIKTi XXaHe TapTbiMAbl 601ybl MYMKIH.

TyiiiH ce30ep: [LepeKTi aHMMaLMS, LEPEKTI GUAbM, aHUMALMUANBIK AEPEKTI GUNbM, TMOPUATI
dopmanap, OpTanbik A3us aHUMaLMAChI, aHUMAZOK.

loaiiekce3 ywiH: Pama3aHoBa, baHy xaHe AHuTa YepHbix. KAHUMaLOoK — rTMOpUAHbIA heHOoMeH
COBpPEMEHHOr0 KuHo. ». Central Asian Journal of Art Sdudies, . 8, N2 3,2023, 16-28 6., DOI: 10.47940/
cajas.v10i3/705

Asmopnap KomazbaHblH COHFbI HYCKACbIH OKbIN, MAKy10a0bl ¥aHe Mydoesnep Kalilibliblfbl JOK
ekeHOieiH Manimoelioi.
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ANIMADOC - A HYBRID PHENOMENON OF MODERN CINEMA

Abstract. Documentary animation, within the context of the contemporary film industry, constitutes
a relatively nascent field in the realm of visual art research. The escalating production of animated
documentaries has resulted in a heightened demand for scholarly discourse, specifically geared
towards the exploration of "animadocs.” The significance of this investigation stems from the
burgeoning interest in documentary animation, both amongst audiences and film critics, as well as its
prominent presence in major festival platforms, culminating in its integration within the Kazakhstani
film landscape.

Employing a comprehensive methodological framework, this study undertakes an examination
of existing terminology and scientific investigations pertaining to the operational mechanisms of
this screen art form. This approach facilitates an exhaustive exploration of animadoc within the
contemporary media milieu. Through a comparative analysis, noteworthy connections are drawn
between the trajectories of global documentary animation development and its positioning in the
current international trends.

Central to the discourse is an analytical traverse from the initial application of documentary
animation in the historical film "The Death of Lusitana" to contemporary instances such as its
incorporation in the documentary "East Turkistan: The Right to Freedom." The modus operandi of
animation within the context of documentary narrative is meticulously probed. Further scrutiny
is directed towards the potentialities engendered by the animation medium during production,
in addition to its distinct impact on audiences attributable to its metaphoric language and visual
symbolism.

In summation, this study delves into the multifaceted role of documentary animation within the
modern film industry, encompassing pivotal factors that influence its creative production. Notably,
animation emerges as a universally accessible and appealing medium, resonating with a diverse
spectrum of viewers, ranging from children to adults, and encompassing individuals of varied cultural
and educational backgrounds.

Keywords: animated documentary, documentary film, hybrid forms, Central Asian animation,
animadoc.
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MHTEPTEKCTYAJIbHOCTDb
CLEHOI'PA®UU TEATPOB
TIHOPKCKOI'O MHPA:
[TPEOBPA)KEHUE
[NIPOCTPAHCTBA U
BPEMEHMU

Ka6bin Xagbikos !, Canryab Kapxxay6aesa'

'Kaszaxckast HalnoHaJ bHAasT aKajieMHst HCKyceTB umMern TemupGeka YKyprernosa
(Anmarsl, Kazaxcran)

AHHOTaums. B cTaTbe OCyLLeCcTBIEH CPaBHUTENbHO-COMOCTABUTENbHbIM aHANU3 IYYLIUX B
cLeHorpac1yeckoM MiaHe CNeKTaKen Ha MeXayHapOAHbIX TeaTpabHbIX HECTUBANSAX CTPAH THPKCKOTO
Mupa. [peanpuHaTa NOMbITKA BbISIBUTb THOPKCKMUIA NAACT» B CLEHUYECKOM MbILLIEHUU, B CTPYKTYpe
MJ1aCTMYECKOTO M BU3YaNbHOrO A3blka B NOCTaHOBKax TeaTpos LleHTpanbHoi A3um u KasaxcraHa.

[laeTcs aHanu3 MccnefoBaHUSIM OCHOBHbIX TEHAEHUMI cLeHorpadmm, ONMpPaoLLMMCS Ha THOPKCKOe
MMPOBO33peHUe 1 ero GopmMoobpasytoLLme apxXUTEKTOHMYECKME Havana. (I0XKHOCTb PpaCCMOTPEHMS
y3KOCMeLuanbHbIX BOMPOCOB CLIEHOrpadnyeckol NpakTUKK TeaTPOB TOPKOSA3bIYHbIX CTPaH noTpeboBana
6onee rnyboKoro 0CMbIC/IeHNS OCHOB A pEBHEN 3CTETUKM THOPKCKOro 3THOCA, NOAPODOHOM aHANUTUKK

[ DEBHEr0 CUHKPEeTU3Ma U CMHTe3a TPaAMLIMOHHOW U COBPEMEHHOW Ky/bTypbl, MTOHUMaHUS 0COBeHHOCTew
(hOpMMPOBaHUS U pa3BUTUS TeaTpanbHbIX GOPM B THOPKCKOM KyNbType U, B KOHEYHOM cyeTe, crneunduku
COBpPEMEHHOM XYyA0XeCTBEHHO-M306pa3unTeNnbHOM, 06pa3HOi CUCTEMBI.

OcMbICneHnto MoABEPrHYTbl KOHCTPYKLMK U MpeacTaBneHns TiopKckor Mogenn Mupa B CLLEeHUYEeCKOM
[OM3aiiHe NOCNefHUX AeCATUNETMI, 0603HAUYEHbl MEPCMNEKTMBbI Pa3BUTUS CLEeHOrpadmm THOPKCKUX
TeaTpoB. B xoze aHanu3a cueHorpadbum TeaTpoB THOPKCKOro MMpa aBTOPaMM BbiSIBNIEHbI 06LLMe
TEHAEHLMK, XapaKTEPU3YIOLLMECS KOHTAMUHALLMEN NNACTUYECKOTO MbILUNEHUS; YCTPEMIEHHOCTbIO K
pacnpeneneHunto NpoCTPaHCTBa, pa3BMBAIOLLErOCs MO BEPTUKAMU, B COOTBETCTBMM C APEBHETIOPKOWA
Mogenblo Mupo3ganus. [laHHbin nogxon notpeboBan npueneveHne dyHAaMeHTanbHbIX hUN0codCKo-
KY/JIbTYPOIOrMYECKUX TPYLOB MO TEHFPUAHCKOMY MUPOBO33PEHMIO TAKMX U3BECTHBIX MbICIUTENEN
kak Cabetkasbl AkaTai, HoirmeT Atonos, lapudonna Ecum, lpuropuin Tomckuii u ap. IHTEpecHo, 4to
MEeHTasIbHas NPUBEPXKEHHOCTb THOPKOB K KOHCTPYMPOBAHUIO TPEXHYACTHOTO Mupa no BepTuMKanbHOMY
psay NOLTBEPXKAAETCS U COBPEMEHHbBIMU apXe010rMYECKUMU HAXOLKaMM CaKpasibHbIX NPpeaMETOB
[ PEBHETIOPKCKOM MaTepuanbHOM KynbTypbl Ha Tepputopun KasaxcraHa, Antas, CeBepHoro KaBkasa.
[o3Tomy 63a30BbIMM METOLONOTMYECKUMU MPUHLMMAMU UCCNEL0BAHUS CTana HaTypdunocodus
TEHrPMAHCTBA KaK YHUBEPCANIbHOTO OTKPLITOrO MUPOBO33pEHMUS C €€ MUDOTrHOCEONOTMYECKUMU U
NpPakTUKOPUEHTUPOBAHHBIMU NPEACTABAEHUAMMU O CTPYKTYype Mupa.

BbisiBNAS HOBble MOAENM CLEHOrpatdMyeckoi NPaKkTUKM TeaTPOB TIOPKOS3bIYHbIX CTPAH NOC/IeAHErO
LLeCATUNEeTUS MOXKHO OTMETUTb BCe Boniee BO3PACTALOLLYH POJib UHTEPTEKCTYANIbHOCTU Kak JI0KaIbHOTO
CTUNA M METOMA BbICKA3bIBAHMS», BOCMIPUHUMAEMOrO B MOCTAPAMaTUYECKOM TeaTpe «Kak npoLecc
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TBOPEHUs». B reHepaTMBHOM NpUpOAE TeaTPasbHOWM MHTEPTEKCTYaNIbHOCTU «Kak CMbIC/IOTBOPYECKOW
aKTUBHOCTMY... DPACKPbIBAETCS KCMbIC/I0Basi MHOXXECTBEHHOCTb HE3aBePLUALLEr0Cs KOMYeCcTBa
MHTepripeTaLmii». MHTepTeKCTYanbHOCTb MNACTUYECKOrO MbILEHWUS CTAHOBUTCS BCe Bonee XxapaKTepHOW
4epToV HOBbIX YCTPEMIEHUI CLeHOrpadum TIPKCKUX TEaTPOB.

Kntouesble cnosa: cueHorpadus, Mogenb Mupa, TIOpKCKas KynbTypa, NNacTMYeckuii SNEMEHT,
YCTOMUMBBIE 3HAKM, TeaTpasibHble HECTUBANM, UHTEPTEKCTYaNbHOCTb, FeHEPATUBHAS NPUPOLa,

Heé3aBepLlleHHbIe MHTEpI'IpETaLI,VIM,ﬂOKaﬂbeII?i CTUNb.

bnazodapHocmu: ABTOpbI BbipaxatoT bnarogapHocTb penakummn «Central Asian Journal of Art Sdudies,
a TaK)Xe aHOHWMMHbIM peLieH3eHTaM 33 BHUMaHWUE M MHTEPEC K UCCeA0BaHUI0, a TAKXKe 3a NOMOLLb B

noAroToBKe CTaTbM K I'Iy6.ﬂI/1KaLl,l/II/1.

Ana yumuposanus: Xanbikos, Kabbin n Canrynb Kapxaybaesa. «MHTEPTEKCTYAJIbHOCTb
CLEHOIPA®KNIN TEATPOB THOPKCKOIO MNPA: NMPEOBPAXXEHWE MPOCTPAHCTBA M BPEMEHW».
Central Asian Journal of Art Sdudies, T. 8, N2 3,2023, c. 29-45, DOI: 10.47940/cajas.v10i3.744

ABmOpr npoyumasnu u 0006[)(1./7[1 O0KOHYAmMesbHbIU 8apuaHm pykonucu u 3asesisanom 06 omcymcmeuu

KOHGIUKMA UHMepecos.

BBepeHue

Hm6oﬁ TeaTp NpH BCeM
pasHooOpa3un Bapualui
CBOEIro Pa3BUTHS Y BCEX HAPOJIOB U HA
BCEX UCTOPHUYECKHX 3TaMax CyLleCTByeT
B TECHOH CB$I3U C COLMOKYJILTYPHOH
JeACTBUTEJILHOCTbIO, BbICTYNAET
MHTEPTEKCTYyaJJbHbIM HHCTPYMEHTOM
BbICKasbIBaHHUs1, 00J1aaeT COOCTBEHHbBIM
SI3bIKOM U pa3HOOOPA3HbIMU
BO3MOKHOCTSIMH MHTEPIIpeTaLUi 1
TPaKTOBOK, GyJ/ib TO B 3PEJIUIIHOH,
MJIACTHYECKOU, MY3bIKAJIbHOH HJIH
cioBecHo# hopme. Pacemarpuas
creur(UKy HHTEPTEKCTYalbHOCTH
clieHorpagun TIOPKCKUX TeaTpoB, B
OTJIHUHE OT MPEJIbIILIHX 3M0X (KOoria
UHTEPTEKCTYaJIbHOCTb SABJIA/IACh, JHLb
OJIHMM M3 NIPUEMOB ), MOXKHO YTBEPKIaTh,
YTO MHTEPTEKCTYaJNbHOCTL CTaja
OCO3HAHHBIM [TPHEMOM ITOCTMOJIC PHH3MA
B 11eJIOM, U SIBJISIETCS] BaXKHBIM 3TAloM

B TIOHUMAaHWH, aHAIU3e U BU3yaJbHON
MHTEPIIpeTaliK CIIeKTaKJ/IeH MOCaeAHUX
JecsaTu-nsATHaaaTH Jjet. M sto
00CTOATE/ILCTBO JaeT OCHOBAHUS /115
paccMOTpeHHsI HHTEPTEKCTyaJbHOCTH
KaK JIOKQJIbHOTO CTHJISI 1OCJIE/IHETO
JIeCATHIICTHS.

OMoliMaHa bHasi HACHILIEHHOCTh
BU3YyaJsIbHbIX CLIeHOTpadHueCcKUx
KOHTEKCTOB pPaCLUIMPSIET CMbICJOBOH U
XYJI02KECTBEHHBIH 00bEM CIEKTaKJIs,
OTpakaeT yXOBHbIE OMOPbI, LIeHHOCThb
HPABCTBEHHBIX OPUEHTHPOB U IIyOUHHbIE
npeJICTaBAeHUs TIOPKOB 0 ObITHH U MUpe. B
HUX MIPUCYTCTBYET CTPEMJIEHHE COBMECTUTh
COBpEMEHHbIE Xy/I02KECTBEHHbIE POPMbI U
TEXHOJIOTHU C COOCTBEHHBIMH TPAJULIUSIMH.
Mo2KHO yTBepKIaTh, YTO COBPEMEHHBIH
IPOLLECC Xy102KECTBEHHO - TEXHO/I0TMYeCKUX
M300peTeHHH MOCTENeHHO NpeBpalllaeTes
B [10JIOXKMTEJIbHYIO TPAKTHKY U T€aTPOB
TIOPKCKOTO MUpa.

[IpenBopsisi pasroBop o ciieHorpaduu
TIOPKCKHUX T€aTPOB B paMKax
MCCJ/I1E10BATE/ILCKOTO 110JI51 CTAThH,
3aKOHOMEPHO BO3HHKAET BOIPOC
1 O IyXOBHO-MHPOBO33pPEHUECKHUX
OCHOBAHUSIX, HHTEIPALIHOHHO-

KYJIbTYPHBIX B3AaUMOOTHOLLIEHHUSIX U
CB$I3IX T€aTPOB TIOPKCKOro Mupa. Benb
3a y3KOCMeUHaJ bHBIMU TPoOIeMaMn
CclieHorpaduuecKoi MpakTHKH CTOST
6oJibline, Tpebdytolire 6ogee ray6boKoro
aHaJi13a, BOIPOChl OCMBIC/ICHHS OCHOB
JIDEBHEN 3CTETUKH TIOPKCKOTO 3THOCA,
CHHKpPeTH3Ma M CHHTe3a TPaJHLMOHHON 1
COBPEMEHHOH KYJbTYpPbl, 0COOCHHOCTEH



(hopMHpPOBaHUsI, PA3BUTHS TeaTPaJbHBIX
(hopM y TIOPKCKHMX HAPOJIOB, U, B KOHEYHOM
cyeTe, CTAaHOBJIEHHSI COBPEMEHHOH
Xy[02KeCTBEHHO-H300pa3HTeJILHOH,
o6pasHoil cucteMbl. [TosTOMy HaNoMHuUM,
YTO JI/151 TIOPKOB — MOHSTHE IPEBHOCTH
BCera uMeJio ocoboe 3HaueHue, Tak

KaK »KHBbl€ TPAJULIHK TIPOLJIOTO, XOTS U
HECKOJIbKO MOJM(ULIMPOBAHHbIE, BCEra
BXOJIMJIM OPraHUYECKUM 3JIEMEHTOM B
COBPEMEHHY!IO0 KH3Hb TIOPKCKHX CTPaH.

U ceromnsi, 370 0cOoObIH, >KUBOH I1JIACT B
MacCUBE COBPEMEHHOH IeICTBUTEJILHOCTH,
Haxo/ILIMICS] B AKTHBHOM B3aUMOJCHCTBHH
C Pa3/IMUHbIMH IyXOBHBIMH U KYJIbTYPHBIMU
cdepamu ceroHsIIHEro ObITHS

(AxaTaii 686).

CerojiHsi B COBpeMeHHOM MHpe
npoxKuBaet 6oJiee TPUALLATH ITHOCOB.
Cpe HUX, 110 JaHHBIM YY€HbIX, TIOPKCKHI
3THOC HMeeT HauboJiee riyboKHe
KOpHH, BpeMeHHAs! IUCTAHIIUSI KOTOPbIX
HaCUMTBLIBAET He OJHO Thicsiueete. Lo
BpeMsl, MEHSJIUCh YCIOBHUSI MPOKHUBAHUS
MJIEMEH U COI030B, HO HEU3MEHHOH Ha
NPOTSKEHUH MHOTHX BEKOB OCTaBasach
JIyXOBHO-MHPOBO33pEHUYECKast MOJIE/b
TIOPKCKOTO 3THOCA. JTa MOJE/Ib
XapakTepu3oBaJach OTKPLITOCTHIO
MBbILLJIEHHST U OCOOBIM BOCTIPUATHEM
Mupa, npUBep>KeHHOCTBIO €€ HOCUTEJIeH K
OTKpbITOMY MHpOB033penHto (Atoros 10).

MeToabl

Tenrpuanckas Mugornostuka
oTpaaJsa creurruKy MUPOOTHOLLEHHUS
TIOPKOB-KOUEBHHUKOB U Bblpaxasach
B noksoHenuu [lyxy He6a, »Kep-Cy,
Yman. TpanuuroHHbIMU BEpOBAHHSIMU
TIOPKCKHUX HAPOJIOB, HOCUTEJICH
APXETUTTHKH IPEBHETIOPKCKOH
pesiuruosnoit uaen Exunoro bora —
Hebecnoro TeHrpu, npoHUKHYTa BCsl
MH(OJIOTHsT U MPOTOKa3axoB. PedysbraTom
e/IMHCTBA MPAKTHYECKOro (Hay4HO-
M03HABATENLHOT0 ) U MUOMNOITHIECKOTO
(MH(OrHOCEOJIOTHYECKOTO ) OCBOEHHUS
MHpa CTaJio OCHOBaHHe HaTypduaocodhun

TEHTPUAHCTBA KaK YHUBEPCAJIBHOTO
OTKPBITOIO MHPOBO33peHus (AlonoB 5).
TiopKcKHi THOC B CBOUX UHAMBUILYaJbHbIX
XapaKkTepUCTHKaX 00J1afaeT HECKOJIbKUMHA
3HAuUTeJbHBIMU (PAaKTOpaMH, B OCHOBE
KOTOPbIX — [IyOOUalLIMi HHTEPeC K
MCTOPHH TIOPKCKOH LMBUIH3ALHUH, €€
HacJIe/INI0, 3HAUUMOCTH U BKJIA/Ly lyXOBHO-
MHPOBO33PEHUECKUX LIEHHOCTEH MPeKOB
B 00111leMUPOBYIO KyJ1bTypy. [ToHsITHO, 4TO
LIMPOTa pacCMaTpPHUBAEMbIX BOIIPOCOB He
MOZKeT ObITb HCUEPIlaHA PAMKAMU OJJHOH
craTbu. M Tem He MeHee, HATOMHHUM O
JIyXOBHOM CTep2KHe, POCTHparLemes

«30JI0TOH HUTbIO» U3 IJTyOUHbI ThiCAUEJETHH

MepBOH MOHOTOMCTHYECKOH PEJIUTHHU B
MCTOPHH UEJIOBEUECTBA, — TEHIPUAHCTBE
(TeHrpusm).

B cBoem ncenenoBanmnn «Jlpenue
KyJIbThl U TPAIMLMOHHAS KyJbTypa
Ka3axCKoro Hapojia» Kazaxckui gpuaocod
Axkarait CaGeTkasbl otMeuaet, uto « Tenrpu
y Ka3aXoB — TPaHCLEeHAEHTHbIH MU ObITHS,
OH — ¥ 1yX, ¥ TeJ10, CKOpee UX eIMHCTBO»
(Akarati 688), n paccmatpuBaet TeHrpu
OJIHOBpPeMEHHO U Kak Kocmoc, 1 Kak ToTeMm,
1 Kak nepponpeaka. Meragpuauueckoi
JIOMMHAHTOH HaroJIHeHa aHAJIMTHKA
JIPEBHETIOPKCKUX cKazanuil y ['apudosiibl
Ecuma, oH nuiet: «B MupoBo33peHnu
TIOPKOB TeHrpH — 3T0 HEMOCTHKUMAs]

Taiina... [Toknonenue Tenrpu-He6y, xxaxna

BBICOKOT0, 3aCTaBJIsl/la uejioBeKa ObITh
TOP/IbIM, HEMPUMHUPUMbBIM, HCTTOBE/IBIBATh
cbusocoduto reporictra...» (Ecum 20).
ITOMY yTBEPIKIEHUIO BECbMa CO3BYYHO
BbicKa3biBaHHe Hbirmera AtorioBa «9THka
TEHTPUAHCTBA, SIBJISSICh 110 CYTH STHUECKOH
dhunocodreit XKU3HU» HACEJbHUKOB
Benukoit Crenu, TpancnpoBasa
061IETIOPKCKYIO MHPOBO33PEHUECKYIO
KOHUENUMI — «afaMrepulijlik», B LeHTpe
KoTopo# Haxomutest Hesnoek» (Atoros 8).
Kaxpiii TIopok-KoueBHUK Kak ChlH
He6a u kak Ero TBOpeHue, oH (TIOPOK-
KOUEBHHK) M €CTh «...2KMBasi KHUTa
bora». Benb coBcem He cayuaiito,
yrBepxkiaet Ayssxan Konap «knura no-
TIOPKCKH — OITir, TO €CTh TO, UTO 3a4aTo,
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HajieJieHo ObITHEM, UMeeT KOHKPETHYIO
dopmy» (Konap 39). «HesoBek —
OJlyllIeBJIEHHBIF KOCMOC, WJIH, HHaUe
roBOPSl, BOUeJIOBeUeHHbIH TaHrpu, B

HeM Bce 06J1aJlaeT Marndeckon CHJION:

U 513bIK, W 171434, U IPUKOCHOBEHUE, H
naxke camo nombiiienne» (Konap 15).
[To 370l >Ke NpUUMHE «OCTHKEHHE
OKPY2Kalo1llero MUpa, OCyl1eCTBJISIOChH
Ka3axoOM U B CO3UJIATEJLHOM MOJIyCe,
MOJIlyCe TBOPEHHS CBOEH XKU3HHU...» U «B
TECHOH COMPSI>KEHHOCTH C TEM, YTO OJIU3KO
K HeOECHOCTH, T.€. C KH3HbI0 BeesenHoi
1 BMECTe C Hell», OTMeUaeT U3BECTHbIH
dunocod, uccsieloBaTelb 3CTETUKU
XYJI07K€CTBEHHOH KYJIbTYpPbl Ka3aXCKOTO

napona Kanat [lIninkoxxaesna HypsaHosa.

«VIMeHHO BeCh OMbIT, KUBYLLMH B JyLle
KaKJI0T0 YesIoBeKa, clies1aj BO3MOXKHbBIM
COTBOPHTH (PUIOCOPHUIO CO3epLAHHS

KaK KpeaTHBHYIO CHCTEMY LIeJIOCTHOCTH

1 LIeJIOCTHOTO B3TJIsiia Ha MUp». Tem
caMbIM, «Ka3axH 3TOT BcesieHCKHH « Kek»
MPETBOPUJIN B CBOIO XKM3Hb U KaK JyXOBHO-
TBOPUECKHH, H KaK HIeaJbHO peasibHbIi
npakcuc» (Hypaanosa 62).

BesycioBHO U BnoJiHE 06BACHUMO,
4TO Ha MPOTSXKEHUH JITTHTEHLHOTO
nepuoja 6a3oBble UEH KOHLEMIUH
Tenrpuancrsa npereprneBaiu H3MeHeHHUs.
Onnako, o6/1anast BHyTpeHHUM
MOTEHLMAJIOM COXpaHeHHsl CBOEH
CcaMOOBITHOCTH, €IMHCTBOM H OOLHOCTbHIO
(byHIaMeHTaNbHBIX MUPOBO33PEHYECKHUX
MOHSATHH PEBHUX TIOPKOB, OHHU JIOLLJIU U
710 HALLKX IHEH, 1€EMOHCTPUPYS HHTEHIIUIO
aIanTHUBHOTO BO3POXKIEHHS Y2Ke B HOBBIX
LMBHJIU3ALMOHHBIX YCJIOBHUSIX.

Kak usBectHo, crietinduka u
0COOEHHOCTH JIIOOOH KyJIbTYPbI
nposiBJsitoTesl B si3bike. OTctona,
3aKOHOMEPHO, UTO CJIEIYIOLIHUM
MPUHIMITHATBHBIM M0 3HAYUMOCTH,
00bEIUHSAIOLIUM TIOPKCKHE HAPOJIbl
ACIeKTOM, sIBJISIeTCs SI3bIK, OJs1aroaapst
KOTOPOMY MbI U CETro/iHs1 CBOOOJHO
noHumaem apyr apyra. M sto npu tom,
UTO BbIpaxKasiCh CJIOBAMHU BbIIAIOIIErOCs
MBICJIUTEJISI COBPEMEHHOCTH, 110374,

nceaenopareis Osnkaca CynefimeHosa:
«Pabora no BocctaHoB/IeHHI0 GHOrpaduu
TIOPKCKHX SI3BIKOB, 110 CYTH, HAXOAUTCS
B CAMOM HauaJjie CBOEro MyTH». JTo
ytBepKieHne O. CyJselimeHoBa,
BbicKazaHHoe enle B 1976 1. B craTbe
«B noToke UCTOPUU» U CErofiHs
ocTaercst akTyaJsbHbIM. OOBIYHO 3bIK
paccmaTtpuBaeTcs Kak 3HaKoBasi CUCTEMa,
OJ1arogapst KOTOPOH MPOUCXOJUT OOLIeHHE,
HaKOIJICHHE, Mepelaya KIoyeBbIX
3HAHUH, BbIPAOOTAHHBIX B KYJbTYPHOM
NPOCTPAHCTBE 3THOCA, C TOMOLLLBIO
KOTOPOTro nepeaaetcst puaocodus
JKU3HHU MPEIKOB U COBEPILIEHCTBYIOTCS
KOMMYHHKAILIMOHHbIE MTPOLLECCHI.
B teaTpe KOMMyHHKallHOHHBIE TTPOLLECCHI
— JIOCTATOYHO CJIO’KHASI © MHOTOMEpHasi
KaTeropusi. B cnekrakie, iuajnornyeckoe
B3aUMOJIEHCTBHE XY/102KECTBEHHBIX TEKCTOB,
a IMEHHO JIpaMaTypruueckoro Crokera,
coJlepzKaHus U CLLEHHYEeCKOro 1eHCTBUS
OCYLLECTBJISIIOTCS KaK Ha YPOBHE TEKCTOBOIO
11€J10T0, TaK U OTJEJIbHBIX CMbICJOBBIX
1 BU3yaJlbHbIX 37eMeHTOB. [TosTomy
3Ta Kateropust Tpebyet HeGOJbLIOro
YTOUHEHHUSI, MOCKOJIbKY UCKYCCTBO
MOCTMOJIEPHU3MA HEKOTOPLIMH YUeHbIMU
TpakTyeTcsl Kak «1utatHoe». M 6osee
TOro, MOCJIe/IHee IeCATHIETHE U HAayaJl0
HbIHEIIIHETO CTOJIETHST HIEHTU(DHIIHPYIOTCS
MMM KaK 3110Xa €IIHTaTHOTO MbILLIJICHHS» .
Cuuraercsi, YTO UMEHHO 3Ta CUTYalHs1
NpHBeJia K MOSIBJICHHUIO JIOKAJIbHOTO
XY/I07K€CTBEHHOTO CTHJISI, @ CMBICJIOBOH
MOJU(POHU3M HHTEPTEKCTYaJbHOCTH CTaJl
«0CO3HAHHBIM UHCTPYMEHTOM aHAJ/IN3a»
1 HOBBIM XY/I02KE€CTBEHHbBIM ITPUEMOM
MOCTMOJIEPHUCTCKOTO TeaTpa (bespykos
28). Bropoe fecaTuieTie HbIHEILIHET0 BeKa
XapakTepU3yeTcst CTAaHOBJICHHEM TEOPUH
MEeKTEKCTOBbBIX OTHOLLIEHHH, BBOIUTCS
MOHSITHE «TO3TUYECKON NapajurMbl», 1
YTBEPKIEHUH, YTO «KaxKIbIF MO3THUECKHUI
00pa3 CyLIeCTBYET B PsILy CXOIHbIX —
He 00yCJIOBJIEH JAHHBIM KOHTEKCTOM, a
peasuayet o611yt Hieto, Moje/b, oOpasel»
(Bespykos 29).



O6cyxaneHue

B nyane unTepecyioliero Hac Borpoca
paccCMOTPUM CTaBIIHE YKe TPATUIIMOHHBIMH,
MPOUCXOJISILLME B COBPEMEHHOM
TeaTpasbHOM M1POLIeCCe CTPaH TIOPKCKOTO
MHpa MezK/lyHapOJiHble TeaTpasibHble
KoJI1abopaliut, OTKPbIBatOLIHe HOBbIE
BO3MOXKHOCTH U151 KyJIbTYPHOTO
001LIEeHHsT MEXKTY TeaTpasibHbIMHU
KoJuiekTuBaMu. [TogoGHoe KybTypHOe
COTPYAHUYECTBO MPOXOJUT MO/ STUAOH U
HeriocpescTBenHoM yuactni TIOPKCOM
— MeXXlyHapOJHOH OpraHu3aluu
TIOPKCKOH KyJ1bTypbl. OCHOBHOH LIe/IbIO
MexnyHapoaHoro Teatpa/ibHOro
(becTHBAaJIS TIOPKOSI3bIUHBIX T€ATPOB
110 CJIOBAM KA3aXCKOT0 TeaTpasbHOro
KpuTHKa AMaHresbIbl MyKaHa siBsisieTcs
«MHTerpaLust UCMOJHUTEJbCKOIO HCKyCCTBA
TIOPKOSI3bIUHBIX HAPOJIOB U 0OecredeHne
TECHBIX TBOPUYECKHUX B3auMocBssei». Tak,
Harpumep, B paMKax HHULIHPOBAHHOTO
na Il sacenanun CoBeta pykoBoauTE €M
rOCyapCTBEHHBIX TEATPOB CTPAH-UJIEHOB
TIOPKCOM nipoekra «Thicsiua BIOXOB -
OJIMH T0J1I0C», KOTOPBIH 1Ppoxoiui B baky,
«6BbIJIO TIPUSTO pellieHHe BKJIIOUUTh B
paboTy TeaTpoB MOCTAHOBKY CMeKTaKJeH 110
MOTHBAM PacnpOCTPAHEHHOTO U BCEOOLEro
JUIsT TIOPKCKUX HaposioB 3roca « Knura
moero siena Kopkyra» (Mykan 10).

CosnaresieM U IVIaBHbIM [IePCOHAXKEM
3TOT0, BCEMHPHO U3BECTHOIO 310Ca,
siBasieTcst cam KopkpiT Ata — natpuapx
U BellMH NeBell-cKasuteb. KeraT,
HauboJiee IpeBHUE U CJI0KHOCIOXKETHbIE
paccKasbl U3 BEHAIIATH LIUKJIOB 3TOI0
3110€a JIOLJIN JI0 HALLlero BpeMeHH,
OJs1aroapst HMEHHO Ka3aXxCKOH U3YCTHOH,
YCTHO-MO3THYECKON Tpaauinu (A B Tpynax
BEJIMKOI'0 Ka3aXCKOro y4eHOT0 BOCTOKOBE/A,
MCTOPHKA, 3THOrpada, GosbKIoprucTa
[llokana BanuxaHoBa ecTb runoresa o
TOM, YTO BECbMa BEPOSITHO, PeasibHOe
umst Kopkpita 6b110 nogmeneneno. M sto
HOBOE OXpaHUTeJbHOE UMST — « KOopKbIT»
oTpazkaet B ce6e Maruio 3aKJMHaHUs OT
CJIOBA HCIIyraTh, yCTpallaTh, 60SThCS.

Otciona U MOTHB JIPEBHUX CKA3aHUH y
LIaMaHCKUX HapoJlI0B O CTpaxe U Oercree
ot cmepTu Kopkbita. Tema penpesenrauun
Mupa n BeesieHHO! nMeeT 60J1bLIYIO
TAUHCTBEHHYIO TPAHCLIEHEHTANBHYIO
ray6uny. M cama no cebe sta rema
Heucuepriaema).

Cawmble ipeBHME U3 IBEHA/LIATH
CKaszaHui sroca OblJIM pacrnpe/ieseHbl
OpraHu3aTopamu Mexxjy TeaTpamu Jijisi
€2KeroJIHOr0 BKJIIOYEHHs! B IporpamMmmy
thectuans. «Ha cdectupane 6blu
MOKa3aHbl JIBa CMIEKTAKJIS, TIPUBE3eHHbIE
6alK1pamu U xakacamu. baaronapst
9TOMY MPOEKTy, MyOJnKa umesa
BO3MOKHOCTb 3aHOBO MPUOJHU3UTHCS K
¢/IMHCTBY POJICTBEHHBIX HAPOJIOB U HALLIMM
JIPEBHUM KOPHSM B HOBYIO 310Xy... Hazno
3aMEeTHUTb, UTO MPeJCTaBIEHHbIE CIIEKTAKIIH
OTJIMYAJIMCh BLICOKUM [TOCTAHOBOUHBIM
ypoBHEM. 3pUTEJH YBUIEIN
Pa3HOKAHPOBbIE CTMEKTAKJIH B aOCOJIIOTHO
pa3HoON peKUCCePCKON TPAKTOBKE » ...
«Bblbpath syuiiiee 6b110 BeCbMa HEMPOCTO »
MPU3HAETCS YleH MEXKyHAaPOIHOTO XKIOPH
thectuBans Amankesap MykaH
(Mykan 10).

OcranoBuMcst Ha 060CHOBAHHOH H
JloKasarteJ/IbHO aHaJIMTHKE COBPEMEHHOM
clieHorpa1u TIOPKCKUX TeaTpoB
ncKycerBoBena Paysbr CyntaHoBod.
O6pauiasich K OCMbIC/IEHHIO
clieHorpag1yeCcKuX NoCTaHOBOK,
pa3MbILLLIsiS O CUHTE3€e TPAAULIMK U
COBPEMEHHOCTH, 0 NpobJieMax COXpaHeHHUs!
HaMOHAJbHON ObITOBOH KYJIbTYphI,

B CBOEM MHTEPBBIO OHA MOJHUMAET

BECbMa HEMPOCTbIE BOMPOCHI, OTBEThI HA
KOTOpbI€ HEOJIHO3HAUHbBI H COTIPSIZKEHbI

C pSIIOM BOTIPOCOB (PUIOCOPCKO-
KYJIbTYpPOJIOTHYECKOr0 XapaKkTepa.
3anaBasich KJoueBbIM BoripocoM: «Kakopa
’Ke poJib clieHorpada B ceroHsiiHeM
TIOPKCKOM TeaTpe?» B CBOUX PACCYKIACHUSIX
Paysa Cyaranoa yrep:kuaet: « Tiopkckue
TeaTpbl HeJIb351 PACCMATPUBATh
M30JIMPOBAHHO, OHH PA3BUBAIOTCS B pyciie
MHPOBOTr0O TeaTpa, HO C MOHUMAHHEM

CBOEH POJIH COXpaHEHHUST KyJIbTYPHON
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wieHTHuHoCTH. CBepx3aaaua KaxK/10ro
TeaTpa BepHYTb THUYECKYIO MaMsITh,
KoTopasi Obl1a yrepsina B XX CTOJIETHH.
B coBpemenHoM cmbicie clieHOrpadust
— 3TO CJIOXKHOE MTUCbMO B TPEXMEPHOM
1 BpeMeHHOM uaMepeHud. Ceros oHa
npeTeHIyeT Ha H306pazkeHHe CUTyalluk
BbICKa3bIBaHHsl, a He (PUKCHPOBAHHOIO
mecra jiefictBusi» (Cynranosal(9).

B KoHTekcTe nceseyemMoro Borpoca,
0COOEHHO MpUMeYaTe/ibHa aHaJUTHKA
XYJ107KECTBEHHOTO MbIILJIEHHS U
KJacCU(UKALIIS MIaCTHUECKUX HAXOI0K
B ciieHorpaduu Tatapcrana Paysbl
CynranoBoii. OHa nuiieT, 4To «Ha
OCHOBE COIOCTABJIEHHsI TATAPCKOr0
MY3bIKa/JbHOTO (OJIbKI0pa K OPHAMEHTHKH
MOZKHO BbIIEJIUTb TPH aHTPONOMOPHHBIX
apxeTuna Xy10?KeCTBEHHOTO MbIIIJIEHUS
TaTtap. DTH UEH MOTYT CTAThb CEPbE3HbIM
060CHOBaHHEM HALMOHAIBHOTO
cBOe0Opasus Xyl10KeCTBEHHOTO MbIIIIEHHUS,
a B YaCTHOCTH €ro MJIacTHIECKUX hopm»
(CyaranoBa 109). Takxke B uccsenoBaHuu
crielrUKH MIaCTHUECKOTO MbIIIJIEHHS
B cLieHorpaduu TaTapckoro Teatpa
ABTOPOM OTMEUAeTCsl, YTO B OCHOBE
1300pa3uTeIbHOH UHTEPTIpeTallin
JIpamMaTypruyeckoro TeKera «Jexar
JIBa YHUBEPCAJbHBIX MPUHLMIA:
«MHTEPbEPHBIN» U <yHUBEPCATBHO-
KapHaBaJIbHBII»..., KOTOPbIH CJIy?KUT CBOETO
pozia «aHTponogoOHON TOMUHAHTOR» B
CIIEHMY€ECKOM BOTIOIIEHUH TeaTPaJbHOTO
nericteust (Cynranosa 109).

Teatpnl Kaszaxcrana, co BpemeHnu
00OpeTeHns] He3aBUCUMOCTH, TAKIKe
JIEMOHCTPUPYIOT 3aMETHOE MPOJIBHKEHHE B
TJiaHe COBepPLIEHCTBOBAHMS MOCTAHOBOYHOH
TEXHOJIOTHH, CBOOOIbI BbIPayKEHHS
B cLieHorpauyecKkoil TpakToBKe 1
pagHooOpasue NpuemMoB B BU3yaJH3aLIUH
Xy/102KECTBEHHOT0 06pa3a CreKTaK/Isl.
Ecau B nepBble rojibl He3aBUCHMOCTH
clieHorpadust Kazaxckoro Teatpa
cTpajiasia HeKUM (heTHILIM3MOM H 0COO0H
MPUBEPKEHHOCTBIO K CaKpasibHOM
YTOMHHU Ka3aXCKOH OPHAMEHTHKH, TO B
MoCJ/Ie/IyIolIeM, OTKa3 OT H300paKeHHs

OBITOBBIX MOAPOOHOCTEH COCPEAOTOUHI
BECb CIIEKTP BO3MOXKHOCTEN clieHorpaduu
Ha OCHOBHBIX OHTOJIOTHYECKH - CMbICJIOBBIX
OBITHHHBIX CTPYKTypax, BbIABJIAA
NPUBEPKEHHOCTb KAa3aXCKUX XYJ02KHUKOB K
KOHKPETHbIM 06'beKTaM, MpeBpallaloluMcs
B clieHorpauu B HEKHH eMKHI CUMBOJT —
mud o BeenenHoit.

Cerojusi, Bce OTUETJUBEE
aKTyaJIM3upyeTcs TeHACHLIUS Ha
OCYLLECTBJICHHE OCTAHOBOK H3
penepryapa KazaxCKom KJaacCHueCKOU
JIpaMaTypruu 3apyoeKHbIMH
pexkuccepam, clieHorpacdamu,
xopeorpadamu U kKomnoautopamu. Tak,
OJIHMM K3 3aMevaTesbHbIX TeaTpalbHbIX
COOBITHI CTaJj1a MOCTAHOBKA CIIEKTaKJIs
«KopKbITTbIH Kopi» 1o nbece Mpan-
[aiibina. K ocyliecTBieHHIO TOCTAHOBKH
OblJIM NPUIJIALLIEHBl peXKUCCep U
xynoKHUK U3 [Ipubantuku. FspecTHblil
KaszaxcTaHCKHil ciieHorpad Ecenresbbl
TysikoB, yuacTBOBaBLINK B TeXHUYECKOH
peasnsauuu cleHorpaguu Aptypaca
[IInmoHMca, B CBOEM HHTEPBBIO OTMETHI,
4TO «pexkuccepekast Konuenuus Jlaypeara
['ocynapersennoit npemun CCCP,
pexkuccepa HMonac Bafitkyca — Gblia
ocylecTB/IeHa 6J1aroiaps TEXHUKO-
TEXHOJIOTHYECKOH TPOIBUHYTOCTH
Kaszaxckoro npamaTuyeckoro teatpa
M. Myxrapa Ays3oBa». HoBuana
Xy107K€CTBEHHOTO 0hopMIIEeHHS
3TOH MMOCTAHOBKH 3aKJII04aach, Mo
cioBaM Ecenrenbibt TysikoBa, B ee
«KMHOMAHOPAMHOCTH U BBICTPOEHHOCTH
Ha cleHe cJI0XKHelero gunocohckoro
CMbICJIOBOTO BH/IEOPSIA. ¥ Ka3axoB
KopKbIT 3T0 Myzipeli-naTpuapx, CKazuTeb,
XpaHHUTeJ b IPEBHUX POIOBLIX 3aBeTOB. OH 1
npopuiaresib, u 6axkchl (maman)» (TysikoB
6). «Kaxnas Belllb U MpoUcxofsiiiee
JIeHCTBHE He3aLIMLIEHHOrO B TAMHCTBEHHOM
MHPO3/IaHHH B KaKOK-TO Mepe YeJloBeKa
nojiBJIacTHO Jullb Benukomy [Hlamany»
(XanbikoB 186). Emy mos custy u3MeHHUTh
cynbOy, TEM He MeHee OH OCTaBJIsieT
BbIOOP reposiM ObITh U MOCTYNATh MO UX
Keqanuio. DToT Mup BpeMms oT BpeMeHH



coBMmelaeT Mup Marunueckuii, Marudeckne
peajJiii pacKpbIBAIOT TOXKIAECTBO
oToOpaxKeHHust U peasibHOCTH... M «...

BCE TH 3PUTEJIbCKHE MePeKUBAHHUS»,

10 YTBEP2KAEHHUIO BelyLlero Ka3axckoro
ciieHorpada Ecenrenbin TysikoBa,
«MHTEHIIMOHAJILHO TTOMOTa€eT MEPEKUTh U
BOCTIPUHATH clieHorpadusi». « OrpoMHbIi
NPSIMOYTOJIbHBIN Ky0-aKBapHyM «Kak

0KO BceeBbilIHer0, KaK «BUCAILIMH POK»,
HAKPBIBAIOIIMI U paCKpbIBAIOUIUI IeHCTBHE,
ACCOLIMATHBHO HHTEPIIPETHPYETCS

C HEKHMM KOJITAaKOM MOJT KOTOPBIM
pacnpocTepThl «CyabObl J0JeH», «Bce
y2Ke MPeIoTNpeieIeHO BLICILIMMHU CHIaMHU > ...
¥ CyIIECTBYET TOJILKO OJIMH BapHaHT —
BbIXKMTb HJIH YyMepeThb... JIofika — rpo6 —
CKeJIeT, KOTOPbII OIyCKaeTcs U yJeTaeT

B Hebeca... CO31aI0T MOJIHOE OLLylIeHHe
MHCTHKH M UPPeaJIbHOCTH MPOUCXOJISILLETO
Ha ClIeHE... BCe MPOCTPAHCTBO CLEHbI
HarnoJiHseTcs: PUIOCOPCKUMHU CHMBOJIAMH
1 U300PaKEHUSIMU ..., @ «3PEJIULLHAS
Marust yCHJIUBaeTCsl My3blKaJbHbIM
conpoBoxaeHneM» (Xasbikos 186).

«B npakTuke coBpeMeHHOro
Ka3axCKOro TeaTpa 3aj1auu HHTepripeTaluu
JpamMaTypruyeckoro Npou3BeieHHs
XY/107K€CTBEHHBIMU CpeICTBAMU
clieHorpad My 3aHUMAIOT OJIHO M3
BaxKHbIX MecT. OJIHAKO, CTIeKTaK/eH,

B KOTOPBIX 3pUTEJbHBIN psifl ObLI Obl
CaMbIM IVIaBHBIM KOMITOHEHTOM, He

Tak 1 MHOTO» (KapxkayGaepa 48).
PaceMoTpHM HeKoTopble CIeKTaK/IH,
NpUeMbl BU3ya/Jiu3alliki B KOTOPBIX, Ha HAlll
B3TVISHL, OTPAXKAIOT OOIILYIO TEHIEHIINIO

1 XapaKTepU3yloT CLEHOrpaUyecKyto
MPaKTHKY Ka3axcKoro Teatpa B MocJe/iHue
roabl. Tak, B nocranoBke «Kan men Tep.
Ax6ana» A6ubikamusb Hyprnencos (2022
r., pexxuccep Apunau OcnanGaeBa,
cueHorpad Kyat Tycruk6aeB) crpemienue
K BH3YyaJiM3allii OHTOJIOMHYECKHUX
CTPYKTYP ObITHSI peasiu3yeTcsi B YeTKOCTH
MJIAHUMETPUH BHELITHETO U BHYTPEHHETO
MPOCTPAHCTBA CLEHBI CIIEKTAKJIS.

3nech ohopmiieHHe CLEeHbl BbI3bIBAET
ACCOLMALMK C PeaIbHOCTBIO 110 TPaBUJIAM

HEKOel JIOTMKO-CMbIC/JI0BOH CTPYKTYPbI,
YIPaBJSOLIEH KaK KaTeropuaabHOH
Pa3METKOH 110J151 CXOACTB U PA3JIUUKH,
TaK U pacrpe/esieHieM BHYTPEHHEro
MPOCTPAHCTBA CLEHbI B COOTBETCTBUH C
LIeHHOCTHBIMH HEPAPXUSIMH.

[IpumMeHeHne KOHCTPYKTUBUCTCKHUX
NPUEMOB B OOPMJIEHUH CIIEKTAKISI
«CyJty MeH cypeTii» (apamartypr
Tanantan Axmerkan, pexkuccep Hypranar
JKakbin6aii, ciienorpac Kabbin Xasbikos)
BbI3BAHO MOTPEOHOCTHIO « BMECTHTH»
HEBUJIMMbIH TyXOBHBIH MUP TJIABHOTO
reposi B 2KMBOIUCHYIO KOHCTPYKLIMIO
MHPOCTPOEHHsI. DTa 3ajlaua pelaeTcs
MOCPEACTBOM 3KCIpeccHu (opM U PUTMOB,
Korja, Hanpumep, 6ecKoHeyHas yepesia
6€eJI0CHEKHbBIX TApyCOB, KyNatOLIMXCs
B MepLAIOLLKX [TepesIMBax CBeTa,
CUMBOJIM3UPYET HEKHI BHYTPEHHUH
MHUP TJIABHOTO reposi-Xy/I0:KHHKA, KaK
BO3BBIIIEHHBIH MUP €0 YTOHYECKHUX
nanex (Kapxkay6aena 48).

Oulyuienue euHCTBA KOCMOJIOTHYECKHX
¥ 9K3UCTEHIIHAJIbHBIX CTPYKTYP B CIIEKTaKJIe
«bepte» (2021 r., Ilynat Mcabekos,
pex. IlaBune JIusepmope, cuienorpadg
Kapasio Hlakkasyra) o6octpsietcsi B putmMe
KacaHWH W ylaneHui OHO3HepPreTHUEeCKUX
CXeM YeJIOBeUeCKHUX (Uryp, 3aCThIBLINX
MOJ1 3araloyHbIM 06/1aKOM CBeTa Ha (oHe
NPOTSZKEHHOro Heba, CTeMH U XOJIMOB.
BripbiBaeMblii U3 peasibHOro KOHTEKCTa
00BEKT HArpy»KaeTcsl BCeH BO3MOKHON
MOJIHOTON 3HAUEHHUH, peBpallasch B
crielMduuecKlil 3HaK-CUMBOJI, uepe3
KOTOPBIH aBTOPHI MBITAIOTCS MEPENaTh
MHBApPHAHTHOCTb JCHCTBYIOLLHMX BO
BcesieHHOH npaBuJl U 3aKOHOB OT
HA4aJIbHOTO MyHKTA ee TeHe3uca U 10
NPeJoLLLyLIaeMbIX HTOTOB
(Kapxxaybaea 152).

MHTepec K peaslbHOCTH KOHKPETHOTO
obiTHst (2023 ., cnekTak/ab « EHJiK-
KeGek» (Myxrap Ay330B, pex.

Annm6ex Opasz6ekos, cuenorpad Tumyp
KoecoB) cmeHsieTcst IpUBEP:KEHHOCTBIO
K peasibHOCTH HeasbHOTO, 110~
MaTteprasbHOTo ObITHS SHI0COB
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(GecTesieCHBIX CYILIHOCTEH ), elile He
00peTIINX POPMY UKOHOB (UyBCTBEHHO
BOCIPUHUMaeMbIX 00pa3oB Beliie ). CJ10BHO
JIPEBHUH THOCTHK, YIIOEHHO OTIUChIBAIOUIUH
«yTpo neporo aHs1 TBOpeHusi»,
MHCTHYECKUM 3peHHEM OXBAThIBAIOLIHHI
MUP, «B KOTOPbIH ellle He BOH3UJIUCh KJIbIKH
BPEMEHH W MTPOCTPAHCTBA», Xy[LOKHHK-
clieHorpad BOMJIOLIAeT He peasibHble
(hopMbI IPOCTPAHCTBA U BPEMEHH, a
MOTEHLUH, BUPTYaJlbHble COCTOSIHUS 9THX
OHTOJIOTHYECKH abCOJIIOTHBIX, HO ellle He
AKTyaJIM3UPOBAHHbBIX, HE OBELIECTBJIEHHbIX
KOHCTPYKTHUBHBIX HauaJ/l MHPO3/IaHHs1
(Kap:xaybaesa 48).

[Topoto, KOHCTPYKTUBUCTCKAS Mapajnurma
clieHorpadun peasnusyeTcst Xyl10KHUKaMK B
CO3JIaHHU COOCTBEHHbIX H300Pa3UTEJIbHbIX
JIereH]1 0 MUPO3JIaHHH: KaK, HallpUMep,

B BepchH MHoJIornieckoro abeoJioTa

B criekTakse « Tanycyny» cuenorpad
Kabbls1 Xa/bIKoB; B MOCTYJIMPOBAHUH
HEKOero MppeaJsibHOro CBEUEHHUs TOro Ke
XYJI0’KHHKA B criekTakje « KyperimHin,
neci» (2017 r., npamarypr Afinana Anama,
pex. Apunaur Ocnan6aeBa, ciieHorpad
Kab6bin XanblKoB); B aHUMaJIMCTHIECKOM
TOTEMHU3ME «3BEPUHOTO CTHJISI» B KOCTIOMAX
nepcoHakei B criekrakie « KopKbITThIH
kopi» (Mpau Faiibin, pexx. Moanuc Baiikyc,
cueHorpad Aprypac [llumonuc).

CpaBHHUTEJIbHBII aHAJIM3 TOCTAHOBOK
3apyOeKHbIX peKUCCepoB, cleHorpados,
xopeorpadoB, Komrnosutopos u3 Mranuu,
JIntebl, Poccuu, Keiproiscrana jaet
OCHOBAHHS! yTBEP2KIATh PE3YIbTaTUBHOCTh
1 3((heKTUBHOCTb TBOPUECKUX TAHIEMOB
MEKJly Ka3aXCKUMH, KHPIH3CKUMH,
npuOaNTUACKUMU U POCCHHCKUMHU
clieHorpadamMu B Ka3aXCKOM TeaTpe
MOCJIC/IHUX JIeCATHIICTHH. 3/1eCh MOXKHO
OTMETHTb, UYTO UMEHHO COBMECTHbIE C
3apyOeKHbIMU CleLHANUCTAMH TPOEKThI
Croco6CTBOBAJIH MPOJIBHKEHHIO
TEXHOJIOTMYE€CKUX MHHOBALUH, BHEPEHHUIO
Macchl HOBEHIINX U PACLIHPEHHIO
MHHOBALMOHHBIX ClleHOTpahHiIeCcKuX
MEeTOJI0B BbIPa3UTeJbHOCTH HA Ka3aXCKOH
CLIeHe.

PesynbTarthl

O606111as1 anaius clieHorpagun
CMeKTaKJ/eH Ka3axCTaHCKHUX, KPUTM3CKHUX,
TaTapckuX, y30€KCKUX U IPYTHX TeaTPOB,
KOTOpbIe ObIJIH MPEJICTaBAEHHbI Ha
MeKlyHapOJIHOM TeaTpaJsibHOM (hecTrBaJle
LlenTpasbHo-A3MaTCKUX CTpaH, MPUATHO
Mopa3uBLIHe CBOEH KPeaTUBHOCTBIO U
CMEJIOCTBIO MOCTAHOBOYHBIX PELICHHH,
0c060 X0TeJ10Ch Obl OTMETHTD CLIEHOTPAHIO
9KCIepUMEeHTaNIbHOTO crieKTakJs [lon
Kuxotr» (pex. Amibex OMUPOEKyIIbI»,
«Cynran beribapbic» (pex. IOpuit
Xanunra-beknazap), «bejnoe o61ako
Yunrucxana» (pex. C.YcmaHoB),
«lonrasi nopora B Mekky» (CyaraH
Paes), «Cyay meH cypetui» (HuHrus
Aiitmaros, pex. Hypranat yKakbin6ati),
«Kbi3 Kubek» (pex. Kacoimon Kyanubik),
«MouJinus B pato» (Yuibsim Caposit, pex.
Tneren AxmeroB), «Tancyy» (Anma
Kakuiesa), « KopkbITTbIH Kopi» (pex.
N.Baiitkyc), «PafibiM6ek-PaiibiMOex»
(pexx. Mypat AxmaHoB), « KuJibl 3amaH»
(pex.b.¥Y3akoB), «Tomupuc» (Amup-
Temup Xycenn) u np. Cuenorpadus
KaxKI0H MX MePEeUnCIeHHBIX MOCTAHOBOK
o6J1aaeT HeOPIMHAPHON KPeaTHBHOCTBIO U
HOBM3HOM MPOCTPAHCTBEHHOH TPAKTOBKH,
M03BOJISIIOLLIEH BBICTPAUBATh BUPTYaJIbHbIE
MHPbI B OTHOCUTEJIbHOH LIeJI0OCTHOCTH.

Jlnsi clieHorpaduu TIOPKCKUX
CTpaH, XapakTepHa yCTPEMJIEHHOCTb
K pacrpe/iesieH|Io POCTPAHCTBA,
pasBHBaloLLerocs 1o BepPTHKAJH, B
COOTBETCTBHH C IPEBHETIOPKON MOJIEJIBIO
Muposnanusi. KomrnosuiponHo sta
KOHCTPYKTHBHAsI MOJI€J/Ib PA3BUBAETCS
B [IPOCTPAHCTBE CLICHbl € BBEPX-BHU3»

1 PeaKo Mo ropudoHTani. MenrasnbHast
MPUBEPKEHHOCTb K BEPTHKAJIBHOMY PSiTy
KOHCTPYHPOBaHHUs TpexyacTHoro Mupay
TIOPKOB MOJATBEPKAAIOTCS COBPEMEHHBIMU
apxeoJIorM4eCKUMH HAaXOJKaMH CaKpaJibHbIX
NPEIMETOB IPEBHETIOPKCKOKN MaTepUaibHOU
KyJbTyphbl HA TeppuTopun Kazaxcrana n
Anras.



Harnpumep, nosMXpoMHOH CTHAUCTUKON
OTJIMYAETCS clieHorpadus KbIPTbICKHX
criekrakJ/ei (cnekrakipb «/loaras
nopora B Mekky» pex. C. Paes, «Teatp
Yuyp», criekrakiib «besoe o6s1ako
Uunrucxana»), SIkyruu (SIkyTekuit
['ocynapcerennblit [l pamaruueckuil Teatp,
crekrak/b « TUTH» ), pexke y Ka3axos,
Tatap, 6aulkypToB 1 y30ekoB. B ueJsiom,
MOKHO OTMETHTb OOLLLyI0 BbIPA3UTEJ/IbHYIO
TEHJICHLIMIO COBPEMEHHOH clieHorpaduu —
coyeTaHue NMPOCTPAHCTBEHHO-BPEMEHHbBIX
ouepTaHU IpeBHE-TIOPKCKOro CTHJIS
¢ 00111e# MOJMXPOMHON CTHJIUCTHKOH
othopmJIeHHS BCe CLeHbl U KOCTIOMOB
nepconaxei (Cyaranosa 117).

B ncenenoBanusix, nocBsieHHbIX
M3y4eHHIO HCKYCCTBA TIOPKCKOTO MUpa
3a4actyto 60JIbILIOE MECTO OTBOJAUTCS
aHaJIM3y KyJIbTYPHbIX KOJIOB U [TCUXOJIOTHH
MX BOCIIPUSITHS B YHUBEPCAJbHBIX
BU3yaJbHbIX (PeHOMeHaxX Kak
«IIMBUJIM3ALMOHHBIX TPU3HAKOB MOXH .
[Ipoeuupys 31y hopmyay Ha Teatp,
MO2KHO C YBEPEHHOCTbIO YTBEP2KAATD,

YTO UMEHHO Yepes LMPOKHUI MarnasoH
XY/107K€CTBEHHbBIX CPEJICTB, TEXHOJOTHH H
MeXaHM3MOB COBPEMEHHOH clieHorpadun
OTKPbIBAlOTCS OOJIbLIHE BO3MOXKHOCTH
BO3MEHCTBUS H30OPA3UTENLHBIX KOJIOB

Ha 3puTesibcKoe BocnpusTHe. O6beKThI
clieHorpadHu Bo BpeMsl CLIeHUYeCKOro
JIEACTBHUSI, BOCTIPUHUMAEMble 3pUTe/IeM KaK
(usnueckoe 1 IyXoBHOE, B aCCOLIMATHBHO-
MeTa(opHIecKo-CUMBOJIHYECKOM

nJiaHe HeCyT CMbIC/JIOBYIO HAarpy3Ky
MHTEHLMOHAJIBHOTO NOPSIKAa — MOPsAKa
0c000ro Xxapakrepa BOCIPHUATHSI CO3HAHUS.
Bnaronaps sTomy cheHomeHy BocrpusiTie
o0Opa3a HauYMHaeT TPaHCJAUPOBATLCS 32 CUeT
YHUBEPCANLHOCTH (PU3HIECKHX OOBEKTOB
«HO33UC» U IyXOBHOH HAIMOJIHEMOCTbIO
«HO3Ma». Haxonsuuecs Ha cleHe
JIeKOpaLMH1, akTep, CBET, My3blKa,
M300paxKeHus, Mpu onpeeseHHOM
BKJIIOUYEHHWH UX B UHTEHLIMOHAJIbHOE
B3aUMOJCHCTBHE, 0OpeTaroT

MHOCKA3aTe IbHYI0 TOMHHAHTHOCTD
KOHTEKCTa.

K npumepy, B cniekrak/e «Taucymy»,
TBOpYecKasi yCTPeMJIEHHOCTh
MOCTAHOBOYHOIO KOJIJIEKTHBA U CBEpX3ajaua
camoro rnpoekra 6a3upoBaJUCh Ha
Hjiee BO3BpallleHHs] K STHHUECKOH
MaMsITH Ka3axcKoro Hapoja... 3ajaaya
apXUCJI0KHAsSA, HO OCYLIeCTBUMAS.
CHMBOJIMYECKH, B HHTEHLIMOHAJBHOM
nJlaHe BOCCTaHOBJIEHHE CO3UIATENLHOCTH U
TBOPUECKOTO MOTEeHIHA/a TPUPABHUBAETCS
K YCTPeMJICHHOCTH B Oyayliee, 1 TpebyeT
BHYTPEHHEH HaMpsizKeHHOCTH, UyBCTBA
MPUHAJIEAKHOCTH K STHUUECKUM KOPHSIM U
co6cTBeHHON Hetopud. KoMMyHHKaTHBHAS
(hYHKILIMS CTETHSIKOB U KYJIbTypa KOUeBbIX
HApOJIOB OTJIMYAETCH 0COOLIM XapaKTePOM.
[TosTomy B criekrakJ/e «TaHcysy» HeT
SIBHO OTPHULIATENbHBIX F€POEB, HET YyKUX U
CcBOMX. Bce oHM KOUueBble HAPO/IbI, KUBYILILHE
B esiiHOM [loHe6GecHOM npocTpaHcTBe
Taurpu: abcoJtoTHOE CaUsIHHE
yesioBeKa ¢ MpUPOAOH U abCOJIOTHOE
FOCMOJICTBO MPUPOJIbI HAJL UEJOBEKOM B
00CTOSATE/ILCTBAX FAPMOHHUHU U JIIOOBH, C
KOTOpPO# Bce W HauuHaeTcst. Ho B MOMeHT
MCIBITaHUsT CBOOO/IBI U BOJIH, MPEIAHHOCTH
CBOEH poJiuHe, BEPHOCTH CeMbe U
JMoGUMOMY, TepOorHs 110 UMeHH TaHcyay,
M0Ka3bIBaeT 3PUTEJII0 HEUMOBEPHbIH
npuMep BCex ITHUX KauecTs. YKepTBys
CBOEH KpPacoTOH U 0TIaBas 1aHb YBaXKEHHS
MPHHLLY IPYyroro Hapoja, oHa cracaet
CBOE TMOTOMCTBO, H30paB TEPHUCTbIN
MyTh (PU3HUECKUX CTPATAHUH U yXOBHbBIX
MyK. CleKTaK/b BbI3bIBAET CJI0XKHbIE
yyBCTBA. DTO U YyBCTBO MATPUOTHUIMA, U
HEeOOXOIMMOCTb BbINOJIHEHHS CBSILLEHHOTO
JI0JITa TepeJl IyXxaMu MpeKoB, U 1aHb
YBaXKEHUSI K CBOEMY HapO/Ly.

CrnieKTakJib 3aCTaBJsIeT MOTPY3UTHCS
B HHYIO peaslbHOCTb, IJle BCEMY STOMY
nojaHa ipamaTtypruyeckasi noupa
9K3UCTEHIHANBHON TIPAKTHKH UeJI0BeKa,
3aHUMaIOLLEro KpaiiHee 1MoJl0KeHHe
B Mupe. Ciiennueckue 3(hekTbl U
JIyOOKOMBICJIEHHOE PerKHCCePCKOoe
pelleHre NoMOratoT 3pUTeJISIM MOrPy3UThCS
B [IPOCTPAHCTBO U BPEMEHHYIO apXauKy,
pasbIrpblBAEMOTr0 Ha clieHe COOBITHSI.
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Jlionn norpyzxatorcst B [lepBoznannyto
mo60Bb, [Teposnanubiit Mup. Penkas
CEroJIHs YUCTOTA MOMBICJIOB U UCKPEHHOCTh
JiefcTBUi reporHu TaHcysy 3aTparuBaet
CepaLe KaxKI0ro 3puTeist, IPUBOIAT K
KaTapcuieckomy ouuiiieHuto. OuniieHne
yepe3 NoTpsiceHue, Npo3peHue yepes
COCTpafiaHue — BOT IVIABHAA LeJb U
pekuccepa, U Xy[102KHHKA.

JTa NocTaHOBKA NIPOH3BeJIa ePeBOPOT
HE TOJIBKO B CTHJIMCTHKE H300Pa3HTEBLHOTO
s13blKa Ka3axCcKoH ClieHbl, HO M B (pusi0coduu
HALMOHAJILHOTO TeaTpa.

3aKknwyeHue

B snoxy ryio6anusaiuuun teatpsbl
LEHTPaJIbHO-a3HaTCKOr0 PerHOHa HaXo/sT
B JIPEBHETIOPKCKOM (DOJTBKIOPE UCTOKH
1 lyXOBHbIE OCHOBaHUsI COOCTBEHHOIO
HalMoHaJ bHoro xapakrepa. 1 xors,
uce/ie/oBaTe/ii TeaTpoB TIOPKCKOTO
MHpa, NpeaynpexKaatoT, 4To MoBaJJbHOEe
o6patieHue K GoJbKIOPHBIM TPATUILIUSAM
He JI0JI2KHO CTaThb MPOCTO (hopMasibHbIM
MOHUCKOM, TTOYEPKUBAIOT U OJIAarOTBOPHOE
BJMsIHUE (POJIbKIOPA HA PA3BUTHE
coBpeMeHHoro teatpa. Corjacumcest, 4To
3anaBaeMast oJIbKJIOPOM BbICOTA MTO3THKH,
9CTETHKA, NJIyOHHHBIE NIPEACTaBJCHHUS
0 ObITHH, LIEHHOCTb HPABCTBEHHbIX
MHPOBO33PEHUECKHUX OPUEHTHPOB —
OTKPBIBAIOT OOJbIINE BO3MOXKHOCTH 11
paclIMpeHust BCEro Xy/102KeCTBEHHOTO
crekTpa U oobema crekrakJs. JlyxoBHble
OTIOPbI Ha HAPOJHOE XyL0XKECTBEHHOE
TBOPYECTBO CTAHOBSITCS XapaKTePHOH
4epToH HOBOTO BPEMEHH.

Pestomupysi, MOXKHO YTBEP2KIATh, YTO
clieHorpadus criekTakJ/e nocjaeiHero
JICCSITUIICTHST — 3TO 0COObIH KyJIbTYPHbBIH
MJ1aCT, B KOTOPOM TEKCT CHEeKTaK/Is

nepernieTasicb ¢ i306pa3uTebHbIMU
o0Opa3aMu, Kak ¢ HEeKUM BH3yaJlbHbIM
A6conoToM, TpaHCJHPYET eIMHYI0
0OLLETIOPKCKYIO CEMAHTHKY TPAAHILIMOHHBIX
00pa3oB HapOJI0B LIEHTPaJIbHO-a3HATCKOT0
peruoHa.

B xoze ncenenoBanus
clieHorpaduueckoil MpakTHKH TIOPKCKHX
TEaTPOB KOHIIEMIIUS HHTEPTEKCTYaTbHOCTH
paccmarprBaeTes Kak JIOCTaTOuHO
MHOTorpaHHoe sipjieHue (BoGpasliiee B
cebs pusocodekne, MUPOBO33PEHIECKHE,
COLIMOJIOTHYECKHE, KYJIbTYPOJIOrHUecK1e
M MHOTHE JIp. aCMeKThl): U Kak
XyJI07KeCTBEHHbBIH TIPHEM, U KaK HOBast
dopma, 1 Kak JIOKaJIbHbIH CTHJIb U
nosTHyecKasi i3o6pasuTesibHasi napaaurma.

BhisiB/eHO B3aUMOJIEICTBHE HOBOH
clieHorpaduueckoi Mojie i U popm
MHTEPTEKCTYallbHOCTH, paclliipUBLINE
MEKTEKCTOBbIE OTHOILIEHUS MEXKITY
MO3THKO-paMaTHYE€CKUMH U BU3YaJIbHbIMH
hopmamu.

HanpskeHHOCTb H SMOIMOHAIbHAS
HACBILLEHHOCTb XY/102KECTBEHHOIO TEKCTa
B cLeHorpadum TIOPKCKHX TeaTpoB
OTpaXkaeT HeKyl0 aGCOJIOTHYIO LIEIOCTHOCTh
1 000COOJEHHOCTD CTeKTaKJeH. DTH
CTeKTaKJ/M KaK JuHaMHuuecKast (MojiBHxKHasT )
CHCTEMA METACMbICJIOB, KOPPEKTHPYIOLIHUX
1 aKTyaJIM3UPYIOLLUX TPAULIMOHHbIE
npecTaB/ieHusi, FeHePUPYIOT U TOPOXK/IAIOT,
B CBOIO OU€peJib, HOBbIE CMBIC/IbI. B HUX
MIPUCYTCTBYET CTPEMJIEHHE COBMECTHUTh
COBpEMEHHbIE Xy/102KeCTBEHHbIE POPMbI U
TEXHOJIOTHH ¢ COOCTBEHHBIMU TPAIUIIUSIMH.
Kaxk Bumym, 3TOT CJ102KHBII NIpoLiecc
XY107K€CTBEHHbBIX, CTHJIHCTHYECKHX,
1300pa3UTENbHbIX, TEXHUUECKHUX U
TEXHOJIOTUYeCKHUX U300peTeHNH MOCTeNeHHO
NpeBpaLlaeTcst B MOJ0KHUTEbHYIO
clieHorpapuu€ecKyto MPAKTHKY TIOPKCKHUX
TeaTpoB.
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TYPKI JIEMI TEATPJIAPbI CLLEHOTPA®UACBIHbIH MHTEPMOTIHAITI:
KEHICTIK MEH YAKbIT TPAHC®OPMALNACDHI

Anpatna. Makanaga Typki anemi engepiHae eTkeH Xanblkapanblk Teatp GecTMBanbLepiHAET eH,
Y34iK cnekTak/baepre cLeHorpadusbik TypFblAaH CanbiCTbipManbl Tangay xacanmabl. Optansbik Asus
MeH KasakcTaH TeaTpiapblHbiH, KOMbIIBIMAAPbIHAA CAXHAbIK, OMNAYAaFbl, NNACTUKANBIK XoHE OeiHenik
TiN KYpbUIbIMbIHAAFbI «TYPKi KabaTbiH» aHbIKTayFa apeKeT acanmbl. TypKi AyHWETaHbIMbIHA HEri3aenreH
CLeHorpadusiHbIH, Heri3ri TeHAEHLUMANAPbl MEH OHbIH, KYPACTbIPYLbl apPXUTEKTOHMKANbIK, 6acTaynapbl
Tanganabl. TypkiTingec engep TeatpaapbiHbiH, CLLEHOrpaduanbiK TaXipubeciHiH Tap weHnbepni
MaMaHAAHAbIPbUIFAH MacenenepiH KapacTblpyablH KYPAENINiri TYPKi STHOCBIHbIH, KOHE 3CTETUKACBIHbIH,
Heri3fepiH TepeHipek NambiMAayLbl, EXXENri CUHKPETU3M MEH AJCTYPIi XXHE Ka3ipri 3aMaHfbl MaAeHUET
CUHTE3iH enKen-TenKenni Tanaayabl Tanan eTTi. 9cipece, TYPKi MaLeHWETIHAEr TeaTpAblk, dopManapablH,
KaNbINTacy XXaHe AaMy epeKLenikTepiH, Canbln KenreHae, Kasipri eHepaiH KepkeM-kKepHeki, beriHeni
YKYMECIHIH epeKLueniKTepiHiH, MaHiH TYCiHY MaHbI3abl 60/14bl.

COHFbl OHXbINAbIKTAPAAFbl CAXHANbIK AM3aMHAAFbl TYPKiNik OneM yAarici Xarnbl TYCiHiK neH
OHbIH, KYPbIbIMAAPbIH VFbIHYFA KaAaM Kacanbin, TYPKi TeaTpaapbl CLeHOrpadusaCchbiHbIH LaMy
nepcnekTMBanapbl 6enrineHai. Typki aneMi TeatpaapbiHbiH, CLLeHOrpad@uacbiH Tanaay 6apbicbiHAA
ABTOP/IAP NMACTMUKANbIK OMAY XKYMECI KOHTAMUHALMACBIMEH CUMMATTaNATbIH, FanaMHbIH, KeHe TYpKinik
VAriCiHe CaW TiriHeH AaMbln, KEHICTIKTI TapaTbin YAECTipyre YMTbINATbIH XXanrnbl TEHAEHUMSNAPAbI
ankbiHaaabl. byn keskapac CabeTkasbl Akatan, HoiFrmeT AtonoB, Fapudonna Ecim, puropuit Tomckui
YKOHe T.0. CUAKTbI 6enrini oMWbIIAAPAbIH, TOHIPWINAIK AYHUETAHbIMbIHA KATbICTbl ipreai dunocodusanblk,
KOHEe MaJeHM eHbeKTepiH TapTyabl Tanan eTTi. KeHin ayaapap XanT — TypKinepain, TikTik 60biIMeH
yLw 66eniKTeH TypaTbliH ONIEM KYpPbIJbIMbIH 01MAa YCTaHFaHbIH KasakcTaH, AnTai xaHe ConTycTik
KaBka3 ayMakTapblHAaFbl KBHE TypKi MaTepuaniblk, MaAEHWUETIHIH KMeNi HbiCaHAAPbIHbIH 3aMaHaym
apxeonornanbiK kasbanapel fa pactangbl. COHAbIKTaH 3€pTTeYAiH, Heri3ri a4iCHaManbIk, NpUHLMNATEPI
peTiHae OneM KypblibiMbl Typasbl MUMONOrUSANbIK-THOCEOOTUANbIK, XaHe Taxipubere 6aFnapnaHfaH
yFbiMAapbIMEH aMbe6an albiK AYHUETAHbIMAbI YCTAaHATbIH TOHIPLWIiNAiK HATypdMI0CoPUACH! anblHAbI.

COHfFbl OHXbINAbIKTAFbI TYPKITINAEC enaep TeaTpiapbl CLeHorpadusanblk TaXKipMbeciHiH xaHa
VATiNepiH alla oTbipbIM, MOCTAPaMablK TEATPAA KLIblFapMallblIbIK YAEePiCiHaeH» KabblnaaHaTbiH
«MiKip alTybIH» XEPTiNiKTi CTUNI MEH dAiCi peTiHAe MHTEPMAITIHAIKTIH, YHEMI ecCin Kene aTKkaH peniH
atan etyre 6onagbl. TeaTpblK, UHTEPMITIHAIKTIH, reHepPaTMBTI TabuFaTbiHAA «KMAH TYFbI3yLUbl OenceHai
SpEKETI peTiHAEeY... AgKTAaIMaraH MHTEpNpPeTaLMINapablH, KMa3MyHbIK CAaHCbI3 KONTYPAINIri allblnaabi».
MHTEpMaTIHAIK-NNACTMKANbIK OMAY XKYMECi TYpKi TeaTpnapbl CLLEHOrpa@UACHIHbIH, XXaHa YMTbIIbICTapbIHa
6apfaH CalblH TOH CMMATKA alHanyaa.

Tyiiin ce30ep: cueHorpadus, aNeM YArici, TYpKi MOAEHMETI, NIACTUKANbIK 3NEMEHT, TYpaKTbl 6enrinep,
TeaTp GecTMBanbaepi, UHTEPMBITIHAIK, FeHepaTMBTI TabuFart, TOMbIK, EMEC MHTEPNPETALMANAP, KEPTiNiKTi
CTWb.
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MaKanaHbl 6acnara fanblHAAYFa KBMEKTECKEHI YLLUiH anfbiCbiH Gingipeni.
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INTERTEXTUALITY OF THEATER SCENOGRAPHY
OF THE TURKIC WORLD: TRANSFORMATION OF SPACE AND TIME

Abstract. The article conducts a comparative analysis of scenography in performances from
international theater festivals within the Turkic world. It attempts to discern the "Turkic layer" in stage
thinking, particularly in the plastic and visual language of productions in Central Asia and Kazakhstan.
The analysis explores trends in scenography based on the Turkic worldview and its architectonic
principles. Addressing specialized aspects of scenography in Turkic-speaking countries necessitated
understanding the ancient aesthetics of the Turkic ethnos, analyzing syncretism and the blend of
traditional and modern culture, comprehending the evolution of theatrical forms in Turkic culture, and
grasping modern art's specifics.

The authors scrutinize the comprehension of the Turkic model of the World's constructions and
representations in recent stage designs, highlighting the development prospects of Turkic theater
scenography. The analysis reveals common trends marked by a blend of plastic thinking, an orientation
towards vertically expanding space in line with the ancient Turkic Universe model. This approach
draws upon philosophical and cultural works related to the Tengrian worldview by figures like
Sabetkazy Akatai, Nygmet Ayupov, Garifolla Yesim, and Grigori Tomsky. Objects from ancient Turkic
material culture in Kazakhstan, Altai, and the North Caucasus further inform this methodology. The
article's methodological foundation rests on Tengrianism's natural philosophy as a universal worldview
encompassing mythological, epistemological, and practice-oriented concepts about the World's
structure.

Unveiling new scenographic models in Turkic-speaking countries' theaters over the past decade,
one observes the growing significance of intertextuality as a local style and method of "utterance,”
particularly evident in post-dramatic theater as a creative process. The generative essence of
theatrical intertextuality as a "meaning-creating activity" reveals the multiplicity of interpretations.
Intertextuality within plastic thinking increasingly characterizes Turkic theater scenography's novel
aspirations.

Keywords: scenography, World model, Turkic culture, adaptable element, stable signs, theater
festivals, intertextuality, generative nature, incomplete interpretations, local style.
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Abstract. The article explores the concept of conceptualism as a design method. The concept
acts as a foresight, the ability to reason, philosophize. It forms the author's aesthetic guidelines and
preferences in design work, helps to form the individual style of the designer.

Working with information determines the ability to find the right context of reasoning, helps to
determine the logic of emotional and artistic ideas about the future object (form), reveals the author's
idea, justifies the breadth of horizons and intellectual preparation of the designer. The method is
considered as a sequence of pre-project actions that guide the designer towards a distinctive solution
and the authorial execution of design tasks.

Such methods of immersing students in pre-project reasoning develop an experimental approach,
define the practice of the project process as “creativity”. The method of immersing students in the
analytical processes of design makes it possible to put forward the assumption that interdisciplinarity
acts as a “bridge” between theory and design practice, forms a breadth of outlook, allows you to select
clear principles and factors from the information flow and constructs a project corridor.

The methods and materials provide examples of how a chain of reasoning can be formed and
a concept is defined: the artistic and aesthetic image of an object, the principles of shaping, and
the justification of constructive and technological solutions. The author's method of " collision of
cultures” is cited as an example as a form of creative thinking development and a condition for
realizing a designer's professional competencies, creative potential, and the formation of an individual
handwriting.

Keywords: concept, conceptualism, creative thinking, design creativity, creativity, design methods.

Cite: Mazina, Julia and Lyazzat Nurkusheva. “Design thinking as the basis of the conceptual method
of the project process”. Central Asian Journal of Art Sdudies, vol. 8, no. 3, 2023, pp. 46-61. DOI: 10.47940/
cajas.v10i3.736

Authors have read and approved the final version of the manuscript and declare that there is no conflict
of interests.



Introduction.

onceptualism is an approach that

merges the creative process with
its exploration. The discourse on design
is currently extensive and contradictory,
defining design as a unified process of
shaping the environment, a business
process, a practice of transforming objects
into signs and signs into objects, and
a process of communication. We may
categorize this complexity as "processing,"
where the concept of a process transmutes
into an assemblage of actions, meanings,
and deliberations leading to the resolution
of a singular task. By progressively
unveiling the fundamental aspects of
conceptualism, we gain the opportunity to
examine processing from the vantage point
of the interrelationships within the product/
process hybrid paradigm.

Conceptual design is primarily about the
power of an idea rather than the material. In
conceptual design, the concept holds more
importance than its physical expression.
This is why this impending era is already
being discussed as the emergence of a new
era—the "conceptual epoch." In the article
"Art After Conceptualism: The Conceptual
Space of Art, Sergey Ogurtsov refers to
"precisely conceptualism (not the avant-
garde) as the primary—and as not fully
comprehended—artistic revolution of the
20th century." (Sergey Ogurtsov 3)

Currently, the issue of defining design is
a highly relevant concern among analysts.
Attempts to define the problematic field
of design can be found in the works of
Martin Heidegger, Jacques Derrida, Jean
Baudrillard, Carl Moiseevich Kantor,
Vadim Rozin, Vyacheslav Glazychev, and
Oleg Genisaretsky. In the monograph
"Design: An Experience of Metaphysical
Transcription," Galina Lola notes the
dynamics of design definitions "from a
sketch of an object that should then be
made or constructed.”

At the core of the design process, the
concept provides a broad framework within

which the project is expected to progress.
The system of design actions forms ideas
for realizing the concept. Formulating tasks
and finding ways to solve them is one of

the most challenging stages of a designer's
work on a project. Creativity and experience
help respond quickly to specific situations,
particularly those that are conventionally
standard. However, there are situations
that require a systematic approach and
decision-making dependent on multiple
factors. In light of this, there is a specific
approach or methodology for project work
referred to as conceptual design.

Conceptual design is a distinct mode
of thinking that combines intuitive and
scientific foresight and is connected with
making decisions regarding the formation
of conditions for project implementation.
When forming a concept, the author must
define the development of design actions,
the content of tasks, and identify significant
client-oriented, cultural, and other such
landmarks and preferences.

The exploration of these preferences
implies the fundamental focus of project
activities:

Satisiying the needs of specific
individuals or communities;

Providing practical means for the
realization of life activities;

Creating objects within distinct
historical and cultural contexts for
inhabitants;

Integrating objects into specific
locales.

Consequently, the notion of "content"
refers to specific cultural, social, national,
ethnic, geographical, psychological,
spiritual, age-related, and similar attributes
that delineate the conditions of tasks and
the methods for their resolution. Reflections
and analyses find expression in sketches,
analytical diagrams, and clusters across
various stages of the design process. These
visual aids facilitate the establishment
of fundamental attributes, as well as the
representation of its subject and spatial
dimensions, structural and compositional
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elements, figurative and stylistic attributes,
volumetric and plastic qualities, color
variations, and graphic features of the
future design object.

The principle underlying the emergence
of a concept is, first and foremost, the
designer's intellectual potential and
competencies acquired at various stages
of education, which cultivate the ability to
contemplate, pose inquiries, and discover
solutions. The process of creative thinking
grants the designer independence from
the pressures of information, endowing
them with the liberty to select paths for
the realization of project tasks. Creative
thinking also shapes a mechanism
that links experimental and cognitive
methodologies, serving as a distinctive
"bridge" between theory and practice, and
allowing for the identification of a creative
idea as an innovation in the designer's
creative practice

Methods

How is a conceptual idea formulated?
What stages of maturation does it undergo?
What premises of uniqueness does it
encapsulate and upon what are they
founded? All of these questions, and many
more, loom predominantly before educators
in the realm of professional education. The
task at hand is far from facile. The journey
toward autonomous ideation traverses a
rugged path of practical skill acquisition.

It is only at the stage of comprehending
applied tasks that a designer commences to
augment practical skills with the ability to
think. They cultivate their own perspective
on issues, draw upon global experience in
the domain of design conceptualization,
and leverage their knowledge of art history,
architecture, and technology. This signifies
their intellectual evolution, breadth of
erudition, capacity to formulate personal
viewpoints on matters, to react uniquely,
and to boldly advance creative ideas.

The emergence of a concept remains
independent of design conditions and

approaches to solving project tasks. More
often than not, a concept influences the
formulation of specific project conditions
and provides direction towards the
justification of structural and technological
solutions.

The basis of a concept may find its
origins in identified patterns derived from
the analysis of prototypes and analogues.
In addition, the conceptual idea is based on
assumptions and even mottos and slogans
that form, in a sense, the artistic image of
the future object.

The combination of a high degree of
rationality, meaningfulness, systematic
creativity with thoroughness, depth of
penetration into the content of design tasks
is the super-task of design that can turn
everyday things into cultural phenomena,
this is the reason why designer tries to
think in terms of nature and society.

The novelty of the tasks solved by the
designer requires constant reorientation of
consciousness, constant meaningfulness
of actions, and hence personal intellectual
growth, which allows the designer to

keep abreast of the latest engineering,
sociological and artistic achievements.
Therefore, the relevance of the study is due
to the modern requirements of society for
the development of the designer's personal
potential in the process of developing

his professional skills, and the most
important aspect of these requirements

is the development of creative thinking,
intellectual potential, and a broad outlook.

The inner world of the designer assumes
social significance, owing to its diversity
and multifaceted manifestations, as well as
the evolution and development of creative
potential. The inner world of the designer,
the diversity and multidimensionality
of its manifestations, the formation and
development of creative potential acquire
social significance. The purpose of the
artist-designer has changed as an organizer
of a holistic architectural environment for
human life, as a producer of cultural values,
as a creator of new forms of social life.



These changes are based on information
technology, diversification and complexity
of all stages of project activities.

The axiological approach in this context
acts both as a method by which the
transmission of cultural values is ensured,
and as a condition for the development of
the axiological "[", and as a system of value
orientations, which contains cognitive,
emotional-sensory, moral-volitional
components that make up the creative
potential designer.

Discussion

In design, every project idea can be
considered as a multitude of possibilities.
As articulated by Sol LeWitt, "For every
conceptual product that has attained
physical form, there exist multiple
variations that have not been realized in

materiality." (Blum, Lari 217).

The methodology of a conceptual
approach to project ideas involves the
delineation of a series of forms, from which
a student, guided by the specificity and
sequence of contemplations, can arrive at
an original and authored solution. Partially,
the sequence of these actions is reflected
in a diagram that illustrates the stages of
creative thinking. (see fig. 1) (Kamzina
Nadezhda 98).

Methods of sketching in architectural
activity are well-known to us, extensively
expounded upon by Ivan Bogomolov in his
practical handbook. (Bogomolov Igor 138).
The author delves into practical approaches
for idea generation in architectural design.
Immersing ourselves in the exploration of
these techniques has led us to conclude
that they are inherently linked to the
technical stages of form creation. For

[ The process of development of creative potential of a student j
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Fig. 1 The process of developing the creative potential of a student
(Kamzina Nadezhda 98)
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instance, the "living" sketching line of
Ivan Leonidov treats the hand as the

point of departure for creative exploration.
Various principles of sketching, such as
inversion, appliqué, dynamic geometry
(akin to the games with diagonals, energy
of descent, cascades by Yakov Chernikhov,
the defiance of gravity by Konstantin
Melnikov), and so forth. Theoretical and
exploratory drawings by Zaha Hadid depict
the open transformation of initial concepts
as a form of "conceptual painting," giving
rise to something intermediate between
architectural fantasy and a painterly
creation. The architectural sketch here
appears before us as an independent
work of art. The approach of architectural
shaping is interesting, such as the plastic
search for organic analogies in the work
of Santiago Calatrava or the watercolor
method in the study of the light-spatial
environment, the game presentations

of Eric Owen Moos, the minimalism of
architectural graphics by Alvaro Siza,

the emotional paintings of Massimiliano
Fuksas and many other author's
compositions that underlie the conceptual
search. A crucial and integral aspect of
such pre-project work is its authorial
identity, encapsulating the individuality
of the master. Sketching, as a method,
encompasses not only concept but also
function, construction, and form.

But in our study, we were not interested
in the technical search for the concept,
but rather in the analytical one. Where
the format of reasoning on the project
is much broader and touches on many
related issues. This is the case when
philosophizing, reasoning, conjectures,
descriptions form the poetics of the
theoretical approach, forging an interplay
between the designer's intellectual capacity
and practical skill of the artist.

We are not examining the direct creation
of a concept, but rather the cultivation of
conceptual thinking and the means of its
development within the creative practice of
design and architecture students.

or merely "hint" at reality, prompting
the designer to somehow comprehend
and act upon it. In these circumstances,
hypotheses and assumptions are by no
means indicative of professional impotence.
On the contrary, they bear witness to the
designer's audacity and cognitive boldness
— for they tread into uncharted territory.
However, these logical foundations of ideas
and solutions derive their strength precisely
from the fact that the conceptual designer
always maintains the awareness that they
are hypotheses, and is willing to go back
and revise them if his decisions prove
unsatisfactory. (Dobritsyna Irina 196)

Thus, a conceptual designer is adept
at discerning and recognizing the logical
cause behind every idea that justifies
their decisions. The moment of engaging
conceptual thinking can be associated with
a transition to a state of consciousness
where any idea is regarded as an element of
a set. This occurs even when dealing with a
solitary idea, as there exist sets consisting
of a single element or even "empty" sets.

Essentially, the transition from an
idea to a multitude of ideas signifies
an acknowledgment that each concept
possesses not only content but also volume.
This is a paramount characteristic of the
notion, revealing the sum of ideas that can
be deduced as consequences from their
logical foundation.

The concentration of consciousness on
design tasks is a reflection that immerses
the designer in the system of signs,
functions, features and preferences of the
customer. At this stage, the generation
and processing of various forms of
information occur, involving the ranking
and actualization of pertinent data while
filtering out the extraneous. In the mass
of information, it is necessary to find the
right context that is able to create logic
and forms of reasoning, in which the
author defines emotional ideas about
the future object in the form of short
phrases and mottos that can characterize
its image. These phrases emerge and



formulate spontaneously, rooted in the
initial emotional response to the project
assignment. For instance: "Significant,"”
"majestic," "compact,” "intimate,"
"sunny," "joyful," "serious," and so forth.
At times, these phrases might take the
form of a slogan, a proverbial expression,
or a poetic epigraph. The semantic content
of a slogan embodies conceptual thinking,
whereby every idea emerges as an element
within a set. Within the confines of a
concept, not only content but also volume
is immediately conceived. (see fig. 2)
(Santiago Calatrava, tilda.ws)). Through
the utilization of verbal expressions to
convey artistic imagery, a system of
variations emerges for the designer,
providing the capacity to manipulate

an array of possibilities from which the
designer selects only those requisites for
comprehending the idea. In practice, the
use of such verbal concepts becomes more
noticeable.

The next more complex stage of
reasoning is formed on tasks in which the
student's intellect should play a much more
important role than the artist's practical
skill. This is no longer just a search for
a slogan to understand the principles of
shaping, it is a whole range of factors
on the basis of which any design object
can arise, which can reflect the cultural,
philosophical, aesthetic and constructive
preferences of the designer.

In this regard, an experiment was
conducted that stimulates the student to
develop intellect and, as a result, creative
thinking. As part of this experimental
method, the “Collision of Cultures” method
was developed. The concept of “cultural
collision” as a method, already at the stage
of course design, aims to offer the student a
choice of two or more cultures, to produce
their maximum subject identification in
material culture. In this case, culture does
not necessarily mean the culture of any
nationality, but one's own vision of any

Fig. 2: Associative Form Exploration in the Drawings of Santiago Calatrava
(Santiago Calatrava, tilda.ws)

culture - children's, adult, musical, image,
urbanization, "subculture", underground,
etc. Implying culture as stereotypes, signs,
symbols, the behavior of its bearer. The
information accumulated from various
sources is analyzed in order to select the
most characteristic and contradictory

features, thereby building a design
philosophy in the form of a possible concept
of use in various areas of design - graphics,
interior, clothing, etc. filling the medium of
the culture carrier. (Vladimir Efremov 146).
Then comes the most interesting, but
also time-consuming process of posing the
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problem of finding connections, playing
out storylines that are more like designing
a scenario of behavior according to the
laws of dramaturgy. This process can be
described as the meaning formation of a
future project with the aim of identifying
the outlines of an intermediate culture,
i.e., third. This stage of project activity

is characterized by the use of methods

of rituals, traditions, happenings,
performances, designed to overcome the
stereotypical idea of the design object.
This method of shaping is post-plastic
formalism, where the abstraction of an idea
finds the specificity of not an object, but
structures - like music. (see fig.3, 4)

[t is essential to immerse to the image
of the project addressee, designing a new
mentality of behavior, since the designer
designs not an abstraction, but a person
with his inherent qualities. Naturally, this
process bears resemblance to classical
literature with its inherent reconstruction
of main characters and typification of
characteristic traits. The final stage of this
design technique is the shaping of the
subject environment, space, infrastructure
for the designed mentality of human
behavior. It is not a secret - just as a person
creates an environment for himself, so the
environment forms a person. During this
stage of project activity, the form, design,
material support is clarified, and the result
obtained is substantiated. To turn a design
idea into an object, one must have courage
and self-righteousness. Discussing about
modern trends and the complexity of
design tasks that are born on the basis of
this method, one can cite as an example
such as: critical regionalism, nature and
construction, deconstruction as creation,
etc.

Results

In the traditional perspective of the
perception of project activity, the creative
process is a series of successive interrelated
stages that can be represented in a

Fig. 3:Stanislav Shuripa. "Plastic structures,”
imitation of plastic bank cards, 2008 (garagemca.org)

Fig. 4:Stanislav Shuripa. "Paper Parade,"paper Al
and A4, cable, 2008 (garagemca.org)

simplified scheme: immersion in the topic,
study of the material - sketching and layout
- development and graphic presentation
of the project - implementation with
the participation of the author. It is no
coincidence that the word "architect"”
has been used since ancient times - a
creator and master who has the whole
range of skills and abilities necessary
for the implementation of the plan. In
the traditions of domestic academic
education, the term "architect-artist" is
more commonly used, requiring no further
explanation.

In a manual original sketch, a
connection and synthesis occur
between theoretical exploration, as
well as architectural and artistic forms
of expression. There exists a stage of



sketching that we define as functional
sketching. Functional sketching involves
the creation of zoning diagrams, the
determination of necessary connections
between functional blocks, and the
development of diagrams outlining

the organization of processes within a
structure.

Non-standard structures associated
with the figurative side of the project are
also reflected in architectural sketches.
Undoubtedly, sketchy searches for the form
of the future building, in which its artistic
image is born, are most in demand. The
sketch is almost always emotionally filled
and evokes a response from the viewer,
who is attracted by the “liveness”, the
emancipation of the graphics, and the
freedom of presentation of the material.

Thus, the nature of architectural sketch
is multifaceted:

Conceptual and meaningful;

Associative;

Architectural and morphological;

Artistic.

[t simultaneously functions as both
process and outcome:

Possesses pronounced specificity
and associativity;

Encompasses entirety and
individual details;

Expresses the completeness of the
concept and retains the unfinished quality
of a draft;

The sketch is open to dialogue

In this manner, the sketch in the
creative work of a designer exhibits several
characteristics:

Identity in shaping an authorial
language and style;

Conceptuality in refining the
author's intent;

Synthesis at the intersection of
artistic, scientific, and literary directions;

Diverse sketch variations and a
willingness for dialogue;

Intuitiveness, heuristics, and
the procedural nature of the sketch as a
phenomenon.

Sustaining the conceptual designer's
awareness of the content and volume of
the concept, transitioning from the former
to the latter, working with elements of
conceptual volumes, and extrapolating
features of ideas from them allows the
designer to master and navigate through
diversities.

In the process of teaching design,
the core pedagogical challenge lies in
establishing logical connections between
a multitude of academic disciplines and
ensuring the continuous development of
creative skills and abilities in students.
Interdisciplinarity is synonymous with
design, as a realm of activity, the essence of
which resides in the symbiosis of disparate,
bordering disciplines - technology and
art, technology and aesthetics, and so
on (Kamzina Nadezhda 145). In the
diagram (see fig.5), an attempt has been
made to examine the development of a
designer's thinking as a process within
which general-professional notions can be
refracted under the pressure of individual-
personal dominants, revealing distinctive
and creative individuality, mythological
thinking, and much more.

The task of the educator, utilizing these
connections, is to coordinate the intuitive
search for theoretical understanding
of a project, alongside the practice of
compositional form generation, and to
discern the boundaries within which
creativity and novelty are realized. The
designer's arsenal of theoretical knowledge,
the ability to perceive the logic of cultural
development and forms within culture,
empowers them to accumulate positive
experiences, fearlessly experiment, shape a
creative image, and advance
in their professional pursuits (Kamzina
Nadezhda 145).

The "Collision of Cultures" method is
widely employed in the creative work of
many artists, writers, and directors due
to its effectiveness, visual appeal, and
spectacle. Samat Turganbekov discussed
in his work that "The key to understanding
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national cultural modernization is based
on social and cultural development

and renewal. [t is important to note

that it involves describing the cultural
diversity of contemporary societies in

the global social and cultural dimension.
According to many researchers, cultural
universality belongs only to the Western
cultural environment. However, in the
global cultural matrix, it is worth noting
that there are other cultural paradigms,
and they are an integral part of global
civilizational development" (Turganbekov
Samat 94). The provoked plots, scenarios,
and images carry a strong potential for
form creation, allowing for the creation of
original artistic works. The sharp contrast
between the mentalities of representatives
of different cultures, their views, and

customs adheres to the laws of perception,

laws of composition—creating intrigue
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Fig. 5: Model of Professional Thinking Formation
through Interdisciplinarity

as a compositional center that sets up a
system of relationships in visual, verbal,
or plastic constructs. The expressiveness
of the construct is intentionally enriched
by additional elements of the system,
making the result of creative exploration
systematic and cohesive. Thus, a new
formation can emerge in the symbiosis of
opposition, which can be designated as

an intermediate, third culture. Moreover,
it is necessary for nuances, softening
contrasts—again, following the laws of
composition.

As a foundational methodology, the
"philosopher's stone," for teaching design,
it is appropriate to use the inference of
the Russian Eurasian Lev Nikolayevich
Gumilev regarding the birth of a new
ethnicity as a result of the synthesis of
two ethnicities, often opposed to each
other in mentality. The special value of
his hypothesis lies in reflections on the
influence on the formation of society of
practically all the components of the area
where he lived. In other words, a global
synthesis of the system of relationships
occurs, but the main impetus for the
transition from quantitative characteristics
of systems to a new sociocultural quality
is still the moment of collision of cultures
(Lev Gumilev 176).

From the theoretical course of art and
design history, numerous examples of
cultural synthesis can be provided. For
example, the "mudejar" style originated
in Spain during the Arab conquests by
the Arabs during the Arab Caliphate. As a
result, there was a symbiosis of ornateness,
sophistication, multicolor, arabesque,
ornamentality, mystery of the East and
harmony, symmetry, logistics, canonicity,
restraint, and severity of Medieval
Europe. This style was later embraced
and developed by Antonio Gaudi in his
creations in Barcelona at the turn of the
19th and 20th centuries (Vladimir
Efremov 146).

Globalization and the Europeanization
of the ethnicity affected Kazakh architects
at the birth of the city of Astana, as the
capital shaping the image of Kazakhstan,
immersing itself in the semantics of
national culture. (Nabiev, Nurkusheva
3883) Here, at the intersection of modern
technology and historical worldview,
amazing creations are born — Bayterek,
Khan Shatyr, and many others.



Moreover, modern trends in art,
design, and architecture are marked by
the term "postmodernism." (Golubeva
Anastasia, 84). This style is characterized
as modern eclecticism, a blend of
everything and anything, as sometimes
the most unexpected juxtaposition of
disparate elements and materials. For
postmodernism, the purity of style itself
is not important, nor is the external
harmonious integrity, but rather the ability
to collide diverse elements from different
cultures in one object or space. In this case,
an associative, intuitive, subconscious
search for internal connections is required,
not always adequately aligned with the
designer's intentions. Using the culture
collision method, the student receives the
key to the analysis preceding the project
experience; uses the perspective that leads
to the practical use of the results of the
study.

Conclusion

The design philosophy of the designer
must correspond to the "centaurism”,
constantly seeking logical connections,
fields of relationships, interaction
technologies, and methodologies of
interplay as the fundamental professional
project key, with the aim of achieving
fundamental novelty in the project, an
innovative breakthrough into a new socio-
cultural quality of the design product. In our
case, a systemic approach with elements of
creative system engineering is demanded,
which can provide students with with the
essential key to establish the logic of an
educational project and, more importantly,
subsequent professional activities. The key
must be visual, convincing, and possess the
potential for project maneuver.

Such educational developments helped
students to understand the essence of the
ongoing project design processes of the
republic. They received an effective project
key to solve the problems facing Eurasian

design. Studies of the design experience

of Europe help to study the technology of
modern design, the use of new materials,
historical analogues and samples. And
studies of the traditions of Asia - reveal

the portrait of the addressee of the design,
stereotypes of behavior, national customs

- all the necessary constituent elements of
the mentality. Europe is the finished result.
Asia is the process of visibly achieving a
result, which is a more interesting socio-
cultural aspect, and in their synthesis,
based on collision, interaction, and
engagement of numerous cultures, the
phenomenon of Eurasian design must
manifest itself. Samat Turganbekov also
writes about this in his dissertation:
Modern modernization in Kazakhstan is
formed based on the synthesis of the West
and the East. Modernization is based on
stable economic policy, liberalization, and
privatization. In a comprehensive definition
of domestic social, cultural-spiritual,
political, and ideological relations, the
concept of national cultural modernization
is of great importance. National cultural
immunity at any stage must resist any
dangers, confrontations of global time.

In the analysis of the development of
national-cultural modernization, all the
characteristics of local culture, customs,
history, worldview, and the significance of
the political responsibility of social subjects
to increase the effectiveness of the policy of
national-cultural modernization should be
taken into account (94).

Every idea or solution is the trace of
human effort. Each of them has its author,
although not always the one who signs
them. In the practice of conceptual design,
the author's trace is more noticeable than
in others. Among the many connections
that design concepts can form, only what
is necessary for understanding the idea is
deliberately leit.

In other words, products of conceptual
design always reveal a research position
(cognitive intention) demonstrated by
the designer. During conceptual work,
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these intentions become evident; they
are explicated. Through the author

of the design concept, the outermost
boundary of the world created by the
fruits of their conceptual thinking can
be outlined. Design is oriented towards

people and society; it is a tool for satisfying
multifaceted needs in organizing their living
environment since, in the modern world,
the artificial environment predominates
over the natural, regardless of whether we
desire it or not.



DESIGN THINKING AS THE BASIS OF THE CONCEPTUAL METHOD OF THE PROJECT PROCESS

ABTOpnapabiH, yneci

M. 10. UnbuHMYHA — TYKbIpbIMAAMAHbI 33ipaey; UAEsHbI KANbINTacTbipy;

anblHFaH ManiMeTTepAi 3epTTey, Tanaay XaHe UHTepnpeTauusanay; MaTiHAI AaiblHAAY XKaHe
eHAey; KoMmKa3baHblH anfallKbl HOBaMbIH KanbINTAaCTbIpy; MakanaHblH, COHFbl HYCKAChIH
6eKiTy; KYMbICTbIH, 6apAblK acnekTinepiHe xayankepLuinikneH Kapay.

J1. T. HypkyweBa - TyXXblpbiMAaMa a3ipfiey; Heri3ri Makcatrap MeH MiHaeTTepai
TYXKbIpbIMAAY; 3€pTTeyNep XYpridy, atan auTkaHLa, AanenaeMenepai KuHay, anblHFaH
ManiMeTTepLi MHTepnpeTaumanay; MaTiHAI AalblHAAY XXoHe eHAeY; KomKa3ba
06ACbIH TY3€TYy XaHe KyHAbl NiKipAi eHri3y apKbiabl OHbl CbIHW BHAEY; MaKana MeH
OHbIH, KOPbITbIHAbI 681iMiHiH, COHFbl HYCKACBIH Xacar, COHFbl HYCKAHbIH, TYTaCTbIFbIH
KanbINTacTbipy.

Bknap, aBTopoB

M. 10. UnbuHMUHA - pa3paboTka KoHLenuuu; GopMMpoBaHMe ULEN;

npoBeAeHne UCCNeL0BaHUI, aHANU3 M MHTEPMNPETALMSA MONYYEHHbIX AAHHbIX; MOArOTOBKA
W pefakTMpoBaHue TekcTa; GOpMMPOBaHME NEPBOM pefakLMKM YEPHOBMKA PYKOMMUCH;
YTBEPXKAEHME OKOHYATENbHOrO BapMaHTa CTaTbU; MPUHATUE OTBETCTBEHHOCTM 3a BCe
acnekTbl paboTbl.

J1. T. HypkyweBa - pa3paboTka KoHuenuumn; GOopMyInpoOBKa KNHOYEBbIX Lienem 1

3a/la4; NpOBefEHNEe UCCIe[0BaHUIA, B YaCTHOCTH, COOp A0OKA3aTeNbCTB, MHTeprpeTaLms
MOJTyYEHHbIX LAaHHBIX; MOArOTOBKA U PeaKTUPOBAHWE TEKCTA; KOPPEKTUPOBKA YEPHOBUKA
PYKOMUCKU U €ro KPUTUHYECKUI NepecMoTp C BHECEHWEM LLEHHOTO 3aMeyvaHus;
(hopMMpOBaHME OKOHYATEIbHOrO BAapMaHTa CTaTby, 3aKOYEHNUS U LLENIOCTHOCTU
OKOHYaTeNlbHOro BapuaHTa.

Contribution of authors

J. 1. Mazina - development of the concept; idea formation; research, analysis and
interpretation of the obtained data; preparation and editing of the text; formation of
the first draft of the manuscript; approval of the final version of the article; taking
responsibility for all aspects of work.

L. T. Nurkusheva- development of the concept; formulation of the key goals and
objectives; conducting research, in particular, collecting evidence, interpreting the data
obtained; preparation and editing of the text; correction of the draft manuscript and its
critical revision with the introduction of a valuable comment; the formation of the final
version of the article, of the conclusion part and the integrity of the final version.
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Anpatna. Makanaga KOHLEeNTyanmn3M TyXKblpbiMAAMAChl AM3aMH 4iICI peTiHAEe KapacTbipbliaabl.
KoHuenums kepereHaikneH 6omxay, onnay, MaceneHi GunocopuabiK XarblHaH NanbiMaay KabineTiHiH,
KbI3MeTiH aTkapaabl. On An3aiHepiK WbiFapMallblibiKTa aBTOPAbIH, 3CTETMKANbIK 6aroapnapbl MeH
KanaynapblH aHbIKTamn, AM3aiHEPiH KeKe KONTaHOaCbIH KabiNTacTbipyFa KOMEKTECE,.

AKnapaTneH XyMbIC aBTOPAbIH O KOPbITY YLiH AYPbIC KOHTEKCTI Taba 6iny KabineTiH
aHbIKTanabl, 6bonawak 06bekT (hopMa) Typanbl SMOLMOHANABI-KOPKEMAIK MaesnapablH, NOrMKaCbIH
aHbIKTayFa KeMeKTecesi, aBTOPAbIH, MAEACIH alabl, AYHUETAHbIMbIHbIH, KEHAIT MEH AN3AWHEPAIH,
WHTENNEKTYaNnablK AAMbIHABIFbIH HEri3aenai. Oaic AM3aiHepai CMpeK YLbIpanTbiH Biperei wewimre
Kenin, >xobasnblK TancbipManapAblH, aBTOPJIbIK HYCKaAa OpbiHAANYbIHA XXETEeNeMnTiH Xxobanay anabiHaaFbl
apekeTTep Ti3beri peTiHae KapacTblpbliaabl.

CryneHTTepai xxoba anfablHAAFbl TEPEH, OMFa BaTblpyablH MyHAAM SA4iCTEPi SKCNEpUMEHTaNAbl
K©3KapacTbl AaMbITafbl XaHe 0banay NpoLeCiHiH ToXipNOECiH «LblFapMaLLbINbIK» PETIHAE
Kapactblpaabl. CryneHTTepai xxobanayablH aHaNUTUKANbIK NpoLecTepiHe 6ayny afici naHapanbIk,
[M3aliH TEOPUSCbl MEH MPAKTMKAChl apacbiHAAFbl «KKeMip» PeTiHAE KbI3MET eTiM, OM-6pic KeHAIriH
KanbINTacTbipaAbl, aknapaT aFblHbIHAH ©3iHEe TYCiHiKTI NPUHLMNTEP MeH haKTopnapAbl TaH4ayFa KoHe
»obanay Aani3iH KypacTbipyFa KeMeKTeceni aereH 60/mKkaM xacayFa MyMKiHIIK 6epesi.

oficTep MeH MaTepuangapaa nambiMaaynap Ti3beriH Kypy )XaHe KOHLEeNLUMSHbI aHbIKTay MblCanaapbl
KeNnTipinreH: 0O6bekTiHiH KepKeMAiK-3CTeTUKANbIK BeMHECH, MilliHAey NPUHLMNTEPI, KOHCTPYKTUBTI
YKOHE TEXHONOMMANbIK WeLiMAepAin Herizaemenepi. LbirapMalbinbik, oMnayabl 4amMbiTy hopmachl
YKOHE AM3aniHepaiH KaCibu Ky3bIpeTTiNiriH, OHbIH WbIFAPMALLbIbIK d/1€YETi MEH XeKe KONTaHOaCbIH
KanbINTaCTbIPYAblH, WAPTbl PETIHAE «MIAEHMUETTEP KAKTbIFbIChI» aTTbl aBTOPJIbIK, 94iC MbICabl
KenTipinreH.

TyiiiH ce30ep: TY>KbIpbIMAAMa, KOHLENTYaNM3M, LblFapMaLLbUIbIK 0iNay, )K06asblK, LblFapMaLlbibIK,
LUbIFAaPMaLLbINbIK, AM3aMH-K06anay aaicTepi.

Aaiiekce3 ywiH: Ma3unHa, lOnus xaHe J1a33aT HypkywweBa. «[An3anHablk ornay xobanay npoLeciHiH,
TY>KbIpbIMAAManbIK dAiCTeMeCiHiH Herisi peTiHae». Central Asian Journal of Art Sdudies,T. 8, N2 3, 2023,
46-61 6.DO0I: 10.47940/cajas.v10i3.736

Asmopnap KomuazbaHbIH COHFbI HYCKACbIH OKbIN, MAKY/10a0bl #aHe Myddesnep KaliliblbIFbl HOK
eKkeHOi2iH ManiMOeloi.

INTERDISCIPLINARY STUDIES OF THE ART OF CENTRAL ASIA ‘i‘ CAJAS Volume 8. Issue 3. 2023



Issue 3. 2023

CAJAS Volume 8.

INTERDISCIPLINARY STUDIES OF THE ART OF CENTRAL ASIA

DESIGN THINKING AS THE BASIS OF THE CONCEPTUAL METHOD OF THE PROJECT PROCESS

HOaua Masuna

Yuusepcutet umenu C. Topatirsiposa (I1aBnonap, Kasaxcran)

Jlsizzar HypkyeBa
Mexxnynapoanast obpagobatesibHast Kopriopauiust (Kazaxckast rosioBHast apXUTEKTYPHO-CTPOUTEJIbHAS

aKazemMus )
(Anmarsl, Kazaxcran)

OU3AH MBILWIEHUE KAK OCHOBA KOHLIENTYAJIbHOM METOAUKM MPOEKTHOIO NMPOLIECCA

AHHOTauus. B cTaTbe paccMaTpuBaEeTCs NOHATME KOHLIENTYaIM3M Kak METOA AM3aiiHa. KoHuenuus
BbICTYNaeT Kak NpeABUAEHNE, CIOCOBHOCTb paccyxaathb, dunocodcraoBatb. OHa GopMUpyeT aBTOPCKME
3CTETUYECKME OPUEHTUPBI U MPEANOYTEHNUS B MPOEKTHOM TBOPYECTBE, NOMOraeT chopMMpPOBaTh
MHOMBWAYANbHDINM NMOYepK Au3aiiHepa.

Pabota c nHdbopmauumelt onpenensiet yMEHUE HAXOAWTb BEPHbIA KOHTEKCT paccyAeHWM, moMoraeT
onpeaensTb IOFMKY 3MOLMOHAbHbIX M XYA0XECTBEHHbIX NMPeacTaBaeHni o byayliem obbekTe (GopMme),
pacKpbIBaeT aBTOPCKYH ML, 060CHOBbLIBAET WMPOTY KPYro30pa U MHTENNEKTYabHY NOArOTOBKY
NpoeKTUPOBLUMKA. MeTos paccMaTpuBAETCS Kak LenoyKa npeanpoeKkTHbIX 4eMCTBUI, KOTOPblE MOMOratoT
NpUBECTU AM3aiiHepa K YHUKaNbHOMY PeLIeHWI0 U aBTOPCKOM peanu3aumm NpoeKTHbIX 3a4au.

Mofo6Hble METOAB! MOFPYXKEHUS CTYAEHTOB B MPEANPOEKTHbIE PACCYXKAEHWUS Pa3BUBAIOT
3KCMepUMEHTaNbHbIN NMOAXO0A, ONPEAENOT NPaKTUKY MPOEKTHONO MPOLLECCa, KaK «TBOPYECTBOY.
MeToaunKa NOrpy>KeHWs CTYAEHTOB B aHANIMTUYECKME NPOLLECCHl AN3aMH-MPOEKTUPOBAHUS NMO3BONSIET
BbIABUHYTb NPEANOIOKEHUE, YTO MEXANUCLMMNIMHAPHOCTb BICTYNAET KMOCTOM» MEX.Y TEOPUEN U
MpPaKTUKOM NMPOEKTUPOBAHMSA, DOPMUPYET LUMPOTY KPYro30opa, No3BoNseT 0To6paTh M3 MHOOPMALMOHHOTO
MOTOKa UMEHHO eMY MOHSATHbIE MPUHLMMbI, GAKTOPbI U BLICTPOUTL MPOEKTHbIA KOPUAOP.

B MeTopax u Matepuanax npuBOASTCS NPUMEPDI, Kak MOXeT hOPMUPOBATLCS Lienoyka
paccyXAeHUi U onpeaenseTcs KOHLENUMs: XyA0KeCTBEHHO-3CTETUYECKMIA 06pa3 06bEKTA, MPUHLMUMbI
tbopmM0o06pazoBaHMs, U ONPABAAHHOCTb KOHCTPYKTUBHO-TEXHONOMMYECKUX peLueHuid. MpuBoauTcs B
NpUMep aBTOPCKMUi METOA, KCTONIKHOBEHMS KYNLTYP» Kak GOpMa pa3BUTUSI TBOPYECKOTO MbILLNEHUS U
ycnoBue Ans peanusaumnm npoheccuoHanbHbIX KOMNETEHLMI AnM3aliHepa, ero TBOPYECKOro NoTeHLMana
1 HOPMMPOBAHMS MHAMBUAYANBHOIO NOYepKa.

Kntouesble cn08a: KOHLEMLMS, KOHLENTYANM3M, TBOPYECKOE MbILUNEHUE, TPOEKTHOE TBOPYECTBO,
KPeaTMBHOCTb, METOAbI AU3aiH-NPOEKTUPOBAHMS.

Ans yumuposarus: MazuHa, tOnus u J1933aT Hypkylwesa. «13aiiH MbllWieHUe Kak OCHOBa
KOHLIeNTyanbHOW MeTOAMKM NpoekTHoro npoueccay. Central Asian Journal of Art Sdudies,T. 8, N2 3, 2023,
c.46-61.DO0I: 10.47940/cajas.v10i3.736

Asmopel npodumanu u 0006punu OKOHYamesbHolli 8aPUAHM pyKonucu U 3aseasom 06 omcymcmauu
KOH@IUKMA UHMepecos.
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UHTEIPALIUS
APT-TEPAIUU U
MY3bIKAJIbHOU TEPAITUU:
UCTOPUYECKWUH OB30P

U TEOPETUYECKUE
®PEUMBOPKHU

Akmapaan baiikyatosa ', Payman Hypra3sa '

'Kasak yaTThiK oHep ynusepcuteTi (Acrana K. Kasakcran)

AHHoTaums. MiccnepoBaHne CPOKYCMPOBAHO HA BAXKHOCTM apT-Tepanmu B MMPOBOM KY/IbTYPHOM
NPOCTPaHCTBE. SIBNSASICb reTEPOreHHOM, apT-Tepanus BMeLaeT B cebs He TOIbKO MeToAbl TPAANULLMOHHOM
ncuxoTepanuu, Ho U «GuUnocodunpysacb» aKTyanuM3nMpyeTcs Kak CpeAcTBO «KrapMoHM3aLmumy. Llenbio
nccnenoBaHUs SBNSETCS aKTyanu3alus METOLOB IeYeHMs, CYLLLECTBOBABLUMX U3LpEBE B TPAAULMOHHOM
KYNbTYp€e Ka3aXCKOro 3THOCa C MPUMEHEHMEM UIPbl HA KOObI3e. Bo3poxaeHne ayTEHTUYHbIX U
OpraHU4ecKmnx NpakTMK U TEXHWUK rapMOHM3aLMM NCUXMKU YeNOBEKA BECbMA aKTyaslbHO B COBPEMEHHOM
o6bLLecTBe, B KOTOPOM HApaCcTalOT MCUXMYECKOE HaMNpsKeHME U AyLIEBHbIN AMCKOMPOPT. ITy npobnemy
BO3MOXHO PELUNTb C MOMOLLbIO MNO3UTUBHOIO BO3AEMCTBMS MCKYCCTBA HA NMCUXUKY YenoBeKa.
Mys3blKa/lbHOE UCKYCCTBO MOXKET CTaTb OAHMM U3 Hanbonee 3¢ eKTUBHbIX CNOCOBOB apT-Tepanuu,
MOCKOJIbKY My3blKa C APEBHMX BPEMEH, U Y PA3/IMYHbIX HAPOLOB 0Ka3biBasa CMbHOE BO3AENCTBME HA
yeroBeka.

B cTatbe 060CHOBbLIBAETCS MPUMEHEHME My3biKa/lbHOM Tepanuu Kak 0OA4HOr0 M3 HarnpaBneHWUI
apT-Tepanuu B Ka3axCTaHCKMX peanusx. B kayecTBe spkoro npvmMepa paccMatpuBaeTcs
My3bIKOTepaneBTUYeckui koHuepT PaywaH Opa3baeBoi «AKKY Casbl», KOTOPbIA COCTOSNCS 4 MIOHS
2023 ropa B r. ActaHa. AHanu13 BeAyLwmMX MUPOBbIX TepaneBTUYECKMX LLKO NO3BONA CAENATb BbIBOA,
YTO HapsAy C NCUXOKATapCUCOM ApUCTOTENS KNKOYEBLIM GAKTOPOM BO3AEMCTBUS HA MCUXMKY YEN0BEKA
npesCcTaBiSeTCs My3bika, B HALWEM C/ly4yae — TPaAMLMOHHOE My3blKaZlbHOEe Hacneaune, KOTOpoe SB/SeTCs
Hanbonee 3pPeKTUBHBIM AN OKa3aHMS Kak NCUXOPU3MONOrMYECKOro BO3AeNCTBUS U OAHOBPEMEHHO
MCMOsb3yeTCs KaK CPEACTBO «IHEPreTMYecKoro 06MeHay, KrapMOHU3aLUN».

OCHOBOW METOL0NOMMK UCCNEN0BaHUS SBNAIOTCS 06LLEeHayYHble MeTOAbl aHaM3a U CUHTE3a,
ncnosibsyemble As OnpeneneHns YHUBEPCabHbIX U cneuudUyYeckmx Npu3Hakos apT-Tepanuu B
Kazaxcrane. [lng onpenenexms obuel TeHAEHLMM My3blKasIbHO-TEPANEBTUYECKMX LUKOA Obl1 MPUMEHEH
MCTOPUKO-reHETUYECKMI MeToA. Ha oCHOBaHMM pe3ynbTaToB CTaTUCTUYECKMUX AAHHBIX, MOMYYEHHbIX
nocpeacTBOM OMpoca U MHTePBbLIO Bbin caenaH BbiBOA, 06 3 PeKTUBHOCTM TepaneBTUYECKOro
BO3/eMCTBUS TPAAMLIMOHHOM Ka3aXCKOW My3blKM NMOCPEACTBOM 3BYy4YaHWS KOObI3a B COBPEMEHHbIX
peanusx.

Knioyeswie cnoea: apT-Tepanus, My3blKanbHas Tepanus, LaMaHCTBO, TPALULMOHHAS My3bika,
NCUXOKATAPCHUC, BIUSIHUE MY3bIKM, 3HAYEHKUEe TeMBPa, CaKpasbHOCTb KObObI3a, KOUYHOLLME TeMb, aKKY.



Ans yumupoeanus: balikyatoBa, Akmapan u Paywan Hyptasa. «<MHTETPALUNS APT-TEPATNA U
MY3bIKATbHOM TEPAMMMU: UICTOPUYECKIMI OB30P MU TEOPETUYECKME ®OPEMMBOPKMW». Central
Asian Journal of Art Sdudies, . 8,N2 3,2023, c. 62-84, DOI: 10.47940/cajas.v10i3.738

Asmopbl npoyumanu u 0006puu OKOHYamesbHbIL 8apUAHM PyKONUCU U 3ase/som 06 omcymcmeuu

KOHG/IUKMA UHMepecos.

BBepeHue

pT-Teparnusi UMeeT JipeBHee
npoucxoxjaenue. Ee npototunom
OblJIM pa3JIHyHble BUbl CAKPAJIbHOTO
MCKYCCTBA, KOTOPbIE MPUMEHSIIUCh C
Jie4eOGHOM LeJIbIo U BKJIIOYaJIH B ceOs1
Maruyeckui, TMAaKTHIECKUH, 9CTeTHUECKUH
1 IPyrre KOMIOHEHThI TepareBTHIECKOTO
Bo3zieicTBHUS1. Ellle Ha 3ape uesioBeuecKon
LIMBUJIM3ALMH MYy3blKa CylllecTBOBaJla
Kak ojiHa U3 PopM abCTPaKTHOTO U
MPUMHUTHBHOTO HCKyccTBa. [TosTanHo
pas3BHBasiCh, 9TH NepBOOOPa3bl aApT-
Tepanuu NPUHSIN BUIL apXauuecKux popm
MCKYyCCTBa, O0JbLIIAS HACTh KOTOPBIX
BIOCJ/IE/ICTBUH COXPAHUJIACh B HAPOAHOM
TBOpUECTBeE.

B crpanax 6sin:kHero u jajbHero
3apy6erKbsi, My3blKaJibHasi Teparnus,
SIBJIASICh OJTHUM U3 BHJIOB apT-Teparuu,
BO3HMKJIA KAK CMelHaJM3UPOBAHHOE
HarnpasJeHHe MeIMUHHbI, ¢ TPUMEHEHHEM
TeparneBTHYECKUX BO3MOKHOCTEH B
LLIMPOKOM CITEKTPe pacCTPONUCTB: O0JIe3Hb
Anburefivepa, ayTH3M, pasJjiiuHble
TPYIHOCTH aJIalTALUH, HECTTIOCOOHOCTh
K 00y4eHHI0, TPEBOXKHbBIE COCTOSIHHS U
MH. 11p. PegynbraThl 3 dhekTHBHOCTH
My3bIKasibHOH Tepanuu (nanee MT)
MOJITBEPKIAIOT MHOTOUHCJIEHHBIE MUPOBbBIE
MCCJIeI0BaHUS U HayuHble MyOJHKALHH.
OnHako oHa 710 CUX MOp He SBJSETCS
NPU3HAHHOW M I0CTATOYHO UCCJIEI0OBAHHON
B KazaxcraHe, HU Kak ycTosIBLLAsICS]
OTpaciib MeJIMLIMHBI, HU KaK 06J1aCTh
ncuxoTeparnuu 1, Tem 0oJiee, HU KaK OJIUH

M3 MPEMETOB B MPO(eCCHOHATBHOM
MY3bIKaJIbHOM 00Pa30BaHUH.
WMudopmauyn o cucteMaTHieckom
MPUMEHEHUH U BO3MOXKHOU POJIH B
KauecTBe MeTo/1a JIeUeHHUs!, KOPPEKLHH
J160 rapMOHU3alIUK KpaiiHe MaJio. DTO
noOyAMJI0 HAC K H3YYEHHIO IAHHOH TeMBl.
CrielyeT OTMETHUTb, YTO apT-Tepanus B
COBPEMEHHOCTH SIBJISIETCS OJIHON U3 «30H
pa3BUTHSI» HE TOJBKO MCUXOTEPAIHH

1 COBPEMEHHOH KYJIbTYpbl B LIEJIOM,

HO M UCMOJHSIET (PYHKIHUH, KOTOpbIE
«TPaJMLMOHHO UCTIOJHSIA (PHITOCOPHST»
(Cyuysiun, Tuxonosuu 46). BoJsiee Toro,
Ha JaHHOM 3Tare BpeMeHH He CyLeCTBYeT
KaKHX-/J1160 TPaHHULL, Pa3aesioninx
HayuyHble U MICHXOTeparneBTHYeCKHE METO/IbI
OT CTpaTeruil uckyccTna. «Mx s3biku He
o6ocabJBatoTest Ipyr ot apyra. Muorue
HarnpasJeHNsl HAUMHAIOT HCTOJIb30BATh

B cBOel pabGoTe MeTacopy, pacteT
TMOMYJISIPHOCTb T€Paruy TBOPUECTBOM,
pacTeT TpaHCHepCoHaNbHbIN MOAX01»
(Mopososa, Co6oJies 50)

[To nanpassenuto MT Gbl1o npoBeeHo
HeMaJsloe KOJIMYeCTBO HCCIIe/I0BATE/bCKUX
paboT, KaxK/ibli U3 KOTOPBIX MOCBSIIEH
pasyMuHbIM ero acnekram. Mcropuko-
TeopeTnueckor ctopone MT ynenun
BHHMaHHe ydeHbli-Bpay Anton Hoiimaiip
(Mysbika 1 MeininHa), a TakxKe
MCTOPHYECKHE NPUMEPbI CTAHOBJIEHHS
MT npencrasnensl B Tpyne Banentuna
[Terpyuna (MysblkasbHast NCHXOJIOTHS ).
O630p ucropun MT npencrapnen B paboTax
— Kenneth Bruscia (An Introduction
to Music Therapy), aBTop ananmusupyer
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pasBUTHE B 3TOH 00J1aCTH, HAYMHASA OT
JIPEBHUX BPEMeH J10 coBpeMeHHocTH; Gary
Ansdell (Music as Medic. The History of
Music therapy since Antiquity) nuccnenyer
MCTOPHYECKHE M KyJbTypHble acrekTbl MT,
B pabote o6cyxnaercs paspurie MT B
pa3HbIX CTPaHAX U KOHTEKCTAX.
[Tpodunakruueckuit acnektr MT
ugydaet Ksan Tapxanos (O BausiHuu
MY3bIKHM Ha 4eJIoBeYeCKUIH OPTraHnu3M ),
€ro KCrepuMeHTaJbHbIe JaHHbIE O
PeCTUTYLIHOHHOM BO3/IEHCTBUH MYy3bIKH
Ha MBbIIIIIbI, 3HaUueHHe BBICOTHI U TeMOpa
MIOMOIVIH la/IbHEALLIHM UCC/Ie10BAHUAM
B 3TOM pyciie. OO6001IN JaHHbIE O
BO3MIEHCTBUH My3bIKH Ha UeJioBeKa
Baanumup Bexrepes (Bonpochi,
CBsI3aHHbIE C JieyeOHbIM U TUTMEHUYeCKUM
3HAUEHHEM MY3bIKH ), TJIE TTPEICTaBIEHbI
IKCIEPUMEHTBI, CBA3aHHbIE CO
3HAYUMOCTbIO pUTMa. JleueOHbIM acrneKTam
MT, kotopasi pagpaGorana GoJibliie
JPYTHX, MocBsiiieHbl Tpyabl — Christian
Gold (Effects of music therapy for children
and adolescents with psychopathology:
a meta-analysis), rie paccmatpuBaercs
1 TIOJITBE PKIAETCS MOJI0KUTEIbHBIN
s¢pdekt MT Ha pasanuHble COCTOSTHUS
MICHXHYECKOTro 3710pOBbsl. B ncenenoBannm
Monika Geretsegger (Music therapy
for autistic people) paccmarpuBaercs
s¢dekruBHocTh MT B yayulieHun
COLMAJIbHBIX HABBIKOB, KOMMYHHUKALIUH U
9MOLMOHAJIBHOTO GJIarOTOJy Hs JIIOAEH
¢ ayTuamoM. M3BeCTHbI My3blKaJbHbIH
TeparneBT 1 yueHblil Kenneth Aigen
(Music-Centered Dimensions of Nordoff-
Robbins Music Therapy) uccaenyer
MY3bIKaJIbHO-OpPUEHTHPOBAHHbBIH MOJXOJL B
pamkax MT Hopno-Po66unca. Asrop
paccmaTtpuBaeT, Kak (hoOKyCHpoBaHHe
Ha My3blKe B KauecTBe LeHTPaJbHOr0
CpeJICTBA BJUSET HA TePANeBTHUECKHH
NPOLECC U pPe3dyJsibTaThbl B paMKax AaHHOI0
nosaxona. Hecmotpsi Ha umerolimecst
TPYAbl U HAKOTIJIEHHBIH Oarax 3HaHWH,
KJaccupUKaLMn paspaboTaHHbIX
npo6sem MT ellle He UMeeT CTPORHON
cucteMbl. PyHnameHTanbHbIE PaGOTHI,

paccMaTpHBaloLIKe BJAHSHHE LEeJ0CTHOH
CHCTEMbl BO3/IeHCTBHS My3bIKH Ha
yeJsioBeKa, He CHCTEMATH3HPOBAHBI.

B Kasaxcrane ¢ Touku 3peHnsi HayKu
HarnpasJeHHe apT-Teparnuu MaJjo H3y4eHo.
C HeslaBHEro BpeMeHH MOsIBJSIOTCS
MCCJIeI0BaHNS, B KOTOPBIX B OOIINX UepTax
obcyrKiaeTcs BO3CHCTBUE TPAAUIIHOHHON
MY3bIKH Ha TICUXHKY ueJsioBeKa. Tak,
Hanpumep, Kymyc:kan MykyliieBa
(I'Tcuxosiorust My3biki KoObI3a ), H3yuaeT
BJHsIHME HH(PA3BYKOB Ha Yesl0BEUeCKUH
opranuam, a Anap Banuesa u yKanap
Toxyuiera (Bectnuk Kazaxckoit akanemuu
00pa3oBaHUs1) PACCYKIAIOT O KYJIbTYPHOM
HacJIeIMM Ka3axoB C TOUKH 3PEHUsT
My3blKoTepanuu. Tem He MeHee, Ha
COBpPEMEHHOM 3Tare ypoBeHb UCCeI0BAHUN
B BOMPOCAX apT-Teparnuu HaXoIuTes
Ha CTaJIMK MOCTAHOBKH MPOOJIEMBI.
MHoroJieTHue 1 TJIyOOKHE HCCIeI0BAHUS
C MPUBEEHUEM TOUHBIX CTATHCTHUECKUX
JIQHHBIX BUJIITCS MEPCIEKTHBHBIM
HarpasJseHueM OyIylIUX HayuHbIX
M3BbICKAHUH, B YHCJI€ KOTOPBIX HAXOIUTCS
JlaHHas paboTa.

B KazaxcraHe 1o cpaBHeHHIO ¢
HayuYHbIMH HCCJIEI0BAHUSIMU HanboJiee
pasBuTa apT-Teparnusi ¢ NpakTHYeCKoN
CTOPOHbI, @ UMEHHO B KOHLIEPTHOH
JIeATeTbHOCTH KaK OT/eIbHBIX My3bIKAHTOB,
TaK M TBOPYECKHX KOJIJIEKTHBOB. BHUMaHHIO
cJlylLIaTe s pecTaB/eHbl HHTEPeCHble
TBOpYECKHE MPoeKThl: «Jleuenune
MCKYCCTBOM>» — KOHLEPT, COCTOSIBLINFCS
14 mapra 2023 rona B peabUJIMTallHOHHOM
neHtpe «Meitipim» 'KO «Kamepara
Kasaxcrana». B crnieupanbHoil nporpamme
npo3Byvasu npoussenenust Mouapra,
[Ibsonsl, qu Karnya, uccienoBanHble
3apy6eKHBIMH YUEHBIMH Ha NpeMeT
5 HeKTUBHOTO BO3EHCTBHUS HA CaylIaTe/si
C TOUKH 3pEHHUS Tepanuu; « DTHOTEPIIUsI»
— KOHLLePT y4yacTHHUKa rpynmbl « Typan»

M MCMOJIHUTEJIS] HA TPAULMOHHbIX
My3bIKaJIbHBIX MHCTpyMeHTax CepHka
HypmoJinaeBa, B 0CHOBY KOTOPOTO JIerJH
Kazaxckue Kiou. Heo6XoaumMo OTMETHTB,
YTO JIaHHBIE TIPOEKTHI LIEHHBI ¢ TOYKH



3PEHHUsT SMITUPUYECKOTI'0 3HAHUsA, C Hay‘-lHOﬁ
TOYKH 3pCHUSA KaKOH-JMOO0 aHAJIMTHKH He
[IPOBOANJIOCD.

MeToabl

[IpaBoMepHBIM MpeiCcTaB/IsSeTCS
paccMOTpeHHe apT-Tepanuu B JaHHOM
MCC/Ie/IOBAHUM KAK reTeporeHHoro o6’bexTa,
KOTOPBIH B IAHHOM CJlyuae nojipazymMeBaeT
00beIMHEHUE PA3JMUHBIX HCTOUHUKOB,
Jloruk 1 BpemeH. Tak, npocsienus
passute MT, MOXKHO YBHIIETH IBOJIIOLMIO
My3bIKaJIbHOH MCUXOJIOTHH U TeOpeTHUeCKHe
OCHOBbI, MPeJICTaBJIEHHbIE PA3JTUUHBIMU
1IKOJIAMH B MTPOllecce CTAaHOBJIEHHS apT-
Tepanuu. JIyis 3TOro B ucc/e10BaHUN
NPUMEHSIETCS UCTOPUKO-TeHETHUECKHH
MeToJ1, 6J1aroiapsi KOTOPOMY H3 UEThIpex
Beayux mkosa MT ynanoch BbiAeUTh Kak
Ux 0011IMe, TaK U OTJIMUUTEJIbHbIE YEPTHI.
Hapsiy ¢ 3TMM MeTo10M, JJ151 BBISIBJEHHUS
MCI0JIb3yEeMbIX METOIMK JaHHBIX MUPOBbIX
uikosax MT npumensitorest obiieHayHble
METO/Ibl aHAJIH3a, a TaK¥Ke METOJl CHHTEe3a
JUIst onipe/iesieHust OObeUHSIIOLINX
(haKTOPOB B JIAHHBIX 1LIKOJIAX.

BriepBble B HAaCTOSIIIEM HCC/IEIOBAHUM
SMIHUPUUECKHHE OTBIT B BUJIE
MY3bIKOTEPAreBTHIECKOTO KOHIlepTa
«AKKy casbl» pacCMOTPEH C HayYHbIX
MO3WLHKH, OCHOBAHHBLIX Ha Oara<e
TEOPETHUECKUX 3HAHUI MUPOBOH apT-
Tepanuu. Meton HaGJI0IeHUST TO3BOJIHI
NPOCJIEIUTh PEAKIIUH CYLIATENbCKON
ayJIuTOPHUH BbIllIEHA3BAHHOTO KOHLIEPTA, a
MEeTOJl HHTEPBbLIOWPOBAHUST HCTIOJHUTEIS
Ha KoObI3e CMOCOOCTBOBAJ PACKPBITHIO
OCHOBHOTO 3aMbicj1a aBTopa wieu. [1o
pe3yJibTaTaM HCMOJb30BaHUST METOJIOB
COLMAJILHOTO OMPOCca ¥ MHTEPBLIOUPOBAHUS
PECIOH/IEHTOB ObIJIK OTpe/iesieHbl
CTaTHCTHUECKHE JIaHHbIe 10 3(h(DEeKTUBHOCTH
MT u crenenu ero Bo3nelcTBUS Ha
CJIyLIaTeIs.

Aunckyccua

[IInpoko U3BeCTHO, UTO ellle B
AHTHYHBIX IIMBUIIH3aLMsx [Tudarop,

Apuctoresb, [lnaTon BeIIBHIH

11esIeOHYI0 CHJTy BO3J€HCTBHS MY3bIKH.
CoryiacHO UX MUPOBO33PEHHIO, My3blKa
yCTaHABJMBAET MPOTOPIMOHAJbHBIH
TMOPSIIOK U TapMOHMIO BO Beell BeesieHHOH,
C1071a BXOJMJIM U HAapyllleHHe FapMOHHU

B uesioBeveckoM Tedie. [lnaron cosnan
yueHHe O pas/IMuHOM BO3J€HCTBHH Pa3HbIX
JIAZIOB HA MCUXUKY M TMOCTYTKH YeJIOBEKa.
Hanpumep, dpuruiicknti nan crioco6cTByeT
YKPEIJICHHIO YesloBeKa Kak BOMHa, a
JIOPUACKUH GJ1aronpUsTCTBYET MyAPbIM
neiictBusim (Penoposuu 2). CorsiacHo
yueHHio ApUCToTe s 0 TICHXOKaTapcuce,
Jlyl1a 3puTeJist M CayliaTesis B npolecce
CJIyIIaHUS ¥ BOCTIPUSITHS IPEBHErPEUECKOH
TpareiMt, CJIOBHO «0CBOOOXKIAETCS »

ot appexron 60ae3HU. OH BepuI, 4TO
«Te, KTO CTPajas OT HEKOHTPOJIHPYEMbIX
9MOLUH, BEPHYTCS K CBOEMY HOPMaJIbHOMY
COCTOSIHUIO MOCJIe MPOCYIIUBAHUS
MY3bIKH, KOTOpasi BO3HEC/Ia UX 1N K
sKkerady» (Chiu and Kumar 205; Klein
and Winkelstein 78). Takoe nonumanue
MICHXUYECKOTO BO3NEHCTBUS MEXaHH3MOB
MCKYCCTBA ChIFPaJio 3HAYUMYIO POJib

B JlaJIbHEHIINX HCCIEIOBAHUSX KaK
MY3bIKAHTOB, TaK U MCHXOJIOTOB.

B 1ipeBHEBOCTOUHBIX LIHBUJIM3ALHSIX
(Mupuu v Kurae), npuaaBanu BaxcHoe
3HAUEHHe BJUSHHUIO MY3bIKH Ha TylTy
yeJioBeka. Mysbika Obljia MpsIMbIM
MPOJIOJIZKEHUEM JIPEBHEKUTAHCKHUX
(hr10coPCKO - peTUIrHO3HBIX YUEHHH.

C 3To# LieJIbI0 LUHPOKO NPUMEHSIIUCh
BO3MOKHOCTH BJIMSIHUSI MA2KOPHOH 1
MHHOPHOH TIeHTaTOHUKH Ha JIIOfIeH.
JlauHblil pakT sABASETCS YAMBUTEbHbBIM,
TaK KakK MOCPEACTBOM ITHX J1afl0B, JIOIH
JIEHCTBUTENBHO ObIH YIPABJSIEMbIMH 1
opraHusoBaHHbIMH. Hanpumep, B nepuos
npasJsenus quHactud Mun (1368-1644)
My3bIKa MprHoOpesia MnoJUTHYECKYIO

pOJIb U MPENOYTEHHE OTAABANOCh TEM
MPOU3BE/IEHUSIM, KOTOPbIE MOTJIM KaK
BO3BBICUTb MTPABUTEJIS, TAK U BHYIIUTD
crpax. Lnst sToro nogbupanuch
XapakTepHble 3BYKH U CrielaibHble
pUTMBbI. BisHMe STHX PUTMOB OT/IHYA/IOChH
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MaHUMYJUPYIOIIHUM U yCTpallaiomum
xapakrepoMm ( Cio X. 234).

B JpeBueit Muauu mysbika
MCI0J/1b30BajIach OOJIbLLIe 151 TeueOHbIX
uesieii. MysblkoTeparusi pUCyTCTBYET
co BpeMmeH Ben. M3BectHast unauiickas
IIKOJIa MeTMIIMHBI AIopBeia MoCPeaCTBOM
«JIOLLIM» YYUT PEryJMPOBAHUIO CUCTEMbI
opraHusma, a My3blKaJjibHasi cHCTeMa
Paru, crioco6Ha Bo31eHCTBOBATDH Ha
YaKpbl U SHEPreTUYeCKUe LEHTPBI,
rapMOHU3UPYsl TEJO, TEM CaMbIM HCLEJIsIS
ero (Gardner-Gordon; Sundar). lo cnx
0P CYLLECTBYIOT Olpe/ieJieHHbIH Habop
3BYKOB — MaHTpBbI, IPONeBaHHe KOTOPbIX
BeJIeT K BbI310poBJeHHI0. baaronaps
MEeHUIO CaKpaJIbHbIX 3BYKOB, B OpraHu3Me
yeJIoBeKa BO3HUKAIOT 0coOble BUOPALIUH.
B coBpeMeHHOCTH UHIMHCKHE MAHTPbI
MCIOJIb3YIOTCS BO BPEMsl MEAMTALMH /1151
JIyULLIero OCO3HAHHUSI CBOEH BHYTPEHHEN
npupojpl. TakxKe H3BECTHO, UTO MAHTPHI
MPUMEHSIIOTCS B OTHOM M3 COBPEMEHHBIX
MEeTOJIOB apT-Tepanuu — Herporpadguke.

B crpanax apatekoro Boceroka, Mpane
1 Cpenteit A3ui Bpauu MCTOJb30BaJH
JiedeHHe My3blKOH, OCHOBbBIBAsSICh
Ha CAUSHUM OJHKHEBOCTOUHBIX U
CPeIM3eMHOMOPCKUX TpaauLMit. 3BecTHbIH
dunocod u Bpau — Aputienna (M6u Cuna)
JICUHJT My3BIKOH JIIOZIeH ¢ HEPBHBIMH H
NICUXHUeCKUMHU 3a60JieBaHUsIMU. ABHIIEHHA
Ha3bIBaJ MEJIOJINIO «HeJIeKapCTBEHHbBIM»
CnocoOOM JieueHHs U CHJIbHENIIIUM
CPEJICTBOM MPOGHUIAKTHKH HEPBHO-
NICUXUYeCKHX paccTpoicTB. Habsonenus
Anb-®apabu 0 ncuxoU3H0J0THIECKOM
BO3/IEHCTBUM HAa OPraHU3M OCTAlOTCs
aKTyasbHbIMU. OH rOBOPHJI O
CYILIECTBOBAHUM PA3JIMUHBIX METOIMK
NpoUIAKTUKH U JleueHHs1 3a00J1eBaHH .
O6 3TOM CBHJIETEILCTBYET 3MU30J1; «Ha
JIBOPLIOBBIX Beuepax Asib-DPapabu naBa
yKa3aHHsl My3blKaHTaM OTHOCHTEJIbHO
Jiydluel HacTPOHKH HHCTpyMeHToB. CynTan
MOMPOCHJI ChITPATh UM UTO-HUOYIb.
@apabu Tak HACTPOUJI CBOK My3bIKaJIbHbIH
MHCTPYMEHT U ChirpaJl TAKyI0 BeCeJ1yio
MeJIOIMIO, UTO BCE TIPUCYTCTBYIOLIHE

TMPULLJIM B BOCTOPT, PAa3BECEJHUIUCh U
JIOJITO He MOTJIM MIPUHTH B cebsi. Hepes
HEKOTOpPOe BPeMsl €ro MoMpoCHJIN ChirpaTh
ele uto-HUOYAb. Ha 3T0T pas oH HacTpoua
CBOI MHCTPYMEHT I10-J]pyroMy M BbI3BaJl
TaKue yHblJIble U XKaJ06Hble 3BYKH, UTO BCe
NPUCYTCTBYIOLLME 3aniakaau. HakoHely
ero MorpocH/IM chirpath TpeTHi pas. Torna
dapabu HACTPOUJ HHCTPYMEHT TaKUM
00pa3oM U CbIrpaJjl 3ayLIeBHO, YTO BCe
MPUCYTCTBYIOLLME KPEMKO 3aCHYJIH. B 310
BpeMsi OH He3aMeTHO Bbles» (MyTtaHos
30-31).

Kak BuHO U3 BbllLICTIPUBEEHHbIX
NPUMEPOB, apT-Teparnusi B COBPEMEHHbIX
peaJiusixX, ONIMPAETCs Ha OMBIT MPOLLJIOTO,
pasBuBaeTcst U IpHoOpeTaeT Kak
cMelllaHHble (hOPMbI (CHHTE3 MTPONeBaHU
MaHTpP ¥ PUCOBAaHHE HEHPOHHBIX JIHHHUI ),
TakK U oT/ie/IbHbIE (POPMBbI (POCYLIHBAHHE
MY3bIKH, TO €CTb PELENTHBHOE JIHOO
MYy3HLIHPOBAHUE — aKTHBHOE yuacTHe).

B cBsi3u ¢ uem, MocTeneHHo craiu
«OTIMEYaThIBATHCS» OT/E/bHbIE BUIbI
apT-Tepanund — My3blKOTeparus,
dosibKIopOTEpanHtsl, STHOTEPAIHSI.
Kaxxnas cyiectytoiasi B Mupe 111KoJsia
My3bIKaJIbHOH Teparnuu copmupoBasa
CBOM METOJIbl U KOHLIEMLHH, OCHOBAHHbIE
KaK Ha MPUCYLLMX KaXKIOMY apXeTHITy 3ByKe
1 PUTME, TaK U Ha BblllIeNepeuncaeHHbIX
BH/1aX MCHXOJIOTHYECKOT0 BO3EHCTBHUS
MY3bIKH. DTO 0ObSICHSIET CYLLIECTBOBAHUE
HECKOJIbKHX 11IKOJI My3bIKaJIbHOH

Tepanuu. O630p 1IKOJ U HATIPABJIEHHH
npeacTaB/eH B Uceae0BaHnsX Jleonuna
Bpycunosckoro (MysbikoTepanusi.
PykoBoacTBo no ncuxorepanuu),

3aatuubl MaterioBoil 1 CusibBecTep
Mauypsl (My3biKaibHas Tepanusi npu
3aMKaHHH). B 1aHHOM Hcese10BaHuu
OyayT 0003HAUYEHbI TOJILKO OCHOBHbIE
MOJIOYKEHUS ¥ TIPUHIIMTBI BEIYILIHX
MY3bIKaJIbHO - [ICHXOTepaneBTHYECKUX
wkoal. Tak, nIBeacKast 1Kosia CHHTe3UpyeT
Wen TPAJULIMOHHOIO TICHX0AHAH3a

— IICUXOPE30HaHca, a TakKe yueHHue
Apucroressi, rjie BMECTO JipeBHErpeuecKo
TpareiMi UCIOJb3YIOTCS MOAXOAALINE



My3bIKaJsibHble TpousBenenus. [Tog6op
MY3bIKaJIbHbIX TPOU3BEIEHHN, TPOUCXOJUT
MMEHHO HCXOJIs1 U3 TPeGOBAHUMN YyUeHHUs O
karapcuce. BoanericTBue npesnosiaraet
NPOHUKHOBEHHUE B MOJICO3HAHUE, TJIe OHO
BCTYIMaeT B pe30HAHC HEMOCPEJICTBEHHO
C My3blKaJIbHOH FAPMOHUEH U BbIITyCKAET
Hapy»Ky BCe HAKOTHBIINECS HETaTHBHbIE
smotw (Iletpyurn 96). Onopoii ajst 3TOrO
MOHUMAaHHsI OCHOBATEJIb IIBEJCKOH HIKOJIbI
1 TaHHO# KoHuenuu [ToHTBUK onpenesieT
«KOJIEKTHBHOE 6eCCO3HATENbHOE »
1 «apxetunbl» Kapsa IOura. On
paspaboTaJ JaHHOe NPeJICTaBIeHHe
C YIIOPOM Ha pernepryap, B CBSI3H C
HeOOXOMMOCTBIO BKJIIOUEHHST UMEHHO
TOH MY3bIKH, KOTOPasi BbI30OBET HYXKHbIe
nepeXKUBaHus U COOTBETCTBYIOIIHE SMOLIMH.
Mya3biKa siBJIsieTCst TIaBHBIM (haKTOPOM
«BBICBOOOXKIEHUS» U (DU3HOJIOTHUECKUX
u3MeHeHu# B opranuame (Iletpyumn 16).
AwmepukaHcKas 11IKoJIa, B JHLE
my3biKoTepaneBToB — Benedict, Blanke,
Sutermeister, Schwabe, cosnana
KaTaJord My3blKM — «My3bIKaJbHble
thapmokoren». 1o jeyebHble KaTaJ0TH,
KOTOPbI€ COCTABJISIINCH U3 MY3bIKAJIbHbIX
NPOU3BEJIEHUH PA3HBIX }KAHPOB U CTUJIEH U
NPOUTPBLIBAJIUCH UCXO/IS U3 HEOOXOIUMOTO
sthdekra. MeTosiMKa aMepHKAHCKOMN LITKOJIbI
CX02Ka C BbILLIEONHCAHHOU 1IBEJICKOH B
NOHUMAHUH TOH K€ KATAPCUCHON Pa3PSIIKH.
MysbiKoTepaneBThbl J06UBAIUCH MTyTEM
BLICBOOOXK/IEHUST TPABMHUPYIOIIET0 COOBITHS,
0CBOOOXKIIEHHUST OT €r0 HEraTUBHBIX
MOIMOHAJILHBIX MTOCIeCTBHH. B
COOTBETCTBHUHU C ITUM MPEJICTABIEHUEM
1 CO3/1aBaIMCh KATaJIOTH, B KOTOPbIX
COUMHEHHS! KJacCHHUIIMPOBAJIUCDH B
CBSI3U C TOW WJIM HHOH HEOOXOUMOCTbIO
— CTHMYyJIMpOBaHHe JIMOO yCOKauBaHHe.
OCHOBHbIE MOJIOXKEHUST HCXOJAT U3
OPTOJIOKCAJILHOTO MICHX0aHAINU3a
3urmynna @perina, KOTOPbIN ABJSAETCS
6oJiblile KIMHAYECKUM HaTpaBJeHHeM,
MO3TOMY 1IKOJIa HOCUT Ha3BaHWe —
«My3blKasibHasi PapMaKoJOT s ».
Peaszaiusi TepaneBTHIECKOTO 3 deKTa
B aMepPUKAHCKOH 11KOJIE TPOUCXOJUT
Ha YPOBHEBOM MPHUHIIMIIE — HAUWHas

OT MPOCTBIX K CJ0MKHBIM MY3bIKaJIbHBIM
thopmam.

Hewmelikas nikosia, ocHoBbIBaeTCs
Ha CMHTE3€ UCKYCCTB, TO €CTh Ha UX
KOMIJIEKCHOM IPUMEHEHHH, HCXOJIs U3
MCUXOPHU3UUECKOT0 Te3nca eIMHCTBA
yesioeka. [Tog KommniekcHbIM
YPOBHEM MMeeTCsl BBULY (PU3HUECKHH,
KOMMYHHKATHBHbIH, SMOLMOHAJLHBIN U JIP.
acrnekThl. B HeMelKOoH 111KoJe, He0OX0IUMO
OTMETHTb OJIHO U3 HANpPaBJCHHH —
pe3oHaHcHyto MysbikoTepruio (PMT),
coanaresieM KoToporo sBasiercs Patrick
Hubner. lannast MeTonuKa siBJsieTCst
o0belMHeHHeM TeparneBTHIeCKOro
CBOHCTBA OHOPE30HAHCHOTO BO3ACHCTBHUSA
1 KJ1accuyeckoi Mysblki. PeHomeH
PMT aBTop 06bsICHSIET TEM, UTO €r0
My3blKa UM€eET OIHOPOJIHYIO PUTMHUUHYIO
CTPYKTYPY, MHOrOpa3oBble MOBTOPEHHUS
MY3bIKaJIbHbIX 9JIEMEHTOB, KOTOpbIE
MCIOJIHSIIOTCS] KAK CTAPUHHBIMH, TAK U
COBPEMEHHBIMU HHCTPYMEHTAaMH, MPH
9TOM MCIOJb3Ysl JOCTHKEHNS TEXHUKH
— cretdPPeKThl H KOMIbIOTEPHbBIE
apamxkupoBku (I'epacumonuy 4).
TepaneBtuueckoe BoznericTBHe naHHast
My3blKa OKa3bIBaeT 0J1aroiapsi NpupojaHOMY
pe30HaHCy MHKPOKOCMA My3bIKH U 3aKOHOB
(hYHKIIHOHHPOBAHHUS YeJIOBEUECKOT0
opranusma. B HemelKoll LIKoJie YesioBeK
paccMaTtpuBaeTcs Kak eJiuHoe LeJsoe, B
cpsiau ¢ ueM PMT nassiBaercst Holistis, To
€CTb LEeJOCTHAS MEIULIMHA.

Poccuiickast 1kosa npojosKaeTt
TPaJMLIUKY HEMELIKOH 1LIKOJIbI, H CHHTE3UPYET
LIeJIOCTHBIH MOJIXOJT K UEJIOBEKY.
OpuruHabHOM SIBJISIETCS My3bIKaJIbHO-
pauuoHaJ/bHasi KoHlenuust Banentuua
[Terpywmmna. lanublil noaxon 6asupyercst
Ha BbISIBJICHHH TIPUYHH 3a00J1€BaHui, He
CKOJIbKO pu3HuecKoi ¢1aboCTH, a CKOJIbLKO
MCHXOJIOTHUECKOH M MHTEJJIEKTYaJIbHOM.
Jlpyroii KoH1leNHeH, NpeaACTaBIeHHON
POCCHUCKOH LLIKOJIOH SIBJISIIOTCS
«My3blKaJIbHbl€ apPXETUITbI», OCHOBAHHbIE
Ha IOHFOBCKHUX, pa3apaboTKON KOTOPBIX
3anumaercs Assia Toponosa. CorsiacHo ee
cucTeMe, KaxXK/Ibli apXeTHIl NPeICTaBJIsIeT
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Tabn. Ne1

LLkonbi

OCHOBHbIE XapaKeTPUCTUKK

LliBenckas

CMHTE3 TpaAMLMOHHOIO NCMXoaHaM3a

M y4eHMst ApUCTOTENS; UCMONb30BaHUeE
MY3bIKM /11 KaTapCmuca M BbICBOOOXAEHMS
HeraTMBHbIX 3MOLMIA; YNOp HA KONNEKTUBHOE
6eccosHaTenbHoe 1 apxeTunbl K. FOHra.

AMepuKaHckas

Co3paHue My3biKanbHbIX GapMmokonemn —
KaTanoroe My3blKasbHbIX MPOU3BEAEHUI ANd
neyebHbIX Liener; ynop Ha TepaneBTMyeckoe
CBOMCTBO MY3bIKM U BbICBODOXAEHNE
3MOLIMOHASIbHbIX NOCNEACTBUM.

Hemeukas

OcHOBbIBaeTCS Ha KOMMIEKCHOM
MPUMEHEHWUM UCKYCCTB U NMCUXODU3UYECKOM
Te3nce eaMHCTBA YE0BEKa; PE30HaHCHas!
My3bIKOTEPANUs — CUHTE3 BMOPE30HAHCHOTO
BO30EMCTBMSA M KNACCUYECKOM MY3bIKM.

Poccuitckas

[MpooomkaeT TpaauUMM HEMELKOM LLKONbI U
CUHTE3UPYET LLeSIOCTHBIN MNOAXO[ K YEeNIOBEKY;
My3blKa/IbHO-paLMOHanbHas KoHuenuus B.
MeTpywnHa 1 «My3blKanbHble apXxeTunbl» A,
Toponosoii.

OO0 MCUXOJOTHUECKYIO U MY3bIKAJIbHO -
I3bIKOBYIO «TPOTOHHTOHAIIHOHHYIO»
MHTeprpeTaluio, B COOTBETCTBUHU C KOTOPOH
ApXeTHIl OJIMLIETBOPSIET ONpee/ieHHble
XapaKTePUCTHKH, CBOUCTBEHHBIE TOJILKO
eMy, a 3HauuT U HHToHALMK. [laHHas
CHCTEeMa My3bIKaJIbHbIX apPXETHIIOB,
KOJIJIEKTUBHOTO GECCO3HATEIbHOTO
«TIPEJIOMJISIETCS] B HHAMBUyaJIbHOM
6ecco3HaTe/IbHOM OIbITe, CTEPIKHEM
KOTOPOTO SIBJISIOTCS 3aKPENUBLIMECS]
naTTepHbl ICUXOJOTMUECKUX TTePeKUBAHUI »
(11). dnst kaxxnoro apxeTurna xapakrepeH
CBOW pernepryap, OCHOBAaHHbIH Ha
KOHKPETHbIX MPU3HAKAX, BbIPAXKEHHBIX

B KAKOM-JIHOO NPOU3BeeHHH. ABTOD
OTMEUaeT: «B KaXKJ0M aKTe BOCHPHUSITHS
MY3bIKH, He TOBOPSI y2Ke O ee CO3[aHHH,
yeJIOBEK BOCIPOU3BOJIUT 3aHOBO CBOM
yeJsioBeYeCKHi 00JIMK CO BCEMH €ro 0OLIMMH
yepTaMu M 0COOBbIMH NTPUMETAMH, TAroTes K
TEM MaTTepHaM MepeKUBAHUH — apxeTHrnam
CO3HAHHUSI — KOTOPbIE JIAIOT B HACTOSILLIMH
MOMEHT HauboJiee noTpeGHble JJUYHOCTH
HEPrUu JI/Is1 BHYTPEHHEr0 CaMOCO3UIaHHsT»
(Toporioa 15). Ciieryet OTMETHTB, UTO

BCE K€ KJII0YEeBbIM MEXaHU3MOM KOPpPEKIIHH
paccTporcTB U 3a60JieBaHUN B 000UX
KOHIIETIHSX SIBJISIETCS TICHXOKATapCHC,

KOTOPbIH MOCPEICTBOM KOPPEKTHOTO
noadopa npou3BeleHUi, omMoraet
«BbICBOOOXKATb» HEraTUBHbIE SMOLIMH,
COXpaHUBILINECS B TJTyOUHHOM OMbITE
CO3HaHHSI.

HeboJb1110# 9KCKYpC M0 pa3HbIM
LIKOJIAM MY3bIKOTE€PAIHH [103BOJIHJI
BBISIBUTb UTO, B OCHOBE GOJILIITMHCTBA
MEeTOJIMK JiexkaT KoHuenuuu Ppeiina
u fOnra u3 o6s1acTH NICUXOJIOTHH, a
00bEMHSAIONINM (haKTOPOM BO BCEX
SIBJISIETCS UCIOJIb30BAHHME MICHX0KaTapcHca
Apucrorensi (Cm. Tabauiy Nel). Takum
006pasom, NnojloOHast cTpaTerus ocralach
HEeHU3MEHHOM, U JI0 CHX T10P OCTaeTCs
aKTyaJIbHOH BO BCEX TeparneBTHUECKUX
HIKOJIaX ¥ HarpaBJieHHsIX.

PesynbTarthl

B kazaxcraHckoll apT-Tepanuu ofHuM
13 OCHOBHbIX HAMPaBJEHUH TaKKe
sIBJIsleTCsl My3biKkaJsibHast Tepanusi. B
9TOH CBSI3H, HE0OXOIUMO 0O0CHOBAHHE
00'beKTa apT-Tepanuu KaK CJIOKHOTO
reTeporeHHoro sipjenusi. O630p HUIKOJ
MO3BOJIMJI HAM OTIPEJIESIUTh €r0 MECTO He
TOJILKO B MUPOBOM MPOCTPAHCTBE, HO U
B KA3aXCTAHCKOHU KyJIbTYPHOU CUTYalMH.




B MupoBoi#l KysibType apT-Teparnust
paccmarpuBaJjia UCKYyCCTBO B KauecTBe
MICUXOTEParneBTHIECKOH [esTeIbHOCTH,

a Ha JJaHHOM 3Tarle NepeBoIJIOTHIACH B
CaMOCTOSITE/IbHbIF COLIHOKYJILTYPHbIF
denomen. OueBUIHO NMOCTENEHHOE
paszesicHHe 3anagHol U pOCCHHCKON
LLIKOJI, B CBSI3H C T€M, YTO 3arajHast apT-
Tepanus 0TKa3bIBAETCsl OT «MEULUHCKON»
HaINpaBJIEHHOCTH, CMBICJI KOTOPOH Ternepb
He B «JjieyeHnn». [losBaisitoTes HOBbIe
11eJI1 — rapMOHHU3aLHsl, caMopeaJsin3aliis 1
JIMYHOCTHBIH POCT YeJI0BEeKA.

MHorue TeXHHKH, METO/Ibl U IPHUEMbI
oOpalleHbl He K MPeJICTaBJAEHHIO O
«TICUXOJIOTHYECKHX U (PU3HOJTOTHIECKHX
MexaHHu3Max>», a K Bonpocam cBoOO/Ibl
1 BO3MOXKHOCTH €CaMOCO3HABAHHUSI».

B Poccuu cyuiectyioliine Mojiein
HarnpaeJieHbl Ha <yCTpaHeHHe
paccrporictB». Bee 3T0 ykasbiBaeT Ha
BBIXOJL B (PHJIOCO(CKYIO MPOOIEMATHKY
BOIPOCOB apT-TeparnuH.

Takum o6pazom, apT-Tepanus
NpeICcTaB/IsgeTcss MHOr00Opa3HbIM
SIBJICHHEM, CYLLECTBYIOLMM B pPaMKax
pas/IMUHbIX WKOJ U TpauUMi. PasBuTre
KOHLENTYaJbHbIX MPEICTaBAEHUH
apT-Tepanuu NpUBeJo K TOMy, 4To ee
co/iepKaHue CerojiHs HaroJHsIeTCs!
(HUI0COPCKUM CMBICJIOM, YXOJIs OT Cyry60
TEOPETUYECKOT0 3HAHHS.

[IpuHumMas BO BHUMaHHe
BBILLIEU3I0KEHHOE, OTMETHM, YTO
Ha repputopun Llentpanbroit Asuu
apT-Tepanus He0CTaTOYHO Pa3BUTa,
M03TOMY «II€PEHOC>» 3anaHON MOJeH B
Ka3axCTaHCKYIO KyJbTYpPHYIO CUTyallHIO
HeOCHOBAaTeJIeH M0 METOI0J10THYE€CKUM
OCHOBAHHSIM.

B Cpenneit n Llentpanbroit Asuu
CYLLECTBOBAJIM CBOU apXandyeckue Gopmbl
MCKYCCTBA, OOJbLIOE KOJMYECTBO KOTOPBIX
0CTaJI0Ch COXPaHEHHBIMU B (hOJIBKIIOPE,
1, IMEHHO OHH MOTYT CTaTh KJIIOYOM K
NepepoKICHNIO My3blKaJIbHON Teparnuu.
Peub noiineT o cakpajbHOM UHCTPyMEHTe
— KoObl3e, UCMOJIHEHHE Ha KOTOPOM
JIaCT BO3MOKHOCTb «I1€PEePOAUTLCS »

JpeBHUM hopmam apT-Tepannu. Koobiz —
11IAMAHCKUHA HHCTPYMEHT, MPUHUMABIINHI
yyacTue B pUTyalibHbIX 06psijiax, Ledblo
KOTOPBIX OBIIO LEJIUTENbCTBO.

Kax/10it 3THOKYJ/IbType CBOHCTBEHHBDI
CBOM My3blKaJIbHblEe TPAJULIUH,
MHCTPYMEHTapHH H HHTOHALIMOHHAS
npupoja. B 3Tom noHumaHuu
€CTeCTBEHHbIM SIBJISIETCS TO, UTO
TpaJluLIMOHHbIE UHCTPYMEHThI OY/1yT
MMETb TICHXOTePaneBTHIECKUH SPPeEKT.
O60ocHOBaHHEM ITOMY CJIYKHUT TOHSITHE
«3ITHOCJyXa» KaK «BHYTPEHHEH CJYXOBOH
HACTPOUKK», 0 KOTOpOH nucas bosecian
sIBopckuii. Ero uaeto nponosiKu
M3BECTHBIN yueHbli M3annit 3eMIlOBCKHH,
paszie/IuB BHYTPEHHIOIO CJYXOBYIO
Hactpoliky (inner auditory tuning) na
npa tuna. [TepBblil THIT — MOCTOsIHEH,
MPUCYLL KAXKIOMY UEJIOBEKY €OTIMPUPOHO
(«OTKYJNbTYpHO» ), — JI€HCTBYET MOYTH KaK
UMMYHHA$1 CHCTEMa, «aBTOMaTHYECKH »
cesleKTHpys cBoe//uy»Koe u M60o
MOJABJISIS «UyzK0e», JIMOO0 TpaHChHOPMHUPYS
ero B «cBoe». A BTOPO# THII siBJIsIeTCS
BpEMEHHbBIM, TO €CTb €PA30BbIH», 3TO
He 6oJiee YeM HACTPOKKa Ha Kakoe-JuH0
My3blKasibHOe coObiTHe. C TOUKH 3peHHs
MPUCYLLMX aPXETUITOB 3BYKa U PUTMA
Hac UHTepecyeT MepBbId THI, TAaK Kak
CpaBHEHHUE C UMMYHHOH CHCTEMOH FTOBOPUT
0 TOM, 4TO CJIyXOBasi cucreMa (hopMUpyeTcs
He MPOCTO GMOJIOIHYECKH, a KYJIbTYPHO
(3emuorckuii 11). [Tonbop penepryapa us
TPaMLMOHHON MY3bIKH JIaeT HAaUGOJbLIYIO
BEPOSITHOCTb TOTO, YTO MPOC/yLIaHHbIe
3BYKH OKaXKyT TeparneBTHUeCKUH 3P eKT,
3aroOMHSITCS, PACKPOIOT JPYTYIO (PYHKIHIO
MY3bIKaJIbHOH Teparnuu — HPaBCTBEHHO-
MO3HABATEbHYI0. DTOT ACMEKT ABJSAETCS
CaMOCTOSITEJIbHBIM PA3/1eJIOM MY3bIKaJIbLHOH
Teparnuu, CyTb KOTOPOTo 3aKJ04YaeTcst
B 03/10PABJIMBAIOLLEM BO3AECHCTBUU
My3bIKH. B TakoM cjiyuae cTaHOBUTCS
MOHSITHBIM MPUUMHA BbIGOPA MeJIONH
TpaMUMOHHON My3bIKH. B oTHOLLIEHUH
«3ITHOCJYXa» HEOOXOJAUMO OTMETHTD,

YTO TOH, €r0 3BOJIOLHUS U 0TOOP
My3bIKaJIbHbIX TOHOB B 4eJI0BEUECKOH
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namsiTH, Kak cuntaet bopuc Acadbes,
BbIpaboTaJics «B TECHOH CBSI3W IBOJIIOLUEN
UeJI0BeYEeCKOro «00111eCTBEHHOIO yXa»
(355). D10 03HAYaeT, UTO CJAYX COCOGEH
K peryJisiliii KaK BOCIPHSITHS, TaK U
OCTPOTbI «CO0OPA3HO CTHJIIO MY3bIKH»,

TO €CTh K Tpe/c/bianuio». Ho npu stom
4eJIOBEUECKHUH CJIyX MOXKET He YJIOBUTb
OUEBHJIHOTO, €€CJIH 3TO OUEBHUHOE, He
BXOJUT B Halll STHUIECKUH U KyJbTypPHBIH
CJIyXOBOH OITBIT U NOTOMY He HaXOJUT cebe
MecTa B Hallel namsTu» (3eMUOBCKUH
6). DTHM H 0ObICHSAETCS TO, UTO He
BCer/a CJ1yX BOCIIPUHUMAET Te UJIH HHble
MHOKYJIbTYpHbIE 3ByKH. B Takom ciyuae,
cosjlaHue MepBoHaYaIbHON METOUKH
npejrosaraet BbIOOp Npou3BeIeHUH

B [10J1b3y TPAJMIIMOHHOTO, KaK CKasas
Maanuit 3emioBeknit — «Bee neo B
npupojie aTHocayXa» (7). ATOT MOMEHT
siBJISIeTCs onpeesioum. HMrak,

KaXKI0H CYLIECTBYIOLLEH LIKOJIE TIPUCYILL
CBOI apxeTun 3ByKa u putma. st
KAa3aXCTAHCKOU KyJIbTYPHOU CUTYaLIUH
HaunboJiee PUEMJIEMBIM €3THOCJTYXY »
NCHXOPHU3HOJNOTHYECKHM BO3/ICHICTBHEM
SIBJISIETCS My3bIKAJbHBIH (hOJIBKJIOP.
Takke BaxKHBIM Mpe/ICTABSETCS

MPOLECC CO3/IaHUsT MY3bIKaJIbHbIX
uHCTpyMeHToB. Hapos usnpessie oréupain,
nepeesbiBajl UX, UCMOJb3Ysl B CBOUX
LesisiX. DTO SIBJSETCS BaXKHBIM PakTOpoM
IJ151 H3YUEeHHUs BO3IEHCTBHUS 3BYKOB
(hOJILKIIOPHBIX HHCTPYMEHTOB Ha YeJIOBEKa.
Janee Mbl ocTaHOBUMCS Ha KOObI3e —
MY3bIKaJIbHOM UHCTPYMeHTe, KOTOPBIH
OblJ1 HEOTBEMJIEMBIM COTTPOBOXKIAIOIINM
3JIEMEHTOM B LIeJIUTE/IbCTBE OaKChl.

[llamarncmso Kak

My3blKOmepanesmuueckuil aKm

Kak ormeuaet Bnrangumup bacusios
— «IIlamaHCTBO MOKET M3yUaThes ¢
pasHbIX TOUeK 3peHusi». B HacTosiem
UCCJIeJIOBAHUM, OHO PACCMATPUBAETCS C
MO3ULIMH IEHCTBUS, TJIE OMbITHBIM H YMEJIbIM
My3bIKOTepaneBTOM — GaKchl (1l1aMaH )
coBeplIaeTcs HeJUTeNbCTBO. TepMuH
«111aMAHCTBO» B HAy4YHOH JIUTEPAType He

MMeeT TOYHOTO orpesesenns. B nanHom
MCCJIeI0BAHUN OH pacCMaTpUBaeTCsl He Kak
dopma pesuruu uau Kyabta. [llamanctso
MHTepeCyeT HAC C MO3ULMH MCUXOTepanu
1 JIEUEHHMS], CO BCEMH COMYTCTBYIOLLUMU
neictBusimu. OcTaHoBUMCS MofipoOHee Ha
M3y4eHHH [IaMaHCKUX MPAKTHK, KOTOpbIe
MIOMOIYT PACKpPbITh CYLIIHOCTb LIAMAHCTBA.

Camo npoucxoxaeHue 11iaMaHCcTBa
YXOJIUT CBOMMHU KOPHSIMH B 3py
naseoJiuta. M3BecTHO, 4To LleHTpaJsbHOE
BepoBaHHe 1IaMaHCTBa BKJOUaeT B ce0sl
CyLIIECTBOBAHHE TPeX MUPOB. YesloBeK U
BCE TEMJIOKPOBHbIE }KUBOTHBIE MTPOXKHUBAIOT
B (pU3HUECKOM, CPEIAMHHOM MHUPE.

Jlyxu ymepIiux npeaxKoB, UMeHyeMble B
Ka3axCKOM 3THOCE apyaxaMu, a TaKkxKe
NTHLBI 0OUTAIOT B BepxHeM MHpe. PbiObl,
JKUBOTHBIE, MPOKUBAIOIIIME B HOpAX, U
BCSl HEUMCTh HAXOMSITCS B HUAKHEM MHpeE,
BJIAJIbIKOH KOTOPOTO I10 JIereHJIe sIBJseTCs
MepBbIH 1aMaH ¥ My3bIKaHT KOpKBIT.

Oco6oe 3HayeHHe UMeeT
B3aUMOJIEHCTBHE TPEX MUPOB, HApyLlEeHHE
9TOH rapMOHHUHM O3HAYAET HEMHHYEMOE
OeacTBHE, HeBe3eHUe. B 5ToM MoMeHTe
3HauMMa poJib lllaMaHa, KoTopblid obJanaer
CMOCOGHOCTBIO MyTEIeCTBHS MO BCEM
MHPaM H YCTAHOBJICHHS] KOHTaKTa.
JocTturaercst 3To yepes COCTOsIHUE TpaHca,
MOCPEACTBOM KOTOPOTO OH MPEJICTAET B
posin Meyma (Yoain 120). OtmeTnm
MHOTO(YHKIMOHAJIBHOCTD POJIH llIaMaHa:
BJIajieHNEe 3HAHUSIMH MU(OJOTHH,
reHeasornu, CHCTeMbl BePOBaHHiH, 006psiI0B
W 11eJIUTeIbCKUMU MeTofaMu. CylllecTByIOT
TaK:Ke OCHOBAHHUS TOTO, UTO y IPEBHUX
1IaMaHOB CYLLLECTBOBAJIH MPAKTHKH,
CJIy2KHBLIHE CBOETO pojia MPOTOTHIIAMU
COBpEMEHHbBIX CHCTEM MeIUTAIH ( DJajie
214). D10 B CBOIO 0Uepe/Ib TO3BOJISET
FOBOPHUT O TOM, YTO KOOBI3ZOBbIE KIOH, C
TOUKH 3PEHHUS TeparneBTHI€CKOTO BAUSHUS
ONpeJIe/IeHHO OKa3bIBAIOT LLeJIUTEJ/bHbIH
3¢ exT.

B pa6otax Cranucnasa ['poda
0003HaueHbl MOPA3UTEJ/IbHbIC LEJIUTENbCKHE
CrocoOHOCTH, IEMOHCTPUPYIOLLHE
HeOoObIUHbIE COCTOSTHUS CO3HAHUS



11aMaHa, CBsi3aHHbIE C IPEBHUMH
npakTukamu paboThbl ¢ cosHanuem (103).
OTmMeTHM, 4TO B IIPOLIECCE PA3BUTHS
JIAHHBIH «TICUXOTEXHUYECKUI» 3J1eMeHT
1IaMaHCTBA YCHJIMBAJICS], B CBSI3H C YeM
pa3BHTbIE IAMAHCKKE TPAUIINK He
MOTYT BOCIIPUHUMATbCS KaK PEJIUTHSI.
Bouiee Toro, 1iesecoo6pazto roBOPUTH
0 HUX KaK O Teparuu, iMelollled CBOIO
«TICUXOTEXHOJIOrHYecKyto 6agy». O
11aMaHCKOM pHUTYyaJie KaK «ICUXOTeparin»
yroMmuHaJs B cBoux paborax Asekcei
JIeBIIMH, MPUHUMABIINH HEMOCPEACTBEHHOE
yyacTue B JaHHOM 00psiie. OnucbiBasi ceaHc
JiedueHusi 6akchl, oH nuieT: « HekoTopbie
MeJIMKH YBEPSIIOT, YTO OHO, HE B3Upast Ha
BCIO €0 CTPAHHOCTb, MOKET ObITh MHOTIIA
noJie3Ho B 60J1e3HSIX, OT Pa3/iparkeHusl
npoucxoasiuiux» (66). 3j1ech BHO
MPOCMATPUBAETCS «IICUXOTepaneBTHUECKAs
11eJ1ec000pa3HOCTb ICHCTBHS, COBEpILIAEMOe
OaKcbl-11aMaHOM, TO €CThb PACCMOTPeHHe
MMEHHO C TIO3UIIMH TeparnuH, a He ¢
KaKHX-TO JIPyrux 6oJiee H3BECTHbIX, TAKHX
KaK IMpeJicKasbiBaHue OyIyliero Jmb6o
OTbICKMBaHHe NPONaBILUX JIOJeH U T.II.
DTUMOJIOTHS CJIOBa «BAKCHI», KaK
cuntaet Kynait6epren yKybanos, 6epet
HayaJlo OT BbIpaxKeHUs1 «aypy/bl Oary» —
JIEUUTh, MACTH OOJIbHOTO, YXayKUBATh 3a
60JIbHBIM, «6arbIlLITay» — MOCBSLIATD,
NPUHOCUTL 2KepTBY. Enbire TypcyHoB
TaKXKe CUMTAeT MPOUCXOKIEHHE
cioBa — «VICKOHHO TIOPKCKHM
CJI0BOM, 06Pa30BaHHBIM 0 KOpHsl 6ar/
6aK>», 4To B [epeBojie C Ka3axcKoro
03HAuaeT «CMOTPEThb, BLICMATPUBATD,
CJIEJIUTh, YXa:KuBaTh». Mexons s vero,
OTPEe/IEJISIETCS CYTh JIESITENIbHOCTH 1l1IaMaHa
— «B BbICMATPUBAHUU YKPAIEHHOH iyl
60JbHOTO, TIpe/IBUJIeHHe Gyyliiero» (68).
YuuThIBast ONMcaHHble PyHKIMHU 11aMaHa,
6e3 yoMHHaHUs IPYTHX, XOTEJN0Ch
Obl OTMETHTb, YTO IJ1IaBEHCTBYIOIIMMH
SIBJASIOTCS (PYHKUMH — y3HABAHUE MPUUHH
3aboJ/ieBaHUi, crTocOObI UX U3JICUEHHUS
1 M3JIeUUBAHUE UX TIOCPEICTBOM
pasHo0Opa3HbIX PUTYAJIOB.

OpnHot#i 13 MOJIe3HBIX U BazKHEHIITNX
TICUXOTEXHHUK sIBJIsSIeTCS1 0OPSi/L KAMJIAHHS.
Cam TepMHH BO3HHK OT TIOPKCKOTO CJI0Ba
«KaM», TO eCcThb «11aman». «I1laman
y IPEBHUX TIOPKOB HA3bIBAJICs «KaAM>»
(bacusios 12). Kamnanue — 310 npouecc
MOrpyzKeHust 11amana B 0cob6oe CoCTosiHne
TpaHca BO BpeMsl COBEpLUIEHHs pUTyaJa.
OOG6psin jieueHust He OblJT XA0THUEH, B
pa3/MUHBIX HCCENI0BAHUSIX YKA3bIBAETCS,
4TO KaMJIaHHE UMeJIO CBOIO METOJIMKY
B COOTBETCTBHH C OIpeie/IeHHbIMHU
npuHuunamu. Baagumup bacunos
THULLIET, 4TO 0OPSIL JIeYeHHUs Y LIaMaHOB B
Cpenneit Asun u Kazaxcrana crpouics
o onpeieEHHOMY CTEPEOTUITY — T10
ycrosiBlieicst 00psaoBoil cxeme (146).
Hecwmotpst Ha pasinuust KyabTyp UK
TpaJULMH [IAMAHCTBA, PUTYAJbHBIN
NpoLece U3JeUeHHsT UMeJT eIMHYIO
CTPYKTYPY — HENOCPEACTBEHHO Mepery
06psinoM 6akcel oOpallancs K Iyxam.
[Tocsie uero paccrnpatinBalg 60JbHOTO,
4TOOBI UMETb MPEACTaBJIEHHE O HeJlyre.
3atem urpaj Ha Ko6bi3e NP 3TOM
MPU3bIBast IyXOB-ITOMOLLHUKOB, KOTOpbIe
MIOMOTaJId €My M3THATb 3J1bIX JyXOB,

TeM CaMbIM H3JleunBast OOJLHOTO.

JIJ1s1 KagaXCKUX L1aMaHOB «IJIaBHbIM
PUTYaJIbHBIM MPEIMETOM » SIBJISIICS
CTPYHHBIH CMbIUKOBBIH HHCTPYMEHT —
KOObI3, B JIPYTHX KyJIbTYpax 3TO OblI
O6ybOeH, TPellOTKH, BapraH, a TakxKe Jpyrue
BU/Ibl CTPYHHbBIX MHCTPYMEHTOB, KOTOPbIE
TIOMOTaJli BXOXKJIEHHIO B TPAHC, TO €CTh
M3MEHEHHUIO CO3HAHUS. DTO MPEACTABISI0
4acTh LEJUTEJILHOTO ceaHca, rjie aMaH
NPUMEHSIET «THIEPCTUMYJISLMOHHbIE
MeTosibl» — GapabaHHasi 1poOb, 3BYKH
TPEIOTOK, 3BYKH JPEBHUX HHCTPYMEHTOB,
B 3aBUCHMOCTH OT KYJIbTYPbI TJIEMEHH
uin sTHOca. Ciozia XKe MOXKHO OTHECTH
NeCHOMEHUe, KaK 3ByKOBUOPAIlOHHBIH
«TUIEPCTUMYJISILMOHHBIA MeTo/1». Bee
COCTaBJISIIOILIME PUTYaAJIa B KOHUEHOM
cyeTe MpeacTaBsioT coO0H He POCTO
BXOXK/I€HHME B COCTOSIHME «3IKCTaza», a caM
ceaHc ucliesennsi. MoHoToHHOe neHue,
MaHTPbI, MOJIUTBBI JIMOO 3BYKO(POPMBI,
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KOTOpble He UMEeJIH CMbICTIOBOH HATPY3KH,
SIBJISVIMCH OJIHUM M3 JIpeBHEHIINX Cr10COO0B
M3MEHEHHUs] CO3HAHMUS.

[Ilaman npumMeHsieT 3BYKH Ha
NPOTSKEHUH BCEro rnpoliecca,
4TO FOBOPUT 00 0COO0 BarKHOCTH
MPUCYTCTBUS ONPee/IeHHOr0 3ByKOBOIO
¢ona. Kazaxckue 6akchl 1ocTUraMM
TpaHca MOCPe/ICTBOM BbIILIEOMUCAHHBIX
TUIEPCTUMYJISILIMOHHBIX METO/IOB,
6e3 NpUMeHEeHHs TaJITIOLUHOTEHOB,
KOTOPbI€ 3a4aCTYI0 HCIOJb30BAJIHUCH B
JIPYTHX 3THOCAX. DTO YCHJIMBAET 0COH0€
BO3JIeHiCTBHE 3ByKa KOObI3a. M3BecTHO,
4TO MPH UCIOJIb30BAaHUU OyOHA Yy 1lIaMaHOB
JIPYTHX KyJIbTYP BaXKHOCTb MPEACTABJISI He
TOH, a BUOpaLHUS.

B npotiecce kamnanust ynapsl 6yoHa
COOTBETCTBOBAJIM YacToTe OUEHUsT cepaua
— ot 180 jio 220 ynapos B munyty (Koasnos,
KapawmbiiuieB 44). 910 06bsicHSIET MPUUHHY
TOT0, YTO BO BPeMS$l MPOCJYLINBAHHUS
OyOHa, 4esIoBeK coBepliaeT «oOpaTHOe
nyTellecTBHE B [EPBYIO MepUHATAJBHYIO
matpuiy» (1o ['pocpcy — Gmaxkentoe
COCTOsTHHE 6€30MacHOCTH U KoMopTa,
UCTIBITYeMOE TIJI0JIOM B yTpobe y
marepi ). OCHOBOH 3TOro « MMCTHUECKOTO
KOHTaKTa» ¢ MHPOM sIBJISIETCS 4acToTa,
PUTM W BUOpaLKsl, @ U3 ITOTO COCTOSIHUS
BCE YYACTHHKH Ipollecca CoBepLIalT
«ITYTELIeCTBUS ».

Y wamanoB Kasaxcrana u CpejiHen
A3uu BazKHOCTb UMeJT He PUTM, a 3BYK,
COTPOBOKAAEMBIH MOBTOPAIOUIUMHUCS
MOTHBAMH U MOHOTOHHbBIM TIEHHEM.
BosneficTBre, okazbiBaeMoe 3BYKOM
JIPEBHETO HHCTPYMEHTA, SIBJISIETCS]
00bsICHEHUEM JIOCTHKEHHUST COCTOSIHUS
9KCTa3a, Tak Kak MOTHBbI BJIMS/IM HA
HepBHYI0 opraHuaaliuio 6akcbl. bakcbl
uenoJHsau Kion Kopkbita, cosnanible
JIereHapHbIM MEPBbIM LIAMAHOM U
my3bikaHToM (bacuios 221). Yeabiias
9TH MOTHBBI, GAKChI HE MOTJIH OCTABAThCS
Ha TOM K€ SMOLIHOHATBLHOM YPOBHE —
«TanncTBeHHbI# THYycCaBbIil TeMOP KOEro
crnocoOeH BbI3BaTh COOTBETCTBEHHOE
TUTMHOTH3UPYIOLIlee HACTPOEHHE »
(3aTaeBnu469). «bakcol, urpast OTpbIBKH U3

«KopKyT-Kios1», mpuiaBaju « MUCTUYECKHH,
MOTYCTOPOHHUI» XapaKTep, Urpast
MCKJIIOUUTEIbHO B HU3KOM pErucTpe, rie
MOJI CMBIUKOM POXKIAJICSL, 2KYACKALLUH,
TAUHCTBEHHBIN 3BYK, M0/ CTaTh MX
3aroBopam M 3aKJUHAHUSIM>», — MUcall
Axmet YKybanos (232). Kak oTmeuaior B
cBOMX HccseoBanusax Acust Myxam6eToBa
u ['ynbsana OmapoBa, B KOMIO3ULMH
KOOBI30BbIX KIOEB 11AMAaHCKOH TPAJIUIIUU
MMetoTcst 0611He 3aKOHOMEPHOCTH.
Hacnbitienubiit o6eproHamu TeMOp KoObI3a,
a TakyKe My3blKaJsibHble HaMeBbl IAMaHa
OKa3bIBaJ/IM KaK TepaneBTHUeCKUH 3pdeKT,
TaK U SBJISIUCH pehIeKCOM Il CaMoro
11aMaHa, HeMmoCpeJCTBEHHO BO3/IEHCTRYS
Ha ero cosHaHue. MameHeHHe cocTosiHUSA
CO3HAHHUS LIaMaH BbI3bIBaJ a0COMOTHON
Bepo# B cBOIO H36paHHOCTb. OO bsICHSETCS
9TO PUCYTCTBUEM ONPEIEJIEHHOrO
CHMrHaJsa, KOTOPbIH IaMaH BOCIPUHUMAET
KaK «coerHeHue ¢ skcTazom». OIHUM U3
TaKUX CHTHAJIOB MPEJICTaBJ/seTCsl My3blKa,
uMetolasi ocobyto Harpy3Ky Jyis liamaHa.
BakHbIM §1BJISIeTCS U TO, UTO 0OEPTOHBI U
BUOpaLMK NMPUOIHKAIOT 3By4aHHe KOObI3a K
MHTOHALMSIM SMOLIMOHAJILHOW YeJI0BEYECKOH
peuH, 4TO MOMOTaJI0 HaCTPOHKE L1aMaHa Ha
npotiecc Kamsanusi (Myxamberona 188). B
9TOM CBSI3H, Ba’KHBIM MPEJICTABJSETCS CIyX
11amMaHa, KOTOPBIH CBSA3aH CO CMOCOOHOCTHIO
6aKchbl CaIbILIATh MHOTOMEPHbIH MUP
— 3BYKH MIPUPOJIb, a TAKXKE YMeThb
«ycJblIaTh» 00JIe3Hb YeJI0OBEKA.
3BYKOM LLIaMaH MaHHUIYJUPYET, Yepeyst
IPOMKHE U pe3Kue 3ByKH Oe3mosiBueM. B
HEKOTOPBIX HCTOUHHKAX FOBOPUTCSI, UTO
coyeTaHue MaHUIYJISILMH 3ByKa ¢ THILIMHOK
MOZKeT 110Ka3aTh «3BYKOBbIE JIbIPbI»,
MOCPEACTBOM KOTOPBIX IIAMAH T€PEXOUT
K HHBIM COCTOSIHUSIM, B IPyTHe MUPbI
(Koanos, Kapambiiies 212). BoJiee Toro,
M0 U3MEHEHUIO CJIYXOBOH MOJAJIbHOCTH
onpeseJsieTcs ryOuHa COCTOSTHUS
TpaHca, ueM CTpaHHee 3ByKOBOH psijl, TeM
cOoOCTBEHHO TJIyO2Ke MorpyKeHHe.
OTmeTHM, 4TO He TOJIbKO 6OraTcTBO
006epTOHOB UMEJIO 3HAaYeHHE, HO U
KOHCTPYKLIUSI CAMOTO MHCTPYMEHTa ¢



yKpalleHHsIMH Ha HEM, KOTOpble HEC/IH He
TOJIBKO 3CTETHYECKHH, HO U PUTyaJsIbHbIN
xapakrep. Bce ajieMeHTHI 1IaMaHCKOro
MHCTPYMEHTA HECJ/IH OTpee/IeHHYI0
CMBICJIOBYIO HArpy3KYy, sIBJISISICh 3HAKAMM -
cumMBoJIaMHu. KOHCTpYKLMS HHCTPyMeHTa
Obly1a HeoObIUHA: TAK, FOJIOBKA YKpallanach
nepbsiMU pUIMHA, IPEICTABUTENEM
BepxHero mupa. [lepbsi ykasbiBaioT

Ha ymMeHue GaKchl JIeTaTb M0 TPeM

mupam. Takxke Ha roJIOBKY BellaJuCh
MeTaJlJIMueCKUe MpeIMeThl B BUE (hUryp
NTHLL, POTOBbIX 3aBUTKOB. MeTaJjinueckue
NPeMEThI U Mepbs TPUCYTCTBOBAJM M Ha
putyasbHol ofexne. «Mmerolyecs: BBepXy
rpuda KoObl3a MeTaJIMuecKue, HHOH pas
(urypHble MoJBECKH, yCHUIUBAIOT LIYM
UTPbl, KOTOPbIH 0COOEHHO BO3/IEUCTBYET Ha
BooGpazkeHue cayiatesnei» (YekaHUHCKUI
81). bakchl, urpas norpsicbiBaj HMH B
COOTBETCTBHMHU C TAKTOM, HACTPAUBAJICS HA
BXOJl B MHOE COCTOsIHMe co3HaHus. Ha nHo
Yaulu ycTaHap/aMBajoch 3epkado. Llupoko
M3BECTHO Marnyeckoe 3HaueHue sepKaJ

Y PasHbIX KyJbTyp. 3epKajio sBJseTCs

He TOJILKO CBSILLLEHHBIM MTPEAMETOM, HO U
CJIY2KUT CB$I3bIO C TIOTYCTOPOHHUM MHPOM.
Tak, 3epkaJjio Ha HHCTPyMEHTe IoMoraeT
lIaMaHy YBHJIETh JIyX0OB, OTPasuTh 60JIe3Hb
yeJsioBeKa.

Wrak, ymenue urpatb Ha KoObl3e
YKa3bIBaJI0 HAa HMEIOLLLYIOCS] CBSI3b C JlyXaMH.
«MesiofiMu lIAMaHCKUX KaMJIaHUH, 1
BOKaJibHble, H KOOBI30Bble HA3bIBAIOTCS
— capbin» (191). Acus Myxam6eToBa
BbIJIEJINIA JIBA OCHOBHbIX OTJIMUHS CAPBIHOB,
CpeJii BCeX BUJIOB M »KAHPOB KAa3aXCKOH
MY3bIKH — YCTOHYMBOE MPUCYTCTBHE
TPUTOHA B MEJIOAIMH, a TaKxkKe ocoboe
NMOCTPOEHHE MOTHBOB — MHOTOKPATHOE,
TOYHOE U BAPbHPOBAHHOE MTOBTOPEHHE
Ha OJIHOM BbIcOTe. BhIsiB/ISIET 9TH
3aKOHOMEPHOCTH Ka3aXCTAHCKUH YUeHBIH,
NPOAHATM3UPOBAB LIEHHEH e 3aHCH
[TaBsia Tuxosa u bopuca Epsakosuua.

Tak, ecan 3anuck bopuca Epsakosuua
OblJ1a €IMHCTBEHHON MOJIHOK MyOJsnKaluen
3aKJIMHATENIbHOH TleCHH GAKChl C TEKCTOM,
To 3anucu [TaBna Tuxosa nossosuiiu

OTpeesINTh TOUHYIO CTPYKTYPY capbiHOB. B
ero 3arucsix oTMevaeTcs, 4to rnepaas pasa
MeJIOJIMH 110 CPABHEHHIO CO BTOPOH, MOXKET
noBTOPSATCS MHOTOKpaTHO — 10 10 pas,
TOrJa KaK BTopast — UMeeT OHOKPATHbIH
MIOBTOP, [0CJIe Yero Bce MOBTOpsieTCs]
cHavasa. Takke Kak U CapbiHbl,
KOOBI30BbIE KIOH MMEIOT MHOTOKPATHOE
MOBTOPEHHE MEJIKHX 3B€HbEeB Ha OJIHOH
BbICOTE, TOPMOKEHHE K€ ITUX MOTHBOB
MPOUCXOJUT MyTEM BHEJIPEHHUsI HOBOTO
MoTHBa. TakuM 06pa3om, nocTpoeHue
TeMbl KIOEB He MPUCYLILE HU OIHOMY 2KaHPY
Ka3aXCKOH My3bIKH, 3a HCKJIIOUEHHEM
— 1IAMAHCKHUX CapblHOB U KOOBI30BbIX
KtoeB. OCHOBBIBasiCh Ha TaHHBIX paKTax,
JleslaeTest 3HauMMBbli BbIBOJL: « CapblHbl
LIAMAHCKUX KaMJIaHW# IOHEeCJIH JI0 Halllero
BPEMEHH IPEBHEHIINN CJIOW My3bIKH, CTHJIb
KOOBI30BbBIX KIOEB 3apOJUJICT HMEHHO B ee
Hezipax» (Myxam6etoBa 94). 1o o3Hauaer,
4YTO OCHOBOH KOOBI30BBIX KIOEB SIBJISIIOTCS
Te crocoObl, KOTOpble ObIK HalICHbI
LIaMaHaMH C JIpeBHeHALINX BpEMEH.
[ITamaHnckoe MUPOBOCTIPUSITHE 0KA3aJI0
OrPOMHOE BJIMSIHUE Ha AaJibHelee
pasBUTHE MYy3blKaJbHON MbIC/IH
KOOBI30BbIX KIOEB — CAKPaJIbHOCTb,
JI0 CHX [OP HHCTPYMEHT CHUTACTCS
CBSILLIEHHBIM, UI'PATb HA KOTOPOM MOKET
He KarKjblil; Cepbe3HOCTb U CTPOrOCTh —
MHPOBO33pEHHE, CBOIHCTBEHHOE CO3HAHUIO
JIOJIe N IPeBHEHLLINX LIMBUJIU3ALUH COXPAHHO
1 HbIHE, PUI0COPUIHOCTD MEJIOAH
KOOBI30BbBIX KIOEB — HEOT/ICJMMOCTb KH3HH
M CMEPTH, CBSI3b MPOLLJIOro U OyjIyllero B
NpeJICTaBAEHUSIX KA3aXCKOTO HAPOIA MOXKHO
BO3POJHTD C NTOMOLIBIO «TePEPOKICHHS»
TpPaMUMHK [TCUXOTEXHUYECKHX METOIMK
Jedenust 6akcol. KoObi3oBasi My3blka,
NpUMEeHsIeMast CTPOro B PUTYaJIbHbIX
JNIeACTBUSIX TOIVIA U celyac — UCIOJIHSSACH
CaMOCTOSITE/IbHBIMH HCTIOJIHUTEJISIMH,
y2Ke He UMesl OTHOLLIEeHHUS K 00PsII0BOCTH,
0CTaeTCsl HEM3MEHHO CePbe3HOH U CTPOTrOH.
Taxkum o6pazom, KoObI30BbIE KIOH,
BoOpaBLIMe B ce6s BCe MUPOIIOHUMaHHe
6aKchl, KOTOpble BbICTYIAJNH CBOETO
pojJia My3bIKaJIbHbIMH TepareBTaMu,
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MOBJIUSIBIINMHU HA (POPMHUPOBaHHE
CTHJIMCTHKHM KIO€B JUIsl KOObI3a, SIBJSIOTCS
HauboJiee 6JaronpUATHON MPENOChIIKON
IS PA3BUTHSI My3bIKaJIbHOH Teparuu B
Kaszaxcrane.

Myseikomepanesmuueckuil KOHyepm

«AKKY casoly

YuuTbIBasi BCe BbllIeCKa3aHHOE,
TPaAULMOHHOE My3blKaJbHOE Hac/ie/ie
siBJIsieTCs HanboJiee OJ1aronpHUsITHBIM He
TOJIBKO /151 IEPEOCMbIC/ICHHUS TJIaBHOM
CYTH MPOLJIOTO ONbITA, HO U 51
«T1epepozkIeHUsT» heHoMeHa KOObI30BbIX
kioes. Ceropust, Ha 3anazne HaOJIOIAETCSI
OOJILLIOH HHTEPEC K My3bIKaJIbHOH Teparuu
MOCPEJICTBOM [PUMEHEHHUS TPAAULIHOHHON
MY3bIKH. JIpKHM MPUMEPOM TOMY SIBJISIETCSI
TBOPUECTBO U3BECTHON UCITONHUTEbHHULII
Ha ipeBHeM MHCTpyMeHTe — Paylian
OpasbaeBoii, koTopasi UMeHyeT cebsi
Kak «KoHIn-6akcel». K Helt moctynaioT
creluasnbHble npuryallieHus u3 I'epmanuu
1151 TPOBEJIEHUsT My3bIKaJIbHOU Teparnuu
B MECTHOH KJIMHUKE [TOCPEICTBOM
MCIOJIHEHHUS KloeB Ha KoObi3e. [Iporpammy
nanHoi tepanuu Payuian Opasbaea
MCITOJIHUJIA HA MY3bIKOTE€pANeBTHIECKOM
KoHlepTe «AKKysap ca3bl» B AcTaHe.
Konuepr-ceanc coctout us 19-tu
OJIHOMMEHHBIX KIOEB, KOTOPbIE CelHaTbHO

noj06paHbl MO/ IAaHHYIO TEMATHKY. DTO KIOU

U3BeCTHbIX Kiofin — blxblnaca, Cyrupa,

Hyprucer Tnenanesa, coBpeMeHHble aBTOPDI

— Kas6ek AGenos, Makajium Koiiibi6aes,
Kasen AGyrasbl u ip. ABTOp Tepanuu
BbIOpaJsia Kion «AKKy» HecsydarHo.
M3BecTHO, 4TO akky (/1e6e/pb) B KA3aXCKOH
KyJIbTYp€e CUMTAETCs CBSILIEHHON
MTHIIEH, CAMBOJIOM UHCTOTHI H BEPHOCTH,
obuTarTesieM BEPXHEr0 MUpPa U TOTEMOM
npoTokazaxoB. OueBuHA U BHELIHSIS
CXO0KeCTb KOObI3a € aKKy, UTO 0TMeYaoCh B
MCCIIEIOBAHUSX Ka3aXCKUX YUEHBIX.
Oco6eHHOCTBIO KOHIIEPTA SIBJISIETCS TO,
YTO BCE KIOM LIUKJIA 3By4aT B KBUHTOBOM
cTpoe. DTO MO3BOJISIET My3bIKAHTY He
npepbiBaTh 3BYK KOObI3a Ha MPOTSKEHUH
BCEro ceaHca, TeM CaMbIM MorpyKast

cJlyuiaTesisi B COCTOsIHHE U3MEHEHHOTO
codHanusi. KBUHTOBbIE KIOM MPEACTABSIOT
co0o#l GoJiee IPEBHUH 110 CPAaBHEHHUIO

C KBAPTOBBIMH MJ1aCT TPAJAMLIHOHHON
Kazaxckoi mysblki. Kpome Toro, ¢ Touku
3peHHUst MPaKTHKHU B HUX HAOJ101aeTcst
onpesieieHHast TeHIEHUHsST — TEMITOBOE
pa3BUTHeE, IBUralolleecst C yCKOpeHHeM,

OT HavaJsa K KOHLL. DTO TakkKe

SIBJISIETCS HEOOXOAMMBIM YCJIOBUEM JIIS1
«BBICBOOOXK/ICHUS» HETATHUBHOW SHEPTUH U
oOpeTtenuio Hasanca.

[To cnoBam Paywan Opas6aeBoti,

BXOJ1 B COCTOSIHHE TpaHca U HACTPOH Ha
TepaneBTHUECKOE JIEHCTBO MPOUCXOUT
6Js1aroapsi 3ByKam, UIMUTHPYIOLLIAM T0JI0C
9TUX NTHLL. VIMeHHO 9THM 00 bsICHSIOTCS
MHOTOYHCJIEHHbIE TIOBTOPbI BCTYIJICHHS,
KOTOpbl€ aBTOP TePanuu UrPaeT J10

TeX Mop, MOKa He COBEPLLIUT BXOJ B
HeobxonuMoe cocrosiine. CTpyKTypa
KIOEB COOTBETCTBYET CTPYKTYype
BbILLIEYTIOMSIHYThIX CAPbIHOB GaKChl —
MHOTOUHCJIEHHbBIE TOBTOPbI MEJIKHX
3BEHbEB Ha OJIHOK BbICOTE, OCTAHOBKA
KOTOPBIX POUCXOJIUT BHEIPEHHEM HOBOTO
mMoTHBa. [ToBTOPHOCTB, KaK OTMeUaeT
['ynbsana OmapoBsa, siB/sieTCsl OCHOBHBIM
THIIOM Pa3BUTHS1 KOOBIZOBbIX KIOEB,
BO3HUKHOBEHHE KOTOPbIX 0ObSICHAETCS TEM,
UTO OHHU CJIOZKUJIUCH «IT10]1 BO3/IEHCTBHEM
Marudeckux GyHkui» (6). 11 dpyHKIMH
MMEIOT MPSMYIO (DYHKIIHOHAJILHYIO CBSI3b
C MaruueCcKUMH 3aKJIHHAHUAMHU OaKChl, BO
BpeMsi COBEPLIEHHUS TEPareBTHYECKOTr0
neictusi. CTepeoTHnHasi HOBTOPSIEMOCTh
MOTHBOB U151 OAKCHI OblIa HEKUM
CUTHAJIOM JIJ151 BHYTPEHHEHN HACTPONKH Ha
COBepllleHHe pUTyaJsa JieueHusl, OH B HUX
HaXOJIMJ1 OTPOMHYIO CHJY BO3JICHCTBHS.
JlokazaTesbCTBOM 3TOMY sIBJIsSIETCS
Bocripusatue Payman Opas6aeBoii, kak
ObLJ10 OTMEUEHO BhILLIE.

UepenoBaHue KioeB POUCXOIUT 110
TaKOM Ke JIOTHKE, TO €CTh KIOW CMEHSIIOT
JIPYT Ipyra B COOTBETCTBUH CO CTPYKTYPOH,
TaKXKe OMpesiesieHHast CBSI3Ka KIOeB
0ObSICHSIETCS] BHYTPEHHEH MOTPeGHOCTHIO
camoil ucriosHuTeNbHULLL. Tak, nepexomn
KIOEB CTPOUTCS HA €CTECTBEHHOM YPOBHE,



Tabn.N22

Bbnok pa6otbl

Lenb

MNpuMeHseMblie Kiom

BBogHbIl 3Tan

MoprotoBka K pednekcuu
M CAMOCO3HAHMIO,
(hOpMMpOBaHNE SUHAMUKM
COCTOSIHMS

1.K. AbeHoB «AKKy»
2.M. WakapumoB «Akky»

3.CbIbaHKyn «AKKyAb
6MaanbIK KYCTbIH, KYyFaHbl»

4. Xanblk, Kyni «AKKYLbIH
3apbl»

5. Koxeke «AKKy»

OcHoBHOM 3Tan

PacwwupeHune, ocosHaHue
HeraTMBHbIX 3MOLUNA,
3KCNPEeCCUBHOE BblpaXKeHUe
BHYTPEHHMUX 3MOLIMHA,
pacro3HaBaHMe o4ara
HanpsxeHus, npopaboTka

M MOHUMaHWE BHYTPEHHErO
COCTOSIHUSA, ocnabnenne
HeraTMBHOIO NpoSIBIEHUS

6. Kabbiken «AKKyY Keni»,
KAKKY»

7.Coi6aHkyn «AKKYIbIH,
aTaMeKeHiHe KalTKaHbI»

8. Onwekei «AKKY KETKEH»

9. TokxaH KapaTan «Akky
casbl»

10. CbibaHKyN «AKKYAbIH
6ananaHpapbiH anManaybi»

11. blkbinac «Akky»
12. Cyrip «AkKy»

3aKNYMTENbHbIN 3Tan

CHATME 3MOLMOHANbHOMO
HanpsXeHus, NpeoaoseHme
HeraTMBHbIX YyBCTB,

13. XanbIk, Ky#ni «Akky» 1-6
Tapay
14. BanxiriT «AKKy»

CTabunusauusi ypoBHs
NMCUXONOTMYECKON aKTUBHOCTMH,
BHYTPEHHMIA BanaHc.

15. H. TnenameB «AKKy»

HEeCMOTPSI Ha MPUCYTCTBHE ONpe/leseHHOM
Jorukd. LIUKJ KioeB ¢ TeMaTHKol AKKy
JUIMTCS1 OfIMH yac, 6ecripepbisHo. [Ipu aTom
KOHLLETLHS Teparii UMeeT CXO/CTBA C
MCUXOKATapCHCOM APUCTOTES, TO €CTh
cJlyuiaTesib epexKuBaeT HeraTuBHble
TMOCJIE/ICTBHUS JIMUHOTO OMbITA J0XO/S J10
BLICBOOOXK/ICHHSI B CEPe/IMHE CceaHca,
NPUXOJIsl K BHYTpeHHeMY GaJslaHCy B KOHLIE.
st Toro, uToGbl 1OCTHYB 3TOTO 3hheKTa,
LUMKJ HaunHaeTcst ¢ Krost Kasbibeka
AGenoBa «AkKy», a (hpMHABHBIM SBJISETCS
umenHo «Akky» Hyprucel Tnennuesa,

TaK KaK 3TOT KIOH, KaK U3bsICHAETCS caM
ABTOP Teparuu, siBJSIETCS < IPOPHIBOM».
OOG6HyssAsICh, caylaTesib 0OHOBJSIET
BHyTpeHHee cocTosinue. Takoe 3aBeplieHue
npejnoJaraeT ycTaHop/eHne paBHOBECHS],
HanaHca. 3yiech xKe He0OXOAUMO OTMETHTD,
YTO, HAuMHAas! KIOEBYIO TEPAIHIo ¢ Kol
Kasbibeka AGeHoBa — yueHHKa GaKchl
Bay6eka, nonuépkupaeTcst BaxKHOCTb
cBsisn camoro Kasbibeka AGeHoBa ¢
JIPEBHUMH TPAIULMSMH L1amancTBa. Tak
M3BECTHO, YTO €r0 MaHepa UCMOJHEHHUS

XapaKkTepHa [yIsl LIaMaHCKOro Xxapakrepa,
00 3TOM CBHJIETEJIbCTBYET €r0 KIOK
«AKKy», KOTOPbIi BbIJIEJISIETCS CPEIH
JIPYTUX TEM, 4TO €r0 PUTM, IPUCYLLHH
LIAMAHCKOMY XapaKTepy, a TaKkKe «TOJIbIH»,
B KaKOH-TO Mepe «JIMKHI» 3ByK. DTO
O3Hayaer, uTo (hopMa Tepanuu CTPOUTCS
110 TAKOMY NPHHLIMITY — HayaJio B HU3KHX
perucrpax, KoTopoe MjiaaBHo MepexoiuT B
CepeanHy — BLICOKHE PErHCTPHl, a 3aTeM
B HUCXOJSILLEM JIBHXKEHUH BO3BpalllaeTcsl
B HCXOJIHOE cocTosiHMe. Bee «kouytolue
TeMbI» KOOBI30BBIX KIOE€B — «TeMa 3J1a»,
«Tema 60pbObl», «TeMa PaBHOBECHS»
1 «Tema 0/1aroC/J0BEHUSA» ABJIAIOTCA
OCHOBOH JIpaMaTypruu My3blKajJbHO-
TeparneBTHUYECKOT0 KOHLEpTa
(Owmapona 56).

Taknm o6pasom, cTpoeHue
Teparuu MoJIHOCTbIO COOTBETCTBYET
MY3bIKaJIbHO-CTHJIEBOH LIEJIbHOCTH
MY3bIKH 6aKCbl. DTO B CBOIO O4Yepe/ib
MOJTBEPKAACT TepareBTHUECKUI
3 QeKT Ha CIYLIATEbCKYIO ayIUTOPHIO
KI0OEBOH Tepanuu «AKKyJ1ap casbl», rjie
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My3bIKaJIbHbIM T€pareBTOM BbICTyTaJ/a
— Payman Opas6aeBa. J11s BoisiBjieHHs
OKa3biBaeMoro sheKkra JaHHON Tepanun
HaMK OblJ TPOBEJIEH OMPOC, B KOTOPOM
ydactBoBaJsio 25 cayiaresei. CoraiacHo
AHKETHBIM JJAHHBIM, BO3pACT GOJBIINHCTBA
YU4aCTHUKOB — 25-34 J1eT, B MEHbLINHCTBE
yuacTHHKH Bo3pacra 55-64 siet. Cpenn
OMPOLIEHHbBIX TPUCYTCTBOBAJIO 17 JiuiL
JKEHCKOT0 M 8 —MY2KCKOTO0 I10J1a.
Heo6xonumo oTMETUTD, UTO
MJlaJILLee MOKOJICHHE LeJIb0 MTOCeLIeHH S
TepaneBTHUECKOTO KOHIEPTa OTMETHIIO
MYHKT €[IPOBECTH BPEMSI C JIPY3bsIMH
1 OJIM3KMMH », TOTJIA KaK cTapliiiee
nokoJjieHne — «0OMeH U 0OHOBJIEHHE
sHeprun». Ha Bonpoc o Tom — «Kakas
yacThb KOHIlEpTa oKasaJja HauboJibliiee
BJHSIHUE? », OOJIBLIMHCTBO CJlyllaTesnel
yKa3aJio Ha paBHO3HAYHOCTb BCEX YaCTeH.
IMoLMOHANIBHOE COCTOSIHUE YUaCTHUKOB
BHE 3aBUCUMOCTH OT BO3PacTa BO BpeMsl
Teparuu XapakTepu3oBasoCh Kak —
«CIIOKOHCTBHE, YPABHOBELIEHHOCTb H
6ananc». [Tocsie Tepanuu Bee caylaren
OTMETHJIH SIPKHE MOJIOKHUTEJ IbHbIE
9MOIIMH U OIILYIIEHHST, UTO TOBOPUT 00
3(hPeKTUBHOCTH, PE3YJILTATHBHOCTH OMbITA
1 BO3JEHCTBHIO HA SMOLIHOHAJILHYIO CTOPOHY
KaXKJI0T0 CJIyLLaTe Is1- PeCroH/eHTa.

3aKknwyeHue

B zakstouenuu xorenoch Obl
OTMETHTb, UTO MO pe3dyJbTaTam
CTATUCTHUECKUX JAHHBIX Y YIaCTHHKOB
MY3bIKOTePareBTHUECKOTO KOHIIePTa ObLI0
OTMEUEHO YyJIydllleHHe SMOLHOHATBLHOTO

cocrosiius. [Iporiecc namenenuns
BHYTPEHHET0 COCTOSIHUS CJTyLLIaTe s
OTJIMYAJICS TTOCTETIEHHBIM XapaKTePOM:
HEBBICOKMM TEMIT0-PUTMOM Havasa
KOHLlepTa, CTaOUJILHBIM K Cepe/IMHE,
JIMHAMUYHBIM K KOHILY C SIBHBIM OLILyTHMbIM
pesysibTaTtoM. TemaTHuecKoe njaaHupoBaHue
npejicTaBaeHo B Tabuiuile Ne2.

Anasnua KoHilepTa-Teparnuu Mo3BoJIHII
cleIaTh Caleyloline BbIBO/IbI:

1) KoObl30Bble KioM BO3IEHCTBYIOT
Ha MCUXOPHU3HOJIOTHYECKOE COCTOSTHHE
yeJIoBeKa, MOTYT CTUMYJIMPOBAThL U CHUKATh
pasHble TPOSIBJIEHNS SMOLIUH;

2) Kob6bizoBast mysbika BobpaJia
B ce0s1 BCe MUPOTIOHUMaHKHe GAKChI,
MO3TOMY HCTIOJIHEHHE Ha KOObI3e aeT
HeOOXOIMMbIH pe3yJibTaT — rapMOHHU3UPYET,
cTabUJIM3UPyeT BHYTPEHHEE COCTOSTHUE
yeJIoBeKa.

Wrak, Tpaauinm Leaure beTBa 6aKehl
SIBJISISICH KJIIOUEBBIMU B apXauyeCcKux
KyJIbTypax, B XOJI€ CBOETO Pa3BHUTHS,
NPUBEJH K BO3HUKHOBEHHIO MeIMTaTHBHbIX
MPaKTHK, PUTYAJbHOTO MEHUs] H MHOTHX
JIPYTHX 3BYKOBBIX OPM. DTO YKa3bIBaeT
Ha TO, UTO 3TH METO/Ibl JICUEHHS] UMEIOT
BO3JEHCTBHE HA UYeJI0BEKA, B UHCTIe
KOTOPBIX U KOOBI3OBbBIE KIOH, KOTOPbIE
MOTYT BO3POJIMThb U paclUMpHUTh 00J1aCThb
MY3bIKaJIbHOH Teparnuu He TOJbKO Ha
tepputopun Cpenneit Asun u Kazaxcrana,
HO U 3a pyOe:KOM. YTOMSIHYTbIe, METO/Ibl
JleueHUs1 OAKChl BbI3bIBAIOT OOJILIION
MHTepeC B CTpaHax 3araja, no3ToMy MOXKHO
C YBEPEHHOCTbIO TOBOPUTH O TOM, UTO B
Kasaxcrane ecTb Bce MpeanochlIKu /s
pa3BUTHS TPATUIIMOHHOKN CUCTEMbI JIEUCHHUS
KaK CpeJIcTBa «rapMOHU3aLMK» TIPUPOJIbI
yeJIoBeKa B COBPEMEHHBIX YCJIOBHSIX.
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APT-TEPANMAUA MEH MY3bIKA TEPAMUACbIHbIH, MHTEPTPALMACDI:
TAPUXW LLOJ1Ybl XXKOHE TEOPUAJIbIK HETI3EPI

Anpatna. 3epTTey aneMaik M3AEHM KEHICTIKTEri apT-TepanusaHbIH, MaHbI3A4blbIFbIHA apHafaH.
[eTeporeHai 06bEKT peTiHae apT-Tepanus A3CTYPAi NCMXOTEPANUS SAICTEPIH FaHa eMeC, COHbIMEH
KaTap, «unocodumsnanabipbiaay OTblpbIM, KYMNECTipY» Kypanbl peTiHae e3ekTi 6ona 6actapl.
3epTTeyaiH MaKcaTbl Ka3akKTblH, A43CTYP/i MOAEHMUETIHAE KOHE 3aMaHHaH benrini Kob6bi3 AblObICbIH
KOMAAHY apKblabl eMAey a4icTepiH ©3ekTeHAipy 60bin Tabbiabl. ALAM MNCUXMKACBIH YANECTIPYAiH,
LLbIHaMbI XX9HE OpraHMKasbIK TaXipubenepi MeH afiCTEPiH XaHFbIPTY MCUXMKANbIK KOBAMKYLLbIIbIK NEH
PYXaHM XaMCbI3AbIK 6CIM XXaTKaH Kasipri KoFaMaa ete MaHbi3abl. byn npobneManapHbl eHepaiH agam
LNCUXMKACbIHA OH biIKMasblHbIH, KOMeriMeH Lelnyre 6onaapl. byn MarbiHaga My3bika exenri aayipaeH
SPTYPAi XanblKTapaa agamfa KyablpeTTi acepi 6ap KybbuibiC 60nFaHAbIKTaH, My3bIKablK, 6HEP apT-
TepanusiHbIH, €H TMIMAI aaicTepiHiH 6ipi 60ia anaabl.

Makanaga KasakCcTaHAabIK, WbIHABIKTaFbl apT-TepanmsHbIH, 6ip canackl peTiHae My3biKasbik,
TepanusiHbl KonaaHy Herisaenesi. COHbIH XXapKbIH Mbicanbl peTiHae 2023 XbinablH, 4 MayCbiMbiHAA
AcTaHa kanacbiHaa eTkeH PaywaH OpasbaeBaHblH «AKKY Ca3bl» aTTbl My3blKasblK TePanUAbIK KOHLEPTI
KapacTbIpblNaabl. ONIEMHIH XXeTEeKLUi TepaneBTik MEKTeNTePiH Tanaay ApUCTOTENbAiH MCMXOKATapcuciMeH
KaTap afaM NCMXMKACbIHA 9CEp eTETiH Heri3ri pakTop My3blka 60/biM TabblnaTbiHbl AWKbIHAANAAbI. Bi3AiH,
Xarpanaa, ncMxodu3nonorusnblk, 3CepPAi KaMTamMachl3 eTyAiH eH TMiMAI XaHe e 6ip Me3ringe «3Heprus
anMacy», KyMNecTipy» Kypanbl A3CTYPJi My3blKablK, Mypa eKeHi aiKblH.

3epTTey aaicTeMecCiHiH Heri3iH KasakcTaHaarbl apT-TepanusHblH, aMbeban xaHe cneuudukansbik,
epeKLUeNiKTePiH aHbIKTAY YLUiH KONAAHbUIATbIH TaNgay MEH CUHTE3LiH Xanmbl FbI1bIMU S4iCTepPi Kypanabl.
Mys3bIKasblK TEpanus MEKTENTEPiHiH, Xambl TEHAEHUMSACbIH aHbIKTAY YLiH TapUXU-TEHETUKANbIK,
aaic konaaHbiabl. CayanHaMma >KoHe aHriMenecy apKblibl afibiHFaH CTaTUCTUKANbIK AEPeKTEPLiH
HaTUXKENepiHe CyMeHe OTbIpbIN, Ka3aKTbIH A3CTYPAi KOObI3 My3biKaCbiHbIH Ka3ipri 3aMaH LbIHAbIFbIHAA
€M[iK 9CepiHiH TMiMAINiri Typanbl KOPbITbIHAbI XXacanabl.

Tyiiin ce30ep: apT-Tepanus, My3blkanblk Tepanus, 6akCbIbIK, 43CTYPAI My3blKa, MCMXOKATApCUC,
My3bIKaHblH, 9Cepi, TeMOpAiH MaHbI3AbIIbIFbI, KOObI3AbIH KACMETTINIr, KeLneni ayeHaep, akky.

Aaiiekce3 ywiH: barkyaToBa, AkMapan xaHe PaywaH HypTtasa. «ApT-Tepanus MeH My3blka
TepanusCbiHbIH MHTEPrpaLMSChl: TApUXU LIONYbI XXaHe TeopusnbIk, Herisaepix». Central Asian Journal of Art
Sdudies, T.8,N2 3,2023,62-84 6.,DOI: 10.47940/cajas.v10i3.738

Asmopnap KonwazbaHslIH COHFbI HYCKACLIH OKbIN, MAKY10a0bl #aHe Myddenep Kalilubl/IbIFbl HOK,
eKkeHOi2iH ManiMOelioi.
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INTEGRATION OF ART THERAPY AND MUSIC THERAPY:
A HISTORICAL REVIEW AND THEORETICAL FRAMEWORKS

Abstract. This research delves into the significance of art therapy within the global cultural
landscape. With its heterogeneous nature, art therapy not only encompasses traditional
psychotherapeutic methods but also, when imbued with philosophical insights, emerges as a tool for
"harmonization.” The objective of this study is to reintroduce ancient therapeutic techniques from the
traditional culture of the Kazakh ethnic group, utilizing the expressive power of the kobyz sound. The
revival of authentic practices and techniques holds contemporary relevance, particularly in a society
increasingly grappling with negative emotions and heightened moods. Consequently, leveraging music
therapy to positively influence the human psyche becomes essential. Given music's historical and
cross-cultural impact, it stands as a potent method of treatment.

This article supports the utilization of music therapy as a facet of art therapy within the Kazakh
cultural context. An exemplar of this approach is found in Raushan Orazbayeva's music therapy concert
titled "Akku sazy," which occurred on June 4th this year. Drawing upon various therapeutic traditions,
including Aristotle's psychotarsis, the article underscores music's pivotal role, specifically the
traditional musical heritage like the kobyz. This traditional musical heritage is shown to hold profound
potential for inducing psychological effects and “‘opening energy” for harmonization.

The research methodology draws upon general scientific methods of analysis and synthesis to
discern universal and specific features of art therapy in Kazakhstan. Historical and genetic methods
were applied to trace the evolution of music therapy practices. The study gathered statistical data
through surveys and interviews, substantiating the efficacy of using the kobyz's sound for therapeutic
purposes within modern society.

Keywords: art therapy, music therapy, shamanism, traditional music, psychocatarsis, music's
influence, tonal qualities, sacredness of kobyz, nomadic themes, akku.
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KPEATUBHBIE MOIXO/IbI U
MJACTUYECKUE PELLIEHUS
B COBPEMEHHOMU
TEATPAJIbHON
PE)KUCCYPE KA3AXCTAHA

ARTS & HUMANITIES

Anbus Emoeprenoa’, Canus Ka6auesa'

'Kasaxckast Haunonanbnast Akagemust nekycers umenn TemupGeka yKyprenosa
(Anmarsl, Kazaxcran)

AHHoTaums. CoBpeMeHHOe TeaTpasibHoe UCKyccTBO KasaxcraHa sIBnsieTcss MHOrOXXaHPOBbIM,
MEXAUCLMMIMHAPHBIM U 3KCNIEPUMEHTA/IbHBIM. B pernoHax cTpaHbl MOXHO YBUAETb CNEKTAKIIM,
KOTOpbIE C/IOKHO OTHECTU K ONpPEeAeNeHHOMY XaHpy, Tak Kak 3TW CMeKTak/Iu COBMELLAIOT 3/IEMEHTbI
pa3HbIX XXaHPOB M HECYT 3CKNEePUMEHTasbHbIV XapakTep. Elle ofHOM TeHAEHUMEN SBNSETCS TBOPYECKOE
obbefuHeHne pexunccep-xopeorpad-xyaoXKHUK, KOTopble paboTas B pasHbix TeaTpax, cobuparoTtcs B
0L HY KOMaHAy AN15 NOCTaHOBKM OMpeLeNeHHOro cnekTaks. TakuM obpa3oMm, CNekTak/b noayyaercs
NpOOYKTOM KPEaTMBHOM KOMaH/bl, 3 PEXMCCEPbI MMEIOT NPaBO BbIbOpa COAaBTOPOB CBOEW TBOPYECKOM
paboTbl.

MnacTMueckoe pelieHne ApaMaTUHECKUX MU MACCOBbIX CLLEH, UCMOb30BAHME MIACTMKM BMECTO
LMHHOTO TEKCTa B MOC/IEAHME FOAbl CTA/0 WMPOKO NMPUMEHSTHCS COBPEMEHHBIMU PEXUCCEPAMM.
MonobHble pexxuccepckue peLleHns OTKPbIBAKT FPaHM Urpbl A8 aKTEPOB, B TO e BPEMS, CTaBs nepes,
HMMM 33,3241 HOBOTO TpaHchopMupytoLerocs Teatpa. CoBpeMeHHasi nnacTuka — 310 He HapoaHble
TaHLbl UM TaHLbl, NOCTAB/IEHHbIE HA OMNpPeAENeHHbIV My3blKa/bHbIK CYET. 3a4acTyH), 3TO NNACTUYECKUIA
PUCYHOK TaHLa, NOJyYEHHbIX Yepes TeNleCHbIe MMMNPOBU3aLMM, COBMECTHbIE MOUCKM Xopeorpada u
apTucra. Pu3nyeckas NOArOTOBKA U BHYTPEHHAS cBOH6OAA akTepa NO3BOIMUT PEXMUCCEPY MOTHOLEHHO
NPUMEHUTb XYA0XKECTBEHHOE peLleHUe, HaMAEHHOE B pe3y/bTaTe TBOPYECKMUX MOUCKOB.

PaboTa TeaTpanbHOro XyA0XHMKa B COTBOPYECTBE C PEXMCCEPOM CMOCOBCTBYIOT MPOSBIEHUID
HOBOW TeaTpasibHOM 3CTETUKM. ITU TeaTpasibHble NPOLLECChl HOPMUPYHOT LLENb UCCIIEA0BAHUS — U3YUUTb
KpeaTuBHble MOAXOAbl U PELIEHWUS COBPEMEHHbIX Ka3aXCTaHCKMX pexxnccepoB. OBbEKT UCCIe[0BaAHUS
CTaTbM — CNEKTAKJIM COBPEMEHHbIX pexxunccepoB HypkaHaTta Xakbinbas, Mapxata Monaaranu, OuHbl
XKymabaii, layxap Apgain. lNpenMeTom UcCnenoBaHUA SBNAIOTCS PeXMUCCEPCKME peLleHUs CleKTaken,
MEeTOAbl U MOAXOAbI, UCTONb3YEMbIE B NMPOLLECCE NMOCTAHOBKM CNEKTaKnel. MeToao1orMyeckyo 0CHOBY
COCTaBW/IM MPOCMOTPbI CNEKTAK/EN AaHHbIX PEXMCCEPOB, U3yUYEHUE UCCIEA0BATENBCKUX PaboT
3apybexHbIX TeaTpaNbHbIX MPAKTUKOB M UCCAEL0BATENEN Ha TEMY COBPEMEHHOMO TeaTpaibHOro
MCKYCCTBA U PEXUCCYPbI.

Knioyessvie cnoea: TeatpanbHOE UCKYCCTBO, COBPEMEHHbIN TEATP, TEATPasbHAsh PEXMUCCYpa, TeaTp
KasaxcraHa, H. XXakeinbaii, ®. Mongaranu, [I. XXymaban, I Anaii.

Ana yumuposarus: Em6epreHoBa, Anbdus n CaHna Kabamesa. «kKpeaTnBHble Noaxoabl 1
naacTMyeckme pelleHuns B CoBpeMeHHow pexxuccype Kasaxcranax. Central Asian Journal of Art Sdudies, T.
8,N2 3,2023,c.85-99,D0I: 10.47940/cajas.v10i3.710

Asmopbl npodumanu u 0006puu OKOHYaMenbHelli 8GPUAHM pyKonucu U 3aseisom 06 omcymcmeauu
KOH@UKmMa uHmepecos
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BBepeHue

eaTpaJsibHOe MPOCTPAHCTBO
Kaszaxcrana paciumpsieT rpaHuLibl
¥ pa3BuBaeTcsl. Peneptyap TeaTpoB
MOMOJIHACTCS COBPEMEHHON IpaMaTypruei.
MensieTcst Crpoc M OTHOLLIEHHE 3PUTEJIS K
TeaTpasbHOMY HcKyceTBY. CoBpeMeHHble
perKuccepbl HAXOAATCS B TBOPYECKUX
MIOUCKAX HOBBIX BBIPA3UTEJIbHBIX CPEICTB
¥ KPeaTUBHBIX pelLeHUH ClIeKTaKJIs.
Yacro peliieHust pexKUccepoB MPUBOLST K
BU3yaJIbHbIM HHCTPYMEHTaM Xopeorpaduu 1
cueHorpaduu. [Tono6HbIe pUMepbl MOXKHO
BCTPETUTb KaK Ha ClieHe roCylapCTBEHHbIX,
TaK 1 He3aBHCHMBIX TEATPOB.

['oBOpS 0 MoMCKax HOBBIX
BbIPa3UTeJ/bHbIX CPEJICTB Ha ClIeHE,
HEBO3MOKHO OTPHLIATH KOHLETIHIO
MOCT/PaMaTHYECKOro TeaTpa, B OCHOBe
KOTOPOH ... OJHOBPEMEHHOCTb >, €HUrpa ¢
MJIOTHOCTBIO 3HAKOB», «My3bIKa/IU3allHsI»,
«BU3yaJslbHasl paMaTyprust», «(usnyeckue
3JIEMEHTBI», <T1OJPbIB peaibHOr0»,
«cutyais/codprtne» (Jleman). CTouTb
OTMETHTb, YTO MOCTPAMAaTH3M BbISIBJISIETCS
B Ka3aXCTAHCKOM TeaTpajibHOM HCKyCCTBe
ropasfo nosxxe, HexKeJyu B IPYrUX CTpaHax.
OnHako nocJieiHue AeCATHIETHS CMeJlble
(haHTa3UK perKUCCEPOB MOPaAKAIOT
MHOroo0pa3ueM: COBpeMeHHas
clieHorpads ¢ UCMoJb30BaHUEM
KOMIMbIOTEPHbBIX TEXHOJOTHH HJTH
abCOJIOTHBIA MUHMMAJIM3M B IEKOPALUSIX,
KOHLLEINTYyaJslbHast MHCTAJLISILIUS] BMECTO
HaTypaJUCTHUECKUX IeKOPALUI; OTCYTCTBHE
TEKCTa WM UCTIOJIb30BAHHE €r0 KaK
M0BECTBOBaHHUe, MO0 Npsimoe obpalleHne
K 3PUTEJIIO; CMeHA CLEHHYECKOro 1eHCTBUS
B 3PUTEJIbHBIN 3aJ1, OCAJIKa 3PUTEJIs
Ha ClIeHe; XKUBOH 3BYK, HHCTAJLJISILIUH,
CMelIHBaHHe Pa3HbIX XKaHPOB U JPyroe.

CoBpemeHnnast xopeorpadusi 1 TejiecHble
NPaKTHKH 0Kasa/u G0oJibllIoe BJIHSHUE Ha
TeaTpaJsibHble MOCTAHOBKH Ka3aXCTaHCKHUX
tearpos. Hapsiny co cuenorpacueit
ceiyac royeTHoe MecTo B TeaTpajibHOM
MCKYCCTBE 3aHMMAeT MJIacTHYeCcKoe
peurenne crniekrakis. Criekrakiu Beé

6oJiblile TPUOOPETaIOT BU3yasbHbIN
Xapakrep, OTO/IBUTasi ICUXOJOTHIEeCKUH
Tearp. 3pUTeJib BUJHUT CUMBOJIbI,

YUTaeT ¥ BOCIIPUHUMAET HH(OPMALIHIO
yepes TeJI0 apTUCTOB, CKPbIThIE 3HAKH
ciieHorpaduu. Hacto 3puresib MOXKeT
YHECTH ¢ co00ii IPYyroil MecceK, To,

4TO €My TMoJIcKa3aio BooOparKeHne u
BIeUaTJIeHHUs OT YBUJEHHOTO, BMECTO

TOT0, 4TO ObIJIO 3aJI0XKEHO B MPOLECCe
MOArOTOBKH CIIEKTAKJIsI. 3/1eCh
BcromuHaetcsi Teopusi K. [Owra «o
KOJJIEKTUBHOM Oecco3HaTe/ibHoM>». OQHAaKO
HeOJIHO3HAUHbIE PellIeHHs PEKUCCEPOB
MOTYT BbI3bIBaTh CHOPbI y 3pUTEJIEH, TaK KaK
KaK/Ibli MOYKET TPAKTOBATh M BOCIIPUHSITh
YBHJIEHHOE 10-CBOEMY.

B cratbe paccmaTpuBaloTCs KpeaTHBHbIe
pelleHHsT COBPEMEHHBIX Ka3aXCTAHCKHUX
pexuccepoB H. YKakeim6aii, O.
Mounaranu, I1. >Kyma6aii, I'. Anaii.

MeTtoponorua

B npouecce ndyuenust Bonpoca B
UCCIIE0BATEJLCKOK paboTe ObIIN I METOIbI
MUCTOPUUYECKOTO H TEOPETUKO-3CTETHIECKOTO
aHaJsin3a, 1eJjib KOTOPbIX U3yueHue
CTaHOBJIEHHS] COBPEMEHHON TeaTpaibHOK
9CTETHKH, TpaHCHOPMALS PEXKMCCEPCKUX
NPUEMOB B TeaTpasibHOM HCKYCCTBE
Kazaxcrana, Tak:ke U3yueHue TeJeCHOCTH,
KaK XyJI02KECTBEHHOTO peHOMeHa B
COBPEMEHHOM TeaTpasibHOM HCKYCCTBE.
ABTOpBI 06paTHIIMCh K KOMITapaTUBHOMY
METOJTy UCCJIEJIOBAHUS U CPABHUTEJILHOMY
aHaJIu3y Jyisl COMOCTABJIEHHS TPUMEHEHUS
MJIACTUKK KaK BbIPA3UTEJbHOTO
MUHCTPYMEHTA B CIIEKTAKJISIX PA3HbIX
pexkuccepoB. [1pu ananuze criekraxmiei
HCII0JIb30BaJICST CEMHOTHUECKHI METOJ
C LEJIbIO OTTPe/iesIeHHST CMBICTIOBBIX
KOHTEKCTOB MJIaCTUYECKOr0 PUCYHKA U
PEXKHUCCEPCKOro 3amMblCaa.

Ouckyccusa

Tema coBpemenHoro rearpa u
pexkuccypbl Kazaxcrana He BbI3bIBaeT



OrPOMHOT0 HHTEpeca Cpeiu 3apyOesKHbIX
nccseoparesieil. OHaKo 3yuyeHHe
MOCTPaMaTHYECKOro TeaTpa U MeTo/lbl
3arnajiHbIX PeXKUCCEPOB U MPAKTHKOB
M03BOJISIIOT MIPOBECTH CPABHUTEJbHbIH
aHaJlu3 U HHTEpeCcHble NapaJiesu ¢
Ka3aXCTaHCKHM TeaTpOM.

TearpasbHble 5KCIIEPUMEHTHI,
MEXKIMCLUMITIMHAPHBIN MOJIXOML
npucyTeTByloT B TBOopuecTBe JKaka Koo,
JKaka Jlekoka, Beeposiona Metiepxodibia,
Anexcannpa Tauposa, [Turepa bpyka,
Exxun I'potoBckoro, Muxauna Hexosa.
HemasioBaKHO H3yuUThb U MOHSITH UCTOKH
1 TIPUUHHBI SKCTIEPUMEHTOB PEXKUCCEPOB.
[Tomumo uHTEpeca, 3a4acTyio, CylleCcTByeT
psiL COOBITHH, KOTOPbIE BIOCJAEICTBUH
OKa3bIBAIOT BJUSIHHE HA CO3/IaHHE
HOBOTO TeaTpaJibHOrO HaMpaBJIeHHUs,
pexKMCcCepeKoro rnpuema.

Hanpumep, B cratbe «Sufi Dance,
Trance, and Psychophysical Performance:
Transcultural Elementsin Jerzy
Grotowski’s Theater» Serap Erincin
yTBBepKaaeT, uto Exxu ['potoBekuii,

B CO3/IaHUM CBOMX MCUXO(DU3HYECKHX
MeTojaxX, OblJ1 BIOXHOBJIEH BOCTOUHBIMH
JIyXOBHBIMH MTPAKTHKAMH, CY(hH3MOM H
TaHueM MeBJ/ieBu. ABTOp CTaThU CUMTAET,
4TO 3anajHbli TeaTpaJbHbId pexKuccep,
cosjiaBasi CBOH METOJ, OTTAJIKHBAJICS
MMEHHO OT TaHLa, H YTO 3TOT BONPOC
HEJI0OCTaTOYHO U He3aC/y?KEHHO He U3ydeH
nccaenoparesimu (Erincin).

Asrop cratbu «Something in the
atmosphere? Michael Chekhov, Deirdre
Hurst Du Prey, and a web of practices
between acting and dance» 6puranckui
TeaTpaJsibHbIl NpakTHK Roanna Mitchell,
Mcee10BaTe b TeaTpaibHON MIIACTHKH,
BbICKa3aJla CBOIO TOUYKY 3pEHHUS B aHAJI3e
TBOpuecTBa Muxansia Yexosa. ABtop
CUYMTAeT, 4TO Ha TexHUKH Muxausna Yexosa,
B YaCTHOCTH TeJICCHbIE, TIOBJIHUSJIN €ro
COBpPEMEHHHUKH U KOJIETH TaHLOBLIHLbI
Mb>pu Burman, Aficenopa [lynkan, Mapra
['pam u Mapraper bapp. Corsacho P.
MutueJsut, UMEHHO COTPYIHUYECTBO
MPaKTHKOB TeaTpa M TaHLa MOBJIUSIO HA

pa3BHTHE TVIACTHKH B COBPEMEHHOM TeaTpe,
Kakoil eé BUiMM Mbl cerojinst (Mitchell).

Pouib cBeTa B Teatpe u ero BiUsiHUE HA
BOCTIPUSITHE 3pUTEIs HCcaenoBata Amy
Chan B crathe «The Difiracting Light
in Contemporary Theatre». ['1aBubiit
BOIPOC, KOTOPbIH MOJAHUMAET aBTOP, —
5CTETHKA CBETa B COBPEMEHHOM TeaTpe
(Chan). Ecain panee, cBet Obl1 CO3ByU€eH
C My3bIKOH UJIH CJTy?KHJT aKIIEHTOM Ha
onpeje/eHHble ppasbl B MOHOJIOTE, IHAJIOTe
repoeB, TO CEerojiHsi B COBPEMEHHOM TeaTpe
KasaxcraHa oTHollIeHHE K CIIEeHUIeCKOMY
cBety MeHsietcsi. CoBpeMeHHble pelleHHtst
MOCPEJICTBOM CBETa MOXKHO YBUJIETh B
CMEKTaKJIAX HOBOro TypKecTaHCKOTo
My3bIKaJbHO-/IpaMaTHUYeCKOro TeaTpa
(«bepre», « Maxab6aT MyHapachi» ),

B paboTax pexkuccépa [ayxap Anaii u
xynoxkuuka ['ynbnansl )Kypkabaessbl, B
crniekrakisx Total theatre.

Alex Mermikides B cratbe «Brilliant
theatre-making at the National: Devising,
collective creation and the director’s
brand» na npumepe bpuranckoro
TeaTpa 3aTparuBaeT BaxKHYyIO TEMY.
«Documentation on the creative practices
of Théatre de Complicité, Katie Mitchell
and the War Horse (2008) company will
demonstrate that devising’s shift from
the margins to the mainstream of British
theatre has resulted in an increasing
separation between an ethos of collectivity
and a quest for innovative theatrical
product» (Mermikides). ITpu co3nanun
MHHOBALMOHHOTO T€ATPAJILHOTO MPOJLyKTa
€CTb PUCK MOTEPSATh KOJNJIEKTHBHbIN
JlyX, HCTUHHBIH aKTepCKUi aHcaMOJib 1
atmocdepy. Tema, KOTOpyIO BblIBUraeT
M HCCJIElyeT aBTOp, aKTyaJsbHa Jyisi
Ka3axCTaHCKOro TeaTpa, Tak KakK 4acTo
B [IOMCKAX KCrpecchu, «wow-effect» u
»KeJlaHus BO3/IEHCTBOBAThL HA BOCIIPUSITHE
3pUTeIsl, TeaTpalibHble KOJIIEKTHBDI
TEPSIIOT caMy TeaTpasibHOCTb, a CIEKTaKIIb
npuobperaet hopmar neppopmanca u
3PEJIUIIHOTO 1110Y.

Uccnenosarens Jurgita Staniskyté
B cBoel pabote «Performing History,
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Staging Identity: Strategies of
Contemporary Theater in the Baltic
States» anasnusupyer crpareruu
coBpeMeHHoro banaruiickoro teatpa.
ABTOp cuMTaeT, 4To MosIBJAeHHE HOBBIX
cnoco6oB pernpeseHTaluu B 6aATHHCKOM
TeaTpe MOXKHO «KOHLENTYaJu3upoBaTh Kak
camopeIeKCHIO U KOHTPKAHOHHUYECKYIO
penpedenrauuio». «They deal with the
transformation of notions about language,
body and perception in contemporary
culture and critical theory as well as local
models of theatrical representations»
(Staniskyté ). Ananusupys paboty
MOJIOJbIX OAJTHICKHX PeXKUCCepPOB, aBTOP
MPUXOJIUT K BBIBOJLY, YTO UX TOCTAHOBKH
MOJXOJSIT JI/151 TOCTCOBETCKOIO MepHoa,

B KOTOPOM KOHCTPYMPYIOTCSI [TePeXOiHble
WIEHTUYHOCTH U UCTIOJHSIOTCS] HOBbIE
ClleHapHH COLHAJIbHOTO MPOLIJIOTO U
Oynyulero. B penepryape kasaxcTaHCKUX
TEaTpPoB TeMa HAllHOHABbHOH MIEHTUYHOCTH
3aHUMaeT 0co00e MeCcTo. ITOMY
Croco6CTBOBA/A TOCYAAPCTBEHHAS
nporpamma «PyxaHu KaHFbIPY», B paMKax
KOTOPOH TeaTpbl 06paTHIIHMCh K 3110CY U
Kasaxckoi apamatypruu. [Ipumepom moxkeTt
NOCJYKUTb creKTKIH «Kpiz JKibek» n
«Abaii», nocTaBJieHHble Ha CLiEHE OMEPHBIX,
JipaMaTHYeCKUX M My3bIKaJIbHbIX TeaTpax B
pasHbIx ropoaax Kazaxcrana.

MuHoBaumoHHOMY MOJAXOTY
K MOCTAaHOBOUHOMY Ipolleccy B
Kasaxcranckom TeaTpasbHOM HCKYyCCTBE
nocesiieHa cratbst Canrynb Kap:kay6aesoii
u Aiinyp Kon6acaposo# «MHHOBanoHHbIe
crparerun TypkecTaHCKOTo My3bIKaJIbHO-
JipaMaTHYECKOTo TeaTpa» Ha MpuMepe
criekTakisi «bopre», pexuccepom KoToporo
sSIBJISIETCS NPUTJIalleHHbIH pexxuccep K.
[lakkasyra. B naHHo# necsenoBate/ibCKoi
paboTe onucaH HOBbIH /I/151 KA3aXCKOro
TeaTpasibHOro MPOCTPAHCTBA MOAXO/ K
MOCTAHOBOYHOMY TpPOLECCY OT HIEH U BCEro
npouecca NoAroTOBKH J10 BOMJIOLIEHHS]
(Karzhaubayeva u Kopbassarova).

B tpynax Simon Murray u John Keefe,
TMOCBSILLEHHBIX HCCIIEIOBAHUIO (PU3HYECKOTO
Tearpa, U3JoxKeH aHa/u3 NPUEMOB 1
9KCTEPUMEHTOB TeaTpaibHbIX MPAKTHKOB

Espornbi, CILIA, BbIXO/11E€B COBETCKOTO
coto3a. Cpe/iv HUX €CTh TaKHe HMEeHa Kak
JKak Koo, koTopblit namenus hopmat
CLLeHMYEeCKOT0 MPOCTPAHCTBA U BHEAPSJI
TeJIeCHble MPAKTUKM, CYUTas MIACTHYECKYIO
BbIPA3UTEeJIbHOCTb IVIaBHBIM HHCTPYMEHTOB
TeaTpaJibHOro aktepa; Beeposion
Metiepxosbil, KOTOpBIH HHTEpecoBaJcs
BOCTOUYHBIMH T€JIECHBIMU MPAKTHKAMU U
BHEJIPSI/ MX B CBOU crniekTaku; [lutep
Bpyk u ero oTHolIeHKE K CLIEHHUECKOMY
npoctpaHnctsy; Exu ['potoBeku u ero
MeTOJIbl TCUX0(U3NIECKOH paGoThl
aKTepa, UCTOJIb30BaHUsl pUTMa U paboThI ¢
npoctpancrsoM (Murray u Keefe). Mexons
M3 UCCJIeJIOBaHMI, MOKHO C/le/1aTh BBIBO,
YTO KpeaTHBHbIE PUEMbI U PeLIeHHs,
KOTOpPbI€ UCIOJIb3YIOT COBPEMEHHbIE
pexxkuccépbl Kazaxcrana, 6blid 06bEeKTOM
MOMCKOB TeaTpasibHbIX MPAKTHKOB
MPOLIJIOTO CTONETHS. DTO MOATBEPKIALT
u Tpyn Cepreesa A. B. «[lupkusaius
TeaTpa», B KOTOPOM aHaJIM3UPOBaJI
MEeKIMCIMIITIMHAPHOCTD TeaTPasbHOTO
uckycerBa B 1930-e rojibl, Korjaa HCKyCcCTBO
IMpKa 0Ka3aJio BJMsSHUE Ha ClIeHHUeCKoe
MPOCTPAHCTBO M MJIACTHYECKYIO
BbIpa3uTe/ibHOCThL akTepa (Ceprees).
Juna losiep B kKHUre «Xyjl0KHUKH,
BU3HOHEPbI, LMpKauu. Ouepku
BU3yaJsIbHOTO TeaTpa» aHaJu3upyer
OT/IeJIbHbIE CIIEKTAKJ/H, a TaKxKe
TeaTpaJsibHble KOMIIAHHWH, B OCHOBY
KOTOPBIX JIETJIM TAKHe MTPUEMBbI, KaK
COBpeMEHHast YKCrepuMeHTabHAs
clieHorpadus, niacTuueckKre peliexus,
MEeKIMCIMIIIMHAPHOCTD. B cBoel KHUTe oHa
onpeJiesisieT IaHHOE TeaTpasbHOe SBJICHHE
KaK «BU3yaJsibHbIi TeaTp». Pelienus
1 KpeaTUBHbIE MOJX0JIbl COBPEMEHHbIX
pexkuccépon Kazaxcrana MoxkHO Tak
K€ pacCMOTPEeThb B KOHTEKCTE JIaHHOTIO
TMOHSTHS, TaK KaK OHU MOJXOMSIT MOJL
OrfucaHus U MOHATHUS, KoTopble [nuHa ['onep
yrnomuHaet B kuure ([onep).

PesynbTarthl

Kasaxcranckuil pexknccep n
TeaTpaJibHbli neparor Hypranar



JlnHa ycresia nocTaBUTh J€CATKH
CleKTaKJ/el KaK B Ka3aXCTaHCKHUX

Tearpax, a Takxke B Typuuu. XapakTepHoH
0COOEHHOCTBIO MOCTAHOBOK pexkHccepa
sIBJISIeTCS 110/]aua KJ1accuyeCcKoro matepuala
B COBPEMEHHOH TPAKTOBKE, 4aCcTO
sKcrepumeHTaibHol. Kak npumep oaHow u3
SIPKUX pabOT MOJIOJIONO pexKuccepa MOXKHO
npuBectH crekrakab «Penpa» K. Pacuna,

JKakbinoOar Obl1 OIHUM U3 TTEePBbIX,

KTO BHEJIPSIJ [JIaCTHUECKHE CLIeHbI B
JipamMaTHyeCcKuX criekrak/sax. Ha cuene
Kasaxckoro HallMOHa/ILHOTO TeaTpa UMeHH
Myxrapa Ays3oBa H. JKakbin6aeBbim Oblit
nocrapJ/ieH crekTak/b « Cy/y MeH CypeTiii»
(«KpacaBuua u xynoxKHUK> ), 03XKe - B
teatpe «)Kacrap» ropona Acrana u

HOBOM TypkecTaHCKOM My3bIKaJbHOM-

JpamaTnyeckoM teartpe. Mcropus
TIOBECTBYET 0 JIIOOBH MOJIOJION KpacaBHLLbl
1 XyLO2KHHKA, KOTOpPbIE BCTPEUYaloTCs Ha
6epery Mceblk-Kynb. baaropaps padore
Xy/102KHHKA U MJ1aCTHYECKUM PeLLeHUsIM
xopeorpada CleKTak/b ... CAMBOJIHUHbIH 1
BU3yaJibHbIH. Kaxnas kapTuHa riiaBHoro
rnepcoHaxa rnepejaHa naacTHIecKUMH
cueHamu. LBer kocTioma repontu, ee

[J1aCTUKa nepegaroT BHyTpEeHHEE COCTOAHNE

v nepexkupanusi. CTaBsi CrieKTakjb Ha
HOBOU CLEHE, PeKUCCEP HAXOIUJ KAXKIIbIH
pa3 HEeTPaUUMOHHbBIE BBIPA3UTENbHbIE
cpencta. Koneuno, 3To 3aBuceso ot

Cbl/lHaHCOBbIX U TeXHUUECKUX BO3MOXKHOCTEH

teaTpa. Tak, Hampumep, MOCAETHHH
BapUaHT CIEKTaKJIsl, OCTABJICHHbBIH
B TypKecTaHCKOM My3blKa/JIbHO-
JipamMaTHIeCKOM TeaTpe, OTINIaeTcst
OT NPeJbILYLLHX, HCITOJIb30BAHHEM
COBPEMEHHbBIX TEXHOJIOTHH W TeXHUYECKHX
BO3MOXKHOCTEH clieHbl. BmecTo 3anHero
(hoHOBOI0 3aHaBeca CLIeHbl HCIOJb3YyeTCs
cBetoauonnblil Led skpan, Ha KoTopom
1300paXKeHNs1 CMEHSIOTCS B COOTBETCTBUU
CO CMEHOH croxkeTa Ha cleHe. Ha cuene
MCIOJIb3YeTCsl MeCOK U BOJA, Jatolline
BO3MOXKHOCTb MOJIHOCTBIO 3PUTEJTIO
MOrpy3UThCsl B aTMocdepy npuopeKHOM
MecTHOCTH. TakxKe 3pUTe/b BUIUT JIOJKY,
KOTOpasi Kak OY/ITO MJbIBET MO TEUEHHUIO
BOJIbl, TO BO3BbILIASICH HAJl CLIEHOH,
TO OMYyCKAETCsl, CJIOBHO OKA3bIBAETCS
Ha rnecyanom 6epery. CrieKTakiu,
noctapJjennbie H. JKaknim6aii, B JKacrap
TeaTpbl, TaKXKe HAMOJHEHbl BU3yasbHbIMH
CHMBOJIAMH XOpeorpaduu, puTMma.
CrieKTaK/M MOJIOZI0r0 pexkuccepa
Junbl )Kymabaii BugyasbHbl U NOPOH
mokupytoie. K Hacrosiiemy BpemeHu

MOCTaBJIEHHbIH B HE3aBUCHMOM TeaTpe
«A.M.». B Bapuante /1. JKymabaeBoii
Ha clieHe JiBa akTepa. Pexxuccep

0TKa3aJlaCb OT KO[AE2K/1bl CUEHBI>, TOTOMY

ClICHA He MIPUKPBITA KyJUCAMM, 3aTHUK
OTCYTCTBYET. 3PUTeJIb U3HAYAJILHO BUJUT
MHUHUMaJIbHbIE IEKOPALIMH CIIEKTAKIS,
TaK Kak 3aHaBec OTKPHIT. [ IpuriyiiieHHbIH
CBET, HCKYCCTBEHHbIH JIbIM HACTPAUBAIOT
3puTesisl Ha criekTak/b. Ha cuene
MPUKPBITHIE MOJHITUICHOM JIJTHHHBIH
00€/IeHHbIH CTOJ U CTYJIbsl C BLICOKHUMHU
CrUHKaMH. JITUHHBIA CTOJT HA cCaMOM JieJie
NPeJCTaBJISIIN HECKOJBKO MePeIBUAKHBIX
CTOJIOB Ha KoJiecax. Ha npotskeHun
CMEKTaKJsl aKTePbl MePEBUTalOT CTOJbI U
CTyJibsi. Bee ieficTBust ¢ nepeBrkeHHeM
MPOUCXOJAT ONPABIAHHO U OPTaHHUUHO.
Texcra menblite, ueM (hU3UIECKHUX
JICHICTBUH, MPAKTUYECKH BECh TEKCT
COMPOBOKIAETCS JIBUKEHUEM, OJIHAKO
9TO HUKAK He BJIMSIET HA €r0 BOCIPHUSITHE.

MuHuma/nuam creHorpaduu u cBo6oHAs OT

TPaJMIMOHHON «OJIEX/IbI» ClIeHA, Jatonias
6oJiblile TPOCTPAHCTBRA J/Is1 AKTEPOB,
HaroMuHaeT B3TJIsiIbl U preMbl YKaka

Kono, sipkoro npezacraButesst ppanily3cKoi

IKOJIbI. [ TaBHBIM BbIPpa3uTEJ/IbHbIM
CpeACTBOM aKTepOB B ,H,aHHOfI I[MTOCTAaHOBKE

ABJIAETCA UX TeJIO0. S,U.er CJIeNyeT OTMETHTDb

MacTepCTBO U (PU3HUECKYIO MTOATOTOBKY
akrepa OJsnkaca yKakbinbek. Criekrakiib

BU3YyaJIbHbIH Gs1arojapst BCeM TeXHHUYECKUM

npuemMam MCIoJb30BAHHBIM PEXKUCCEPOM,
4TO TaKKe MoJYepPKHBAET COBPEMEHHOCTh
crniekraksi. K cambiM cMesibiM npremam
MO2KHO OTHECTH TIOsIBJIEHHE Tepost Ha
POJIMKOBBIX KOHbKAX, HTPY B HACTOJILHBIN
TEHHMC Ha ClLieHe, BLIHOC HA CLIeHY KUBOTO
neTyxa, JKUJIKOCThb, KOTOPOH 0GJUBAIOT
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repou jipyr apyra. Hauunas ¢ npoJsiora
CMeKTaKJIs U 10 (HUHAJA CIIEKTaKIIb
NOJIOH (PU3UUECKHX JIEHCTBUH, 2JIEMEHTOB
coBpemMeHHO# xopeorpaduu. [Tposor
JUIUTCS MITHAALATD MUHYT M HE COJEPAKHT
HHU eiMHOro coBa. OaHaKo TeJlo akTepa
paboTaeT HACTOJILKO TOUHO, BbIPA3UTEJIbHO
1 TUIACTHYHO, YTO aOCOJIIOTHO sICHA
NpebICTOPHS NPeJyIaraeMoro J1eHCTBHUSI.
Han nactuueckoi 4acTblo CreKTak/s
paGoTaJia MOJIOJION pexkuccep-xopeorpad
[bipbin MycraduHa, BbIMyCKHHIIA
KasHAU um. Temup6eka Kyprenona.
OTnpaBHOI TOUKOH /151 peXKUccepa 1
xopeorpada B criekrakJje Obl10 TBOPUYECTBO
[Tunb baymr (1940-2009). Pexxuccep
npocuJsa xopeorpaca He CTaBUThb TaHel|
JUIs1 AKTE€POB, 3a7a4eid OblJI0 IPOXKUTh
MCTOPHUIO B IBHKEHUU. Pexuccep
Tpe6oBaJia BU3yasibHO 3P PeKTHYIO
MJIACTHKY, OJIHAKO, TIOHSTHYIO 3PUTEJIIO.
Pac6ora I11. Mycradunoii nosyunnach
oueHb UHTepecHOH. B nenosiHeHnm akrepos
MOKHO YBHJIETb 3J1IeMEHTbI TeXHUKH ['ara
Oxana Haxapuna, sneMeHTbl akpoOaTHKH,
KOHTAKTHOH UMIPOBU3ALIUH U COBPEMEHHOH
xopeorpaduu. Ocoboe BHUMaHKHe
TNpUBJIEKAET ClieHa «u3MeHbl» Pepbl
myxKy Teceto. CTpacTb, conpoTHBeHHe
WMnnosura, ero pacTepsiHHOCTb U CTbI, e
packasiHie, BHyTPeHHHH KOH(JUKT repoeB
BBIMOJIHEH SPKHM Jiy3ToM. CreKTaK/b
«®@enpa» BrepBble Obl MpeaCTaBeH
BHUMaHHIO 3puTessi ocenbio 2017 rona
B CTOJIMLLE, 3aTeM MPUHSIJ yyacTHe Ha
MeKIyHapoaHbiX hectuBassx B Kasaxcrane
1 3a py6exxom. JKiopu pectuBasei u
3pUTEJIH OTMeYasd (PU3HYECKYIO YaCThb
MOCTAHOBKHU U paboTy xopeorpada,
npeJCcTaBAeHHYI0 B HEPUBBIYHOM (hopmare
JUIsl KazaxcTaHckoro 3puredist. CriekTakib
B 11&JIOM MOKHO BOCTIPUHUMATh CKBO3b
NpHU3My (PU3HUECKOTO TeaTpa.

TBopueckuil TaHaeM pexxuccepa
Junbl YKymabaepoii u xopeorpada
erpein Mycradunoit cnoco6¢TBOBAMN
POZKJICHHUIO U JIPYTHX crieKTak/el. «Pomeo n
JDkyaberra» Y. [llekcnupa nocrapsieHHbIH
B Tearpe um. l1I. Kycaunosa B ropose

Kokieray, Tak:ke siBJISIeTCS COBPEMEHHBIM
MJIACTHYECKUM CreKTakJeM. Pexxuccep
MCI10J1b30BAJIAa COBPEMEHHbIE TeXHHUECKHE
BO3MOKHOCTH KaK UCKYCCTBEHHBIH CHET,
JbIM. Ha cuene oTcyTeTBYIOT NPUBBIUHbIE
LIEKCITHPOBCKHE JIEKOPALIUH, KOCTIOMbI
repoeB — CTHJIH30BaHHbIE COBPEMEHHbIE
KocTioMbl. TekeT Takxke cokpallieH. CueHa
GaJsia pellieHa COBPeMeHHOH Xopeorpadue.
AKTepCcKHii cocTaB CrieKTaKJIs MPeICTaBIeH
MOJIOJbIMH aKTePaMH.

Cnekrak/ib « Boiiliek», nocraBjeHHbIH B
tearpe Azamarta Catbi6anpl «28 Theatre»,
TaK:Ke T0JIOH BU3YyaJbHbIX 3(P(eKTOB.
Pexxuccep He orpaHHUMBaeTCsl CBETOBbIMH
s deKkTaMu 1 MOOUJIbHBIMU TT€ PEBUAKHBIMH
JIeKOpaLUsIMH, Ha CLIeHE UCI0JIb3yeTCs
MecoK, OroHb, BoisiHOH 6acceidH. Mrpa
aKTEepPOB TaK:Ke HaroJiHeHa (PU3HIECKUMU
JIBU?KCHUSAMH, UTPOH C PUTMOM.

Eute onnoit pa6oto# JuHbl
JKymabaii saBsisieTcs cnekrak/ib « AHa
— JKep-Ana» («MaTtepuHcKoe roJie» )
Yunruza AitMatoBa NnocTaBJeHHbIH B
['ocynapcTBeHHOM TeaTpe KykKos B AJiMaThl.
AKTepbl KyKOJIbHOTO TeaTpa NpuMepsitoT
Ha ceOe Jpyroit popmar cyliecTBoOBaHUs
Ha ClieHe — OCHOBHBIM HHCTPYMEHTOM
SIBJISIIOTCS HE KYKJIbl, aKTEPbl CAMH MI'PAIOT
Ha ClUeHe, HO KYKJIbl TO?Ke ITPUCYTCTBYIOT
B CITIEKTAKJIE. DTO OLLT HOBLIH OIBIT ST
AKTEPOB IPUBBIKIIHMX BOAUTb M 03BYYMBAaTh
KykJibl. [Ipexze Bcero, xoresioch Gbl Ha4aTh
CO CLIeHMY€eCKOro npoctpaHcTsa. Pexuccep
10 TPAJHLIMH OTKA3bIBACTCS OT OJCKIbI
CLIeHbI, NIpeasiarast 6oJibliie NPOCTPaHCTBA
JUIsl aKTepOB. 3aHaBeC TaKxKe OTKPBIT ¢
CaMOro HayaJsla CrieKTakJ/s. SpUTeJ/IbHbIH
3aJ/l pagMellleH Ha aBaHClleHe B BUIE TpeX
MMITPOBHU3HPOBAHHBIX PSIJIOB, COCTABJIEHHBIX
CTyJ1bsIMU. ECTb lono/IHUTe/IbHBIE MecTa
10 [PaBYIO H JIEBYIO CTOPOHbI CLIEHbI.
Taxkum o6pazom, 3puTesib pacroyoKeH ¢
Tpex ctopoH. ClieHa 3achinaHa coJloMOoH,
paccraBJieHbl CTapHHHbIE KHP30Bble Carory.
AkTephl ¢ camMoro HauaJsa CUIST Ha ClieHe
B KpPYroBo# MU3aHclieHe. Mbl MoxKeM
BUJIETb JIEPEBSIHHbIA MaKeT JI0MOB, 1apOBO3
C pa3mepoM KykoJ. TeKcT 1o Tpaauuun



perkuccepa cokpaule. Ha nporsekenun
CTIEKTAKJIS HCIOJIb3YETCs 2KMBOH BOKaJI,
aKkTepbl OTOMBAIOT PUTM HOraMHU, UTO
JIAeT OlIylleHHe YKUBOH My3bIKU. TeKcT
TJIaBHOW repOMHH ObLI TOJIEJIEH Ha
HECKOJIbKUX aKTPUC U BOCMPOU3BOAUICS
B cTHJIe BepHaThM, Ha 3anazne OoJiblile
MCIT0JIb3YETCSl KCTOPUTEJIMHT». Berpeua
rJiaBHOW repoutu ToJiranai ¢ my»kem
CbI6aHKYJIOM, MOSIBJIEHHE B HX CEMbE
TpeX CbIHOBEH, MPUXOJL HEBECTKH B

JIOM, BHyTpeHHsis1 60pbOa HEBECTKH B
(pMHAJIBHON YACTH MbeChbl — BCE PEIIEeHO B
JIBU?KEHHU U C TTOMOIIbI0 KyKoJl. Pexknccep

COBMECTHO C aKTepaMH HalllJIh UHTEPECHbIE

CHMBOJIHUECKHE 2KECThI JI/Is1 BCTPEUH
Tonranaii u ee my:xa. [osxke crapuinit
cbii KachIM 1 HeBecTKa MOBTOPSIIOT

3TH »KecTbl. KpeaTBHBIM MpHEMOM
Hunbl JKymabaii B criekrakJe siBJsieTcst
TO, KaK oHa cobpaJia BOeIMHO pa3Hble
(opmaThl HCMOJHUTEBCKOTO HCKYCCTBA
— BepOATUM (CTOPHUTEJJIUHT ), TPHEMBI
KYKOJIbHOTO U IpAMaTHYECKOro TeaTpos,
3J1eMEHThl COBPEMEHHOH Xopeorpaduu,
pUTM, »KUBOI BoKaJl. ['oBopst 0 Bokaue,
XOTeJI0OCh OTMETUTD MPUEM pexKuccepa —
MCIOJ/Ib30BAHHE Ha ClleHe MUKPO(OHOB
CO CTOHKAMH. AKTEpbI, HCTOJHSAIOLIHE
COJI0 MOJIXOJIMJIH K CTOHKE U MeJid B
MHKpooH. [Tofo6HBIH TpHeM MOXKHO
YBHJIETb BO MHOTHX POCCHHCKHX TeaTpax 1
3a pybexkoM. K npumepy, B crieKTak/six,
TMpeCTaBJAEHHbIX HA (heCTHBAJE MOJIOIBIX
pexkuccepoB « ApTMHUrpalusi» B ceHTsI0pe
2017 roga B MockBe: criekrak/b «Ha
BCTpeuy MeuTe» I. Ypa, «Boiina,
KOTOpO# He 6bl0» T. Ekatepunoypr,
«Kaneka ¢ octposa Muuiiimaan» us
Kemepeso. Takke B criekraknsix «Svejk»
1. Xaueka u «Audience» B. ['aBesna

B HE3aBHCUMOM 3KCIIEPUMEHTATbLHOM
teatpe «Husanaprovazku» B ropone
Bpho B Uexun. «Ana - )Kep-Ana»,
HEeCMOTPSI Ha MPUCYTCTBHE TEKCTA, TaKKe
Kak 1 «Depy» MOXKHO pacCMOTPeTh
yepes rnpuaMy puanyeckKoro Teatpa.
Huna Kymabari siBasieTcst spkum

NpeJCTaBUTeIeM COBPEMEHHON PeKUCCYPhI

B KOHTEKCTe MMPOBOH pexkuccyphl. Ee
paboTbl, noctabseHHble B Kopefickom
rocy/lapcTBEHHOM TeaTpe, B 00J1aCTHbIX
TeaTpax MpeACTaBJsiioT BU3yaJ bHbIH 1

YKUBOU T€aTp, YTO U NOHEPKUBAET OTJIHUYHE

OT TPAJULIHOHHOTO [CHXOJOIHYECKOT0
tearpa. TBopueckuii coio3 pexkuccepa ¢

xopeorpadowm L. MycraduHol, BO3MOXKHO,

SIBJISIETCS 3aPOKIEHHEM (PU3UUECKOT0
teatpa B Kaszaxcrane. 31ecb HEBO3MOXKHO
He OTMETHUTb paboTy pexkuccepa-
xopeorpada LLbipein Mycracdunoii.
[Ipu nnuHol Gecene oHa npusHaeTcs,
4TO PUMEPOM H BIOXHOBEHHEM JUIs1
Hee siBsisieTcst TBopuecTBo [Tunbl bayi,
Oxana Haxapuna, ¢hu3niyecknx TeaTpoB
DV8 u 1pyrux coBpeMeHHbIX KOMMaHHH,
0/IHaKO paboTaeT OHa MHTYUTHUBHO, TaK
Kak He obyJasach BCEM STHM CTHJISIM H
HarnpaBJeHHUSIM.

Euié onHo KpeatuBHoe petuenue [1.
JKymabaii MO2KHO OTMETHTB B CTIEKTaKJIe
«OsH, KaabiHapik» I, Jlopka («Kposapas
cBanb6a» ). [1o nytu B 3puTeibHbIi 3a01
3pHUTe/b BUAUT MHCTAJISIMH, BCTPEUAET
nepcoHazkel criekrakss. Takum o6pasom,
CMeKTaKJIb HAYMHAeTCs ellle 10 HavaJsa
CTIEeKTaKJIsl, TOTPy:Kasi 3pUTEJIsT B
aTMocepy MOCTaHOBKH.

OcHoBHbIMU TIpHEMaMHu pexkuccypbl 1.
JKymabaii siByisieTcst 0TKa3 OT BpeMeHHbIX
PaMOK MPOU3BEJICHHUS], CHHTE3 XKaHPOB —
Jipama, KyKJbl, J1IaCTHKA, UCTOJIb30BaHHE
Pa3MYHBIX HE TPATUIUOHHbBIX J/I5 CLIEHbI
MaTepHaJsioB — JKUIKHE KPacKH, MecoK,
BOJIA, 3€MJIsl, MSICO, TaKXKe MCIOJb30BaHHe
YKHUBOTO 3ByKa U MUKPO(OHOB,
HeCTaHlapTHbIE CLIeHHYeCKHe MIIOLIAKH.
BaxHyto posib B €€ TBOpUECTBe UrpaeT
pa6ora xopeorpada, Tak kak J1. Kymabait
BCerja coTpyaHuuaeT ¢ xopeorpadamu A.
Loit, LLI. Mycracunoii.

[lnactuyeckne pabotsl 1. Mycradunon

MOXKHO YBHJIETb B CTMIEKTAKJISAX MOJIOJIOTO,
HO y2Ke JI0BOJIbHO U3BECTHOTO pexKuccepa
dapxata Mosnaranu. OaHol U3 NepBBIX

HX COBMECTHbLIX pa6OT ABJIACTCS CIIEKTAKJ/Ib

«Kapares», nocraBJjieHHblil B TeaTpe
M. C. MykanoBa B [leTpornas/oBcke.
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Pexxuccép Haliésn pelieHne CreKkTakiIs,
KOTOPOE BbI3BaJIO OOJIbILIOE YIHBJICHHE Y
3puTesieil, KpuTHKOB: Hapiua 6yet onopo#
1 nojeprkkoi Kapares, He ocTaBuT eé HU
CMOTPSl HM Ha 4To, B TO BpeMsl KaK CbIpbIM
npenact eé, orpeuéres ot Kapares, yBunen
e€ cocTosiHMe B KOHIIe crieKTakJsi. Takoe
peLLeHHe CMeKTaK/Ig — BecbMa CMeJIblid
peKUCCEPCKUM PUEM, TaK KaK BCeE, KTO
4nTas opuruHas rnoecbl M. Ays3ona,
MPUBBIKJIH K HHOMY 00pagy ChipbiMa,
IJle OH — 3TO XKepTBa 3anpeTHOH JIIoOBH,
0e3yMHO U 6€3YKOPU3HEHHO JIIOOUBIINH
coto Kapares, He B3upasi HM Ha 4TO.
UyBcTBa repoeB, CTpacTh, MepeKUBaHUS
ObLIM MPOSIBJIEHBI HA CLIEHE 3JieMeHTaMU
xopeorpaduu. SIpkoi 1 3anoMuHarolencs
cleHol siBaisieTcst TaHel, Kapares u
ChIpbIMa Ha HATSIHYTOH BepEBKe, Jatoleh
OLLYLLEHHE TOHKOTO U XPYIKOTO JIbJa, KaK
OTHOLIEHHSI [VIABHBIX FepPOeB, KOTOPbIe
ObLIM 3aMPETHBIMU, a TTOTOMY BeCbMa
PHCKOBAHHBIMH.

Cnekraknb «Kynarep», nocraBjaeHHbIH
B Kazaxckom ['ocynapctBeHHOM
Akanemuueckom TeaTpe I0HOTO 3pUTeJIst
uM. ['. MycperioBa, 6bl1 BbIOpaH Jiydylinm
criekrakem B 2021 romy, Mo MHEHHIO
TeaTpasbHbIX KPUTHKOB. CrieKTaK/b
N0CTaBJIeH 110 OJHOUMEHHOH [103Me
. )Kancyryposa. JKanp criekrakJs
3asiBJIeH Kak cayHjapama. B nocraHoBke
UCIT0JIb3YETCs1 TOJIBKO »KUBAsI My3blKa: BOKaJI
1 HapoJiHble MHCTPYMeHThl. HatonanbHbie
KOCTIOMbI, HApOJIHasi My3blKa, (OJIbKIOPHBIN
TEKCT YKa3blBaeT Ha MeCTO U BpeMsl
nerictBusi. [1o KocTioMam 1 pasanuHbIM
3JIeMEHTaM MOXKHO OIPEICJUTh COLIHAIbHOE
noJioxkKeHue, Bo3pact rnepconaxkeil. B
OJlezK/1e TIPOCTOr0 Hapojia UCIOJIb3YIOTCS
OJIHOTOHHAs! TKaHb, B KOCTIOMax 6aeB —
Mexa M OoJiee MJ10THast TKaHb. JKeHckue
TOJIOBHBIE YOOPBI AaI0T HH(OPMAILIHIO O
cTartyce M BogpacTte xKeHuuH. Hapoaubie
TaHLibl, B CBOIO OUepe/lb, N0KA3bIBAOT
HACTPOEHHEe Hapoja.

OueHb BbIpa3uTe/IbHO HCI0/Ib30BaHa
J1aCTUKA aKTePOB B CLEHE C JIOLA/bMH.
[opnasi ocanka, pagMepeHHbIH 111ar, BbICOKO

MOJIHSATHIE KOJIEHH MTPH X0/b0Oe TepeiatoT
rpaLMO3HOCTb Jolaael. 3/1echb CTOUT
OTMeTHTb paboty Xopeorpada Anunera
Tamenosa.

CambIM BNeyaT/IsitoLUM MOMEHTOM
CIIEKTaK/Is SIBJISIETCS CLieHa CMePTH
Kynarepa. Pexxuccep pelus 3Ty clieny ¢
MOMOLLbIO BOKaJia U put™a. [Lnist coznanust
PUTMHYECKOT0 PUCYHKA aKTEPbl MYKUHHbI
MCIT0JIb3YIOT MOJIKOBbI, TPUBSI3AHHBIE K
BepeBKaM, KOTOpbIE BUCAT Ha aBaHCLIEHeE.
OHM CHHXPOHHO HUCTIOJHSIOT PUTM,

OJIMLIE TBOPSIIOLIMI Oer JIoIafei, KOTOPbIH
YCKOPSIETCS U 3BYK CTAHOBUTCS BCE

sipue U 1MHamMuuHee. B onpeneénublil
MOMEHT, 3pUTeJ/Ib BUIIUT U CJBILLINUT, KAK Y
aKTepa ucroJHstoulero poJb Kynarepa,
CPBIBAIOTCS MOJKOBBI C BEPEBKOH, CJIOBHO
copBaJiach xKu3Hb. B MOMeHT cmepTH
BHE3aIHO 3BYYHT MPOHU3bIBAIOLLIMI BOKAJ
aktepa u Mmy3bikaHTa Epaena JKakcoibek,
UCITOJIHSIIOLLIETO aKaMeJbHO TECHIO
«Manmanrep». PUT™, »KMBO€ HCIIOJIHEHHE
HapOJHBIX HHCTPYMEHTOB W »KUBOH BOKaI,
MJIACTUKA — 3TH MPUEMbI OJYUHIN OTKJIHK
y 3puTesisl. ¥ MHOIHX HaBOpaYHBaJIHUCh
csié3bl Ha ri1azax. CrieKTakJ/b BeCh Ce30H
MPOXOJIUJ C AHLJIATOM.

Euié onna padora @. Moanaranu,
KOTOPYIO XOTeJI0Ch Obl OTMETUTD,
crnekTak/ab « KopraHchi3biH, KyHi» 110
pacckady M. Ays3oBa, nocTaBJ/eHHBbIH
B TasnpiKypranckom Teatpe. B jaHHom
CTeKTaKJ/e pexKuccep UCIOb3yeT
TEXHUYECKHE BO3MOXKHOCTH CLIEHbI, TaKHe
Kak oBOpoTHbIA Kpyr. Takum o6pasom,
OCHOBHY!IO U4aCTh BCe MEPCOHAKHU He
nokuaatot ciieHy. CueHa Bpaiaercs,
¥ Tiepes] 3puTesieM BO3HUKAET pyrasi
clieHa crnekTakJ/s. Eule oiHuM npuemMmom
pexkuccepa siBJsieTcs IPUMEHeHHe
MCKYCCTBEHHOTO cHera. Bpewms neficTBus
no cioXKeTy — 3uma. B criekrakie
MCIOJIb3YeTCsl CHEXKHAsl MallliHa, KoTopasi
HarnoJiHsIeT BCé ClieHHMUYeCcKoe NMPOCTPAHCTBO
cHeroM. [TonoOHbI! NpHem BO3IeHCTBYET Ha
3pUTEJIbHOE BOCIPHUSTHE MPOUCXOASILLETO
Ha clieHe, co3fiaBasi KHHo3deKT. CTOUTh
OTMETHTb, UTO KPEaTHBHBIM pellleHHeM



pexkuccepa BJseTCsl UCMOoJb30BaHHe
MHCTPYMEHTOB KUHOUCKYCCTBA.
[lnacTHueckast yacTb crekrakss Oblia
BbINosIHEHA pexkuccepom LI, Mycradunoii.
Pa6ota xopeorpaca otmeuaetcsi B
KyJIbMUHALIMK CIIEKTAKJ/S — B ClieHe
HACHJINS TVIaBHOH reponHu. beabicXxoaHoCTs,
CThIJl, pa3zoyapoBaHue, 60Jb, CTpax — BCE
9TO MOKHO ObIJIO YBUIETb Yepe3 TeseCHYIO
BBIPA3UTEJbHOCTb aKTPUCHl. MaJsieHbKast
XpynKas 1eBo4Ka MTrHOBEHHO HEBOJIbHO
B3pOCJ/IeeT Ha [71a3ax y 3pureJist. IToT
nepexo/, OblJI MaCTePCKH MepeiaH yepes
B3IVISIL U JIBU2KEHUSI TeJ1a aKTPHCHI.

B uesiom, @. Mosiaraiu ucrnosib3yer
MpUeMbl CayHPaMBbl, HAXOJUT MJIACTHUECKOe
pelleHue quajoram, MakCHMaibHO
MCIOJIb3yeT TeXHHYECKHEe BO3MOXKHOCTH
CLIEHBDI.

Pexuccép ayxap Anaii B cBonx paGorax
yressieT 60JibllIoe BHUMaHHe CLIeHHUYECKOMY
CBeTY M 2JIeMeHTaM AeKkopauuil. B stoi
CB$I3U OHA COTPYAHHYAET C XY/L02KHUKOM U
cuenorpadgom I'. JKypkabaea. Cniekrakiu
[". Anait 6.;1M3KH K croppeasuamy U abeypay.
Pexkuccep npeanoyutaeT MCnoJb30BaHHe
MeTaJlJIMueCKUX KOHCTPYKLHH,
OPUTHHAJIBHBIX IeKOpPALUH U 3JIEMEHTOB
KOCTIOMA, 9KCIPeCCUBHOMN Xopeorpaduu,
JIbIM U pasHble najuTpbl ceeta. B
criekrak/e « Mauixyp [anen» K. Haneka
(«benasi 601€3Hb» ), MOCTABJIEHHOTO B
Pecny6snkanckoM rocyiapcTBEHHOM
aKaJeMHUeCKOM YHUTYPCKOM My3bIKaJbHOM
TeaTpe, Ha CLEeHe UCOJb3YIoTCs
MeTaJlJIueCKrue KOHCTPYKIMK Ha KoJiecax
pa3HOl BeJIMYHHBI, KOTOPBIMH aKTepbl
YIPAaBJSIOT HA MPOTSKEHUH CIIEKTaKJIS.
OHM 0Ka3bIBAIOTCS BHYTPH HUX, CJIOBHO
B KJIETKe, TO B3OMPAIOTCS HaBEpX, TO
KaTAT M TaHLYIOT ¢ HUMHU. [Tepexonpbl 1
KyJIbMUHAIIHOHHbIE MOMEHTbI CIIEKTaKJIs1
pelIeHbl MJIACTHKON U Xopeorpaduei B
MCHoJIHeHHHM GasleTHO! TPyIIbl TeaTpa.
Busyasbhyio KapTHHY CrIeKTaK/sl
JIOTIOJTHSIIOT CBET U JIbIM, 3aMOJHAIOLUINH
BCIO CLIeHY. DTOT CMEeKTaK/b, TaK »Ke Kak
1 abcypaHblil crniekTakiab «Jlaybic. lay
ic», croppeauaMm «Izne», MOHOCNEKTaK/Ib

«Mono», criekTakjab 06 Abae «Faxkaibin
TparesiChl» U JIPyrue CreKTakJIu

I". Anaii, KoHLENTyaJbHO MPOYMAaHHI.

D10 MOXKHO HabJTIOIaTh B clieHOTpaduH,
KOCTIOMaXx, TJIaCTHKE aKTepPOB, CBETE.

Bo Bcex 3THX MHCTpPYMeHTaX 3aJ102KeHbI
cMbICT U cuMBoJIbL. [, Anaii, Kak u apyrue
COBpeMEHHbIe Ka3axCTaHCKHE PeXKUCCephl,
YBEPEHHO KCIIEPUMEHTHPYET H HCIOJIb3YEeT
HOBeHIIHe KpeaTHBHbIE TPHEMBI.

3aknwyeHue

HbiHelnee TearpaibHOe HCKYCCTBO
Kaszaxcrana Haxoautest Ha pyOerke
COBPEMEHHbBIX TeaTpasbHbIX SCTETHK.
Cpean KpeaTHBHbIX MOJXO/I0B U pPelleHUH
PEXKHUCCEPOB €CTh MEXKIUCLIUIIHHAPHBIH
METOJ1, MHOTOKaHPOBOCTb, MJ1aCTHYeCKHE
peuieHus, sKcrnepumeHT. Mcenonbays
MEXKIANUCUMIJIMHAPHBIN METOJI, PEXKHCCEPhI
COEJIUHSIOT HECKOJIBKO TBOPYECKHX
HarnpasJeHUl B ofHo Liesoe. Hanpumep,
COBpPEMEHHbIE TeXHOJIOTHH, COBPEMEHHYIO
Xopeorpaguio U 1pamaTHyecKoe
nckycerBo. Criekrakib « Maxa66at
myHapacbl» H. )Kakbin6as, nocraBjieHHbIi
B TypKecTaHCKOM My3bIKa/JbHO-
JipaMaTHYeCKOM TeaTpe, siB/SeTCs
HarJIsIHbIM TPUMepPOM. MHOr02KaHPOBOCTh
MOZKHO YBHJIETb B crieKTakie «Kynarep»
@. Monjarasu, rjie coefidHeHbl oJLKIIOP,
My3bIKaJIbHOE U IpaMaTHUeCcKoe
TeaTpaJsibHble HeKyccTBa. CoBpeMeHHast
xopeorpadus U nacTHYecKre pelieHus
MCI0JIb3YIOTCS] B TBOPUECTBE BCEMHU
pexkuccepaMu - 00beKTaMH UCC/I1e10BaAHUS
JIAHHOM CTATbH.

Taxkum 06pazom, MOKHO YTBEPKIATh,
YTO KpeaTHBHbIE TPHEMbI U TJIaCTHYECKHE
pelleHHs OTeUECTBEHHbIX PEXKHCCEPOB
SIBJISIIOTCS] COBPEMEHHBIMU M aKTyaJIbHbIMU
st Kazaxcrana. OnHako oHM He SIBJISIFOTCS
HOBBIMH B 3apy0OeKHOM TeaTpajbHOM
NPOCTPAHCTBE, YTO MOATBEPIKAACTCS
MartepuaJsiaMu, npejcTaB/leHHbIMHU B pasjeJie
Jluckyceus. HoBlectBam B pexkuccype
CrocoOCTBYET MOJUTUYECKAsI 0OCTAaHOBKA
CTpaHbl, paclIMpeHHe TeXHOJOTHYeCKHUX
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BO3MOKHOCTEH, BO3MOYKHOCTh
MEZKJlyHapOJIHOTO COTPY/IHHYECTBA, I0CTYI
K IPOCMOTPY padboT 3apyOeKHbIX KOJIJIET,
pasBUTHE T€aTPASbHOIO MEHEKMEHTA U
KpeaTUBHBIX HHAyCTpUI B cTpaHe. Kaxpli

pexKuccep UMeeT BO3MOXKHOCTL CBOOOJHO
TBOPHUTB U SKCIIEPUMEHTHPOBATh, OJIHAKO,
HeoOXOMMO JieJIaTh 3TO BO 6J1aro pa3BUTHS
MCKYCCTBAa, COXpaHssl TPAAULIMH, HE BBIXO/S
3a rpaHHUlibl TeaTpasbHOTO MPOCTPAHCTRA,

MEXIANCUMNAMHAPHBIE MCCNELOBAHWUA MCKYCCTBA LLEHTPA/IbHOM A3UM ! CAJAS Volume 8. Issue 3. 2023

npeBpaulasi CreKkTakib B 3peJHIIHOE 10y,
HO HE CO3/1aBasi «3peJIHLIe paay 3pesnLla».
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Anbgusi Em6eprenosa', Canus Ka6auesa'

"Temip6ek YKyprernos atbiniarsl Kazak YATThIK 6Hep akajieMusichbl
(Anmatol, Kazakcran)

3AMAHAYU KA3SAKCTAHAObIK TEATP/IbIK PEXXUCCYPALAFbI KPEATUBTIK
TOCINAEP MEH MNNACTUKAJBIK LUELUIMOEP

AHpatna. 3amaHaym KasakcTaHabik TeaTp eHepi Kem aHp/bl, MaHAPabIK XaHE dKCNepUMeHTanapl
60nbin Tabibnaabl. EniMizain apTypni ariMakTapbiHaa 6enrini 6ip xaHp peTiHAae aHblKTay KMbIH
CrnekTaknbaepai kepyre 6onanbl. CnekTaknbaep 3KCMEPUMEHTTIK cMnaTka me. Tarbl 6ip 3aMaHaym
TEHAEHUMS — dp TypAi TeaTpiapaa XyMmbic icten, 6enrini 6ip cnekTak/ib KO YLWiH 6ip y>KbIMFa
XXMHanaTtblH pexuccep-xopeorpad-cypeTiui TaHaeMi. Ocbinaiiia, CnekTakb WblFapMallbi/biK TONTbIH,
©HiMi 6onbin Tabbinagpl, an pexuccepnep e34epiHiH, WbFapMaLlbUIbIK XYMbICTapbIHbIH, 6ipneckeH
ABTOP/ApbIH TaHAAyFa KYKbIbl.

[lpamansbik, aHe Kenwinik caxHanapagbl M1acTMKa apKblibl LWELLY, Y3aK MBTiHHIH OpHbIHA
NNaCTUKaHbl KOMAAHY COHFbI XbITAAPbI PEXMCCepiep TapanblHaH KEHiHEH KonaaHbiia 6actaabl. MyHaai
pexuccepnik WeLimMaep akTepNepAiH, )XaHa KbIpnapblH alwaapl, COHbIMEH KaTap, ONapfa XaHa MakcaTtTap
MeH MiHaeTTep Kosabl. Kasipri nnactuka xanbik 6unepi Hemece 6enrini 6ip My3bikanbik enwemre
KovbinFaH 6unep emec. KebiHece byn neHe MMNpoBU3aLMAChI, Xopeorpad neH akTepAiH bipnecin izgey
npouecci apKbiibl TabblFaH apekeT. AKTepaiH GU3MKanblk 4aMbIHAbBIFbI MEH (LK epKiHAiri pexuccepre
LWbIFapMalLLbUIbIK i3A€HIC HATUXECiHAE TabblNFaH KepKeMAIK WelliMAi TONbIK KoNAaHyFa MYMKIHAIK
6epepi.

TeaTp CypeTLLiCiHiH, XYMbICbl pexxuccepMeH bipre aHa TeaTp 3CTETUKAChIH aHbIKTayFa biKMan eTeai.
Ocbl aTanfaH TeaTp npoueccTepiHiK 6apbiFbl 6y MakanaHbiH, 3epTTey MakcaTbiH Kypaiabl — 3aMaHaym
Ka3aKCTaHAbIK PeXMCCePNepAiH WbiFapMalLblIbIK KO3KapacTapbl MeH WeLiMAepiH 3epTTey. byn
MaKanaHblH, 3epTTeY HbiCaHachl — 3aMaHyaun pexxuccepnep HypkaHat Xakpinbai, @apxat Mongaranu,
[wuHa XKXymabaii, layhap AnanabiH, KoVblibiIMAAPbl. 3epTTey NaHi — peXuccepaiH, CnekTakbaeri
WwewiMaepi, CNeKkTakAbAepai Ko NpoueciHae KoNAaHbINaTbiH 94icTep MeH Tacingep. opicteMenik
Heri3 peTiHAEe OCbl peXMUCcepNepiH KOWbITbIMAAPbIH Kapay XaHe capanTay, 3aMaHayu TeaTp eHepi
MEH pexunccypa TakplpblbbiHa apHanFaH LWeTenaik TeaTp NpakTMKTepi MeH 3epTTeyLUinepiHiH, FblnbiMK
eHbekTepiH 3epTTey 6onabl.

Kinm ce3dep: TeaTp eHepi, 3aMaHayw TeaTp, TeaTp pexuccypacsl, KazakcraH Teatpsl, H.XKakbin6ain, ®.
Mongaranu, [1. )XXymabau, LAnan

AJoiiexce3 ywin: EMbepreHoBa, Anbdus xaHe CaHua Kabamesa. «3amaHayn KasakcrtaHabik,
pexuccypaaarbl KpeaTUBTIK TaCinAep MeH niactukanslk wewimaep». Central Asian Journal of Art Sdudies,
Tom. 8,N2 3,2023, 66. 85 -99,DOI: 10.47940/cajas.v10i3.710

Asmopnap KomuazbaHblH COHFbI HYCKACbIH OKbIN, MAKY/10a0bl #aHe Myddesnep KalilblbIFbl HOK
ekeHOieiH Manimoelioi.
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Alfiya Yembergenova', Saniya Kabdiyeva'

'Temirbek Zhurgenov Kazakh National Academy of Arts
(Almaty, Kazakhstan)

CREATIVE APPROACHES AND CHOREOGRAPHIC SOLUTIONS
IN MODERN THEATRE DIRECTING OF KAZAKHSTAN

Abstract. Modern theatre art of Kazakhstan is multi-genre, interdisciplinary and experimental.
In different regions of the country, there are performances that are difficult to define as one
specific genre. The performances are experimental in nature. Another trend is the tandem director-
choreographer-artist, who, working in different theatres, gather in one team to stage a certain
performance. Thus, the performance is the product of the creative team, and the directors have the
right to choose the co-authors of their creative work.

The choreographic solution of dramatic and ensemble scenes, the use of movement instead of
long text has become widely used by modern directors in recent years. Such directorial decisions open
up new facets for actors, while at the same time setting new challenges for them. Modern physical
expression is not folk dances, or dances set to a certain musical score. Often, this is a motion picture
obtained through bodily improvisation, a joint search for a choreographer and an artist. The physical
preparation and inner freedom of the actor will allow the director to fully apply the artistic solution
found as a result of creative searches.

The work of the theatre artist, together with the director, contributes to the identification of a
new theatrical aesthetics. All these theatre processes form the purpose of the study - to research
the creative approaches and solutions of modern Kazakhstani directors. The object of this article is
the performances of contemporary directors Nurkanat Zhakypbay, Farhat Moldagali, Dina Zhumabay,
Gaukhar Adai. The subject of the research is the director’s decisions of performances, methods and
approaches used in the process of staging performances. The methodological basis was the watching
and analyzing the performances of these directors, the study of research works of foreign theatre
practitioners and researchers on the topic of modern theatre art and directing.

Keywords: theatre art, modern theatre, theatre directing, theater of Kazakhstan, N. Zhakypbay, F.
Moldagali, D. Zhumabay, G. Aday.

Cite: Yembergenova, Alfiya, and Saniya Kabdiyeva. “Creative Approaches and Choreographic
Solutions in Modern Theatre Directing of Kazakhstan.” Central Asian Journal of Art Sdudies, Vol. 8, No. 3,
2023, pp. 85 -99, DOI: 10.47940/cajas.v10i3.710
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REGIONAL AND STYLISTIC
FEATURES OF THE
TECHNIQUE

OF PERFORMING KAZAKH
TRADITIONAL SONGS

Meruyet Mukhsiynova', Zulfiya Kassimova?

1.2 Kazakh National Academy of Arts named after Temirbek Zhurgenov
(Almaty, Kazakhstan)

Abstract. Bringing up a singer with the necessary fundamentals of artistic skill and methods for
further improvement of musical cognition and who combines the ability to develop free thinking with
his creative vision is an essential task in modern condi-tions. The use of the acquired knowledge about
a traditional song's musical and artis-tic qualities when preparing for concert performance activities
to reveal the singer as a creative personality is a trend dating back to ancient times. The accuracy of
pop inter-pretations of traditional Kazakh songs causes much controversy and often needs to meet the
requirements of artistry. The propaganda of the performing style of national color in the dissemination
of ancestral culture and the upbringing of musicians is es-pecially relevant.

We know that during his sixteen-year collecting activity, Alexander Viktorovich Zataevich recorded
more than twenty-three thousand Kazakh songs, re-vealing differences in the local specifics of the
song performance. It has become clear that although Alexander Viktorovich Zataevich proposed the
first classification of songs on a regional basis, the collector's work is only a drop in the bucket of folk
song heritage. The Kazakh traditional song is characterized by its regional stylistic and performance
features. Therefore, it is necessary to conduct a scientific analysis describing the artistic, linguistic, and
performing techniques in each region of the Ka-zakh steppe.

The regional features of the traditional song were first evaluated by the outstand-ing poet Ilyas
Zhansugurov in the article "About songs and singers”. This article's primary purpose is to analyze the
traditional ideas about the ideal song and perfor-mance, form a holistic concept about the basics of
the singer’s professional skills, and revive a system of views about the national sound ideal through
performance practice.

The article describes a set of "national ideas" about a song, ways, and methods of sound production
and provides for discussing the performing techniques of the lo-cal singing schools.

Methods of empirical description, hermeneutical analysis, and comparative methods were used
as research methods. Based on historical-typological, theoretical studies in musicology, initiated by
Ahmet Zhubanov, Akseleu Seidimbek, Amina Nugmanova, Zhanibek Karmenoy, for the first time, the
performing differences of regional schools existing in the traditional Kazakh song are revealed.

As a result, the author, being a singer herself, describes the unique performing techniques of the
Kazakh traditional song art, which convinces the diversity of the re-gional schools of the Kazakh song



tradition. Theoretical provisions and research re-sults may have practical significance as an addition to
the content of the disciplines "History of Kazakh music" and "History of performing arts".
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Introduction

providing a detailed description
of the traditional Kazakh style of
performance, which does not correspond
to the laws of European academic vocal art
and which is closer to throat singing can
serve as a mechanism for teaching modern
artists.

Mastering the skills of local performing
schools of singing traditions that
have existed since ancient times, the
presentation of the basics of professional
training helps to form unique concepts of
traditional singing art. These measures,
in turn, al-low us to put into practice the
traditional professional skills and concepts
that have developed on the stage.

Mastering the components of the
artful performance of Western, Eastern,
South-ern Kazakhstan and Saryarka
singing schools, preserving and reviving
four individu-al regional styles of Kazakh
professional song and performance style
with artistic principles have become
the main goal of modern days. A deep
understanding of the creativity of Mukhit
from Western Kazakhstan, Nurtugan,
Nartai, Jienbai from Syrdarya region,
Birzhan, Akan, Jaiau Musa, Ybyrai, Estai,
Maira and others from Arka school and
Suiynbai, Jambyl, Kenen, Danesh from
Jetisu school, who were the founders of
those singing traditions, contributes to
the preservation and development of their
personal song traditions. The concept

presented in our study focuses on re-
formulating the principles of teaching the
traditional art of singing.

Alexander Viktorovich Zataevich,
who was the first to focus on the diversity
of Kazakh songs, wrote that the innate
abilities and talents of our people are
inextricably linked with their nature. The
songs of the vast steppe are rich in long
stretched riffs. They begin with a high
sound intertwined with the mysterious
silence of the Sahara. That's why the
Kazakh people appreciate high and bright
sounds. And the division of the song art into
regions is caused by the tribal distance of
the people.

This performance characteristic of the
traditional Kazakh song requires a com-
plete study in the field of musicology,
distinguishing the signature of each region.
The solution to this urgent issue required
the implementation of several tasks. These
are: a systematic presentation of ideas
about the performer's voice in traditional
song poetry, methods of sound production,
styles of performance, a description of the
re-gional cells of the Kazakh song and an
analysis of the distinctive methods of song
performance in each region to represent
this scientific issue as a holistic artistic
phe-nomenon.

Alexander Viktorovich Zataevich, as
the first collector of Kazakh song culture,
was the first to classify the collections
"1000 songs of the Kazakh people”
and "500 songs and kuis of the Kazakh
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people" into different geographical

regions. In his work "1000 songs of the
Kazakh people" (Moscow, 1925), A. V.
Zataevich divides the songs he collected
into "Adaevsky uyezd, Bukeevskaya
gubernia, Akmolinskaya gu-bernia,
Aktyubinskaya gubernia, Kustanayskaya
gubernia, Orenburgskaya gubernia,
Semipalatinskaya gubernia, Turgaysky
uyezd, Turkestan, Uralskaya gubernia",
and the work "500 songs and kuis of the
Kazakh people" (Alma-Ata, 1931) reflects
the regional changes inside Kazakhstan:
"Adaevsky otdel, Bukeevsky otdel,
Semipala-tinsky otdel, Uralsky otdel". Also,
in the second collection, the artist showed
that the Kazakh steppe is limited only to the
central and western regions.

The outstanding poet Ilyas Zhansugurov
commented on the regional features of the
traditional song in his work "About songs
and singers": "It seems that the melody of
the Kazakh songs is largely influenced by
the geography. Arka songs that start from
escalation in the beginning and develop
into stretching, undulating and turning
points resemble the land of Arka with its
steppe and hills. Another proof for the in-
fluence of land to the song is that the songs
of the people living in mountainous areas
don't give you much space to stretch out.
Their choruses are shorter in some way,
be-cause in mountains the voice cannot
spread. The sound coming out of your
mouth returns with an echo. It is peculiar
to the songs of the Kyrgyz people, who
lead a similar nomadic life." Thus, the poet
pointed out the difference between Zhetisu
and Arka songs (Zhansugurov 326).

Hence, although the regional differences
of traditional singing have already been
distinguished, and the artistic and systemic
peculiarities of Arka song (Elemanova,
Jumaniyazova, Baibek) of Western region
(Kuzeubai) and Zhetisu songs (Varfolo-
meyeva, Abduali, Abugazy) have been
identified, this direction of research requires
special consideration from a performance
point of view.

Methods

The article is based on the principle
of describing interconnected categories
of poetry about music and conclusions
about regional songs based on historical
typological methodology. Also, for the
first time in musicology, performance
and technical methods of traditional song
regions are described in comparison based
on empirical and theoretical typological
studies of the musical language system of
song regions.

Identifying the skills and leading types
of educational and practical work ac-quired
in the course of communication with
traditional performers of different schools
in musical and performing activities,
transcribing songs of the traditional rep-
ertoire and mastering high artistic models
of the traditional song repertoire, overcom-
ing various difficulties in styles, genres, and
performing arts help to give a positive result
on the way to the formation of national
identity of the singer's psychology.

Since the 70s of the twentieth
century, perceptions of regional schools
of tradi-tional singing have expanded and
changed. Researchers added another fifth
regional cell to the schools of Kazakh song
art (Jennifer 69).

1. Singing school characteristic of the
central and northern Kazakhstan;

2. The southern and Zhetisu regions of
Kazakhstan;

3. Singing and zhyr traditions covering
western regions;

4. Song and zhyr school of Syrdarya
region,

5. Song tradition of Bayan and Eastern
Turkistan region, along with eastern re-
gion of Kazakhstan.

Nowadays, the level of study of
each region is deep and multi-branched.
For example, it has been established
that the singing school of the western
region in musi-cology is divided into
separate branches: Mangistau, Atyrau,
Uralsk, Aktobe. It is es-sential to analyze



the specificity of the art of professional
'jeti kaiky' (seven masters) singers from
Mangistau and describe their performance
style. The song tradition in this region
is closely connected with zhyr tradition.
While studying the Mangistau re-gion,
one should not ignore its interethnic
ties because "from connections with
the Karakalpak, Khorezm regions, there
appeared artistic centers of the best akyns
and zhyraus, like Nurym, Kashagan,
Kalniyaz, Maulimberdi, Ogizbai, Begim,
etc. It should also be noted that the song
tradition of Ural region originates from
such giants as Sugir zhyrau, Kubala,
Tabiya, which take their roots from Jiembet
zhyrau. The prominent zhyraus of Alim
tribe were Bekbergen, Zhaskilen, Bitegen,
Dilmagambet, Makuet, and the seven
akyns of Zhetiru tribe were educated on
the example of prom-inent Marabai, Sabyr
zhyrau and Izim shaiyr. Baitok, Kaiyrly
zhyraus come from Alasha tribe, and
Kulmanbet and Bala Oraz were brought
up in Esenbak tradition" (Zhanpeisova
102). Like these zhyraus, the freedom,
power, and energy in the per-formance
of G.Kurmangaliev in XX century, his
methods of sound production, artic-ulation,
methods of mastering the dombra and
artistry demonstrate the highest form of
singing art (Zhanpeisova 103).
Discussion. Today, two ways of studying
traditional singing schools are distin-
guished. One is the description of the
stylistic features of the singers who perform
on stage, and the other is the study of the
set of concepts in the lyrics of kara oleng,
zhyr, the songs of sal and seri poets, and
making a holistic concept from them.
"People's thoughts" is a set of concepts
of Kazakh people about a song, methods
of sound production originate from the
concept of "andi bappen aitu" (singing
sensi-bly). The poetry of "kara oleng”,
emphasizing the importance of knowing
the norms established in the performing
tradition, states: "The one well-versed in
singing sings well" (Seidimbekov). By

saying the lines "an salsang ozimdei sal"
(sing like me) (Seidimbekov), the singer
who sings in kara oleng genre shows his
own status as a professional artist in the
singing tradition.

In traditional song lyrics, an emphasis is
put on the concepts showing the power and
quality of sound. The performance of a song
is mainly compared to birds' sing-ing, and
the flow and continuity of the melody were
compared to the soft breath of the wind.
Metaphors of a continuous flow of water in
the performing tradition or naming an avid
listener "kuima kulak" (literally, absorbing
ears) testify not only to the peculiarities of
the tradition of improvisation but also to
good memory skills.

The poetic comparisons found in the
lyrics often described the features of
sound production: "zhunindei ak ukining
ulpildeimin” (I become fluffy like the
feathers of a white owl), "mamyrlatyp
akkudai kolden ushkan" (like swans
gently sliding on a lake), "kaz dausyng
kangkyldagan" (your gabbling goosle-like
voice) (Seidimbekov). From the texts of
such poems, it follows that the imitation of
bird sounds, especially of an owl, swan, and
goose, stem from recognizing those sounds
as beautiful.

Another type of comparison is related
to the breadth of the melodic range of the
sound of birds, which the singer imitates:
"akkumen aspandagy an kosatyn" (singing
with a swan flying up in sky), "an salsang
ozimdei sal ushkan kazdai" (sing like me,
resembling a flying goose), "olengim on
jasymda orge juzgen, mamyrlap konyr
kaz-dai kolge juzgen" (at the age of ten, my
song found recognition like a gentle goose
sliding on a lake ) (Seidimbekov), An ideal
sound, warm and gentle, "konyr kazdyng
dausyndai” (like the sound of a goose),
clearly reflects the ideal of a national sound:
"Men jureiyin syrtynan medet kylyp, uni
jaksy koldegi konyr kazdyng" (I will be
praying for this gentle brown goose sliding
on a lake). Here, the performer proudly
calls himself "kaz dauysty anshi" (a singer
with the voice of a goose).
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Kazakh poetry has various
characteristics of fine, soft, and warm
sounds. They are: "konyr undi" (with a
brownish gentle voice); "an boyauly"
(melody-colored); "uni syrly" (mysterious
voice); "konyrlatu" (getting gentle); "uni
zhumsak" (with a soft voice); "zhunindei
ak ukining ulpildeimin" (I become
fluffy like the feathers of a white owl);
"mamyrilatu” (sliding gently) (Kara oleng
186). According to the register, the high
voices were compared to the swan, and
the soft sounds of the upper register are
reflected in the words: "Samgaimyn oleng
dese, ushkan kudai" (When it comes to
a song, [ soar upwards like a flying swan)
(Kara oleng 186),"Akkudai aspandagy
an kosushy em" (I would sing with a voice
like a flying swan) (Kara oleng 188). And
sounds of the middle register corresponding
to dombra register were compared to
"konyr kazdyng dauysy" (the sound of
brownish goose).

The open sounds at the beginning of
the song are described with the words:
"aigai" (screaming), "angyratu" (belting
out) (Kara oleng 190),"ashyk undi" (open
sound) (Kara oleng 192), "alty kyrdyng
astynan an shyrkau" (literally, sing
from un-der the six hills) (Seidimbekov
16), Some other descriptions are related
to the middle part of a song. Here,
depending on the color and pattern, the
wave-like transfor-mation of the melody is
described as: "mamyrlau" (move gently)
(Seidimbekov 234),"kubylu" (overflow);
"turlendiru" (transform); "tolkytu"
(excite); "buraltyp an shyrkau" (sing a song
twisting it); "ashekeileu" (embellish);
"oinaktatu" (gambol); "tamylzhytu"
(sing passionately) (Kara oleng 36).

The culminating parts of the song are
also conveyed in songs by such epithets
as: "samgau" (soaring) (Bekkhozhina
76), "shyrkau" (modulating), "kalkytu"
(floating) (Bekkhozhina 76).

Professional folk song lyrics describe the
problems of performing style as an in-tegral
sign of mastery in detail. In particular,

the definitions of the style of sound pro-
duction, concepts that reflect the strength
and quality of sound, occupy an important
place. In the process of developing a system
of ideas about traditional performance

and reflecting various aspects of creative
communication, which determined the
status of a musician in it, the mandatory
quality of a "good song" is defined as:
"asem an" (beautiful song) (Kazak
anderining antologiyasy 292, Akhan seri
32, Asset 16), "ademi an" (beautiful song)
(Erzakovich 204),"sandi an" (splendid
song) (Birzhan sal 32). Therefore, all parts
of its performance are thoroughly explained.

An integral feature of the Kazakh
singer's professional skills is a wide chest
and a deep, full breath: "kokiregim keng
sarai" (literally, my chest is a wide palace)
(Ka-zak anderining antologiyasy 168, 178,
Kara oleng 187, 202) and a well-trained,
cast-iron laryngeal voice: "zhez tangdai,
kumis komei" (literally, brass palate, silver
lar-ynx), "komekeiyi kosilgen" (wide
larynx) (Bes gasyr zhyrlaidy 13, 14, 17, 47).
These epithets reflect the professionalism of
a singer.

The strength and duration of sound
production depended on the depth of
breath-ing, and the depth of breathing
was divided into: 'keude', 'kokirek' (chest);
middle-level breathing: 'tangdai' (palate),
'til men zhak' (tongue and jaw) and "tamak’
(throat), 'komei', 'komekei' (larynx).

In song poetry, the methods of sound
production were also described in detail.
Soft, gentle sounds were compared to:
"yerkelegen an" (feather-bedded song)

[17, pp.16, 68], sounds as light as the
breath of the wind were described with
epithets: "zhelpu" (waffing), "zheldetu"
(blowing away) (Birzhan sal 194, Kazak
anderining antologiyasy 129, Bes gasyr
zhyrlaidy 10, Bes gasyr zhyrlaidy 21), open,
strong, and endlessly flowing sounds were
called: "yerkin dauys" (free voice) (Birzhan
sal 223,176),"zor dauys" (strong voice)
(Zhaiau Musa 442), "alty kyrdyng astynan
an shyrkau" (literally, sing from under the



six hills) (Ybyrai Sandibaiuly 126, Birzhan
sal 171, 120),"angyratu" (belting out)
(Erzakovich 12),"aigai salu" (screaming)
(As-set 100, Kara oleng 117, Kara oleng
181, Bekkhozhina 36),"bar dauyspen an
shyrkau" (singing out loud) (Asset 57).
High pitched songs were especially valued
and the pitch and mastership available
only to professionals was described as
follows: "aueletu" (rising up), "kokke
koteru" (ascent to heaven), "aspandap an
shyrkau"(sing from the sky) (Ybyrai 132,
Erzakovich 105, Kara oleng 61). Concepts
that reflect unique performance methods
of sound production associated with throat
singing in-clude: "yenteletu" (galloping
swiftly), "bulkildetu" (short trotting) (Bes
gasyr zhyr-laidy 80),"komei bulpuldaidy"
(the larynx gets soft) (Zhaiau Musa 80),
"dauysty yzgytyp aidau" (rushing along)
(Zhaiau Musa 125, 126),"dauys syrganau”
(sliding with a voice) (Ybyrai 114). The
breadth of such songs is determined by
the follow-ing epithets: "tasu" (overflow)
(Asset 32, Ybyrai 134),"aueletip an
shyrkau" (singing up), "askak an" (a
soaring song) (Erzakovich 20, 61),"orletu"
(going up) (Er-zakovich 61, Ybyrai
132),"sharyktatu"(soaring)

(Erzakovich 25).

The issues of musical development were
also given attention. The development of a
song was understood as the development
and expansion of the basis of the origi-
nal melody, without moving to another
quality. This is evidenced by the phrases:
"oinaktau" (to play) (Erzakovich 16),
"kulpyrpu" (to blossom)(Bes gasyr
zhyrlaidy 8),"buraltyp an shyrkau" (to sing
a song twisting it) (Kara oleng 185 Ne
499),"tasu" (to overflow), "orim taldy"
(wattled)(Ybyrai 132). The progression
of a song is un-derstood as the process
of a wave-like development. The proof
of this is that popular folk concepts
such as "turlendiru" (to transform)
and "kubyly" (to overflow) are often
mentioned in Kazakh song lyrics. They
often added numbers to them: "on yeki

aluan turlendiru" (transforming 12 times)
(Bes gasyr zhyrlaidy 23, 38, Akhan seri
49),"toksan turli" (ninety times) (Birzhan
sal 178),"zhuz kubylu" (overflowing 100
times)(Akhan seri 11).

Results and Discussion

When determining the natural range
and testature of the voice and choosing
the sing-er's repertoire, it is essential
to understand the role of the vocal
apparatus information of the voice and its
resonators. According to modern singers,
it is necessary to master the structure
of the vocal apparatus competently, the
quality of the voice, pay atten-tion and
control the color timbre of the sound, and
use special exercises to correct de-fects
aimed at expanding the capabilities of
the voice. Similarly, one essential means
of the performance technique is the pure
articulation of vowels and consonants. "In
Kazakh way of sound production, there
are unwritten laws of "steppe" singing
requir-ing from the singer to pronounce the
letters "o", "e", "y" in a purely natural way,
to breathe properly, to raise the palate, to
correctly direct the sound to the resonators
and in folk songs, not to stifle the sound
making it sound closed, but always to keep
it open, and the air from the inside hits the
palate, and the voice directed towards the
shovel tooth should fly far away»

(Altybaev 53).

When performing a song, it is necessary
to take into account the role of alternat-
ing-diaphragmatic, deep breathing, as
well as ways of breathing through the nose
or mouth. It is also valuable to master
the pronunciation of linguistic sounds, as
well as the necessary complex of various
breathing exercises (Altybaev 53).

Continuous formation and expansion
of concepts of technical skill, listening
to archival materials (song recordings,
CDs, DVDs), mastering the styles of
different singers and forming own style of
performance lead to improving performing
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skills. The ways of sounding should be
focused on the timbre and pitch of the voice
(Altybaev 54).

The critical stages of work on repertoire
include the analysis of the song lyrics,
paying attention to the grammar of
punctuation marks (periods, commas,
question and exclamation sentences),
stress, rhythm, and rhyme, and in
humorous songs, working on honing the
skill of conveying the allusive text requires
hard work. It is also important to do special
exercises for the vocal apparatus (lips,
teeth, palate, chin, tongue, and jaw).

The technique of voice vibration, voice
endurance during the per-formance, and
attention to the nuances and dynamics

of the song without overloading the voice
apparatus are essential components of
performing skills. The melodious sound

in the timbres of the middle and lower
registers and sounding soit and smooth
when moving from one register to another
form a particular stage of work on creating
an image (Altybaev 55). It is also necessary
to take into account the correct and com-
fortable breathing, diction, and articulation
(when pronouncing every letter, make sure
that the opening, lips, tongue, and palate
are in the correct and comiortable posi-
tion), and then the stages of practicing the
melody of the song and gradually forming a
culture of stage behavior (Altybaev 56).

Among the singers of Arka school, there
is an outstanding Asset, whose songs are:
"high pitched, sung at the top of the lung,
..wide ranged,... covering two oc-taves,
requiring a wide breath and special training
from the singer"(Altybaev 38).

Asset himself commented on his songs
as follows:

"When learning this song, young man,

[t will take great pains to tune in to the
rhythm...

...As the obstinate song would not give
way,

One after the other, you will drag with
this song" (Altybaev 38). "Along with the
ability of a singer to maintain phonetic

language purity, it is necessary to take
into account the timbre saturation of the
voice, the clarity of the voice, the ability
to hold notes longer, the range of not less
than two octaves and the ability to hold
the voice constant in dynamic and high
sound"(Altybaev 38). "To perform Asset's
songs, the singers should get a good
training, tune their voice and reach the
point where they can navigate the purity
of each sound" (Altybaev 50). As for the
accompaniment of the dombra, "he used
the methods of strumming, picking, and
sliding, which are characteristic of Arka
style" (Altybaev 52).

Most of the vocal training exercises of
Arka singing school representatives As-
set Naimanbaiuly, Amire Kashaubaev,
Zhusipbek Yelebekov, Manarbek
Yerzhanov, Kairat Baibosynov and
Zhanibek Karmenov are aimed at correct
breathing. The sing-er should make sure
that every letter he sings is clear, pure,
not stifled, and the song is sung floatingly
free. In this regard, we can see that in
the performance of the singer Zhanibek
Karmenov, the voice is free of tension, the
sounds are attractive, and the singer can be
an example of national training. Moreover,
Zhusipbek Yelebekov commented on his
method of vocal training as follows: "To
warm up the voice, the singer must first
start with songs with lower sounds, which
are performed on the main frets of dombta,
activating the chest resonator. Only after
exercising one song several times the
singer can attain beautiful sounds that are
pleasant to hear. When these sounds occur,
it is necessary to constantly remember
the position of the mouth, tongue, and
jaw in order to repeat it the next time. The
repertoire at the initial singing stage should
include songs performed on the bass and
middle frets. This benefits the singer's
free performance, maintaining the natural
state of the voice. It is necessary to look
into the lyrics of the song and study the
characteristics of this song. In order to see
how much the song has improved, and



how much the singer has attuned to the
song while performing it, the singer should
record his singing, listen to the records,
and work on the mistakes"(Altybaev 56).
Zhanibek Karmenov said: "In order to per-
form a song beautifully, the singer should
rehearse in front of the mirror, singing the
song in the middle voice" (Baibek 42).
Training the correct opening of the mouth,
correct direction of each sound, connection
points of the sound registers, correct per-
formance of sound patterns, and watching
the self from the side help to increase the
opportunities for national vocal training.

Before singing, to warm up the voice,
the singer should do articulation exercises
for the lips and make moaning sounds to
activate nasal resonators (Altybaev 61).

In these cases, R.Stamgaziev advises
searching for the upper, lower notes of the
song: "In the song "Yeki jiren" there are
lots of lower notes that open up the chest.
Apart from the exercises, it's necessary

to activate your throat through the help of
the song, to search for the voice position
through the song". The composition which
he uses to awaken his voice is the song
"On sausak" (Ten fingers). With this song,
which has both upper and lower notes, it

is possible to adjust the uniqueness of the
registers. The speed of the song also factors
into the improvement of the technique.
Some sounds hold the rhythm, "vocal
attacks in different parts of the song...And
when you sing in the usual rhythm, the
voice returns to its position"

(Darzhanova 62).

A singing style of an outstanding
representative of Zhetisu region Kenen
was described as follows: "The specific
peculiarity of Zhetisu region in performance
of a song is that some of its elements
are closely connected and resemble the
singing style of neighboring Kyrgyz land
(Darzhanova 32)."After the comprehensive
analysis of Kenen's songs from Zhetisu
region, it was revealed that Kenen's songs
consist of quatrains, seven-eight and
sometimes eleven syllables; the songs are

characterized by significant and harmonic
minor and pentatonic scale; the range of
songs in 'kara oleng' form does not exceed
an octave interval; The range of Kenen's
complex songs does not exceed an octave,
undecima and one and a half octave; the
accompaniment of his songs is often
played with a smooth strum, rarely using
free picking pattern as in Arka songs; in
the lower register of the accompaniment,
we often hear a quarter interval, "and
melodious rhythms" in his songs. "There
are three different types of melody in
Kenen's songs: 1) songs in 'kara oleng’
form with simple melodies, short choruses
and short range; 2) voluminous songs of
professional, complex form, with a long
chorus, and a range of more than an octave,
and with alexic lyrics; 3) songs in terme
style, sung in an asynchronous method,
close to recitation" (Darzhanova 34).

The accompaniment of Zhetisu songs is
very similar to Arka songs. Here, the songs
are accompanied by "both the strumming
and picking (shertpe). Songs accom-panied
by shertpe patterns are mostly complex
songs. Zhetisu songs are distinguished by
stereotypical intro-melodies accompanied
by a quarta on both strings. The songs
of this region are performed faster than
the songs of Arka region. They are simple
in structure" (Darzhanova 70). Saule
Zhanpeisova considered the basics of
the perfor-mance mastership of Garifolla
Kurmangaliev, the student of Shaihy and
Shyntas from Western singing school, and
skillfully mastered Mukhit's songs. She
paid particular attention to the articulation
technique of the master, dividing them
into several tasks: "The first task is lifting
the soft palate to make the voice resonate
through the oral cavity, and the second
is using the function of lips and jaw to
modulate the sounds and to convey the
nuances of a song”. She believed that the
secret of the well-known singer Garifolla's
mastership is his ability to modulate the
sounds: "He starts with closed vocal cords,
opens them up and closes again right off.
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For example, he mas-tered the transition
from a thin vowel to a wide vowel, i.e., the
transition from "e" sound to "a" sound.

He modulates the vowels with the help of
the lips and pronounc-es the non-labialized
thin "e" vowel, stretching the lips forward
and rounding them, making it sound like

a labialized "e" vowel. Moreover, he turns

the wide "a" vowel to a slightly rounded
"0" vowel and sometimes to an open "a"
sound".

S. Zhanpeisova also considered G.
Kurmangaliev's technique of opening the
mouth: "Garifolla's singing technique
included such methods as making the
sound come through the teeth, singing
a song filling the mouth with the sound,
uncovering the teeth, opening up the final
vowel of the song, transitioning, like "00-a"
or gather-ing an open vowel sound into
a rounded sound (0-a-ay)" (Zhanpeisova
88). S. Zhanpeisova noted that Mukhit's
songs required a dynamic power, expressive
energy, assertiveness, and tenderness.
Garifulla managed to preserve the
tradition in its pure state. He also had his
performance interpretation: "the skillful
use of such methods as portamento, messa
di voice, as well as the ability to change
the accent, rhythm of the song" when
transitioning from a narrow sound to an
expansive sound, from a higher sound to a
lower sound (Zhanpeisova 88).

Conclusion

Thus, the article analyzes the traditional
ideas about the ideal song and the ways
of performing it based on the set of ideas
laid out in the song poetry of folk and folk-
professional singers. It was proved that
the professional singer's performing tech-
nique, outlined in the poetic lyrics of songs,
is an integral concept. It is possible to
re-vive the system of traditional ideas about
the national sound ideal on the condition
of studying, systematizing ideas, and
introducing the ideas about performance
outlined in poetry into "live" concert
practice through the practical application
of traditional methods and methods of

sound production. The article reveals

the performance dif-ferences of regional
schools of traditional Kazakh song for the
first time. Another significant result was
the description of the unique performing
techniques of the Ka-zakh traditional
song art.

As a result of considering the
stylistic regional features of traditional
singing techniques in the presented article,
the following results were obtained:

In the study of this issue, the statements
in the lyrics of kara oleng, zhyraus, ak-yns,
sal, and seri will be the primary source of
knowledge. It is necessary to widely employ
a set of rules that enhance the technical
capabilities of a professional singer and
aid in improving their performance style,
methods of sound production, breath
control, and more.

[t was proved that each of the singing
schools of Arka, Zhetisu, and West Ka-
zakhstan region, considered in the article,
has unique techniques. The work on their
revival on the modern stage factors into
the preservation of the tradition in its pure
state;

When doing vocal exercises (warming
up), it is essential to consider the tradi-
tional ways of warming up rather than
academic vocal methods.

We have felt the need for a deeper
understanding of every research area
consid-ered in the article. This will create
an opportunity to revive a set of concepts
and tech-niques associated with the
culture of teaching, training, and singing
in a traditional environment and present it
to future generations as a holistic artistic
phenomenon of culture.

The descriptions of the performance
techniques of various regional schools of
traditional song should be used in training
both traditional and pop singers as an
al-ternative and comparative method
of teaching. The method of empirical
description and comparative analysis of
each regional tradition in synchrony and
diachrony is al-so promising. It may help
to even out the dominance of Westernized
Kazakh pop mu-sic on the concert stage.
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NOCTYPJIl 8H AUTY TEXHUKAJIAPbIHbIH, CTUNbIK AUMAKTbIK, EPEKLIENIKTEPI

Anpatna. KepkeMaik webepnik neH My3bikanblk TaHbIMAbl OAAH 9pi XETiNAIpYLiH SAICTEPIHIH,
KXKETTi HerisfepiH MeHrepreH, e3iHAiK WbiFapMallblblK, Ke3Kapackl 6ap epkiH oiMnayabl 4AMbITY
KabineTTepiH BipiKTipeTiH SHWIiHI Topbueney Kasipri xafoan-aa MaHbI3abl MiHAET 60/1bIN TabblAA4bI.
OHLWIHI WbIFAapMaLWbINbIK TYNFa PETiHAE ally YLWiH KOHLEPTTiK-OpbIHAAYLbIbIK KbI3METKE AaMbIHAbIK,
6apbICbiHAA ASCTYPJIi SHHIH, My3blKaNblK-KOPKEMAIK KAaCMETTepi Typanbl anfaH BiniMaepiH KonaaHy,
exenri oayip-aeH 6acray anfaH ypgic. babafaH KanfaH MaAEHUETTI TapaTyad XXoHe My3blKaHTTapabl
Tapbueney XonblHAA YATTbIK HAKbILLITaFbl OPbIHAAYLUbIIBIK MHEPAi 3epTTen HacuxaT-Tay aca e3ekKTi
6onca aa, Kasipri 3cTpafanblk CaxHaAaH YCbIHbUIbIN XYPreH ASCTYP/i SHAEP MHTENPETALMSCHI KOHiN
KOHLWITNenai.

AnekcaHap 3aTaeBuy ©3iHiH OH anTbl XbINAbIK XXMHAYLbIIbIK, XXYMbICbIHAA Ka3aK, caxapacbiHaH
XMbIpMaA YL MbIHAAM KA3aKTblH, 9HiH XXMHAN xatTafaHbl 6enrini. Kasipri TaH4a XMHAYLWbIHbIH, eHoberi
YLWaH-TEHi3 XaNblK, Ka3blHACbIHbIH, TAMLUbICbIHAAM 60MbIN OTbIPFaHAbIFbIH KepCeTTi, cebebi ap eHipAaiH 63
CTUNbAIK, OpbIHAAYLWbUIbIK epeK-LuenikTepi 6apbl aHbikTanabl. CoHAan-ak OyriHri KyHi Ka3ak AanacbiHbIH,
9p aN-MaFblHAAFbl SHIHIH KOPKEM TiNAIK XaHEe OpblHAAYLWbIIbIK, SA4iIC-TCINAEPIH CMNATTan FblIbIMU
Tangay xacay Kesek KyTTipmec macene 60/bin oTbIp.

L3cTypni aHHIH BHipAiK epeKlienikTepiHe KOPHEeKTI akbIH [nnac XXaHcyripoB «oH, aHWinep
XalblHAA» AereH MakanacbliHAA CanbiCTbipManbl 3epTTen H6ara 6epreH. YCbiHbIbIN OTbIpFaH MaKanaHblH,
6acTbl MaKcaTbl Ka3ak, oH eNeHaepiHaeri 43CTYpAi TYCIHIKTEPAi KaMTa XXaHFbIPTY, XaNblK, 601MbICbIHAA
KaNbINTAaCKaH SHLWiHIH KaCibW webepniriHiH Heri3gepi Typanbl, OHbIH, OPbIHAANYbI XaKbIHAA KOHE
TYCiHIKTEpAi Kan-nblHa KENTipy apKblibl TyTac TYXbIpbIMAAMa KanbINTACTbIpyMEH KaTap, OCbl TYCiHiK-
TepAi eckepe Kasak aHAEPiHiH OpbIHAANYbIHbIH, YATTbIK 6aFbITbIH KANTa XaHFbIPTY.

Makanapa Kasak XanKblHbIH, 9H Typasbl, AblObIC WbIFAPY TOCINT MEH dA4iCTepiHe KATbICTbI «XablkK,
OMNApPbIHbIHY TYCIHIKTEP XWbIHTbIFbI 6asHAANbIMN, OAAH COH KaNbl-NTACKAH XKePrifikTi 9H MEeKTENTEPIHIH,
OPbIHAAYLbIIbIK TEXHUKACBIH TaNKblIAy MiHAETTEPi Ke3aenesi.

3epTTey aAicTepi peTiHAe IMMUPUKANbIK, CUNATTaY, FepMEHEBTUKANbIK, TYXKbl-pbIMAAY, CANbICTbIPMab
3epTTey aaicTepi KonaaHbinapl. My3bikataHynasbl Axmet XXybaHoB, Akceney Ceiaimbek, OMMHA
HyfmaHoBa, XXaHibek KapMeHOB 6acTay anfaH Tapuxu, TUNONOTUANbIK-TEOPUSBIK 3epTTeynepre
CyMeHe OTbIpbIn, TYHFbILW PET Ka3aKTblH, A3CTYPAi SHiHAE 6ap alMMaKTbik, MEKTeNTepAiH OpbIHAAYLbUIbIK,
aviblpMaLbINbIKTapbl alMKbiHAANAObI.

HaTtnxeciHae aBTOp MPAKTUK SHLI peTiHAe KA3aKTblH ASCTYPAi 9H OHEPiHiH ap eHipae anpbIKLLa
OpbIHAAYLWbIbIK MBHEPNEPLA KbICKALLA CUNATTalAbl. 3epTTey HaTU-XenepiH «Ka3sak My3bIKaCbIHbIH,
Tapuxbl», «OpbIHAAYLLbINbIK 6HEP TapUXbl» N3H-AEPiHAE NPAKTUKANbIK TYPFblAaH KONAAHYFa
601aTbIHAbIFBIMEH MAHbI3ApbI.

Kinm ce3dep: aH, LoCTYp, OPbIHAAYLbINbLIK, M3HEP, ASCTYPAI TYCiHIKTED, a-MaKTbIK 9H MeKTenTepi.

Aaiiekce3 ywiH: MyxcubiHOBa, MepyeT xaHe 3ynbdus Kacumosa. «lactypni aH anuty
TEXHMKANApPbIHbIH, CTUAbAIK alMMaKTbIk epekwenikTepi». Central Asian Jour-nal of Art Studies, T. 8, N2 3,
2023,100-114, 6. DOI: 10.47940/cajas.v10i3.656

Asmopnap KommazbaHbiH COHFbI HYCKACbIH OKbIN, MAKY/10a0bl #aHe Myddesnep Kalilibliblfbl HOK
eKeHOieiH ManimMoelioi.
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PEFMOHAJIbHO-CTUNEBbBIE OCOBEHHOCTU
TEXHUKU UCMOIHEHMUS KA3SAXCKOM TPAAULIMOHHOW MECHU

AHHoTauus. Bocnutanue nesua, BNageroLero Heo6xoaMMbIMM OCHOBaMM XyA0Xe-CTBEHHOIO
MacTepCcTBa U METOAAMU JajibHENLLEro COBEPLIEHCTBOBAHUS MY3bIKa/lbHO-IO MO3HAHMS, COUYETALLEro B
cebe cnocobHOCTM pa3BMBaTh CBOOOAHOE MblLUNEeHME C COBCTBEHHbIM TBOPYECKMM BUAEHWUEM, IBNISETCS
BXXKHOM 33a4a4en B COBPEMEHHbIX YCN0BUAX. MCnonb30BaHME MOMYYEHHbIX 3HAHMI O MY3blKalbHO-
XYL,0XXECTBEHHbIX Ka4eCTBAX TPAAULLMOHHOM NMEeCHU NpyU NOArOTOBKE K KOHLEPTHO-UCMOMHUTENbCKOM
[esaTeNnbHOCTU ANS PacKpbITUS NeBLA Kak TBOPYECKOM MMYHOCTU, TEHAEHLMS, BOCXO-AALLAS K APDEBHUM
BpemMeHaM. [lpodeccnoHanaM 3cTpagHbIX MHTEPNPETALMI TPaAN-LIMOHHbIX Ka3aXCKUX NECeH Bbi3biBAET
MHOrO CMOPOB M Yalle He COOTBETCTBYET Tpe-60BaHMUIM XyA0XeCTBEHHOCTU. OCOBEHHO aKTyasbHa
nponaraHaa UCMOAHUTENbCKOTO CTUIIS HALMOHANbHOIO KOIOPUTA B PACMpPOCTPaHEHWUM KYNbTypbl NPEAKOB
1 BOCMUTA-HUMU MY3bIKaHTOB.

M3BecTHO, YTo AnekcaHap 3aTaeBumy 3a WeCTHAALATUNETHIOW COBMpaTENbCKYO AeATENbHOCTb
HOTMPOBAn CBbILE ABAALATU TPEX ThICAY Ka3aXCKMUX MECEH, BbISIBASIO-LLMX PA3nyKs B JIOKAIbHOM
cneumndurke MCNONHEHUS NecHM. MpakTMKa Nokasana, YTo HeCMOTPSA Ha To, YTo AnekcaHap Bukrtoposuy
3aTaeBuy Npeasioxua NepBYH KNac-CUPUKALLMIO NECEH NO PErMOHANbHOMY NMPU3HAKY, TpyA cobupatens
J1LWb Kanns B MOPe HapOAHO-NeCeHHOro Hacneaums. [Ans ka3axckov TpaAULMOHHOM NMeCHU XapaK-TepHbI
CBOW PErMOHaNbHO-CTUIEBbIE U UCMONHUTENbCKME 0COBEHHOCTU. ITO aKTyanu-3upyeT npoBeseHue
Hay4YHOro aHanM3a C OMUCAHUEM XYL,0XKECTBEHHO-A3bIKOBbIX M UCMONHWUTENbCKMX MPUEMOB NECHU B
KaXX[,0M perMoHe Ka3axckom cTenmu.

PervioHanbHble 0CO6EHHOCTH TPAAULIMOHHOM NECHU BNepBble Obinv OLeHeHbl Bbl-4AOWMUMCS MO3TOM
Mnbsicom XaHcyrypoBbiM B cTaTbe «[lecHs, o neBuax». OCHOB-Has Lenb NpeajiaraeMoi CTaTbk — aHanu3
TPaAVLMOHHBIX NPEeACTaBAEHUI O uaeane NecHN U eé UCMONHEHUM, U3NIOXKEHHbIX B MECEHHOM M033UM,

C y4eToM OpMUPOBAHMS LLENOCTHOM KOHLLENLMM 06 OCHOBax NpodeccMoHaNnbHOro MacTepcTBa nesLa,
BO3POX-EHUE CUCTEMbI BO33PEHMUI O HALMOHANbHOM 3ByKOMAEaNe Yepe3 UCMONHUTENbCKYH MPaKTUKY.

B cTatbe u3naratTca HEKOTOpble MapaMeTpbl KOpnyca UAen «KHapOLHbIe MbICIU» O MecHe, cnocobe
1 MeToAax eé 3ByKOM3BNEYeHUs, 06CY>XAA0TCA UCMONHUTENbCKME TEXHUKM, ChOPMMPOBAaBLUMECS B
JIOKaNbHbIX LKOAAX NECEHHOM TPaaULUK.

B kauecTtBe MeTOO0B MCCNEN0BaHWUS UCMOIb30BAIMCh METOAUKM IMMUPUYECKOTO OMUCAHKS,
repMeHeBTMYECKOro aHanun3a, CpaBHUTENbHbIM MeToAbl. Ha OCHOBE MCTO-PUKO-TUMNONOTMYECKMX,
TEOPETUYECKUX UCCIEN0BAHMI B My3blKOBEAEHMM, HauaTbix AxMeToM XKybaHOoBbIM, Akceney
CertopumbekoMm, AMuHoM HyrmaHoBoM, XKaHnb6ekom KapMeHOBbIM BriepBble BbISIBASOTCS
MCNONHUTENBCKME Pa3nUYMS PErMOHANbHBIX LLIKOA, CYLLEeCTBYOLWMUX B TPAAULIMOHHOM Ka3axCKoM necHe.

B pe3synbraTe aBTOp, KaK NeBeL-NPaKTUK, AAET ONUCAHUE YHUKANbHbIX UCMONHU-TENIbCKUX NPUEMOM
Ka3axCKoro TpagMLMOHHOIO MeCEHHOro UCKYCCTBA, YTO yOexxaaeT B pa3HO06pa3nmM permoHanbHbIX LUKOI
NeceHHoM TpaauLmM Ka3axoBs. TeopeTuyeckue nooXKeHns U pesynbTaTbl UCCNEA0BAHUS MOTYT UMETb
NMPaKTUYeCKoe 3HAUYeHME B Ka-4eCTBe LOMOSIHEHUS B COAEPXKAHUM AUCLUMMAUH «MCTOpUS Ka3axCKoM
My3bIKW», M C-TOPUS UCMONHUTENBCKOFO UCKYCCTBAY.

Knrouessie cnosa: necHs, Tpagmums, MICNOAHUTENbCKAs MaHepa, TPaAULMOHHbIE NpeacTaBneHMs,
pernoHasbHble NeceHHbIe WKObl.

Ana yumupoearus: MyxcubiHoBa, MepyeT n 3ynbdusa Kacumosa. «Perno-HanbHo-cTuneBble
0COHBEHHOCTU TEXHUKM MCNONHEHWUS Ka3axCKOM TpaanLUMOHHOM necHux. Central Asian Journal of Art
Sdudies, T.8,N2 3,2023, c. 100-114, DOI: 10.47940/cajas.v10i3.656

A8mopbl npoyumanu u 0006puU 0KOHYamebHbIl 8apuUAHM pykonucu U 3ase-5K0m 06 omcymcmeauu
KOHGIUKMaG UHMepecos.
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Abstract. The art of antiquity, including dance, has long captivated human fascination with its
timeless perfection, leaving an indelible mark on contemporary art. This influence is evident in the
scholarly pursuits of those studying ancient Greek history.

Dance held a significant position in ancient Greek life, as attested by surviving artifacts such
as sculptures, reliefs, depictions on Greek vessels, and a wealth of written sources. Renowned
philosophers, historians, and writers of antiquity, including Socrates, Plato, and Lucian, paid heed to
dance as an art form. Even the epic poems of Homer, the "Iliad" and the "Odyssey," mention various
forms of dance more than 20 times. Today, more than 300 types of Greek dances can be counted, and
according to some sources, "there are more than 10,000 traditional dances that come from all regions
of Greece."

As research methods, the author uses an analytical review of surviving artifacts and ancient
written sources, testifying to the important role of the art of dance in the life of the ancient Greeks.
The author also made an analysis of the literature, which testifies to the important role of art,
including dance in ancient Greece, which to this day has a huge impact on the development of modern
art of choreography. And the “Apollonian” (conscious) logical and “Dionysian” (unconscious) free
creative beginnings in art, which are widely discussed today, also originate from ancient Greek art.

The author also emphasizes the epistemological significance of dance education and advocates for
the revival of the classical tradition of mandatory dance instruction in schools.
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«Dance is the same sacred ecstasy of the body as prayer is the ecstasy of the soul.
Therefore, dance in its essence is the highest and most ancient of all arts. It is higher
than music, it is higher than poetry, because in dance, outside the medium of the word
and outside the medium of the instrument, a person himself becomes an instrument, a
song and a creator, and his whole body sounds like the timbre of a voice»

Introduction

According to open sources, the term
“antiquity” was adopted at the
beginning of the 18th century in French
(antiquité) and meant “a special kind of
art related to early historical periods”. The
emergence of many studies related to the
study of art history has led to the narrowing
of the concept to the framework of Greco-
Roman antiquity” (Irshmer 37.). Thus,
the study of the history of Greco-Roman
antiquity began with the study of the history
of the art of antiquity.

The art of the civilizations of Ancient
Greece and Rome, being unsurpassed
creations of the human genius, delights
with its perfection. The spiritual and
aesthetic foundations of antiquity shaped
the humanistic ideas of subsequent
centuries, determined the forms of new
European and Western art and other.

East and West are two poles of
perception and understanding of the world,
two philosophies that interact like “yin-
yang” (the law of dialectics of unity and
struggle of opposites) and cannot come
to a full understanding of the essence
of life without studying each other’s
characteristics. But since within the
framework of one article it is impossible
to cover the study of the role of the art of
choreography in Western and Eastern
antiquity, we will focus on the “cradle” of
Western civilization - antiquity.

At the end of the 18th century and
the beginning of the 19th century,
after the archaeological excavations of
Pompeii (1760-1804, 1863-1870) and
Herculaneum (since 1924), interest in

Maximilian Voloshin

antiquity resumed in Europe with even
greater force, which was reflected in

the reproduction, transformation and
reconstruction of samples of architecture,
music and dances of antiquity by
individual admirers of antiquity such as:
archaeologist, musicologist and numeral
the ismatic Theodor Reinach and the
composer Gabriel Fauré (Dorf 21), as well
as the composer, musicologist and dance
historian specialized in ancient Greek
music and dance Maurice Emmanuel (Dorf
79); who organized the Delphic Festival
in 1927 in an attempt to revive ancient
Greek rites, Eva Palmer Sikelianos (Dorf
107); Natalie Clifford Barney (Dorf 47),
who staged theatrical productions on
Greek themes, and others. Also, samples
of ancient Greek art were recreated in

the cinema of the early 20th century
(Michelakis).

The art of Isadora Duncan (Daly), one
of the founders of modern dance, was an
improvisational dance opposing to classical
dance, with movements clearly prepared
in advance, was a striking example of the
re-creation of ancient Greek dance patterns
on the stage. Although classical dance itself
was also born on the basis of ancient Greek
patterns of postures and movements, over
time it turned into a strict and harmonious
system of movements, where each
movement in the dance was thought out
and staged in advance.

In choreography, classical dance as
the main component of the ballet with its
thoughtiul staging of the performance, a
certain plot, and dramatic design represents
the “Apollonian” (conscious) beginning.
Modern dance is already a direction in



dance art that appeared at the end of the
19th - beginning of the 20th century as a
result of leaving the strict norms of ballet in
favor of the creative freedom of performers
and choreographers, it represents the
“Dionysian” (unconscious) beginning
(Morina 2001).

Greece is known for its folk chain
dances in counterclockwise rotation, such
as: Sirtos - the ancient chain dance of
Greece, described by Lucian (12), which
is danced holding hands; Kalamatianos
is a type of syrtos; Pyrrichios - ancient
Greek military dance with weapons; Cretan
dance Pentozali - fast male military dance,
created on the basis of the ancient dance
pyrrhihios; Sirtaki is a dance created in
1964 for the film "Zorba the Greek", which
is not a Greek folk dance, but contains
elements of sirtos in the slow part and the
fast Cretan dance of pidichthos; Ballos,
whose name comes from the Italian balloon
through the Latin "ball" (from the Greek
verb "BaAAilw" - "dance, jump"), and
other dances. In open sources on the topic
"Greek dances", there are more than 300
types of dances. It is also indicated that
"there are more than 10,000 traditional
dances that originate from all regions of
Greece." Homer also, listing everything
that is in the world the most pleasant and
beautiful for a person: sleep, love, singing
and dancing, only calls "innocent" the
latter (Iliad, XIII, 637). Lucian of Samosata
(71, 72), an ancient Greek writer and
philosopher who devoted the first treatise
in history to the art of dancing (Il century),
believes:

“All professions hold out some object,
either of utility or of pleasure: Pantomime
is the only one that secures both these
objects... Consider then the universality of
this art: it sharpens the wits, it exercises the
body, it delights the spectator, it instructs
him in the history of bygone days...”.

Even the term "choreography" itself
comes from the ancient Greek yopeia -
round dance + ypddw - to write, since it
was in antiquity that the first descriptions

of dances appeared. This term describes a
certain stage in the development of dancing
thought, associated with the gradual
formation of the language of the dance art
language into a strict artistic system, and
over time embraced the entire area of this
plastic art form.

Methods

As research methods, the author
employs an analytical review of the
literature concerning the history of ancient
Greece, along with a thorough examination
of surviving artifacts and ancient written
sources. These methods serve to highlight
the significant role of dance in the lives
of ancient Greeks, a role that continues
to exert a profound influence on the
development of modern choreography.

The author also employs deductive
and inductive reasoning to elucidate
philosophical concepts related to
art and dance. This approach aids in
the formulation of precise definitions
and a deeper understanding of these
complex subjects. Furthermore, the
study integrates historical and logical
methods of knowledge, emphasizing the
synergy between these two approaches
in unraveling the intricacies of ancient
Greek art and its enduring impact on
contemporary dance.

The author also applies the first law
of the dialectic of unity and struggle of
opposites in the definitions of "Apollonian”
(conscious) and "Dionysian” (unconscious)
in art (Ramadanova 20).

Discussion and results

Dance in the life of the ancient Greeks

Art in antiquity was one of the most
important occupations in people's lives. If
such spatial forms of art as architecture,
sculpture, painting, graphics were
regarded as a craft and a matter of slaves
of the ancient Greek polis, then classes in
spatio-temporal arts such as music, dance,
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including military dances, gymnastics
were considered classes worthy of free
citizens and, in addition, these disciplines
were taught without fail to children in
gymnasiums.

The ancient Greeks considered dance as
gymnastics, a means of healing the body,
and as a musik (from the Greek musike -
general education, spiritual culture, literally
- the art of muses) art. The ancient Greeks
were sure of the divine origin of the muse
of dance. According to ancient beliefs,
the celestials taught dances to the elect,
and they, in turn, taught ordinary people.
There is a well-known Kurites demingods
dance origin myth (Fig. 1). The kurites
noisy military dance with shields and sabers
near the cave saved the baby Zeus hidden
by Gaia from Kronos (Apollodorus I, 7-9).
“Undoubtedly, the dance of the Kurets
is a reflection of the real life of Ancient
Greece, where dance, especially military
dance, occupied an important place in the
education of future citizens of some city-

Fig. 1. Ecstatic couretes dancing around
the infant Zeus https://www.youtube.com/
watch?v=4zVwHAFjySQ

states,” writes E.V. Gertsman (12).

In the fifth book (V, Terpsichore, 83)
of the nine books of Herodotus, named
after the nine muses, one can read that
“the Aeginians made sacrifices to the
goddesses and propitiated them [by dances]
and mocking songs of female choirs”.

Dances in ancient Greece, as in ancient
Egypt, had a religious purpose associated
with the re-creation of the plots of myths,
although there were dances intended only
for entertainment, which Herodotus also
mentions (I, Clio, 66, 141, 191; III, Thalia,
48; VI. Erato, 129.).

Hesiod begins his work “Theogony” (T.
X) with the chanting of nine muses - the
nine daughters of Zeus and Mnemosyne,
the goddess of memory. Terpsichore, one
of the daughters of Zeus, was the muse
of dance and choral singing. According to
Diodorus Siculus (IV 7, 4), she got her
name from the pleasure (tépnw “delight”,
“please”) of the audience with benefits of
art. Terpsichore, the muse of dance, the
companion of the god of harmony Apollo,
teaches soul to combine with the body
correctly.

An analysis of the content of myths
and the works of ancient writers provides
compelling evidence to assert the
significance of dance in the lives of ancient

Fig. 2. Dancing maenads. Ancient Greek bronze, 8th
century BC. https://commons.wikimedia.org/w/
index.php?curid=6833835, 2009.

Greeks. It played a pivotal religious role
closely intertwined with the reenactment of
mythological narratives.

Images of dances in sculpture, relief and
graphics of ancient times are the evidence
of the important role of dance in life of the
ancient Greeks. One example is a sculpture



made in bronze (8th century BC) from

the Archaeological Museum of Olympia
(Fig. 2), depicting dancing maenads (from
paivopal - to rage) or bacchantes (from
Bakxevw - to exult, to go mad) - women
and girls from the retinue of the god of fun
and winemaking Dionysus, who called
people to free themselves from everything
that fetters human nature and interferes
with its natural manifestations.

Another artifact that underscores the
vital role of dance in ancient Greek life is
an image found on an antique vessel. This
image depicts a musician playing the aulos,
an ancient Greek musical instrument
resembling a flute, accompanied by
a dancer holding crotals, which were
ancient Greek percussion instruments and

Fig. 3. Auletes and the Crotalist. Image on an
ancient kylix (ancient gr. vessel) Painter Epictetus.
(5th century BC). https://www.alamy.com/v-22-
april-2013-105734-unknown-64-aulos-crotala-
image184857231.html

precursors to castanets. (Fig. 3).

A maenad in an ecstatic dance (Fig. 4.),
depicted on a red-figured skyphos from the
British Museum (c. 330-320 BC), clearly
shows how much the ancient Greeks loved
the art of dance and indulged in it to a state
of deep euphoria.

Lucian (79) describes the Bacchic dance
thus:

“The Bacchic form of Pantomime, which
is particularly popular in Ionia and Pontus,

Fig. 4 Maenads in an ecstatic dance. Detail from
the Pestan red-figure skyphos, ¢. 330—320 AD BC.
https://commons.wikimedia.org/wiki/File:Dancing
maenad_Python_BM_VaseF253.jpg

in spite of its being confined to satyric
subjects has taken such possession of
those peoples, that, when the Pantomime
season comes round in each city, they
leave all else and sit for whole days
watching Titans and Corybantes, Satyrs
and neat-herds. Men of the highest rank
and position are not ashamed to take part
in these performances: indeed, they pride
themselves more on their pantomimic
skill than on birth and ancestry and public
services”.

Warriors dancing the ancient Greek war
dance with Pyrrichios weapons are depicted
in a relief on the marble base of a lost statue
of the victors (Fig. 5, circa 375 BC). This
dance, which was performed in armor, was
a favorite dance of warriors throughout
Greece, especially the Spartans, who
considered it a preparation for war. The
dance requires physical strength and
precision, a stable position, decisive

CAJAS Volume 8. Issue 3. 2023

<
w
<
-
<
o
=
z
w
1)
'
o
—
o
<
w
T
=
L
s}
%]
w
=}
]
2
%]
>
o
<
z
p
[=
o
FAl
o
o
w
=
4



CAJAS Volume 8. Issue 3. 2023

1

N
o

INTERDISCIPLINARY STUDIES OF THE ART OF CENTRAL ASIA

movements to a sharp musical rhythm. The
dance moves had to constantly change in
speed and rhythm of movement, creating
an authentic battle action.

In Thessaly, the art of dancing developed
so successfully that even the inhabitants

Fig. 5. Base with a dedication to the (lost) statue of
the winners. Dance of the Pyrrichios, circa 375 BC.
https://commons.wikimedia.org/wiki/File:0509 -
Archaeological_Museum, Athens_-_Pyrric_
dancers_- Photo by Giovanni_Dall%27Orto,
Nov_10_2009.jpg

spoke of their leaders and advanced fighters
as if they were leaders of a round dance,
calling them “Dancers-in-chief”. This is
clearly seen from the inscriptions on the
statues erected by distinguished men. It
“may be seen from the inscriptions on the
statues of their great men: ‘Elected Prime
Dancer,” we read” (Lucian 14).

Plato (Laws, VII, 814e, 815a) writes
about the military dance:

“The warlike division, ... one may rightly
term “pyrrhiche”; it represents modes of
eluding all kinds of blows and shots by

swervings and duckings and side-leaps
upward or crouching.”

The Pyrrhic dance, performed by a
woman, is described by the historian and
strategist Xenophon (VI, 1, 12)in 400
BC. Athenian youth performed pirrichios
in Palestra - a private gymnastic school
where boys from 12 to 16 years old studied
as part of gymnastics training. The dance
was also performed at the Panathenaic
Games - the largest religious and political
festivals in ancient Athens, held in honor
of the patroness of the city, the goddess
Athena. Military, athletic dances were also
an obligatory part of the performances of
the ancient Greek theater.

Another historical evidence of the role
and significance of dances in the life of the
ancient Greeks is the “Frieze of dancers
from Temenos” (Plan, No. 14. https://
en.wikipedia.org/wiki/Samothrace
temple_complex) of the Great Gods
Pantheon, on the island of Samothrace in
Thrace (a region divided between Greece
- Western Thrace, Turkey - Eastern
Thrace and Bulgaria). This pantheon is
best known for the discovery by the French
consul and amateur archaeologist Charles
Champoiseau in the sanctuary of the statue
of Victory - Nike of Samothrace (Plan,

No. 9. https://en.wikipedia.org/wiki/
Samothrace_temple_complex), stored in
the Louvre in Paris. The pantheon consists
of temples of several chthonic (ancient

Fig. 6. Pyrrichios. https://www.ancientworldmagazine.com/articles/dancing-
warriors-plaster-cast-greek-relief/



Greek xBoviog - “belonging to the earth”,
denotes the spirits of the underworld)
deities, most of which were before the
arrival of Greek settlers on the island in
the 7th century BC, and are grouped next
to the central figure, the Great Mother -
Axieros, the goddess of the earth, who was
identified by the Greeks with Demeter,
Hekate and Aphrodite. Her companion
was the god of fertility Kadmil, whom the
Greeks identified with Hermes. The couple
had twins Castor and Pollux, who were
called Kabiri (Greek Kabeiroi - Great).
Other deities were worshiped as well.

The grand annual July festival, which

Fig. 7. Remains of the Pantheon of the Great Gods in

Samothrace (view from the southwest, Plan, No. 13).

https://en.wikipedia.org/wiki/Samothrace_temple_
complex.

attracted ambassadors from across the
Greek world, featured the enactment of a
ritual drama portraying a sacred marriage
(hieros gamos). This ceremony was
believed to have occurred within a structure

adorned with a frieze depicting dancers,
and this building dates back to the 4th
century BC, around 340 BC.

The martial dance Pyrrichios also
occupied an important place in ancient
society. “... Justice requires not to forget
about the Roman dance, which the noblest
of the citizens, the so-called salii - one
brotherhood of priests bears such a name
- celebrate the most militant of the gods -
Ares; this dance is revered by the Romans
as a very respectable and sacred deed” (A
Russian translation by N.P. Baranova),
wrote Lucian (2001, 20).

An analysis of the aforementioned
artistic artifacts, including depictions of
dance in ancient sculptures, reliefs, and
illustrations, leads us to the conclusion
that the ancient Greeks regarded dance
not only as a component of religious
rituals and military training but also as
a beloved and integral part of their daily
lives. It was an art form that could transport
individuals to a profound state of euphoria.
According to Lucian, dance held a position
of considerable prestige within ancient
society.

Philosophers and writers of antiquity
about the art of dance

The quotes of the founders of
philosophical science given in this
section, which give a high appraisal to
the art of dance, do not correspond to the
now generally accepted opinion about
the significance of dance as an easy
entertainment in people’s lives that does

Fig. 9. Frieze of choral dancers from the Sanctuary of the Great Gods at Samothrace (about 340 BC). https://

en.wikipedia.org/wiki/Samothrace_temple complex, Plan No. 14.
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not affect important areas of life and the
material world. But the attitude to dance
as a philosophy originated in the late 19th
and early 20th centuries, mainly due to the
philosophy of F. Nietzsche, who was called
the “dancing philosopher”. F. Nietzsche
(18) admitted that he would believe “only
in such a God who could dance”, and
considered lost “the day when we never
danced!” (Nietzsche 103).

Michelakis, P. (194-212), who explores
the reflection of ancient Greek dance in
cinematic art, writes that his analysis
“was intended to demonstrate that ... a
broader discussion cannot be held without
recognizing the significance of dance.”
Paying attention to the fact that the
phenomenon of dance and its connection
with anthropology have not been sufficiently
studied in philosophical science (Sparshott,
Osintseva, Balandina), the author joins the
opinion of Mischelakis, P. that insufficient
attention is paid to the significance of
dance in the modern world, and quotes the
founding fathers of philosophical science
about this art form.

The opinion of Socrates about the
benefits of dancing from the work of
Xenophon of Athens (Symposium, Chapter
I1, 15-19) is curious, where Socrates,
seeing a dancing boy, said:

“Did you notice that, handsome as
the boy is, he appears even handsomer in
the poses of the dance than when he is at
rest?... and I remarked something else, too,
— that no part of his body was idle during
the dance, but neck, legs, and hands were
all active together. And that is the way a
person must dance who intends to increase
the suppleness of his body.” Socrates says
that he will dance with the help of Zeus and
lists the benefits and advantages of dancing
such as improving health, better appetite,
better sleep, an activity that “giving... body
a symmetrical development by exercising
it in every part”, and that dancing does
not necessarily require a partner, like in
wrestling and others.

Plato (The Republic, X, 596a, 598c,
601a), who did not highly appreciate poetry
and spatial arts, calling them “imitation
of the imitation of the idea” due to the
possibility of using these types of arts in
two ways - both for good purposes and for
purposes that do not comply with the laws
of the state, - quite highly appreciated the
spatio-temporal arts like music and dance,
considering them worthy for growing
up generation. “... The youth of a State
should practise in their rehearsals postures
and tunes that are good”, Plato wrote
(Laws. II, 656¢). The founder of Western
philosophy also considered philosophy
as “the greatest kind of music” (Phaedo,
61a), and he writes: “..The greatest and
best of harmonies would most properly be
accounted the greatest wisdom” (Laws, IlI,
689d).

In Book VII of the Laws, Plato, in
connection with the upbringing of the
younger generation, mentions the “dance”
more than fifty times, from which we can
conclude that Plato paid great attention to
the significance and role of dancing in the
upbringing of young people. Within the
framework of one article, we cannot cite all
of his statements about dancing, but the
most important, in the author’s opinion,
concerning education will be cited below.

Plato expresses his opinion about the
upbringing of young people in the following
way:

“The lessons may, for practical
convenience, be divided under two heads
— the gymnastical, which concern the
body, and the musical, which aim at
goodness of soul. Of gymnastic there are
two kinds, dancing and wrestling.” (Laws,
VII, 795e).

Plato sets as examples for imitation
Athena, who, “emerging from the head
of Zeus” fully armed, danced a military
dance, as well as dances with weapons of
the Curetes - Cretan priests and Dioscuri
(ancient Greek Awdokopot, lit. “youths of
Zeus” - Castor and Polydeuces):



“Nor should we omit such mimic dances
as are fitting for use by our choirs,—for
instance, the sword-dance of the Curetes
here in Crete, and that of the Dioscori
in Lacedaemon; and at Athens, too, our
Virgin-Lady gladdened by the pastime of
the dance deemed it not seemly to sport
with empty hands, but rather to tread the
measure vested in full panoply.” (Laws,
VII, 796¢, 796d).

Plato believed that “matters of rhythm
and music generally are imitations of the
manners of good or bad men” (Laws, VII,
798e), therefore, in his opinion, art needs
censorship from the state.

Taking the Egyptians as an example,
Plato offers “a better device... to prevent
our children from desiring to copy different
models in dancing or singing” (Laws, VII,
798e). “The device of consecrating all
dancing and all music,” writes Plato, in
other words dances and music should be
associated with religious festivals (Laws,
VII, 799a, 799b).

Also, Plato, speaking of the influence of
the muses on a person, states:

“For if a man has been reared from
childhood up to the age of steadiness and
sense in the use of music that is sober and
regulated, then he detests the opposite kind
whenever he hears it, and [802d] calls it
“vulgar”. (Laws, VII, 802c, 802d).

From our perspective, these words
remain pertinent even today, given the
inundation of the media and the internet
with musical content of questionable
quality and its impact on our youth, who
often emulate less than ideal role models.
We maintain that censorship continues to
be relevant in our contemporary world, as
evidenced by the introduction of programs
designed to block access to adult content
websites and other dubious sources of
information. In our view, censorship should
be applied to state-owned TV channels,
which play a significant role in shaping
societal tastes. These tastes, we believe,
should be influenced by the most esteemed
and respected figures in the local artistic

community, as is the case in Kazakhstan,
where it should be shaped by Kazakh
society’s most authoritative personalities in
the arts.

Further in the same book, Plato
writes words that are very important for
any person: “It is the life of peace that
everyone should live as much and as well
as he can... We should live out our lives
playing” (Laws, VII, 803d). Aiter all,
many scientists identify dance with play
(Huizinga 230). According to Plato: “It
behoves our nurslings also to be of this
same mind, and to believe that what we
have said is sufficient, and that the heavenly
powers will suggest to them all else that
concerns sacrifice and the dance,— in
honor of what gods and at what seasons
respectively they are to play and win their
favor, and thus mold their lives according to
the shape of their nature, inasmuch as they
are puppets26 for the most part, yet share
occasionally in truth.”. He further slightly
amends his assessment of man, saying:
“The human race is not a mean thing, but
worthy of serious attention” (Laws, VII,
804b).

“Both girls and boys must learn
both dancing and gymnastics... for their
practices it would be most proper that boys
should have dancing-masters, and girls
mistresses. (Laws, VII, 813b).

On this, completing the review of the
statements of Socrates and Plato about
dancing, we will finish the section with
the statements of Lucian from Samosata,
who, highly appreciating the art of dancing,
considered: “Other arts call out only one
half of a man’s powers — the bodily or
the mental: the pantomime combines
the two. His performance is as much an
intellectual as a physical exercise: there is
meaning in his movements; every gesture
has its significance; and therein lies his
chief excellence.” (69). Thinking about
what qualities a dancer should have, he
wrote as follows: “...Faithfully to represent
his subject, adequately to express his own
conceptions, to make plain all that might
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be obscure — these are the first essentials
for the pantomime...” (Lukian 36).

An analysis of the statements of the
founding fathers of philosophical thought
also confirms the above statements of the
writers of antiquity and the evidence of
material artifacts that dance as an art form
was one of the main interests of ancient
society.

The ancient Greek education system
paideia and kalokagathia included dance

In antiquity, the socio-political,
pedagogical, ethical and aesthetic ideal
of a person “kalokagatia” (ancient Greek
KaAog katl ayabog - “beautiful and kind”)
was adopted simultaneously, which meant
the presence in a person of both physical
beauty and morality. Kalokagatiya is most
closely associated with the ancient Greek
education system and the Paideia model of
education.

Paideia (Greek: mawdeia “child-rearing”
from maudog “boy, teenager”) was the
name given to the system of upbringing
and education of the ideal member of the
ancient Greek polis or state. It included
both subject and practical training, and an
emphasis was placed on the socialization
of children within the framework of the
aristocratic system of policy. Practical
aspects of this education included subjects
related to the modern humanities (rhetoric,
grammar and philosophy), as well as
scientific disciplines such as arithmetic and
medicine. An ideal and successful member
of the polis should have had intellectual,
moral and physical perfection, therefore,
rhythmic gymnastics and wrestling were
valued for their effect on the body, along
with moral education, which, as the Greeks
believed, a person receives through the
study of poetry, music, dance and other
musik arts. This approach to educating a
well-rounded developed citizen of society
was common in the Greek-speaking world,
with the exception of Sparta, where a rigid
and militaristic form of education known as
“agog” was practiced. But even in Sparta,
a military dance was used to educate

warriors, about which Lucian writes (10):
“The Lacedaemonians, who are reputed
the bravest of the Greeks... will do nothing
without the accompaniment of the Muses:
on the field of battle their feet keep time to
the flute’s measured notes, and those notes
are the signal for their onset. Music and
rhythm ever led them on to victory. To this
day you may see their young men dividing
their attention between dance and drill”.

According to the Encyclopedic
Dictionary of Ancient Philosophy (2008):

“Paideia... is a universal education; in
[socrates and Plato it is a synonym for
philosophy, in the European tradition it is a
condition for the possibility of philosophy...
In conjunction with the doctrine of the
immortality of the soul, Plato’s political
program, which considers the education
of “guardians” and “rulers” to be the
foundation of a correct state system,
presents paideia not only as the meaning
of politics, but also as the meaning of the
life of the soul: according to Phaedo, the
soul takes with it to the next world only
education - paideia (Phaed. 107d3)”.

The coherence of thoughts, feelings and
actions, and the unity of sensations similar
to them in singing, music and dance,
is the harmony that the ancient Greeks
considered a manifestation of divinity.

“Plato proposes to pay special attention
to physical education, in particular, through
sports exercises and dances,” writes
Gurevich P. S.

According to open sources, the first
mention of Kalokagatiya refers to the
surviving materials about the Seven
Sages. The instruction of the sage Solon
recommends keeping “kalokagatiya of
morality better than an oath.” After all,
only a person who is satisfied with his
state of health and appearance can bestow
goodwill on others. And also in this saying,
it is more likely that a person should be
not only “kind”, but also able to physically
implement good deeds with the help of a
trained, healthy and “beautiful” body.



The ideal of kalokagatiya influenced
the ideal of a harmoniously developed
personality that existed in the culture of
the New Age and in subsequent times, for
example, in Soviet ideology. In the 18th
and 19th centuries dance training was one
of the compulsory classes in the education
of the nobility.

Dance is unthinkable without
the human body, and therefore has
a deep connection with physicality,
anthropology, epistemology and human
cognitive capabilities. “The study of the
epistemological nature of choreographic art
reveals new, previously unseen in practice
possibilities of the dance influence through
psychosomatics on human cognitive
abilities based on recent scientific findings
of interdisciplinary research, such as
studies of somatic (body) intelligence in
physiology, mirror neurons in neurobiology,
which concern kinesthetic empathy —
motor empathy among dance observers...
Dance, which activates simultaneously
the spiritual, intellectual, emotional and
physical hypostases of a person and his or
her cognitive abilities, is an essential tool
for educating the younger generation along
with the rest of the arts” (Ramadanova,
Kulbekova 1).

Currently, in Kazakhstan, the subject
of “Corrective Rhythmics” is exclusively
offered in specialized schools catering to
children with special educational needs,
including those with hearing impairments,
vision impairments, intellectual disabilities,
and other special needs. According to
publicly available data, these schools serve
approximately 132,699 children. The
mere presence of Corrective Rhythmics
in the curriculum of these special schools
underscores its significance for the holistic
development of these children.

Furthermore, the subject of
“Rhythmics” is a mandatory component of
the curriculum in choreographic schools
and specialized institutions with a focus on
dance education. However, it is important
to note that in regular secondary education

schools (attended by at least 3.4 million
children in Kazakhstan), there is currently
no compulsory inclusion of Rhythmics in
the curriculum. This situation is not unique
to Kazakhstan but is consistent across the
Commonwealth of Independent States
(CIS) countries.

Conclusion

The author hopes that the visual
illustrations and quotations from the works
of renowned writers and philosophers
from antiquity, as presented in the
article, have successfully persuaded the
reader that in ancient times, dance held
a position of paramount importance as
an art form. Dance, inherently tied to
the human body, is deeply connected to
corporeality, anthropology, epistemology,
and the cognitive capacities of humans.

[t is important to acknowledge that the
comprehensive exploration of all these
facets is beyond the scope of a single
article. (Ramadanova 19).

The author contends that it is imperative
to revive the principles of the paideya and
kalokagatiya systems of education and
upbringing by introducing dance and
rhythmics into the mandatory curriculum of
secondary schools.

Our standpoint is that choreography
should be an integral part of the
compulsory educational program in regular
secondary schools, where the majority of
children receive their education, rather
than being confined to extracurricular
activities that only cater to a portion of
the student population. This perspective
aligns with the views of the renowned
Kazakh choreographer Dauren Abirov,
as conveyed by his son Erkin Abirov.
Dauren Abirov’s opinion on this matter
was expressed during a Round Table
discussion commemorating the 100th
anniversary of the choreographer. This
event was organized through the dedicated
efforts of the teaching staff at the Faculty of
Choreography within the Kazakh National
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Academy of Arts named after Temirbek
Zhurgenov and took place on February 10,
2023.

[t is worth noting that dance, as
a cultural heritage, offers significant
educational potential. With its inherent
visibility and strong allure, dance possesses
the capacity for profound emotional
impact. These emotional experiences,

ABTOpnapabiH, yneci

X.[. PamapaHoBa - e aBTopbl, HEri3ri MaTiHAI a3y, favieKkce3nepai i3ney, apebuetrep

Ti3iMiH pecimpey.

when combined with historical and
aesthetic insights, actively contribute

to the formation of knowledge and

social consciousness in individuals.

The convergence of these attributes
renders the cultural heritage of dance a
potent pedagogical tool, shaping beliefs,
motivating actions, and ultimately
influencing public consciousness and
behavior.

Waxun Punus - KocbIMLLA MATIHAI pefaKUMsanay XaHe a3y, Aaiekce3nepai i3gey,

MaKanaHbl pecimMaey.

Bknap, aBTopoB

X.[O. PamagaHoBa - aBTOp MAEM, HANMCAHWE OCHOBHOIO TEKCTA, MOMCK LMTaT, ohopMaeHue

CNNCKa nnuTepaTypbl.

WaxuH Punus - penakTupoBaHme CTaTtbM U HaNMCaHMe OONOJIHUTENIbHOIO TEKCTA, NOUCK

UuTaT, odJopMneHme CTaTbu.
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'AGaii atbinarsl Kasak YATTbIK negarorukaibik ynusepenreti (Asnmarnl, Kasakeran)

Iaxun ®uans?

*Aknenis yausepeurerti (Typinst, AuTasbst)

EXEJIT A”YIP ®UNOCODUACHI BU OHEPIH TAHYbIH, KA3IPT'I 3AMAHFbI 9 ICTEMECI PETIHAE

Anpatna. Exxenri aHTMKa eHepi, OHbIH, iWiHAe 61 eHepi afaM3aT TapUXbIHbIH, 9PTYPJi Ke3eHaepiHae
©3iHiH KeMengairiMeH agamaapabl 6aypan angpl, HepAeri KNaccuKanblk, 43CTypep OYriHri KyHre AeniH
eMip cypin, 3amMaHayu eHepre acepiH Turisyne. byran Exkenri [peuns TapuxblH 3epTTeyLli FanbiMOapAbIH,
eHbekTepi ganen.

bu eHep Typi peTiHae exenri rpekTepAiH, eMipiHae eTe MaHbI34bl OpblH angbl. byFaH OyriHri KyHre
[eWiH XeTKeH MycCiHaep, penbedTep, eXenri rpeK biAblCTapbiHAaFbl GEMHEeNep CUsAKTbl MaTepUanabik,
Xaairepnep xaHe a3ba nepektep ne panen. bure eHep Typi petinae Cokpart, [naToH, JlloLmMaH xaHe
6acka oa aHTMKa dunocodTapbl, TapuXLLUbIIaPpbl MEH Xa3yLbinapbl Ha3ap ayaapfaH. lomep «Mnuapax»
MeH «Opuccesna» 6uain aptypai Typaepid 20-gaH actaM peT atanabl. byriHri TaHaa rpek 6unepiin, 300-
[leH acTaM TypiH caHayfa 6onaapl, an Kenbip nepektepre cavikec, «[pekusiHbiH, 6apnblK aiMaKTapbIHaH
wbikkaH 10 000-HaH actam pactypni 6unep 6ap».

3epTTey aAicTepi peTiHAe aBTOP eXenri rpekTep eMipiHAeri 61 eHepiHiH, MaHbI34bl peniH aiFakTan,
CakTanbin KanFaH aptedakTifiep MeH KeHe xa3ba AepekTepre aHaNUTUKANbIK, WONYAbl NaiaanaHambl.
CoHpavi-aK, aBTOp eHEPAiH, OHbIH, iWiHAe exenri [peunsnarbl 61 eHepiHiH MaHbI34bl PeNiH aiFaKTAUTbIH,
OVriHri KyHre AeMiH aaam3aTTbiH, Ka3ipri eHepiHiH, JaMyblHa OpacaH 30p biKMan eTin OTbIpFaH
apebueTTepre Ae Tanaay Kacanbl.

An ByriHAe KeHiHeH TanKbUIaHbIMN XaTKaH eHepaeri «anoaloHAbIKY (CaHabl) NOrMKaNbIK XaHe
«OUOHUCTIK» (BericaHanblK) epKiH WblFapMallbliblk 6acTaynap Aa exenri rpek eHepiHeH 6acTtay anafbl.

ABTOp, COHbIMEH KaTap, 64 cabakTapbiHblH, THOCEOOMMSANbIK MaHIHE TOKTasbiM, MEKTENTEPAETI
MiHAETTi TypAe bu yipeTy KnaccukanblK A3CTYPiH KanmblHa KeNTipyAi AypbIC Aen caHanapl.

TyiiiH ce30ep: Tepncuxopa, aHTUKaNbIK Adyipaeri 6u, aHTuka dunocodTapsl, Cokpat 6m Typansi,
MnatoH 6u Typanel, JltoumaH 61 Typanbl, Naaens, KanokaraTus.

Anfbic: ABTOpPIap aHOHUMAi peLLeH3EeHTTEPre 3epTTeyre Ha3ap ayAapbir, KbI3bIFYLbUIbIK, TaHbITKAHbI
YLWiH, COHOaW-aK, MakanaHbl 6acnafa falblHOAYFa KEMEKTECKeHi YLLiH anfbiCbiH Bingipeai.

Aoatiekce3 ywin: PamanaHoBa, XXaHHa xaHe LLaxuH ®unus. «Exenri gayip dunocoduscel 61 eHepiH
TaHyAblH Ka3ipri 3aMaHfbl agictemeci petinae». Central Asian Journal of Art Sdudies, 1. 8,N2 3,2023,115-
131 6.,DO0I: 10.47940/cajas.v10i3.740

Asmopnap KomazbaHbIH COHFbI HYCKACbIH OKbIN, MAKY/10a0bl #aHe Myddesnep Kalilbl/bIFbl HOK
ekeHOi2iH ManiMOelioi.
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DUI0COPUA AHTUHHOCTU KAK METOL0/10rMs1 COBPEMEHHOTIO MO3HAHMA TAHLIA

AHHOTauus. VICKyCCTBO aHTUYHOCTU, B TOM UMC/IE MCKYCCTBO TaHLLA, MJIEHWO0 NII0LEN CBOUM
COBEpLUEHCTBOM B pa3Hble NEPUOAbI MUCTOPUM YEIOBEYECTBA, U KNacCMYeckue TpafuLmm B UCKYCCTBE
XKMBbI MO CeM AeHb U MPOLOMKAKT BAMATb HA COBPEMEHHOE MCKYCCTBO. 06 3TOM CBUAETENbCTBYHOT
paboTbl uccnenoBatenei uctopum [pesxen peumn.

TaHeL, KaK BMA UCKYCCTBA 3aHMMaJl O4EHb BAXXHOE MECTO B XM3HU ApeBHUX rpekoB. 06 3Tom
CBUAETENbCTBYIOT Kak MaTepuanbHble apTedaKTbl, COXPaHWUBLUMECS MO CeW AeHb, Kak CKYNbMTYpbI,
penbedbl, 1306paXKeHUs1 Ha L PEBHErPEYECKUX COCYAAX, Tak U MUCbMEHHbIE UCTOYHMKW. TaHLY, KaK BUAY
UCKYCCTBA, yaensnu BHuMaHue Cokpar, [natoH, JlykuaH u apyrue ¢punocodbl, UICTOPUKKU U NUCATENM
npesHocTu. flomep B «Mnnunage» n «Opuccee» ynoMUHAET O pa3HbiX BUAAX nasacku 6onee 20-Tm pas.
CeropHa MOXHO HacuuTaTh 6onee 300 BUAOB rpeyecKmnx TaHLEB, TaKXKe MO HEKOTOPbIM MCTOYHUKAM
«ectb 6onee 10 000 TpaAMLIMOHHBIX TaHLEB, KOTOPbIE MPOUCXOANAT U3 BCEX PEFMOHOB peLnm».

B kauecTBe MeTOAOB MUCCNEL0BAHUS aBTOP MCMOMb3YEeT aHANUTUUECKUIA 0630p COXPaHMBLIMXCS
apTeaKToB U APEBHUX MUCbMEHHbIX MCTOYHUKOB, CBUMAETENbCTBYIOLLMX O BAXKHOW POIM UCKYCCTBA TaHLA
B XKM3HWU ApEBHUX FPEKOB. TakxKe aBTOPOM CAENaH aHaNu3 NUTepaTypbl, CBUAETENbCTBYIOLLEN O BaXKHOM
PO/ UCKYCCTBA, B TOM YMcie U TaHua B [lpeBHel [peuunm, KOTOpoe Mno ceii AeHb MUMEEeT OrpOMHOE
B/IUSIHWE HA pa3BUTUE COBPEMEHHOIO UCKYCCTBA XOpeorpaduu.

M wrpoko obcyxaaemble CErofHs «amnoaoHUICKoe» (CO3HATENbHOE) NOrMYeckoe U1
«AMOHUCUICKoe» (Becco3HaTenbHOe) CBOOBOAHOE TBOPYECKOE Havana B MCKYCCTBE Takxke 6epyT UCTOKM OT
[ pEBHErPEYECKOro MCKYCCTBA.

ABTOp TaKXXe NnoavepkMBaET IMUCTEMOIOTMYECKOE 3HAUYEHUE 3aHATUI TaHLAMU U CUMTAET
LenecoobpasHbiM BOCCTAHOBEHUE K1IACCMUYECKOM TpaaMLmMmM 0bs3atenbHOro obyyeHums TaHLaMm B
LUKONAX.

KnioueBble cnoBa: Teprncuxopa, TaHew, B aHTUYHOCTU, dunocodbl ApeBHOCTH, CokpaT o TaHLe, MNnaToH
0 TaHue, JlyknaH o nnsicke, nangens, kanokaratms.

BnaropapHocTu: ABTOpbI BbipaXatoT 61arofapHoOCTb aHOHUMHBIM PeLLeH3eHTaM 3a BHUMaHMe 1
MHTepec K UCCNef0BaHMI0, @ TakKe 33 MOMOLLb B MOATOTOBKE CTaTby K NybanKauuu.

[nga uutupoBaHusa: PamanaHoBa, XXaHHa 1 LaxuH @Gunus. «Ounocodums aHTUHHOCTH KAk
MeTOL0/10rM1si COBPEMEHHOIO NO3HaHWs TaHuax. Central Asian Journal of Art Sdudies, . 8, N2 3,2023, c.
115-131,DO0I: 10.47940/cajas.v10i3.740

Asmopbl npoyumanu u 0006puu OKOHYAMebHbIl 8apUAHM PyKONUCU U 3da81510m 06 omcymcmeuu
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[MPEACTABJIEHUE
B KHHO YHEJIOBEKA
COBPEMEHHOI'O MHUPA

Asn Haiisa6ekoB!

"Yuupepcurer TypaH, Boiciuast mikosa « Turan Film Academy»
(Anmatsl, Kazaxcrat)

AHHOTaums. B cTaTbe paccMaTpUBAOTCS aKTyanbHble NpeACcTaBneHUs obpasa yenoBeka
COBPEMEHHOMO MMPaA B KMHO Yepes Npu3My XapaKTepoB, AeWCTBUIA M B3aMMOOTHOLUEHMI NEPCOHAXEN,
OTPaXaoLLMX COLMOKYNbTYPHbIE aCMeKTbl XM3HU, 0COOEHHOCTN MACCOBOWM KOMMYHMKALLMK, MPUPOAY U
KOMMNNEKC B3aMMOLENCTBMI YeioBeKa B 06LLECTBe, @ Takxke (HaKTopbl, BAMsOLWMe Ha GOpMUpPOBaHME
rny6oKux, HEOAHO3HAYHbIX 06Pa30B KMHOrepoeB. Llenblo AaHHOM paboThl SBASETCS U3yYeHUe
XYL,0XXECTBEHHbIX MPUEMOB M NMOAXOL0B aBTOPOB B CO34aHWUMU XapakTePOB M B3aMMOOTHOLLEHMI
nepcoHaxew B KUHOGUIbMAX; BUSIHUE KMHEMaTOrpada Ha XXM3Hb Nt0Aei.

MccnenoBaHue HanpaBieHo Ha MOUCK U CTPYKTYpUPOBaHME MHPOPMaLMK B Pa3nUHbIX 061acTax
KMHOWMCKYCCTBA, U3y4YeHMEe KUHOMATEPUAIOB U OCBELLEHME BOMPOCOB, CBA3aHHbIX C M306paxeHneM
yenoBeka B COBPEMEHHOM KMHO M €ro OTHOLUEHWE K CEFOAHSALHEN KynbType. MccnefioBaHMe 0OCHOBAHO
Ha 06LLEeHaYYHbIX, TOTMYECKUX, TEOPETUUYECKUX U IMIUPUYECKMX METOAAX C MPEACTAaBNEHUEM UAEN
HeKOoTOpbIX QUIbMOB.

06cyxaeHMe aKkTyanbHbIX aCNeKTOB, TAKUX Kak NMCMXONOrMYeckoe BO3AeNCTBUE AeWUCTBUI repoeB
dunbMa Ha 3puUTens, BAMSHUE COLMANbHON MAEHTUYHOCTU, UCMONb30BAHUE OTPAXKEHUM U APYTUX
BM3YyabHbIX MPUEMOB Nepesayn BHYTPEHHErO MUPa NMEPCOHAXEN, UX YEPT XapakTepa, SMOLMOHANbHOIO
COCTOSIHMA M MOTMBALLMM OCYLLECTBASETCS MO CHXKETHLIM (PparMeHTaM HEKOTOPbIX GUIbMOB, rae
PacKpbIBAOTCS NOHUMaHWE BLOXHOBEHUI, BOSIHEHWUIA, SMOLMOHANbHbIX NEPEXUBAHWUIA KUHOTEPOEB U
MOMOTratOT NyyLle MOHATb Kak YeN0BeKY CpaBaSThCs C COBPEMEHHbIMU BbI30BaMM U npobiemMamu.

MccnepoBaHue npeactaBneHns obpasa YenoBeka COBPEMEHHOTO MMPA B KMHO SIBNSETCS MHTEPECHOMN
W MHOFOrPaHHOM TEMOM, KOTOPasi MOXET NMPOJIUTb CBET HA Pa3/IMYHbIE aCMeKTbl COBPEMEHHOM KY/bTypbl,
obLLecTBa 1 YenoBeyeckoin npupoabl. B xynoxectBeHHOM duabMe YenoBek COBPEMEHHOIO MUpA
MOXET ObITb NPEACTaBieH B KYbTYp-OUIOCODCKOM KOHTEKCTE U OTPAKEHUSAX JIMYHOCTHbLIX aCMEKTOB
COBPEMEHHOM XU3HU U KyNbTypbl. KNHO — 3epKano BpEMEHU U UCTOPUM, OTPAXKAIOLLEE CIIOXKHbIE
CMeKTPbl YeNOBEYECKOW HATypbl U ero B3aMMoaencTeus ¢ MMpoM. KUHO — MCKYCCTBO M TBOPYECTBO
co3parenei, obanbHbli f3blK NPEeACTAaBAEHNS YeN0BEeKA COBPEMEHHOIO MUPA B COLMANbHBIX,
KYNbTYPHbIX U MOAUTUYECKMX KOHTEKCTAX U HALMOHAbHbIX KUHOMHAYCTPUSX, UCMOIb30BaHME
MHGOPMALMOHHbIX TEXHOOTUIA, KOMMBIOTEPHOM FPpadUKU, UHCTANNALMIA, BUAEO- U 3BYKOBbIX YCTAHOBOK
W LpYrMX COBPEMEHHBIX CPEACTB BbIPAXKEHUS AEUCTBUI KMHOrepoeB. KNHO OKa3biBAET BAUSHUE Ha
MWUPOBO33peHue 1 co3HaHue 3puTeneir. OHo MOXeT cnocobcTBOBaTb GOPMUPOBAHMIO OMpeaeneHHbIX
LleHHOCTeW 1 B3rNS40B YeloBeKa COBPEMEHHOIO MUpa.

Knrouessie cnosa: knHeMatorpad, KUHODUIbM, YENIOBEK COBPEMEHHOMO MMPA, NEPCOHAX,
WOEHTUYHOCTb M CAMOBbIPAXXEHUE, LEKOHCTPYKLIMS CTEPEOTUMNOB U HOPM, COLMANbHO-MONUTUYECKHE
BOMPOChI, abCTpaKkTHbIE UAEW, CUMBOJIbI.

Ans yumupoeanus: HalizabekoB, AgH. «[lpeactaBneHne B KUHO YeI0BEKA COBPEMEHHOMO MUPay,
Central Asian Journal of Art Sdudies, .8, N2 3,2023, c. 132-144,DOI: 10.47940/cajas.v10i3.729

Asmopesl npoyumanu u 0006puU OKOHYaMeNbHbIL 8apuaHM pyKonucu U 3as8astom ob omcymcmsuu
KOH@IUKMA UHmMepecos.



BeepeHue

OTpameHHe obpasa ueJIoBeKa
B Jlpamax, KOMeIusX,

CbaHTaCTl/lLleCKl/lX HJIW TICUXOJIOTHYECKHUX
q)I/I.HbMaX ABJIACTCH BaKHbIM aCII€KTOM

uccie/loBaHus B 06J1aCTH KI/IHeMaTOI‘pan)I/II/I.

OnHO U3 HOBEHILIMX HAMPABJACHUH U3yUeHUs]

peIeKCHH uesIoBeKa COBPEMEHHOTO MHPa B
KUHOUCKYCCTBE CBSI3aHO C IICUXOJIOTHYECKHM

BO3JICHCTBHEM Ha 3pHUTeJIs, C TEM, KaK H
KakuM 06pa3oM MOXKHO TepeiaTh SMOLUU
¥ HACTPOEHHE MEePCOHAKa, UMETh CHJIbHOE
IMOLHMOHAJIbHOE BO3[eHCTBUE HA 3PUTEJIS U
yriyOUTh oHUMaHue rnepcoHaxka. pyroe
HarpasJieHHEe HCCJIeJ0BAHUN CBA3AaHO C
penpe3eHTauueld JUUHOCTH U COLUAJIbHOM

UACHTUYHOCTH YEPe3 OTPaK€HUE B KUHO [1J151

nepejayn acrekToB xapakTepa rnepcoHaxa,
€ro CaMOBOCIPUSITHS U B3aUMOJICHCTBHS

C OKPY2KAIOLLIUM MHPOM, BKJ/IIOUYas €ro
TMICUXOJIOTHYECKOoe BO3ECHCTBHE HA 3pUTeJIS.

Kuno — mMHororpanHbiil 1
MHOTO(hAKTOPHBINH 0COOBIH MUP 151
3pUTeJiel U pa3HOKAHPOBBIN pecypc
JUISl UCCJIE/IOBAHMUST B TPAKTHUYECKOH
00J1aCTH KHHOMCKYCCTBA, TBOPYECTBA
coszziatesieil, BHEPUBLLIMX CBOM MbICJ/IH B
00pasbl NepCoHaAXKeH ¢ COLIUOKYJ/IbTYPHBIM
KOHTeKCTOM. B KHMHO co3natores
passinyHble, cBOCOOPa3Hble U YHUKAJbHbIE
006pa3bl COBPEMEHHOTO YesIoBeKa.
[Ipotuece popmupoBanus riy6oKoOro u
pasHoo6pasHoro oo6pasa CoBpeMeHHOro
yeJI0BeKa B KHHO 3aBUCHUT OT MHOXKECTBA
(hakTopos:

- 0cOOEHHOCTH TBOPYECTBA KJIOUEBOI0
pexkuccepa: CTHIb, BUIEHHE, BBIGOP
XYJI02KECTBEHHBIX IPUEMOB U aKLEHThI
B (pUJIbME MOTYT CHJILHO BJIMSITh HA TO,
KakuM 00pa3oM 3puTeJ/ib BOCTIPUHUMAET
nepcoHakel u croxkert. B ero Bosie
1 podeccroHanu3Me MouePKHYTh
9MOLIMOHAJIbHbIE U TICHXOJIOTHUeCKHe
acrekTbl o6paza COBPEMEHHOT0 4eJI0BEKa
yepes KaMepHble CLIEHbI, IMaJord 1
MOHTaX:

- YHHKAJIbHOCTD CLIeHapusi U oOpasHble
BHJIEHHS] CLIeHapUCTa: CO3/IaHHe

MOBECTBOBATEJNLHON CTPYKTYPhI (PUIbMA
yepes Masiort, XxapakTepbl, riyooKue
MCTOPHYECKHE, TOKYMeHTa/bHbIE,
collMaJIbHbIE U MICHXOJIOTHUECKHE acleKThl B
CLLeHapuM, KOTopble OyIyT BJIUSATL Ha 00pa3
COBPEMEHHOT0 YeJIOBEKa;

- IPOHUKHOBEHHOCTh B POJIb AKTE€POB:
MHTepIIpeTalus poJied, HCIoJHeHHe
aKTepaMu MepcoHakel onpeesieT ux
AYTEeHTHYHOCTb U CMIOCOOHOCTD TepPeiaTh
BHYTPEHHHUI MUP MepCOHaxKa;

- Xy/102K€CTBEHHAsl PEKOHCTPYKILLUS,
My3bIKa 0 MOHTaX: clieHorpacusi, PoHbI,
KOCTIOMBI, IeKOpaLUH, NPUPOJIHbIE U
KJIHMaTHYeCKHE SIBJEHUS U BU3yaJlbHble
3¢ eKTbl MOTYT CO3aBaTh YHUKAJILHYIO
aTMocepy 1 HeIMOBTOPHMBbIF KOHTEKCT, a
MY3bIKaJIbHOE COMPOBOXKIEHHE U MOHTaXK
YCHJIMBAIOT SMOLMOHAJIBHOE BO3ACHCTBHE
(busIbMa U aKUEHTHPYIOT BaxKHble MOMEHThI
B 0Opase rnepcoHax;em.

O6pas yesoBeKa B KHHO TECHO
CB$I3aH C COLIHOKYJIbTYPHBIM KOHTEKCTOM

BpeMEHH U MeCTa, IMOKa3aHHbIX B CO3JldHHOM

¢unbme. ColinanbHble, MOJHTHUECKHE,
9KOHOMHUYECKHE U KYJIbTypHbIE (haKTOpPhI
HEe3pPUMO OKa3bIBAlOT BJMSIHUE HA
BOCCO3/laHie 00pa3oB MepcoHaKer 1 Ux
nericteui. [enu u HamepeHnus aBTopos
(huJbMa MOTYT OTPeNeNiATh, KaKue
acrnekThbl 00pa3a yesoBeKa COBPEMEHHOTO
Mupa OyJlyT MOJUEPKHYThI H 0OCYK/IEHbI.
J171s1 BbISIBJIEHUS TJIyOUHBI U CJIOYKHOCTH
MePCoHaXKa U BbIPAXKEHHUS1 €r0 BHYyTPEHHUX
MPOTUBOPEUHH U MepeKHBaHNH
MCIOJIb3YIOTCST BU3yaJsIbHbIE OTPayKeHHs,
pas/MuHble TEXHUKU OTPaKeHHs], TaKHe
KaK CheMKa uepes 3epKaJjia, oTpakeHue

B BOJIE WJIM CTeKJI€e JIJIsl MojluePKUBAHMUS
TeMaTHYeCKHUX MOTHBOB, IBOHCTBEHHOCTH
WJIM TTPUBJIEUEHHS] BHUMAHKWE 3PUTEIs K
OTpeJieJIEHHbIM JIETAJISIM CLIEHbI.

MeToAbl

[IpencraBieHue yesoBeka
COBPEMEHHOT0 MHpPa UCCJIEYIOTCS
CJICTYIOLMM METO/IaMU: 1To160p H
MccseloBaHue HayuHo 6a3bl IaHHBIX,
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OMOJMOTEUHBIX PECYPCOB U KPUTHUECKUX
MaTepHasioB, CBSI3aHHbIX C JAHHOH
TEMaTHKOM; aHaJIU3, KaK KHHOCHKYCCTBa
NPeJICTaB/IAIOLEro pa3inyHble

acreKThbl COBPEMEHHOro 0011leCTBa U
B3aumojieiicTre moei. Kak Bausitor

Ha COBPEMEHHOI'0 UeJI0BeKa HOBbIe
napagurmbl, LLEHHOCTH, BOCMIPUATHE H
B3aUMOJIEHCTBHE C OKPYKAIOLIMM MUPOM;
M3ydeHHe pasnuHbIX METOJ0B U TPUEMOB,
MCIoJIb3yeMble KuHemMaTorpagom s
oToOpaXKeHHust U Pa3BUTHSI IIEPCOHAKEN

B (ubMax U Kak MepCoHaKu OTPazKaioT
TUITMYHbBIE YE€PThl U XapaKTePUCTHKH
COBPEMEHHOT0 YesioBeKa; 00CyKaeHne
WITIOCTPALIUK OTPaKeHHUs1 epCoHaxKeH
KOHKPETHBIX (PMJIbMOB M XapaKTEPUCTHK
COBPEMEHHOI'0 YeJI0BeKa B COOTHOLLIEHUH

C COUMANbHBIMU U KYJIbTYPHBIMU
M3MEHEHUSIMU B COBPEMEHHOM MHpE;
BbISIBJIEHUE 0COOEHHOCTEH poJiel uesoBeKa
B XY/102KECTBEHHOM (pUJIbME COBPEMEHHOTO
MHpa U UX 3aBUCUMOCTb OT KOHKPETHbIX
(pUIILMOB, KAHPOB, TEMATHKH U KYJIbTYPHBIX
KOHTEKCTOB.

[Tpu paccMOTpeHHH pas3IMUHbIX
MaTepHasioB BbIsIBJEHbI HEKOTOPbIE 00111e
0COOEHHOCTH:

1. Pasnoo6Gpasue poJiedi: coBpeMeHHoe
KUHO TpejylaraeT WHPOKHH CleKTp poJieid
U151 YeJIOBEKa, OT TUITMYHBIX aPXETHIIOB J10
CJIOXKHBIX M MHOTOIPAHHBIX MEPCOHaKeH
He3aBUCHUMO OT KaHpa. PujibMbl MOTYT
MCCJI1e0BATh PA3JIMUHbIE aCMEKThI
4eJIOBEYECKOro OMbITa, BKJ0Yast JI0O0Bb,
CTpax, Tparejilio, IpyK0y, ceMblo,
MOJUTHYECKHE U COLMA/IbHbIE
BOTPOCHI U T.JI.

2. Pacumpenue rpanuir;
COBpPEeMEHHO€e KMHO 4acTo Mpejylaraet
HOBbIE HHTEPIPETALMH U [IePeOCMBbIC/ICHHE
TPaJIMLIMOHHbBIX poJiell yesoBeKa. ITo
MOZKeT BKJII0YaTh pa3pyllieHHe CTEPeOTHITOB
U peicTaBenre 6osee Cl0KHbIX,
HIOAHCHPOBAHHbBIX M PeaTMCTHUHbIX
nepcoHakei, KOTopble OTpaKaloT
pasHooOpa3He yesoBeUeCKOH MPUPO/bI U
OnbITA.

3. MneHTHYHOCTDH M Mpe/CcTaBIeHHE:
XYJI07KeCTBEHHbIE (PUIBMbI MOTYT

MCCJIeI0BATh BOMPOCH! HIEHTUUHOCTH,
BKJII0Uasl PACOBYI0, STHHYECKY!IO,
FeHJIePHYI0, COLMAJBHYIO U KYJbTYPHYIO
WIEHTHIHOCTb. OHM MOTYT MPEACTaBASATh
passiMyHble TPYMIbI JOEH, OTpaxKas UX
onbIT, 60pb0Yy, TPOOAEMbI U JOCTUKEHHS.
4. Pousb 1 colasibHble BOMPOCHI:
(UIIbMBI TaKzKe MOTYT pacCMaTpUBaTh
coldaJibHble BOMPOCHI U POJib UesoBeKa
B o61iectBe. OHU MOTYT HCCJ/I1€10BaTh
TEMbI, CBSI3aHHbIE C COLMAJILHOM
CMpaBeYIMBOCTBIO, MOJUTHKOH,
9KOHOMHKOM, BIACTbIO, HEPABEHCTBOM U
JIPYTUMH COLIMOKYJIbTYPHBIMH acreKTaMu.
5. Ilcuxosornyeckuii acrnexr:
XYJ07KeCTBEHHbIE (PUIBMbI HMEIOT
BO3MOKHOCTb MCCJI€0BATh BHYTPEHHHI
MHUP YesIoBeKa U €ro SMOLHH, MbICJIH,
MOTHBAIMH U TICHXOJIOTHYECKHE MPOLIECCHI.
OHM MOr'yT NOKa3aTb BHyTPEHHHUE
KOH(MJIUKTBI, TpaHcHOPMALMIO, POCT U
IMOLHMOHAJIbHBIE COCTOSIHUS EPCOHAKEN.
BaxHO OTMETHTb, YTO KMHO
SIBJISIETCS OTpaKeHHeM MpobJieM:
BOIMPOCOB COLHAJBHOTO HEPABEHCTBA,
JCKPUMHHALIMH, FeHICPHOH
MOJIMTHKH, 60pLOBI 32 paBHbIE MpaBa U
CMPaBeJIMBOCTb B Pa3HbIX 00LIECTBAX U
KOHTEKCTaX; [J100asbHbIX MPoOJIeM, TaKUX
KaK U3MEHEHHe KJIMMaTa, IKOJOrHiecKue
KaTacTpodbl, MUrpalys, BOWHbI 1
KOH(JIHKTBI, O€2KEeHLbI, TEPPOPHU3M H JIpyTHE
reornoJMTHIECKHE BOMPOCHI; MOJUTHUECKHE
KPU3HCHI, COLIMA/bHbIE IBHKEHNUS,
MPOTECThl, KOPPYILKs, a0bl03 BJIACTH
1 IpyrHe MOJUTHYECKHE U COLHa/bHble
npo6JieMbl, ¢ KOTOPbIMH CTaJIKUBAIOTCS
COBpeMEeHHble 061eCTBa; BJAUSHUE
TEXHOJIOTHH Ha 0OLIECTBO U YeJI0BEUECKYIO
KHu3Hb. C pa3BUTHEM HCKYCCTBEHHOTO
MHTEJIIEKTA, LIMPOBOI KYJIbTYpHI,
MHTEpHEeTA, COLMANBHbBIX CeTel 1 JIPYTHX
TEXHOJIOTMYECKHX aCMEeKTOB PaCUINPUJUCD
BJIHSIOLLME (DAKTOPbI HA JIMUHbIE TPOOJIEMbI
1 9MOLIMOHAJIbHbIE BbI30BbI, C KOTOPBIMH
CTaJIKHBAIOTCS JIIOJI B COBPEMEHHOM
MHUpe, TaKHe Kak JenpeccHsl, OIMHOUECTBO,
noTepsi, ceMekHble OTHOLIEHHS B
pa3JIMYHBIX CUTyalUsIX, OTPAKAIOIINX



€ro 3aBUCUMOCTb OT TEXHOJIOTUH U
OJIHOBPEMEHHO CTpeMJIeHHE K COLMAbHOH
CBSI3HOCTH, C KOTOPbIMH CTaJIKHBAIOTCSA
JIIOJIX B MUPE, HACBIIIIEHHOM HH(OpMalnen
1 ObICTPLIMU H3MEHEHHUSIMH.

Pesynbrathbl

Pesyabrarsl 1 o6cyx1eHUS
UCC/IeIOBaHUH 0 pobJieMax 1 HOBBIX
NoJXo/ax NpeACTaB/IeHUs yeJ0BeKa B
KMHO YKa3blBAalOT Ha HECKOJIbKO BAXKHbIX
acreKTOoB:

- pacluMpeHue NpeacTaBJ/eHHUs O
4eJIOBEKE: COBPEMEHHOE KMHO OTParKaeT
pasgHooOpasne cyObeKTOB H paclIupsieT
Npe/ICTaB/IeHHE O YeJIOBEKe B CPAaBHEHUH C
TPAULIMOHHBIMH cTepeoTHnaMu. PuibMbl
cefyac BKJIIOUYAIOT 00pasbl epcoHaken
pasJ/IMUHbIX BO3PACTOB, pac, MoJIOB,
CEeKCyaJIbHbIX OPUEHTALIUH U COLIHATIBHDIX
CTATyCOB. DTO CMOCOOCTBYET CO3/IAHHUIO
6oJiee peaJuCTHUHBIX H KOMIJIEKCHBIX
00pa3oB U oTpaxkaeT pagHoobpasue
peasIbHOro MUpa;

- WACHTHYHOCTb H CAMOBbIPAKEHHE:
COBPEMEHHOE KMHO aKLLeHTHPYeT
BHMMaHHe Ha BONPOCAX MICHTHUYHOCTH
camoBbIpaxKeHusi. uibMbl UCCIIELYIOT
BHYTPEHHHUI MHP NEPCOHAXKEH, UX IMOLIUH,
cTpeMJieHUs U KOHQUUKTBI. OHU CTaBsAT
AKLIEHT Ha MCUXO0JIOTMUYeCKOH riIyOnHe H
BHYTPEHHEM IMyTELICCTBHU FePOEB, YTO
M03BOJIAET 3pUTEIAM OoJiee ryOOoKo
BOCITPMHUMATb U COTEPEKUBATH UM;

- JICKOHCTPYKLIUSI CTEPEOTHIIOB
¥ HOPM: COBPEMEHHOEe KHHO 4acTo
CTaJIKHBAETCS C 3a/ayell IeKOHCTPYKLUH
CTE€PEOTUIIOB U HOPM, CBSI3AHHBIX C [10JIOM,
pacoil, cekcyasIbHOCTBIO U T.1. PUIBMBbI
BbI3bIBAIOT BOMPOCHI O TPAAULHOHHBIX
NPEICTaBJICHUAX O My?KeCTBEHHOCTH
1 2KEHCTBEHHOCTH, TIOJBEPTatoT
COMHEHHI0 OMHApHbIe pas/ie/ieHUs 1
OTKPbIBAIOT MPOCTPAHCTBO /U151 HOBLIX U
aJIbTePHATHUBHBIX HIEHTHDUKALMI;

- COUMaJIbHO-IOJUTHYECKHE
BOIPOCHI: COBPEMEHHOE KMHO AKTHBHO
3aTparuBaeT COUMaNbHO-TOJUTHYECKHE

BOIPOCHI, TaKHe KaK COllHa/IbHast
CIIPABEIMBOCTb, PACOBOE HEPABEHCTBO,
MHUIpaLusl, FeHepHbIE H CeKCyaJslbHble
npo6JieMbl U ipyrue. GUAbMbI CIy?KaT
1J1aT(hopMONt 15t 0OCY2KIEHHS aKTyaJ  bHbIX
1npo6JieM U BbI3bIBAIOT Ped/IeKCHIO Y
3pUTeJIeH.

Ovckyceusa

O6paTumcst K MHeHHIO Achu
Baiiroxxunoit — cuenapucra u
pexkrccepa OTHOCHTEJLHO MPABAMBOCTH
JIOKyMeHTa/ibHOro KuHo. M cornacumest
C HCKPEHHUM MOHUMaHHWEM YHCTOH
JIOKYMEHTAJIMCTHKH C OTPa’KeHHEM B
HUX KOHKPETHOTO YesloBeKa C KUBOH
peasibHOCTbIO, TEHCTBUTENLHBIMH 1
KOHKPETHBIMH (hakTamu, 6e3 CypporaTHbIX
MePCOH U BbIMBILLJIEHHBIX CLEH U
B3aUMOJICHCTBUH TepOeB.

[Tpo6semHbIe PUIBMBI, PUILMBI-
UCCJIEI0OBAHUS MTPO OOBIYHBIX JIOIEH
1 UX OyJIHH, TIPO SIBJEHHS, KOTOpPbIe
TPEBOKAT: MPECTYINHOCTb, MAPTHHAJIH3ALHS
HaceJieHust, 6e3paboTula, KOpPyMHLus
— COHM Bellleil, KOTOpble HAC BOJIHYIOT
B JIEHCTBUTEJBHOCTH, X IPOCTO HET Ha
JIOKyMeHTa/IbHOM 3KpaHe (baiiroxkuna 2).

W kaxknast snoxa 1aeT HaM Kakoe-To
CBOE Ipe/CTaB/JeHHe O TOM, YTO TaKoe
yesioBeK. HoBble mogxo/pl B peacTaBieHUN
yeJI0BeKa B KHHO BKJIIOYAIOT MCTIO/b30BAHHE
Pa3JIUYHBIX KAHPOB, CTHJIEH U TEXHHK, a
TaKXKe 9KCIEPUMEHTHI C TOBECTBOBAHUEM H
CTPYKTYpOH (pHJIBMOB.

Muxaua sIMnosibekuit, npogeccop
Huio-MopKeKoro yHiBepeHTeTa B CBOEM
BbICTyIJIeHUH Ha TeMy « O6pa3 uesioBeka
1 KUHOSI3bIK» OTMeyaeT IMHAMHYECKYIO
MPUPOJLY UeJIOBEKA U MULLET, YTO YeJIOBeK
— 3T0 aOCOJIIOTHO 3araJlouHoe, KaKoe-To
Mcyesarollee CyllecTBo, 3T0 CyLLECTBO
¢ 6€CKOHEUHO MeHsIIolIe i Cst TPUPOOH.
«Ecu Bol nocmotpute TapkoBckoro, a oH
JUIsl MeHs1 — HauboJiee sipKoe BOTJIOLLIeHHe
(heHOMEeHAJIbHOTO YeJsIoBeKa, TO TaM Bbl
YBUIUTE OFPOMHOE BHUMaHHE HE TOJIBKO
K CTHXMH, HE TOJIbKO K CAMOMY JIBH2KEHHIO
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BpeMEeHHU, HO YBUJIUTE U HEBEPOSITHBIH CIIBUT
OT 00'bEKTHBHOI0 K CyObeKTHBHOMY. 30Ha B
«Crankepe» BblpaxKaeT HPABCTBEHHbIH MUP
¥ 2KeJIaHHs1 YesloBeKa, Kak Bbl TOMHHTE. A
«Coasipuc» — 3TO MHMp, KOTOPbBIH CO3/1aH
MO3roM-nJjaHeTon. Paspyliaercs crena
MeKy CyO'beKTHBHBIM H OObEKTHBHBIM, B
LleHTpe BHUMaHHUs1 Ternepb HabJo1aTelb.
Hab6nionaresib, KOTOPbIH He J€ACTBYET.
Ckaxem, «Annpert Py6sés» unrepecen
TEeM, YTO TaM repoil HUYero He jies1aeT, He
FOBOPHT, TOJILKO XOJUT U CMOTPUT. DTO
YUCTO MacCUBHAs (hopMa OIILyIIEeHUS MUPa,
OTKPBITOCTH MUPY, KOTOPBIH SIBJISIETCS

eMy KaK XyJ02KHHKY BO BCEM CBOEM
(eHomeHanbHOM GoraTcTBe. ClOXKeT B
OTHOCHTEJILHOH cTerneHu ocnabJieH, OH
nepectaér ObITh IBUraTe/ieM, U 4YeJ0BeK
nepectaét ObITh MOBECTBOBATE/bHBIM
yeJioBeKOM. M BosbMuTE «3epkao»:
BeCb MUp, NIPEJICTABJIEHHbIH B 3TOM (DUIIbME,
YUCTO CyO'bEKTHUBEH: ITO MaMSTh YeJOBEKA,
BKJItOUaroLLast B ce0s1 U namsiTh APyrux
Joziel. EcTb coBepliieHHast BO3MOKHOCTb
nepexosia OT OJJHUX BOCIIOMHHAHUH K IPYTHM
— repejl HaMH OFPOMHBIF CyObEKTHBHBIN
MHUp (peHOMeHaNbHbIX Belllel. Bol stoau
CBOEro BpeMeHH, H Bbl MOXKETE HUUYET0

He 3HaTb 00 apHEeKTHBHOCTH HJTH O
(heHOMEeHOJI0THH, HO Bbl OyaeTe TaK UK
MHAu€e COOTHOCHTBCSI C STUMH CTPYKTYpPaAMH.
W kaxiblit pas Bbl Oy/ieTe coBepliaTh
THYECKUH BbIOOP: KaK BUIETh UeJI0BEeKa,
Kak ero onpenesnth. KaptuHa Bbi3biBaeT

B 3pUTEJIe PAa3MbILLIJIEHHUS O TOM, KaKHe
LIEHHOCTH U HfieaJsibl npeobJ/anaioT B
COBpEMEHHOM 00111eCTBE, KAKOE BJHsIHHE
OKa3bIBAIOT TEXHOJIOTHH HA MEKJIMUHOCTHbIE
OTHOLLEHHSI, CAMOBbIpaXKeHHE U TOHUMaHHe
ceOs1». (SImMnosibeKui 5).

B cratbe packpbiBaercsi
KOMIJIMKATHBHOE B3aUMOJIEHCTBHE MEXKILy
4eJIOBEKOM U COBPEMEHHBIM MUPOM,
OTpakasi pa3JiMyHble acreKTbl COBPEMEHHOMN
JKU3HU U KyJIbTYPbl, Ipe/iyiaraet 3puTeio
3alyMaThCsl O CBOEM COOCTBEHHOM MecTe
1 POJIM B 9TOM KOHTeKcTe. [Ipyroil noaxon
K H306paxKeHHIo Yes0BeKa BblpaxKaeTcsl
B BBISIBJIEHUHM 0COOBIX MPOABJICHUN

npo6JieM COBPeMEHHOTO MUPaA. Xy/I0KHUKH
MOTYT 00PaTHUTBCS K TAKHM T€MaM Kak
MHUTpalysi, pacoBasi IMCKPUMHUHALLHS,
reHziepHble npobJeMbl, OKpyzKatoLlast
cpefia M pyrue HacyllHble MpoGJIeMbl.
OHHU MOTYT HCIOJIB30BATh CBOU paboThl,
4TOGBI BBIPA2KATh COOCTBEHHBIE B3TVISIIbI
W MbITaThCs U3MEHNTH IJ100a/IbHOE
noHuMaHue 3TUx npodJsem. Oyt U3
Cr1oco60B MpeJICTaBIeHNsT COBPEMEHHOTO
yeJIoBeKa B KHHO MOXKHO Uepes ero
JinuHble po6JieMbl U cTpeMieHusi. Pusbm
«Murepcrennap» (2014) pacckasbiBaet
0 IJIaBHOM repoe, KOTOpblit GopeTest co
CBOMMH COMHEHHUSIMH U BHYTPEHHUMH
KOH(JIUKTAMH, TBITAsCh CMIACTH
yeJjioBevecTBO OT ruben. «CoupasbHast
cetb» (2010) aBasieTcst ucTopueit
06 ocHoBaresie Facebook, Mapke
Llykep6epre, KOTOPBIH CTasl MUJTMAPAEPOM,
HO OCTAJICsl OIMHOKUM U H30JIMPOBAHHBIM.
«Opnepxkumoctb» (2014) — 370 HCTOPHS O
YCITELIHOM MHcaTesie, KOTOPbIH CTpaaaeT oT
MCUXHYECKOr0 PAaCCTPOUCTBA, CBA3aHHOTO
C ero COOCTBEHHbBIM 7K€ TBOPYECTBOM.
«[Tonospurenbubie suna» (1995) — sto
MCTOPHSI O IBYX MOJIOJIBIX JIIOJISIX, KOTOPbIE
BCTYMAIOT B KOH(JIHUKT C BJAACTAMH, TaK KaK
06HAPYKHUBAIOT, UTO UX KU3Hb HABCET1a
U3MEHUTCS [10CJ1e CJAyYaHHOHW BCTPeUU Ha
yauie. DTH QUIbMbBI TOKA3bIBAIOT, YTO
yeJI0BEK 3MOXH MOCTOsSHHO GopeTesi Co
CBOMMH BHYTPEHHUMHU MTPOTUBOPEUUSIMHU H
BBIHY?K/I€H TIPUHUMATh CJIOXKHbIE PellleHHs B
YCJIOBUSIX peasibHocTH. HeckosbKo aBTopoB
BHECJIM 3HAUUTEJILHBIH BKJIAJ B U3yUeHHe
TMpeCTaBJEHHs YeIOBEKA B KHHOKAPTHHE
COBPEMEHHOro MHUpa.

CBO& KMHO JUIsl KayKJI0H 3TIOXH CUUTAETCS
COBpPEMEHHBIM M COOTBETCTBEHHO B
pakypce npeJcTaBieHUst B KHHO UesioBeKa
COBPEMEHHOTr0 MHPa MOXKeT ObITh OCHOBAHO
Ha pa3/IMUHbIX HAYYHbIX IMCLHUIIIMHAX U
TEOPUSIX, KOTOPbIE H3y4aloT KHHOMCKYCCTBO,
KYJIbTYPOJIOTHIO, ICHXOJIOTHIO, COLMOJIOTHIO,
MCKYCCTBOBEJIEHHE U JIpyrHe 061acTH.

PaccMoTpiM HECKOJILKO TPUMEPOB
KUHO(UJIBMOB, KOTOPbIE CJIy?KAT TEMOH UJIH
BHU3YyasIbHBIMH MaTepHaJlaMu JiJisl Hay4HbIX



TPaKTOBOK, U3yU€HUS HJIM UCCIIEI0BAHUS:
1) pusbm « Matpuna» (The Matrix,
1999) pexxuccepa 6paTbeB BauoBcku B
MCCJIeI0OBAHUSX aHAJTU3UPYETCS ¢ TOUKH
3penus pusocopuu 1 Kubeprnatka u
npeacTaB/ieHusi COBpeMEeHHOro 0011eCcTBa,
1M POBOH peasbHOCTH U BOTTPOCOB

0 YeJIOBEYECKOH HJICHTHUHOCTH, €ro
LIEHHOCTSIX, Hjeasnax U KOH(JIUKTAX;

2) pa6otbl Mapiasia MakitosHa,
Hanpumep, «ITonumanue meauna:
Buelinue pacuinpenus uesoBeka»
(Understanding Media: The Extensions
of Man, 1964 ), B KoTopbIX HCCIeylOTCs
BJHSIHUE Me/IMa U KMHO Ha MpeCTaBieHHe
4eJIOBEKa U COLIMOKYJIbTYPHbIE MTPOLIECCHI;
3) uccsieoBaHusl PEMUHUCTCKON
KHHOKPHUTHKH, TaKue Kak padoTbl JIopbl
MyuBeil, aHasu3upytolye, Kak KHHO
NpeJIcTaB/IsieT COBPEMEHHOr0 yeJioBeKa ¢
TOUKH 3PEHHUS TeHIEPHBIX U COLMAJBHBIX
HOPM, CTEPEOTHUIIOB U MOTYT ObITh
NPUMEHEHbI /151 aHaJIM3a, Kakue 00pasbl
M CTE€PEOTHUIIbI UeJI0BEKA COBPEMEHHOT0
MHpa TpeacTaB/aeHbl B KHHO, H KaKne
9MOLMOHAJIbHbIE U KOTHUTHUBHbIE PEeAKLIMH
OHHM BbI3bIBAIOT Y 3pUTEJIEH.

O61as HayuHast OCHOBA /151 TAKOH
cTatbk Oy/IeT BKJ/oUaTh B ce0sl MHOXKECTBO
TEOPHUH, METOIOB U UCCJIEOBAHUN, UTOObI
OoJiee rIyOOKO MOHATh, KAK KHHO OTpaXKaeT
1 GOPMHUPYET MpeCTaBIEHHE O UeJOBeKe
B coBpeMeHHoM mupe. K npumepy, Ctusen
XuTtueHe, ueceyronmi heHoMeH KUHO
Kak (popMyJsty MacCoOBOH KyJIbTYpbl U €ro
BJIMSIHME HA MUPOBO33PEHHE COBPEMEHHOI0
yeJI0BeKa WM CTaTbM HCC/le0BaTeNeH,
M3y4atolLLnX BAUSIHHE PUJILMOB U CEpPHATIOB
Ha (OpMUPOBAHHE MOJUTHUECKHX H
COLMOKYJ/IbTYPHBIX yO€KIEHHH, HalIpUMep,
Kak cepuas «Mrpa npecrosos» (Game of
Thrones) Byiusiz Ha BoCTIpUsITHE BJAACTH U
MOPaJIbHBIX HOPM.

HccnenoBanue npeacra/ieHus yejaoBeKa
COBPEMEHHOI0 MMpa B Ka3aXCTaHCKOM KHHO
MO2KeT ObITb 000TalleHO KOHKPETHBIMU
NpUMEPaMH U3 Ka3aXxCTaHCKOM
kuHeMartorpaduu. Bot HecKoIbKO hUIbMOB
M MX TeMaTHYeCKHe acreKThbl, KOTOpble

TMOJIE3HBI /11 PA3MBILLJICHUH 3pUTEJIel 1
KHHOBEJIOB:

1.  «Men aarpiHaaibiM» (2012): 1ot
(bHJIbM paccKasblBaeT HCTOPHIO MOJIOOTO
Ka3axcTaHua, KOTOpbli CTPEMUTCS K
JIMUHOH HE3aBUCHMOCTH M OCMBbICJIEHHIO
cOOCTBEHHOH POJIU B COBPEMEHHOM
ob1iecTBe. AHAJIU3 3TOTO PUIbMA MOKET
MoJCKa3aTh, Kak MoJiofiexkb B Kazaxcrane
BOCMPUHUMAET CBOIO HIEHTHUYHOCTb U CBOIO
pOJib B COBPEMEHHOM MHpE.

2. «Ampeke» (2018): stoT
(bUJIBM HCCIeIyeT TEMY MUTPALIUH 1
ananraiuu kagaxcratues B CIIIA. On
MO2KeT ObITh HCI0JIb30BAH JIsl aHAIM3a
BJIMSIHUSI MUTPALIMK Ha MPeACTaBIeHHE
0 COBPEMEHHOM Ka3axCTaHLE H ero
B3aUMOJIEHCTBHU C IPYTUMH KYJIbTYPaMH.

3. «Kenin» (2009): atoT pusibm
paccKasblBaeT O KU3HH Ka3axCTaHCKOH
JIEBYLLIKH, BbIHY?KJICHHON BBIMTH 3aMy2K 34
He3HaKoOMOro eil uejioBeka. Mcenenopanue
3TOr0 pUIbMa MOXKET BKJIIOUATh aHAJU3
TPaMLMOHHBIX H COBPEMEHHbIX aCMEKTOB
CceMeHHbIX OTHOLIEHHWH U POJIU 2KEHILUHBI B
Ka3axCTaHCKOM OO111eCTBE.

4. «Asynpivm» (2015): dusbm
pacckasblBaeT 0 COBPEMEHHbIX BbI30BaX,

C KOTOPBIMH CTAJIKHBAIOTCS JKEHLLMHBI B
Kasaxcrane. AHasius 31oro Gu/ibmMa MoKeT
ObITb CBSI3aH C H3yueHHeM (heMUHUCTCKUX
1 TeHIEPHBIX aCMEKTOB MPEACTaBACHHS O
COBPEMEHHOM yKeHIIMHE B KA3aXCTAaHCKOM
KUHO.

5. «Man» (2017): puabm ucenemyer
TeMy PeJIMTHO3HOTO IKCTPEMH3MA U €T0
BO3MEHUCTBUS HA MOJIOJIEXKb. AHAJN3
3TOTO (PUIbMa MOKET ObITh CBSI3aH C
Mce/ie/JoBaHUeM BOIPOCOB PEJIMTHO3HOM
WIEHTUYHOCTH U SKCTpeMHU3Ma B
COBpPEeMEHHOM 0011ecTBe.

ITH KOHKPETHbIE TIPUMEPBI U3
Ka3axCTaHCKOU KHHeMaTorpaduu MoryT
ObITb HCIOJIb30BAHBI JIIs1 aHAJIM3a
TEeMaTHUYECKUX U Xy/102KECTBEHHbIX
pelleHuil, a Tak:Ke it 000CHOBAHUS TOTO,
KaK KazaxcTaHCKue (pUJIbMbl OTPAXKAIOT
npejiCTaB/eHHE O UeJIOBEKE U ero MecTe B
COBPEMEHHOM MHpE.
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3aKknwyeHue

B coBpeMeHHO! KUHOKapTHHE
HabJogaeTcst 00JIbIIoe BHUMAHHUE
BOIPOCAM HJIEHTHUHOCTH,
MHOKECTBEHHOCTH CyObeKTOB U
pasHooOpasnio NMpeaCcTaBIeHUH O
yeJioBeke. TakxKe B COBpeMeHHOM
KHHOUCKYCCTBE MpeJICTaBJIsieTcst 006pas
yeJIoBeKa Kak abCTpaKTHast Uest Uiu
cUMBOJI. B 3TOM cityuae XynomHUK
(uabMa MOKET HCMOJB30BATh (hOpPMY,
LIBET M TEKCTYpY, YTOObI CO31aTh
onpesesieHHbIH 3(h(DEKT UK BLIPA3UTh
CBOW MBICJIM U SMOLMH MJIH UCTTIOJIB3YIOT
yeJloBeyecKoe TeJlo Kak 00'beKT,

KOTOPbIH MOYKHO TpaHC(OPMUPOBATH H
n3MeHsTh. Coznatorcsi paboThl, KOTOpbIE
BbI3bIBAIOT PA3MbILLIJIEHUS O TOM, KaK

Mbl BOCIIPHUHUMAEM H OTpee/sieM Hally
UIEHTUUYHOCTh, U KAK OHA MEHSIETCSI CO
BpeMeHeM. «B 3Tol cBSI3W HHTepeCcHO
paccMoTpeTh, B KAKMX CMbICJIOBbIX
MOJIeJISIX pepieKCHpYeTCst KyIbTypHast
marpuua «Tpaauuust 1 COBPeMEHHOCTb».
Bo-nepBbIX, 3T0 NaTPUOTH3M — MOJIEJIb,
npejicTaBaeHHas KapTuHamu « Kaykypek
MbIH Oasia» u «Kaszaxckoe XaHCTBO». DTa
MO/IeJb TPEUMYLILeCTBEHHO obpallieHa K
THOMCTOPUUECKUM HCTOKAM, TaK CKa3aTh,
K FeHe3MCy HalluK. 3aTeM MOKHO BbIIEJIHUTh
MOCTCOBETCKUH THOHALMOHAIU3M —

3Ta MOJIeJIb TTpeJIcTaBaeHa KapTUHAMU
«Kynan6ait», «Amanat», «Jlopora K
marepu». DTH GujbMbl, o6pallleHHble

K CO3HAHUIO, CBSI3AHbI C M€PEOLIEHKON
npouwioro. Lupokuii cnekrp
KOMMEPUYECKOro KHHO MOYKHO OTHECTH K
MOJICJIN - UHTEPTEUMEHT HOBOH JIOANIBHOCTH
cocraBJistioT GusbMbl «Kemnka Cabuna»,
«Orpabaienne no-kasaxcku», « Ceaapoa
Ha TPOUX>» U T.J1. B 0OCHOBHOM, 3TO KOMeIMH
1 JIpyroe »kaHpoBoe KHHO. HeTBepTas
MO/IeJIb — YeCTHasl COLMAIbHOCTb, KOTOpast
NpPeJICTaB/AEHA OMSITh Ke KMAPTH3aHCKHUM
KHUHO»: «X03s1eBa», «YPOKH FapMOHUH»,
«ILnar6aym», «)Kosa», «Hyma B ayJie
Kaparac». 9rta octpasi counasbHOCTh
BO3HHKJ1a OYKBaJIbHO B MOCJE/IHHE

JIBa-TPH TOJIa U CBsSI3aHa C MOSIBJIEHUEM
MOJIOJIE?KHOTO «KHHemaTtorpada
paccepKeHHbIX», KOTOPbII MOJHUMAET
BOIPOCHI CMPaBEVIUBOCTH U 0OpalaeT
Ha ce6sl BHUMaHHe, MOXKET, He CTOJIbKO
ILIMPOKOTO Ka3aXxCTaHCKOTO 3pUTEIs,
CKOJIbKO 3apyOesKHBIX (hecTHBaIen»
(Kbubiibaesa, bopenikunii 148).

Ecisii roBOpUTH B LIEJIOM O TPAJULIUK U
COBPEMEHHOCTH, TO MHOTHE HalllK (PUJIbMBI,
pasyMyHbIE U J1aXKe POTHBOIOJIONKHbIE
M0 CTUJIIO U 3aMbICJTy, CMbIKAIOTCS B
sT01 TeMe. CKaykeM, HOBast KAPTHHA
Hypraca Anam6asi «Tapas», XoTb 1
3aByaJIMPOBAHHO, CTABUT BOMPOC O TOM,
4TO HMEHHO apXandeckasi Tpajfilis BeIeT
K Tparennu. A B puibme «Uyma B ayJse
Kaparac» Anuibxana EpxkanoBa, cama
4yma M eCTh TPAUIIUS, U JIIOH HUIETO
He JIeJIaloT U He XOTST Jies1aTh, YToObI ee
cioMaTh. JTa 0CTPOCOLIMAbHAS KAPTHHA,
KCTaTH, Ha3BaHa Jy4lluM a3uaTCKUM
dunbmom 2016 rona. M, Hakonel, 3ToT
»Ke BOMPOC CTOJKHOBEHHUS TPAAUIIHOHHON
¥ COBPEMEHHOH MOpaJIi CTOUT B HOBOH
kaptute ['ayxap Hyprac «Tokan». @usbm
KpPacHOPEUYHBO TOBOPUT 00 ITOM yzKe B
cBoeM cJjiorane: «JIpeBHsis TpaauIMs UK
COBpeMeHHast MopaJib? ». MoxKHO cKasarb,
YTO Ha U3JIOMe BPeMeH Ka3axCTaHCKoe
KHUHO MOJIOZIBIX pepIeKCHPYET TeMy
TPaJIMLIUK U COBPEMEHHOCTH KakK
KJIIOUEBYIO B MUPOBO33pEHUYECKUX MOMCKAX
HOBOTO MoKoJieHus1. « CyIIleCTBYIOT
camble pazHooGpasHble (PYHKIHK KUHO:
no3HaBaTesbHast, U1eoJornyecKas,
pasBJjiekaTe/ibHast, TyXOBHAs, PeJUTHO3HAS,
9KOHOMMYeCKasi, HOpMaTUBHAs 1
T.1. [To3dHaBaresibHast pyHKLMS KHHO
3aKJII04aeTCsl B pacrnpocTpaHeHUH
MH(opMalKH, nepeaave 3HaHuH
JofsiM. B kunemarorpade 6b110 oueHb
MHOTO 00pa30BaTesIbHbIX (PUJILMOB H
nporpamm. BocnuratesnbHasi pyHKIMS —
(opmupoBaHue 00111eCTBEHHOTO MHEHHSI.
BocnurarenbHas gpyHKIMs fBaAsSETCS
NPOJI0JIZKeHHEM Mo3HaBaTe 1bHOH. KrHo
MoOzKeT (popMHPOBATH 001IECTBEHHOE
MHeHue. Yepes Hero popmupyercs



nneosiorusi. Mlenosbaytor MeTosbl
1M0/ICO3HATEJILHOTO BO3/ICHCTBHSI.
Ornotuenne obuiectBa hopmupyercs

C MIOMOLILBIO CTEPEOTHITOB, KOTOpbIE
BHE/PSIIOT B KHHO. DTO BbI3bIBAET JIMOO
MOJIOXKUTE/IbHYI0, JTHOO OTPULATEbHYIO
peakuuio Ha KOHKpeTHoe cobbiTHe. Kaxnas
(YHKIMS KHHO oueHb BaxkHa. Hesbast
OT/EJISITh UX JIPYT OT JIpyra, camu 1o cebe
OHHU TepsitoT cMbica» (bopoHenkoBa,
Poxkos).

«HcenenoBanue Kunemarorpadga B
KOHTEKCTE TpaHCPOpMaIMH KYJIbTypPHO-
MCTOPHYECKON CPeJibl TPOUCXOIUT
MpH NOMOLIH FePMEHEBTHYECKOTO
KOMMEHTHPOBAHHUS BarKHEHIINX (DaKTOB
pa3BUTHS Ka3aXCTaHCKOrO KMHO,
MO3BOJIUBILETO BCKPbITh BJAUSHHE
KOHKPETHKH COLHAIbHOH SMITUPHHU Ha
(opmHpoBaHHe 3CTETHKH KHHeMaTorpada
KaK MacCOBOTIO HCKYCCTBA, a TaKxKe
TOHATh MPUUMHBI AKTYaJH3aLUH TeX U
MHbBIX aCIeKTOB BJIMSIHUSI KHHOUCKYCCTBA
Ha JIMYHOCTb Ha OTpe/le/IeHHOM JTare
pasButHs obuiectna. [Ipn udydennn
npo6JieM, COMPSIZKEHHbIX C BbISIBJCHHEM
KyJIbTYPHBIX KOJIOB, FreHepasibHbIX
JIMHUH Pa3BUTHS KHHOIPEANOUTEHHH
COBPEMEHHOT'0 COLlMyMa U CrelU(HKOH
MacCOBOTO BOCTIPHUSTHS O3UTHBHBIX
MH(OJIOTEM, HCTTIOJb3YETCs KOHIIETIHS
KYJIbTYPHOTO 104151, HJIes] HCTOPUYECKOTO
npouecca pacuinipeHust KyJabTyphl,
CHCTEMHBIH MOJIXO/] K KYJIbTypPHBIM
(beHoMeHaM, MPUHLMI KOHCTPYHPOBAHHUSI
COLMAJIbHON peasbHOCTH, TEOPETHKO-
MH(pOPMALMOHHbBIH TMOAXOJ K KYJIbTYPHBIM
deHomeHnam. MeTtososornyeckue
OpPUEHTHPBI U TeOPETHUECKHE TIPHOPUTETDI

orpesie/ieHbl B TEPMHUHAX CKJIa/IbIBAIOIIEHCS
B HACTOsIIIlee BPEMSsI MapajurMbl €IMHOM
CHUCTEMbI €CTECTBEHHO-HAYUYHOTO H
TyMaHUTAPHOTO 3HAHHUS, HAXOJISAIIETO

CBOE BbIpaKeHHEe B IMIUPHUECKOH
9CTeTHKE, TEOPUH HH(OPMALIUK, TEOPUH
KOMMYHUKaluH u ip.» (Kpiibimbaena,
Bopeukuii 150).

AHasiua uccsieloBaHus TaKkxKe
TIO3BOJIHJI C/IeJIaTh CJIEyIolIHe
BBIBOJIbI M 3aKJ/110ueHust. COBpeMeHHbI
KrHeMaTorpag umeeT GoJibLIOE BJAUSHHE
Ha yesoBeka. «IIpocmoTp Jso6oro
busbMa BaMsieT Ha GopMHUpOBaHHE
MUpoBo33penust. OTHoLLIEHHE JiofieH
K KMHO pasjnuHo. JIJ1i HEKOTOPBIX 3TO
Xopollee BPeMsIpOBOKIEHHE, JIsi
Jpyrux — crnoco6 pasputhsi. Kuno moxket
JIyXOBHO PA3BUBATh KaK OTEJNLHOTO
yeJsioBeKa, Tak 1 Bce o61ectBo. Kuno
MOKeT ObITh HDABCTBEHHOE, CTETHUECKOE,
MHTEJIIEKTyalbHOe, pesiurnosHoe. Kuno
MOKeT opMHpOBaTh 00IIECTBEHHOE
mHeHue. OrHolIeHue 00LIeCcTBa
thopmMHUpyeTCs € MOMOIIBIO CTEPEOTHIIOB,
KOTOpble BHEAPSIIOT B KMHO» (BopoHenkoBa,
PoxkoB).

McTopusi KHHOKYIBTYpBI —
JMHAMHY€eCKast KapTHHA TOTO, KaK YeJoBeK
0CO3HaeT MUp, cebs1 B MUpPe U MUD B
cebe, KaK BO3HUKAIOT U MepepoKIaIoTCs
HalMOHAJbHbIE KYJIbTYPbI M KyJbTYpHbIE
TeuyeHHUsl, CBSI3aHHbIE C XKHU3HbIO OJIHOTO
nokoJienusi. Peanuzaiuu stux 3anaq
CrocOOCTBYET CO3AAHHUIO KYJILTYPHOTO
KOHTEKCTa — JlaxKe YaCTHUHOE TOrPyKeHHe
B HCTOPHIO SKPAHHBIX HCKYCCTB OCTABJISIET
HEMOBTOPUMOE BIieyaT/ieHHe BeUHOH
JMHAMHKH ObITHS YeJIOBEKA COBPEMEHHOTO
MHUpa.
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KA3IPT1 9IEMAET ADAMHbIH KUHOOAFbI KOPIHICI

AHpatna. Makanana eMipAiH aneymMeTTik-MaAeHH acnekTinepiH, bykapanblk KOMMYHUKALMUSHBIH,
epeKLenikTepiH, Kasipri KoFamaarbl afaMaapablH 63apa KapbiM-KaTblHAChIHbIH, TAOUFATbl MEH KeLleHiH
KepCeTeTiH Kerinkepnep npusmachl, kevinkepaepaiH spekeTTepi MeH KapbIM-KaTblIHACTapbl apKblbl
afaMHbIH, KMHOAAFbl HAKTbl BeliHenepi KapacTbipbinaabl. byn yMbICTbIH MakcaTbl - GunbMaepaeri
Kerinkepnep MeH KelinkepnepaiH KapbiM-KaTblHAChl KBPKEMAIK 94iCTep MeH Tacinaep apKblibl Kanan
OeliHeNneHeTiHiH XXaHe KMHOHbIH aaaM eMipiHe Kanai acep eTeTiHiH 3epTTey.

3epTTey KMHO BHEePiHiH apTypAi cananapbiHAAFbl aknapaTTbl i34eyre XaHe KypblabiMaayFa,
KMHOMaTepuanaapabl 3epaeneyre xaHe Kasipri KuHemMaTorpadusnasbl anam 6eiMHeciHe XaHe OHbIH,
OVriHri MafeHMeTKe KaTblHACbl MacenenepiH kepcetyre 6arbiTTanFaH. 3epTTey Kelbip dunbmaepaeri
OCbl Macenie TeHiperiHaeri naeanapsa CyMeHe oTbIPbIn Xanmbl £bIIbIMU, NOTUKANbIK, TEOPUASBIK XKoHE
3MMNUPUKANbIK dicTepre HerisaenreH.

@unbMm KerinkepnepiHiH, ic-apekeTiHiH KepepMeHre NCUXONOTUSbIK SCepi, 9N1eYMETTIK 60MbICTbIH,
acepi, KerinkepnepaiH, ilKi )aH AyHWUECiH, 0ONapAblH MiHE3-KyblK epeKLuenikTepiH, SMOLMOHANAbIK,
KYWiH xeTKizyae pednekcus xaHe 6acka fa KepHekKi aficTepAi KonaaHy CUaKTbl 83eKTi acnekTinepai
TasKplNay XXaHe MOTUBALMS Kelbip duUnbMaepAiH CIOXETTIK pparMeHTTepi 6oWbIHLIA XY3ere
acbipblnagpl. Onap WwabbiT, TONKY, KUHO KerinkepaepiHiH, SMOLMOHaNAbIK TaXipnbeci Typanbl TYCiHiKT
alanbl XXaHe aAaMHbIH 3aMaHayM KMbIHAbIKTapbl MeH NpobaeManapbiH Kanan XeHe anaTbiHbIH XaKcbl
TYCiHyre KeMeKkTecea,.

KuHopna kasipri anempaeri anamMHbiH, 6eiHeciH 3epTTey 3aMaHayn M3EHMETTIH, KOFaM MeH aAaMm
TabuWFaTbIHbIH, CaH asyaH acnekTinepiH ala anaTbiH KbI3bIKTbl 8pi KON Kblp/bl Takblpbin. Kepkem
dunbmae 3aMaHayu an1emM agaMbl SPTYPAi KOHTEKCTTEPAE XaHe Ka3ipri eMip MeH M3AEeHMUETTIH, apTypAi
acnekTinepiH kepceTyi MyMKiH. KUHO — yaKbIT NeH TapuXTblH, alHACbl, 3AaM TabuFaTbiHbIH, Kypaeni
CMEeKTPiH X3He OHbIH 9N1eMMEeH e3apa apekeTiH kepceTeai. KnHo — 6yn oHbl XacayLbinapabiH, eHepi
MeH LUblFapMaLLblbIFbl, KA3ipri anemMaeri afamMaapabl aN1eyMeTTiK, MBAEHM XKaHe Casicu KOHTeKCTTepae
XBHE YNTTbIK KUHOMHAYCTPUSAA KepCeTyaiH, )xahaHablk, Tini. KUHO — aknapaTTblk TEXHONOrMUSNapabl,
KOMMbIOTEPAiK rpaduKaHbl, MHCTanauManapapl, 6eriHe xaHe AblObIC KOHAIPFbINAPbIH XaHe GuibM
KelinkepnepiHiH apekeTiH 6inmipyaiH 6acka Aa 3amMaHayu KypanaapbiH naiganaHy eHepi. KuHo
KepepMeHAepAiH AYHUETaHbIMbl MEH CaHACbiHA acep eTeai. On Kasipri anemae afaMHbIH 6enrini 6ip
KYHAbIbIKTApbl MEH K83KapacTapblH KanbINTacTblpyFa biKnan eTe anaibl.

Tyiiin ce30ep: knHemaTorpadus, KMHO, Kasipri 3aMaH aaambl, KeMinKep, TyFaNbIK XaHe e3iH-e3i
KepceTy, TanTaypblHAAp MEH HOPManapabl 4EKOHCTPYKLMANAY, S/1eyMETTIK-casgcu Macenenep, abcrpakrini
naesnap, CMMBonAap.

Aaiiexces ywiH: HanzabekoB, AgH. «Kasipri anemaeri anaMHbIH, KUHOAAFbI KepiHici», Central Asian
Journal of Art Sdudies,T.8,N2 3,2023, c. 132-144,DOI: 10.47940/cajas.v10i3.729

Asmopnap Kom«a3oaHblH COHFbl HYCKACbIH 0KbIN, MAKY/10a0bl #aHe Myddenep Kalillbl/iblFbl HOK
eKkeHOi2iH ManiMOelioi.
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Ayan Nayzabekov'
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Turan” University, Higher School “Turan Film Academy”
(Almaty, Kazakhstan)

REPRESENTATION IN THE CINEMA A MAN OF THE MODERN WORLD

Abstract. The article deals with the actual representations of man in the modern world in cinema
through the prism of characters, actions, and relationships of characters, reflecting the socio-cultural
aspects of life, features of mass communication, the nature and complexity of human interactions in
modern society and also presents factors influencing the presentation of deep, ambiguous images of
film characters.

This work aims to study how the characters and relationships of characters in films are reflected
through artistic techniques and approaches and how cinema influences people’s lives. The study
is aimed at searching and structuring information in various areas of cinematography, studying
film materials, and highlighting issues related to the image of a person in modern cinema and
his relationship to modern culture. The research is based on general scientific, logical, theoretical,
and empirical methods considering this issue in some films. Results and discussion: Discussion of
topical aspects, such as the psychological impact of the actions of the film characters on the viewer,
the impact of social identity, the use of reflections, and other visual techniques for conveying the
inner world of the characters. Their character traits, emotional state, and motivation are carried out
according to the plot fragments of some films, which reveal an understanding of movie characters’
inspiration, excitement, and emotional experiences and help to understand better how a person can
cope with modern challenges and problems.

In a feature film, a person of the modern world can be presented in various contexts and
reflections on various aspects of modern life and culture. One of the most common approaches
to depicting a person in modern art is, in the context of social, cultural, and political problems of
the modern world, the use of information technology, computer graphics, installations, video and
sound installations, and other modern means of expressing the actions of movie characters. The
filmmakers address topics such as migration, racial discrimination, gender issues, the environment,
historical and documentary materials, and other essential issues. They can use their work to express
their point of view and try to change the world’s consciousness regarding these issues. Research of
the representation of man in the modern world in cinema is an exciting and multifaceted topic that
can shed light on various aspects of modern culture, society,and human nature. In a feature film, a
person of the modern world can be presented in various contexts and reflections on various aspects
of modern life and culture. Cinema mirrors time and history, reflecting the complex spectrum of
human nature and its interaction with the world. Cinema is the art and creativity of its creators, the
global language of representing people in the modern world in social, cultural, and political contexts
and national film industries. Cinema influences the worldview and consciousness of viewers. It can
contribute to forming specific values and views of a person in the modern world.

Keywords: cinematography, film, man of the modern world, character, identity and self-expression,
deconstruction of stereotypes and norms, socio-political issues, abstract ideas, symbols.

Cite: Nayzabekov, Ayan. “Representation in the cinema a man of the modern world,” Central Asian
Journal of Art Sdudies, vol. 8,no. 3,2023, c. 132-144, DOI: 10.47940/cajas.v10i3.729
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VARIATIONS OF ELEMENTS
OF THE NATIONAL MEN'S
DANCE («ZHOLBARYS
ZHUREK» BASED ON A
DANCE PERFORMANCE)

Almat Shamshiev', Gulnara Jumasseitova'
'Kazakh National Academy of Choreography
(Astana, Kazakhstan)

Abstract. Men’s dance in the Kazakh dance art requires special attention in modern choreography.
The development of dances for men, the scientific formulation of its history, and development trends
are among the most pressing problems in modern dance art. Therefore, this scientific article is devoted
to discussing the essence of the national dances of the Kazakh people, including dances for men, ways
of their formation and development. The article is based on Almat Shamshiev’s dance «Zholbarys
zhurek» changes in the national men’s dance elements were scientifically differentiated, and various
scientific methods and receivers were used in scientific research. In order to determine the essence of
men’s dance, methods of historical and chronological systematization, differentiation, comparison, and
control were used. In comparison, he tried to reveal the features of the dance of the guys through the
dance the «Balbirauyn», and gave specific examples of what dance elements were added and what
movements and postures were transformed according to the dance «Zholbarys zhurek».

He concluded that the development of human consciousness, and the transformation of society
are standard with the passage of time, and in this regard, new views appear in the art of dance, the
release of new works, and the transformation of existing dance elements is a natural phenomenon
and a modern necessity. Today, men who are engaged in the art of dance pay attention to the ability to
flex, flexibility. It shows that some dance moves used only in girls “dances in the past are successfully
used in men’s dances today. However, he says, in performing movements, the guys dance flexibly in a
manner that corresponds to their masculine nature. However, he emphasizes that in making changes, it
is necessary to constantly pay attention to Kazakh dances’ essence and central national nature. Several
recommendations were given on further developing Kazakh men’s dance, increasing interest in it in
society.

Keywords: National Dance, men’s dance, National Art, choreography, music, rhythm, transformation,
trend.

Cite: Almat, Shamshiev, and Gulnara Jumasseitova. “Variations of elements of the national men’s
dance (based on a dance performance «Zhoibarys zhurek»).” Central Asian Journal of Art Sdudies, vol. 8,
no. 3,2023, pp. 145-160, DOI: 10.47940/cajas.v10i3.737
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Introduction

azakhstan holds a special place

Kas the sacred “shanyrak” for all
Turkic peoples. This significance is rooted
in historical knowledge that reveals how
tribes and communities of Turkic heritage
emerged from the expansive steppes of
present-day Kazakhstan. Furthermore,
geographically speaking, Kazakhstan
occupies a central position within the
Turkic world. The Kazakh people are almost
the cradle of the Turkic civilization, where
the entire national identity and spirituality
was formed based on the ancient Turkic
nomadic way of life. From the point of
view of Turkic culture, Kazakhs have long
lived in cities on the banks of the Volga-
Ural in the North and the Syrdarya - Amu
Darya in the south, and as heirs of the
Great Steppe, they managed to preserve
the purest example of Turkic culture.
Therefore, the modern customs, language,
and literature of the Kazakhs, music (kui,
aitys), worldview, and genealogy traditions
continue the real ancient Turkic civilization.

The distinction between Turkish
peoples and other Western countries
lies in their approach to the relationship
between men and women and the degree
of traditionalism. This is evident in the
clarity of the roles assigned to fathers and
mothers within the family and the roles of
women and men in society. Among Turkic
peoples, men typically hold a position that
is consistently one step above women,
reflecting a distinct hierarchy. We note that
it also originates from the religion of Islam,
because all Turkic-speaking countries are
Muslim countries. It is believed that a man
should have the characteristics of a man.
That is, both in society and in the family,
the final decision, the last word, should be
in the man. This determines their authority
in the eyes of society and family. The male
plays the role of breadwinner, Guardian,
and steward. That is why the role of men
in the family and society is exceptional in
the life of the Kazakh people. They deserve

the name” head of the family”, and there

is also the concept that poise and common
sense characterize them. The same male
weightlessness contributed to the slow
development of the art of dance among
Kazakh men. Of course, this does not mean
that women are not considered human.

On the contrary, respect for women is
excellent. Their attentive and affectionate
behavior brings joy to men. This is probably
why, among the Turkic-speaking countries,
there are works of art with the participation
of young people. National dances with the
participation of girls are well-developed
in Kazakhstan. There are many dances
for girls in the Kazakh dance art, as the
attentive behavior and subtle nature of
women is especially respected among
the Turkic peoples, including the Kazakh
nation.

The dances of the men themselves
were hunting and huts, movements of a
heroic and combat nature. Strong energy,
active participation of the shoulder joint,
sharp movements, and flexibility have
always distinguished men’s dance. All
this required the dancer to have excellent
physical fitness, that is, a slim, physically
attractive man figure. The performance of
complex acrobatic numbers accompanied
the Kazakh national men’s dances. In
addition to this national identity, the
nomadic lifestyle of the Kazakhs also
influenced the art of dance. For example,
the peak of the choreographic skill of
dance among men was considered to be
various dances on horseback — an example
of boyhood and companionship. From a
young age, Kazakhs learned these skills.

[t was believed that a young Kazakh must
necessarily learn to ride a horse, dance

in the saddle, and masterfully manage
national types of weapons. We conclude
that such dances of Dauren Abirov as
«Balbirauyn», «Sylkyma», «Tepenkok»
Zaurbek Raibayev «Shopanshylar», Olga
Vsevolodskaya-Golushkeevich «Buyn bii»
have elements of dance and patterns of
national identity.



Male dancers are becoming
increasingly in demand in the modern
dance community. Others talk more about
men’s dance, creating a more comfortable
environment for the boy dancers. Men
face bullying or discrimination based on
being a dancer in childhood or adolescence
when they started dancing. Such facts
exist in modern Kazakh society because of
the prevailing attitude that dance is an art
form primarily suited for girls. This leads
to our contentious issue: the persistence
of stereotypes about male dancers that
directly impact perceptions of masculinity.
In his book “different gender stereotypes in
dance” to explains the differences between
male dancers and female dancers and
how stereotypes about men are formed,
Clark-Smith (2017) conveyed that society
improves by eliminating stereotypes about
male dancers. After all, any dance has a
positive effect on a person’s health, as well
as on his mental mood. Dance allows a
person to feel at ease and relax the body.
When a person feels free, the body releases
happiness hormones such as dopamine.
This hormone has been scientifically proven
to help lift a person’s mood and relieve
symptoms of anxiety and depression. That
is, dance improves people’s concentration,
reduces stress, relieves symptoms of
depression and anxiety, provides cognitive
benefits, and provides a sense of activity
and clarity. That is why the development
of dance among men in today’s busy times
is one of the most pressing issues. This is
because male citizens are essential as the
force that makes up society and the primary
support of each family.

Methods

There is a systematization of materials
on research, their comparative analysis, and
scientific generalization. In the article, the
methods of historicism and systematization
of the text performed a complementary
function. This method made it possible to
structure the article chronologically and in

order. The structural-semantic method of
analyzing evidence of material and spiritual
culture was also used. Since the direct
goals of science are to describe, explain,
and predict the processes and phenomena
of reality that make up the subject of its
study based on the laws discovered by it,
that is, in a broad sense — to determine the
theoretical picture of reality, methods of
observation, comparison, experiment, and
analysis were used to the greatest extent
in this research work. By comparing the
dance movements in the dance «Zholbarys
zhurek» with other men’s dances, it was
possible to understand the differences and
differences. By transforming the dance
movements used in the work of previous
dancers, an experiment was carried out,
and the transformed dance movements
underwent mutual professional analysis
and discussion.

Discussion

Any nation has its own national identity,
language, religion, national style, National
Art, and national code. Kazakh National
Dance is a kind of art that characterizes
the national identity, culture, and history
of the Kazakh people. Therefore, there
is an excellent importance behind every
movement in Kazakh national dances. We
have already mentioned that among the
national dances, dances for women and
girls were well-developed.

On the contrary, dances for men
developed more slowly; they were of a
combat and chivalrous, hunting and hut
nature. In the history of Kazakh dance,
although we say that men’s dance has
developed late, we see that there is
significant progress today, and we see
trends in the development of men’s dance
in recent years. This suggests that the boys
have an increased interest in dancing. For
the guys there were «Nasybayshi», «Zhigit
Bii», «Maskarampaz Kara zhorga»,
«Burkutshi», «Baksy», «Asau at», «Bura
Bii», «Sadak bii» and other dances.
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However, we assume that the reason for
the statement of” there was no dance in the
Kazakh people “may be a small number of
men’s dances in the Kazakh people. The
Kazakh dancer Shugyla Sapargalievna said
about this: «It is a great shame for us to
say that there was no dance in the Kazakh
people how we deny what we have in
ourselves. Shouldn’t we find what we have
lost again and bring it to light? Dance is

an art that grew up with the Kazakh people
and came from almisak. It is not something
that hangs from the sky. Art born of the
Kazakh’s way of life. The song is the same
as the music. Is it not true that a song or
music is born from your impressions of life,
your joy, your sadness? Composers express
their mood in music, and poets and writers
express it in words. Dance is the same.

But the means of expressing inner feelings
here is movement. Of course, it is difficult
to convey thoughts not with language,

but with gestures» (Kabaj 2). The dance
«Zholbarys zhurek» is also one of the few
dances for Kazakh guys. In a new way,
works that promote the courage inherent

in the guys are necessary for our national
treasure, National Art.

The most crucial thing in any work of art
(tune, dance, song, painting) is its name.
This is because the title of a work reflects
its external content and essence, which
generally conveys a message from that
work. The name «Zholbarys zhurek» shows
the same determination and determination
as a tiger. That is, from the theme of
this dance, we understand the supposed
nature of the dance. We feel that the dance
touches on the theme of courage and
heroism. «The subject is the first means
of influence, so intelligibility is the most
important criterion» (Caregorodcev 5). In
the field of art, the human being receives
the information he needs through its title
when he hears the name of any work. It is
better to understand that the name» Heart
«in the name of the dance «Zholbarys
zhurek» also has its own meaning. There is
great importance in adding this conjunction

because, in any activity, the heart is of
distinctive importance. For example, a
rabbit is named «cowardly heart» because
the animal is too cowardly, weak, and
frightened by every race.

On the contrary, the Tiger’s heart is
characterized by heroism and courage.

We see that the word heart in the name of
this dance is no coincidence. «The heart
reveals a person’s true nature, and the
mirror reflects the true reflection of the
face. Looking at the heart shows what
kind of person he will be. The opening

of the heart tells a man what kind of
person he really is. There will be no false,
artificial image of the Heart». If we talk
about the general appearance of the

dance «Zholbarys zhurek», the tiger is
more serious, a predatory animal that
calmly orientates its surroundings. This
characteristic is also characteristic of our
Kazakh guys. The courage to go to the rich
in everything, patience in many things,
the ability to shoot like a tiger in anger
and suppress the enemy is similar to the
nature of the Kazakh guys. It is said that
such a quality is inherent in Asian guys in
general. We can see this from the research
of Zhumasejitova, Gul’'nara, and Shomaeva
Dilara in the scientific article «History of
decolonial sensuality in the discourse of
choreographic art of Kazakhstan». In it,
«Fiery temperament, the excitement of
expressions of feelings is in the blood of
eastern guys, and it is revealed in the best
way in Dance» (55).

During the dance, the guys stand in
different positions, symbolizing the life of a
group of tigers. They all huddle in one herd,
then three people come forward. The rest lie
on your sister as an observer when the three
people come forward. In this vision you can
imagine three Tigers with fangs and a cave
at the moment when the three people who
started the dance step aside and watch,
the other four people go to the center of
the stage. After the seven dancing people
appear, all the dancers continue the dance
together. The moment when the chorus is



shouted, forming two circles, then shows
the real climax of the dance. The sound, as
majestic as the roar of a tiger, makes hearts
shudder. Each of them shares their different
skills. Here, the teacher-choreographer
used the nonverbal method in his work.
This creative individuality allows you to
work on plasticity and expressiveness as a
connecting factor. «The nonverbal method
includes such components as gestures,
posture, facial expressions, pantomime»
(Shevchenko 172). At the end of the dance,
the person who started the dance gathers
the dancers back into the original dance
posture. Through this dance, the author
sought to glorify the unity of the Kazakh
guys. He intended to instill in them a sense
of patriotism.

Results

The essence of dance, the structure
of dance, and the whole history are
in many ways directly related to its
music. «A musical melody necessarily
accompanies confidence in tradition.
Relying on historical and ethnographic
information about the creation of early
musical instruments will help restore
the shape of early military dances as a
manifestation of one will, one goal — to
defeat the enemy» (Kyshkashbaev 13).
This dance, «Zholbarys zhurek» was also
staged to the music «Turan Zholbarys»
performed by the ethno-Folklore Ensemble
«HasSak», which promotes its processing
to the people based on the first genres of
Kazakh traditional music. This melody
itself allows to perform various movements
during the dance. Because in music, the
current trend, the current modern sounds
are heard, for example, if you listen to
music by identifying the melody with the
growling sound of a tiger. Many different
sounds have been modified following the
times, so this dance cannot be called a
purely folk dance. We believe it is necessary
to evaluate in a stylized form because
there is an acceleration in the music itself.

In addition, there is also a change in the
dancers’ clothes. That is, the dancers did
not come out in a single national costume.
A red cord is best suited to a black shirt
with short sleeves. The dancers ‘ hands

are open, and soft-soled shoes without
horseshoes were chosen in the choice of
boots. This is because there is no heel work
of the foot in this dance no movement to
put concerning the heel. When staging

the dance, the author did not use heel
movements due to the character of the
dance, taking into account the weight of the
musical melody.

The next factor that affects the meaning
of dance art, its spiritual essence in general,
is musical rhythm. The compaction of any
dance is directly related to the rhythm.

The rhythm, emphasis, genre, and mood
of the music affect the entire essence of
the dance. The rhythm of the music in the
dance «Zholbarys zhurek» is profound. It
is one of the modern rhythms of martial,
bold, masculine character. The melody

of the music has a spiritualism, a valiant
character. Perhaps that is why it can be
seen that the guys who danced this dance
were incredibly inspired and inspired. This
dance gives the impression that the spirit
of the Kazakh guys is depicted, which
suppresses the copper of any enemy.
«Musical rhythm is the temporal and
accentuated side of melody, harmony,
texture, theme, and all other elements

of musical language» [Online Music
College]. Therefore, in the process of
choosing dance music, regardless of the
degree of professionalism of the dancer, he
must take into account the basics of the
rhythm of each music, know a specific rule,
and also be able to combine all the details
of the dance set to the proposed rhythm.

For example, the difference is quite large
if we compare the dance of Kurmangazy
«Balbirauyn» and the dance «Zholbarys
zhurek». Most often, a group of 4 guys
dances in the first dance, and a dance
group of 12 people performs in the second
dance. In principle, no matter what kind of
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dance or stage performance, the number
of people is of great importance. It directly
contributes to the perception of dance by
the audience, understanding the dance
Compass, and conveying the dance’s mood
in general. It also affects the theoretical
and practical flow of dance. For example,
it is much easier to teach dance to fewer
people; that is, as the number of people
participating in the dance increases, both
its structure and the process of teaching

and dancing will become more complicated.

At the same time, the responsibility for
the successiul production of the dance
increases.

The level of the two dances is two
different; the difference is overwhelming.
This does not mean that one dance is
good and one is terrible. According to the
modern point of view, dance patterns are
subject to the laws of harmony, Polyphony,
which harmonizes the overall sound,
in the same way they perform different
movements in different places in harmony.
These techniques and movements have
long been present in the history of Kazakh
dance. However, in the history of Kazakh
dance, the guys’ performance has never
happened before. In the dances for former
men, we see the dancers are in the same
position. For example, it makes a diagonal,
or everything stands on two lines, comes
to two lines, and makes a circle. After the
circle again goes to one line. Then comes
the Triangle. We see these pronounced
postures in the dance «Balbirauyn». In the
dance «Zholbarys zhurek» the postures
alternate one after another, showing several
positions simultaneously. If there is a
circle on one side, not just one circle, but
a diagonal on the other, or if the dancers
are making a diagonal on one side of the
stage, a different scene is shown in the
foreground. In addition, there are first-
second scenes, two guys are dancing in the
foreground in the leading role, and a group
of guys are dancing in the background.
Similar Innu ATI e, transformation e
consonants are often found in the dance
«Zholbarys zhurek».

A choreographer is a lens that focuses
on all directions and trends in the dance
art in his creative imagination. Moreover,
how the process of artistic embodiment
takes place, only the creator who creates
the production of art can judge. The task of
art critics and critics is only to try to unravel
the path of artistic search, to compare with
other works somehow objectively, and to
determine general trends (Nikitin 18).

Another feature in the dance «Zholbarys
zhurek» is the nature of the transformation
of the elements of the male dance. He is
the flexibility of the body. As a rule, bending
over is common in girls’ dances, and it
seems that such a quality is inherent only
in girls. For example, there are movements
called «sun», and «chasing shadows»,
which are often found in girls’ dances.

This gesture is used in the Kazakh dance
training manual in the girl’s section.
Modern Kazakh dances were so developed
and transformed that this gesture began

to be used in guys’ dance. By taking such
movements, we tried to transform the
dance of the guys. In the process of using
this cut, our guys use it in a way inherent in
their masculine character, boyish qualities
worthy of men. By this, we showed that the
guys also have such flexibility and flexibility
that such dance moves can also be applied
to the guys. For example, in comparison,

in the dances for the guys «Balbirauyn»,
«Silkyma», «Akat» although there are
scenes of folding movements in a particular
system, the bending of the body is not
shown on a plastic level. Body bends, bends
at an extreme pace are very common in this
«Zholbarys zhurek» dance. Specifically,

in this dance there are movements that
rotate from right to left, from left to right,
or entirely, as we have mentioned, in this
dance, the body does much work.

In addition, there are specific
characteristic patterns in Kazakh dance
that relate to both girls and boys. Often, leg
movements do more work in boys’ dance
than hand movements. For example, in the
dance «Balbrauyn» mixed hand positions



and holding certain positions differ. And
now, relatively speaking, in the dance of
the «Zholbarys zhurek» you can see a lot of
work of the hands: there is a roll, a pattern,
and a rotation of the wrist joint from right

to left, from leit to right, and the fingers

are closed and opened, again working with
the hands as a fan. Many movements can
be observed, such as opening the fingers

or turning back to oneself again. That is,

in the «Zholbarys zhurek» the hands do
much work. We think that this is also a
breakthrough in a new way from the current
point of view.

There are individual, pair, and group
forms of dance. The vast majority of guys *
dances are group dances. With the help of
group dances, it will be possible to show
the guys’ strength, dexterity, and combat
skills. The second difference between the
dance «Zholbarys zhurek» and the dance
«Balbrauyn» is that the dancer repeats
the same dance movement at the same
time. The whole moves in the same way
throughout the dance, making the same
movements. The movements in the dance
of the guys in the dance «Zholbarys
zhurek» are distinguished by their variety.
The dance uses the dance movement of
Dauren Abdirov «climbing step», and there
are also types of jumping movements from
one leg. There are also types of jerking
movements. For example, forward, soul,
and backward movements were used. At
the same time, there are many movements
of walking, bending, and folding. Olga
Vsevolodskaya-Golushkeevich meets the
hand mold «ushkul». While staging the
dance, the author tried to correctly use
these movements and positions, connecting
them with many other movements, finding
harmony from the first movement to the
second, and mixing the transitions of the
hands.

[t should be noted that no matter how
much the «Zholbarys zhurek» changed
the dance movements, transformed the
dance, the laws of the style of performance
of any nominal dance movements were not

violated. On the contrary, the movements
and postures were enriched and
transformed with a new look. Therefore, we
believe that this will allow us to apply these
changes as much as possible, use them,
and continue to supplement them with the
same interpretations. As a result of such
creative freedom, the dance participants
perform several different dance movements
during the performance on the stage.

One row of dancers is jumping, and now
one row is kneeling, performing other
dance movements. He dances in the sun’s
movement in a circle, stands opposite,
dances thoughtiully, makes various
movements of the arms, legs, and gait.
Jumps follow smooth movements and slow
steps in an instant.

Any dance choreographer strives to
create a work that meets the requirements
of the Times. On the same path, he is
constantly in search of developing himself.
In the same way, many factors influenced
the author’s enthusiasm for the dance
«Zholbarys zhurek». One of them, the
legend that the author was born and raised
in the Syrdarya region, where tigers lived in
ancient times, touched the dancer’s heart.
If we look at the pages of history, we will
see that Arystan and zholarys inhabited the
Kazakh steppe. It is mentioned in the works
of many researchers. «The Tiger walked
along the Syr and Amu Darya, on the
Balkhash-Alakol game, on the Tarbagatai
Ridge to Berti. There are more sources in
the oral literature about this beast. The
song «Kambar batyr»:

Tiger at the same time

Lay down all his fur,

His ears twitched.

Open your mouth,

He roared with a growl.

The voice was heard for a long time,

The voice echoed.

The claws were sharp,

Jumped to the horse - it is said that in
Mukhtar Magauin’s «Shakan-Sheri» the
tragedy of Turkestan showed the tragedy
of the entire Kazakh people. There are
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many examples. The fact of the tiger is

also found in the records of members of
the Russian expedition that explored the
Kazakh steppes during the colonial policy.
«Vernensky grazhdanin», the writings of
Ivan Blaramberg, Lev Berg guide those
who claim to study the history of the
Turanian Tiger» (Abikenuly). Nostalgia for
the Native Land contributed to the author’s
choice of the dance «Zholbarys zhurek».
In addition, the author, using his teaching
experience, described the courage, and
heroism of the Kazakh guys, who tried to
awaken their national honor and national
spirit.

Each time has its taste and demand. It
is renewed as time passes and generations
change. «The art of dance is constantly
enriched with new artistic techniques and
new dance vocabulary. This process affects
the theory and practice of choreographic
education. The Choreographic School is
designed to preserve traditions, meeting
the requirements of modernity, and at
the same time instilling in students the
academic style and literacy of mastering
the expressive means of classical dance»
(Valukin 16). For example, modern
youth do not listen to the music of twenty
years or fifty years ago. They have their
own imitating environment and updated
melodies. In the same way, such a
transformation has something to do with
the art of dance. Many of the movements
used by Shara Zhienkulova in dance art
have undergone changes, acquired a new
style and new content. This is due to the
search of the choreographer in the process
of preparing the dance for staging, the
talent with which he can find a unique
harmony, and his perseverance, which
is not afraid of innovation. The author
of the article, being a dance teacher
— choreographer, and choreographer,
intended to increase boys’ interest in
the Kazakh dance art through this dance
«Zholbarys zhurek». Moreover, it is
essential for men to focus on dancing.
Because, «influencing the development of

the emotional sphere individuals, physically
improving the human body, spiritually
educating through music, choreography
helps to gain self-confidence, gives an
impetus to self-improvement, to constant
development» (Melekhov 183).

Young dancers in modern choreography
improvise and add new elements of
plasticity. Among the choreographic
colleagues, there are those who disapprove
of the transformation of dance movements.
They believe that innovations and changes
in dance movements will destroy the
original national basis of Kazakh dance.
The pursuit of innovation is a natural
phenomenon. From the very beginning, the
human being likes change, moves forward.

Similarly, we believe that changing
movements in the art of dance is the
development of this art of dance. Of course,
it should not be exaggerated that this is
the point of the innovation. It is an action
that arises due to the direct education,
taste, and experience of the choreographer.
Kazakh dance art should develop, and our
talented citizens in modern dance art,
who set the goal of this principle, do their
best. Kazakh dance has been shown in
many countries around the world thanks
to the fans of the art of dance, who have
continuously worked on the art of dance
and continue to serve on this day. State
dance ensembles are special in introducing
Kazakh art to the world. In total, 3
ensembles in Kazakhstan have the status
of «State»: The Ensemble «Saltanat» with
a 60-year history in Almaty, the Dance
Theater «Naz» in Astana and the State
Dance Ensemble «Altynai» in Taldykorgan.

Our teachers’ deep scientific views in
choreography and the ability of talented
young people trained by them to accurately
preserve ethnography when creating
dances helped the artistic and dynamic
development of Kazakh dance art. Among
them should be noted the choreographers
Shara Zhienkulova, Dauren Abirov,
Aubakir Ismailov, Zaurbek Raibayev, Bulat
Ayukhanov, Deljafruz Kiyakova, Mintay



Tleubayev, Gulsaule Orymbaeva, Toygan
[zim, Aigul Tati and other art lovers who
made a significant contribution to the
Kazakh dance art.

Young people in the art of later dance
work based on the works of these teachers,
relying on them. He tries to develop and
transform the existing world in a modern
way. In this way, several dance movements
were transformed. But, it is better to
perceive this as innovation, the desire for
the best. There is the expression «man
by the time», which is in demand by the
environment and the society in which
we live. [t is known that any industry
will prosper only if it meets the needs of
society. Also, in order to contribute to
the development of men’s dance, it is
necessary to create conditions for a large
influx of men, especially teenage boys, into
the art of dance in society. Even today,
there is a large proportion of women in
the field of choreography. It was published
by researchers such as Bakirova Samal,
Saitova Gulnara, Izim Toygan, and other
authors in the Journal «Kazakhstan
experience in distance learning in higher
education in the Field of choreography»
based on Scopus. He writes in a study
conducted in a scientific article: «Of the 75
students surveyed, 74.3 percent are women
and 25.7 percent are men» (101).

Art lovers who tirelessly work in the
field of dance art still make every effort
to develop the Kazakh dance art. Our
environment is replenished with new
talents over time. Because the Kazakh
National Dance is a valuable treasure of
the Kazakh people, the nation’s heritage.
In the words of Gainikamal Beisenova,

a direct student of Shara Zhienkulova,

a leading teacher: «At present, we have
developed unique dances that characterize
the Kazakh people as traditional, beautiful,
natural phenomena. The whole world

is now amazed at our Kazakh dance.
Wonderful dances are born thanks to such
choreographers as Shara Zhienkulova,
choreographers Dauren Abirov, and

Zaurbek Raibayev. | can not say that the
Kazakh people are not good at dancing.
Rather, very capable. Both men and women
are very agile, bend and twist a thousand
times. Kazakh dance is perfect, perfect! The
whole world does not shake hands in vain.
Kazakh dance reflects the spiritual wealth
and spirit of the people» (Agymbaev 3).

According to the research of the
researcher Aukhadiev, it is better to take
the dances that appeared by the needs and
needs of each time from the point of view
of that era. «Parallel to The Art Of Dance,
firstly, it can be said that the choreographic
text of a ballet performance is natural,
in what era the performance was made
it is necessary to perceive in the context
of that era; secondly, in this case, Dance
also works as a «mirror» of innovations in
its field of application, it reflects trends in
modern» (Aukhadiev 116).

[t is also important to preserve
traditional values in the art of dance. Mainly
this should be reflected in men’s dances.
Because our men are defenders of Kazakh
culture. «Kazakhs were the heirs of the
culture of steppe nomads, formed within
thousands of years, and they managed to
bring this culture to the present day without
interrupting it» (Seidimbek 13).

Conclusion

Counting on the requirements of the
time, innovative teachers continue to study
ways to improve choreographic education
based on the continuity of pedagogical
traditions (including the development of
men’s dance) and methods of teaching
dance disciplines. Among them are the
authors of this scientific article. At the
stage of creating a unified methodology
for choreographic education, the
pedagogical activity of the Masters of the
Choreographic School was distinguished
by a deep purpose, hard work. Thus,
the domestic Choreographic School has
accumulated a lot of experience in theory
and methodology, this is a solid foundation
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for practical activity and provides excellent
opportunities for the further development of
pedagogical science.

Having studied the innovation in the
dance «Zholbarys zhurek», we evaluate the
transformation of existing movements as
standard. At the same time, we conclude
that these changes have arisen following
the needs of the Times. We recognize
the Kazakh National Dance, including
dances for men, as necessary for Kazakh
spirituality, and we are confident that
this great heritage will be scientifically
deepened, developed, transformed, and

passed down from generation to generation.

In recent years, the share of men’s
dance in the Kazakh national dance art
has grown. In the course of research, we
were convinced of this. At the present
stage, it is necessary to take the most
extensive measures to develop men’s dance
further. It is necessary to change the dance
movements that have existed since ancient
times and have survived. We concluded
that dance moves need to be filled with new
content. We also put forward the following
proposals to popularize the art of dance
among men and raise its image in society:

As a political background for the
development of men’s dance, we believe
that the leaders of choreographic
universities, dance centers, and complexes
should solve the problem of constantly
encouraging and supporting men who
promote the art of dance, creating favorable
opportunities for improving leadership
and teaching and mentoring services. This
raises the prestige of men who glorify the
art of dance and forms a positive attitude of
society towards them.

To pay attention to the social problems
of choreographers who glorify men’s dance.
Creating maximum conditions for them
to engage in their professional activities

without any worries by solving housing and
other social problems, as well as developing
men’s dancing.

- Constantly take up the issue of
providing spiritual and moral support
(awarding, awarding awards) to male
teachers who glorify men’s dance. Through
this, we can increase boys’ interest in the
art of dance in society. By showing that
the field of dance art is not only for girls. A
large number of boys also visit it, we have
the opportunity to block the contradictory
opinions that have developed in society over
the centuries regarding men’s dancing.
Because the above three problems are
relevant, that is, this is the answer to the
question of what measures need to be
taken at the present stage for the further
development of men’s dance, we conclude
that we can make a significant contribution
to the development of men’s dance by
increasing the leadership and leadership
of men in the art of dance, solving social
problems and constantly encouraging them
in the team.of providing spiritual and moral
support (awarding, awarding awards, etc.)
to male teachers who glorify men’s dance.
Through this, we can increase the interest
of boys in the art of dance in society. By
showing that the field of dance art is not
only for girls, it is also visited by a large
number of boys, we have the opportunity
to block the contradictory opinions that
have developed in society over the centuries
regarding the dancing of men. Because the
above three problems are relevant. That is,
this is the answer to the question of what
measures need to be taken at the present
stage for the further development of men’s
dance, we conclude that we can make a
significant contribution to the development
of men’s dance by increasing the leadership
and leadership of men in the art of dance,
solving social problems and constantly
encouraging them in the team.



VARIATIONS OF ELEMENTS OF THE NATIONAL MEN'S DANCE («ZHOLBARYS ZHUREK» BASED ON A DANCE
PERFORMANCE)
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ABTOpnapabiH, yneci

A. lLl. lWamiumeB -TyXbIpbiMAaMaHbl 33ipaey; aesaHbl KanbinTacTbipy; HEri3ri
3epTTeynep XYpridy, anbiHFaH AepekTepAi Tannay XaHe TYCiHAIpY; MaTiHAI AaiblHAAY
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'Illamwnes Anmat, YKymaceiitosa I'yabHapa
'Kasak yarTbiK Xopeorpadus akaaemusicbl

(Acrana, Kasakcran)

YNTTbIK EPJIEP BUI SJIEMEHTTEPIHIH, HYCKAJIAPbI
(«XKOJIBAPDIC XXYPEK» BU CMEKTAK/J1I HETI3IHIE)

Anpatna. Kasak 61 eHepiHgeri epnep 6ui kasipri xopeorpadusaa epekiue Hasap ayLapyas
KaxeT eTeni. Ep anampapra apHanfaH 6unepai fambITy, OHbIH TapuXbl MEH AaMY TEHAEHLMSACBIH
FbINbIMU TYPFbIAA TYKbIPbIMAAY Ka3ipri 61 eHepiHaeri e3ekTi MacenenepaiH, 6ipi. ConabIKTaH aBTopnap
FbINBIMU MaKanafa Kasak, XankblHblH, YATTbIK OMnepiHiH, 601MbICbI, COHbIH, ilWiHAE epiepre apHanFaH
6unep, onapAplH KanbinTacybl MEH AaMy XONAapbiH KapacTeipasbl. Makanaga Anmar LLamwueBsTiH, Ten
TYbIHABICHI «XK0N6apbIC XXYPEK» KOMbINbIMbI HETi3iHAE YNTTbIK epnep 6UiHiH aneMeHTTepiHiH e3repyi
FbINbIMK TYPFbIAA CapanaHaibl.

fbInbIMM 3epTTey XKYMBICBIH XKYPri3y 6apbICbiHAA TYPAi FblbIMU SAIC-TACINLEPMEH KaTap, Makana
aBTOPbIHbIH, XOpeorpad, neaaror XXaHe 3epTTeyLi peTiHAeri Xeke Taxipubenepi konaaHbinapl. Epnep
6WiHiH 60NMbICHIH aliKbIHAAY MaKCaTbIHAA TAPUXU-XPOHONOTUSBIK XYHeney, cCanbicTbipy, 6akbinay
Tacinaepi KonaaHbinabl. «banbbipaybiH» MeH «XKonbapblc Kypek» bunepiH canbiCTbipy MakcaTbiHAA
epnep 6MiHiH Heri3ri epekwenikTepi awbinbin, 61 KOVbIIBIMAAPbIHAA KaHAAM )XaHa 6u aneMeHTTepi
naipa 6onfFaHbl, KaHOAW KO3FanbiCTap MeH MilliHAEp e3repreHi Typasbl HAKTbl MbICANAAP KEeNTipiareH.
3epTTey 6apbicbiHAA aBTOpap 6acTankbl 61 3neMeHTTEPiHiH TYpAeHyi 3aHAbl KyObInbIC XaHe 3aMaH
Tanabbl AereH KOpbITbIHAbIFA Keneai. YakblT 6TKeH CaiblH KOFaMAaFbl ©3repicTep KanbinTbl CAHAMbIM,
ocblFaH H6ainaHbiCTbl 61 eHepiHAe Ae XaHa Ke3KapacTap, KaHa TeXHMKanap MeH aictep naiaa 6onagpl

ByriHri KyHi 61 eHepiHAe XXypreH ep azaMaTTap MinriwTiK, UKEMAINiK KabineTTepiH AambITbin
OTbIpaAbl. BypbiHFbI Kbi3napFa apHanfaH Kenbip 6u KMMbIIAAPbIHbIH, ©3repicke yLblparn, Kasipri KyHi
epnep buiHae COTTi KONAAHbINbIN XXYPreHiHe Ke3 xeTki3inai. bipak aBTopnap ocbl KUMbINAAPAbI OPbIHAAY
HapbICbiHAA XiriTTep e34epiHiH epkek 60MbICbIHA Call ukemMaen buneiTiHiHe ceHimai. [ereHMeH,
©3repic eHrisy 6apbICbiHAA KA3aK YATbIHbIH, YATTbIK 60NMbICbI MEH HETI3Fi TYNKi YATTbIK TabUFATbIH YHEMI
Hasapgaa ycTay KepekTiriHe 6aca Ha3ap ayAapagbl. Makana CoHbIHAA Ka3akTblH epnep 6uiH oaaH api
[aMbITy, KOFaMAA OFaH AereH Kbi3bIFYLbINbIKTbI apTThipy 60MbIHLWA HipHelle ycbiHbicTap bepingi.

Kinm ce3dep: ynTTbik 61, epnep Oui, ynTTbik 6Hep, xopeorpadus, My3bIKa, bipFak, TpaHchopMaLus,
TEHOEeHUMS.

Aaiiekces ywin: LLlamwmes, AnmaT xaHe lynbHapa XXymaceiiToBa. «¥ITTbIK epiep 6u1i 3neMeHTTEPIHIH,
Hyckanapsl («XKonbapsbic xypek» 6u cnektakni HerisiHae). Central Asian Journal of Art Sdudies, T. 8, N2 3,
2023,145-160 6.,D0I: 10.47940/cajas.v10i3.737

Asmopnap KommazbaHblH COHFbI HYCKACbIH OKbIN, MAKy10a0bl ¥aHe Mydoesep KalilbliblFbl OK
eKeHOieiH Manimoelioi.
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'llammueB Anmat, »Kymacentosa N'yabHapa
12 Kazaxckasi HallMOHaJIbHAs akaaemusi xopeorpaduu

(Acrana, Kasaxcran)

BAPUALUN SNNEMEHTOB HALIMOHAJIbHOI'O MY>XCKOI'O TAHLIA
(HA OCHOBE TAHLIEBAJIbHOI'O CIMEKTAKJS «>KOJIBAPbIC XKYPEK»)

AHHOTaumsA. MyXXCKOW TaHeL, 3aHMMaeT 0cob0e MecTo B Ka3axXCKOM TaHLLeBaJIbHOM UCKYCCTBE.
PazBuTME MYXKCKOrO TaHLA, BbISBJIEHWE OCHOBHbIX TEHAEHLMIA B €r0 Pa3BUTUM SBSETCS OLHUM U3
aKTyasibHbIX BOMPOCOB B U3y4YEeHWMU COBPEMEHHOIO Ka3axCKOro TaHLLEBaIbHOro UCKYCCTBa. Mcxons u3
[aHHOr0 06CTOATENILCTBA aBTOPbI B AAHHOM CTATbe UCCIELYHOT pa3BUTUE TaHLLEBAIbHOIO UCKYCCTBA
Ka3axCKoro Hapoaa, 0c060 0CTaHaB/IMBASACh HA 0COBEHHOCTAX MYXCKMX TaHLLEB. B cTaTbe paccMOTpEHbI
U U3yYeHbl HOBbIE 3/1EMEHTbI HALLMOHANbHOIO MYXKCKOFO TaHLA B NocTaHoBKax Anmarta Lamiunesa B
acnekTe aHanM3a TaHua «XXonbapbIc XXypek».

Mpv NnpoBeaeHUM HayYHO-UCCIEA0BATENLCKOM PaboThbl BblIM MCMONb30BaAHbI Pa3/IMYHbIE
Hay4Hble METOAbI M NMPUEMBI, @ TAKXKE JIMYHbIIM OMbIT aBTOPOB CTATbM, KaK XopeorpadoBs, nesaroros
W uccnefoBatenei. B uensx onpeneneHuns CyLHOCTM MY>KCKOFO TaHLA NPUMEHSIUCH NMPUEMDI
UCTOPUKO-XPOHOSIOTMYECKOM CUCTEMATU3ALMK, CPAaBHEHUS, HabntoaeHus. C Lenblo CpaBHEHWS TaHLEB
«banbbipaybiH» U «XKonbapbIC XXYpeK» PacKpbiTbl OCHOBHbIE 0COOEHHOCTU MYXKCKMUX TaHLLEB, MPUBELEHbI
KOHKPETHble MpUMepbl TOF0, KAKUE HOBbIE TaHLLEBAIbHbIE NEMEHTbI MOABUIUCDH, KAKME ABUKEHUS U
(OpMbl U3MEHUAUCH B TaHLLEBAJIbHbIX MOCTAHOBKAX.

B npouecce nccnenoBaHus aBTopbl NPULLAX K BbIBOAY, YTO TPAHCHOPMALMS CYLLECTBYOLLMX
TaHLLeBa/IbHbIX 9/1IEMEHTOB SBNSETCS €CTECTBEHHbIM SIBIEHUEM W COBPEMEHHOIM HEOOXOAMMOCTbIO.
MN3MeHeHMs B 06LLECTBE C TEYEHMEM BPEMEHM ABNAKOTCS HOPMOW, B CBA3M C YEM M B TaHLLEBA/IbHOM
UCKYCCTBE TakXe MOsABAAITCS HOBblEe B3/ /bl, HOBblE TEXHUKMU U METOAMKU. CErofHS MY>XXYUHbI,
3aHMMaoLMeECs TaHLLeBasIbHbIM MCKYCCTBOM, PAa3BMBAOT CBOM CMOCOBHOCTM K MIACTUYHOCTM, TMOKOCTY.
Mbl yOCTOBEPUSIUCH B TOM, UTO HEKOTOPbIE APEBHUE TaHLLEBA/IbHbIE INEMEHTbI A/ AeBYLIEK
npeTepneny U3MEHEHUS U CEFOAHS YCMELIHO UCMOJb3YHTCS B MY)KCKMX TaHUAaX. Ho aBTopbl yoexaeHbl,
YTO BO BPEMS$ BbINMOJHEHUS 3TUX K€ ABUXKEHUI MY>XXUMUHbI LEMOHCTPUPYIOT MYXXCKME ABUXKEHUS B
COOTBETCTBMM CO CBOEN MOIOBOWM NPUHAANIEXHOCTbIO. OfHAKO, MPpY BHECEHUMU U3MEHEHWI BCeraa
CNenyeT yunUTbIBaTb HALMOHAbHYIO0 MAEHTUYHOCTb M MPUPOAY Ka3axCKOro 3THOCa. B KoHLe cTaTby AaHbl
pekoMeHAAUMM Mo AaNbHeNLWeMy pa3BUTUIO Ka3axCKOr0 MYXKCKOrO TaHLA, MOBbILEHUIO MHTEpEeCa K HEMY
B obuiecTse.

Knrouessbie cnoea: HaLMOHA/bHbIN TaHELL, My)XCKOWM TaHeL, HaLMOHalbHOe UCKYCCTBO, Xopeorpagpus,
My3blKa, pUTM, TPaHCHOPMALMS, TEHLEHLMS.

Ansa yumuposarus: LLlamwunes, Anmat 1 [ynbHapa Xymaceutosa. «Bapuauun anemeHTOB
HaLMOHaNbHOIO MY>XKCKOTO TaHLLA (Ha OCHOBE TaHLLeBa/IbHOrO crnekTaks «XKonbapbic xypek»). Central
Asian Journal of Art Sdudies, T.8,N2 3,2023, c. 145-160, DOI: 10.47940/cajas.v10i3.737

Asmopbl npodumanu u 0006puu OKOHYamMesbHelli 8aPUAHM pyKonucu U 3ase/som 06 omcymcmauu
KOHGIUKMa UHMepecos.
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INTERNATIONALIZATION
OF TRAINING METHODS
OF PHYSICAL THEATER
STUDENTS’ BY MEANS OF
PLASTIC ART

ART PEDAGOGY ‘

Kulbaev Aman', Zhanguzhinova Meruyert'
'Temirbek Zhurgenov Kazakh National Academy of Arts (Almaty, Kazakhstan)

Abstract. The relevance of the study is the interdisciplinary aspects of theater students’
psychophysiological training. The problem of the research is the differences in the approaches to
education and students’ psychophysiological training of physical and stage schools.

The object of the research is educational aspects in the educational process, based on
interdisciplinary research in the areas of psychophysiology, ethnopedagogy, traditional Kazakh values,
synthesis of physical and stage schools, education, and art internationalization. The subject of the
research is physical theater students’ psychophysiological sports training using performing arts. The
purpose of the study is to determine the educational aspects of physical theater students’ psycho-
physiological training by means of performing arts. The task of the study is to reveal the theoretical
and methodological basis to create a methodic for the students’ psychophysiological training by
means of performing arts. The research hypothesis is that when defining the goals and objectives
of students’ psychophysiological training of physical and stage schools, it is possible to identify
educational aspects for teaching profile disciplines methodic by means of performing arts. The
methodological basis is based on the interdisciplinary study of researchers’ works in psychophysiology,
students’ physical training, ethnopedagogy, traditional Kazakh values, performing arts, education,
and art internationalization. Research methods: review-theoretical, psychophysiological, historical-
culturological, art criticism, methodical-pedagogical analysis. The theoretical significance of
the study lies in the scientific and theoretical justification of educational aspects of students’
psychophysiological training through the synthesis of physical and stage schools. The practical
significance of the study is guided by using performing arts, tools of ethnopedagogy, and traditional
Kazakh values, broadcast by performing arts. The results of the study made it possible to reveal the
educational aspects of students’ psychophysiological training methodology by means of performing
arts.

Keywords: educational aspects, psychophysiology, students’ physical training, Ethno pedagogy,
traditional Kazakh values, synthesis of physical and stage schools, physical theater, means of
performing arts.
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Introduction

hysical training and art have

existed and developed in parallel
throughout the history of humanity. They
share similar values such as discipline,
aesthetics, and endurance, striving for
excellence and achieving goals. In addition,
physical training and the arts can be a
powerful tools to bring people of different
cultures and nationalities together,
overcome language and cultural barriers,
and increase intercultural understanding.
Physical training and art are concerned
with the expression of human emotions,
hobbies, aspirations, and desires through
various forms of expression in a person’s
harmonious development
(Kaupuzs & Usca 443).

For example, physical training has
played an important role in people’s
physical development and training
throughout mankind history. Sports
competitions were one of the ways
to exchange culture and strengthen
ties between peoples (21st-century
competencies 70).

Internationalization in education,
culture, and art as a phenomenon has
played an important role for many
centuries. Internationalization (from the
Latin “inter” — “between” - and “nation”
— “people”) means modern development,
consisting of the interconnection and
cooperation of various countries and

organizations leading to the creation of
international communities in various fields
(public, educational, cultural and others”
(Zhanguzhinova & Magauova 6975),
(UNESCO moving forward the 2030
Agenda for Sustainable Development 2),
(Baumert & Kunter 200).

Nowadays, art and physical training are
an international mass phenomenon, having
a significant impact on health, lifestyle, and
development of society.

Performing arts has also played and
continues to play a key role in people’s
cultural and social life. Art produces
aesthetic pleasure and inspiration and
reflects societal and cultural trends,
allowing to preserve and transmit
knowledge and history and having a variety
of impacts on society
(Khalykov & Koyesov 20).

Sports competitions and art festivals
have many connections and common
features. Both directions are focused
on creating an impressive spectacle, on
developing a person’s abilities, aesthetic
perception, and the ability to demonstrate
his best qualities. In addition, both in
physical training and in art, there are
different schools, traditions, and styles that
develop and interact with each other over
time, creating ever-new forms through
a synthesis of arts and sports (Bjelica &
Joksimovi¢ 1065).

In physical training, the learning
outcomes are sports achievements, such



as winning, setting records, receiving
medals, etc. In performing arts training,
the result is the synthesis and harmony

of visual images created by the artist,
director, designer, composer, and other
participants of the creative process, who
work together to create a complete piece of
art that can evoke the audience’s emotions
and admiration. Through the performing
arts, physical and theatrical schools are
synthesized. Thus, the disciplines of arts
and sports are inextricably linked and have
a global historical significance that affects
essential components of culture and society
in different eras and parts of the world.

Methods

In physical training and art,
psychophysiological and personal
achievements are highly valued and gained
by intensive training, perseverance, hard
work, and self-discipline. In physical
training, this can be achievements in
physical form, technique, and tactics,
as well as winning competitions and
setting new records. In art, it can be, for
example, performing mastery, a unique
artistic style, a creative approach to
creating works, and high professional
qualifications. In both cases, a person’s
achievements are evaluated as the result
of hard work and personal growth, which
manifests itself in a high level of spiritual
skill and professionalism (Umirbekova &
Shalabayeva 117).

The inscriptions on stones that have
survived to our times in Egypt, Assyria,
and Greece served as a form of recorded
information in many ancient civilizations
and are an essential source

to study the history and culture of
ancient civilizations, including their
attitude to physical activity (Kaupuzs
& Usca 443). Stone tablets contain
information about the life and culture of
ancient civilizations, including sports and
athletic perfect, physical training; there are
also references to sports competitions, the

Olympic Games, and to athletes’ physical
training:

“If you want to be strong, run.

[f you want to be beautiful, run.

[f you want to be smart, run”.

This short poem calls for hard work,
endurance, and a healthy lifestyle. The
author claims that running is the key to
achieving various goals: physical strength,
beauty, and intellectual development.
Overall, the poem emphasizes the
importance of activity and reminds us
that achievement requires effort and
perseverance (Sakayev & Tashbolatov 93).

[t should be noted that breathing
exercises are an effective tool to strengthen
muscles, increase lung capacity, and
improve the quality of breathing. These
factors contribute to the improvement of a
person’s general physical form and increase
his performance. In addition, breathing
exercises improve the functioning of the
cardiovascular system, which is especially
important for older individuals and people
with cardiovascular diseases. Breathing
exercises can help reduce stress and
anxiety levels, increase concentration and
improve cognitive function. Therapeutic
and preventive gymnastics, which includes
breathing exercises, helps prevent and treat
various diseases of the musculoskeletal
system, such as scoliosis, osteochondrosis,
arthrosis, and others. In general, breathing
exercises are an essential component of a
healthy lifestyle and can be recommended
for the prevention and treatment of many
diseases. Many pieces of art are devoted
to the development of physical culture. As
proof of this idea, we can cite the ancient
Greek sculpture “Discobolus” by Myron
(c. 450 BC), one of the most famous works
of ancient Greek art, and testifies how
sports competitions influenced the culture
and creativity of that time. The sculpture
depicts the moment when the athlete
throws the discus. At this moment, the
dynamic movement of his body, expressed
in posture and stretched muscles, is
conveyed by the sculptor with incredible
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accuracy and realism. Miron masterfully
conveyed the movement of the athlete’s
inner impulse to throw the disk, which is
an attractive artistic direction of movement.
The sculpture “Discobolus” by Myron is of
high value as a piece of art and a reflection
of Ancient Greek culture and history.

Sports competitions and the Olympic
Games were essential to ancient Greek
history and culture. They have been held
since the first centuries of our era and have
existed for many centuries in various forms
in different cultures. The Olympic Games
were founded in 776 BC in ancient Greece
and were held in Olympia every four years
in honor of the god Zeus. Sports were an
important part of these games, and they
included many sports such as running,
wrestling, javelin and discus throwing,
jumping over obstacles, etc. The Olympic
Games have become a symbol of peace and
sports friendship and are still held every
four years in different countries of the world.
They are of essential significance to sports
culture and human history (Sakayev &
Tashbolatov 94).

The works of an outstanding ancient
Greek sculptor of the 4th century BC,
Lysippus was mainly devoted to depicting
the human body, including athletes. He
studied movement dynamics and tried
to convey it in his sculptures. His works
have vigor and emotional character, which
makes them relevant and significant for
athletes and people in general so far.
Lysippus created about 1,500 sculptures
and statues, including athletes’ images
such as runners, wrestlers, discus throwers,
etc. He also created gods’ images and
heroes that were associated with sports and
competitions. His works depict athletes’
movements and emotions in the moments
of competition. These works are not only
artistic masterpieces but also valuable
sources of information about sports in
ancient Greece.

Through the use of plastic arts and
the creation of expressive, meaningiul,
and value-driven relationships with the

audience, the emergence of educational
methodologies for training students

in physical theatre has occurred. The
development of teaching methodologies

in plastic arts is based on the
internationalization of techniques for
training students in physical theatre,
drawing from the insights of theatrical
theorists and practitioners such as

Appia, Craig, Stanislavski, Vakhtangov,
Meyerhold, Copeau, Schechner, and
Brecht. Their contributions to the theatrical
arts and their understanding of acting have
formed the foundation for the development
of this method, which assists physical
theatre students in cultivating not only
acting skills but also an understanding of
the importance of emotional and aesthetic
connection with the audience. This method
is rooted in the exploration of plasticity and
movement, the development of emotional
and physical flexibility, the creation of
cohesive characters, interaction with the
audience, analysis of sociocultural aspects,
and the exploration of innovative methods
(Khalykov & Koyesov 20).

The formation of the methodology for
teaching plastic arts is intertwined with the
teaching of “theatricalism” as advocated
by proponents of the humanistic paradigm
in plastic arts — Olive, Grotowski, and
Eugenio Barba.

Olive’s ideas are centered on fostering
creative individuality through plasticity,
movement, and expression, achieved via an
individualized approach that facilitates the
revelation of their uniqueness (Sakayev &
Tashbolatov 94).

Grotowski’s methodology, known as
the “actor’s search,” is built upon a deep
internal comprehension of characters and
their emotional realization through the body
and movement. Grotowski emphasized
the significance of transforming the
actor through physical and psychological
work. Jerzy Grotowski initiated a cultural
revolution in the realm of teaching
“theatricalism,” intertwining his theories
with neurobiology and emphasizing human



development through creative potential
(Umirbekova & Shalabayeva 118).

Eugenio Barba, the founder of the
International Theatre Institute, actively
develops ideas related to plastic theatre and
anthropological theatre. He emphasizes
the importance of bodily techniques and
cultural adaptation in creating rich and
distinctive performances.

According to Delsarte’s conception,
the three elements — body, soul, and
intellect — are interconnected and mutually
complement each other. The development
of all three aspects enables actors to
create more harmonious and profound
interpretations of characters and their
interactions. This concept also underscores
that the expressiveness and poignancy
of theatrical performances are achieved
through the collaborative influence of
physical, emotional, and intellectual
dimensions (Zhanguzhinova & Magauova).

The humanistic paradigm implies
that actors must cultivate their
individuality, delve deeply into their
roles, and understand the meaning and
values of characters and plays. This
approach is oriented toward a more
profound exploration of human nature,
sociocultural aspects, and psychological
traits, facilitating the creation of more
expressive and profound theatrical works.
The internationalization of techniques
for training students in physical theatre
is synthesized through interdisciplinary
approaches encompassing pedagogy,
psychology, physiology, humanities,
sociology, and performing arts as a whole.

In physical theatre and plastic arts,
it is vital to unify physical movements,
emotions, and creative thinking. This
allows for the creation of persuasive and
profound theatrical productions that
effectively communicate with the audience
and inspire it through mental flexibility
and lateral thinking, movement as an
expression of emotions, the integrity of
the body, and preparation as a means of
expression.

Discussion

In the context of discussions on the
methods of teaching specialized disciplines,
there are a number of reasons for the irony
of the ancient times art work on athletes
psychophysiological training by means of
performing arts:

Changing values and cultural
norms: Over time, values and cultural
norms change, and what was previously
recognized as valuable and revered can
become the object of ridicule and irony.

For example, slavery in ancient times was
a common practice, but now we consider it
unacceptable and even cruel.

Limited information: Our
information about antiquity is limited by
historical records, which may be incomplete
or distorted. In addition, our interpretation
of the past can be highly dependent on our
cultural and social perspective.

Romanticization of the past: Many
people romanticize the past, seeing it as
a time when everything was simple and
perfect. However, in reality, life in the
ancient era was difficult and dangerous, and
historical facts can be unpleasant for those
who idealize the past (Medeubek 85).

Based on the above factors, the study
of the ancient era allows us to determine
the educational aspects of physical theater
students’ physical training by means of
theatrical art. The method of preparing
students for physical theater synthesizes
psychophysiology, ethnopedagogy,
traditional Kazakh values, and the synthesis
of sports and performing arts schools.

Researchers in the field of preparing
and educating students through art
believe that this methodology effectively
influences students, helping them acquire
knowledge and develop skills, values, and
self-understanding within the context
of society. Each tool has its advantages
and possibilities, and educators often
combine them to achieve the best results in
educational activities.
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Psychophysiology involves studying
the connection between the physical
and psychological aspects of a person.
Understanding how physical state impacts
psychological well-being, and vice versa,
can assist educators in adapting the
educational process and approaches to
individual student needs (Umirbekova &
Shalabaeva 2020).

Ethnopedagogy takes cultural, ethnic,
and sociocultural aspects of students into
account. Employing ethnopedagogical
approaches allows the creation of
educational programs that consider
students’ cultural heritage, helping them
better comprehend and appreciate their
culture (Zhanguzhinova & Magauoval).

Integrating traditional Kazakh values
into the educational process contributes
to developing moral, ethical, and social
qualities in students, aiding in a better
understanding of their identity and cultural
values (Alimkhanov & Bakaev 2020).

The synthesis of sports and performing
arts schools integrates sports and arts
into the educational process, promoting
comprehensive student development.
Sports activities foster physical skills and
contribute to health, while participation
in performing arts develops creative and
communicative skills (Khalykov & Koesov
2022).

In this article, research methods are
based on review-theoretical, psycho-
physiological, historical-culturological, art
study, methodological, and pedagogical
analyses.

In higher education institutions training
students for physical theater, as well as
in other schools and institutions involved
in physical culture and sports, the main
direction of exercises is the development of
grace, beauty, and harmony of movements.
In this context, physical exercises help
students develop their creativity and
express their emotions through movement
(Umirbekova & Shalabayeva 120).

In the physical theater genre since
the early 20th century, actors have used
their bodies and movements to convey
meaning and emotion without words. The
physical theater includes various non-
verbal methods such as facial expressions,
plasticity, dance, and acrobatics, using
only body language, stage movement,
stage combat, and dance through rhythm,
pantomime, and step.

Working in the field of physical
theater requires specialists with high
physical abilities, acting skills, and a
good understanding of this genre basic
principles. During the professional training
sports and stage schools, students,
theater, film, and circus artists are trained

Acting skills;

Physical fitness (including rhythmics, step, contempo, contact improvisation,
dance,acrobatics, plasticity and facial expressions);

Theatre history and theory;

Directing and staging performances;

Work with costumes and props;

2

Music and soundtrack.

Scheme . Modules of disciplines in Physical theater programs



in the following areas: gymnast, acrobat,
tightrope walker, stunt performer, juggler,
and equestrian. The curriculum “Physical
Theater Actor” includes the following
course disciplines (see scheme 1):

Physical theater students can also
participate in various projects and
performances to gain stage experience and
expand their skills. Important qualities that
a physical theater specialist should possess
are high physical shape, a creative approach
to work and teamwork.

As an example of the
internationalization of physical theater,
students training by means of plastic art
can serve the "Kultur On Tour 2023"
youth theater festival. The ninth festival
was held in Germany from January 3 to
January 9, 2023 in Bremen, with about 90
professional physical theaters of Europe
participating. The theatrical organizations
of the European Union organized the event.
Kazakhstan Physical Theater was invited
as a guests of the festival. The 4th year
students of Temirbek Zhurgenov Academy
of Arts took the third place of honor in the
nomination "Best Plastic Performance”
with the work "Hamlet". The production
directors are Professor, Candidate of Art
History, Honored Worker of the Republic
of Kazakhstan Kulbayev Aman Bekenuly
and Yerbol Tolepbergen. According to the
festival results, two students of the Stage
Plastics Department became the holders,
and three teachers of the department were
awarded educational scholarships from the
Erasmus + program (see pic.1.).

Pic. 1. The 4th year students of T. Zhurgenov
KazNAA took third place in the nomination "Best
plastic performance" at “Kultur On Tour 2023”
festival in Germany

In general, the internationalization
of methods for training physical theater
students can facilitate cross-cultural
exchange of experiences and enable
students to broaden their horizons and
deepen their understanding of various
styles within physical theater. Positive
results can diversify and modernize
the quality of students' teaching, and
professional training helps improve
their skills in the field of expressiveness,
movement, and facial expressions, which
can increase student performance quality.

One of the key aspects of classes
in physical and stage schools is the
development of movement technique,
which includes the body's correct
positioning, flexibility, strength, and
endurance. However, along with this, it
is also necessary to pay attention to the
aesthetic aspects of movements, such
as grace, plasticity, expressiveness, and
beauty (Kaupuzs & Usca 445).

[t is also important to remember that
physical education classes at universities
training physical theater students can help
develop not only physical abilities but also
many other skills, such as self-confidence,
self-discipline, concentration, coordination
of movements, and the ability to work
in a team. Physical education classes in
physical and stage schools are an important
tool for developing physical theater
student's creative potential and personal
growth (Bjelica & Joksimovi¢ 1065).
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In the curriculum for students of the helps students develop both physically and

"Physical Theater Actor" specialization, psychologically, improves health, improves
in order to nurture enthusiasm among mood and psychological state, and helps
students and stimulate their interest in students better cope with educational and
physical education and sports within the life challenges.

university setting, it is advisable to employ Motor activity in performing arts and

the following methods and approaches (see  sports has much in common. In both cases,

table 1): one must learn to control the body and
In general, conducting physical coordinate its movements to achieve the
education classes at a creative university desired result. In addition, in both cases,

Table 1.

Training methods and approaches of physical theater students’ by means of plastic art

Methods

Approaches

Diversity of activities:

Offer students a variety of physical activities and games to keep them
interested and expand their range of knowledge about physical activity
with elements of ethno-pedagogy; motor skills and abilities; cyclic,
acyclic, and mixed; for the development of individual muscle groups;
involving the mechanisms of energy supply for muscular activity;
exercises based on the intensity of effort.

Comfortable environment:

Provide good learning environment so that students feel comfortable
and confident (scenography reflecting the staging objectives, with
material-technical support and professional equipment, ensuring safety
measures).

Stimulation of the team
spirit:

Promote cooperation, competition, and mutual support among each
other during activities involving elements of Kazakh national games
(kokpar, toguz kumalak, audarma, at-auyyrmas, kiz kuu, alash, alaman
baige, kokpar, audaryspak, kyz kuu, kumicalu, sakina zhasyru,
aksuyek,asyk atu,tymak uryp zhygu, kumalak, altyn)

Actual and motivating
exercises:

Selecting exercises that will be interesting for students and motivate
them for further development (comprehensive, professionally applied,
sports, restorative, recreational)

Inviting subject matter
practitioners

To conduct classes so that students can learn more about specific
sports and performing arts exercises.

Organization of
competitions:

Hold competitions and tournaments to stimulate interest and motivate
students for further development based on Kazakh national games (“Ak
suyek”, “Agash ayak”, “Altybakan”, “Asyk atu”, “Bes tas (shekem tas)”,
“Arkan tartys”, “Zhuzik tastau”, “Sokyr teke”, “Togyz Kymalax”, as well
as games on horseback: “Kyz kuu”, “Tyiyn ilu”, “Audaryspak”, “Mare
kokpar”, “Altyn kabak (jamby atu)”).

Ensuring accessibility and
opportunity

for all students, including disabled students.

Teaching students correct
technique to perform
exercises:

It is necessary to monitor their physical and mental health (for the
development of speed, strength, speed-strength, and coordination,
endurance, flexibility, sensory-perceptual, intellectual, aesthetic, and
volitional abilities).



it is essential to develop physical abilities,
such as flexibility, endurance, and strength
(see pic 2.).

Pic. 2. The scene from “Hamlet” performed by
physical theater students at “Kultur On Tour 2023”
youth theater festival.

However, we should remember that
performing arts and physical training
possess their own unique characteristics
and challenges. In performing arts, it is
essential to convey emotions and ideas
through movements and facial expressions,
while in physical training it is important
to achieve the best result in a sports
competition (Bjelica & Joksimovi¢ 1065).

However, there are general
problems associated with the qualities
of action in human nature, such as
coordination, flexibility, and endurance,
as well as psychological aspects, such as
concentration, perseverance, and stress
management. Therefore, stage arts and
physical school students can mutually
benefit from the experience and training
methods exchanged in these areas.

When teaching physical theater
students, defense and protection,
particularly with various types of weapons,
are of particular importance. Different types
of weapons, such as stabbing, slashing,
and shooting, had their own characteristics.
During the development of society, history,
and technology, various types of weapons
were developed and used by the military
to protect their territory and win battles.
For example, stabbing weapons such as
a spear or sword were used to attack at
close range. Slashing weapons such as an
ax or a saber delivered powerful blows at a
short distance. Shooting weapons such as
bows or firearms were used to attack from a
distance (Kaupuzs & Usca 445).

The physical theater students’ training
process includes teaching weapons
handling on horseback and martial arts,
helping to develop the skills and technique
to use weapons, which is a key factor in
ensuring safety.

Additionally, stage and screen
productions reflect the sporting history
of weapons handling by showcasing
traditional and modern martial arts,
fencing, shooting, and other related
disciplines. Preservation of traditions and
culture to use weapons in various forms
contributes to the development of sports
disciplines at universities training physical
theater students related to handling
weapons.

The influences of the educational
aspects of Shakespeare and Duma’s works
by means of theatrical art demonstrate not
only their immense popularity over the
years but are constantly present in culture
and art. Filmed examples of martial arts
have cultural and sporting significance in
popularizing defense techniques in physical
theater students’ teaching process.

The teaching process is based on the
educational aspects of ethnopedagogy
and traditional Kazakh values by means of
performing arts. Based on historical facts,
it was revealed that ancient Turkic people
were known for their weapon skills and
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developed military art. They used various
weapons, including bows, spears, swords,
and polearms. In addition, they developed
tactics and combat strategies that allowed
them to effectively counter their enemies
(Sakayev & Tashbolatov 95).

One of the factors contributing to the
increase in the warriors’ confidence was
education and training to use weapons
and combat tactics. The warriors of the
ancient Turkic peoples began training
from childhood, allowing them to become
experienced warriors and increase their
confidence in battle. In addition, the
ancient Turkic people developed courage,
willpower, and self-confidence, which
helped them not stumble over obstacles
and act boldly and decisively on the
battlefield. These qualities also allowed
warriors to overcome psychological barriers
such as fear and insecurity, making them
more effective in combat. Ancient Turkic
people were experts in using weapons
and developed military art, which helped
them achieve victories on the battlefield
(Alimkhanov & Bakayev 73).

In the educational process, disciplines
on plastic culture, on-stage movement,
and physical culture can be essential in
developing students’ physical and motor
abilities. These disciplines may include
dance, acrobatics, gymnastics, facial
expressions, etc.

It is important to note that stage art is
not limited to plasticity and movement; it
also includes acting work with sound, light,
costumes, and scenery. Physical disciplines
can help students to understand better
and control their bodies, which in turn can
improve their performance on stage.

Thus, “harmony through the
psychological ‘drive’ to create stage
movement grace and beauty” can indeed
play a role in educating physical theater
students through the performing arts.
Psychological aspects, such as the
perception of beauty and grace, can
help students become more conscious
and emotional about their bodies and

movements, which can improve their
performances and convey emotions on
stage.

Results

Physical fitness and performing arts
share many traits, such as coordination,
body control, endurance, and flexibility.

In the process of teaching performing

arts disciplines, such as dance, acting,

and circus arts, physical movements are
necessary to create expressiveness and
emotional connection with the audience.
At the same time, the meter and rhythm of
music are essential elements in performing
arts that must be considered when
designing movements (Kuanyshbekova,
Zhaksylykova & Nurpeys 75). That means
motor actions must be coordinated with
music to create a harmonious performance.

The physical school also helps develop
skills useful in the performing arts, such
as strength, flexibility, and endurance.

In addition, sports activities also teach
discipline, body control, and concentration,
which can be helpful for successful
performance on stage.

Thus, stage school and physical school
have many features in common and can
be complementary. Common challenges
include developing physical skills,
concentration, and discipline, making them
point in the same direction.

The process of inner thought and
intuition, described in K.S. Sanislavsky,

V. Meyerhold, E. Gratovsky's works
"inner thought", can be considered a
psychophysiological process. Stanislavsky's
students, such as M. Chekhov and E.
Vakhtangov, developed the concept of
"psychological gesture", a psychological
and physical process that allows the actor
to achieve a deeper and more intuitive
work on stage. Meyerhold, E. Gratovsky,
and other teachers paid attention to
working with an actor's body and using
bodily movements to express characters'
emotions and thoughts. These approaches



Pic. 3. The physical theater students’ rehearsal

can also be considered psychophysiological
processes as they combine mental and
physical elements. The writings of the
physical theater teachers mentioned above
are complex methods of working with

an actor, including psychophysiological
processes, such as inner thought and
intuition, as well as bodywork and
psychological gestures, which help actors
achieve more expressiveness on stage
(Kuanyshbekova, Zhaksylykova & Nurpeys
75).

In Kazakh culture and traditions, there
is also an understanding of the importance
of the psychophysiological union in
achieving agility, speed, and efficiency in
various sports and arts.

One of the elements of Kazakh
entertainment arts are competitive contests
included in the world list of competitions on
national games in Kazakhstan. Traditional
Kazakh values broadcast the heritage of

spiritual wealth associated with Kazakhstan
culture through the national games. The
results of athletes' physical achievements
through participation in the Kazakh
national games popularize grace and a
beautiful body, physical movement speed,
coordination, balance of psychophysiology,
and a sense of tolerance towards rivals
(Medeubek 76).

Traditional Kazakh games such as
alaman baige, kokpar, audaryspak, kyz kuu,
kumicalu, sakina zhasyru, aksuyek,asyk
atu,tymak uryp zhygu, kumalak, altyn
and others, are also a way to promote
agility, speed and strength, they can be
considered as a form of physical training.
Martial arts such as kazakhsha kures also
require high physical and mental fitness
and are considered a form of competitive
sport. When training physical and stage
schools students, methods according to
traditional Kazakh national games are used:
"Ak suyek", "Agash ayak", "Altybakan",
"Asyk atu", "Bes tas (shekem tas)",

"Arkan tartys", "Zhuzik tastau", "Sokyr
teke", "Togyz kymalak", as well as games
on horseback: "Kyz kuu", "Tyiyn ilu",
"Audaryspak", "Mare kokpar", "Altyn
Kabak (jamby atu)" and others (Alimkhanov
& Bakayev 73).

Horse games, circus arts, and martial
arts competitions - all require high physical
fitness and psychological concentration.

The formation of athletes'
psychophysiological qualities by means
of traditional Kazakh games is facilitated
by developing attention (volume and
distribution, switching, concentration,
stability, operational thinking, emotional
stability, strong-willed qualities, initiative,
courage and determination, stamina).

Classes on traditional Kazakh games
develop students' intellectual activity:
"erudition," "intelligence," and common
sense. Therefore, this statement sounds
like a historical and cultural context
associated with Kazakhstan's national
games and traditions of Kazakhstan.
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Along with Kazakh cultural identity
among other cultures, there is also a
tradition of education and training based
on specific techniques and methods that
help to achieve better results in various
physical training and arts. These methods
can be associated with psychophysiological
processes such as concentration and mind
inner working, as well as with bodywork,
which together help to achieve harmony in
movements and behavior, leading to more
effective results (Medeubek 76).

Undoubtedly, national games are part
of people's cultural heritage and traditions,
which have been formed over the centuries.
They can reflect people's philosophy of
life and their values. Also, national games
are a way to preserve and pass on cultural
heritage and traditions from generation to
generation. However, the assessment of
whether games are a product of the Kazakh
people philosophy of life and a fashion for
popular holidays may depend on the forms
of educational aspects of traditional Kazakh
values broadcasted in performing arts
(Alimkhanov & Bakayev 73).

Conclusion

Along with preserving traditional
Kazakh values identity in performing arts,
the enrichment and diversification plastic
arts students training methods can expand

the horizons of internationalization of
educational methods in art and sports:

« Participation in international
competitions and festivals can help
students advance internationally, meet
professional artists, and gain valuable
performance experience.

+ Interdisciplinary study in various
fields, such as dance, acting and music, can
help students expand their knowledge and
skills, which can be helpful in their future
careers.

+ Collaboration with professional
organizations can offer students access to a
professional network and the opportunity to
participate in activities that enhance their
skills.

* International student exchanges
may include internships and exchanges at
universities or colleges in other countries,
where students can learn from the best
teachers and experience different cultural
environments.

* Online courses and seminars can
be helpful for students who cannot travel
to other countries or attend top teachers'
lectures. These courses can offer students
access to learning materials and experts
from around the world.

The results of the internationalization
of physical theater students' training
methods with the help of plastic art can
have a positive effect and improve students'
education and professional training quality.



INTERNATIONALIZATION OF TRAINING METHODS OF PHYSICAL THEATER STUDENTS’ BY MEANS OF
PLASTIC ART
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Kysi6aeB Aman', )Kanryxunoa Mepyept!

'TemipGek )Kyprenos ateiniarsl Kasak yiarTeiK eHep akagemusich! (Anmatel, Kazakeran)

DU3UKAJIbIK TEATP CTYAEHTTEPIH NTIACTUKAJIbIK ©HEP APKblJ1bl OKbITY 94ICTEMECIH
WMHTEPHAUVOHAJIMSALUMANAHODbIPY

AHpaTna. 3epTTeyaiH, e3eKTiniri GuU3nKanbiK TeaTp CTyAEHTTEPIHIH NCMXODU3NONOTUSANBIK,
[LaNbIHABIFbIHBIH, MBHAPanbIK acnekTinepiMeH H6ainaHbICTbl. 3epTTey Maceneci GU3nKanbIk, XaHe
CaxHanblK MeKTen CTyAEHTTEPiH NCMXOMU3MONOTUANbIK faspnay aHe Toapbueney TacingepiHaeri
avibipMalUbINbIKTap MeH yiineciMaiktepai isnectipy 6onbin Tabbiiagpl.

3epTTey HbiCaHbl MCUXODU3MONOTUS, STHOMEAATOTMKA, ABCTYPII Ka3aK, KYHAbINbIKTapbl, DU3MKanNbIK,
XKHE CaxXHanblK MeKTeNTepiHiH CMHTEe3i, 6iniM MeH eHepAi MHTepHALMOHANU3aLMUINAHAbIPY
cananapblHAaFbl NaHApanblk 3epTTeyNepre Heri3aenreH oKy YaepiciHaeri Toapbuenik acnekTinep 6onbin
Tabbinagpl. 3epTTey NaHi — GU3MKanblK TEATP OPbIHAAYLIbINAPbIH CaXHAbIK 6Hep KypanaapbiMeH
NcuxodU3MoNornanbiK GU3MKanbik JanbIHAAY.

3epTTey MaKcaTbl — U3MKaNbIK TeATP CTYAEHTTEPIHIH NCMXOMU3NONOTUANBIK AAWbIHAbIFbIHbIH,
Topbuenik acnekTiNepiH caxHa eHepi apKblibl aHbIKTAY. 3€PTTEYAIH MiHAETI — CTYAEHTTEPAI CaxHa
OHepi apKblibl NCUXODU3IMONOTUANBIK AASPNAY SAICTEMECI KYPbINbIMbIHbIH TEOPUABIK XKHE
dAiCHaManbIK Heri3iH aHbliKTay. 3epTTeyaiH, 60mKkaMbl GU3MKaNbIK XKOHE CaXHaNbIK MEKTEN CTYAEHTTepPiH
NCcUXodU3MONOTUANbIK, AaNbIHAAYAbIH MaKcaTTapbl MeH MiHAETTEPIH aHblKTay 6apbICbiHAA CaXHabIK,
eHep Kypanzgapbl apkblibl 6eMiHAIK NaHAEPA OKbITY 3aicTeMeCiHiH Tapbuenik acnekTinepiH aHbIKTayFa
601aTbIHAbIFbIHAA.

oficteMenik Herizi ncMxodr3nonorus, CTyaeHTTepAiH GU3NKanbIK AaNbIHAbIFLI, STHONELArOr1Ka,
LBCTYPAi Ka3ak, KyHAbINbIKTapbl, CAXHA 6Hepi, 6iniM MeH eHepAi MHTepHaLMOHaNM3auusInaHabIpy
60MbIHLWA 3epTTeyLwinepaid eHbekTepiH NaHapanbik 3epTTeyre barbiTTanambl. 3epTTey aAicTepi:
TEOPUANbIK LLOAY, ICUXODU3INONOTUANBIK, TAPUXU-MIAEHU, BHEPTAHY, SAICTEMENiK-NeAarornkanbik Tanaay.

3epTTeyaiH TeopUsNbIK MaHbI3AbINbIFbI DU3MKANbIK XXSHE CaxXHANbIK MeKTENTEPAiH, CUHTE3i apKblbl
CTYAEHTTEPAIH NCMXODU3NONOTUINBIK AANbIHAbIFbIHbIH TOPOMENiK aCneKTiNepiH FblbIMU-TEOPUANBIK,
Herizaey 601bin Tabbinasbl. 3epTTeyAiH NPaKTUKabIK MaHbI3AbUIbIFbI CAXHA BHepi KypanaapbiH,
3THONeAArornka KypanaapbiH, CAXHa OHePi apKbl/ibl TapaTbiNaTbiH A3CTYPAI Ka3ak KYHAbIIbIKTAPbIH
6acLubINbIKKa anafbl. 3ePTTEY HATUXKENEPI CTYAEHTTEPAI CAXHA BHEPI apKblibl NCUXO(U3NONOTUSNBIK,
[asipnay aAicTeMeciHiH, Topbuenik acnekTinepiH aHbIKTayFa MyMKiHAiIK Oepai.

Kinm ce3dep: Tapbuenik acnekTinep, nCMxo@u3nonorus, CTyaeHTTePAiH, GU3MKaNbIK AaNbIHAbIFbI,
3THONeAarornka, A3CTYPAi Ka3ak KYHAbIIbIKTAPbI, CNOPT )XaHE CaXHa MEKTENTEPIHIH, CUHTE3I, AeHe
TeaTpbl, CAXHa BHepiHiH Kypanaapsl, 6iniM 6epy MeH eHepAi MHTEPHALMOHANU3ALMUANAHLbIPY.

Aaiiekces ywin: Kynbaes, AMaH xaHe MepyepT XKaHryxmHoBa. Du3nkanblk Teatp CTyAeHTTepiH
NNACTUKANbIK @Hep apKbi/bl OKbITY 3AiCcTeMeCiH MHTEpHAaUMOHanu3aumananabipy. Central Asian Journal of
Art Sdudies, T.8,N2 3,2023,161 -177 6. DOI: 10.47940/cajas.v10i3.736

Anfbic. ABTOPNap MakanaHblH, aFbi/WbIH TiNiHe ayAapMachiH JKacafaHbl YLUiH Nefarornka
FbINbIMAAPbIHbIH, KaHAMAaAThI, LLeT Tinaepi kadeapacbiHbiH, fOLEHTI, TeMipbek XXypreHoB aTbliHAAFbI
Kasak, ynTTbiK eHep akazemuscsl, KasakctaH xanbikTapbl AccambneschbiHbiH MyLeci blckakoBa onus
OpbliHbacapkpi3biHa anfbic 6ingdipeni. ABTopnap >KypHanabiH, peAakTopaapbl XaHe MakanaMeH >KyMbIC
icTeyre yakblTTapblH 6e/reH peLieH3eHTTepre Ae A3H pu3anbiFbiH bingipeai.

Asmopnap Kom«a3baHwlH COHFbl HYCKACbIH 0KbIN, MAKY/10a0bl aHe Myddenep Kalilubl/blFbl HOK
ekeHOi2iH Manimoelioi.
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Kyn6aes Aman', )Kanryxxunosa Mepyepr!

'Kasaxckast HalnoHasbHas akageMust nekyceeTB uMenu TemnpOeka Kyprenosa (Anmathbl, Kasaxcran)

WHTEPHALMOHAIM3AUMA METOAUKU MOATOTOBKU CTYAEHTOB ®U3UYECKOIO TEATPA
CPEACTBAMMU MJIACTUYECKOIO MCKYCCTBA

AHHOTauMA. AKTYanbHOCTb UCCIEA0BAHMS CA3aHA C MEXAMUCLUMMIMHAPHBIMU acNeKTaMu
NCcUX0PU3MON0rMyeckor NoaroToBKM CTyAeHTOB dhu3myeckoro Teatpa. [pobnemMoit nccnenoBaHus
SABNSETCS Pa3NYUsA U NOUCKM COBMECTUMOCTMU B MOAXOAAX BOCMUTAHUS U MCUXOPU3NONOrMYECKOM
MOArOTOBKM CTYAEHTOB DM3MUECKOW U CLLEHWUYECKON LUKOI.

O6bLEKTOM MCCNeL0BAHUA ABAIOTCS BOCNMUTATE/IbHbIE acneKTbl B y4eGHOM npouecce,
6a3npyoLLMecs Ha MEXANCLUMNANMHAPHBIX UCCIEA0BAHMAX B 061ACTAX: NCUXOdU3N0Norum,
3THONEeAArOrMKM, TPAAMLMOHHBIX Ka3axCKUX LLeHHOCTEMN, CUHTe3a GU3MYECKOM U CLLEEHUYECKOM
LUKOJ1, UHTEPHALMOHaNM3aLMK 06pa3oBaHNUs U UCKycCTBa. [peaMeTOM MCCef0BaHUS ABNSETCS
ncMxopusnonormyeckas noaroToBka UcnonHuTenen Guanyeckoro Teatpa CpeacTBaMm CLEHUYECKOro
nckyccrsa. Llenb nccnenoBaHus — onpefenuntb BOCAUTATEbHbIE aCmeKTbl MCUX0(U3M0N0rMYecKon
MOArOTOBKM CTYAEHTOB DM3MUECKOro TeaTpa CPeACcTBaMM CLLEEHMYECKOrO UCKYCCTBA. 3aAa4a
UCCNenoBaHus — BbISIBUTb TEOPETUKO-METOLOIOMMUYECKYH OCHOBY ANl CO34aHUS METOAMKM
NMCcUXOPU3MON0rMyeckoi NoAroToBKM CTYAEHTOB CPEACTBAMM CLEEHMYECKOrO UCKYCCTBA. [MnoTesa
MCCnenoBaHus 3ak/IYaeTCs B TOM, YTO NPpU onpeseneHny geduUHMULMIA No LEesM 1 3aaa4vam
ncMxodu3nonorMyeckon NoAroToBKM CTyAEHTOB HM3NYECKON U CLLEHMYECKOM LUKOA BO3MOXHO
BbISIBJIEHWE BOCMMUTATENbHbIX ACNEKTOB AN METOAUKM NPenofaBaHUs NPOdUIbHbIX AUCLUNANH
CpefCcTBAMM CLLEHMYECKOrO UCKYCCTBA. MeTofonornyeckas 0CHoBa 6a3npyeTcs Ha MeXAUCLUUNINHAPHOM
U3y4YeHUU TPYLOB UCCIefoBaTeNiel Mo NCMxXopusnonorumn, GU3n4eckomn NoarotToske
CTYLEHTOB, 3THOMEAATOrMKe, TPAAULMOHHBIM Ka3aXCKMUM LLEHHOCTSAM, CLLEHUMYECKOM UCKYCCTBE,
WMHTEpPHaLMOHaNM3aLumMmM 06pa3oBaHMa U UCKyCCTBa. MeToabl nccnenoBaHus: 0630pHO-TEOPETUYECKOTO,
NCUXOPU3MON0rMYECKOro, UCTOPUKO-KYIbTYPOSIOrMUYECKOro, MCKYCCTBOBEAYECKOrO, METOAMKO-
nefarorMyeckoro aHanmsa.

TeopeTnyeckas 3Ha4YMMOCTb UCCIEL0BAHUS 3aKN0YAETCS B HAY4YHO-TEOPETUYECKOM 060CHOBaHUM
BOCMMUTATE/IbHbIX aCMEKTOB NCUXO(MU3UONOTMUYECKON NOATOTOBKM CTYAEHTOB Yepes CUMHTE3 hU3nYeCcKoi
W CLEHUYecKoM Wwkon. MpakTuyeckoe 3HaYeHUe UCCIeA0BaHMS PYKOBOLCTBYETCS CPeACTBAMU
CLLeHMYECKOro UCKYCCTBA, UHCTPYMEHTaMM 3THONEeAArorMku, TPaAMUMOHHBIMU Ka3aXCKUMM LIEHHOCTAMM,
TPaHCMPYEMbIMU CLLEHWUYECKMM UCKYCCTBOM. Pe3ynbTaThl MCCNeL0BaHUS MO3BOMAN BbISIBUTb
BOCMMUTATE/IbHbIE ACMeKTbl METOAUKM NCUXODU3MONOrMYECKOW NOATOTOBKM CTYAEHTOB CPEACTBAMM
CLLeHMYECKOro UCKYCCTBa.

Knrouessie cnosa: BocnutaTesibHble acneKTbl, NCMXOPU3nonorus, dusmnyeckas noaroToBKa CTyAEHTOB,
3THOMEeAArornka, TPaAMLLMOHHbIE Ka3aXCKMe LLeHHOCTU, CUHTE3 (DU3UYECKOM U CLLEHWMYECKON LUK,
du13nYeckuit TeaTp, CPeACTBa CLLEHUYECKOrO MCKYCCTBA, MHTEPHALMOHaNM3aLUma 06pa3oBaHus 1
MCKYCCTBA.

Ans yumuposanus: Kynbaes, AMaH 1 Mepyept XKaHryxxmHoBa. MHTepHaLMOHaNM3aLus METOANKM
MOArOTOBKM CTYAEHTOB (DM3MUECKOr0 TeaTpa CPeACcTBAMM NIACTMUECKoro uckyccrea. Central Asian Journal
of Art Sdudies, 1. 8,N2 3,2023,c.161 -177 DOI: 10.47940/cajas.v10i3.736

bnazodapHocmu: ABTOPbI BbipakatoT 61aro4apHOCTb 33 NEPEBOS, CTaTbW HA AHITUMCKUIA A3bIK
MckakoBoi Anne OpblH6acapoBHe, KaHAMAATY NefarorMyeckux Hayk, AOLEHTY Kadeapbl MHOCTPAHHbIX
A3bIKOB, Ka3axCcKoM HaLMOHaNIbHOM akafeMun UCKYCCTB MMeHU TeMupbeka XKypreHoBa, UneHy
Accambnen HapopoB KasaxcraHa. ABTOpbl NpU3HATENbHbI PeAaKLIMM XYpPHaNa U peLeH3eHTaM, 1to6e3Ho
BbIAEIMBLUMM CBOE BpeMs A/ paboTbl Haf CTATbEN.

Asmopel npodumanu u 0006punu OKOHYamesbHelli 8GPUAHM pyKonucu U 3aseasom 06 omcymcmauu
KOH@IUKMA UHMepecos.
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OWbIHIAPODI

93IPJIEYTE APHAJIFAH
BAFJIAPJIAMAJIbIK
YKACAKTAMA OJIICTEPI
MEH TOCIJIIEPIH 3EPTTEY

®epysa Carbibanauesa’, IN'ymkanat EcenGekoBa®
1Temipbek XypreHoB aTbiHAaFbl Ka3ak, ¥NTTbik eHep akageMuscol, (Anmartbl, KasakcraH).

Anpatna. KomnbtoTepnik oiibiHAAP - 6yn o¥ibIH-CaybIK YLLUiH FaHa eMeC, COHbIMEH KaTap, 6inim
6epy, 6U3HeC, AeHCaybIK CaKTay XXaHe eHep Tapi3ai eMipaiH apTypAi cananapbiHa KATblCTbl MaHbI3Abl
MaKcaTTap YLWiH KonAaHbINaTbiH 6aFmapnamanbik KOCbIMIWaHbIH 6ip Typi. OMbIHHbIH, Kencananbl CMNaTThl
[aMy npouecTepi, ayAano, eHep, BUAEOD, backapy xyienepi, xacaHabl nHtennekt (KW) xxaHe apamu
dakTopnblkK GarmapnaManbik oOMblHAAPAbI 93ipney TaxipubeciH aacTypni 6arnapnamManbik )XacakTaMagaH
KbI3bIKTbl 3pi Kypaeni etesi.

3epTTey aAicTeMeci OTaHAbIK XaHe WweTenaik Taxipnbeae game design (0MblH An3aliHbI)
dA4icTepiH Tanmayabl KAaMTUAbL. 3epTTey OMbIH Xacay aA4icTepi MeH TacinaepiHiH 6enimaenyiH 6aranay
KpUTEpUINEPIH aHbiKTanabl. Tanaay ken dakTopaapAbl CanbiCTbIpy SAICIH KONAAHA OTbIPbIMN, OMbIHHbIH,
hYHKLUMOHANAbIK XXHEe KOMMO3ULMANBIK cunaTTaManapbl 60MbIHLWA Xyprisineni. MakanaHblH MakcaTbl
OVibIHAAPAbI 93ipney YLWiH 6aFnapnamanbik xacakTaMaHblH, 3aMaHayu 3epTTeynepiH capantay 6onbin
Tabbinagpl.

MiHpeTTepi: 3epTTeNnreH xaHe 33ipaeHreH aAic KbI3METiH eCKepe OTbIPbIM, OMbIH XacayFa apHafaH
6ap LWblFapMalLbIblK, OPTaHbIH, )XaHa MYMKIHAIKTEPIH ally; HbICAHHbIH, ©3iHAIK epeKLueniriH cakTay aHe
3amMaHayu Aamy 6aFbITTapbiH Kypy MaKCaTbiHAA OMbIH OHAIPICIH XXaHAAHAbIPY; OVbIH TEXHONOrMANAPbIH
KemKbInaplk Tapuxbl 6ap Kasakcran PecnybnmnkacbiHbiH, 3aMaHaymn 6HEp TyblHAbIAPbIHbIH,
KXeTTinikTepiHe 6eiimaey apicTepi MeH KypanaapbiH aHbIKTay.

Ka3akcTaHHbIH, OMbIH AM3aiHbIHbIH, AaMy 60naLLaFbl OHbIH, 4AMbIN Ke/e XaTKkaH TeXHonorusanapra
Xblngam beiiimoeny MyMKiHAiriHae xatbip. beriMaeny apkpinbl neMaik HapblKka OTaHAbIK OMbIH BHIMIH
acay >XaHe XeTKi3y eHinipek 6onmak.

TyiiiH ce3dep: KOMNbIOTEPIK OVibiH, GEHE OMbIH, OHNAH OMbIH, XYiieni Wwony, 6araapnamanbik, OWbIH,
6arnapnamansbik xacakTamaHbl a3ipiey, )xacaHapbl MHTeNneKT, game design, reuMuduKaLums.

Aoaiiekce3 ywin: Catbibananesa, epy3a, xxaHe MNymkaHat EceHbekoBa. «OibiHAApAbI 93ipneyre
apHanfaH b6arnapnaManblk XacakrtaMa aictepi MeH TacingepiH 3eptrey». Central Asian Journal of Art
Sdudies, . 8,N2 3,2023,179-195 6.DOI: 10.47940/cajas.v9i2.714

Anrbic. ABTopnap CaxueBa ®apuaa 06ybakipKbi3biHa 3epTTey HbiCaHbl OoMbIHILA 3aebueTTepai
Kapayfa XaHe MakanaHbl pefaakumanayFa KeMeKTeCcKeHi YLWiH anfbic binaipesi.

Asmop Komwa36aHbiH COHFbI HYCKACbIH 0KbIN, MAKy10aodsl aHe Mydoesnep Kallibliblfbl #OK eKeHOi2iH
Manimoelioi.



Kipicne

aKaJaHbl KypblJabIMIay

OapbIChIHIA TaHBIMAJ 3J1E€KTPOH/IBI
KiTarnxaHaJapja cakrajnraH aaebuerrepre
JKYHeJIi LOoJTy 9fiicTeMeci KOIAHbLIIb.
3eprreyepiin 6acbiM 6oJiri eHIipicTik
KE3€H alHaJIbIMbIHIAFbl OUbIHAAP/bI
JKacayra apHaJsiraH 6araapJ/aMadblk
KamMTaMachbl3 eTyJi o3ipJiey NpoLecinae
KepiHei. OHuipicTeH KeliHri KeseHe
OarnapJsamaJblK KaMTaMachl3 eTy
JlafibIHay MEH 6H/IpY caTbIChbIHA KaparaH/a
FbIJILIMH -3€PTTEY 2KYMbICTAPbIHbIH YJleCi
Kor OOJIbI.

MakaJsiaHblH 03eKTiJliri peTiHe
redMUUKALHTHBIH, THIMJIIIT YaIKEeH
NeJlaroruKanbIK aJ1eyeTi 6ap OKbITY/bI
YHABIMIACTBIPY/IbIH »KaHa dlici peTiHe
HeriznesreHin kepcetyre 6osajbl. OKy
NPOLIECiHIe KOMIBIOTEPJIK OHbIHIAD
KypaJiiapbliH KoJiiaHy, GipiHiliieH,
cyObeKTiHiH 6isimMIi Kabbliaay
KbI3MEeTiHe HErypJIbIM KYLUTI 2KoHe
canaJsbl KeHiJ1 OeJiyre 1ereH bIHTaCblH
KYLLIEHTEeTiHi, eKiHLIiIeH, TarcblpMara
JIET€H KbI3bIFYUIBIIBIFBIH APTThIPATHIHbI
JIJIeTIEeH .

Bounatakra ofibinaap 6isim 6epy
JKyHeciH Jie e3reprefi. OpuHe, oaap
cabaKTap/bl TOJBIFBIMEH aJMacTblpManbl,
KepiciHlle, oJlapra KocbiMLLa 60J1apl:
OWBIH/IA aJIbIHFAH JaFiblIap OKyaa
J1a, KyMbICTa J1a KoJianbliazsl. Afita
KeTy Kepek, [71a3ro yHUBEepCUTETiHIH,
3epTreyllinepi OUbIHAAPABIH ChIHHU KaHe
peh/IeKCHSIIBIK OHJIaY/Ibl 1aMbITATBIHBIH,
COHbIMEH Kartap, peakuLusaapibl
JIAMBITATbIHBIH AHBIKTA/IbI.

KomnbroTepitik TeXHOMOTHSIHBIH
KapKbIH/Ibl JaMybIMeH Oi3/iH KYHIeiKTi
eMipimizae Oargap/aMaliblk KAMTaMachl3
eTY/I 93ipJIey/LiH MaHbI3bl APThII KeJe/li.
KasakcraHn TapuxbIH 2Kac ypriakka OibIH
APKBIJIbI 2KETKi3y OYJ1 TAPUXTHI }KAHFBIPTY
6oaibin Tabblanbl. Mbicadbl, KazakeTanabik
reiiM-u3ainep Apacar O6iieB Kasakcran
TapUXbl TypaJsbl YCTEJ OUBIHBIH 2Kacar
»Katblp. OWbIH OTaHbIK TAPUXThIH 6ip

kedeHin — Kepeit men Konibek xannapzbiy
O06iNKaNbIp XaHHAH O6JIHIMN LIbIFY Ke3eHiH
cypetteii. « MeHiH ko6am — y3aJbJliK
oiiblH Oogsazibl. Komania nemece »xekesieret
anam 6ip-6ipiHe Kapchl OHHANIBI.
OWbIHHDBIH epeKIlIeiri — 9KOHOMUKAaJbIK
KypbliibiM OoJ1azibl. bip »xarbina Kepeii
meH yKoHibGeK xannap, eKkiHiili »KarbiHa
OO0iNKaibIp XaH aJbIMeH 63 YJbICbIH
nambityra Tric. Keii6ip ofibiHia ofibIHIIbLIAD
Oipneit oiiHalbl, 6ipael HopceHi icten
»Kapbicajibl. Asi, KeiH6ip OUbIHHBIH IPOLECH,
SIFHU PeAMIIoNI opTypJi Kestenti. YKeHicke
JKETyJleTri MaKcaTTapbl 9pTypJli 60Jabl.
Memnin xkacar xaTkaH »K00aMHbIH OHbIH
NPOLECi ACUMMETPHUANBIK 60J1a/bl AeTT
OTbIPMbIH. AJIIBIMEH SKOHOMHKAJIBIK
KAJIbIIITACTBIPYLLbL, OAH KeHiH KOChIMLLA
OWBIH illiHAe OWbIH Gosajibl. SIFHU, oJap
TYpJli pyJlap/iblH TarcblpMasapblH OpbIHIAT,
oslapapIH ceHimine Kipeni. Conpinaa Kepe#
MeH JKoHiGeK O6iMKalbIpIaH KeTyre naibiH
O0JIFaH1a 9CKEPH KAKTBIFBIC O0JIybl MYMKIH.
[[TamameH, ofibIHHbBIH, KbICKALlIa Ma3MYHbI
ocel», — nien Kocthbl qu3arinep (Ilomaesa).

Kazakcran Pecniy6/nkachl YKiMeTiHiH,
2021 xbinrbl 30 kapawanarst Ne 860
KayJibichl GofibiHIIa OeKiTisireH « KpeaTunTi
MHIyCTpHsiiap/abl aMbitybiH 2021 - 2025
JKblJIAPFa apHaJsiFa Ty>KbIpbiMlaMachiHa »
corikec eHep meH IT canacebin
ylITaHaplpaThin game design canachin
KOJIFa ajly KesjiereH. MemJiekeTTik
Harnapsaamanbl opbiHaayna Temipoek
JKyprenos atbinjarsl Kazak Yarteik Onep
akanemusicbl 2023-2024 oKy »KblJIbiHA KaHA
6axanaBpuar Gisim anyuibliapeiHa « Game
Design» 6isim 6arnapjamachi JasipJiajibl.
Binim anyuibiiapra ofiblH MEXaHUKACIH,
OWbIH JIM3aiHBI MEH TEXHOJIOTUSIIAPbIH
TaHbICa yKOHE TyCiHe OTbIpbIN, KasakcTan
Pecny6snkacbinbit, xkana enep — IT
TYbIH/IbIAPBIH 2Kacay MiHAeTTeNe .

OraH Koca, «OHbIH IM3aiHbI» YFbIMbI
»KaHA/IaH eHill »KaTKaH TEPMUH Jiece
ne 6onazapl. ONbIH AM3afHBI YFBIMBIH
«OaJsanapra apHaJraH, oJlapablH
[ICUXMKAChIHA TEPiC acep eTelli» JIereH
KaJIbINITACKAH TYCIHIKTEH aXKbIPaThIIl aJ1y
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Kepek. Kasipri keazeri ofibiH 1u3aiinaapbl
JKOFapbl ICHreH/1eTi OHlaFaH, MbIHIAFaH
uietimMaep Kadblaaay/abl Taaamn eTeTin
6arnapaamasslk 2kob6agnap. OfbIHIbI
KYPaUTbIH HEri3Ti 2JIeMeHTTeP: 3CTeTHKA,
MexaHHKa, Tapux, TexHoaorusi. OAbIHHbIH
9CTETHKAJIBIK 2KAFbIH KypacThipy/ia oHep
caslaCbiHbIH JaHAWA(TTHIK AW3aHH,
rpaduKalbIK AM3aiiH, apXUTEKTypa,
My3bIKa, Xopeorpadusi, T.6. 6arbITTapbl
MiHJIETTi TYpJle KOJlaHblabl. byn
cunaTtamasiap eHep GarbIThbiHAAFbI OijliM
Oepy OarnapJaMaliapbiHbIH KOMITBIOTEPJIIK
OWBIH/IAPBIH 2Kacaya 6ipyeH 6ip Heriari
pOJib aTKApaTbIHbIH aiiTa KeTKEeH XKOH.

Bys1 6yrinri emipimisnin 6apibik
ACIIeKTiJIepiHe, COHBIH illIiH/E KYMbICKA,
KYHJEJIKTi eMipiMi3re, OKyFa xKoHe
6isim 6epyre ocep eteni. byrinne
KOHiJ1 KOTePY/iH KaHa, TaHbIMaJl Typi
JK9HE TeXHOJIOTHsIJIap/iblH MaHbI3/1bl
KOJIIAHbLTYJIapPbIHBIH Oip Typi
KOMIIBIOTEPJIiK OUbIHIAP OOJIbINT TabbLIa/bl.
Kowmrnbiotep ik ofibiHAap GapJibIK KacTarbl
ajamzap apacbiHia 6apraH cailblH TaHbIMaJl
6oJia Tycye.

Kaszipri komnbloTepJiik olbIHIAP TEK
OMbIH-CaybIK €eMeC, KAPbIM- KATbIHACTBIH,
»KaHa aJlaHblHa afiHaJIbIn »KaTblip. MyHna
BUPTYyaJI/lbl J1eMJIe 2KYMbIC 2KalblHIA
KesziecyJiep oTKisyre, GijliManyblIapabiH
cabarbiH Oepyre, KOHIEPTTEP
YHABIMAACTBIPYFa O0JIafIbI.

Kagipri ke3ze TexHoJIOrHsI OHAN KOJI
JKeTiMJIi 2KoHe bIHFalJIbIpaK, 6apraH
CadblH agamaap OMbIH OMHAFAH]Ibl 2KAKCHI
Kepil, e371epi e 63 OUbIHAAPBIH 2Kacayra
bIHTAJIAHbIT KeJIe/l].

Federico Campagna: «O¥iblH fereHimia
Oip Hemece GipHellle OMBIHIIBI 63
MaKcaTbIHa »KeTY YIIIiH OHbIH 0ObEKTiIepi
MEH pecypcTapbiH OaCcKapy apKbllbl LLIELLIM
KaObLIIAUTBIH OarnapJaamaJnbiK Kypad,»

- Jlen aHblktama 6epai. barnapiaamaisnbik
OUBIHJAP — OHbIH KOHCOJIbAEPI,
KOMITbIOTEpJIED, TOPTATUBTI KYPbIIFbLIap
JKOHe 2KeKe LMPPJbIK KoMeKLijep —
Personal Digital Assistant (eupuiri >kepue —
PDA) cusiktbl annapaTThiK KypblIFblIapa

OpHAaTBIIFAH OaFnapJaamManbiK KocbIMIIanap.
Barnapiamadbik ofibiHAap Kasip
JYHUEKY31J1iIK KpeaTUBTI HHyCTPHUSIFA
aliHaspl, 6ipaK MoHapaJsblK KbI3SMETTiH
KayKeTTiJlirine 6alJaHbICThI OJIap/bl Kacay
oTe KypaeJsi 60sbin Tadblians (81-83).

JbiObIC, oHep, 6ackapy KyieJepi,
»Kacanjibl nHTenekT (VK ) xxone
ajam (hakTopJiapbiH OipikTipeTiH
NPOLIECTE PAIH MOHAPAJIBIK CHITATE! OMBIHAAP
OarnapJamMachit »kacay ToxKipubecin
JecTypili OaraapJjamMalblk KaMTaMachl3
eTY/ 93ipJIey/IeH epeKLIeJeHIIPeL.

O#ibIH TeOPHUSICHIHBIH, HeTi3/1epi OHbIH
azipJieyie KOJAaHbl1a/ibl, OUTKEH 0J1

e3apa ToyeJiAi WelliMAe Pl CUMaTTalThbIH
LIeliMaep TeopHAChIHbIH Oip cajachl.

Ocbl canaTTarbl 3epTTeyJepiin

KeMLiJiri naatopmanapasit apTyp.i
TYpJiepiHe OAbIHAAPAbI 2Ky3€ere acbipy
TEXHOJIOTUSIJIAPbIHbIH, OPTYPJli aCMeKTiepiH
cunarraiiael. Osap 6arnapaamanay
narpapbig, 2D/3D anumatiys MeH
rpaduKanbl, AbIOLICTBIK HHKEHEPHSIHBI,
yKoOaHbl 6acKapy/bl, JOTHKAJbIK TU3aHHIbI,
oHrimesiey HHTepdenCiH Kobasay bl

JKOHE 2KACAHbl MHTEJIJIEKT d/licTepiH
KeTinipyai kapactbipapl. Jlerenme,
OarnapJsiaMaJibK »KacakTaMaHbl a3ipJiey
NPOLIECIHIH KypaeJiiJlirine KapamacTa,
OWbIH HHLYCTPHUSIChI MUJIJIMApP/TAFaH
JloJuiap TaObICTIeH KaTtap, afamjapra
JKaKChl KOHiJ Ky# chiiyiaiiipl. bykin anem
OoliblHIIa OaFIapaaMalblK KAMTaMachl3 eTy
OHbIH/IAPBIHBIH HAPbIFbI XKbl/IbIHA 7-8 %-
nan acramra ocin kedefj :xoHe 2015 »KblJbl
CaThIIBIM IIaMaMeH 5,0 MUJLTHAP/ 0J1apra
»KeTkeH. CoHbIMeH Kartap, »KahaH/bIK

UM pabIK ofibiH HAapbiFbl 2018 Kblira
Kapaii 113,3 Munapa nosnapra KeTeTii
OoJkaHFaH 60J1aThIH.

Ke3s-kesareH olibiH/IbI 93ipJeyre
JM3aiHepsep, 6artapaamaJsbiK KAMTaMachi3
eTy a3ipJieyLuisiep, My3blKaHTTap,
clieHapuceTep »KaHe T.0. KipeTiH Kpocc-
(PyHKLHOHAJIIbI KOMaHa ap KaTbICa/lbl.
Mblicasibl, OfbIH CclieHapUHILIiCcT —
JIpaMaTyprust KaHoHaapbl OOHbIHILIA
OWBIHHBIH CIOXKeTi, KeHinKepJepi MeH



OJIapJIbIH apaCbIHAAFbl KAKTBIFBICTAPAbI 01
eJieriHeH oTKi3eTiH MaMaH. OHbIH MiHET
— OWBIHIIbIHBI Hayparn aJy, 0J1 OUbIH/IbI
COHBIHA JICHiH asIKTay ’KoHe OHbI TaObIC
Ke3iHe ailHaIbIpy. AJl, KOMIBIOTEPJTIK
OWBIHJIbI My3bIKaChl3 KaOblL11ay MyMKiH
emec. My3bika OHbIHIAP/IbIH, aXKblpamMac
OeJirine aliHaJbl, 0J1 aTMOCdepaHbl
KYpy, KeHinkepJiep/iH MiHe3iH KopceTy,
OUBIHIIbIIAPFA KOJIAaHJIbl POH MEH KOHiJ-
KYH »Kacay yiIiH KoJianbliazbl. byrinri
KYHi rpacdhMKaHbIH MaHbI3bl KaH1ak

0oJica, My3bIKaHbIH J1a MAHbI3bI Typa
connai. [IpiObic neH cypet enpi 6ipin-06ipi
TOJILIKTBIPATBIH 2KaHE KOJIAUTBIH TeH
KYKbLJIbI cepikTecTep. My3blKaHbl ablil
TacTacaHpl3, CypeT KaJiaH O0JIbIN KepiHe/l
»KoHe MyJile OacKalia KabbliiaHabl.
Komnoauuusiiapsibit, 03i xkeke yKaHpra
aliHaJLbl ?K9HE ThIHJIAay YLIiH AUCKisep
MeH 6acka MHTEPHET KeJijiepi, cakray
KYPbUIFbLIapbIHAA 1IbIFapbliyaa. CoHbIMeH
Katap, OYriHri KyHJe oJ1ap »Koraphbl
CypaHbicKa ue O0JIblIl OThIP.

Conpnaii-ak, Entertainment Software
Association ecenrtepi 60¥ibiHIIA
OarnapJsaMaJiblk KaMTamMachl3 eTy OfblH
VHLYCTPUSACBIHIAFBI COHFBI TPEH/TE P/
kepcereni (Powley 273-275). Kasipri keane
OUBIH 93ipJieyLlijiep/liH KapbepaJblK ocCyi
KHBIH OOJIFAHBIMEH, XKYMBIC HOTHXKeJIePi
CepmiH/li, KpeaTUBTi XKoHe TaObICThI
60J1a/bl. OWbIH 93ipJIey/IiH J1aMybIHbIH,
KypJieJii MaceJiesIepiH ey KaHe TabbICKa
KOJI 2KeTKi3y MYMKIiHJIiTi Ke3[ieficoK emec,
0Chbl MaKcaTTapra »KeTy YLIiH eH 03bIK
TaxKiprOesep/liH XKaJbl }KUBIHTHIFbIH
naniajnany Kaxer.

OfibIH MHIYCTPUSICHI IOCTYPJIi
OarnapJjamaJibik KaMTaMachl3 Tyl
93ipJIey/liH XKaKChl 2KoHe JIdJIeJICHIeH
QIICTEPiH YCTAHYbl MYMKIiH, TeK Oyl
dIIiCTep/li HAKTHI TYCiHY FaHa OMBIHAAP/IbI
93ipJIeyiH Kyp/edi NPOLECiH XKaKcapTa
ajajpl.

Komnblotepitik ofiblHAap casacel
OWBIH pexKMMJIEPi MEH »KaHPJIapbIHbIH,
asyaH TypJepin kamThabl. OfibiHAap
OarnapJsiaMmaJiapbIHbIH, KyPAEJIiJIiri

OarnapaamaJsbik KaMTaMachl3 Tyl
a3ipJiey NpolieciHie KeNTereH MaceJsiesep
MEH KHbIHABIKTAP TYFbI3/lbl, OUTKEHI 0J1
OHepJIETi IbIFApMalIbLIbIK MTOHAEePiMEH
ThIFbI3 Oal/IaHbICThI ( CIOXKETTIK TAKTa,
JIM3alH, aHUMALUSHbBI 2KeTILIPY,
JKacaHabl HHTEJJIEKT, OeiHe eHpjpici,
clieHapuiliep, 1bI6bicTap, MapKeTHHT
»KOHe caTy), OFaH Koca TeXHOJOTHSJIbIK
»KoHe (PyHKLIHOHAJIBIK Tajantap aa

6ap. bys kypaesinik Heriari Teopusi MeH
»kobasiay ajlicHaMachl TYPFbICbIHAH ©Te
HesiekrereH epicke okesesi. COHFbI
JKbIJIAPBI 2KapblK KepreH 6araapJaMalbik
OUBIHIAP TypaJibl 91eOUEeTTEeP Heri3iHeH
TeXHUKaJIbIK MaceJieiepre Ha3ap ayapapl.
OfibiHapabl WbIFapy, asipJey xKoHe
chlHay MaceJiesiepi Tek OaraapJaaMalbik
KaMTaMachbI3 eTy/li o3ipJiey/LiH XKaJlbl
»Karnaribli kepeeteni. [Ipececman

OUbIH/IbI NAWNAJAHY LLIbLIAPABIH KOHIJIIH
KoeTepeTiH OaraapaaMalblK KaMTaMachl3
eTy — JKacakramaJapabiH Oip Typi aen
caHakpl, Oipak OHbIH 93ipJeyre apHa/iraH
OarnapJsamaJblK KacaKTaMaHbl a3ipJey
Tek OarnapyaamaJblK KaMTaMachl3 eTyl
33ipJieyiH I9CTYpJi rpolieci FaHa 6oJica,
KOTTereH MaceJieJiep MeH KUbIH/bIKTapFa
Tan 6osiajibl. Keli6Gip 3eprTeysiep oibiH/IbI
a3ipJiey OarnapJsamaJiblK KacakTamachlH
agipJiey npollecine HycKay OepeTiH ONbIH
JKacay/iblH 6ariapJ/aMalibik KaMTamachls
eTyin a3ipsieyne Game Development
Software Engineering (enairi xxepae —
GDSE) — ewmipJik aitHasibiM nipotiecin
KoJiany/pl yebinansl. Jlerenmen ne, GDSE
eMipJIiK alHaJ/IbIM IIPOLIECIHIH YCBIHFaH
KaZaMJapbl canaJbl a3ipJey npoliecid
KamMTaMachbi3 eTe aJMail/bl.

O¥bIHHBIH OMipJIiK aifHaJIbIM TIPOLIECi
GDSE nacrypaii 6arnapiamalibik
KamTamachi3 etyaeH osreiie. OiibiHia
YCBIHBIIATBIH 6MipJliK allHAJIBIMbBI
npoleciHiH 6apJiblK Ke3eHAepiH Y HEeri3ri
kedeHre OipikTipyre 6oJiajibl: OHAIpic
AJIIbIHAFBI KE€3€H, OHIPIC KoHe OHipiCTeH
KeliHri Ke3eH. OHJipic ajabiHAarbl Ke3eH —
MaKCATTbl OMbIH CLIEHAPUHAJIEPiHIH 2Ky3ere
ACBIPbIIYbIH, OHbIH iLLTHIE UHXKEHEPJIIK

CAJAS Volume 8. Issue 3. 2023

=
(o]

1

OPTAJIbIK A3US ©HEPIHIH, MOHAPAJIbIK 3EPTTEYJIEPI




CAJAS Volume 8. Issue 3. 2023

OPTAJIbIK A3 ©HEPIHIH NMoHAPAbIK 3EPTTEY/EPI

MapKEeTHHITIK CTpaTerus TaJanTapbiH
TeKcepy/li; OHJIipiC Ke3eH] - IbIObICTHIK KoHe
rpaduKasbiK ORbIHAAP/IbI KOCHapJaay/ibl,
Ky’KaTTaMaJiay/ibl 2KoHe iCKe acbIpy
clieHapuiJepiH KaMTHbl. OnipicTeH
KEHiHIi Ke3eH — TeCTiJieyli, MAPKeTUHITi
JK9HEe OWBIHHBIH KaPHAMACBIH KAMTH/IBI.
JKorapbl 6acekesiecTik neH KOMIaHUSIHbIH,
TOTEHILLE HAPBIKTbIK CYpaHbIChIHA
OalIaHbICTbI OUBIH 93ipJeyilijiep Keloip
COTTE HapbIKKA OipiHILIi GOJIBIM LIBLIFYbI YILiH
a3ipJiey npolecin KbicKapTajpbl. O3ipJey
MPOLECiHIH KbICKAPYbl OHBbIHHBIH, CanachlHA
esieyJii acep eteTini co3cis. CoHibIKTaH
Ka3ip OMbIHHbIH, aJIAbIHIA TYPFAH MACeJIeH]
3epTTey MaHbI3/ibl. Bys Makasa olbIHHBIH,
emipJiik ailHanbiMbiH GDSE 3eprreyneri
OJIKBIbIKTAP/Ibl AHbIKTAY/IbIH aJlFallKbl
KaJaMbl 6OJIbIT TaObIIA/IBI.

3epTTey aaicTepi

By makanana yebinran »kyiesi
onebuertepre moJy — Systematic literature
review (enziri »kepsie — SLR) npouecinin
TyKbIpbIMAAMadbIK cunarramacsl GDSE

1-xamam — XKyiieni Tekcepy KakeT
2-Kafam — 3epTTey CypaKTapblH aHbIKTay

3-kanam — Kapan Liblfy XaTtaMachlH d3ipiey

MPOLECiHiH eMipJIiK IUKJiHIH 9p6ip hazachl
YLIiH 3epTTeY KapKbIHABIIbIFbIH 3€PTTEY
YIWiH nadnananblbl.  TyKblpbiMaama
6oribiHIa SLR 3epTreyurinepre 3eprrey
MaceJieci 6oibIHIIA 6ap aeOUeTTepIeH
IMITUPUKAJIBIK IePEKTe P/l 2KUHayTa
MYMKiHZiK Oepesi. 3epTreyiuiaepin
kornuigiri Erik Kristiansen (1-22)
yebiiran SLR 6ofibiHia »xaimbl
HYCKayJ1ap/ibl yCTaHFaHbIMEH, MPOLIECTIH,
TY2KbIPbIMAAMAJIbIK CbI30AChIH cHNaTTay
MeH YCbIHY/Ia [IaMaJibl allbipMallblIbIKTap
ooJnel. Kristiansen, Erik 6esrineren SLR
GOFbIHILIA 2KAJTTbl HYCKAYJ1ap OChI Kepjie
erkel-Terskeisii Gepiire KoHe »KaJrbl
MPOLECC OPEKETTEP KUBIHTHIFLI PETiH/E
cunaTTaJjraH.

Ocni 3eprrey yuiin Erik Kristiansen
(1-22) cunatraraH 3eptTey nporeci
KaObliianbl. HerisineH wosy yur keseHHeH
TYypajibl KoHe op KezeHMeH GailaHbICThl
Ke3eHjep 1-cyperTe KepceTisireH.

JKocnapaay keseni (1-4 Kkadandap)

By 3epTTey TakbIpbinThl TaHAAYAAH
HacTaJibl, COJIaH KeHiH 3epTTey/iH,
MakcaTTapbl HaKTbl aHbIKTaJIbI.

S-xazam — [TUn0TTeI TaHAAY KOHE ILBIFAPY

6-kagaM — bacTtanksl oKy bl TaHIay

4-xanam — Kapan mibiry xartamachlH OarajiaHpl3

7-xanam — JlepexTepai mbiFapy
8-kagam — OKy canacelH Oaranay
9-kamaMm — JlepekTepi cuHTe3aey

10-Ka1am-KOpPBITBIHBI

1 1-Kkagam-KayinTepai KapacThIpbIHbI3

12-kamaM-HaTIDKEIepai TapaTy

Cyper 1. )Kyitesi wosyabl Kesenaepi



3epmmey maxolpolOoL MeH
cypakmapdvl mavoay

SLR yuuin TakplpbInThl TAHIAY OTE
MaHpI3/lbl, OUTKEH] KeKe HeMece KOFaMJIbIK,
KbI3bIFYLLBLIbBIK, 3¢PTTEY OJIKbIJIbIKTaphl
JKOHe 3epTTey acepi CUSAKTbI KoNTereH
(hakTopJsiap TakbIpbI GOHbIHIIA 3€PTTEY
CypaKTapblH KaJblITACTbIPYFa bIKMaJ eTeli.
GDSE npouecinin eMipJik LUK/ Typasibl
Oi3/liH TYCiHIriMi3 YHEMi JaMBITT KeJle/i
»KOHe OChl cajla/larbl KelTereH casajapia
JKaJnblaaHraH gepekrep xoK. Canara
Herignesaren GDSE npouecin anbikray
ONBIH MHIYCTPHSICHI YILIiH 6T€ MaHbI3/Ibl.
Bipkarap seprreynepuen GDSE npouecinin
OMIpJIiK LMKJIIHIH 9pTYPJI Ke3eHaepiH
3epTTesreHin 6alkabiK, 6ipak oJap Kyhedi
TYPJE, OCbl TAKbIPbIIKA TOH KaH-2KaKTbl
JKOHE dJlicTeMeTiK 3epTTeyai 6epMeii.

Byn makanana 2000-2015 »kbliinap
apaJibIFbIHIAFbl 3epTTEY MaTepHasaapbl
TOMEHJIET] 3epTTey CypaKkTapbiHa yKayar
6epy YLLIiH KapacTblpbla/bl:

RQ1: GDSE npouecinin emipaik
LMKJIIHE KATBICTbI 3ePTTEY KbI3METIHIH,
KapKbIH/bLIbIFbI KaHAak ?

RQ2: JlalibiHabIK Ke3eHiHie, oHJlipic
JKoHe KeHiHTi eHJlipicTe KaHaal TaKplpbInTap
3eprresesi?

RQ3: KomnbioTepsiik oiibIH casacbiHbIH
3epTreyulinepi Kanjaan 3epTrey aicTepiH
nainananazibl?

RQ4: barnapiamanbik oibiHAAD
caJlacblH/la KaHaal SMIHPUKAJbIK 3epTTey
glicTepi KoslaHbL1a/bl ?

RQ1 wremimi yuiin »kapusinianbiMaap
caHbl aHbIKTaJIbl. I'blIbIMU-3epTTEY

OeJICeHIITIHIH 6JILIeM] PeTiHIE KbIbIHA
JKapusiJIaHbIMIap CaHbIHbIH K6OeiH
HeMece a3aloblH KOPCeTy VIIiH rpauKabik
Oerinesiey navnananbibl. RQ2, RQ3
»koHe RQ4 cypakrapbiH liiely yiliH

apObip TaHJaJFaH TAKbIPbIIN 3epTTEY
TaKbIpbIOBIMEH, OeJrini 6ip KeakapacreH
JKOHE 3epTTey YIUiH KOJIaHbIIAThIH apHakbl
alicTeMeMeH OanJaHbICTbl OOJIIbI.

RQ1 GDSE ewmipJik afinabim
npoleciHiH 60UbIHILIA 3ePTTEY KbI3METiHiH,
KapKbIHBIIbIFbI KaHAAH ?

Conrnl 6ipHere xkblita GDSE
NPOLLECIHIH OMiPJIiK LIUKJIiH 3€PTTey
KAPKbIHbI/IbIFbl aDTKAHBIH aHbIK KOpyre
6osaapl.YakeiT oTe Kesie GDSE emipiik
allHaJIbIM MTPOLIECiHIH XKOFapblaaybl
KepceTiaireH. Y oci 6acblabIMIaPAbIH,

CaHbIH OeJILLeK TypiHze Oinipei xKoHe

Oip KblIaFrbl OAChIIBIMAAP/BIH, CaHbIH

(i) asbiM peTiHjie KoHe Gip KblIAArbI
H6achblIbiMaapabiH canbit (0) Geriun petinie
aJly apKblibl ecentesielli. 1-kecreeH

2021 bl 6ip xkblina anbiHabl (0) KouHe
rpauKTiH aJFallKel iepekTep Hykreci 6ip
»blira, sruu 2008 Kbliira ecenTedij.

Conrbl GipHetie xbla itinge GDSE
OMipJIiK alHaJIBIM MPOLIECiHiH, CaJlaCbIHAAFbI
3epTTey OesiceHiIr yHeMi ecin Kee
»KaTKaHbiH )koHe GDSE 6achblibiMaapbiHbIH,
canbl 2022 kblan 6epi KenMmyLesik
6Cy KapKbIHbIMEH apThlI KeJle XKaTKaHbIH
kepcereni. 2020, 2021 xone 2022
JKBIAAP ilIiHAe 3epTTey OeCeHIIMIMHIH
Tomenseyi 6aiikanibl. GDSE 3eprrey
KbI3MeTiHe KATbICThI 2KYMbICTbIH KOIl
OeJliri TaHnaFaH aepeKkesaepae Oy

Kecre 1. PeueHseHtTepain, SLR TancbipManapbiHa KaTbICybl

Tanceipma KatbickaH Ton mywenepi YakbIT y3aKTbIFbl
Xatrama asipney Herizri peueHseHTTEp 1 anTta
[3pey cTpaTerusicbiH a3ipney bapnbifbl 1 anTa
KyxaTrapabl 6afanay, OHblH, backa peueHseHTTEp 4 anTa
ilWiHoe e3eKTiniri MeH 3epTrey
OM3anHbl
,El,epeKTepp,! tiblFapy backa peueH3eHTTep 4 anTta
[epekTtepai Tangay -

; Herizri peueHseHTTEp 3 anTa
CoHrbl SLR ecebi 6
SLR aHapTyb bapnbifbl anTa

bapnbifbl 3 anTa
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3epTTey KapussanOaranbl anbik. 2020
JKbIJIbI 3€PTTEY KYMbICTAPbIHbIH KOIT
6euiiri DIGRA association cusiKTbl
KaybIMIACTBIKTAP/IbIH, OWbIH 93ipJeyiijep
TONTAPbIHbIH BeO-CcalTTapblH1a HeMece
OWBIH 93ipJeyliifepiHit Keke 6JorTapbiHia
OalKaJbl.

Grayscale Digital Large
Cap (enpuiri :xkepne — GDLC) nomeni
JKETINITeH Ke3/le, TeCTiJiey KoHe TeKcepy

CHUAKTDBI OCBI cajiaiarbl Oacka canajap
3epTTeyLliNep/liH KbI3bIFYLIbIIbIFbIH
tyabipanbl. Conrbl xkblinapbl GDSE emipaik
alHaJIbIM MPOLECiHIH TaKbIPbINITAPbI
OoiibiHIIa 3epTTeyep Henceni 60a
H6actajbl, oTKeHi 6acKa HariapaamMalbiK
OHiM/Iep/IEH alblPMALIbLIbIFbI, OMbIHAAP
napjanaHyblIapAbiH KOHiJiH KeTepir, aJ
d3ipJieyliijiep ochl acnekTisiepre kobGipek
Haszap ayznapybl kepek. HoTuxkecinae

Kecte 2. TepmuHaep MeH xayan 6epeTiH TonTap

TepmuHpep caubl | 1 Ton 2-TONTbl AAMBITY | 3-TONTbIH, 4-ton npoueci
6arpapnamanbik, eMipiK umnkni
oublHAap
Tepmun 1 CaHppblk oMblHAAP | XKeTicTikTep [Oun3anu Mporpeccus
TepMuH 2 beriHe orbiHpap | Kapamaap TanantapAbl oaic
Mepsimi 3 KOMNbOTEpPiK Hamy o3lpney Ynri
Mepszimi 4 oiblHOap ¥o6a Icke acbipy
Mep3iMi 5 OHnaitH oibiHOap baranay
Mep3imi 6 MaHpi3abl Tecriney
Mepsimi 7 0{4b'|H,uap Konpay
binim 6epy
OMblHAAPSI
Oky olibiHAapsl

eHJlipicTi faibIHIay Ke3eHiHe OarbiTTajraH
3epTTeyJiep caHbl apTThl. [cKe acbipy KeseHi
HapbIKKA LLIBIFY/IbIH KbICKA YaKbITbIHA
GallsIaHbICTbI IDCTYPJli HarnapJaamaJbiK
JKacaKTaMaHbl €HIi3y NpolLeciHe KaparaHia
KbIcKa. OHlipic Ke3eHiHeri 3epTTeyepi,
OyJ1 KAPKbIH/IbL/IBIFbI KONTereH
3ePTTEYLUINEePAIH KbI3bIFYLLIbIIbIFbIH
Tyabipabl xkoHe GDLC nomeni Tuimpi

TaJlarn eTeTiHAIKTeH MaKCUMaJlibl 3ePTTey
OeJiceH T TypaJibl xabapJaHae! -

THIMAI 93ipJiey KoHe KoATay dicTepi.
OHnjiipicke albIHIBIK Ke3eHiHle eH Ko
3epTTEeJIreH TaKbIPbIM: OMBIHHBIH JaMy
npolecin 6ackapy, coaaH KeliH eHipic
Ke3eHi XKoHe TMCUXUKAJbIK Matdopmalap,
OarmapJ/siamaJiay KoHe €HTi3y TaKblpPbINTaphl.
OHnjipicTeH KeHiHTi Ke3eHiH/le MapKETHHT
caJlachl eH, YJIKEeH FblJIbIMH KbI3bIFYLIbLIbIKTbI
TynbIpabl. Kasipri 3eprrey Oy HaKThI
OacTarnkpl 3epTTeyJep/liH cunaTTaMachl,
COHJIbIKTaH 0JIap KapacTblpblIFaH 3epTTey
TaKbIpPBINTAPbIHA COMKEC CAJBICTHIPBIJIIBI.

Icke acopy keseni (5-9 Kkadamdap)
SLR-ne i3ney npouenypachl oHsaiin
isneyre Heriznesred. [lonynsuusiiapisl,
apaJsiacyJiapjibl 2KkoHe HaTHzKeJepi
AHbIKTAy apKblJibl i371ey TEPMUHAEPiIH KYPY
»kocnapbl SLR yuin isney crparerusics
60J1bI1 TabbLIA/BL. [311eY 2KoJIapbIH Kypy
VLUiH Heri3ri TepMHUHAEP 9PTYpJli TONTApra
6ipikTipisieni. Op6ip Ton 6ip ce3niH
opTYpJi popmasiapbl GoJIbIN TAOBLIATHIH
HeMece CHHOHUMEP OOJIbIN TaObLIaThbIH
TEepPMHUHIEP/IEH, HEMece IOMeHIe YKcac
Hemece 6alJIaHbICThl CEMAaHTHKAJBIK,
MarblHAChl 6ap TepMUHEPIEH TYPAJIbL.
Tuicti opebuerTepain apTypJIi
JKHHAKTAPBIH i3/1€y YUIiH TOPT TOM KYPbIIIbI.
By.s1 TonTacthipy/biH Heri3ri MakcaTbl —
2-cypeTTe KopceTiareHiel, Tontapaarbl
KepceTisireH anebuerrepi Tady.
Ocblnaiiiua, «6ariapaaMmalbik
JKACAKTAMaHbI 93ipJiey/liH OMipJliK LHKJIbIK
NPOLLECi», KKOMITbIOTEPJIIK OUbIHIAP/IbI
KYPACTBIPY Mpolleci» KoHe «OeiHe OUbIHIbI



OMipitik
alfHaJIbIM
3 Tom

KalTaJlaHaTbIH

[Tpouecc

4 Tom

Kymcak

OMBIHIAP
1 Tonm

Cypert 2. One61 KHHAKTapbIH i3/1ey TONTapbl

TeCTiJIeY [TPOLLECi» 1371y 2KOJAAPbIHbIH,
KelOip Mbicasapbl 60JbIN TAObIIAbI.
Bapsibik ocbl CHSIKThI 3epTTeyaepi
KapacTblpy YLIiH opTypJli i31ey 2KoJ1aphbl
2-cypeTTe OCbIHIAN TYp/e KaJblTacajpbl.

Hepekkes perinne IEEE Explorer,
ACM Digital Library, Science Direct
Elsevier, Taylor & Francis, Google Scholar
oHe Wiley kemerimeH 3epTTeyiiH OfbIH
eMipJlik ailHaJsTy pouecci 6apJiblK THiCTi
3epTTeyJep/liH KapasyblH KAMTaMachl3 eTy
yuiin 2000-2020 xblimap apasibIFbIHAAFbI
»KypHaJiap MeH KoHndepeHuusiap
KaMTbIJI/1bI.

SLR ywin 2000-2020 »kbiinap
apaJibIFbIHAAFbl MaKaJsajiap MeH 3epTTey
JKYMbICTAPbI €HIi31J11i 2KoHE OJIAPIbIH,
JKapaMIbIbIFbIH OaraJjiay yLIiH KeJeci
KpHUTEpHIJIep Ta/llaH/Ibl:

— bapJibik 3epTreyneperi MiHIeTTi
Typae OaraapJaaMaHblH OMipJliK MPOLeCCiH
MYKHUAT KapaJiblll WbIFYbl KEpekK.;

— 3eprreysepin Keseci TypJepi
FaHa KapacThIPbIIAbl: TEMATHKAJIBIK
3epTTeyJiep, TEOPUAJIBIK MaKaJsanap KoHe
IMIIUPUKAJIBIK TaJIayFa LoJyJap.

MojtiMeTTepii cHHTe3/1ey TaKbIPbITaphl
VLLiH 3epTTey TaciJaepi MeH ajicTepi
JKIKTEJIeJ1i 2KOHE OJIAPJIbIH, 2KIKTeJyi TOMeH/1e

KeJITipiJIreH.

GDSE enipaix yuxaindeei
makolpoinmapoblH, Hikmeayi

Bys 6eqimiie entipicke 1anbIHbIK,
OHJlipicTeH KeHiHri xKoHe KeHiHTi KeseHuepre
OalNaHbICTBI MaceJIeepre KaThlCThl apOip
3epTTeY TAKbIPbINTAPbIHbIH 2XKiKTeJ1yi Kipei.

barnapnamasnbik KamTamachl3
€Ty HHXKEHEPHSACHI TAKbIPBITITAPbI
YLUiH YCBIHBIJIFAH XKIKTey 2KyHeci
KOITereH FbIJBIMU KypHaJ1ap MeH
KOH(pepeHusAIapaa apHaibl KaOblJIaHFaH.
KapacTblpbliaTblH MaKaJaaapiibl
JKIKTeY YUIiH oChl 2Kepjie 6ipael Kikrey
KOJIIAHDBL/IIbI 2K9HE 0JIap IOMEeH alMarblHaa
TaOblIFaH 3epTTeyJep Heridinae oaH api
JKacasiibl. 3-KecTe/le TaHIaIFaH KikTey
cxemachl Oepijret.

O#bIHHBIH OMIpJIiK aliHaJIbIM TTPOLEC]
JCTypJli OaraapJaaMaliblK xKacakramaiaH
esreute. Vincent Hom xxene Joe Marks
(77-90) OfibIHHBIH YCHIHBLIATBIH OMipJliK
alHaJIbIMBIHBIH, ITpolleci MeH 6apJiblK
Ke3eHJIepiH Yl Heri3ri keseHre 6ipikTipyre
OoJ1aabl: a/lIbIH aJ1a eHIpic, OHAIPIC KaHe
oHJIipicTeH KeliH. OHJlipic aIbIHAAFbl Ke3eH
— MaKCcaTThl OUbIH CLEHAPUIJIEPIHIH Ky3ere
ACBIPbLIYbIH, OHbIH iLLITHIE UHXKEHEPJIIK
MapKeTHHITIK CTpaTerus TajantapbiH
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TeKCepYy/li; OHAIPIC Ke3eHi - AbIObICThIK KoHe
rpauKasIbIK OHbIHAAP/IbI 2KOCTapJay/ibl,
Ky’KaTTaMaJay/ibl KaHe iCKe acbipy
ClleHapu#JIepiH KaMTH/Ibl. OHMipicTeH
KeHiHTi Ke3eH, - TeCTiieyli, MapKeTHHITi
JKOHE OHMBIHHBIH KaPHAMACBIH KAMTH/IbI.
JKorapbl 6acekeiecTikK neH KOMIaHUAHbIH,
TOTEHLIE HAPBLIKTBIK CYpaHbICbIHA

OalJIaHbICTBI OUBIH d3ipJeyLinep Kelobip
COTTE HapbIKKA OipiHILi GOJBIM LIBLIFYbBI VIIiH
a3ipJiey npolecin KbicKapTapl. O3ipJey
MPOLIECIHIH KbICKAPYbI OMbIHHBIH, CanachbiHa
eJIeyJli ocep eTeTiHi co3cia.

Tocindep men 3epmmey odicmepitin,
Kaaccugukayuscol

3epTTey MakasasapblH KepceTiarenaeh

Kecte 3. GDSE npoueciHiH, TakbIpbIiNTapAblH 6MipJiK LMKNiHIH, XikTenyi

GDLC TakbipbinTapbl

OHpipicke faMbIHAbIK Ke3eHi
lermMnnenai nambiTyabl 6ackapy
TananTtapablH, cMnaTramach!
OVibIH XXyHeciH cunaTtTay Tini
KaviTta nainganany MyMKiHairi
OViblH AM3alHbl Typanbl KyxaTt
OMbIHHBIH npoTOTMNI

Hwm3aiiH Kypanpapei
Tayekenpepai 6ackapy
OHpipic ke3eHi

AKTUBTEPLI KYPY

CroXXeTTiK TaKTaHbl )acay
Hamy nnatdopmanapbl

Pecmu TingiH aHbIkTamacsl
bargapnamanay

lerimMnnen

Icke acblpy

OTKeH eHAipic Ke3eHi

cana Keningiri

beta-tectiney

ManganaHyobiH, KapananbIMAbIIbIFbIH TEKCEPY
SMNUpUKanbIK TecTiney

TecTiney ywiH angblH ana ganbiHaay
MapkeTuHr

OJIap/iblH Ko3KapacTapbl MeH diicTepi
Heri3iHje KapacThlpyra 00Jajibl.
FeuibiMu Ke3kapacTbiH Heriari
KaTeropusijiapbl cUraTTamasbik (XKyre,
KypaJsl Hemece aflic; 91eOUeTTi LLOoJy/Ibl
CUITATTAMAJIbIK 3€PTTEY PeTiHe [e
KapacTbipyra 60J1a/ibl ), 3epTTEYLLIIK

(Mocesie HAKTBI aHbIKTAJMaraH XKarjiana
YKYPTi3iziesi) »koHe IMITUPUKAJIBIK
(MaJtiMIiemere HerizanesreH KOpbIThIHABLIAP )
OHbIH, CyObeKTiIepiHiH, OaKbliayJaaphbl)
Typae 6osaapl. YKaHa azicrepii Hemece
anictepai 6aranay yiiH yul Heriari
SMITUPUKAJIBIK 3€PTTEY d/iCi KOJIAHblIAbI:

Kecrte 4. DMnupukansbik, agicrep

SMnupuKanbIk, agic

CunatramMa

CayanHama

JKCNepuMeHT

Xargannolk 3epTrey

bip Hemece BipHele cayanHaMaHbl
cybbekTinep Tobbl Tikenen Hemece NHTepHeT
ApKblI/ibl TONTbIPAAbI XXSHE HATUXKENep
ayanTtap HerisiHae KepceTineni

benrini 6ip TancbipMa KaTaH, 6akbl1aHATbIH
opTaaa cyobekTinep XMbIHTbIFbIMEH
opblHAanaabl. Hatmxxenep cybvekTinepai
6akpblnaynapbl 60nbin Tabblnagbl, COHbIMEH
KaTap TancblpMa HaTUXeNepiH Tekcepy
3epTTey cypakTapbiHa xayan 6epeni

oaictemMere calkec ic-apeker, xoba Hemece
TancbipMa 3epTreniefi XaHe XobaHbl enwey
HaTuxe bepepi




cayaJiHamadJiap, KarJalJIbIK 3EpPTTEYIED
2KoHe IKCIIEPUMEHTTED.

Nikipranac

OnuipicTi naibiHIay Ke3eHiHaeri 0Chl
TaKbIPbINKA KATBICTbl 3epTTEYJIePAiH,
kenuiniri GDSE emipJik afiHasnbim
MPOLECiHiH Ke3iH/e HacKapy Macesesepine
apHaJsirad. OFbIHHbIH aMy NPOLECiH
YKaJbl 6ackapy UHKeHePJIiK MPpoLecTi
JIe, KOPKEMIK aKTUBTEP/I Kypy/ibl 1a
6ipikTipesi. OiibiH 6acKapy TYpFbIChIHAH
OPTYPJli OMbIH 93ipJiey CTpaTerusiapbii
CaAJILICTHIP/IbI 2KOHE CHSIKTBI 3€PTTEYIeP/iH
KOTILLIJIIr OWBbIH JAMbITY LIEHOEpJIepiH
yebiiabl. GDSE emipaik afinanbim
npoleciH 6ackapy YUliH OHbIH a3ipJiey
OobIHILIA HYCKayJ1ap/ibl OpbIHAAYyFa
6oJs1a1bl. Kellbip 3epTTeysep coHbIMeH
KaTtap OHbIH 93ipJiey MpoLecTepiHaeri
MKeMJIi ToxKipubeJsiep/iiH MaHbI3AbIIbIFbIH
kepcereni. OfibIHIAPABIH d3ipJiey
NpoLeCiHaeri MaceJsesIep/l 2KoHe 0J1ap/ibliH
Oarpap/aamallblK KacaKTaMaHbl 93ipJieyiH,
JIOCTYPJIi dflicTepiHEH aliblpMALLbLIbIFbIH
atan orTi (Chen and Fang 1-45). lamy
TOOBIHBIH, MyLIesiepiH 6acKapy KoHe
oJ1ap/iblH, ©63apa 9pEKeTTeCyi OChl ACMEKTie
eTe MaHbI3/bl. KelibGip sepTTeysep xoHe
JlepeKTep/li Tasiay/ibl 2KoHe OHbIHHBIH 1AMy
npotieci MeH KOMaHAaHbIH [oHAPaAJIbIK,
KaTbICy MacCeJIeJIePiH SMITHPUKAJIBIK
Tasjlay/ibl KamTamachi3 eTTi. EH »kakcbl
OUBbIHAAP/IbI A3ipJey npoliecinie 6acKapy
onictepi OIOIKETTI cakTay, Mep3imaepai
CaKTay »KoHe KaxKeTTi HOTHKere KoJl
JKETKIZy CUSIKTbI OeJIrijii Oip s1eMeHTTepi
eckepyi kepek. OFbIHHBIH canacbiH 6aranay
YLiH Maiaanany bIHFal/IbLIbIFbl MEH
canachblHblH, 0eC KPUTePUIiIH KOJIIAHYFa
6osaibl ((PYHKIIMOHAJIBI, ilIKi asiKTaJIFaH,
TEHJIECTIPiJIreH, KbI3bIKTbI K9HE KOJI
KeTiMmai, Oipak OyJl IpoLeCTepi oJiey
VILiH »KaKChbl 6acKapy »KoHe KOFaphbl
OHIMJIUIIK YILIiH ObIH 93ipJiey NpolleciHe ToH
NPOLLECTEPIiH 2KEeTiJly MOJeJIi KAXKEeT.

JacTypai 6arnap/jamaliblK KacaKTaMaHbl
azipJsiey npotieci Mmen GDSE emipaiik

allHaJIbIM MTPOLIECIHIH apachbIHIAFbI HETi3Ti
aiblpMallbLIBIKTAP/IbIH Gipi-Tajantap
Ke3zeHi. ONbIHABI 1aMbITY MIPOlleci
IMOLUSIAP, TeAMIIEH, 9CTETHKA XKoHe
6atblpy akTopaapbl CHSKTbI KONTEreH
thakTopsapabl eckepyni Tanarn etefi. TopT
3epTTEeY/Ie aBTOPJIap OUbIH OaraapJaaMalibik
’KacaKTaMachlH 93ipJiey MPOLECiHIe OHbIH,
MaHbI3/bIIbIFBIH KOPCETY VILIiH TajanTap/bl
93ipJiey MepCreKTUBACHIH TaJKbLIabl.
Wee Hoe Tan (77-90) smoupuonasnpl
(hakTopsIap/ibl TAJAKbLIA/bl, TiJl OHTOJOTHS,
aHbIKTay, Kepi Oak/IaHbIC 2KoHe nania
6osty. Atan ailTKaHzia, OlbIH a3ipJieyiiijiep
reiMIvieire KOUbIATbIH TaJanTapMeH
KaTtap OCbl HETi3ri PyHKIMOHAJIbI eMeC
TaJlanTap/pbl TYCiHiM, OMbIHAAP/bI d3ipJey
KesiHje osiapabl eckepyi kepek. Tananrapbl
aHbIKTay/laFbl HETi3ri MaceJsesep: a)
OPTYpJli MyUle i TapanTap apachIHAAFbI
6ansanbIic, 6) MeiMa MeH TEXHOJIOTHSIHBI
OipiKTipy CUSIKTBI FeAMIJICH TajanTapbiHa
(byHKLMOHAJIBI €MeC TaslanTap/bl Kocy
JKoHe B) PYyHKUHOHAJIbI eMeC TasanTapbl
TeKcepy, api Kapah SMOLMOHAJIbI
KpUTepHuisepre, oibiH KPUTEpUAIEPiHE
(MexaHHKaJIbIK KOTHUTUBTI (hakTopJiaphbl)
YKOHE CEHCOPJIbIK Tajanrtapra (Bu3yaJjbl,
€CTY JKOHe TaKTHJIbJLi ) Heri3/1e/IreH Tasantap
JKUBIHTBIFbIH OfJ1an TanTel. Tajantapisl
curnarTay Ke3eHi OlbIHAAP/Ibl JAMbITY/IbIH,
(yHKLMOHAJIbI 2KoHe (yHKIIHOHAJIbI eMeC
TaJjlantapbiHa KaTblCThl 60Jybl KepeK.
Kasipri yakpITTa 93ipJseyiiijep
Giperenaenren cunarray Tisepi — Unified
Modeling Language (enpiri »kepae —
UML) mopenti, arenTTepre Herizuearet
dllicHamMaJ1ap »KaHe GaraapJ/amasnblk
JKyHeJiep 9llicHaMachl CHUSIKTbI KONTereH
cunarray Tiiepin Koaaanaasl. Kyanbuu
JKoHe Gackasap ysisibl TesieoHuapra
apHasran UML MogneJiiH yChIH/IBI 0J1ap
9KCIEPUMEHTTEP »KYPTi3Jli KoHe Oy
Android onepauusiibIK XKykeciHie
OWBIHIAP/IbI OJIaH d9Pi JAMBITY YLIiH
JKaKCHhI YT O0JaThIHBIH Xabapaazbl.
[leiikep »koHe T.6. Super Mario Brothers
OWBIHBIHBIH, €peKIIeJIKTePiH 9pTYypJli
JICHIre e pACH, TOYEJIIJIK KHIJITi TeHr el
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3JIEMEHTTEPi KoHEe CTATUCTHKAJIBIK AU3alH
JleHreisiepine aHasua »kacaabl. Colan
KeHiH oJlap MYMKiHAIKTe P/ Ta/1ay/ibl
MOJIEJIBALY aPKbL/IbI OUBIHILBI TOXKipHOeci
MeH nJ1athopMalibiK OFbIH JAeHre e piHiH,
JU3akH napaMeTpJiepi apachblHAAFbI
OalyIaHbICTDI TAIAAMBI 93ipJIey MPOLECiHIe
OMBIH TY2KbIpbIMAAMaJapblH 6acTanKpl
aHbIKTAy YLUiH XKyMCaK KYHe 9/1iCiH YChIHBI.
YcbIHbIFAH TOCIIL TaHbIMAJ CHIIATTaY
TiliHiH OpHBIHA KOJIIaHYyFa O0J1afibl, OUTKEH]
0J1 OHIbIHFa 110J1y »Kacaiibl. CaHbIK
OWBIHIAp MeH OakcanIblIBIKThl JaMbBITY
VLLIiH OHTOJIOTHSJIBIK Oi/TiM KYPbIJILIMBIH
yebinabl. Monenbiey AOSE onicremecin
KOJIIaHa OTBIPBIT OMBIHAAPFa apHaJIFaH
JKyHeHi cunarTay TiJli afamaap yilin
TYCIHIKTi 2KoHE OMbIHILIbLIAD MEH XKYHEeHIH,
MiHe3-KYJKbIH CaJbICTbIPY MEH TaJIay/ibl
KOJI1ay YIIiH XKEeTKIJTIKTI pecMH 60JTybl
kepek. CoHbIMEH KaTap, 0J1 OHJipicTeH
TayeJICi3 OOJYBI KEPEK, 2KaJIbl TeHAMIIEHI
JKETKIJIIKTI TYpAIe CHIIATTaybl KePEeK XKoHe
a3ipJieyllijiepre HaKThl yCbIHbICTAP Oepyi
KepeK.

HaTtuxenep

GDSE npoueci eTe KubiH 60J1bIN
HIBIKTBI, OUTKEH] OFbIH TEXHOJIOTHSIAPHI,
COHBIH illliHfe OFbIH MJaTdopmanapbl MeH
KO3FaJITKbILITAaPbl T€3 63repe/li xKoHe Kojray
Moy Ibiepi 6acKa OHbIH XK00aChbIHAA eTe
CHpeK KoJslaHbliapl. JlereHmMeH, canblk
OWBIH HHILYCTPUSICBIHBIH, COHFbI 2KETIiCTiri
OMBIH/IBI IAMBITY KHbIHBIKTAPbIMEH KaTap
KOCBIMILA CTPECCTi TyAbIpajibl 2KaHe OHbIH/bI
a3ipJiey npouecinae 03blK Toxipubeaepii
KaOblJ1ay KaXKeTTiJirNH KepceTe/.
JKakcapTynbl KazkeT eTeTiH OHbIH/IbI
a3ipJieyiH 6arnapaaMalbiK KacakKTaMachiH
a3ipJiey npolieciHin Oerisi 6ip canacbiH
aHbIKTay YIUiH [POLECC dpeKeTTePiH
OaraJgiay »Kyprisinyi Kepek.

Matthew Guzdial :xone Mark Riedl
JKaKCapTy/bl KAXKeT eTeTiH OFbIH/Ib
a3ipJieyiH 6arnapaaMabiK KacakKTaMachiH
a3ipJiey npolieciHi Oerisi 6ip canacbiH
aHbIKTay YIUiH [POLECC dpeKeTTePiH

Oaragay »XKyprisinyi kepek. Jlerenmen,

KEH OPHBIHBIH, CaJIbICTBIPMAJIbI TYPJIE 2Kac
TapHuxbl MEH SMITUPUKAJIbIK CHIIATbIHA
OalNaHbICTBI HTePY CTPATErUsANaphI
HeMece Kypilll xKaJjay 6oJraH Kok (31 -
37). GDSE npotiecinin emipJik LuKAiH
3epTTeyaeri Tocisaep 6arnapaamMalbiK
KaMTamachbl3 eTy MHKeHe PUSIChIHAAaFbl
3epTTeyJsep MeH a3ipJemesiep xKypHaJblHAa
OWBIH IaMBITY/IbIH, 03bIK TazKipubOesepi
TOJIBIK 3epTTedreH. by xyfliesi onebuer
LIOJTYbl OMbIH/IbI IAMBITY/IbIH, OMiPJIiK LIAKJiH
3epTTey/ETi OJNKBIIBIKTaP/bl aHBIKTayFa
KOMEKTeCe/l.

Bya seprreynin verisri makcatel GDSE
MPOLECIHIH OMipJIiK LIMKJi aiMaFblHa TYCiHIK
6epy 60Jibl, OUTKEHI 3epTTeYIiIep 6TKEH e
OHbIH, OariapJ/aMallbiK 2KacaKTaMaHsbl
93ipJIeyIiH ACTYPJli POLIECIHEH
epekiiiesieHeTiHiH atan oTTi. Ochbl MakcaTKa
JKETY YIIiH 9fiebueTTepre XKyueJi 1oy
JKYPri3isizi, oJ1 JpJiedii napajiurmaHbiy
aJIFallKbl KagaMblH pactaibl. HoTtkesnep
conbiMen Katap GDSE npotiecinin
OMIipJIiK LMKJIiHIH alMarbl 6aF1apaaMasbik
JKacaKTaMaHbl 93ipJieyiH 1oCTypJi
NPOLIECIHEH epeKIIe/ICHeTiHIH 2KoHe
3epTTey OeJICeHMIJITN KYHHeH-KYHIe apThl,
KebOipek 3epTTeyllisep/liH KbI3bIFYLIbIIbIFbIH
TYJbIPATbIHbIH pacTajibl.

KopbITbIHADI

Bya 6akbliay asipJaeyiiinepre
OarnapJsamaJblK kacakTamaHbl a3ipJey
npotlecinen 6acka MaHbI3/bl 9peKeTTep
i3/1ey KepeK eKeHIri TypaJibl 1dJieJiiep
6epi. by makana GDSE canacbinaarb
OPTYPJli TaKBIPBINTAP/bI CUITATTAN]IbI
»oHe GDSE npotieciHii oMipJik HUKiHe
KATbICThI HETI3Ti 3ePTTEY 9pEeKeTTePiH
kopceteni. GDSE-ne aubikTanran
3epTTey TaKbIPbINTapbl 9PTYpJli MOHIAE PAIH,
JKUBIHTBIFbI O0JIbIIT TAOBLIA/IbI 2KOHE 0J1ap
Oipre OHbIH 93ipJiey MPOLECiH asgKTalIbl.

TaxbipbinTap ofibiH eHipici
Ke3eHiH/e, OlaH KeliH oHuipicke
JICHIHTI Ke3€eH/li KeHiHEH 3€PTTEeJ].
EkiHui 2karbiHaH, oHAipicTeH KeHiHri



Ke3eHie 6apJsay OeJICeHIITITIHIH a3abIFbI
TypaJibl XabapJanjibl. OHipicke jgelinri
Ke3eH/1e 2KAPUSAJIAHbIMIAP/bIH KOTILLIJIIT
MeHe/LKMEHT TaKbIpbIObIHA apHaJIIbI, aJ
OHJIipic Ke3eHiH/Ie a3ipJiey miaTdopmMachl,
HarnapJjamaJgay »KoHe eHri3y Ke3eHiHJIe eH,
Kol 3eprreyulisiep TapTbliibl (Prasetyo
49-57).

Omnpipic keseHi KoOipek 3epTTeyJepi
TApPTThI, OUTKEHI OMBIH a3ipJieyLlijiep
OWBIH/IbI 93ipJICY/IiH IIEKTeYJli YaKbIT
eHbGepiHe GailJIaHbICThI €HTi3y MeH
OarnapJsamaJgayra keOipek KeHis OeJesi.
OunpipicTeH KeHiHTi Ke3eH MpouecTi
TeKcepy, TecTijiey KaHe MapKeTHHT
TAKbIPBINTAPbIH KAMTH/IBI.

3epTTey TakbIpblTapblHaH 6acka,
Kebipek 3epTTeyliisep 6apaay 3epTrey
dIiCTepiH MaiiaMan/bl; SMITHPUKAJIBIK
3ePTTeY 9liCTePi TYPFbICbIHAH
cayaJiHamaJsiap/ibl Kelic 3epTTeyJiep MeH
IKCIIepPUMEHTTEPre KaparaHjaa Kebipek
geprreyiiinep xkypriszai. Kasnbl, Gy
3epTTey HOTHKeJepi canaJibl LHPJIbIK
OWBIHAP/IBb] JAMBITY YIIiH MaHbI3/BI.
TexHOMOrHSIHBIH 2KblJIAM 2KOHE TYPAKThbI
e3repicTepi xKoHe KapKbIHbl 6dCeKeeCTiK
OU3HECKe acep eTil KaHa KoUManbl,
COHBIMEH KaTtap JlaMy KbISMeTiHe YJIKEH acep
eTes.

Ocbl KyLLTI GaceKeeCTiK TMeH XKOFapbl
KbICbIMFa TeTeN 6epy YIIiH OHbIH a3ipJeylli
VUBIMIAP MEH OHbIH 93ipJieyLlisiepi olapablH,
OHIMJIJIIrH yHeMi OaFaJsiaybl 2KoHe CoHKec
OaraJjiay a/licTeMeCiH KOJIaHybl KepeK.
3epTTeyid HoTHKeC] OarasnaybiH 1ypblC
dlicTeMeCiH KOJIIaHy YHbIMFA OHbIH, KYLUTI
JKOHE 9JICi3 ’KAKTapbIH aHbIKTayFa »KoHe
JKakcapTy Oo¥bIHIIA yChIHbICTAp Oepyre
KOMeKTeceTiHiH KopceTTi. [lerenmen,
GDSE npouecinin GeJiilieKTeHreH CHNAThI
9Jli TOJIBIK 3epTTeJIMereH Kelenai 6aranay
CTPATErUsIChIH KaXKeT eTelli. 3epTTey
YKYMbICHIHBIH, coHbIHIa GDSE npouecinin

eMipJIiK LHKJIiHIer 6acKa 3epTTeyaepre
Heri3 6oJazibl XKaHe 0Chl casana kebipek
Haszap ay/lapy/bl KaxKeT eTeTiH 3epTTey
TaKpIPINTAPbIH KopceTei. bys sepTreynin
HaTH:Kesiepi 3epTTeyiiinepre GDSE
NPOLECIHIH OMIPJiK LMKJiH 3epTTeyaeri
OJIKBIJILIKTAP/Ibl aHBIKTAyFa XKoHe OJ1aH

api 3epTTey OGarbITTapblH O6Jlill KepceTyre
keMekrecesi. by seprrey conbiMen Karap
LM PJIBIK ONBIHHBIH 2KeTisyiH 6arasay
MOJIeJIiH a3ipJieyre OarbITTa/FaH yJIKeH
»K0OaHbIH, 6641iri 60J1bII TaOblyIa/bl.

MaHbi3apl acnekTisiep aHbIKTaJlFaH:
93ipJIeyLLiHiH K63Kapachl, TYTbIHYLUbI,
Ou3Hec XKaHe npollecTit 03i. by/1 coHbiMen
katap GDSE npotiecinin eMipJik uk/IiHiH
aiimarbl 6araapJjamasnblK KacakTaMaHbl
azipJiey npolleciMeH casbICThipyFa 601aThbiH
KYpJIeJi FBIBIMU caJsia O0JbIN TaOblIaIbl
JKoHe OFbIH a3ipJiey GaraapJaamasblk
JKACAKTAMACBIH 93ipJiey npouecitie
opTYpJi pakTopsapra keGipek Hazap
ay/apy/bl 2KoHe ecKepy/li Tajan eTejli 1ereH
MaJliMIEeMEeHi pacTaiibl.

Kpickata aiitkanaa, 6ya seprrey GDLC
TaKbIpbINTapbl GOHbIHILA d/1IeOUeTTEepre
yKy#edii woJgty 60160 TaObl1ajbl. TyTactai
aJiranaa, OyJ1 3epTTeyIiH HOTHKeJ e pi
canaJibl LUMPJIbIK OFbIHAAP/BI IAMBITY YILiH
MaHbI3Jlbl, OUTKEHI 0J1ap 3ePTTEYLLIePIiH
Ha3apblH KayKeT eTeTiH allMaKTap/ibl
KepceTeli. bys sepTTeynin HoTHXKeIEPi
GDLC npotiecinii ¢pparMeHTTe/NT€H CUMATDI
9J1i TOJIBIK 3epTTeJIMEreH KelleHai 6aranay
CTPATErUACHIH KAXKEeT €TeTiHiH KOPCeTTi.
AKbIpbIHIA, MYH/IAH 3€PTTEY KYMbIChI
6acka GDLC 3eprreynepine Heris 6epeni
JK9HE OCbl cajiajia KeOipek Hasap aylapyibl
KaKeT eTeTiH 3epTTey TaKblpblTapbIH
kepceteli. bys sepTreynin HoTHKeepi
geprreyuiinepre GDLC 3eprreynepinjeri
OJIKBIJIBIKTAP bl aHbIKTayFa yKoHe OJlaH
api 3epTTey OarbITTApbIH KOpCeTyre
KOMEKTECe/].
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ABsTopnapabiH, yneci

@. A. CatbibangueBa — TY>KbIpbiMAAMaHbl 33ipaey; MaesHbl KanbinTacTbipy; 3epTTey
06beKTiCiHe KaTbICTbl 34ebueTTepre WONY Xacay, anblHFaH AepeKTepAi Tannay xaHe
TYCiHAIpY; MATIHAI AalbIHAAY X3He pefakuusnay; eckepTynep 60MbIHLIA XYMbIC XaHe
COHFbl HYCKaHbI MbICbIKTAY; XXypHANMeH BainaHbIC XaHe XaT anMacy; KyMbICTbIH 6apbik,
acnekTinepi ywWiH ayankepLinik.

I. XK. EceH6ekoBa - TyXXblpbiMAaMa MeH MaesHbl 33ipfiey; Heri3ri Makcatrap MeH
MiHLETTepLi KOPbITbIHAbINAY; aNbiHFAH AePEKTEPAI Tanaay; XypHanMeH 6annaHbIC xaHe
XaT anMacy; MakanaHbliH, BipiHLWi HYCKACbIH Ty3eTy, eCKePTY/IEp EHTi3Y XJHE MbICbIKTaY;
MaKanaHblH, Kipicneci MeH KOpbITbIHAbBICbIHbIH, COHFbl HYCKAChIH Xacay.

Bknap aBTopoB

®. A. CatbibanameBa — pa3paboTka KoHLenuun; dopMupoBaHue uaen; 063op nutepaTypsl
no 06beKTy UCCIEe[0BAHUS, aHANN3 U MHTEPMPETaLMs MOYYeHHbIX LAHHbIX; MOArOTOBKA U
peLaKTUPOBaHWe TEKCTa; paboTa Nno 3aMeyaHusM U LOpaboTKa OKOHYATENbHOTO BapUaHTa;
CBSI3b M NMEPEnMUCKa C XXypHaNoM; OTBETCTBEHHOCTb 33 BCE acMeKTbl paboThl.

I. XX. EceH6ekoBa - pa3spaboTka KoHLenumMn u naeu; GopmMynmpoBka OCHOBHbIX Lenen u
3a/la4; aHanM3 NoyYeHHbIX AaHHbIX; KOPPEKTUPOBKA NEpBOro BapuaHTa CTaTbM, CBS3b U
nepenucka ¢ XXypHanoMm; BHeCeHMe 3aMeyaHuin u nopaboTka; paboTa HaL OKOHYATeNbHbIM
BapMaHTOM BBEAEHUS W 3aK/OYEHNS CTaTbU.

Contributions of authors:

F. A. Satybaldiyeva - concept development; idea formation; review of literature on the
object of study, analyzing and interpreting the data obtained; preparing and editing
the text; working on comments and finalizing the final version; communication and
correspondence with the journal; responsibility for all aspects of the work.

G. Zh. Yessenbekova - development of the concept and idea; formulation of the main
goals and objectives; analysis of the data obtained; correction of the first version of the
article, communication and correspondence with the journal; comments and revision;
work on the final version of the introduction and conclusion of the article.
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®epysa Carbibanauena,

Kasaxckasi HaunonasnbHasi akagemusi nekycers umenn Temup6eka yKyprenosa (Anmvarsbi, Kazaxcran)

I'yaxanar EceHbekoBa,

Kazaxckast Haunonasbhast akajemust nekycers umenn TemnpGeka Kyprenosa (Anmathbl, Kasaxcrat)

NCCNEAOBAHME METOOOB 1 NOAX0OA0B MPOrPAMMHOIO OBECIMEYEHUA
019 PASPABOTKU UTP

AHHoTaums. KoMnbOTEPHbIE UFPbl — 3TO TUM NPOrPaMMHOIO NMPUIOXKEHMS, KOTOPOE UCMOb3YeTCs
He TONbKO A/ Pa3BeYeHUS, HO U AN BAXKHbIX LieNel, CBA3aHHbIX C PA3IMYHbIMU 061ACTAMM XKU3HM,
TakuMM Kak obpasoBaHue, bB13HEC, 34pPaBOOXPAHEHNE U UCKYCCTBO. MEXANCLUMNAMHAPHBINA XapakTep
NpoLeccoB pa3paboTku Urp, ayAmo, UCKYCCTBA, BUAEOD, CUCTEM YNpPaBeHUs, MCKYCCTBEHHOTO MHTENIeKTa
(MW) n yenoBeyeckoro GakTopa AenaeT npouecc pa3paboTku NporpaMMHbIX Urp Bonee MHTEPECHBIM U
C/IOXHbIM, YEM TPAAMLMOHHOE NPOrpaMMHoe obecneyeHue.

MeToponorns uccnefoBaHWs BKIKOYAET aHaNM3 METOLOB reiiMAM3aliHa B OTEYECTBEHHOM U
3apybexHol npakTuke. B uccnenoBaHum onpeneneHbl KpUTEPUM OLEHKM 06OralLeHns UrpoBbIX
MeTOA0B U NoAXoA0B. [IpoBeaeH aHann3 GYHKLMOHAbHBIX U KOMMO3ULMOHHbIX XapaKTePUCTUK UMPbl C
MCMob30BaHWEM METOAA MHOrO(MAKTOPHOrO CPaBHEHMS.

Llenb cTaTby - OLLEHUTb COBPEMEHHbIE UCCIEA0BAHMS MPOrpaMMHOro obecneveHns ans paspaborku
urp. 3afa4un MCCNenoBaHMs: OTKPbITb HOBble BO3MOXXHOCTM CyLLECTBYIOLLEN TBOPYECKOM Cpenbl Ans
CO3[aHWS Urp C YYETOM YCNYIM UCCAEeRYEMOro U pa3paboTaHHOro MeTOAa; BO3POXKAEHWE UTPOBOTO
NMPOM3BOACTBA C LieNbl0 COXPAHEHWS OPUrMHANBHOCTM 0ObEKTA M CO34aHMNS COBPEMEHHBIX HAaNPaBNEHU
pa3BuTUS; onpeaeneHue MeTOA0B U CPeACTB aaanTaLmM UrPOBbIX TEXHOMOMMI K MOTPEBHOCTAM
COBpEeMEeHHbIX Npou3BeneHnii nckycctea Pecnybnmku KasaxcraH ¢ MHOroneTHel UCTOpUEN.

Bynyliee pa3euTua urpoeoro AusaiiHa B Pecnybnvke KasaxcraH 3ak/ito4aeTcs B ero BO3MOXHOWM
1 BbICTPON aganTaLumMm K pa3BMBaOLLMMCS TEXHONOrMAM. AganTaums obneryaeT co3aaHue U BbiBOL,
OTeYeCTBEHHOIO UrPOBOrO MPOAYKTA HA MUPOBOM PbIHOK.

Knioyesswie cnosa: KoMMbOTEPHASA Urpa, BUAEOUTPA, OHNANH-UIPa, CUCTEMATUYECKMIA 0630p,
nporpamMMHas urpa, paspabotka nporpaMMHoro obecrneyeHms, MCKYCCTBEHHbIM MHTENNEKT, IFrPOBOW
An3aliH, reiMudukaums.

Ana yumuposanus: Catbibananea, ®epy3a u [ymkaHat EceHbekoBa. «MccnenoBaHve MeTOA0B U
noaXoL0B NpPorpaMMHoOro obecnevenus ang paspabotku urp». Central Asian Journal of Art Sdudies, 7. 8, N2
3,2023,¢.179-195,D0I: 10.47940/cajas.v9i2.714.

bnazodapHocmu. ABTOpbI BbipaxatoT 6narosapHocTe Caxunesoit Mapuae AbybakMpoBHe 3a MOMOLLb B
ocyLlecTBneHnn 0630pa MTEPaTypbl N0 0ObEKTY MCCNEA0BAHMS M MOMOLLb B PeAaKTMPOBAHMK CTaTby.

Aemopbl npoyumanu u 0006puIu OKOHYamMesbHbIl 8apuUaHmM pyKonucu u 3aseasem ob omcymcmeauu
KOH@IUKMA uHmepecos.
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RESEARCH METHODS AND APPROACHES GAME DEVELOPMENT SOFTWARE

Abstract. Computer games have evolved into versatile software applications that serve purposes
beyond entertainment, finding applications in fields such as education, business, health, and art. The
interdisciplinary nature of game development, incorporating elements from audio, art, video, control
systems, artificial intelligence (Al), and human factors, presents unique challenges and adds to the
complexity of the software development process compared to traditional software.

This research article employs an analysis of game design methods from both domestic and
foreign practices. The study establishes criteria for evaluating the enrichment of game methods
and approaches, utilizing multivariate comparison to analyze the functional and compositional
characteristics of games.

The article aims to evaluate current research in game development software, with specific
objectives including: exploring new opportunities within the existing creative environment for game
creation while considering the needs of the researched and developed methods; revitalizing game
production to preserve the originality of the medium and foster modern directions for development;
and determining methods and approaches to adapt gaming technologies to the requirements of
contemporary works of art in the Republic of Kazakhstan with a rich historical background.

The future of game design development in the Republic of Kazakhstan lies in its potential for
rapid adaptation to emerging technologies. This adaptability facilitates the creation and international
launch of domestic game products.

Keywords: computer game, video game, online game, systematic review, software game, software
development, artificial intelligence, game design, gamification.
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Abstract. Over the last decade, the art world has been experiencing deep transformations and modifications.
Indeed, new media, technologies, and even currencies (i.e. NFT, blockchain, metaverse, robotics, cryptocurrencies,
etc.) have been revolutionizing the approach, reception, and making of art as conventionally intended. Artists,
collectors, scholars, and art aficionados alike may indeed need guidance in this always-changing world and its
challenging functioning, transactions, and reception. Questions concerning art assessment, pricing, deontology,
sustainability, and "fairness" are gradually more frequent in journals, research, and surveys, and they are often left
fully answered.

This work - designed as an interview - features the participation of an international art expert and scholar
(Giosue Prezioso), who explains, through his experience, how to understand better, interact, and operate with/in
the art world. His multidisciplinary experience and approach will touch upon the visuals, law, and business of this
market, exacerbating suggestions, tips, and recommendations to artists, collectors, and art people alike.

Key words: art business, art, art appreciation, Aartist, science, NFT, artists, art pricing, collectors, scientist.
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Giosué J. Prezioso: Dear Alessya,
thanks again for trusting me as the
reference for this interview. I will do my
best to provide your community with the
best golden rules and tips pertaining to
this world. Please send me a copy of the
manuscript once it gets translated and
published, and if you need a pic, let me
know.

Alessya Jurt: Tell us a little bit about
your professional life.

Giosué J. Prezioso: My professional
life begins with a BA in Art History,
which [ obtained touring across different
American universities between New York
City, Boston, and Rome. Upon graduation,
[ was offered an academic position at
an American university in Italy, which I
accepted and made me fall in love with
Rome: it was great! However, my passion
for art pushed me to continue, and I applied
to postgraduate programs worldwide.

[ was accepted into a PhD program at
Cambridge, as well as the Courtauld
Institute of Art and other Institutions.
There was yet one place I had applied

to, and that was my dream: Christie's -
literally, the world's art temple. I knew

it was open to only 10-20 students per
annum; my hopes were, therefore none.
Instead, just before embarking upon a
PhD experience in the UK, the green light
turned on: "you have been accepted." Long
story short, [ completed my Master of
Science in Art, Law and Business; trained
in the 'Antiquities' department, studied in
world classes in Belgium, China, Korea,
UK, and Switzerland... Lived an actual
dream. I was, however, missing my great
passion for teaching.

[, therefore, moved back to Italy, where
new cultures of curation, art management,
business, and law had taken shape in the
academia. At that point, my experience
at Christie's, my international art
consultancies, as well as my publications,
and my commitment took the final and
hybrid form of a Professor teaching new
disciplines across Europe and beyond.

Indeed, I lectured in countries such as
Spain, UK, France, Latvia, Egypt, Poland,
and the US. [ furthermore started a PhD
in the UK and specialized in advanced
education leadership at the Harvard
Graduate School of Education. I am now
[taly's youngest Dean of Academic Affairs,
and [ continue with my teaching, art
consultancies, academia, and art.

Alessya Jurt: How do you evaluate
and set a primary price for the artist
themselves? This is a question many artists
have asked me so you can help them. It's
very important to them.

Giosué J. Prezioso: There are many
theories, methodologies, and approaches,
which moreover vary depending on the
country and the art tradition. Nevertheless,
[ shall iron out some golden rules - which
at times come from artists themselves:
start with how much you spent to produce
the artwork. It seems too pragmatic
and less "artsy," but producing a gold
sculpture versus a glass one, differs on
both production and proposition costs.
Then look at similar works both online and
on catalogues, and see what their price is.
Finally, consider your reputation on the
market: are you a young, emerging, or
well-established artist? Of course, the more
you exhibit, sell, show, and get noticed,
the higher the price. Also, do not be shy:
prepare a portiolio and send it to galleries.
Some may not respond, and some may
provide a foundational price and tell you
how much they think your works shall be
sold. In all this process, however, never
forget to be honest to yourself and set
minimum standards. This is your work,
your life, your career. With a bit of effort and
build-up experience with costs, research,
and liaising with galleries, I am sure that
all artists will soon develop a seli-assessing
skill that will lead them to think of prices
as they produce the work. Experience is
indeed the ultimate yet decisive skill one
has to have.

Alessya Jurt: How does the price of
contemporary art behave over time? Is it
decreasing or increasing?
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Giosué J. Prezioso: Sad enough,
there is not much research on the topic.
There is, however, a graph I oiten show
to my students, which is authored by the
University of Luxembourg. This graph
not only monitors art throughout 40+
years to see how it performs - which is
a broad spectrum of time you rarely find
on international research; it moreover
benchmarks art against other assets - such
as gold, real estate, and finance - which
is an operation I really, barely, and sadly
see in the international bibliography. This
juxtaposition not only ennobles art and
considers it as prestigious as the others
in the graph but also tells us that it is a
valuable investment to pursue. Throughout
the 40 years, art shows a sort of harmony;
peaks up and down and across time recur
in a somewhat predictable rhythm, which is
a feature investors are attracted to and feel
safe with. Just to mention, one plus art has
whilst compared to assets like finance: it is
less volatile than the latter. Moreover, art
purchases and investments often come with
biographical, emotional, spiritual, religious,
and cultural motivations that assets such
as finance or oil do not generate. Art
is, therefore a very interesting, multi-
sensorial, and valid investment people shall
look more into today, especially in a world
where creativity is among the last things we
are saving from digitization and technology.

Alessya Jurt: What should an artist
do to get a higher price for his or her
paintings?

Giosué J. Prezioso: Let's start by
saying that this is a really hard question
and that it is nobody's fault if someone's art
does not succeed from a monetary point of
view. There are many artists who are great
but who are nevertheless just economically
stable - not "rich." There are yet other
artists like Van Gogh, for example,
who became famous after his death. So
please: money does not tell much about
the greatness of an artist's oeuvre. With
this being said, I believe that, in addition
to formal qualities, artists are first and

foremost professionals. As such, they are
appreciated if they study, pursue continuing
education, and keep up with their training.
Artists are appreciated if they participate
in residencies, network, and exhibit - and
of course, the more internationally they
exhibit, the higher their profile becomes.
There is then a new approach to social
media. Cultivating a social persona may
lead to network, clients, opportunities, and
business. To cite a famous performance

by Marina Abramovich: the artist must be
present, along with his/her work.

In a nutshell, be present. Keep studying.
Participate in residencies and networking
events. Be multi-channel.

Alessya Jurt: When [ studied with
you, we talked a lot about the appraisal of
historical art, but are there techniques for
appraising contemporary art?

Giosué J. Prezioso: As | mentioned
in the previous section, there are indeed
different appraising techniques and
channels to receive an estimate. First
and foremost, create a portiolio and/or a
website and/or a social media channel — or
the three of them. Such content will be your
"ID" and "resumé" as an artist, the very
first thing people will look at when they are
potentially interested in your work. When
you have this material in place — which
must be appealing, honest, professional,
and competitive! — send it around to art
historians, curators, art critics, scholars,
and especially galleries. They are the first
bridges to enter the art market, and they
are un/luckily, hundreds. I am aware it is
a fatiguing job: you need to look for, email,
and persuade hundreds of international
eyes to get your work out there. However,
as traditional as it sounds, this scouting
methodology can be great to see how this
art market segment responds to your work.
Do they respond? In case no, what is there
that may not work? If they do respond,
what do they tell you? Be courageous
and spontaneously ask how much your
work shall be sold. Simultaneously, keep
studying, exhibiting, going to residencies,



and building your brand... That will keep
you in touch with people, galleries, eyes.
Moreover, if galleries are out of reach, ask
your peers artists who may be ahead of you
in the process how would yousell this? How
much for? Do you know any galleries that
may be interested in my work? It is a lot of
work — like auditioning for actors, dancers,
or performers; like applying for PhDs,
when you look for a university that may be
interested in your research; like any other
competitive jobs, basically.

Alessya Jurt: Why does one modern
work get a high appraisal and another can't
even reach $1007? Is that fair? After all, all
artists spend a lot of time, effort, energy,
and money to create a piece.

Giosué J. Prezioso: Have you ever
watched a film, read a book, or discovered
a brand that was unfairly unknown to
most? You found it beautiful, different,
unconventional, but yet relatively niche,
hidden, undiscovered... Well, that is art.
That is life.

While [ understand that sense of
"injustice," I shall point out that at
times that feeling has nothing to do with
"fair-ness." In those situations, we shall
both empathize with the professional in
question, but yet critically ask ourselves:
why isn't anyone boosting this product/
work? May there be anything off with his/
her presentational skills? This product/
work greatly responds to my needs but
not to most people's. Shall I ask someone
else — maybe a Senior — whether that is
a case of unfairness or rather a personal
opinion? Our work as art professionals does
not (only) consist of handling "beautiful"
art — per se, art may be ugly, useless,
grandiose, futile, etc., but especially of
critically exacerbating its potential, limits,

5 Get inspired by other artists' websites,
trends, and content.

2 Some colleagues may argue that films,
documentaries, and performances in general are not art,
but I addressed the question with a rather open and fluid
approach.

attractiveness, downsides, and threats.
Once we have a clearer picture, we can
understand what "ingredients" are missing
or need to be perfected so that the "time,
effort, energy, and money" the artist
invested in are maximized.

Alessya Jurt: How has the world of
contemporary art appreciation changed in
the last 3-5 years?

Giosué J. Prezioso: This is a vast, huge
question. Art appreciation always changes
— it does it by definition - and putting that
"last 3-5 years" term does not, alas, really
make the answer easier! I shall, however
attempt to provide a perspective/answer.

[ believe that the pandemic forced people
to realize how important art, culture, and
entertainment are — think of the films,
documentaries, and performances we
watched throughout the lockdown.? People
could escape daily monotony by turning
on a screen and fantasizing, establishing
a personal connection with these realms.
And while there is a difference between
art, culture, and entertainment, the three
spheres somehow merged during this
sensitive transition. After the pandemic,
this experience boosted museums' visits,
art purchases, and cultural tourism, so
art appreciation has grown, for sure, in
terms of volume. There was, moreover an
openness toward new media, such as VR,
AR, the metaverse, and first and foremost,
toward NFTs. Therefore, while I cannot
specify what really changed, I can surely
say that people got closer to art and creative
industries and demonstrated an interest
— and yet demonization — towards new
media, especially NFTs.

Alessya Jurt: What advice do you have
for aspiring artists when selling their art?

Giosué J. Prezioso: [ think this was
already pragmatically answered in the
previous questions.

Alessya Jurt: Also, I know that you are
not only an appraiser but also a lawyer,
maybe you can give advice to our readers in
the legal aspect as well?
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Giosué J. Prezioso: [ am not a lawyer
but received legal training in my Master
of Science and Ph.D. — whilst acquiring
ad hoc knowledge in the doing of my job.
For sure: get some training! It is incredible
how little artists know about their job.
This is surely not their fault, as schools
and universities do not provide this kind
of training in the field. However, as the
internet is rich with platforms and courses
on the topic, [ would warmly suggest taking
one.

The areas [ would look into would
be those gravitating around Intellectual
Property, as well as plagiarism and import-
export. I would moreover suggest some
readings on the blockchain, which is
improving such spheres of the art world,
providing innovative and concrete aids
to the operators of this complex and yet
exciting world.
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Anecs FOpt

«Aaartist» KoMnaHUACBIHBIH 6aC aTKapyLlbl TMPEKTOPbI, MOICHH MEHEXKMEHT JKoHe OHep Maructpi
(JInecrann, Hlpeiinapus)

©HEP TYbIHAbIIAPbIH BAFAJTIAY: XAJIbIKAPAJIbIK KEHECLLI, ©HEP, K¥KbIK >XOHE BU3HEC
MATUCTPI, (KPUCTU IOHOOH/TNA3r0 YHUBEPCUTETI), PHD KAHAUOATbI (PEAUHT
YHMUBEPCUTETI), TAPBAPL, YHUBEPCUTETIHAE XKOFAPbI B1J1IM BEPY KOLUBACLUbIJ1bIFbl
BOMbIHLUA OKbITYLLbI )KO3Y3 NMPELIUOCOMEH C¥XBAT

AHpatna. CoHfbl OHXbINABIKTA BHEP d1eMi TepeH, e3repicTep MeH MoaMdUKaLManapFa yWblipaabl.
LbIHbIHAA A3, )KaHa MefMa, TEXHOoruanap xaHe Tinti Bantotanap (Mbicanel, NFT, blockchain, meTaanem,
poboTtoTexHuKa, KpunToBantotanap xaHe T.6.). CypeTwinepre, KonnekuMoHepaepre, fanbiMaapFa XaHe
eHep cyiep KaybiMFa Byn YHEMI ©3repin OTbIpaTbiH SN1EMAE XKHE OHbIH, KYPAENi XYMbICbIHAA, MaMinere
Kenyne >aHe aaicTepiHae 6acLubliblk KaXKeT 601ybl MYMKIH.

OHeppai 6aranay, eHepaeri 6araHblH, Kypblnybl, 3TUKA, TYPAKTbIIbIK XXIHE «9AINAIKKEY» KATbICTbI
CypakTap LWbIHbIMEH [ie XXYpHanaapAa, 3epTTeynepae xaHe cayanHamanapaa bipre-6ipre xui kesgeceni
XOHE TOMbIK KayanTbl KAKET eTes.

Cyx6at TypiHae AaiblHOanFaH Oy XKyMbICTa Xanblkapasnblk 6HePTaHyLLbl XaHe FanbiM Giosue
Prezioso eHep anemiHae kanai anamaap 6ip-6ipiH »akcbipak TyCiHicin, e3apa KapbiM-KaTblHacTa Kanau
DPEKET )acacy KePEKTIriH TYCIHAIpY YWiH e3 TaxipubeciHe cyieHeni. OHbIH, MaHApanbIK Taxipubeci
MEeH TaCini cypeTwinepre, KONAeKUMOHEPNEPre XoHe eHep afaMAapblHa apHaFaH YCbIHbICTap MeH
KeHecTepre 6aca Hasap ayaapa oTbIpbin, BU3yanabl 3ddeKTinepre, 3aHra XaHe 0Cbl HAPLIKTbIH, OU3HEeCiHe
KaTbICTbl MaCenenepai Ae Ko3famabl.

TyiiiH ce30ep: eHep 6U3Heci, eHep, eHepai bafanay, Aaartist, FoinbiM, NFT, cypeTwinep, eHepai 6aranay,
KoNneKLuMoHepnep, FanbiM.

Aoaiiekce3 ywiH: HOpT, Anecs. «OHep TyblHAbIIAPbIH 6aFanay: Xanblkapasnblk KEHECLi, BHEP, KYKbIK,
xaHe busHec Maructpi (Kpuctv JloHgoH/Mmasro yHueepcwuteTi), PhD KaHanaatel (PeamHr yHuBepcuTeTi),
[apBaps, yHMBEPCUTETiHIH, KeLwbacLbINbIK CanacbiHAa TepeHaeTinreH 6inimM 6epy okpITyLbIChl [1)k03Yy3
MpeunocomeH cyxbat». Central Asian Journal of Art Sdudies, . 8, N2 3,2023, 196-204 6.. DOI: 10.47940/
cajas.v10i3.756

Anreic. ABTOp TeMipbek XXypreHoB aTbiHAarbl Kasak ynTTbik @Hep akafeMusacbiHa apinTecTiri yiiH
xaHe Central Asian Journal of Art Sdudies >ypHanblHAa XapuanaHy MyMKIHAIM YLUiH WbIH XXYPEKTEeH
anfbic bingipeai.

Asmop Komwas3baHsiH COHFbI HYCKACLIH MYKUSIM Kapan WblFbin, Makya0adsl #aHe Myooenep Kaduwbl/ibiFbl
HOK eKeHOi2iH ManimMOelioi.
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Anecs Opt

[‘eHepasibHblil IMPEKTOP KOMMAHHH «AaapTHCT», MarkucTp B 06/1aCTH KyJIbTYPHOTO MEHE/LKMEHTA H MCKYCCTBA
(JIuecran, 1lBefinapust)

OLLEHKA NPOW3BEAEHUIA UCKYCCTBA: UHTEPBbBIO C A)KO3Y3 NPELLMO30, MEXXAYHAPOAHbIM
KOHCYJIbTAHTOM, MATUCTPOM UCKYCCTB, MPABA U BU3HECA (CHRISTIE'S JIOHOOH/
YHMUBEPCUTET NA3r0), PHD KAHOUAOATOM (YHUBEPCUTET PELWHIA), MPEMNOAABATE/IEM
JIMOEPCTBA B COOEPE BbICLLErO O6PA3OBAHWSA B TAPBAPACKOM YHMBEPCUTETE

AHHOTauus. 3a nocnenHee AeCATUNETME MUP MCKYCCTBA MpeTepnen rybokune TpaHchopMaLmm
n Moambukauuu. [1encTBUTeNbHO, HOBbIE MefMa, TEXHONOTUM U faxe BantoTbl (Hanpumep, NFT,
610KYeliH, MeTaBCeNeHHasl, pPOBOTOTEXHMKA, KPUMTOBANIOTHI U T. [i.) MPOU3BENW PEBOJIIOLIMIO B MOAXOLE,
BOCMPUSITUM U CO3AAHUM UCKYCCTBA B €r0 TPAaAULMOHHOM MOHUMAHUW. XyLOXKHWUKM, KOMNIEKLLMOHEPHI,
YY€HbIE M MOKIOHHUKU UCKYCCTBA AEMCTBUTENIBHO MOTYT HYXAAThCSl B PYKOBOACTBE B 3TOM MOCTOSHHO
MEHSIIOLLEMCS MMPE U ET0 CIOXHOM (DYHKLMOHMPOBAHMM, CLENKAX U CNOCOobax.

Bonpockl, kacaroLimecs oLeHKM UCKYCCTBa, LLleHO06Ppa30BaHMs, 3STUKU, YCTOMYMBOCTU U
«CMpaBeaNMBOCTU», AENCTBUTENbHO MOCTENEHHO CTAHOBATCS BCe GO/Ee YacCTbiMM B XXypHanax,
MccnenoBaHUNX M OMpocax, Tak Kak OHW TpebytoT Bce Gonee NosHOro oTBeTa.

B 3ToW pabote, opopMaeHHOM B HOpME MHTEPBBIO, yHaCTBYET MEXAYHAPOLHbIA MCKYCCTBOBES, U
yyeHbli ([dxo3y> MpeLnoso), KOTOPbIA Ha OCHOBE CBOErO OMbiTa 06BACHSET, KaK yyLle NOHUMaTb,
B3aVMMOAENCTBOBATb U AEMCTBOBATb B MMPE UCKYCCTBA. Ero MeXAMCUMNIMHAPHDIA OMbIT M MOLXOL,
3aTpar1BaloT BU3yasbHble 3O dEKTbI, MPaBO U GU3HEC HA 3TOM PbIHKE, 3a0CTPSS BHUMaHME Ha
NpeLNOXEHUSIX, COBETAX M PEKOMEHAALMAM XYLOXKHUKAM, KOJTEKLMOHEPAM U NIIOASAM UCKYCCTBA.

Kntoyessie cnoea: apT-613HeC, MCKYCCTBO, OLLEHKA MCKYCCTBA, Aaartist, Hayka, NFT, XymoxHuKuK,
LLeHOO6Pa30BaHUE B UCKYCCTBE, KOMEKLMOHEPDI, YHEHBINA.

Ana yumuposarus: tOpT, Anecs. «OLeHKa Npon3BeAEHMI MCKYCCTBA: MHTEPBBLO C [1)k03y3 Npe3noso,
MeXAYHAPOAHbIM KOHCY/IbTAHTOM, MarucTpoM MUCKYCCTB, npaBa W busHeca (Christie's JloHooH/
YuuBepcutet [nasro), PhD kaHaupaTtom (YHuBepcuteT PeanHra), npenogaBaTenem nnaepcraa B chepe
nepenoBoro obpasoBaHua B [apBapackoM yHuBepcuteTex. Central Asian Journal of Art Sdudies, T. 8, N2 3,
2023,c.196-204.DOI: 10.47940/cajas.v10i3.756

bnazodapHocmu. ABTOp UCKpeHHe b6naroaaput KasaxcKyt HaLMOHANbHYH akageMuto
MCKYCCTB MMeHM Temmnpbeka XXypreHoBa 3a COTPYAHMYECTBO M 32 BO3SMOXHOCTb NyBAMKALMM B
«LleHTpanbHOa3MaTCKOM XXypHase UCTOPUM UCKYCCTB.
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46  JluzailHabik oiaay KoOasay NpoLeciHiH TYKbIPbIMIAMAJIbIK dicTeMeCiHiH Heri3i
peTiHze
MasuHa tOnus, Niaszat Hypkylesa

61
Cypem 1. CTyneHTTiH WblFapMallblblK SeyeTiH 4aMbITy NPOLECi
Cypem 2. CaHTbsro KanatpaBaHbliH, cypeTTepiHaeri dopmaHbl accoumatusTi isgey (SantiagoCalatrava,
tilda.ws)
Cypem 3. Cranuncnas LLypuna. «Mnactukansik, KypbinbiMaap», N1acTUKanblk 6aHK kapTanapbiHa enikrey,
2008 (garagemca.orqg)
Cypem 4. Cranncnas Wypuna. "Karas wepyi”, Al xxaHe A4 kara3gapsl, kabenb, 2008 (garagemca.org)
Cypem 5. TlaHapanbik kacibu oinaynbl kanbinTactbipy Moaeni aTopbl Kam3anHa H.E.

115  Exeari gayip ¢uaocodusicol 6u eHepiH TaHyAbIH Ka3ipri 3aMaHFbl diictemeci
peTiHae
XaHHa PamapaHoBa, lWaxuH OGunus
131 Cypem 1. Cabu 3eBCTiH aiiHanacbiHAa 6Unen XypreH WaTTaHFaH KypeTrep.
Cypem 2. bu 6unen xypreH meHaznanap. Exenri rpek Konacsl, 6i3aiH gayipimisre aeinri VIII Facbip.
Cypem 3. ABneT neH KpoTaniibl aien. AHTUKaNbIK KMAKUKTErT CypeT (exenri rpek blAbIChl).
Cypem 4. SxcTatukanblk 6u ycTingeri MeHaga. lMecTaH Kpi3bln durypansl ckndocbiHbIH 6ip 6eniri,
lwamMaMeH 6.3.0. 330-320 kK.
Cypem 5. XXeHiMnasgnapablH, (KoFanFaH) MyCiHiHiH Herisi. [uppuxuoc 6ui, wamameH 6.3.4. 375 x.
Cypem 6. Muppuxuoc.
Cypem 7. CamoTpakusaarbl ¥nbl Kyaainap naHTEOHbIHbIH, KanabiKTapbl.
Cypem 8. CamoTpakusfasbl ¥Nbl KyAainapabliH, Kueni xxepiHaeri xop 6uwwinepiHiy, Gpusi (wamameH 6.3.4.
340 x.).

161 ®usukanbik TEATP CTYAEHTTEPIH MIACTUKAJBIK OHEP aPKblIbl OKbITY dJlicTeMeCiH
WHTEPHALMOHANU3aLMSAIaHIBIPY
Kynbaes AMaH, XXaHryxunHosa MepyepT

177
CypeTTep
Cypem 1. T.KypreHoB atbiHaarbl Kaz¥OA-HbiH 4 kypc cTyneHTTepi lepmanusaa etkeH «Kultur On Tour
2023» dectmBaniHae «Y3aik NAaCTUKaNbIK KOWbIIbIM» HOMUHALMACHI BOMbIHWA YLWiHWI OPbIH anabl
Cypem 2. «FamneT» KOWbINbIMbIHAAFbI DU3MKANbIK TeaTpbl CTyAeHTTepiHiH, «Kultur On Tour 2023» xacTap
TeaTp decTmBaniHAeri KOMbINbIMbIHAH Y3iHi
Cypem 3. ®u3nkanbik TeaTp CTyAeHTTepiH AaiblHAAY npoLeci
Cxemanap

Cxema 1. Dusnkanblk Teatp barLapnamanapbliHaarbl MOHAEPAIH OKY Moaynbaepii
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JlM3aiiH MbllJIeHWe KaK OCHOBA KOHLENTYaJlbHOW METOAUKHU MPOEKTHOro npouecca
Ma3suHa H0nus, J1933aT HypkyweBsa

PucyHok 1. Tpouecc pa3BuTs TBOPYECKOrO NOTEHLMaNa CTyAeHTa

PucyHok 2. AccoumaTuBHbIi nonck Gopmbl B pucyHkax CaHtbsaro Kanatpasbl (SantiagoCalatrava, tilda.ws)
PucyHok 3. Ctanucnas LLlypuna. «[nactukoBble CTPYKTYpbI», UMUTaLMS MNACTUKOBbIX BAHKOBCKMUX
KapTouek, 2008 (garagemca.org)

PucyHok 4. Ctanucnas LLlypuna. «<bymaxHblii napagy», 6ymara Al n A4, kabenb, 2008 (garagemca.org)
PucyHok 5. Monenb popMmpoBaHus NpodecCcHOHanbHOro MbllAEHUS Yepes MeXANCLUMINHAPHOCTD
AsTop KamsuHa H.E.

Punocodusi aHTHUHOCTH KaK METOI0/IOTUSI COBPEMEHHOTO MO3HAHUSA TaHLA
XanHa PamapaHoBa, laxuH dunus

PucyHok 1. BoCcTOpXeHHble KypeTbl, TaHLyHOLMe BOKPYr MnaAeHLua 3eBca.

PucyHok 2. TaHuytowume MeHaabl. JpeBHerpeyeckas 6poH3a, 8 Bek 40 H.3.

PucyHok 3. ABneT n kpoTanuctka. M3o06paxeHne Ha aHTUYHOM KUNIMKe (Bp.rp. COCyn).

PucyHok 4. MeHapa B 3KcTaTMyeckoM TaHue. [letanb u3 MectaHckoro kpacHodurypHoro ckudoca, oK.
330-320rr. A0 H.3.

PucyHok 5. baza c nocssileHneM (yTepsiHHOM) cTaTye nobeanTeneit. TaHew Muppuxumoc,

0K0n10 375 1. A0 H.3.

PucyHok 6. NMuppuxmoc.

PucyHok 7. OctaHku MaHTeoHa Bennkux boros B CamoTpaku.

PucyHok 8. ®pu3 XOpoBbIX TAHLLOPOB U3 cBATMUAMLWA Bennkux boros Ha CamoTpaku (okono 340 r. 1o H.3.).

UHTepHaumoHanM3alusi METOJMKH MOArOTOBKHU CTY€HTOB (hU3HUUeCKOro TeaTpa
CpeacTBaMHu IVIACTUYECKOro UCKYCCTBA
Kyn6aes AmaH, XaHryxunHoBa MepyepT

PucyHku

PucyHok 1. CtyneHnTbl 4 kypca KasHan uM.T.KypreHoBa 3aHsM TpeTbe MECTO B HOMMUHALMKU «JTydLinii
nnacTMyeckuit cnektaknb» Ha dectneane «Kultur On Tour 2023» B lepMaHuu

PucyHok 2. ®parMeHT BbICTYNNEHUS CTyAEeHTOB (DM3MYECKOro TeaTpa B NOCTaHOBKe «MaMneT» Ha
MONOAEXHOM TeaTpanbHoM dectusane «Kultur On Tour 2023»

PucyHok 3. TpoLecc NoAroToBKU CTYAeHTOB GM3n4ecKoro Teatpa

CxeMbl

Cxema 1. NepeyeHb Moaynei no nporpamMmam Musunyeckoro Teatpa

Oiibinpapbl a3ipJeyre apHajiraH 6araapaamMalblK XKacakrama dflictepi MeH
TaCIIIEpiH 3epTTEy

Mepysa CaTbibangmesa, NymkaHat EceHbekoBa

PucyHku

PucyHok 1. Tanbl cuctemaTmyeckoro ob3opa
PucyHok 2. Tpynnbl NOMCKa NMTEPaTYpPHbIX COOPHUKOB

Tabnunubl

Tabnuya 1. Y4yacTve peLeH3eHTOB B 3agadax SLR.

Tabnuya 2. OTBETCTBEHHbIE TPYNMbl U TEPMUHBI
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Tabnuya 4. SMNUpUYecKMe MeToabl
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