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Temip6ek XXypreHoB aTbiHAaFb! Central Asian Journal of Art Studies (CAJAS) - «BHep
Kasak ynTTblk eHep akageMuscol XXoHe r'yYMaHUTapblK fFbl/ibiIMaap» (COHbIH iIJJiH,ELe
TeaTp, My3blka, Xxopeorpaus, KMHo, beliHeney xaHe
KonnaHbanbl eHep, cayneT xaHe T. 6.) 6aFbiTbl HOMbIHLWIA
[lyHWe Xy3iHAeri aBTopblK 3epTTeynepiH, HaTmxenepiH
KApUANANTBIH peLLeH3UANaHATbIH FbITbIMU XKYpHaA.

BacbInbIMHbIH MakcaTbl — FbIIbIMU MAESNapMeH anMacy
YLUiH anaH yCbiHy, COHAAN-aK, eHepTaHy CanacblHAAFbI
BipneckeH xanblkapanblk, FblbiMU Xobanapabl 4aMbITy
60/1bIN Tabblnaabl. XXapusnaHbiMaapab! ipikteyaeri
6acbIM akTopnap: XKaHa AepekTaHy xaHe aaebu
Lepekkesaepre yHAeY, akafeMn3M KIHe FblbIMU
06beKTUBTINIK, TApUXHAMaNbIK TONbIKTBIK MeH nikipranac,
KypAeni ryMaHuTapnblk MacenenepaiH 3amMaHayu enwemi,
MaAeHM apTedakTinep MeH KOPKEM HbICaHAAPAbIH,

aHa TynHycka TyciHaipmenepi. CAJAS-Ta £binbiMu
MakananapaaH 6acka, Wwonynap, TapuxHamansblk Lwonynap,
[lepekTaHy MaTepuaniapbl, 'yMaHUTap/blK FblibiM
TaKpIpbINTaPbIHAAFbI MiKipTanacTap YCbIHbIYbl MYMKIH
YKQHE FbINIbIMK AManortap Kyntanagpl.

Ka3axckas HauMoHanbHas akagemus

nckyccT uMeHn Temupbeka XypreHoBa

CAJAS (29.03.2021 N2 303 6yipbIfbl) FbINbIMU KbI3METTIH,
Heri3ri HaTuXKenepiH xapusanay ywiH KasakcraH
Pecny6nukacobl binim xaHe FblIbIM MUHUCTPAITIHIH Binim
>K9He FbINbIM CanacblHAAFbl CanaHbl KAMTaMachl3 eTy
komuteTi (BxFCBK) ycbiHFaH 6acbinbiMaap TisbeciHe
eHrisinai («OHeptaHy» 6enimi). CoHbiMeH kaTtap, CAJAS
KB (KasakcraHabik aarekces 6azacol), ¥MFTCO (¥NTTbIK,
MEMEKETTIK FbINIbIMU-TEXHUKANbIK CapanTama OpTabifbl),
EBSCO Essentials, Kubep/leHnHkana nHaekcrenesi.

CAJAS pepakumscbiHa xibepinreH 6apnblk Makananap
nnaruaT TeKCepyiHeH eTefi XaHe 3epTTey npoduniHaeri
MaMaHAAPAbIH OH, €Ki XaKTbl COKbIp capanTaMacbiHaH
KeMniH XapwusanaHagpl.

ABTOpIIbIK, FbINbIMU 3€pTTEYNEP, WONyNap MeH cyxbaTtap
CAJAS-Ta TeriH xxapusnaHagbl. XXypHan peueHsusnay,
penakumsanay, Ty3eTy, beTTey xaHe 6acka fa pefakuManbIk,
XKYMbICTap 60MbIHLWA WbIFbIHAAPAbI 63 MOMHbIHA anagbl.

CAJAS makana aBTopnapbliHa aKbl Tenemena,i.

XKypHanabiH, >kapusanaHbiM 3TUKAChl XXEHIHAeri
komuTeTTiH (COPE) Oaen KopekciHe caiikec keneai xaHe
XKYPHaNIMEH YMbIC acalTblH aBTOPNapAblH, HeMece
peLleH3eHTTEPAIH 3aHCbI3 iC-apeKkeTTep Typanbl KYAiKTi
xarpannapabl wewy ywid COPE cxeManapbiHa cyieHesi.
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Central Asian Journal of Art Studies (CAJAS) -

HayYHbI peLeH3npyeMblit XXypHan, NybanKyoLLmi
pe3ynbTaTbl aBTOPCKMX UCCER0BAHMIA CO BCErO MMpa

1o HamnpaBneHnto «MCKyCCTBO U r'yMaHUTapHble HayKu»

(B TOM Yncne nNo BOMpocam TeaTpa, My3blku, xopeorpadum,
KMHO, M306pa3unTeNbHOro 1 NPUKNALHOIO MCKYCCTBa,
APXMTEKTYPbI U T. A.).

Llenbto u3paHuns saBnseTcs npenocTaBieHne naoLanKu
Ans 06MeHa HayYHbIMU UAESAMU, @ TaKXKE Pa3BUTHE
COBMECTHbIX MEXAYHAaPOAHbIX Hay4YHbIX NPOEKTOB

B 06/1aCTH nckyccTBoBeneHus. MpuoputeTHble GakTopsl
npu otbope nyb6AnKaumin: obpalleHme K HOBbIM
MCTOYHMKAM, aKaleMU3M U Hay4YHas 0ObEKTUBHOCTb,
ncropuorpaduyeckas nosHoOTa 1 AMCKYCCMOHHOCTb,
COBpPEMEHHOE U3MEepEHMNEe CIOXKHBIX N'YMaHMTapHbIX
npo6nem, HoBble OPUTMHANbHbIE TPAKTOBKM KYNLTYPHbIX
apTedakToB M XyA0XKecTBeHHbIx 06bekToB. B CAJAS kpome
HayY4HbIX CTaTel MOTyT BbITb NPEeACTaBNEHbI PELIEH3NN,
ucropumorpaduyeckmne 0630pbl, ICTOUHUKOBEAYECKME
MaTepuansbl, AUCKYCCUM HA TEMbI TYMAHWUTAPHOM HAYKH,
NPUBETCTBYIOTCS HAYYHblE AMANOTU.

CAJAS BkntoyeH B lNepeyeHb U3aaHuin, pekoMeHayeMblX
KomuTeTom no obecneyeHuto kauectsa B chepe
obpasosaHusa 1 Haykn (KOKCOH) Munucrepcrsa
obpa3oBaHus 1 Hayku Pecnybnmku KasaxcraH (npukas
N2 303 ot 29.03.2021) ansa nybnmkaumm 0CHOBHbIX
pe3ynbTaToB Hay4YHOM AeATeNbHOCTH (pasaen
«MckycctBoBeaeHues). Momumo storo, CAJAS
nHpekcupyetcs B KBLL (KazaxcrtaHckoit 6ase
untnpoBanus), HUMHTS (HaunoHanbHOM uLeHTpe
rocyAapCTBEHHOM HAaYy4YHO-TEXHUYECKOWM 3KCNEPTU3bI),
EBSCO Essentials, Kubep/leHuHke.

Bce craTbu, noctynatowme B pepakumio CAJAS, npoxoast
npoLeaypy NPOBEPKM Ha Niaruat v nybaukyTcs nocne
MONOXMTENbHOrO ABOMHOIO C/IEMOT0 peLieH31poBaHus
crneumanucTamm no npodunsaM 1ccaesoBaHuii.

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

Ha cebs pacxoapl Mo peLeH3UPOBaHUIO, PeAAKTUPOBAHMIO,
KOppeKType, BepCTKe U APYrUM pefakLMOHHbIM paboTam.

CAJAS He BbinnaunBaeT roHopapbl aBTOpaM CTaTei.

XypHan cnenyet Kopekcy nosenenus Komuteta no atuke
ny6nukaumin (COPE) n cneamt 3a 6nok-cxemamm COPE
ANS paspeLleHuns cyyaes Nof03peBaeMoro
HenpaBoOMepHOro NOBeAeHNUs CO CTOPOHbl aBTOPOB

WM PeLIEH3EHTOB U MHbIX NNLL, paboTaoLLMX C XXYPHANOM.
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Priority factors in the selection of publications:
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All papers submitted to the CAJAS editors undergo

a plagiarism check and are published after a positive
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are published free of charge. The journal bears the cost
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JTOT NnpeflHOBOrofHMIM HoMep xypHana Central Asian Journal of Art Studies (CAJAS) 3a
2023 rop npurnaliaeT CBOMX YMTaTeNnen B yBieKaTebHbIM MUP COBPEMEHHOIO McKyccTBa.
CnekTp TeM JaHHOro BbiMyCKa OTPaXKaeT pacluMpeHune Kpyra Hay4HbIX MHTEPECOB HAWMX
aBTOpPOB, XAaHPOBOE W BWAOBOE MHOroobpasue uccnepyembix npobnem, u cobpan
aHaNUTUYECKME CTaTbM, KPUTMYECKME 0030pbl, Pa3MbIW/IEHUS O JIMMHOM TBOPYECKOM
onbITe, UCCNeN0BAHUA XYA0XKECTBEHHOM XMU3HU PErMoHa, a Takxe npobaeMbl BHeAPEHUS
apT-NPaKTWK B COBPEMEHHbI 006pa3oBaTebHbIM NpoLecc.

BaweMmy BHMMaHUIO NpeacTaBaeHbl Hay4YHble coobweHns M 0630pbl Hanbonee BaXKHbIX
COObITUIA, CBA3AHHbIX C MPOUCXOLAAMMM NPOLECCAMU B KYNbTYpe U MOSBAEHWEM HOBbIX
MOHSTUIA B WMCKYCCTBE, HOBbIX MeAMa W CPeACTB BbIPa3UTENbHOCTHU, OCMbICTIEHUEM
MHHOBALMI M UX rpaHuLL, obpalleHne K aKTyasbHbIM KpeaTUBHbIM MPaKTUKAM U TEOPUAM
(B KMHemaTorpade, mMysbike, 6anerte, d13nyeckoM TeaTpe M Ap.), KOTOpble NoTpeboBanu
OT aBTOPOB HOBbIX METOLOB M MOAXOAO0B AWCKYPCMBHOIO MOMS TAKUX CMEXHbIX C
MUCKYCCTBOBEAEHMEM HAMpaB/IeHUI KaK 3CTeTUKA U PMnocodmsa UCKYCCTBA, aHTPOMOIOrmns
M NCUXONIOTUS, CEMMOTUKA M COLMONOTHUS.

YauBuTeNeH No CBOEMY B 3Py COBPEMEHHbIX TEXHONOMMI MHTEpeC aBTOPOB cTaTei K
aHaNorMaM Mexay OTKPbITUAMM HOBEWMLLIEH HAYKM M MUPOBO33PEHUYECKMMM Napaanurmamm
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Foreword

This pre-New Year issue of the Central Asian Journal of Art Studies (CAJAS) for the year
2023 invites its readers to the fascinating world of contemporary Art. The spectrum of
topics in this issue reflects the expanding range of scientific interests of our authors, the
genre and typological diversity of explored issues. It brings together analytical articles,
critical reviews, reflections on personal creative experiences, studies of the artistic life
of the region, and discussions on the integration of art practices into modern educational
processes.

We present scientific reports and reviews on the most significant events related to
ongoing cultural processes and the emergence of new concepts in art, new media, and
means of expression. This includes reflections on innovations and their boundaries,
addressing current creative practices and theories (in cinema, music, ballet, physical theater,
etc.), which have demanded new methods and approaches from authors in the discursive
field of adjacent disciplines such as aesthetics and philosophy of art, anthropology and
psychology, semiotics, and sociology.

Remarkably, in the era of modern technologies, authors’ interest in analogies between
the discoveries of the latest science and the philosophical paradigms of ancient civilizations
is astounding. Also noteworthy is the increasing interest of art researchers in the ideas of
constructing meta-universes, meta-spaces, the interaction of digital worlds with other forms
of life. Several hypotheses are put forward, and technological developments for creating
virtual reality are thoroughly discussed, along with the possibilities of implementing these
projects in the field of art.

The Central Asian Journal of Art Studies (CAJAS) is focused on discussing a wide range
of current issues, timely highlighting 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 research on
theoretical and practical issues of art and art studies on the proposed topics for future
CAJAS issues.

We sincerely congratulate our readers on the upcoming New Year 2024! We wish you
new achievements and success!

Sangul Karzhaubaeva,
Editor-in-Shief



¢

ARTS & HUMANITIES

GRNTI 18.11
UDC 7.067
DOI 10.47940/ cajas.v8i4.793

PERSON IN THE ARTISTIC
PICTURE OF THE MODERN
WORLD: ARTIST, PICTURE,
VIEWER

Alessya Jurt!

!Chief Executive Officer of “Aaartist” company, Master in Cultural Management and Arts
(Liestal, Switzerland)

Abstract. The relevance of the research topic is determined by the significant changes that are taking
place in contemporary artistic culture. They are connected, firstly, with the rapid development of
information technologies, under the influence of which the format of representation of modern culture
is changing, increasingly inclined to the digital form.

Secondly, the changes in the processes of development of contemporary culture are connected
with the processes of globalization, with the change in the development of humanity. The current
viewer has become more educated, and new approaches to him are needed, taking into account the
development of his intellectual level, spiritual and cultural needs. In addition, the financial condition
of the viewer plays a significant role. The results of numerous surveys conducted in the last 45 years
allow us to confidently say that performative arts, such as classical music, opera, live theater and ballet
- as a rule, attract educated, wealthy audience, mostly women, and fine and applied arts - wealthy men.

Third, the transformations of contemporary culture are, to a large extent, due to the transformation
of mass-culturel into a cultural form. This universality is determined by the fact that any cultural
figure becomes in demand, recognizable and interesting to dealers, as well as buyers, only by being
presented through mechanisms capable of actively influencing mass culture - such as advertising,
fashion, PR - their influence can be clearly traced in classical art.

Drawing parallels between the three components of the contemporary art world and identifying
changes in their behavior, the author believes that communication in the art business - between the
Artist, the Viewer (client) and the Picture - is now very important.

All this leads to changes in the selection criteria for buying and selling art itself - ‘capital” comes
first, as more and more works of art are bought by businesses. This is done both to increase business
assets, including goodwill by creating a certain reputation, and to facilitate IPO.

Keywords: art, viewer, contemporary culture, artist, transformation, development processes,
parallels, change in the art world.
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Introduction

ay 7, 1979 is the date on which

dramatic changes in the art world
began. These changes were due to the
fact that Margaret Thatcher, the Prime
Minister of Great Britain, stopped funding
culture and the arts by promising tax
cuts for the public. A huge gap emerged
between what cultural activities had
previously received and what they now had
to survive on. At the time, many countries
followed Thatcher’s example and closed
funding. Huge numbers of people were
left unemployed, many were lost in the
world, not knowing what to do or how to
earn money as they could do nothing but
draw, sing, dance or compose poetry. The
organizations that supervised art activities
closed down, and those that survived had to
change a lot of things in the management
and production of art. They began to stamp
works without paying attention to the
quality of production. The main task was to
survive.

Thanks to such a step by Margaret
Thatcher, the remaining organizations
seriously began to pay attention to the
mass audience, they began to have more
contact with them and change their attitude
towards them for the better. And in order to
compete with each other, arts marketing is
emerging for the first time.

A report presented by Morris
Hargreaves Mclntyre2 in 2011 showed that
since the changes in legislation initiated by
Margaret Thatcher, cultural organizations
have evolved towards audience orientation
(Jackie Hay: lecture “Contemporary Art
Management”, GARAGEMCA Moscow,
YouTube, April 5, 2016). It was then that
creative people had to, in order to survive,
change their outlook on the whole art
business. It is safe to say that this is where
the modern art world began.

There appeared such sciences as
art management, art communications,

a specific direction of marketing,
which is inherent only in art business.
Creative people began to think about

competitiveness and fight for the client,
as the state ceased to be a client for most
representatives of art business. And those
who could not reorganize, changed their
occupation and left their occupation as a
hobby.

But this is the beginning of change.
With the rapid changes in the XXI century,
the development of new technologies,
adaptation to the changing behavior of the
main players of the art business in the era of
pandemic, the transition to online by 90%,
Black Lives Matter?, the political change of
the whole world, the emergence and spread
of NFT* - all this led to a struggle between
creative people and computer technology.

Research Methods

The methodological basis of the research
is a complex system of scientific methods
used in the study of the subject of the
research. Historical-logical, analytical and
systematic methods were used in analyzing
the subject of the research and formulating
conclusions based on its results.

The author also uses analytical review
of literature on art management, MoMa
research, reports of scientific leaders in
Korea and the United States of America,
and his observations during his work as an
art management teacher, which show that
there is a clear relationship between the
three components of the development of
modern art, which are - Creative person -
Work of art - Spectator.

Results

After conducting the study, the following
findings were formulated:

- culture arises from the power of
human creativity, which is characterized
by the creativity of both individual and
communities;

- image is not just a vivid representation
of a person or object, but a powerful
tool that we manipulate to impress and
entertain people for ourselves or for profit;



1. Mass culture is the culture of
everyday life, entertainment and
information that prevails in modern
society. It includes such phenomena as
mass media, sports, cinematography,
music, mass literature, visual arts, efc.

2.Morris Hargreaves Mclntyre Agency
is a leading expert and research platform
in strategic cultural research. Dozens of
MHM specialists from the UK, Australia
and New Zealand are global leaders in
audience engagement. The agency’s
clients include major museums, galleries,
theaters, festivals, art centers and
cultural heritage organizations.

- testifies above all to the art of
communicating thought, which since
distant prehistoric times has pushed
mankind to constantly improve its vital
universe;

- creative people have always
represented themselves to some extent
without relying on brokers, art managers,
curators, directors. We know that for
a great deal of time, creative people
have gone through many stages of art
development or decline.

But today, creative people have all the
tools to independently envision and manage
their own success and lucrative careers.

[t is very important to note that as art
consolidates around galleries, there are
many reasons to point to the decline of
the cultural industry and its image as a
structure that requires the payment of
heartless “parasitic intermediaries”. To
survive, to conquer the market, to conquer
the audience, in the XXI century it is not
enough to be a talented artist - it is time to
engage in independent promotion of one’s

3. Black Lives Matter- (BLM) is a social
movement that opposes racism and violence
against black people, especially police
violence.

4. NFT- one of the cryptocurrency trends,
combining fine (and not only) art and high
technology.

name and art. A creative person needs to
learn how to sell, to become recognized,
to achieve respect and cooperation

with representatives of the art business

- gallerists, curators of fairs, auction
houses, brokers, art managers and clients
themselves.

Discussion

Contemporary artists are the people who
shape the perceptions of the viewers within
their sphere of influence. They have a great
responsibility to change people for the
better through their works of art.

What is an artist to do in today’s creative
world? The answer is simple - change.
Artists, in order to survive in a world of
change, must take on the role of managers:
to study the behavior of the audience, to
think about them when creating their work
of art.

To begin, we must turn to the words of
the author of “Where Does Art Belong?”
Chris Krauss (145-146) - “What unites
today’s photographs of people - both those
depicted and the viewers - is not ‘shared
humanity’ but some much more modest
identity.” May the author of the words
forgive me, but his statement applies not
only to photography of people’s faces, but
to any work of art.

In order to move on to the main study
“Communication in the modern art
business: artist, picture, viewer (client)”,
we need to consider three main themes that
shape the modern art world:

- A new challenge to the traditional
view of marketing as “supply marketing”
underlying arts marketing;

- The role of consumers as creators of
the artistic experience;

- The unique aspects of arts marketing
management, i.e. branding.

Supply-side marketing

A fundamental issue related to the
management of marketing in art is the
nature of the product, i.e. the “sacredness”
of the artwork as a product of the artistic

MAN IN THE ARTISTIC PICTURE OF THE MODERN WORLD ‘i‘ CAJAS Volume 8. Issue 4. 2023
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process, which implies its impermeability
to the influence of marketing. Based on this
premise, art marketing has evolved with a
product orientation as opposed to a market
orientation. However, this paradigm is
changing. Supply-side marketing assumes
that the product is outside the realm of
marketing. Professional arts marketers

are familiar with the concept of “product

in search of an audience (market)” - this
vision is at odds with the “market in search
of product” concept of marketing. Art
marketers have traditionally had no say in
the creation of art. This is a romanticized
view of the artist that is shared by most
people in the nonprofit arts sector (Lee,
2005). However, as Kubacki and Croft
(2011) show, the position among artists

is more subtle. There, artistic identities
clearly differ among artists.

Some claim to have only one identity:

- The pursuit of self-actualization and
the avoidance of the market; these artists
look down on those who pursue commercial
goals with their art;

- On the other hand, there are those
who have a dual identity “as creative artists,
to satisfy their inner needs and as artists to
make a living”;

- A third group consists of artists who
see themselves as artistic marketers of their
work. A variant solution to this issue could
be customer orientation instead of market
orientation as suggested by Voss and Voss
(2000), or as Jaworski, Kohli and Sahay
(2000) expressed the concept of “’"market-
driven versus market-moving””.

The role of consumers as co-creators of
artistic experience

Building on the research of Francois
Colbert and Yannick St. James (Psychology
and Marketing 31(8), 566-572), a growing
body of literature in this area questions
the traditional distinctions between the
production and consumption of art. Co-
production, co-creation, or propositional
practices in which consumers participate in
creating and giving meaning to products,
services, and experiences have been

documented. The practice of co-creation

is an integral part of the art experience as
consumers engage in cognitive, emotional,
and imaginative practices to appropriate
and give meaning to the cultural product.
For example, Karu and Cova (International
Journal of Arts Management, 7, 39-54;
Journal of Consumer Behavior, 5, 4-14)
illustrate how “consumers participate

in creating an immersive experience by
reducing the perceived distance between
themselves and the artwork.”

Research shows that various market
forces favor the growing role of cultural
consumers as active participants.

The ideology of several art movements,
for example, encourages the removal of
the boundary between production and
consumption to promote democracy over
capitalism. This is evident in the work of
Chen (2012). Nakajima (2012) further
argues that the advent of the internet and
other information and communication
technologies has helped to erase the
line between producers (artists) and
consumers (audience). White, Hede and
Rentschler (2009) illustrate the potential
of arts experience research to inform
marketing theory in this area. Their study
of co-production and co-creation in the
arts contributes to a service-dominated
logic model by expanding the number of
relevant stakeholders, which emphasizes
the temporal dimension and intersections
between co-production and co-creation,
and reveals the importance of consumer
participation in these activities.

Branding

For an art organization, whether
it is a company or the artist himseli,
the importance of branding has been
emphasized by several authors, (Caldwell,
2000; Caldwell and Coshall, 2002; Scott,
2000). This leads to changes in the
selection criteria for buying and selling art
itself - ‘equity’ comes first, as more and
more artworks are bought by businesses.
This is done both to increase business
assets, including goodwill through the



creation of a certain reputation, and to
facilitate IPOs.

For example, Baumgart (2009), author
of books on branding and marketing
orientation, advocates embedding the
concept of brand within an organization
as a potential contributor to cultural and
economic success.

The study shows that internal brand
orientation as a value has a positive effect.
Customer relationship management can
be seen as part of product management
in the arts sector and thus part of the
development of a theoretical framework
on the relationship between the arts and
customers.

The author believes that in the modern
world, the person in an art picture is the
author of the work, it is the viewer (client)
and the work itself, where the main task
of the author is not only to display the
modern world through the prisms of vision,
thoughts, worldview of the author, but
also the artist must display the feelings of
the person to whom he wants to convey
his idea. He must communicate with the
viewer and make him better.

In this regard, it will be advisable to draw
the following parallels: “Communications
in the modern art business: picture, artist,
viewer (client)”.

The first parallel is “The Painting.”

Art is well known for its amazing ability

to educate or change people for the

better, creating a completely new vision

of the world, causing through the picture
certain thoughts, feelings and emotions

in the viewer, thereby creating a kind of
connection between the viewer and the
picture. This is well illustrated in the videos
of Hermitage and Christie’s.

“For many weeks, a hidden camera
recorded the faces of Hermitage visitors
viewing Leonardo da Vinci’s Madonna
Litta, capturing people in moments of
mental uplift and inner concentration.
From the succession of different human
characters, ages and temperaments
captured by her a story about the meeting
of man with the beautiful, about the

B3rnsHuTe Ha MU0 (1966)

PEIPO

Fig. 1 A still from the video «Look at the
Face,» 1966 [3].

great transforming power of art grew. In
combination with the comments of the
guides in the movie, the effect was both
comedic and sublime. Comedic - from the
collision of true art and comments, often
banal. Sublime because of the fact that
the screen suddenly revealed a connection
between the beautiful face in the painting
and the faces of the audience”.

“A portrait of the world through the
eyes of Leonardo (da Vinci)’s “Salvator
Mundi”. When this masterpiece was put on

The Last da Vinci: The World is Watching

yiid |

v
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Fig. 2 A still from the video «Capturing
People’s Emotions,» 2019 [4].

public display, Christie’s captured the real
emotion that this painting, its beauty and

divine subject matter evoked in the people
who came to see it.”

Back in the last century, imagery quickly
evolved from a mere vanity to something of
great importance in today’s world, where
technology is ubiquitous and the concept of
imagery can be portrayed everywhere. An
image is not just a vivid representation of a
person or object, but a powerful tool that we
manipulate to impress and entertain people
for ourselves or for profit.
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Conclusion: An artist, at the initial stage
of creating his work of art, at the idea stage,
should ask himself first of all: what am |
doing? Who am I doing it for? What will my
art teach people? And the person looking
at contemporary art should have questions:
what is it? what does it mean? what does it
follow from it? And only when the answers
to the third question coincide between the
artist and the person looking at the art, a
kind of “chemistry” and emotions arise.
The second parallel is “The Artist.” So who
is this “Man in the artistic picture of the
modern world”? If we consider this phrase

within the art business, any broker, gallerist
or critic, would say it is the Artist. Without
him, there would be no art business and no
art itsell.

To understand the contemporary artist,
[ suggest we turn to a comparative analysis
of the behavior of the creative person
and art of the present time and the past,
which was published by Lee Se-Ung in his
2017 book Art Management for the 21st
Century.

Conclusion: A modern artist must be able
to understand his viewer first and foremost

Table 1. Comparative table of creative and art behavior proposed by Lee Se-Ung in the book Art

Management of the 21st Century, 20

A comparative graph of the behavior of the creative person and the arts

1 2

3

Classification

ger important.

their own desires, and what the
consumer would prefer is no lon-

Past time Present time
Consumer aristocracy mass consumer
Publicity weak high, growing faster every year

Lack of any marketing. Art workers

in the past, when creating a work | The whole process from the offer to the sale of
Marketing of art, thought first of all about | art is organized according to the needs of the

modern customer, their desires, understanding,
position, preference, satisfaction and activities

The art product contains the artist’s skill

in addition to containing the artist's mastery,
must adjust to the vast changes in the social
and political situation, constantly reassessing
its own identity and mission, choosing the ap-
propriate strategy to sell the art

Artist Goals continuous creative activity

continuous creative activity that serves as a
key means to meet the needs of clients

The connection
of the artist and
his artwork with
the client

than an object of product pro-
duction

considered as a way of life rather

redefined as a concept of economic level, so
the artistic product has a dual character: it acts
as a product and at the same time preserves
its cultural and artistic image and dignity

and think about how his work will evoke the
emotions planned by the artist and make
the viewer a better artist.

The third parallel is “The Audience
(Customer).” As income levels rise, culture
is taking more and more place in the lives
of people who are simultaneously becoming

more erudite and demanding. As noted
earlier, performative arts tend to appeal
to more educated, affluent audiences,
predominantly women, while fine and
applied arts appeal to affluent men (see,
e.g., Donat, 1996; FernandezBlanco &
Prieto-Rodriguez, 1997; McCaughey,



1984; Myerscough, 1986; Rubinstein,
1995; Throsby & Weathers, 1979). The
current viewer (client) does not want to just
look at a painting or other art, he or she
wants to be involved in it, and for this the
creative person needs to know his or her
viewer.

In order to understand what tastes,
needs and experience has a client can not
rely only on intuition, here you can not
do without a clear analysis and a deep
understanding of “Who is my viewer?”.
You need to know almost everything about
him, and modern technology makes this
task easier. Going to social networks,
an artist can easily analyze his viewer
according to the following basic principles
of segmentation:

- geographic segmentation - customers
who live close by and customers who come
from far away;

- demographic segmentation - gender,
age, profession, level of education, income,
ete.;

- psychological segmentation -
character, life position, style, culture,
religion;

- behavioral segmentation - what level
of understanding of art the art connoisseur
is at.

According to a report by Ham Hyun-
jin, Seo Yong-gu, New York’s Moma
Museum of Modern Art conducted a study
using the Q method (a self-assessment
technique used for research purposes in
psychology and social sciences. Developed
by psychologist William Stephenson
at Humboldt University of Berlin and
published in 1953 to determine what
levels art appreciators can be divided into).
For this purpose, different people - from
professional art historians to ordinary
people who have never been to a museum
- were asked to describe in their own words
how they feel when looking at a work of
art. Analysis of the answers allowed us to
distinguish the following five levels:

| Storytelling. A representative of this
level tries to understand a work of art only

within the limits of personal experience.
This level lacks even a basic notion of art;
the whole discussion is based only on
personal taste “Like” or “Dislike”;

2 Definition. The viewer has a clear
opinion about what art is. If he/she
thinks that the work is not beautiful, he/
she does not perceive it as art. However,
representatives of this level are eager
to get acquainted with art in its various
manifestations in order to broaden their
horizons;

3. analysis. If Spectators do not have full
information about the work and the artist,
they will not say a word about the work.
They cannot explain their opinion, and first
of all they read the abstract, and then they
begin to consider the work. Most museum
visitors are at this level;

4. Choice. Viewers can objectively judge
the work, not only express their sympathy
or antipathy. They can, having paralleled
the works of one author, express their own
point of view referring to knowledge and
the ability to compare the works of different
authors. These people do not just perceive
knowledge, but can give a subjective
assessment based on it.

5. Evaluation. These are the most
educated people in the art world, who are
most often artists and philosophers. They
can give a relatively high level commentary
on a particular work, draw parallels with
other genres of art of the corresponding
epoch.

Main provisions

When assessing the competitive ability
of any state, the most important criterion
is its economic and military power, but
taking into account market changes and
the emergence of new technologies,
culture and art are the most important.
[t is not in vain that the most advanced
countries develop state programs for the
development of culture and art and lure
creative people to their countries. Many
American and Chinese economists say that
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the development of cultural industry will be
a decisive factor in the development of the
country. Many countries are developing
state programs for the development

of this economic sector, introducing

new educational programs, opening
foundations, as well as in Kazakhstan.
Nevertheless, there is still quite a lot to be
done. It is now that management in the
sphere of culture and art or, in other words,
art communication and art management
are becoming the main issues of the
century, on the solution of which depends
the future well-being of countries, including
Kazakhstan.

Working with foundations, with artists
and with it companies in the field of art for
more than 10 years, I can confidently say
that art is the main innovative factor of the
digital era and this is confirmed by the new
art form NFT.

As my interest in culture and art and my
accumulated knowledge in this field grows,
[ notice many problems between creative
people and their viewers, between their
communication and the viewer’s perception
of the painting. While dealing with current
problems, trends and future scenarios
in international art markets, [ would like
my work to help all the readers of this
magazine to succeed through the study of
art management and art communication.

One of my core competencies is the
study of market structures, processes and
actors in commercial and non-commercial
art markets. [ am interested in the
dynamics of the traditional art market, as
well as future challenges and changes such
as new technologies, changing customer
needs and new generations. This article
is an attempt to show - based on my
real-life experience - the changes in the
contemporary art world. To explain what,
in addition to creative education, creative
people should understand and learn
during the training period of the creative
profession:

- Art management;

- Art communication;

- The ability to write about themselves
and their art, about contemporary art;

- Marketing and much more.

This article contains only a small part of
my knowledge of art management and art
communication. I hope that in the future
[ will have the opportunity to add to it,
expand it and show all the changes in the
contemporary art world.

Conclusion

Culture can be seen as the most important
spiritual food for human beings. Culture
arises from the power of human creativity,
which consists of the creativity of both the
individual and communities. It is the need
and opportunity to accomplish something
that motivates others, that stimulates
thought, to make one’s opinion known, to
accomplish something to make a difference
in the world. And to do something that will
bring benefit and joy to others.

However, it is not enough to be able to
create, to be able to invent, to be able to
beautify the world. First of all, people must
motivate creative people, to reveal their
talent, and artists must know how to give
the beholder exactly the emotions that will
make them better.

And most importantly, creative people
have always represented themselves to
some extent, without relying on brokers,
art managers, curators, directors. When
we look back at the major figures in art,
for example - in Renaissance art, we see
that these functions were called differently
in that period of time. Now they can be
called art communication tools. Over
the centuries, creative people have gone
through many stages of development
or decline of art, in one way or another
promoting their works, mainly through
various kinds of patrons. Today, creative
people have all the tools to self-present and
manage their own success and lucrative
careers! And it is very important to note
that as art consolidates around galleries,
there are many reasons to talk about



the decline of the cultural industry. We

can view it as an image of a structure that
demands payment for heartless “parasitic
intermediaries”. Nevertheless. They do what
creative people can’t do, and they do it much
more efficiently. Marketing and promotion
are the most obvious examples. But to
become a true artist, you need at least time
to train and hone your skills.

So how does one go about it? The answer

is simple. The 21st century, or should I say

century, the last few years the art market has

been changed by time itself. Now it’s not
enough to be a talented artist, it’s time to
engage in self-promotion of your name and
art as well.

Being engaged in research in the
field of business and art collaboration
since 2017, studying from inside the art
business, allowed the author to make a
confident assumption: in order for all three
components of communication in the art
business to fulfill the task of art in the
modern world, it is necessary to introduce

education in the field of art management
as part of the study of creative professions.
Can art management be considered

a new discipline or sub-discipline of
management? In the author’s opinion,
yes. This article addresses a number of
issues in an interesting and promising field
of study - arts marketing, branding, the
role of consumers as creators of artistic
experience, and the behavior of the creative
person and the arts.

The author believes that in addition to
creative education, creative people should
study:

- art management;

- art communication;

- ways to write about themselves and
their art, about contemporary art;

- marketing and much more.

All this knowledge will help creative
people understand how to communicate
with the viewer (client), how to
communicate with the art business, how to
promote works of art and how to convey the
necessary message to the viewer.
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Anecs FOpt!

l«Aaartist» KoMMaHHsICBHIHBIH aTKapYLLIbl IMPEKTOPbI
(Listal, [1IBefinapust)

KA3IPTI 9/IEMHIH, KOPKEMAIK BEMHECIHIEN ALLAM: CYPETLLI, CYPET, KBPEPMEH

AHpaTtna. 3epTTey TakblpblObIHbIH, ©3EKTiNIr Ka3ipri KOPpKEM M3AEHMETTE OPbIH afbIM XaTKaH eneyni
e3repictepMeH 6ainaHbicTbl. Onap, 6ipiHLWiAeH, akNnapaTTblK, TEXHONOTUANAPAbIH, KAPKbIHAbI 4AMYbIMEH
YKOHe OHbIH, 9CepiHeH Kasipri 3aMaHfbl M3LEHUETTi YCbIHY HOPMaTbIHbIH, ©3repicKe yLiblpan, 3KpaHAabIK,
dbopMara kebipek b6erimaenyiMeH 6ainaHbICTbI.

EKiHWineH, Kazipri MofeHUETTiH, AaMybIHAAFbl ©3repicTep ahaHaaHy npouecTepiMeH, afamM3aTTbiH,
[aMyblHAaFbl ©3repictepMeH 6arnanbicTbl. Kasipri kepepMeH — eHepai 6afanayLwbiHbIH 6inripairi MeH
6inimMi apTbin, MHTENNEKTYaNAbIK LEHTEMiHIH, pyXaHU-M3AEHWN KAXKETTINIKTEPiHIH AaMybIHA 6ainaHbICTbI
OfaH JereH xaHa ke3kapactapabl kaxeT etesi. CoHbIMeH Bipre KepepMeHHIH, KapXKblblK, Xafaanbl 4a
MaHbI3abl pen atkapaabl. COHFbl 45 XbliAa XYprisinreH KenTereH cayasHamanap Kiaccukanblk, My3biKa,
onepa, aHabl TeaTp xaHe BaneT CUAKTblI OPbIHAAYLbINLIK 8Hepre 6iniMai, ayKaTTbl XKHe Heri3iHeH
avengep ayauTopuschl Kbi3blkca, an berHeney xaHe KkonaaHbanbl eHepre aykaTTbl ep agamMaap
KblI3blFaTblHbIH KEpCeTes,.

YWwiHwineH, Kasipri 3amMaHfbl MOAEHUETTIH, ©3repyi Ken xafaanaa bykapanblk, M3AEHMUETTIH MaLEHM
dbopMarFa anHanybiMeH 6arnaHbICTbl. byn amMbebanTbik Ke3 KenreH MageHUeT KanpaTkepi bykapanbik,
M3aeHuMeTKe benceHai Typae acep eTe anaTtbiH KapHaMa, CaH, PR cMaKTbl MEXaHU3MAEP apKblibl
YCbIHbIIFAHLA FaHa aunepnep YLWiH Ae, CaTbin anylWwbiiap YWiH Ae CypaHbiCKa Ue, TAHbINATbIH XaHe
KblI3bIKTbl 60NATbIHABIFBIMEH aHbIKTaNAAbl — KNACCUKaNbIK, BHEPAE ONapAblH, bIKNabiH HAKTbl Kepyre
6onanbl.

3aMaHaym eHep aneMiHiH, yw Kypamaac benirinaeri esrepictepre Ha3ap ayaapbin, 0napablH,
apacbiHAa napannenbaep Xyprise oTbipbin, aBTop eHep busHeciHgeri — CypeTwi, KepepmeH (knneHT)
xaHe CypeT apacblHAaFbl KapblM-KaTbIHAC Ka3ipri yakblTTa 6Te MaHpI34bl Aen CaHaNAbI.

MyHbIH 63pi eHepaiH 63iH caTbin any-caTy 60MbIHLIA ipiKTeYy KpUTEPUIANEPIHIH 63repyiHe akenesi
YX9He eHep TybIHAbINAPbIHbIH, 6acbiM 6eniriH 6M3HeC caTbin anaTbiHABIKTAH «KanuTan» BipiHLWi OpbIHFa
LbIFAAbl. OHbIH, aKTUBTEpPIH KebewTesni, IPO-fa wWoiFambl.

byn 6enrini 6ip 6enenai Kypy apkbiabl OU3HECTiH aKTMBTEPIH, COHbIH, iWiHAe ickepnik 6bepengi
aApTTbIpy YWiH ae, IPO-HbI XXeHinaeTy yLWiH fe acanagbl.

TyiiiH ce30ep: eHep, KEpePMEH, 3aMaHayM M3AEHMET, CypeTLi, TpaHchopMaLmMs, AaMy npoLecTepi,
napannenbaep, eHep aneMiHaeri esrepic.

Aaiiexce3 ywin: FOpT, Anecs. «Kasipri anemHiH kepkeMaik 6erMHeciHaeri afam: cypeTLLi, CypeT,
kepepmeHn». Central Asian Journal of Art Studies, T. 8, N24, 2023, 13-26 6., DO0I: 10.47940/cajas.v8i4.793.

ABmop KOMKa36aHbIH COHFbI HYCKACbIH OKbIN, MAKY/10a0bI #aHe Myddenep KalliblibIFbl YOK eKeHOi2iH
ManimMoedoi.
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Anecsa FOpt!

'HenosHUTEIbHBI peKTOp KoMnanuy «Aaartist»
(Listal, [1IBefinapust)

YEJIOBEK B XYA0XXECTBEHHOM KAPTUHE COBPEMEHHOIO MUPA: XYAOXHWUK, KAPTUHA, 3PUTEJIb

AHHOTauMs. AKTYaNIbHOCTb TEMbl UCCNIEA0BAHMUS OMPELENsSeTcs 3HaUYUTENbHBIMU U3MEHEHUAMMU,
NPOUCXOASALWMMM B COBPEMEHHOM XYA0XECTBEHHOM KynbType. OHM CBS3aHbl, BO-MEPBbIX, C OYpPHbIM
pa3BUTUEM MHDOPMALMOHHBIX TEXHONOTUIA, NOA, BAMSHUEM KOTOPbIX MEHSIETCS hOpMaT pernpeseHTaLmm
COBPEMEHHOW KyNbTypbl, BCe 6onbLue CKAOHSALWENCS K LdpoBoi GopMme.

Bo-BTOpbIX, U3MEHEHMS B NPOLLECCaX Pa3BUTUS COBPEMEHHOM Ky/bTYpbl CBS3aHbl C NPOLLECCaMU
rnobanusaumm, C \SMEHEHMEM Pa3BUTUS YenoBeyecTBa. HbiHelWHWI 3puTtensb ctan 6onee 06pa3oBaHHbIM,
1 HeO6XOAMMbI HOBbIE MOAXOAbl K HEMY, YYMTbIBAOLLME PAZBUTUE EFO UHTENNEKTYaNIbHOTO YPOBHS,
LLYXOBHbIX U KYNbTYPHbIX MOTpebHoCTeN. Kpome Toro, 3HaUmUTeNbHYH posib UrpaeT GMHAHCOBOE
cocTosiHue 3puTens. PesynbtaTbl MHOTOUMC/IEHHbIX ONPOCOB, NMPOBELEHHbIX 33 NocnenHue 45 nert,
MO3BOJISIOT C YBEPEHHOCTbIO CKA3aTb, YTO UCMOIHUTENBCKME MCKYCCTBA, TaKME KaK Kaccuyeckas My3blka,
onepa, XMBoW TeaTp U BaneT, Kak MpaBuIO, NPUBMIEKAKOT 06Pa30BaHHYI0, COCTOATENBbHYIO NMy6auKY,
NpPenMyLLECTBEHHO KEHLLMH, @ M306pasnTeNbHOE M NPUKIALHOE UCKYCCTBO — HOraTble My>XXUYMHbI.

B-TpeTbux, TpaHCchOpMaLmMmM COBPEMEHHOM KynbTypbl BO MHOTOM 06yCnoBfeHbl TpaHCchopmaumen
MaccoBOM KynbTypbll B KynbTypHYt OpMY. OTa YHMBEPCANbHOCTb ONpPEenenseTcs TeM, 4o tobon
[lesTenb KyNbTypbl CTAHOBMUTCS BOCTPE6OBAaHHbIM, Y3HAaBAEMbIM U MHTEPECHBIM KaK AJis AMNepoB, TaK
W [4N1S MoKynaTenei Tonbko 6yayyu npeacTtaBieH Yepe3 MexaHWU3Mbl, COCOBOHbIE aKTUBHO BAMSTbL Ha
MaCCOBYIO Ky/IbTYpY - TaKuMe Kak peknama, Moaa, PR — UX BAMSHWE MOXET OTYET/IMBO NPOC/IEXMBAETCS B
K/TAaCCUYECKOM UCKYCCTBE.

MpoBoas napannenu Mexay TpeMs COCTaBNSIOLLMMU MUPA COBPEMEHHOIO MCKYCCTBA U BbISIBNSS
M3MEHEHUS B UX NOBEAEHWM, aBTOP CYUTAET, YTO 06LLEHME B apT-6U3HECe — MexXay XyA0XKHUKOM,
3puTenem (knueHToM) n KapTuHoM — ceiyac 04eHb BaXHO.

Bce 370 NpuBOAWT K USMEHEHUIO KPUTEPUEB OTOOPA MPU MOKYMKE M NPOAAXE CAMOro MCKYCCTBA —
Ha NepBOe MECTO BbIXOAMT «KamnuTan», NOCKObKY BCe 6o/blle Npon3BefeHNI UCKYCCTBA NMOKYMNAeTCcs
6u3HecoMm. ITo fenaercs Kak Ang yBennyeHns akTMBoB GusHeca, B TOM uMcie AeN0BOM penyTaumu, 3a
CYET COo3[aHus onpeneneHHON penyTauun, Tak 1 gna obneryexus IPO.

Knioyessbie cnoea: nckyccTBo, 3pUTeNb, COBPEMEHHAS KYNbTYPa, XYLOXHUK, TpaHchopMaLms,
NpOLEeCChbl Pa3BUTUS, Napanieni, USMEHEHUS B XyL0XKECTBEHHOM MUPE.

Ansa yumuposarus: tOpT, Anecs. «Cneumdurka XyLoxKeCTBEHHOW 06pa3HOCTM TaHLEB B
xopeorpaduyeckom mckycctsex. Central Asian Journal of Art Studies, 1. 8, N2 4,2023, c. 13-26, DOI:
10.47940/cajas.v8i4.793.

Asmop npo4umana u 0006puaa OKOH4YAMeNbHbIU 8apPUAHM pyKonucu U 3as6a5am 06 omcymcmsuu
KOH®IUKMa UHMepecos.
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JUPW)KEP TUMYP
MbIHBAEBTDbIH
LLIbIFAPMALLDIJIBIK
KbI3BMETI

I'ynbHap Anbneuncosa', Bakbimxkan Xaimypatos?

'Kasak y/iTThiK 0Hep YHHBEPCHTET]
(Acrana, Kazakcran)

Anparna. Kasipri My3bikaTaHyaa YATTbIK AUPUXKEPIbIK OHEPA TYCiHYre XaHe eneyni aupuxepnep
LWbIFAPMALLbIIbIFbIHA KATbICTbl MACENENEepLi 93ipaeyre Kbi3bIFyLbIbIK aiTapbiKTai apTTbl. Kypaeni
KypblibiMAbl 6ingipeTiH KasakcraHaarbl AMPUKEPIbIK 6HEp aNi KyHre AeiH FbilibiMK 3epTTeynepae
6enrini neHrenae 6asHaanmaraH. JereHmeH, byn xonaa 6ipwama e3repictep 6arikanagpl: xac
3epTTeywinepai (OM3e, Myca, [llocembaeB) eHbekTepiH atan eTyre 6onaabl. byn apaga 3eptreywinepmin,
Ha3apblHaH OPbIHCbI3 TYCiM KanFaH, Kaciou aupwxkep T. MbiHOaeBTbIH CaH KbIpJibl Kbi3MeTi 6enek
KapacTblpyabl KAXKET eTesi.

Byn MakanaHbiH, MakcaTtbl — TUMyp MbiHOAEBTbIH, LWblFAapMaLLbLIbIK, KbI3METiHiH, XXaH-KaKTbIMbIFbIH aLLlYy.
Tumyp MbiHbaeB — aupuxep, KOMMO3UTOP XaHe My3blkaTaHyLbl, Ka3zakCcTaHHbIH XaHe PeceiaiH eHbek
CiHipreH aprici, npodeccop. ¥3ak xbingap KasakcraH MeH PeceiigiH cMMMOHUSNBIK, OpKECTPRepiHiH,
avpuxepi 6onapl. 1997 xbinaaH eMipiHiH COHplHa AeliH [HecuH aTbiHaafFbl Peceii My3bika
aKaAeMUSACbIHbIH, CTYAEHTTIK CUMOHUANbIK OpKeCTPiH 6ackapabl. OHbIH, XeTeKLWiniriMeH yXbiMaap
Kypaeni 6arnapnamanapapl CoTTi AaviblHAAM, KOFaPbl WbIFAPMALLbIIbIK, LEHTENre XeTTi.

TuMyp MbIHBAEBTbIH, LWblFApPMALLbI/bIK TY/IFACbIH 3€PTTEY TYPFbICbIHAH OMipBasHAbIK, aHATUTUKANBIK,
YK9HE MYpaFaTTbIK 9AiCTep HEri3iHAE OHbIH CUMMOHUSBIK OPKECTPMEH XYMbICbIHbIH, CMMaTbl MEH
epekweniri kapactblpbinagbl. bakpinay, sHrimenecy, cyxbat agictepiHe CyieHe OTbIpPbIM, OHbIH,
OVPUXEPIbIK XaHEe aFapTyLUbUIbIK KbI3METiHIH Heri3ri MpUHLMNATEpPi TYXKblpbIMAANAAb! XXoHe
penepTyapsiblk CasiCaTbiHbIH, Macenenepi 6esek KapacTbipbiigbl.

3epTTey HaTUXKECIHAE OHbIH AUPWXKEPbIK, KbI3METiHIH, HEFi3i — My3bIKablK, LWbFapMaHblH, OPKeCTp
[bI6bICTapbiHAAFbl 6eliHeneHyi XaHe TbIHAAYLbIFA OMAbI XXETKi3y eKeHi aHblKTanabl. T. MbIHOaeBTbIH,
OVPUXepbIK 01MNay KabineTiH, TyFanbIK XaHe Kacibu KacueTTepiH aHbiKTay OHbIH Ka3akcTtaH
Pecnybnukacbl cMMbOHMANBIK OPKECTPIHiH AMpWXKepi peTiHAeri Kbi3MeTiH AIMaTbiHbIH KOPKEM 6MipiHiH,
XXHe YNTTbIK M3AEHMETTIH, aXKblpaMac XapKplH 6eniri peTiHae aHblKTayFa MyMKiHAiK 6epai. My3bikanbik,
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M3LEHMETTE XAPKbIH i3 KanablpraH T. MbIHOAEBTbIH, LWblFapMaLLblIblFbl TYMaHUTAPAbIK OiniMHIH apTypAi
CananapbiHAA TbiH, i34eHiCTepAiH TONKbIHbIH TYAbIPATbIHbIHA CEHEMI3.

TyiiiH ce3dep: Tumyp MbIHOaEB, AUPUXKED, TY/IFA, CUMPOHUANBIK, OPKECTP, DUNApMOHUS, pernepTyap,
LVpPUXepNiK eHep, eMipbasiHabIK, aHANUTUKASbIK )XIHE MyparaTTbIK dAicTep.

AJaiiekces ywiH: AnbnencoBa, lynbHap xaHe bakbimkaH Xanmypatos. «Aupuxkep Tumyp
LbiFapMalLLbIbiK Kbi3MeTiw. Central Asian Journal of Art Studies, 7. 8, N24, 2023, 27-42 6., DOI: 10.47940/

cajas.v8i4.660.

Asmopnap Kom«a3baHblH COHFbl HYCKACbIH 0KbIN, MAKY/10a0bl #aHe Myddenep Kalillbl/blFbl HOK

ekeHOieiH Manimoelioi

Kipicne

Tapnxmm Kail Ke3eHiHae 60JMachIH,
OTKEHHiH 03bIK »KETiCTIKTepiMeH
TaHbICY KoHe eJ1 MaJIeHHeTiHe cybeJi yJec
KOCKAH KOPHEKTi oHep KalpaTKepJepiHin
HIbIFApMaUIBIIBIFBIH 3€pesey 63€KTiJliri
»KOWbIIMaK eMec. Bys 03 Keserinje Mysblka
MJIEHHETIH IAMbITYFa, MY3bIKAHTTaP/Ibl
JlalibIHayFa, yeTaznapasl Topoueneyre,
CaubIM KeJITeH/Ie, PyXaHH KOFaMHbIH,
KaJbInracyblHa biknas erefi. Ocbl Typrbijia
qupkep Tumyp MbiHOaeB CUSKTHI eJieyJi
TYJIFAHbIH ©Mipi MeH LIbIFapMallbL/IbIFbIHA

JE€reH KbI3bIFYIbIJIbIK TYbIHAAYbl 3aH/AbIJbIK.

Tumyp Kopimysnsl Mein6aeB o3iHiH
LLIbIFAPMALLbBIIBLIK 2K0JbIH JIeHUHTpajt
KaJslacblHaH OacTar, TaxKipubecin
TyFaH 6JIKeCiH/Ie LIbIHAAI, YKETireH
warblHaa Mackey, [TetepOypr,
Exatepun6ypr, Caparos, Camapa,
SIpocnaBib puapMoHUSAIAPBIHBIH YIKEH
opkectpJiepinze kymbic xKacaran. KCPO,
EBpona, AsusiHbIH ipi KasasapblHia
racTpoJIbJliK canapJiap »xKacar, eMipiHiH
COHFbI Ke3eHiH Mackeyneri ['Hecunaep
aTbIHAAFbl MY3bIKaJIbIK aKaJeMHUsSIHbIH
CTYIIEHTTIK OPKECTPiHiH AUPHAKEPi peTiHae
OTKI3Li.

Tanauttel Tysira Tumyp KopimysibiHbin,
Ka3aK eHepi TapUXbIH/A alaThiH OPHbI
epexiiie. OHbIH LIbIFAPMALBLIBIK 91iCi
OYTiHri IMpHKePJbIK TaxKipubere 6arnap

6oJ1a anansl. Tumyp MbIHOAEBThIH,
JKYPiIl ©TKEH »KOJIbl, OHbIH, My3bIKa
MOJICHHETIHE KOCKAH yJIeCi My3bIKaJIbIK
OPBIHAAYIIBIIBIKTBIH TYPJi OaFbITTapbiHA
OaiJlaHbICTbl MaceJe/Iep/i FbIJIbIMH
TYPFbIIAH TYCiHY YIIiH KyH/Ibl MaTepHas
60oJ1a ananbl. OHbiH YKamObl aTbIHAAFbI
Kasak memJ/iekeTTiK husapMoHusicbiHIA
JUPHKEP PETIiHJIE KYMbIC 2KacaraHbl 1a
6earini. KepHekTi 1pHKe pabIH TYJIFaCchl
©3iH/liK epeKllIe/iriMeH, aTKapFraH
iCiHiH ayKbIMJIbLIBIFBIMEH 2KOHE 2KaH -
JKAKTbIIbIFBIMEH MOJIEHUETIMI3/IE JIaNbIKThI
OpPbIH aJibll, 6arachl yakbIT 6TKEH
caiibli ecyne. JlereHMeH jie, TyJIraHbiH,
HIbIFAPMALIbI/IBIFbl HAKThI 3€PTTEY
HblCaHbIHA anblHOal Kesesi. COHbIKTaH
Tumyp Mbin6aentbiy Kazakceran
MOJICHUETIHJIET] POJIiH aHBIKTAUTBIH YaKbIT
xketTi. T.Kopimysbinbin Kazakcranaarol
My3bIKa MJICHHETIHE KOCKaH yJIeCiH
AHBIKTAY, OHbIH TOXKipuOECiH TaAHBITY
3amaHzacTapbiMbl3 OeH GoJallak
JUPHKEpJAp YUIiH KyHbl 60J1apbl CO3Ci3.
CoHbIMeH KaTap, MascTpo —
Kasakcranna raHa emec, XasblKapaJblK
JIeHrefijie TaHbl/IFaH WblFapMaJiap/blH,
KOMITO3UTOPBI, OFaH Koca GefieJijli reaaror,
KOFaM KaipaTkepi, arapTyliibl. JKaH-
»KaKThl Tysira petinae Tumyp MbiHGaeBTbIH
HIbIFapMallblIbIFbl KazakcTaHHbIH Kagipri
My3bIKaJIbIK MAJICHHETIHIH JaMybIHa acep
eTTi.



daictep

Tumyp MbiHGaeBTbBIH LIbIFAPMALLbIIbIFbIH
3ePTTEY/iH Heri3ri alici OHbIH,
LIbIFapMallblIbIFbIMEH OaiJlaHbICThI
My3bIKAHTTaP/bIH eCTEiKTePi OOJIbI.
Tumyp MbIHOAEBTBIH IMPHAKEPJIBIK
KbI3METiH 3epTTey OapbichiHAa: OaKbliay,
oHrimedsiecy, cyxOaT 9licTepi KOJIAHbLIIbI.
JKymbic 6apbicbinia Kaszakceranna
MasCTpoMeH Oipre »KyMbIC 2KacaraH
TaHbIMaJl OHeP KakpaTkepJiepi MeH
yCTaszap/aH ajblHFaH cyx0aTTap MaHbl3/1bl
peJst atKapapl (Moore).

Tankbinay

Tumyp MbiHOaeB LIbIFapMaLIbLIbIFbI
JKOHIHJIE 2Ka3blJIFaH My3bIKaJbIK aileOHeTTep
KaTapbl 1apusiFa TaMFaH TaMIIblIai 1ecek
Katesiecrnieimiz. Cosap/blH KaTapblHia
Tasuza JKyb6anoBanbiH « Mup Mot
My3blKa» MAKaJla, OuepK, ecTeJiKTepi
KiTabbinza, [ lepne6Gex MoMbBIHYJIBIHBIH,
«Kasak My3blKacbIHbIH KbICKallla TapHUXbl»
eHOeriHae TyJira ecimi WoJbII OTiel].

Cou cekinni Amankon Kysemobaiiyibl

mMeH Epkin 96innin « Kazakeran Tapuxb»
KiTabbiHa «70 XKblIAapbl Ka3aK My3bIKaJIbIK
OHEPiH 0J]aH 9Pi AAMBITY/IbIH, YaKbITh
6osibl. Ocbl Kesennie Pecriybsinkana Abait
aTbIHJIAFbl AKAJIEMUSIJIBIK OTepa yKoHe
6aset Teatpbl, MeMseKeTTiK hunapmonus,
xop KaneJiacsl, KypmaHrasbl aTbiHAArbI
aKaJIeMUSJIbIK XaJbIK acrnanTtapbl OpKecTpi,
OH 2KoHe O aHcaMOJIbJepi XKYMbIC

»acan typapbl. Kazak aniisiepi, KCPO
xaJiblK apricrepi bubirys TesereHosa,
Posa barnanosa, Posa JKamanona,

Epmek Cepkebaes, anajibli-CiHiii
Hakun6ekosrep, Aitman MycaxopKaena,
[anuna Kanbip6ekoBsa, nupuzkep Tumyp
Mbinbaes, anisiep M. Mycabaes, P.
JKy6atyposa, H. Ycen6aesa, A. Jlnuties,
P. Prim6aeBa, I'. EcimoB, E. Xacanrasnues,
H. HycimkaHnoB anemiik 1aHKKa He OOJIIbI.
Onepa xoHe GaseT oHepi ofaH api Jamu
6epai. K. Kyxkambsipos nen

H. TinennueBTiH «ANTbIH Taysnap»,

C. MyxamemKaHOBTbIH «Aficyty»
onepanapsl, ['. )Ky6anoBanbiH « Ak

KYC TypaJibl aHbl3» yKaHe « XHpOoCUMa»
HaserTepi »kazblipl. Kazakeran
KOMII03UTOpJ1apbl GipKatap CUMGOHUSIJIBIK
TYbIH/IBIIAP 2KA3/IbI» Je11 aTaJlblil
kepcertineni (Kysemb6aitysbl, 9611 325).

Pacbinna na, iupuzkep KblameTi
»KalblHa OTAH/IbIK My3blKaTaHy caJacblHia
AybI3 TOJTHIPBIN alTapJbIKTal aknapaT
Kern emec. J{upuzkep wiblFapMallbl/IbIFbl
JKOHIH/e KobOiHece OHbIMEH KbI3METTEeC
OO0JIFaH My3bIKAHTTAP/IbIH €CTeJiriHeH Gijie
ajlambl3. byus ecredsiktep 3 anibiHa 6ip
KYH/Ibl aKIapat peTinje, ocKeJieH, YpraKkThiH
canacbiHad Tumyp MbIHOA€BThIH eCiMiHiH,
olineyiHe cenTirin TUrizepi aHbik. MyHaai
KYH/Ibl TAPUXH aKlapaTTap/ibl caKray,

OHbl KOFaMMeH 6eJiicy 6i3/iH KOJIbIMbI3/IA.
Ce6ebi, oHep KOJbIHAAFbI 9POIp TYyJIFaHbBIH
KAa3aK 6HePiHiH JaMybl MEH aJIeMIIiK
JICHIeHJie HbIFalObIHA KOCKAH yJlecTepi yiIaH
TeHi3. benenni TyaranapbMbI3IbIH aTKapFraH
kbiameTTepin XXI Fachlp KapcaHbHA
OaraJiar, TyKbIPbIM »KaCaHUTbIH YaKbIT
JKETTI.

Tumyp Mbin6aeB KazakcTaHHbIH
MemJ/ieKeTTiK CHM(OHUSIBIK OPKeCTPiHiH
oMipiHe HbIK KajaMMeH KipreH efii. OHbIH,
KOHCEPBATOPHUSIAAFbI 2KYMbICTapPbl COJI
KE3JliH 63iH/1e-aK OPKeCTP KAKChI
Ce3iHeTiH, €CTHUTIH, CaJIMAKThbl 2KoHE
OWJIbl MY3bIKAHT €KEeHJIiMH KOPCeTTi
(Tumyp MbIHOaeB KOHCepPBATOPHSIHBI €Ki
MaMaH/IbIKTa: XOP/ibl I PHKEpJIay 2KoHe
KoMIo3uiius 6esiimin Tomamaaran). Koc
MaMaHJbIK OOWbIHIIA OiJliM aJFaH MascTpo,
JKOFaphl KociOH AUpHKepre KaxKeTTi
JKaJIIIbl MOJIeHH OijliMre He exi. AtaaMblL
opkecTpai 6acKapyaarbl OiliM JIeHreHiHiH
JKOFaPBIJIBIFbI 2KalbIHA aBTOPJIBIK Y2KbIM
TOOBI MaKaJlachbiHia aluThblIraH 00JaThIH
(Schmidt, Langler, Altenbuchner,

Kobl, Gruber). EH 6acTbichbl, HIoKipTiHiH
OOMbIHAFBI OHJ1ay apacaTTbIIbIFbl MEH
HO3iK TaJraMbIH ©63iHe »KaKblH OaraJar,
OCbl KACHETTEPAi 63iHiH NeAarorukaJblk
TOXKipuOEeCiHiH LIeriH/e JaMbITKaH
YKOFaphbl leHreieri nupuzkep Ennsaseta
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KynpsisueBanbiH (KeHec :xoHe opbic xop
JIMPHZKEpPBI, MeJaror, KoraM Kaipartkepi,
PCOCP xanbik aprici (1977), KCPO-
JIarbl aFALIKbl 9HesT — XOp IUPHKEPDI )
JIMPHKEPJIBIK CHIHBIOBIHAFBI TaMalla
MEKTEINTEH OTTi.

1973 kbltbl Tumyp MbiHOGaeBTHIH
Kazakcran memJieKeTTiK OpKeCTpiHiH
JUPHKePi OOJIbIIT TAFAUBIHAAJYbBIH 2KAJI1bl
My3bIKaJIbIK KaybIM KyaHa KaOblIaabl.
OpHHe, 0J1 AJIIbIHFbI IMPHKEpJIapMeH
caJlbICThIpran/ia »kac 60J1aThbIH.

By yakbIT opkecTpiH oKiMILIiIK,
YHBIMAACTBIPYLBIIBLIK 2KaFbIHAH OeJITiJli
Oip KublHAAKTap/bl 6ACbIHAH OTKEPII
»KaTKaH Tychl 6oaaTbiH. MyHiai »karaaina
OPKECTpre eH aJlbIMeH IMpHKep — yCTas,
JUpuxkep — TopOuelli kepek 6OJIbl.
Tumyp MeinbaeBKa xKorapbijia aTajaral
KabiseTrepre He agam O0JTybl KaxKeT e/
Conan opKecTp/eri lblFapMallblIbIK
TOPTINTI 2KAKCAPTYbl, KEMILIIKTEe P
HIbIAM/IBIIBIKITEH KO10/1bl OipiHIIIi Ke3eKKe
KOIbIM, aTajiraH KabijeTTrepre cail TyJra
6os1a Gini. ©3-e3iHe KONbIIATHIH TajganTap
kywenTinni. Jlerenmenne o3 Geriniie

ecy keTkijikciz. Tumyp Kapimysibl e3i
GacKapaTblH Y2KbIMHBIH YHEM] IaMybIHA,
opKallaH asia 60JyblHA bIHTAJaHAbIPY
Kepek ezii. ConbIMeH KaTap, OpKecTp
JKYMBICBIHAAFBI 9pOip Ke3eKTi XKeHic
JIMPHUKEPIIbIH, AJIFA 2KbII?KYbIHA, 2KaHa
Ke3eKTi KalllbIKTbIKTapra 0aTbl/1 KajaMMeH
XKypyiH 6innipai. OfiTkeni, Oya xkarnaina
KALIBIKTBIKTbI 2KOFaJITy TOKbIPAY/IbIH,
H6acrasybiMer napa-nap 6ouapl. Ce6ebi,
YaKbIT AUPHKEPABIH, ILLIKI IYHHECIHIH
KaHILIaJILIKThI 6all eKeHJIiriH, 03iHe 2KoHe
OpKecCTpre apHaJiFaH »KaHa KaCHeTTepiH,
TaJIAHTBIHBIH YKaHA KbIPJaPbIH ChIHAKIBI.
A, noreHuMalIbl 9J1Ci3, Kacamas TyJra
O0JIMBICHI €pTe Me, Kelll 11e, OyJ1 2KoJi1a
TOKTayra MoxKOyp OOJIaTbIHBI OeJITiJi.

MemJiekeTTik opKecTpiH 6ac
JIpHKepbl O0JIbIN 2KYMbICKA KipickeH T.
MbinbaeB, atan alTKana, OpKeCTpiH
KoCiOH yKoHe KOPKEMIiK JeHIeHiHiH
OCYi, OHbIH pPernepTyapblHbIH, KEHEIOI,
KOHIIEPTTEP MEH racTpOJIbJEP CAHBIHBIH

kebel1oi, kazbasap/ibiH OPbIHAATYbI
CHAKTBI MAHBI3/bI LIBIFAPMaLLbIIbIK 2KoHE
YVHUBIMIACTBIPYLIbUIBIK MiHACTTEP/ LIeLyre
KoJl 2xkeTkizeni. Tumyp MbiHGaeBTbhIH
JKYMBICBIHAFbl MaHbI3/bl O6JIIKTe PALiH,
6ipin Mycaxomkaesa Panca KoxxaGekoBHa
03 cyx6aTbIHa OblIaiila 6asgHaan

Oepren efii: « Tumyp KopimyJsibiHbiH,
JKYMbICbIHJIaFbl KepeMeT Tychl, 6i3 asratll
TAHBICHIT OTHIPFAH LIbIFAPMA TyPaJibl OHbIH,
TapHXblH, KOMIIO3UTOP/BIH 6MipOasiHbIH,
LIbIFAPMaJIarbl Ke3/leceTiH MOTHBTepre
Hasap ayjapa OTbIpbIIl, ITHHAMHKAHbIH
JlaMy JIOTUKACbIH, TilTi COJl yaKbITTaFbl
KoFam/ia 00JIbIN »KAaTKAH MaceJiesiep Typasibl
OpKecTpre TyciHipMe LIOJYbIH »KacalThIH.
OpkecTp MyllesiepiHe apinTecTep peTinie
Kapajbl. bapJ/birbiMbi3abIH OipJecin 6ip
OWJIbI 2KacaylublIap eKeHiMi3mi Oimipii.
Myabikanbl Hipre »kacalTbiHObI3 XKoHe
OHbI KYH CalblH TOJIbIK TYCiHE OTbIPbII
opbiHaanpik. Ou Giszi 3 neHreninae Katap
ycTar, TeH KepeTiH. byl oHbIH KyMbICbIHA
JIereH »KoFapbl KOPKeMJLiK KaTbIHAChIH
Oinnipai». Jnpuzkep »KyYMbICBIHBIH OCbI
MasMyHJac KeskapacblH HblomeH o3
MaKaJiacblH/a xKapusijiarad 60J1aThbiH
(Neuman).

1978 xbuibl « CoBeTcKasi My3bika »
JKypHaJibiHa OepreH cyx6aTbhIHAA AHPHAKEP:
«9netre, 6i3/1iH OpKecTp ak cailbiH
6ip-eki npembepa kacaijibl. COHFbI
JKbLAPbI KOHIEPTTEpiMidae bapToKThiH
«OPKEeCTPre KoHe ILLIEeKTi acrnanrapra,
COKJIaJIbl acrarnTap MeH yeJjecrara
apHaJsirat KoHuepti», CTpaBUHCKUHATIH
«Becna CasilieHHasi» oHe « Y1
6eaimii cumdonnsi», [llocrakoBuurin oH
Oecinui cumdonusicbl MeH bepHceraiiHHiH
«Becrt-calii XxuKasicbl» OpbIHAAJIbI.
Barnapiamanapna (yur MmaycbimMaa — »Kyare
JKYBIK aTay ) Ka3ak KOMIO3HTOPJ1apbIHbIH
JKaHa TybIH/bLIAPBI Y30€H ThIHAAIAMbI.
Bisnin y2KkbIM racTpoJibiiik canapJ/apbiHbiH
KelOipiH TOJbIFbIMEH YITThIK
KOMITO3UTOPJIBIK MEKTEITIH KETICTIKTePiH
HacuxatTayra apHaiibl. CoHbIMEH
Katap, 6i3 yHeMi penepTyapbIMbI3zia
kjaccukrepin berxosen, bpamc,



YalKoBCKHUI LIbIFapMasiapblH OPbIHAANMBI3.
bis kagipain e3inne Kem jerenjie oH-0H eki
CaraTThIK »KaHa Ka3aK My3bIKaChlH yChIHA
anap enik» (IOmun 41). Iupuxep Tumyp
MbIHGaeBTbIH OPKECTPJliK pernepTyapbiHbIH
JlanasoHbl opacaH 30p 60JIbl, OFaH
OpbIC 2KoHE L1eTe/1 KOMIO3UTOPJapbIHbIH
6apOKKO, KJIACCHLIU3M MEH POMaHTH3M
JyipJepiti koHe XX FachIp/iblH KJIACCUK
KOMTO3UTOPJIaPbIHbIH LIbIFApMasapbl
Kipai. JlereHMeH OHbIH KOHIIEPTTIK
Oar1ap/1aMachbiHblH COHIH KeJTipreH
XX raceip komnosutopdapsl I'. Masep,
O. Pecniury, A. [11éu6epr, A. Bepr, A.
Bebepn, JIxk. I'epuiBun, b. Baprok, W.
Crpasunckuii, b. bputren, JI. bepucratin,
J1. Ka6anesckuii, /1. lllocrakoBuy, A.
Xauarypsin, b. HailikoBckuii, 3. JleHucos,
B. CunbBectpos, A. [1Inutke, A. dmnai,
C. Cnonumckuii, A. ITsipt, B. 3os10T0pes,
Y. Hypeimos, T.Hynosa, M. MaHyksiH,
IO. Tyrapunos, B. CeménoB xxoHe
Tarbl 6acKajapblHbIH LblFapMasaphbl
6onnbl (bararosa 25). Onberre
aTajiraH perepTyapJapbit, 6apJbirbl
JIUPHKEPJTIiK KaOiJIeTTepiHiH KeMesIeHyiHe
acepiH Turisi. Jupukep npouecitin
TY?KbIPbIMAAMAChI 1M pHzKep/iiH, 6ai
TaxKiprbeciMeH Tikesiell 6alJIaHbICThl €KeHi
aHbIK. Jluprzkep HeFypJbIM ToxKipubedi
JKOHe 9pTYpJli OpKecTpJiepMeH Kobipek
JKYMBIC 2Kacaca, OHbIH AUPHKEPJIiK HIEsIChI
COFYPJIbIM 2KaH-KaKThbl Gosapl (Gerts 113).

Tumyp MbIHOAEBTHIH KOHIIEPTTIK
periepTyap/ibl Kypy Keainjeri wettimi 6i3ai
KbI3BIKTBIP/IbI. MasCTpOHBIH TacTPOJIbIK
carnapbIH/IaFbl KOHIIEPTTIK pernepTyapbIHbIH,
Oip Oeulirine Hasap caJcax:

[ 661im

1.  Mykan Tesnebaen «bipxxan Capa»
ornepacbliHaH Ou;

2. Horaunec bpamc @oprenuano men
OpKecTpre apHaJjifaH KOHLEpT;

Il 6orin

1. Jleonapn bepheraiin
«Becrcatiackas MCTOpUsi» MIO3UKJIbIHAH
CUM(OHUABIK OH;

2. Awnron BeGepn [Taccakasbsi
(Aduia KP Opranbik MemieKeTTiK
MyparaTblHaH ).

[Ibirapmasiapabli opHajacy peri,
TaHaly Katapbl KbI3bIKTbIpaabl. Tumyp
MeiiH6aeB 6yJ1 KOHLEPTTIK Hariapaamaia
KepepMeHJiepre TypJi TyCTi Oostynapra
TOJIbI LIbIFapMadiap/ibl yeblHbl. KoHuepTTik
HarnapjaamMmaHbl XKeHiJ1 1en anTyra
6oamMaiipl. bisniniie, qupukepin Gy
PETTIIKTI TaH1aybIHAAFbl MaKCaThbl
XaJIbIKTbIH My3bIKaJIbIK cayaTThl/bIFaH
auiyra topoueJiey 6oJbl. Konueprrik
Harnapsaamanbl «bipxkan Capa»
orepachbiHarbl OUMeH allybl, GipiHiiaeH,
VJTTBIK KOMITO3UTOPJIAaPbIMBI3/IBIH,
LIbIFapMaLIbI/IbIFbIH XaJIbIKKA TaHbITY;
eKiHlijIeH, onepajarbl 61 caxHachl
63iHIH CaJTaHATTBIIbIFBIMEH, MepeKeJIi
Ma3MyHBIMEH KOHLEPTTi TOJIbIKTak
aulyra cail keJqiin Typ. ExiHii kesekreri
AKAJIEMUAJIBIK My3bIKa 2KaHPbIHAAFbI 63iHIiK
6ip SMOLMOHAJIbI €KITIHIIJIIK, alaMHbIH,
pyXaHH dJieMiHe KOHis 6eJ1y, JIHPUKAJbIK
MPUHLUINTIH OaCBIMABIIBIFLL 6ap 6ip
TeOe komnoautop Morannec bpametbiy
TYbIH/IbICBIH YCBIHYbI [, KipiCIeJIiK POJIbji
aTKapraH OWJIeH KeHiHTi ThIHIapMaH/1a p/iblH,
Ha3apblH OChI LIbIFAPMara Kapary.

Exinwii 6egimaeri « Becrcanackast
UCTOPHS» MIO3UKJIBI — JIXKA3/IbIH,
MY3bIKaJbIK TiJl 3JI€MEHTTEPiHiH,
JlaTblHAMePUKaJIbIK OH My3bIKAChIHbIH,
bIpFaKTapbIHbIH 2koHe XX Facblparbl
KOMITO3ULIUAJIBIK TeXHUKAHBIH CHHTE3I.
[LIbirapMaHbiH My3bIKaJbIK TiliHIE
AKAJIEMUAJIBIK 2KOHE /PKa3 TeHe3UCiHIH,
TeXHUKachl Oip-6ipiMeH ThIFbI3
H6aitianbicTbl. OpKecTpJliK KypaesisiKTe p/iH,
Ker 60JTybl CUM(OHUSJIBIK OPKeCTP/IiH
JMpHKEpi MEH My3blKaHTTapbIHaH
JKOFapbl K9CiOU TAUbIHBIKTbI 2KoHE
JUKa3 OpbIHAAYbIHBIH €PeKLIeJIKTePiH
Oisyi Tasan eteii. MascTpoHbIH JKa3s
MY3blKaCbIHbIH HHTOHALIUSJIAPbIHA JIereH
epeKIlle KbI3bIFYIIBIIbIFbl CHM(OHHUSIBIK
6ui Tanaaybl 1a agubiHFbl Morannec
BpamcTbiH KoHLepTiHEeH ajiFaH acepieH
alblpMai, ThIHIApMaHIApAbl KeJieci
60J1aTbIH HHTEJJIEKTyaJl bl KaObl1aay
JKaFblHAH KypJedi, xkaHa XX rachbip
MY3bIKACBIH KaJIbITaCThIPYIIbl AHTOH
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BebGepunin «ITaccakanbsicbina»
navbinaay. OcblHaan KaH-KaKThbl
CTHJIbJIET LIbIFapMaJiap/bl ThiHAaraH
KepepMeH Co3Ci3 YJIKeH acep anajibl. Op
TYPJli Ke3eHep My3bIKaChIH YIITACThIPY
JUPHKEPbIH, OlJ1ay KaOiJIeTiHiH, 2KOFapbl
JIeHrefiHiH yKoHe arapTylIblbIK OarbIThIHA
Kapai »KyMBIC ?KacaraHbIH KepceTelj.
Bya kabinerrep Kazipri KOMMepLHSIBIK
yaKbITTa IMPHKepJIapra KepeK MaHbl3/lbl
KacueTTepiH Oipi.

dunapMoHust iprecinjie MasCTPOHbIH,
arapty iciHze Jie opacaH 30p »KYMbIC
»KacaraHblH KepeMis. Y2KbIMHbIH,
KOPKEMJLiK KeHeC XKUHaJIbICTapblHIa
0J1 TBIHZAPMaHIAp/ibl eHepre OayJyra
yiipetyre wmakpipibl. KamObl1 aTbIHAAFbI
Kasak memsiekeTTiK hunapMOHHSIChIHbIH,
1977 »kblinpiH 24 HaypbI3bIHIA OOJFaH
JKHHAJIBICBIH/IA KYH TOPTiGiHEe eHepKacin
KbiaMeTKepJiepiHe MemiieKeTTik
OPKEeCTPAiH a00HEMEHTTIK KOHLIEPTTEPiH
OexiTy Macedsieci Koublibl. Ochl
JKHHAJIbIC XaTTaMacbiHaarbl TuMyp
MbIHOa€eBThIH CO3iHEH OHbIH 9pOip
LIbIFAPMALUbBLIBIK KYMbICKA KaHIIAJbIKThI
KOHiJ 60JIeTiHIriH Kope anaMbl3: « Men
aO0HEMEHTTIK KOHILIEPTTEP/IiH KOOAChIH
l1amaMeH aribiiaanasiM. PenepTyapibl eH
AJIIbIMEH, KYP/IeJli My3bIKaHbl OHEPKICiIl
KbI3MeTKepJiepiHe OipaeH YChIHyFa
O0JIMaNTBIHBIFbIH €CeMNKe aJjibIM.
ConpaplkTan aboHEMEHTTIK KOHLEPTTep
OCBIHJAH TypAeri KyPTIUbLIBIK OHAN
KaObIIAUThIH TaHbIMAJ My3blKaaH
Hacragnajibl, 9pi Kapaii 6i3 Hariapjiamara
KYpJelipeK TybIHbLIAP/bl KOCATHIH
6oaambiz» (KP Oprajbik MeMJeKeTTiK
MyparatbiHaH). bynan 6esex Tumyp
MbinbaeB 6ananap ayMTOPHUSIChIH J1a
€CTeH LlIblFapMall, oJlapra apHaJFaH
KOHLEPTTE OHep KopceTill, Ke3
KeJITEH YKaCcTarbl KopepMeHiepre
aKaaeMHsJIbIK My3blKaHbl OapblHLLIA
HacHUxaTTay »KyMbICbIMEH aiHaJIbICThI.

(DI/IJIapMOHHH[LanI KbISMET €TKEH KeSeHiHﬂe

e3iHiH ycrasbl E. KynpsiBuesara »xasran
XaTblHaa: «... JluprkepablK cana 1a
YHEMI KeHeHiI KeJsieli, OCbl MayChbIMIA

men JIJI. locTakoBUUTiH GapJbIK
cumboHusIapbIHbBIH LHKJIiH, Masnep/in
O-111i 2KoHe 6-1Ibl CUMOHUSINAPbIH,
Bpykuepain 2-ui, 4-u1i xxone 7-1wi
cumonusinapoid, LLy6eprrin «Jlo-
Makopaarbl» YJKeH CUM(OHHSIChIH,
BerxoBeHHiH 6apJ/ibIK CHMMOHUSICHIH
opbinayra Kipicemin. A.IllnnTke Mmen
3.JIeHUCOBTIH aBTOPJIbIK KeLlITePi,
KA3ipri KEHECTIK XKoHe LeTe LK
aBTOPJIAP/IbIH KOITereH LblFapMaJiapbl
»KocrnapJanrad. Ea 6ofiblHLIA 2KoHe
LeTeJJIeri racTpoJiblik canapJapaa
meH bpamc nen [pokodneBTiH
CUMQOHHUSIAPBIH OPbIHAAFAH/IbI
JypbIC €T CaHAHMbIH, 6ATKEHI Oyl
LiblFapMaJiap MEeHiH OpPKeCTpiMae YHeMi
opblHaanbl, 6ip ce36eH alTKaHa,
JKOFapbla alThIJIFAHAAP/IbIH GapiHe
Tarbl 6ip eMip XKeTKiiKCi3 eKeHiH
Kepecis, 6ipak KyTKapylibl HOraHbiH,
MYKHSIT MEIUTALMSICIHBIH apKACBIHIA
MeH agii fie Tipimin» (KynpsiBuesa 231).
Tumyp MbiHO6aeBTHIH
KOHLEpPTTepiHaeri 6ariapaamalapra
CHTI3I/INeH Ka3aK KOMITO3UTOPJIapbIHbIH
LiblFapMaJiapbl epekiie oH 6epe.
MascTpo Kazak KOMIO3UTOPJ1apbIHbIH,
LIbIFapMaJiapblH op KOHLEPTTIK
OarnapJsiamara Kochlll OTbIpFaH.
JuprzKep yaATThIK aBTOPJAAP/IbIH,
KaJlaMblHaH €HJli FaHa LWIBbIKKaH
napTuTypaJsiapra yJikeH
KbI3bIFYLIBIIBIKIIEH KYJILLbIHA KipiCTi.
Ounapapit iinse Fasusa YKybanona,
JKoanan Ilacrenos, Epkerasu
Paxmanunes, bakup basixynos
Tarbl 6acKa KOMIIO3UTOPJIap/iblH
LIblFapMaJiapbl OpbIHIAJIbI.
OpaaibiM XKaHAIIBIIIBIKKA KyMap
TaJIaHTThbI TYJIFA TeK KaHa XaJbIKKa
OHEep/i HacuXxaTTal KaHa Kolman,
03 OMJIAPbIH, TOJFAHBICTAPbIH ALIbIK
Typae 6acnaces 6eTTepiHjle KapblKKa
LIbIFApPbIIN OTbIP/bl. My3bIKaJbIK
aJieMzeri OOJIBII 2KaTKaH TypJli
KapbIM-KaTbIHACTap, KOHLEPTTep/eri
TOJIFAHBICTAPbIH razeT GeTTepiHe
Kapusiaan oTbipabl. OJ1 o yakbITTa



conrbl Ke3nepi CoeTtik KazakcTanubiH
My3bIKAChI dJIeMIe KeHiHeH Tapai
6acraranbii, AKLL, Aursus, @panims,
Ascrpus, [Tonbiia, [JIP, HexocnoBakusina
Ka3aK KOMITO3UTOPJIapbIHbIH XOP KoHe
KaMepaJiblK My3blKaJapbl OPbIHAAJbIIN
YKaTKaHbIH, aJl KepiciHie, AMaTbia 1eTesn
KOMITO3UTOPJIapbIHBIH LIbIFAPMaJlapbiH
KOIIJIK HA3apblHA YChIHbIJIFAHBIH aTall
oTTi. Tumyp MbiHOaeB OyJ1 KyObLIbICTbI
«MaoneHueTTepliH 63apa GaiaHbIChIHbIH,
HatobiHbIH 6YJ1 ypici TaOUFH JKOHE 3aH/Ibl,
OWTKEHI Ka3aKTbIH Ka3ipri My3bIKaJIbIK
MOJICHHETIH CaJIbICThIPY apKbIbI

03iHiH, €H »KAKChI KAKTAPbIH, 63iH/IK
epeKILeJiriH, canayaTTbl (hOJbKIOPJIBIK
HEeTi3iH, YJITTbIK HHTOHALUAJBIK OOSTybIH,
2JIeMJIIK KOMIIO3ULIMSI TEXHUKAChI €HIi3reH
OHEP/IiH KaHAUIBIIbIFBIMEH alKbIHBIPAK,
KepceTy, pecnybHKaHbIH XKeTeKII
KOMIT03UTOPJIapPbIHbIH, OFJ1ay HOpMachiHA
alHaAbl», — AeM TYCIHAIpreH e
(MbinGaen 11).

Masctpo Kazak MemJiekeTTik
OpPKECTPMEH 6Te KeMiCTi €HOEK eTTi.
ApMaHbl OpKeCTp/li JKOFaphbl, XaJbIKapaJiblK
JIeHreire KoTepy 60JIIbI.

«T.Muinbaes Kazak KCPO
MeMJieKeTTiK CHM(OHHUSIBIK OPKECTPiHIH,
6ac 1upuKepi peTiHae KbiaMeTTe 60JIFaH OH
Kbl iinge opkectp Mouaprt, berxosen,
MauJiep cuMOHUSIIAPBIHBIH TyreJire
»KybirbiH, Bpyknep, P.ILtpaycTbin Kosina
Oap naptutypajapbiH, HalKoBCKHIiH
6apJibiK CUMMOHHUSJIAPBIH OUHAIbI, TIiMlTi
[1HKa KanesiacbiMeH OipHelle peT
Mouapr nen Bepauain pekBuemaapbin
Anmatbina na, Kazipri Cankr-IlerepGyprre
Jie opbiHaab» (XaamypaTtoB 73).

«Axanemuk Kopim MbiHGaeBTbIH
yJibl TUMYP/IbIH 2KaH->KaKThl Oisimi,
eJileyci3 eHOEKKOPJIbIFbI, TAFAbIP
TaJalblHa XKOJbIKKAH KHCATIChI3 Kejlepri
MeH eHep al/IbIHbIHAaFbl 2KAHKHHAMAC
Ta/laHTTapFa »KaHbl KYHill, coJlapibliH
apacblHaH CybIPbIJIbII WIbIFbII, 63 OHiriH/e
JKYJIBI3 60T 2KapKblpan KaJybl Kai-
KalcbIMbI3Fa OOJICHIH YT » (OM3e).
Ycraswl Enuzasera KynpsiBuenara xkaszran

XaTbiHaa: « MeHiH ofbIMILIA, OPKECTP/LIH,
olHay Jlpperkeci alTapJibiKTak Kakcap/pl,
oJlaKTac ayJIuTOpHUsiFa eTyre ymit 6ap.
Penepryap »KuHan KaTblpMbIH, KOFaMJIbIK
JKYMbICTapMeH akiHaJIbiCaMbIH, d3ipre
11apiaMajibiM, ThiPbICHII 2KAThIPMbIH »
neren eni (Kynpsiuesa 229).

MascTpoHbIH TOKTAyChl3 i3/1eHicTepiHiH,
APKACBIHJAFbI ©3iHiH TaJFaMIla3, HblK
KaruiaaapblHbiH, alHKbIH 2KOCTapJiapbIiHbIH
HOTHKECi OpKeCTp/li pecnybJnKaaarsl,
oJlaKTarbl OeJi/li, TAaHbIMAJ1, CbIHJIbl Y2KbIM
peTiHjie TaHbITThI.

Hatuxenep

3epTTeyiH HoTHKeepi IMPUKEPAbIH,
HeTi3ri TyJIFaJIblK epeKLleiKTepi
aHbIKTayra MyMKiHIiK Oepeni. Tumyp
MbiiHHaeB KYMbIC iCTereH Kblaap iliHie
63iHe JleMaJlyra Hemece yaijic »kacayra
MYMKiHIiK Oepmesii. OpkecTp apTicTepiHe,
eH, aJlIbIMEH 3iHe TaJlanilbli1 O0JIIbI.
[IbirapMaHbiH, HHTEPTIPETALMSCHIH,
OPKECTPJIK perneTHLHs 2KoCnapiapbiH
JKITi OMJIACTBIPHIN, 1aMy GarbiTbiHA Kapal
JKOCTIapJiayMeH auHaJbICThI.

Kocion My3bIKaHTTapaaH KypbliraH
VKbIMIBL 6ackapy xKeHia emec. Ce6ebi
Y2KbIMJIAFbl 9P alaMHbIH OH-0piciH,
KO3KapaChlH, ©3iHiH LIblFapMaLlIbIbIK
HUETIHE, OUbIHA 1JIECTIPY YJIKEH TYJIFaJIbIK
JlapaJibIKThl KaxKeT eTeli. AJl, 03 Ke3eriHje
Y2KbIMBI Ma3CTPOHbBIH, 1apaJIbIFbIH
MOUBIH/AI, »KaJlllblFa OpTaK MakcaTTapra
KOJI 2KEeTKI3y/le 63 OHJIapblHa eMec,
KepiciHite 1entim Kaobligayaa Tumyp
KopimysibiHa ceHim apTThl. Bya :koraprbl
KoCIOMJIKTIH alKbIH KOPiHiCi eKeHITH
Oinnipen.

OHbIH KOHLIePTTEPiH XKaAbIMbI3/A
JKaHFBIPTA OTBIPBIM, ACHIeHiHiH
JKOFaPBIJIBIFbIH 2KoHe OariapsiaMachbiHbIH,
aJlyaH TYPJIJIINiH epekKlle atan eTyre
6osanpl. Ce6ebi, op KOHLEPTTIK
Oarnapaama e3iHiK epeKiIeiriMeH TaH
Kasblpathid efli. Tumyp MbiHOaeBThHIH
penepTyapJbIK casicaTbiH1a TpeMbepara
JiereH 6arbIT alKbIH CE31JIeTiH, TEK

‘i‘ CAJAS Volume 8. Issue 4. 2023

KA3IPTl 9NIEMHIH KOPKEM BEMHECIHAEr AOAM



‘!‘ CAJAS Volume 8. Issue 4. 2023

KA3IPTI 9NEMHIH KOPKEM BEMHECIHOET ADAM

ThIHAYLLIbIHbI My3blKara eJIiKTipil

TapTy FaHa eMec, COHIal-aK OPKeCTPAiH
LIbIFAPMaLLbIJIbIK ayKbIMbIH KEHEHTY,
OKIMLLIJIIK 2KoHe pernepTyapaarsl
OJIKBIIBIKTAP/IbI 2KOI0 HUETI JIe aJl/IbIHFbI
Kartapra ublratbin. Oran coJl yakpITTa
MasCTpo GACUIBIBIFBIMEH OPKECTP/E
aJIbT TOOBIHBIH KOHIIEpTMEHCTEPi HoJIFaH
Kapumos Hurmetysna XappacoBuuTin
ecTeJIiri 1aJien 6osa anaipl.

«T.K. MbiHGaeBTbIH KbI3METIH 9p
KbIpbIHAH KapacTbipa OThIPbII, [I€PCOHAJIIbI
TaHjay, pernepryap/bl }KMHAKTAy,
racTpoJIbiK »KocrapJiay, COHbIMEH Karap,
OPKECTpP MYLLEJEPiHiH KYHIJIKTI, eKiHLli
JICHTeHJTi MaceJsieiepiHeH KoHe TaUbIHIBIK
NpolleciHe TaHFaKalblll KaTbIHACTDI KOpill,
Ci3 IMPUKEP/IbIH €PEKLLIE TYJIFA €KeHJIiriHe
KO3 »KeTKizecis. MbiHHaeB 03i Hemece
UHCIIEKTOPJIap apKbliibl OPbIHAAY DI
KajpJaapibl Tanaan, KazakeraHubix
JKoHe Kepllijec pecnyOanKanapibiH eH
JKaKChl My3bIKaHTTapblH i3/1eM, OpKecTpre
1akplpymeH afinanbickan» (Kapumon 111).
T. Mbin6aeB aknapaTThiK MAa3MYH/IbIJIbIFbI
JKOFapbl MOHEPJIi bIM-HLIAPa TiJliH KETiK
MeHrepreH. COHbIH HOTHKECIH/Ie OHbIH
JIUPHAKEPJBIK KHMBLIIAPBI OPKECTP
MylleJiepine KopKeMji Typie acep eTTi. byi
OHbIH JIMPHKEP, aylapMallbl, xabapliibl
peTinzeri mebepJliriHeH TybIHAA/IbI.
Jupwzkepain aTanmbill kacuettepi Mapk
Montemariiop men bpaitan CusbBu
MaKaJaJapblHAa Ja OChlJIaKIlIa CUIaTTaaibl
(Montemayor, Silvey).

OpkecTpiiH 3amaHayu My3blKara
JIeH KOIObI, KociOH IeHreHiHiH
LIBbIHAAJYbI, 63 KOPEPMEHIEPiHiH,
TaJFaMbIH KaJibinTacTblpybl — Tumyp
MbiHOaeBThIH yJIKEH eHOeriHiH KeMici.
JupuzkepablH Ke3kapachl ailkbiH. OpkecTp
3aMaHMeH eTeHe apaJachliil, apTypJi
CTHMJIBJIET] 2KOHE KUBIH/BIKTAFbI 2KaHa
TYbIHIbIIAP/bLI MeHrepyi kepeK. Cebeoi
OyJ1 6aFbIT OPKECTP/LiH KACIOH 2KOJIbIHIAFbI
LIBIHAATYBIHBIH MaHBI3/bI TETIT,
COH/IBIKTaH J1a My3bIKaHTTap/bIH OOMbIHA
3amMaHayd My3blKara JilereH Tajrampl
OATNaK, ThIHIAYLIbIHBIH OFAH JereH

cyHicneHLiirine ue 00Jly MyMKiH eMec.
3amaHayu matepuaJra yHeMi xKyriny Tumyp
Mbin6aeBThIH 631 yiliH naiasb 60Jjbl,
OHBIH LIbIFAPMAaUIbIIBIK OCHHECiHIE KOTl
HopCe HAKThIIAH/bI.

Juprzkep petiHie oJ1 KeH, ayKbIM/ibl
perniepryapJapbl KaMTyra yMThLbl. O
opkectpmeH [locTakoBUUTIH GapJ/ibIK
CUMQOHHUSATAPLIHBIH OpacaH 30P LHKJiH
OpbIHJAY/Ibl MaKcaT eTin Korhran XX
Fachlp/larbl caHayJibl A1 pUzKe pJie pablH, Oipi
60J11bl. Tumyp MbiHOaeB Kbi3MeTiHiH OYKiJ
KeIIeHi Ka3aK My3blKa MOJICHUETIH aJieMre
TaHBITYFa }KOHE HAacUXaTTayFa, My3blKaJlblK
CaJIaHbl KEHEUTYyre KoHe OakbITyra
OarbiTTasnrad. Tumyp MbIHOAeBThIH caH
KbIPJIbI LUbIFAPMALLbLIbIK KbI3METIH 3epTTey
OTaH/BIK FbIJILIMFA KOCKAH YJ1eCiMi3 OOJIbII
TaObIJIANIBI.

JKorapbiia alTbliranaap/ipt
KOPBITBIH/BLIAN KeJie, TOMEeHIeriaeh
TY2KbIPbIMIAP/Ibl YChIHAMBI3:

— MbIHOaeBTbIH IMPHKEPJIBIK KbI3BMETI
TeK Ka3ak My3blKacblHbIH JaMyblHa FaHa
emec, OYKiJT KazaK MaJIeHHETiHiH JaMybIHa
yJiec KOChII, »KaHa Jern 6epai;

— JKac mysbikanTTapas Tumyp
MbIHOaeBTbIH MypacbiMeH TaHbICThIPY
foJiallak JMpHKepJlapiblH 1aibIHIaKTapbIH
JKaKcapTyra blKIaJj eTe ajajibl.

Tumyp MeinOaeB Kasipri 3aMaHFbl
aTaKTbl AMPUzKEpJIap apacbiHia JakbIKThbl
opbIH anajbl. OHbIH 6Mip KOJIbl,
HIbIFApPMaLIBLIBIFBI XKOHE aTKApFaH
»KymblcTapbl KazakcTaHHbIH My3blKa
MOJIEHHETI YILIiH KOCKAH YJIeCiHiH MaHbl3bl
TypaJibl aiTyra MymKinaik 6epeni. Kazak
MeMJIEKETTIK CUM(OHUSIIBIK OPKECTPiHiH,
UMMIRKIH 2KOFAPbl JCHIeAre KOTepill,
XaJIbIKKa OYPbIH COHJIBI €CTIMEreH 3aMaHayu
LIbIFapMaJiap/ibl XaJblKKa TaHbICTbIPY
MaKcaTblHa OPbIHAA/bI.

Kepemer nupuxkep, KOMIIO3UTOP, CO3
uebepi — opaTop, YUbIMAACTBIPYLIbI,
caiblll KeJireH/1e, Ko3 aJlibIMbI3ra
HaFbI3 KoCOACIIBIHBIH 06pa3bl KeJei.
Owip 6olibl i371eHIC YCTiHIE OTKEH
MasCTPOHbIH, IMPHKEPJIbIK TaslaHThI,
BHUPTYO3/bIK TEXHHUKAJIBIK 11eOepJiri,



LIaObITTAHABIPFAH SPTICTIr MeH
TeMIepaMeHTi, alKbIH 1apaJlblFbl KoHe
OPTYPJIi IdYipJiep MeH CTHIIbAEPAIIH
UIBIFAPMALIBLIBIK KYTTHSAJAPbIHA €Hill
Kaltasanbac ayHuesep Tyablpyra
Kabiseti 60/1abl. OJ1 63 3aMaHbIHbIH
9CTETUKAJBIK TaJanTapbIHbIH aJ/IbIHFbI
KaTapblHaH TaObWIbIN, eHOEKKOPJIBIFbIMEH,
TayChIIMAC KYLI KyaTbIMEH, OHEpre JereH
CyHicreHuisliriMeH, yHeMi >KaKChIbIKKA
YMTBIJIYbIMEH 03TeJIepleH €PeKILeJIeH L.
Ksnacenkasbik My3blka — pyXxaHu
TOpOHEHIH MaHbI3bl Kypasibl. Ochl
KypaJ apkblibl Tumyp MbiHOaeB
ThIHIAPMaHAP/AbIH TYHUETAaHBIMABIK,
9TUKAJIbIK, SCTETHKAJBIK KYH/IbIJILIKTapbIH
JIAMBITY >KOJIBIH/IA OpacaH 30p eHOeK
atkapybl. bys notkesnep T. MbiHOaeBTbIH,
MEMJICKETTIK OPKeCTPAiH 0ac AupuzKepi
peTiHaeri KbI3MeTiHiH KYH/AbI/IbIFbIH
AHBIKTAUTBIH MaHbI3/Ibl CHIIATTaMasap.

Herisri TyXbipbiMmaap

Tumyp MbinGaeBTbIH UpHKeED,
KOMITO3UTOP, YCTa3, My3blKaTaHyLbl
peTiHeri KbI3MeTi KOIT KbIPJIbl, KE€MICTi
60J171bl. Op casia OOUbIHILA KOFAPbI KACIOH
JICHrefire XKeTKeH OHbIH TYJFaJbIK epeKlie
KacHeTTepiHe apHaJIbIN TOMEHIeTiAeH
TY2KBbIPBIMAAP KacaJlibl:

1. JKeke napa Tynra, nupuxep,
KOMITO3UTOD, arapTyLlbl peTiHle Ka3aK
My3bIKaJIbIK MOJICHHETIH JKaHa JeHreHre
KOTepi.

2. OHbIH KbI3BMETIH/ET] aFrapTYIIbLIbIK
MoHI OHBIH Ka3aK KOMIIO3UTOPJIapbIHbIH,
LIblFapMaJiapblH HacHXaTTayblHaH
TYbIHJIAH/Ibl, MyHbI OHBIH OarapJ/amMaJblK-
KOHLIEPTTIiK pernepTyapJapbiHbIH 3epTTeyi
JpJIeJIIe .

3. T. MbIH6a€eBTHIH LIbIFAaPMAIIIbIIBIK
KbI3MeTi TyTacTal aJfaHaa My3blIKaHTThIH,
My3bIKaJIbIK OHJIaybIHbIH, IPOTPECCUBTIJITTH
YKOHE OHbIH KOCiOH KbI3bIFYLLIBIILIKTAPbIHBIH,
YJIKEH ?KaH-KaKTBIJIbIFbIH KOpceTeli.

4. Tumyp MbiHO6aeBTbHIH
LIbIFAPMALIbBIJIBIK TYJFACBIHBIH,
epeKLIeJIiKTepiH aHbIKTay 6apbIChIHAA,

OHBIH OPbIHAYLIBIILIK KbI3METKE KAThIHACHI
My3bIKaHT-[e/1aror peTiHaeri alKblH
OPHEKTEJINeH YCTAHbIMbIHA HETi3/1e/reHi
AHBIKTAJIbI.

5. JKac mysbikanrrapast Tumyp
MbIHOaeBTbIH MypacbIMeH TaHbICTbIPY
HoJ1allaK JMpHzKepJapabiH JaHbIHABIKTaPbIH
JKaKcapTyFa bIKMaJ eTe ajajibl.

KopbITbiHAbI

JlnpuKep MaMaHIbIFbl — 3aH/IbIABIKTAD MEH
KaHLIBIBIKTapIaH TYPaTbIH ThIJICBIMABIK.
[LIbIFapMallbl/IbIK TYJFAHBIH TYTACTHIFbI,
TYFaH M9JICHHETIIEH TepeH OalaHbIChI,
KOPKEM/IIK KbI3bIFYLLIbIIbIKTAPbIHbIH,
KAMTBITYbl, MOJIEHU KbI3METTIH, 2KaH-
JKAKTBIJIBIFBI KYHEJMIKTI aJIbIT KYMBIC TIeH
eHepre 1ieKci3 OepilreHiriMeH yIuTachlr,
ayKbIMJIbl CypeTKep/liH, KalTananbac
OeHHeCiH Kacaubl.

TananTThl My3bIKaHT KoHe ipi TyJsIFa
Tumyp Kopimysibt MbiHOaeB 63iHiH
COHFBI KYHJIEPiHe JIeHiH My3blKara JIereH
TiKeJieH KbI3bIFYLUbIIBIFbIH CAKTAIl
keJsi. Ou1 opKalliaH jia »kaHa 6esectepi
OarbIHABIPYFa YMTHIJIATBIH TAHFaXKaHbIT
KpeaTHuBTi 6aThla afam 60Jibl. OHbIH,
LIbIFApMALIbBL/IbIK, E1arOrHKa/bIK XKoHe
AJICYMETTIK-My3bIKaJIbIK KbI3METi OapJiblK
MYy3bIKAHTTapAbIH, €CiH/E 03 iciHe axadl,
LWIbIHAWBI CYPETKEeP/LiH, YJIrici peTiHae
KaJlabl.

OHbiH epik-2Kirepi, xapuamachl, iliki
KyaTbl, eH 6aCTbIChl My3bIKaHbl CE3iHyi,
OFaH JIereH MIbIHANBI KYLUTAPJIbIFbI
JpUKEp PeTiHAEri TYJIFACHIH epeKIIe ek
Tynra pertinje aitHajacbIHAAFbI
JKaHJAp/ibl 631HIH ACKAKTbIFBIMEH,
CYJIyJIbIKTBI Ce3iHyiMeH, 631 OpbIHIaraH
LiblFapMara IereH CyHicrneHiuijiirimeH
6arbiHabipabl. O Ka3biHaJbI OiJliMiMeH,
MOJIEHHETTIJIIriMEH, 63 iCiHe anaJ/iibIFbIMEH,
JKOFapbl IeHreHaeri TopTiNTiJliriMeH,
UIBIHIIBIIBIFBIMEH, PUSCHI3 eHOeTiMeH
JapaJganpl. Jupuzkepiiblk Kbl3MeTiH/eri
MaKcaTbl — aBTOP/IbIH OHbIH OapblHILIA
JlpJIMe - 7191 2KeTKizy 6041716l Tumyp
MbiHGaeB Korapbl 1opexKesi CHM(OHHUSBIK
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OPKECTP/IiH, KepeMeT YHUbIMAACTBIPYLIBICHI
JKOHE JMPHZKePbl PeTiH/Ie 63iH TAHbITTHI.
Hotuxecinae cuMpoHUSIBIK OPKeCTP
AnmaTtbinbiH, OyKin KazakcTaHHbIH KOpHEKTI
OeJriciHe ailHaJIIBL.

Tumyp MbiHOaeBThIH eHOEK XKOJIbl,
LIbIFAPMALUbIbIFbI 9J11 /1€ 2KAH - 2KAKTbI 2KiTi
3epTTey/li KaXKeT eTejli. Ocipece OHbIH
LiblFapMaJapblHbIH, FAPMOHUSJIBIK TiJliH,
OHBIH 2Ka3blJly MOHEPiH, 2Ka3y CTHJIH,
OHJIAFbl MOJH(OHHSIBIK TEXHHKAHBIH
MOHi MeH KyObLJIbIChI, POJIiH aHbIKTaY,
3epTTey TaKbIPLINTAPbIHAA 3€PTTEYLIIIEP
YLIiH aTKapap »Kymblc opacat 3o0p. Tumyp
MbiHHaeBThIH KalTasaHbac TyJFaCbIHbIH,
JKaHa KbIpJapbIH TAHBITY OAFbITBIHAAFbI
3epTTeyJep/liH 0JlaH api JKaJsFracaTblHbIHA
CeHiMiMi3 MOJI.

ABTOpnapabiH yneci

KazakrbiH 6aThIpbl, 1apa TyJra
Baybip:kan Mombitiysbl Tumyp
Mbinbaesnen 6oJraH 6ip Keanecyinje:
«Tumyp, wiblparbiM, CeHiH TyFaH xKepiH
— ochl OYKiJ esl. Bipak okeHHiH TybI-
OCKEH 2Kepi CeH YLUiH epeKlle, TAPTbIMIbI
opi KbIMOAT 60ybl KaxkeT. OTaHbIH CeHi
TYFaH KepJliH ayacbIMeH ThIHbICTAl, KyLL-
KYaTbIH/Ibl CblHAYFa LIAKbIpbl. MeHiH
JIOCBIM 2KOHE 9KEH/Ii €CiHe aJiFaHblHA
KyaHbILITBIMbIH. XaJIKbIH, YLIiH OCbIH/A
eHOeK eTill, IMPHKePJIbIK, KOMIIO3UTOPJIBIK
TaJIAaHTBIH/BI OKEHHIH TYFaH XKepiHe
Oepyni yitFapFaHbIHA /1a KyaHbILUTBIMBIH.
OHTCe Jie, TyFaH XKepiH Jie aajibIFbIH]Ib]
ChIHAU/Ibl, OCBIHA TAMbIPBIHJIbI 2Kas
aJmacaH, oJ1 ceHi ycran typmaiiasl. bisne
MblHazai ces 6ap: « MbIH KYHJLiK canap
Oip KagamHaH 6acTanajbl }KoHe CEH OChl

KaJlaM/ibl 2KaCa/lbIH. }KO.HbIH, allbIK 60JICHIH»

(MowmblliyJibl 3).

I. T. AnbneuncoBa — 3epTTey MaceneciH KapacTblpy; 3epTTey KOPbITbIHAbUIAPbIH
KanbINTacTblpy; FbIIbIMU MaKanaHbl NbICbIKTAY.

b. M. XanmypatoB - MaTepuanzap XuHay; fblibIMW XXaHe daicTeMenik agebuertepre
LIOAY XKacan; MakanaHbl JaiblHAAAbI.

Bknap aBTOpOB

I. T. AnbnencoBa — NoCTaHOBKa U GOPMMPOBAHME BbIBOLOB MCC/IEf0BaHMS; OPaboTKa

Hay4HOWM CTaTbM.

b. M. XanmypartoB - c6op Matepuanos; 0630p Hay4HOM U METOAMYECKON IUTEpPaTypbl;

NnoAroToBKa CTaTby.
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ONPUXEP TUMYP MbIHBAEBTbIH WbIFAPMALWbINIbIK KbI3METI

I'ynbHap AnbnencoBa

Kazaxckuit HaloHa b bl yHHUBepCHTET HeKyceeTB (Actana, Kasaxcran)

BakpiTXKaH Xanamyparos

Kazaxckuii HalMoHa bHbII yHUBepcuTeT HekyceTs (Acrana, Kasaxcran)

MHOIOrPAHHOCTb TBOPYECKOW JEATE/IbBHOCTU AUPUMKEPA TUMYPA MbIHBAEBA

AHHOTaums. B coBpeMeHHOM My3bIKO3HaHUM 3aMETEH UHTEPEC K U3YYEHUIO OTEYECTBEHHOIO
LMPUKEepCKOro UCKYCCTBa v TBopyecTBa. [peactaBnss coboi CNOXHY MHOTOACMEKTHYO CTPYKTYPY,
Ampuxepckoe nckyccTBo KasaxcraHa ele He nosyymio JOMKHOrO OTPAKEHWUS B HAYYHbIX
nccnenoBaHuax. OfHaKo Ha 3TOM MYTU HAMETUUCH CABMUIU: MOXHO Ha3BaTb paboTbl MONOAbIX
uccnepoBatenei (Om3e, Myca, [llocembaes). Mexay TeM, OTAENbLHOIO pacCMOTPeHUs TpebyeT
MHOrorpaHHas LesTeNbHOCTb IPKOro M BbICOKONPOheCcCcMoHanbHoro aupuxkepa Tumypa MeiHbaesa,
He3acnyXXeHHO BbIMaBLLAs U3 NONSA 3PEHUS UCCIef0BaTENEN.
Llenb HacTosLWEN CTaTbU PAaCcKpbITb MHOrOrPaHHOCTb TBOPYECKOW AesaTenbHocT T. MbiHOaeBa.
Tumyp MbiH6aEB - AMpMKep, KOMMNO3UTOP, MY3bIKOBES, 3aCyXXeHHbIN apTncT KasaxcraHa u Poccuu,
npodeccop. Jonrue roabl 6611 AMPUKEPOM CUMPOHUYECKnx opkecTpoB KasaxcraHa, Poccuun. C 1997
rofa M [0 KOHLA XXM3HWU PYKOBOAWN CTyAEHYECKUM CMM(POHUYECKMM OpKecTpoM Poccuitckor akameMum
MY3blKM UMEHU [HecHHbIX. oA ero pykoBOACTBOM KOMIEKTUBbI YCMELHO FOTOBUM CNOXHbIE MPOrpaMMbl
W [OCTUraNn BbICOKOTO TBOPYECKOTO YPOBHSL.
B pakypce nccnenoBanmns TBopyeckoi anyHoctu T. MbiHGaeBa, Ha ocHoBe 6uorpaduueckoro,
aHaNUTUYECKOTrO, apXMBHOrO METOL0B, PACCMATPUBAIOTCS XapaKTep M cneunduka ero paboTsl ¢
CMMGDOHMYECKMM OpKeCTpoM. Ha ocHoBe MeTOA0B HabnoaeHus, becen, MHTEPBLIO GOPMYNUPYIOTCS
OCHOBHbI€ MPUHLIMMbI €10 AUPUXKEPCKOM U MPOCBETUTENLCKOW AesTensHocTh. OTaenbHoe paccMoTpeHue
Mosy4YnIn BOMPOChl penepTyapHOn NOAUTUKM.
B pe3ynbrate BbISIBNEHO, YTO B OCHOBE €r0 AUPUXKEPCKON AEATENBHOCTM — BOM/IOLLEHME B 3BYKaX
OpKecTpa My3blKasIbHOrO MPOU3BEAEHUS U €r0 CMbIC/A C LieSIbI0 TOYHOIO AOHECEHNS 334YMAHHOIO
[0 cnywatens. BoisBneHne AMPMXKEePCKOro MbILNEHNS, IMYHOCTHBIX M MPO(ECCUOHANbHbIX Ka4yecTB
T. MbiH6aeBa NO3BOMIIO OMpPELENUTb Ero AEATENbHOCTb B KAYECTBE AMPUKEPa CUMMOHUYECKOro
opkecTtpa Pecnybankn KasaxcraH kak HEOTbEMIEMYIO U IPKYHO YaCTb XYLO0XXECTBEHHOW XMU3HWU AMaTbl
1 OTeYeCTBEHHOM KynbTypbl. [lymaeTcs, 4To TBOpYECTBO TuMypa MbiHOaeBa, OCTaBMBLUEE SPKUIA Ceq,
B MY3bIKa/JIbHOM KY/bTypE, BbI30BET BO/IHY HOBbIX MCCNEN0BaTENbCKMX MHTEPECOB B pa3HbiX 061acTax
rYMaHWTApHOrO 3HaHMS

Knioyeseie cnosa: Tumyp MbiHOaeB, AMpUKep, IMYHOCTb, CUMOOHUYECKMIA OPKECTP, GUIAPMOHUS,
penepTyap, AMPUXEPCKOE UCKYCCTBO, bBrorpadunyeckune, aHaNUTUYECKUE U apXMBHbIE METOADI.

Ana yumupoearusa: AnbnencoBa, [ynbHap TyskbaeBHa n Xanmypatos, bakpimkan Mapanbekybl.
«MHOrorpaHHoCTb TBOPYECKOW AesaTenbHOCTU anpuxepa Tumypa MbiHbaeBay. Central Asian Journal of Art
Studies, T.8,N2 4,2023, c. 27-42,DOI: 10.47940/cajas.v8i4.660.

Asmopbl npoyumanu u 0006puu OKOHYAMebHbIl 8apUAHM pyKONUCU U 3d881510m 06 omcymcmeuu
KOHIUKMA UHMepecos.
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THE VERSATILITY OF THE CREATIVE ACTIVITY OF CONDUCTOR TIMUR MYNBAEV

Abstract. In modern musicology, the interest in domestic conducting art, the work of significant
conductors has significantly increased. Representing a multidimensional structure, the art of
conducting in Kazakhstan has not yet been adequately reflected in the research. However, changes
have appeared: the work of young researchers (Amze, Musa, Dyusembaev). Meanwhile, the activities of
the conductor Timur Mynbaey, which undeservedly fell out of the view of researchers, require separate
consideration.

The purpose of this article is to reveal the versatility of T. Mynbaev’s creative activity. Timur
Mynbaev - conductor, composer, musicologist, Honored Artist of Kazakhstan and Russia, professor. For
many years he was a conductor of symphony orchestras in Kazakhstan and Russia. Since 1997, he has
led the student symphony orchestra of the Gnessin Academy of Music. Under his leadership, the teams
reached a high creative level.

In the study of the personality of Timur Mynbaev, on the basis of biographical, analytical and
archival methods, the specifics of his work with the orchestra are considered. Based on the methods of
observation, conversations, interviews, the principles of its activity are formulated.

The identification of personal, professional qualities of Timur Mynbaev made it possible to define
his activity as a conductor of a symphony orchestra as an integral part of the artistic life of the
national culture. We believe that the work of Timur Mynbaeyv, which left a bright mark on musical
culture, will cause a wave of research interests in various fields of humanitarian knowledge.

Keywords. Timur Mynbaev, conductor, personality, orchestra, philharmonic society, repertoire,
conducting art, biographical, analytical and archival methods.
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EMERGING FILMMAKERS:
THE EXPERIENCE OF
CENTRAL ASIAN STUDENT
FILMS
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(Almaty, Kazakhstan)

Abstract: This article explores the cultural impact of emerging filmmakers to Central Asian cinema
through an analysis of their student films. The study aims to highlight the themes commonly used in
Central Asian student films and how they reflect the region’s cultural identity.

Using a comparative analysis, this study examines a selection of student films from Central Asian
film schools, analyzing the common themes and motifs present in the films. The results reveal that the
most frequently used themes in Central Asian student films are cultural traditions, social issues, family
dynamics, and gender roles.

The analysis also indicates that these themes are depicted through a variety of film techniques,
including framing, lighting, and camera angles, highlighting the influence of cultural values and
aesthetics on the region’s filmmaking practices.

The study concludes that Central Asian student films provide a unique insight into the region’s
cultural identity, as emerging filmmakers use their work to explore and represent their experiences
and perspectives. These films offer a platform for the expression of cultural values and ideas,
highlighting the diversity and richness of the Central Asian region.

The findings of this study contribute to the understanding of the cultural significance of emerging
filmmakers and the importance of cultural identity in worldwide cinematography. The article
emphasizes the need for continued support and recognition of Central Asian filmmakers and their
work, providing a platform for the development and promotion of the region’s cultural identity.

Keywords: cinematography, national identity, directors, emerging filmmakers, Central Asian student
films, film schools, social and cultural issue.
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Introduction

tudent films have long been an essential

resource for aspiring filmmakers in
Central Asia, offering a unique platform
for creativity, experimentation, and self-
expression. While the film industry in this
region has undergone significant changes
in recent years, student films play a vital
role in shaping the future of cinema. This
article examines the continued importance
of student films in Central Asia, exploring
their roles as a training ground, a space
for diversity and inclusivity, a source
of innovation and experimentation, a
platform for exposure and networking, and
a driver of cultural impact. By analyzing
existing research and examples from the
film industry in Central Asia, this article
argues that student films provide valuable
opportunities for young filmmakers in the
region to develop their skills and explore
new perspectives and techniques. Cinema
is the most potent media influence. 21st
century, the age of media technologies,
innovations, the convergence of cultures,
and market competition in professional
activities, has led to an increase in the role
of communication in the social, economic,
spiritual, cultural, and other spheres of
modern times. The role of media influence
in building images of social and cultural
reality, a person’s perception of himself and
others is increasing. The director’s activity
as a representative of a profession of social
importance can only be carried out with a
certain level of communicative competence.
[ts success often depends on the degree
of formation of the communicative culture
that accompanies the professional activity,
from developing the idea of a movie or play
festive event to the realization of this idea
in an artistic work. The result of this action
has a significant impact on the viewer. Also,
the impact of cinema is studied within the
framework of social-cognitive theory as a
model for learning through observation,
within the framework of psychoanalysis
as an influence on unconscious conflicts,

within analytical psychology through the
analysis of the symbolism of the work from
the point of view of the archetypes of the
collective unconscious.

Along with the director’s development,
the importance of his socio-cultural activity
is increasing. Social and cultural activities
in the field of art and the entire artistic life
of society are considered to be professional
and non-professional, socially oriented,
based on the historical traditions of
humanism and kindness in Kazakh society,
activities of individuals and social groups.
Creating, preserving, spreading, and
developing cultural values seems to be the
task of cinema nowadays.

The current system of training directors
is based on developing basic professional
knowledge in art studies, cultural studies,
and directing technology. However, little
attention is paid to the development of
communicative culture and practical skills
for conflict-free interaction. The creative
teams and technical services involved in the
production and production of the film also
play a significant role.

Adapting the communicative culture
of future directors to the following socio-
cultural conditions leads to an increase
in stress, interpersonal conflicts, and
dissatisfaction in the cultural and creative
sphere.

Methods

To explore the continued importance of
student films in Central Asia, this article
draws on a range of literature on the
subject. Studies such as “The Role of
Independent Cinema in Central Asia” by
Saulesh Yessenova, and “Student Films
and the Development of the Film Industry
in Kazakhstan” by Aizere Salykova, provide
valuable insights into the roles that student
films play in the film industry and culture
in Central Asia. Studies such as “The
Importance of Student Films in the Digital
Age” by Thomas Edison State University
and “The Role of Student Film Festivals



in Film Industry Development” by the
University of Cape Town provide valuable
insights into student films’ roles in the
film industry and culture. Additionally, this
article examines examples from the film
industry, including the works of prominent
filmmakers of Central Asia, to illustrate the
ongoing impact of student films on the field
of cinema. This article draws on existing
research and analysis of student films and
examples from the film industry to explore
the continued importance of these works.
Reviewing existing literature, this article
identifies the key roles that student films
play in the film industry and culture. It
discusses their impact on the development
of young filmmakers and the broader field
of cinema. To understand the impact of
cultural identity on Central Asian student
films, we conducted a literature review of
relevant academic texts, film reviews, and
online sources. We analyzed the themes,
motifs, and storytelling techniques used

in Central Asian student films to identify
patterns in their work.

Discussion

By drawing on existing research and
examples from the field, this article offers
a valuable perspective on the continued
relevance of student films in Central Asia.
The continued importance of student films
in Central Asia’s film industry and culture
is a testament to the value of creativity,
experimentation, and self-expression in
art. By providing young filmmakers in

the region with opportunities to develop
their skills and explore new perspectives
and techniques, student films help shape
the future of cinema and promote a more
diverse and inclusive world vision. As the
film industry in Central Asia continues

to evolve, it is essential to support and
promote the work of young filmmakers,
ensuring that cinema in the region
continues to reflect and respond to the
diverse voices and perspectives of our
society.

Overall, this article highlights the
ongoing importance of student films in
the film industry and culture in Central
Asia, providing insights into these works’
roles in shaping the future of cinema in the
region. By drawing on existing research and
examples from the field, this article offers
a valuable perspective on the continued
relevance of student films in Central Asia.

One of the theories developed by
film critic David Bordwell suggests that
student films serve as testing grounds for
new ideas and techniques in filmmaking
(David Bordwell). According to Bordwell,
student films often push the boundaries of
traditional filmmaking and can profoundly
affect the direction of the film industry as a
whole.

The importance of research can be
summarized as follows:

Academic Contribution: Research on
student films contributes to the academic
understanding of the filmmaking process,
the practice of emerging filmmakers, and
the direction of student film development.
[t complements the body of knowledge in
film studies, providing an understanding of
student filmmaking’s artistic, cultural, and
social dimensions.

ldentify trends and innovations:
Research helps identify new trends,
innovations and themes in student films.
Researchers can identify prominent
patterns, narrative approaches, visual
styles, and thematic elements among
emerging filmmakers by analyzing a
wide range of student productions.

This knowledge can be invaluable in
understanding cinema’s evolving nature
and predicting filmmaking’s future
directions.

Evaluating Pedagogical Methods:
Research on student films provides
an opportunity to evaluate the various
pedagogical approaches used by film
schools and universities. It helps to
evaluate the effectiveness of film education
programs in developing filmmakers’ skills,
creativity, and critical thinking.
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By examining the strengths and
weaknesses of existing approaches,
educators can refine and improve their
curricula, ultimately benefiting future
generations of student filmmakers.

Exploring Cultural and Social
Perspectives: Student films often reflect
the cultural, social, and political contexts
in which they are produced. Student
film studies provide an opportunity to
explore and analyze these perspectives,
shedding light on emerging filmmakers’
concerns, aspirations, and experiences.

[t provides a deeper understanding of
student filmmaking’s diversity of voices
and narratives, encouraging inclusivity and
cultural appreciation.

A platform for critical dialogue:
Student film studies create a platform for
critical dialogue and academic discourse.
[t invites discussion on topics such as
representation, ideology, aesthetics, and
the role of student films in shaping public
discourse. By critically examining student
productions, researchers can debate the
power of cinema, its impact on audiences,
and its potential for social change.

The results of this study demonstrate
that student films continue to be a vital
resource for aspiring filmmakers in Central
Asia. Through their roles as a training
ground, a space for diversity and inclusivity,
a source of innovation and experimentation,
a platform for exposure and networking,
and a driver of cultural impact, student
films provide valuable opportunities for
young artists in the region to develop their
craft and explore new perspectives and
techniques. Moreover, they contribute
to the ongoing evolution of cinema in
Central Asia as an art form, shaping public
perceptions and promoting a more inclusive
vision of cinema. Through their roles as
a training ground, a space for diversity
and inclusivity, a source of innovation and
experimentation, a platform for exposure
and networking, and a driver of cultural
impact, student films provide valuable
opportunities for young artists to develop

their craft and explore new perspectives
and techniques. Moreover, they contribute
to the ongoing evolution of cinema as

an art form, shaping public perceptions
and promoting a more inclusive vision

of cinema. Student films have played an
increasingly important role in the cultural
landscape of Central Asia, providing young
filmmakers with a platform to explore their
unique perspectives on the region’s history,
culture, and society. Central Asian student
films are diverse and varied, covering a
range of themes and topics that reflect

the region’s complex history and cultural
heritage.

One of the most common themes
in Central Asian student films is the
exploration of cultural identity and heritage.
Many films focus on the region’s rich
cultural traditions, exploring the ways
in which they have been preserved and
adapted over time. For example, films may
focus on traditional music, dance, or crafts,
highlighting their importance as cultural
identity and community expressions.
“Cultural identity is a vital component of
individual and collective well-being. By
maintaining a strong connection to their
cultural heritage, individuals can preserve
their sense of self and maintain a sense of
continuity across generations.” (Chandler
& Lalonde, 221).

Another common theme in Central
Asian student films is exploring social
issues and challenges facing the region’s
youth. These films often address topics
such as poverty, unemployment, and social
inequality, highlighting the struggles
young people face as they navigate the
complexities of modern life. By giving voice
to these issues, Central Asian student films
help to raise awareness and promote social
change in the region.

Yevgeniy Kononenko, in his article
«Art in search of a strategy of national
self-determination,» writes that from a
historical perspective, the emphasis on the
national principle of art, its reflection of the
qualities and values inherent in



a particularly large group of people united
in a nation, becomes relevant in the light of
the state idea, however, in different cases,
the appeal to the “national” could be part
of the state ideology (primarily in mono-
ethnic states) and the antithesis of such
an ideology (in this case, the question was
raised about the discrepancy between the
policy of the authorities and the interests
of representatives of a specific nationality)
(Yevgeniy Kononenko). However, in the
context of cinematography, it seems that it
goes naturally.

[f we look at European film schools,
they offer a wide range of study programs,
providing students with hands-on
experience in film production and academic
coursework in film theory, history, and
analysis. Student films produced in
European film schools often explore social
issues, personal relationships, and the
human condition. Examples of such films
include “Elegy,” by Kirill Serebrennikov,
and “Paradise,” by Andrei Konchalovsky.

Asian film schools, such as the
Beijing Film Academy in China and the
Korean Academy of Film Arts, also offer
comprehensive education and training in
the film industry. Student films produced in
these schools often explore themes such as
cultural identity, family dynamics, and the
impact of modernization. Examples of such
films include “The Owl,” directed by Jeong
Hyang Lee, and “Memories to Choke On,
Drinks to Wash Them Down,” directed by
Jang Hyun-Sung.

Central Asian student films also
frequently explore the region’s history,
often addressing colonization, imperialism,
and post-Soviet transition issues.

For example, films may focus on the
experiences of marginalized communities
under Soviet rule or explore the impact

of globalization and neoliberal economic
policies on the region’s cultural heritage
and social fabric. It leads us to another
point, which is called trauma studies.

Trauma studies as a separate area of
humanities research appeared in the late

1980s of the 20th century in the USA at
Yale University. This direction integrates
various disciplines (psychoanalysis,
philosophy, history, cultural and post-
colonial studies, racial studies). It deals
with the impact of traumatic events

on socio-cultural processes in society.
Among the fundamental works for Trauma
Studies are the works of the founder of
psychoanalysis Z. Freud. Two of his works
are interesting for our study: “Beyond the
Pleasure Principle” and “A Man Called
Moses and Monotheistic Religion”19. In
them, Freud first attempted to draw an
analogy between the mental traumas of
individuals and the memory of complex
historical events and also developed a
methodology that allows the use of the
concept of “trauma” in the study and
determination of the consequences of a
particular historical event for society as a
whole. Theorists of traumatic studies also
relied on the ideas of the famous French
psychoanalyst (J. Lacan 21).

Central Asian student films reflect
the rich diversity of the region’s history,
culture, and society, and play an essential
role in shaping its cultural landscape.

By exploring a wide range of themes and
issues, these films help to promote social
change, raise awareness of important
issues, and provide a space for young
filmmakers to develop their skills and find
their voice as artists.

Film schools offer a comprehensive
education in filmmaking’s technical and
creative aspects. The curriculum often
includes hands-on experience in film
production and coursework in film theory,
history, and analysis. European film schools
offer a range of study programs, with
student films exploring themes such as
social issues, personal relationships, and
the human condition. In contrast, Central
Asian film schools often focus on cultural
identity, family dynamics, and the impact of
modernization. It is important to note that
while a film school education can provide
a valuable foundation, there are other
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guarantees of success in the film industry.
However, film school can offer a structured
learning environment, access to equipment
and resources, and the opportunity to work
on projects and collaborate with other
aspiring filmmakers. This can be especially
beneficial for those just starting in the film
industry and may need more resources or
connections to break in.

[t is only possible to educate a film
director by forming a whole aesthetic
system of directing, studying the complex
laws of creativity, and connecting it with the
perception of artistic space. At a particular
moment in the development of audiovisual
art, it is crucial to establish the specific
functions and forms of film direction and to
understand the main trends of the evolution
of the screen language to determine
the artistic possibilities. Thanks to this
approach, film directing can be presented
not as a universal set of techniques and
forms but as a dynamic artistic process
that includes much of what lies outside the
directing profession.

If we look at the process going on
in Central Asia, we will see significant
differences and similarities simultaneously.
The short films produced by Central Asian
film school students provide a unique
perspective on the region’s cultural
landscape. Through their exploration of
themes related to identity, family history,
and social inequality, these films shed light
on the complex social and cultural issues
that shape the lives of Central Asian people.

“The Night Train” (Kazakhstan),
“Memory of the Future” (Kyrgyzstan),
“The Wall” (Uzbekistan) - short films
represent just a tiny sample of the diverse
range of stories and themes explored by
Central Asian film school students. Each
film reflects the unique perspectives and
experiences of its creators and provides
a window into the region’s cultural
landscape.

One recurring theme in these films is
the importance of storytelling and cultural
heritage. In “Memory of the Future,”

for example, the young girl’s discovery of
an old family photograph catalyzes her
exploration of her family’s past and the
cultural traditions passed down through
the generations. Similarly, in “The Wall,”
the young boy’s journey to reunite with his
family reflects the deep connection between
people and place that is at the heart of
many Central Asian cultures.

Another important theme in these
films is the struggle for social justice and
equality. In “The Wall,” the physical
barrier separating the young boy from his
family serves as a metaphor for the societal
divisions and inequalities within Central
Asian society. The film’s message of the
power of human connection to bridge these
divides speaks to the region’s ongoing
struggle for social justice and equality.

Overall, the short films produced by
Central Asian film school students are
a valuable contribution to the region’s
cultural landscape. Through their
exploration of universal themes such as
identity, family, and social justice, these
films offer a window into the rich and
diverse cultures of Central Asia and the
unique experiences of its people

Results

Cinema becomes the principal translator
of topics and plots relevant to society,
combining the possibilities of fine arts,
literature, and theater. Cinema now
occupies a dominant position among
other types of art and is becoming, among
other things, the preferred form of leisure
activity, thereby expanding the range
of opportunities to manipulate public
consciousness. “Cultural identity can be
critical in shaping individual attitudes,
behaviors, and experiences. By identifying
with a particular cultural group, individuals
can draw on shared values, beliefs, and
traditions to guide their actions and
interactions with others” (Verkuyten).
Since the world space is a substantial
multicultural region, ethnic themes, issues



of nation-building, and the production

of ethnic and national symbols form the
basis of state stability and prosperity.
Ethnicity is becoming one of the most
popular topics in public space and media
discourse. In feature films, more and more
often, an ethnic hero is chosen as the
central character, playing around in one
way or another, marking his otherness.
“Cultural identity is important because

it gives individuals a sense of belonging,
continuity, and stability. By identifying with
a particular culture, individuals can ground
themselves in a shared history and set of
traditions, which can help anchor them
during periods of change or uncertainty.”
(Leong & Kalibatseva, 311)

The realization of ethnicity occurs in the
process of representations in the modern
symbolic space, transformation into an
ethnically marked symbolic capital. Firstly,
it impacts on films of student films.

Central Asian student films often
address cultural heritage, identity, and
social justice themes. These themes are
an essential part of the region’s cultural
identity, and they are prevalent in the films
of emerging filmmakers. The films use
various storytelling techniques, including
symbolism, allegory, and metaphor, to
convey their message. The films also draw
on the region’s rich cultural heritage,
including music, dance, and traditional art
forms.

One example of a Central Asian
student film highlighting the region’s
cultural identity is “The Road” by Almat
Kebispayev. The film follows a Kazakh man
who travels across the country to attend
his father’s funeral. Along the way, he
encounters different people and landscapes
that challenge his perceptions of his
homeland. The film uses the road trip as a
metaphor for the journey of self-discovery
and the struggle to reconcile one’s cultural
heritage with the demands of modern life.

Another example is the film
“Pomegranate Orchard” by Ilgar
Najaf. The film tells the story of a father

who returns to his ancestral village in
Azerbaijan after spending several years
in Russia. He discovers that his family’s
pomegranate orchard has been sold to a
wealthy businessman and must confront
his past and present in order to save his
family’s legacy. The film uses the orchard
to symbolize the connection between the
past and present and the importance of
preserving cultural heritage.

This identity can also be observed at
the festivals of Central Asia. For example,
in the annual forum “Umut” of the CIS
countries, which takes place in Kyrgyzstan,
one can also see the difference between
Central Asian and European cinema.
Many films from countries like Kyrgyzstan,
Kazakhstan, and Uzbekistan are similar in
theme to the search for national identity. In
these films, the theme of self-identification
through the prism of the national theme
always prevails. At the same time, we see
entirely different themes in films from
countries such as Russia and Armenia.
For example, you can take the film by
VGIK student Inna Guseyeva, “Philemon
and Baucis” which narrates a similar
melancholic story to the plot of mythology
with the same name’s heroes. At the same
time, the film from the same international
competition by the Kyrgyz young director
“Salvador Dali” about a small child who
grows up next to his grandmother, is full
of shots of the life of the Kyrgyz people and
that life in the film does not at all serve
as a background. Many other films of the
forum were lined up in the same way. The
films “Colors of Melancholy” by the young
director Karash Zhanyshov and “Running
in Silence” in the experimental genre, even
if they differ in style and history, also show
us the people’s self-identification through
the prism of national problems. No matter
how diverse the theme of student films at
such festivals, we still observe elements
of folklore and everyday life, which are so
diligently shown in the frames.

In Central Asia, student films are
manifestations of counter-narratives to the
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dominant cultural ideology. For example,
the Kazakh director Adilkhan Yerzhanov’s
short film “Bakytzhamal” shows the
influence of capitalism on traditional
Kazakh culture. The film is skeptical of
cultural values threatened by modernization
and capitalism. The current generation

of students more openly shows their
disagreement with social norms or events.
An example is the short film “January” by
Alisher Zhadigerov, in the center of the
plot, which is a susceptible topic of January
events in Kazakhstan.

Communication of film school students
also directly affects their thematic and
ideological aspects. Apart from the
thematic and genre grouping of film school
graduates every year, analyzing ideological
similarities between film schools is
possible.

[t is not easy to generalize the
ideological differences between all student
films. Despite this, there are some potential
ideological differences between the film
school students’ films:

Cultural Identity: Student films often
reflect the cultural identity and values of
the filmmakers and their respective film
schools.

Socio-political context: 1deological
differences may arise in how student
filmmakers solve socio-political issues.
Some students choose to make films that
challenge the status quo, criticize social
norms (the short film “January” by Alisher
Zhadigerov), or participate in political
discourse, while others put forward their
ideas (“The end of winter” - Amir Amenov,
“Insomnia” - Meirban Serik).

Artistic Vision and Style: Student
filmmakers bring unique artistic visions
and styles to their films, influenced by their
experiences and educational backgrounds.
These differences are manifested in
different ways, such as visual aesthetics,
narrative structures, genre preferences, and
experimental approaches (“With Diploma
to the village” - Samgar Rakim, “Once in N
city” - Alibi Mukushev, Maulen” - Darina
Manapova”).

Narrative Perspective: Student
films can represent a variety of narrative
perspectives, from personal and
introspective stories to broader social
commentary. These perspectives are
shaped by filmmakers’ knowledge, beliefs,
and the educational philosophies of their
respective film schools.

Ethics and Morality: Ideological
differences can also arise in how student
filmmakers approach ethical and moral
dilemmas in the narrative. Some prioritize
social responsibility and support specific
values, while others challenge conventional
notions of right and wrong (“Levirat” -
Akylzhan Muratzhanuly).

Elena Larionava in her work «Film
industries in Central Asia: a view today and
towards the future,» which was executed
within the framework of the “Strengthening
Film Industries in Central Asia,” writes
that «There is a growing need to update
the legal framework to reflect new realities.
Many legal instruments regulating and/or
related to the film industry were adopted in
the late 90’s and mid-2000s. Taking into
account the objectives of the Convention
on the Protection and Promotion of the
Diversity of Cultural Expressions57
(2005), it is necessary to acknowledge
contemporary challenges and solutions
to integrate into the world cultural and
creative industry, including the world
film industry. The Law of the RK On
Cinematography should be supplemented
and amended accordingly». (Elena
Larionava, 10)

Overall, scientific research on student
films has helped shed light on student
filmmaking’s importance and impact on
the film industry and culture at large.

By understanding the experiences

and perspectives of young filmmakers,
researchers can help foster a more dynamic
and inclusive film culture and provide
insights into the evolving nature of cinema.

[t’s worth noting that the availability
and focus of research on student films
can vary depending on the resources and



priorities of academic institutions and film
organizations.

The films of Central Asian student
filmmakers offer a unique perspective
on the region’s cultural identity. They
provide a voice for the marginalized and
underrepresented groups in society and
highlight the struggles of those who are
caught between tradition and modernity.
These films contribute to the cultural

diversity of the global film industry and offer

a new perspective on the world around us.
Main provisions

In the contemporary cultural landscape,
cinema emerges as a dynamic and
multifaceted medium, seamlessly
amalgamating elements from fine arts,
literature, and theater. Its unique ability to
amalgamate various artistic forms allows
it to transcend traditional boundaries,
occupying a preeminent position among
diverse art forms. Notably, cinema has
evolved beyond mere entertainment; it
now stands as a powerful communicator
of societal themes and narratives. This
transformative role positions cinema
as the quintessential translator, adept
at encapsulating and disseminating
the zeitgeist of society. Moreover, as
the preferred form of leisure activities,
cinema significantly broadens the scope
of opportunities for manipulating public
consciousness, shaping societal discourse,
and influencing collective perceptions.
Within the complex tapestry of human
experience, cultural identity emerges as
a linchpin, exerting a profound influence
on individual attitudes, behaviors, and
experiences. As individuals identify with
specific cultural groups, they tap into
shared values, beliefs, and traditions
that serve as guiding principles in their
interactions with the world. This shared
cultural identity becomes a compass,
navigating individuals through the
intricacies of their social environment.
Drawing from Verkuyten’s insights,

the acknowledgment of cultural identity
becomes integral not only to personal
development but also to the broader
societal fabric. It contributes to a nuanced
understanding of the intricate interplay
between individual identity and the
collective cultural tapestry.

Against the backdrop of an expansive,
multicultural global space, ethnicity
emerges as a pivotal and recurrent theme
in public discourse and media narratives.
The issues of nation-building, production
of ethnic and national symbols, and the
establishment of cultural distinctiveness
become fundamental to ensuring state
stability and prosperity. In this milieu,
ethnicity evolves into one of the most
salient and discussed topics, permeating
public spaces and media conversations.
This trend underscores the increasing
recognition of the significance of cultural
diversity and the need to engage with
ethnic narratives for fostering a cohesive
and inclusive societal framework.

Cultural identity assumes paramount
importance in providing individuals
with a sense of belonging, continuity,
and stability amid the ebbs and flows of
societal evolution. Leong and Kalibatseva’s
perspective emphasizes the crucial role
played by cultural identity in grounding
individuals in a shared history and set
of traditions. This grounding serves as
a stabilizing force, particularly during
periods of upheaval or uncertainty. As
individuals identify with a specific culture,
they forge a link with a collective heritage
that transcends temporal boundaries. This
connection, rooted in cultural identity,
becomes a foundational pillar, offering
individuals a source of stability and
continuity in an ever-changing world.

Conclusion

In conclusion, cultural identity plays a
significant role in shaping the themes and
styles of student films in various regions
of the world. Central Asian student films
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often explore cultural traditions, societal
issues, and political conflicts unique to the
region. Meanwhile, European student films
tend to focus on experimental filmmaking
and exploring the complexities of personal
relationships. Asian student films often
tackle societal issues such as poverty,
discrimination, and gender inequality.

Film schools provide aspiring
filmmakers with the skills and resources
necessary to create high-quality films,
but there are other ways to break into the
industry. Many successful filmmakers,
such as Quentin Tarantino and Christopher
Nolan, are self-taught and have achieved
success through hard work, perseverance,
and a passion for the craft. Overall,
student films significantly impact the
cultural landscape of their respective
regions and provide a platform for emerging
filmmakers to showcase their work. As the
world becomes more globalized, it is vital
to appreciate and celebrate the diverse
perspectives and cultural identities that are
reflected in cinema.  In addition to
their cultural impact, student films play
an essential role in developing the film
industry. Many influential filmmakers got
their start in student films and have gone on
to make significant contributions to the film
industry. For example, Martin Scorsese’s
first film, “Who’s That Knocking at My
Door,” was a student film he made while
attending NYU’s Tisch School of the Arts.

Moreover, student film festivals allow
emerging filmmakers to showcase their
work to a broader audience and receive
feedback from industry professionals.
These festivals also serve as a platform for
networking and building connections in the
film industry.

In conclusion, student films are a vital
part of their respective regions’ cultural
and artistic landscape, providing emerging
filmmakers with an opportunity to express
themselves and explore the issues and

themes that are important to them.

The abundance of content and
competition in the digital age makes
it difficult for young filmmakers to
capture audiences’ attention. With the
democratization of filmmaking, it is
essential not only for young filmmakers to
have unique and compelling ideas but also
to master their craft and develop a unique
artistic voice. They must navigate an ever-
changing landscape, adapt to evolving
technologies, and find ways to connect with
audiences in a sea of available content. In
addition, changing theoretical frameworks
and critical discourse around cinema offer
young filmmakers new ways to explore and
conceptualize their ideas.

Central Asian student films are a
testament to the power of cultural identity
in shaping our understanding of the world.
These films offer a unique perspective on
the region’s rich cultural heritage and
provide a voice for the underrepresented
groups in society. They use storytelling
techniques that draw on the region’s
cultural traditions and offer a new
perspective on the world around us. As
emerging filmmakers continue to make
their mark on the global film industry,
their cultural identity will remain an
essential part of their filmmaking, shaping
the industry for years to come. Central
Asian student films are a testament to the
power of cultural identity in shaping our
understanding of the world. These films
offer a unique perspective on the region’s
rich cultural heritage and provide a voice
for the underrepresented groups in society.
They use storytelling techniques that draw
on the region’s cultural traditions and offer
a new perspective on the world around us.
As emerging filmmakers continue to make
their mark on the global film industry, their
cultural identity will remain an essential
part of their filmmaking, shaping the
industry for years to come.
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Inkap Kapim
TewmipGex JKypreno atbinaarsl Kazax YaTTeik Onep akageMusicbt
(Anmatbl, Kazakcran)

Mapuna bakeesa

Temip6ex )Kyprenos atbiniarsl Kazak YaTreik OHep akaseMusichbt
(Anmatbl, Kasakcran)

YKAC PEXXMICCEPNIEPAIH, MOOEHU BIPEFEMIITI: OPTA/bIK A3USl CTYAEHTTIK ®UJIbMIEPIHIH,
TOXIPUBECI HETI3IHAE

Anparna: byn makana xac pexxwuccepnepain Optanbik A3usnarbl KUHO M3AEHUETIHE fereH acepiH
ONapAblH CTYAEHTTIK hunbMAEPiH Tanaay apKplsibl 3epTTeiiai. 3epttey OpTanblk A3usnafbl CTYAEHTTED
bunbMaepiHae XKi KONAAHBINATBIH TakblpbINTAPAb! KOHE 0NapAbIH aWMaKTbIH M3EHU epeKLUeniriH
Kanan kepceTeTiHiH 3epTTeyre 6afbiTTaNFaH.

CanbicTbipManbl Tanaay TaCifiH naaanaHa otbipbin, 6yn 3eptTey OpTanbik A3us KUHOMEKTENTEPIHIH,
CTYLEHTTIK QUNbMAEPIHIH, YATiCiH 3epTTeiai xaHe dunbmMaepaeri optak TakblpbiNTap MEH MOTUBTEPA
Tanpnanapl. Hatuxkenep OpTanbik A3usnasbl CTYAEHTTIK GUnbMAepae eH Wi KONAaHbINaTbIH TaKbIpbINTap
M3AEHU A3CTYpriep, dNeyMeTTiK Macenenep, oTbachbi/iblk, AMHAMUKA XaHEe reHAepiK pennep eKeHi
KepCeTTi.

3eprtTey OpTanblk A3usinaH KenreH CTyAeHTTiK GunbMaep aiMakTbiH MaAEHU 60MMbICbIHA epekLue
TYCiHiK Bepeai fereH KOpbITbIHAbBIFA KeNAi, BATKEHI i34eHYLi pexuccepnep 63 XXyMblCTapblH 63
Toxipubenepi MeH nepcnekTMBanapbIiH 3epTTeY XaHe YCbiHY YIWiH naiaanaHasbl. byn dunbmaep
Oprtanblk A3us aiMaFbiHbIH, dPTYPAINiri MeH BGainbIFbIH KBPCETETIH M3AEHU KYHAbINbIKTAp MEH
naesnapabl KOPCETY anaHplH YCbIHAAbI.

Bbyn 3epTTeyniH HaTUXENepi Xac KMHOPeXnccepnepaiH MOAEHN KEHICTIKTEri MaHpI3blH XaHe
KMHOLAFbl M3EHM COMKECTIKTiH, MaHbI3bIH TYCiHyre biknan eTeai. Makanaaa aiMakTblH, M3AEHM
GipereiiniriH 4aMbITy XXaHe inrepineTy ywiH nnatdopMaHbl KaMTaMachbli3 eTe oTbipbin, OpTanbik A3us
KMHeMaTorpaducTepi MeH onapablH, eHberiH TypakTbl TYpAe KOMAdy XKoHe MOMbIHAAY KAXKeTTiniri atan
OTiNreH.

Tyiiin ce30ep: knHemaTorpadus, yNTTbik 6ONMBIC, pexunccepnep, KaHafaaH KenreH pexuvccepnep,
Oprtanblk A3us CTyoeHTTiK Gunbmaepi, KKHOMEKTeNTep, aNeyMeTTiK-M3AeHU npobnema.

loaiiekce3 ywiH: Kapim, IHKap xaHe MaauHa bakeeBa. «XKac pexuccepnepaiH MageHu biperewniri:
OpTanblk a3us CTYAEHTTIK GUnbMAepiHiH Taxipubeci Herisinaex». Central Asian Journal of Art Studies, 1.8,
Ne 4,2023,43-58 6.,DOI: 10.47940/cajas.v8i4.700

Asmopnap KommazbaHblH COHFbI HYCKACbIH OKbIN, MAKy10a0bl #aHe Mydoesnep Kaliliblblfbl }OK
ekeHOieiH Manimoelioi.
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Inkap Kapim
Kaszaxckasi natronasbHast akagemust uekycers uM. TemupGeka JKypreHosa
(Anmarbi, Kazaxcran)

Maguna bakeesa

Kaszaxckasi HauponanbHas akajieMust HekyceTB M. Temup6eka JKyprenosa
(Anmarsl, Kazaxcran)

KYJIbTYPHASl UAEHTUYHOCTb HAYUHAIOLLMX KUHEMATOIPA®UCTOB:
OnbIT LLEHTPAJIbBHOA3UATCKUX CTYAEHYECKUX ®UJIbMOB

AHHoTaums. B 3Tol cTatbe uccnenyetcs BAMSHME MONOAbIX KUHEMATOrpadmCTOB Ha KMHeMaTorpadumio
LleHTpanbHOM A3nmn nocpencTBOM aHanu3a ux ctyaeHyecknx dunbmoB. MccnegoBaHme HanpaBneHo Ha
TO, 4TOObI OCBETUTH TEMbI, 0ObIYHO MCMONb3YEMbIE B CTyAeHYEeCKMX dunbMax u3 LieHTpanbHoi A3uu, u
TO, KaK OHM OTPAXaIOT KY/IbTYPHY CaMOBbITHOCTb pernoHa. Mcnonb3ys CpaBHUTENbHDII aHAU3, B 3TOM
nccnenoBaHUMM paccMaTpuBaOTCS CTyAeHYeckne GunbMbl KMHOLWKON LieHTpanbHoi A3um, aHanusunpyotcs
o6Luue TeMbl MU MOTUBbI, MPUCYTCTBYIOLWME B GuibMax. Pe3ynsTaThl MoKasbiBakoT, 4TO Hanbonee YacTo
MCNONb3yeMbIMU TEMAMU B CTyAEHYECKUX dunbMax U3 LleHTpanbHoM A3umn 9BASIIOTCS KYNbTypHble
TpaaMLMu, coumanbHble Npobnemsl, ceMeiHas JMHAMUKA U reHaepHble ponn. B uccnenoBanum caenat
BbIBOA, O TOM, YTO CTyAeHYeckne dunbMbl U3 LieHTpanbHOM A3um AatoT YHUKaNbHOE NpeacTaBieHne o
KY/JIbTYPHOM CaMOBbITHOCTM pErMoHa, MOCKObKY Ha4YMHAKLWME KMHEMATOrpaduCTbl MCNOb3YHOT CBOK
paboTy Ansg U3yYyeHWs 1 NpeacTaBieHUs CBOEro OMbiTa M TOYEK 3peHus. 1 duabMbl NpeaiaratoT
nnatdopMy AN BbIPAXKEHUS KYNbTYPHbIX LLEHHOCTEN U UAeH, noavyepkueas pasHoobpasme u 6oratcteo
pervoHa LleHTpanbHoi A3uun. Pe3ynbTtathl 3TOr0 MCCIeA0BaHUS CNOCOOCTBYHOT MOHUMAHMIO KY/IbTYPHOrO
3Ha4eHUsa Ha4MHaLWKUX KVIHeMaTOFpaCbMCTOB N BaXXHOCTH Ky}'leypHOVI MOEHTUYHOCTU B MUPOBOM
knHematorpade. B ctatbe nogyepkuBaetcs Heo6x0AMMOCTb MOCTOSHHOW NMOALEPXKKM U MPU3HAHUS
KnHematorpapucrtos LieHTpanbHoM A3um U nx paboTbl, NpeaoCcTaBaeHns NNaTdopMbl AN1S Pa3BUTUS U
NPOLABUXXEHUS KYNbTYPHON CAMOBBITHOCTU pernoHa.
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Abstract. The article is devoted to a modernized Kazakh ethnic musical instrument called prima-
kobyz, which was reconstructed in the style of the European string-bowed violin instrument. This

type of bowed chordophone was created in the 1930s and was generated by the new stage in the
development of the musical culture of Kazakhstan and according to the other tasks set for the country,
including the creation of a modern orchestra of Kazakh folk instruments. Later, the prima-kobyz
became an actively developed solo instrument, allowing the performers to present a wide range of
works by Kazakh, Russian, and foreign composers to the public.

Being under reconstruction, all the musical instruments required refinement and improvement of
several characteristics at all times. Prima-kobyz has gone a long way in improving its sound qualities
and morphological characteristics.

Even though the instrument is in high demand and growing in interest, artisans are still
attempting to modernize it. Consequently, the issues of its reconstruction remain relevant and
deserve special attention and analysis. In addition, this issue has yet to be reflected in up-to-date
ethnomusicology and needs to be studied more.

The state-of-the-art innovative invention - electrokobyz, is considered within the framework of
the presented work. Indeed, it has become a factor popularizing prima-kobyz and a new musical
instrument that fits perfectly into the creative space of not only Kazakhstan but also the entire Central
Asian region.

Being a performer on a modern four-string acoustic prima-kobyz, the author writing the article
resorts to the method of interviewing prima-kobyz masters in the process of implementing the study
as well as other performers on such instrument, including the only performer on an electro-kobyz. The
method of collecting and analyzing the received information was also applied.

Keywords: prima-kobyz, an orchestra of folk instruments, reconstruction, modern instrumental
music, creative approach, electro-kobyz, stringed-bowed instrument, national musical instrument.
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Introduction

n today’s musical culture, the rhythm of

modern lifestyle forms the foundation,
while each work reflects the main traditions
of a specific ethnic group. Over the past
three hundred years, the pace has gradually
accelerated, altering the behavior and
habits of all society members.

The natural human traits of
inquisitiveness and a constant desire to
comprehend new things have served as
driving forces in the fields of inventions,
creativity, and innovation. Modernization
affected all areas, including the field of
music and performing arts. Creativity
and novelty require the use of the latest
technologies, forcing one to invent what
previously seemed out of reach and try
and think entirely differently, leading
researchers and masters to new heights.

All of this does not stand aside in
relation to the Kazakh ethnic instruments,
in particular, prima-kobyz, a string-bow
instrument created in the 30s of the
last century on the basis of kyl-kobyz
— a Kazakh traditional instrument that
originated in the musical culture of the
Kazakh steppe more than twelve centuries
ago (Tashmatova 19).

Prima-kobyz, kyl-kobyz, nar-kobyz and
other Kazakh folk musical instruments
are inseparable from the Kazakh ethnic
culture and reflect its identity with it
(Zhumabekova, Yeginbaeva 669).

It should be noted that the ethnic
musical instruments served specific
purposes in the past and do this at present,
being developed in various conditions, and
at the beginning of the twentieth century,
experienced European and, among other
things, Russian influence that is, due to
historically developing circumstances
in various periods, Kazakh folk musical
instruments underwent changes in their
form, structure, and use (Zhumabekova
12).

Earlier kyl-kobyz served the ancient
nomadic tribes as a tool that created the

necessary background when performing
ritual shamanic actions or intimidating the
enemy when attacking during hostilities
(Sarybayev 25). However, its modernized
variant is used variously in modern music
practice. Its primary function in the
orchestra of folk instruments is related to
the enrichment and expansion of the sound
range and amplification of sound. The main
melody is usually performed by the masters
of kobyz performing.

“Kobyz in the Kazakh orchestra, as one
of the most expressive instruments, often
performs solo parts in orchestral works of
Russian and Western classical composers,
for example, such as M. I. Glinka’s Waltz
Fantasy, prelude-introduction in the opera
La Traviata by J. Verdi or in the symphonic
film Central Asia by A. P. Borodin and
many more” (Gizatov 41) since it fully
meets the modern requirements of
orchestral playing.

The prima-kobyz also functions as a
solo instrument. Due to its versatility,
different music can sound performed with it
when we talk about the European musical
classical samples and the works created by
the composers of Kazakhstan who specially
created this instrument. The added ones
can be mentioned in the traditional musical
treatments.

Since the end of the twentieth century,
this instrument began to be used in
ensemble music practice. Some folklore
and ethnographic groups were formed in
each region of the country (“Sazgen sazy,”
“Kulan sazy,” “Astana sazy,” “Sarmad,”
etc.). They performed traditional and
European music and continue to do so
today.

In the XXI century, prima-kobyz
sounds in pop compositions, a variety of
trios, and quartets have appeared with
the participation of this instrument (Art
DALA, Asyl, Magic of Nomads, etc.). The
instrument went to another level of its
functioning. Consequently, the range of
its use has expanded significantly (Prima-
kobyz — kazakh national instrument 134).



The modern electro-kobyz has become
the main instrument of the pop ensemble
“Layla qobyz”. In this team, it is a leading
instrument. During several large-scale
modern events, its sound not only attracts
the public’s attention but sets the tone for
the entire concert and perception.

Folk music entered the cities of the
young Soviet KazSSR in a broad, confident
step and soon became urban folk music,
which until World War Il was the starting
point for the later segregation of popular
folk genres - “newly created folk” and “old
urban” music.

The first stage was nominally
progressive, designed for a wider audience
based on rural musical motifs but
modernized with instruments
(Eykhgorn 5).

The second stage took place around the
1970s as a response to this phenomenon,
and it was deliberately regressive, causing
urban folk music with one or another
repertoire and acoustic performance before
World War II (Dumni¢ Vilotijevi¢ 44).

In the post-Soviet period, folk music
was free from the ideological pressure.
However, it was subject to processes of
globalization (Kotrikadze 215).

The third modern stage, ultimately, led
to the creation of the latest version of the
instrument - electro-kobyz, which perfectly
fit into the content of the modern creative
space of Kazakhstan.

Today, improving folk musical
instruments by modern performance
requirements is one of the priority areas in
the world. In this sense, the modification
from time immemorial inherent in the
evolution of musical instruments, the
creation of sought-after species in an
innovative way (Vyzgo 3).

The purpose of this study is to present
the path of development and modernization
of kobyz from kyl-kobyz to the electric
one, which has become a state-of-the-art
innovative invention, which is essentially
a factor that popularizes prima-kobyz and
fits perfectly into the creative space of not

only Kazakhstan but also the entire central
Asian region.

Accordingly, the author sets the
following task: to determine the features
and capabilities of electro-kobyz, to
consider its creative use on stage and in
pop music, and the current perspectives for
performing both Kazakh ethnic music and
European music.

Methods

To achieve this goal, the author has
conducted her independent study of the
negative aspects and peculiarities of
performing the traditional prima-kobyz
and electro-kobyz. She interviewed the
modern performer on electro-kobyz
Lyaylya Tazhibayeva-Isayeva, established
cooperation with the initiators of the
invention of the new electro-kobyz —

the latest innovative unit in the field of
modern performing instrumental musical
art, which, in turn, was a contribution to
the expansion of the creative space of the
Central Asian region. Particular attention
was paid to the study of the “Model of
the Roadmap for the Development of the
Creative Economy in the Countries of
Central Asia” (2021) (Koretskaya 12).

The study of the history of the
development and modernization of the
instrument confirmed the existence of
a multi-level approach to the creative
process, which was based on the desire
to achieve perfection and use the new
instrument creatively. The manner of
modern performance on this instrument
influenced the author’s decision to delve
into the search for new forms and formats
for the manufacture of a more modernized
prima-kobyz, which would allow to
maintain the centuries-old traditions
of Kazakh folk traditional and modern
performings.

Such methods of studying the problem
made it possible to reveal the main idea,
namely, the reconstruction of the classical
version of prima-kobyz and
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the improvement of the manner of
performance on it without harm to the
physical health of the performer. Being a
performer on the traditional prima-kobyz,
the author of the article, in the process

of implementing the study, resorts to the
method of interviewing and interviewing
both masters who make prima-kobyz and
musicians playing on this instrument,
including a performer on an electro-
instrument.

The analysis of each interview influenced
the further prospects and results of the
search for the author, striving in the
future to find creative ways of solving the
development of the instrument in line with
the search for creative solutions. The most
compelling research technologies were
identified.

The author revealed a relatively deep
interest of performers in obtaining a more
modernized version of prima-kobyz, and
the motivation of masters working on
the manufacture of classical samples
and striving to achieve perfection, which
became a new motive in continuing further
work on the project.

The practical part of the work included
holding meetings with manufacturers,
prima-kobyz performers, students, and
music critics. Thus, using a set of methods
of this study led to the results, which are
presented below.

Dicussion

Kazakh prima-kobyz is the most unique
instrument of the present time. It was
created during the Soviet period for
performing with other orchestral musical
instruments. Prima-kobyz dates back
about 90 years in its history. It appeared
in the early 1930s, when, by decision of
the Council of People’s Commissars of
the young Soviet Union, which included
the Kazakh SSR, the country’s leadership
sought to raise all areas of economics,
science, and technology to a completely
new level as soon as possible (Amanov,
Mukhambetova 42).

The Soviet authorities did not ignore
culture and art; instead, they issued a
directive to all Soviet republics, mandating
that each ethnic group establish its own
musical orchestra. Kazakh folk music
ceased to remain an element of the holiday
but entered the life of Soviet citizens in
a new capacity as an element of leisure,
successful development of society, uniting
representatives of all regions, and nurturing
young generations in the format of world
musical culture (Tashmatova 37).

The 30s of the twentieth century were
a period of the embodiment of great ideas,
large-format thinking, and the transition
to a new dimension. One could expand
the creation of a Kazakh folk instruments
orchestra beyond a simple repetition of
identical instrumental units that sound at
the same pitch and have a single timbre.
There was a need to invent instruments,
the varieties of which in the orchestra
were supposed to sound at different
heights, transmitting the same melody and
generating a deep, rich sound that reflects
the identity of the Kazakh people and their
history (Vyzgo 22). When the question
of creating an orchestra in the Kazakh
SSR arose, the scheme of the symphony
orchestra of European countries on the
model of the famous Russian orchestra
of folk instruments founded by Vasiliy
Andreyev was taken as the basis (Gizatov
30).

The newly created orchestra of Kazakh
ethnic instruments needed not just one or
another number of kobyzes, but, as in the
established traditional symphony orchestra
of Europe, kobyzes of different sound
heights, size, configuration, sound range.
So, the prima-kobyz appeared, similar
to an inverted violin, but combining the
instrumental capabilities of the violin and
viola.

To this day, some maintain the opinion
that without seeing the instrument
firsthand, it is impossible to distinguish
by ear between playing the prima-kobyz
and the violin, mainly when a well-known



piece is performed. But only a specialist
who is well acquainted with the range

and ethnically colored sound of prima-
kobyz will be able to determine where the
European violin or viola sounds, and where,
combining them, the Kazakh prima-kobyz.

[t should be noted that it was created
on the basis of an old musical string-bow
instrument of the Kazakhs - kyl-kobyz,
which has a rather fascinating history of
creation and development. Usually, this
musical instrument and its appearance are
mentioned in parallel with the description
of the life and work of Korkyt, the sage, and
Kyushu, who is considered to be the creator
of kobyz. He was the first to compose
melodies for the instrument preserved
to this day miraculously (Kirzlogu M.
Fahrettin 156).

Korkyt-Ata is a great thinker of Turkic
peoples, the famous zhyrau-storyteller,
kobyzshy — a master of kobyz performing.
He is known as a historical person who
left a rich literary and musical heritage, a
legendary Turkic songwriter and composer
of the 9th century, a native of the steppes
along the Syr-Darya River. Traditions about
Korkyt are found among the Turkic peoples
of the Kipchak (Kazakhs, Karakalpaks)
and especially the southern Oguz branch:
Turkmen, Azerbaijanis and Turks. They all
have almost a common folk epic “Oguz-
name” (Zhubanov 395).

The legend says that Korkyt could not
reconcile with the transience of human life,
so he decided to fight against the inevitable
death. Being tormented by his thoughts
and driven by the dream of immortality,
Korkyt leaves people, but everywhere and
everywhere he sees death: in the forest - a
rotten and fallen tree tells him about his
death and the inevitable end for Korkyt
himself; in the steppe - a feather, burning
out under the sun, tells him the same thing;
even mighty mountains told him about
the destruction awaiting them, invariably
adding that Korkyt was waiting for the same
end (Akatay 686—688).

Seeing and hearing all this, Korkyt in
his lonely torment, hollowed out a shirgai

from a tree - the first kobyz, pulled strings
on it and played, pouring out his painful
thoughts and feelings. He put all his soul
into these melodies, and the beautiful
sounds of his strings sounded to the whole
world, reached people, and captured and
captivated them. Since then, Korkyt’s
melodies and the mares he created have
wandered the earth, and Korkyt’s name
has remained immortal in the kobyz’
strings and in people’s hearts. “The
legend of Korkyt is deeply optimistic; its
meaning is that Korkyt found immortality in
serving humanity with the art he created”
(Valikhanov 163).

The instrument was made of solid wood;
leather was pulled on the lower deck, and
the neck of the kobyz was without a neck.
The ancient shape of the instrument has
two strings of untwisted horse hair. They
decorated kobyzes with metal pendants,
bells, and plates, and inside, they installed
a mirror in the reflecting force of bad energy
of which the bucks (shamans-healers)
and zhyrau (folk singers) béelieved,
performing heroic epics and epic tales
on this instrument (Namazova 72—77).

It has a frayed bucket-shaped body, two
strings of uncrossed horse hair, its lower
part (narrower) is covered with a leather
membrane, and the upper (rounded) is
open (Vyzgo 142).

The Tengrian philosophy of the
duality of the world reflects the dual cup
of the resonator, symbolizing dawn and
sunset, daylight, and darkness. The two
strings symbolize the top and bottom
of the universe. The construction of the
kobyz from a single piece of wood is not
attributable to technical backwardness
or the absence of metal tools in the past,
nor is it a mere continuation of traditions.
According to ancient nomadic beliefs,
the unity of the instrument’s structure
preserves the living and singing soul of
the tree, which resonates with the strings.
Moreover, thick, untwisted horse hairin a
stretched string gives a thick, overtone-rich
timbre (Kokumbaeva 75—77).

MAN IN THE ARTISTIC PICTURE OF THE MODERN WORLD ‘i‘ CAJAS Volume 8. Issue 4. 2023



MAN IN THE ARTISTIC PICTURE OF THE MODERN WORLD ‘ ! ‘ CAJAS Volume 8. Issue 4. 2023

Kobyz sounds have magical power and
the original soft timbre, “Konyr,” which is
shared with the sound system of Turkic-
speaking peoples. Kobyz was a sacred
instrument embodying the spiritual world,
the cosmos of the nomad. This is also an
instrument-orchestra since, in its structure,
there is a combination of several properties
of other musical instruments (Unity of
music, poetry, and magic as a reflection of
the integrity of mythological consciousness
in the culture of nomads. Culture of
nomads at the turn of the century (XIX-XX,
XX-XXI centuries) 275—284).

[t is similar in manner to sound
extraction and general construction to all
string bows, in terms of the proximity of
timbre and the use of overtones - with a
sybyzga wind instrument, in its percussion
properties due to the presence of a
membrane - with percussion instruments
and in terms of the properties of seli-
developing instruments (metal pendants,
bell rings) - with Kazakh asytayak and
konirau (Ancient bow instruments as an
object of comparative ethnological research
111-112).

The first kobyz created by Korkyt
remains a sacred instrument of spirituality
of the cosmocentric worldview of the
nomads of the Great Steppe and its musical
therapeutic properties may be the reason
for the unrealizable interest of listeners of
different generations (Omarova 25).

Results

Prima-kobyz differs from its prototype
kyl-kobyz. Prima-kobyz underwent
several upgrades between the late 30s
of the last century and these days. The
first stage - 1934-1950 resulted in a
3-string one. The masters manufacturing
musical instruments, E. Romanenko and
K. Kasymov, created new types of bow
instruments, including a three-string
prima-kobyz, on behalf of the head of the
orchestra, A. Zhubanov (Tezekbayev 3).
A bucket-shaped body, curved elongated
neck, and lower elongated part closed by

a skin membrane remained in that
structural variant. The upper deck became
half wooden with shaped resonator holes.
The two strings were vein (G of the small
octave and D of the first octave), and the
third string was metallic (A of the first
octave) (Vertkov et al. 132—133).

The three-stringed prima-kobyz
was intermediate. The second stage of
modernization is the emergence of a
four-string prima-kobyz. Based on the
development of drawings and sketches by
Sh. Kazhgaliev, with musical masters K.
Kasymov, Moscow masters K. Dubov and
S. Fedotov, with the participation of A.
Lachinov 1957-1958. A complete set of
musical instruments was created
(Gizatov 38).

Four metal violin strings tuned
according to quints (G small octave, D
and A of the first octave, E of the second
octave) began to be used in contrast to its
three-string instrument; the scale length
was shortened (Improved prima-kobyz:
features and prospects of development in
the modern musical culture
of Kazakhstan 116).

In 1953-1954, the musical masters A.
Pershin and A. Turdybaev created a new
form of prima-kobyz based on a drawing
by D. Tezekbayev - an Honored Teacher of
the Kazakh SSR, the former music school
director after K. Baiseitova (Tezekbayev 3).
The new 4-string instrument, influenced
by European traditions and cultural trends,
has become more like a violin with its
structural characteristics and appearance.
After improvement, the distinctive feature
of the new one became the absence of skin.

To date, private attempts to improve
the 4-string prima-kobyz by individual
representatives are being continued. In
2016, the traditional master Musa Adilov
made a kobyz with a neck at Kaiyrgazy
Tolen’s request. This is an experimental
instrument, and it is only in a single copy
(Interview with Kaiyrgazy Tolen) Maxat
Medeubek and an instrument maker,
Bolatbek Utegenov, have been conducting



experimental work to improve prima-kobyz
since 2021. The goal of these masters was
to give the sound of the instrument ethnic
characteristics, especially in orchestral
performance (Interview with Maxat
Medeubek).

Today, prima-kobyzes sound ubiquitous.
They are the main components of all folk
instrument orchestras in the country and
the Kazakh State Symphony Orchestra.
Also, its sound can be enjoyed by attending
solo performances by individual performers.

In their desire to improve the
instrument, the masters reached the bar
when their brainchild, in the literal sense of
the word, played in a new way. What drove
them? The old kobyz, created by Korkyt
from leather and strained lives, does not
allow Peter Tchaikovsky, Woligang Mozart,
or Antonio Vivaldi to be performed. At
the new kobyz, musicians win interethnic
competitions not only due to the high-
performance technique but also because
the sound of the instrument fantastically
combines classical and ethnic sounds.

Classical music is an undeniable part
of our lives. However, as much as we want
it, it is sidelined by pop and rock music,
which is written to be performed on electro
instruments that fill most of the information
and musical space. The electro-sound
of the guitar, peculiar, modern, and
creative, can attract the masses, hold their
attention for a long time, and force them
to go to concerts where guitarists surprise
minds and conquer the hearts of modern
audiences.

This unusual trait of electro guitar
presented the idea of creating another
supernova innovative invention - electro-
kobyz, harmoniously fitting into the creative
musical creativity of Lyaylya Tazhibayeva-
[sayeva, laureate of interethnic
competitions, winner of gold medals of the
World Performing Arts Championship in
Los Angeles.

The performer deserved attention not
only for her bright, original talent - she
became the first electro-kobyz performer in

Kazakhstan (Fig. 1), which was made for
the first time in the world precisely for her
and, according to her sketch by Vyacheslav
Kochanov, a master who specialized in the
manufacture of electro guitars.

Fig. 1. The first electro-kobyz is the only one in
Kazakhstan made by Vyacheslav Kochanov by the
sketch by Lyaylya Tazhibayeva-Isayeva

A review of the groups of the new trend,
the existence of musical instruments
revealed a rather interesting picture of
the stability and transformation of ethnic
instruments and the musical traditions with
which they were associated. The analytical
principles of the study follow from the goals
and tasks set by the authors. In contrast,
the main principle was the characterization
of the process of popular revival of ethnic
musical traditions expressed in the
functioning of musical groups of the
modern direction (Murzaliyeva,

Akparova 10).

The need to create such an ultra-modern

and super-powerful instrument arose in
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a short time. The irrepressible gravitation
of society to creativity and innovation was
laid down based on his birth. The works
performed by the group of musicians (live
band) that the performer collected sounded
on electro-bass guitar, electro-piano, drum
kit, and the acoustic prima-kobyz were lost
against their background. There needed

to be more than the power of his sound

to join the general ensemble on an equal
footing. Even microphones built inside

the instrument did not amplify the sound
but on the contrary, created a background
generating interference (Interview with L.
Tazhibayeva-Isayeva).

A completely new approach to the
structure and capabilities of prima-kobyz
was required; the sound’s power was
needed since he soloed in this group of
instruments. It was necessary to bring it to
a level much higher than the previous one
to create something that could keep up with
the times and capabilities of other electro-
instruments.

Moreover, an electro instrument would
allow the performer to connect it to other
types of modern computer equipment
in order to be able to use all the same
capabilities that the electro-bass guitar
and electro-keyboard synthesizer had.
Electro-kobyz could give the performer
the opportunity to expand the repertoire
to the performance of almost any modern
work, as well as classical, in a new electro
arrangement that is more attractive to the
public.

Due to its configuration, Electro-kobyz
freed the performer from attachment to
one place, giving the opportunity to play
standing and moving freely around the
stage, which, from a modern perspective,
is entirely unacceptable for a solo
performance or performance as part of a
small ensemble. When playing the acoustic
prima-kobyz, the soloist’s movements
are minimal; however, the electro-kobyz
alleviates the performer from these
limitations. The instrument attaches to the
rack and remains stationary throughout the

entire performance process, as the electro-
instrument connects to the electro-power
supply network, akin to other electro-
instruments. Furthermore, a soloist with an
electro-instrument can actively participate
in the show, engaging in dance either
individually or with a group of dancers if
singing is desired. The design of the new
Electro-kobyz featured an unconventional
configuration; it was meticulously craited
to ensure a narrow lower deck, allowing
unimpeded bow movement. At its core, the
instrument was entirely imbued with Turkic
motifs to express and reflect ethnic identity.

The head of the instrument became
shortened so that the electro-kobyz could
be placed on the collarbone when playing
while standing; the instrument’s bridge
was made of ebonite and firmly attached
to the body so that the performer could
play and sit. The electro-kobyz cord is
connected to the connector at the bottom.
The string holder is made of thick ebony; it
is firmly bolted to the instrument body, and
inside the instrument is a small cavity. The
instrument sounds great in a chamber and
in a more expansive space. It has specific
adaptations for creating special effects
when playing, such as enhancing the sound
(Interview with L. Tazhibayeva-Isayeva).

The instrument was lengthened due
to an increase in free space that is not
related to strings. The mensuration was
also slightly narrowed for the convenience
of standing; it was snow-white, which
was chosen in color since it should have
been evident in the darkened hall from
each audience seat. White is considered
creative and bright, and it was intended
to emphasize the invention’s novelty,
innovation, and creativity. The authors of
electro-kobyz sought to create a new trend,
and they made it look great.

The artist Lyaylya Tazhibayeva-Isayeva
asserts that she perceives no necessity for
alterations to the instrument itself, as she
finds contentment in its sound, design,
and all other attributes. However, her
desire for modification pertains to the stage



rack supporting the instrument during
performances. There is no unique stand for
electro-kobyz today; a microphone stand
is used. The production of the electro-
kobyz rack requires an engineer who could
implement the performer’s requirements.

Before the start of the performance, the
instrument has to be attached to the rack
so that it is perfectly held on it and can
withstand any loads. However, removing
it during the concert is free, or putting
it back on the rack is also easy, which
is impossible. Also, the performer puts
forward requirements for the compactness
of the rack so that it can easily fold and only
take up a little space when sending the
artist on tour.

In December 2019, a presentation of
electro-kobyz took place at “Muzcafe”
in Almaty, a turning point in the history
of chordophones. The public positively
accepts the new instrument; they admire
its identity. Both experts and non-
professionals claim that it retains a specific
vile kobyz sound inherent in the ancient
ethnic wooden acoustic instrument,
emphasizing its identity with the culture of
the Kazakh people.

As a part of her group, the artist tours
around the world; the purpose of the tour
is to popularize Kazakh music, its organic,
harmonious, and laconic introduction into
all pop cultures. She prefers the Celtic
people’s music, considering it closely
related to such a youth direction as surf
rock, perfectly combined with the tunes
of Kazakh folk folklore (Interview with L.
Tazhibayeva-Isayeva).

The jazz direction also merges very
well with the instrumental capabilities of
electro-kobyz, which is popular in certain
circles. In the mass perception at the
modern stage, the public’s desires still
gravitate more towards pop and rock music,
which makes it a prevalent instrument
with all the possibilities of electro-kobyz.
Classical and jazz are more popular with
representatives of older generations.
However, the new electro-instrument can

satisfy the claims of everyone who wants to
hear his favorite works written in any genre
in his performance.

The instrument is filled with a whole
gamut of possibilities for revealing all kinds
of ideas of both composers and performers.
[t makes it possible to superimpose
hard rock beats on Celtic harmonies
and traditional melodies of Kazakh folk
kyues. Such a synthesis delighted modern
listeners of all ages, adherents of all
musical directions.

Changing the rhythm of traditional
Kazakh ethnic works, weaving them with
the harmonious melodies of the Celtic
peoples, adding electro-sound and unique
qualities of electro-music, the performer
was able to give rise to a new direction
in performing work, which has already
received its name, namely “Alternative
folk-rock or ethno-fusion,” and allows
you to create through a similar symbiosis
your stage repertoire, perfectly sounding
from the stage. The performer’s immediate
plans include the creation of a symbiosis of
Kazakh music in combination with African
tunes.

The second direction in the group’s
repertoire is the performance of famous
vocal pop works in a new perspective, the
so-called “covers,” where the singer-soloist
is assigned to electro-kobyz. Compositions
and famous songs are arranged where
Kazakh melodies are woven.

Virtuosity can be attributed to the
unique qualities of a performer playing
electro-kobyz, which he can achieve
not through long classes and rehearsals
but thanks to the instrument’s physical
properties. “Thunderstorm” by Antonio
Vivaldi, “Blue Rhapsody” by George
Gershwin, “Baba-Yaga” by Modest
Mussorgsky, “Dance of Death” by Camille
Saint-Sans and many other works based
on exciting dynamic melodies sound great
performed by electro-kobyz in an ensemble
with trombones, saxophones, piano,
percussion instruments, where electro-
kobyz copes perfectly with the sound load
(Interview with L. Tazhibayeva-Isayeva).
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The main provisions

The modernized instrument, combining
the preserved pronounced ethnic features
and mastering the music of world academic
performance, has become a new type of
instrument with other possibilities.

The transformed form of prima-kobyz
was able to form the basis for the creation
of the latest model of power instruments
- electro-kobyz, which today surprises
listeners with unimaginable functionality,
loud sound, convenience for performing
standing on a stage, continuing to preserve
centuries-old folklore traditions and without
going beyond the framework of Kazakh
musical culture. His performing capabilities
at the modern stage of development
indicate his viability and perspective.

Conclusion

Modernization of musical instruments is
an economic, political, and social task.
Changing any aspect of society inevitably
entails the transformation of others.
Changes in culture, a change in the system
of values, and the acquisition of new ideals
generate its transformation.

Electro-kobyz is a particular form of

kobyz that has undergone modernization.
This instrument fits perfectly into the
creative space of not only Kazakhstan,
but also the entire Central Asian region.
This is an instrument of the future, and,
in our opinion, it needs modernity since
it is assigned the role of a transmitter of
high-energy music, the inner state of the
musician.

The works written for violin, dynamic
and exciting, beloved by everyone and
recognized as the pearls of world classics,
sound great when performed by electro-
kobyz, drinking its unusual sound
and giving the audience unforgettable
enthusiastic memories. The performer can
use such an electro-kobyz function as over-
drive, which makes musical numbers even
more powerful, grandiose, and indelible
from the audience’s memory thanks to
special effects and sounds.

Among the numerous events constantly
presented in the Asian music space,
electro-music festivals are gaining
popularity. Due to its unique nature,
ease of use, and powerful physical natural
data, Kazakh electro-kobyz has excellent
prospects and is gaining momentum both
in terms of marketing concert activities and
recognition of Kazakh music in the world
space.
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Bamxkan IxkyHycoBa

Kypmanraser atbiniarst Kazak yJaTTbiK KOHCEpPBATOPHSICI
(Anmarbl, Kazakeran)

Coyinie OTteranneBa

Kypmanrasbl aTbinarsl Kasak yaTThiK KOHCEPBATOPHSICH
(Anmarsl, Kazakcran)

KA3AK NMPUMA-KOBbI3bl - KELUE, BYTTH, EPTEH,

Anpatna. Makana eyponanbiK, iLleKTi-bICKbIsbl CKPMUMKA acnabbl CTUiHAE MOLEPHM3ALMANAHFaH NpUMa-
KOObI3 aTTbl KA3aKTblH, YITTbIK My3blKasiblK acnabbiHa apHanfaH. blckbiIMeH 0iMHanaTbiH XOPAOMOHHbIH,
6yn Typi 1930 xbingapbl nanga 6onfan, acnan KasakCTaHHbIH, My3blKasblK, MOAEHUETIH AAMbITYAbIH,
KaHa Ke3eHiMeH, COHAaNn-akK, en angpiHa KoMblIFaH 6acka Aa MiHAETTEPMEH, COHbIH, iliHAE Ka3aK,
XanblK, aCnanTapblHblH, 3aMaHayM OPKECTPiH KypyMeH 6ainaHbICTbl TybiHAAAbl. KeliHipek npuMa-Kobbi3
6enceHi AaMbin Kesie XaTKaH Xeke acnan peTiHAEe TaHblbIMN, KEWiHTI OpbIHAAYLbINAPFa Ka3ak, OpbIC
XKOHe LeTeN KOMMO3UTOPAAPbIHbIH, LbiFapManapblH KeMLWinik Ha3apblHA KEHiHEH YCbIHYFa MYMKiHZiIK
6epai.

Xannbl xeTingipinreH acnantap 6apnblk, yakbiTTa BipKkatap KacUeTTepiH XeTiNaipy xaHe
akcapTyabl KaxeT eTTi. [[puMa-Kobbi3 fa ©3iHiH AblObICTbIK XXaHEe MOPdONOrUSANbIK, epeKLIeNikKTepiH
XeTiNnAipyLiH y3aK X0/blHaH OTTi.

Kasipri TaHaa acnan yikeH CypaHbiCKa Me, OFaH [JereH Kbl3bIFyLWbIbIK, KYHHEH-KYHIE apTbin Kene
»KaTKaHblHa KapaMacTaH, webepnep OHbl 0aH dpi MOoAepHU3aLMsANAYFa /i A€ TaNMbiHbIC Xacayaa.
[eMek, OHbl XeTinaipy Macenenepi ani ae 3ekTi 60nbIn Tabblnaabl XXaHE epeKLle Ha3ap MeH Tanaayfa
naviblK, gen caHanMbl3. CoHbIMEH KaTtap, 6y Macene Kasipri STHOMy3blKaTaHy CafacblHAA KepiHiC
Tannagbl XXoHe a3 3epTTeNreH KyriHae Kasbim oTbIp.

¥YCbIHbIIFAH >KYMbIC TaKbIpblObl AsCbIHAA 63 MaHi 60MbIHLWIA NPMMA-KO6bI3Abl TaHbIMAN ETyLUi
(akTopfa arHanfaH »xaHe Tek KazakcTaHHbIH faHa eMec, 6ykin OpTtanbik A3uns eHipiHiH KpeaTUBTIK
KEHiCTiriHe TamMalla cal KeneTiH KaHa My3blKasiblK acnanka aiHanfaH KepeMeT 3aMaHayu MHHOBALMSIbIK,
acnan - 371eKTpoKobbI3 Aa KapacTbipblIFaH.

TepT ilWeKTi aKycTUKanbIK, NpMMa-Ko6bi3 OpbIHAAYLWbICHI 6O OTbIPbIN, aBTOP MaKana xasy
GapbiCbiHAa Cyx6aT any aficiHe XyriHeai. IFHM OCbIHAAM acnanTap XacalTbiH WebepnepMeH, npuma-
KOObI3LLIbINAPMEH, OHbIH, ilWiHAE 3N1EKTPOHAbI acnanTa OpbIHAAYLIbIIAPMEH CayasHaMa XY prisingi.
COHbIMEH KaTap, alblHFaH aknapaTTbl XXMHaM, XKyMeneHaipy XXaHe Tanaay afici KonaaHbIabl.

TyiiiH ce30ep: npuMa-Ko0bI3, XanblK acnanTap OPKeCTpi, pEKOHCTPYKLMS, 3aMaHayM acnanTblK, My3bIKa,
KpeaTuBTi Ke3Kapac, 3/1eKTPOKOObI3, iLIEKTi-bICKbIIbl aCMar, YATTbIK, My3blKablK acnar.

Aaiiexce3 ywin: [1xxyHycoBa, bankaH xaHe Cayne OTeranunesa. «Kasak npuma-kobbi3bl — Kelue, OyriH,
epteHy. Central Asian Journal of Art Studies, . 8,N2 4,2023,59-74 6., D0I: 10.47940/cajas.v8i4.742

Asmopnap KonwazbaHslIH COHFbI HYCKACLIH OKbIN, MAKY10a0bl #aHe Myddenep Kalilubl/bIFbl HOK,
eKkeHOi2iH ManiMOelioi.
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Bbamxkan IxxyHycoBa

Kaszaxckast Hauponasnbhast koncepsatopust M. Kypmanrasb
(Anmarsl, Kazaxcran)

Cayanie YteraiueBa

Kaszaxckasi Hauponadsibhast koncepsaropust uM. Kypmanrasbl
(Anmarsl, Kazaxcran)

KA3AXCKUI MPUMA-KOBbI3 - BUEPA, CETOJHS, 3ABTPA

AHHoTaums. CtaTbsl NOCBALEHA KAa3aXCKOMY HAaLMOHANbHOMY MYy3bIKaJIbHOMY MHCTPYMEHTY NOJ,
Ha3BaHWeM npuMa-Kobbi3, MOAEPHU3UPOBAHHOMY B CTU/IE EBPONENCKOrO CTPYHHO-CMbIYKOBOTO
MHCTPYMEHTA CKpUNKa. TOT BUA, CMbIYKOBOro XxopaodoHa co3aaH B 1930-e roabl, Y4To 6b10 NOPOXAEHO
HOBbIM 3TanoM B Pa3BUTUM MY3bIKaZIbHOM KyNbTypbl KazaxcraHa, a Takxe 1 ApyrMMu 3agadvamu,
MOCTaBNEHHbIMW Nepes, CTPaHOM, BK/OYABLUMMK B TOM YUC/Ie CO3AaHMEe COBPEMEHHOMO OPKECTpa
Ka3aXCKMX HApPOAHbIX MHCTPYMeHTOB. [1o3aHee npuMa-Kobbi3 3apekoMeHa0Ban cebs Kak CombHbI
MHCTPYMEHT, KOTOPbI aKTMBHO PAa3BMBAJICA U B Aa/IbHEWLLEM NO3BOW UCTIONHUTENSM NPEACTaBUTb
ny6siMKe WUPOKKIA BbIGOP NMPOM3BEAEHMI Ka3aXCKMUX, PYCCKUX U 3apyOeXHbIX KOMMO3UTOPOB.

PekoHCcTpynpyeMble MHCTPYMEHTbI BO BCe BpeMeHa TpeboBann 4opaboTKu U ynydleHns psaa
XapakTepucTuK. MprMa-kobbi3 npoLen AUMTENbHbIN NyTb YCOBEPLIEHCTBOBAHMS CBOMX 3BYKOBBIX
KayecTB U MOpHONOrMYECKMX XapaKTePUCTUK.

HecMoTps Ha To, YTO MHCTPYMEHT Nosb3yeTcs HOMbLIMM CNPOCOM, U UHTEPEC K HEMY PacTeT U30 LHS B
[leHb, CO CTOPOHbI MacTepPOB BCE elle NpeanpUHUMAIOTCS MOMbITKU ero MogepHu3auuun. CnenoBatenbHo,
BOMPOCHI €ro PEKOHCTPYKLMM O CMX NOP OCTAOTCS akTyaNbHbIMU U 3aC/yXMBAKOT 0COOOro BHUMAHUS
1 aHanu3a. K ToMy e [aHHbIM BOMPOC He NOMYYMN OTPAXKEHUS B COBPEMEHHOM 3THOMY3bIKO3HAHMM U
OCTAETCS MaNoU3y4YeHHbIM.

B pamkax npepncraBneHHoM paboTbl paccMaTpMBAETCS CYynepcoBPeMeHHOe MHHOBALMOHHOE
n306peTeHme — 31eKTPOKOObI3, KOTOPbI, MO CBOEN CYTH, CTan GakTOPOM, MONYASPU3UPYIOLLUM
NpUMa-KobbI3, U HOBbIM MY3blKaslbHbIM MHCTPYMEHTOM, MPEKPACHO BMUCbIBAKOLIMMCS B KpeaTMBHOE
NPOCTPaHCTBO He ToNbKo KasaxcTaHa, Ho 1 Bcero LleHTpanbHO-A3MaTCKOro pernoHa.

SIBNSSICb UCMONHUTENEM HA YETbIPEXCTPYHHOM aKyCTMYECKOM, MpUMa-Kobbi3e, aBTOp CTaTbM B
npouecce ee HaNWCaHWs 0bPaLLAETCS K METOAY UHTEPBbIOMPOBAHUS MaCTEPOB, U3rOTAB/IMBAKLLMX
TaKue MHCTPYMEHTBI, U MYy3bIKaHTOB-KOObI3MCTOB, BK/IOYAs UCMONHUTENBHULYY Ha 3/IEKTPOHHOM €ro BUAE.
Mcnonb3oBaH MeTop cbopa n aHanu3a nofyvyeHHoM MHOOPMaLIMK.

Knioyeswie cnosa: nprMa-Kobbi3, 0opkecTp HapOAHbIX MHCTPYMEHTOB, PEKOHCTPYKLMS, COBPEMEHHAS
MHCTPYMEHTaNbHAsA MYy3blKa, KPeaTUBHbIN NOAXO0M, SNEKTPOKOObI3, CTPYHHO-CMbIYKOBbIA MHCTPYMEHT,
HaLMOHANbHBIA MY3bIKaNbHbIA MHCTPYMEHT.

Ana uumupoeanus: OxxyHycosa, bamkaH u Cayne Yreranuesa. «Kasaxckuii npumMa-kobbi3 — BYepa,
cerofHs, 3aBTpax. Central Asian Journal of Art Studies, 1. 8, N2 4,2023, c. 59-74, DOI: 10.47940/cajas.
v8i4.742

Asmopbl npoyumanu u 0006puu OKOHYameNbHsIl 8apUaHM pyKonucu U 3as6/s10m o0b omcymcmesuu
KOHGIUKMa UHMepecos.
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FOLK REVIVAL
B COBPEMEHHON
TPAIIMLIUOHHOM MY3bIKE
KA3AXCTAHA

Mypsanuesa Camkana', Kapomar Juiopom?

'Kasaxcku#i HalMOHAbHbBIN YHUBEPCHTET HCKYCCTB

(Acrana, KasaxcraH)

2MHeruryT uekycerBo3Hanust Akajiemnn Hayk Pecry6uinku Ya6ekucran
(Taurkent, Ya6ekucran)

AHHOTauus. B coBpemMeHHOM 00LLeCTBEe BO3HWKAET MOTPEOHOCTb B HOBbIX MYTAX YTBEPXAEHUS
HaLMOHaNbHOM MAEHTUGUKaLMK. BnaronpusTHoM cpenolt U OCHOBOW 3TOF0 MOMCKA MONOAbIX
My3blKaHTOB-UCMONIHUTENEN CNYXUT TPAAMLMOHHOE My3blkanbHOe Hacneame KasaxcraHa, XpaHsiiee B
cebe TO, YTO ABNISETCS OCHOBOM HaLMOHaNbHOro camoonpeneneHus. OCHOBbIBasiCb HA MHOTOBEKOBOM
onbiTe, TPaAMLMOHHOE MY3blKalbHOE MCKYCCTBO 06/1alaeT eCTeCTBEHHOM NOTPEOHOCTHIO K SBOMOLMM,
pa3BWTUIO, 060ralleHno HOBbIMMU YepTamMu U 06naaaeT Ans 3Toro HeobxoAMMbIM NOTEHLMANIOM.

KoHuenuus folk revival B My3bike KasaxcraHa akTyanbHa U MMeeT 60/bLIoe 3HAYEHNE B KOHTEKCTe
COXPAHEHUS U NMPOLABUXEHUS TPAAULIMOHHOW KyNnbTypbl. B nocnenHue pecatunetus Habnogaercs
BO3pOXEHME UHTepeca K TPaAULIMOHHOM My3bike U KynbType KasaxcraHa. MHOrv1e apTucTbl U rpynnbl
AKTMBHO BHOCSAT 3/1IEMEHTbl HAPOLHOM MYy3bIKU U MY3blKa/lbHbl€ UHCTPYMEHTbI B CBOM MPOU3BEAEHMS, YTO
CMocobCTBYET COXPAHEHUIO M MOMYyASpU3aLMM Ka3axXCKOM My3blKanbHOM TpaauLmK.

PacTywwas nonynspHocTb HAPOLHOWM MHCTPYMEHTANbHOM MY3bIKM U MCMONb30BAHWE HAPOAHbIX
MHCTPYMEHTOB Ha COBPEMEHHOW MYy3blKanbHOM cueHe KasaxcraHa CTaBuT psg yHAAMEHTaNIbHbIX
BOMPOCOB B 06/1aCTU BO3POXAEHMS U 0OHOBNEHUS Tpaauumii. COBpeMeHHOe Ka3axCcKoe My3blKasbHoe
MCKYCCTBO, C O HOMCTOPOHbI, HEPa3pbIBHO CBA3aHO C TPaAMLMEN, C APYroOi — 3TO ye COBEPLUEHHO UHOM
My3blKaZIbHO-TBOPYECKUIA (DEHOMEH.

OCHOBbIBasACb Ha pe3ynbTaTbl 3aMafHOEBPONENCKUX YUEHbIX, KOTOPbIMU 6bII0 MPOBEAEHO
MHOXeCTBO uccnenoBaHui Ha Temy folk revival, HaMu npennoXxeHa KOHLENUMS aHanM3a Ka3axCTaHCKOro
(HOoNK-BO3POXAEHUS. ITO OAMH U3 LLeHTPanbHbIX BOMPOCOB, KOTOPbIM Mbl UCCIEAYEM, CMPALLMBAS, YTO Ha
CaMOM [Jene NpouCcXoauT C TPaAULMOHHOW MY3bIKOW B NPOL,ECCcax BOCCO3AaHUS, U3MeHeHUs GOopMbl 1
06HOBNEHUS.

CerofHsa TpagMUMOHHOE My3blKaJIbHOE UCKYCCTBO MEPEXMBAET HOBble MPeobpa3oBaHMs B CBOEM
pasBWUTUM, BKJIHOHASICh B OOLLMIA KOHTEKCT Pa3BUTUS MMPOBOM My3blKaZlbHOW KYNbTypbl, OTpaXas MUPOBbIE
TeHAEHLMN BEeCTEPHU3ALMK U rnobanm3aumm.

Knrouessie cnosa: Tpanmuums, folk revival, TpaguLMOHHbIE My3blKanbHble UHCTPYMEHTbI, POMbKIOP,
($ONbKIOPHbIE KONEKTUBbI, COBPEMEHHAs MY3blKa, MOCTMOLEPH.

Ana yumuposanus: Myp3anunesa, CapgxaHa n [lnnopom Kapomar. «Folk revival B coBpemeHHOM
TpagmumoHHo! My3bike KasaxcraHay. Central Asian Journal of Art Studies, 7.4, N2 8, 2023, c. 75-96, DOI:
10.47940/cajas.v8i4.747.

Asmopsl npodumanu u 0006puU OKOHYaMenbHeIl 8GPUAHM pyKonucu U 3ase/som 06 omcymcmeauu
KOHGIUKMA UHmMepecos.
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BBepeHue

Ha coBpemeHHO# My3bIKaJIbHOH ClieHe
OTKPbIBAIOTCSI HOBbIE TI€PCIEKTHBDI
pasBuTHS (DOJBKIOPHON MY3bIKH U ee
YKaHPOBBIX HarpaBJjeHul. B uccaenoBanusx
MOCJIEJIHUX JIET ONMChIBAIOTCS U
AHAJIU3UPYIOTCS HOBbIE TIPUMEPbI
thopmoobGpazoBaHusi.

[lenbto HallIero Ueeae10BaHUs
SIBJISIETCS H3yUeHHe MpolieccoB folk
revival B cOBpeMeHHOH Ka3axcKoi
TPaJIMIIMOHHON My3bIKe MyTeM BBeJeHHS
MOJIEJIH, OCHOBAHHOH Ha TPeX KOHILEMIIHSIX:
BOCcoszanue'; namenenne Gpopmol/
TpaHcdopMmaLKs; 0OHOBJIeHHe,/ MHHOBALHUS.
DTH KOHLEMIMH OTIPENIENISIIOT Pa3Hble, HO
YacTo napaJsiiesibHble U repeceKalolinecs
JIPYT C IPYrOM B3aUMOCBSI3H, 3/1eCh U
MOJIXOJIbl HCMIOJHUTEJIEN K TPAaAHIIMOHHBIM
MaTepHasiaM U CTHJISIM, a TaKxKe pasHbie
YPOBHU CTAOUJIBHOCTH U U3MEHEHUH.
Mojenib MO2KHO paccMaTpHUBaTh Kak
NOTEHIHAJbHBIH HHCTPYMEHT JIJIs H3y4eHUs]
KpeaTHBHOCTH B Mpolleccax BOCCO3IaHus,
a TakxKe Kak crnocob pacCMOTpeHHst CBsi3eH
MEKIy TPAJHUIIHUSIMKI U BO3POXKJICHUEM.

XoueTcsi OTMETHTD, UTO TEPMUH

«osbK?» B 3TOM TEKCTE OTChIIAET K
HapOJIHON My3bIKe B COBpeMeHHOH hopMe.

B tekcte npencrapiieHbl HEKOTOPbIE
ACMEKTbI, MOCBSIIEHHbIE TBOPYECKUM U
PEKOHCTPYKTHBHBIM acreKTaM COBpeMeHHOH

Ka3aXxCKOH HApPOJIHOU My3bIKH MO
OTHOLUEHHIO K TPAJMLIMOHHBIM UCTOUHHKAM.

B pa6orte Haj coBpeMeHHbIMH
NpolLeCCaMU B Cpejie HAPOJHON My3bIKH,
0COOEHHO C MHCTPYMEHTAJIbHBIMHU YKaHpaMH,
BAXKHO 3a/1aTh HECKOJIBKO MPUHLMITHAJIBHBIX
BOIPOCOB:

1. Kak Te uiu uHble My3blKasibHble
3J1eMeHTbl POPMHUPYIOTCS,
06pabaTbIBalOTCs/apaHKHPyIOTCS 1
MCIOJIHSIOTCS B paMKax MOCTOSIHHO
MeHsllolelCst TpajuU? A TakKe
«MorpaHUYHbIe » IIPUMEPbI TPAULIUH, HA
IPaHULIAX MEXKIY TPAAULIHOHHON My3bIKOH U
JIPYTUMHU 2KaHpaMu ?

2. Kakum o6pasom coBpemMeHHbIe
MY3bIKaHTbl pACCMATPUBAIOT H UCITOJIb3YIOT
perniepryap, CTUJIMCTHUECKHE 0COOEHHOCTH
1 My3bIKaJibHble KOHLETIINH, TTepeIaHHble
MepBOUCTOYHUKAMH ?

3. IlpencraBnsier i «TpamuLms»
KOPHH, SMOLIMOHAJbHbIE KAaYeCcTBa U
MHMBHUyaJbHbIE OTHOLLIEHHS] C IEPBbIMH
MCIOJIHUTE/ISIMH UJIK OHA MTPE/ICTABJSET
cOOO# My3bIKaJIbHbIH MaTepHall, 1
MY3bIKaJIbHbIH SI3bIK, U CTHJIb, KOTOPbIE
MOZKHO MCTOJIb30BATh M0-CBOEMY, HIIH
BO3MOZKHO, BCE BAPUAHTHI ?

4. Kakue BH/bl OTHOLIEHHH
MOKHO HAaHUTH ME2KJly BOCCO3/IaHHEM,
Tpanchopmanyeii/mpeodpazoBaHtem 1
06HOBJIeHHeM,/ HOBOBBe/IeHHEM MY3bIKH
B TPAIMUMOHHOH UCIIOJHUTEJbCKON

ITepmurol «6occozdanues, <usmeHerue Gopmoly u «00HOBAEHUEY — cOOCMBeHHbLe nepesodbl
nouamuil recreation, reshaping, renewal ¢ aneAUlicK020 A3blKA, KOHUCAYLUU, KOMOPBLX MEeCHO
ces3ambL pye ¢ Opyeom KaK pasAuuHble ACneKmol, O3HauauiLe co3oanie/hopnuposanie.

2Pork-mysoika (om amea. folk music «<HapOOHAS MY3bLKA») — HCAHD NONYAIPHOL MY36LKU,
KOmopolil pa3suics Ha 0CHo8e HapoOHOU MYy3biKu 6 cepedure XX seka 6 peayiomame geHomera
Gork-pusatienos, K0eda HApoOOHASL MY3bLKA HALALA PACNPOCMPAHANILC CPEOU MACCOBOL
ayoumopuu. B amoti c8:3u eco ur0eda HaA3bl8a0m «My3ulkoll pork-pusatrisras. Hauboree
akmusHo passumue xcanpa npoucxoduro 8 CIIA u Beaukobpumanuu. Pork-mysvika maxaice
BKAIOUAEM 8 COSL PABAUUHBLE NOONHAHPOL, 8 MOM YUCAE POLK-DOK U INEKMPUK-POLK.

B aneautickom a3vike 042 omoeserus 0aHHO20 HAHPA OM « HACMoswells HapoOHOL
MYy36LKU, KOmMopyio Haseleaiom traditional folk music (mpaduyuornras HapoOHa s MY36IKQ),
MOdCem NPUMCHAMbCS mepMmuH contemporary folk music (cospemernas HapOOHAs MY3bLKA UAL
COBPeMEHHAS hONK-MY36lKa). Hecmomps Ha omauuus « MPAOUYUOHHOLS U «COBPEMEHHOU»
PA3HOBUOHOCMELL, OHU MAKINHE 4acmo 0003HAUAI0MCcs eOurbIM mepmurom folk music,
UCNOAHAIOMCS OOHUMU APMUCTAMU U 8 PAMKAX 0OUUX 0451 000UX HANPABACHIULL MeMAMULeCKUX

MYy36LKaLbHbLX hecmusanedl. (Bukunedus)



JIeATeTbHOCTH MY3bIKAHTOB CErO/IHS 110
CPaBHEHHIO C MPEbIIYIIUM TEPUOJIOM
BpeMeHHU?

Taresina Laperpanckas B cBoeli B
(yH1aMeHTaIbHOM MOHOTpahUK OTMeUaeT
CJIe/lylolllie BONPOCHI, aKTyaJbHbIe JI/1s]
Halllero UCCeIOBaHNs: KaK MOYKHO HAa3BaTh
MCXOJIHbIM My3bIKaJIbHbIH MaTepHaJl
HOBEHIIIUX KOMITO3UIIMU? KaK MPUGJIU3UTLCS
«K MOHUMAHHUIO TBOPUECKUX MHTEHIIUN» ? (D)

MeToabl

[Ipumensis cucTeMHO-3THOPOHHUECKHH
MeToa?, XoTes10Ch Obl OAHATD

BOIPOCHI, Kacarolecst KOHLeNUHi
Tpaauuuu, HoBaToperBa H folk revival,
B3aUMOOTHOIIIEHHH MEXKIy HUIMH U TOTO,
4TO NMPOUCXOJUT NocJie. B coBpeMeHHON
OTeUEeCTBEHHOII HayKe UCIIO/b30BaHue,/
pOJIb TPAJIMIIHOHHOTO HHCTPYMEHTAJIBHOTO
MCIOJIHUTE/IBCTBA B MACCOBOH KyJIbType
MCCJIeI0BAH elle HeJIOCTaTOuHO,

TOT/IA KaK, B 3aMaHOEBPOTNIEHCKOM
THOMY3bIKOBEUECKOM CO001IeCTBe
nojlo6HbIE BOMPOCHI, 0O6CYKAIOTCS HE OIMH
JIECSATOK JIET.

CHCTeMHO-3THOPOHHYECKHI METOJL
00BIYHO MPE/IIIoNaraeT UCroJib30BaHHE
TPAMIMOHHBIX MY3bIKaJbHbBIX
MHCTPYMEHTOB CTPaHbl UM PETHOHA,

K KOTOPbIM OTHOCHTCS MeTOfL. Takoi
TMOJIXO/L MOYKET BKJIIOUATh B cebOs1 H3yueHHe
MY3bIKaJIbHBIX CHCTEM, HHCTPYMEHTOB,
PUTMOB, MeJIOJIMH, FAPMOHUH U PYTHX
ACTIEKTOB MYy3bIKaJbHOH KYJIbTYPHI, a
TaK»Ke aHaJIu3 My3bIKaJIbHbIX MPAKTHK B
Pa3UYHBIX COLMOKYIBTYPHBIX OOLIHOCTSIX.
ITOT MeTOJL MoMoraet yrary6JieHHO TTOHSATh
My3bIKaJIbHble TPAJULIUK U HX BJIMSIHHE Ha
KYJIbTYPHbIH KOHTEKCT, TaKxKe CrocoOCTBYET
COXpaHEHHIO U H3YUEHHUIO KYJbTYPHOTO
HacJ/eusl.

Ouckyccusa

[Iperkne ueM nepenTH K onpeneeH1IO
1 OoJiee oAPOOHOMY 0OCYKICHHIO
KOHLIENIIMH, KOTOpble ObLIH B

OCHOBHOM HCIOJ/Ib30BAHbI /151 aHAJIN34,
MIPOKOMMEHTHPYEM COOCTBEHHOE
MCMOJIb30BAHME KOHLIEMIUMI «TPAIULIHS» U
«BO3POXKICHHE .

Tpamnuusi — 310 Beeria npo HCTOPHIO
HapoJa, yKJIaJ »KU3HH, HacJeiue, TO, YTO
HalllM NPEJIKK MepesiatoT U3 MoKoJeHne
B [TOKOJIEHHS], TOJUIMHHOCTb HAapPOJHOH
KyJabTypbl. Tpaauuus Kak KoHcTaHTta
MCTHHBI, HCTOYHHK JYXOBHOIO 0OOraiieHus,
KYJIbTYPbl H MHOIHMX JIPYTHX acCleKTOB
JKU3HH KOUEBHHUKOB. B My3bike — Tpaiuiius
nepeiaun «yunTesb-yaIeHuK>.

[To onpenesieHN0 «TpaULIAK»
He0oOXOIMMO YUHTBIBATh HCCIEIOBAHMUS
COOCTBEHHO TPAIMIMOHAIUCTOB, TAKHUX KaK
Pete ['enon, Mupuea danane u Opurir
[T100H, KOTOpPbIE MOTYT ObITh Ba’KHbIMU
JUIS1 U3yUeHUsl TPAAULMH U UX BJIUSIHUS
Ha My3blKasibHOe HcKyceTBo. KX paboThl
MOMOTaloT OLIEHUTh 3HAUeHHe TPAULIUK
B COBpEMEHHOM OOLIECTBE U MOHSATh, KaK
3TH TPAJMLIUK MOTYT ObITb COXPAHEHbI U
nepenanbl yepes My3biky. Kasaxcranckue
yueHble MOTYT 0OPATUTLCS K STHM YUEHUSIM
Jis1 6osiee ryOOKOro MOHUMAaHHUs TPaULIHK
M MX BJMSIHUS HA My3blKy Kazaxcrana.

Boapoxknenne — nogo6Ho
HacJe11Io, TPAULMH, U IPYTUM opMam
MCIOJIb30BAHUS UCTOPUU — KOTOpOE

30 2KaHPOBO-CTUJIEBOH «TTIOFPAHUYHOCTH,
oCTpoTe NMpeObIBaHUs Ha «pyOerKax» MUIIeT
Anatonuit Mouceesuu Llykep. Onun us
BeJlYlIIUX COBPEMEHHBIX HCCJIeI0BaTe el
MaCCOBBIX My3bIKaJbHbIX KAHPOB OTMEYAeT
3aKOHOMEPHOCTD, CONJIACHO KOTOPOK Ha
TpaHu CTOJNETHH, «BOJU3H OT KPYTJIBIX
JIaT» MPOLECChl My3bIKaJbHOI0 HCKYCCTBA
«00OHapyKUBAIOT 0COGYIO OCTPOTY U
JIMHAMHU3M, CHJIbHEHIIIHE )KaHPOBbIE U
CTHJIEBbIE MyTallHH, JI€CTaOHIU3UPYIOLILHE
CJIOXKHMBIIYIOCS] CHCTEMY XY/I02KECTBEHHBIX
BUJIOB> (D).

‘[1aBHast 3aja4a CHCTEMHO-
9THO(OHHUYECKOTO METO/IA - CIIOCOOCTBOBATD
BBISIBJIEHHIO CYTH CUCTEMbI “TPaMIIHOHHOE
HHCTPYMEHTaJIbHOE MY3blKaJbHOE
HCKYCCTBO” B cpejie ObITOBAHHS, B IIPOLleCcCe
thopmMupoBaHHs U padBUTHsl. (MallHeBCKHH
54-63).

‘i‘ CAJAS Volume 8. Issue 4. 2023

YENOBEK B XYAOMXECTBEHHOM KAPTMHE COBPEMEHHOIO MUPA



‘!‘ CAJAS Volume 8. Issue 4. 2023

YE/IOBEK B XY[LOXECTBEHHOM KAPTUHE COBPEMEHHOIO MUPA

CO3/Ia€T HEYTO HOBOE, HO 0OpaNlasich

K TIpoLIOMY. DTO NMOCTAHOBKA, B

X0Jle KOTOPOH, IeUCTBHE I/l/l/l.}]l/l unest
MepPEeHOCHUTCS U3 OJTHOTO KOHTEKCTa B
JIPYTO#, UTOObI CIeJIaTh UX JIOCTYIHBIMU 1151
HOBBIX JIEHCTBYIOLIUX JIML], B HOBbIX MeCTax
1 B HOBOE BpeMsl.

KoHuenuust Tpagyuny HeOHOKPaTHO
o0cy»K1a/1ach B 3THOMY3bIKOBE/IEHUH,
STHOJIOTHUH, UCTOPUH, AHTPOTIOJIOTHH,
COLMOJIOTHH U T.J1. HekoTopble
UHTEPIIPETALUT KTPAJUIUH» UMEIOT
TEHJEHIUMIO K CTATUYHOCTH, JIMHEHHOCTH.

[To MHenut0 poccuiickoro hunocoda
Kupuina Hucrosa, «nepexo ot
JIOMHITYCTPHATBLHOTO 061IIeCTBA K
UHJlyCTPHAbHOMY H YPOAHH3HPOBAHHOMY
COMPOBOXKIAJICS He JIMKBUIALMEN TPaIUuLIUU
KakK TaKOBOH WJIM (UTO B 9TOM CJyvae
OJIHO U TO K€ ) KyJIbTYPbl KaK TAKOBOH,

a CMEHOH OJJHOU CHCTeMbl TPAAULIUN
JIPYTOH, OJIHOTO THTA KYJIbTYPbl APYTHM...
MPOTHBOIMOCTABJIEHHUE JIOUHLYCTPHAJBHOTO
0011eCcTBa KaK «TPaIULIMOHHOTO»
MHIyCTPHATBHOMY KaK «HETPATUIIMOHHOMY »
He HMeeT TEOPETHUECKOTO OCHOBAHUS H
COXpaHsIeTCst MO MHEPLIMK UJIH (UTO vallle )
BecbMa ycaoBHO» ( 1998).

B nccnenoBanusx sapy6ekHbix
COLMOJIOrOB, TakKUX Kak Camioss Ousuric
XantunrroH, 3urmyHT bayman, dnsapa
Tupuakbsit u 1p., oToGpazkeHo, 4To
MOJIEPHHU3alIHsI He TOJIbKO He pa3pyliaeT
MOYBY /IS BOCIIPOU3BO/ICTBA KYyJIbTYPHOH
TpajMLMH, HO co3/laeT O1aronpusiTHbIE
YCJIOBHSI JJIs1 €€ BO3POK/EHHs, YCHINBasI
BO3MEUCTBHE TPAAUIIMOHHBIX HIEH U
LIEHHOCTEH HA MPOLECCHI COLMATBHBIX
uameHeHuu. [1pu 3TOM TpaguMOHHbIE
CHUMBOJIbI MOTYT 0Ka3aTbCsl XKU3HEHHO
BayKHOHW YaCThIO IEHHOCTHOU CUCTEMbI, Ha
KOTOPYIO OCHOBBIBAETCSI MOJIEPHU3ALIHS
([xozed Iacduan) (Anoxuna 15 — 22).

AHIIUHACKHI COLMOJIOT DHTOHU
['unnenc ucnogbsys uneto [uxe
(1989), onpenensier HacTosIIee KaK
«TMOCTTpAMLIMOHHOE 0011ecTBO>» (Slobin
1993). On yTBep:KaaeT, uTo Mpolecch
ryio6aau3aumu v rinobasu3aupoBaHHble

COBpEMEHHbIE HHCTUTYThI TIPUBOJSAT
K HOBOH (haze COBPEMEHHOCTH, TJie
TPaJIMLIHOHHbBIE 3JIEMEHTbI TOJIBEPraloTCs
«JleTpafuliHoHan3auun». Tak, DHTOHH
[wmenc u Yanpux bek, Besen 3a dpukom
Xo6c6aymoM yTBEPKIAIOT, UTO MOJL
BJIHSIHUEM TJlo6anu3auuu hopmupyeTcs
MOCTTPAIMLIMOHHBIH TTOPSIJIOK, B KOTOPOM
TPaJIMLIUST YTPAuMBAET CBOE BJUSIHHE

Ha MOBCEHEBHOE CylLeCTBOBAHHE

qonen. OnHako ['niyieHe He MoJIHOCTBIO
CBSI3bIBAET TPAUIMOHHbIE JIEMEHThI C
MPOIIJIBIM, KOTOPOE OCTAETCS HEU3MEHHBIM,
3aKOHYEHHbIM U OCTaBJIEHHBIM T103a/IH;

OH TaK:Ke JIOMYCKAET, YTO OHH MOTYT ObITh
JIOCTYTIHBI /151 IMCKypcea 1 quadgiora (105).
AnbTepHATHBHYIO TTO3ULMIO 3aHUMAIOT
Jxon Bpykuinp Tomncon, [Ton Xunac,
Aasun Toddaiep, coryiacHo uccnenoBaHusiM
KOTOPbIX TPAJULKS MPOJIOJIZKAET OKA3bIBATh
3HAUMTEJIbHOE BJUSIHHE HA KYJbTYpPY
MO3/IHeH COBPEMEHHOCTH.

ITOT MAJIOT ¢ HACTOSILINAM SIBJISIETCS
(hakTOM, KOT/Ia Mbl TOBOPHUM O My3bIKaJIbHON
TPAIMLKHI (UJTH IPYTUX TPATULHSX
XYJI07KECTBEHHOTO CAMOBBIPAXKEHMUS ).
Kpowme toro, nocsieactsust rio6anusainm
MOryT ObITh 60Jiee pa3HOOOPA3HBIMHU,
yeMm B onrcannu ['mienca. A nekortopble
ee (hopMbl CMOCOOHBI COCYILILECTBOBATh
C TPAJMLMOHHBIMHU JIeMEHTaMHU,
OKa3bIBaIOLMMUCS Ha Jedie GoJiee
MOGHUJIbHBIMH, UM MPOCTO PYAUMEHTHI
«Hacaenusi». Ha npakTrike KazaxCcTaHCKHUX
MCIOJIHUTE e HA TPaJUIIHOHHBIX
MHCTPYMEHTAX Mbl BUIUM aKTHBHYIO
KOJI1Aa00PALIHIO C KOMIIO3HTOPAMHU, KOTOpPbIe
CO3/Il0T HOBbIE MOJIOTHA HA OCHOBE
HapOJIHBIX MeCeH, KioeB. SIpkuil npumep
TOMY, TBOPYECTBO MOJIOIOTO KOMIIO3UTOPA
Apwman yKaiibiM, KOTOpBIH MUIIeT
NPOU3Be/IeHUST KPYITHOH (POPMbI HAa OCHOBE
TPaJMLIMOHHOTO MaTepuaJa st 1oMOpbl,
KbIJl KOObI3a W KOOBI3-MIpUMa. 3/1eCh TaK »Ke
XOTesI0Ch Obl OTMETHTb €r0 HEOLleHUMbIH
BKJIAJl B PA3BUTUE KA3aXCKOU OPKECTPOBOH,
KaMepHOH ¥ CUM(OHUUECKON My3bIKH.

Oco6eHHo sipKoe TposiBIeHHE
MPOLECCOB 0GHOBIEHHUST My3bIKaJbHBIX
TPaAJMLMH Mbl BUIMM B TIOMCKAX 3THO-



(oabKIOpHBIX aHcamOJ1el 1o Bee
pecnybJnke. [Tpumepom KOMIO3HTOPCKOTO
TBOpYECTBA B OOHOBJIEHUH apaHKUPOBOK
JUIS1 Ka3aXCKUX TPaAMLIHOHHBIX
MY3bIKaJIbHbIX MHHCTPYMEHTOB B
contemporary folk music siBsisiercst
Baybip:kan AkraeB. Ero npuemsbl
oGHoBJieHust Tpajuinu folk revival MoxkHO
pasnesuTh Ha HECKOJBbKO My3bIKaJIbHbIX
JKaHPOB, HEKOTOPble 00Paslibl ellle B
npouecce OnpeeseHHs XKaHPOBOCTH B CUILY
mukLnposanus. [Tonpo6Guee OyzneT onrcaHo
HIKE.

JlaBaiite Tenepb o6paTumMes K
JIPYromy B3IVIsily Ha TPaJMLMIO, KOTOPbIH
OJ112Ke K TOMY BHLy TBOPYECKOTO
CaMOBbIPaXKeHHUs1, KOTOPbIH cocTaBJIsieT
npeaMeT uceseoBanus. Ha ogHom
YPOBHE 3THOMY3bIKOBEIYECKOT0
JICKypCa CylIeCTBEHHbIE HIH
OpraHuyeckue ornpeaesneHnst <TpaauLun»,
MOX07Ke, CMECTUJIUCH B CTOPOHY
KOHCTPYKTHBHCTCKOW MJIM CHMBOJIHYECKOH
ToukH 3peHnsi. OJHAKO MO2KHO CKa3aTh,
4TO My3bIKaJlbHast TPAIULIIS HMEET
JBOHCTBeHHY10 Npupoy. C TOUKH 3peHusi
3CCeHLMa/N3Ma, OHa MpejicTaBJsaeT co6oi
«TEKCT», COBOKYIHOCTb MYy3bIKaJbHbIX
3JIEMEHTOB, BaXKHbIX MPE/ILIECTBEHHUKOB,
CTHUJIMCTUYECKHUX YEPT U T.J., KOTOPble OblIH
onpeiesieHbl KaK «TPajULUs», <KyJbTypHOE
HacJsieMe» Wik «kaHou»®. Ho ecsin Mbl
13yyaeM siBJieHHE C KOHCTPYKTUBUCTCKOH
TOUKH 3PEHHUS, TPAIULIUS PACCMATPUBAETCS
KaK CUMBOJIHUECKAst KOHCTPYKILLUSI,
cpopmMHpOBaHHAs B MpoLiecce H3MEHEHHsI
1 0TO0pa, popmMUpyeMast ¢ TOUKH 3peHHs
COBPEMEeHHHKA; UK Kak CPOopMyIHPOBaIH
Puuapn Xonaep u [xkocesnns JINHHeKHH:
«... TPAMLMS] — 3TO HE OrPAHHUEHHAas!
CYLLHOCTb, COCTOSILLAsT U3 OTPAHUYEHHBIX
COCTABHbIX YacTel, a npouece
MHTeprpeTaLuu, MPUIHUCHIBAIOLLIUIH
3HaueHHe HACTOSILLIEMY, HO CO CChIJIKOH Ha
npouuioe» (Handler & Linnekin 287).

[TocKoJIbKy 0O bEKTbI TPaJUIUK
BCer/a NoJBeprajuch 6OJbLUIUM HJIH
MEeHbILIUM H3MEHEHUSIM U BapHallusiM,
HeT a0CO/IIOTHON IMXOTOMHH MEXK1y
HEINPEePLIBHOCTBIO, C OJAHON CTOPOHBI, U

MPEPLIBHOCTHIO, U HOBATOPCTBOM, C IPYTOH.
P ydeHbIX MOUEPKUBAIOT, UTO U3MEHEHHE
¥ TPAMLMS He SIBJISIIOTCS aHTOHUMAMM.
[Tomumo ['nacen n ATKMHCOHA, LUTHPYEMBbIX
HU2KE, XOTes10Ch Obl ynoMsHyTh Puiaunna
Bosimana, koTopblii moauepKuBaer,

4TO YCTHAsH TPAAULHUS CIOCOOCTBYET

KaK cTaOMJIbHOCTH, TaK U TBOPUECTBY
(Bohlman 1988). Cornacumcsi ¢ yueHbimH,
KOTOpPbIE PACCMATPUBAIOT K TPAULIHIO»

KaK JIByCTOPOHHIOIO KOHUEMIIHIO, KaK
OpraHHyecKylo, TaK 1 KOHCTPYKTHBUCTCKYIO,
TO €CTh U KaK 00bEKT, U KaK Mpollecc.

Kaxk ormeuas 138 ATKHHCOH, 3Ta
JIBYCTOPOHHSISI KOHLIEMIIMS TPAULIHH, C
OJIHOH CTOPOHBI, BKJIIOUAET HENPEPbIBHOCTD
M «KaHOH TeKCTOB, KOTOPbIH obecreyrBaer
KYJIbTYPHYIO HIEHTHYHOCTD /151 ee
MPaKTHKOB», a C IPYroil CTOPOHBI, OHA
HecTabU/IbHA BO BPEMEHH U MOCTOSHHO
M3MeHsieTesl, UTOObl COOTBETCTBOBATH
TpeGoBaHusM Hacrosiulero (Atkinson 149).
['enpu ['1acen B cBoel cTaThe yKasblBaeT,
4TO «M3MEHEHHE U TPAIUIHS 0OBIYHO
coyeTaioTes <...> Kak aHTOHUMbI. Ho
TPaJIMLIHUS SABJSETCS MPOTHBOMOJIO0KHOCTHIO
TOJIbKO OJIHOTO BHJIa U3MEHEHHUH: TOMY, B
KOTOPOM Pa3pyLlieHHe HAaCTOJBKO MOJHOE,
YTO HOBOE HeJlb3sl paccMaTpHBaTh Kak
MHHOBALIMOHHYIO aJlaNTallio CTaporo».

OH Takxke npeanosnaraet, 4Yto TpaauLus
He SIBJISIETCS] CTATUUHOM, OHA MOXKET
TpaHCPOPMHUPOBATHLCS U IBUTAThCS KaK
Brepes, TaK U Hasaz Bo BpeMenu (Glassie
405).

Ecan cMoTpeTh co CTOPOHbI 00bEKT
U Tpolece, MpeeMCTBEHHOCTD 1
M3MeHeHHe, Kak MPaBUIIO, CXOATCS

°3/1eCh HCIOJIb3YEMbII TEPMHH,
03HaYarUIMi KAaHOHbI TPAJAUILLUOHHON MY3bIKH,
10, UTO Bo/IMaH HasblBaeT «penepTyapamu 1
thopMamMu My3bIKaJbHOTO MOBEeH S, KOTOPbIE
MOCTOSTHHO (hOPMHUPYIOTCSI COOOILECTBOM,
4TOOBI BLIPA3UTDb €10 KYJIbTYPHYIO CMIELHBHUKY
¥ XapaKTePUCTHKH, OTJIHYAIOLLHE €70 KaK
colHaJbHY0 cylHoCcTh> (Bosnman, 1988:
104). DTOT TEPMKH YACTO UCIOJB3YETCS BO
MHO2KECTBEHHOM YHCJIE, MOCKOJBKY yUeHble
3HAIOT O CYLIeCTBOBAHUM PA3JIMUHBIX BUOB
KaHOHOB U Cy6-KaHOHOB.
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BoeMHO. MHOTHE HCTIONHUTENH CETO/HS
MMEIOT HEMOCPE/ICTBEHHOE OTHOLLIEHHE

KaK K OCHOBHOH YaCTH My3bIKH H

CO3/IaHUIO HOBBIX CMEKHbBIX CTHJIEH, TaK

W K [polieccy, siBJSIIOLLIEMYCS YACThIO
TBOPYECKHX MPOLeccoB. B 3T0M KoHTHHYYMe
BJIOXHOBJISIET TOHUMAaHHE MOJIOJIOTO
KazaxcTaHcKoro komnoaurtopa baybip:kana
AkraeBa TpaulIUK KaK TBOPUECKOTO
npolecca, Kak «TPagulii B UCIIOJTHEHUH »
(o ['naccn) (Glassie 401-405). Takas
MHTepIrpeTalusi o3Hayaet npeobpasoBaHue
TPAJMIIMOHHOTO MaTepuaJa 1 COBMELeHUsT
sKkcrnepumenTa. OH HaXoUT Apyryto hopmy
TBOpYECTBA, OTJIMUHYIO OT TOH, KOTOpast
0OBIYHO MOUUTAETCS M ACCOLIUMPYETCS

C €OPUIHHAJILHBIM [TPOU3BEICHUEM
MCKYCCTBa». DTOT TBOPUYECKHUI Mpoliecc,
KOTOPBIH MPUCYTCTBYET B U3MEHEHUH (HOPMBbI
1 0OHOBJIEHUH TPAIMLIMOHHOTO MaTepHaJa,
a TakXKe BOCCO3/IaHUM TTpeiMeTa TaKUM
00pasoM, UTOOBI OH COZEp2KaJs HEKOTOPbIe
MHJMBHyaJbHble 0COOEHHOCTH.

Bes comuenusi, nepeocmbicsienue
TPaAJIMLIAH, a CIeI0BATEIbHO, U
«TPAIMLIMOHHON MY3bIKH>», SIBJISICTCSI
KJII0UEBBIM BOTIPOCOM COBPEMEHHOT0
OTEYEeCTBEHHOTO 3THOMY3bIKOBEJIEHHS.
['oBopst 0 TpamMLMK, BOKPYT KOTOPO# He
NpeKpalaoTcs Cnopbl K BAPUATUBHOCTD
pa3BUTHS TPAJULIUK, parMeHTaMu
KOTOPOH Mbl M0JIb3yeMCsl B COBPEMEHHOM
MCIOJHUTEIbCKOM HCKYCCTBE U
MY3bIKOBEIUECKOM acreKTe, Mbl HeTTpeMeHHO
JIOJKHBI pa300paTh €e Ha MUKPO3JIEMEHTHI.
Kak pa3 06 3ToM B cCBoeM HUCCJIeIOBAHUN
nuiet [anus Temupron: «IlosiBasiiorest
TaKHe MOHsTHs, KaK CaMOOBITHOCTb,
crieurduKa, KyJbTypHOe Hacaeaue,
KyJIbTYPHOE $71pO, SHAOTEHHOCTb, KOTOPbIE
pasrpyzKatoT CMbICJI0BOE OOraTcTBO
neperpyKeHHoro noHsaThs «tpaguuus» (11).

SBoJIbLINHCTBO 3apyGexKHBIX TEOPETHKOB
BO3POXKJIEHHUS, B TOM urcie YBe PoHcTpém,
Tamapa Jlusunrcron, >kynunep XuJi u
Kapouaaiin buteJi, cUMTaIOT IBUKEHUS
BO3POXK/IEHHUST HEOTHEMJIEMOH YaCThiO
COBPEMEHHOCTH.

JIByCTOpPOHHSISI KOHLETILHS TPAJIUIIUH
He MCKJII0UaeT YacTu npoyecca
803p0OJIeHUs, PACCMATPUBAEMOTO
KaK MpejcTaBjieHne U3MEeHEHHH, TaKk
1 MIPeeMCTBEHHOCTH. BospoxieHne —
9TOT TEPMHUH U BCE €r0 MPOU3BOJIHbIE
CUHOHHUMBI, UCITOJIb3YIOTCS] B OOJIBIIMHCTBE
HaYYHbIX HCCJIEIOBAHUI HA AHTVIHAICKOM
s13bIKE, HO paHee He UCIOJIb30BaJlUCh B
paboTax oTeuecTBEeHHbIMH My3bIKOBEIAMU
1 QOJIbKJIOPUCTAMH; KPOME TOTO, €ro
3HaueHue (revitalization — nepeBoju)
OJIHKe K <ITPUIATh YeMY-TO HOBYIO
»KU3Hb M SHEPTHIO», YeM € 0XKHBHTb YTO-
TO 1Mo4TH MepTBOe». Kak u «Tpamuuus»
U1 HEKOTOPBIX YUEHBIX, «BO3POXKIEHHE »
paccMaTprBaJjoch Kak PeTpOCHeKTHBHbIH
NPOLLECC, OPUEHTUPOBAHHBIH
UCKJIIOUMTEJILHO HA HEOolpe/ieieHHOe
NpouIoe, rje oH Obl1 ONpesesieH Kak
BO3POKJIEHHE UJIH COXPaHeHHe (B HOBOM
KOHTEKCTE ) 3a0bIThIX KYJIbTYPHbBIX
3JIEMEHTOB C HOBOH (DYHKIMEH; 4acTo
03HAualoLIKMM UTO-TO CTepPeOTUIHOE U 6e3
MU3MeHeHHUH, UCITOJIb3yeMOe JIJIsl YKPeIlJeHUs!
pPErHoHaJILHON UM HAalIMOHAJLHOH
WJIEHTUYHOCTH U T.11.°

CoBpemeHHasi POJIbK-My3bIKa
Kasaxcrana o6oraTtusiach HPOKUM
pasHoo6pasnem My3blKaJbHbIX CTHJIEH,
OCHOBOW KOTOPBIX SIBJSIETCS] TPAULIMOHHAS
HapoJiHast My3blKa. ¥ MOJIOJIOrO MOKOJICHHUS
BbI3bIBAIOT OOJILILION HHTEPEC HCTTOMHUTEIH,
MCITOJIb3YIOLIHE HOBbIE TEXHUUECKHE
Bo3MOzkHOCTH. Ha choHe o6HOBJIEHHH,
ellle OJIHUM pellleHheM HHHOBALMOHHOTO
pa3BUTHS, SIBJISIETCS MOSIBIEHHE
3JIEKTPOHHbBIX MHCTPYMEHTOB, TaKHX KaK
JoMObIpa, KOObI3-MPUMa, »KeThIreH, a
TaKyKe MHTerpalusi 3ByKoCHUMAaTe el Ha
Kbl/1-KoObI3e. Kazaxckue TpaauMOHHble
MHCTPYMEHTbI [T€PEKUBAIOT BTOPYIO
BOJIHY PEKOHCTPYKILUH (reshaping).
C Toro MomeHTa, KaK MOsIBUJIHCh
3JIEKTPOMHCTPYMEHTbI, POJIMJIACH HOBAsI
UCIOJIHUTE/IbCKAS TPAULIUSI B MACCOBOH
My3blKaJibHOH KyJsbType Kazaxcrana.
Bospoc cripoc ucnonuuresei na
TPaIMIMOHHbIE HHCTPYMEHTHI, OTKPBIBIINE



HOBbl€ TEXHUYECKHE BO3MOYKHOCTH Y
«He yCOBEPLIEHCTBOBAHHbBIX» 00PA3LI0B.
My3bIKaHTbI HCIOJIL3YIOT HOBbIE TEXHUKH
KOMITO3UILIHH, BHEJIPSIIOT 3JIEKTPOHHbIE
NaTTepPHbI U T.I1., COXPaHSIsl IPH ITOM CBSI3b
C HAlIMOHAJILHBIMH TPAIMLHMSMHU Ka3aXCKOT0O
(osabkIopa.

C TOYKM 3peHUs] UCTIOJIHUTEJIEH,
3JIEKTPOMHCTPYMEHThI CaMH 110 cebe
He ABJIAIOTCA OCHOBHOH MpoOJeMOK:
MHOTHE OTMeYaJii, YTO Ha HUX (TOMHMO
TPOMKOCTH ) MO?KHO MTpaTh ropasio
JleJIMKaTHee, HMeTh TeMIIEPUPOBAHHbBIH
CTpOH (B C/lyyae ¢ Ka3aXCKUMH HapOJHBIMH
MHCTPYMEHTaMH, rjie uMeeTcst npodJema
HEeyCTOHUMBOIO CTPOSI U HEMPOMKOTO
3ByKa). 3a CYET MOSIBJIEHHS 3JI€KTPOHHBIX
MPOTOTUIIOB My3bIKaJIbHbIX HHCTPYMEHTOB,
Y UCMOJIHUTEJIEH TTIOSIBUIHCh BO3MOXKHOCTH
MOCTOSIHHBIX BBICTYIJIEHHI HA OOJIBLINX
cuieHax. Takue npotiecchbl KyJbTypHOTo
0OHOBJIEHHS TIOBJIUSIIA U HA KA3aXCTAHCKHE
npodubHbIE My3bIKaJbHble ecTHBaIH’,
rJie My3bIKaHTbI-MCIOJHUTEH MOTYT
TNPUBJIEYb K <BO3POXKIAECHHOMY» perepTyapy
LLIMPOKYIO aYIUTOPHIO.

B npetBopennu HalMoOHaIbHOTO
ctunist MmyabikoBen Cayaie MexakoBHa
YTeranuena BbijieJsieT Jga stana. [lepsblil
M3 HUX CBSI3aH C CO3IaHMeM HOBbIX
ApaHKUPOBOK U3BECTHBIX HAPOJHbIX
eceH, ¢ UCIO0JIb30BaHHEM TPAMLIMOHHbIX
MY3bIKaJIbHbIX MHCTPYMEHTOB B HX XKUBOM
3By4aHHUH, 3aUMCTBOBAHUEM OT/EJbHbIX
CTHJIEBBIX TPUEMOB HAPOJHOH MYy3bIKH,
TaKUX KakK (peHOMeH ropJIoBOTO MeHHs,
TeMOPO-006epTOHOBBIE Ty OJMPOBKH
roJioca H HHCTPyMeHTOB. Bropoii stan
XapakTepuayeTcsi CTpeMJIeHHEM 10T
MY3bIKAHTOB K OPTaHUYHOMY CHHTE3Y C
HapOJHON MY3bIKOH Ha HoJiee TJIyOMHHOM
ypoBHe. B cBoeii cratbe Cayse McxakoBHa
YTeranueBa ykasbiBaeT: « MecTHble
MCIOJIHUTE/IH 06palllaloTesl K pasHbIM
MJIacTaM Ka3axcKoro My3blKaJbHOTO
(oJIbKI0pa, @ UMEHHO K apXaHuHOMY...»
(172).

[IponosKkast moMCKH IeUHULIMH, elle
OJIHY aJIbTePHATHBY MOYKHO YBHJIETb B

nccsenoBannn TatbsiHbl CumHeBOH, KoTOpast
B 9TOH CBSI3U MHULLET: «3BYKOBOU 06pas
COBPEMEHHOH 3I10XH OTpaKaeT H3MeHeHHe
CaMOoro XapakTepa MeKIapaurMajbHOCTH:
MPOUCXOJIUT COMNPSIKEHHE MacIITaOHbIX
KYJIbTYPHBIX [JIACTOB — TPAJULIUH,
ctusied, napamurm» (136). Barsisinem Ha
MHTEpIpeTalnu B paboTax 3apyOeKHbIX
y4eHbIX, KOTOPbIE HCIOJb3YIOT
TEPMHH «BO3POKJIEHHE» KAK CHHOHUM
«1300peTeHHON Tpaauun» y Xo6cOHaym 1
Peitnkep (Hobsbawm & Ranger, 7-8),
B uccsenoBanun y Haitna MakKunHoH
3TO 03HAYaeT CMELIMBATh COBPEMEHHbIE
3JIEMEHTbI C 3JleMEeHTaMH MPOLLIIOro
1 CO3[aBaTh UTO-TO HOBOE HA OCHOBE
tpaauuuii. (MacKinnon, 60—61).
BkitoyeHne coBpeMeHHbIX 3BYKOB H
MOJIXOJI0B B UCIMOJHEHHE HA IIAHKOOI3,
CBIOBI3IbI U APYTUX MY3bIKAJIbHbIX
MHCTPYMEHTOB, HCI0JIb30BAHHE PA3JIUYHbIX
TeXHHUK TOPJIOBOTO TeHHs], ITO PeKPaACHbIN
NpUMep TOro, KaK 0TEUECTBEHHbIE
MY3bIKaHTbl MOTYT UCI10JIb30BATh
TpaMLMOHHbIE My3blKaJlbHble HHCTPYMEHTHI
B COYETAHHUU C COBPEMEHHBIMH 3JIEMEHTaMH,
UTO BKJItOUaeT B cebsl pas/iMuHble TEXHUKH U
CTHJIM MCTIOJIHEHUST, UCITIOJIb30BAHUST HOBBIX
3BYKOB, KCIIEPUMEHTDI C 3JJeKTPOHUKOH H
3ByKo3anuchto. Hanpumep, ncnosibaoBanue
COMIJIMPOBAHUS M LLKPPOBOH 06pabOTKH
3BYKa 1103BOJISIET My3bIKaHTaM
co3/laBaThb YHHKaJIbHble 3BYKOBbIE
ner3axu, a Tak:ke KOMOHHUPOBATh
pas/MyHbIe KAHPbI M CTHIH. [pyrue
COBpEMEeHHbIe 3J1eMEHTbI BK/IIOUAIOT B
ceOs1 HOBbIE MOJIXOIbl K TEKCTaM [eCeH,
MCI0JIb30BAHUE AJ/IbTePHATHBHBIX
MY3blKaJIbHbIX HHCTPYMEHTOB HJIH JaKe

"KasaxcTaHcKHe MexKyHapoaHbIe
thecTHBAJM COBPEMEHHON 9THHYECKOH
my3bikd «The Spirit of Tengri», «The Spirit of
Eurasia», MexktyHapoaHbI# My3blKalbHbIH
tecTrBab KoueBo# KyabTypbl «Nomad
Way», Mexk1yHapoaHbIH (heCTHBATb
TIOPKCKOH TPaJMIIHOHHON MY3bIKH «AcTaHa
Apkay», MexK1yHapOIHbI peCcTHBAD
9THOKYJIbTYPHOT0 Haceust < Ke3Kuik» u T.11.
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CO3/1aHUE HOBBIX 2KaHPOB U HANpaBJICHUN
B My3bike. COBpeMeHHbIe My3bIKAHThI
TaKyKe MOTYT 3KCMEPUMEHTUPOBATD C
My3bIKaJIbHbIMH (DOpMaMH, CTPYKTypamH U
METPHUKAaMH, BHEJIPSATb B CBOW KOMITO3HUIIUH
3JIEMEHTBI U3 PA3JIMUHBIX My3bIKAJbHbBIX
TpaguuMi U KysabTyp. Takue noaxojpl
MO3BOJISIOT CO3/1aBaTh HHHOBALIMOHHYIO U
YHUKAJIbHYIO MY3bIKYy, KOTOpast OTpakaet
COBpeMeHHbIe TeH/IEHIIUH W BJUSHHUSI.
Kpowme Toro, B coBpeMeHHO! My3biKe
AKTHBHO UCIOJIb3yeTCs HHTEPAKTHUBHOE
B3aUMOJICHCTBHUE C ayINTOpPHEH, BKJIIOYast
HCIOJIb30BaHUE COLMAJIbHBIX ceTel
JUIs1 IPOJIBUKEHHUS MY3bIKH W CO3JIaHUS
Cc000111eCTB eJIMHOMBILIJIEHHUKOB. Takum
06pa3oM, COBPeMEHHbIE 3JIEMEHTbI
B My3blKe OTpaxaloT pagHoobpasue
KYJIbTYP, TEXHOJOTHYEeCKUE TOCTHKEHHUS U
HOBAaTOPCKHE MOJXO/Ibl K TBOPUECTRY.
MouJiofible My3bIKaHTbI CTPEMSTCS CO31aTh
YTO-TO HOBOE Ha OCHOBE HALIMOHAJIbHON
My3bIKaJIbHOH TPaJIMIIMK, COXPaHsIs ee
CYUIHOCTb, HO MIPU 3TOM MoMorasi ei
0CTaBaTbCs aKTyaJIbHOH U TIPUBJIEKATENbHON
JIJIST COBPEMEHHOH ay[UTOPHUH.

Pesynbrathbi

Hata nnrepnperanusi CoBpeMeHHOTO
OBITOBaHMS KAa3aXCKOW HAPOJHOH My3bIKH
TaKOBa — CJIOW BO3POXK/IEHHS COCYLLIECTBYIOT
CO CJIOSIMH YCTOSIBILIEHCS] MUKPOKYJIbTYPbI

M CO CJI0SIMH »KUBOH Tpaauumu. [Tepron
BpPEMEHHU HeJ1b3s1 OTPEIEJUTh TOJIbKO OIHUM
CIOCOOOM.

Modeno. Hem Gouiblile Mbl H3ydaem
HaPOJHYIO UK TPAIMLIMOHHYIO MY3bIKY U
My3bIKaJIbHYIO MIPAKTHKY, TeM GOJbLINHHI
MHTEpeC COCPeL0TauMBaeTCsl Ha yOMSIHYThIX
COCYLIECTBYIOLIHX CJI05IX U B3AUMOCBSI3AX
MeXK/1y HUMH.

Ha naw B3ruisizt, 3T Mojie/1b ONHUCBHIBAET
OTHOLLIEHHE COBPEMEHHBIX My3bIKAHTOB K
TPAJMIIMOHHON My3bIKe U €€ (hOPMHUPOBAHHUIO,
HO €€ TaKKe MOKHO HCI0JIb30BaTh sl
OMMCAHUSI COOTBETCTBYIOLLETO Mpoliecca
B OoJiee paHHUH MEPHUOJL TTPOLLIOTO BEKa.
Mozesib TaKzKe XOpOoLIO CoYeTaeTcsl ¢

YIIOMSIHYTOH BBILLE TPEXMEPHOH TPaiHLIUEeH
KaHOHa, npouecca U TBOPYeCKOro
uamepenusi. OJIHAKO ITH TEPMHUHbBI TaKKe
MOTYT HCIMOJIb30BAThCS /ISl OTIHCAHMS
02KMBJICHHBIX HJIM U300PETEHHBIX
MY3bIKaJIbHbIX CHTyalUH; TPU YIOMUHAHUH
BOCCO3/IaHHsI MY3bIKaJIbHOTO 2KaHpa,
Harpumep, 3TOT TEPMHH JIOJIKEH HMETb
6oJiee LLIMPOKOE OMpejiesieHHe.

Pas6epem BhillleyKazaHHbIE TPH
KOHLLEILHH:

1. Boccozdanue

— coxpaHeHue (popMbl My3bIKaJbHOTO
MPOU3BEICHHUS;

— COJICPIKHT 9JIeMeHT UMUTALIMK/
noJpaKaHus,

— BKJIIOYAeT He3HAUYUTEeJIbHbIE
M3MEeHeHHUsl, XapaKTepHble /151 yCTHO/
3BYKOBOH TpajiMlinK (HanmpuMep, HHTOHALIUH
WJIH OPHAMEHTALMH, CJIOB U (pas).

2. Uzmenenue gpopmot/
mpancghopmayus

— apaHKUPOBKa HAPOJHOH MY3bIKH,
u3mMeHeHne Gopmbl U T.J1L.;

— Bapualuu (Harnpumep, 3aMeHa,
MOBTOP MJIM HCKJIIOYEHHE MOTHBOB H T.I1.);
— coyeTaHue BapUAHTOB TEKCTOB U

MeJIOZUH, MOMyPPH U T. 1.

3. O6ros.aeHUe | uHHOBALUSA

— CO3/IaHHe HOBBIX MeJIOAHH /1K
TEKCTOB, OCHOBAHHBIX HA ayTEHTUYHOM
marepuaJe, T.e. B TPAJMLIMOHHOM CTHJIE U
CO 3HaHMEM KaHOHOB TPaJUIIUH, COXPaHSIs
CyTh;

— coyeTaHHe HOBbIX MeJIOJHUI CO
CTapbIMH TEKCTaMH M Ha060pOT;

— coueTaHHue TPAJMLHMOHHBIX MEJONH ¢
HOBBIMH BCTYIJICHUSIMH, HHTEPJIIOAUSMH H
T.JL;

— KOMTO3HIIMK B CMEIIaHHBIX 2KaHpaXx,
OCHOBaHHbIE Ha TPAJMIIHOHHON My3bIKe,
HO CO CMEChIO HIMOM (JKa3s, POK, My3blKa
COBPEMEHHOr0 UCKYCCTBA U T.JL.).

Moyesib MpU3BaHa OXBATHTb BCE BHJIb
B3aUMOTHOLIEHHUH C TPAAULIHOHHBIM
MaTtepHuasoM, TPAJAULIMOHHBIM CTHJIEM, a
TaK»Ke pas/iMuHble COUeTaHUsi H HHHOBALMH.

ITH KOHLIEMIUH He ClelyeT
paccMaTpHBaTh KaK H30JMPOBAHHbIE



KaTeropuu: Kak uamMeHenne Gpopmel/
TpaHcdopMalLys, Tak 1 0GHOBJeHHe,/
HHHOBAIMHU B OCHOBHOM BKJIIOYAIOT 3JIEMEHT
M3MEHEHUs, 10 KpalHel Mepe, Ha o0L1eM
ypoBHe. Takxke XoueTcst OTMETHUTh, UTO
3JIEMEHT PEKOHTEKCTyaIU3allil MOXKHO
HaWTH B 6OJILIIMHCTBE OXKUBJIEHHBIX UJTH
MUKPOKYJIbTYPHbBIX My3bIKaJIbHbIX CHTYallHH,
MOCKOJIbKY Mbl BCETJIA UCTTOJIb3YEM MY3bIKY
B HACTOSIILIEM BPEMEHH, KAK Obl YACTO Mbl
HH MbITAJMCh BOCIIPOU3BECTH MPOILILJIOE.

B 3TOM KOHTHHYYMe akTyaabHOe
My3blKaJIbHOE TIPOU3BE/IeHHE, ero
UCTIOJIHEHHE MOYKET ObITh MTOMEIIEHO
Ha OJIHY W3 MO3ULIMH; UJIK OHO MOXKET
NPeJCTaB/STh, HAPUMED, U BOCCO3/IaHKe, U
uaMeHenue GpopMbl / ipeo6pasoBanue, Wil
npeJjicTaBasiTh Bee TpH. Kak B mpotiiom,
TaK 1 B Hallle BpeMsl B TIPOLIEeCCe CO3AaHUs
MY3bIKH OJTHHM U€JIOBEKOM MPUMEPbI
MOBTOPHOTO BOCCO3/IaHusl, TpaHchopMaln
1 HOBATOPCTBA YAaCTO HAKJABIBAIOTCS IPYT
Ha jipyra.

Boccosdanue, usmererue u
00HOBACHUE 8 NPOWUAOM U HACMOAU,EM.
«Hapoonoe so3poacdenues B Kazaxcrane
oTMmeuaeTcs B 70-e roapl XX Beka. B toT
nepuoj, B cTpaHe HabJIIOIAETCsl yCUIeHHe
KOMITO3UTOPCKOTO, UCTTOJHUTEIBCKOTO
1 HAyYHOT'O MHTEepPeca K UCKOHHBIM
TeMOpam M HallHOHAJbHOW 3BYKOBOH
NnajuTpe, K 3By4aHHI0 KUHUCTBIX»,
HeyCOBEPLIEHCTBOBAHHbBIX My3bIKaJIbHbIX
MHCTPYMEHTOB. DTOMY COIEHCTBOBAJIO
Cpa3y HECKOJIbKO COLIHOKYJIbTYPHbIX
(hakTopos.

Bo-nepBbIX, B KOMIIO3UTOPCKOM
TBOPUECTBE TEHJIEHIIHSI BOBJIEUEHHUSI
TPAUIMOHHOTO HALIHOHAJIBHOTO
MHCTPYMEHTApHUs B MAPTUTYPhbI
CUM(OHHYECKHX OTTyCOB HOCHJIA
«00111€COI03HBII» XapaKTep, 1
Kasaxcran, Kak HeoTbemseMas 4acTh
CCCP, jiosken 6bl1, «11arast B HOTY €O
BpeMeHeM>», OTPa3HTh €€ B HAlMOHAJLHOM
KOMITO3UTOPCKOM TBOpUYECTBE.

Bo-BTopbiX, K 3TOMY BpeMeHH
NPOU30LIIeJ 3HAUUTELHbIH CABUT
B MCCJIEIOBAHUN U PEKOHCTPYKIMH

JIPEBHET0 Ka3aXCKOro MHCTPyMEeHTapHS.
MIMeHHO B 9TOT neprojL HaYnHaeTcst
MCCJIeI0BATE/IbCKAS IESITENBHOCTD
Kazaxckoro yueHoro bosnara CapeiGaeBa, ¢
MMEHEM KOTOPOro CBsI3aHO CBOeoOpasHoe
BO3POK/ICHHUE TPANLULMOHHON Ka3aXxCKOH
MY3bIKH Uepe3 BO3BpallleHHe K XKU3HH
MHOTHX YT€PSIHHBIX IPEBHUX My3bIKaJIbHbIX
MHCTPYMEHTOB.

B-TpeTbux, Haxoaku (My3biKaJbHbIe
uHcTpyMeHThl) b. CapbiGaeBa siBUJIHCD
MOLIHBIM CTUMYJIOM /15 aKTUBH3ALIMH
JeATEbHOCTH PA3JIHIHBIX (DOJTBKJIOPHO-
STHOrpauuecKux aHcambJier, a TakxKe
cozJianust hoJIbKJIOPHO-3THOrpachHIECKOr0O
opkectpa «OTbipap ca3bl» Moj
pykosoactsoM Hyprucsl Tienauesa.
OcHoBaHHbII Ha UICKOHHOM 3By4aHHH
JIPEBHUX Ka3aXCKUX HHCTPYMEHTOB, OPKECTP
H. Tnenauesa npotuBonoctaBu 6oJee
HelTpaJsibHO 3BydallleMy ['ocynapcTBeHHomy
opkectpy uM. Kypmanrasel 6oratctBo
HaLMOHAJILHBIX TeMOPOBBIX KPACcoK, HX
6JIM30CTb K «3THUUECKOMY TeMOPOUIeany>.
Hrak, 1970-80-e roapl cranu BpemeHnem
MHTEHCHBHOIO Pa3BUTHs HOBBIX (hopM
uenognutesibetBa B Kasaxcrane.

W nakowel, Hesib3s1 3aObIBATh, UTO
MMEHHO paccMaTpUBaeMblil eprojL
XapakTepuayeTcs pacrpocTpaHeHueM
B MHUPOBOM HayKe HOBBIX Mapajiurm B
00J1aCTH 3THOMY3bIKO3HAHMS1, KOTOPbIE
COCTaBUJ/IM PyHAAMEHT 151 06'bEKTUBHON
OLIEHKH MY3bIKH HEE€BPOMEHCKUX HAPOJIOB
Ha mectax. B CCCP u Kasaxcrane,

B YaCTHOCTH aKTHBHO pa3BHUBaAETCS
MY3bIKaJIbHOE BOCTOKOBEJIEHHE,
(hopmupylolllee «HeeBPOTOLEHTPUHCKUI
Barasin» (A. MyxamberoBa) Ha

Ka3axCKYyI0 TPAIUIMOHHYIO My3bIKaJbHYIO
KyJIbTypy. DTa TeHAEHLUS HaTJISHO
oTpakeHa B cJIoBax rnpodeccopa

A. Myxam6eToBOH, nucaBliei: «B
My3bIKaJIbHOH KyJsibType CoBeTCKOro
Kasaxcrana cyliecTByeT u noHbiHe /3a
tedenusi. OJIHO, TPeeMCTBEHHO CBS3aHHOE
C TPAJMIIMOHHON MTpoheCcCHOHANBHOH
MY3bIKOH, Ipyroe — HOBO€, 3apO/IBLIeecs
B COBETCKYIO 310Xy, [pe/CTaBJsIeT
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co6o# npoeccroHaIbHOE HCKYCCTBO
eBporneiickoro tuna. O6a TeueHus
BOIJIOLIAIOT KaK Obl TPOTHBOMNOJOXKHbIE
KauecTBa HALIMOHAJBHOIO — OJIHO HeceT

B ceOe TeHACHUMIO K KPUCTAJIH3aLMH
yHacJ/1eJI0BaHHbIX HauaJl, Ipyroe CTPEeMHUTCs]
K pacuiMpeHnio BHelHUX cBsizei. Ho
npoliecc B3aMMOICHCTBHS HALIHOHAJBLHOTO
U UHTEPHALMOHAJIBHOTO [10-CBOEMY
NpoTeKaeT B KaXKJI0M U3 HUX. B cuiy
OIPOMHOTO PasJiMyKsl My3bIKaJbHbIX CHCTEM
9T TeYEHHUs] PAa3BUBAOTCS NapaJliiesibHo,
XOT$1 M B3AUMHO MCIOJIb3YIOT IPYT Ipyra»
(306-307).

C yBesiueHuneM ypoBHs yOJHKaLMi
B HAay4HbIX H3[IAHUSIX U B HHTEPHET-
NPOCTPaHCTBE U MEIUATH3ALMH
o6llecTBa n3MeHenne/ Tpanchopmalys u
0GHOB/ICHHE/ HHHOBALMH YBeTHIHBAIUCD
B OTHOLLIEHUH BOCCO3/IaHHH MYy3bIKaJIbHbIX
TpaaMUMA NPOLIEAIMX BEKOB JI0 HAaLLIUX
aneit. Ceiiuac My3blka, B HEKOTOPBIX
KOHTEKCTaxX CTaJjla TOBApOM, a Ji/Isi HOBOT'O
TOBapa €CTb PHIHOK U ayAUTOPHSI.

OnmHuM 13 pe3ysbTaTOB My3bIKaJbHOTO
00pasoBaHMsl U MeIMaTH3ALIUH SBJISCTCS
TO, YTO OOJILLIMHCTBO MY3bIKAHTOB
BOCIPUHUMAIOT TPAAHLIMOHHYIO My3bIKY KaK
OJIHYy U3 MHOTHMX My3bIKaJIbHbIX HallpaBJeHHH
B I1POSIBJIEHUM TBOpPUYECTBA, HECOMHEHHO CO
3HAHUEM JIPYTHX KAHPOB U CTHJIEH, TAKUM
o0OpasoM, cozaaeTcs NpeKpacHas nousa st
6oJiee CJI0KHBIX BUJIOB TPeoOpa3oBaHusl.

Jluist konua XX u Hauasia XXI BekoB
HEKOTOpbIE 3JIeMEHTBI TpeoOpa3oBaHus
1 HOBATOPCTBA TPAULIMOHHON MY3bIKH
KaxKyTcsl OOILIMMH, HO B COBPEMEHHON
MUHCTPYMEHTaJIbHOH HAPOJHOH My3bIKe
9TH 3JIeMEHTbI [POLLJIM CBOH 3Tar
TpaHcopmalini. Bot HeckobKO
NPUMeEpOB (J10/-HHIyCTPHAILHOTO THIA ):
He3HauuTe/IbHble H3MEHEeHHUS TeKCTa;
3aUMCTBOBAHHE MOTHBOB; MOJU€PKUBAHKE
orpe/lesIeHHBIX MOTHBOB, HallpUMeEp;
cosnanue hpasbl/MOTHBA U3 1AGJOHHbIX
3JIeMEHTOB; MeJIoJIHUeCKasi Bapualysi, 4to
M03BOJISIET CO3/1aTh HOBbIE MEJIOJIUH.

JlJ1s1 coBpeMeHHOCTH THITMYHbBI JIpyTHe
3JIeMEHTbI: MHCTPYMeHTaJ/IbHble BCTYIJIEHHUS,

UHTEPJIIOJIHS U aPAHKUPOBKH; HCKJIOUEHHE
MOBTOPEHUH U NapaJuiesiell, BMeCTO HUX
YCHJICHUST «TPAIMLIMOHHBIX>» [IPHEMOB
MyTeM PUTMO-HMHTOHALIHOHHBIX MOTHBOB
UCITOJIHEHHUS; IPOJYMaHHOE MHOTOT0JIOCHOE
TeMaTHUYeCKOe pa3BUTHE; HCI0Jb30BaAHNE
ICTETHUECKH OCO3HAHHOH TEXHUKH
OpHuKoJaXKa, KoTopast MOXKeT 03Ha4aThb
00'be/IMHEHUE JIEMEHTOB TEKCTa U MEeJIOIUH
13 HECKOJIbKHX BAPHAHTOB, UCIOJIb30BaHKE
JIBYX MM GoJlee PasHbIX MeJIofui 1/

WJIM pUTMOMETpHUYECKOe MeperieTeHue;
o0beIMHeHNE TPAJHUIIMOHHBIX U HOBbIX
COCTaBHbIX 2JIEMEHTOB, HJIH 2Ke
00be/IMHEHHBIN MYy3blKaJIbHbIH TEKCT B
HeTPaJULHOHHBIA [TOITyPPH, KOTOPBIH
COCTOMT U3 HHTEPTEKCTyasIbHO CBSA3aHHBIX
receH WJIU MeJOJUH.

Bhileonucantbie 3eMeHThl HAlLLIH
CBOE€ OTPa’KeHHE B KOMITIO3UTOPCKOM
TBOpuecTBe Baybipxkana Akraesa.
OT/JIMYHBIM TPUMEPOM MOKET MOC/TYKUTh
JUIsl HAC HHCTPYMEHTaJIbHas Mbeca
«IITanko6bI3ra apHay», Kotopas Obl1a
crielia bHoO Co3ana st aHKkoOb13a°.
HecwmoTpsi Ha To, 4TO B paKkTHKY
Obl/1M BO3BpallleHbl MHOTHE JIpeBHHE
MHCTPYMEHThI, OIHAKO B MY3bIKAJIbHbIX
KOJIJIEKTHBAX UHCTPYMEHT HCIOJIb3yeTCs
JU151 3BYKOBOTO 3(ppeKTa u He GoJiee TOro.
B cBsi3u ¢ 9TUM, 111aHKOObI3 HE UMeJT CBOET0
pernieptyapa. DTa nbeca MocBsillieHHe
MHCTPYMEHTY, [JIe MOXKHO yCJiblLIaTh
€ro MOJIHOLICHHOE 3By4aHHe, a TaKKe
0OHapY>KUTb HaJIMYMEe My3bIKaJIbHBIX TEM.
JI1060MbITHO, YTO B 9TOM MPOU3BEAEHUU
aBTOp oOpallaeTcs K 1epeBAHHOMY
IIAHKOOBIZY — «Jicbleat 003 Komys®» —
3a0bITOMY UHCTPYMEHTY, ObITYIOLIEMY B
Kupruscrane, KoTopbiu y2ke OblJl yTepsiH
Y BblLLIeJ U3 pakTHKH. Tak siech Mbl
CJIBILLIMM MCIOJIb30BaHHE CPasy JIBYX BHJIOB
waHkoObI3a. [Tpoussenenue noctpoeHo
Ha HaPOJHbIX MOTHBAX (JIEUTMOTHB K051
Haynetkepes «Kocanka», uurata us3 Kios
Kypmanraasr « Capblapka», HApOJIHOTO KIOsi
« AHIIBIHBIH 3apbl», MecHs «Xa/ayJaimMm» ),
NpeJICTaBAeHHbIX Y2Ke B COBPEMEHHOU
o6pabotke (Mypaanuesa 192).



Kazaxckasi TpamuimonHas
MHCTPYyMEHTAJ/IbHAsl My3blKa aCCOLIUMPYETCS]
C MOHATHEM KYJIbTYPHOTO HACJIeHS.
3a nocsesiHee ecAaTHIeTHE MHTEpeC
CO CTOPOHBI MOJIOZIOTO MOKOJICHHST —
803p0OJIeHYes, KOTOpble CTPEMSITCS
MOMYJISIPU3UPOBATh CTATYC TPAJAHUIIHOHHON
MY3bIKH, TbITAsICh CO3/1aTh KAHPbI, TAK
Ha3bIBAEMYI0 MUKPOKYJIbTYPY Ha TeX XKe
YCJOBHSX, UTO U JIPYTHE My3bIKaJbHbIe
rpynnsl, paboTatolue B ka3, poK H T.II.
HarnpasJseHusix. B To xxe Bpemsi, ¢ poctom
npodeccHoHan3alnH, MOCpPeHHIeCTBA
1 Me/IMaTH3aLMH, CYLLIeCTBYET TEHACHIIUS
paccMaTpuBaTh HAPOAHYIO My3bIKaJIbHYIO
TPaJMLMIO B LiesIoM GoJibllie, KaK MaTepHal,
CTHJIb; My3bIKaJIbHbIH SI3bIK, IOCTYIHBIH /151
BCEX.

C nauvasna XXI Bexa My3bIKaJIbHbIH
(hOH BO3pO2K/IEHIIEB HAPOIHON MY3bIKH
ctaJs 6osiee pasHoobpasHbiM. MoJiozble
MY3bIKAHTbl BO3POXKIEHHS B COBPEMEHHOM
KasaxcraHne umeroT onbIT paboThl B
JKa3e, POK-My3blKe, X3BH-MeTaslle,

1 4acTo NapaJijie/IbHO 3aHUMAIOTCS

THMH MYy3bIKaJIbHBIMH CTHJISIMH, OTCIO/1A
CJIeJlyeT, YTO Yallle Mbl CJIbILLIUM CIJIaB
pPasHOOOPA3HBIX CTHJIEH CPagdy, YTO MOXKHO
onpesiesuTh Kak fusion'’. Brieuatsisiioliee
CBMJIETEJILCTBO MapaJiyie/IbHOr0 0CBOEHHS
MY3bIKaJIbHBIX CTHJICH poxkaaeT O0JbLIoe
KOJIMYECTBO HOBBIX My3bIKaJIbHbIX
KOJIJIEKTUBOB, paOOTAIOLINX B PA3JMUHBIX
YKaHpax.

CkasaTb, UTO My3blKa, 1 0COOCHHO
TpajIMLIMOHHAS My3bIKa, 4aCTO
MONUPYHKIMOHAIbHA, TOUYTH GaHAJBHO.
Kak npasuJio, B nonyJisipHoi My3blKe,

HO TaKxKe U B BO3POXKIEHUH HAPOTHON
MY3bIKH IPe00J1aIaloT KaK sCcTeTHyecKas
(yHKLMS, TaK U collMasibHast (PyHKILUS 110
00 beIMHEHHUIO JIIOJIeH. XOTsI ICTeTHUECKasi
(PYHKIIMS TPUCYTCTBYET U B TPAAUIIMOHHBIX
YCJIOBHSIX, B HallleM MOHUMaHUH
pedyHKIMOHANU3ALMST 03HAUAET
BO3POK/IEHHE JIPEBHUX MY3bIKAJbHBIX
MHCTpyMeHToB. OTCIoN1a ClleyeT, UTo
npottecc Bo3poxkaenus (folk revival) ato He
TOJILKO JleKoHTeKCeTyasusatius (Ronstrom

44), HO ¥ PeKOHTEKCTyaJ u3allisi HapOJHOH
my3biki (Bithell & Hill 4). Takum o6pasom,
MOJIOJIble «BO3POKIEHIIbI» CMOTJIH
nepeHecTH HapOJHYIO0 MY3bIKY (HEKOTOpbIE
NPSIMHUKOM M3 apXMBHBIX 3aMuceil) B
KOHIlePTHbIE 3aJ1bl, TAHLEBAJbHbIE CLEHBI,
thecTHBaM, My3blKasbHble Kade 1 KyObl,
60JIbLIME HAPOJHbIE TYJISTHUS U TPA3HUKH
Ha OTKPBITOM Bo3ayxe. B pedysbrare 37010,
ceiiuac B Kazaxcrane goJsik-My3bIKaHTOB
cTasio OoJibllle, YeM KOra-Jaubo npexie.
371ecb MPOUCXOUT UHTEPECHBIN
npotece. 3aHATHS TPAAUIIMOHHON My3bIKOH
CTaJIh HOPMaJIbHOM YacThbl0 COBPEMEHHOH
KyJbTypbl. 1151 MHOTHX BO3POKIEHLIEB
MHTepeC K TPAAUIIMOHHON My3biKe OblI
CEPbE3HBIM MTPOPLIBOM B UX MY3bIKaJIbHbIX
6uorpadusx, K npumMepy oTeyecTBeHHble
My3bIKaJlbHble KOJIJIEKTHBBI: POKcOoHAKH,
Yawiray, Annacnan, The Magic of
Nomads, Typan, XacCak, Capman u
T.1. MOJIOIIBIX SHTY3MaCTOB HAPOHOM
MY3bIKH HHTEPeCOBaJH (POJLKIOPHBIE
»KaHpbl, KOTOPbIE TIOYTH UCUE3JH, HO
ellle CyLeCTBOBAJIH IJle-TO U MOTJIH ObITh
3a/I0KyMEHTHPOBAHbI TOJILKO B MOCT
(hYHKIIMOHAJILHOM KOHTEKCTe (Harpumep,
lIaMaHCKHe KaMJIaHWsl, TEXHUKH
rOpJIOBOTO TE€HHSI U JlazKe yTepsiHHbIE
MPAKTHKH HCIIOJHUTENLCTBA HA IPEBHUX
MHCTPYMEHTAX ).

8[1lankoObI3 — camMO3ByUallHi
SI3bIYKOBBIHH HAPOIHBIM HHCTPYMEHT.
M3aroraBauBaercsi U3 pa3JuuHOro BUia
MeTaJlia, KOCTH U JIepeBa.

DKbirau (1epeBsHHbIM) 003 KOMY3 —
PasHOBHIHOCTD JIPEBHEMIIIET0 KbIPIbI3CKOT0
IIUTTKOBOTO sI3bIYKOBOTO HHCTPYMEHTA
BapraHHoro THIMa, B OCHOBHOM pPacrpo-
cTpaHeHHoro Ha tore Keipreizcrana.
M3aroraBiuBaeTcs U3 iepeBa xKUMOJIOCTH
HJIH BOJTUbEH Ir0/Ibl, GJIarofapst KOTOPbIM
MHCTPYMEHT H31aeT 0COObIN 3BYK.
[IpesncraBJsieT co60¥ 1€PEBIHHYIO MJIACTHHY
C CY2KeHHBIM KOHIIOM, JUIHHOH OT 13 110
18 cm, wupuno# 1,56—2 cm. B naiactune
BbIPE3aeTCst sI3bIY0K, K KOTOPOMY KPEIUTCsl
30-caHTHMeTpOBAS LIEJKOBAS HUTD,
KoJieGaHusl si3blUKa JOCTUTA0TCSI Ty TEM
3aIUIbIBAHUS HATH.
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«PaccmarpuBaeMble KOJIEKTUBBI U
MCIIOJIHUTEJIH TPUBHECIIH B OT€UECTBEHHYIO
3CTpajly COBEpLIeHHO NapajoKcalbHble Ha
NepBbIF B3TJIsL SIBJI€HUST — COBMeElleHHe
KyJIbTYPHBIX BesiHU# 3anaja ¢ HHTOHALUSIMU
Kazaxckoro meJjioca. boraTblii v Becbma
pasHooOpa3HbIf penepTyap, oOpalleHne
K JIyXOBHOMY HaCJIe/INIO, K HCTOKAM,
NpeKJOHeHHe BLICOKOMY MacTepPCTBY
HaPOJHBIX CAMOPOJKOB CIIOCOOCTBOBAJIH
CTAHOBJICHHIO JIMYHOCTEH, POPMUPOBAHHIO
MY3bIKAaHTOB — yHUBepcaJoB» (Mycarymnosa
256).

Paamblisisi 0 COBpeMEeHHbBIX KYJIbType
M UCKYCCTBE MMEHHO B KOHTEKCTe
B3aUMoIepeceyeHun TPAAULMOHHBIX 1
MHHOBALIMOHHBIX 2JIEMEHTOB, PACCMOTPEJI
Te e napajiokcasbhble siBaenus Maanui
3emuoBckrd. OHO U3 HUX 3aK/II0UAETCS
B TOM, YTO «...HCKYyCCTBO BOJIbHO U
HEBOJIbHO CTPEMUTCS ObITh « CETOHSILIHUM»
(XpoHOJIOTMYECKH, IO CBOEH TeMAaTHKe
M TEHJICHLUSIM ), U B TO K€ BpeMsl, Kak
BCSIKOE TBOPYECTBO, OHO HE MOXKET He
yeTpeMsisThes B Oyyiiee» (28-29).

OcHoBHbI€ M0JI0KEHHUS

CoUMOKYIbTypHble U3MEHEHHUS B
Kazaxcrane umMeroT 3HauMTe/IbHOE
BJIMSIHME HA BOCIIPUSITHE U Pa3BUTHE
TpagMUHMOHHON My3bIKH. ['no6anuszaiius,
MUIPALMS, TEXHOJIOTHUECKHE H3MEHEHHUST
1 Jipyrue hakTopbl CO3AAT IMHAMUYHYIO
KYJIbTYPHYIO Cpejly, KOTopas BJIUSIET Kak
Ha TPaAULMOHHbBIE, TAK U HA COBPEMEHHbIE
My3blKaJibHble BblpaxeHus. HecmoTpst Ha
BJMSIHME BHELIHUX (PaKTOPOB, COOBITHS U
JIBU?KEHHSI, KOTOPbIE MOTYT CTHMYJIMPOBATh
MHTepeC K HAUMOHAJIbHON HIEHTHYHOCTH
uepes My3bIKy, BKJIOUAIOT:

Fusion (epeBoji ¢ aHIJI. «CIIaB») —
MY3bIKaJIbHbIH CTUJ/b, COeIMHSAIOLIUN B cebe
9JIEMEHTBI J12Ka3a U My3bIKH JIPYTHX CTHJIEH,
0GbIYHO 1011, POK, (oJIK, perru, dpank, R&B,
XMIT-XOII, 3JIEKTPOHHAS My3blKa M STHHYECKas
My3bIKa. AJIbGOMBI (DbIOXKH, J1aKe ClleJaHHbIe
OJTHUM UCITOJIHUTEJIEM, YACTO BKJIIOUAIOT B Ce0s1
pasHoo6pasue 3Tux ctuJell. (Bukuneaus)

1. Kynbryphble ectuBanu n
My3blKaJibHble cOObITHSI. OpraHusaiyst
thecTrBasiell TPAMIIMOHHON KA3aXCKOU
MY3bIKH, KOHIIEPTOB HAPOAHbIX
MHCTPYMEHTOB MJIM MEPOTPUSATHH,
MOCBSILIIEHHBIX HALIHOHAJILHBIM MPa3IHUKaAM,
Cr1ocOOCTBYET COXPAHEHHUIO M MTPOJABHIKEHHUIO
TPaJIMLIHOHHON My3bIKaJbHOH KYJIbTYpHI.

2. MouosieskHble IBHAKEHMS].
MouiofiexKHbIe OpraHU3aLNH U IBHIKEHHS,
TMOCBSILLIEHHbIE COXPAHEHHIO KYJILTYPHOTO
Hacaeust U TPAJAMIIHOHHON My3bIKH, MOTYT
MrpaTh KJIOUEBYIO POJIb B POJIBHAKEHHH
HaLMOHAJLHON HIEHTHYHOCTH Yepe3
MY3BbIKY.

3. O6pazoBatesbHble TPOrPaAMMBI.
BkJtoueHue nayuyeHust TpaHLIMOHHON
MY3bIKH B LIKOJIbHbIE H YHUBEPCUTETCKHE
yueOHble MPOrpaMMbl IOMOTAeT COXPAHUTD
¥ 1epeaTh My3blKaJbHOE Hace e
MOJIOZILIM MTOKOJIEHHSIM.

4. Menna 1 uudpoBble MIaTHOPMBI.
Hcnosib3oBanue coBpeMeHHbIX
MeJa v IMPOBLIX NM1aThopM st
pacrpocTpaHenust ¥ MPOJABHKEHHS
TPaJIMLIHOHHON My3bIKH MOXKET TTOBBICHTb €€
JIOCTYTHOCTb U TOMYJISIPHOCTb.

5. 'ocynaperBennas noauepkka.
MHuumatuBbl M NporpamMmMbl,

NoJjIe pzKHBAEMbIE TOCYIaPCTBOM,
HampaBJ/IeHHbIE HA COXpaHEHHE,
NPOJIBUKEHHE U PA3BUTHE TPAIULIHOHHON
MY3bIKH, CIIOCOOCTBYIOT MOJIE P2KKE
HALMOHA/IBLHON HIEHTHYHOCTH Yepe3
MY3bIKY.

IT1 PaKTOPbl U COOBITHSI MOTYT
CTHMYJIMPOBATh HHTEPEC K HALIHOHAJIBbHOH
WIECHTHYHOCTH Yepe3 My3bIKy, oMorast
COXpPaHUTb U TIpeycreTb B pa3BUTHH
TPAULIMOHHOH My3bIKAJbHOH KyJIbTYpbI
Kaszaxcrana.

3aKknwyeHue

Mbl nonbitanuch 06CYINTb HEKOTOPbIE
acrneKTbl 0ObEKTOB K TPANUIIUS» U
«BO3pOXKIIEHHE» HA MPUMEPE Ka3aXCKOH
TPAMLMOHHON MY3bIKH, U B 3TOM
KOHTeKCTe OblJla MpeJICTaBJeHa MOJIe b,



COCTOSILIAS U3 KOHLIEMLHMH «BOCCO3/IaHUE »,
«TpaHchopmalnsi» U «0GHOBJEHHE» KaK
crnoco0 onucaHusl U aHaIM3a My3bIKAHTOB-
MCIOJIHUTEJIeH, ¢ PAa3JIMYHBIM MTOJXO/I0M,
HO COBMAJAIOUIUM OTHOLLEHHEM K
TPaJMLIHOHHBIM MaTepUaJsaM U CTHJISIM.
Moyiesib TaKk:Ke MOKHO paccMaTpUBaTh Kak
BO3MOZKHbIH MHCTPYMEHT J/151 H3YUECHHUS
TBOPUYECKHX MPOLLECCOB BOCCO3AAHMS, a
TaKKe KakK crocod pacCMOTPEHUsI CBS3eH
MEXKIy TPAIULUSAMHU U BO3POKIECHUEM,
CTaOUILHOCTBIO U HHHOBALUAMH. OqHUM
13 OCHOBHBIX MOMEHTOB SIBJISIETCS TO,
4TO U3MeHeHHe (hOPMbI M OOHOBJIEHHE
B 9TOM CMbICJI€ PEJIKO TPUCYTCTBYET
OTJIEJIbHO U (BEPOSITHO ) HUKOTIA
pa3oOLIEHHO OT BOCCO3/aHUsI; 3TH
pasHble paboure hopMyJibl MOTYT ObITh
MCIOJIb30BAHbI, HO HA PA3HbIX YPOBHSIX.
Boccranosnenue, usmenenue gopmbl U
0OHOBJIEHHE MPOLECCOB, HAYABILIMECS
elle B XX Beke, Kak JIOTHYeCcKoe
NPOJOJIKEHHE OMPEeJsIIoT OTHOLLIEHHE
COBPEMEHHBIX My3bIKAHTOB K TPAULIMH.
Cyl111eCTBEHHBIM OTJIHIHEM BO BCEM
MHOr006Pa3HH MPOUCXOASLIETO MOKHO
Ha3BaTh BO3HUKHOBEHHE 3JIEKTPOHHbIX
MHCTPYMEHTOB (J10MObIPa, XKeThIreH,
KOOBI3-TIPUMa ), MOSIBJICHHUE KAHPOB CTHJIS
fusion, HO 0cOGEeHHON OTIMYUTEBLHOH
yepToil sBJsieTcsl POJBKJIOPHBIA MaTepual,
MCI0JIb3yeMbIH B TBOPUECTBE MOJIOJIMH
MY3bIKaHTAMH - HCTTOJIHUTEJISIMH Ha
TPaJIMLIMOHHBIX HHCTPYMEHTAX U HE TOJIbKO,
C UHTErPUPOBAHUEM BCEX BbIIIEOMHUCAHHBIX
MPOLECCOB Ha CLIEHY MAaCCOBOW MYy3bIKH.
CoBpemeHHbIH MUp TpeOyeT HOBBIX (hOPM H
METOJIOB Pa3BHUTHSI, BOTIPOC JIUIIIb B TOM, UTO
SIBJISIETCS] CAMBIM BaXKHBIM ¥ HEOOXOIMMbIM
ycJ0BHeM oxkuaaemoro. Jlymato, 4To 3TUM
YCJIOBHEM SIBJISIETCS] COXPAHEHHE U pa3BUTHE
KysbTypbl Kagaxcrana, KakoBo# siBJsieTcst
HbIHELIHSS 1€ HCTBUTEIbHOCTD.

3 onpoca My3bIKaHTOB-HCITOJNHUTEEH
1 KOMII03UTOPOB, Yallle BCero OHu
npecnenyioT UeJH, Ie MyTeM BO3POKIeHUS
MY3bIKaJIbHOrO MaTepuaJa, HCroJb3yloT
€ro B pas/IMuHbIX My3blKaJbHbIX (hopMax.
JInst uernosmHuTEIeH HAa BO3POKIEHHBIX
MHCTPYMEHTAX UCIOJIb30BaHHe

TPaMUMOHHOTO MaTepuaJa, noauepKUBaioT
AYTEHTHYHOCTb M YUCTOTY 3BYYaHMH,
oboralleHue pernepryapa, a Takxe
MOMNyJISIPU3aLHUIO CPEJIH Macc.

B 310l cTaTtbe Mbl 0TpasuIu
MHOrooOpasue rpaHei v ocaeacTBUi
MY3bIKaJIbHOTO BO3POXKIEHUS C
COBPEMEHHO! U ry106aIbHOM TOUEK 3PEHHS.
Onwupasich Ha UJIEH U MEPCTIEKTUBBI, Mbl
CTPEMHUMCSI:

1. PacemoTpeTh BO3pOKICHHE My3bIKH
KaK Ba2KHEHLIHH KyJIbTYPHbBINA IIpoLece
JUI51 CO3MAHUS CMbICJIA U OCYLLIECTBJIEHHUSI
COLMOKYJIbTYPHBIX H3MEHEHHH B
TPAJAULHOHHON KA3aXCKOW MYy3blKaJbHON
TpauLKH;

2. PaccmoTpeTh Kak TeopeTHUYeCKY10
KOHUETLHIO H NTPEYIOKUTh
HOBbI€ MapajurMbl /15l aHAJIU3a
TpaHchopMalHOHHbBIX aCMEKTOB 1
COBPEMEHHBIX MOCJEICTBHH Mpolecca
BO3POXK/IEHHUS Ha TPUMEPE Ka3aXxCKoH
TpPaMLIMOHHON MY3bIKH;

3. BHesipuTb TEOPHIO BO3POKICHHUS
¥ UCCJIEJIOBATh HOBbBIE MYTH MOHUMAHHUS
MPOLLECCOB KyJIbTYPHOTr0 0OHOBJICHHS B
JIOKaJIbHbIX MacllTadax.

371eChb Mbl OTTHCHIBAEM TEOPETHUECKYIO
30JI0TYI0 CePEIMHY MEXKJLy ABYMS T10JII0CaMH
TpajMLIMK U Bo3poxKaeHusi. Pasa nocse
BO3POXK/IEHHUS XapaKTepU3yeTcsl Mperkiie
BCEro NMPHU3HAHUEM TOTO, YTO BO3POXKIACHHAS
TpaJLMsl TPOYHO YTBEPHJIACh B HOBOM
KOHTEKCTeE.

JlesieaTh HaleK1y HA HacToOsILLIEe
MCKYCCTBO C HAPOJIHBIMH MOTHBaMH Oy1eT
COBCEM HAWBHBIM H HEXKH3HECTIOCOOHBIM
B yCJIOBHSAX OBICTPO pa3BUBAIOLLIETOCH,
JIMHAMHYHO M3MEHSIIOLLerocst MUpa,
COLIMyMa, COBPEMEHHBIX peasivii B
BHUJIC OTPEOUTENICKOTO OTHOLICHHUS K
My3blKasibHOMY 1pojykty. [TosTomy cefiuac
B Ka3aXCKOH My3bIKe TPOUCXOIUT BCE
TO, YTO MPOTUBOPEUYUT €€ FapMOHUYHOMY
PasBUTHIO.

ITO MPOCTPAHCTBO MOC/Ie
BO3POXKIEHHS TAKIKE MOYKET ObITh
3ar0JIHEHO OTPAHHYHBIMH YKAHPAMH
1 UCMTOJHUTEJbCKUMU MTPAKTHKAMH —
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“HOBBIMH 3ByKaMH, HOBBIMH TEKCTYpaMU 1
HOBBIMHU perepTyapaMu’, KaTajan3atopom
JUIS1 KOTOPBIX TIOCJY2KHJI0 BO3POXKIIEHHE
(Livingston 81).

Bce GoJibliie 5THOMY3bIKOBE10B
OEeCMOKOUT rOMOTe€HU3UPYIOLIUH
3¢ deKT robdasn3allu, OHAKO CelyeT
OTMETHUTb OTJIHUHYIO CTIOCOOHOCTD
MY3bIKAHTOB TBOPUYECKH pearupoBaTh
Ha pa3pyLIUTe/IbHbIE MOCAECTBHS
ry106aTu3almH.

BakHo noHumarb, Kak 3TH Mpollecchl
BeCTEPHU3ALMU U TI00aU3alHH BJAUSIOT Ha
pa3BUTHE U TpaHCHOPMAIIHIO MY3bIKAJBHOTO
MCKYCCTBA B PA3JIMUHbBIX aCMeKTax.
HekoTopble KOHKpETHbIE 3JIeMEHTI,
MOJBEPrIHeCs BJIUSIHHUIO, BKJIOUAIOT:

1. Hnempymenmeot. Beenenue
3arnajiHbIX My3blKaJlbHbIX HHCTPYMEHTOB,
TaKHMX KaK ruTapa, CKpUIKa v KJaBHIlIHbIE
MHCTPYMEHThI, MOBJUSJIO HA 3ByYaHHe
TPaAMLMOHHON Ka3axcKoi My3bikd. B
COBPEMEHHbIX KA3aXCKUX KOMITO3HLHSIX
MO2KHO YCJIbIILIATE CMelleHHe
TPaAULMOHHBIX U 3aMAIHBIX UHCTPYMEHTOB.

2. )Kawupol u gpopmot. I'noGanuzanys
crnocoOCTBOBaJIA MOSIBJIEHUIO HOBbBIX 2KaHPOB
1 popm B My3sbike Kazaxcrana, Takux kak
1011, POK, XUIT-XOI H 2JIEKTPOHHAsI My3blKa.
ITO OTPA3UIIOCh HA CTPYKType U CTHJIE
COBpEMEHHbIX Ka3aXCKHX KOMIO3ULHH.

3. Tekcmol u s361K. B HEKOTOPBIX
caydasix riodasnusanus npusesa K
MOSIBJEHHIO TeCeH Ha aHIVIMHCKOM sI3bIKe
WJIM K CMELLIEHHIO aHIVIMACKUX U Ka3aXCKUX
TEKCTOB.

4. [pou3so0cmso u 38yK0O3aNUCH.

C pasBuTHEM TEXHOJIOTHI TJI0OANIH3alINS
MOBJIMSIIA HA 3BYKO3AIUCh, CBEJIEHHE H
MaCTepPUHT My3bIKaJIbHbIX [IPOU3BEICHUH,
YTO OTPA3UJIOCh HA 3ByYaHUH Ka3aXCKOMH
MY3bIKH.

OnHako, BaKHO OTMETHTD, YTO 9TH
M3MEHEHHS TaKxKe BbI3bIBAIOT HHTEPEC
K TPaJAMLIMOHHBIM 3JIeMEHTaM Ka3aXxCcKoh
MY3bIKH, U MHOTHE MY3bIKAHTbI CTPEMSITCS
COXPaHHUTb YHUKAJIbHbIE TPAIULIHH,
00bEIMHSISI HX C COBPEMEHHBIMU
TeHJEHUUSIMH.

SIBnsieTcs in camo no cebe
BO3pOXKJIeHHE, TAKMM 00Pa3oM, BCero
Juulb asoii? B KaKOM-TO cMbIc/ie OTBET
JIOJKEH ObITh yTBEpAUTENbHBIM. OHUM U3
HauboJiee 3HAUUTEJILHBIX M3MEHEHHUH KOHIIA
XX ¢ Hauasa XXI BeKoB CcTaJjo BXOXK/IeHHE
HapOJHON MY3bIKH B pasjies My3blKajbHOH
uHIycTprn world music.

[Tepecekast 3TOT HOBBIH JlaHAIIADT, Mbl
MO?KeM TOHSITh COBPEMEHHbIE TeHEHIINH,
OTpaKeHHble B 3TOM HOBOM SI3bIKe, KaK
4acTb MPOJIOJKAIOIIETOCS BEKOBOTO 1IMKJ1a
KYJIbTYPHOTO OOHOBJIEHHS].

Hecomuento, uto, nopo6Ho
cpeniHeBeKOBOMY Peneccancy (Bo3HUKILIEMY
BO MHOTOM B pe3yJibTaTe B3aUMOJIEHCTBUS
KyJbTyp), B XXI Beke B Kazaxcrane
o0lilee pa3BUTHE H MPOJIBUIKEHHE
CUHKDPETHYHBIX My3bIKaJIbHBIX 2KAHPOB
Ha COBPEMEHHON My3bIKaJILHOH ClieHe
NOJYYHJIH TMTOJOKUTEJIbHBIH HMITYJIbC, UTO
MO3BOJIMJIO BOPBATHLCS OTEUECTBEHHBIM
My3bIKaHTaM Ha MeXXIyHapOJIHYIO CLIEHY.
To, uTo M3HAUAILHO HAUMHAETCS KAK
TBOpUECKHE TIONCKH YHHKAJBLHBIX CTHIel/
3BydaHHUsl, MHOXKECTBEHHbIE SKCTIEPUMEHTbI
1 UMeIOlIHeCs: TEXHUYEeCKHe BO3SMOXKHOCTH,
KOTOpPbIE €CTh Y COBPEMEHHBIX My3bIKAHTOB-
UCIIOJIHUTEJIEH, TIO3BOJISIIOT UX aMOUIIHUSAM
CTPEMUTBLCST Ha GOJIBLIYI0 MEXKTYHAPOHYIO
My3bIKaJIbHYIO apeHy, JaxKe ecJ/iu noHavasny
9TO MPOUCXOJUT MyTeM PaCPOCTPAHEHHUS
yepes CollMa/ibHble CETH H CTPUMHHTOBBIX
CEPBHCOB.

OnHaKO HAUBbICILIEH TOUKOH
9TOTO JIOCTUXKEHHS SIBJSIETCS TO, UTO
My3bIKaJibHbl€ CTHJIH COBPEMEHHOH
Ka3aXxCKOH TPaJiulIMOHHON My3bIKH Terepb
UMEIOT CBOIO UIEHTHUHOCTh, BCTPOEHHYIO
B HOBBIH My3bIKaJIbHbIH SI3bIK, TEM CAMbIM
OTJIHYas UX OT JIPYTrHX MY3bIKaJIbHbIX
»KaHPOB Ha (OJILKIOPHOH OCHOBE.

Taxkum o6pazom, He0HXOAUMO
c0o3JaTh HOBOE MOHUMAaHKE, OTKPBITOCTh
K MHHOBALIMOHHBIM METOJI0JIOTHSIM,
NepecMoTp TOro, YTO U3BECTHO U MOUCK
HOBBIX CI1OCOOOB MPEJICTaBJIEHHS,
NPOUCXOJISILIETO B TPAJIULIHOHHOM
My3bIKaJbHOH KyJibType Kasaxcrana.
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KA3AKCTAHHbIH, KA3IPT1 A9CTYPJ1I MY3bIKACbIHAAFbI FOLK REVIVAL

Anparna. Kasipri koramaa ynTThIK CalKecTeHAIpyai 6eKiTymiH xaHa )onaapbl kaxer. XKac
MY3bIKaHTOPbIHAAYLWbINAPAbI i34€YAiH KONaibl OPTachl XXaHE YATTbIK 63iH-63i aHbIKTayAblH, Heri3i
Ka3akcTaHHbIH, A3CTYpAi My3biKanblk Mypachl 601bin Tabblnaabl. KazakCTaHHbIH A3CTYpAi My3biKanbIK,
Mypachl. facbipnap 6ol Taxipubere cyieHe OTbIpbIn, A3CTYPi My3blKalblK 6HEP 3BOMOLUMSFA, AAMYFa,
YKaHa KacueTTepMeH BalibiTyFa TabuFn KQXKETTINIKKE Me aHe Byn VLiH KAXKEeTTi aneyeTke ue.

Kaszipri 3amaHfbl My3blkanblk, MageHueTke folk revival (ponbknopnbIK XaHFbIpy) €Hri3y ypaicTepiH
Ka3ak A3CTypAi My3blKacblH TpPaHChDOpMaLManay MeH AaMbITYAbIH, XXanmnbl NPOLECiHIH KypaMaac
6eniri peTiHae KapacTblpy Kepek. XanblK acnanTblK, My3blKaCbIHbIH, 6CIM Ke/e aTKaH TaHbIManablfbl
XaHe Ka3akCTaHHbIH, 3aMaHayu My3blKalblK CaXHACbIHAA XablK aCnanTapblH NaiaanaHy AaCTypiepai
YKaHFbIPTY MEH XaHapTy canacbiHaa bipkartap ipreni Macenenep Tyfbi3agpl. Kasipri kasak gacrypni
My3blKablK 6Hepi, bip aFblHaH, L3CTYPMEH Tbifbl3 6aiNaHbICTbI, EKiHLI XaFblHaH, byn Mynaem 6acka
My3bIKablK-LUblFapMaLlbl/bIK, KyOblbIC.

Folk revival TakbipbibbiHAA@ KenTereH 3epTTeynep xyprisreH batbic Eypona fanbiMaapbiHbIH,
HaTWXenepiHe cyMeHe OTbIpbIM, 6i3 Ka3akCTaHAbIK QONbKNOPIbIK XaHFbIPYAbl TaNAay TY>KblpbIMAAMAChIH
YCbIHAbIK. Byn 6i3 KaTa Kypy, NiliHAI 63repTy XaHe XaHapTy NpouecTepiHae A3CTYpAi My3blkaMeH He
60/1bIN aTKaHbIH KAPACTbIpaTblH OPTablK, Macenenepain, bipi.

ByriHri TaHOa A3CTypni My3blKanblK 6Hep 6aTbiCTaHy MeH )ahaHAaHyAblH, 9NeMAIK TEHAEHUMANAPbIH
KepceTe OTbIpbiM, 3NeMAIK My3blKasblK M3AEHUETTiH AAMYbIHbIH, XaNMbl KOHTEKCTIHE EHiM, ©3iHiH,
[aMyblH[a XaHa e3repictepai 6acTaH kewyae.

Tyiiin ce30ep: nacTyp, KanTa xaHFbIpTy, folk revival, kazak xanbik acnantapbl, GONbKAOP, 3STHO-
HOoNbKNOPAbIK VKbIMAAP, 3aMaHayM My3blKa, NOCTMOAEPH.

Aoaiiekce3 ywin: Myp3anuesa, CagyaHa xaHe Iunopom Kapomart. «KasakcraHHbIH Kasipri AacTypni
My3bikacbiHaafbl folk revivaly. Central Asian Journal of Art Studies, .8, N2 4,2023,75-96 6., DOI:
10.47940/cajas.v8i4.747.
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FOLK REVIVAL IN MODERN TRADITIONAL MUSIC OF KAZAKHSTAN

Abstract. In modern society, there is a need for new ways to assert national identity. A favorable
environment and the basis for this search for young performing musicians is the traditional musical
heritage of Kazakhstan, which preserves what is the basis of national self-determination. Based
on centuries of experience, traditional musical art has a natural need for evolution, development,
enrichment with new features and has the necessary potential for this.

The trends of folk revival introduction into modern musical culture should be considered as one of

the components of the overall process of transformation and development of Kazakh traditional music.

The growing popularity of folk instrumental music and the use of folk instruments on the modern
music scene of Kazakhstan raises a number of fundamental issues in the field of revival and renewal
of traditions. Modern Kazakh traditional musical art, on the one hand, is inextricably linked with
tradition, on the other - it is a completely different musical and creative phenomenon.

Based on the results of Western European scientists who have conducted many studies on the
topic of folk revival, we have proposed a concept for analyzing the Kazakh folk revival. This is one of
the central questions that we are exploring, asking what is really happening with traditional music in
the processes of re-creation, shape change and renewal.

Today, traditional musical art is undergoing new transformations in its development, being
included in the general context of the development of world musical culture, reflecting the global
trends of Westernization and globalization.

Keywords: tradition, folk-revival, kazakh musical instruments, folk music, folklore ensembles,
modern music, postmodern.

Cite: Murzaliyeva, Sadzhana, and Dilorom F. Karomat. “Folk revival in modern traditional music
of Kazakhstan.” Central Asian Journal of Art Studies, vol. 8, no. 4, 2023, pp. 75-96, DOI: 10.47940/cajas.
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OCOBEHHOCTHU
[MICUXOJIOTMYECKOI'O
BOCIPUATHUS
COBPEMEHHON
APXUTEKTYPHOW CPEJ1bI
(HA MPUMEPE AJIMATDI)

Ewmnanos Asnnxan', Maysienosa 'yabHap'

'Yuusepcurer Carnaesa (Anmarsbi, Kazaxcran)

AHHOTauuMA. ApXUTEKTYpPHAs Cpefa SBNSIETCS eCTECTBEHHOM 060/104KOM BCEX KU3HEHHbIX MPOLECCOB
K)X[0r0 M3 Hac, BNMSS Ha HaLle CaMOYyBCTBUE, HACTPOEHUE, CMOCOBHOCTb K Pa3MyHbIM BUAAM
LeSTeNbHOCTU. PasnuyHble COCTaBNSIOLLME 3TOM Cpedbl (rOpoAa, YL, 30aHUS, CKBEPbI) OKa3blBAKT
BaXKHOE BO3JEMCTBME HA PAa3BUTUE YENOBEKA KaK COLMANBHOTO 0ObEKTA, MO3TOMY U3yUYeHue
0COBEHHOCTEN 3TOr0 BO3LEMCTBUS MOMOXKET CO3AaBaTb Hanbonee KOMMOOPTHOE U 3HDEKTUBHOE ANs
FapMOHWUYHOTO Pa3BUTUS MPOCTPAHCTBO.

ToHuaiLuMe HIAHCbl B3aMMOOTHOLLEHUIA MaTepUabHOMO NMPOCTPAHCTBA U YEN0BEKA MHTEPECYIOT
YUYEHbIX PasIMyHbIX 061acTei, MOCKObKY, TONIbKO MOHSB MEXaHWU3Mbl 3TOTO B3aMMHOIO 06MeHa, MOXHO
KOHCTPYMpOBaTb OnpefeneHHble GopMbl BO3AENCTBUS C 334aHHbIMU MAapaMeTpaMu.

PaccMoTpeHue 0cOBEHHOCTEN M acMEKTOB Pa3BUTUS apXUTEKTYPHO-NPOCTPAHCTBEHHOM Cpefbl
MO3BOASIOT BbISIBUTb (DAKTOPbI BAWSIHUS apXMTEKTYPHOM CPefbl Ha YenoBeka. B ctaTbe paccMaTpuBatoTcs
Pa3/IMYHbIE MPUMEPbI APXUTEKTYPHbIX MPOCTPAHCTB B KOHTEKCTE UX BAMSIHUS HAa NCUXUKY
BOCMPUMHMUMAIOLLErO CyObekTa. MeToabl MCCNEA0BAHMS BKITHOYAIOT U3YYEHUE IUTEPATYPHBIX UCTOYHMKOB,
CUCTEMHBIM 0630p, aHanu3 1 06006LLEHE MAaTEPUANOB, AHKETUPOBAHME U 06PaBOTKY PE3yNbTaToB.
MpoBeneH UCTOPUYECKMI IKCKYPC, HAYMHASs C NMEPBbIX NMOMbITOK apXUTEKTOPOB ONPEeAenuTb 0COBEHHOCTH
U CTeNeHb BAUAHUS apXUTEKTYPHbIX 0ObEKTOB Ha MHAMBUAYYM M MACChl.

AHKETMPOBaHWE NPOBOAMIOCH B AIMaTbl, KPYr PECMOHAEHTOB HAMEPEHHO BbIGUPancs U3 AByX
KaTeropuit: apxXmMTEKTOPbI U NIOAM, HE UMEIOLLME OTHOLLEHMS K MPOLLECCY CO3LaHUs TOPOACKOM Cpefbl.
Ba)kHbIM 6bII0 ONPOCUTB HE TONIbKO NMPO(ECCHOHANOB 06 UX BOCMPUATUM aPXUTEKTYPHbIX MPOCTPAHCTB,
HO UM Y3HATb MHEHUWE NIOAEN, LANEKMUX OT apXUTEKTYPbI, YTOObI BbIICHUTb, HACKOIbKO MCUXO0rMYECKOe
BAWSIHME Cpeabl 0BYCNOBNEHO NMPOPECCHOHANBHBIMU 3HAHUSAMM U OMBITOM, U MOHSITb, HACKO/IbKO
MEHSIETCS BOCTPUATUE OKPY>XKAIOLLEr0 HAC NMPOCTPAHCTBA B 3aBUCMMOCTM OT MOHUMAHWS MPUHLMMOB €ro
CO34aHus U GYHKLMOHUPOBaHUS. OT MOHMMaHMS 06PATHOM CBA3M XMTENEel ropoaa Ha NPUBHOCKUMbIE
APXUTEKTOPaMM U3MEHEHUS B UX MPOCTPAHCTBO OOUTAHWS 3aBUCUT LaNbHellIee pa3BUTUE BCETO
APXMTEKTYPHOTO TeNla ropoAa BMECTe CO BCEM €ro AWU3aiMHEPCKUM U XYAOXKECTBEHHbBIM HANOIHEHUEM.
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Pe3y/ibTaToM AaHHOMO MCCIIEN0BaHMA ABNSETCS MATPMLLA MCUXONOTUYECKOTO BO3AEMCTBUS Ha OCHOBE
[laHHbIX aHKETMPOBAHMA M NPOMECCMOHANBHbIX AMCKYCCMIA MO 3a4aHHOI TEME.

Pe3ynbraTthl 4aHHOMO MCCNEA0BAHMUSA MOMOIYT apXMTEKTOPAM, AM3aiHEPaM M BCEM, KTO y4acTByeT
B CO34aHMU GYHKLMOHANBHOM U 3CTETUYECKM MOJHOLEHHOM CPEA0BOM TKaHW COBPEMEHHOIO rOpoAa
B MOHUMaHMM NMPUHLMIOB B3aMMOLENCTBMA NPOCTPAHCTBA U MHAMBUAYYMA /MK COOBLLECTBA,

C034aBaTb 3MMNAaTUYHbIE TOPOACKME NPOCTPAHCTBA.

Kntoueeble coea: apxMTEKTYpa U MCHUX0/0rUs, COBPEMEHHASA apXMTEKTYpa, BOCIPUATHE
MPOCTPaHCTBA, BO3LAEMCTBME FOPOACKOrO MPOCTPAHCTBA, 0COBEHHOCTM BOCMPUATUS apXMTEKTYPbI,
MPOCTPaHCTBO A KM3HM, CMXOOTMA CPEAOBbIX 0GbEKTOB, FyMaHU3aLMs apXUTEKTYPHOMO

MPOCTPaHCTBA.

Ans yumupoeanus: EwnaHos, AnuxaH v [ynbHap MayneHoBa. «OcO6eHHOCTM NMCUXONOFMYECKOrO
BOCMPUSATUS COBPEMEHHOM apXUTEKTYPHOM cpeabl (Ha npumepe Anmarbl)». Central Asian Journal of Art
Studies, T.4,N2 8,2023,c.97-116,DO0I: 10.47940/cajas.v8i4.686.

Asmopebl npodumanu u 0006punu OKOHYamesbHolli 8aGPUAHM pyKonucu U 3aseasom 06 omcymcmauu

KOH@IUKMA UHMepecos.

BBepeHue

ApXHTeKTypHaﬂ cpejia UrpaeT BaxkHyto
pOJIb B 2KM3HHU KaK OTJEJLHOTO

yeJsioBeKa, Tak U Bcero oOUleCTBa,
MOCKOJIbKY BCE 2KU3HEHHBIE TTPOILECChI
NPOXOJSAT B MaTepHau30BaHHOM
npocTpaHcTBe. DTa 00/1aCTh UCKYCCTBA
OKa3bIBaeT 0COOEHHOE BJIMSIHUE HA
CO3HaHHe YeJloBeKa, (hopMHUPYSl ero
colpasbHoe noeaenue. C MoMolpbio
KOMOUHALUK POPM, JIMHUH, YTJIOB U 1IBETa
3/IaHKs1 OKA3bIBAETCS BJMSIHUE HA CO3HAHHE
yeJIoBeKa, YTO B 3HAUHTENIbHOH Mepe
(hopMHUpYyeET ero colaJbHOE MOBEJACHHE.
CosnaBasi Kakoe-J100 COOpyKeHHe,
APXUTEKTOP JOJ/KEH OMUPATLCS HE TOJBKO
Ha ero (yHKIMOHAIbHBIE U 3CTETHUECKHE
COCTAaBJISIIOLLIME, HO U HA OCOOEHHOCTH
ero BogleicTBre Ha yesoBeka. Cpena B
TOW WJIM HHOW Mepe MoMOraeT pa3BUBaTh
BOOOpaKeHHe, 4YyBCTBO MPONOPLUH, PHYEM
3TOT TMPOILECC MPOUCXOAUT MOCTOSTHHO U HE
BCEIJ1a OCO3HAHHO.

YT06bI ryty62K€ MOHSTH APXUTEKTYPHYIO
cpejly, BaXKHO 3HATh olpejiesieHue
JIAHHOTO TOHATHS. ApXUTEKTypHast
cpefa — MpOoCTpPaHCTBEHHAs CUTyalHs,
npopaboTaHHast ¢ MO3ULHMH apXUTEKTOPA, C
YYETOM MMPOU3BOJIUMOTO SMOLIHOHAJIBHOTO -

Xy/10?KECTBEHHOTO BrieYaT/eHH s,
C MOMOIILIBIO CTIeU(PHUIECKUX CPEICTB
APXUTEKTYPbI: TEKTOHUKH, KOMITO3ULHH,
CrieliMaJibHbIX IPUEMOB MJIaCTHUECKON
JleTasupoBKH. OCHOBHBIM CMOCOOOM
(hopMHpPOBaHHs BCEX BUIIOB apXUTEKTYPHOM
Cpelibl SABJISIETCS] CPELOBOH MOJXOJL
(CrenaHos 6).

Mcxonst u3 nanHoro onpeneneHus,
CTAHOBUTCSI MOHSITHBIM, UTO aPXHUTEKTYPHYIO
cpeny cosnaet uesoBek. OH cosnaet
ee uepes 3arnoJjiHeHue MPOCTPaHCTBA
Xy/10?KECTBEHHBIMH CIIOCOOAMH, 1
MCIMOJIb3YET CJIeyIolne (DaKTOPbIL:
TEPPUTOPHUS, KIMUMAT, JyX MeCTa U 3CTeTHKA.
Baxno OTMETHUTL, YTO B COBPEMEHHOM
MHUPE, aPXUTEKTOPbI HCIOJb3YIOT
nocJsie/lHue HapaboTKK B 061aCTH HAYKH H
HUCKYCCTBEHHOI'O MHTEJIJIEKTA.

Bce yesioBeuecTBO NMPOBOJUT CBOE BpeMsi
—90% u Gosee — B cpesiax, 3aayMaHHbIX H
CO3JIAHHbIX PyKaMHU YeJIoBeKa U, B OTJIHUYHE
OT IMPEXKHEro MUPA, 10 MPEUMYLLECTBY
CO3JaHHBbIMHU HE CBOUMH cOOCTBEHHbIMU
pykamu. OKoJ10 YeTblpex MUJIIHap/IoB
4eJI0BEK XKUBYT B HauOoJiee MI0THO
3aCTPOEHHbBIX YaCTAX MUPA, U3BECTHBIX KAK
ropojckue Tepputopun. Mecta, KoTopble
3acCeJICHbI JIIOJIbMH U UCITOJIL3YIOTCS, HE
TOJIBKO MOCTPOEHDbI, HO U CIIPOEKTUPOBAHLI,



4TOOBI BBITISIET ¥ (PYHKIIHOHHPOBATh
MMEHHO TakK, Kak peltusu o (lonixaren
16).

BaxxHo nonumartsb, 4To cama 1o ceoe
ApPXUTEKTYpHAs Cpeaa He CTaTUUHA, KaK
MOKeT rnokasaTbest. OHa HaXOJUTCS B
MOCTOSTHHOM JIBUXKEHUH, PEKOHCTPYKIIUU
1 MOJIEPHU3ALIMH, TPOUCXOAAT MPOLECCHI
CHOCBI U MTOCTPOKKA HOBBIX COOPYKEHHI.
JlnHamMuKa B MHPOBOM MacliTade
JIEHCTBUTENbHO BIIEYATAAIONIAS: €CJIN
CeroJiHsl 3To HeGOJIbILION HACeIeHHbIH
MyHKT, TO Uepe3 HeCKOJILKO JIET OH
y2Ke UMEET OuepTaHus U BCe MPU3HAKH
HeBGOoJbLIOTO ropojia.

ApxuTeKTypHasi cpe/ia Kak 3J1eMeHT,
BJIMSIIOLIMH HA BHEIUHUN U BHYTPEHHUH MUP
yeJsioBeKa, cTaJjia uaydaThes elile B 60-x
ronax 20-ro Beka. HekoTopble aBTOpHI elile
TOrJa MPEANPUHUMAIOT TIEPBbIE MOMBITKU
paccMOTpPeHHsI TOro, Kak AM3akH ropoJCKON
CpeJibl SIBHO W MOJCTYAHO (POPMUPYET THII
1 XapakTep 4eJOBEUECKHUX OTHOIIEHUH,
Jhxeitn Jlkeiiko6¢e B kHure « CMepTh
JKU3Hb OOJIBLIMX aMePUKAHCKUX FOPOJIOB»,
ony6siuKoBaHHoi B 1961 rojty, ormeuasna:
«YTO JIaXKe BMELIATEeJbCTBO C JIYUITUMH
HaMepPEeHUSIMH MOXKET CyLIECTBEHHO
HapYLIHUTh XKU3Hb J0AeN» (6).

Jlxeitn JkeltkoG¢ aprymMmeHTHpOBaJIa 3TO
TeM, 4To (hOPMbl FOPOJIOB H OOLIECTBEHHBIX
MPOCTPAHCTB JIOJI2KHbI OCHOBBIBATHCS
Ha SMIUPUUYECKOM 3HAHUM O TOM, KakK
TOPOJICKHE »KUTEJIU B IEUCTBUTENBHOCTH
MPOBOJAT CBOIO OOIIECTBEHHYIO U
JIMUHYIO KH3Hb. DTy TOUKY 3pEHHUS OHA
3auMcTBOBaJsa y ypbanucTa Yuibsima X.
Yatita, KoTopblil HabJIIOA] 32 JIIOIbLMU B
00111eCTBEHHbBIX TPOCTPAHCTBAX, U3yuaJ,
KaKUe 3JIeMeHThl IU3aiiHa MPUBJIEKAIOT HJIH
OTTaJKMBAIOT MPOX0KHUX. 3aTeM Ockap
Hbiomen B «3aliiniileHHbIX TPOCTPAHCTBAX»
OTMETHJI CBSI3b PACTIPOCTPAHEHHOCTH
MPECTYNHOCTH HUMEHHO C TAKUM JIM3aHHOM
MPOEKTOB COLMABLHOTO KHUJIbs1, KOTOPbIH
kpuTHkoBasa Jlxkeiin [[xkeiiko6c. Hblomen
BBIJIEJIUJT TAKHE 3JIEMEHThI IM3aiiHa
KaK: €OJIHOPOJIHOCTb, MOBTOPSIEMOCTb U
OTCYTCTBHE JIMHUH MPSMON BUIUMOCTH ».

Bce 310 3aTpynHsiet xkutessiM 0630p U
pa3BUTHE IMOLMOHANLHOKN MPUBS3aHHOCTH
K MECTY, IJIe OHH YKHBYT, H, CJIeJIOBATEHLHO,
BO3HHKHOBEHHE 3I0POBOTO UyBCTBA
OTBETCTBEHHOCTH 3a CBOE COOOIIECTRO.
3BecTHbI rosianjckuil ypbanuct fu
[etin nponosexua neo xeiiko6c, Yaiita
1 HebloMeHa, BbIIeIMB 3J1eMEHTBI IM3akHa,
CNocoGCTBYIOIIME OYKUBJIEHHIO FOPOJCKOH
CpeJibl, TAKHe KaK «MSTKHE» I'PaHULIbI
(Kpast), yno6cTBa Jijisl Meliexo0B, JBOPbI U
BapuaTuBHOCTb (["osxaren 27).

B nocnennue 1sa 1ecsTHaETHS
paciuupuiicst 00 beM 3HaAHUH O IESITENILHOCTH
Mo3ra. DTH 3HaHUsI CMIOCOOCTBYIOT JIydllieMy
MOHUMAHUIO BO3JICHCTBHS aPXUTEKTYPhI
Ha Hallld MbICJUTEJIbHbIE TPOLIECCH] U
UYBCTBEHHbIE MEPEXKUBAHUS, CBSI3aHHbIE
C HaXOXKJIeHHEM WJIH B3aUMOJEHCTBHEM C
TeM WJIM HHBIM POCTPaHCTBOM. BoJibiiioi
00beM 3HAHUU TaKXKe HadaJs HaKalJuBaTbCsl
B KOTHUTHBHOH ricuxoJsiornu B 1960-e.

Bce Gosiblile yueHbIX cTajId yTBEPKIAATD,
UTO MbICJIUTEJIbHBIE MTPOLIECChI JIoIeH (HUX
MO3HAHHUE ) MOXKHO HAayuHO HCCIIEN0BATh, H
YTO OHHM FTOBOPSIT O U€JIOBEUECKOM CO3HAHHH
He MeHblile, YeM MOBeJIeHHE.

ITH PEBOJIIOLIMOHHBIE HCCJIETOBAHUS
KOJIJIEKTUBHOTO BOCIIPUSITHS 1
OCMbICJIMBAHHUS IEMOHCTPUPYIOT, HACKOJIBKO
HepaspbIBHO CBSI3aHbI JIIOJIU CO CBOUMH
cpenoBbiMU IpocTpaHcTBaMu. CMOTPUT
JIM 4eJIOBEK, He 0CO3HaBast 9TOro, Ha
JIMHUH Ha CTeHe, o6pasylolie y30p, Wiu
HEOCO3HAHHO OTMeYaeT BbICOTY U popMy
MOTOJIKOB, HJIK pearupyer, He oTjiaBast ceOe
oTyeTa, Ha KAYeCTBO U HHTEHCHBHOCTD
CBeTa B MOMEIIeHHH; YIOBJIETBOPEHO
WJIK OYHTYET €ro HHTYUTHBHOE YyBCTBO
3eMHOTO TATOTEHHsI, BOOOPaAXKaeT Jii OH
XO0JI0JL KAMEHHOT0 T10J1a, - SMOLMOHAJILHOE
CaMOUYBCTBHE KaKJI0T0 UeJIOBeKa, ero
colLpalibHble B3aUMOIEHCTBHUSI U 1axKe
(busnyecKoe 310POBbE 3aBUCST OT MECTa €T0
obuTtaHusi, 60JibllI0€ OHO WJIK MaJIeHbKOE.
KoruuTtuBHasi peBoJitolist MpojonKana
Habupatb TeMm, noka B 1990-e ropl He
NpoU30lL1Iesl Pe3KHH ee BCIJIeCK, Korja
HEKOTOPbI€ HOBbIE TEXHOJIOTHH MOCTPOEHHUS
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1300paxKeHHs1 U BbIYUCIUTE bHAS
TeXHHKA C1eJ1a/lM BO3MOXKHBIM Hay4qHOe
uce/ie/loBaHie Mo3ra B 1eCTBUH
(Fonmxaren 30-31).

Buusinne npoctpaHcTBa Ha
yeJIoBeKa MPOUCXOJIUT Ha MPOTSKEHUH
BCEH ero »KW3HHU, HAUMHAas C IETCTRA.
[lepenacesienue, HeOCTATOK JIMUHOTO
NPOCTPAHCTBA, LIYM CHUKAIOT CIOCOOHOCTh
pebeHKa ynpaBJisiTh CBOUMH 3MOLIUSIMU
1 MelatoT 3(heKTUBHO IeHCTBOBATh H
CIPABJISITLCS C ObITOBBIMH TPYAHOCTSIMH.
Mexjty TeM, KauecTBO apXUTEKTYpPHOTO
npocTpaHcTBa 00yC/IaBIHBACTCS He
TOJIbKO (DYHKIIHOHAJIbHO-3CTETHYECKUMU
napaMeTpaMmu, HO U SKOHOMHUECKHUMH.
YC/I0BHO, B Pa3BUTLIX CTPaHax ¢
XOPOLLIEH 9KOHOMUKOH KaueCTBO CPeJibl
BhIlIE, YeM B CTPaHax C HUBKUMHU
9KOHOMHUYECKUMH [10Ka3aTeJIsIMH.

M npobJiema He TOJIBKO B lechuiiyTe
MH(pOpMaLKMi 0 haKTopax BO3IEHCTBHUS
camol cpefbl U crioco6ax BAUSHHSA

HA 3TO BO3/IEHUCTBUE IU3aUHEPCKUMHU
crnoco0amu, HO U B KAUeCTBe HCTOJb3YEMbIX
mMarepuaJsioB H TexHoJiorui. [Tomumo
TOr0, YTO IPOCTPAHCTBO MCHXOJNOIHUECKH
BO3JIEHCTBYET Ha YeJI0BEKA, OHO UMeeT
oco0Oyto popMy, HCIOJIb3YET Pa3InYHbIe
HOBeHIIHe TeXHOJOTHH (MHTEePaKTHBHbIE,
CBETOIIBETOBbIE H T.11.), H BCE ITH HOBbIE
(hakTOpbl HEOOXOAMMO M3y4aTh.

['panoctpoutenbHas cpesia
NPOEKTUPYETCS /151 aJIJIOLEHTPUUECKHUX
pernpeseHTauMil Ha 6oJiee MO3AHUX CTAAUAX
B 11poliecce MpoCTPaHCTBEHHON HABUTALIUU
HabJoaTe sl UM yHACTHUKA FOPOJICKOTO
00L1eCTBEHHOI0 CLIEHAPHS.

Jluzaiin ctyna f1osxkKeH ObITh
pesyJ/ibTaToOM TUIATEJBHOTO aHAIN3a
NOJIOXKEHHST CUASALLMX YeJ0BEUECKUX TeJl,
KOIJla OHH 3aHUMAOTCsl pasHOOOPa3HOM
JIesITe/IbHOCThIO — Hanpumep, 06e1aioT,
YUTAIOT, OT/BIXAIOT, ofieBatoTcs (losxaren
122).

OnucaHHOe BhbIlIE TTIOKA3bIBAET
Ba’KHOCTb H CJIOXKHBIH ITpoliecc
B3aUMOBJIHSIHUSI aPXUTEKTYPHOH Ccpe/ibl
1 uejioBeka. B npotiecce ugyuenus

TEOPETHUECKNUX KOHLIEMUHUH 10 IaHHOH
TeMe Gblsia cchopMyHpoBaHa ocobasi
BaXKHOCTb IMIMPUIECKOT0 IM3aiHa Kak
JIM3alHa OMbITa U NPOKUBAHHUS KOHKPETHBIX
(U3UYECKUX U TICHXOJIOTHYECKHUX
ounyteHuit. Coznanue Jo60ro
apXUTEKTypHOro 0ObeKTa TpedyeT
3HAYHUTEJbHBIX pecypcoB. Jlazke CKPOMHBIX
pasmepoB HH(PACTPYKTYpa, TOMHUK,

NapK WM JeTCKas MJIOLLIAIKA 1OJ2KHbI
ObITb CIIPOEKTHPOBAHbI, 00YCTPOEHbI,
npodruHaHCHPOBAHbI, pa3pelleHsbl, - 1

BCE 3TO elle JI0 TOro, KaK HauHeTcs
cTponTesibeTBO. Tak Kak cTpoeHust
BO3BOJISITCS H 9KCTIIYyaTHPYIOTCS
JUTUTEJIbHOE BPEMsl, TO B ITPOLLECC
NPOEKTHPOBAHUS HEOOXOAUMO 3aKJA/bIBATh
He TOJIbKO CTaHAapTHble pu3HuecKre
napameTpsbl (JUIMHA, BbICOTA, TPOCTPAHCTBO)
¥ BpeMeHHble (IMHaMHKa H3MEHEHUH

B Mpollecce SKCIyaTalum), 1 BaxHO
MOHUMATb [ICUXOJIOTHUECKOe Bo3elcTBHE
KOHKPETHOH apXUTEKTYPHOU CPeJibl

Ha uesioBeka. [TokoJienust MeHSIOTCS,
M3MEHSIIOTCS1 BKYChl, TPHOPUTETHI,
MICUXOJIOTHUECKOE BJIUSIHUE CPEJib

Ha ueJIOBEeKa TAaKXKe MpeTepreBaeT
CyLLeCTBEHHbIE H3MeHeHus1. BoT noyemy
JIM3alH OKpy2Katollel Hac Cpebl Heslb3sl
NPUHOCHTb B 2KE€PTBY CHIOMMHYTHBIM

WJIM LIeXOBBIM MHTEPeCaM, OH He J10JI2KeH
ONpe/esIsIThCS MHOTMMH IPYTHMU
(hakTOopaMu, Kak 3T0 0O4eHb YaCTO ObIBAET:
HeBEXKECTBOM JIIOJIeH, arnaTiel Uiu
pedIeKTOPHON aHTHIATHEH K TepeMeHaM,
Koppyninen uin »kanHoctoio ([osixaren
254-255).

MexaucuunanHapHoe B3auMojIeHCTBHE
APXUTEKTYPhl U TICHXOJOTHH 00Ja1aeT
psiloM XapakTepHblx ocobeHHocTel. [TepBas
CBfI3aHa ¢ XapakTepoM obLIero npotecca
pPasBUTHSI COBPEMEHHOI0 HAyYHOIO 3HAHHS,
BTOpasi — C 0COOEHHOCTSIMH aPXUTEKTYpbl
Kak 06JIaCTH AesITeIbHOCTH, B YACTHOCTH,

C PUHAJYICIKHOCTBIO aPXUTEKTYPbI K
UCKYCCTBY, U TPEThsl — C COCTOSIHHEM
B3aUMOJICHCTBHUS MEXK/y aPXUTEKTYPOH U
ncuxosoruent (CrenaHos 6).

YTO MOXKET MPeIOKUTh
APXUTEKTYpHAsi ICUXOJIOTHS B IJ1aHe



TEOpHUH, UCCAENOBAHUMH, U TIPAKTHKH ?
ApxuTekTypHas nicuxoJiorust obpaiaer
BHUMaHHe Ha 3HAUMTEJIbHOE BJIUSIHHE
CTPOEKTHPOBAHHOK CPEIbl HA UeJIOBEYECKUI
OMbIT U TIOBEJICHUE, U BHOCHT CBOH BKJIaJL
B MOHMMaHHe B3aUMOCBSI3H MEK]Ly
JIIOJIbMH U CITPOEKTUPOBAHHON YeJI0BEKOM
cpenoit. Takum oGpazom, oHa HLLET
oObsicHeHUst HabJtoaeMbIX 3 (HeKTOB,
(hopMyIHpYeT UX B BUJIE THTIOTE3, TEOPHUH,
00bSICHUTEJILHBIX MOJIC/IEH U BBICTaBJIsIET
Ux Ha oOcyxxk1eHue. baaronapst apxutekType
MOTYT (POPMHPOBATHLCS OTIpPeIe/eHHbIE
MICHXOJIOTHYECKHe 0COOEHHOCTH KaK y
OT/IeJILHOTO YeJIOBEKA, TaK U Y LeJbIX
TpyMM (KUTENH IOMOB, PaHOHOB rOpPoJia ).
B ncuxosioruu cyuiecTByoT pas/nuHble
HarnpasJsieHust B 06J1aCTH U3ydeHHUsT
ApXUTEKTYPHBIX POPM U BOCTIPUSATHS
MCKYCCTBA.

[emrranbricuxogorus Oblyia peakiuei
Ha TICHXOJIOTHIO CO3HAHUS. DTO KPYTHOE
HarpasJieHHe B [ICHXOJIOMMH 0Ka3aJo
e/lBa JI He caMoe 3HAYUTENbHOE BJIMsIHIE
Ha (P OPMHUPOBAHHE ICTETHUECKHUX HIEH
1 TEOPUH apXUTEKTYPHON POPMBI.
OcHoBaTeIIMU rellTaNbTICUXO0JI0THH
Obl1K HeMellkhe yueHble Makce Beptreiimep
(1880—1943), Bonbdranr Kesep (1887 —
1967) u Kypt Kodphbka (1886—1941).
[IpencraBuresiv relITaabTICHXOJTOTHH
CTPEMHJIMCH BBISIBUTDH B 4€JIOBEUECKOM
CO3HAHWU HaJIMUHE LEJIOCTHbIX MCUXUYECKHUX
CTPYKTYp — retutanbtoB. KMcnosbays
MPUHLMIBI €CTECTBEHHBIX HAYK, [JIaBHBIM
006pa3om (pU3UKH, TPUMEHSIST IKCTIEPUMEHT H
camoHabJIIo/IeHHe, OHW U3ydaJsid BOCIIPUSITHE
(MperMyLLLeCTBEHHO 3PUTEJILHOE ), CO3/1a/H
TeopHio hopMbl, cPOPMYTUPOBAJIH PSIJT
3aKOHOB rellTa/bTa.

K rewranbriocuxosiortu Obl1
61M30K HeMelKUI rcuxogior Kypt
JleBun (1890—1947), cosnaBiumii
CBOIO 9KCMEPUMEHTAJIbHYIO LLIKOJTY.
Kypr JleBun pagpadorasi Teopuio noJs,
paccmarpuBas 1oJie Kak eIMHYyI0 LeJIOCTHYIO
CTPYKTYPY, B KOTOPOH peasingyercst
NoBeJ/IeHUe UeJioBeKa, U KOTopoe
00'beIMHSET B OJIHO LIeJI0e HAMEePeHHSsI

(MOTHBAIMOHHBIE YCTPEMJIEHHS ) UHIUBHIA
M CyLLeCTBYIOLLHE BHE ero 00beKTOB, Ha
KOTOpbI€ HAMpaBJIeHbl €r0 yCTPeMJIeHHS.
[TocsienoBaTesu reITaNbTICHXOJMOTHH
TIOHUMAJIM 110J1e HHave: VISl HUX 3TO TO,
YTO HEMOCPEICTBEHHO BOCIPUHUMAETCS
(nepuenTuBHas cTpykrypa). K.
JIeBUH BBISICHSJI B3AUMOJICHCTBHE
MeXKy CyObeKTOM, HAXOASLIUMCS B
YKHU3HEHHOM MPOCTPAHCTBE, U 0ObEKTAMH,
pasMelleHHbIMH B 5TOM K€ IPOCTPaHCTBE,
roJsiaraJi, 4To rnocJie/iH1e onpeieisiior
MOTHBALIMIO MOBEJEHHS UM CYLIIECTBEHHO
BJIMSIIOT Ha Hee. Jlyist onucanust
MCUXO0JIOrHYecKoro npoctpanctea Kypt
JIeBUH MpUMeEHSIT MPUHIIKTIBI TOMOJIOTHH,
1 M3o0paxKaJ ero rpaduyecku Kak
JIMHAMUYECKYIO H3MEHSIIOLLYIOCS CTPYKTYPY.
JLJ151 9TOH 2Ke 11eJ11 OH ClelHasIbHO
pagpaboTaJl reOMeTPHUIO FO0J0THYECKOr0
npoctpaHcTsa (ot rpeueckoro ohodos—
MyTh ), KOTOPAsi UCI0JIb30BAIACh
U151 OTTHCAHUsT BEKTOPOB JIBUXKEHHUS
cyObeKTa B [ICHXOJIOTHUECKOM T10J1€ H €ro
NpeJICTaBAEHHS] O TOM, UTO BEJIET K YeMy
(CrenanoB 423).

K reopun nosist Kypra Jlesuna
HEOJHOKPATHO 00palllafuCh TEOPETUKH
1 TIPAKTHKH aPXHUTEKTYPbl BO BTOPOH
noJsioBuHe XX B. [Tosioxxennst Kypra Jlepuna
0 MCHUXOJIOTHUECKHUX B3AaUMOOTHOILIEHUSIX
B Ipyrnnax Jitojie# (MM MpeiozKeHbl
TEPMMHbI «IPYNIOBast IMHAMUKA »
1 «TICHXOJIOTHUecKasi aTMmocdepa B
rpynre» ) OblJIM Pa3BUThl €0 y4YeHHKaAMH
B COLIMAJIbHO - [ICHXOJIOTHUECKUX
uceeoBaHusIX mpodsem ooO1eH s,
KOMMYHHUKALMH, aKTUBHOCTH JINYHOCTH U
nesrenbHocTy rpynn (Crenanos 423).

Pynonbd Aphxefim, B cBOI0 o4yepe/ip,
npeylaraeT paccMOTPEThb NPOCTPAHCTBO
C y4eTOM JIBYX KOHIleNIUH. B nepBoi
KOHUEMIUH OHO MPEICTABJSETCS KaK
KOHTeHHEp, CYLIECTBYIOUIMN Taxe
B [1OJIHOM OTCYTCTBUH OO'bEKTOB,
HaXOJSILLIMICS B HBIOTOHOBCKOU
a0COJIFOTHOH CHCTEeMe KOOP/IMHAT U
0012110 UK XaPAKTEPUCTHKAMH,
TaKHUMH KaK CKOPOCTH, PACCTOSIHUS U
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pasmepbl. DTa uies TakKe 0TpaKaeTcst
B JIEKapTOBOI CHCTEMe KOOp/MHAT,

rJie paccMaTpUBalOTCs pa3mephl,
MECTOIOJIOKEHHUS U TIepeMellleHHSI.

«...O npuposie npocTpaHCTBa:
NPOCTPAHCTBEHHOE BOCHPUATHE BO3ZMOXKHO
JIMLb B IPUCYTCTBUH BOCTIPUHUMAEMbIX
npeaMeToB»; «B reomerpuueckom
BbIPayKeHUH 9Ta KOHLETLIUS OTpaKeHa B
JIEKapPTOBbIX KOOPJIMHATAX, C KOTOPLIMU
COOTHOCSITCS] BCE MECTOIOJI0KEHHS,
pasmepbl U MepeMellleH sl B TpeXMePHOM
npoctpaHctBe» (Apxueim 9).

Taknum o6pasom, npeacTaBAeHHUS O
MPOCTPAHCTBE, OKPY2KalolleM YesoBeKa,
CYILECTBYIOT B €0 CO3HAHUN KaK 00pasbl,
copMUpPOBaHHbIE HE TOJLKO TEM, YTO
OH BH/IUT, HO U HA OCHOBE TOT0, YTO
MO2KeT ObITh MOJICKA3aHO NaMSThIO U
BOoOOpayKeHHeM, a TaKxKe TOro, YTo
ObLJIO TIPOXKHUTO U YCBOEHO B Mpollecce
MPAaKTHYECKOTO OMbITA, MPOJAUKTOBAHO
COLMAJIbHO-HCTOPUYECKOH CHTYalHeH 1
TpaguuusiMu. Takum oOpa3oM apxUTeKTypa
W IM3alH BJAMSIOT HA TICHXOJIOTHIO U SMOLMH
4eJIOBEKA: 3/1aHHs1, KOTOpble XOPOLLIO
CMPOEKTHPOBAHbI, BbI3bIBAIOT UyBCTBO
6€30MacHOCTH, CKyUHbl€ 3/IaHHUSI MOTYT
YTOMJISITh.

M3 npejicTaBaeHHbIX BBIBOJIOB BazKHO
OTMETHTb 3HAYUMOCTb PACCTOSTHUST MEXKIY
4eJIOBEKOM U OKPY2KatoLUMH 0ObeKTAMM.
[TonsiTHO, UTO, KOT/IA HHAMBU/L HAXOJUTCS
B OPaHHYUBAIOLIEH ero 06CTAHOBKE, 3TO
BbI3bIBACT IUCKOMGOPT, IPYTUMH CIOBAMH,
NOSIBJISIETCS] OLLYLLEHHE HEeYIOTHOCTH.

JL1s1 TOro, 4TOOBI OLLYTUTh ITPOCTOP»,
PaCKpbITHCSl, 3pUTEJIbHOE BOCIIPUSITHE
yeJioBeKa TpebyeT paclinpeHust rpaHulL
oKpy2Katolilero npoctpatcraa. Ms-3a

9TOT0 apPXMTEKTOPbI M TPafOCTPOUTEIH,
CTaJIKMBAsICh C YBeJHUEHHEM TJIOTHOCTH
HaceJsleHUsl U, KaK CJIe/ICTBHE, 3aCTPOHKH,
CTpeMsITCs co3/laBaTh 0OLLECTBEHHbIE
MJIOUIAJIM C OTKPBITHIMU MPOCTPAHCTBAMU U
MPOCTOPHBIMHU aJJIESIMH, HE OTPAHHUEHHBIMH
3aCTPOMKON apXUTEKTYPHBIMU SJIeMEHTaMH.

MeTtoabl

OCHOBHBIMH METOIAMH HCCJIEIOBAHMUS
BbIOpaHbl CUCTEMHBIH 0630p, aHaINU3 U
060011leHHe MaTepHaJIOB HCCAE0BAHHUS 1O
npo06JsieMe MCUX0J0THYeCKOr0 BOCIIPUATHS
apxuTeKTypHo# cpeapbl. Kpome Toro,
IMIIMPUYECKHE JaHHbIe ObLIH MOJy4eHbl
TP MIOMOLLH CTPYKTYPHPOBAHHOTO
MHTEPBbIO (aHKETUPOBAHHE ) KaK HAyYHOT'O
MeTozia. C MOMOLLbIO aHKETHPOBaHHUs
coOMpasCh KayeCTBEHHbIE U
KOJIMUECTBEHHbIE JaHHBIE O TOM, KaK JIIOJ1
BOCIPUHUMAIOT apXUTEKTYPHYIO Cpejly,

UTO BbI3bIBAET Y HUX MOJIOXKHUTEJIbHbIE

WJIM OTPHULIATE/IbHbIE SMOLIHH, a TAKKe
KaKHe acrneKTbl apXUTEKTYPHOH Cpe/ibl
OKAa3bIBaIOT HA HUX HAUOOJIbLLIEE BIUSHHUE.
[Ipouecc opranusauuu sMINUPUYECKOro
MCCJ/I1e10BaHUSA Oa3UPOBAJICS HA TOHUMAHUU
CYLLECTBYIOLLEH TECHOH B3aUMOCBSI3U

1 BJIMSTHUM aPXUTEKTYPHOH cpe/ibl Ha
TICUXHKY YeJI0BeKa, Ha TOHUMaHUH TOTO,
YTO CYLLECTBYIOT 0COOEHHOCTH BOCIPUATHS
ApXUTEKTYPHbIX 0OBEKTOB, BJMSIHUE UX HA
3puTeJIsl, Ha €ro MoBejileHHe U MeHTaJbHOe
COCTOSIHHE.

Bonpochl Bo3nelcTBUS pekamMbl 1
pekslaMHbIX 00pa30B Ha TPybl Jioek B
FOPOJCKOM NPOCTPAHCTBE HAMEPEHHO He
paccMaTpUBaJIUCh B JAHHOM MCCJ/I€I0BAHUH,
MOCKOJIBbKY MPEACTABJSAIOT COOOH OTACbHBIH
BOIPOC IICUXOJIOTHU BOCIIPUATHS, UMEIOLLUH
KaK CXOKHe C apXUTEKTYPOH acreKThbl, TaK U
pasyuyHbIe.

[IpoBeneHHoe aBTopamu
Mccsel0BaHue BKJtoUaso B cebsl 1Be
YACTU: TEOPETHYECKYIO H PAKTHYECKYIO.

B KoHTeKkcTe TeopeTHuecKoi yacTu
CHCTEMATH3UPOBAHbI 3HAHUS O BJUSHUN
APXUTEKTYPHOMH Cpe/ibl Ha MCHXUKY
yesioBeKa. PaccMOTpeHbl Heeiel0BaHUs
JM3alHa TOPOACKON CPe/ibl HA THIT U
Xapakrep ue0BeYeCKHX OTHOLLIEHHI BHYTPH
cucTeMbl U Mexk1y coboil. [TpencraBaen
aHaJIM3 UCC/leI0BaHUH TellTalbTIICUXO0JIOrOB
3PUTEJIBHOTO BOCIPHUATHS YesloBeKa.

B xojie opranusauum npakTHieckon
yacTH OblJ COCTaBJIEH OMPOCHHUK ¢ HauboJiee
BaKHBIMU JIJ151 U3YUEHHsI BOIIPOCAMH.



Jasnee, 6bl1 TPOBEJIEH OMPOC JABYX
kareropu# Jiosieit. [lepByto kaTeropuio
MPECTaBJISIIN APXUTEKTOPbI, AM3aHHEPbI
ApXUTEKTYPHOU CPebl, TO €CTh T€, KTO
HEMOCPEACTBEHHO CO3/1aeT apXUTEKTYPHYIO
cpeny. Bropast rpynna Habupasnach U3
0OBIUHBIX JIOJIEH, TEX, KTO HE CBS3aH 110
paboTe WK Npodeccuu ¢ apxXUTeKTypoK.
Onpoc NPOBOAMIICS C 11€J1bI0 BbISIBJIEHUS
BJIMSIHUS aPXUTEKTYPHOH Cpefibl Ha
TMICUXHKY U€JIOBEKA, a TaKxKe MPOBe/IeHUS
COMOCTABUTEJILHOTO aHAJIN3a Pe3yJIbTaToB
JIBYX TPYTIT YYACTHUKOB MeXKTy COOOH.

LleHHOCTb MOJTyYeHHBIX B X0/1€ 0Mpoca
CBeJIeHUH OTpe/iesisieTcs TeM, YTO HECMOTPSI
Ha OUEBHUJIHYIO aKTYaJbHOCTb U3ydeHHs
(beHoMeHa BJIMSIHUS aPXUTEKTYPHOH
CpeJibl Ha YeJI0BeKa, HeT J10CTaTOYHOro
KOJIMUECTBA CTATHCTHUECKUX U IPYTHX
JIAHHBIX, Kacalolluxcst JaHHOTO BOIpoca
no Kaszaxcrany BooOiile, u AnMarthbl, B
yacTHocTH. [losyueHHble naHHbIe HA
OyMaKHBIX U 9JIeKTPOHHBIX HOCHTEJISIX
aHaJIM3UPOBAJIUCH MyTeM MPUMEHEHHS]
CPABHUTEJIBHOTO M KOJIMUECTBEHHOTO
METOJIOB.

CoLHMOJIOrHYeCKUI TOAXOL,
MPUMEHSJICS B KOHTEKCTE U3yUeHHUs
MHEHHS PA3JIMYHBIX TPy HACeJeHHUS
OTHOCHTEJILHO KauecTBa OKPYzKalolLero
MX TOPOJICKOTO MPOCTpaHCTBa. ABTOpamMmu
JIAHHOTO MCCJIeI0BAHMS TPOBE/IEH
COLIMOJIOTHYECKHUI 0MPOC, B KOTOPOM
npuHsaau yuactue 180 yesnoBek, u3
Hux 143 yeJjioBeKa, OTHOCSIIUXCS KO
BTOPOM I'pyrire pecroHieHToB (He
CBsI3aHHbIE C CO3IaHMEM apXUTEKTYPHOH
cpe/ibl M MPOEKTHPOBAHUEM ), U3 HUX
88 uesioBek xeHckoro nosa (62 %),

55 — myxkunH (38 %) 1 37 uesoBex
OTHOCSILLMXCS K [IePBOM rpyrine, To eCTh
npoeccroHabHble aPXUTEKTOPBI U
Jusaitnepsbl, u3 Hux 12 sxenmun (32 %),
25 my>kumt (68 % ). Bospact yuacTHHKOB
ornpoca OblJ B rpanuiiax ot 17 jio 65 ser.

C 1esbio c6opa sMNUPUUECKOH
MH(OpPMaLIMHK Oblla CAMOCTOSITEBHO
pagpaboTaHa aHKeTa, COCTOsILIAs U3
10 Bonpocos. Lleab ankeTHpoBaHUs

cocrosisia B cbope HH(opmaLmH 1o
npo6JeMe BJIHSHUS apXUTEKTYPHOH
CpeJibl Ha YeJIOBeKa, M03TOMY aHKeTa
Obly1a pacrpocTpaHeHa MaKCHMaJIbHOMY
KOJIMYECTBY PECIOH/ICHTOB MOCPEICTBOM
couuasbHbIX ceTeil. OTBEThl yUaCTHUKOB
orpoca OblIM Pa3HbIMH, HO UMEJIH
XapakTepHble o6L1H1e YepThbl, 3TO ObIIO
npeackasyemo, NoToMy-To onpeiesieHHast
APXUTEKTYpHAs! 1LIKOJIA UMEET OJIUHAKOBbIE
MPUHLMIBI CO3[IaHHs1 GJ1aroNpUsITHOTO
MPOCTPAHCTBA. YUACTHUKH OTBEYAJIH Ha
CJIe/lyIOLLHe BONPOCHI:

- HpaBuTCs M Bam coBpemenHast
3acTporika r. Anmarbi?

- HpaBUTCS Jid Bam cTapast 3actpoiika
Anmarsbr?

- Bo3HUKaJ0 Ju y Bac xxenanue
M3MEHUTb POCTPAHCTBO, B KOTOPOM Bhbl
paGoTtaere/KupeTe?

- ecsid 661 y Bac 6blj1a BO3MOXKHOCTD
MPUHUMATD ydacTHe B TPOEKTHPOBAHUH
APXUTEKTYPHBIX COOPYKEHHUSIX, Bbl Obl
CTaJI TUM 3aHUMAThCS ?

- 3HaeTe Jii Bbl, Kak apxuTekTypHas
cpejia BJMsIeT Ha MCUXO0JIOTHYeCKoe
BOCMpUSATHE?

- cunTaete Jiv Bbl, 4To apxuTekTypHas
cpenia MoxKeT cpopMHUpPOBaTh
TMICUXOJIOTHYECKHEe TPaBMbl Y UeJIoBeKa?

- 6J1arOINPHUSTHO J, M0 BallleMy MHEHHIO,
BJIMSIET COBPEMEHHAsl apXMUTEKTypHast cpesia
na Bac u Baury cembio?

- pasapaxaiot jin Bac peknamubie
BbIBECKH/GaHHephbl Ha 31aHusX B Balem
ropoje?

- BausieT Jiv Ha Batie Hactpoenne
apXUTEKTypHasi cpea?

- cyuraete Jid Bbl, uTo Hayuenue
MICHXOJIOTHU BOCIIPUSITHST aPXUTEKTYPHOH
CpeJibl CMOXKET MOBJHUATH 6JIaroNpPUSITHBIM
06pasoM B cO3aHUK KOMMOPTHOH
APXUTEKTYpHI?

Ovckyceusa
C aBHUX BpeMeH OblJI0 M3BECTHO O

BJAUAHUN CPE/ibl Ha MCUXOJOTMYECKOE UJTH
9MOLMOHAJbHOE BOCIPHUsITHE YEJOBEKA.
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ApXUTEKTOPBI U CTPOUTEJIHM YIUTHIBAIH STH
3HaHMs1 B CBOMX NocTpoiikax. OueBHIHO,
YTO MPOLLECC BOCTIPUSTHS APXUTEKTYPHbIH
CpeJibl, M0 MHEHHUIO JIIOJIEH, CBSI3aH C
3pUTEJIbHBIM BOCIIPUSATHEM TOTO MJIM HHOTO
oObekra. BoanelictBre pazinubix opm
Ha yesioBeKa MbITaJUCh 10KA3aTh TaKhe
Mcese10BaTe I euxoorun kak 'ycras
@exuep, ['epman ['esnibmrosibly, Buibreasm
Bynar.

B coBpemeHHOI npocheccroHabHOM
cpejie BOTPOC OLEHKH M y4acTHs1
HaceJsieHus B (hOPMHUPOBAHUM TYMaHHON
cpe/ibl 0OUTaHUS SIBJISIETCS aKTyaslbHbIM
yKe iuTenbHoe Bpemst. [To muenuto
b. Bennukosckoro, Bocnpusitue — 370
HavaJibHbI MOMEHT BCeX MCHXHYECKHUX
MPOLECCOB, BO BPEMsI KOTOPBIX U
MPOUCXOJIUT aKTyau3allusi IMYHOCTH
(BesnmukoBcekuii 157). Kpome Toro,
apXUTeKTypHasi cpejia BOOOLLLE SIBJSETCS
OTpaXKeHHEM »KHU3HH JIIOJIEH, KOTOpble B
3TO apxuTeKType KuByT. [Ipnyem, sto
MPOUCXOJIUT BHE 32aBUCHMOCTH OT TOT0,
3ayMbIBaJl 3TO APXUTEKTOP HJIH HET.
Wuorna, cornacto tTeopuu Jle Kop6io3be,
CTeHbI KUJIULIA OTPaXKaIOT Ly TOTO,

KTO B HEM JKHBET. DTO B MOJHOH Mepe
MOKHO OTHECTH He TOJIbKO K BHYTPEHHHUM
MPOCTPAHCTBAM, HO U K OTKPbITHIM
TOPOJICKNM, T.€. CPEJIOBOH TKAHU TOPOJIA.
Caenyst reopun . baJguieHTaiina, MOyKHO
COIJIACHTCS C TEM, UTO aPXUTEKTypa —

9TO cBOEOOPA3HBIN 3TAIl HCTOPHUECKOH
MBICJIH, 2KECT aBTOPA H JIMUHOCTHbIE
CMBbIC/IbI ee KubloB (bannenraiin 39). M.
Kacrenbe cuntaert, uto hopmbl 0 06pasbl
ApXUTEKTYPHOH cpe/ibl HanboJ1ee TOYHO
nepeaaoT rocrnojiCTBYIOIINE B KOHKPETHOM
o6uiectBe LeHHocTH (Kacresbe 386).

BpuTaHncknii apxuTeKTOp U IM3aiiHep
CBOEH KHUIOH 3aMyCTUJI KAMITAHUIO
Humanise — unuumaTuBy, nogHUMaomLyo
BOIPOCHI 0 KauecTBe MOPOJICKOK Cpejibl ¢
TOUKH 3PEHHUS YeJI0BEUE€CKOT0 BOCTIPUSTHSI,
sMolMH 1 onryuieHu#. Humanise
MOJIHUMAET JIMCKYCCHIO O TOM, [ToYeMy TaK
MHOTO MeCT KaxKyTcsi 6€3paloCTHBIMHU H
VAPYUAIOLIMMH, YTO 3TOMY CIIOCOOCTBOBAJIO

U KaK Mbl MOKEM HauaThb CO3JaBaTh OOJbIIIE
00'bEKTOB, KOTOpble GYyT I0JrOBEYHBIMH H
JIIOOUMbBIMH.

Taxkum o6pazom, nanHoe
uce/ie/IoBaHue MoJHUMAET BOMPOC
00111eCTBEHHbBIX LIEHHOCTEH Yepe3
MPU3MY [ICUXOJIOTMYECKOTO BOCTIPUSITHS
(hparMeHTOB apXUTEKTYPHOMH CpeJibl rOpojia.

Pesynbrathbi

JI1s1 noHUMaHus 0coOeHHOCTEH
BO3/IeHCTBHUST apXMTEKTYPHOTIO
MPOCTPAHCTBA HA PA3JIMUHbBIE IPYTITb
cyOBbeKTOB, 1 pedJIeKCHIO Ha 3TO
BO3/IeHCTBHE HEOOXOAUMO OBIJIO TIPOBECTH
AHKETHbIH OMPOC C 11eJ1bl0 OnpeeseH s,
KakuM 00pa3oM pa3iniyHble TPYMIbl
JitofieHl, 2KMBYLIUX B FOPOJie, BOCIPUHUMAIOT
OKpY2Kalolllee MpoCTPaHCTBO, U KaK BUIAT
CBOE MeCTO B (POPMHPOBAHUH ITOTO
NPOCTpPaHCTBA.

AHkeTHpoBaHHe 110Ka3aJ10, UTO JIOJIH,
KOTOpbIE He CBfI3aHbl C MPOEKTHPOBAHHEM,
a HMeHHO 75 % ONpoIIeHHbIX OTMETHJIH, YTO
MM He HPAaBUTCSI COBPEMEHHAs 3aCTPOKa.
Onn TaK e yKasaJju, 4To 3aCTpoiika
MMeeT OIMHAKOBYIO THIOJIOTHIO B HalleH
crpate (cm. J[Inarpamma ). Anasins
OTBETOB Ha BTOPOH BOIPOC MOKa3aJl, 4To
MCTOpHYecKas 3acTpolika roposa 6oJiee
KOM(OpTHAsI U YIOTHAsI, TaK KaK B Heil
CoOJTIOIEHBI TPOTIOPIMH U 3a49aCTyI0 OHa
TOJIO?KUTEJILHO BJIHSIET HA SMOLMOHAJIbHYIO
COCTaBJISIOLLLYIO.

['pynna Jitoneit, Kotopas He cBsI3aHa
C IPOEKTUPOBAHHUEM, MMOJCJIUINCH HA
JIB€ paBHbl€ YACTH, UM HPABUTCS TYJIATh
B MCTOPHYECKOH 3aCTPOHKE, BO MHOTHUX
MeCTax ecTh JyX MecTa, rje-To OHH
MPOBOJIMJIH CBOE JIETCTBO, A TJIe-TO OHU
BCTPETHJIM CBOIO TePBYIO 060Bb. 50 %
OMPOLIEHHbIX OTMeYaJlt, 4To cTapas
(McTopHUecKast) 3acTpokKa COXpaHUIach
He B CAMOM JIydllleM BUJIE U HHOT/A,
HabJ10/1as1 32 Hel, MOYKHO MOJTYYHTh
uyBCTBO AMcKoMdopta (muarpamma 1). 25%
JII0JIeN He COBCEM MOHUMAIOT, 3a4eM UM
BMELLUMBATBLCS B PEMECJIO JIPYTHX JIIOEH,



M03TOMY MHEHHUE JIIOJIeH, KOTOpble XOTeJH
Obl XOTb KaK-TO y4acTBOBAThb B CO3/IaHHH
APXUTEKTYPbI, PAa3eJMJI0Ch Ha JIBE PABHbIE
yactu. 50 % onpoleHHbIX JI0el XOTe 1
Obl MPUHUMATh yHacTHe B CAMOM HavaJie
CO3/IaHMs1, HauKHasl ¢ BbIGopa MecTa, Tak
KaK MHOTHE COBPEMEHHbIE CTPOEHHUST He
YUHTBIBAIOT HCTOPUUECKYIO 3aCTPONKY, H B
3TOH CB$I3U, CO3AIOT HE CAMbIH IPUATHBIN
KOHTpacT (nuarpamma |).

[To pegysnbTatam aHKeTHPOBAHHUS
75% mofieli CTaJKUBAIOTCS C XKeJJaHHeM
M3MEHHTb MPOCTPAHCTBO, B KOTOPOM OHH
JKHBYT, 3TO KacaeTcst He TOJIbKO MHTEPhEPOB
YKHJIOTO JIOMa, HO U CO3IaHusi KOM(OPTHBIX,
3CTETHUHBIX HAPY»KHbBIX TPOCTPAHCTB.
(marpamma 1).

Tlanee, 75% onpolieHHbIX He
3HAKOMBI C TAKHM TMOHSITHEM KaK
BJIMSIHUE apXUTEKTYPHOTO MPOCTPAHCTBA

Ecnu 651 y Bac 6p11a BO3MOXHOCTD |
MPUHUMATh y4acTHe B IIPOEKTUPOBAHUH
APXUTEKTYPHBIX COOPYXKEHUSIX BbI ObI
COIIaCUIINCH?

Bo3naukano iu xxejaHue U3MEHUTh
MPOCTPAHCTBO, B KOTOPOM BbI
paboTaere/xuBeTe?

Hpasutcs nu Bam crtapas 3actpoiika
Anmartsl?

Hpasurcs nu Bam coBpemenHas
3acTpoiika r. AnmaTbI?
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Huarpamma 1. I'pacuk pedynbratos anketuposanust (1-4 Bonpocsl)

Ha MCUX0JIOTHYECKO€e BOCTIPUSITHE
cpenbl (nuarpamma 2). B 74% cayuaen
AHKETUPOBAHHBIE HE YBEPEHDI,
YTO aPXUTEKTYpHAsH Cpe/la MOKET
copMHPOBATH MCUXOJIOTHUECKHE
TPaBMbI Y UeJIOBeKa (auarpamMma 2).
[lo uroram ankeTnpoBanus Gbl10
BBISICHEHO, UTO Ha JIIOJIel B LIEJIOM
COBPEMEHHAst apXUTEKTYpHAs Cpeia BJHsIET
6aaronpustHo. K Takum npocrpancrsam
OTHOCSITCS I€TCKHE TMJIOLIA/IKH, TAPKUHTH
B YKHJIbIX KOMIJIEKCAX, KUJIbe B [1aroBO#
JIOCTYITHOCTH K OCTaHOBKaM 06111eCTBEHHOTO
TpaHcropTa (auarpamMma 2).

B 75% cayuaes mozieit yeTpauBaior
WJIM He BbI3bIBAIOT AUCKOMpOpTa
peKJIaMHble BbIBECKH U GaHHEPHI B

3MaHUSX U coopyKeHusix. Jlioan umetor
pa3jMiHOe MHEHHE Ha 3TOT CUeT, OOBSACHSS
TMOJIOXKUTEJIbHBIH aCMeKT peKambl B
YJYUllIeHHH CHCTEMbl HABUT LMK 1
OpPHMEHTHPOBAHHS B MPOCTPAHCTBE,
TMOCKOJIbKY He BCerjia NoHsATHO, KaKoH
00BEKT HAXOAUTCS B TOM HJIM MHOM 3[IaHHH.
Hecmotps Ha TO, uTO He BCe J110H /10
KOHLIA TOHUMAIOT BJIMSIHUE apXUTEKTYPHOH
CpeJibl Ha MCUX0JIOTHUECKOe BOCTIPUSITHE
yeJIoBeKa, Ha BOTPOC BJUSIET JIM Ha

MX HACTPOEHHE apXUTEKTypHas cpefa,
MHEHHE OIMPOLLIEHHBIX PA3/IeUIOCh.

[To pesynbratam anketnposanust 50 %
OMPOLIEHHBIX COTJIACHBI C TEM, UTO
ApXUTEKTYpa MOXKET BJIMSIThL HAa BOCIIPUSITHE,
MOBEeJICHHE UM HACTPOEHHE YeJIoBeKa.
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KpacuBble 3nauusi 1 coopyKeHust MOTYT Y

KOI'0-TO BbI3bIBaTb BOCTOPTI', KTO-TO IMMPOCTO

MPOXOJUT MUMO, TaK KaK y»Ke MPUBbIK K
JAHHOMY (pparMeHTy rOpOJICKOH CPejibl
(marpamma 3).

B 75% J11011 COTJIACHbI C T€M, UTO
H3yYeHHe MCHXOJOTHH BOCTPHSTHS
APXUTEKTYPHOI CPeJibl CMOKET MOBJIUAThH
61aroNnpUsITHEIM 00PA30M Ha CO3IaHHE
HOBBIX aPXHTEKTYPHbIX IPOCTPAHCTB He

Paznpaxarot iu Bac pexiamubie
BbIBECKM/OaHHEPH! Ha 3[aHUAX B Baiiem
ropone?

BrnaronpusiTHO 511, O BalleMy MHEHUIO
BIIMISIET COBPEMEHHAs apXUTEKTYPHAs
cpena ans Bac u Bameit cembu?

Cuuraere 1 Bbl 4TO apXuTeKTypHast
cpena MOXeT CpOpMUpPOBAThH
TNICUXOJIOTHYECKUE TPAaBMBbI y YesloBeKa?

3Haete v Bbl Kak apXUTeKTypHas cpena
BIIUSIET HA MICUXOJIOTMIECKOE
BOCHIpUsITHE?

Her
[ | }Ia
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Hunarpamma 2. I'paduk pe3ysnbraToB aHKeTHPOBaHUS (H-8 BOMpPOChHI)

Cuuraere i Bbl yTO U3yueHue
TICUXOJIOTHU BOCTIPUSTHS
ApXUTEKTYPHOI Cpelibl CMOXKET MOBIHUATh
OJIaronpusITHBIM 00pa3oM B CO3JIaHUU
KOM(OPTHOI apXUTEKTYpPbI?

Brnusier nu Ha Bame HacTpoeHue
apXUTeKTypHas cpena?
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Huarpamma 3. I'paduk pesysbratos ankeruposanus (9,10 Bonpocsl)

TOJILKO B TOPOJI€, HO U B CBOUX JIMUHBIX
MpocTpaHCTBax (KBapTHpax,/1oMax )
(mmarpamma 3).

Ha nepBoiii Bonpoc aHKeTbl
MHEHHUE JIIOACH U3 NIEePBOK IPYIIIbI

(npodeccroHabHOE COOOLLECTBO
APXUTEKTOPOB U JIU3AHHEPOB ), KOTOPbIE
CO3/1AI0T aPXUTEKTYPHOE MPOCTPAHCTBO
pasie/InI0Ch MOPOBHY, TaK KakK, 110 UX
MHEHHIO, CJIULIKOM MHOI'O pasHOypOBHEBBLIX




(haKkTOpPOB MOTYT MOBJIUSAThL HA CO3AAHHE
MPOCTPAHCTBA. 3a4acTylo 3TO CBSI3aHO C
KOMMEPUECKOH BbIMOIOH JJ151 3aCTPOULLHUKA,
MHOTIa apXUTEKTOPaM yaaercsi yoeIuTh
3aKas3uuKa B HeOOXOJMMOCTH YUUTHIBATh
TMICUXOJIOTHYECKHE aCleKThl, 3a4acTylo —
Her. [1o pesysbraTam onpoca BbISICHHJIOCH,
uto 75% onpoiieHHbIx (uarpamma 4),

Ha OCHOBE aHaJIM3a OTBETOB HAa BTOPOH
BOIPOC, MOKA3bIBAET, UTO HCTOPHUECKAS
yacTh ropoja Ha 75% Gosiee komdopTHast
M YIOTHA$1, 3 CYET TOT0, YTO €€ MPOIMOPLUH
6oJiee MPUOJIHKEHDI K [TPOIOPLHUAM
OT/IeJILHOTO YeJIOBEKa, U 3TO co3/aeT
6J1aroTBOPHOE OLLYyLIEHHE COPA3MEPHOCTH
¥ KAMEPHOCTH TaKOTO MPOCTPAHCTBA
(mmarpamma 4).

[TpoeKTHPOBUIMKH, KaK MPABUJIO, C
60JIbLIUM YI0BOJLCTBHEM PA0OTAIOT HAJL
HOBBIMH MTPOEKTAMHU, TTOCKOJIbKY UM MOYKET
HACKYy4YHUTb OJIHO U TOXKE MPOCTPAHCTBO,
MeCTO B KOTOPOM OHH paboTalOT U XKUBYT.
B s1oii cBsA3u 75% Jiognei, [IPUYACTHBIX K
NPOEKTHPOBAHHIO, XOTSIT KAK MOXKHO yallle
(KaK MMHUMYM pa3 B T0J1) MEHSATb UYTO-TO B

OKpYzKalollleM MPoCTpaHCTBe. 3/1eCh MHEHHE

MHOTHX JIIOJIEH COBMaJIO, Ha Halll B3TISIL
3TO CBSI3@HO C T€M, UTO COBPEMEHHBIH MUP
KaKJIblil JIeHDb TIpeJjiaraeT MHOXKECTBO
pelleHuil, KOTOpble HaM KaxKyTcst
MHTEpecHee Mpe/IbIIYIINX, HOBbIE HIEH
OKPY2KalOT HaC TMOBCIOMY: B COLHANIBHbBIX
CeTsx, y Ipy3ei, pOICTBEHHHKOB U T.]I.
(marpamma 4).

Ecnu 651 y Bac 6p11a BO3MOXHOCTD
MPUHUMATh y4acTHe B IIPOEKTUPOBAHUH
APXUTEKTYPHBIX COOPYXKEHUSIX BbI ObI
COIIaCUIINCH?

Bo3naukano iu xxejaHue U3MEHUTh
MPOCTPAHCTBO, B KOTOPOM BbI
paboTaere/xuBeTe?

Hpasutcs nu Bam crtapas 3actpoiika
Anmartsl?

Hpasurcs nu Bam coBpemenHas
3acTpoiika r. AnmaTbI?
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Juarpamma 4. I'pacduk pesynbratos anketupoBatusi (11-14 Bonpocsr)

Jliou, KoTopble CBSA3aHbI ¢ CO3laHHeM
apxuTeKTypHoii cpejbl B 50% cayyaen
CYMTAIOT, UTO, CO3/1aBasl IPOCTPAHCTBO
OHM MOTYT MOBJIMATh HA [ICUXO0JIOTHYECKOe
BOCTIPUSITHE CPeJibl (Juarpamma ).
BocnpusiTne apXuTeKTypHOU cpejibl
BO MHOTOM 3aBUCHT U OT TOTO, KaKOe
MPOCTPaHCTBO Ha (hacaje 31aHus
3aHUMAIOT PeKJIaMHble BbIBECKH, HO
NIPU 5TOM apXUTEKTOPbI YTBEP2KAAIOT,

YTO He BCerJla YaeTcst IPeyCMOTPeTh
B MPOEKTEe H3HAYAJLHO OT/E/bHbIE
3/J1IeMEeHTbI /151 pa3MelleHHsl PeKIaMbl.
B 75% catyuaes npoeKTHPOBLIMKOB
pasipakaeT CylIeCTBYIOLIee COCTOsHHE
U PACroNoKeHHe PeKJIaMHBIX BbIBECOK M
OaHHEPOB.

Ha MHorHe rnokasaresiu u napameTphbl
BO3/JIEHCTBHS HA TICHXHKY YeJI0BeKa BJAHseT
apXuTeKTypHasi cpeia. AHa/IU3 OTBETOB,
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Paznpaxatot i Bac pexkiiamHbie
BbIBECKW/OaHHEPHI Ha 34aHUsIX B Bamem
ropoae?

BrnaronpusTHO 11, N0 BalieMy MHEHUIO
BJIMACT COBPEMEHHAA apXUTCKTYpPHas
cpena mia Bac u Bameit cembu?

Cuuraete i1 Bbl 4TO apXuTEKTypHas
cpena MOXeT c(OpMUPOBATh
TICUXOJIOTUYECKUE TPAaBMBbI y UeoBeKa?

3HaeTe 1 Bl Kak apXUTEKTypHas cpena
BIIMSIET HA TICUXOJIOTMYECKOE
BocHpusitTie?

Hert
[ ] Ha

T T T T

0% 10% 20% 30% 40% 50% 60% 70% 80%

Junarpamma 5. I'pacuk pedysnbratoB aHkeTrpoBaHus (15-18 Bonpocs)

MOJTyYeHHBIX B PAMKaX aHKETHPOBaHHUS
nokasas, 4to B 75% cyuasix oTMedaercs
3aMETHOE BJIMSIHHE aPXUTEKTYPHOM
CpeJibl Ha HAacTpoeHne nHanBuayyma. [1pu
nocelleHHH KaKoro-ju60 HHTEPECHOTo
COOPY2KeHHUSs1 JIIOJIK TIPeObIBAIOT B BOCTOPTE,
apXMTEKTypa CO3IAET IHAJIOT MEXKTy
UeJIOBEKOM H 3/1aHKeM (juarpamma 6).

M3yueHne cMexKHBIX HAayK, TAKKX
Kak, Harpumep, MCUXO0JIOTHs JI/Is]
ApXMTEKTOPOB OY€Hb BA’KHO, MOCKOJIbKY
TUMOJIOTHSI CAMOTO CJIOBA OTHOCHT
Hac K PyHKIMH TJIABHOTO CTPOUTEIS.
Ot npodeccruoHan3ma coanaredis
APXUTEKTYPHOTO MPOCTPAHCTBA 3aBUCHT
abCoOJIIOTHO BCe — ellle Ha CTauH
MPOEKTHPOBAHHUS OH 3aKJa/bIBAeT
W10, U3yuaeT TePPUTOPHIO, U IPyrue
cakropsl. [Icuxosornueckuit acnexr,
KOTOPBII MOXKET TOBJIUATh Ha JaibHeriliee
CYyLIIeCTBOBAHHE TPOEKTA, MOXKET 3aMETHBIM
06pa3oM MOMOYb B CO3/laHHH T'YMaHHOTO
ApXMTEKTYPHOTO MTPOCTPAHCTBA
(marpamma 6).

AHnanus pesyibTaToB aHKETMPOBAHMUS
TMO3BOJINJI C/IeJ1aTh CJIE/IYIOLIHE BbIBOJIbI:

— Bocnpustiie u noHnmMaHue cpejibl
BO MHOTOM CXOKH, KaK y TpyIIbl, JIIOJEH,
KOTOpble 3aHUMAIOTCS TIPOEKTHPOBAHUEM,

a TAKXKe U Y TeX, KTO He UMeeT HUKAKOI0
OTHOLLIEHUS K €€ CO3JIaHHIO.

— HeT HUKAKHX COMHEHHH B TOM, UTO
MPOCTPAHCTBO, KOTOPOE HAC OKPYy’KaeT,
Y4YacTBYET B CO3[IaHUH PA3JIUUHBIX IMOLIUH.
OHo TaK »Ke OKa3blBaeT BCECTOPOHHEE
BJIMSIHUE HA JIESATEIbHOCTD JIOJIEH.

— B coBoKynHoCTH, JIIO/IH, KOTOPbIE
paboTalOT ¢ MPOCTPAHCTBOM H CO3AAI0T
ero, UMes 6oJblliee MpeaCTaBJIeHHE O €ro
CO3JIaHUM, 3a4aCTYl0 OTBeYaJH Pa3BEPHYTO,
BbICKA3bIBAsI CBOU HUEH HA OCTaBJEHHbIE
BOTPOCHI.

— Jlioau, He UMelolHe OTHOLLIEHHE K
MPOEKTHPOBAHHUIO, OTBEUAJU HA BOMPOCHI
MOCPEJICTBOM CBOUX SMOLIMH W OULYILIEHHH.
Bocrnipustue apxutekTypHO# cpejibl
BCErJia COMpoOBOXKIAETCS OMOCPENOBAHHON
OLLEHKOH OTHOMUIEHHH C IPYTHUMH JIFOJIbMH,
MPOSIBJSIIOILIUMUCS B apXUTEKTYpE.

OCHOBHbIE NMONOXEHUA

Kaxnplit uesioBek ¢ onpeeseHHOro
BO3pacTa cnocobeH K 0CO3HaHHON
pedIeKCHH 10 OTHOILIEHHIO K TPOCTPAHCTRY,
B KOTOPOM OH HAXOJUTCSI: XOJNOJHO, TETI0,
NPOCTOPHO, 3axKato U np. boJsiee ciioxkHas
peduiekcHs 1aeT OTBETHI HA BOMPOCHI:




Cuuraere 1 Bel 4TO M3yueHue
TICUXOJIOT UM BOCIIPUSITHS
ApXUTEKTYPHOM Cpebl CMOXKET
MOBJIUATH OJIarONpUSITHBIM 00pa3oM B
CO3JaHNU KOM(OPTHOM apXUTEKTYPhI?

Bnuser nu Ha Baue HacTpoeHue
apXUTEKTypHas cpena?

Hert
H][a

0%

20%  40%  60%  80%

100%

Juarpamma 6. [paduk pesysnbratoB anketupoBanus (19,20 Borpochr)

KOM(OPTHO JIH MHE 3/1eCh, TO3BOJISIET JIH
3TO MPOCTPAHCTBO YyBCTBOBATL cebsl B
6€e30MacHOCTH U T.I1. BOMPOCHI. Tak uin
HHaue, KaX/Jbli YeJ0BeK MbiTaeTCsl HAaUTH
MPOCTPAHCTBA JI/IS XKUJIbs1, pAaOOThI, OT/IbIXA
U pa3BJieueHui ¢ onpeaeseHHbIM HabopoM
YHUBEPCAJIbHbIX KAYECTB, U CBOUCTB,
HEOOXOUMbIX KOHKPETHO eMY.

ApxuTeKTypHasi cpejia OIMHAKOBO
BO3JIEHCTBYET KaK Ha MpodheccuoHaoB-
APXUTEKTOPOB, TaK U Ha JIIOJIeH, TaJeKHUX
OT 3TOr0, OAHAKO MCHXOJOTHUECKHE
0COOEHHOCTH BOCIIPUSITHSI MOTYT 3aBUCETh
OT pasJIMUHbIX PaKTOPOB.

Pagnuua B BOCIpUATHU COBPEMEHHOH
U HCTOPUUECKOH 3aCTPOUKH 06yCJI0BIEHA
CKOopee MacliTaboM COOPYKEeHHH, HeXKeJlH
CTUJIEBBIMH XapaKTePUCTUKAMHU.

Bocnpusitue pekiamHoil uHdopmaiiyuu
B apXUTEKTYPHOH Cpejie UMeeT HEKOTOpble
0COOEHHOCTH B 3aBUCUMOCTH OT
MHMOPMATUBHBIX KAUECTB 3TOH CPEJIbI.

3aKknwyeHue

B coBpeMeHHOM MHpe GOJIbIIHHCTBO
MPOBOJMMBIX HCCJIEIOBAHUI CBSI3AHBI C
paccMOTpeHHeM apXUTEKTYPbI C TOUKH
3pEHUsT CEMUOTHKH, TJle OJIHH aBTOPbI
paccMaTpUBalOT BbIPA3UTEJbHOCTD
XYJI02KECTBEHHOTO SI3bIKA aPXUTEKTYPbI
Ha 3HaKOBOM, CUMBOJIMYECKOM H

06pa3HOM YPOBHSX XY/107KECTBEHHOTO
513blKa, @ HEKOTOPblE — TOBOPSIT O
BU3YyaJIbHBIX HIH(Pax, OT KOTOPbIX 3aBUCHUT
JIMHAMHYECKOEe NepexKMBaHHE W OCMbICJIeHHE
cyO'bEKTOM MPOCTPAHCTBA.

Pegynbrathl JaHHOTO HCCaeI0BaAHUS
MOJBOJAT K TOMY, UTO apXMTEKTypHasl cpeaa
He SIBJISIeTCsl OJIHOPOJIHOM, T03TOMY OHa
anpuopH JI0JKHA CO3[1aBaThCsl B CUMOHO03e
pasJIMUHBIX HAYK, [l POJib aPXUTEKTOPa
ocraeTcsl 0ObeAUHSIOUIEH, U B 9TOH CBS3H
camol 0TBeTCTBEHHOH. OMbIT CTapbIX
MacTepoB U B apXUTEKTYpE, U B JIPYTHX
CMEKHBIX 06J1aCTSIX HCKYCCTBa, HATIpUMep, B
JKUBOIUCH, MOATBEPKAAET 3T0. JlocTaTouHO
BCIIOMHHTb TAKHUX BEJIMKHX MACTEPOB
kak Jleonapno na Bunun, AnbGepri,
Jliopepa, Xorapra u jip., UX KPOIOTJIUBYIO,
HACTOMUUBYIO, HCCJIEIOBATEIBCKYIO
paboTy Hajl pa3JHUHbIMH CTOPOHAMU
APXUTEKTYPHbBIX TPOEKTOB, UYTOObI MOHATD,
KaKylo KOJIOCCAJIbHYIO POJib UTPAoOT
Pa3HOCTOPOHHHE HAYUHbIE H3bICKAHUS
B MOJIHOLIEHHOM XY/I07KECTBEHHOM
npoussesneHuu. [IpoaykruBHas
npodeccroHa bHast 1eATENbHOCTD
ApXUTEKTOpA CTPOUTCS Ha OCHOBE
rJiyGOKOro MOHUMAaHHs! 33124l U YMEHHUS1
HalTH TpeOyeMoe pelieHHue.

CTOHUT TaKXKe OTMETHTb, UTO
MICUXOJIOTHYECKOE BOCTIPUSITHE
APXUTEKTYPHOU CPeJibl — CJIOXKHAS U
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MHOTOrpaHHast TeMa, akTHBHO H3yyaemasi B
nocJiesHue roabl. M3 neesenoBanuii B Takux
006J1aCTsIX, KAK [1CHXO0JIOTHS], HEBPOJIOTHS U
apXUTEKTypa, CTAHOBHUTCS SICHO, YTO IU3alH
Hallel NCKYCCTBEHHON CpeJibl OKa3blBaeT
rly6oKoe BJIMSIHHE Ha HALIK 9MOLIUH,
nosejieHue u Osaromnodyune. Mceenenosanus
1oKasaJii, 4To apXMTeKTypHbIe
0COOEHHOCTH, TaKHe KaK OCBellleHHe,
1BeT, (hopmMa U MpPOCTPAHCTBEHHOE
pacroJioxKeH1e, MOryT BJIHATH HA HALLH
KOTHUTHBHbBIE NPollecchl, apdeKTHBHbIE
peakLuu 1 1axe (hU3N0J0rHIecKre
cdynkuun. Hanpumep, maciirabHo
CIIPOEKTUPOBAHHOE 3[IaHHE MOXKET
Croco6CTBOBATH OLLYLLEHHIO KOMdopTa,
6€30MaCHOCTH U MPOLYKTUBHOCTH,
B TO BpeMsl KaK POCTPaHCTBO,
CIPOEKTHPOBaHHOE 6e3 yueTa MacluTaba
yeJI0BeKa, MOXKET MPHBECTH K cTpeccy,
6eCrOKOUCTBY U MJIOXOMY HACTPOECHHIO.
Ananus 0TBETOB PECIOHIEHTOB B 00€HX
rpyrnmnax rnokasaJ OJlMHaKOBO BbICOKHIA
TPOLEHT MPUBJIEKATENBLHOCTH CTapOH
(McTOpUUECKOH ) 3aCTPOHKH roposia. DTO
JIaeT OCHOBAHMUS 110J1araTh, YTO OJHHM K3
BayKHEHLINX KpUTepHeB KOM(MOPTHOCTH
TOPOACKOH Cpefbl ABJAeTCA MacLuao,
6s113KHI yesoBeKy. OHaKo, 3TO He 3HAUMT,
4TO COBPEMEHHAs 3aCTPOHKa alpuopH
He MoxKeT ObITb KoMopTHOH. BaxHo
JlaxKe B KPYITHbIX 00'beKTaX BbIUJICHATD
Copa3MepHble 3JIeMEHTbI WM YJIeHEHHUS]
(hacanHbIX MPOCKOCTEN.

Kpome Toro, uccseioanue 1nokasasno,
YTO Ha BOCIIPUSITHE APXUTEKTYPHOH Cpe/ibl

BJIUSIOT HE TOJILKO (PU3MUECKHE MapaMeTphl,
HO U KyJIbTYpPHBIE U COLlMaJIbHbIE PaKTOPbI,
TaKue Kak JIHUHble Mpe1oyTeHus,
MPOLL/IbBIHA OMBIT U COLUAJIbHbBIE HOPMBI.
Taknm 06pasom, apxUTEKTOPbI H IM3alHEPbI
JIOJIZKHbI YYUTBIBATb LLIMPOKHH CIIEKTP
(haKTOpOB MpH CO3TAHUU TTPOCTPAHCTB,
KOTOpPbI€ He TOJIbKO (DYHKIIHOHAJBHBI,

HO M SMOLIMOHAJIbHO MIPUBJIEKATE/bHbI U
CNOCOOCTBYIOT GJIATOMOJYUHIO YeJOBEKA.
[TocKosbKy colMasbHbIN ONBIT — MOHSITHE
JIOCTaTOYHO LIHPOKOE, BAXKHO MPUBJIEKATh
2151 0OCYKIEHUS M yHACTHS B CO3IAHUN
CpeloBbIX 0OBEKTOB CaMHX YYaCTHHKOB
9TUX npocTpancTs. Mcenenopanue
M0OKa3aJo, 4TO BOCIPHUSITHE KAYECTB U
XapaKTEPHUCTHK Pa3/IMYHbIX CPEIOBbIX
0o0pasoBaHUil paKTHUECKH OIMHAKOBO KakK
y pohecCHOHAIbHBIX TPOEKTHPOBIIUKOB,
TakK W JIIoJIed 1aJIeKUX OT 3TOrO.

B uesiom, u3ydeHue neuxo10ruyeckoro
BOCIPUSTHS] aPXUTEKTYPHOH CpeJibl
SIBJISIETCS] BazkKHeH el 06/1acThio s
YJIYULLIEHUS] KAUeCTBA HALLlEH 3aCTPOCHHON
CpeJibl ¥ YKperieHUsI 310POBbsT U
6aarornoJyuns yesoseka. [TockosbKy Halle
00LIECTBO MPOI0JIKAET ypOAHU3UPOBATHLCS
1 CTAJIKUBAETCS C HOBBIMHU MTPOOJIEMaMH,
CBSI3aHHBIMH C M3MEHEHHUEM KJUMaTa
M COLMAJIbHbIM HEPaBEHCTBOM, BazKHO,
4yT0Obl Mbl TPOJIOJIZKAJH HHBECTHPOBATH B
UCCJICIOBAHUS W METOJIbl IPOCKTHPOBAHMUS,
KOTOpbI€ OTJAIOT [IPHOPUTET
MCHXOJIOTHYECKHUM U SMOLIMOHAJIbHBIM
NOTPeOHOCTAM JIIOEH B HCKYCCTBEHHO
C03/1aBaeMOM POCTPAHCTBE.
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KA3IPT'1 COYNIET OPTACBIH NCUXONI0TUANbIK KABbIIAAYAbIH EPEKLUENIKTEPI (AJIMATbI
MbICAJIbIHAA)

AHpatna. ApXuTekTypanblk opTa - 6yn 6i34iH 9pKaiCbIMbI3AblH, 91-ayKaTbIMbI3Fa, KOHIN-KYMiMi3re XaHe
9p TYpANi apeKeTTepAi opblHAAYFa acep eTeTiH Bapblk eMipAik npouecTepain Taburn KabbiFbl. byn
OpTaHblH, 3pTYpAi Kypamaac beniktepi (kananap, kewenep, fMMaparTap, anaHaap) afaMHbIH dneyMeTTiK
006beKT peTiHAe AaMyblHa MaHbI3Abl 9CEP eTeAi, COHAbIKTaH Oy acep eTyaiH epeKluenikTepiH 3epTTey
yhnecimai Aamy YLLiH eH, KONanbl XXaHe TUIMAI KEeHICTIKTI KypyFa KemekTeceai.

Matepuanabik KEHICTIK NeH adamMAap apacbiHAAFbl KAPbIM-KATbIHACTbIH, €H, HO3iK HI0AHCTapbl apTypAi
cananapiasbl fanbiMAApAbl Kbi3bIKTbIPaAbl, BUTKEHI OCbl ©3apa anMacy MexaHW3MAEPiH TYCiHY apKblbl
faHa bepinreH napaMeTprepMeH acep eTyaiH 6enrini 6ip HbicaHAAPbIH XobanayFa 6onaapl.

ApXUTEKTYpPanblK-KEHICTIKTIK OpTaHbIH AaMYy epeKLUeniKTepi MeH acnekTinepiH KapacTbipy
COYNeTTiK OpTaHbIH afiamMFa acep eTeTiH haKTopaapbIH aHbIKTayFa MyMKiHAIK 6epepi. Makanaaa
COYNETTIK KeHiCTiKTepAiH apTypAi MblCanaapbl 0NapAblH Kabbinaayllbl CyobekTiHiH NcuxXmMKacbiHa
9Cep eTy KOHTEKCTiHAE KapacTblpbliafbl. 3epTTey aaicTepiHe saebueT Kke3aepiH 3epTTey, Xyueni
Loy, MaTepuaniapabl Tanfay xXaHe CMHTe3aey, cCayanHaManap MeH HaTUXenepai eHaey Kipeai.
Tapuxu 3KCKypCUs CayneTWinepain Xeke afaamsa XKaHe Kenwwinikke cayneT HblCaHAAPbIHbIH 3Cep eTy
epekLuenikTepi MeH AapexeciH aHbIKTayFa 6arbITTanfFaH anfallkbl dpekeTTepiHeH BacTan xy3ere
acblpbliagpl.

CayanHama AnmaTblfa Xyprisinai, peCnoHAeHTTepAIH ayKbIMbl €Ki CaHaTTaH aaewi TaH4anab!:
cayneTLwinep XaHe Kananblk OpTaHbl Kypy NpoLeciHe KATbIChl )XOK aaamaap. ApXUTEKTypanbK,
KEeHiCTiKTepAi Kabblngaybl Typanbl MaMaHAapAaH cyx0aT any faHa eMec, COHbIMEH KaTap KopLuafaH
OPTaHblH, MCUXONOTUANBIK Cepi KaCibu BiniM MeH Taxipubere KaHLWanbIKTbl 9Cep eTeTiHiH biny
YLWiH CIYNeTTeH anbIC aAaMAAPAbIH NiKipnepiH 6iny MaHbi34bl 604bl. OHbl KYPY XXSHE XYMbIC icTey
MPUHLMMTEPIH TYCiHyre 6ainaHbICTbl Bi3ai KOpLIaFaH KeHiCTiKTi Kabbliaay KaHLWabIKTbl 83repeTiHiH
TyCiHy. KanaHbiH, OyKin cayneTTik KOpnyCblHbIH O4AH 9pi AaMybl OHbIH 6apAbIK, AM3aMHbIMEH XoHe
KepKeMAiK Ma3MyHbIMEH Bipre cayneTwinep e3 eMip cypy KeHicTiriHe eHrisreH esrepictepre Kana
TYPFbIHAAPbIHbIH, MiKipnepiH TyciHyre 6ainaHbICTbI.

byn 3epTTeyniH HaTUXKECi cayanHama AepeKkTepiHe XaHe GepinreH Takblpbin 6OMbIHLWA KaCion
TanKbliaynapfa Heri3fenreH NCUXoNorabIK acep ety MaTpuuachl 6onbin Tabblnasbl.

byn 3epTTeyaiH HaTUXKeNepi cayneTwinepre, AM3anHepaepre XsHe 3aMaHaym KanaHblH,
bYHKUMOHANAbl XXaHe 3CTETUKANbIK, KYHAbI 3KONOTUSANBIK KYPbIbIMbIH KYPYFa KaTblCaTblH 6apAbIK,
afampapFa KeHICTiK NeH XeKe aHe/HemMece KayblMAACTbIK apacbiHAafFbl 83apa apeKkeTTecy
NMPUHLMMATEPIH TYCiHYre XXaHe 3MNaTUKabIK KananblK KeHICTIKTEPAi KypyFa KeMeKTecea,.

TyiiiH co30ep: COyNeT XaHe NCUXON0rus, 3aMaHaymn CaYNET, KEHICTIKTI Kabblnaay, Kana KeHicTiriHiH,
acepi, CAyNeT eHepiH Kabbinaay epekLuenikrepi, eMip Cypy KeHiCTiri, KopliaFaH opTa 06beKTINepiHiH,
NCUXONOTMACHI, COYNET KEHICTIriH i3rineHaipy.

Aaiiekce3 ywiH: EineHoB, AnuxaH xaHe [ynbHap MayneHoBa. «Kasipri caynet optacbiH
NCUXONOrUANbIK, KabbinaayablH epekweniktepi (Anmatbl MbicanbiHaa)». Central Asian Journal of Art
Studies, T.8,N2 4,2023,97-116 6., DOI: 10.47940/cajas.v8i4.686.

Asmopnap komwaszbaHbiH COHFbI HYCKACbIH OKbIN, MAKY10a0bl iaHe Myddesnep KalillblibIFbl HOK
eKeHOi2iH Manimoelioi.
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FEATURES OF PSYCHOLOGICAL OBSERVATION OF AN AGGRESSIVE ENVIRONMENT (USING THE
EXAMPLE OF ALMATY)

Abstract. The architectural environment serves as the natural backdrop for all life processes,
influencing well-being, mood, and the ability to engage in various activities. Components such as
cities, streets, buildings, and squares exert a significant impact on an individual’s development as a
social entity. Studying the nuanced relationship between material space and humans is essential for
creating a comfortable and effective space conducive to harmonious development.

This article explores the features and aspects of the architectural and spatial environment’s
influence on individuals. Examining various architectural spaces in the context of their impact on
the psyche, the research methods involve literature review, systemic analysis, material synthesis,
questionnaires, and result processing. A historical overview traces architects’ initial attempts to
determine the features and degree of influence of architectural objects on individuals and the masses.

Conducted in Almaty, the survey targeted two respondent categories: architects and individuals
not involved in urban environment creation. The deliberate selection aimed to gather insights from
both professionals and non-professionals, revealing how psychological influence varies based on
professional knowledge and experience. Understanding residents’ feedback is crucial for the continued
development of a city’s architectural landscape, including design and artistic content.

The study results in a matrix of psychological impact derived from survey data and professional
discussions. These findings are valuable for architects, designers, and stakeholders involved in
shaping a functional and aesthetically meaningful urban fabric. The study enhances comprehension
of the interaction principles between space and individuals or communities, fostering the creation of
empathetic urban environments.

Key words: architecture and psychology, modern architecture, perception of space, impact of
urban space, features of architectural perception, living spaces, psychology of environmental objects,
humanization of architectural space.

Cite: Yeshpanov, Alikhan, and Gulnar Maulenova. “Features of psychological observation of an
aggressive environment (using the example of Almaty).” Central Asian Journal of Art Studies, vol. 8, no. 4,
2023, pp. 97-116, DOI: 10.47940/cajas.v8i4.686.
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TBOPYECTBO CYT'YPA
AJIMYJIDbI:
OCOBEHHOCTH
MY3bIKAJIbHOI'O CTHUJIA

Payuian Ancaurosa', Haprait Bekmonantos!

'Kasaxckast HalHOHaJ/IbHAST aKajleMHst HeKyceeTB UM. TemupOeka Kyprenosa
(Anmarbl, Kazaxcran)

AHHoTaums. [lokasaHbl HEKOTOPbIe MCMONHMTENbCKME ocobeHHOCTM TBopyecTBa Cyrypa, B KOHTEKCTe
KapaTayCcKoM UCMONHUTENbCKOM LWKOsbl. O4HUM U3 CMOCO60B NO3HaHWS NPUPOAbLI TPAAULMM LWepThe
SBNSETCS BbIIBNIEHUE PErMOHabHbIX WKOA. JoMbpoBas My3bika LleHTpanbHOro, B TOM uncie

lOxHoro KasaxcraHa (Kapatayckuii permoH) nmeet cBou ocobeHHocTn. CBoeobpasume 4oMOPOBOro
MCKYCCTBA 3TOr0 PernoHa, a Takxke HensyyeHHOCTb TBopyecTBa Cyrypa Annynbl Kak OCHOBOMOMIOXKHMKA
Kaparayckoii oMbpoBOWi LWKOAbI, 06yCNaBAMBAKOT akTyanbHOCTb M36paHHOM TeMbI. B cuny cnoxHocTu
00beKTa MccnenoBaHUS, Mbl OrpaHUYMMCS OCBELLEHUEM NIULLIb HEKOTOPbIX, HA HAaLL B3rg4, Haubonee
MHTEPECHbIX acrneKToB. Ha 0CHOBE BbILlLECKA3aHHOM0, aBTOPbl PACCMATPUBAIOT HEKOTOPble 0CODEeHHOCTH
My3blkanbHoro ctung Cyrypa Anuynbl (1875-1961) — TanaHTIMBOrO KoMK (Y Ka3axoB — CO34aTeNb U
UCMONTHWUTENb B OLHOM NnLE), KuBLLero Ha pybexe XIX-XX BB. Kion 3Toro My3bikaHTa 6bi1M cOXpaHeHbl 1
CTanu nonynspHbl 6aarofaps AesTeNbHOCTU ero y4eHUKOB U NOC/ef0BaTeNeN.

B aHann3e noM6pOBOI My3biKM aBTOPbI OMUPAKOTCS HA CPABHUTENBLHO-TUMONOTMYECKUIA 1
CPaBHUTENbHO-MCTOPUYECKMIA METOADI, ALOLLME BO3MOXHOCTb BbISSBUTb YEPTbI CXOACTBA M PA3IUUMIA Kak
B UCMONHUTENbCKMX BapuaHTax oTAenbHbIX KloeB Cyrypa (onpeaeneHue ctuns), Tak U B COXPaHUBLUMXCS
COYMHEHMSAX, CO3AAHHBIX NOC/NeA0BaATENSMU. B COOTBETCTBMM C CUCTEMHO-3THODOHNYECKUM METOAOM
(Mropb MauueBckuii), npeanonaratoLmMi CUHXPOHHOE U3yYeHUE IMYHOCTU HAPOAHOTO MY3bIKaHTa,

a TaKXKe MHCTPYMEHTapMs U MHCTPYMEHTAIbHOW MY3bIKU. KoM YHUKANBHOO KHOMLWM COXPaHUANUCH B
penepTyape ero y4eHWKOB U NociefoBaTeNei, BNOCAEACTBUMU CAENABLUMX MX HOTHbIE TPAHCKPUMLUMK
co3paHHble XXannacom KanambaeBbiM («KepTonray», «bec sxopfa», «LLankpimMa, «Tofbi3 Tapay» 1 T.4.),
XaHranu Xy3baesbim («bec xxopfa» (5 BapuaHToB), «Ha3 koHbip» 1 T.4.). Ctunb Cyrypa chopmupoBancs
Ha CTbIKE Pa3HbIX MHCTPYMEHTaNbHbIX TPAAULIMIA — LOMBPOBOM (LiepTne, ToKMe), KobbI30BOM My3blkK. Ero
COYMHEHUS eCcTb Hanbonee ApKoe BOMIOLLEHNE KapaTayCKOro (10KanbHOro) 4LOMOPOBOro CTUAS.

Knioyeswie cnosa: nombpa, Kioi, KoMK, Tpaanums weptne, TBopyectso Cyrypa Anvesa, Kapartayckas
L,OMBPOBas LWKONMA, My3bIKaNbHbIMA CTUb.

Ana yumupoeanus: Ancantosa, Paywax u Haptait bekmonamHoB. «TBopuectBo Cyrypa Anuynbl:
0cobeHHOCTM My3bikanbHoro ctunay. Central Asian Journal of Art Studies, 1. 8, N2 4,2023,¢.117-132, DOI:
10.47940/cajas.v8i4.789.

ABmOpr npoyumanu u 0006punu 0KOHYamesbHbll 8apuaHm pykonucu u 3asesisom 06 omcymcmeuu
KOH¢ﬂUKma UHmMepecos.
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BBepeHue

aXKJ10€ HOBOE MOKOJIEHHE MY3bIKOBEJIOB
KCTpeMI/ITCH pacKpbITh 0COOEHHOCTH
Ka3axCKOH HalMOHaJIbHOH My3bIKaJIbHOH
KYJIbTYPbl, 00pallasicb K TOH UJIH HHOH
npo6JemMe TpajUIIHOHHON My3bikd. OjiHa
TOJIbKO BETBb TPAIMLIHOHHOH MYy3bIKaJbHOH
KYJbTYPbl — UHCTPYMeHTaJ/bHAs My3bIKa
— mpejacTaBJeHa pa3Hoo6Pa3HBIMU
UCITOJIHUTEJIbCKMMH LIKOJIaMH,
HEMOBTOPUMbBIMU UHJIMBU/LyaJIbHbIMU
CTHJISIMM MACTHTBIX KIOHIIH, OeClleHHbIMU
1I1eIeBPAMH YCTHOIO TBOPYECTBA.

Ha ceroausitunuii ieHb, no-
npexkHeMy HauboJiee H3yueHHOH
ocraetcs joM6poBast My3bika. Bee
M3BECTHbIE MPEJCTABUTE/N PA3HbIX
noM6poBbIX Tpamuuuii (Kypmanrassi,
Haynetkepeit, [luna, Ceiitek, Tartumber,
Cyryp u ap.), UX TBOPYECTBO HALLLIO
OTpaKeHHe B HaydHOH JiuTeparype, B
COBPEMEHHbBIX HCCJICI0BAHHUSIX, B TOM
uncsie quccepralioHHbix. Tem He MeHee,
MMeIOLIHeCs TOMOPOBbIE HIKOJIbI B
JeACTBUTEJILHOCTH MOKa ¢J1ab0o H3yUYeHbl
(YTeranuena 162).

BriToBanue kaparayckux 10MOPOBbIX
1 KOOBI3OBBIX CTHJIEH CTAJI0 Pe3yJibTaToM
CJI02KHOTO UCTOPUUECKOTO PA3BUTHS
Ka3axCKoro HapoJia, B KOTOPOM y4acTBOBaJIU
pasJIMuHbIe TJIeMeHa U HAPOIHOCTH.
HekoTopble paznnuusi Mexxy HUIMH
NPOSIBJISIIOTCS TAKXKE U B MY3bIKaJIbHbIX
Tpamumsx. OHAKO, KaxKIbli U3 9THX
CTHJIEH UMeeT 00LLHMe YePThI C MY3bIKOH
coceiel, HanmpuUMep, TYPKMEHCKOH,
KHPTU3CKOH, PYCCKOH, TYpelKOH.

CkasaHHoe Kacaetcsi 1 JoMOpPOBOH
My3blkd Cyryp AJnyJibl, KaK 3CTEeTHUECKHE
0COOEHHOCTH 3TOH LIKOJIbI, TaK 1
TBOPUYECTBO BHJIHBIX MPEJICTABUTENEN,
takux Kak yKannac Kanam6aes, Toseren
Mowm6ekoB, ['enepan Ackapos, Daitaysna
Ypmy3sos, yKaunranu yKys6aes u J1ip. 10 CHx
Nop MOYTH HE pacCMaTpPUBAJIUCh.

B naHHO# cTaTbe HAMH PacCMOTPEHbI
CJle/lytoLLHe BOTPOChI:

| Xapakrepucruka TBopuectBa Cyrypa u
ero nocJjeoBareJsie;

2 BrisiBJieHbI HEKOTOPbIE 0COOEHHOCTH
€ro My3bIKaJIbHOTO CTHJIS;

TropuectBo Cyrypa AsnyJsibl Npu3HaHo
B KAa3aXCKOM HCKYCCTBE KaK CO3/1aTest
lIepTIe KIoeB, OH He TOJbKO Obll
MCIOJIHUTEJIEM, HO M CaM COUYHHSIJ KIOH.
[Ipoussenennss Macrepa craiau oHON
13 JlyXOBHBIX LleHHOCTEH Hallero Hapoja,
OTJIMYasiCh cojiepKaHneM, 0COOCHHOCTSMH
MCIMOJTHEHHUS - XYJI07KECTBEHHBIM 3(h(HeKTOM.
OHo BOLILIO B 30/10TOH (DOHJL KA3aXCKOTO
MY3bIKaJIbHOI0 MCKYCCTBA M COXPAHUJIOChH
KaK KyJIbTypHO€E HacJeue.

B nauane XX Beka Hapsity
C TPAJMLIMOHHBIMH YCTHO-
npodeccHoHaMbHBIMU BUIAMH TBOPUYECTBA
CTaJIM LIMPe BBOUTHCS 2KAHPbI U (hOPMbI
eBPOINENHCKOl My3bIKH, KOTOpbIE OTPAa3HJIUCh
1 Ha TBOpuecTBa Kioiuiu. [ToscemecTHo
BBOJIUTCS €BpoOIelickasi cuctemMa
MY3bIKaJIbHOro 00pa3oBaHHMsl, MOSIBJSIOTCS
My3bIKaJIbHbIE LIKOJIbl, YUHJIHUIIA, A TAKIKE
KoHcepBaTopusi. C 0fIHOH CTOPOHbI, 3TOT
MPOLECC UMEJT TTOJIOKUTEJIbHbIE CTOPOHBI.
On crioco6¢TBOBAN NPHOOILIEHHIO
ILIMPOKHX MAce K JIOCTHKEHUSIM
My3blKaJibHOTo McKyceTBa. C apyroi —
«...CEerojiHsi CTAHOBUTCS OYEBHU/IHBIM,
HACKOJIbKO OLIMOOUHO ObLI0 U3MEPSATh
YPOBEHb JIyXOBHOI'O Pa3BUTHS OJIHOTO
Hapoja KAKMMHU-TO JIOCTOMHCTBAMHU
JIPYroro, - MULIET OHA, -... 3CTETHKA U
MCKYCCTBOBE/ICHHME BCE Yallle U NpUCTajibHee
HAYMHAIOT BCMATPUBATHCS B COXPAHUBIIMM
MOKa CaMOOBITHOCTb XY/102KECTBEHHDBIH
ONbIT HEEBPOMEHCKUX LIMBUIIM3ALHIL»
(Cysykeii 48). [Ipumepamu moryt
CJIY2KUTb MPEJICTABUTEJIM KapaTayCcKoH
uikoJbl: Tyneren Mombekosa (cm. Puc.
1), daitzyana Ypmysos (cm. Puc. 2),
['enepan Ackapos (cm. Puc. 3) u ip. Onu
He MorJid paboTaTh B KOHCEPBATOPHH, TaK
KaK He BJiajie/ii HOTHOH rpamMoToi. Kx
HepeKO HA3bIBAJIH «CAMOJESTEbHbIMU»
My3bIKAHTAMH.

MeToabl

Cuuraem, 4To /151 PA3HOCTOPOHHETO
paccMOTPEHHUS 2KaHPOBO - CTHJICBOTO



Puc. 2. ®anzyana Ypmysos (1920-2015)
CusieBa — Payuian Asicaurosa. @oTo 3 ee JIMUHOTO
apxuBa, 2010 .

Puc. 3. 'enepan Ackapos (1940-1999)

TBOPYECTBA KIOUIIIH, TOMOpHCTa

Cyrypa AsuyJibl (M. Puc. 4)
11es1eco00pa3Ho UCIOJb30BATh CEYIOlIHe
MeTOJIbl, chOPMHUPOBABIIHECS B
THOMY3bIKOBeZleHHH. PaboTa B nepyto
ouepe/ib GOKyCHpyeTcsl Ha MeToJIax,
CB$I3aHHBIX C YCTHO-MTPO(eCCHOHANBHON
My3bIKaJIbHOH KyJibTypoil. OCHOBHOE
BHUMaHHe yJeJisieTcs BbipaGoTaHHbIM
TPaULIUAM, KOTOpbie (hOPMHUPOBAJIH HOPMbI
MY3bIKaJIbHOTO MbILLJIEHHS] B TEUEHHE
JIOJITUX BEKOB. JI/1s1 pacKpbITHSI TEMbI U
npeaMeTa UCCIeIOBAHUS aKLEHT CleiaH
Ha MartepuaJie 10MOpoBbIX KloeB Cyrypa
Annyaibl. Oco60e BHUMaHKE YeJIsieTcst
MCCIIEN0BATENLCKOH 0a3e 3TOH My3bIKH

B KOHTEKCTE HAPOJIHOM TePMHUHOJIOTHH,
KOTOpasi UrpaeT KJ0UYeBYI0 poJib B
MOHUMAHHWH OCHOB TPAAULIMOHHON TEOPUH
MY3bIKHM B Ka3aXCKOM MY3bIKO3HAHHH.
McTouHnKamMu JaHHBIX MOCTYKUJTH

TPYJibl My3bIKOBEJIOB W UCTIOJIHUTEEN. B
YACTHOCTH, MPH KYJIbTYPHO-HCTOPHYECKOM
anasmze kioeB Cyrypa ¢ nomoliibto
CPaBHUTEJIbHO-THIOJOTHUECKHUX U
CPaBHUTEJIBHO-HCTOPUYECKUX METO/I0B
KJ1acCUpULIMPOBAHbBI CXOHbIE U
OTJIMUUTENIbHbIE 3JIEMEHThI CPEJIU
HECKOJIbKMX BAPHAHTOB MCIOJIHEHHUS KIOEB
(B omnpe/ieJieHUH My3bIKAJbHOTO CTHIS ),

Puc. 4. Cyryp Asnyanbi (1875-1961) kroiiiu
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nokasaHna crielinguka kioes Cyrypa,
COXpaHUBIIASICS B HCIIOJIHEHUH €T0
rocJie/loBaresiei.

O6cyxpeHue

B kazaxckoil 1oMOpoBOH TpaiulUu
CYLIECTBYET /IBA OCHOBHbBIX CTHJIS,
KA/l U3 KOTOPBIX UIMEET CBOH
JIOKaJIbHble PA3HOBUIHOCTH: MOKNeE,
pacrnpoCTPAHEHHBIN B 3aMaIHbIX 00J1aCTAX
Kasaxcrana, rpannuaiimx ¢ Typkmenuned,
Poccuedi (ActpaxaHnckas 06J1acTh), 1
wepmne— llentpanbhbiii, BocTounbii,
[Oro-Bocrounbiii pernonnl Kazaxcrana,
a Tak»Ke U3BECTHBIN 3a UX MpeesaMu
(Anraii-Tap6ararait, CYAP KHP). O6a
CTHJISI TIpeICTaB/eHbl pa3Ho0Opa3HbIMHU
MCIOJTHUTEIbCKUMH HIKOJIAMH.

Kaparayckasi nrom6poBasi My3bika
3aHUMaeT 0c060€e MeCTO CPe IPYTHX,
OpPHUEHTHPOBAHHBIX HA CTHJIb LIIEPTIIE.
Ee 0CHOBOMOJIOXKHUKOM H JIyUIITHM
npenacraBuresieM siasiercss Cyryp AsuyJibl
(1875-1961) — yHUKa/IbLHBIN TOMOPHCT -
Kok, bynyun Han6osee spkum
MCIIOJIHUTEJIEM W co3/aTe/ieM KapaTayCKhuX
JOMOPOBBIX KIO€B, OTJIMUAIOLLUXCS
M0 CBOEMY XapakTepy U 3By4aHHIO OT
ApPKUHCKHUX U 2KkeTblcycKuX (LlenTpasnbhbii 1
[Oro-Bocrounslit Kazaxcran), on octaBui
ryIyOOKHMH CJIel B UHCTPYMEHTAJbHON
My3bike. Cyryp GJiecTsiiie 0CBOUI
TBOpUeckoe Hacsenue Kxnaca (1843-1916)
(cm. Puc. 5), npencraBuresisi KOGbI30BOM
TPaJIMIIMHI, a TAK:KE MaCTEPOB aPKUHCKOH
mKosibl - Tartumbera (1815-1862) u Toka
(1830-1914), a 3aTem B cBoeM penepTryape Puc. 6. Kbii-ko6b13 cerojns B Kasaxcrane.
pasBWJI wepmne Kiou Kak B TjaHe Crynentka KHK um. Kypmanrassl Anus Kanamena,
colleprKaHHsl, TaK U B IJIaHe pacluMpeHHst 2010 . (oro u3 apxusa P.Ascantosoii)
CPEJICTB MY3bIKaJIbHO - Xy/107KeCTBEHHOH

BBIPA3HTENLHOCTH. OH 3HaJ1 BCe BO3MOXKHOCTH 3TOT0
TBOpPYECKO-HCMOTHHTEIbCKAS uHcTpyMenTa. [Ipu uenosiHeHHH KOObI30BbIX
nesatenbHocth Cyrypa, ero KioeB Ha domoOpe (cm. Puc. 7) My3biKaHT
MHCTPYMEHTaJIbHAsk My3blKa HCIbITaNla MPUMEHsA/T HOBATOPCKHE CIOCOObI, KaK B
BJIMsIHHE KOOBI30BbIX KioeB. Cyryp LITPUXOBOM, TaK H B UCIIOJIHUTRILCKOM
OJsecTsLLe 0CBOUJ KOOBI30BYIO MY3LIKY TJIaHe.
1 cam urpas Ha Kobbise (Ka3axckui Bouiee Toro, ero 1oM6poBbie Kiou
JIByXCTPYHHbIH CMBIYKOBbIH HHCTPYMEHT) 3aTeM CTaJli BHOBb UCIIOJHATLCS HA KblJI-

(cm. Puc. 6). koObize. Takum 06paszom, Ca0KHIaCh



Puc. 7. Jom6pa Cyrypa Annesa, xpaHsiiasics B
My3ee ropoja Asamarthl

MHCTPYMEHTAJIbHO - UCTIOJMHUTE/IbCKAs
TpUaaa: KoObl3 — 10MObIpa — KOObI3,
Tpuasa ucnosuutesneit: Mxnac — Cyryp —
JKannac (em. Puc. 8).

Puc. 8. IlocseoBaredib kKapatayckoi
MCTIOJTHUTEJIbCKOM LIKOJIbI
JKannac Kanam6aes (1909-1970)

Hexkoropblie ncesienoBatesu noJjarator,
yto Cyrypa HasblBa/u B HAPOJIE « CONbL-
bakcoly (T.e. cypuil v lIaMaHU3M
ojlHOBpeMeHHO). B ero TBopuecte
coyeTasuCh 3JIeMEHThI LIaMaHu3Ma H
cyduiickoi npaktuku (Myxamberosa 91).
Cyduam (TacaBBy ) Kak MUCTHUECKHH

nyTh Mcsama sapomusics mouTy B Havasie
tdopmupoBanus HMcnama (Kapomart 40).

Nsyuas coupanbHO-UCTOPHUYECKHE
MPENOCHIIKK B POPMUPOBAHUH
JIMUHOCTH KIOHLLIH, Mbl BCTPEYaJUCh C €ro
COBpeMeHHHKaMH u nocJenonaresivu. K
HU OJIMH U3 HUX He YIIOMHHAJ 0 HeM, KaK
o conost-6akcot. Jla v npu xu3uu Cyryp
He HagbIBaJ cebst conol-bakcol, XOTs OH
OblJ1 TTyOOKO BEPYIOLIMM YEJOBEKOM.
Bo3M0oKHOCTH 3anucath Kiod B €ro
COOCTBEHHOM HCTIOJHEHHUH, K COXKAJIEHHIO,
He OblJ10, TaK KaK OH He corJaiascs Ha
3anucu cBoux Mesiofnid. OJiHaKo, B KOHLE
»KU3HEHHOTO MyTH OH BCE-TaKH MpHe3Kal K
Axmerty )Ky6aHoBY (aBTOpY KHUT, OU€PKOB
M CTaTel 0 Ka3aXCKoW HapOJHOH My3bIKe,
KOMIIO3UTOPY ), UTOObI 3aMkcaTh CBOIO
MY3bIKY.. DTO ObLJIO BpeMsl IOMUHUPOBAHHUS
CTUJIS MoOKne, SPKUMH TPeICTaBUTE/ISIMHU
kotoporo 6l Inna Hypnencosa (1861 -
1955), Kasn yKantaeyos (1904-1995).
Opnnako Cyrypa B TOT MOMEHT He MOHSIH U
He npunsan (Myxam6etoBa 240).

Kioit — Kak HHCTpyMeHTa/bHOE
MPOU3BEJICHHE OTJIMYAETCS KPATKOCThIO
(hopMbl, HO €ro cojiepKaHue HeBEPOSITHO
eMKoe, 3HaYnMa Kazkzasi ietasb. Korna
cJaylIaeulb Ko, Tepsielllb YyBCTBO
BpPEeMEHH, U HUKTO He 3aMevaeT, HaCKOJIbKO
K€ KOPOTKH 3TH MUHYTbI HCTIOJTHEHHUS].
Kiou Cyrypa sBJsitoTCst 3peJibiM,
HEMOBTOPUMbBIMH, CAMOOBITHBIMH H
YHUKaJIbHBIMU. B ycnoBusix otcyTcTBHSA
My3bIKaJIbHbIX 3anucei kioeB Cyrypa
BaXKHBIM MPEJICTABJSETCS H3YUEHHE €ro
COUMHEHHH B UCTIOJIHEHHH YUE€HUKOB
¥ nocsieioBateseli. FIMeHHo oHu
COXPaHUJIH U TPUYMHOXKHUJIM TBOPUECKOE
nacsenue Cyrypa, MpuBHECH CBOU
3HAHMUS M OTBIT B TPAKTOBKY €I'0 KIOEB.
HecnyuaiiHo B My3blKaJIbHOH MPAKTHKE
TMOJIy4YHJIH PACTIPOCTPAHEHHE pasHble
MCIOJIHUTEJ/IbCKHE BAPHAHTBI OJIHUX U
Tex 2Ke nbec. Buaumo, B 5ToM Takke
MposiBAsieTCs crelndrka TBOpUYeCTBa
Ktoi (Ancaurosa 102).

Ananusupys kiou Cyrypa B
MCMOJIHEHHH €T0 TIoC/IeIoBaTeNeH, Mbl
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BBISIBUJIM HEKOTOPbIE CrIuALCMUYecKie
0coberrHocmu e2o mgopuecmsa.

Kak naBectHo, Kiou, NoCBsilleHHbIe
o0OpasaM MTHIL ¥ 2KUBOTHBIX, CO3[aBAJIHCh
MHOTHMH MOKOJIEHUSIMH MY3bIKAHTOB
(Capbibaes 74, Yteranuena 161,
[llere6aes 96). Kroit Cyrypa Anuesa
«boaunren» («Cepas BepOtonuia> )
nocesitieH Bepoimoauiie. Kion ¢ HazBanuem
«bo3uHren» noJyunsin pacnpoctpaHenue
¢ 1aBHUX BpeMeH. OIHOMMEeHHbIe KIOH
MCIOJIHSIM PA3JIMYHble My3bIKaHTbI. Y
Cyrypa oH 1po3ByyaJl Mo-HOBOMY, HauboJee
pa3BUTBLIM, HHTOHALUS [TpHOOpesIa HOBOE
cofepkanue. Kiofiiu 6b11 He MPOCTO
UHTEPIIPETaTOPOM, HO MPEKIEe BCETO,
HoBaTopoM. HeTpynHo 3aMeTHTb, UTO
B 9TOM Klo€e JI1000Bb BepOJIIOIULLbL K
CBOEMY JIETEHbILY ACCOLMUPYETCS C
Mmo6oBbI0 MaTepH K pebenky. [Ipupona
MAaTepPUHCKOH JII0OBU OJIMHAKOBA JJI51
Bcex. OTpaxenune «Gera BepOJIOIUIbI»
(«BOM BOJIKa», «IOJIET MTHLBLI», «00pPa3
KoHsi» ) (AmanoB, Myxam6eroBa 95),
XapakTrepHble 0COOEHHOCTH KIO€B-JIereH/,
a TakXKe HCTOPHYECKHUX KloeB. MacTepcTBo
noJpazKaHusi roJ0cam Mpupobl 6JIM3KO
K HaTypasibHOMY, KaxK/bli UCIIOJHUTEb
JIeMOHCTPHPOBAJ B CBOEM aBTOPCKOM
cruiie. Y Cyrypa AnneBa «Bbosunren»
npuoOpeTaeT HOBble, COBPEMEHHbIE UEPTHI,
nepejlaHHble B MHTOHALMSX, PUTMAX,

mesioanueckux pucynkax. Kiowt «bosunren»
BKJIIOUEH B KOOBIBOBbLIN, CbIOBLITOBLIN
periepTyap, px 3TOM My3blKa U TEKCT
JIereHJibl MOI'yT BapbUPOBATLCS, HO TeMa
mMartepu u ee peGeHKa BO BCEX BEPCHSIX
MPUCYTCTBYET HEU3MEHHO.

B mysbikasnbHOM niaHe « bosnHren»
npeJcTassieT co60i HeGObIIYIO
MuHHaTIOpy. XapaKkTep rpaluto3Hbli,
TaHUEeBaJbHbIH, (hOpMa BAPUAHTHO-
crpodpuieckas. PyHkiuio pedpena,
CKperuIsiiollero Bce MpousBe/ieHue,
BBINOJIHSIET OCHOBHOM MHTOHAIIHOHHO-
putmuyeckuit kommieke (OMPK — tepmun
Cayne ¥YreranueBoi). OH COCTOUT U3
BOCXOJIALLMX FaMMO0OpasHbIX 000pPOTOB
1 TIOBTOPSIIOLLIUXCS MOTHBOB. BooOliie
CTOSIHHE Ha OJIHOM 3BYKe BeCbMa THITHYHO
juist KioeB Cyrypa.

B sTOM Kloe TakxKe BCTpedaloTes
MOBTOPEHHUSI OT/EJbHBIX 3BYKOB MJIH
OT/Ie/IbHBIX MOTHBOB (AJsiekcceB 22).
«boaunren» HaunHaeTCs1 C JIBUKEHUS
10 3ByKaM MaKopHoro Tpe3Byuusi. Tema
COCTOMUT U3 MUKPOMOTHBOB, HAHU3bIBAEMBbIX
JIPYT Ha Jipyra, oHa rpalMo3Ha W BO3/yllHa.
Jpmkenne B OMPK ycnoxHusiercs
MCIOJIb30BAHMEM 3aJIUMTOBAHHBIX HOT.
Tema pasBuBaeTcst To Ha OJIHOH CTpYHe,

TO Ha JPyro, To nonepeMeHHo, HJu
OJIHOBPEMEHHO Ha JIBYX CTpyHax. TexHuka
UIPbI 3]1ECh IOCTATOUHO CJI0KHA

(cm. mpumep 1).

Op. T.Mombexos
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[Tpumep 1. Cyryp «bosunren»
(ncriosmHuTesnbekuit Bapuant T. Mom6GekoBa)



[1pu cpaBHEHMH HECKOJBKHUX
BapHaHTOB KtoeB «KepTosray»
(«Paswmbliiienne» ), 6blia UCMoJib3oBaHa
aHasiTHueckas Hotauus. TemaTtuam
KIO€B, HX MHTOHALMOHHO - PUTMHYECKOE
cBoeoOpasue NMPUBOJAT K HHTEPECHBIM
HaGJTI0IEHUSIM, KaCalOLIMMCST TPAKTOBKH
3BYyKa, HCI0JIb30BAHUsI BUOPATO U IPYrHX
MCIOJIHUTEIbCKUX TPUEMOB, OTJIHYAIOLIUX
KapaTayckyio 1oMOPOBYIO 1LIKOJY.

Axkcesiey CelilMMOEKOB CUMTAET,

YTO HHCTPYMEHTaJIbHbIE LHKJbI « T0206L3
mapay», «Kepmoaeay», «62 Axaceren»
u «62 Kocbacap» GepyT CBOe Hadas0 OT
00bEMHSAIONLIEr0 HX OOJIBLIOTO LHKJA,
M3BeCTHOTO B eprof TropkcKoro karanata
Kak « Tonipinin 366 mapmax Kyiis,
COOTBETCTBEHHO KOJIMUECTBY JIHEH B Oy
[CefinnmbexoB 146].

Ha nepBbiii B3rJisij1 3HaYeHUE CJI0BO
«Kep» 03HauaeT MaHepy o6paTHOro
MCIOJIHEHHUS, C IPYTOH CTOPOHbBI
CJIOBO « Kep» UCIOJIb3YyeTCsl Kak
«KeH» (LUMPOKHH ), T.e. KIIHPOKOoe
paaMmbllyieHne ». ¥ Ka3axoB eCTb TaKue
TMOHSTHS, KaK «Kep MapaJiai kepinin»

— PACTSIHYBLUMKICS MapaJl, KKepijreH
Kac» — pacTsHyBIIHecs OPOBH, <KeH
eTek eMip» — 6e33a00THasH KM3Hb, <KeH,
MiHe3/li agam» — 100pbli UeJIOBEK, <KeH

H/‘V I'Ir“‘/r H/‘V
n

Jana» — OeCKpalHsas CTelb, KEH OThIPY»
— CHJIeTb cBOOOJIHO, YyBCTBOBATL ceOs
cBobonHo. Cnenoparesnbho, «Keprogaray»
— OeCKpalHWH, LIHPOKHH, 6€33a60THBIH,
CBOOO/IHBIH, T.€. CMBIC/I KIOSI OTHOCUTCS
KaK K Ha3BaHHI0, TaK U BHyTPEHHEMY
COJIeP2KAHUIO KIOS.

Kioit nocTpoeH B BapHaHTHO-
cTpoduuecko hopme, xapakrep HareBoB
CO CKOJIb3IIIEH MUKPOTOHOBOH HHTOHALIMEH
HalOMHHAIOT KOOBI3OBbIE KIOH, a CHOXKEThI,
oOpallleHHble B [IPOLLJIOE, OTPAKAIOT
peaJsibHy10 IeHCTBUTENBbHOCTb. Cyryp
NpeJcTaeT nepe HaMu Kak MoLLHas
YHUBEpCcaJibHasi IMYHOCTb, TBOPSILLLAs HA
nepeceyeHUd pasHbIX CTUIEH (Mmokne-
wepmne, KOObI30BbIe H NECEHHbIE
TPaJIMLIUHK ), }KAHPOB U BPEMEHHBIX
NPOCTPAHCTB.

[1pu ucnosnnenuu kiost « Keprosray»
4acTo UCMoJIb3yeTest BU6paro,

JIManasoH KOTOPOro MpeBblllaeT YeTBePTh
ToHa. [locTenenHo amnMTy1a quanasoxHa
BUOPATO yBEJHUMBACTCS OT YETBEPTH TOHA
JI0 CeKYHJIb, YTO yKasblBaeT

Ha MacTepcTBO KiokH. CJ102KHIUC
MHEHHUs1 Y JOMOPHUCTOB, UTO [IPUMEHEHHE
BUOPATO CBUETEJILCTBYET O JOCTHXKEHUH
BEPLLUHHBI HCITOJHUTEJLCKOIO MAaCTEPCTBA
(cm.nipumep 2,3,4,5):

I I I I M

ps ~ ~ ~

~— =

[Tpumep 5. Cyryp, «Kepronray» (Bapuant Anummxan )Kysoaesa)
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TouHo Tak ke, ecyii MOCMOTPETh
caenytoui npumep «Keprosray», B
vcnosHeHuu ['enepan Ackaposa, Tam
4eTKO YKa3aH MOBTOPSIIOLIUACS 3BYK, /i€
NpUMEHSJICS MeTo/l BUOpaATo, crnocod
anmJIMKaTypHOro npuema: yepejyercs
BTOPBIM U MEPBbIM MaJbllAMHU JIEBOH PYKH
nornepemMeHHo.

4 nyv v

MCITOJIHEHUS TOTO MJIM HHOTO TIPOU3BENIEHHUSI,
JIBH2KEHHE MEHsIeTCsl KaK B BEPTHKAJIbHOM
M0JI02KEHHH, TaK U B TOPU30HTAJIBHOM.
['oBOpst 06 ypoBHE 3HAHHST MY3BIKAHTOB
B 00J1aCTH TPaJIMLIHOHHON TEOPHH,
HY?>KHO OTMETHUTb, UX CJI0?KHOCTb
MHOroo6pasue rnpu Kaxkyliencs mpocrore.
ITO U CPEACTBA BbIPA3UTEJLHOCTH,
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[Tpumep 3. Cyryp, «Kepronray» (BapuaHt I'enepas Ackaposa)

«B 3ByKe ABJIeHa BCSI MyPOCTh O
yeJIoBEKe», - CUUTAJIH JIPEBHUE MY/IPEllbl.
CrosiHHe Ha OJTHOM 3ByKe CHMBOJIM3UPYET
(usocoCcKni CMbIC, MOKa3bIBasi KPAcoTy
1 3HauUeHHe JIAHHOTO 3BYKa, Mpuaaet ocoboe
BHUMaHHe OT/leIbHbIM 3ByKaM. JlaHHbIi
METO/| TpHeMa 3BYKOCTOSIHHUSI SIBJISIETCS]
OJIHMM K3 0coBeHHoCTeH 1IKoJbl Cyrypa.
JIMCKpeTHBII METOJT BOCTIPOHU3BEJIEHHS
3BYKa CO3/JaeT WJLJI03HI0 MHOTOMEPHOTO
3BYyKa.

«OcHOBHbIe (hU3HUECKHE MTapaMeTphbl
BUOPATO, SIBJISIIOLIUECS] BaXKHBIM CPEJICTBOM
BbIPA3UTEJbHOCTH MPOTSZKEHHBIX
3BYKOB — aMILJIUTy/la U 4acToTa —
JIOCTAaTOUHO MOGUJIbHBI. AMIIUTY/IA TPSIMO
NPONOPUUOHAJBHA IMHAMUYECKOMY YPOBHIO,
yacrora »ke 06paTHO MPONOpPLHOHAIbHA
amruiryje... balmkupekne KypaucTbl
HEPEJIKO UCT0JIb3YIOT TIPHEM OCTENEHHOTO
WJIH PE3KOT0 YBeJIMUeHHs 4aCTOThbl BUOPATO,
4TO CO3MAET OlLylIeHHEe CBOeOOpa3HOn
Tpeau» (3eqnuHcKui 144).

Poman 3esuHCKUI MTPUBOJUT CHHYCOMIb
BUOPHPYIOLLETO 3ByKa OALIKHPCKUX
KypaucToB. Mbl 2ke paccMaTpuBaem
BapHaHTbl BUGPATO B TIOMOPOBOM
ucnonnennn: VVVVVV — nunoo6pazHoe;
UUUU — nogkoBooGpasHoe; 920000
— cnipasieo6pasHoe U T.1. AMIUIUTYIA
JIBUXKEHUS KUCTH (MaJsibleBoe BUOparo,
MHOT/IA JIOKTEBOE ) KAK CY»KAETCs, TaK
1 YBEJIMUHBAETCS B 3aBUCHMOCTH OT

MacTepCTBO UCIOJHUTENbCKON KYJIbTYPbI,
(hopmoobpasytolie acrnekThbl, EMKOCThb
dusocoekoro conepkanusi, 60raTcTBo
TeMOPOBOH NAJIUTPbl HALIMOHAJBHBIX
MHCTPYMEHTOB H HAKOHELL, MHTOHAIIMOHHAS
cTpyKTypa (3enunckuit 354 ). M3 aTux
BbICKA3bIBAHUI Mbl [10JUEPKHBAEM,

YTO HAPOJIHASI My3blKa TECHO CBSI3aHA

C IPUPOJHBIM U COLIHATIBHBIM MHPOM.
Heob6x011M0 HaX0AUTbCS B TAPMOHUH C
npupojon (Kapakysos 162, ¥Yreranuena
87). BhilllensnoxkeHHOe yKa3biBaeT

Ha HEOOXOMMOCTDL MPOLOJKEHHUS
MCC/Ie/IOBAHUI U TPOTNaraHinpoBaHusl
BCEro »KaHpoBOro 6oraTcTBa 10MOPOBOH
MY3bIKH, U T10 CeH JIEHb sIBJISIETCA OJTHOH U3
aKTyaJIbHbIX 33/1a4 COBPEMEHHOCTH.

Mup My3bIKaJIbHOH KyJbTYpbI
Ka3axCKoro Hapojaa — Oorartbli U
pasHoOOpa3HbIf, U3IaBHA CIY2KUT 0ObEKTOM
npUCTaNbHOTO BHUMaHUs yyeHbiX. [Tomnmo
CcBOe0Opa3us U YHUKAJIbHOCTH KaKI01
COBpPEMEHOH KYJIbTYPbl, HCCIIEN0BATENH
HeHn30eKHO CTAJKUBAIOTCS U C
OUEBM/IHOCTBIO UX TEHETHUECKOT0 POJCTBA
[Yreranuesa, AncautoBa 567). Mayuenue
TPaJMLIHOHHBIX 2KaHPOB, MPETBOPEHHE UX
UepT B COBPEMEHHON My3bIKe T03BOJIUT
PELINTb OJIHY U3 BazKHEHIIHNX NTPoOIeM —
npo6JsieMy BO3pOKIEHHST HALMOHAIBHOTO
My3bIKaJIbHOTO s13biKa. PazBurtue
COBPEMEHHOH MYy3bIKaJbHOU KyJIbTYPbl
TPaJIMLIMOHHOTO UCKYCCTBA, €€ Aa/bHelas



»KH3Hb HEBO3MOKHA 6e3 OITOPbI Ha
AYTEHTHYHOE HaCJIedue.

Pesynbrathbl

Takum o6pasowm, B Ktosx Cyrypa BbISBUJIH
cJIelytolne CTH/IeBble 0COOEHHOCTH:

- Cyryp urpaj kion Mxnaca na gom6pe.
YuuteiBas, uto counHenus Cyrypa Oblin
ucnoJsiHenbl yKannacom Kanam6aeBbiM,

TO HeCJIy4yalHo 10MOPOBbIE KIOM BHOBb
npo3Byvasnn Ha KoObize. Cyryp coszias cBOH
MCIOJIHUTE/IbCKU I CTHIIB;

- MaHepa Urpbl Ha OTKPBITBIX CTPyHAX
(d-g) mexxmy GybiHaMU (pa3aesamu ) 4eM-To
HarnoMHHaeT 3By4aHHe Kbl/1-KOObI3a;

- B TBopuecTBe Cyrypa Takue Kiou
Kak «bosunren», «Keprosray» u
JIpyrue, KoTopble 3a3ByyaJin 0-HOBOMY
B HHTEpPIIpeTalHsIX ero rnocjenoBarese.
Bo-nepBbix, aHa/gM3upysi BApUAHTHI
Ktos1 « KepTosiray», Mbl 3aMeTHJIH, 4TO
MHTeprpeTalui My3bIKAaHTOB pPa3indaioTces
no BpeMeHH. Bo-BTopbIX, ObII0 10KA3aHO,
YTO MHTOHALIMOHHO- PUTMUYECKHH KOMIIJIEKC
BapbUpPYeTCsl B Pa3HbIX HCIIOJHEHHUSIX;

-Te€Mbl OJIMHAKOBBI, HO OHU BapbUPYIOTCS
B Pa3HbIX UCMOJHEHHUSIX, €CThb CXOJCTBA
1 Pa3JIMUUs B HCTTOJMHEHUH KazKI0T0
ucnosinutessi. Micnosnenue [enepada
AckapoBa 6GoJiee UIMTENbHO, YeM Y
sKanranu yKys6aesa.

- Cyryp uacTo UCnoJib3yeT (opliiary,
(J1a:K0EThI, MEJIM3MBbI, OHH HE TOJILKO
YKpALLAoT, HO U SIBJSIIOTCS CTHJIEBBIMU
0COGEHHOCTSIMH €TI0 MPO3BEACHHUS;

-MHOTJIa OJIUH 3BYK 3BYYHT C
HECKOJIbKUMH (hopliLIaraMu.

OCHOBHbIe MONIOXEHUS

- 060CHOBAHO, YTO MY3bIKaJIbHbBIH CTHJTb
Cyryp Kak Kioulu copMupoBascst Ha
pyOezKe IByX BEKOB, Ha CThIKE Pa3/IHUHbIX
MHCTPYMEHTAJIbHBIX TPAMIHH - TOMOPOBBIX
(1epTne, TOKIe) 1 KOOLI3OBbIX;

- 6oJiee 1eTaJbHO H3Y4EeHO My3blKaJbHOE
nacseme Cyrypa, MeJIoMH KOTOPOTO
COXPaHWJIUCH B perepryape ero y4eHuKoB 1

nocJjenoBaTeseid, 0coOeHHO TeX, KTO jieJiaJ
ero My3blKaJslbHble TPAHCKPHITLHHK;

- BbISIBJIEHA B3aUMOCBSI13b MEXK]LY
Kaparaycko# 1oMO6poBoii LIKOJOH,
KoTopasi chopMHPOBasaCb Ha OCHOBE
pa3zHo06PaA3HON IeTENbHOCTH
HapOJIHBIX My3bIKAHTOB U TBOPUECKOH
MCIOJIHUTEJIbCKOH fiesiTesibHOCTbI0 Cyrypa;

- 000CHOBAHO, UTO MO TeMOPaJILHON
KoJIopuTHOCTH Kiou Cyrypa fIBJASIOTCS
SIPKMM BbIpaxKEHHEM KapaTtaycKoro
(MecTHOro ) JIOMOPOBOTO CTHJIS;

- OXapakTepu3oBaHa UCIOJHUTEIbCKAs
JedresbHOCTb MacTepoB Kaparayckoit
JIOMOPOBOH LIKOJIbI, TakUX Kak yKannac
Kanam6aes, Tysneren Mombekos, ['enepan
Ackapos, ®aiizyssa Ypmysos, JKanrasu
JKysbaes.

3akKkawueHue

Kak n3BecTHo, KioM MOCBsILLIEHHbIE
o0Opaszam MTHIL M 2KHBOTHbIX, CO3/1aBA/UCh
MHOTHMH MOKOJIEHUSIMU MY3bIKaHTOB. Tema
rnocpsillieHa BepOJItofIMLe, CO3/laHHas Ha
OCHOBE JieTeH Ibl, NJ1au 6eJ10# BepOJIoAnLbI,
KOTOpasi TepsieT, 3aTeM HaXOIUT IeTeHbIIIA.
Y Cyrypa kioil «bogunren» npo3pyual
no-HoBomy. BapuantHo-ctpocuyeckas
thopma, TeMa 06bIrpUBAETCS Ha BYX
CTpYyHax rnornepeMeHHO, JaHHBIH KIOH
JIoLLIeJ 10 HalLMX BpeMeH GJiarojiaps
JKannacy Kanamb6aesy, kotopsiii ciesasn
TPAHCKPHIILMIO, KIOH 3aHs1J TPOYHOE
MecTo B perieptyape ToJieren MombeKkoBa.
OTmeTHM, MHOTOKpPATHOE TMOBTOPEHHUS
OJIHOTO U TOTO Ke 3ByKa («Keprosray»),
npeo6safaHie CHHKOMUPOBAHHbIX
PUTMHYECKUX PUCYHKOB OT HMHTALIMN
3By4aHHsl HHCTPYMEHTa KOObI3, a

TaKXKe UCI0JIb30BaHUE MePeMEHHbIX
pasmepoB. Eciiu B Kiosix Tartumberta
0OHApYKUBAIOTCSl HHTOHALIMOHHbIE CBSI3U

C JJUpHUYecKuMHU necHsimu, To y Cyrypa
npeo0.J1a1at0T KOOBI30BbIE MHTOHALIMH.

[To KomMnosuiMoHHOH opme Kiou
HEOJHOPO/IHbI, 110 CBOEMY CTPOEHHIO
MCMOJIb30BAHbBI 3JIEMEHThI TPAUIMHI TOKIIE,
OTJIMYAIOLLLHECs M0 XapaKTepy 3By4aHHs.
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Mwmetorcst yepThl MOAATBHO-KOMITO3HIIHOHHOH B tBopuectBe Cyrypa Kion nprobpesn
hopMbl pa3BUTHS pazjiesia, Npucyliee HoByto opmy. Kak u kion TatTumbera,
TpaauumMy Tokme 6ac OybiH, opTa 6ybiH U cara. 'y Cyrypa MCMOJIHAIOTCS Ha KBapTa-

ITH pasnesibl TaK yKe 0ObITPUBAIOTCS HA TeX  KBUHTOBBIX cTposix. M B oT/inume ot

JKe J1aJIoBbIX OMOpax U TeM XKe Croco6om ApkuHcKo# 1T0MOPOBOH 1LIKOJIbI, JIS €70
3ByKou3BJedenus. [ 1o xapakrepy 3BydyaHusi ~ TBOpUECTBa XapaKTepeH CMellaHHbIH

OHM MHTOHAIMOHHO OTJIMYAIOTCS OT 3aMaAHbIX CTHUJb MEXKIY TPAIULIUAMHU TOMOPOBBIX H

KIO€B TOKIIE.
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CYTIP 9JINVJIbIHbIH, LUbIFAPMALLbU1bIFbI: MY3bIKAJIbIK CTUJAIK EPEKLUENIKTEPI

Anpatna. Cyrip WblFapMaLlblbIFbIHbIH, KEMOIP OpbiHAAYLWbUIbIK epekwenikTepi KapaTtay opbiHAAYLWbIbIK,
MekTebi )armanbiHaa KepceTinreH. Cyrip e3iHiH TanaHTbIHA CYMEHEe OTbIPbIM, OPbIHAAYLbINbLIK ASCTYPAE
My3bIKanbIK, TiliH AaMbITKaHbl 6enrini. Leptne AacTypiHiH TabufaTbiH TYCiHYAiH, Bip XKONbl — aMAKTbIK,
MeKkTenTepai aHbikTay. byn eHbekTe Kapatay MekTebiHiH, Heri3iH canyLibl KYWLWiHiH Kenbip My3blKanbIk,
CTUNbAIK epekLenikTepiHe TokTanambl3. OpTanbik, KasakCTaH 43CTypAi OpblHAAYLWbUIbIK MeKTeDi MeH
KapaTtay eHipi MekTebiHiH 63iHAiK epekwenikTepi 6ap, sFHM OHTYCTiK Ka3akCcTaHHbIH, My3bIKasbIK,
[L9CTYPiHiH 6acka eHipnepaiH 4oMOblpa A3CTYpAeEpPiHEH B3iHAIK epekLueniri MeH epekLeniri 6ap. Ocbl
petTe KapaTtay nomMbbipa eHepiHiH TabufaTbl epekiue gecek, Cyrip onuynbiHbiH Kapatay foM6bipa
MeKTebiHiH Heri3iH KanayLbl peTiHAe epeKLle OpblH anybl TaKblpbINTbIH 63EKTINIriH, 3epTTeY HblCaHbI
eKeHAiriH aanennena,.

3epTTey HbICaHbIHbIH, KYpAeniniriHe 6anaHbliCTbl 6i3 Kenbip, eH KbI3bIKTbl ACNEKTINEPiHE FaHa
KaMTyMeH LwekTeneMis. XXoFapblha anTbliFaHaapFa cyeHe oTbipbin, asTopaap XIX-XX faceipnap
TOFbICbIHAA ©Mip CypreH AapbiHAbl KYMLWi (KYHM WbiFapyLbl )XaHe opbiHAayLwbl 6ip TynFaga) Cyrip
onnynbiHbiH, (1875-1961) weiFapMalubiibiFbiH KapacTblpadbl. By My3bIKaHTTbIH, KYIMIepi OHbIH,
LISKipTTEPi MEH i36acapnapblHbIH, WbFapMaLLbIIbIK XXYMbICTAPbIHbIH, apKACbIHAA CAKTanbIM, TaHbIManN
6onapl. Jombbipa ca3biH Tangayzaa asTopnap CyripaiH )Xeke KyMnepiHiH opbIHAAYLWbINbIK HYCKaNapbiHAA
(cTmnbai aHbIkTay) Oa, 6i3re XKeTKeH WbiFapManapAasbl A3 YKCACTbIKTAp MEH alblpMallblUIbIKTapAbl
aHbIKTayFa MYMKiHAiK 6epeTiH CanbiCTblpManbl-TUMONOTUSbIK XXSHE CaNblCTbIpManbl-Tapuxu aficrepre
CyMeHeMi3. XanbIKTblK My3bIKaHT TY/IFaCblH, COHAAM-aK acnantap MeH acnanTblK My3blKaHbl CUHXPOHAbI
TYpLe 3epTTeyai Ke34eWTiH Xyieni-aTHodoHAbIK aaicke (Mropb MaumeBckuin) xyriHemis. biperein
KYMLUiHIH Ky/inepi OHbIH WaKipTTEPI MeH i36acapnapbliHbIH, penepTyapbiHAa cakTanfaH, onap KeMiHHeH
My3blKasblK TPAHCKPUNLMANAPbIH XacafaH, onap XXannac Kanambaes («Keptonray», «bec xopfa»,
«LLlankbiMay, «ToFbI3 Tapay», T.6.), )Kanranu XXy3baes («bec >xopra», «Ha3 koHpIp», T.6.). Cyrip ctuni
9p TYpAi acnanTblk A3CTypaep — OoMbbIpa (LepTne, Tekne), Kobbi3 My3blKaCbIHbIH, TOFbICKAH XepiHae
KanbinTackaH. OHbIH, WbiFapManapbl KapaTtaynblk, (KeprifikTi) 4OMObIpa CTUAIHIH, €H XapKbIH KepiHiCi.

TyiiiH ce30ep: LoMbbIpa, KYW, KYMLWI, WwepTne asactypi, Cyrip onveB WbiFapMalwbinbifbl, Kapatay
[OoMbbIpa MeKTebi, My3bIKasbIK, CTU/b.

Alaliekce3 ywiH: AncantoBa, PaywaH »xaHe Haptait bekMonanHoB. «Cyrip onnysbiHbIH,
LUbIFAPMALLbINbIFbI: MY3bIKanbIK, CTUNbAIK epekweniktepi». Central Asian Journal of Art Studies, T. 8, N24,
2023,117-132 6.,D0I: 10.47940/cajas.v8i4.789.

Asmopnap KonxazbaHsIH COHFbI HYCKACLIH OKbIN, MAKY10a0bl #aHe Myodenep KalilublIbIFbl HOK,
eKkeHOi2iH ManiMOeloi
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SUGUR ALIEV’S CREATIVITY: FEATURES OF MUSICAL STYLE

Abstract. Sugir’s creative prowess is showcased within the framework of the Karatau performing
school, where he cultivated his musical language, drawing upon his innate talent. To grasp the
essence of the Shertpe tradition, one can delineate regional schools. The Dombra music in Central and
Southern Kazakhstan, particularly the Karatau region, exhibits distinct characteristics. The uniqueness
of the local dombra art and the underexplored legacy of Sugir Aliuly, as the progenitor of the Karatau
dombra school, underscore the relevance of this chosen subject. Given the intricacy of the research
focus, we will confine our exploration to what we perceive as the most intriguing facets. Building upon
this, the authors delve into the musical style of Sugir Aliuly (1875-1961), a gifted kuishi, embodying
both creator and performer, who thrived at the turn of the 19th-20th centuries. The musical cues from
Sugir endured and gained popularity through the endeavors of his students and adherents.

In the analysis of dombra music, the authors employ comparative-typological and comparative-
historical methods. These methods facilitate the identification of similarities and differences in
both Sugir’s individual kyuis’ performing renditions (defining his style) and the extant works by
his predecessors and followers. The authors also employ the systemic-ethnophonic method (Igor
Matsievsky), entailing a synchronous exploration of the folk musician’s personality, instruments,
and instrumental music. The unique kuishi’s kyuis have been preserved in the repertoires of Sugir’s
students and followers, with subsequent musical transcriptions by Zhappas Kalambaev («Kertolgau»,
«Bes Zhorga», «Shalkyma», «Togyz Tarau, etc.) and Zhangali Zhuzbaev («Bes Zhorga» (5 options),
«Naz konyr», etc.). Sugir’s style emerged at the crossroads of diverse instrumental traditions, including
dombra (shertpe, tokpe) and kobyz music. His compositions serve as a vibrant embodiment of the
Karatau (local) dombra style.

Keywords: dombra, kuy, kuishi, Shertpe tradition, Sugir Aliyev’s creativity, Karatau dombra school,
musical style.

Cite: Alsaitova, Raushan, and Nartai Bekmoldinov. «Sugur Aliev’s creativity: features of musical
stilex. Central Asian Journal of Art Studies, vol. 8, no. 4, 2023, pp. 117-132, DOI: 10.47940/cajas.v8i4.789.

The authors have carefully reviewed and approved the final version of the manuscript and declare no
conflicts of interest.
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Mypar, Xoaranar!, Anma Aiinap'

'Temipoek YKyprenos atbituarsl Kazak yJATTbiK OHep aKajeMHsIChl
(Anmatbl, Kazakcran)

Anpatna. Makanaga Kasak, KUHOCbIHAAFbl HEOMUDONOTM3MAEPAIH, KOpPiHiCi 3aMaHaym FbiNbIMK i3aeHicTep
MeH Ma3MyHAbIK, GOpMa TypFbICbIHAH KAPACTbIPbIAbIM, KA3ipri METOMOLEPHM3M BaFbITbl KOHTEKCTIHAE
KapacTblpblnagbl. Kazak KMHOCbIHAAFbI MUDONOTUANBIK CUNATTbl aNFALLKbl KEPKEMCYPETTi GUAbMAEPAIH,
KagpnapblHaH 6arkanmbl3. [lereHMeH, Kasipri KMHO Canachl XXaHa YaKbIT, >XaHa TEXHONOrManap
MEH KanbINTbl TYCIHIKTEPAI ©3repicke ylblipaTy yaepiciHe kapar 6afbIT anapl. Kasak KMHO eHepi
KeHicTirinaeri MudonoremManap «Heo» hopmachl MEH MAESACbIHA Kapan KaiTa TpaHchopmaumara
ywblpanbl. byn Kypaeni xarmanablH Herisri cebentepi xahaHablK MOAEHUETTIH, MHTErPALMSCbIHAH
TyblHAaAb!. OCbl TYCTa Ka3ak GuabMAaepi e anemMaik MageHUeTTiH, 6ip 6enweri peTiHae atanfaH 3aHabl
KyObITbICTAH LET KaAMagbl.

3epTTeyae yATTbIK KUHO canacbiHAarbl MUdonoreManap XX facbipablH, Tapuxu pakypCbiHaH
6acray anbin, OyriHri 3aMaHaym Ke3eHre feniH kapactbipbliaabl. COHbIMEH KaTap KMHOAAFbl KOFAaM
6erHec Typ/li MUDTIK-CIOXKETTIK OpPHEKTEPMEH HAKbILLTAbIM, TAKbIPbINTbIK-MAESbIK, KOHTEHT Tanaay
MaKCaTblHAA 3epTTey Ke3iHe anHanaabl. MaaeHM KeHiCTikTe 60MbIN XXaTKaH e3repicTep angbiMeH aaebu
LblFapManapFa eHin, keniH Mudonorns MeH Mmudonoremanap apkblibl nanaa 6onbin «kHeoOMUdONOrn3ms»
TYPiHAE 3KPaHFa X0/ TapTTbl. 3epTTEYAiH MaKcaTbl — 3aMaHayM Ka3ak, KWHOCbIHAAFbl HEOMUPONOTUSHBIH,
YKaNMbIYNTTbIK, HEMECE XeKe Ty/FablK MHTEPNPETALMACHIH XaH-XaKTbl KapacTblpy. MIHTepnpeTauus
«TYCiHiK 6epy» pereHai 6ingipeai. Mbicanbl, My3blKagasbl MHTEPNPETALLMUS KE3 KENTeH LblFapMaHbl
OHAEYLWiHIH HEMeCe OpbIHAAYLLbIHbIH, TYCiHIriH eckepe OTbIpbin eHAENYi MYMKIH.

3epTTey MakanaHblH, Heri3ri 6enimMiHae 3aMaHayn Kasak, KUHOCbIHAAFbl MUGDONOTUANbIK, Ma3MyHFa
ne KepkemcypetTi punbmaep 6ip FbiNbIMKU XKyiere TONTACTbIPbIIbIN, OHAAFbl HEOMUGDONOTU3MAEP
OTaH[bIK XXJHE LEeTeNaiK FanbiMAapAbiH 3epTTeyepiMeH canbiCTbipMasbl Typae TanaaHaabl. Letenaik
3eptTeywinep Aptyp LLloneHrayapain, Masen MpuHuep, 3urmyna Opeia, Ixan HaHcuain MudTik
Ke3KapacTapbl MEH TYXKbIpbIMAAPbI Ca/bICTbipMasbl cMnaTka ne 6onaabl. Kunopexuccep Epmek
TypcbiHOBTbIH, «LWany» (2016), Cobut KypmanbekoBTbIH «Opanman» (2019), AkaH CaTtaeBTbIH «ToMUpUC»
(2015) cusikTbl BunbMaepiHaeri HEOMUMONOTUSHbBIH, 3NeMeHTTepi HONbKIOPAbIK, MUPONOTUANbIK,
dunocodusanbik-Tapnxu benHenep HerisiHae cunatTanagbl. MaceneH, «LWan» punbMiHaeri Kackblp
Typanbl aHbI3AblH, HEOMUPONOTUANLIK KOPiHICi KAa3aKTbIH, PyXaHM KYHAbIIbIFbIHbIH, MaHbI3bIH aLla TyCesi.

3epTTeyae Tapuxm-3THorpaduUssbiK, KWNHOTAHYLLbIIbIK, BHEPTAHYLUbIbIK, MOAEHMETAHYLbINbIK,
CanbICTbipMasbl-TanAamManblk, COHAAM-aK, IMNUPUKAbIK, TEOPUSBIK XXHE dAiCHAMabIK, aaicTep
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KONIAAHbIC TanTbl. «<HEOMUDONOrM3M» TEPMUHIH 3€pTTEreH Ka3aKCTaHAbIK, peCcemnnik, WeTenmik
ABTOPNAPAbIH, eEHOEKTEPI ap TapuxM Ke3eHaep 60MbIHWA capanTaMagaH eTkisingi. FolnbiMu
MaKanaHblH, H3TUXenepi KUHO eHepiHAeri HEOMUMONOrUSHbIH, KOPiHICi Typanbl 3epTTey XYPri3eTiH
OTaHAbIK XJHE XasblkapasblK, @HepTaHYLLbl FaibIMAAP MEH KMHOTAHY CanacbiHbIH, MaMaHAApbIHA

apHanagbl.

TyiiiH ce30ep: aHpI3, MudonoremMma, HeOMMMONOrM3M, 3aMaHayM BHep, KOHLENTYyann3M, SCTETUKA,
MHTepnpeTaums, Kasak KMHOCbI, 94e6U1eT, MoAepHU3M, METaMOAEPHN3M, BeTanbIcC, yaepic.

Aaiiexce3 ywin: Mypart, XonraHat xaHe AnMa Aitaap. «3aMaHaym Kasak, KWUHOCbIHAAFbI
HeoMudonorusm uHTepnpetauusacel». Central Asian Journal of Art Studies, T. 8, N24, 2023, 133-150 6.,

DOI: 10.47940/cajas.v8i4.745.

Asmopnap KomuazbaHblH COHFbI HYCKACbIH OKbIN, MAKY/10a0bl ¥aHe Myddenep Kalibl/IbIFbl HOK

eKeHOi2iH Manimoelioi.

Kipicne

MEH MOJIEHUETiHe KHHO cas1achl
KeLleyiJiien KOChIIFaHbl OapJiblFbIMbI3Fa
maJiim. Kunodukanus nemece yaTTbIK KUHO
oHepi 6i31iH MoeHHeTiMi3re XX rachipaan
6acran eHrigisie 6actazbl. COHbIMEH Katap
KOFaM/IbIK - CasICH 2KYHEHIH KYPJIbIMb 14
TyOereii esrepicke yublpaabl. Kaszak
XaJIKbIHbIH, KOLLTeJ i eMip calTbiHaH
OTBIPBIKIIBI OMipre Kapau ask 6acybl
KaJlaJblK MOJICHHETTiH KaJIbINTaCybIHA
bIKNaJIbIH THTi3i. MaceJieH, y:KbIMIaCThIpY,
MYJIiK TOPKiJey, allapllbliblK,
pernpeccusiMen Karap eJi eMipinie TypJi
MOJICHH 63repicTep ¢ OPbIH aJblll KATThI.

Kuno eHepi asieMaik aeHreneri ey
K6IT CYPaHBICKA He 6Hep TypJiepiHiH Oipi
6oJica, KHHeMartorpadgus YITTbIK 6Hep
caJlajlapbIHbIH, aJIILIHFbI JIETIH Kypan/pl.
Kunemarorpagus — es epkeHueTi MeH
pPyXaHH MdJIeHUETiHiH 6acThl KopiHici
icierrec. Ce6e6i KUHO OHEPI — KOFaMJIarhl
KYHZEJIKTi OOJIBITT 2KaTKaH KyOblIbICTap MEH
YPAICTep/i KaH-KaKThl GeiHeJsen, eMipaeri
TYpJli OKMFaJiap MeH aaM3aT TariblpblH
cypetren 6epeni. Connati-ak KHHOHBI
MEMJICKETTiH LUbIHAbI OOJMBICHI MEH
VJITThIH TAPUXbIH aHKbIH »KETKi3e aJaTblH
KypaJiap/biH 6ipi 1en TaHUMBI3.

I < A3aK XaJIKbIHbIH, CaH FACLIPJIbIK 6HEpPi

Kasak KUHOCBIHBIH 1AMy »KOJI1apbIHA
«HEeOMH(OJIOTH3M» KepiHici MUOJOTHSIBIK
oi1ay/ibiH, MUOJIOTHSIIBIK OeliHeiepre,
KeHinkepJepre HeK apTy/blH MbICaJ1aphl
petiHze ko3re Tycesi. KuHo eHepi eprejeri
JKOHE KJIaCCHKaJIbIK aHbI3/1ap/ibl KOpKeM
TYBIH/IbI KYPBIJILIMbIHA OATBIJ €HTi3e
OTBIPbIM, OJ1apiibl Tpanchopmalusiay,
CTHJIM3ALMSIIAY apKbL/Ibl 2KaHallla
MOH yCTeyre JIereH i3neHicrepimer
amipbikiuananbl (Horepbek 78).

Mud nostukacol Kasipri asemii

ayKbIM/Ibl MYMKiHIIKTEP apKbL/Ibl TYpP.Ji
OeliHesieysepmMeH OANBITHIN, KOJIaHbICTaFbI
MajleHH MeTadopasiap MeH accouuauusiiap
KOPBIH KeHeHTe .

[TocTmonepHnam anebuetineri
HMurepreker petinje Mg nexH HeoMud
MO3TUKACHIH TYCIHY MaceJieci, Kasipri
afiebreTTe MUMTEP/ KOIAHY/IbIH CHIIAThI
MEH MPUHUMITEPiHIH 63repyi, Kazipri
FaJIbIMIAP OChbI 2KoHe 6acKa MoceJiesiepli
©3 3epTTeyJepiHie KapacTblpaibl, OyJ
OCbl 3ePTTeYJIePiH 63€KTIiri MeH
FBIIBIMH KBI3BIFYLIBIIBIFBIH KOPCETEI].

XX racwipaarsl [ToctmonepHuam mMeH
OyKapaJblk oieOGHeTTiH acepiHeH MU
Ka#Ta Tycinipineni, MyHaa Mud aBTop/abiH
HIbIFapMara Ke#inkepJiep/i eHrisy ajici
HeMece aBTOP/IbIH, HUEeTiHe CokKec

KeJIeTiH WAapTThl WIBIHABIK O0J1a anajpl.



XX racoipapit asirbl MeH XXI rachip/ibit,
6acblHaa «HeoMud» [TocTmonepHU3M
JIOYiPiHiH 2KOFAPbl HHTEJIEKTYaJlIbl
oHiMiHe aliHaJlIbl, OH/la «aBTOpedIeKCHs »
»KoHe «o3iH-03i cunarray», husocodus,
FbL/IbIM 2KOHE OHep CUHTe3i Oap xKoHe
COHbIMEH Oipre opaiibiM LIbIHAbIKIIEH
ThIFbI3 GANJIAHBICTBI, TeK (DAHTACTHKAJIBIK
OoJ2KAMMEH CaJT O3TrepTiJIreH Karaaiiia
Kepinic 6epeni (bapt 66). Heomndosorusira
Jxeime Jxoiic, Tomac Mann, @panc
Kadka »one ['aGpuasb apecua Mapkec
CHUSIKTBI LIETEJIiK FAJIbIMAADP AICTYPJI
MH(TEPJIiH MaFbIHACBIH KYpPT 63repTe
OTBIPBIM, MUPTIK LIbIFAPMALLIBIIBIKKA, IFHU
MO3THKAJIBIK POMI3AEPAIH, TYITHYCKA TiJliH
Kypyra »xyrinii. Jikeitme Jlxkoiic — afirii
UpJIaH/L 2Ka3yLIbIChl, KYPHAJIUCT, arapTyLlbl,
akpIH. J[KoiC MojiepHU3MHIH OKiJi 2KoHe
«lybnunnep», « DUHHeraHbl ecke ajy»
JKOHE «YJIuce» WblFapMaJlapbiHbIH aBTOPbI
O0J1IbI.

«YaeeTi» Kagy KesiHje Kazylbl
apHailbl 97101 KypblIFbIHbI — CcaHa
arbIMbIH KoJinaHanpl. Connan-ak eHbek
asijepre, Napoausiapra Tosbl O0JIbI.
MyHbIH 69pi LIbIFApMaHbIH, KeHiNKepJiepin
MYMKIHAIMNHLIE CeHIMI TYp/e KopceTy
yiin »kacansl. Lredime JLxoiic Fomepain
«OnuccesicbiHbIH» KelinkepJepi
Omuccest, [lenenona xkone Tesemaxanbl
63 LIbIFapMachbiHa KellipreH 60J1bIMN
WBIKTLI. AJ1 Hemic rasnbiMbl Tomac MaHHbIH
«Tannamaner» («M36paHHUK> ) LIBIFAPMAChI
— OpTarachbIpJiblK 9HrIMe CTHJIIH/IEe
»Ka3bl/JIFaH €H HO3iK, KbI3bIKTbI KoHe
COHbIMeH 6ipre aHbI3ABIK (HHI0COPUATBIK
eHimMaepaiH 6ipi OOJIbI.

ConbimMeH 6ip Ke3zepi libiFapma
Ketiinkepsepi @aaunpus men Aprya
repuorsl 6ipre emip cypce ae 6anajapbl
6osmaran neceni. bipak 6ip kyni Kyna#
(MyMKiH maitaH ) »kybaiiapbita
MeHipiMIiJIiK TaHbITBIM, FEPLIOTHHS
erisnepai aynuere akesiei. Osap »KacblpbiH
Typae Oip-0OipiHe FalIbIK OOJIBIN, OChI
KOPKBIHBILLITbI KYHOHIH KeMiCiHe —
['peropuyc ecimai ysira eMip chlitiailipl.
Ouiap kenTereH oraul oKMrasapsl 6actan

OTKEPIIl, KONTereH KaMaH »KaHe KaKChl
icTep »kacar, «KacHeTTi KyHakap» JlereH
JIakarl aTreH TaHbiMas 60J1ajpl...
(www.litres.ru).

HoGeJ1b ChIA/BIFbIHBIH JlaypeaThl
Tomac ManHHbIH 6yJ1 KiTaGbl — JHrii
« CHKBIPJIBI TAy», « BynneH6pok» xoHe
«Jlokrop ®aycrye» KitantapblHaH
MYJI1eM o3relie. Opi MadMyHbl MeH CTHJI
6oiibiHina epekinesenesni. [lsirapmana
KYLUTi peaqu3MHiH HeMece 6acKa TyHUEHiH
OpHbIHA OpPTArachIpJblK MUPTIK aHbI3AAP
MeH 9HJIep OpbIHAAIabl. AJl 6acThl
KeHdinkepJsiep 6oJica KyHa »Kacar eKiHyMeH
6oJ1abl. bynan Tyfietin ol Herisri »koHe
oneMi IoHeKcesaep/iH Oipi «alaMHbIH KaHb
KaHLIAJBIKThI ayblpca J1a, OHbIH, Ke3/lepi KeM
Jlerenjie 6ip carat 60iibl Taza OKiHillINeH
cyJiaHca, 0J1 KyTKapbliaabl» ereH MU TIK
aHbI3Fa KypblJIaibl.

[IInirapMaHbIH Herisri apekeTi 6acTbl
KeHiNKepJIepAiH caHACbIHAA XKy3ere
achlpblaIabl, aJl KiTanTa exKeJri rpek
MH(OJIOTHSICBIHBIH, ChIPTKbI GOJIIEKTepMEH
TOJIBIKTBIPBIJIFAH CIOXKETTEPI KOl Ke3aecei.
Bynan 6acka werenik ransimaap Aptyp
[LIonenrayspuin, [1asesa ['punuep,
Surmynn ®pefin, xan Hanennin mudrik
K63KapacTapbl MeH TY>KbIPbIMAPbI
caJibICTbIpMaJibl CUITaTKA He 60JIajibl.

Opbic KoHe Kazak
onebueTinieri HeoMudOJOrU3M MeH
UHTEPTEKCTYaJ IbIbIKTbI 3epTTeY
TyprbicbiHad Bukrop [lesieBuH MeH
Jtoce6ek HakumoBTbIH MaTiHAEPi aliKbIH
kopineni. Onap/biH «KyJ 11eHOepi»

»KoHe « KacKblp/ibiH KacHeTTi KitaObl»
pOMaH/IapbIHbIH MbICAJIbIH/A, acipece
M03THKA TYPFbICbIHAH XKAKbIH, CIOXKETTiK
KeJlsiepai, OefiHesiep MeH MOTHBTE P 2KoHe
T. 6. 1aMbITY BEKTOpJIapbl TYPFbICbIHAH
oJlap/iblH IyHHETAHbIM MOJIEJiHIH, 91e 61
KOpiHiCi Kasal 1aMblIl, KaJal aJblHaTBIHBIH
TyciHyre 60J1a/bl, OCbI 2Ka3yLLblJap/blH
LIbIFAPMaLbI/IbIFbIH FAHA eMeC, COHbIMEH
6ipre Kasakcran men Peceiinieri

MOCTMO/IC PHU3MHIH TTOCTMOJIC PHIK
TeHACHLUSIIAPbIH 14 KeH OpiCTi 1e
6aranayra 6osanpl. Mudg nen Mureprekct
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KOHTEKCTiHJIETi TOCTMOJIE PHIK 91e 61
MypaHbl CaJIbICTbIPMaJibl TYP/E 3epTTeyre
6acka aBTopJsap Ja »xKyrine 6actaijipl.
Mbicasnbl, Kymic noyipinii akbiHaapsbi,
COHJIali-aK Kasak aBTopJsapbl MarkaH
sKymab6aes nen bepuusiz Kyneesrin
MaTepHaJiapbl HEri3iHae OTaHAbIK

»KOHE OPbIC M033UCHIHAAFEl MUDTIH
cabakracTbirbl JKanat AiimyxamGeTTiH
MOHOTpaUsJIbIK 3epTTEYIepinIe Ke3nece
(Abaranosa 44).

Exxenri mudrepie cos kesneri
XaJIbIKTap dJIEMiHiH CypeTi, aJiralliKbl
XaoCTaH dJIeMJIiK TOPTINTiH naiaa 601y
Tapuxbl, Kylaiaap MeH 6aTblpJiap/blH
HeMece TapuXxH TyJaFaJapabiH eMipOasHbl
alIblIIbl, XaJIbIKTBIK 91€T-FyphINTapra
Tycinikreme 6epinai. Mudrepueri
(haHTaCTHKAJBIK, OH/IaH IIbIFAPbITFaH
OapJiblK HOPCe LUBIHABIKTI 2KaJbLIay
6okl (HKanbicOekoBa 33), GyKapaJblk
caHaza KyH/bIJIbIK K63KapacTapbIHbIH
KaJibInTacyblHa bIKas eTTi. OCbIHbIH,
apKacbiH1a MU KeliHri 1pyipaepse aiHuae,
eHepJie, CasiCH UACOJOTHAHBI Kypyaa KeH
TapaJiibl.

Keteri kazak KUHO @HePiHiH
KJIACCHUKTEPi KAJbINTACThIPa aJiFaH
MUDOJIOTHSIIBIK OHJIay »Kyieci Kasak
(hOJILKIOPJIBIK MypaJsiapblHaH HOP aJblll, 63
i3iH 2KoranTKaH koK. Kepicinuie, goctypJik
’KaHa Ma3MyHra ue OOJIblI, pealiMcTiK
OarbITTbIH asicbiHaH TaObljia GepMenTiH
cunar ajibl. Bl aHbI3ABIK TYMHYCKAap,
MHOJIOTHSIJIBIK KeCTeslep TapuXH-peaJiibl

YaKbITKa Herig/iesired Typjie FaHa emec, KHHO

JIOTUKACBIHAH OOJIEKTEeHiM, aBTOHOM/IBIK
MarblHaCbIH KylledTe 6actajpl. CoHbIMeH
Katap MudoJorusiianral oopasaap
apXauKaJiblK CAaHAHbIH KalTa »KaHFbIPYbl
FaHa eMec, TypJieHyi KeHiHae KepiHic
tanthbl. (Kasak enepinin tapuxpl 115).
Toyeuciznikke nefiin ne, ToyeJscisnikren
KeiH Jie KazaK KUHO eHJlipiciHie
MuDOJOTHSIBIK KahapMaH »acay ajiici
TOKTaI KaJiFaH »KOK. AHpI3apaarsl MUPTIK
OeliHesiep/i TipiJITin, XaJbIKTbIH apacblHa
KOCY OTaH/bIK pexKuccepJiepiiH ackaH
eOepJliriHiH apKachIHAA XKy3€ere achIn

OTbIp/bl. MyxTap Oye30BThbIH aTaKThl
noBeciHiH »keJicimen Tycipinren ToJsiomylil
OkeentiH «Kokcepek» usbminae
KACKBIPABIH aJamaap apachblHAarbl TipLuiJiri
KEHiHEH cHIaTTaJjia OThIpbII, TaOUFaT MeH
aJlaMHbIH, YidJieciMi allKbIH KopiHic Tabajbl.
Kipuiikcid agam KeHiJiHiH 0MachI3bIKKaA
ylubipaybl hu/bMIe ailiKbIH Oatikasnazbl. bys
MUDTIK eCKi TaHbIM TYCIHIKTiH OpTaMbI3Fa
opaJyblHaH xabap 6epeni. KazakTbin
exkeJsiieH 6epri KeJsie KaTKaH TaHbIM -
tyiciringe Kackbip-Kynai nexreiiine
NeliH koTepisin, AliMHaHbl aHa caHaraH
Ke3iMi3 jie GosiraH. byran 3eprreyiii opi
KHHOTaHyl1Ibl FasibiM baybip:kan Herep6ek
neH bay6ek Herep6ekrin «Kazaxckoe KMHO
MIPOBOE KHHO: 9KPAHHO- (POJIbKJIOPHbIE
TpajUlKK U 06p0o3 repost» KiTabblHIAFbI:
«KackpipyibiH, 6eiiHeci MUOTOTHSAIBIK
KeHinkep — TOTeM peTiHJle eMec,
KOFaMHBbIH KOJIOTHSIJIbIK 2KaHE MOpPaJIbIbIK
MaceJiesiepiH OlIIipeTiH KeHinkep peTinue
OeliHesieHreH» JlereH nikipJaepi gaJies 6oJa
ananbl (HorepGek 75).

Pexuccep Tosmomyin OxeeBTiH
«Kekcepek» husibMi coscia KyHjibl
uiblFapMagiapablf 6ipi 60J1bl. Enimis
TOyeJICI3AIK a/IFaH XKblJIIapiaH KeHin
HeoMH(OJOTU3MILIK CHITaTKa He OipHellle
KMHO 2kapblK Kepai. CosapablH apachbitia
Epmek TypcebinoBThin, «11lan» KnHOCHIHBIH,
OpHbI epekule. bys KuHOLLIBIFapMaMeH
«KekcepeKTiH» uesichbl ThIM LIAJFaN
eKEHJT aHbIK 60J1ca 1a, KACKbIP MEH
aJlaMHbIH, COH/Iall-aK TaOuFaT NeH
AJIAMHbIH, aPaCbIHAAFbl MOHTIJIiIK TAKbIPbIIT
KaiTa Kaybllibl oThip. Pexxuccep Epmex
TypcbIHOB KUHOHBIH HETi3ri HESIChIH alaM
NCUX0JIOrHsICbIMeH OailyiaHbICThIpyFa
Thipbicajpl. LIIbIHbIFbIHA KeJrenie
a/lamM3aTTbiH TabUFaTKa THIi3reH opacaH
30D 3UsIHbIHBIH, KeCipiHeH TaOuraT nex
aJlaM apacbliHAFbl TOCTBIKTBIH KOFAJTybI
Oacranansl. Exiynail ofia KajaapipaTbiH
OyJ1 KHHOHBIH 6aCTbl KeHinkepi — o3
JIaJIaCbIH/A 631 aAACKAH Koyl Ka3aKTbIH,
KapanaubIM KapT Kicici. by »xepye
bunocousbIK Oliapra »keTesiey 6achbiM
kesieni. Here necenis, pexkuccepin



KOKCEIT TYPFaH UIESChl TEK alaM MeH
TabUFaT apacbiHarbl 6aiJaHbIC emec,
TapUXbIHAH axKbiparn 6apa »KaTKaH
Ka3aKTbIH 03iHiH Keii 6oaMak. KuHOHbIH,
MHTEPIpeTalusIChl KOpepMEH/Ii 111eKCi3
olsapra xxeteselai. bipak rblibiMU LIeliM
HAKTbIJbIKTbl KAXKET €TeTiH O0JIFaH/IbIKTaH,
KedinkepJepre NcuxoaHasu3 Kacay Kaxer.
Ocbl peTTe Kasipri Kazak KHHOCBIHIAFbI
HeOMHU(OJIOTU3MHIH HHTEpIIpeTalsIChIHA
TOKTaJbIM, KeHinKepJsepre MCUXoaHalu3
JKacay yLiH KeJsieci MiHIeTTe P/l yCbIHAMBbI3:

- 3aMaHayH Kasak KMHO OHepiHiH
HEOMHU(OJIOTHSNIBIK Ke3eHiH/IeTi 6acThl
KeHinkepJepre ncuxoaHaJlus xKacay;

- XXI racbipiarsl HeOMU(OJOTU3MHIH
KOPKEM/IiK-3CTeTHKAJBIK KYH/IbLIBIKTAp
JKyHeCiHaeri OpHbl MEH PoJliH alKbIHAAY;

- Kasipri Kazak KUHOCBIHAFbI
HEOMH(OJIOTU3M/LIK CHITaTTaFbl
HibIFApMaJiapra UHTEpIpeTallus XKacay.

3epTTey aaicTepi

Kagipri kasak KMHO eHJipiciHiH KepiHiCiH,
OHBIH, [T0O3THKAJbIK 2JIEMEHTTEPiHiH,
KOJIJIaHy epeKUIesiKTepiH 3epTTey

»KoHe HeOMHU(OJIOTHSIBIK CIOXKETTi
KHHOJIaPJIbIH, CUIAThIH TaJj1ay OapblCbIHAa
TapUXU-CaJbICThIPMaJibl JJIiCTED,
UHTEPTEKCTyaJIbIK - KyPbIJIBIMIBIK,
CEMHOTHKAJIBbIK-TePMEHEBTHKAJbIK TaJlay
aficTepi FhIJILIMU OGACIIbIIBIKKA AJIbIHIbI.
WMHTepripeTalMsiHbIH 2KacaJly KoJapbl 1a
HA3aplaH ThIC KaJaMaKIbl.

Kuno enepi MeH OHbIH, 3CTETHKAJIBIK,
KbIpJ1apblH 3epTTeysie Banbrep
BeHbsIMUHHIH, D/UTMOT APOHCOHHBIH,
Teonop Anoproubin, YKuiib lesessin
3epTTey TACIePiH KOJAaHy MaHbI3/bI
60J11bl. KeHecTik gayipai 3eprreyii
oTaHJpIK KMHoTanyibliap Kaowii
Cupanos, ['ymxan Kypmanraaukbidbl, 9Jiu
906aikopimy.ibl, Kynmapa Aiinaryiosa,
Kaman Cmaiibiios, Payiian OcrniaHoBaHbIH
T.0. eHOeKTepi MeH 3epTTeyJepi aTan
OTKEH KOH.

A ToyesICi3iK KblIIapbIHAAFbI
Ka3aK KHHOCBIH 3epTTereH FaJjbIMIapabiH

Katapbliaa baybsipzxkan Herep6ek, ['yiHap
O6ikeeBa, Hazupa Mykeiiesa, ['yiHap
Mypcanumona, Muna Cmaugona, bay6ek
Herepbek »koHe T.6. FasbiMIapbIH
eHOeKTepi MeH FhIIBIMHU KYH/IbI IePEKTePiH
epexiie Jien TaHyra 60J1a/bl.

KuHo ennipicinneri HeoMU(OJIOTM3MHIH
OPbIHABI CUIAT asybl OelcaHaJbl Typie
60J1ybl THiC. ABTOp MEH perKUCCep/IiH
apacbIHaFbl 91e6U OalIaHbIC, 63
HOTHKeCiH OepreHHeH KeHiH FaHa
3epTTesiyre Tycce FaHa epKiHiKTiH, JieOi
OaiikaJaaTbid 6oJaabl. Mbicasibl, AKan
CaraetbiH « Tomupuc» puabmineri
perkuccepJiblK LIeliMre TaJjiay »acacak,
oHza «6ip OHMiKTi KeTepeMiH nen Oip Tayabl
ajiacapTy» uiesichl keanecesi. ToMUpPUCTiH
JKEKe MCUXOJIOTHSIChI J1a epeKLe TaKbIPBbIIL.
TomupucTiH TYNKI WelliMaepiHe acep eTKeH
YJIKEH KyOblJIbIC, OJ1 — OHbIH OacbiHaH
OTKi3IeH Tpare/siyiblK »KOJIbl.

3epTTeyeri Tapuxu-caabICThIPMaJIbl
OJLICTIH €H Heri3ri MiHAeTi KUHO TyCipiJireHre
JIelinri 6ip 1IbIFapMaMeH He OKUFaMeH
Katap aJsbln cyperrey. by perre «Illan»
MeH «Kekcepek» »kakcbl Mbicas 60J1a/bl.
JlerenmeH osiapabiH 69pi 6ipell KeHeCTiK
TapUXH - PEBOJIIOLUAIIBIK KHHOHbBIH HESJIBIK,
KOPKEMJLiK- 3CTeTHKAJIbIK, TaKbIPBIITHIK
yCTaHbIMIApbIHA XKayan Oepeli leyre
Oo/IManpl.

WHTepTekeTyanibiK ajicre
JasiorTapibiH, KeiinkepJep/in 6eidHesnepine
KaHLIAJbIKThI YHJIECETiHIH KapacThlpaMbi3.
«Opanman» puibMineri keinkepJsepit
(hHUI0CODHUSIIBIK IUAJIOrTAPbI HIbIFAPMaHbIH
HEri3ri UIEesIChIH allyFa KeTeJsek/i.

OtaHblH aHcaFaH KaHaCTapbIMbI3/IbIH,
alllbl LLIHIBIFBI OChl PUIbM/IE LIbIHANDI
OeliHesIeHe .

Nikipranac

Kazaxk eHepineri MUQOJIOTHSIHBIH, OPHBbI
XaJIbIKThIH, €2KeJIJIeH KeJle XKaTKaH TaHbIM-
TyCiHiriHe OalJaHbICTBI eKeHi Oerii
nynue. Ce6e6i MudTepaiH anam caHacbiHa
OPHBIFYbIHA XKblJIAP OOFbI aaM3aTiieH
Oipre »kacachbll KeJie KaTKaH TypJii pacimaep
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MeH JIiHU 2KOH-KOPAJIFblJIAPbI 9CEpP €TTi.
OuJ1 Typasibl aTaKThl OPbIC FabIMAAPbIHBIH
6ipi IOpuit bopeBsTin 3epTTey enberinme:
«Monenu TypFbIIaH anranaa, MUGTIH
LIBIFY TeTi paciMMeH TikeJel OalJaHbICThl,
6ipak oJ1 ojaH KeHiH naiijia 60JIFaHIbIKTaH,
63 TeTiHeH eJieyJli alblpMallblIbIFbl Oap»
(bopes 114), - nen »xasblyiran.
MudosorusiHbIH yakbITTapra ToyeJiiJIiri
JIe FachIpJiap/blH 63repicTepre yuibipayblHa
GansaHbICTbl GoJiajibl. bBid Ginerin
a/laM3aTThlIH, YJ/bl Ka3blHACh! CaHaJaTbIH
MHOJIOTHS KaHa cUnaTka ue 6oJa
OacTaraH calblH, 3aMaHHbIH 3epTTeJyi
THiC oHep KyOblIbICTapbl apTa TyCcei.
JKana mudonorus, srau Heomudosorus
a/laM3aTThIH, aCbl/l KyHIbIJIbIKTApbIHA
«KaHALLIbLIBIK» OAaFbIT aJlblll KeJIj.
«)KanaubliapiK» jiereH, 6y — o3iHe
JIeHiHri 6oJIFaH KyOblIbICTap/ibl 2KOKKA
HIbIFApy eMec, KeTKi3iay hopMachiHbIH,
e3repyiMeH FaHa albIPMaLIbIIBIK Ce3iel].
OHBIH TepeHHEeH TaMbIp TapTKaH TapHUXH-
TaHbIMbIK CHIIaThl MOJ1 OOJIbII KeJle/l.
Pexxuccep Akan CataeBTbiH
«Tomupuc» puabmingeri 6acTbl peJijeri
KbI3/IbIH OeiHeci Ka3ipri Tanjarbl Tanan
KbI3Fa YJ/Iri OoJ1apJbIKTal OeliHe Jecek
Katesiecrneimis. KUHOHBIH 6acblHaH COHbIHA
neriin TOMUPUCTIH Ty ChIPThIHAH aHIbIMN
JKYPreH KHeJli 2K0J10apbICThl 2KAKChIJIbIKThIH,
CHMBOJIBI Jieyre KeJie Koiimac. Bis/tiH yaTTbiK
TYCiHiriMmizne KaHaTTbl K0J16apbIC eJTIK
MeH ereMeHIKTiH, CUIaThl icIeTTec e/1.
An xuHoza 6y/1 MucKe 6acka KblpblHaH
TokTasirad. [IbIHAbIFbIHA KeJIreH e, eCKiHi
Ka#TaJsay JIereH KaThIl KaJraH KacaH,
Karujia emec, jiece e, Kapama-Kakibl
GarbITTap/arbl MiKip/li YChIHY YILIiH e
YJKeH epxKypekTisik kepek. Knnona xxana
3aMaH/arbl XKaHa TeHeHIHsIap MU(TIK
yisieciMmMeH yirachin oTbipajbl. Ochl
opaiina 3eprreyuii FOpu# JIlo6MMOBTBIH,
«barbic EBpona enepi» kitabbinaa: «Anam
JKaH JiyHHeciH 6acKa KylTapJblKTap Ousen
asaTbiH IpyipJep ne keaneceni. OHnaiina
eHep Ky/ipeTiMeH acKak cesimre GeJieHy/1i
KaxkeTCiHOeH, aKblyi-0H/Ibl HOPJIEHIPMEHTIH
MaTepHaJIbIK UIiJiKTepre 1eH KOAaH

KeOipek s1933aT anaubl» (Jlio6umMoB 45) nen
TY2KbIPBIM 2KacaJiFaH.

Bya typackinna seprreyiui Fasus
Oanynbl: «KnnokapruHanbiH 6H G0ibIHAH
Kepil OTbIPFaHbIMbBI3AN yHHEre HopecTe
KeJice Jie, ToH-yMaH 6oJica 1a, XKOPbIKKa
aTTaHap ajapiHaa aa TeHipiHe »kanbapbIHbII
Tinek tineini. Tinti ke#Gip snuzonrapaa
KypAeJi ic-apeKeTTep OAKChIHbIH,
KMMBbIJIBIMEH KaTtap episin oTeipajasl. Coi
JPyipaeri TOHipJiK A LlaMaHH3UMMEH
CaJILICTBIPYFa KeJIMENi, eKeyiHiH apachl
»Kep MeH KokTel. ToHipJik ain 6i3ain ata-
6abaMbI3JIbIH €xKeJIeH YCTaHFaH fdiHi, GyJl
JIiHiH Heri3ri Karuaachl — Kekreri ToHip
Oipey, OFaH »KeTEeTiH KyMPeTTi KYLL 2KOK
JIeTeH HbIK CeHiM apOip agaMHbIH TaHbIM-
Tyficirine 6epik ysaran. OT, cy, xkep
— KacuetTi gyHuesiep. Otnen anacray
niaMaHu3uMHiH Gedirici ien »kyp. by —
Touipnik ninHiH Karupacel. ToHIpJiK aiHae
alita 6epce Kol ayHuesep 6ap, OHbIH
6opiH 6ip KUHOHBIH, asiChiHa Karcbipa 6epy
»kapacnac. Kunopna ToHipJik aiHHiH Heri3ri
KaruachblH ajiraibl KOPKEMJIIK TYPFbIIaH
YTBIMJIbI LILIKTBI» (15), — nefi.

Tomupucerin HeomudonOrUsIbIK
CHUIMATbIHBIH, HETi31 MOH-MaFbIHACKIH
auly, SFHH HHTEPIPETALMSCHIH YFbIHY
MaKCATbIHAA dJIeMIK JeHIMeHeri FaabiMaap
Ja ynec KockaH. Kefiinkep Kbl3bIMbI3
TomupucTiH TaFIbIp/bIH Taslall KHbIHBIFBIH
Kopce e, 03iHiH, illiHAeri e:KeTTiJliK ce3iMiH
OJITipiN anMaybIHAA J1a YJIKEH ChIp Oap.

By epik- xirep/iiH oHbIH OOHbIHAH KeTe
KOIMaraHbIHbIH 6ip ce6ebi — TyciHe blIFH
Jla KAHATTBl apbICTAHHbIH, Kipil, yHeMi
KOPKBIHBILLTEH Karipan oTbipybl. Herizinen
anranaa, Tymap natiiallbiIMHbIH KUbIHBIK
aTayJiblHbIH OapJbIFbIH XKEHII KeJlyiHe jie
coJl acep eTkeH. Tycrep aTuMoJiorusicbiHa
Hapcak, KaHaTTbl }KOJ16APbICTbIH,
HeobelHeciHer Tyc — Kapa TycC. YJTTbIK
TaHBIMBIMBI3/IAFbI 2KOJI0APLICTAH ©3re Kapa
TYC KOPKbIHBILL TI€H YJ1bl OWJIAPbIH KOPiHici
emec ne? Ochblnafiina CHMBOJIMKAJBIK acep
eTy 9Jlici KHHO/A KaKChl COMJAJIFaH.

Epwmexk TypcbiHoBTbhIH, «I1amn>»
buabMi — co3ci3 63 3aMaHbIHbIH CasiCH



KO3KapacblHa allbIK TYPAe KapChl LILIKKAH
KMHO. ©3 JlasacbiHia 631 alaCKaH Ka3aKTblH,
akcaxaJbl. KazakTblH pyXaHu TaHbIM-
TYCiHIrHe Kapchl LbIKKAH KMHO »KaHa
MHOJIOTHSJIBIK CUITATTaH J1a KallbIK

emec. Kackplp/ibl TOTEM J1e11 YFbIHFaH
XaJIBIKTBIH, TAHBIMBIHA KaHalla Ol KeJefj.
Kapt 6ofibiHiarbl KaiicapJblk MeH KaCKbip
OONbIHIAFBI KAUCAPJIBIKTBIH ACCOLUALUSCH
YKaKChl yilsiecimM Taybll oTbipajibl. Exeyi

Jie 63 OOCTAHBIFbI YLIIH Kypecirn XKypreH
ToH ueJsiepi. bipak ta, kaOblian oTeiprau
KOpepMeHTe HeHUTpaJIibl Ko3Kapac

TaHbITY KHbIHFA COFapbl aHbIK. KHHOHBIH,
JKYTiH KOTEPIll TYPFaH OCbIHAAN aybIp
CIOXKeTTep JieriH auiyra pexkuccep Epmek
TypchIHOBTBIH y/IKeH GaThIIBbIK TaHBITKAHbI
6arikanaabl. Ochbl TyCTa KoMK
TICHXOJIOTHSIChI TypaJibl 3epTTereH 3UrMyH L
Dpeitrin nikipjaepi opbiHibl 60JIMaK;
«bipereiiieny — ncuxoananuane 6acka
aJlaMra SMOLMANBIK TYPFbIIaH OalIaHy/bIH,
eH aJIFalliKbl KepiHici» (O1e6HueT TeopHsiChl
230). bys uabmHiH Heriari ugescol —
azaM3aT neH TaOUFaTThIH apachiHIAFbI
Keperap KaTblHacTap, afaM MCUXOJOTHUSACHI.
KoraMHbIH, LIbIHANBI KOPiHiCi KHHO/A aHbIK
KopceTiJie/l.

JKasyuisl Myxrap 9ye3os
LIblFapMaJiapblHarbl TAOMFaTThl KaJjak
KeHinKep eTin canacak, OyJl KHHOJAaFbl
KacKblp a confail keinkep. [lannbiy
OXKETTUIIKKEe CyHeHce 1€, KACKbIPMEH
KAHILIa COFbICCA J1a OHbIH, LUK XKaH
JlyHHeci KacKplpra Kapebl emec. lana
TarbIChIHbIH 63 GOCTaH/IbIFbI YILIiH Kypecin
’KYPreHiH o1 KapT Kici Oisin Typ. byn
XKepje nana punocodusichbiHbIH 03iHIIK
epHeri 1iblFa KeJiefii. Tynten Kejarexse,
HeOMHU(OJIOTUSHBIH, 631 MU OJIOTHSAIAH
TapaJiblll LIbIKKAH/IBIFbI OafiKaaibl.

Beanrini pexxuccep Cobut
Kypman6ekoBThbiH, « OpaniMaH» KHHOCHI
— Kasipri 3aMaHHbIH YJIKEeH Tpareaus/blK
croxketi. @uabMae OraHbll aHcaral
OTOACBHIHBIH apMaH KOJIbIHAAFbl Kypeci
cypertesiesi. AyraHcTaHHaH eJire KanTKaH
Bazap6aii kapTThlH oTOACHl HETi3ri aHcaraH
apMaHbl TyFaH Kepre opaJjy 60JFaHbIMEH,

bazap6aiiapiH 6acTbl apMaHbl eJliHje
x)epaeny eni. Kazakroin JKep-Anara
CHbIHY MOTHBI OyJ1 (pUJIbMJIE TOJIbIFbIHAH
KepiHic TankaH. OTaHblHa opaJjiFraH coTTe
basap6ail akcakaJibIH 2Kepli cytoi yJIKeH
MudoJiorusira casibl. Mudosorus — exxedri
3aMaHHaH KeJle XKaTKaH »KoHe ajam3aT
OPKEHHUETIHIH JaMy IPOLECIiHIe YHEMI
JIAMbIT KeJle KaTKaH PyXaHH KYH/bUIbIK.
MudosorusisibiK ois1ay 1ayipinie MUGTIK
caHa TaOMFaTTaFbl aKblJl-OH/IbIH, YJIbl PYXbl
peTiHje TaHblIFaHbl GeJTiJi.

HeowmudonorusHbiH Heriari cunaThl
oTKeHMeH OalJiaHbICThl 60JIbIT, XX
FacbIp/iblH, 6acblHIa e3relie cunaT aja
6acraapl. Mudrepai 3aMaHHbIH MOJIEHH
JKETICTIKTEPiH CHUIATTayAa KOJIIAHY CapPbIHbI
HactaJjibin KeTTi. bys1 one6ueTTiH kaHa
CUMNAT aJlybIMeH TiKeJsiel OalJIaHbICThl
opbini. Oran XX racwipabiH 6acTanybiMeH
Kasak ofiebuetiHe acep eTkeH baTbic
Eypona onebueTinin, biKnasbl 30p 60kl
Seprreyiii [1aBen ['puHiiepain nikipiniie:
«Mud, cBsI3aHHbBIA ¢ KOCMOTOHUYECKUM
pHUTyaJsioM, UMEET JI0CTATOUHO CTPOTrHe
aHaJIOrHK B KJIIOYEBbIX 3MM30/1aX
snuueckoro ctoxkera» (I'punuep 124).

Ocnbl Tycta 3urmynn @pefin xKyieci
Hacrankblia KoJJIaHbl/IbIN, 6Hep/Ie TaHbIMaJl
6osiraHbIMEH, CUX0AHAU3IL KOJIIaHy

asicbl KeHEHTeHiH aTarn eTKeH »KeH. Anaiina,
6i3 6acTbl KEHiNKepliH MCHXOJOTUSIBIK,
HeiiHecin aublkray yuin 3urmynn ®peiarin
Heri3ri TeOPUSJIbIK 3€PTTeYJIEPiH FaHa
KoJllaHaMbI3. Byl Kazak o1e0ueTiHiH
e3repyiHe, MoJiepHU3aLUsIIaHybIHA

okeJi. CoraH ca#i clieHapHiep jie
»KaHalla cunatka ne 60J1/bl. 3aMaHHbIH,

03 KelinkepJsiepi MeH 63 PuI0CcoOPUsiChI
nania 60bl. Jnanorrapibit, CloxKeTTepiiH
03iH/iK cunaT aJjybl 6api 6ip-6ipiMeH
OaiJlaHbICThI.

«Opaaman» QuabMiHzeri xepJey
paciMiH/ie ie Ka3aKThbiH OapJiblK bIpbIM-
ThlibIMIAPbI GipiKTipisreH. Anamaapibiy
JKEKe-JlapaJiblFbl MeH Oip-0ipiHe
YKCAMaNTBIH/BIFbI COHLLIAJBIK, OJIap/bIH,
apachblHaa KapbiM-KaTbIHAC yKacay
MYMKiH eMec, COHJIBIKTaH 9pKaHChIChl
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JKaAJFBI3/IBIKKA lyllIap eTisreH. Anam
©3iMLLIJ 5roopTaJIbIKIIEH TYHbIKTAJFaH,

03 aObIPONbIH aCKAKTATY »KOJIbIH/A 63i
yuiin emip cypeni. ConubikTan eMipi

eJiiM ellipin Tacraijpl. OJim e3i yuiH
JKoHe 03 aObIPO#bI YIiH 6Mip CYpeTiH
TYJIFaHbI i3-Ty3ci3 ewipeai. bys anamabt 63
opTacblHa OKLLIayJiar, aaM3aT TapUXbIHbIH,
cabaKracTbIFbiH Oy3ajibl. KHHOHBIH COHFbI
OoJliMiHIeri KillTKeHTal KbI3AbIH KalTagaH
TiJIiHIH LLBIFYbIH 14 ThICBIM KYAiPETTiH
ocepi fen yryra 6osanpl. An CanapOekTin
TMICUXOJIOTHSINIBIK TYPFbIIAFbl KakcapJibIFbl
KHHOHBIH 6achbiHaH COHbIHA IeHiH KOpiHesi.
JKosra mibikkanna-ak Canap6ek Tyra
JKepiHe anapblil 9KeCiH KOMeMiH JereH
oiibl apkasiaiiipl. CoJt oliMeH oTaHbiHA
OpaJibIN MELLIT casajbl, OTaHAACTAPbIHbIH,
apachbliHza «opajaMaH» O0JIbI KYH Kepe/li.
Kopoita aiitkanna, Kenec ykimerinin
CAJIKbIH CasICH LIeWiMaepi KazakTapra
JKaKCBWIBIK aJIbIT KeJifli Iey, TOJBIK yPbIC
ietiM 6o/mManbl. AyraHcTaHHaH KeJireH
Ka3aKTap/bl, 2KEPrijlikTi Ka3aKTap/blH, xKay
KOpyi XaJsIbIKKa Kepi oCcepiH THUTi3/i.

HaTtuxenep

Maxkanana kasipri Kazak KUHOCbIHJAFbl
HEOMHU(OJIOTHSIBIK CHITATThIH,
UHTepIIpeTalusIaHybl 3epTTey Kosi
eTiM a/bIHAbl. ATasiFaH yii GUJIbLMHIH jie
TaJKbl1aHy Gapbicbinaa 6i3 TeK CloXKeTreH
LLIEKTeJiN KaaMan, MU(oorusiMeH
OallsiaHbICThI OF Ko3Fasibl. Kagipri
Ka3aK KHHOCBIH/IAFbl €peKIIesiKTep
KeHinKepJepiH MCUXOJOTHSIIBIK
ACIEKTIJIePiH TaJ1ay apKbl/bl 9JIEMHIH,
aTaKThl 3ePTTeYIi FajbiMIapbl ApTyp
[lonenrayep, 3urmynn @peiif xoHe
Tarbl 6acKa OTaHAbIK FaslbIMAAPIbIH
TEOPHUSJIBIK-TPAKTHKAJIBIK KYMBICTapbIMEH
caJIbICTbIpMaJibl TypAie KapacThIPbl/IIbI.
Exxenri mudrnen tycinaipinerin
KYObIJIbICTaP/IbIH, 3aMaHbIMbI3/Ia OPbIH
aJIbIM »KaTKAH OCbIHAN KepiHicTepi 6i3/i
HEOMHU(OJIOTU3MHIH KYMOAK ChipJapblHa
cenpipeni. MuicaJbl, »Kblianaap
apKbl/ibl GepineTin MUATIK LIbIFapMasnap

YHictanna epekiiie OpbiH aJjibl, OHIA
oJlap asfblpyJsiap MeH KyHaJap/ibl eMec,
JieHcayJIbIK MeH y3aK eMip/li OeiHesedi
»KoHe YH/i KOCMOTOHHUSIIBIK MU TEPiHiH
KaTbICYLLIbIAPbI Oy/1a MATiHAEPiHiH
KefinkepJepi 6ospl (Sinha 111). Qaemuin
€2KeJIr a/laMU TYCIHIMHEeH TyblHAaFraH
mMuTik GeiiHesiep Kasipri KuHoJapaa
KOPKeMJIiK MaKkcaTTa KoJlaHbl/1ajibl,
HOTHKECIHJIE JKaHa 3aMaHayH Taciaep
MeH 2KeTicTikTep naija 6Gosaibl. Exkenri
MUDOJOTUSIIBIK MUTED YATTHIH,
JIYHHETAHBbIMBIH, YATTHIK CaHa MEH
JI9CTYPJli MOJICHHUETTI, STHOCTBIH, PyXaHH
JKOHE MdJICHU OMipiH, KopllaraH opTa
UIesIChIH OefiHesiece, Kasipri Kasak
KUHOCHI MUOJIOTHSIIIBIK MU TEP]Li aBTOP
UJIESIChIHA KOPKEMIIK KO3KAPAC PeTiHe KUi
KoJsiaHajibl (KakeblibikoB 123).

3eprrey HaTHKeciHe XX Fachip
oneOueTine HaKThl OeliHesep, YFbIMAAp
MEH uesyiap ofieii OypMaJsiaHFaHAbIFbI
Oalikasiazibl, OykapaJblK aknapart
KYpaJ/l1apbiHbIH, TeJeAUIap/biH, aJ1eyMeTTiK
JKEJIJIEPLIH 2KOHE XKapHAMAHbIH, KOMeTiMeH
JKaHa rnpornopuusiiapra ue 0oJFaH Kesje
MU OJIOTH3ALHSHBIH, €peKlie Mpolleci
»Kysere acaiapl. MugosorusIbK uaesaap
©3iH/liK 5THOMJ/ICHH Heri3re akHaJja
OTbIpPbIIl, aBTOPJIbIK KOPKEMJLiKITeH
KepepMeHre xkeTkizisneni. Mud anamsar
TapHXbIHbIH, aJIFALIKb] Ke3eHIepiHe
JIlYHHETaHbIMHbIH, OpraHUKaJbIK TYpi
OO0JIIBI, COTAH KeHiH TeOJOTHSIIBIK XKoHe
puaocodusIbIK Ko3KapacTapia KopiHic
tantbl. XXI rFacbipaa Kazak aebueTineri
Tenen O6xik, Jlnnaxmer OuliMxaHyibl,
Ackap Anraii koHe Jlyman Pamasan cHsIKTbI
Npo3a »KaHpblHJa KasaMm TepbereHaepiit
aBTOPJIIK KOPKEM LIbIFapMaJiapbiH/a
muosiorHs yirisepi kepidic Tabaspl.
Ounapabid KoaTanObanapbinaa 6aTbICTbIK
MOCTMOJIEPHUCTIK OMBIH/BI TAaHOAMANTHIH
CEMUOTHKAJIbIK KEHICTIKTeri eMipCi3ieHreH
mud ([xeitme JIxxoiic, Mapcess [1pyer,
®pann Kadka, I'epman I'ecce, Bopxec
Jlyuc xoHe 6ackasap) yluiKbIHIAPbl
FaHa YUIBIPACHIN KaHa KOMMaHIbl.
ConbIMeH 6ipre aprblKazak MU(TepiHiH



Kasipri Kazak HeoMH(oorusicbiHA
TpaHcopMalMsJIaHybIHBIH KOpiHicTepi
6arikananbl. Osap e3jepitin
MH(OJIOTHSIBIK KEHICTIKTepiHie epKiH
OMMEH Ka3aK KOFaMbIHbIH ThIHbIC-TipLIiJIiTiH
CypeTTeyre ThIpblCapbl.

Herisri TyXbipbiMmaap

KuHo eHepineri KiaccuKaJblK aHbI3lap/ibl
KOPKEM TYbIH/Ibl KYPbIIbIMbIHA 6ATbL/1 €Hri3e
OTBIPHIM, OJ1ap/bl TpaHchopMallusiay KoHe
CTHJIM3aLMsIIay aPKbL/Ibl 2KaHalla MoH
yCTeyre YMThIJIbIC 2KaCaJIIbl;

OJIEMHIH eKeJIri afiaM TyCiHiriHeH
TyblHIaFaH MUTIK OefiHesiep Kagipri
KMHOJIap/la KOPKeMJIiK MaKcaTTa KoJilaHblC
TaOaTbIH/IFBI JIDJ1eJICH];

Exxenri Mmudrepiin yATTHIK
JIyHHeTaHbIMbIHBIH YVJTTbIK CaHa MeH
JIOCTYpJli MoJieHHeTeH HaliaHbIChl KaH-
»KAKThl TaJ1aH/bl;

BaTbICThIK MOCTMOJEPHUCTIK Ke3eH i
TaHOAJAUTBIH CEMUOTUKAJIBIK KEHiCTIKTE |
emipcisneHreH MudTik cunar JLxerimc
Jxoiic, Mapceas [pyer, @pani Kadka,
['epman I'ecce, bopxec Jlyuc cusikrhl
FaJIbIMIAP/IbIH, TY?KbIPbIMIAapPbIMEH
CaJIbICTBIPBIIA OTBIPBII 3€PTTEIIL;

OJIEMHIH aTaKThl 3€PTTEYIIi FaJbIMIAPbI
Apryp lonenrayep, 3urmynn @peiin
JKOHe Tarbl 6acKa OTaH/bIK FaJslbIMIap/bIH
TEOPUSIIIBIK-TPAKTHKAJIBIK eHOEKTePi
TOJIBIKKAH/IbI KAPacThlPbI/bI;

Kasipri kazak KHHOCBIHbIH
MH(OJOTUSIIBIK MUTEPL aBTOP HAESChIHA
Kapal KepKeM/IiK Ke3Kapac peTiH/e KHi
KOJITAHATBIH/BIFbI TY2KbIPbIMIAJIBI.

KopbITbIHADI

Kunonarel Heomudoiornam Kepinici —
TyTac 6ip 19yip/iH aiiHachl icreTTec.

Ochbl eHep/e epKiHIIKTI ce3iHrenaep

»KOHe HOKTaJslaranaap 6ap 60J1aTbIHbI
3anblIbIK. Kail Koramaa na, Kai nayipie
Jie OyJ1 KyObliibic GOJIFaH »KoHe 0flaH api
6os1a 6epeTiH KyOblblc. KepepMeHre He
6oJica CoHbl 6epill, TaJraMblH TOMEHIETII,

eHep/li apaHaaTnayra, KyHblH Tycipmeyre
JKaHaUIbIP »KaHAap/bIH Oipi KHHOTepJep
ekeHi maJiim. JKaayibl Myxrap MarayuH:
«CypeTKep YILiH eH yJIKeH 6aKbIT — XaJblK
YMBITIAATBIHAAH, XaJbIKTBIH XKabIHa
caKTaJiblll KaJaTblHAA! LIbIFapMa Ty/bIpy »
(117), — neini.

YATTBIK KHHO caJslacbiHAFbl
mucosoremanap XX rachlp/ibiH, 6acbiHaH
OacTar, Kagipri keseHre JieiiH KaJblnraca
6acrtajibl. Ocipece, KHHOAAFBI TYPJIi MUDTIK-
CIO2KETTiK OpHEKTep KaHALIBIIbIK CHIIaTTa
ANUKBIHJAJIBIT, TAKbIPBINTHIK- UAESJIBIK
KOHTEHT KypyFa OapblHILA bIKNaJ eTTi.
Koramuarbl MafieHH KeHICTiKTe O0JIblI
»KaTKaH oCbIHal xKahaHIpIK earepicrep
OipiHiineH, 9161 HIbIFapMaap/a
KOpiHic TaybiM, KeiiH MU OJIOrHs MeH
MHUoJIoreManap apKblibl aiaa 6oJbI.
Kefiin «Heomudosoruam» Typinjie
KHHO9KPaHAAP/IaH KOpiHiC TanTol.

Makanana 3amanayu Kasak
KMHOCBIHAFbl HEOMUOTOTHSIBIK
CIO2KeTTep KaHallla MHTepIipeTalusijiaHy
JKyHeciHe eHrizisii. 3epTTey MakaiaHbIH
Heri3ri OeJsiMiHe Kasipri Kasak
huabMIEPIHJIETT MU OJIOTHSIIBIK
Ma3MyH 2KaH-2KaKThl TaJJIaHbIT, OHAFbI
HeOMHU(OJIOTH3MIEP OTaH/IbIK 2KoHE
LIeTeJIiK FaJibMIap/iblH FblJIbIMH
TY2KbIPBIMAAPBIMEH CAJIBICTBIPMAJIbI TYPJIE
Kapactbipblbl. Kunopexkuccep Epmek
Typebinosthin «an» (2016), Cabut
Kypman6ekoBTbiH « Opanman» (2019),
Akan CataeBTbiH « Tomupuc» (2015)
CUSIKTbI UJIbMEPiHEri HEOMUDOJIOTHSIBIK
capbIHAAFbl (DOJNBKIOPJBIK, MUPOJTOTHSAIIBIK,
(UII0COPUSABIK- TAPUXH CIOZKETTEP 3€PTTEY
Kosite aiHaJsubl. MaceJien, «IIan»
(hubMiHIEri KACKBIP TypaJibl aHbI3IbIH
HEOMHU(OJIOTUSIIBIK CHIIAThI Y/ THIMbI3/IbIH
pyXaHH KYH/BIJIBIFbIH aPTThIpa TYCeL.
Kunonarbl KacKblp apXxeTuIi Kenreren
KOPKEM MOTiHIAEp/E e KOPIHIC TalThl.
Mbicaibl, LbiHrbic AliTmaToB — «Kackbip
AkbGap», Jlxkek Jlonnon — «Ak azy»
LIbIFapMaJiapblHa KacKbIp Tepic KeHinkep
petinje cunatranabl. Anaiia, Ker
YKaraania KepKeM LblFapmanapia opbic
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MEHTAJIMTETIHIH, epeKLLIeJiKTePiH KAMTHTbIH
MakTaHLlakK, Kyt « Kackelp apxetuni»
kesneceni. Mudrep men osbkaopaa
TOTEM, KOPFayllibl, 10peKi Ky, TAOUFH Ky
petinne ycbiHbliaabl. Meicasbl, Kackbip
apxeTuni ofe61eTTe (hU3UKANbIK HeMece
pyxanu e3arepicti 6erineseii. CoHnbIKTaH
KUHOJIap/bIH J1a MasMyHbl Kackblp apxeTuni
APKbLJIbl KyLLIeHe OTbIPbII, dPTYpPJIi
earepicrepre ue 6osapl (ITomsios 35).
Pexxunccep Epmek TypcbinoBThiH, «111an»
husbMiHErT KACKBIP/IbIH MUOJIOTHSIIBIK
CHUIMAThIH KAPACThipa OTIPHII, OHJIA
(hOJIBKJIOPJIBIK apXETUIITIH HeTi3iH/le
JKaHyap TypaJibl STHOMOJIEHH HjlesiJiap/iblH,
(myTKa TaObIHYLLBLIBIK, IHH ) XKaTKAHbIH
atan etyre 6osansl. Kepkemeyperri
ApXeTHUNTiH Herisi peTinjie Ppuibme
aBTOP/bIH (haHTACTHKACKI, 00pa3/blH
KOPKEMJLiK-3CTeTHKAJbIK TY2KblPbIMAAMAChI
kepiHic Tabaybl. Pexkuccep Gacrarnkpliia
(OJIBKJIOPJIBIK aPXETHITKE CYHeHe ],
cojlaH KeHiH OHbl KEeHEeUTe i, 03iHiH,
aBTOPJIBIK TYKbIpbIMJIAMAChIHA CallKeC
tepenaereni (Kacbsanos 34). Koprwita
auTKaH/Ia, KHHOJAFbl HEOMHU(OJOTHSIIIBIK
CYPETKEPJIiKTiH TaHbIMBIK KyaTbl MOJI.
OHBIH JaFIBLIbI [IeKapachl HEMeCe aKbIPFbI

HykTeci 6omaipl. SIruu, emdip KopepmeH
KaHaai 1a 6ip pexKuccep/ii, OHbIH KaHaan
Jia 6ip TYBIH/ABICBIH asiFblHA JICHiH Kopi,
TaHbIABIM JIel ajMaribl. Opoip KOpKeM
KHHO KalTa KepreH caibliH »kaHa 6ip
KbIpblHAH allblJIbII, a/laMFa ThiH O, 2KaHa
cesim Oepefii. Kopkemik TaHbIM alaMHbIH,
Ke3Kapachl MeH OibIMeH cabaKTac OoJiajibl.
KepkeM ibirapma apKbliibl alaMHbIH,
KOPKEMJIiK TaHBIMbI YIITAJIbII, SCTETUKAJIBIK
ce3iMi TepeHIeHI;.

Op6ip kKuHocypeTkep Oesrifi oprana
KOFaMJIBIK »Karmaina ecimn xketijeni. OHbIH
JIlYHUETaHbIMbl, K63Kapachl MeH TaJal
6OJIMbICHI HEFYPJIBIM YKETIJINeH CalbIH,
OHbIH, LIbIFAPMALLIBLIBIK MYyPACBIHBIH, /2
KOKXKHeTi KeH, MOH MaHbI3bl J1a TePEH,
6oJianbl. Kes KesireH eHep agambl 63
3aMaHbIHbIH Mep3eHTi. OHbIH KaJiblpFaH
MypaJsiapbl 6TKeH KYHAEP/iH, i3iH aliKbIHIAT,
GoJialllaKThIH COKMAFbIH caajibl. A,
HEOMHU(OJIOTUSIBIK KHHOTYbIH/IbLIAP/IbI
FBIJIBIMM TYPFBIIAH OJlaH api Garasay
foJialllak KHHOTaHylblIap MeH
3epTTeylliNepai eHuicinae 60aMaK.
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3AMAHAYWN KA3AK KMHOCbIHOAfbl HEOMU®ONOTM3MOEP MHTEPNPETALMNACDI

Mypar XoaraHar

Kasaxckasi HalioHasibHast akajieMust UCKycCTB nMeHn TemupOeka YKypreHosa
(Anmarbl, Kazaxcran)

Anma Aiinap

Kasaxckasi HaloHasbHast akajieMust UCKYCcCTB nMenn TemupOeka YKyprenosa
(Anmartbl, Kazaxcran)

WHTEPNPETALIUA HEOMU®OJI0T’M3MOB B COBPEMEHHOM KA3AXCKOM KUHO

AHHOTaums. B cTaTbe paccMaTpuBaeTcs nNposiBieHMe HEOMUMDONOTM3MOB B Ka3aXCKOM KUHO C TOUKM
3pEHUs COBPEMEHHBIX Hay4HbIX U3bICKAHWI U copepyKaTenbHOoM GOopMbl M UCCNenyeTcs B KOHTEKCTe
COBPEMEHHOIO HanpaBneHUs MeToMoAepHMU3MA. MU ONOrMYECKMiA XapaKkTep B Ka3aXxCKOM KMHO Mbl
HabntofaeM B Kagpax NepBbiX XYLOXKECTBEHHbIX GUIbMOB. TeM He MeHee, COBpEMEHHast KUHOUHAYCTPUS
[LBMXKETCS K NpoLeccy U3MeHEHUs HOBOrO BPEMEHM, HOBbIX TEXHONOIMIA. «<Heo» MudonoremMs! B
NMPOCTPAHCTBE Ka3axCKOro KMHOMCKYCCTBA NpeTepneny TpaHchopMaLmio B 3aBUCUMOCTU OT HOPMbI U
noen.

B nccnepoBaHun paccmatpuBatotcs MudonoreMol B 061aCTM HaLMOHANBHOTO KUHO, HAYMHas €
MCTOpMYECKOro pakypca XX Beka M 3akaH4MBas coBpeMeHHOCTbI. Kpome Toro, o6pa3 obuiectsa B
KMHO MNNIOCTPUPYETCS Pa3nnYHbIMU MUDUKO-CIOXKETHBIMU Y30paMU, C LieNbio aHanM3a TeMaTUKo-
MOENHOro KOHTEHTA. MI3MeHeHMs, NpoMCXoasLuMe B KyJIbTYPHOM MPOCTPAHCTBE, MPOHUKAM CHaYana B
NUTepaTypHble NMPOM3BEAEHMS, @ 3aTeM Yepe3 MUDONornio U MrdONOreMbl, 0Ka3aBLIMUCh HA IKPaHe B
dopme «HeoMudonormsma. Llenb nccnenoBaHmsa-BCeCTOPOHHEE pacCMOTPeHUe 0bLLeHaLMOHaNbHOM
WK IMYHOCTHOM MHTepnpeTaLmMn HeoMUdONOrMKM B COBPEMEHHOM Ka3axCKoM KMHO. MIHTepnpeTauus
03HayaeT «AaTb NOHUMaHWe». Hanpumep, MHTeprpeTaums B My3blKe MOXET BblTb OTpEAAKTUPOBAHA C
Yy4eTOM MOHMMaHUS 06paboTumKa UAKM UCNONHWUTENS NOOOro NPpoU3BeaEHMS.

B 0CHOBHOM YacTM MccnenoBaHUS XyLoXKeCTBEHHblE GUNbMbI, MMetoLLMe MUDONOrMyeckoe
cofep>xaHve B COBPEMEHHOM Ka3aXCKOM KMHO, CrpynnuMpoBaHbl B OAHY HaYYHYH CUCTEMY, B KOTOPOM
HeoMnbONOrnM3Mbl aHANU3UPYIOTCS OTHOCUTENBHO UCCNELOBAHUSAMM OTEYECTBEHHDBIX U 3apyBexXHbIX
yyeHbIX. Muduyeckune B3raabl M BbIBOAbI 3apybexHbix nccneposarteneit Aptypa LoneHrayapa,
MaBna MpuHuUepa, 3urMyHaa ®Opeiiga, IHa HaHcu npuobpeTatoT OTHOCUTENbHbIN XapaKTep. JNEMEHTbI
HeoMudonormmn B Takmnx dunbMax Kak KuHopexuccepa Epmeka TypcbiHoa «Lan» (2016), Cabuta
KypmaHb6ekoBa «Opanman» (2019), AkaHa CataeBa «Tomumpuc» (2015) onucbiBatoTcs Ha OCHOBE
$ONbKNOPHBIX, MUPONOrnyecknx, hunocodcko-mctopmyecknx obpasos. Tak, Heommdonormyeckas
KapTWHa nereHabl o Bonke B dunbme «LLan» packpbiBaeT 3HaYeHMe LyXOBHOM LLEHHOCTM Ka3axoB.

B vccnepoBaHuM Hawv npUMeHeHMe UCTOPUKO-3THOrpadMyeckue, KUHOBeAYECKME,
MCKYCCTBOBEAYECKME, KYNbTYpONOrniecKne, CpaBHUTENbHO-aHAIUMTUYECKME, @ TaKXKe IMMUPUYECKHE,
TEOpeTUYeCcKMe U METOA0NOrMYEeCKMEe MeToabl. PaboTbl Ka3axCTaHCKMUX, POCCUMCKMX M 3apyBexXHbIX
aBTOPOB, U3YyYaBLUMX TEPMUH KHEOMUDONOTM3MY, OblIM MPOAHANM3IUPOBAHBI MO KaXA0MY UCTOPUYECKOMY
nepuopay. Pe3ynstaTbl HAy4YHOM CTaTby BYAYT NMOCBSALLEHbI OTEYECTBEHHbBIM U MEXAYHAPOLHbIM
MCKYCCTBOBEAAM M CreLmanucTaM B 061acTu KUHOBEAEHUS, MPOBOASLLMM UCCEL0BaHUS O NMPOSBIEHUN
HeoMnbonorum B KMHOUCKYCCTBE.

Kntoyessie cnoea: mud, Muponorema, HeoMmdon0rM3m, COBpeEMEHHOE UCKYCCTBO, KOHLEMTYANU3M,
3CTETUKA, MHTEPMpETALMS, Ka3axCKoe KMHO, IUTepaTypa, MOLEPHU3M, METAMOAEPHU3M, TEHAEHLIUS,
npovecc.

Ansa yumuposarus: Mypar, XonraHat n Anma Angap. «MHTepnpetaums HeoMmdonorM3mMoB B
COBPEMEHHOM Ka3axckoMm KuHox. Central Asian Journal of Art Studies, 7. 8, N2 4, 2023, c. 133-150, DOI:
10.47940/cajas.v8i4.745.

Asmopb! npoyumanu u 0006punuU 0KOHYAMENbHbIL 8apUGHM pyKonuCU U 3as6i51m 06 omcymcmsuu
KOH@AUKMa uHmepecos.
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INTERPREATATION OF NEO-MYTHOLOGISM IN MODERN KAZAKH CINEMA

Abstract. The article examines the manifestation of neomythologisms in Kazakh cinema from the
point of view of modern scientific research and content form and is considered in the context of

the direction of modern metomodernism. Mythological character in Kazakh cinema is fashionable

to observe in the frames of the first feature films. Nevertheless, the modern film industry is moving
towards the process of change of new times, new technologies and deeper understanding. “Neo”
Mythologems in the space of Kazakh cinema art have undergone a transformation depending on the
form and idea. The main reasons for this situation have arisen as a result of the integration of global
culture.

The study examines mythologemes in the field of national cinema from the historical perspective
of the twentieth century to the present day. In addition, the image of society in cinema is illustrated by
various mythic and story patterns in order to analyze the thematic and ideational content. The changes
taking place in the cultural space penetrated first into literary works, and then through mythology
and mythologems, appearing on the screen in the form of “neo- mythologism”. The purpose of the
study is a comprehensive examination of the national or personal interpretation of neo-mythology in
modern Kazakh cinema. For instance, an interpretation in music can be edited taking into account the
understanding of the handler or performer of any piece. In the main part of the study, feature films
with mythological content in modern Kazakh cinema are grouped into one scientific system in which
neo-mythologisms are analyzed with respect to the research of domestic and foreign scientists. The
mythical views and conclusions of foreign researchers Arthur Schopenhauer, Pavel Grinzer, Sigmund
Freud,Jan Nancy acquire a relative character. Elements of neo-mythology in such films as film director
Ermek Tursynov’s “Shal” (2016), Sabit Kurmanbekov’s “Oralman” (2019), Akan Sataev’s “Tomiris” (2015)
are described on the basis of folklore, mythological, philosophical and historical images. For example,
the neo-mythological picture of the legend of the wolf in the film “Shal” reveals the meaning of the
spiritual value of the Kazakhs.

The research uses historical and ethnographic, film studies, art criticism, cultural studies,
comparative and analytical, as well as empirical, theoretical and methodological methods. The
works of Kazakhstani Russian and foreign authors who studied the term “Neo- Mythologism” were
analyzed for each historical period. The results of the scientific article will be devoted to domestic
and international art historians and specialists in the field of film studies conducting research on the
manifestation of neo-mythology in cinematography.

Keywords: myth, mythologem, neo-mythologism, contemporary art, conceptualism, aesthetics,
interpretation, Kazakh cinema, literature, modernism, metamodernism, trend, process.
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Abstract. The folk stage dance within the framework of choreographic education stands out as one
of the most crucial and foundational components of training, alongside classical, duet, historical,
everyday, and modern dance disciplines. Beyond being solely an academic subject, folk stage dance
embodies a living tradition of stage interpretations of dances from diverse cultures. This facet of
choreographic art encompasses a myriad of artistic and pedagogical techniques, manners, and dance
styles. Consequently, the cultivation of folk stage dance emerges as one of the most intricate and
multifaceted tasks confronting aspiring performers and choreographers.

The enduring beauty and cultural significance of this discipline render folk stage dance a perennial
focal point in the realm of choreographic education in Kazakhstan. In the contemporary landscape
of domestic education, the imperative to enhance the organizational and pedagogical conditions for
teaching folk stage dance introduces new challenges to the educational sector. Given the nature of
choreographic activity, artistry, and creativity in dance, maintaining professional consistency becomes
paramount. The qualitative selection of students becomes indispensable, fostering the cultivation of a
genuine vocation for choreography.

Essential characteristics such as artistic skill, professionalism, expressiveness, and acting prowess
have consistently been demanded from ballet dancers, constituting prerequisites that must be fully
nurtured within choreographic schools. In optimal organizational and pedagogical environments,
these qualities should be thoroughly developed. The specificity of choreographic imagery lies in
the utilization of a system of expressive means, uniquely refracted in the plastic language of dance
at every stage of cultural and historical development. Plasticity serves as the primary means of
expression when crafting a choreographic image.

Key words: art, invariance, performance, music, dance, synthesis, folk, education.
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Introduction

Dance stands as one of the most
enchanting forms of art, serving as a
profound reflection of emotions, feelings,
thoughts, unfolding narratives about the
past and future, and an amalgamation of
music, plasticity, gestures, and rhythmic
movements. Each historical epoch begets
its unique musical culture, giving rise to
innovative dance forms. While every dance
can be deemed modern within its temporal
context, the essence of each dance is
inherently linked to its era.

The objective of this study is to
discern the distinctive features of artistic
imagery within the realm of choreographic
art. In our contemporary age marked
by urbanization and technological
advancements, the cadence of human life
has undergone a transformation. We find
ourselves in a perpetual rush, striving to
meet various demands with express speed.
Concurrently, the landscape of dance art
is evolving, with the serene and measured
melodies of the Waltz making way for the
syncopation of jazz.

While acknowledging the enduring
importance of classical and folk dance,
today’s adolescents are gravitating towards
the fragmented rhythm of street dance.
This genre resonates with the spirit of
their rebellious youth, offering a liberating
expression that transcends established
norms. Street dance, characterized by its
lack of rigid standards, serves as a musical
embodiment of the thoughts and feelings
emancipated by the younger generation.

Despite the enduring unfamiliarity
of this music to the older generation,
modern dance, characterized by its fusion
of diverse techniques, styles, and trends,
is progressively garnering favor among the
denizens of the 21st century. (Bakirova and
Kussanova 120).

Choreography, rooted in dance, is a
diverse and unequivocal art form. Emerging
from folk dances, it uniquely expresses
thoughts and content through a blend of

music and choreography. This dynamic
stage art captures cultural and emotional
elements in a concise and rhythmic
manner.

Organization of research

The fundamental elements of
choreography originated through direct
engagement with the musical and dance
expressions of various cultures. In Medieval
Europe, particularly in regions embracing
Christianity, the emergence of religious
mystery dramas became evident within
temple settings. Concurrently, comedic
performances featuring amalgamated songs
and dances also took root (Moldakhmetova
et al., 203). Dance as an art form has
endured throughout history, serving as a
means to articulate mood and emotions
through rhythmic steps and bodily
movements. In numerous societies, dance
holds a pivotal role, playing an integral part
in cultural practices, social gatherings, and
religious ceremonies.

The primary genres encompassing
contemporary dance art include folk
dances from around the world, ballet,
sports ballroom dance, and modern
choreography. Each of these genres boasts
a distinct developmental history. For
instance, Russian folk dance, throughout
its evolution, has mirrored national
characteristics, societal dynamics, moods,
superstitions, and cultural customs.
Modern dance, or contemporary dance,
emerged towards the end of the 13th
century, as a response to the perceived
constraints imposed by classical ballet on
the dancer’s plasticity and the emotional
richness of the dance.

Modern dance, with its primary focus
on expressing emotions and moods,
embodies a sense of freedom and versatility.
Dancers, driven by diverse thoughts
and feelings, continuously innovate
movements, resulting in the blending and
transformation of styles. Yet, contemporary
choreographers grapple with a paramount
concern: an acute awareness of time.

In the midst of a new era and a younger



generation detached from traditional
Russian language, choreographers face the
challenge of shaping an artistic worldview.
This involves navigating modern directorial
plasticity and musical technique while
fostering a special connection to the
Motherland. The imperative is clear—to
use choreography to instill love for the
Motherland, native nature, and to celebrate
the beauty and talent of global artisans.

The inaugural dances of antiquity
markedly differed from contemporary
interpretations. They possessed an entirely
distinct significance, serving as a means for
individuals to convey impressions of their
surroundings and imbue their emotions
and moods into the movements. The
amalgamation of gestures, exclamation,
singing, and pantomime seamlessly
intertwined with the art of dance.
Throughout history, dance has maintained
an intimate connection with the life and
everyday experiences of people, with
each dance form intricately reflecting the
character and spirit of its cultural origin.

As societal systems, living conditions,
nature, and artistic themes evolved, dance
underwent corresponding transformations.
[ts profound roots lie within folk art,
adapting and resonating with the changes
in society and human existence. Dance,
for individuals in simpler societies, was not
merely an art form but a way of thinking
and living. Animal dances incorporated
hunting techniques, while other dances
were employed to express prayers for the
tribe’s fertility, rain, and other crucial
necessities. Movement in dance became
a means to convey emotions related to
love, work, and ritual practices. In deep
resonance with the rhythms of nature, early
communal societies naturally gravitated
towards imitating these rhythms in their
dances. Dance, in this context, was a
profound and multifaceted expression of the
community’s connection with the natural
world and their essential needs.

For the first time, the term
«Choreography» was introduced by the
French dance teacher R. O. Feye.

In Kazakhstan, the term
«Choreography» came into usage during
the 1930s, marking a notable development
in the country’s dance and artistic
vocabulary.

«Dance art has occupied a significant
place in the spheres of artistic creativity,
reflecting the emotional nature of
human life and the natural environment
surrounding it. The formation of this was
due to the variety of demands of society,
primarily the need to educate young people
physically and spiritually in hunting and
war times, requiring collective relations.»

The formation of all gigantic dance
creativity, including Kazakh dance, refers
to the historical period when everything
is perceived figuratively and everything is
transformed into an image. Feeling is also a
picture of the life environment surrounding
it, figuratively interpreted as the inner
being of a person. This gave a powerful
emotional impetus to dance creativity in
the early stages of society’s development.
(Ptirgstaller 210)

Every art strives to convey human
suffering, games, feelings, various events
of today, yesterday, historical or fantastic
nature to people using its inherent means
and techniques. And every art becomes
conditional. Among these arts, the art
of choreography stands out. Because
choreography is undoubtedly an art. Its
basis is dance.

Choreography is a type of stage art
that reveals thought and content through
a musical choreographic video. Its source
is in folk dances. Dance as a whole is a
product of the emotional sphere of the
psyche.

The art demonstrated by body
movements in accordance with a musical
rhythm is dance. People’s actions in
the daily work process, feelings and
impressions of the world around them have
become the basis of dance movements and
gestures.

Depict natural phenomena, hunting
and war scenes with rhythmic movements
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that fell into the well-known system of life
in ancient times born with a requirement.
With the growth of expressiveness and
experience of dance movements, an
individual dance art was formed. In the
eastern countries (Greece, Rome, Egypt,
China, India), where there were Hordes of
ancient cultures, dance culture reached the
heights of mastery.

Dance shares a profound connection
with music, often synchronized to the
rhythmic beats of percussion instruments
in many folk traditions. Choreography, as
a concise art form, encapsulates existence
and mirrors the inner soul of an individual.
The diverse tapestry of dance traditions,
influenced by economic, social, historical,
and geographical factors, has given rise
to unique languages of choreography,
plastic imagery, and methods of aligning
movement with music.

From these traditional roots, ballroom
dancing and professional stage dancing
have emerged, reaching a pinnacle
of artistic expression and undergoing
systematic scientific categorization.
Notably, various dance forms have
crystallized within professional art,
exemplified by the classical dance of
Europe and the traditional dances of
Asia and Africa. For instance, Oriental
dances are characterized by distinctive
gestures, encompassing subtle variations
in facial expressions and hand movements
(Khalykov and Mihaly 98).In the modern
world, choreographic art is of particular
importance, which is one of the types of
artistic and creative activity manifested in
its inherent form - dance. By its nature, this
kind of art is synthetic (music, costume,
drama), however his main visual and
expressive means are bodily movements - a
special plastic language. (Lykesas 82)

Many believe that dance can have
an impact only on the physical side of
human development. We find fault with a
different point of view. As the analysis of
psychological and pedagogical research
shows in addition to focusing on a healthy

lifestyle, choreography classes develop
emotional and volitional They have a
huge educational potential, increase their
working capacity, which together ensures
the harmonious formation of spiritual,
intellectual and physical qualities of
children and youth.(Ramadanova and Filiz
120)

Choreographic art attracts the attention
of wide segments of the population, as
a non-professional, and amateur leisure
activity. Here it is necessary to focus on the
goals that are set by the participants of this
activity, mostly by parents, because it is
their desire that determines when choosing
this kind of occupation.(Portnova 60)

Methods

One of the research methods used in the
work is the descriptive method. If we make
a pacific analyze of the given definition, we
can judge a certain behavior of a person of
the language.

For modern research in the field of
linguistics and terminologys, it is quite
natural to use lexical units in combination
with the use of various methodological
tools. As we have already noted, cognitive,
linguocultural and pragmatic in the study of
vocabulary and phraseology approaches are
the most rational method. The importance
of each of them in the process of achieving
scientific results: to reveal the features
of the Spoken Language units, their
professional allows you to determine your
place in different areas of communication.

Results

In recent times, extensive exploration

into the specifics of the artistic image has
been actively conducted across various
artistic domains, including literature,
painting, cinema, and theater. While
certain aspects of choreography have been
thoroughly addressed in existing literature,
there remains a noticeable fragmentation
in research, and a lack of uniformity in



the approach to defining and evaluating
phenomena within the art of dance. The
fundamental concepts—choreography,
dance, ballet, modern dance—often

carry different meanings, signaling an
insufficiently developed theory of dance art
(Iris et al. 127).

The necessity for aesthetic and
philosophical analysis of the artistic
nature of choreography has become
particularly pronounced within the
context of contemporary ideological
struggles. Examining the practice of art
and consolidating their achievements
allows us to perceive the art of dance as
a natural embodiment of humanism and
beauty through the grace and harmony of
the human body. This analysis is crucial
for understanding the profound ideals
encapsulated in the art of dance, shedding
light on its role as a vehicle for expressing
and embodying humanistic values (Susu
130).

Discussion

The study of the artistic imagery of the art
of dance is impossible without referring

to the achievements of ballet studies, the
history of ballet theater, to the practice and
theoretical statements of the masters of
choreography.

Dance, as a form of artistic expression
reflecting reality, shares a realm of
dominant expressiveness with other art
forms such as music, decorative arts, and
architecture. In contrast to pictorial arts,
dance possesses a more confined capacity
for reproducing the intricate diversity of
reality. Its subject-thematic orientation is
intimately connected to the sensual and
emotional manifestations of human life.
The predominantly expressive nature of
dance imparts a distinctive character to its
conventionality, determining its measure
and degree. A notable trait of dance lies
in its inclination towards a significant
transformation of the reflected reality,
leading to a departure from literal, life-like
forms.

Choreography, as a complex
phenomenon, involves various types
of plastic reflection of reality, each
distinguished by essential features in its
figurative nature. A comparative analysis
of six types of choreography has unveiled
specific, common, and distinctive features
in the structure of their artistic images.
This exploration sheds light on the nuanced
complexities inherent in the diverse
manifestations of dance, providing insights
into their individual expressive qualities.

The aesthetic principles inherent
in classical dance align with objective
concepts and ideas of beauty. The harmony
within the classical dance system is
characterized by symmetry, proportionality,
lightness, softness, completeness, and the
integration of all elements. In this system,
the harmony and beauty of external physical
appearance seamlessly correspond to inner
harmony and the beauty of the spirit. The
aesthetic norms of classical dance extend
beyond the physical realm to become
spiritual norms of human life. The energy
encapsulated in each movement serves as a
powerful source of emotional impact within
classical dance.

Classical dance is the most developed
system of expressive dance. His plastic
motifs never lose their characteristic
abstraction and associativity. (Saitova et al.
730)

The embodiment of the sublime and
heroic is predetermined by the very essence
of the classics with its glorification of the
power and might of man. The beautiful
in male dance mostly coincides with
the reflection of the heroic. An adequate
specific means of expressing the content of
the sublime is the corps de ballet.

The emotional sharpness and strength
of feelings makes classical dance originally
intended to reveal tragic collisions. The
comic, as opposed to the harmonious, is
the least specific to classical dance.

A holistic analysis of this system reveals
its specificity as a highly conditional and
subjective phenomenon characterized by
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the highest degree of generalization and
ambiguity, significant non-identity of its
forms with forms of life.

The systems of folk, characteristic
and everyday dances are less abstracted,
more specific and unambiguous. The
functional purpose of everyday dance
determines the entirely dominant dominant
of expressiveness in its image, folk and
characteristic dances are figurative in their
main forms.

All these types of dance are
characterized by a particularly strong
emotional intensity. Due to the vivid
pictorial nature of movements, there is a
certain dominant identity in the structure
of their images, directly reproducing life
forms. The vocabulary of each national
dance system and the system of everyday
dance of a certain time corresponds to
the aesthetic ideal of a given nation and
epoch determined by the living conditions.
(Kurbanova 160)

Main provisions

The genesis of the art of dance coincided
with the emergence of a universal

society. The earliest dances, unlike our
contemporary forms, were rooted in

the daily work processes of individuals,
and their expressions were grounded in
spiritual feelings derived from the external
world. Ancient dances encompassed
representations of natural phenomena,
household activities, hunting, and military
scenes through rhythmic movements.
These dances were integral to established
systems and were deeply interwoven with
life and faith.

Over time, the capacity to convey
movements evolved, giving rise to the
formation of individual dance art. The art
of dance, therefore, unfolded as a dynamic
expression of human experiences, merging
the practicalities of daily life with spiritual
and ritualistic elements.

Each form of art possesses the capacity
to communicate thoughts, emotions,

melancholy, the inner soul, and the
collective emotions of humanity through
diverse means. Whether in musical theater,
choreography, cultural expression, or

fine art, these art forms maintain a close,
albeit conditional, connection. This
interconnectedness is exemplified in opera,
where the character distinguishes itself by
accompanying the melody with singing,
prioritizing the word as the foundation

of the song. In this way, the various art
forms intricately weave together, offering
distinct avenues for the portrayal of human
experiences and emotions. Choreography
is unequivocally recognized as an art

form, rooted in the graceful and eloquent
expression of dance. This universal practice
is embraced by communities worldwide,
serving as a stage art that mirrors the
innermost sentiments of individuals,
encompassing joy, sorrow, fear, awe,
anxiety, and more. Executed in harmony
with musical rhythms, dance becomes a
poignant manifestation of human emotions
(Kussanova 540).

The historical tapestry of dance unfolds
as a chronicle deeply intertwined with
the beliefs of ancient civilizations. Every
nation boasts a distinctive dance chronicle,
characterized by unique signatures.

The myriad forms of dance encompass
historical and domestic expressions, folk
stage performances, classical renditions,
sports and ballroom sequences, as well as
contemporary dance forms.

Individuals who harbor a passion for
dance find in it a means of expressing
their emotions while maintaining physical
fitness. The evolution of dance throughout
history has witnessed numerous
transformations. In contemporary times,
diverse dance forms have emerged, each
weaving an intriguing narrative. These
modern manifestations arose in contrast to
the dogmatic traditions of ballet, with its
intricate and challenging movements often
inaccessible to the uninitiated. The rigidity
of classical dance, demanding rigorous
training, is absent in many modern dance



forms. Consequently, the imperative arose
to develop a more fluid and accessible
modern dance that caters to a broader
audience.

Modern dance, designed for enthusiasts
of contemporary musical trends and those
who revel in entertainment and nightlife,
represents a confluence of various dance
styles and trends. It serves as a dynamic
collection that transcends traditional
boundaries, characterized by mobility and
simplicity. Modern dance styles, integral
components of diverse subcultures,
encapsulate a unique atmosphere and
technique. For instance, the various styles
within the hip-hop dance genre collectively
form a subculture, with its components—
music, fashion, and style—interconnected
inextricably (Giannoulakis 640).

Conclusion

Choreography demands a high level of
coordination, proper posture, a healthy
spine, flexible joints, a robust muscular
corset, and endurance. Beyond the physical
aspects, dance classes also nurture
the creative and emotional expressions
of students, fostering confidence,
responsibility, and a drive for self-
realization. While adults may grasp these
benefits, children often have their unique
motivations for joining dance classes,
motivations that may evolve with age.
Enhancing the teaching of folk stage
dance remains a pertinent challenge, with
gaps in both conceptual frameworks and
organizational structures. To address
this, incorporating new and effective
approaches to elevate the quality of training
in this intricate discipline is crucial for
bolstering the professional competence
of future ballet dancers. Considering the
existing challenges, adopting a personal-
activity-based learning approach proves
expedient for refining the organizational
and pedagogical conditions in high
school choreographic schools, offering
a comprehensive strategy for improving

the educational experience in folk stage
dance. The choreographer’s proficiency
encompasses a multitude of elements,
constituting a comprehensive skill set.
Foremost among these is a cultivated
imagination, the capacity to conceptualize
choreographic images, and the ability

to craft diverse dance compositions.
Additionally, a choreographer must possess
knowledge of ballet direction, foundational
understanding of musical drama, and a
broad erudition spanning art, literature,
fine arts, drama theater, psychology,
pedagogy, as well as expertise in anatomy
and physiology.

When embarking on the creation of
an artistic or scenic image, the study
of paintings becomes instrumental.

This exploration facilitates a deeper
understanding of historical features,
enabling the observation of the plastic
drawing characteristic of a specific era
and people. Moreover, it aids in assessing
the artistic value and authenticity in the
creation of costume and set sketches by
collaborating artists. Literary knowledge
proves beneficial in various aspects,
including crafting a libretto, describing
character traits, and drawing upon
emotional states and life situations
projected by authors, thereby serving as a
form of psychological training.

Given the intrinsic connection of
choreography with music, the development
of choreographic images necessitates
a close interaction with musical works.
The choreographer should demonstrate
proficiency in analyzing music—
determining form, style, and character—
while providing musical characteristics
for the characters. Knowledge of
psychology proves invaluable, enabling
the choreographer to comprehend diverse
human characters encountered in life and
construct, both imaginatively and on stage,
the behavioral lines of the characters within
the choreographic work.

To ensure the authenticity of the
artistic image, the choreographer must
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possess a thorough understanding of
the technology of choreographic art,
mastery of ballet drama and directing, and
proficiency in various forms, types, and
genres inherent to choreographic art. As
noted by Choreographer V. Vainonen, the
fundamental principle guiding this work
involves a conscious utilization of all dance
forms—{rom classical to ultramodern—
aiming solely to convey the hero’s image
to the audience through the language of
dance.

Dance, as a silent art in the conventional
sense of speech, compels performers to

ABTOpnapabIH, yneci

communicate through their bodies, with
choreographers tasked with composing

a choreographic text that the audience

can «read.» In this realm, ballet dancers
express thoughts, feelings, and experiences
through body movements, hand

gestures, and facial expressions, devoid

of conventional verbal communication.

The dancer’s speech is the dance itself.
Recognizing that words convey only the
meaning of positions, it is essential for the
performer to meet numerous requirements,
with a high level of technical proficiency
standing as a foremost and pivotal criterion.

L. M. MyxamM6eTKaHOB — 3epTTey MaCeNeCiH KapacTbipy; 3epTTey KOPbITbIHAbLIAPbIH
KaNbINTacTbIpy; FbIIbIMU MakanaHbl MbICbIKTaY.

B. H. HycumxkaHoBa - MaTepuanaap 1Hay; FbiNbIMU XKaHe aaicTemMenik apebuettepre
LONY acan; MaKanaHbl AaiblHAAAbI.
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Lllepxan Myxam6eTKaHOB

Kaszak yarTeik Xopeorpacusi akagemusichl (Acrana, Kasakcran)

bu6irya Hycinxxanoa

Kasak y/11TbiK Xopeorpadus akagemusicsl (Acrana, Kazaxkceran)

XOPEOIPA®UANBIK OHEPLEN BUAIH, KOPKEMAIK BEMHECIHIH, EPEKLUESITI

Anparna. Xopeorpadusanblk 6inim 6epy xyneciHaeri XanbIKTblK, CaXHanblK 61 KNacCUKanbIK, Ay3TTiK,
TapuXu, TYPMbICTbIK K9HE 3aMaHayu Ou NMaHAEPIMEH KaTap OKbITYAbIH, MaHbI3AbI, iprei SNeMEHTTEPIHIH,
6ipi 60/1bIN TabblNaAbl. AKAAEMUSNBIK NOHI FaHA EMEC, COHbIMEH KaTap apTYpAi XanblKTapablH 6unepiH
CaxHanblK, MHTEpNpeTaLusanayblH XMHAKTaNFaH eMiplueH, A3cTypi 60/1a OTbIpbIM, XOpeorpadusbIK,
eHepaiH 6yn 6afbiTbl KENTErEH KOPKEMUIIK XXOHE NMeaarorMkanblK 94iCTep MEH TEXHUKANAPbIH, BUAiH,
MaHepanapbl MeH cTunbaepiH 6ipikTipeai, byn 6onallak opbiHAAYyLWbINAp MEH XOopeorpadTapabiH,
anablHAA TYpFaH Ken Kblp/bl Aa KypAeni MiHaeTTepaiH 6ipi 60abin TabblnaTblH Xanblk, CaXHaNbIK,

OMiHIH AamyblHa biknan etedi. byn 6afbITTbIH KOPKEMAITT MEH M3AEHMU KYHAbIIbIFbI MBHTINIK, an XablK,
caxHanblk, 6ui KasakcraHoarbl xopeorpadusnbik 6iniM 6epyain optanbik 6ybiHAAPbIHbIH, 6ipi 6014bI
XaHe 6onbin kana 6epeni. OTaHabiK 6iniM 6epyai AaMbITyAbIH Ka3ipri )kaF4anblHAA XanbIKTbIK, CAXHANbIK,
O6UAi OKbITYAbIH, YibIMAACTbIPYLbINbIK-NEAArOrMKanblK XaFraannapblH XeTiNAipy KXeTTiniri 6inim bepy
CanacbiHbIH, OCbl GaFbITbIHbIH, aNAblHA XXaHA MiHAETTEpP KOMbIM OTbIp.

buperi xopeorpad@uanbik KbI3MET, BHEP XHE LblFapMaLUblblK KaCibM calikecci3aikke xon 6epmenai,
an xopeorpausiFa AereH LblHaMbl KCINTi 4aMbITyAbl bIHTAaNAHABIPATbIH CTYAEHTTEPAI canasbl
ipikTey banet apTicTepiH AanbliHAAYAbIH MiHAETTI WwapTTapbl 60nbin Tabbinagbl. Kepkemaik webepnik,
KaCiOunik, MaHepninik, aktepik webepnik — 6aneT apTiCiHEH apKallaHAa 6apblHLA Tanan eTifeTiH
X3HE Xopeorpadusbik MeKTENTEPAE OHTAM/IbI YibIMAACTbIPYLbUIbIK-NEAArOrMKaNbIK XafFaaaa ToNbIK,
XeTingipinyi Tvic kacuetTep.

Xopeorpadusnbik 6erHeneyaiH epekweniri — afaM3aTTblH M3AEHWU-TapUXMU AaMYbIHbIH 3pbip
Ke3eHiHae Guain nnacTukanelk TiNniHOe KanuTanaHbac epekiue Kypanaap XXyMeciH KonaaHyblHAa.
Xopeorpadusanbik 6eiHeHi xacayaarbl Heri3ri 6acTbl Kypanbl naacTMka 60nbin Tabbinagbl.

TyiiiH ce30ep: eHep, MHBAPUAHTTbIbIK, OPbIHAAYLIbIIbIK, My3blKa, 61, CUHTE3, PONbKAOPbIK, BiniM.

Aaliekce3 ywiH: MyxambeTkaHoB, LLiepxaH >xaHe bubiryn HycimkaHoBa. «Xopeorpadusnblk eHepaeri
6uain kepkemaik 6eiHeciniH epekweniri». Central Asian Journal of Art Studies, . 8, N24,2023,151-162 6.,
DOI: 10.47940/cajas.v8i4.786.

Asmopnap KomwazbaHblH COHFbI HYCKACbIH OKbIN, MAKy10a0bl ¥aHe Mydoesnep Kaliliblblfbl JOK
eKeHOieiH Manimoelioi.
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Lllepxan MyxambeTkaHOB
KaSaXCKaH HallMOHaJIbHasA akaaeMus xopeorpa(bnn

(Acrana, Kazaxcran)

bu6uryns Hycumxkanosa
KaSaXCKaﬂ HallMOHaJIbHasi akaJleMHsl xopcorpa(bnn

(Acrana, Kasaxcran)

CMELIUOUKA XYLOXKECTBEHHON OBPA3HOCTU TAHLIEB B XOPEOTPA®UYECKOM UCKYCCTBE

AHHOTauuA. HapoaHbIi CLEHMYECKMIA TAHEL, B CUCTEME XOpeorpadmryeckoro 06pasoBaHUa 9BASETCS
OHUM U3 BaXHEWLNX, PYHAAMEHTANIbHbIX 31EMEHTOB 00yYeHus1, Hapsaay C AUCLUNANHAMM
K/J1acCMYeCcKoro, Iy3THOro, UCTOPUYECKOro, GbITOBOrO M COBPEMEHHOTO TaHLA. SBASCb HE TONbKO
aKageMmyecKom AUCLUNIMHON, HO U COBOKYMHOM XXMBOW TpaAMLMEN CLEHUYECKMUX MHTEPNPETALMIA
TaHLLeB pa3HblX HAPOLOB, 3TO HaMpaB/ieHMe Xopeorpadnyeckoro UCKycCTBa CoUeTaeT B cebe
MHOMOYUCNIEHHbIE XYA0XECTBEHHbIE U Nefarornyeckme NpuemMbl M TEXHUYKU, MaHepbl U CTUAK TaHLA,
YTO AenaeT pa3BUTME HAPOAHOrO CLLEHMYECKOrO TaHLA OAHOM M3 CaMblX MHOTOFPAHHbIX M C/TIOXHbIX
3a4ay, CTosWwmx nepes 6yaywmum ncnonHuteny u xopeorpadsol. Kpacota u KynbTypHas LeHHOCTb 3TOr0
HanpaB/JeHUS BEYHbI, @ HAPOAHbIM CLLEHWMYECKMI TaHEL, Obll M OCTAETCS OAHWMM M3 LLEHTPaNibHbIX 3BEHBEB
xopeorpaduyeckoro obpazoBaHus B KaszaxcraHe. B coBpeMeHHbIX YCI0BUSX PAa3BUTUS OTEYECTBEHHOIO
06pa3oBaHMs HE06XO0AMMOCTb COBEPLIEHCTBOBAHWUS OPraHM3aLMOHHO-Neaarormyeckux ycioBum
npenofaBaHUs HAPOAHOrO CLLEEHMYECKOTO TaHLLA CTAaBMT HOBbIE 3a4a4uM Nepes, 3Toi 06pa3oBaTenbHOM
oTpac/bk. Xopeorpadpuyeckas fesTenbHOCTb, UCKYCCTBO M KPEATUBHOCTb B TaHLLe, HE TepnsT
npodeccMoHanbHOM HENOCeL0BATENbHOCTH, @ KQYeCTBEHHbIM OTOOP YYaLLMXCS, CTUMYUPYOLLMIA
pasBuTME NOANMHHOIO NPU3BAHUA K XOpeorpaduu, SBASTCS 0693aTeNbHbIMU YCIIOBUSAIMU NMOATOTOBKM
apTucToB HaneTa. XyLoXecTBEHHOe MacTepCTBO, NPOMeCCHOHANN3M, BbIPa3UTENIbHOCTb, aKTEPCKOe
MacTepCTBO - 3TO Te Ka4ecTBa, KOTopble Bceraa TpeboBannch OT aptTncTa b6aneta B NoaHOW Mepe
M KOTOPbIE AO/MKHbI ObITb BCECTOPOHHE Pa3BUTLI B XOpeorpadmyeckmnx WKoaax B ONTUManbHbIX
OpraH13aLMoHHO-Neaarornyecknx ycnosuax. Cneunduka xopeorpaduyeckoin 06pasHOCTM 3aknoyaeTcs
B MCMO/Ib30BAHMM CUCTEMbI BblPa3UTENbHbIX CPEACTB, KOTOpasi CBOE0OPaA3HO NPeioMASEeTcs B
N1aCTUUYECKOM $3blKe TaHLA Ha KaXA0M 3Tane KyabTypHO-UCTOPUYECKOrO Pa3BUTUS YeN0BEYECTBa.
OCHOBHbIM Bblpa31TE/bHbIM CPEACTBOM MPU CO34aHMMU XOpeorpaduyeckoro obpasa aBaseTcs naacTmka.

Knrouessie cnoea: nckycCcTBO, UHBapUaHTHOCTb, NepdOPMaHC, My3blKa, TaHeLL, CUHTE3, DONK,
obpazoBaHue.

Ana yumupoeanus: lllepxaH, MyxambenkaHoB 1 buburyns HycumkaHoBa. «Cneumduka
XyL0XXEeCTBEHHOM 06pa3HOCTU TaHLEB B xopeorpaduyeckom uckyccraey. Central Asian Journal of Art
Studies, T.8,N2 4,2023,c. 151-162, DOI: 10.47940/cajas.v8i4.786.
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COBPEMEHHOE
NCKYCCTBO
B META-TTPOCTPAHCTBE

Jlaypa Myca6ekoBa', Aiirepum Ecnenosa'

'Kasaxckast HallOHa IbHAst akajeMusi KekyceTB umMernn TemnpGeka KypreHosa
(Anmartbl, Kazaxcran)

AHHOTauus. B nocnenHee BpeMsi COBPEMEHHOM MUpPE HapacTaeT MHTEPEC K KOHLEeNUuUu MeTa-
BCENIEHHOM M MeTa-NPOCTPaHCTBA. OTO 00ycn0BAEeHA ObICTPbIM Pa3BUTUEM COBPEMEHHbIX TEXHONOIUM,
rno6anv3aumoHHbIMU NpoLEeccamMm U NPo6IeEMO MOHETU3ALMM UCKYCCTBA. «Meta-BcenieHHas»
npencraBnseT coboi COrnacoBaHHy rpynmnoByto raanoLuMHaLMI0, KOTOPas OXBATbIBAET PeasbHblii
U LMDPOBOI MUPBI, FAE YYACTHUKM BECNpensaTCTBEHHO B3aMMOLEMCTBYIOT C OKPYXKatoLLLeH Cpesoi,
[AHHBIMU U ApYrMMU GOPMAMU XKM3HU, HE MPUBA3AHHBIMK K HU3UYECKOMY, TOKANIbHOMY U IMHEMHOMY
BpPEMEHM.
McKyccTBO meta-BCeNeHHOM OTHOCUTCS K NMPOM3BELEHMAM UCKYCCTBA, CO343aHHBIM U MPOCMATPUBAEMbIM
B uncdposow cpene. MHTepecHo, YTO meta-BceneHHas, BUPTYaNbHbIA MUP, TAKKe MPOU3BENU PEBOIOLMUIO
B MMpe MCKYcCTBa. B meta-BceneHHoOW, toan MOryT B3aMMOLENCTBOBATb HE3aBUCMMO OT UX (DU3MYECKOTO
MECTOHaXOXAEHMS. DTO 03HAYAET, YTO Bbl MOXETE MOCETUTL CBOIO TIOOMMYIO XYLOXKECTBEHHYIO rafepeto
meta-BceneHHoM Mnu My3eil meta-BceneHHou 13 Noboi Touku Mupa. MNonyyeHHble pe3ynbTaTbl
nccnenoBaHMs NO3BONSIOT CAENATh BbIBOAbI O TOM, YTO NPUBEAEHHbIE B paboTax TakMx aBTOPOB Kak
M3Tbto bonn, AikaH YTeynnHa ¢hakTbl 0 HACTYNAEHUM 3Pbl COBPEMEHHbIX TEXHOMOIMUI, CMOCOBHbIX K
BOCMPOM3BELEHMIO YTONUYECKON MAEN MeTa-BCEIEHHOM, Y)Ke HaX0AATCs Ha cTaguu pa3paboTok. Bonpoc
MOHETM3aLMM NPeAMETOB C NMOMOLLbI «meta-NpoCcTPaHCTBaY, U3yUYeHHbIM B paboTe TaTbsHbl AnabuHoM,
Hallen oTpaxxeHWe B MpuMepax yCrewHon peann3aunm NpoeKToB B chepe UCKYCCTBa.
B mMacwrabe nckyccTBa co3naHne MeTaBceNieHHOM NO3BOUT UCCIeA0BaTb MPOU3BEAEHUS UCKYCCTBA
MOCeTMB METaCTyAMI0 UM MeTaBblCTaBKy. OLHMM CIOBOM, CO34aHME METANPOCTPAHCTBA NO3BOJIUT
3arnsaHyTh B OyAyllee, He BbIXOAS 3a Npeaenbl CTpaHbl, FOPOAa WK NoMeLLeHus. ABTop faeT
00606LLEeHHYI0 XapaKTePUCTUKY pa3paboToK B 3TOM HanpaB/ieHWUU 1 AelaeT NPOrHo3 TeHAEeHLMU
pa3BUTUS OAaHHOM OTpac/au. Takxke B paboTe npuBeLeH aHanu3 B3rNsS40B UCCefoBaTeNei Ha BONPOC
Heobx0AMMOCTM CO3AaHUS «meta-BCeNeHHOM» U ee MONOXUTENbHYIO (OTPULATENbHYIO) POJb B
pa3BuT1M TBOpYecTBa. O60CHOBLIBAETCS MbIC/Ib O HEOOXOAMMOCTU Pa3BUTUS UCKYCCTBA B TaHAEME C
COBPEMEHHbIMU TEXHONOTUAMM U MPUBOAUTCS PAL HEOCMOPUMbIX PAKTOB B MOJb3Yy MCMNOb30BAHUS
BO3MOXXHOCTEN TEXHOIOMMWU BUPTYaNIbHOM peanbHOCTMU.

Knioyesoie cnosa: «meta-BceneHHas», «<meta-npocTpaHCTBO», BUPTYasbHas peanbHOCTb, BbICTABKa,
ranepes, TexHonorun VR un AR, umdpoBoe UCKYCCTBO, MOHETU3ALLMS.

Ana uumupoeanus: MycabekoBa, Jlaypa u Aiirepum EcneHoBa. «CoBpeMeHHOe MCKYCCTBO B meta-
npoctpaHctae». Central Asian Journal of Art Studies,T. 8, N2 4,2023, c. 163-178, DOI: 10.47940/cajas.
v8i4.754.
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BBepeHue

BHOCJIeIlHee BpeMsl COBPEMEHHOM
MHpe HapacTaeT UHTepecC K MeTa-
BCEJIEHHOW U MeTa-NpPOCTPAHCTBRY.
Meta-BcesieHHass — 9TO COIIACOBAHHASA
rpymnmoBas raj/IiolHaLKs, KOTopast
OXBaTbIBaeT peasibHbli U LHDPOBOH
MHUPBI, TJIe YYACTHUKH GECTpensTCTBEHHO
B3aUMOJICHCTBYIOT C OKPY2KaloLEH CpesioH,
JAHHBIMU U IPYTUMH (POPMAMHU 2KHU3HH,

He TPUBSI3aHHBIMU K (PU3HUECKOMY,
JIOKaJIbHOMY U JIUHEHHOMY BPEMEHH.

Konuenuust meta-BcesieHHOH cTasa
NPEeIMETOM OKMBJIEHHBIX IMCKYCCHH
C MOMeHTa 0ObSIBJICHHS O CMEHe
Ha3BaHUs KPyMHeHIIeH TeXHOJI0rHueCKOn
Kopropauuu mupa «Facebook» Ha
«Meta». Cam TepmuH « MeTa-BcesieHHast»
OblJ1 TPULMaH U BIIepBble MOSIBUJICS B
HayuHO-(aHTacTHueCcKoM pomane Husa
CruBencona «CHexHast kKatactpoda»,
ony6sukoBanHoM B 1992 rojy. On
NPEICTABIsA COOOH NMapasIeJIbHYO
BCEJIEHHYIO BUPTYaJIbHOH peasibHOCTH,
CO3/IaHHYIO C MOMOILBIO KOMIbIOTEPHOH
rpaukH, K KOTOPOH M0J1b30BaTE/ N CO
BCET0 MHPa MOTYT MOJIyYHUTb IOCTYI H
MOJK/IIOYUTBCS Yepe3 OYKH U HayLLIHUKH.

B KoHTeKcTe MCKycCcTBa pUCTaBKa

meta o3HayaeT «BBbIITH 3a NPeJeIbl»,
JIAHHAs1 KOHLETNLMS MOJTy4YHJI0 Pa3BUTHE

B ymax coBpemenHbix I'T crneuuanucros

M ceifuac UCIoJb3yeTcsl B Pa3/IMUHbIX
OTPaCJIIX COBPEMEHHbBIX TEXHOJIOTHI.
Meta-npocTpancTBo — 3TO IPOCTO

1M poBoE NMPOCTPAHCTBO, TOrA Kak meta-
BCeJIEHHAst — 9TO CKOHCTPYMPOBAHHAs Ujiesl
1M poBoro napeTna, B koropom Murepuer
e/IMH U LIeHTPaJIM30BaH. Y HUKAJIbHBIMHU
XapakTepucTHKaMK meta-BcesieHHOM
SBJFIOTCS:

1. OundpoBanubie CTPYKTYpbI, KOTOpbIE
MOTYT ObITb CO3[aHbl B BUPTYaJbHON
peasibHOCTH.

2. BsaumHoe o6uienue B meta-
BCEJIEHHOH BO3MOXKHO TOUHO TaK Ke, KaK U
B peaJsibHOM MHpe.

3. BO3MOKHOCTb MOJIC/IHPOBAHHUS

Pa3JIMYHBIX ICHCTBUI U3 peasibHON KU3HU B
supryasabhoil (Suzuki 2129-2130).

O6paliieHre K KOMITbIOTEPHBIM
TEXHOJIOTUSIM SIBJITETCST HCXOAHBIM
MOMEHTOM B pa3paboTke meta-
npocpaHctba. B maciirabe uckycersa
ee cosaHue MO3BOJHT HCCAEIOBATD
NPOU3BEJIEHHST HCKYCCTBA, MPOCTO MOCETHB
MeTa-CTY/II0 UK MeTa-BbicTaBKy. OHUM
CJIOBOM, co3fianue meta-npocTpaHcTsa
MO3BOJIUT 3arJISIHYTh B Gyjlylilee, He
BBIXOJIs1 32 MPeJieJibl CTPaHbl, ropoja
um moMmelienus. K cosnanuio meta-
BCeJIEHHOH yrKe B3silach camasi KpyrHasi
Kopropatust B 3Tok orpacyi. CMeHUB
HasBanue «Facebook» na « Meta», ona
pelina cTath (pJrlarMaHOM 3THX HOBBIX
texnosorui. Kommnanust « Meta» natesiena
COCPENI0TOUUTD CBOIO JIEATE/LHOCTD Ha
CO3JIaHHH BUPTYaAJIbHOTO MHPA H CMOXKET
CO31aBaTh lieJible IHPPOBbIE CTPYKTYPHI.
[To cTpaBHeHHIO C MeTa-BCeJIEHHOH MeTa-
npocTpaHcTBo GoJiee peasibHas nJiardopma,
1 MIOCEMY €€ CTaHOBJIEHHE H PA3BUTHE
BBITJISIUT HE TaK YTOTIUYHO.

Bornpoc cosnanus «meta-BceseHHON»
B MOCJI€JIHHE T'O/Ibl OKA3bIBAETCS
B OKyCe HCC/1e10BaTENbCKOTO
BHUMAaHHUsT. OOBICHSIETCS STO TEM, UTO
pPa3BUTHE COBPEMEHHBIX TEXHOJIOTHIH
Ha JaHHBLIH MOMEHT TI03BOJISIET
paciMpPUTh BO3MOXKHOCTH BCEX TEX, KTO
3aUHTEPECOBAH B MPOJBHKEHUH UCKYCCTBA
B MaccChl, 8 UMEHHO, apT-MeHeIPKEPOB,
MCKYCCTBOBEJIOB, LIEHUTeJIeN HCKYCCTBRA,
KOJIJIEKIIMOHEPOB H CaMy TBOPUECKYIO
HHTeJIereHuuio. « MeTa-BceseHHas
(napaJuiesibHasi LMppoBasi BceJieHHast) —
BUPTYaJIbHbIA MUD OyIyLIero, KOTOPbIN
Oy/IeT CylLIeCTBOBATh HAPsILy ¢ (PH3NIECKUM
MHUPOM H OyJIeT «HaceJsieH» IUDPOBbIMU
aBatapami peajibHbIX Jitojiei» (Puiunosa
8). Ha ceronnsitinuii 1eHb CcyliecTByeT
JIBA MPOTUBOMOJIOXKHbBIX B3TJ/Is/Ia HA
npo6JieMy CTaHOBJIEHHUST U PA3BUTHSI
meta-npocrpancrea. CorsiacHo nepBoi
KOHLEMNIKH, meta-mpocTpaHCcTBO MO3BOJUT
YBEJIHUUTL 00beM THPAXKUPOBAHHS
NPOU3BEIEHUH HCKYCCTBA, CO3/IACT



HeoOX0IMMbIe YCJIOBHS JIIsT TPOJIBUIKEHHST
TBOPYECTBA XY/I0?KHUKA W HCKYCCTBA B
esioM. CTOPOHHUKH BTOPOH KOHUEMIIUH
pasaesiAioT ONaceHus MPOTHBHUKOB
cosjlaHusl meta-BcesieHHOM (X0Ts M caMu
He BepsT B peasibHOCTb €€ CO3/aHHs1 ) 110
KOTOPOH JJAHHOE TIPOCTPAHCTBO YMEHBLINUT
LLEHHOCTb NTPOU3BEACHUH HCKYCCTBA,
OTPULATEJIBHO TTOBJIMSIET HA TYPUCTHYECKYIO
JeATEJILHOCTD U B LIEJIOM CO3JACT YCJIOBUS
JUIs1 TIOSIBJICHUST HOBBIX 2KAHPOB HCKYCCTBA,
HHUKAK He CBsI3aHHbIX C Hel.

MeToabl

Meta BcesieHHast — 9TO BUpTyaJibHOE
o6l1ee MPOCTPAHCTBO, I7le Bbl MOXKETE
B3aUMOJIEHCTBOBATD C JIPYTHMH JIIOJIbMH,
MCIOJIb3Ys1 CO3IaHHbIE KOMILIOTEPOM
00BEKTbI U aBaTaphbl (TpexMepHble
M300paXKeHns JtofIel ). DTy TEXHOJIOTHIO
MOZKHO MCIOJIb30BATh JUIsl CO31aHUs1

LU POBOH KOMUM MUPA UJIH /11 CO3aHUS
HOBbIX BOOOpaykaeMbIxX cpejl. ABTOp
CTaThbH yzieJseT oco00e BHUMaHHe
BO3MOKHOCTSIM MCMOJIb30BaHUs «meta
MPOCTPAHCTBA>» TPH TMOATOTOBKE
Xy/07KeCTBEHHbBIX BbICTaBOK. C MOMOLIbIO
aHaJiM3a Hay4YHbIX U MyOJIHLIHUCTHYECKHUX
cTateil v iuTepaTypbl, 00001IEHHUS OMbITA
MCIOJIb30BAHHST COBPEMEHHBIX TEXHOJIOTHH
1o co3aanus «meta npocrpaHcrsa»

KaK CpPeJICTBA MPOJIBUKEHHS UCKYCCTBA
y/1aJ10Ch He TOJIBKO 1aTh XapaKTe pUCTHKY
onpesiesieHust «meta npocrpaHcTBa» HO U
0XapaKTepHU30BaTb €€ OCHOBHbIE 9/IEMEHTHI.
ABTOp npoc/IeKUBAET CTAHOBJIEHHE
KOHLeNMUMHU «meta BcesleHHON» U ee

pOJIM B pAa3BUTHH MCKyccTBA. [lanHast
paboTa TakxKe JI0NoJIHeHa MPAKTHYeCKUM
MartepraJsioM yl1auHoOro UCMoJb30BaHUS
COBpPEMEHHbBIX TeXHOJIOTHI JIJIs1 pa3paboTKH
«meta NpocTpaHCTBa» B Xy/10:KECTBEHHOM
MCKYCCTBE.

Ouckyccusa

['y6okoe 1 BcecTopoHHEe
paccMOTpeHHe pas/IHuHbIX aCMEKTOB TEOPUU

1 TIPAKTUKH KOHUETIIUH MeTa-BCeJIeHHON
conepxkutest B Tpynax M. Boau, A. C.
Yreymunoit, T. A. Anabunoii, rjie raetcst
Hay4Hoe 060CHOBaHHEe HACTYTJIEHHST 9Pbl
COBPEMEHHBIX TEXHOJIOTHI, CTTOCOOHBIX

K BOCIIPOU3BEJIEHHIO YTOITHUECKOH HlIen
o «meta-Bcesiennoi». Takxke Borpoc
MOHETH3AIUH MPEJAMETOB C MOMOILIbLIO
«meta-npocTpaHcTBa», U3yUeHHbIH B
pa6ote T. A. AnaGuHoH, Hallles1 OTparkeHHe
B IIPUMepax yCrelHol peaausalii
MPOEKTOB B chepe HCKyCCTBa.

Bonpocsl craHoB/1eHusa «meta-
BCeJIEHHOH» B Cpejle KOMITbIOTEPHBIX
UIp U TIePEHOC STHX 3HAHUI Ha JIpyrue
cepsl Halio oTpaxKeHue B padore A.
C. Batoponuna. B Hatueil ke paboTe Mbl
Tpec/iefoBa/Id LieJib paClIHPEHUsT OHATHS
«meta-BcesieHHON» 1 BO3MOXKHOCTH
ee MCMoJIb30BaHHsl BO MHOTHX BHIAX
COBPEMEHHOI0 HCKYCCTBA.

PesynbTathl

Meta-npocTpaHcTBO — 3TO BUPTyaJsibHOE
MPOCTPAHCTBO, MO3BOJISIIOLLLEE TPEOI0JIETh
orpaHHueHus peajbHOro Mupa. YesoBeky,
He BJIaJIetoLLEeMy TePMHUHOJIOTHEH
NporpaMMHPOBaHHUSI, MeTa-MPOCTPAHCTBO
MO2KHO OITHCAaThb KaK HpI/IBbILleIIjI OTIBIT
NPOCMOTpa NPOU3BEJeHUI HCKyCCTBA, HO
TOJIbKO B BUPTYaJIbHOH peasibHOCTH. Ee
YHHUKAJIbHOCTb HE TOJILKO B UCITOJIb3OBAHWH
HOBBIX TEXHOJIOTHI, HO U B PafIMKaJbHOM
OTHOLLICHUH K OKPyzKaloLeMy MUPY.
«Mera-BcesieHHast B IEPBYIO OUePe/ib
aCCOLMUPYETCS C JI0TNONHEHHOH
PEaJIbHOCTbIO, BUPTYAJbHON PEaIbHOCThIO,
COMPOBOXKIAIOIIMMH HCKOMYIO peabHOCTb
4eJI0BEYeCKOro CyLLeCTBOBAHHUS »
(Baroponun 23).

Hcenenyst meta-BeesieHHYI0, Mbl
MCXOJIMM U3 OCHOBHBIX KOHLIENTyaJ I bHbIX
MOJIOXKEHHH O TOM, YTO T€XHOI'€HHbIe
M3MEHEHUs IJ100aJbHOr0 MUpPa
c/leJiasii peasibHbIMU 3arpochl Jtojiel o
BUPTYaJbHON peasibHOCTH. A Bejib 6ercTBO
OT peasibHOCTH Bceraa OblI0 B MOJie U
BEKAMM TMOJICTErMBAJO U BAOXHOBJISJIO
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xynoxKHHKOB. Co3znanue u opopmiieHne
MHPOBO33PEHUH U Xy/102KeCTBEHHOE
Mcc/1e0BaHue COLMAbHBIX, peasbHbIX U
BOOOPaxKaeMbIX TPOCTPAHCTB HEOAHOKPATHO
NPEBOCXUILLAMN U OKa3bIBaJIM YCTOHUMBOE
BJIMSIHME HA COLIHAJIbHbBIE MTPOLLECCHI.
Takum o6pazom, coBpeMeHHbIe TEHIEHIMH
CO3/IaHH$1 MeTa-MPOCTPAHCTBA KaXKyTCsl
JIaJIeKO He TAKHMH PEBOJIIOLMOHHBIMH, 3a
MCKJIIOUE€HUEM POJIH HOBBIX TEXHOJIOTHH B
HeH.

[TepBocreneHnHoe 3HaYeHUE JI/151
pelleHus MOCTaBJeHHBIX HAMH 3a/1a4,
MMEIOT HCCJIe/IOBAHMUS], HEMTOCPEACTBEHHO
HarpaBJ/eHHble HA PACKPbITHE MOHATHS
meta-BcesieHHON KaK OCHOBbI CO3/IaHHs1
o61ecTBa Oyayiiero. Yreyanna A. C.

B cBoell pabote « Meta-BcesnieHHas —
MOJIHBIH TPEHJI, UJIH HEOTPaHHUEHHbIE
BO3MOKHOCTH>» pacKpbliia penmyLlecTBa
CO3/IaHMs1 MeTa-MPOCTPAHCTBA U ee
CBOEBPEMEHHOCTD. « Mbl )KHBEM B MHUPE,
rJie nepeceyeHne U POBOTo U peasbHOro
MPOCTPAHCTBA CTAHOBUTCS OOBIIEHHOCTHIO,
TEXHOJIOTHUECKHE MPOPBIBBI YCKOPSIOT

¥ PacLIMPSIIOT MH(OPMALIMOHHOE T10JIe,
4eJI0BEYEeCTBO MOJYUHII0 BO3MOKHOCTh
nepemMelaThcsi BO BpEMEHH U MPOCTPAHCTBE
6Js1arofiapsi BUPTyasibHOH peabHOCTH»
(Yreynuna 129).

Konuenuunu u unen meta-scesentoi
BCer/la BOSHUKAJM KaK yTorm1yecKue -
AHTHYTOMHYECKHE OTBEThI HA UeJJOBEUECKHH
9CKaMU3M, MPOSIBJSIOUIMACS B CMECH
yBJICUEHHUS] HAYKOH, TEXHUYECKHUM
MPOrpeccoM U Xy/102KeCTBEHHbIM
TBOpuecTBOM. Pab6oTel MaTbi0 Boaia,

WJIM KOHLLETIHSI MeTaB-BcesieHHol Mapka
Llykepbepra Hanbosiee MoJHO OTPAXKAIOT
crietnuKy ee pyHKUHMOHHpOBaHus. K3
MHOKECTBA Pa3pO3HEHHbIX ONpeieIeHHH
MeTa-MpoCTPaHCTBA Mbl CMOTJIH
copmynpoBath HauboJee TOUHOE

Ha Cero/IHsILUHMUI JIeHb (TaK KakK MeTa-
MPOCTPAHCTBO Gy/IeT paclInpsTCs,
pa3BuBaThCs ) ee onpesesnenne. Tak, Mbl
CYUTAEM, YTO METANPOCTPAHCTBO — 3TO
BCeJIeHHAsl MOCT-PpeaJsibHOCTH, BeUHas U
MOCTOSIHHAST MHOTOI0/Ib30BATE/IbCKAS

cpena, o6 beIHsIoNIAs PUUIECKYIO
peaJsibHOCTh ¢ M(POBOH BUPTYasbHOCTHIO.
Ona ocHOBaHa Ha CJAUSTHUM TEXHOJIOTHH,
KOTOpble 00€CTeUnBatoT MyJIbTHCEHCOPHOE
B3aUMOJIEHCTBHE C BUPTYaJIbHBIMH CPEIAMH,
LUH(POBLIMU OO'BEKTAMU U JIIOJIbMH,
TaKUMH KaK BUPTyaJbHasi peajbHOCTD
(VR) u nonosinenHasi peajbHocTh (AR).
Onu o6ecreunBatoT GecrnpensTcTBeHHoe
B3aUMOJIEHCTBHE M0JIb30BATE/EH B PEsKUME
peasibHOro BpeMeHH U IMHaMUY€eCKoe
B3aUMOJIEHCTBHE C LIH(POBLIMU
apredakramu.

Takune kitoyeBble NOHATHS Kak meta-
BCeJsieHHast U meta-npocTpaHcTBo B
TPyJax pa3JUIHbIX YUEHBIX OTIPEIESTIOTCS
no pasHomy. Tak, Hanpumep, B paboTe
Mbstbto Bosia « Meta-Beesiennast. Kak
OHa MeHsIeT Halll MUP?» FOBOPUTCS, UTO:
«Meta-BcesieHHasi — 3To MacluTabupyemast
1 coBMecTHMasi ceTb 3D-BUPTyasbHbIX
MHPOB, KOTOPbIE BU3yaJU3UPYIOTCS B
peasibHOM BpeMeHH. OHM CHHXPOHHO
1 TIOCTOSIHHO BOCITPUHUMAIOTCS
HeOorpaHUYEHHBIM UHCJIOM MOJIb30BaTeNEeH,
COXPaHSIOLMMHU [TPU 3TOM OTUETIIUBOE
outyuienue npucytrersusi» (bos 4). Tam
K€ OH OMHCBIBAET OCHOBHbIE BOCEMb
3JIEMEHTOB MeTaBCEJIEHHOM, Ky/la OTHOCHT
BUPTYaJibHble MUPbl (HMEHHO MUPBbI, B
MHOKeCTBEHOM uuce), 3D, BU3yanmaaiuio
B peajibHOM BpeMeHH, COBMECTUMOCTb B
Cetu, MacuTabupyeMoCTb, MOCTOSIHCTBO,
CHHXPOHHOCTb ¥ HEOTPaHUUEHHOE
KOJIIMYECTBO M0JIb30BaTe ek 1
nepcoHajibHoe npucyrersue. 1o
MOBOJLY MOCTOSTHHOTO MPUCYTCTBUS
Mapk dannor Lykepbepr, napas
ornepejiesieHle MeTaBCeJIeHHOM, MOSICHUI,
YTO METABCEJeHHAsA 3TO — KOOBEMHBIN
WHTepHer, rie nosb3oBaTe/M He CMOTPST
Ha Hero, a HaxoxsTes B Hem» (Llykep6epr).

OcHoBHas e 11eJ1b Hallel
paboTbl OTBETUTh HA BONPOCH —
«Kak ncrosb3oBaTh paciimpeHHyto
peasibHOCTb B MCKyccTBe?», «Kakue
HOBbIE FTOPU30HTbI OHA OTKPbIBAET Mepejt
MCKyCCTBOM?». JlocTHKEHHE ITOH 11/
BO3MOZKHO TPH MOAPOOHOM aHaAIH3e



(PYHKIMOHHPOBAHHUS MeTa-BCEJ€HHON
(HACKOJIbKO 3TO BO3MOXKHO, TaK Kak
KOHIIEMIHSI MeTa-BCeJIeHHOH HaXoIuTCsl Ha
cTaju pa3paboTKH ) U ee MOJe3HOCTH IS
vckyceTBa. [1st 1oCcTHKeHUS OCTaBJIeHHON
11eJ11 HaM HeOOXOJIMMO PELUTh CJIelylolLne
3a7auu:

1. Jlatb onpenienienne TepMmuHam «meta-
BCeJIeHHast» U «meta-npocTpancTBo»;

2. zyueHnue nutepartypbl 1
NepUOJMUYECKON NevyaTH, MOCBsILIeHHOH niee
«meta-BceJieHHON

3. Onpenenienvie GyHIMOHAIBHOCTH, T.€.
HeoOXOAUMbBIH HAOOP UHCTPYMEHTOB JJIsI
coslaHusl meta-npocTpaHcTBa;

4. VI3yuuTh OMBIT CO3/1aHUsT MeTa-
MPOCTPAHCTBA XY/102KHUKAMH, FaJlepPUCTAMM,
apT-MeHeLKepaMy 3anaHbIX CTPaH U CTpaH
OJIHM2KHETO 3apyOerKbs.

Ymo makoe mema-gcereHHas u
Kak K Hetl Modxcem npucoeourHumocs
uckyccmso?

Posib meta-npoctpaHctBa B pa3BUTHH
MCKYCCTBA OMpeJesIieTCsl BIUSTHHEM
Ha pa3BUTHE TBOPUECTBA XY/I0XKHHUKA
1 MOHETH3alliH ero HCKYCCTBA.
[IpunepKxuBasichb, TaHHOTO TOJIOYKEHHUS,
Mbl KOHCTATHPyeM TOT (DaKT, UTO OlLleHKA
NPOU3BEJIEHUH HCKYCCTBA BCEr/la 3aBUCHT
HarpsiMyto OT MOMYJIIPHOCTH Xy/IOXKHHKA.
Ero usBectHoCTh B 00111€CTBE MOJUHMHEHO
0061116CTBEHHOMY MHEHHIO ¥ 3aBUCHT OT
TOJIOYKUTEJILHBIX PelleH3HH KPUTHKOB.
Kak pas 3jiech v He06X0MMO BHEIpEHHE
HOBBIX TEXHOJIOTHH /IS TPOJIBUMKEHUST He
MPOU3BE/IEHHST UCKYCCTBA, a TallaHTa CaMoro
XYJIOXKHUKA.

B03M0oXXHY10 MOJI0KUTENBHYIO POJIb
MeTa-MpoCTPAHCTBA MOXKHO OMPEENUTh
yepe3 HaKJIa/IbiIBaHUe BUPTYaJIbHON
peasibHOCTH Ha MOBCeIHEBHbIE OY/IHU
XYJIO>KHHMKA, CBSI3aHHbIE C CO3NIAHHEM,
BbICTABJIEHHEM U peasi3alen
XYJIOXKECTBEHHOTO MpojiyKTa. Hanpuwmep,
XYI0?KHHUKY, KOTOPOMY HEOOXOIHUMO
OpraHu30BaTh CBOIO MePCOHAJBbHYIO
BBICTABKY, HEOOXOIMMO apeH/I0BaTh
(usnyeckoe nomelenue, rajgepeio. Ho

Xy[OKHHK He BCerja CMoxKeT OPraHM30BaTh
MPOCTPAHCTBO BOKPYT CBOUX padoT Tak,
KaK oH 3T0 xoueT. Co3nanue xe 1eJson
LM POBOI rajieper OTKPOeT BO3MOXKHOCTb
NpUrJalaTh Tyja JItoAeH co Bcero
MHUpa, AMHAMHUYECKH IEeMOHCTPHPOBATh
CBOH paboThl U 1aXKe MPoJaBaTh yepes
NFT HanpsiMyto CBOMM MMOCETHTEJISIM.
YiKe cefiuac 310 BO3MOKHO OJiaroiapsi
Xy[0KE€CTBEHHBIM rajepesim meta-
BcesieHHOH. «Bbaronapst Takomy Thmy
UHTEJJIEKTYaJIbHOIO apXUTEKTYPHOIO
NPOEKTUPOBAHMS, JIIOIH MOTYT
peasi30BbIBATh LIEHHOCTH M MIPEUMYLLECTBA
UTEepPaTHUBHO U ObICTpee, ueM Koraa-Jau6o
npexne» (Lee 1037).

3/1ecb yMeCTHO 00paTUTh BHUMaHHe
Ha TO, YTO pa3BUTHe meta-BceseHHOH,
1M POBOrO MUPA, TJle BCTPEUatoTCs
BUPTyaJ/IbHasl peaslbHOCTb U 2KUBAsI
peasibHOCTb, Pa3/BUraAlOT MPAHULLbI
MCKYCCTBA, UI'P U JJazke KOMMEPLHH
— BO3MOXKHO I10 Mepe MOsIBJICHUS
HOBBIX MJIATPOPM, KOTOPbIE TO3BOJISIOT
OTKPbIBATh JBEPH 151 6€CUMCJIEHHO
HOBBIX BIeYaTJICHHUH C UCIIOJIb30BAHHEM
TEXHOJIOTUH JIONOJHEHHON, BUPTYaJIbHOM
M CMeLIaHHOH peasibHOCTH. [TosTomy
HeYIUBHUTEJbHO, YTO MPeACTaBUTEIH
COBPEMEHHOI0 MCKYCCTBA MPUCOEIMHUIIUCh
K 9TOMY PeBOJIIOLIMOHHOMY JIBH2KEHHIO, U
U3y4aroT HOBbIE CIIOCOOBI AEMOHCTPALIUH
cBoux pa6ot. Llndposbie TpexmepHble
MHUPBI IPeYIaraloT TaKk MHOTO MPEUMYLLIECTB
¥ BO3MOKHOCTEH, 4TO meta-BcesieHHas
nepeorpesesieT 1axe To, 4YTO 3HaUUT ObITh
XYLO2KHHKOM.

He BnaBasich B o6cyx/1eHme
JIAHHOTO BOIpoca, OTMETHM, YTO
MHHOBALMK B 00JIaCTH Xy/102KECTBEHHOI0
TBOPUECTBA MIPAIOT BAXKHYIO POJIb B
MOBCE/IHEBHON »KU3HH, [TOCKOJIbKY OHH
M3MEHSIOT U 000ralllaloT yesoBeyecKoe
B3aUMOJICHCTBHE, OOLLEHHE H COLMalIbHbIE
TpaHsakiuu. C TOUKH 3peHHsT KOHEUHBIX
NoJIb30BaTeNel, B MUpe ObIH
3aperuCcTpUpOBAHbI TPH OCHOBHbIE BOJIHDI
TEXHOJIOTHYECKHUX MHHOBALMiH. OHu
CBfI3aHbl C BHEJPEHHUEM T1€PCOHALHBIX
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KOMTbIOTEPOB, HHTEPHETA U MOOHJIbHBIX
YCTPOHCTB.

B nacrosiiiiee Bpems uetBepras
BOJIHA BBIYMCAUTENbHBIX MHHOBALIUH
pasBopayMBaeTCsi BOKPYT
MPOCTPAHCTBEHHBIX HMMEPCUBHBIX
TEXHOJIOTHH, TAKUX KaK BUPTyaJbHasi
peasnbHoCcTh (VR) 1 lonosnennas
peasibHocTh (AR). Texuosorun
BUPTyaJIbHOH PeasibHOCTH H3HAYAJIbHO
npejylarajii oJIHONO0Jb30BaTEbCKUH
OMbIT, MOCKOJIbKY CeTeBble BbIUMC/IEHHS
HAXOJUJIMCh B 3a4aTOYHOM COCTOSIHHH.
KomnbroTepHble ceTH M03BOJIHIH
CO3/1aTh KOJIJIEKTHBHbIE COLHA/bHbIE
HeHMMepPCHBHbIE TIPOCTPAHCTBA
BUPTYaJIbHOH peasibHOCTH, Ha3BaHHbIE
BUPTYaJbHbIMU MUPaMU. BupryasbHblid
MHP — 3TO MOCTOSIHHAS KOMTIbIOTepHAS
ceTeBast cpejia, B KOTOPOH M0JIb30BATENH
BCTpeyatoTesi i 0611al0Tes IPYT ¢ APYrom
TOUHO TaK ke, Kak B 00l1eM NPOCTPAHCTBE.

Texnosioruu 6J0K4eiina U NFT,
3a KOTOpbIMHU Gyjtylilee LMPPOBOH
9KOHOMMKH CO3Jal0T OCHOBY /151
peaJsM3alliu NpeIMeTOB HCKyCCTBa yepes
unTepHert. JlelCcTBYS Kak cepTUUKAT
nomunnoct, NFT oGecrnieunBaer
HeoOXOUMbBIH YPOBEHb OBEPHS K
MPOU3BEIEHUSIM HCKYCCTBA, peasu3yeMbIM
yepe3 BUPTyaJibHble MIOLIAAKH. « HTOObI
OCYLLECTBUTb NPOJIaxKy 00bEKTOB
KPUNTO-UCKYCCTBA, HEOOXOAMMO MOJATh
3a51BKy Ha CrielMaju3ipoOBaHHOM caiTe
M TOJIy4HUTh COrJIacHe Ha MCTOJb30BaHHE
nsaTdopm, rnpeaHazHadeHHbIX TOJMLKO 151
npuriaiieHHbix» (Banosckas 262).

[TonyasipHocTh Taknx niathopm
kak Rarible, OpenSea un Nifty Gateway
MOMOTaeT MPOJIBUraTh LIH(PPOBbHIE
00beKTbI Ha ayKLHoHe. OHU UCIOJIb3YIOT
COBpeMeHHbIe TeXHOJIOTHH, CO3/1aBast
OHJIAlH rasepen U Myseu. PozeH6s0M
1 Kpocc ynomuHatoT Tpu OCHOBHbIE
XapaKTepPUCTHKH BCeX CUCTEM BUPTYyaabHOM
peasibHOCTH: TIOTPY2KeHHE, B3aUMOJIEHCTBHE
¥ OTTHYEeCKast TOUHOCTb. A KuTalcKue
XYJIOXKHUKH, Takve Kak @sn Manb6o u [ao
deil, y KOTOPBIX €CTh pabOThl B KOJJIEKIIHH,

yKe GoJiee IeCSATH JIET CO3/1al0T UCKYCCTBO
C UCIOJIb30BAHUEM JBHAKKOB BUIACOUTP U
BUPTYyaJbHbIX MUPOB. B KoHIle KOHIIOB,
MCKYCCTBO HY?KHO BHJIETh, OCSI3aTh,
UyBCTBOBATb U CJIbILIATh, a I 9TOTO

OHO JIOJZKHO TOBOPHUTD Ha SI3bIKE CBOETO
BpEeMEHH.

YBeJsiMueHne 011 BJajIeHUs
1M POBBIM HCKYCCTBOM TOJIBKO CI€JIAeT
BUPTYaJIbHble CPe/lbl, B KOTOPBIX MOKHO
MPOCMAaTPUBATD, ICJUTHCS M TPOJIaBaTh HX,
6oJiee npuBJeKaTesbHbIMU. Hanpumep,
Ownnatin-aykinon Pace Verso yxe akTHBHO
BBLICTABJISIET PabOThI LLIECTH XY0KHUKOB
(JTost XosnoysJa, Tapa lonosan, DRIFT,
Yuabsaim Manan, I'paut IOu u Knsp
Cuabpep). Mimest coGCTBEHHYIO OHIANH
rajepero, OHa CTaJja OHUM U3 TTHOHEPOB
CO3/IaHHsI MeTa-MPOCTPAHCTBRA ISl ieATe el
U LIeHUTeJIel UCKYCCTBRA.

DpaHiysckue KosJeKIHOHepbl
Jomunnk u CusibBen JleBu, cobupatotiie
COBpPEMEHHOEe KMTalCKOe HCKYCCTBO,
MCI0J1b3Ysl FAPHUTYPbl BUPTYaslbHOM
peanbHocT Oculus, coznanu crneuuanbHyto
KOMHATy B Xy/10’KECTBEHHOM My3ee
[Tuniansb B HIsupwkene. Takue apt-
MapK1 BUPTYaJbHOU peasibHOCTH
BO3MOKHO B Oy/Iyll1eM MOSIBATCS TAKKe B
Hauunonansnom mysee Kosiym6uu B borore.
Kak yrBep:knator cobupaTesin HCKYCCTBa,
M3BECTHBIE ayKIIMOHHbBIE IOMA Y2Ke YIIIH B
BUPTYaJIbHYIO PeaJbHOCTb. DTH ayKIIMOHHbIE
JIOMa M rajiepen Takzke OTIpaBH/INCh B
Marpuity npocTpaHCTBa BUPTYasbHOM
peasibHOCTH, KOTOPbI€ Mbl Telepb Ha3blBaeM
MeTa-MpoCTPAHCTBOM, YTOObI BLICTABJSTh
1 MpoJIaBaTh MPOU3BEIEHHST MCKYCCTBA.
Sotheby’s, nanpumep, codnas nocrosiHHoe
npoctpancTBo B Decentraland, e
KONIG GALERIE Take npoBouia cBoii
cobcrBennbiil aykuuoHn NFT. Kak ormeuaer
JKYPHAJIUCT U IITaTHBIH 0603peBarTeJib
razetol « New York» Jlxxeiimc 1. Youu:
«Mbl KHUBEM B KalUTaJUCTHUECKOM
0011IeCTBe — JIeHbI'H PaBHbI BO3MOXKHOCTSIM.
JIton ¢ HanGOoJIbILIMM KOJIHYECTBOM
BapuaHTOB B MUpe, ocobenHo J[xedd
besoc, Mion Mack u Mapk Llykep6epr
JIUOO XOTAT MOKUHYTH MJaHETY, JUGO



XOTSIT CO3/1aTh APYTYIO BCEJIEHHYIO HA 3TOH
nsianete» (Youu).

[Ipumepom ynauyHoro Ha cerofaHsiIHUiI
JIeHb CO3[IaHUs1 BLICTABKH B BUPTYaJIbHOM
npoctpaHcTse sipisiercs: VR npoekr
Ipmuraxa «Hespumbiii mup». Lesb
JIAHHOTO MpoeKTa — 0O'beeHUTh UCKYCCTRO,
Jitojielt ¥ npocTpaHeTBo. Kak ckasas ouH
U3 coslarteJjiell MetaBceJieHHOH: «B aTom
MHpe HET 3aKOHOB (PM3UKH, OH CO3/IaeTCs
1 yIpaBJIsieTCsl JIIOAbMHU, a 3HAUUT, MeTa-
MPOCTPAHCTBO GY/IET COBEPLIEHCTBOBATHLCS
1 BUJIOU3MEHSITCS KaxKIblH pa3, Koraa
9TOr0 3axoueT 3pureJb. KoHeuHo xe,
«...HEKOTOpbl€e MJIOLIAJKH BbICTABJISIOT
TpeGoBaHue, 4TOObI IPOU3BEEHHUE HE
MMeJI0 poLIoro. TpUrrepom /st 3Toro
cTa/l I[POMKHI HHUMAEHT ¢ YHUUTOXKEHHEM
¢usndeckoi pabotbl baHken Bo Bpems
npe3eHTaluu LHPOBOK KOMUHU (MepBbli
U3BECTHbIN CJlydyai npeBpalleHus

(hU3UUYECKHU CYIIeCTBOBABIIETO
MPOU3BEIEHNS HCKYCCTBA B BUPTYaJIbHbIN
akTuB)» (ApcanycoBa 83-84).

B nponomxenne peannsoBaHHbIX
MpoeKTOB Meta-npocTpaHcTBa s
JIM3aHHEPOB U XYJ0KHUKOB HEOOXOIMMO
OTMeTHUTb n1atdopmy «Spatial», rue
MOKHO MPOTYJIATCS M0 LH(POBBIM
rajiepesiM Wi poeKTHPOBATh CBOO meta-
BCeJIEHHYI0. 3/1eCh y2Ke CO3/1aHa JIOKaLHsl
»KypHaJsia Vogue, nocasiliieHHasi 1IMpoBoH
moje. [Tpumep nponaxku uudposoit
KapTHHBI aMePUKAHCKOTO Xy/10?KHHKA
M .Bunkenbmana B 2021 rojy 3a pekopjHbie
69 MJIH 10J171aPOB MOTCTErMBAET U IPYTHX
K CO3JIaHHUI0 eIMHOH KOHIIeMIMK meta-
BCEJICHHOH.

K 0CHOBHbBIM 2Ke 3JileMeHTaM KOHLeTHH
meta-BcesieHHONH MOYKHO OTHECTH

(Anabuna 8-9):

Ta6nuua 1. OcHOBHbIE XXe 3/1eMeHTbl KOHuenuuu meta sceneHHon T.AnabuHon.
«MeTtaBceneHHas Kak rno6aibHbli TPEHA 3KOHOMMUKU».

AnnapaTtHoe
obecneyeHune

NPUWHLMNKUANBHO HOBOE NOTpebuTenbCcKoe M KopnopaTuBHOe 060pyaoBaHMe,
onpegensemMoe Kak «npojaxa v noanepxka Guanyecknx TeEXHONOTMM 1
YCTPOMCTB, UCMOb3YEMbIX A5 LOCTYNa, B3aMMOLENCTBUA UM pa3paboTku meTa-
BCENEHHOM»

CeTb unu MHTEpHET
6ynylero

«NPeaoCTaBNEHNE MOCTOAHHbBIX NOAK/IOUYEHMI B PEXXMME PEasibHOro BPEMEHMU,
BbICOKOM NPOMYCKHOWM CNOCOBHOCTM M AELLEHTPANIM30BAHHOM NEpeaaym AaHHbIX
MarucTpanbHbiMM NOCTABLLMKAMM, CETSIMU, OBMEHHBIMM LEHTPAMK U CTyXK6aMMu,
KOTOPble MApLLIPYTU3MPYHOTCS MEXAY HUMM, @ TAKXKE TEMU, KTO yrpaBnseT
[aHHbIMU «MOCAEAHEN MUIN» NOTPEBUTENENS.

BbluncnmTenbHble
MOLLHOCTU ANs
noaAepKaHus
TaknX OYHKLMA

«d)I/BM‘-IECKl/Ie BbIYMCNIEHUA, PEHOEPUHT, COrNacoBaHNeE U CUHXPOHU3aUUA OAHHbIX,
VICKYCCTBGHHIJIVI MHTENNEKT, NpOEKLUA, 3aXBaT ABMXKEHUA U NeEpEBOL»

BupTtyanbHbie
nnathopMbl

«pa3pa60TKa M 3KcnayaTauna MMMepCUBHbIX LLMCDpOBbIX M 4acCTo TpeXMEPHbIX
CMMyﬂﬂLl,VII:i, cpen U MUpPOB, B KOTOPbIX NOSIb30BATENN U NPEaNPUATUA
(OpraHMBaLI,VIIA) MOryT nccnenoBatb, CO34aBaTh, 0b6WwaTbes u y4aCTBOBATb B CaMbIX
pPa3HbIX BNeYyaTneHnax (HaanMep, Yy4aCTBOBaATb B FOHKAX Ha aBTomMobune,
PM1COBATb KAPTUHY, NOCELLATb 3aHATUA, CNyLLATb My3bIKy) U 3aHUMaTbCA
3KOHOMMYECKOM [eATENbHOCTbIOY.

NHCTpyMeHTbI U
HOBble CTaHAAPTHI
obMeHa AaHHbIMM

YCOBEPLIEHCTBOBaHHAA NaaTeXXHad CMCTeMa An4a Co340aHnA I'IpOLI.BeTaIOLLI,EIZ
3KOHOMMWKU BHYTPU BUPTYasIbHOTO MUpPa

KoHTeHT
MeTaBCeNIeEHHOM

33aBWCUT OT NO/b30BaTeNel U ONpenenseTcs Kak NpoeKTMpoBaHUE, NMPOAAXa,
XpaHeHue, 6e3onacHas 3awmTa U huHaHCoBOE yrnpaBieHne LMdbpoBbIMU
aKTUBaMM
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[Totenuunan meta-npocrpancTaa
OYEBMJIEH U 3TO KACaeTcsl He TOJIbKO
XyJ102KECTBEHHOTO TBOpUecTBa. B
00pa30BaHMH U BHEJPEHUI MHHOBALUU
MeTa-MpoCTPAHCTBO MO3BOJIUT
MMMePCHBHOH XKypHaJIMCTHKE TOYHO U
00BEKTUBHO HH(POPMHUPOBATH MACCOBYIO
ayJIMTOPHIO O HE3HAKOMbBIX 00CTOATE/ILCTBAX
1 COOBITHSIX B OT/Ia/IeHHbIX MecTax. B
MeJIMIIMHE BUPTYyaJ/bHasi peajbHOCTb Uyepe3s
JgabapaTopHble CUMYJISILIUU TTO3BOJIUT
pasBHUBATH MPOLE/lypHble HABBIKH
OyIyLIMX XUPYProB U Bpauel pasHbIX
HanpasJjeHuil. Pusnueckoe oTCyTCTBHE B
ayJIuTOPUK 00yUaIoLIEerocst Uil MPOCMOTP
KapTHH y/laJeHHbIM CIOCOOOM MOMOXKeT
MPeojIoJeTh reorpacuueckie pacCcTosiHuUs
¥ OrpaHUy€eHust, CO3/1aCT paBHble YCJIOBHUS
B 10TpeOJIeHUH KyJIbTYPHBIX LIEHHOCTEH U
HernpepbIBHOrO 00pa3oBaHus.

PasButue uppoBbIX TeXHOJOTHH U
pacuinpeHue MeTa-BceJIeHHOH BMecTe
C CO3/1aHHEM LIMPOKHX BO3MOXKHOCTEH
B Pa3BUTHH UCKYCCTBA, CO3/IA€T H
HeOJIaronpUsITHbIE YCIOBUS /1151
JlasibHEHIIIEro pa3BUTHs TBOPUECKHX
CMOCOOHOCTEH XYJI0XKHUKOB. DTO
BbIPayKaeTCs B YACTOM [TOBTOPEHUH
MPOU3BE/ICHUI UCKYCCTBA U JIHLLICHUH
BoOOpaxKeHHsl, KoTopast popMHUpyeTcst
13 3a 0O0JIbLIOTO KOJIJIMYECTBA CPEICTB
BblIpazkeHusl. Ellie oiHOl onacHoCTbIo
pa3BUTHsI LU(PPOBbIX TEXHOJNOTHH U UX
NpUMEHEHHs B Xy/I02KECTBEHHOM cpejie
MOXKET CTaTb Pa3BUTHE KMHLEMIMOHH3MA»
— HCKYCCTBA CO3/IaHHs1 KAPTHH HEHPOHHbBIMH
cetsimu. Ho 3zech, Bce Taku, cienyet
CKa3aTb 0 TOM, UTO TH K€ TEXHOJOTHH
CnocoOHbI PeoOpa3uTh XyL0KECTBEHHOE
nckyceTBo. Takum o6pa3om, BOIpoc
pa3BUTHS LUPPOBLIX TEXHOJOTHH,
CO3/IaHKe U paclliMpeHre MeTa-BCeJeHHON
HeceT B cebe KakK MoJIoKUTeJ IbHbIE,

TaK W OTpULATE/IbHbIE BO3MOXKHOCTH.

Kak n no60e HOBIIECTBO OHO TpebyeT
pPa3HOCTOPOHHETO MCCJ/Ie0BAHUS U
koHTpoJist. [TosTOMy, aBTOpbI CTaThH H B
JlaJIbHEHLLIMX CBOM pa0OTax MPOJ0JIZKAT
u3yueHue noTeHimasa meta-npocrpancraa
B U300PA3UTENbHOM HCKYCCTBE.

B pesysibrate Wdyuenust noteHuualla
meta-npocTpaHcTBa B AAHHON HAYYHOM
pabGoTe Obl1 MOJyYeH MaTepHual, aHaaus
KOTOPOTO T03BOJIMJI 3aKJIOUUTh, YTO
repemMelleHre UCKyCCTBa B MeTa
npoctpanctso nocpencrsom NFT naer
XYJ02KHUKY 60JIbllIe BO3MOKHOCTH
B3aUMOJICHCTBHUSI CO 3PUTEJIEM, CO3/IAeT
HeoOXOIMMbIe YCJIOBHSI COXpAaHEHHS U
3allMThl aBTOpcKoro npasa. K npumepy,
151 UCTI0JIb30BaHUS! J1I060ro 06'beKTa B
1M poBOH cpesie He0OXOAUMO paspelleHne
BJIAJIE/IbLIA TIPOU3BEJIEHHUS], a TaKKe
TEXHOJIOTMH KaK UCKYCCTBEHHBIH HHTEJIIEKT
3a CUUTAHHbIE CEKYHJIbl TO3BOJISIIOT
BBIUMC/ISATH HAPYLUHUTENEH B BUPTYabHOM
cpejie U PUMEHSITh MeXK/lyHapoJHOe
3aKoHoaarTe beTBo (BepHekast niu
[Tapwkckasi KonpeHiust) B iesisix
BOCCTAHOBJICHUS HAapyLIeHHbIX paB. Toxke
camoe KacaeTcsl BAPTyaJibHbIX BbICTABOK.
B 3apoxnatoniericss MeTaBcesieHHOM
U3MEHEHHs! [IPOUCXOJST OUeHb ObICTPO
1 pa3paboTKa HOBBIX TEXHOJIOTHH B
OJIMKaNLIHE TOJIbl TTO3BOJIUT MOJHOCTBIO
006e30MacuTh B3aUMOJICHCTBHE JIIOJICH B
LM POBBIX MUpPaX.

Ceilyac B MeTanpocTpaHcTBe MPOXOAST
BBICTABKH U151 HAUMHAIOLLMX XY/102KHUKOB U
TeX, Y KOro paHblie He OblI0 BLICTABOYHOIO
onbiTa. OHMANH-TTPOCTPAHCTBA, TaKXKe
HazblBaeMble «meta-npocTpaHcTBaMu»

He UMEIOT OTHOLLIEHHST HU K OJIOKUEeiiHY,

HU K Kpuntorpaduu 10 TOro MOMeHTa,
NOKa Npou3Be/ileHHe UCKYCCTBA He
«TOKeHU3UupoBaHo». Cama onoJiHeHHAs
peasibHOCTh y2Ke cTajia BocTpeOoBaHHON
CpeJii MacTepoB HCKyccTBa. Takue
Xyno:kHukH Kak Pecuk @anaod,
Denepuxo Knanuc, Canome [latpuo,
Most Kosutioy yKe HCroJib3ytoT MHOTO
LUM(POBBIX TEXHOJIOTHH U Y2Ke M0JIb3YI0TCs
ycnexoM. PasiBurast rpaHuibl BU3yasbHON
MHCTAJISILMK, OHH CO31al0T UCKYCCTBO,
cyllecTBytollee BHe (PU3HUECKHX 3aKOHOB.
DTUM 1 Xopollia «meta-BceseHHas», U
Mo3TOMy co3jlaHue «meta-npocrpancTsa»
JIOJKHA CTaTh KyJIbMUHALMEH Pa3BUTHS
MCKyCCTBa OyyLLero.



OcCHOBHbIe MONOXEHUS

1. B xone HayuHOro Mccien0BaHUs
aBTOpPaM yzanoch chopMyTMpPOBaTh
HanboJiee TOYHOE Ha CEroHSIIIHUM J1eHb
onpesiesieHne «meta mpocTpaHcTaa»,
KOTOpasi OCHOBBIBAETCS HA CJMSTHUN
BUPTYaJbHON U JIOTIOJTHEHHON peasibHOCTH.

2. BhisiB/ieHa B3aMMOCBSI3b MEXKTY
pa3BUTHEM LIUPPOBBIX TEXHOJOTHH
1 YIPOILIEHUEM CaMOBBIPaXKeHHs B
TBOpYECTBE, HAJAKUBAHUM KOMMYHHUKALMHU
MeKJly BCEMH YYaCTHUKAMH CHCTEMbI
MCKYCCTBA.

3. Bausinue undpoBbIX TEXHOMOTHH Ha
cdepy KyJbTypbl ¥ MCKYCCTBA paciinpHIa
ux aymuroputo. CoBpeMeHHble TeXHOJIOTHU
(hopMHPYIOT HOBBIH (DOPMAT HCKYCCTBA. DTO
¥ MYJIbTUME/IMHHBIE BbICTABKH, OHJIAKH -
KOHIIEPTbI, BO3MOXKHOCTb 0OIIIEHHS B
1M POBOM MHpE.

4. Pacnipoctpanenue 1M POBBIX
TEXHOJIOTHIl B HCKYCCTBE paclInpsieT 30Hy
BJIMSIHUS Ha O0JbLIOE KOJJIMUECTBO JIOIEH,
MeHSIeT MPeJICTaBJIEHHE O TBOPUYECTBE,
MIOMOTaeT B CO3JIaHHM U PACTIPOCTPAHEHHH
MTPOU3BE/ICHUI HCKYCCTBA.

3aknwyeHue

Ha ocHoBaHuM Bcero BblllieCKa3aHHOTO Mbl
MOKeM KOHCTaTHPOBATh, YTO COBPEMEHHbIE
TeHJIEHUMH, TAKKe KaK pa3JiMiHble
(hantazun o meta-BcesieHHOM, 1aneKo He
TaK PeBOJIIOLMOHHBI, KaK KaxkyTcsi. JleGaTbl
BOKPYT co3naHusi meta-npocrpancTaa

BOT y2ke 40 JieT Gynopakat ymbl
9KOHOMHCTOB, Baazesbles [T koHiiepHoB

1 pa3paboTUMKOB Urp. OUeBUIHO, YTO
MeTa-BceJieHHas Kak obllee MPoCTPaHCTBO
Ha CThIKe BUPTYaJbHOTO U (DU3HUECKOTO,
NPUBJIEKAET MOBbIIIEHHOE BHUMAaHHE KaK
MPOCTPAHCTBO YISl XY/I02KECTBEHHOIO
TBOpuecTBa U onbiTa. [To mepe Toro,

KaK MUp HCKYCCTBA paclinpsieTcs u
9BOJIIOLMOHUPYET, 00bEIUHSAST BUPTYaJsIbHbIH
1 (PU3UUECKHUH OMBIT U, MOCTENEHHO
(hopMHpysI TO, UTO, HECOMHEHHO, BCKOpe

CT@HeT MeTa-BCeJIeHHOH, MEHSeTCS U caM
TEPMHH «XyJ0:KHUK>». CJie/10BaTesbHO,
MeTa-BceJieHHas Co3/1aeT HOBble
crnocoObl BbIpaxKeHHs1 TBOPUYECTBA U
9KCIePUMEHTHPYET ¢ MHHHOBALLHOHHBIMU
CpPeJICTBAMM.

Taxkum o6pazom, Mbl BUIUM, UTO MeTa-
MPOCTPAHCTBO U3 0OBLIYHON PEeKJIaMHOK
MJIOLIAJIKH U HHTEPHET-MarazuHa MoxeT
NPEBPATUTLCS B OTPOMHOE COOOLLIECTBO
LICHUTEJIEH HCKYCCTBA, IJIe Yy Jofled OyIyT Te
»Ke BO3MOXKHOCTH, UTO U B peajlbHOM MHpe.
Ona nact 6e3rpaHuyHble BO3MOKHOCTH
1o 06 beIMHEHHUIO JIIOJIEH, O POBKH
peasibHOCTH, SCMIOHUPOBaHUS PabOT B
BUPTyaJbHOM MHpe. MacTepa cMoryT
peasiM30BaTh MHHOBALMOHHbIE (hOPMAThI U
TEXHOJIOTHH BbIPaXKeHHs TBOPUECKOH HIIEH.

B HayuHOl cTaThe Mbl MbITAJIUCH HAUTH
OTBET Ha TakHe BaxkKHble BOMpochl: «Kak
MCIOJ1b30BATh PaCIIMPEHHYIO peasbHOCThb
B HCKyccTBe?», « Kakne HOBble TOPH30HTBI
OHa OTKpPbIBAET Mepejl UCKYCCTBOM? ».
Mcnosib3oBanue paciiipeHHON peasbHOCTH
B HCKYCCTBE [T03BOJIMT HE TOJILKO CO3/1aBaTh
BUPTYaJIbHYIO MJIOULAJIKY /1Sl OPraHu3alliu
BBLICTABKM, HO U BO MHOTHX CJIydasix
CO3/1aBaTh 3TO HCKYCTBO B LIM(PPOBOM
Bapuanre. baaronapst passuthio 1T cepnbr
Mactepa 106aBUJIH K CBOEMY apceHasty
uncrpymenthl VR/AR texnosioruii. C ux
TIOMOLLbIO OHH JIMOO CO3/1AI0T MOJIHOCTBIO
MoJIOTHA B LIM)POBOM BapuaHre, Jnu6o
J00aBJISIIOT HEKHE 2JIEMEHTBI Y2Ke B
roTOBble CBOM MPoU3BeieHUs. UTo KacaeTcs
ucnosb3oBanus [T TexHos0rMid B My3esix
Y rajepesix, OHO 02KMBJISIeT IPOCTPAHCTBO
BOKPYT BbICTABOUYHOI 30HbI Yepe3
MCMOJIb30BAHUE PA3TUYHBIX TPUIOKEHUI.
Hanpumep, npu HaBenennn cmapTtgoHa
Ha NPOU3BEJICHHE HCKYCCTBA MOCETHTEIH
MOJIy4yatoT CIPaBKY O XyJI0:KHHKE H
€ro MPOU3BEIECHUH, TaKXKe MOXKHO
MCIOJIb30BATH AaHUMALLUIO M MY3bIKaJIbHbIH
psiL Wist GoJiee SMOLMOHAJBHOTO
BOCIIPUSATSH KAPTUHBI HJIH CKYJIbITYPhI.
Hcnosib3oBaHue COBpeMEHHbBIX TEXHOJIOTHH,
Co3JlaHHe MeTarnpocTPaHCTBa MO3BOJISIET
TaKUM YUPEXKIEHHUSIM KaK My3€eH U rajepeu
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BBIITH B aBaHrap/ I0CYTOBbIX MECT U
3aKpenuTh 3a COOOH pernyTaliuio HoBaTopa.
A 17151 MoJIOJIeXKH, KOTOpAast celuac He
BBITTyCKaeT cMapTgOHbI U3 PYK, 9TH MecTa
MOTYT CTaTh POJHON CPEIOH.
TeopeTtnueckuii ananus nurepartypsbl
NoKasblBaeT, 4yTo npobJeMa Co3laHus
Y Pa3BUTHs MeTa-MPOCTPAHCTBA
paccmarpuBaach HeIOCTATOUHO LIMPOKO.
[IpuunHO#l TOMY, KaK OTMEYaJI0Ch
BblLLIE, SIBJIsIeTCS] HEOOJIbILIOH OTPE30K
BpeMeHHU 3apOozKieH sl KOHIleNIMH «meta-
BCEJICHHOH» U OCTYTCTBHE YETKOIO
BU/ICHHSI HAMIPABJIEHUS] €T0 PA3BUTHSI.
[IpakTHuecKH OTCYTCTBYIOT HCC/IEIOBAHMUS
110 HUCIOJIb30BAHHUIO TEXHOJOTHH
BUPTYaJIbHOH peasibHOCTH B cepe
nckycerBa. Hecmorpst Ha aTo, npoBozst
aHaJIM3 HMEIOLLIUMCS Hay4HbIM paboTaM,
MbI CMOIVIH CJIeJ1aTh BbIBOJIbI O TOM, KaKHue
HOBbIE FTOPU30HTbI MeTa-BCeJeHHAs
OTKPBIBAET Mepejl HCKYCCTBOM. DTO MOKET
ObIThb M CO3/1aHKe LIMPPOBBIX MPOU3BEEHHUH,
HeoObluHas 10j1aua Mpou3BeeHUN
MCKYCCTBA ayAUTOPHH, JOCTYIT IUMPOKOH
ayJIMTOPHUI K POU3BEJIEHHUSIM HCKYCCTBA,
BbLICTABJIEHHBIM Ha IPYrOM KOHTHHEHTE
(ropoze, cTpaHe ), MOHETH3allUs HCKYCCTBA
yepes ucnoJsb3oBanue texHosorui NFT,

3allyTa Mpou3BeIeHHH HCKYCCTBA ¢
UCI0JIb30BaHUEM OJIOKUEHHA.

Cyl1iecTByeT MHOXKECTBO
peaJsiM30BaHHBIX HIEH MeTa-TPOCTPAHCTBRA,
K KoTopbiM oTHOcsiTest VRChat, Star
Atlas, Hightstreet, Spatial u np. Ho Tak
KaK MpeIMeTOM HCCJ/Ie0BaAHUS SABASIOTCS
MMEHHO TeXHOJIOTHH MeTa-pOoCTPaHCTBA
B HCKYCCTBE, B Hay4HOH paGoTe Mbl
pPaccMOTpeH TOJIbKO HECKOJIBKO MPUMEPOB,
rie Spatial sanumaet Beayiiee mecro. Kak
TMUIOL1AJIKa KOTOpasi Crelnanu3upyeTcst Ha
KYJIbTYPHBIX COOBITHSAX, TAKHX KaK BbICTABKH
M KOHLIEPThI, Spatial Tak:ke 3aHumaeTcs
peanusaureil 1 MOHeTH3aUHeH HCKYCCTBA.

B nesiom Meta-npocrpaHcTBa
CO3/Ial0T OCHOBY JUIsl GU3Heca OyLylIero.
OTKpbIBasi HOBbI€ TI€PCIEKTUBbI, OHU
pacunmpsioT BO3MOKHOCTH GJ1aronapst
BUpTYyaJibHOMY MUpY. HecmoTps Ha
60J1bL110€ KOJIJIHUECTBO KAK CTOPOHHHUKOB
pa3BUTHSI KOHLETIIMY MeTa-MPOCTPAHCTBA,
TaK U NPOTHBHUKOB, HEOOXOJAUMO MPU3HATD,
YTO TEXHOJIOTUH JI0TTOJMHEHHOH peasbHOCTH
B HCKYCCTBE MO3BOJISIIOT PA3/IBUHYTh
TPaHULLbl SKCIO3ULIUI, MOHETH3HPOBATh
MCKYCCTBO, MPHOOLIUTb K MCKYCCTBY
60J1bI110€ KOJIJTHUECTBO HOBBIX 3pUTE/IEH 1
KOJIJIEKLIMOHEPOB.
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COBPEMEHHOE MCKYCCTBO B META-MPOCTPAHCTBE

Jlaypa Myca6ekoBa
TewmipGex JKyprenos atbinaarsl Kazak yaTTbik eHep akaaeMHusichbl

(Anmarsl, Kazakcran)

Aiirepim EcneHoBa
Temip6ek YKyprenoB atbinaarsl Kazak yaTTbiK eHep akaaeMHusichbl

(Anmatbl, Kazakcran)

META-KEHICTIKTEI 3AMAHAYU OHEP

Anpartna. Kasipri TaHaa sanemae Meta-fanaM neH MeTa-KeHiCTiK TY)KblPbIMAAMAChIHA KbI3bIFYLLbIbIK,
apTbin Keneni. byn 3aMaHaym TexHonorManapabiH, KapKblHAbI AaMybIHA, XahaHaaHy npoLecTepiHe xaHe
eHepai MoHeTu3aumanay npobnemMacbiHa 6arnaHbICTbl. «Meta universe» - 6yn HaKTbl XXaHe LMPPAbIK,
aneMaepAi KaMTUTbIH KeNicifireH TONTbIK, rasatoLyMHaLMS, MyHAA KATbICYLWbIIAp KOPLIAFaH OpPTaMeH,
[epEeKTEPMEH XaHe MU3UKANbIK, KEPTiMIKTI XXaHEe CbI3bIKTbIK, YaKbITKa 6anaHbICTbl eMec eMipaiH 6acka
TYp/iepiMeH KeLeprici3 e3apa apekeTTecesi.

Meta universe eHepi caHAblK, OpTafa XacasfaH XXaHe KapanfaH eHep TyblHAbIApbIH 6inaipeni. bip
Kbl3blfbl, Meta-fanam, BUpTyanabl aeM, 6HEp aNEMIHAE e TOHKepic xacanbl. MeTa-Fanamaa agamzaap
du3nKanblk, OPHaNacybiHa KapaMacTaH e3apa apekeTTece anagpl. byn anemHiH Ke3 KenreH xepiHeH
CYMiKTi meta universe eHep ranepescbiHa HemMece meta universe MypaxawblHa 6apyfa 601aTbIHbIH
6inpipeni. 3eptTeyniH HaTMXenepi MaTbto bonn, AiixkaH YTeynunHa CUsSKTbl aBTOpAapAbiH eHbeKTepiHae
MeTaBEepCTiH YTOMUANbIK MAEACbIH KaiTanayra KabineTTi 3aMaHaym TexHonorusnap AayipiHib, 6actanybl
Typanbl KenTipinreH dakTinep KasipAiH e3iHae AaMy CaTbiCbiHAA EKEHAITT Typanbl KOPbITbIHAbI XXacayFa
MyYMKiHaik 6epeni. Conpan-ak, TaTbsHa AnabuHaHbIH, XKYMbICbIHAA 3€PTTENrEH “meta-KeHicTiri” kemeriMeH
3aTTapibl MOHETU3aLMsANay MACeneci eHep canacbiHAafbl XKobanapapl CITTi Ky3ere acbipyablH,
MblCanaapblHAA KOPiHiC TanTbl.

OHep MacwTabbiHAa MeTaBepCTi Kypy MeTa cTyausFa Hemece MeTaBepC KepMeciHe 6apy apKblibl
©Hep TyblHAbINAPbIH 3epTTeyre MyMKiHAIK 6epesi. bip ce36eH anTkaHaa, MeTa-KeHICTiKTi Kypy enfeH,
KanafaH HeMece yi-xanaaH LWblknan-ak bonalakka Kes xyripTyre MyMKiHaik 6epeai. ABTOp ocbl
GafbITTarbl 93ipnemenepre xannbllaHFaH cunaTTaMa bepesi xxaHe 0Cbl CanaHblH, AaMy TEHAEHLMACHIH
6omkanabl. CoHaan-ak, XyMbICTa 3epTTeyLinepaid, ‘meta universe” Kypy KaXKeTTifiri )XaHe OHbIH,
LIbIFAapMaLLbUTbIKTbl AAMbITYAafbl OH, (TEpic) peni Typanbl Ke3KapacTapbiHa Tanfay KenTipinreH. 3aMaHaym
TEXHOMOTMSANAPMEH KaTap eHEpAi AaMbITy KQKETTiNIri Typanbl OM Heri3aeneni XXaHe BUPTYanabl WbIHAbIK,
TEXHOMOTMAChIHbIH, MYMKIHAIKTEPIH NaiaanaHy nanaacbiHa bipkatap aaycbi3 GakTinep Kentipinea,.

TyiiiH ce30ep: MeTa-FanaM, MeTa-KeHiCTiK, BUPTYanabl WbIHAWbINbIK, KEpMe, ranepes, VR xaHe AR
TeXHoNormsanapsl, LMOpPIbIK, BHEP, MOHETU3ALMUS.

Aaiiekces ywin: MycabekoBa, Jlaypa xaHe Airepim EcneHoBa. «Meta-KkeHicTikTeri 3amaHayu eHep».
Central Asian Journal of Art Studies,T. 8, N24,2023,163-178 6.,D0I: 10.47940/cajas.v8i4.754.

Asmopnap KomwazbaHbIH COHFbI HYCKACbIH OKbIN, MAKY/10a0bl #aHe Myddesnep Kallliblblfbl JOK
eKeHOieiH ManimMoelioi.
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(Almaty, Kazakhstan)
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(Almaty, Kazakhstan)

CONTEMPORARY ART IN META SPACE

Abstract. Recently, in the modern world there has been growing interest in the concept of the
meta-universe and meta-space. This is due to the rapid development of modern technologies,
globalization processes and the problem of monetization of art. The “Meta Universe” is a consensual
group hallucination that spans the real and digital worlds, where participants seamlessly interact with
the environment, data, and other life forms unbound by physical, local, and linear time.

Meta-universe art refers to works of art created and viewed in a digital environment. Interestingly,
the meta-universe, the virtual world, has also revolutionized the art world. In the meta-universe,
people can interact regardless of their physical location. This means you can visit your favorite meta-
universe art gallery or meta-universe museum from anywhere in the world. The results of the study
allow us to conclude that the facts presented in the works of such authors as Matthew Ball and Aizhan
Uteulina about the advent of the era of modern technologies capable of reproducing the utopian
idea of a meta-universe are already at the development stage. The issue of monetization of objects
using “meta-space’, studied in the work of Tatyana Alabina, is reflected in examples of successful
implementation of projects in the field of art.

On the scale of art, the creation of a metaverse will allow one to explore works of art by visiting
a meta-studio or meta-exhibition. In a word, the creation of a metaspace will allow you to look into
the future without leaving the boundaries of the country, city or room. The author gives a general
description of developments in this direction and makes a forecast of the development trend of this
industry. The work also provides an analysis of the views of researchers on the need to create a “meta-
universe” and its positive (negative) role in the development of creativity. The idea of the need to
develop art in tandem with modern technologies is substantiated and a number of indisputable facts
are given in favor of using the capabilities of virtual reality technology.

Keywords: «<meta universe», kmeta space», virtual reality, exhibition, gallery, VR and AR
technologies, digital art, monetizatio.

Cite: Mussabekova, Laura, and Aigerim Yespenova. “Contemporary art in meta space”. Central Asian
Journal of Art Studies, vol. 8, no. 4, 2023, pp. 163-178, DOI: 10.47940/cajas.v8i4.754.
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PHYSICAL THEATER
AND THE FORMULA FOR
INTERPRETING BODY
LANGUAGE CULTURE
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(Almaty, Kazakhstan)

Abstract. The narrative nature of the existence of dramorealism is gradually giving way to more
relevant forms of physical theater, which relies on a complex but most understandable language

- body language. The total nature of this turn is explained by the reactivity of bodily kinetics in the
transmission of emotions, in conveying the meanings of any narrative and cultural subtleties. Body
language is the most versatile way of communication that overcomes any language barriers. In
physical theater, actors use their bodies as a powerful tool to convey meaning, relying on movement,
gestures, and facial expressions to “tell” their stories. The return to linguistic archaism acquires a total
character in modern productions. Thanks to the universal kinetics of body language, physical theater
becomes understandable to people from different cultures and social strata and promotes deeper
communication and mutual understanding between performers and viewers. Body language is a
visual informant, inextricably linked to all spheres of human interaction and functioning, ensuring the
minimization of information losses in conveying the most complex, and sometimes obscure meanings.

The analysis of cross-cultural studies devoted to the phenomenon of body language in physical
theater allows us to reveal and evaluate the cultural nuances inherent in this expressive art form. After
all, it is known that the same gesture in different cultures can have completely different meanings,
so there is a need for a deeper study of the psychology and specifics of non-verbal communication
to prevent undesirable critical circumstances for a person. A different order of communication of the
physical theater acquires the features of a visual theater, in which the viewer is the main interpreter.
An interpreter of a mobile, constantly changing world created within the boundaries of the viewer’s
vision.Just as it is impossible for any one universal concept or way of thinking to dominate in science,
no art form can claim to have complete knowledge of its subject.

Hence the need to understand the basics of body language, to understand its role in the overall
development of the human community, and theatrical art in particular. In particular, knowledge of
such key universals of non-verbal communication as handshake, hand gestures, eye contact, physical
contact, head movement, sitting position, etc. effective body language tools.

Keywords: physical theater, corporeality, physique, physical movements, innovative formulas of
bodily kinetics, professional sign languages and dialects; sign pictorial subsystems of theater and
cinema languages, psychophysiological movement, unconsciousness.
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Introduction

hysical theater is a captivating art form
that transcends language barriers and
relies on the expressive power of the body

to convey narratives, emotions, and cultural

subtleties. In this article, we will delve into
the fascinating world of interpreting body
language in physical theater, unveiling
the formula that allows us to decipher and
appreciate the cultural nuances embedded
within this dynamic art form. This article
is aimed at understanding the imagery of
bodily language in physical theater. The
methods of decoding and interpreting the
main ideas of the performance in body
language are considered.

Body language is a universal mode of
communication, understood by people
across different cultures. In physical
theater, actors utilize their bodies as
powerful tools to tell stories, employing
movements, gestures, and facial
expressions to convey meaning. However,
while body language is universal, it is also
influenced by cultural norms, traditions,
and historical context. And, although body
language is universal, it is influenced and,
of course, reflected by norms and cultural
traditions formed in a particular historical
context. Understanding the cultural and
historical context becomes important
for the authentic portrayal of characters
and narratives in physical theater. By
studying cultural nuances and immersing
themselves in them, artists can fill their

movements with unique gestures, poses,
and expressions peculiar to a particular
historical epoch, culture, or character.

This deep understanding enriches the
narrative and creates a cultural immersion
for the audience. Deciphering the cultural
subtleties inherent in body language
requires knowledge of specific gestures,
postures, and expressions associated with a
particular culture.

Each culture has its own set of
non-verbal signals and gestures that
convey meaning, and by recognizing
and deciphering these cultural nuances,
you can gain a deeper understanding of
representations.Furthermore, physical
theater provides a platform for cross-
cultural fusion, where performers blend
various cultural body language elements
to create a rich tapestry of expression. By
embracing diverse cultural influences,
physical theater transcends boundaries,
creating performances that resonate with
audiences from different backgrounds.

This fusion not only showcases the
beauty of cultural diversity but also
encourages dialogue and understanding
between cultures. Interpreting body
language in physical theater enhances the
audience’s perception and engagement
with the performance. By recognizing and
understanding cultural cues, audiences
can connect with the characters and
narratives on a deeper level, appreciating
the complexities and layers of meaning
conveyed through the body. This shared



understanding fosters empathy, cultural
appreciation, and a sense of unity among
diverse audiences. In the following sections
of this article, we will delve deeper into the
formula for interpreting body language
culture in physical theater. We will explore
the significance of cultural context, the
decoding of cultural subtleties, and

the impact on audience perception. By
understanding and appreciating the cultural
nuances embedded within body language,
physical theater becomes a powerful
medium for cross-cultural understanding,
connection, and artistic expression. When
it comes down to bodily movements
displayed by humans, it is rather interesting
to see how different people are using a
variety of gestures and facial expressions to
convey their messages either together with
or completely without the words. This also
makes us wonder what are the essentials

of nonverbal communication and how

one could interpret other people’s body
language better even if the latter did not say
a single word (Lewis 466).

The most exciting part about body
language is that one can easily learn this
talent and solve the majority of its riddles.
Knowing how to read body language gives
you an advantage because you start reading
between the lines and can witness both the
image you are projecting and how other
people are trying to project themselves.

In this case, one may easily detect a lie or
display confidence by means of resorting
to body language while also gaining more
insight into people’s emotional states based
solely on their physicality (Birdwhistell
27). It is vital to learn more about body
language and know how one’s body is
communicating when the person is not
saying anything verbally. This does not
necessarily mean that one, for example,
would always use their body language
knowledge to find out whether a person

is stressed or lies to everyone to cover up
something important.

Research in the area still proves that
the majority of communication that

humans convey is based on body language.
Imagine a person telling lies: more than
half of their messages (approximately 57 %
and this value can slightly vary from one
individual to another) are coming through
their body and not words (Bonvillain

78). Another important instrument

that liars tend to use is the tone of their
voice — approximately 34 % of the liar’s
messages are communicated with varied
intonations to confuse the other person.
Accordingly, there are only 9% left that
are responsible for the actual words that
the person is saying. This is why it is

more than important to pay attention

to inconsistencies between verbal and
nonverbal communication and make sure
that every postural component has been
read correctly (Mehrabian 78). Even if the
verbal messages are trying to convince you
to believe that a person is not mad at you,
their limited body language might expose
their real attitude on the spot. Nonetheless,
even more body language differences may
be found in people coming from diverse
cultures so there may be a big number

of reasons for learning body language as
the lack of such knowledge could lead to
adverse consequences and additional issues
that would have never arisen if the person
knew the unspoken rules of body language.

Summing up, we emphasize once
again that such detailed knowledge
about the mysteries of bodily kinetics is
primarily necessary for actors to improve
their professional skills and the vital
persuasiveness of the stage images they
create.

As you can see, there is a need for deep
knowledge and study of body language —
especially for actors, since the lack of such
knowledge can lead to adverse problems
that would never have arisen if a person
knew the unspoken rules of body language.

Methods

Interpreting body language culture in
physical theater requires a combination
of research, observation, and practice. In
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this section, we will explore the methods
and techniques that can be employed

to effectively interpret and incorporate
cultural body language into physical theater
performances. In addition, we need to pay
attention to the principles and movements
of various physical culture, such as sitting,
standing, greeting.

1. Cultural Research: performers
must conduct thorough research on the
culture they are representing on stage.
This includes studying the cultural norms,
traditions, historical context, and specific
gestures, postures, and expressions
associated with that culture. Resources
such as books, documentaries, cultural
experts, and online platforms can provide
valuable insights into the cultural nuances
of body language.

2. Observation: observation plays
a significant role in understanding and
interpreting body language culture.
Performers can attend cultural events,
festivals, or even observe people from the
specific culture they are representing. By
keenly observing the movements, gestures,
and expressions of individuals from that
culture, performers can gain a deeper
understanding of the unique body language
associated with it.

3. Cultural Immersion: to truly
embody the cultural body language,
performers can immerse themselves in
the culture they are portraying. This can
include learning the language, participating
in cultural activities, and interacting with
individuals from that culture. Immersion
allows performers to internalize the
cultural nuances and incorporate them
into their physical theater performances
authentically.

4.  Collaboration and Feedback:
collaborating with individuals from the
culture being represented or seeking
feedback from cultural experts can provide
valuable insights and guidance. This
collaborative approach ensures accuracy
and authenticity in the portrayal of cultural
body language. Feedback from individuals

who are familiar with the culture can
help performers refine their movements,
gestures, and expressions to accurately
reflect the cultural subtleties.

5. Physical Training and
Experimentation: physical theater requires
performers to possess a strong command
over their bodies. Training in various
movement techniques, such as mime,
dance, or physical theater exercises, can
enhance performers’ physicality and allow
them to explore and experiment with
different ways of expressing cultural body
language Furthermore, this training aids
performers in cultivating heightened body
awareness and control, thereby facilitating
the effective conveyance of desired cultural
nuances.

6. Rehearsal and Reflection:
rehearsing and reflecting on the
incorporation of cultural body language is
crucial for performers. Through rehearsal,
performers can refine their movements
and gestures, ensuring they align with
the cultural context. Reflection enables
performers to evaluate their rendition of
cultural body language and implement
necessary adjustments. This iterative
process helps performers deepen their
understanding and embodiment of the
cultural nuances. By employing these
methods, performers can effectively
interpret and incorporate cultural
body language into physical theater
performances These techniques not only
augment the veracity and precision of
representation but also contribute to
fostering an immersive and culturally
enriched experience for the audience.
Interpreting body language culture in
physical theater becomes a collaborative
and transformative process that brings
cultural stories and expressions to life on
stage.

Discussion

Interpreting body language culture in
physical theater is a complex and nuanced
process that requires a deep understanding



and appreciation of the cultural context. It
goes beyond simply mimicking gestures
and movements; it involves embodying
the essence of a culture and conveying

it authentically to the audience. By
incorporating cultural body language,
physical theater becomes a powerful

tool for cross-cultural understanding,
connection, and artistic expression. One
of the key aspects of interpreting body
language culture is the significance

of cultural context. Cultural norms,
traditions, and historical context shape
the way performers portray characters

and narratives on stage. By studying and
understanding this context, performers can
infuse their movements with the unique
gestures, postures, and expressions that
reflect a specific culture. This not only adds
authenticity to the performance but also
allows the audience to immerse themselves
in a culturally immersive experience.
Decoding cultural subtleties is another
essential element in interpreting body
language culture. Different cultures have
distinct non-verbal cues and gestures that
convey specific meanings. Through the
recognition and interpretation of these
cultural nuances, performers can aptly
depict characters and narratives, thereby
upholding authenticity and mitigating

the risk of misrepresentation. Thorough
research, observation, and collaboration
with cultural experts can provide valuable
insights into these subtleties, enabling
performers to effectively incorporate them
into their performances. The impact of
interpreting body language culture on
audience perception is significant.

When audiences recognize and
understand cultural cues, they can connect
with the characters and narratives on a
deeper level. Appreciating the complexities
and layers of meaning conveyed through
body language fosters empathy, cultural
appreciation, and a sense of unity among
diverse audiences. Physical theater
becomes a platform for cross-cultural
understanding and dialogue, breaking

down barriers and promoting cultural
exchange. It is important to note that
interpreting body language culture is
a continuous process of learning and
growth. Cultural expressions and norms
evolve over time, and performers must stay
informed and adapt their interpretations
accordingly. Regular reflection and
feedback from individuals familiar with the
culture being portrayed can help performers
refine their portrayal and ensure cultural
authenticity. Interpreting body language
culture is an ongoing journey that requires
performers to stay informed and adapt their
interpretations as cultural expressions and
norms evolve. It is essential to recognize
that cultures are not static and that they
constantly change and develop over time.

Performers must engage in continuous
learning and growth to keep up with these
changes and ensure that their portrayals
remain authentic and respectiul. Regular
reflection and seeking feedback from
individuals who are familiar with the culture
being portrayed are invaluable in refining
the portrayal of cultural body language.
Feedback from cultural experts, community
members, or individuals from the specific
culture can provide valuable insights and
guidance, helping performers align their
interpretations with the nuances and
changes in cultural expressions.

This collaborative approach ensures
that the performances accurately
reflect the cultural context and avoids
misrepresentation or stereotypes. By
embracing a continuous learning mindset
and actively seeking feedback, performers
can adapt their interpretations and ensure
that their portrayals of cultural body
language remain authentic and respectful.
This commitment to staying informed
and evolving with cultural expressions
allows physical theater to be a dynamic
and culturally relevant art form that
fosters cross-cultural understanding and
appreciation. Embracing a continuous
learning mindset and actively seeking
feedback are crucial for performers to adapt
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their interpretations and ensure cultural
authenticity and respect in their portrayals
of body language culture.

This commitment to staying informed
and evolving with cultural expressions
allows physical theater to remain dynamic
and relevant in an ever-changing world.
By continuously learning and growing,
performers can stay updated on cultural
shifts, new gestures, and evolving
norms. This enables them to adjust their
interpretations accordingly and avoid
perpetuating outdated or inaccurate
representations. Seeking feedback from
individuals who are familiar with the culture
being portrayed helps performers gain
valuable insights and perspectives that can
enhance their portrayals and ensure that
they are respectful and sensitive to cultural
nuances. This commitment to ongoing
learning and feedback not only ensures
the accuracy and authenticity of the
performances but also fosters cross-cultural
understanding and appreciation. It allows
physical theater to become a platform
for meaningful dialogue and connection
between different cultures. By accurately
interpreting and portraying cultural body
language, performers can bridge cultural
gaps, challenge stereotypes, and promote
a deeper understanding and appreciation
of diverse cultures. In conclusion,
interpreting body language culture in
physical theater requires a combination
of research, observation, and practice.

By understanding and appreciating the
cultural nuances embedded within body
language, performers can authentically
portray characters and narratives, creating
a powerful medium for cross-cultural
understanding, connection, and artistic
expression. Through the formula of cultural
research,observation, collaboration,
physical training, and reflection, physical
theater becomes a transiormative
experience that bridges cultural gaps and
fosters cultural appreciation in the world of
performing arts.

Results

The results of effectively interpreting body
language culture in physical theater are
multifaceted and impactful. Here are some
key outcomes and benefits that can be
achieved through the application of the
formula for interpreting body language
culture:

1. Authentic and Respectful
Portrayals: by conducting cultural research,
observing, immersing in the culture, and
seeking feedback, performers can ensure
that their portrayals of body language
culture are authentic and respectful. This
leads to accurate representations that
honor the nuances and intricacies of the
culture being portrayed.

2. Cultural Understanding and
Connection: interpreting body language
culture in physical theater promotes cross-
cultural understanding and connection.

By accurately embodying the gestures,
postures, and expressions associated with
a specific culture, performers can create a
bridge between different cultures, fostering
empathy, appreciation, and dialogue
among diverse audiences.

3. Immersive and Engaging
Performances: incorporating cultural
body language into physical theater
performances enhances the immersive
experience for the audience. When the
audience recognizes and understands
the cultural cues and nuances, they can
connect more deeply with the characters
and narratives on stage. This leads to a
more engaging and impactful theatrical
experience.

4. Cultural Exchange and Dialogue:
physical theater becomes a platform for
cultural exchange and dialogue when
performers effectively interpret body
language culture. Through their portrayals,
they can challenge stereotypes, break down
barriers, and promote a deeper appreciation
and understanding of diverse cultures.
This fosters a sense of unity and shared
humanity among audiences from different
backgrounds.



5. Evolving and Relevant Art Form:
by embracing a continuous learning
mindset and adapting interpretations,
physical theater remains a dynamic and
culturally relevant art form. Performers
who stay informed and evolve with cultural
expressions can keep their performances
fresh, accurate, and sensitive to the ever-
changing cultural landscape.

Overall, the results of effectively
interpreting body language culture in
physical theater are transformative.

[t allows for authentic and respectful
portrayals, fosters cultural understanding
and connection, creates immersive
performances, promotes cultural
exchange and dialogue, and ensures the
art form remains relevant and evolving.
Through this formula, physical theater
becomes a powerful tool for cross-
cultural appreciation, empathy, and
artistic expression. In addition to creating
the meaning of body language and the
fundamental purpose of physical theater.

The importance of studying body
language?

The overall importance of learning body
language consists in the fact that it may
give individuals even more advantages
that a mere ability to spot liars. From the
perspective of interpersonal relationships,
body language could be one of the most
effective instruments allowing you to
‘stimulate’ someone’s interest in you:
based on whether the person is crossing
their arms in front of you or has dilated
pupils and a spark in their eyes, you will be
able to find out what a person truly thinks
about you rather quickly (Kuhnke 98 ). On
a daily basis, a strong knowledge of body
language will help you to communicate
better and become more honest with your
close ones. Telling when someone is angry,
confused, or happy to see you is important
but the significance of body language
extends even further as a lot of individuals
are using it to push their business careers
forward. When going through a generic
business scenario such as sales or even

a job interview, a person could display
their most confident body language in
order to persuade others (Lewis 120).
Coherent body language brings not only
persuasion but also trustworthiness, which
is just as much important as knowing how
to use body language. When a person
is calm and confident, we see them as
authoritative because they are practically
presenting the best version of themselves.
Most importantly, choosing the right
posture could also help a person boost
their confidence even if they are diffident
(Matsumoto & Hwang 93). Therefore, body
language is a vital instrument that we tend
to use daily but seem not to realise the true
power of this skill and how it could help us
change our lives for the better.

Body Language in Different Cultures

From the very childhood, human
instincts are helping people to send
messages to other people around them.
Nonetheless, not at all times people from
different areas or cultures can understand
each other’s gestures. For example, in
one culture a gesture meaning “yes” can
be perceived as a “no” in another one or
a simple “come here” gesture could be
translated as “goodbye” (Surkamp 13).
These insights into body language are
essential because the majority of differences
stem from the cultural background and
it may be interesting to see how the
significance of body language contributes to
the ability of people from all over the world
to understand each other. Below, there
will be several particular body language
essentials reviewed in order to show how
it contributes to diversity and, sometimes,
potential misunderstanding among people.

Meaning of a handshake

The first important element of human
body language are handshakes — it is safe
to say that even the simplest variations of
it can be perceived differently across the
world. Even though a handshake is a social
norm, the firmness of a handshake has
to be regulated based on the geographic
location of where you are shaking hands
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with other people (Thomas & McDonagh
46). In Western culture, a strong
handshake is synonymous with confidence
and an ability to convince while the majority
of Far Eastern people tend to see a firm
handshake as an iteration of aggression.
This is why the people from Far East bow
to each other and do not shake hands. All
across Europe, a handshake is also a norm
but handshakes are different in a variety of
regions: Northern Europe handshakes are
quick and steady while Southern Europe
handshakes are much longer and warmer,
with both individuals having their left
hand touching the other person’s elbow or
clasped hands. The same is also true for
South and Central America but one should
beware of the fact that in Turkey, a firm
handshake is a direct sign of aggressiveness
(Dingemanse & Floyd 451). This is why
in Turkey and a lot of African countries a
handshake should be as limp as possible.
When speaking of the majority of Islamic
countries, men never shake hands with
those women who do not come from their
family.

The concept of hand gestures

Another important part of body language
agenda is how people are using their hand
gestures all over the world in order to
illustrate their words and put emphasis on
certain elements of their communication.
[t may be truly surprising how the ‘OK’
sign that is freely used across the United
States, for example, is taken for ‘a**hole’
in such countries as Brazil, Spain, and
Greece (Ruthrof 39). If we move even
further, Turkish people may use the
‘OK’ sign to insult homosexual people.
Another perfect example of how hand
gestures can significantly contribute to
misunderstanding among people is the use
of the ‘thumbs up’ sign which generally
means “great job” in the United States and
the majority of European cultures but in the
Middle East and Greece, people see it as
the ‘up yours’ sign (Martin & Nakayama
97). One more controversial gesture is the
‘come here’ — where you have the palm

facing up and curl your index finger: in parts
of Europe and across the United States,
people use this gesture to signal someone
to come closer but for Chinese, Malaysian,
Singaporean, and Philippine people this is
an outright rude gesture that should never
be used with people — this is why in the
majority of East Asian countries (and Asian
countries in general), this gesture is used
to beckon dogs (Knapp, Hall, & Horgan
53). Once you use this gesture in the
Philippines, you may get arrested. There
was also a case in 2005 when George W.
Bush (during the Inauguration Day) raised
his fist with the little and index fingers
being extended up (Argyle 105). While
this was a clear reference to the logo of the
Texas Longhorn, a football team, mass
media from all over the world immediately
reacted to the gesture because numerous
Latin and Mediterranean countries
(Cuba, Italy, Argentina, Spain, Portugal,
Colombia, and Brazil) got used to the fact
that such gesture means that someone’s
spouse is cheating on them.

Purpose of eye contact

For the Western cultures, it is rather
typical to believe that the presence of
eye contact between people means
concentration and self-assurance.
Therefore, Western people often assume
that when a person is looking away
during a discussion it means that they
are not interested in either what is being
discussed or the person that they are
talking to (Berger 13). When it comes
to the Middle Eastern region countries,
eye contact is much more sustained
and forceful compared to the Western
countries, especially when it comes to
same-gender contacts. More to say,
some of the countries in the Middle East
believe that an eye contact between
sexes that goes beyond a quick peek is
an inappropriate gesture that may even
be punished. Many African and Asian
cultures see an unbreakable eye contact
as a confrontational gesture that manifests
aggressiveness and unfriendliness



(Segerstrale & Molnar, 15). These cultures
are overly concerned with the concept of
hierarchy and respect — when a person
is trying to avoid eye contact with those
who are higher on the hierarchy ladder,
it basically means that they have respect
for their elders or bosses. Therefore, it is
quite normal for African or Asian children
or employees not to look at their parents
or bosses respectively when the latter
are talking to them. If we outline the
differences among the cultures in terms of
the intensity of eye contact, there will be
the following results: « Middle Eastern,
European, Mediterranean, and Latin
American regions are using eye contact
alot; » Across the Northern Europe and
North American regions, eye contact is
used not as much; « People have to use eye
contact carefully when they are in Africa or
countries such as Thailand and Korea; °
Most careful use of eye contact should be
exerted in the Far Eastern regions.

Head movement and purpose

When it comes to the head movements,
it is interesting how in several regions
of India, locals are merely tilting their
head in order to either display their active
participation in communication or confirm
something that is being discussed. This
gesture originated owing to the British
occupation that had Indian people tilting
their heads from side to side when British
soldiers were talking to the locals and the
latter were too afraid to display a gesture
that could be perceived by the occupants as
a ‘no’ (Ting-Toomey & Dorjee 58). Today,
Indian head movements from side to side
are generally perceived as a direct sign of
the fact that the person tilting their head
understands what they hear but there may
be even more meanings assigned to the
given gesture

Physical contact and goals

The ‘touch — do not touch’ part of
the body language agenda also requires
specific attention because there are
critical differences between cultures
across the world that have to be taken

into consideration if the person wants

to evade any issues with the locals. For
example, the Far East and Northern
Europe countries are known as the
cultures where the presence of contact
should be minimized to an extent where
people would not touch each other in
general (Huff, Song, & Gresch 38). In
other words, if you do not know the person
you are talking to well enough, you are

not touching them. If you are walking
down the street and accidentally touch
someone, you will have to apologize for the
inconvenience. One of the most famous
stories involving the cultural differences

in terms of physical touch emerged in
2009, when the royal protocol has been
broken and Michelle Obama hugged the
Queen (Bond 122). This story practically
became viral overnight because of the
cultural clash and an ability to see how an
innocent hug could lead to a controversy
(even if there were no repercussions for
both the Queen and Michelle Obama). On
the other hand, there are cultures where
people are socializing through physical
contact and are freely touching each other
to communicate messages and build an
emotional connection. Some of these
cultures can be found in the southern parts
of Europe and all across Latin America and
Middle East (Ambady & Weisbuch 12).
Throughout the majority of Arab cultures,
men are kissing each other and holding
hands when they greet each other, but
they are not allowed to do the same with a
female. On the other hand, there are much
stricter physical contact “laws” in countries
such as Laos and Thailand, where you

are never allowed to touch anyone’s head.
In South Korea, when elderly people are
getting through the crowd, they are allowed
to use their force but younger people are
never allowed to do that (Fiske 64). Again,
when it comes to physical contact, the rules
are overly sophisticated and the majority of
those rules depend on the status, gender,
profession, and ethnicity of the individual.
Below, there is a concise generalization of
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the types of contact and what cultures tend
to use each of them: high concentration of
physical contact: Latin America, Middle
Eastern countries, Southern Europe.
People in these countries tend to stand
closer to each other when communicating
and make physical contact habitually;
medium concentration of physical contact:
North America, Northern Europe. These
people only touch each other on certain
occasions and tend to stand close to
each other when communicating; low
concentration of physical contact: far East.
Physical contact is being avoided by any
means and the distance between people
during communication is much greater
than in the first two cases.

Sitting position and duties

Another part of body language that
has to be carefully addressed by people
from all over the world is their sitting
position because the latter can seriously
affect one’s well-being. For example, in
Japan, if you are sitting cross-legged, you
will be instantly labelled as disrespectful,
especially when an older or more respected
person is present near you (Ang, Van Dyne
& Rockstuhl 252). In the Middle East and
India, it is not recommended to show the
soles of your feet or shoes because it is
outright disrespectful and offends people.
When visiting Iraq in 2008, George W.
Bush found out that when a shoe is being
thrown at someone it means a form of a
direct protest intended to insult the person
at whom the shoe is thrown (Gordon &
Trainor 78). From one country to another,
cultural differences are huge so it is critical
to learn more about sitting positions as well
if one does want to get themselves into an
unapproachable situation.

The best ways and actualities to learn
body language

One of the best ways to find out more
about the value of body language and
its correct use may be to observe how
individuals behave during TV shows and
other on-screen activities. While the
essential value of watching a movie in a

different language consists in picking up
the vocabulary and correct pronunciation,
it may be easy to learn the body language
as well and see how one culture differs
from another (Burgoon, Guerrero, & Floyd
100). For example, one may compare a
Russian movie to an American movie and
see that body movements, hand gestures
and facial expressions are essentially
different. There are similar behaviours and
gestures, of course, but the differences will
be evident at the first sight. Nonetheless,

a real-life interaction with a representative
of a different culture will be much more
useful because of the authentic experience
of talking to a person who comes from

a different background (Penbek, Sahin,

& Cerit 232). Native speakers may be a
valuable source of information regarding
body language and reactions to different
gestures and words. Learning what and
how to say is important because it gives
people an opportunity to put emphasis

on certain emotions and set up generic
“scenarios” in order to help the interlocutor
understand the real meaning behind

what is being said (Schenker 458). Such
knowledge could significantly benefit a
person that is going to a different country
and save them from embarrassment and
misunderstanding: imagine a tourist
showing the ‘OK’ sign to a Greek male or a
male tourist trying to hug an Arab woman.
This is why it is critical to pay attention

to culturaldifferences and never miss out
on what other cultures have to say to us

if we want to remain respectful andfull of
appreciation.

Main provisions

In the history of theater, physical
mechanisms have been created anew

in each era and revised against moral

laws and social views. In the case of
physical performance, it has become more
interesting to observe the psychological life
of the body, because acting work is delicate
and complex. Droznin Andrey Borisovich



calls actors” professional intelligence
officers” because they have the power to lie
with their bodies, but the body never lies.
The main task of the psychophysiological
body of a human being is constantly under
severe stress. And in this context, only
professional intelligence officers lie with
their bodies. it takes a lot of time to learn
and you need to improve. You can still
impress with a naked body, but you can’t
always win with aesthetic nudity.

Body technique - ballet, pantomime.
Physical theater has physical methods
of preparing actors’ bodies, such
as Meyerhold’s biomechanics and
EzhiGratowski’s physical training. Any
body technique is to create a new body
language. But to do it, you need to know
the laws of the parent language well. (To
break the laws, one must know them
well, especially the laws of nature). If you
don’t know how the body moves, how
the muscles work, how expressiveness
occurs, you can’t do extra, and there
are many techniques - Butoh, Kabuki
theater, Noh theater - they created their
own language, commedia dell’arte. In this
case, body language It is formulated to be
used according to the modern trends and
national consciousness customs and ideas.

Conclusion

In conclusion, interpreting body language
culture in physical theater is a complex
and nuanced process that requires a

deep understanding and appreciation of
the cultural context. By incorporating
cultural body language, physical theater
becomes a powerful tool for cross-cultural
understanding, connection, and artistic
expression. The formula for interpreting
body language culture involves several
key elements. It begins with thorough
research and observation of the culture
being portrayed. This includes studying
cultural norms, traditions, and historical
context to understand the essence of the

culture. Collaboration with cultural
experts and seeking feedback from
individuals familiar with the culture
is crucial to ensure authenticity and
avoid misrepresentation.Adapting
interpretations and continuously
learning and growing are essential
components of the formula. Cultural
expressions and norms evolve over
time, and performers must stay
informed and adapt their portrayals
accordingly. Regular reflection and
feedback help refine the portrayal
and ensure cultural authenticity. The
results of effectively interpreting body
language culture in physical theater
are significant. It leads to authentic
and respectful portrayals that honor the
nuances and intricacies of the culture
being portrayed. It promotes cross-
cultural understanding and connection,
creating a platform for cultural
exchange and dialogue. Immersive
and engaging performances enhance
the audience’s experience, fostering
empathy and appreciation. The art form
remains relevant and evolving, keeping
up with cultural shifts and changes. By
embracing the formula for interpreting
body language culture, physical theater
becomes a transformative experience
that bridges cultural gaps, challenges
stereotypes, and fosters cross-cultural
understanding and appreciation. It is
a dynamic and culturally relevant art
form that promotes unity and shared
humanity among diverse audiences.

If we continue such reflections
in the categories of media culture
further, then it can be argued that the
conceptuality of the physical theater
model is based on the convergence of
physical physicality, real feelings and
consciousness of the actor. In this case,
the actor of the physical theater, in fact,
becomes a producer of visual products,
creating a constantly changing new
reality inside and out of himseli.
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DUSUKAJIbIK TEATP XXOHE LEHE T1I1l MOAEHUETIH MHTEPMNPETALIUAJIAY ®OPMVYJIACDHI

Anpatna. Ou3unkanbik Teatp — 6asHAaynap, aMOLMANAP MEH MBLEHN HO3IKTIKTEPAI XKETKi3y YLiH
KYpLOeni feHe TiniHe CYMeHEeTiH Kbi3blKTbl 6Hep Typi. byn Makanaga gusmkanbik TeaTpaarbl eHE TifiH
MHTEPMpeTaLManayLbiH, KbI3bIKTbl TYCTAPblH 3€PTTeN, 0Cbl MOHEP/i 8HEP TYPiHE eHri3iNreH MageHu
HIOAHCTapAbl ALyFa XaHe 6afanayfa MyMKiHAIK 6epeTiH GopMynaHbl allambi3.

[eHe Tini - Tingik Kegeprinepai XeHeTiH aMbeban KapbiM-KaTbiHAC Tacini. Dusmkanblik TeaTpaa
aKTepniap okufaHbl aiTbin 6epyne KUMbLIFa, bIM-ULLIAPaFa XaHe MUMKUKAFA CYMEHE OTbIPbIN 63
[LeHenepiH MafblHaHbI XXETKi3yAiH KYLWTi Kypanbl peTiHAe nanaanaHagbl. [leHe TiniHiH amMbebanTblibifbl
OPbIHAAYLbINAP MEH KOPEPMEHAEP apacbliHAaFbl TEpeHipeK BarnaHbIC MeH TYCiHICTIKKe biknan eTe
OTbIpbIN, GU3UKANbIK TEATPAbI 9p TYPAi MBAEHM OpPTaZaH LWbIKKAH afaMaapFa KOMKETIMAI eTedi, an
[leHe Tifli aflaMHbIH 63apa SPEKETTECTIr MeH Kbl3METiHiH, 6apAblk, CananapbiMeH Tbifbl3 6ainaHbICTbI
eMipiMi3aiH anemMeHTi 60nbin Tabblnaabl.

Bip KMMbIN 3pTYpni MafeHWeTTe MynaeM 6ackalla MafbiHa 6epyi MyMKiH, COHAbIKTAH S/IEMHIH,
TYKNip-TyKNipiHAeri 3epTTeywinep afaMabl bIHFANCHI3 XaFaanaa KanablpaTblH KeW6ip MaHbI3abl CbiHM
37eMeHTTepAi Xibepin anmay ywiH Bepbanabl eMec KOMMYHMKALMS TYXKbIPbIMAAMAChIH MYMKIHAIriHLIE
TepeHipeK KapacTblpyabl YCbiHaAbl. Makanaga aBTopnap LeHe TifliHiH, Heri3aepiH yMpeHyaiH,
MaHbI3JblbIFbIHA EMKEN-TERKEN] TOKTaNaAbl, 04aH e3re, COHAAN-aK, Ko anbicy, KoM KUMbINAAPHI,
Ke36eH b6arnaHbIc, 6ac KMMbLIAAPbI, DU3MKANbIK 6AMNAHbIC XKSHE OTbIPY MO3ULMSACHI CUAKTbI BEpOanabl
€MeC KapbIM-KaTbIHACTbIH, HETi3ri 31eMEeHTTEPIH KapacTbipaabl.

[leHe TiniHiH Heri3ri 3neMeHTTepiHe TOMbIK, WOy XacaFaHHAH KeMiH aBTOpAap LEHE TifliH YUPEeHYaiH,
€H, KbI3bIKTbl TOCINAEPiH TanKbinanabl. Makana Bepbanibl eMec KapbiM-KaTbIHACTbIH, MAaHbI3AbI/bIFbIH
>K9HE OHbIH, aiaM KOFaMblHbIH, LaMYbIHAAFbl PJiH PACTalTbIH HAKTbl KOPbITbIHABIMEH asiKTanazpbl.

Tyiiin ce30ep: Gu3nKanblk T€ATP, AEHENINIK, AeHEe BiTiMi, DM3MKaNbIK KO3FanbiCTap, LEHE
KO3FaNblCbIHbIH, MHHOBaUMAbIK GOpMynanapsbl, KaCibun biMaay Tingepi MeH guanekrinepi,
NCMXodU3NMONOTrUANbIK KO3FanblC, becaHanbinbIK,.

Haiiekces ywin: Tonen6ereH, Epbon xaHe CaHryn Kapskaybaesa. ‘©Dusnkanbik TeATp XaHe AeHe Tini
M3AEHMWETIH MHTepnpeTauuanay dopmynacel”. Central Asian Journal of Art Studies, vol. 8, no. 4, 2023, pp.
179-195,DO0I: 10.47940/cajas.v8i4/765.
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QHOHUMA peLleH3eHTTepre 3epTTeyre Ha3ap ayAapbin, KbI3bIFYLUbIIbIK TaHbITKAHbI YLUiH, COHAAN-AK,
MaKanaHbl 6acnafa fanblHAAYFa KBMEKTECKEHI YLWiH anfbiCbiH G6ingipeni.

Asmopnap KomuazbaHbIH COHFbI HYCKACbIH OKbIN, MAKY/10a0bl #aHe Myddesnep KalliblbIFbl HOK
eKkeHOi2iH ManiMOeloi.
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®U3NYECKUI TEATP U ®OPMYJIA UHTEPMPETALIMU KYNIBTYPbI 13bIKA TENA

AHHOTaumaA. HappaTnBHbIM XapakTep BbiTUS ApaMpeanv3ma NOCTENEHHO YCTynaeT MecTo bonee
peneBaHTHbIM opMaM hU3MYECKOTO TeaTpa, KOTOPbIM OMMPAETCS HA CI0XKHbIM, HO CaMblii MOHSATHbIN
A3bIK — A3bIK TeNA. TOTaNbHbIMA XapakTep Takoro MoBOpPOTa 0ObACHAETCS peaKTUBHOCTLIO TENECHOM
KWHETUKM B TPAHCIMPOBaHMUM 3MOLMI, B JOHECEHUM CMbIC/IOB 1060r0 NOBECTBOBAHMS U KY/bTYPHbIX
TOHKOCTEMN.

S13bIK TENa — CaMblii YHUBEPCAbHbIM CNOCOD 06LEHMS, KOTOPbIM NPEOA0NEBAET Nt0ObIE A3bIKOBbIE
6apbepbl. B du3nyeckom TeaTpe akTepbl MCMOMb3YHT CBOE TeNO KaK MOLLHbINA MHCTPYMEHT AN
nepenfayv CMbIC/a, NOMarascb Ha ABMKEHME, XKECTUKYSLMIO U MUMUKY, YTOObI «paCCKa3biBaTb» CBOU
ncropmu. BosspalleHue K S3bIKOBOWM apxavke npuobpeTaeT B COBPEMEHHbIX MOCTAHOBKAX TOTa/bHbIN
xapakTep. bnarogaps yHuBepcanbHOM KMHETUYHOCTM A3biKa Tena GU3nYeckuii TeaTp CTaHOBUTCS
MOHSATHBIM A9 NIOAEN M3 Pa3HbIX KY/bTYP M COLMANbHbIX CI0EB, CNOCObCTBYET 6onee rnyboKon cBsa3m
1 B3aMMOMOHMMaHWI0 MeX Ay UCMONHUTENSIMU U 3pUTENSIMU. SI3bIK Tena — BU3yasbHbli MHDOpMaTOP,
HepaspbIBHO CBS3aHHbIM CO BCeMU chepaMm Yell0BEYECKOro B3aMMOAENCTBUS U QYHKLMOHUPOBAHMS,
obecneynBaoLWMi MUHUMANU3aLUmo MHOOPMALMOHHbIX NOTEPb B LJOHECEHUU CaMbIX C/IOXKHbIX, @ MOPOIO
M ManooYeBUAHbIX CMbICIOB.

AHanm3 KpoCc-KynbTypPHbIX MCCNeA0BaHUM, MOCBALWEHHbIX GEHOMEHY 53blKa Tena B GU3NYECKOM
TeaTpe, M03BONSET PACKPbITb U OLEHWUTb KY/IbTYPHbIE HIOAHCbI, 33/I0)KEHHbIE B 3TOM Bblpa3nUTeIbHOM
BMAE UCKYCCTBA. Beab M3BECTHO, YTO OAMH M TOT XKE XKECT B Pa3HbIX Ky/IbTypax MOXeT UMETb COBEPLIEHHO
pasHoe 3HaYyeHue, MO3TOMY CyLLecTByeT HeobxoanMOoCTb B 6oniee ry6oKOM M3y4eHUn NCUXONOrMK
u cneundukm HeBepbanbHOM KOMMYHUKALUK, YTOObI He fOMYCTUTb HEXeNaTeNbHbIX AJ1F YenoBeka
KpUTMYECKMX 06CTOATENLCTB. MIHOM NOpSaoK KOMMYHMKALMI hU3MYECKOro TeaTpa 0bpeTaeT YepTbl
BM3YyaNbHOrO TeaTpa, B KOTOPOM 3pUTeNb — MaBHbIM MHTepnpeTap. IHTepnpeTaTop NOABMMKHOTO,
MOCTOSIHHO MEHSOLLErocs MMpa, CO343aHHOIO B FPaHMULLIAX 3pUTENbCKOrO BUAEHUS.

Tak e Kak B Hayke HeBO3MOXXHO JOMWHUPOBAHWE Kakon-11Mbo OAHOM YHUBEPCANIbHOM KOHLEMNLMM
nnn 06pasza MbllWNEHNs, TaK U HU OOMH BUI UCKYCCTBA HE MOXET NpeTeHA0BaTh Ha 3aBepPLIEHHOCTb
3HaHus cBoero npegmeta. OTclona M He06X0AMMOCTb B OCMbIC/IEHUM OCHOB f13blKa TeNa, MOHUMaHUK
€ro ponv B 06LemM pa3BUTMKM YeNOBeYeCKOro coobLecTBa, 1, TeaTpanbHOro UCKYCCTBa, B YacTHOCTH. B
0C06EeHHOCTM 3HaHWE KOHKPETHO TaKMX K/H0YEBbIX YHUBEPCANUI HeBepOanbHOM KOMMYHUKALIMU Kak
PYKOMOXaTHe, XeCTbl PYK, 3pUTENbHbIA KOHTAKT, GU3NYECKUI KOHTAKT, ABUXKEHMWE rO0BbI, MOIOXKEHME
cnas v ap. SddEeKTUBHbIE MHCTPYMEHTbI f3blKa Tena.

Kntoyessie cnoea: dnsnyeckunin Teatp, TENECHOCTb, TENOCIOXEHME, DU3NYECKME LBUXKEHMUS,
WMHHOBALMOHHbIe (GOPMY/Ibl TEIECHOW KUHETUKM, MPOMECCMOHANbHbIE XXECTOBbIE S3bIKW U AUANEKTHI,
ncMxodusmonormyeckoe ABMxKXEHUE, 6€CCO3HATENbHOCTb.

Ana yumuposarus: Epbon, TonenbepreH, u CaHrynb Kapxaybaesa. «®usnyeckuin Teatp u dopmyna
WHTepnpeTauuu KynbeTypbl f3bika Tenax. Central Asian Journal of Art Studies, . 8, N2 4,2023, c. 179-195,
DOI: 10.47940/cajas.v8i4/765.
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of Art Studies, a Tak’ke aHOHUMHbIM pELLEH3EHTAM 33 BHUMAHWE U UHTEPEC K UCCIeA0BaHMIO, @ TakKe 3a
MOMOLLb B MOAFOTOBKE CTaTbM K Mybankauum.
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EVOLUTION
OF THE REALISTIC ARTISTIC
AND AESTHETIC METHOD

Kostyantyn Parkhomenko

Mikhail Matusovsky Lugansk State Academy of Culture and Arts
(Lugansk, Ukraina)

Abstract. This article delves into the evolution of the realist method, examining its interrelation
with various artistic trends and currents. The impact of socio-political processes on the method’s
development is explored, emphasizing the dynamic nature of the artistic method and its continuous
modifications in the expression of the author’s ideas. The concept of realism’ as a primary method in
art is expounded, with an analysis of the perspectives of philosophers, art critics, and artists on its
understanding throughout different epochs of cultural development. Characterizing features of realism
are delineated, and a conceptual framework is presented, positing ‘realism” as a means of engaging
with and comprehending spiritual and practical reality. The study establishes that realism serves as
a conduit for unveiling the social and historical essence of humanity. Realistic painting, in particular,
plays a pivotal role in transmitting the cultural code, illustrating the reciprocal interaction between
individuals and their surrounding reality. This interaction contributes to a holistic representation of a
specific historical period. The research paper encompasses a comprehensive examination of artistic
methods, trends, and concepts, including romanticism, impressionism, symbolism, cubism, modernism,
postmodernism, and metamodernism. The article underscores the significance of studying the
evolution of realism in the visual arts and posits that the phenomenon in realistic art centers on the
symbiotic relationship between individuals and their environment. In conclusion, the article asserts
that realism not only unveils national traits but also communicates authentic facts that subsequently
contribute to the shaping of historical mentality. The research interest in this exploration stems from a
profound concern for understanding the nuanced evolution of realism in the visual arts.

Keywords: realistic art, realism, art style, painting, new themes, storylines, artistic techniques, artist’s
intentions, realist painter, artistic method, art.

Cite: Parkhomenko, Konstantyn. “Evolution of the realistic artistic and aesthetic method ”. Central
Asian Journal of Art Studies, vol. 8, no. 4, 2023, pp. 196-208, DOI: 10.47940/cajas.v8i4.792.

The author have read and approved the final version of the manuscript and declare no conflicts of
interests.



Introduction

rt, as asserted by Aristotle through the

words of Losev, serves as a vehicle for
reproducing reality, encapsulating the truth
within its expressive confines. According
to Aristotle, a work of art arises when there
is a shared perception of related elements,
and artists, in their creation, possess a
profound understanding of the underlying
reasons for their artistic endeavors.
Realistic art, a pivotal force in shaping
modern painting trends, has evolved over
an extended period, manifesting itself
across various genres such as still life,
landscape, and portraiture.

The concept of realism in art has
undergone diverse interpretations,
drawing from philosophical perspectives.
Etymologically rooted in medieval Latin,
‘realism’ signifies the acknowledgment of
reality external to consciousness. Plato
elucidates realism as the recognition of
the existence of ideal objects, a notion
modern philosophers elaborate on as
objects of knowledge independent of
the subject, cognitive processes, and
personal experiences (Vipper 32). In
medieval philosophy, realism contends
that universals, or general concepts,
exist objectively and independently of
consciousness, opposing the tenets of
nominalism (Losev 36).

Methods

The paper employs the method of
comparative historical theoretical analysis
to investigate the evolution of the realistic
method. The primary objectives are to
identify the characteristic features of this
method and interpret its significance across
various philosophical and artistic scientific
schools. In consolidating the extensive
research conducted by various scholars,
art historians, artists, and philosophers on
methods within the cultural and artistic
system, this paper seeks to systematize
the accumulated knowledge and elucidate

the importance of the realistic artistic and
aesthetic method.

Cognitive Tool and Aesthetic Ideals:
The method is considered a tool for
cognition and the figurative interpretation
of the surrounding reality. Through certain

aesthetic ideals, refracted through the
prism of worldview, life and vital truths
are perceived. The realistic method, while
modifying the aesthetic content of reality,
exhibits a dynamic quality, constantly
acquiring new expressive features. It is
portrayed as a reflection of the spiritual and
aesthetic heritage of its era, shaping both
style and thought, and revealing a natural
logical system for understanding the
world’s manifestations on the picture plane.

Role of the Realistic Method:

The method plays a crucial role
in revealing the natural value and its
significance on consciousness, facilitating
the rethinking of reality by an individual. It
is conceptualized as a unique and original
thinking process, embodying a synthesis
of worldview. The realistic method’s
principles include the analysis and fixation
of social and psychological interactions,
concretization and typification of images,
and the disclosure of the essence of life
phenomena using the imagery of the era,
emphasizing accurate truthfulness and
objective reflection of real-life situations.

[ndividual and Society in Realism:

Reality is perceived as a space through
which an individual can reveal oneself
and the surrounding reality. Plausibility
and authenticity are conveyed through
detailing, providing specificity and vitality
to the images. The creative processing
of ideas in realism does not involve
idealization; instead, it reveals the aesthetic
ideal through the transfer of reliable facts
endowed with credibility. The unity and
interweaving of artistic means over an
extended period form the basis of realism,
grounding it in a single figurative system
that defines a certain style.

Social and Historical Analysis:

The critical role of realism lies in its
commitment to raising awareness, vision,
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and transmission of the level of social life
and its dramatic moments. Social problems
are of fundamental importance in critical
realism, where the method undergoes
evolutionary changes to adapt to the
shiiting social system and its growth.

A person is positioned as a product of a
specific era, embodying the relationship
between cultures and expanding temporal
space, occupying a crucial place in the
disclosure of the realistic method in the
artistic field.

Typing and Relationships:

Typing emerges as one of the basic
principles of the realistic method, with
typical, characteristic images and types
of the era situated in simple, ordinary life
situations. The environment influences
individuals, revealing their inner content
and psychological type, while individuals,
in turn, impact their environment,
contributing to societal formation. The
artistic method, through its depiction
of relationships, aids in understanding
changes in the social environment,
reflecting the varied dynamics of family,
political, social, and cultural interactions.

Socialist Realism and Evolution:

The expression of the social class
concept in socialist realism introduces
new heroes, conflict situations, and an
evolving audience for artistic creativity. This
form of realism reflects the need to create
a socialist society. The realistic method,
combining various thoughts, ideas, and
currents, has evolved into a structured sign
system with a systemic character, driven by
evidence and concretization.

Artistic Analysis and Meaning of
Existence:

The artistic analysis of groups and
society is conducted across social, political,
and cultural planes, reflected in the
individuality of a person. Painting, as a form
of visual art, becomes a powerful medium
for mastering the meanings of existence.
Social processes, characterized by a
coercive nature, pulsate through realistic
reproduction in painting, which, over

time, has developed an arsenal of means
and technologies for visually reproducing
reality. The search for the meaning of
existence becomes a structuring moment in
the relationship between the artist and the
viewer.

Dynamics of State Development:

Visual art, particularly painting, enables
the determination of state development
dynamics during specific time periods.
These dynamics are traced through the
economic, political, and religious spheres
embedded in artistic signs within artworks,
offering a unique lens through which to
comprehend the evolution of states across
different historical epochs.

Main directions and methods

In the 18th century, the concept of ‘realism’
begins to mean the appropriate mindset,
‘model’ of thinking and behavior, which
is already associated with the category
of character (Muter 567). Thus, at the
end of the 18th - the first half of the 19th
century, the concept of ‘realist’ gradually
formed in its aesthetic and artistic sense
as an artist who does not pay attention to
ideals and norms turns to empirical reality.
The definition of the concept of ‘realism’
provided by different authors in the form of
a[table 1].

As a result, two primary concepts of
the term ‘realism’ emerge. According to
one perspective, realism constitutes the
predominant trajectory in the progressive
evolution of mankind’s artistic culture,
wherein the profound essence of art as
a catalyst for both spiritual and practical
development of reality is evident. In each
successive historical period, realism
undergoes a transformation, assuming
a new manifestation. Conversely,
proponents of an alternative viewpoint
confine the history of realism within specific
chronological boundaries, perceiving it as a
historically and typologically specific form
of artistic consciousness.



Table 1. Definition of term ‘realism’ (Benois, Bolton, Bransky, Feyerabend, Grabar,
Losev, Losev, Muter, Sokolnikova, Sternin, Vasilyeva-Shlyapina, Vipper, Welflin,

Stephen, Werman).

Author, direction

Definition

Plato

Realism is the existence of ideal objects

Big Encyclopedia

Realism is a true, objective reflection of reality by specific means.

Nalivaiko D.S.

Realism is the most complete and consistent artistic expression of
the era in whose spiritual life science has replaced mythology and
tradition.

Nedoshivin G.A.

Realism is the main trend in the historical development of art.

Philosophers of the
Middle Ages

Realism is the trend that attributed real existence to concepts that
are negative and even proclaim them primary in relation to objects
that are opposite to nominalism’.

Materialistic philosophies

Realism began to mean the recognition of the objective reality of the
object of knowledge.

Philosophers of the 2nd half
of the 18th century

Realism is the mindset, the model of thinking and behavior.

Philosophers of the 1st half
of the 19th century

Realism is understood as illusionism, the subjective image of the
world disguised by an external resemblance to life.

Curtius E, Auerbach E.

Realism is the principle inherent in art or the tendency to approach
reality.

Martino P, Parrington W.

Realism is seen as the direction or art system.

Levin G.

Realism is the universal typological category.

Discussion

Let us analyze the main methods of realism
[Table 2].

Let us consider some artistic methods,
directions and concepts that will help to
form a general vision of the changes and
alterations that took place in the artistic
and aesthetic evolutionary process.

One of the artistic methods can be
identified as Romanticism. Romanticism
developed the idea of the superiority of
feelings over reason. One of the main goals
of the method was the display of specific
emotions and facial expressions. Disclosure
of feeling and passion are fundamental in
the creation of artistic works of art. The

subject matter of the works and the solution
of the idea is revealed through a realistic
approach (Neelam).

In contrast to Romanticism, which
aimed to revive the bygone worlds and
themes of the Middle Ages, realism
sought to faithfully reproduce everyday
life, shedding light on the human essence
amidst commonplace activities. The artists’
fascination with the environment and the
accurate depiction of reality prompted many
to engage in plein air painting. Realist
painters would meticulously study a motif
outdoors and then refine it further within
the confines of the studio (Roig 7).

Consequently, the evolution and
interconnectedness of the Impressionist
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Table 2. Characteristics of realism methods (Benois, Bolton, Bransky, Entsiklopediya
khudozhnika, Grabar, Losev, Losev, Muter, Sokolnikova, Sternin, Vasilyeva-Shlyapina,

Vipper, Welflin, Werman).

Realism method Representatives

Character traits

J.B.S. Chardin, J.A. Houdon,
C. Corot, F. Goya (France), W.

Enlightenment

Hogarth, J.Constable (England)

The method is the appeal of art to the
direct depiction of the daily life of people,
left by some religious or mythological plot
motivation. Its development is associated
with the increase in the level of social
consciousness, the establishment of
materialism in philosophy, the development
of industry and technology.

Nexcet, B.Brecht, L.Aragon,
P.Neruda, N.Hikmet, J.
Amadou, D.Aldridge, Y.Fuchik,
0.Gerasimoyv, B.Johanson,
A.Deineka, Yu.Pimenoy,
S.Chuikov, A.Plastov, P.Korin

Critical Hogarth (England), Courbet, It is aimed at exposing the vices,
Daumier (France), Menzel contradictions of the existing system and
(Germany), Meunier (Belgium), | the assertion of democratic social ideals. It
Munkacsy (Hungary), Kammer was distinguished by the most clearly and
(USA), Gerimsky (Poland), direct formulation of social problems and
Fedotov, Perov, Pukirev, a conscious desire to pass judgment on the
Nevreyv, Jacobi, Pryanishnikov, phenomena of social life.
Kramskoy, Repin (Russia).

Socialistic A.Barbuo, M.Leader Saint- The artistic method, the essence of which

is a true, historically concrete reflection of
reality in its revolutionary development in
the world of the aesthetic communist ideal.
The emergence and formation of the art of
socialist realism is connected with the entry
into the world arena of the working class, the
true culinary maker of all human blessings.

movement and the utilization of its artistic
techniques in unveiling the genuine
surrounding reality began to be examined.

Impressionism as an artistic method
plays an important role in the development
and formation of fine art. The goal of the
Impressionists was to display an objective
depiction of reality with the impermanence
of light and color. Artists sought to convey
the real environment through the disclosure
of its constant change and movement, to
lay down their fleeting impressions. The
unity of man with the airy environment
reveals the naturalness of reality (Boboeva
599).

Let us reveal the meaning and
significance of the method of symbolism.
The peculiarity of this method was that
the creative idea was revealed through
signs, symbols, with the help of which
generalized images were created. These
images created and contained a spiritual

dimension. Symbolist artists addressed the
problem of internal drama of personality,
ambivalence and tragedy of existence,
human mortality and immortality of the
human spirit. Symbolists sought to convey
the most subtle mental fluctuations

that defined man and revealed the deep
interrelationships of the individual and the
universe (Voskresenskaya 133).

Symbolic form serves as a means to
encode the depth of an idea, ensuring that a
visual image transcends a specific meaning
(Bilan).

Consider Cubism as a pictorial method.
Cubism rejects the realistic representation
of reality and strives to express the essence
of objects. This objective is achieved
through the translation of forms into
basic geometric schemes with intricate
combinations. Reality, in Cubism,
is perceived as a conventional space
(Martynova 317).



Now, let’s delineate the distinctive
features of abstractionism. In the realm
of fine arts, abstractionism involves a
rejection of real and material images of
reality. The primary characteristics of this
artistic direction manifest in the refusal to
precisely depict objects and phenomena.
Instead, compositions are created based
on rhythmic color, plastic, and structural
solutions. Abstractionism embodies a
sense of objectlessness, yet it is not entirely
non-figurative. Compositional elements
are derived from real objects, but only
their inherent properties are depicted
(Savchenko 110).

Abstraction is created on the basis
of geometrical construction. It allows
through simple forms-signs to translate
the evolutionary information code, which
is a universal language of information
transmission. Dematerialization of objects,
phenomena becomes the ideal of the
universe. Comprehension and expression of
reality is revealed exclusively in the artistic
and figurative form. Means of expression
play the main figurative role (Blizhina 312).

Let us note the role of modernism,
postmodernism and metamodernity in the
formation of artistic and aesthetic space.

Modernists sought to completely
abandon the traditions and heritage of the
past, while postmodernists did not deny the
importance of past styles and trends. They
utilized them, transforming them into a
new stylistic orientation. C 341

The main idea of metamodern was the
combination of opposites, traditionalism
and modernity (Veselkina 344 ).

The modernists turned to the
transcendental in search of an ideal model
of the super-world, while the postmodern
shifted attention to the everyday, pluralism
and uncertainty (Khlyshcheva).

Metamodernism is a social and cultural
concept. Metamodernist artists reflect
individual or collective emotional states
and experiences from the perspective of
the metamodernist structure of feeling.
Whereas postmodernism was characterized

by artificiality, superficiality and lack of
depth, metamodernism seeks to fill art
with lost meanings, depth and experience
of reality. Metamodern is characterized
by such qualities as oscillation, metaxis,
neo-romantic sensuality, reconstruction,
and the translation of a new sincerity
(Podlednov 428).

Results

In each new historical period, realism
undergoes a transformation, initially
manifesting as a more or less pronounced
trend and subsequently crystallizing into
a comprehensive method that defines the
artistic culture of its era.

A noteworthy development in 18th-
century secular art was the emergence of
the parsun (ceremonial) portrait, departing
from icon-painting traditions. Attempts
were made to convey a person’s features
with utmost plausibility, although under the
lingering influence of icon painting, these
portraits exhibited a degree of idealization.
The interest in capturing the contemporary
image deepened, particularly focusing on
prominent political, cultural figures, and
civilians. Portraits of Hetmans such as
Bohdan Khmelnytsky, Ivan Samoylovich,
[van Skoropadsky, Ivan Mazepa, renowned
military leaders like Leontiy Svecha,
Semyon Sulima, and distinguished
scientists including loanikiy Galyatovsky
and Lazar Baranovich gained widespread
circulation. Exemplifying this genre is
the portrait of G. Gamalia, a significant
comrade of Zaporizhian troops, depicted in
an imposing pose, adorned in a luxuriously
ornamented zhupan, with the obligatory
Cossack attributes of a saber and his own
coat of arms. Notably, Ukrainian portraits
in the latter half of the 18th century shared
stylistic elements with icon painting, often
executed by icon painters employing a
planar-ornamental approach (Sokolnikova
46).

The zenith of realism’s specific features
is most comprehensively revealed in the
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critical realism of the 19th century, followed
by the 20th-century manifestation known
as socialist realism. The characteristic
hallmark of realism in this context lies in

its approach to generalizing vital material.
Realism delves into the exploration of social
reality and individual personality within the
broader context of social relations. Realistic
art perceives the work as a reflection of
life’s truth, not as a mere replication of
reality but as the creation of a new, artistic
reality grounded in the laws and relations
of the real world, expressing itself in a
concentrated form.

The focal points of the realist method lie
in life and its structure. Dynamic changes
in the social system serve as stimuli for
artists to capture reliable facts on the
canvas.

[t is noteworthy that realist artists,
to a larger extent, did not merely aim
to replicate the surrounding reality but
sought to reveal and illuminate the subject
of their depiction. Commonplace objects
often found their way into these depictions,
yet the artist’s objective was to elevate
the object and demonstrate the constant
relationship between subject and object.
Thorough and constructive study was
applied to ensure that the subject served
as a realistic and reliable representation of
reality.

The study of the human body actively
contributes to the development of realism,
with the nude figure serving as a symbol
of plasticity and harmony, constantly
studied and elevating the method to
new heights. The artist gained a certain
freedom, enabling the creation of what
is directly in front of them and what they
can contemplate and feel. Consequently,
art departed from previously established
aesthetics and formed new stereotypes.

The actions and behaviors of the hero
are derived from the characteristics of
their character and psychology, which, in
turn, are conditioned by life circumstances
and the social environment. Realistic art
encapsulates not only the individual but

also the environment, embedding everyday
life and history into its representations.

Main provisions

The dynamism inherent in realism persists
unabated, as evidenced by its ongoing
evolution. The 21st century stands witness
to the exploration of novel themes and
subject matter through specific artistic
techniques, facilitating the revelation of the
artist’s conceptual framework.

Neorealism, a prominent contemporary
manifestation, hinges upon the portrayal of
characters, environments, and landscapes
emblematic of the present era. Notably, the
fidelity of images to a processed or digitized
computer-generated photograph is
underscored (Roig 8), signifying a nuanced
engagement with the contemporaneous
visual milieu.

The active influence of modern
techniques and technologies assumes a
pivotal role in shaping the trajectory of
the realistic method. A discernible trend
in artistic works involves the synergistic
application of various techniques, reflecting
a fusion of traditional and contemporary
approaches. The identification of societal
issues is discerned through deliberate
emphasis, manifested in nuanced textures,
colors, lines, or distinct graphic techniques.

A notable pursuit is observed in the
endeavor to amalgamate diverse artistic
styles within a singular artwork. This
proclivity towards unification contributes
to a layered and impactful visual narrative,
marking a departure from conventional
artistic paradigms.

Reality, within the purvieéw of modern
realism, undergoes interpretation through
the prisms of time and symbolic elements.
Artists, in this paradigm, transcend
conventional models of world perception,
bestowing upon individuals an enriched
contextual environment and novel cognitive
constructs, thereby striving to impart
greater significance and impact.

In its contemporary guise, realism
manifests heightened expressiveness and



generalization. This expressive richness
encompasses a spectrum of techniques,
enabling artists to capture the intricacies
of their subjects while retaining a level

of abstraction conducive to diverse
interpretative perspectives.

In summation, contemporary realism
manifests a continuous evolution
underscored by dynamic thematic
exploration, technological integration, and
a penchant for stylistic amalgamation. This
multifaceted engagement transcends mere
representation, delving into nuanced social
commentary, temporal reinterpretation,
and the infusion of heightened
expressiveness and generalization into the
artistic realm.

Conclusion

So, the realism is the step towards the
realization of the true, that is, the social
and historical essence of people. The main
‘sign’ and the defining criterion of realism is
that in depicting people, in modeling their
characters and fate, realist artists assign
the decisive role to social and historical
factors and reasons (Werman 364). For the
realist artist, the character and psychology
of the hero is, first of all, the creation of
circumstances and the social environment
to which the hero belongs.

The realistic artistic and the aesthetic

method formed an epoch-making
psychotype. Thanks to him, we notice
modifications, changes in the social
structure, we find the artistic and
psychological techniques that affect the
viewer and reveal the era.

The realistic method has taken the
stable position in the arena of culture and
art and influences the modern development
of culture in the world.

The realism, therefore, explores the
social reality and personality of a person
in its unity with social relations. In view of
this, the following should be considered
the main principles of realism as the
objective reflection of the essential features
of life, combined with the height and
truthfulness of the author’s ideal; reflection
of typical characters, conflicts, situations
with the completeness of their artistic
individualization (i.e. concretization of both
national, historical, social stereotypes, as
well as physical, intellectual and spiritual
features); preference for means of reflecting
the ‘forms of life itself’, but also the use of
conditional forms (myth, symbol, parable,
grotesque); interest in the problem of
‘personality and society’ (especially in the
opposition of social laws and the aesthetic
ideal, personal, mass, mythologized
consciousness). We should continue to
study in detail the methods of realism, the
features of its manifestation in different eras
in different countries of the world.
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Koncrantun [apxomeHko

Muixansn MatycoBckuii atbinarbl JIyraHck MeMJIEKETTIK MOJIEHHET JKOHE OHED aKaeMHSIChI
(JIyranck k., Yxkpauna)

PEAJINCTIK KOPKEMAIK-3CTETUKAJIbIK SAICTIH 3BOJIIOLMNACHI

Anpatna. Makanaga peanucTik aA4iCTiH 3BOMOLMSACH KApacTblpblnaabl. OAiCTiH 6acka b6aFblTTapMeH
XX@He aFbiMAapMeH e3apa b6arnaHbicbl 6arikananbl. Koramaa 60nbin xaTkaH aneyMeTTiK-casicu
npoLecTep dAICTiH AaMy XOJIbIH Xacanabl xaHe Tanan eteai. Kepkemaik apic cepninai 6onbin
Tabblnaapl XXaHe aBTOP/bIK MAEsHbI 6inaipyne e3repicrepre ywbipanabl. OHepAiH, Herisri aaici peTiHae
«peanun3m» yFbIMbIHbIH, M3HI alwbinagbl. Typni MageHn aamy AayipiHaeri peanusmii TyCiHyre KaTbICTbl
dunocodTapablH, BHEPTaHyLWbINAPAbIH, CypeTLWinepAiH nikipnepi TangaHambl. Ty>KblpbiMAaManapabiH,
6ipi cunaTTanaabl, OHbIH HaTMXenepi 6oWbIHIIA «peann3M» pyxXaHWU-NPAKTUKANbIK, WbIHABIKTbI
MeHrepy Kypasbl 6onbin Tabbinagpl. Peanvsm agamMaapabiH aNeyMeTTiK )KaHe TapuXM MaHIH allaTbiHbI
nanenpenai. LWeiHavibl KeckiHoeMe MageHu KoaTbl 6epyain, 6ip 6eniri 6onbin Tabbinagbl. Anam
MeH KOpLUafaH LWbIHAbIK 83apa iC-KMMbI acaiabl, HAKTbl TAPUXM KE3EHAI allyFa biKnan eTeTiH
6ipTyTac TyTacTbIKTbI 6ingipeai. 3epTTey XyMbICbl pPOMAaHTU3M, UMNPECCMOHU3M, CUMBOU3M, KYOU3M,
MOAEPHM3M, NMOCTMOAEPHM3M KaHE METAMOAEPHM3M CUSIKTbI KOPKEM aaicTepaiH, 6aFbiTTap MeH
TYKbIpbIMAAManapAblH CUNATTaMackiH KaMTuAbl. beiiHeney eHepiHAeri peanvsm 3BOMKOLMUACHIH 3epaeney
npobnemacbiHa 3epTTeyLWiNiK KpI3biFyLbIIbIK 6enrineHeai. LbiHavibl eHepaeri KybbinbIC - agam MeH opTa
[ereH nikip Kanbintacagbl. Peannsm ynTTbIkK epeklwenikTepai alabl XXaHe KeMiHHEH TapuXu OingikTi
KaNbINTACTbIPaTbIH WbIHAWbl GakTinepai 6epeni aereH KopbITbIHAbI Kacanagbl.

TyiiiH ce30ep: peanuCcTik eHep, peanunsm, KEpKeM CTUb, KECKIHAEME, )XaHa TakKblpbINTap, COXETTep,
KepKeMAiK aaicTep, CypeTLUiHiH OVibl, pEaICT CypeTKep, KOPKeMAIK 34ic, eHep.

Aoaliekce3 ywiH: NapxoMeHKo, KOHCTaHTUH. «PeanuncTik KepKeMa,iK-3CTETUKANbIK, SMICTiH,
aBontoumsice». Central Asian Journal of Art Studies, T. 8, N2 4,2023, 196-208 6., DOI: 10.47940/cajas.
v8i4.792.

Asmop KomHa3baHblH COHFbI HYCKACbIH 0KbIN, MAKY10a0bl aHe Myddenep KaliiblibiFbl HOK eKeHOoieiH
Masnimoelioi.
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Koncrantun [apxomeHko

Jlyranckas rocynapcTBeHHas akaaeMus KyJ1bTypbl H HCKyceTB HMeHH Muxanaa MartycoBcKoro
(JTyraHck, YkpanHa)

3BOJIIOLUA PEAJIUCTUYECKOIO XYAOXECTBEHHO-2CTETUYECKOIO METOAOA

AHHoTaums. B ctatbe paccMaTpuBaeTcs 3BOMOLMS peanncTuyeckoro Metoaa. lNpocnexuBaeTcs
B3aMMOCBS3b METOAA C APYTMMU HaNpaBieHUsIMU U TedeHUsaMU. CoLManbHO-MOAUTUYECKME NPOLLECCHI,
KOTOpble MPOMCXOAAT B 0OLLECTBe, CO3AAKT U AUKTYIOT NYTb Pa3BUTUS MeTOAA. XYA0XKECTBEHHbIA METOL,
SBNSETCS AMHAMUYHBIM U NpeTepneBaeT BUAOU3MEHEHNS B BbIPAXXEHWUM aBTOPCKOW naeun. PackpbiaeTcs
3HaYeHue NOHATUS «peann3m» Kak OCHOBHOIO MeTofa MCKYCCTBA. AHANM3UPYOTCS MHEeHKS Gunocodos,
MCKYCCTBOBEAOB, XyA0XKHUKOB, OTHOCUTENIbHO MOHUMAHUS peaniM3Ma B pasHble 3MOXM KY/bTYPHOro
pa3BuTUs. Peannam copepxut B cebe xapakTtepHble 0Co6eHHOCTU 1 YepTbl. OnucbiBaeTcs ogHa
13 KOHLLEMNLMM, MO pe3ynbTaTaM KOTOPOM «peann3m» SBASETCS CPeLCTBOM OCBOEHUS AyXOBHO-
NpaKkTUYeCcKom LeiACTBUTENbHOCTH. JoKa3aHo, YTO peann3M pacKpbiBaeT COLMANbHYIO U UCTOPUYECKYHO
CYLLHOCTb Ntoaei. Peanmctnyeckas XMBONUCh SBISETCS YaCTbio Mepeaayn KynbTypHOro koaa. Yenosek
M OKPYXKatoLLAs AeMCTBUTENBbHOCTb B3aMMOAENCTBYIOT MeXAY CO60WM, NpeaCcTaBNSoT eauHOe Lenoe,
KOTOpOe CrocobCTBYET PacKpbITUIO KOHKPETHOTO MCTOPUYECKOro nepuoaa. MccnepoBatenbckas pabota
COLEPXKUT ONUCAHME XYL0XKECTBEHHbIX METOA0B, HANPABAEHUI U KOHLEMLMIA, TAKUX KaK: POMAHTH3M,
MMMNPECCUOHNU3M, CUMBOIM3M, KYOU3M, MOAEPHU3M, MOCTMOAEPHM3M U MeTamonepHM3M. O603HavaeTcs
nccnenoBaTenbCkuii HTEPeC K mpobneme M3yyeHus 3BOMIOLMM peannsmMa B U306pasuTesbHOM
nckycctse. DopMupyeTcs MHEHUE, YTO SBNEHUE B PEaIMCTUHECKOM UCKYCCTBE — 3TO YeOBEK U cpena.
[lenaeTcs BbIBOA O TOM, YTO peanu3M pPacKpbiBaeT HALMOHANbHbIE YepTbl U NepenaeT AOCTOBEPHbIE
aKTbl, KOTOpPblE BNOCNEACTBUM CHOPMUPYIOT UCTOPUYECKYHD MEHTANbHOCTb.

Knioyessbie cnosa: peannctnyeckoe UCKYCCTBO, PEANN3M, XYA0XKECTBEHHbIN CTUb, )XMBOMUCH,
HOBbI€ TEeMbI, CHOXXETHbIE IMHUWN, XYyO,0)KECTBEHHbIE MPUEMbI, 3aMblCeN XYA0XHUKA, XYyA0XXHUK-PEaTUCT,
XY[0XECTBEHHbIA METOL, UCKYCCTBO.

Ans yumupoearus: NapxoMeHKo, KOHCTaHTUH. «IBOMIOLMS PEANUCTUHECKOrO XYA0XECTBEHHO-
acTteTndeckoro metogax. Central Asian Journal of Art Studies, T. 8, N2 4, 2023, c. 196-208, DOI: 10.47940/
cajas.v8i4.792.

Asmop npo4uman u 0006pusi OKOHYAMeNbHbIU 8apUAHM pyKonucu U 3asensiem 06 omcymcmeuu
KOHGIUKMa UHMepecos.
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Abstract. The article examines the main functions of intermediality in the preparation of a pop
performer in the context of modern trends in the development of popular music in Kazakhstan. The
concept of “intermediality” in popular culture, which correlates with the synthesis of arts, is analyzed
in terms of its use in Soviet, Russian and Western European science. Through comparative research, the
differences in this concept in different national cultures are revealed. The intermedial approach, which
is directly related to the issue of improving the process of training pop vocalists in higher educational
institutions of culture and art and is relevant in connection with the requirements of the era of
cultural globalization, is presented as an important part in the formation of educational programs
in pop art. Thus, in order to prepare a pop performer who is competitive in the context of global
processes of pop culture development, it is necessary to include disciplines related to plastic arts as an
integral part of the educational program, and acting skills must be associated with the development of
the student’s emotionality. Because a modern pop performer, with the help of vocals and choreography,
must demonstrate the mastery of artistry - perform (vocally, choreographically, acting) a role. At the
same time, the importance of vocal presentation of the material cannot be excluded, but only needs
to be enriched and deepened with the help of other types of performing arts, as well as technical
visual elements and electronic musical technologies. Since the term in question is not yet used in
Kazakhstan, especially in the aspect of popular music, the scientific development of the problems
of finding new forms of training pop stage artists in accordance with global demands also becomes
significant and needs in-depth study. For this purpose, both art historical and pedagogical research
methods are involved, that is, musical theoretical and performance analysis, as well as pedagogical
experiment, which is important for establishing the idea of the need to create an innovative approach
to training popular musicians.
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Introduction

mproving the process of preparing

a pop vocalist in higher educational
institutions of culture and art has always
been and remains relevant in connection
with a change in artistic and aesthetic
values. According to Natalya Tsareva,
“In the current period the technological,
political and social development has led to
a new phase in the development of society,
namely the era of metamodernity... The
sphere of mass media, social networks,
and the Internet is a fertile ground for
promoting mass culture that forms the
consciousness and worldview of a person.
Even in the middle of the twentieth
century, Herbert McLuhan associated the
evolution of society and culture with the
means of communication. The philosopher
believed that the audiovisual culture, which
replaced the book culture, created a diverse
mass culture” (Tsareva, 136). Improving
the skills of a performer-musician has
always been one of the major factors of
his professional growth, an indicator of
his intellectual curiosity and motivation
for further promotion, the aspiration to
discover new horizons of creative growth.
Not by chance Anatolii Lunacharsky has
once noted, that “the stage is one of the
most widely used forms of art in terms
of the number of people it serves. In his
opinion the stage has a great advantage
over theater, cinema and serious literature
by its liveliness, by its ability to promptly
respond to topical events, and by its
political urgency” (Lunacharsky, 199).

Materials and Methods.

Researchers note that “intermediality”
inherited the problems of the long-

known and widely discussed concept of
“interaction of arts.” The principles of
intermedial analysis were developed on

the basis of the theory of intertextuality
(Rolan Barth, Yuliya Kristeva) and were
developed in the works of Georgii Levinton,

Bernkhard Waldenfels, Edmund Husserl,
Moris Merleau-Ponty. The concept of
“intermediality” began to appear in the
terminology of philosophy, philology

and art history at the moment when the
concept of “text” became one of the
leading ones in the humanities. “Text”
meant not only literary writing, but all
symbolic, semantically significant systems
containing coherent information. This

is how it became possible to talk about
“cultural texts” and “art texts.” The
concepts of “style”, “method”, “direction”
have tended to be replaced by the general
concept of “discourse”. The main attention
of researchers turned out to be focused

on identifying the interaction of various
“voices”, “languages”, “codes”, “text
units”.

In our article we use empirical research
methods, such as observation, selection of
facts and establishing connections between
them; based on the collected data, we
tried to make a theoretical analysis of the
problem and outline the boundaries of our
research within the framework of popular
vocals and the training of popular music
performers.

Results

The concept of intermediality in modern
science is considered both in the CIS and
Western countries. In the CIS, Nataliya
Tishunina actively covers this topic through
the concept of “intertextuality” in the
philosophical and philological context.
Based on the studies of Michael Bakhtin,
Yulia Kristeva and Rolan Barth in the
seventies of the twentieth century, the
following statement was made about the
intertextual nature of any discourse: “Every
text is an intertext; other texts are present
in it in more or less recognizable forms:
texts of the previous culture and texts of
the surrounding culture. Each text is a new
fabric woven from old quotes. Fragments

of cultural codes, formulas, rhythmic
structures, fragments of social idioms, etc.,



all of them are absorbed by the text and
mixed in it, because the language exists
before the text and around it” (Barth, 218).

That is, intertextuality in literature
and culture is associated with the citation
of one art in the new philosophical and
artistic context of another. Here we turn
to Lotman’s concept of “polyglotism” of
culture: “culture is, in principle, polyglotic,
and its texts are always realized in the space
of at least two semiotic systems. The fusion
of word and music, word and gesture in a
single ritual text was noted by academician
Alexander Veselovsky as “primitive
syncretism”. But the idea that, having
parted from the primitive era, culture
begins to create texts of a monolingual
type that strictly implement the laws of any
one genre... raises objections. <...> Being
ciphered by many codes is the law for the
overwhelming majority of cultural texts”
(Kokh, 36).

Thus, we observe “intersemioticity”,
since different semiotic series interact
in a polyartistic work. This is where the
transition to the concept of “media” occurs,
which we, like Western researchers,
understand as a wide information space,
mass media, social networks, etc. But
the philosopher llyia Ilyin offers a broader
interpretation: “This polysemantic term
stands for not only the proper linguistic
means of expression and thoughts and
feelings, but also for any sign systems
in which any message is encoded. From
a semiotic point of view, all of them are
equal means of transmitting information,
whether it is the words of the writer,
color, shadow, or the line of the artist, the
sounds of the musician (and music sheet
as a way of fixing them), the organization
of volumes by the sculptor and architect,
and, finally, the arrangement of the visual
range on the screen; all this in aggregate
represents those media that are organized
according to the own set of rules in each
art form, being a code that is a specific
language of each art. These languages
together form the “big language” of culture

of any particular historical period “ (Ilyin,
8). Thus, “media” are defined as channels
of artistic communication between the
languages of different art forms. This is
the difference between the understanding
and interpretation of the concept of
“intermediality” in Western and post-
Soviet philosophy.

We should understand that this
approach exists not only in pop music.
According to Ekaterina Barvinskaya, “The
concert performance is a type of vocal
performance activity, which is an important
component of the educational process in
the academic vocal class and an indicator
of students’ personal achievements. This
type of activity allows solving important
methodological tasks that contribute
to the formation of the vocal culture of
future performers, developing stage and
acting skills, the ability to “work with
the audience”, the skills of controlling
and correcting voice formation and voice
leading in specific psychophysiological
and acoustic conditions, increases the
motivation of students, develops volitional
powers, and etc. There is also a wide
range of pedagogical tasks to be solved
in the process of applying this form of
work, namely: the formation of voice and
behavioral correction skills, taking into
account the theme of the event and the
audience; encouragement of professional
success through nomination for
participation in competitions; pedagogical
analysis of the quality of vocal-technical
and emotional-artistic performance,
identification of existing problems, and
etc.” (Barvinskaya, 122-132). The more
successfully a pop musician manages
his stage condition, the easier he gets
the desired feeling of creative jump
and inspiration; the faster and easier
the performer adapts to the changing
conditions of the concert, the better
conditions are created for the development
of his individuality and independence. The
effectiveness of musical performance is
possible only if the intellectual, emotional
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and motor aspects of his personality
“work™ in a coordinated and coordinated
manner, where none of the named sides
should suppress the others. The unity of
artistic and technical development implies
an inseparable connection between vocal
technique, acting and stage image, the
meaning of the dramaturgy of a variety
work, where the synthesis of vocals,

stage speech, acting and plastic skills is
manifested. and inspiration; the faster and
easier the performer adapts to the changing
conditions of the concert, the better
conditions are created for the development
of his individuality and independence. The
effectiveness of musical performance is
possible only if the intellectual, emotional
and motor aspects of his personality “work”
in a coordinated and matching manner,
where none of the named aspects should
suppress the others. The unity of artistic
and technical development implies a
continuity of vocal technique, actor’s stage
image, the meaning of the dramaturgy of a
variety work, where the synthesis of vocals,
stage speech, acting and plastic skills are
manifested.

Discussion

Pop culture, by its very nature, is one of
the most democratic types of performing
arts, since the direct contact of the
performer with the public, the relevance
and topicality of themes and plots, the
brevity of speeches, humor, irony and
satire, colorfulness in aggregate create a
special atmosphere of celebration, ease,
a kind of dialogue between artists and the
audience. It originally emerged as the most
democratic art, addressed directly to the
heart of the masses, because it descends
from the folk art, originating on the basis of
folk games and festivals.

The current situation in popular
music indicates that the one-sided
orientation of the coaching of a vocalist is
becoming a thing of the past, giving way
to an orientation towards a wider range of

performing tasks. This is due to the fact
that a specialist is often limited not only

in vocals, but also in acting, choreography
and plasticity, getting lost in a multifaceted
stage activity. As a result, the viewer

loses an interest in the artist not able to
express and realize the musical action in a
plastically interesting and actor’s authentic
way. Meanwhile, art universities, paying
great attention to the vocal coaching of

the future pop vocalist, do not sufficiently
address the problem of students’ acting and
plastic skills. Experience suggests, that it is
impossible to limit students’ knowledge of
technological tasks of a staging and motor
nature, and it is necessary to expand their
artistic and performing genre range. At the
same time, the problem of the plasticity

of the pop vocalist, both from the point of
scientific knowledge and in the educational,
methodological and practical aspect, has
not yet been seriously reflected in literary
sources. Occasionally, we note that the
term “plasticity” in Dahl’s dictionary
means “the art of depicting objects in a
full, round, thick form, by sculpture or
modeling; in relation to painting, and even
to poetry; lively, truly, roundly, convexly...
“, and in the Ozhegov Sergei’s dictionary
it is considered as “the art of rhythmic
movements of the body”.

Vocal pop performance, with all the
variety of forms, represents a whole range
of expressive means in which the plasticity
of the performer plays a rather strong role.
Moreover, plasticity should be understood
not only as an active or tricky movement,
but as an evident-visual side of the action,
up to the style and manner of the vocalist
on stage, even if he does not use a rich
and varied plastic script. Yurii Dmitriev
subtly notes this feature: “The stage needs
not only professional musicians, but also
musicians-artists who can act, live on
stage, as dramatic artists live” (Dmitriev,
56). In any case, it must be borne in mind
that vocals become the subject of art in
the performance of a popular song, and
the plasticity of the artist should only



emphasize its figurative content and artistic
origin.

In general, plastic in a pop-vocal work
appears in two meanings, as follows:

1. Anindependent, functionally
significant factor representing a plastic
interlude or a dance fragment in the
intervals between couplets.

2. Evident-visual component of the
stage action as a plastic analogue of the
musical-figurative content of a vocal song.

Popular performing arts has a number of
examples of how a song turned into a small
performance, in which the plot, dramatic
conflict, character traits were revealed by
means of vocals, acting and stage plasticity,
in terms of their capacity and richness of
the image. An example of intermediality
in Kazakh popular music is the clips of
the groups “Orda”, “917, “KashYou”,
performers Aikyn, Dilnaz Akhmadieva,
Dimash Kudaibergenov, in which the
musical composition is complemented by
a visual plot. Directors and artists work
closely with musicians to create colorful
and emotional videos that help convey the
main idea of the song or complement its
emotional component. Thus, the popular
music of Kazakhstan becomes not just a
sound work, but a full-length aesthetic
experience, where the viewer can immerse
themselves in the world of fusion of various
arts.

Another interesting example of
intermediality in the videos of Kazakh
artists is the inclusion of advertising
elements. Clips are becoming not only
a means of distributing music, but also
an advertising tool for promoting goods
and services. Thus, the popular group
“Irina Kairatovna” in their new 2023 video
“China” collaborated for commercial
purposes with a famous deodorant brand
and after the release of the video the
meaning of the song shifted towards
the product, that is, before the video of
“China™’s work was simply “cool” ”, and
then became “cool” thanks to the use of
deodorant. The dramaturgy of the video and

the acting work of the group members gave
a new interpretation of the song’s test and
meaning.

Belgian electronic musician and DJ
Paul Van Haver, alias Stromae, in his
song and video titled Papaoutai, where a
paronymy, translated as “Daddy, where
are you?” increases the dramatic the effect
precisely due to the plasticity of the body
and acting.

The video for the single was shot in
accordance with the content of the musical
composition. According to the plot,
Stromae-dad and his son live in a small
apartment in an area where children live
exclusively with their fathers. All the sons
have cheerful, plastic and lively parents, in
contrast to the hero played by Stromae: he
looks more like a mannequin, not moving,
with a frozen dead smile on his painted
face. His son suffers and tries in every
possible way to stir up the dad-doll, and
only at the end does he succeed. The video
turned out to be very touching.

Do not omit the emotional component
of the performance and reading of the work.
Lev Mazel distinguishes between works,
where:

a) an expressive effect is achieved with
the help of several or many tools aimed at
the same goal (the principle of multiple and
concentrated impact),

b) one and the same tool serves to
achieve several expressive effects (the
principle of combining functions).

The authors of the article “Emotions
in music and musical performance as
a subjective factor in music education”
(Elena Barashkova, Ludmila Drobysheva-
Razumovskaya, Ludmila Dorfman) in
connection with the importance of the
emotional content of the performed work
write: “In Ultimately, musical emotions
are characterized by duality. They are real
and “fictitious”, involuntary and arbitrary,
individually unique and generalized. In
the process of creating and implementing
an artistic concept and constructing a
corresponding musical work, the creator
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uses the artistic form to express musical
emotions. Their appearance is mediated

by artistic form. Emotions in music should
be distinguished from their perception by
listeners. In some cases they may coincide,
in others they may not coincide, but in both
cases they differ in origin: musical emotions
come from the creator and are associated
with creativity, emotional perception comes
from the listener” (Barashkova, et al, 29-
45).

[t should be borne in mind that the main
object of attention for a popular singer is
vocalism. If he begins to perform music in
active movement, then there is a need for
parallel control, and for this he must have
a highly developed level of vocal-motor
coordination, which means the ability to
combine singing and movement. “The
actor must be able to combine speech
(singing) with the movement of the body
in the same, different and changing
tempo-rhythms in a single stage action”
(Dmitriev, 56). At the same time, such
episodes cause special difficulties for the
performer, when the rhythms of the vocal
part and the movement do not coincide.
Mastering their coordination, and at a
higher level than that of drama artists, is a
necessary condition for a pop singer. Only
then the desired plastic pattern is formed,
which, admittedly, still exists on the stage,
and which is aptly and bitingly referred to as
“two stamps & three slams”. “Success in
mastering this skill depends on how freely
and diversely the nervous processes that
control the interaction of speech (as well as
singing-Zarina Kurmanbayeva.) and body
movement will be carried out.” Therefore,
the difficulties of vocal-motor coordination
often create obstacles in establishing an
organic relationship between plasticity and
the vocal-dramatic line, that is, such an
evident-visual side of the performance that
would most accurately and vividly express
the emotional and effective content of
popular vocal music.

The stage plasticity of a pop vocalist is
formed in the process of special classes,

where the parallel development of voice
and plasticity is possible with the help

of singing technique, which involves the
functioning of the vocal apparatus with

the same degree of freedom, convenience
and ease, as in the process of calm speech,
regardless of movement and phonation,
that is, the technique of singing in a
speech position. Moreover, light, not tense
singing in consonance with acting and
stage plasticity will be possible under the
following factors:

- development of a methodology for
vocal work with singers of popular genres
in the solo singing class, which includes a
special set of vocal training exercises, for
example, breathing exercises, releasing
the vocal apparatus, forming a sense of
resonance when singing, and etc.;

- use mainly systemic and indirect
methods of managing the singing process
with the help of certain muscle efforts;

- to carry out the development of
breathing exercises, including some
motor actions of the arms and legs in an
interconnected process of vocal action;
constantly singing and speaking the song
in a dramatically correct state.

In general, it is necessary to develop a
comprehensive methodology for teaching
vocals, the formation of a plastic and acting
culture, which contains the principles of
achieving freedom and “comfort”; a holistic
and systematic approach to the process
of vocal skills development; emotionally
positive attitude; vocal training exercises
to tune the vocal apparatus for singing in
a speech position, etc., that is, to apply an
intermedial approach to the preparation of
pop artists.

Main provisions

1. Pop culture is associated with mass
culture and is aimed at a wide listening
audience;

2. Popular music is synthesized by
its nature, and its performance requires
mastering and demonstrating elements of
different types of arts - plastic, acting, etc.;



3. Training a popular music performer
also requires the teacher to have a
larger vision and solve a wide range of
performance problems;

4. The emotional component is
an important part of a pop artist’s
performance.

5. The inclusion of physically active
actions (acting and/or choreographic) in
the performance of a song composition
requires great preparedness from the
vocalist, since the ability to combine
singing and movement is a difficult task and
is an indicator of vocal mastery.

6. In the process of preparing a pop
performer, it is necessary to develop new
techniques taking into account dynamic
physical activity, actively developing the
organs involved in singing, as well as
including an emotional component that
makes the plot of the composition live.

So, the significant demand for the
performing arts, its appeal to an audience of
millions imposes a serious responsibility on
the artists. Due to the fact that art is closely
connected with many aspects of our life, it
is affected by changes in almost all areas
of life. These are the increased pace of life
and the speed of information exchange, the
growth of technologies and the possibilities
of their use for terrorism, climate change
and the economic crises that follow one
after another. All of the above affects
culture and art in many ways, ranging
from the emergence of new topics in art
(climate, digital technologies, terrorism)
up to a new look at traditional topics
(everyday life, family values). Therefore,
most of the trends of postmodernism take
on a new meaning in metamodernism. As
the authors write [extract]: “... the story
continues after its hastily announced end”
(Vermeulen, Timotheus, 1-14).

Conclusion

Thus, the issues of development and
education of high-quality performers of
popular music are also becoming topical

in Kazakhstan, as it occupies one of the
leading positions in the national culture,
which is determined by many factors.
Firstly, this is light music that does

not require special training and deep
intelligence from the listener, initially
oriented to the broad mass of listeners/
consumers. Secondly, its development
coincided with the progress of electronic
technology, which in turn led to widespread
use throughout the world due to the
development of audio production. Thirdly,
the growth of interest and demand for
popular music corresponds to changes in
ideology, cultural and moral values, giving
people greater freedom in behavior, as

well as inner freedom, which determined
the growth of creativity. And every year,

in the context of globalization, due to
increased competition, the requirements to
a pop performer are only getting tougher,
which affects the performing level, which

is characterized by incredibly complex
vocal techniques, undoubted artistry,
acting skills, and plasticity. At the same
time, the performer must have amazing
charisma and attractiveness. In connection
with the growing relevance of popular
music in our country, there is a need for

a scientific substantiation of its various
trends, the development of scientific and
methodological foundations for the training
of specialists with the appropriate qualities
and skills. Despite the impressive progress
in this direction, popular music researchers
are striving to study the creative potential in
terms of the problems of vocal performance
that we have noted, where, undoubtedly the
intermedial preparation of a pop performer
is one of the most significant issues.
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3.K. KpraHGBEBa — npoBeaeHne nccnenoBaHms, C60p OAHHbIX 1 MOUCK NUTEpaTypbl,
KpMTMLIECKMVI 7] TEODETMHECKMH aHanus.

3. M. Kacumosa - penakuma Tekcrta, NoAroToBka n ,u,opa60TKa nccnenoBaTeNbCkom
4aCTU TEKCTa.
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3apuna Kypman6aeBa

TewmipGex JKypreHoB aTbiHAArkl Ka3akK YJATTBIK OHEP aKaJeMHSIChI
(Kasakcran, Anmathbr)

3yabtus Kacumoa

Temip6ex JKypreHoB aTblHarbl Ka3ak Y/ITTbIK OHEp aKaleMHsIChl
(Kasakcran, Anmarnbr)

Non-0PbIHAAYLLbICbIH OANbIHOAYOAFbI UHTEPMEOUANAbIbIK, EPEKILENIKTEPI

Anpartna. Makanaga non-opbIHAAYLWbIHbI AAMbIHAAYAAFbl MHTEPMEANANAbINbIKTbIH, HEFi3r QYHKUMSNApbl
KasakcTaHaafbl TaHbIMan My3blKaHbIH AaMYbIHbIH, 3aMaHayM TEHAEHUMANAPbI KOHTEKCTIHAE
KapacTblpbliafbl. OHep CMHTE3iMeH 6aMNaHbICTbl TaHbIMAN M3LEHUETTErT KUHTEPMEANANbINbIKY
VFbIMbI OHbIH, KEHECTIK, peceiik xaHe 6aTtbiC eyponasnbik fbibIMAA KONAAHbITYbI TYPFbICbIHAH
TanaaHagpl. CanbiCTbipManbl 3epTTeynep apkblibl 6yN YFbIMHbIH, 9PTYPAI YATTbIK, M3AEHUETTepAETi
aliblpMaLLbIbIKTAPbI Allblnabl. MaAEHUET KaHe eHep XKOFapbl OKY OpbIHAAPbIHAA MOM-BOKAAUCTTEPAI
[aspnay yOepiciH XeTinaipy MacenecimMeH Tikenen 6ainaHbICTbl XaHe MafeHM ahaHaaHy ASYipiHiH,
TanantapbiHa 6arNaHbICTbl ©3€eKTi 60/1bIN TabbiNATbIH MHTEPMEAMANAbINbIK SAICI SCTPafaNblK 6HEpAETi
oKy b6armapnaManapbiH KanbliNTacTblpyablH, MaHbI3abl 6eniri peTiHae ycbiHbiAFaH. Ocbinaniua, 3cTpaganbik,
M3AEHMETTIH AaMYbIHbIH, XXahaHablK NpPoLecTepi XaFaanbiHaa 6acekere KabineTTi Non-opbIHAAYLIbICHIH
[anblHAAy YWiH 6iniM 6epy 6armapnaMacbiHbiH, Kypamaac 6eniri petiHae nnacTMkanblk eHepre
KaTbICTbl MOHAEPAI €Hri3y KAXET, N aKTepiK webepnik — CTyAEeHTTiH SMOLMOHANAbINbIFbIH AAMbITYMEH
6arnaHbIcTbl 6onybl kepek. Cebebi kasipri Non-opbIHAAYLbICHI BOKA/ MeH xopeorpadus kemerimeH
9pTICTiK Webepnik — penai (Bokanmablk, xopeorpaduanbik, aktepnik) opbiHAAYbl Kepek. COHbIMEH KaTap,
MaTtepuangbl BoKanabl Typae 6epyaiH MaHbI3AblbIFbIH XOKKA WblFapyFa 6onMaiiapl, TeK OpblHAAYLbINBIK,
eHepaiH 6acka TypaepiMeH, COHAAN-aK TEXHUKANbIK 6eiHeney aneMeHTTePi MeH 31eKTPOHAbI
MYy3bIKa/blK TEXHOMOMMANAPLbIH KEMEriMeH BalbITy XaHe TepeHAeTy KaxeT. KapacTblipbliibin OTbipFaH
6yn TepMuH KasakcraHaa, acipece, TaHbIMan My3blka aCNEKTICiHAE i KONAAHbICKA TYCMEreH4iKTeH,
9NEMAIK CypaHbICKA Cav NOM-CaxHa apTiCTepiH AaspnayabiH, aHa dopmanapbiH Taby MacenenepiH
FbIIbIMM TYPFblAA AAMbBITY 4@ MaHbI34bl 60MbIM, TEpPeH, 3epTTeyai KaxeT eTeai. Ocbl MaKcaTTa 3epTTeyaiH,
©HEepPTaHY/IbIK, XXoHEe NefarorMkanblk aaicTepi, SFHU My3bIKasblK-TEOPUSIbIK XXOHE OPbIHAAYLIBIbIK,
Tanaay, COHAAaN-aK TaHbIMan My3blKaHTTapAbl OKbITYAAFbl MHHOBALMANbIK TYPFbIHbI KYPY KQXKETTiAiri
Typanbl naesapabl 6ekitTyne MaHpi3abl MaHi 6ap neagarornkanblk SKCNEPUMEHT KONLAHbINAbI.

Tyiiin ce30ep: HTepMeLManabIK, MON-BOKANAMCT, MOM-My3bIKa, My3blKa, CaxHa, 6iNliM, eHep CUHTEe3I,
non-mysblkagasbl Xxopeorpadus, Non-my3bikagasbl aKTePiK Wwebepnik.

Aaiiekce3 ywiH: 3apvHa, KypMaHbaeBa xaHe 3ynbdus KacumoBsa. «3CTpasa apTiCiH AalblHAAYAAFbI
MHTEepMeamManabinbik epekweniktepi». Central Asian Journal of Art Studies, T. 8, N24, 2023, 209-220 6., DOI:
10.47940/cajas.v8i4.757

Asmopnap KomuazbaHbiH COHFbI HYCKACbIH OKbIN, MAKY/10a0bl #aHe Myddesnep Kalilibliblfbl JOK
eKeHOieiH ManimMoelioi.
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3apuna Kypmanoaesa

Kasaxckasi HalioHasbHast akajieMust uCKyceTB uMenn Temup6eka YKyprenosa
(Anmarbl, Kazaxcran)

3yabhusi Kacumoa

Kaszaxckas HaunoHasnbHas akageMust uekyceTB uMenn TemupOeka JKyprenosa
(Anmatol, Kazaxcran)

YEPTbl UHTEPMEOWAJIbHOCTHU B NOATrOTOBKE MOM-UCNOJIHUTENA

AHHOTaums. B cTaTbe pacCMOTPEHbI OCHOBHbIE DYHKLMM MHTEPMELUANBLHOCTU B MOATOTOBKE MOM-
UCTONTHUTENS B KOHTEKCTE COBPEMEHHbIX TEHAEHUMIA Pa3BUTUS MOMYNSPHON My3bikM B Ka3axcTaHe.
MoHATUE «MHTEPMEAMANBHOCTbY B MOMYNSPHOW KYNbTYPE, KOTOPOE COOTHOCUTCS C CMHTE30M UCKYCCTB,
QHANM3UPYETCS B ACMEKTE €r0 UCMO/Ib30BAHUS B COBETCKOM, POCCUIACKOW M 3amafHOEBPONENCKON HAyKe.
MocpeacTBOM CPaBHUTENBHO-COMOCTABUTENIbHOTO MCCIEA0BAHMS, PACKPbIBAETCS Pa3nyMe AAHHOIO
MOHSATUS B Pa3HbIX HALMOHAMbHbIX KYNbTypax. MHTepMeananbHbli NOAXOA, KOTOPbI HEMOCPEACTBEHHO
CBS13aH C BOMPOCOM COBEPLIEHCTBOBAHMS MPOLLECCA MOAFOTOBKM MOM-BOKANMCTA B BbICLUMX YHEOHbIX
3aBeAEHUSX KYNbTYPbl U UCKYCCTBA U SBASETCS aKTyasibHbIM B CBSA3M C TPEGOBAHMUSAMM IMOXM KYNbTYPHOM
rno6anusaumu, NpeacTaBieH Kak BaxkHas 4acTb B GOPMMUPOBAHUM 0Opa30BaTE/bHbIX NPOrpamMM Mo
MCKYCCTBY 3CTpafbl. TaK, A NOAFOTOBKM MOM-UCMOMHUTENS], KOHKYPEHTOCMOCOOHOMO B KOHTEKCTE
MMPOBbIX MPOLECCOB Pa3BUTUS MOM-KYALTYPbl, HEOOXOAMMO BK/OYATb B KAYECTBE HEOTLEMIEMOM YaCTH
06pa3oBaTeNbHOM NMPOrpamMMbl, AUCLUMIMHBI, CBS3aHHbIE C MIACTUKOM, @ aKTEPCKOE MACTEPCTBO LOKHO
ObITb CBA3aHO C PA3BMTUEM 3MOLIMOHANBLHOCTMU CTYAEHTA. [T0TOMY YTO COBPEMEHHbIM NOMN-UCMOHUTEND
C MOMOLLbI0 BOKaNa v xopeorpadum LOMKEH LEMOHCTPMPOBATL MAaCTEPCTBO apTUCTMU3MA - UCTIONHSTD
(BOKanbHO, xopeorpaduyecku, akTepcku) posb. Mpu 3TOM BaXKHOCTb BOKA/IbHOMO NPENOgHECEHNS
MaTepuana He/b3s UCKYATb, @ HYXKHO ILb 060raTuTb, Yry6uTh C MOMOLLbIO APYrMX BUAOB
CLIEHUYECKMX UCKYCCTB, @ TAKXKE TEXHUYECKMUX BU3YasbHbIX 3/IEMEHTOB U 3IEKTPOHHbIX MY3bIKabHbIX
TexHonoruii. MockonbKy B KaszaxcrtaHe pacCMaTpMBAEMbIN TEPMUH ELLE HE UCMOJb3YeTCs, TeM bonee
B acnekTe MonynsipHOi My3bIK1, HAay4YHas pa3paboTka Npo6aemM Nomcka HOBbIX GOPM NOAFOTOBKM
APTUCTOB NOM-CLEHbI B COOTBETCTBMU C MUPOBbIMM CMPOCAMM, TAKXKE CTAHOBUTCS 3HAUYMMOW U HYXXAAETCS
B yry6/1eHHOM M3yyYeHun. 119 3TOro NpMBIEKAOTCS Kak MCKYCCTBOBEAYECKME, TaK U NMefarornyeckue
MEeTOAbl UCCNeLOBAHMS, TO ECTb MY3bIKa/IbHO-TEOPETUYECKMUIA U UCMONHUTENBCKMUIA aHaNM3, a TakxKe
nefarorMyeckunii SIKCNMEePUMEHT, UMEIOLLMIA BAXKHOE 3HAYEHME A1 YTBEPXKAEHUS MAEN O HEOBXOAMMOCTH
CO3[,aHWS MHHOBALMOHHOIO NMOAX0AA K 06YYEHMIO MOMYNSPHbIX MY3bIKAHTOB.

Knioyeesie cnoea: nHTEpMEAMANbHOCTb, MOM-BOKAJIMCT, MOM-My3blKa, My3blKa, CLEHa, 06pa3oBaHue,
CMHTE3 UCKYCCTB, XOpeorpadus B Nom-My3bike, aKTEPCKOE MaCTepPCTBO B MOM-My3bIKE.

Ana yumupoearus: 3apuHa, Kypmanbaesa 1 3ynbhus Kacumoea. «HepTbl MHTEpMEAMANbHOCTHU B
noAroToBke non-ucnonHutens». Central Asian Journal of Art Studies, 1. 8, N2 4,2023, c. 209-220, DOI:
10.47940/cajas.v8i4.757

Aemopbl npoyumanu u 0006puIu OKOHYAMeNbHbIl 8apuaHm pyKonucu u 3aseiswom ob omcymcmesuu
KOH@IUKMA UuHmepecos.
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Anpartna. Makana skcnpeccuBTi 61 TeopeTuri xaHe aBCTpusnbIK xopeorpad Pynonbd doH J1abaHHbIH,
KO3FanbIC 3epTTeynepi XanblHAA. ATakTbl TEOPETUK KypFaH XXYMEHiH M3Hi, 6aFbiTbl MEH KYPbUIbIMbI,
[epMaHuanaFbl )xaHa 61 >XaHPbIHbIH, AaMybIHA biKMablH 6epreHi Typanbl KapacTblpbliafbl. ABAMHbIH,
KapbIM-KaTbIHACbIH TYCiHY MEH KO3FanacblH TanAayblHbIH, XXaH-KaKTbl Xyieci — «P. JTabaHHbIH, KO3FanbIC
Tanpaybl» gen atanagpl. On TypakTbl ©3apa dpeKeTTeCceTiH TOPT CaHaTTbl KAMTUAbI: AEHEe, KEHICTIK,
MiLliH )X3He KyL (AMHaMMKanbIK KacmeTTep). byn keke Ty/NFaHbIH ©3iH-63i TaHybl MEH 63 60/IMbICBIH
KepceTy GnnocodusAChl afaMHbIH, WbIFaPMaLLbIbIK TYPFblAAH ©3-63iH, 63iHiH, 4apablfblH TOJbIK,
TaHbITYbIHA, COHAAM-aK, CaXHaAa XXaHe eMipAe TMIMAI speKeT )acayblHa X0/ albin, 3gaM MeH aaaMm
TONTapbIHbIH KMMbINAAPbIH beliHeneyre xaHe AaMbITyFa KOMEKTeCeTiH Xyie 60nbin Tabbiaabl. ABTopnap
3KCMpeccuBTi BuAiH KaHap ke3i [epMaHusHbIH 6aneTTaHywWwbinapbiMeH katap bateic Eyponansbik,
Pecerinik 3epTTeywinepniy, eHbeKkTepiH KapacTblpAbl.

Byn Makanaga P.J1TabaH TanaayblHbIH Heri3iH KanayLblCbIHbIH, ©Mipi, i34eHiC NeH LblFapMaLlbi/bIK,
XKONAAPbI, XKYMEHIH, HEri3ri yFbiMAAPbl MEH 3BOJTHOLMSACHI, XXanMbl aAAMHbIH, KUMbIJ, iC-9pEKETiH TYCiHY,
OHbIH, HeNiKTeH TybIHAAWTbIHbI, KEHICTIKMEH Kanan XyMbIC icteyre 60naTbIHAbIFbI AiKbIHAANAAbI.
Pynonbd @oH JlabaHHbIH TeOpUACHI NAACTUKANbIK TiNAI 4aMbITy MeH 6aibITy 9AicCi ascbiHAA MaHbI3A4bl
pen aTkapagbl, ce6ebi 01 apHalbl KEPKEM MITiHAI YMbIMAACTbIPY YPAICI peTiHae ce3imaepai
[leHe KMMbIIAApbl apKblbl KOPCETYAiH TaCiNAEpiH Xacayaa xopeorpad yuwiH i3geHic MaceneciH
e3eKTeHaipeni. MogepHUCTIK 3epTTeyLi peTiHae aTakTbl TeopeTuk Pynonbd JTabaHHbIH FblbiMU
XKYMbICTapbl dNi KyHre feniH 6ykin anemaeri xopeorpadtap MeH fanbiMAAPAbIH, WbIFAPMALLbIbIFbIHAA
KepiHic TabaTblH afaMaapAblH, KOPKeMiK 63 6OIMbIChIH TaHbITY M3CeNeciH 3eliH KOoMbIn 3epTTeyre
6arbiTTanfaH. Ocbianwa, Makanana v canacbliHaarbl TaXipubellinepain, sKCnepuMeHTTepPi MeH
onapablH JTabaH AMCKYPCbIHbIH, Ka3ipri KYHAENiKTi eMipAe OpbiH anyblHa Kanar acep eTeTiHiH 3epTTeyre
Heri3genreH.

TyiiiH ce30ep: xopeorpadus, 3amaHaym 6u, Pynonbd @oH JlabaH, Ko3Fanbic, KOWbINbIM, BHEP, TeaTp,
Xyne.

Aoaiiexce3 ywiH: Ayxanues, Mnb3at xaHe MagnHa AbuwweBsa. «Pynonbd §oH JlabaHHbIH, KO3FanbICTbl
Tanpay afici: Tapuxbl, Teopuscel, epekweniri». Central Asian Journal of Art Studies, 7. 8, N24,2023,221-238
6.,D0I: 10.47940/cajas.v8i4.774.

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

DKcernpeccuBTi OUIIH HeTi3iH
KaJsiayliblchbiHbIH 6ipi — Pynosbd
JlabGaH (Ko3FaJsIbICThl TasI1ay KoHe
JKa3y KYHeCiH »KacaraH TeOPeTHK
peTiHje TaHbIMaJ1 ), OHbIH LISKIPTTEPi
Mb>pu Burman, Ciozanna [lepore,
Kypt Moce, Curypn Jluaep, coHbIMeH
karap, JlabanmeH Tikesiell GalaHbICThI
emec, I'pat [Tannyka, Posanus Xnanek,
Jop Xotiep :kaHe T.6. DKCIPECCHBTI
6u, eH asbiMeH, ['epmManusiian
HacTamachlH aJjjbl, aja MojiepH Oui
amepHKaHIbIK KyOblibic. MU(OJOTHSIIbIK,
MeTaopasiblK, CUMBOJIIBIK KoHE

onebu yrbiMaap/ibl 6acllblIbIKKA a/FaH
MOJIepH OHiHEeH albIpMallIbIIbIFbI,
9KCIIPECCUBTI O CyObeKTIre, A9CTypJli
emec, 1epeKci3 Ko3rasblC CTHIIbIEPiHE,
MppauroHaJIbIIBIKKA OeT OypFaH 61
YKaHPBI.

«['epmanusiiarsl MoJiepH OUiHIH
nawina 60J1ybl MEH TaHbIybIHA, FbIJIBIMH
3epTTeysep MeH eHOeKTep/liH, »KacaJyblHa
bIKMaJ1 €TKeH OU OHepiHiH KapKbIH OKiJiIepi
— Mbspu Burman xxane Pynosbd don
JlabanHbiH eHberi 30p. Exi kafipatkep e ap
TypJii 6aFbITTa 2KYPill, 9PTYPJi MakcaTTap/ibl
KO3/IereHiHe KapamacTaH, MOAePH OHiHiH
JlaMybl MeH KaJlbllITacyblHa KOCKaH yJecTepi
eqen6eiTiHin kopceTTi...» (I'penna 2).

Jlaban KoaraJibic Tajaaybl — OyJ
aJIAMHbIH KO3FaJlbIChl MEH KapbIM-
KATbIHACBIH TYCiHY/iH ’KaH-KaKTbl
»Ky#eci. OJ1 TYpakThl ©3apa apeKeTTeceTiH
TOPT CaHaTThl KAMTH/IbL: €HE, MillliH,
KeHiCTiK 2koHe Kyll. Xopeorpad araMHbIH,
caHacbIH/1a 60J1aThIH »KaHe JieHe GiTiMiHe
eHeTiH »KahaHJbIK e3repicTep/ii aHbIKTayra
ThIPbICKAH.

«JlabaHn, conbiMeH Kartap, «Jlaban
KO3FaJlblC Tajlaybl» JIeN aTajaThbiH
aJIAMHBIH KO3FaJIbIChIH TaJAay/IbIH KellleH/1i
)KyHeciH »kacaymeH TaHbiMasl. KosrasbicThl
tasnnay (LMA), o1 anaMHbIH KO3FaJlbIChIH
cUnaTTay/blH, OeiHeeyIiH, TYCIHIpYyIiH
JKOHE Ky?KaTTay/lblH €H Heri3ri 9[licTepiHiH,
6ipi peTinje KbiaMeT eTesli» (Salazar Sutil

10).

daictep

3amaHayu 61 3BOJIIOIMS OapbIChIHAA
OipHelle peT esrepicke yLIblparn, ap

TYpJli IeHe KCTIePUMEHTTEP »KUbIHTBIFbIH
OipikTipai — OyJ1 3amaHayu OUiH,
ToxKipuOesiK 6a3achiH Kypajibl. Xopeorpad
Pynonbd o Jlaban XX racbipjibiH, G4
dJIEMiHE 30D »KAHALIBIILIK JIbITT KeJI.
MakaJia aBTopasiapeiMeH Xopeorpadusi
OHEepiHEe €HIeH bIKNaJbl 63repicTepi
3epTTey OapbIChiHAA IBOMIOUMSIBIK TAPUXH
9JliC TYPFbICbIHAH TaJIAay »KYPrisiJiai.
ATaKThbl TEOPETHKTIH KO3FAJIbIC TasIaybIHbIH
MOHiH allly MaKCaTbIHAA MaKaJsa KeJseci
TEOPHUSINIBIK 3€PTTEY dliCTEPi KOJIAAHBIIbIL:
6uorpausibiK d/1ic, KOMNAapaTHBUCTTIK
anic. Ochl olicTepi KoJaHa OThIPbIT,
«Jlabanorauus» Hemece «JlabaHHbIH
KUHeTorpagusichl» — alaMHbIH KO3FaJbIChIH
JKA3yra xKoHe TaJijlayra apHajran 6edrisiep
XKy#eci 3eprresni. Bya Pynosbg JlaGanHbig
eHOeriHeH aJiblHFaH, OHbI CUIIAaTTaFaH

Ouu XaTuuHcoH ['acT oHe Gackanap.
[Tnactukanbik TintiH 6enrinepid 3epTTeyii,
KOMIapaTHBHUCTIK TACii XopeorpadThiH,
MJIaCTHKAHbBIH 6aChiM (hYHKIIUSIChIHA

»KoHe KO3raJiblCThIH a1 depeHtnapl
KATbIHACBIH aHbIKTay/a KaxKeT. TeopeTuKTiH
XX racblpaarbl xopeorpadus TapuxbiHia
OYTiHri KyHre AeiiH OesiceH/i JaMblIl KeJie
JKaTKaH TeHIEHLHSHbI KAJIbIITACThIPFaH
«epKiH Ou» HarbIThl Oipael MaHbI3bI.

OHbl 2xkacayiblIap/ibIH KaJTbl KO3Kapachl
KJ1aCCHKaJbIK 2KoHe pehopMasiaHraH
OaJjieTke 6aJsiama O0Jibl, 0J1 KaJbIITaCKaH
NJIaCTHKaHbl 60CaThIN, KO3FaJIbIC MAa3MYHBI,
OeJirici MeH JIeHeHiH SMOLIMOHAJ/IbI
TOJILIKTBIFBIHAH 0ac TapTy MaKCaTbIH/1A
60J11bl 2KOHE 0J1 OM/bI allly MaKCaTbIHAA
CaJIbICTbIpMaJlbl TAJIAY 2KYPri3iJii.
CeMMOTHKAJBIK TasIay TYPFbIChIHAH
Pynonbg ®on JlabauubiH 3epTTesreH
JKYMbBICTAPBI [JIACTUKAJIBIK KOPKEMiJIIr MeH
MOHEPJIIrH KAJIbINTACTBIPYIAFbl ICHEHIH,
KEHICTIKTiH, KO3FaJIbICTbIH peJliHe Hazap
aynapazbl, OyJ1 e3 Keserinje Ko3FaJbICThIH
JKEKe KOPIHICiHiH MAHbI3IbLIbIFbIH MYKHSIT
Kapayra MmaxxOyp etesi. Kasipri tania



P. JIaGanubIH 3epTTey eHOEKTEPi OKY
OarnapJsiamaJsiapblHia, MeIMIIMHA CcalachbiHa
03iHiH xKemicTepiH Oepyne. Makasna
TaKbIPbIObI OOMBIHIIA FBIJILIMH YKOHE OKY-
dJlicTeMeliK o/1IeOUeTTep/li 3ePTTeY KaHE
TaJsnay, 6i1iM opaasapbinia 3amaHayu 6u
NopicTepin 6aKbliay, XopeorpapusiibiK
KOMITO3ULIUAJIAP/bIH HETi3 Hiesicbl MeH
Ma3MyYHbIH aHbIKTay 3epTTeYJIepi XKyprisiJii.
21.10.2022 xyni TemipGek JKyprenos
aTtbinnarbl KasYOA-cbl MmeH Peceii Teatp
OHepi MHCTUTYTbIHbIH YHbIMIACTbIPYbIMEH
oTKi3ijireH XaJblKapaJsblK FblJIbIMU-
MpaKTHKaJIbIK KOH(epeHIUsIChIHA
['yamupa xone I'yonap 'a66acoBanap
«3amaHayu OM Mearorukachl,
opbIHAayLbl», « BaneTmelicTepsiik eHep»
6isim 6epy Garnapaamanapbitaa P.
JlaGaHHbBIH 3epTTeyIepiH dllicTeMe peTinje
KOJIIAHATBIHbI 2KalJibl aTar 6TKeH »KoHe
NPAKTHKAJIBbIK TYPFbIA YChIHbI.

Mikipranac

XX racblpaarbl KO3raJsblCTap/bl Tajniay
JKYHeCiH TYHFbILI aTaKThl 6Ullli, Xopeorpad,
OKBITY1IBI, TeopeTHK Pynonbd don Jlaban
Kypabl. OJ1 3amaHayu OMLiH KenTereH
VJIbl MaUTaJIMaHIAPbIHbIH, TOJiMIepi
6oqbl. P. JTaban 3amanayu »koHe xaJiblK
OWiH, COHJIAal-aK, KYHICJiKTi eMip/eri ae
KO3FaJlbiC yaepicTepin 3eprrere. byrin
OHBIH OMipi MeH LIblFapMAaLbL/IbIFbIH
TaJljlaraH 3epTTeyllijiep KaTapblHa:
Banbrep 3aiidepr, Ofiren unepuxc,
Jluzenb @poitng, Jlnza Ynomann, @pan
JleBu, Mapk dBanc, Tatbsina CosiomkuHa,
Mapuna Maryuikuna, Oxkcana Bopo6besa,
Kcenusi [lémuna, FOpuii Ycaues, A. Byraes,
Banum Makcumos, duana lyiabi, Butanui
Murun, Banum Hukutus, »xone 1. 6. 6ap.
Epkin 6unin naidna 6osybl MeH
KaJiblnTacybl XX FacblipiblH GipiHLii
JKAPThICBIHAAFbI HETi3r KOPKeMIIiK
OarbiTTapbiH, 6ipi — MoHepPJIIIIK asiChbiHia
)ypeni. Befimap pecny6ikacbinbii (1919-
1933 »oK. 'epmanusiHbIH ataybl ) Ke3eHiHe
epkin 61 3KCrpeccuoHn3Mine 60CTaHIbIK
MOLUSAIAPDI bIKNAJ eTir, 6uje o3

KepiHiciH TanTbl. by ofira kearen
Teatpranyiibl MBonna Xapar (M. Xapar
2008, 505).

P. Jla6anubix JIoHaOHAAFBI KO3FAJIbIC
»KoHe OU opTasbIFbIHBIH NIPodeccopbl
Basnepu [Ipecron-lanson, JlabaHHbIH
HIbIFAPMaLIbI/IbIFbIHA SKCITPECCHOHU3MMEH
OaillaHbICThI dJIEMJIIK OHEP/IiH KOpiHiCiH
kepeni (69). Jlaban XX racbipabix
6acblHaa Benana Geitnesiey eHepinzeri
yKcac esrepicrepre Kya 6oJbl: ['ycras
Kaumr, Ockap Kokotika, Irou [luene;
[Tapukne 6y [Tosb Cesann, Anpu Maruce,
»Kac [Ta6sio [Tukacco 6ombl. Bacumnuii
Kanmunckuit men Mionxeneri « Kok
ma6anno3» (« CHHUE BCAJIHUK» ) TOOBI
yLIiH OyJ1 OpTpeTTeH, neksaxkaan 6ac
TapTy Typinze 6oJibl; 0J1ap/blH OPHbIHA
aJlaM PYXbIHbIH, ©3iH-631 KepceTyre 1ereH
{lLIKi KayKeTTiJlirineH 1abbITTaHFaH 6pPHEK
KypaJibl, Tyci MeH hopmachl 60JIIbI.
3amanayu tapuxiusl Aun Cyke Jla6an
WJIesIChIH TYKbIpbiMiaraH (361 ). Xopeorpad
aJlaMHbIH caHachIHIA O0JIAThIH XKOHE JleHe
6iTimine eHeTiH »kahaH/bIK e3repicTepai
aHbIKTayra Thipblicajbl. OHbIH MiKipiHile,
Kazipri emMipJiiH AMCKpeTTifir (y3ik-yaik
OeJILIeKTeHy — 9KCIPECCHOHUCTEPIH
Herisri epexkesiepinin 6ipi) ToxkipubeHi,
COHBbIH, ilLIiH/IE, 1eHe NeHIeHiHe urepyre
MYMKiHLiK Oepmerini. Kasipri saman
a[laMbIHbIH €CTe CaKTayra, oCepi CiHipyre
YaKbIThl 2KOK, COH/IBIKTaH TYTACTbIK,
6y3blnanpl. Cosait 6os1a Typa, ToxKipubeHi
(bUsHKaJIbIK JIeHreiie KaOblaarn, yipeHreH
YPHAaKTbIH, 2Kajibl OeJICeHipine/i.

«JlabGaHHbIH eHOeKTepi opTicTiH Oip
COTTIK ilIKi KyHiHiH KepiHici peTiHae
39CTETUKAJIbIK OUMeH OostiMaran
KO3FaJibicKa HerizzieJii. IKCIpPecCHOHUCTIK
OMLLI SMOLMOHAJIbI LUBIHFA KETKEH COTIiHJIE,
oJ1 6ynan Obliai iluKi JyHUeciHaeri KailHan
»KaTKaH ce3iMiH ToKTaTa ajMai, OHbl
CbIpTKa wWblFapazbl. CaxHa KeHinkepiix
CcyObeKTHUBTI KYHiH KopceTesi»
(CosomkuHa 1).

buii, 6aneTmeiictep, OKbITYLIbI XKoHe
61 TeopeTHri peTiHje TaHbiMag XX F.
3aMaHayu OWiHiH MalTaJMaHbl
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Pynonbg don Jlaban (b Teri —
Bapasbsiir) 1879 x. eaTokcaHbIHHBIH, 15
Kyaabisbinaa CioBakusiibi, bpatucnasa
KaJlacblHia eMipre KeJi. Okeci ackepH
azam OosiraHabikTal, JlabaH »kacraibiHaH
Tasty Lbirbic nen Coarycrik AMepukara
»KHi canapra wiblrein otbiprad. Ce6ebi,
OHBbIH, 9KEeCiHiH KbI3MET OPHbI »KHi 63repir
otbiprat. Ocbl ic-canapsap OHbIH, LIBIFbIC
JKOHE CJIABSIH MOJIEHUETIH 3epTTerl,
YHinyiHe yJkeH ce6en 6oJipl. Op TypJi
caJIT JIpCTypJiep, MAJICHHET, OHep, XaJlblK
ousiepimen Tanbicybl P. JTaGanubiH 3epTTey
YKYMBICBIHBIH, HeTi3i 6osibl. O 1900

K. [Tapuxk Kanacsina 6apbirn, 1907 x.
JieHiH OeliHeJiey eHepi MeKTeOiHe ToJliM
aJiibl. MekrenTe oKy 6apbICbiHia 0J1

61, Ipama »KeHe IM3akH casajlapbiHa J1a
Y/JIKEH KbI3bIFYLIBIIBIK TAHBITKAH. «ATTH/IA
ne Bapaspka» sakan atbiMeH « My.JieH
Pyxx» aTThl KabapeciHjie oHep KOPCETKEH,
COHBIMEH Karap, CoJ1 Ke3/Ieri aTakThl orepa
TeaTpJlapbIHbIH OaJseT TpynnaJjapblHia
KbI3MET iCTereH.

Pynoabd don Jlabanuwi [Tapuxkneri
OiniM any Ke3eHi »kac OUIIIiHIH
FYMbIPbIHIAFbl OKMFaJiapra ToJibl O0JIbl,
ce6e0i 1aJ1 CoJl CaTTE 0J1 KO3FaJIbICKa
KaTbICTbl PACiMEP MEH J9CTYpJIepai
3epTTeil 6acTajbl, COHbIMEH Kartap,

Ou »KazbaJsiapbIH Kacar, Taxipubesaep
yHBIMIACTBIPFaH.

P. Jla6an 1910 xbiibl [epmanns
KaJlaJlapblHAA «ePKiH OW» MEKTeNTepiH
KypyblHa Kafgamaap kacajpl. Cos
Kesziepae oran Mapu Burman Kocbuiblr,
KellinHeH oJ1 1a XX racbIpjibiH YJibl 61
HOBaTOpJIapblIHbIH OipiHe ailHaJsa/bl.

Exi xopeorpad 6ip-6ipiHeH Kom HapceHi
YUpeHi 2koHe OyJ1 0/1ap/blH y3aK JKoHe
JKEMICTi BIHTBIMAKTaCThIFbIHBIH, OacTamMachl
6oq11bl. Kellinipek o Hiopu6epr, Lijopux,
["amOypr Kasnanapbinaarbl JIabaHHbIH 61
MeKTenTepiHiH xeTeKiici 6oJyibl. Bipintii
JlYHHE2KY31/1iK COFbIChI Ke3iH/le TEOPETHK
P. Jla6an [Isefinapusina Mamkope
KOJIiHiH 2KaracblHiarel AcKoHa MeKeHiHjie
otkeH «Lago Maggiore» chectuBasinin
JKeTeKllici KbidaMeTiH aTkapran. as con

q)eCTHBaJIbmH OTKi3isyi OapbICbIHIA OFaH
COJI Ke3/IiH TeHACHUHUSChIHA HYCKAyJIaHFaH
Ke3 KeJITeH aJlaMFa KoJ1 »KeTiM/li O0J1aThIH
TaOurK OU uiesichl KesreH. Kepemet oiijibiH,
naria 60/ FaHbIHbIH apKACBIHA 0J1 KeHICTIiK
neH yiJeciMaiiK Hblcanaapbl O0MbIHIIA
3epTTey XKyMbIcTapbiHa Kipicedi. Ockl
uaessap/pl icke acoipy yuin P. JIa6an
TeaTp Kypblll, OFAH FUMAPAT CaJly LlIeLliMiH
KaObL1Iaiapl. ©3 MakcaTblHa XKeTill,
TeaTPbIHbIH KyPbIbIChIH COTTI asiKTaraH,
aJjlaiijia Ker ysama# TeaTp FuMapaThbl

COFBIC caJiIapbiHaH KOUbIIFaH. ATaKThI
TEOPETHK OKIIeJIi Ce3IMMeH aJlFa KOHUFaH
Makcar, »KocrapJiapblH yKy3ere acbipy ylliH
AckoHanan ketin, MionxeHeri 6apJibIK
»KyMblcTapblHaH 6ac TapToin, Lljopuxke
Kolllej Jie, 03iHiH, 61 MeKTeOiHiH, eciriH
OinimaJgyllbiapra alkapa atajpl.

P. JTaban yuiin corbic caniapbl 03iHiH
KO3JlereH MaKcaTTapbiHa KeTy, siFHH OUJIiH
TaOUFaThbl MEH KEHICTIK YHJecimi TypaJibl
3epTTeY XKYMBICTAPbIH KYPridyre Keaepri
6osran emec. Og1 1920 xKblibl Mionxen
meH BeHna kananapbinua 6ipre KbiameT
eTKEH 03iMeH MiKipJec, Ko3Kapacrapbl
yKcac ajamaap/bl e3ine TapTthl. bipHele
JKBIIAP 6Te KeJie YHUBIM XaJIbIKapaJlblK
6u TpynmachiH Kypapl — «Tanzbuehne
Laban» («JlaGan Teatpbi», 6acka
ataynap — «LLIbIHalbl KHMBLJI TeaTpbl»,
«DKCNpeccuBTi OU TeaTpbl» ).

Xopeorpadus canacbiHbIH T€OPETHTI
OU OHEPiHiH peJli MeH dJieyMeTTeri
OPHBIH 2KaHAAHJBIPYFa YMTbLIbL. P.
JlaGaH yakpIT oTe KeJjie KaJblTackaHl
JOCTYpJli OUMepieH, KaFuaaaapra cai
My3bIKaJIbIK CyHeMeJIIeY/IeH, TaKbIPhINTap
MEH CIoXKeTTep/ieH Oac TapTKaH.

Bunin sxkcrnpeccuBTiirid ieHe emec,
KeHICTiK 6epeTiH/IiriH aHbIKTar, »KaHa
FbIJIBIMHU 2KyMbICTap ka3raH. TeopeTuk
JKaTTasFaH, SFHU aJUlbiH aJa JadblHAaIFaH
OM KUMBLJIIapbIHAH TayeJICi3 IeHe 63
bIPFAKTAPbIH i3/1€11, KEHiCTiKTi TOJIbIFbIMEH
KaMTybl Kepek JiereH ofira KeareH. OHbIH
OMbIHILIA, UMIIPOBU3ALIUS APKbLIIbl /1AM
JleHeci 031 KO3FaJslybl KaXKeT.

Peceiinik 6anerranyisl Mapuna
MartyiikuHa e3iHiH «bu uMnpoBU3aUusichI:



XX racoipapit, 6acbinaa. Hbiry Teri koHe
namy Tapuxbl» (2014) atThl enberinfe:
«Epkin 6uaiH Herisri TeopeTHKTEpi
MeH npakTukTepinin 6ipi — Pynoabd
tdou Jlaban. O GuaiH KaHa GarbITbIH
3epTTey OapbIChbIHbIIA KUHAKTAJIFAH
ToxKipuOeciH KOPLITBIHABLIAN KeJie —
KEHICTIKTiH, YaKbITTbIH, KYLL T€H aFblHHbIH,
napaMmeTpJiepit nakganaty apKbuibl
KO3FaJIbICThIH, IMHAMHUKAJIBIK acleKTijepin
CHIMATTaHTbIH, COHNIAl -aK, KO3FaJ/1aThlH
JleHeHiH 63iH KoplllaraH KnHecdepara
KaTbICThbl KAPACThIPAThIH KO3FaJbIC-
aHaJIMTHKAJIBbIK 2KyHeHi Kypabl. Ou
03iHiH 61 MeKTeOiHe UMIPOBU3ALIUAMEH
ToxipuOe xKacazpl. bipak 6opineH OypblH
0J1 UMITPOBH3ALMS KypaJslapblH Kapanaibim
KO3FaJsiblcTap MeH KOMOUHALIUsI1ap/iblH
HYCKaJIapbIH JalbIHAAyFa MYMKIHIIK OepeTiH
OKbITY 9Jlici peTinjie 1aMbITThI» (2).
1919—1923 xek. Pynoabd Jlaban
Eyponanbin 6acka a ipi kasanapblinja,
mblcasibl Benana, Pumne, [1parana xone
[amOyprre o3iHiH 6M MeKTeNnTepiHiH Heri3iH
KaJazpl. bap/bik mexrenTtepuin Gip aray.Jibl
6osnpl — «Jlaban MekTeGi». ATakThl
KO3FaJIbICThI TAJIAY 2KYHECiHiH, Heri3iH
KaJiayLbl OipieH OapJiblK MEKTENTePiH
fackapa aJmaraHIbIKTaH, OiJ1iM opasapblH
y3aiK wakiptrepi 6ackapapl. Oa 1920 x.
«Buinep anemi» («The dancer’s World»)
aTThl a/JIFALIKbl KiTaObIH »KapUsiIabl.
Keiiin P. JIaban e3i apmannaran
KO3Fa/JIMaJibl XOpJiap Kypy OFbIH XKy3ere
acbipibl. «[Ipometeit» xoHe «Payer»
CreKTaKJ/bAepi caxHasaH/pl, My3blKaJblK
cylemeJiieyMeH »KoHe CyHesmelieycis
Jie OM KOUBIIBIMIAPDI 2KacaJlaHIbl
(«ArameMHOHHBIH 6J1iMi» (1924), «Tutan»
(1927), «Tyn» (1927)). ConbimeH KaTap,
OM KJ1aCCHKaJIbIK My3blKacbiHa KOHbIIbIMIAP
(«on JKyan», 1925) :xacanbl. 1926 x.
TeopeTHK 63 OisliMiMeH 6acka MaMaHIapMeH
HeJlicy MakcaTbIMEH, JI9Pic OKY iCiH KoJiFa
annpbl. Anratikel gapicrepi AKIL-Ta (Hblo-
I;IopK, Jloc- AHmKeec) yibIMIACTbIPBIJIIbL.
1926 :x. oJ1 ©3iHiH X0peorpadus canacbiHa
6isim Gepetin oppaceid Biopubyprren
Bepaunre ayvicteipran. Pynonbgp ®on

Jlaban 1927 k. TYHFBIII TOyeJICi3 onaK
KYpJibl, OHJIa OWbIMeH OeJicy, Ginim 6epy,
JIOPIC 2KYPri3y 2KoHe KOPKEMIIIK MaceJsiesep
TaJIKblIaHFaH, Xopeorpadus casachblHIAFbl
aBTOPJIbIK KYKbIKKA KaThICTbI MaceJjiesiep
Ketepisren. An 1928 k. o1 o1 03iHiH
«Schrifttanz» Kosrasbic a3y xKyiecin
Kapusiarat. Asjibiven xxyiiere «JlabanHbi
Kunerorpadusico» (Kinetography) nen
aray OepreH, keliin «JlabaHorauus»
(Labanotation) nen atannpl. Pecefinik
H6aserranyuibiap Okcana BopoGbeBa men
Kcenus [Iémuna «Pecetineri 3amaHayu

6u>» atThl enberinge 1930-11bl xkblIAAPIAA
['epmanusinarsl 3amanayu Ou ajraii pet
HaJsieT TeaTpJapbiHbIH, PECMH pernepTyapbiHa
eHrigisireni MeH Pynosbd don JlabaHHbIH
oykia Eyponanarb 1akipTTepi 031epiHiH,
TpymnnaJjapbl MEH MEKTeNTePiH KypraHbl
»KalJIbl aTan eTkeH (2).

«bu Teoperturi 63 TeopUsCHIH
JambITy yiliH Exkenri YHIiCTaHHBIH,
HeOMNJIaTOHUKTEP/LiH XKoHe
nudaropsbiKTapjbiH GUI0COPUSIIBIK
JKOHE 9CTeTHKAJBIK iiMIepiHe OeT Oypabl.
OHBbIH 3epTTEY AKYMbICBIHBIH HOTHKEC]
TeopusiaibiK eHOek — «Kunemarorpadusi»
6omnibl (1928)» (Ycaués, byraes 2). bya
eHOEKTe V/ITTBIK, CTH/IbIK KoHE XKaHpJiapra
opTak 61 KO3FaJiblCTapbIHbIH, 2KaJbl
cUnaTTaMaJsapbl JKHHaKTaJbI, oMbeban
KUMBLJIIAp »KyHeCiH YChIH/bI.

«bu cesnen ThiC oliap MeH ce3dimaepi
KUMbBIJI aPKbLJIbI 2KETKi3yre MyMKiH/IK
6epeni. [lereHMeH, KopKkeM MoJIEHHETTIH,
JlamybIMeH OUJIiH CEMUOTUKAJbIK KEHICTiri
yaraniel. Teopetuk Pynoabd ®on Jlaban
TaxKiprbeciHae KOUbUIBIMbIH d/1IcOUeTIeH
OalIaHbICTbIPbIT, XOP 6JIEHJIEPiHiH,
cyriemeJsiieyimeH caxHanaibl. Enui O Tex
caxHa/la Hemece CTy/IUsi1a KOHbLITY KaFUaachl
JKOK; OU Ke3 KeJireH KeHiCTiKTe KypaJa
ananpi» (Mizko 3).

Teoperuk Jlaban Tek kaciGu
oullisiepiMmeH KatTap eHOeK oJlaKTapbl MeH
KOFaM/IbIK YHbIMJIADMEH JI€ ThIFbI3 KYMbIC
icreni. O 03iHiH 2KapUsJIaHBIMAAPbIHIA
JKEKe yKoHe TONThIK KO3FaJlbICTa
epkinaikti Kosparan. O «Kosrasbic xopbl»
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JIeTT aTa1aThlH OipJIeCKeH KOUBLIBIM TYypiH
»Kacajibl. Koarasibic XOpbiHbIH, €H, YJIKeH
KOWBIILIMbIHA OH MbIH, OPbIHAYLIbI, OHbIH
itinae exi MbIH 6ec Ky3i Kaciou OuLinepi
oHep kopceTTi. 1929 xbiabl Benara
[epMaHUSIHBIH TYKMip-TYKMipiHEH XKUHAJFAH
opbiHaayiibliap «Festzug der Gewerbe»
ATThbl 6HEP MEH KOJIOHEP/IiH MEPEKeJiK
LiepyiHe Je KeJireH.

«JlaGaHHBIH Teopusiiapbl MeH iimaepi
Optanbik Eyponana yiken acep erti. OHbIH
KO3FaJibICTarbl popMaJsiap/ipl Tasnaaybl
«XOpeBTHKA» JIeN aTajiajibl, alaMHbIH,
GapJiblK KO3raJsiblcTapbiHa KOJIaHy YiliH
)Kacajran «JlabaHoTalusi» CHSIKThI
FBIJIBIMHU KyHe 60J171bl. ATaMHBIH KopliaraH
KEHiCTiKKe KaTblHACblHA CYHeHe OThIPbI,
xopeorpadust KypjieJi reoMeTpUsJIbIK
(urypasiapra Heriszie/ireH KO3rasblCTbIH
OH €Ki Heri3ri 6arbiTbiH aHbIKTaIbl. OHBIH
«DYKUHETHKA» JIeT aTtajaThlH Tarbl 6ip
TEOPUSJIBIK JKyHeci OUILTHIH AMHAMUKAJIBIK,
JKOHE MaHEPJi KUMBLIAAP/bl OacKapybIH
KYLLEHTY YLLiH 2KacaJiFaH>»

(«Britannica» 1).

Anonbd [mtnep 6unik 6acbiHa
KeJIPeHHEH KeHiH aTaKThl TEOPETHKTIH
iJ1iMi MEH FbJIBIMH-3€PTTEY KYMbICTAPbI
OapJibIK 2KarblHAH KbICbIM Kepe OacTajbl.
Pynonbd doun Jlaban 1936 x. Gykija OypbiH-
CoH/Ibl OosMaraH ['epmMaHusia allblK acnat
asiChIH/A KOUBIJBIMBIH YABIMAACTBIPHIIT,
oJ1 6ykin ['epmanus eninin 6ipHelile
KaJsiajapbinaa 6ip coTTe OTKi3iNyi Kepek ef.
Anaiia 6y yilbIMAACTBIPbIIFAH MOJICHH
wapa Yurinuii Peiix kauiyiepi Hosed
[e66esbCTiH AalbIHABIFBIHBIH, OipiHe Keir,
THIABIM CaJTybl HOTHXKECiIHIE iCKe acrnajibl.
Ko#ibl/IbIMHBIH caxHaIaHybIHA ThIHbIM
cagy ce6ebi — «['epmanusiia HalUCTIK
caJiemiecy 6ouibin TabblIaTLIH Gip FaHa
KHMBLJIZIbIH O0JTybl KePEKTiri» xKapHsilaHFaH
eni. by wetim, apune, JlabaHHbIH TO3iMiH
TAYbICHII, COHFbI cabarblH OTKi3yi MEH
['epmaHusiiarbl 2KyMbICBIH asikTay TypaJibl
uielimMm KabbliaHybiHa ceben OOoJIbl.
Xopeorpad [Tapuxkre kewin, CopGonna
YHUBEPCHTETIH/E 19PiC OKbLLbI.

«JlabGan 61 KO3FaJsibIChl My3blKara
Heri3/le/IreH KoHe dyeHre coilkec KeJei

JIeTeH »KaJTbl YFbIMHAH Oac TapTajibl.
MafiTa/MaHHbIH OHbIHILA KO3FaJlbIC
Taburatbl yiliecimai emec. Jlaybic
JIbIOBICTApFa biAbIpaca, 61 Tayesici3
KO3FaJIblCTapFa blAbIpanbl»
(Makcumos 82).

Bipuiama yakpiTTan Keilin Tanuaybl
Anrnusira tycin, JlabaH e3iHiH TeopHUsICbIH
NPAKTUKAJBIK TYPFbLIA KOJIAHY ©3€KTiJIiri
apThI, iCKe achIpy KYMbICTapbl OacTaJbl.
Onepkacinui @. JloypeHe nen atTakrbl
TeopeTuk P. JIaban GipsieckeH aBTopJsap
peTiHle «KYLI-Kirep» TY>KbIpbIMAAMaChIH
33ipJiey »KoHe OHbI KoJ1IaHy OGapblChIH/A
oJlap 3aybITTapiarbl anlamiap/blH,
KO3FaJlblC JMHAMHKACHI TypaJibl ipreJii,
ayKbIMJIbl 3epTTeYJIep MeH TaxKipuoesep
»xypriaui. Keitin JTabanHbIH xKaHa
KbI3bIFYLUBLIBIFbIHbIH, 0ACTbl OAFbIThIHbIH,
6ipi 6ananapibiH AeHe TopOre MeH 1aMy
JKyHeciHeri KypaJs peTiHae KOJAaHbIIbI.
OmnbIH ochl GarbITTarbl cepikreci JInsa
YJbMaH opta MeKTen oKy 6ariapJsamachiia
KeHiHeH KOJIIaHbJIaThbIH XKoHE JleHe
HIBIHBIKTBIPY cabaKTapbiHbIH, OajamMachl
6oJaTbiH «3amanayu Gijim 6epy 6ui»
(«CoBpeMeHHbIH 06pa3oBaTebHbIH
TaHel» ) OKy Oaraap/iaMachbiH YCbIH/bI.
OHBbIH 3epTTEY AKYMbICTAPbIHBIH
6acTbl 6AFbIThl KO3FAJIbIC YAEPiCiHiH
(bU3HOMOTHSAJIBIK acrieKTiciHe GarbITTaIFaH
6osatbiH. COHbIMEH KOCa, KO3FaJlbIC 6Hepi
MeH OU TapuXxbl 2KakJIbl I9picTep OKbIFaH.
1958 k. atirini 61 asieminaeri TeopeTHk
Pynonbd ®@on Jlaban Anrsns eninje
MOHTIJIIKKE KO3 KYMbI.

HaTtuxenep

Huana [lynbl e3iHin « 3amaHnayu
Ouinneri 6uai oilsian Tady dfiici peTiHae
MMITPOBU3ALUSHBIH Nakaa 00Jybl MeH
JaMybl: MaJICHH KoHe dJlicCHaMaJIbIK
acnektisiep» (2021) arThl 3epTTey
»KymbicbiHaa Pynosbd don JlaGanHbiH,
aJ1aM JICHECiHIH KO3FaJIbICbIH XKiKTeyre
ThIPbICKAHbI 2KOHE 0J1ap/blH apameTpJepi
MEH cHUnaTTamanapbl apachbIHAAFbl
JIOTHKAJIBIK PETTIJIKTI OPHATKAHBI



»Katuiel xkagran (110). Og kenecinerinei
aCIeKTiJIepli KapacTbIPAb:

1. Kosra/abICTbIH, KEHiCTIKTIK
napameTpJiepi (KO3FaJsibiC OPHbIH
CUMAaTTaWTbIH KO3FaJsbIC OOJYbIHBIH KeHOip
aJlIbIH-aJ1a aHbIKTaJybIH KaJbIITACTbIPaThIH
HaKThl KEHICTIKTIK 11eHOepJep);

2. KosranbicThl 2Ky3ere acbipy
ceGenrepi (OUI 2Ky3ere acblpaThiH ic-
9pEKETTEP/LiH KEKe MaKkcaTTapbl MeH
MOTHUBTEPiHIH CUMATHI );

3. Kosrasbic yrepicinin cunarramachi;

4. KosraJjbiC L1eKTeyJepiH aHbIKTay.

«P. Jlaban ayeckoii ancam0OJibliepMeH
JKYMBIC iCTey Ke3iH[le UMITIPOBU3ALIUSIHbI
KOJIIAHYbI €Ki Ke3eHaepaepaeH TYPAbI.
Bipinuricinae oy 6ac apTic UMINPOBU3ALUSCHI
apKblJIbl KO3FaJblcTap Kypajbl, ajl KajraH
OpbIHJAYLIbLIAP COJI KUMbLIIAP/bI
KalitanaraH. FiImnpoBusauus acepineH
6eJrini 6ip 61 KoMOUHALMSIAPDI TTaia
OOJIBIT, COMAH KEHiH COJ KO3FaJbICTaPIbI
KOMBIbIMAP/A OPbIHAAY VILiH KOJIIAHFaH.
CoHfIbIKTaH UMIIPOBU3AllKsl Heri3iHeH
OHJIipiC 9/lici peTiHe eMec, TalbIHAAY JliCi
petinze xkymbic icteitai» (Maryuikuna 100).

AlaMHbIH KO3FaJIbIChIH TaJiiay
KHMBIJIJIbIH HAKTbl MaKcaTbIH 01ty
KamTujibl. OJ1 yUIiH aiaMHbIH, He YIIiH
Ko3FaJaTbiHbIH TyciHy KepeK. ConbiMeH, P.
JlaGan anam Ko3raJibIChiHbIH, ceOenTepin
HeTi3ri TepT TomnKa 6eJi:

1. Kes-kesireH apekeTTi opblHaY YLIiH
(HAKTBI MaKcaTKa ue);

2. Dxcnpeccus yiiH (cedim
thopmasiapbiH KOpCceTy MakcaTbIH/A );

3. Tyciny yurin (asbiHran Toxxipuoe MeH
ofy1ap apKblJibl );

4. Ianenic (6ypbIH alTblIMara
SMOLUAIAP/BI Oy YILIiH ).

JlaGaHHbIH Ko3FaJbiC Taslaybl OipHelle
Heri3ri TapanTtapra 6eJiiHreH KO3FaJibiC
JIUCKPUIITOPJIAPbIH YKAH-KAKTbI XKyHeseyre
Heriznenren. Meicasibl ieHe, KEHICTiK, Ky,
KapbIM-KaTbIHAC »KoHe MillliH. TeopeTHKTiH
TY2KbIpbIMAAMachl OOHbIHILA, anaM TeK
caHaJlbl Typjle FaHa eMec, COHbIMEH
Katap, 6eficaHaJjibiK TypiHJIe 1€ Ko3FaJia
anajpl. belicananbik Ko3rasbicTap/ipl

P. Jlaban «kesieHkesi» nen ataran. byn
ajam 6iJIMeNTiH, caHaHbl KoJiganb6an
OpbIHJANaTbIH, COHBIMEH KaTap, aJlaMHbIH
oJIeMMeH OelicaHaJibl ilUKi KATbIHACTAPbIH
OilipeTiH KUMBLIAAP.

AnamHbiH 9p6ip KO3FasbIChiH 3€PTTEl
OTbIpbIN, TeopeTuk P. JIaban anam
KYPbIJIBIMBIHBIH KAHKACBIH KOJIIeHEeH
JK9HeE TiK GeJliKTepiHe ¥KiKTerl, aaMHbIH
KO3FaJIbICTap/ibl IypPbIC OPbIHIAYbIHAAFbI
TipeKTep/liH YILI eJIIeMAiIIrH OalKabl.
Jlene mMeH 6aCTbIH OpTAChIHA KATHICTHI
CUMMETPHSAJIBI IeHe OiTiMiHiH O0JybIH
aHbIKTazbl: 9p6ip Mylle (aybl3, MypPbIH
»KoHe T.0.) opTaJIbIFbIHAA, al KYyNTacKaH
OpraHjap ajiaM JIeHeCiHiH ap »KarblHAA
CHUMMETPHsIJIbl OpHaJacKaH. by terne-
TeHJiK 6epei, ce6ebi anam arsachl
TeHJECTIPIJITeH KYPbI/IbIM.

banerranyuibinap [Opuii Ycauén
(2019), Muana lyabi (2021) ribiMu
Kymblcrapblaaa P. Jlaban KosranbicTapra
Taul1ay »Kyprisy yuliH agam AeHecCiH yul
KOMITOHEHTKe O6JIreHi »KalJibl 2Ka3bll
etkeH. Ouap:

1. Bac — o3iH-03i TaHbIN, akblI-0H
OeJiceHIi/iriHe KoHe LILIH/BIKTLI Ce3iM
apKblibl KaOblaaayra »kayamn 6epeTin
OaKblyiay OpTaJibIFbl;

2. Marucrtpajb — TYTbIHbIATbIH
3arTapasl (aya, cy, Tamak) eHJey, TazapTty
JKOHE PENpPOLyKTHBTIJIK Ccasachl;

3. AsiK — OYKiJI JIeHeHiH KYMbICBIH,
APTYpJli KO3FaJibICTap MeH KUMBbLJLIAP/IbI
TY/IbIPaThIH JieHe OoJIiKTepi.

AsIK GMILIHIH JIeHeCiH alHaJIbIPbIT,
OarbITbIH 63repTeli, OpPTYpJl CeKipy
KUMBIJIIAPbIH 2Kacarl, Terne-TeHIiKTi cakTarl,
casIMaKkThl ketepesi. An KoJsap 6osica
YCTal/Ibl, KopceTeli, OyaFai/ibl 2KoHe
T. 6. P. JlaGanubiH 3eptTeyi 60oibIHIIA
KO3FaJIbICTap/ibl TAJ1Ay NIpoLeci Keseci
HeTri3ri cypakTapbl aHbIKTayaH OacTasajbl:

1. Kosrasibic Kaiiaa »Kypesi?

2. HenikreH Ko3raJjibiC OpbIH aJ1ajibl?

3. Kosrasbic Kanai xypesi?

4. Kanpai Kosrasbic 1iekreyJsepi 6ap?

Ocbiran cyfieHe OTbIpbII, KO3FaJbIC
TaJIIaHATbIH TOPT NapaMeTpiHiH 6ap
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eKeHJI TypaJibl KOPbIThIH/IbI 2Kacayra
6oJ1a/ibl — YaKbIT, KeHICTIK, IMHAMHKa
»KoHe arbiH. [TapameTpJiep/in opKaichiChl
€Ki TIOJTIIOCTI 111KaJ1a 60JIbIN TaObIIANIbI.

«KeHicrik anamHbIH, eMiperi
KaHLIAJIbIKThl MaHbI3/bl POJI
ATKAPATBIH/bIFbI, TYJIFAHbIH 63 KeHICTIrH
KaJslail ce3iHeTiHIiriH »KaHe e Hacka
ajlaMiap/ibiH, KeHicTirine 6achbin
KipeTiHiHairin Ginnipeni. ©3iHiH KyHIbIIbIK -
CEMAaHTHKAJIbIK KEeHICTIrH KaJbIITaCTbIPy
VLIiH a7aM3aTTbiH, OU OpbIHAAY Ke3iHe 03iH
JKaJITbl aaM KYHJbIbIKTaP/IbIH, illliHe
Kepcetyi kepek» (Mutun 155).

P. JTabauubIH Tas1aybl 60HbIHILA
alaMHbIH JIeHeCi «KuHecdepa» aen
aTaJiaTbiH Oepi/ireH yiI eJiileM/i KeHiCTiKTe
opeker ete ananpl. Kunedepa asicbinna nexne
a3 OpbIH asa/ibl HeMece K1HecdepaHbIH
nepudepusicbiHa 6alaHbICThI KeHele
Oepesi. byJ esrepicTep HblcaHIAPbIHbIH
ayKbIMbIH aHbIKTarn, P. Jlaban ocbl
HbICAH/IAP/IbIH, 63rePyiH CHNIATTAUTBIH
Heriari (hakTopsapblH aHbIKTA/bL:

1. )Kasoikmoikmap. Jlaban
eJilIeMJiepre ColKec yII Heriari
JKa3bIKThIKThI aHbIKTa/Ibl: e/IeHre napaJieJb
JKA3BIKTBIK («YCTeJT }Ka3bIKTBIFbI» ),
KaObIprara napaJsiieJib XasblKThIK («ecik
YKA3bIKTBIFbI» ) >KQHE TiriHeH CO3blIFaH
JKA3bIKTBIK ( «/1OHreJIeK XKa3bIKThIFbI» );

2. Kenicmikmin 6aeoimotr. EXi Hycka
6ap — GarbITTaJFaH KO3FaJbIC (XKOJIap/ibiH
€H KbICKachl GOHbIHIIIA YKacasajibl ) Hemece
OarbiTTasMarat (MKeMJLisliKKe XKoJ1 Gepinei
JKOHe 2KaHama KoJ1 TaHaaajbl ).

3. Oawem — TepeHiri, eHi xkoHe OUIKTIr
JKOFapbl-TOMEH, OH-COJIFa HeMece aJiFa-
APTKA KO3FAJIbICThI aHbIKTayFa MyMKiH/IiK
oepe.

4. Opmansi | nepugpepusnolx 6agoim.
OpraJfiblKKa KaTbICThbl KAPACTbIPbLIabl —
KO3FaJIbIC JICHeJIeH HeMece JIeHere Kapan
Kypeni?

5. )KarxoinOoix — GyJ1 leHere KaTbiCTh
KO3FaJIblC 00J1aThIH OPLIHABI Oi/1ipeTiH
thakTop (;KaKblH HEMeCe aJibiC).

P. JlabaH kypraH xyilese Heriari
peJili eKi YFbIM aTKapraH — Kuxecgepa

XKoHe Kyut acytieci. Kunecepanb
JlypbiC KepceTin, Tycinaipy yuiin Jla6an
AJIAMHBIH, ICHECIHEeH YJIKeHJIeY TeKIIeH]
KO10JIbl YChiHFaH. OChbl KEHICTIK alaMHbBIH,
JICHECIHiH yJIFatoblHa 6alJIaHbICThI 2KeKe
ailmarbl 6oJiajbl. AfIMaK asichlHia ajgam
asiK-KOJIbIMEH, JIeHeCiMeH »KaHe 6acbIMeH
Ko3FaJibicTap/ibl »kacaiiipl. Erep 6acka
Oipey ajlaMHbIH yKeKe KeHiCTirine Kipyre
ThIpbIcca, OyJ/1 OFaH OipeH bIHFAHCBI3ABIK
TYJbIPFaH.

Kunecdepanapapii ayKbiMblHaA
OalJIaHbICTDI YL HETi3ri THITepre
GeJtiHeli — Killi KuHecdepa (1eHeHiH
aliHaJlacbiHAArb! LeH6ep, LbIHTAK
JMameTpi), opTaHrbl KHHecepa (aTaMHbIH
Y3apThIIFaH KOJIbIHBIH IHAMETPi ) KoHe
yJIKeH KuHecdepa (y3apThlJIFaH asiKThiH,
JamerTpi).

Herisri TyXbipbiMaap:

— P. JIa6aH »xyitecinaeri KosraJjbic
— KUMBbLJI YPAICTEPiHIH JUHAMUKAJIBIK
KacHeTTepi MeH HeprHusiHbIH, OipHelle
Heri3ri PU3HKaJbIK CUIAaTTaMaChIHbIH
apakaTbIHACBIH Oiipe/ii: aFbIH yaKbIThI,
epKiHMiri, OAFbITHl MEH KYILi.

— AnamHbIH 63iHiH TaH1ay naijaacbiHa
Kapan ap 9peKeTTiH IHEPTUAJBIK
cunarramasiapbl 03repimn oTbipajbl.

— Erep anam e3iH-e3i TosblK 6aKbliayra
6eJ1 6yca, Oy arbIHHbIH Oasty/1ayblHa aJibll
KeJie]li, aJ erep agaM ThIM CeHiMIi 6oJica,
OyJ1 aFbIHHBIH, KYLIiHE, SIFHH OHbIH, YJIFatoblHA
VJIKEH acep eTeli.

— JKasty »kypyJiH e3i ie Kapanaibim
KO3FaJIbICTap €PKiH aFbIHbIHbIH,
JIUHAMUKAJIBIK TipKeCiMIepiHEeH Typajbl.

KopbITbIHADI

KosrasbicTap/bl Tajjiay yiliH KUMbLI
KaTeropusapblHbIH OPKANHCHICHI (aFbIM,
caJIMaK, KeHIiCTiK, YaKbIT) alaMHbIH 63iH]IiK
OMIipJliK MarblHaHbl OiipeTiHi aHbIK.
Mblicasibl, arbiM aiaMHbIH GeJrisi 6ip
KO3FaJIbIC CTUJIiH YCTaHbIM, KAHIIAJIbIKTbI
caKTal anaThIH/bIFbl )KOHE Ke3JlereH



MaKcaTbliHa KaJal KeTeTiH/ir *KalJbl.
Kenictik — TyJranbIH ocbl emipje
MaHbI3/Ibl POJI ATKAPbII, ©3iHiH KeHiCTiriH
KaJlall ce3iHeTiHi MeH OacKa 1a anaMaapablH
l1eKapachlHa Hemece eMipiHe 6achlmn
KipeTiHiH Gisniperingiri. Canmaxk — o
OPBIHIAYUIBIHBIH 63 CAJIMAFbIH XKaKChl
Ce3iHeTiHi, OHbIH XKepMeH OalaHbICh
KoHe T. 6. Aut yakbiT P. JlaGanHbIH 3epTTeyi
OoMbIHIIA — eMip/e afaM KaJsailia e3iHe
ceHimai 60JIbIM, 0J1 6Mip bIpFarbiHa KaHaak
JKOHE KaJsiail ocep eTeTiHiriH 6ijipes.
«JlabGanoTalust KO3rasblCThbiH 0apJibIK
KaXKeTTiJIIKTepi YIIiH eH OepiK KoHe
oMbeban 6oJibin TadblAbL. KpiTalina,
Gpanuusna, ['epmanusna, Kanouusna,
[Tosbluana xkone YablOputanusia 6aTbic
JKOHE LUBIFbIC MJICHHETTEP/Ie TAPHUXH,
VITTBIK, OaJIET KoHe 3aMaHayu Ousepi
’Ka3yFa KbI3bIFYLIbIIBIK apTKAH CailblH
JlabaHoTallusl OpTasIbIKTapbl KYPbIJJIbL.
1950-11i :xblniapaan 6acran JabaHoTalus
AKII-rarbl 2xkoHe GyKis asiemieri
KOJIJIEJRKIep MEH YHHBepCUTeTTepie Ou

3epTTey ypaicine enrisinui» (Hutchinson 3).

TeopeTukTin KypraH xy#eciH,
eHOEKTEePiH TeK OKY apKbl/Ibl TYCiHy MYMKiH
emec. P. JIaban KosraJbic Tasay »xyiecid
TOKipUOEJiK TypJie, IFHH KO3FaJly apKblJbl
OKbITbLIa/bl. EH anibiMeH, 6y TaxKipuoe
YKOHE OHbIH KO3FaJIbIC dJIeyeTiH YJIFailTy
»KOHe TeK oChl Herizzle 6acka ajamiapibiH,
KO3FaJIbIChIHbIH, MOH-MarblHAChIH KOPY
MeH TyciHyre yiipety. Herisi, ap6ip TyJ/ra
6apJIbIFbIH OpKALIAH ©3iHiH MPOEKLHUsIAPbI,
YMiTTEpi MeH Hjesiapbl apKblibl Kepesi. P.
JlabGan »xyiteci, my/iaem 6acka Ko3KapacThbl
KaObl11ay YIIiH, 0J1ap/ibl MyMKiHJTiHIIIe
JKOHe caHaJibl TypJle nanjasanyra Hemece
e3iMeH, OackasapMeH xKoHe OYKiJ aleMMeH
eTe TepeH caHaJlbl IeHrei1e KapbiM-
KaTbiHacTa 60Jy KaGiJeTiH JaMbITaJlbl.

Pecefintik GaneTTanyliibl, OKbITYIIbI
Banum Hukutnn e3inin «Xopeorpadusiabik
IbIFAPMAaHbIH Ke3eHJIIK KOMIO3HLUS
anmici» (2020) atTel enberinae Pynosbg
®on JlabaHHubIH 3epTTey/epiHiH Kasipri
Tanza 6oJauiak 6anseTMencrepaep
MeH OKBITYLIblIapra oKy OapbIChbIHa

KOJIIaHbLIAThIHbIH alTKaH: «bu eHepinin
PEBOJIIOLIMOHEPiHiH KO3FaJIbIC T1eH
Xopeorpadusiibl 3epTTeyeri TEOPUSIbIK
mypachl Kesiemi. Cost ceGenTeH OHbI
Hesiek Tannay Kaxer. CoHbIMeH KaTtap,
TEOPETHUKTIH, »KyHeci Kasipri yakbiTTa
6onaniak xopeorpadrapibl OKbITYIa
THiMAI, ce6ebi 0J1 Ko3FaJIbIC TiJliH Ta1ay
TYPFbICBIHAH €H, 2KOFapbl laMblFaH »
(Huxurun 67).

TemipGek JKypreHoB aTbiHiarbl
KasYOA-cobinna «Xopeorpadusi»
(hakyIbTETiHIH aTaKThl 3aMaHayu OH
eHepiHiH MallTanmanaapbl ['yaMupa »koHe
['yanapa [a66acoBaniap Kasipri TaHaa
P. JIaGaHHBIH KO3FaJIbIC TaJIaybIH Jppic
JK9He ceMUpHap OapbIChbIHA NMainalaHazbl.
Byan xkabsbl 2022 xbiib 21 Kasania
Temip6ek JKyprenos atbinnars KasYOA-
Ccbl 2KoHe Peceli TeaTp eHepiHiH MHCTHUTYThI
[TUTHUC-Tin yitbimaacTbipybiMen «Kagipri
3aMaH KOHTEKCTiHJIeTi XopeorpadusiibK
OHEp JKoHe KaCiNTiK 6iJliM» aTThl
XaJiblKapaJiblK FblJIbIMU - IPAKTHKAJIBIK,
KoH(epeHIus asicbinza P. JlaGanHbIH
KyhieciH «3amaHayu OM 1earorukachl»
»oHe «banermeiictepaik enep» 6isim Gepy
OarnapJamachiiIa KOMAAHATBIHBIH KOPCETTI.
MmMnpoBu3saiust apKpliibl KEHiCTIKTiH
26 HyKTeciMeH, UMIMYJIbC, KYLL, YaKbIT,
caJIMak, IeHe MeH ap TYpJli 2Ka3bIKThIKTap/a
KO3FastyJibl yilpetesi. bifim anyuibliapabiy
oure KabiJaeTTiJiri MeH 1JjacTUKaChIH
apTThIPy MAKCAThIHIA TEOPETUKTIH,
KO3FaJIbIC TaJllayblH HYCKayJIbIK peTiHIe
naijanaHatbiHabiFbid ['ynnap 'ab6acosa
alTbIN oTKeH. bifiM anyuibiapmen
KEHICTIKTE }KYMbIC iCTeY PAKTUKAJIBIK
TYpJle KOPCETTi:

a) TIK — OpbIH/IAYLLILIHBIH KOFapPhl KOHE
TeMEH KO3FaJIbIC OarbIThI;

6) KeJiieHeH, — OpPbIHAAYLIbIHbIH,
OyHip/ieH eKiHIlIi XKaKKa KO3FaJIbIChl;

B) CaruTTaJbjli — OpbIHAAYLIbIHbIH aJFa
apTKa Ko3FaJybl.

YaKpbIT KO3FaJiblCTa MbIHA/IAH
VFBIMAAPMEH 2KiKTeJe/li: KapKbIH,
XKbUIAMBIK, bIPFaK, Y3aKTbIK.
KoarasbicTapb! 6asty KoHe Kbljiam
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opbiHaayra 00J1ajibl, aJ1 XKblJIAAMIBIKTbI
apTThIpyFa HeMece azaiTyra 1a 6oJajbl,
KO3FaJibic GipKeJiKi biprakTa 60J1ybl HeMece
9p TYpJIi BIPFAKThl 6OJTybl MYMKiH.

KuUMBbLIIBbIH, iC-9peKeTTiH UMITyJIbCTEH
JKacagybl, SIFTHH KO3FaJIbICThIH €KITiH/L
OacTaJgybl Ke3iH/le SHEPTUs ChIPpTKa
TapaJiajibl 2koHe OipTiHAeN XKOoFaJajibl.
Mmnysnbcke Kapama-Kapcehbl MMIIAKT,
KO3FaJIbIC KEHICTIKTe 2KasFacajpbl 2KoHe
COHFbI HYKTEJIC OHbIH, asKTaJlybl OpPbIH
aJlajlbl, €KIliH MeH HePrusiHbIH LLbIFYbI
KOH(pepeHIMs/Ia TPaKTHKA ¥KY3iH/e
KOpCeTiL.

«ITpakTuka MeH TeopusiHbl HipiKTipyre
yMThLIFaH JlaGan 3epTTeyiH yul canacbii
»Kacajibl: Xxopeocousi-puaocodusi, 3TUKA
»KoHe OU 3CTeTHKAChl peTiHjle; KO3FaJlbic
ToXKipHOECiHIH KeHICTIKTIiK KOHE YaKbITThIK
3aHAapPbIH KAMTHTBIH XOPEOJIOTHS; ?KOHE
JlabaHHbIH, «CcayaTThILIKThI» i371eyiHe
»Kayan 6epreH xopeorpadusi. by
JIMCKYPCHBTI apTHKYJISILUAIap/bl 14,
CUMBOJIIbIK KOPIHICTEP/ 1e KAMTHIbI»
(Scialom 48).

Araxrbl 61 Teopeturi Pynosbd don
JlabaH KypraH KosraJblCThl TaJyiay »Kyieci
Ke3-KeJIreH KO3FaJlbiCThl 6apJIbIK MYMKiH
TYPFbIIAH 3epTTEyre XKOHe 63repTyre
MYMKiHfiK 6epeni, 6y 6aneTMelcTepiH,
LIblFapMaLlblIbIK i3/1€yiHe YJIKeH
MYMKIHAIKTEp allajbl.

QJieMre TaHbIMaJs Xopeorpadrap 03
HIbIFAPMALIbIIBIK i371eHiC GapbIChiHA
Pynonbd o JlabaHHbIH KO3FaJIbIC Tasiiay
»KyHecin Kosnanasl. Coran 1pJiedjiin
6ipi HunepaanablK kputk [Tos Jepkcen
(2010) enberinne Yuabsim @opcaliTThbiH,
JlabaHHbIH KO3FaJiblC TEOPHUsIIapbIH
JKaH-KaKThl 3ePTTel, KOUbIIbIMIAPbIHAA
KOJIJIaHATBIHbIH »ka3raH (6). 3amaHayu 6u
dJeMine eHOeK CiHipreH MalTaJMaHHbIH,
JKyieci opbIHAAYLIbIHBIH, 63 JIeHeCiH
MHTEJICKTYaJ bl 2KoHe TaxKipuoesiiK
JKYMbICBIH GipiKTipy apKbl/ibl KO3Fasy
TEXHUKACBIH IAMBITYFa CENTIiriH TUTi3e/i.
Apuka Puiiep-JIuxreHbH 0fibl GOHbIHIIA
Kelinkep opblHAAYLIBIIbIK TOXKipHUOE
OapbICbIHIA KaJbINTACAbl, MYH/IA 2KeKe

(pU3MKaNbIK MaTepUan3M MeH JieHe GiTimi
XopeorpagHusiHbIH HEri3ri KaTeropHsichl
6osibin Tabblnanb (384 ). LLbin Moninze,
613 GapJIbIFBIMbI3 YHEMI KO3FaJIbICTap/ibl
TaJIalMbI3 YKoHE TyCiHAipeMi3, Hipak
mynzail aknapaTthit 80 %-bl Geficanalbik
6osbIn Kasaasl. Anamaat GyJ1 TaFIbIHbI
TyraHHaH 6acTtan yipeHe 6actaijibl, IFHA
aJiemieri apOip KUMbLIIbIH 03iH]1iK ce6ebi,
makcatel 6ap. Pynosbd don Jlaban kypran
JKyHe — aJlaMHBbIH JKeKe ©3iH-63i KepceTy
JKoHe TaHy (hUI0COPHUSICHI.

«Jlaban o3 kyitecin 6uai TaanaybiH
€H MaHbI3/Ibl KypaJibl peTiHje yebiHapl. O
KO3FaJIbIC a/JaMHbIH, 2KeKe OacbiHa eH KYLUTi
acep eTelli nereH oira cenpi. JlabanHbIH,
eHOeri apKacblH1a, MeIMIIMHAJBIK TYPFblIaH
OuiH OYJILIbIK eTTEpre, XKYIKe XKyleciHe,
aJIAMHBIH JIeHEeCiHiH KO3FaslyblHA KAKChl
bIKIAJIbI 2KalJIbl 3epTTeYaep KoOeH1i»
(Laemmli 3).

Kasipri ranna Jlabanorauus 6ykii
aJieMJIe TaMybIH »KasiracTbipyaa. 1959
XKblibl AHrssia kypbuirat JlaGaun
KUHETOTpa(UsIChIHBIH Xa/IbIKapaJiblK
KEHECI 2KaHa MAesaap MeH allicTepi
3epTTey YLIiH eKi »Kbl1a Oip PeT KUHAJIbIII,
e3eKTiJsirin 3eprreii. Jlabanorauusra
apHaJIFaH KOMIbIOTEPJliK Garaapaamasblk
»Kacakrama, aran antkanga LabanWriter
»oHe Calaban, naGanorauus HoTHXKeepi
MeH OKy MaTepHaJiapblH XKaKChlpak cakray
MEH KOJ1 2KEeTIMAIJIIKTI KAMTaMachl3 eTy/Ie.
bu KyxkarTamacsl >kaHa emipre ue 60Jbl,
ceOebi GarapaaMalblK kacaktaMma Kapayra
MYMKiHIIK Oepeli — KOMIaKT-IUCKine
YKa3blJIFaH UIbIFAPMAaHbIH OPbIHAAYbIHbBIH
OeliHexkazbachl 6Gepine.

«KosraJibicTbl Ta1ay TyprbICbIHAH,
CTOPTTAarbl JIeHe KUMbLJIbl OapbIChIHA
KO3FaJIbIC YJTiJIEPiH Taj1ay YiIiH YJIKeH
MaHpl3ra ue. JKaTTbIKTbIpyLIbLIAP,
(pusroTepaneBTTEP HEMECE AaHAJTUTHKAJIBIK
OHIMJJIIK YILIiH MaHbI3/bIbIFbI, LLIbIH
MOHiH/IEe, KO3FaJIbIC KJIaCCH(UKALIUSCHIH
OaKplyiay »KarblHa enTiJiK Tajsantapbl }KoHe
CIIOPTTAaFbl 2KapakaT aJty Kayrli CHAKTbI

3epTTey yiliH naiaananbub» (Miguel A.
Gomez 2).



«JlaGaH Ouai Tasnay NoHi XOpeoJIOTHsHbI
KYpJibl 2koHe Kazip «JlabaHoTatus»
Hemece «JlabGan Kunetorpadusicer» aemn
aTasatblH OW HOTA JKYHECiH OHJIan TamnThl.
JlabGan KorambiK OUJli 1aMbITKaH asFaliKbl
aziam 60J1/1bl 2KaHe 0J1 61 OiJIIMiHIH, peJiiH
pecdopmanayapl Kesnern, 6uaiH 6apabiFbiHA
KOJT 2KeTiMJIi 60JTybl KepeK JIereH CeHiMiH
6aca atitTbl» (Preston-Dunlop 1).

Pynonbd don Jlabanubin Kodrassic
TaJlaybIH HeTidiHeH GUJ »Kasy yIlIiH

ABTOpnapAblIH, yneci:

KOJIIAHBIFaH, allaijia Kasipri Tanna

OHbIH 0acKa Jia KoJllaHbIcTaphl 6ap.
JlabaHorauus enjipicTeri 3eprreysepie,
COHJIal-aK »KY3y KoHe KOHbKH TeOy CHUSKTHI
CIOPT TypJiepine (hU3HOTEPaTTUSIbIK
JKATTBIFYJIAPAbI 2Ka3Y, 2KYUKECiHe 3aKbIM
KeJITeH HayKacTapMeH Teparnus peTiHae
KoJslaHabl. TeopeTHKTIH eHOeKTepi Kasipri
TaHIa 63 aKTyaJIbiJIiTiH XKOFaATIaraH,
KepiciHlle KoJIaHblJIaThIH casasap
keberoze.
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Kasaxckasi HalioHasibHast akajieMust UCKycCTB nMeHn TemupOeka YKypreHosa
(Anmarbl, Kazaxcran)

Mapguna AduweBa

Anmarunckuit Mysbikaibhbiii Kosiiepk umenn 1. V. Haitkosckoro
(Anmartsl, Kazaxcran)

METOZ, AHAJIU3A ABUXXEHWUI PYOOJIb®A ®OH JIABAHA:
NCTOPUA, TEOPUA, CMELLUDUKA

AHHOTauusA. B cTaTbe paccMaTpMBalOTCS ABUraTENbHbIE UCCIEL0BAHMS TEOPETUKA BbIPA3UTENBHOIO
TaHua, xopeorpada Pynonbda doH JlabaHa. CyLlHOCTb, HanpaBiieHWe U CTPYKTypa CMCTEMbI, CO343aHHOM
W3BECTHbIM TEOPETUKOM, OKA3an BIMSIHUE HA Pa3BMTME HOBOIO TaHLLEBAIbHOIO XaHpa B [epMaHuu.
«AHanu3 aBuxxeHunin P. JTabaHa» — KOMMNIEKCHAs CUCTEMA NMOHMMAHKUS U aHaNM3a ABUXKEHUI YENOBEKaA,
BKJ/1I0YAIOLLAS YETbIPE KAaTeropum, NOCTOSAHHO B3aMMOAENCTBYHOLLMX: TENO, MPOCTPAHCTBO, GopMa U cuna
(BMHaMuUueckune cBOMCTBA). ITa GUNOCODUA CaMOCO3HAHMS U CAMOBbLIPAXXEHUS IMYHOCTU NpeaCcTaBAseT
cobovi cucteMy, CnocobCTBYHOLLYH M300PaXKEHUIO U PA3BUTUIO ABUXKEHUI YENOBEKA M TPYNMbl NIOAEN,
packpbiBasi NO/IHOE TBOPYECKOE CaMOBbIPAXXEHUE, UHAMBUAYANbHOCTb, @ TakKe 3hdeKTUBHOE AeNCTBHE
Ha CLIeHe 1 B XXM3HW. MccnenoBaHue Bblpa3MTENbHOMO TaHL,A aBTOPAMM OCHOBAHO Ha paboTtax
3anafgHOEeBPONENCKMX, POCCUINCKMX MCCNEeR0BATENEN, @ TakKe BaneToBenos fepmMaHuu.

CraTbsl paccMaTpMBaeT XM3Hb CO34aTeNs CUCTEMbl aHanM3a ABuxeHus P.JlabaHa, ero nytu nouncka
M TBOPYECTBA, OCHOBHbIE MOHATUS U METOAbI PAa3BUTUS CUCTEMBI, @ TAaKXKE MOHMMAHUE ABUIrATENIbHOM
[eaTeNbHOCTM YeNIOBEKA B LIEIOM M ee B3aMMOAENCTBUS C MPOCTPaHCTBOM. Teopus Pynonbda ¢oH
JlabaHa urpaet BaXkHyt0 posib B METOAE Pa3BUTUS MIACTUUECKOTO SA3bIKa, akTyanu3upys npobnemy
rnoucka xopeorpada B pazpaboTke crnocoboB TENECHOro BbIpaXKEHWs YyBCTB, Kak MpoLecca opraHu3auum
ocoboro xynoxecTBeHHOro Tekcta. Kak uccnenoBatens-moaepHuct, Pynonbd JlabaH cocpepotoumncs Ha
U3y4YeHUUN XyL0XKECTBEHHOIO CaMOBbIPAXXEHWUS NIOAEN, YTO O CUX NOP HAaXOAUT OTPaXKEeHWEe B TBOpPYECTBE
xopeorpadoB U y4yeHbix Bcero Mupa. CtaTtbsl OCHOBAHA Ha M3yYEHUM OMbITa SKCMIEPUMEHTOB MPAKTUKOB B
o0bnacTv TaHua U UX BAUSIHUM Ha MaTepuanu3aumio N1abaHOBCKOro AUCKYPCa CEroaHs.

Knrouessie cnosa: xopeorpadus, CoBpeMeHHbI TaHeL, Pynonbd ¢oH JlabaH, ABuxeHue, nepdhopMaHc,
MCKYCCTBO, TeaTp, CUcTeMa.

Ans yumupoearus: Vinb3at, Ayxagmes, u MaguHa Abuwesa. «MeTon aHanu3a aBuxeHuin Pynonbda
doH JlabaHa: ucropus, Teopus, cneundukax. Central Asian Journal of Art Studies, . 8, N2 4,2023, c. 221-
238,DO0I: 10.47940/cajas.v8i4.774.

Asmopbl npoyumanu u 0006puu 0KOHYamelbHbIl 8apuUAHM pyKonucu U 3aseag:m 06 omcymcmeauu
KOH@AUKmMa uHmepecos.
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RUDOLF VON LABAN’S METHOD OF MOTION ANALYSIS:
HISTORY, THEORY, SPECIFICITY

Abstract. This article explores the movement studies of expressive dance theorist and choreographer
Rudolf von Laban examining the essence, direction, and structure of his influential system that shaped
a new dance genre in Germany. R. Laban’s Analysis of Movement is a comprehensive system for
understanding and analyzing human movement. It includes four categories that constantly interact:
body, space, form and force (dynamic properties). It is a philosophy of self-awareness and personal
expression; a system that helps portray and develop the movements of individuals and groups of
people, while revealing full creative expression, individuality, and effective action on stage and in life.
The authors have studied the works of Western European and Russian researchers, along with those of
German ballet scholars, as primary sources for their research on expressive dance.

This article examines the life of the creator of the system of movement analysis R. Laban,
the ways of search and creativity, the basic concepts and methods of development of the system,
the understanding of human movement activity in general, how it arises, how it can interact with
the space. Rudolf von Laban’s theory significantly contributes to the development of the plastic
language methodology by addressing the choreographer’s quest to articulate emotions through
bodily expression, thereby organizing a distinctive artistic text. Laban, as a modernist researcher,
concentrated on scrutinizing the artistic expression of individuals, a legacy evident in the endeavors
of choreographers and scientists globally. Consequently, this article is grounded in the examination
of experiments conducted by dance practitioners, elucidating their impact on the contemporary
manifestation of Laban’s discourse.

Key words: choreography, modern dance, Rudolf von Laban, movement, performance, art, theater,
system.
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Abstract. The problem of organizational activity in the context of mass tours is a topic that needs to be
disclosed in Kazakhstan. It proposes to consider the first mass tour of artists of the Kazakh SSR as the
first such experience for the country, both for leaders and artists.

The basis of the study documents from the central state asset, through the prism of archival
documents: resolutions, orders, certificates, etc., the author proposes considering the preparation
processes, their effectiveness, and tools for implementing the tour.

Unique archival documents presented a colorful overview of the national scale event - “Decades”.
Implementing a significant project to support Kazakh culture was successful for many reasons. The
author describes the tactics for popularizing the Kazakh culture in Moscow, strategies for conducting
related events, allocating resources, and appointing responsible persons. Special attention was paid
to Kazakhstani figures of culture and art. The article reflects the specific actions of T. Zhurgenoy,
A.Zhubanoy, A. Zataevich, and many others who paid particular attention to Kazakhstani figures
of culture and art. The reviews and publications in the media throughout the USSR speak of the
unconditional significance of the Decade event and related events.

The described decades of 1936 and 1958 are unique projects of their kind, having no analogs in
any other culture (except for the CIS countries). In their potential, these are some invisible bridges of
points of contact between the principles of promoting culture in parallel with the dynamics of the
development of modern art management technology with its features, theory, and practice.
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Introduction

Aj is known, in the Soviet Union, the
phere of culture was an integral part
of the ideological policy of the Central
Committee of the CPSU (Communist
Party of the Soviet Union). Management
activities in the field of musical art were
the prerogative of the Ministry of Culture.
Hence, the management mechanisms
were adjusted at a qualitative level because
various kinds of deviations were not
allowed. Researcher N. Beloshapka writes:
“There was a unified policy of the party
and the state, which determined the main
directions of the country’s development.
Therefore, it was wrong to single out the
state’s policy concerning certain national
economies or public life spheres. Decisions
of party congresses and resolutions of
the Central Committee of the CPSU, not
directly related to culture, for example, on
ideology, foreign policy, or agriculture,
nevertheless significantly impacted the
formation and implementation of policy in
the field of culture.” (87)

For Kazakh musical culture, the
30s of the 20th century was difficult
despite the country’s rapid development.
Actively developing in the USSR (Union
of Soviet Socialist Republics) and
Kazakhstan, particularly musical oriental
studies, forms a “non-Eurocentric view”
(Amanov, Bagdaulet, et al. 306) of the
Kazakh traditional musical culture.
Amanov, Bagdaulet, et al. wrote, “In the
musical culture of Soviet Kazakhstan,
two currents still exist,” reflecting this
trend. One connects successively with
traditional professional music, while the
other, originating during the Soviet era,
represents professional European-style art.
Both currents embody, as it were, opposite
qualities of the national - one carries a
tendency to crystallize inherited principles,
and the other seeks to expand external
relations. But the interaction process
between the national and the international
proceeds in each. Due to the vast difference

in musical systems, these currents develop
in parallel, although they mutually use each
other.” (307)

The moment, of course, is controversial.
However, we do not aim to assess the
degree of influence, the changes that
have taken place, or the pros and cons
of development processes. For example,
one of the results of the fait accompli of
such influence is the manifestation of the
phenomenon of Kulyash Baiseitova, her
unique singing technique, which combines
traditional intonations and “non-classical”
operatic ones.

[t is worth noting that in those years,
Kazakhstan had not yet embraced the
theoretical concept of art management,
and only now, as we objectively evaluate
those initial organizational processes,
including the first tours beyond the borders
of the Kazakh SSR, can we apply modern
terminology.

Methods

The research methodology is based on a
systematic analysis of archival documents,
including decrees, orders, certificates

and other official records from the central
state assets. The method of complex
analysis is also used, covering the tactics

of popularization of Kazakh culture in
Moscow, the strategy of holding events, the
distribution of resources and the actions of
key figures, which is documented.

Discussion

The formation of the national musical
culture of Kazakhstan of a new format
began after the change of the social
system in 1917. Significant events in
the field of culture marked this period,
including the establishment of new
cultural organizations, the formation of
new theaters, ensembles, and diverse
groups, and the emergence of new
genres in composer creativity. “After the
socialist revolution, from the autumn of



1917, the most important direction of
cultural transformations in Kazakhstan
was the elimination of illiteracy among
the population” (Zhumabekova 17).
Statesman T. Zhurgenov played a crucial
role in developing the country’s educational
processes. As People’s Commissar

of Education of the Kazakh SSR, he
successfully managed the functions
entrusted to him and solved “insoluble”
tasks. Furthermore, he actively joined in
the work to raise and develop the literature
and art of Kazakhstan. In addition, he
contributed as much as possible to
develop the Kazakh national opera,
cinematography, and Kazakh dramaturgy.

In those years, in many respects, the
implementation of large projects aimed at
supporting Kazakh culture was successful
since the strategies for conducting
related events, allocating resources, and
appointing responsible persons - behind
everything, there was a well-thought-out
tactic of promotion and popularization at
the state level, and, respectively, through
public funding. In addition to a scrupulous
and highly responsible attitude to planning,
government agencies also carefully
approached the personnel issue. Expert
consultants with experience managing
people and teams were invited to supervise
projects.

So, to T. Zhurgenov as a statesman,
Kazakhstan owes many of its achievements
and successful presentation, at least
to the union republics. Being an
extraordinarily enlightened personality, a
polyglot, and a researcher of the history
of cultural construction in Central Asia
and Kazakhstan, T. Zhurgenov collected
and recorded works of oral and poetic
creativity of akyns in his writings reflected
the problems of the history of the pre-
revolutionary culture of Kazakhstan. With
his professionalism and high, versatile
culture, T. Zhurgenov enjoyed authority
and respect not only among his colleagues
but also among the creative intelligentsia of
Kazakhstan. So, A. Zataevich, in his work

“1000 Songs of the Kazakh People”, noted
the exceptional awareness of T. Zhurgenov
“in the old song art of his homeland!”
(372). It is also known that the creation

of the first Kazakh opera Kyz-Zhibek,

was proposed to E. Brusilovsky by T.
Zhurgenov.

Moreover, T. Zhurgenov recommended
that the composer consider A.Zatayevich’s
work, “1000 Songs of the Kazakh People”,
uses this material when writing an opera.
However, even as an actual organizer,
Zhurgenov immediately agreed with the
director Zh. Shanin on preparing a libretto
in Russian quickly (Varshavskaya, Ludmila,
etal. 1). Thus, the opera Kyz Zhibek was
“designed” and successfully implemented.

[t was Zhurgenov who played a crucial
role in the preparation and holding of
the first Decade of literature and art of
Kazakhstan in May 1936, which “became
a symbolic and colorful report on the
growth of the socialist culture of Soviet
Kazakhstan... a kind of report, exchange of
experience, fraternal help, as a celebration
of the art of the Soviet peoples. The decades
were a vivid review of the achievements of
the cultures of the socialist nations”
(Vinshtein 1).

Events of a republican scale, decades of
the Kazakh SSR that took place in Moscow
in 1936 and 1958, served as a high start for
the formation and subsequent development
of the country’s culture. Considering
that there was the first acquaintance of a
comprehensive, practically foreign public
with Kazakh art, one can imagine the
degree of responsibility assigned not only to
the leadership of the country but primarily
to artists: soloists, musicians, for example,
from an orchestra of folk instruments or
choristers of a chapel. Undoubtedly, the
ideological approach to the ten days was
defined as a priority.

Results

Decades of 1936. The minutes of the
Commission’s meeting for the first Decade
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(1936) showed that there were hasty
preparations and some issues still needed
to be resolved a month and a half before
the start of the tour. For example, there
was still a discussion at the meeting about
tailoring costumes and purchasing “robes
for performers of roles in Kyz Zhibek.”
According to the protocol, urgent actions
in the last month before the trip included
increasing the orchestra’s composition
from 27 to 32 people or, for example, a
note that gifts still needed to be purchased.
Moreover, at the time of the meeting, it still
needed to be known when the committee’s
Commission would arrive to preview the
performances and the concert. However,

it turned out that the planned initial shows
in Leningrad were canceled, but at the
same time, the exact dates of the ten-day
show in Moscow were being confirmed,

as well as the date the bands would go on
tour. At the same time, the final estimate
for the trip, sketches of scenery and
costumes, and a thematic plan for covering
the Decade of Kazakh art in the central
press were already approved in February.
In particular, concerning the media, those
responsible were instructed “to break down
the thematic plan into magazines and
newspapers (where which articles will be
placed) “by contacting the editors of Pravda
and Izvestia (newspapers) on this issue first
of all” (212).

The task was completed, and
publications in the format of articles, notes,
and reviews appeared everywhere, including
in the “main” newspapers of the country
required by the authorities.

All the major newspapers and
magazines contained many positive
reviews and opinions of well-known
representatives of the artistic intelligentsia.
“The performances of Kazakhstanis excite
with their sincere artistic inspiration. The
freshness of the richly melodious music,
the optimistically spirited performance
acts on the listeners like a healthy steppe
air,” Boris Asafiev admired. “The Decade
of Kazakh Art <...> is a creative record of

Kazakhstan. Testifying to the growth of

the Kazakh people, at the same time it will
be an incentive for further development,”
wrote Literaturnaya Gazeta” (Mosienko 1).

Of course, the successful performance
of the Kazakhs was preceded by hard,
sometimes exhausting work. Compared
with the preparation time for the Decade
of 1958, which took almost two years,
the preparation for the first trip in 1936
took only a little more than three months,
and the participants - both the artists and
the organizing committee - worked very
actively. Here is how one of its participants
K. Dzhandarbekov, then the director of
the Opera and Ballet Theater named after
Abay, said: “Rehearsals went on day and
night, the scenery was painted, costumes
were sewn. We slept in between rehearsals
right there, right in the auditorium’s chairs.
Food was brought by relatives from home.
Moreover, all the days and nights in the hall
was the People’s Commissar of Education
Zhurgenov. The musicians of the orchestra,
who played almost continuously, were the
first who could not stand such a rhythm.
Showing swollen fingers, they asked for a
three-day vacation. Temirbek Zhurgenov,
all disheveled, jumped up from his seat
and exclaimed in a hoarse, broken voice:
“Whoever cares about Kazakh art, let him
get out of here!”. The musicians silently
sat down in their places, and the rehearsals
continued” (Mosienko 1).

The artists did not leave rehearsals even
on a multi-day train journey from Alma-
Ata to Moscow. A. Zhubanov, who headed
the Philharmonic and the State Kazakh
Orchestra of Folk Instruments, describes
it this way: “The orchestra, choir, soloists,
dancers rehearsed carefully twice a day in
two club cars with an instrument attached
to the train.” With warmth, he also recalls
how, during the trip, the “fighting” mood
of musicians and dancers was supported
by spontaneous rallies with “wishing good
luck to brothers and sisters of one big
family” on the platforms of railway stations
in cities through which the path to Moscow
ran (Zatayevich 197).



E. Brusilovsky also leit his memories of
the Decade: “There was no experience of
organizing national decades. The Kazakh
Decade was only the second after the first
- Ukrainian. Nevertheless, Ukrainian art
was known in Moscow for a very long time,
and very little was known about Kazakhs,
and even more so about Kazakh art <...>.
Thus, the Kazakh decade was to introduce
the Moscow public to the Kazakh people,
their life and customs, literature, and art.

[t is a tough, essential, and honorable task.
<..> Our orchestra <...> was on the verge
of exhaustion. <...> The first rehearsal
started at 9 am and ended at 3 pm. The
second rehearsal started at 5 pm and ended
at 9—10 pm. There were no days off, and
they rehearsed to exhaustion every day. The
Decade opened the fascinating world of the
East to the Soviet listener - the Kazakhs
were the first representatives of the Central
Asian republics to show their unique art in
Moscow in 1936 and then in Leningrad in
19377 (Mosienko 1).

It would be timely to mention A.
Zataevich’s direct assistance to the
musicians and his presence at the
Moscow rehearsals from the memoirs of
A. Zhubanov, we observe helpful advice
and instructions from A. Zataevich
before the performance of the orchestra
of Kazakh folk instruments. Zhubanov,
who conducted the orchestra at the final
concert, Zataevich gave several valuable
recommendations that concerned not
only the organizational moment - such
as his advice to correct the sequence of
works in the program in favor of fast cues
at the beginning of the performance. So,
he noted that Zhubanov “will be dressed
in a tailcoat, and in it, it is immediately
difficult to feel free. The huge stage... will
overwhelm you, and it will seem to you that
you do not hear your orchestra, the hand
will “virgin” if you start with slow cues. In
this regard, Zataevich proposed to “beat
off” fast kuyis to “get used to the situation.’
Zataevich advised how to correctly “bow,
how to leave, where to put the singer”

bl

(Zatayevich 198). The recommendations
concerned both the tempo of the pieces and
the nuances in the accompaniment with
the soloist due to the peculiarities of the
Bolshoi Theater stage... Such useful “life
hacks”, which are not obvious to a young
inexperienced conductor, helped so much
that Zhubanov, using them to the fullest
extent, became so “embarrassed” and
became insolent,” that despite the strict
ban, the entertainer performed an encore
piece (Zatayevich 198). And, of course, the
friendly, almost paternal support helped
create a positive psychological attitude of
the conductor behind the scenes before the
concert and immediately after it became
necessary for the young conductor, who
has no experience performing in front of a
demanding metropolitan audience.

Undoubtedly, the historical significance
of the first Decade was very great. First
of all, the success of the events of the
Decade proved that Kazakh culture is a
worthy part of world culture. At the same
time, this period, they have established a
connection between the original Kazakh art
and world civilization. As a result, Kazakh
art and literature, originating in the mists
of time, rose to the international level. And
Muscovites learned how unique Kazakh
art and literature are. Of course, this was
facilitated by the responsible attitude
towards the work of the Kazakh artists
themselves and, of course, their leaders,
in particular and primarily T. Zhurgenov,
who adequately fulfilled the task entrusted
to him (Sadikova, Aigul, et al. 152).
Furthermore, rewards and bonuses for
Kazakh State Musical Theater and Musical
Philharmonic Society employees, including
T. Zhurgenov, directly prove this (Soviet
Art).

[t is important to note that the work was
carried out in preparation for the Decade
of 1936. The successiul holding of this
event served as an impetus for the further
development of the team of the first Kazakh
musical theater, as evidenced by the Decree
of the Council of People’s Commissars
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of the Kazakh SSR, which lists specific
actions of state structures in support of
further development of the theater to
“create a highly artistic national opera and
ballet theater capable of mastering the
best examples of the classical repertoire.”
The Council of People’s Commissars saw
the solution to this problem, first of all, in
need to “raise the general cultural level
and creative qualifications of the team

as a whole.” The paper outlines several
measures to facilitate this. Among them
are the organization of studio and political-
educational research work, the creation of
a unique theatrical library, the attraction of
highly qualified personnel, the provision of
artists with housing, the missing tools, the
allocation of funds to increase scholarships,
ete. (Decree Ne1016).

Decades of 1958. Works for preparing
the Decade of 1958 were started in
1956. So, on September 7, 1956, the
Commission for Concert Performances
presented a calendar plan for preparing for
the upcoming Decade. And then, twice a
month, the Commission heard artists from
various groups.

Philharmonic groups, as well as the
Kazakh State Academic Opera House,
and Ballet Theater named after Abay, the
Republican Russian Drama Theatre, the
State Song and Dance Ensemble, the
Choreographic School, and the Uighur
Music and Drama Theater with a total of
1005 people (Order Ne351) actively and
conscientiously began preparing for a
responsible tour.

For example, the Kazakh State
Philharmonic, named after Dzhambul,
was preparing the following groups for
the upcoming Decade of Kazakh art and
literature in Moscow in 1958: the State
Orchestra of Kazakh Folk Instruments
named after Kurmangazy, the Kazakh State
Chapel, the Ensemble of the People’s Artist
of the Kazakh SSR Shara Zhienkulova,
the Ensemble of the Honored Artist of
the Kazakh SSR Nursulu Topalova, the
Philharmonic String Quartet conducted

by losif Kogan, the soloists of the Kazakh
State Philharmonic Society (People’s Artist
of the Kazakh SSR Zhamal Omarova,

Roza Baglanova, Zhusupbek Elibekov, and
Manarbek Yerzhanov).

The best works were selected for the
program from the existing repertoire and
the Kazakh art explicitly ordered for the
Decade. Thus, the program of the orchestra
of Kazakh folk instruments was collected
from the current repertoire of Kazakh folk
kyuis, original compositions on Kazakh
themes. The program also included works
of Russian and Western European classics,
the best of them, which determined the
rapid growth of instrumental Kazakh
music and the path of its development.

To replenish their repertoire with works

of classical music, populist orchestra
players had to master the complex,

new technique of orchestral sound. For
example, the program included works like
Scherzo from the fourth Symphony of P. 1.
Tchaikovsky or Hungarian Dance No. 5 by
J. Brahms. Kazakh music was represented
by arrangements of Kurmangazy’s kyuis
Saryarka, Akbai, and others (Concert’s
Programs).

Especially for the Decade, the orchestra
ordered a new repertoire. So, a work of
large form was commissioned to create Y.
Brusilovsky. A. Zhubanov was requested
to compose for kobyz and orchestra.
Further works were also ordered from
S. Mukhametzhanov, K. Musin, and B.
Baikadamov. The arrangement of the
Scherzo from the 4th Symphony by P. 1.
Tchaikovsky was commissioned to be made
by Sh. Kazhgaliev, F. Mansurov, and A.
Khachaturyan were asked to arrange for
the orchestra of their choice, and so on
(Reference dated sep.19,1956, item 1).

In preparation for the decades, the
repertoire for the choir, which was called
“The Collective - a pioneer” in the severe
field of propaganda among the Kazakh
people of a cappella singing, new works
were ordered from Mukan Tulebaev, Sydyk
Mukhametzhanov, Gaziza Zhubanova,



Kuddus Kuzhamyarov. Thanks to the
updating of the repertoire list, new suites
on Kazakh themes, plays on Uyghur
themes, songs about the motherland, the
Soviet army, virgin lands, etc., appeared. In
addition, a major choral work (“cantata or
oratorio”) was entrusted to E. Brusilovsky
(Reference dated sep.19,1956, item 3).

[t should be noted that even though the
political course in the field of musical art,
starting from the 1930s, was aimed at
mastering extensive genres - symphonies,
operas, concertos, despite the introduction
of the “written tradition” and classically
oriented forms, styles and genres, it is
essential to note that national soil has
always remained the basis of composer
creativity. In this regard, the opera Kyz
Zhibek presented in the Decade of 1936,
with soloist Kulyash Baiseitova in the title
role, was entirely based on such features of
traditional musical culture as the melodic-
thematic material of the national heritage,
the timbre-sound properties of Kazakh
instruments and folk manner of singing,
forming a “layer of national sound.” There
is also a reliance on the features of poetic
speech, which in traditional Kazakh culture
are inseparable from music. The features
of music are associated with the reflection
of the national worldview, worldview, and
attitude (Dzhumakova, 232).

As a result, the program of the combined
concert of groups and soloists of the Kazakh
State Philharmonic named after Dzhambul
for the Decade of Kazakh Art and Literature
in Moscow in 1958 was “composed of the
best works and performers” (Reference
dated sep.19,1956, item 5).

In connection with the Decade, the
management also placed an order at
the Moscow Musical Experimental
Workshop for a new set of instruments for
the orchestra named after Kurmangazy
to “simultaneously enrich the orchestra
with instruments with new timbres.”
Instruments with unique timbres included
timbre harmonicas (fur instruments)
imitating the following musical

instruments: oboe, bassoon, trombone,
horn, and other wind instruments. A
total of 100 instruments were ordered.
[t was also decided to experiment with
modernizing Kazakh folk wind instruments.
For example, the sabyzgy was brought
closer to the shape of a flute (meaning the
range, fingering, and fret system, while
retaining its specific timbre. The percussion
instrument dauylpas was brought closer in
shape and sound to a group of tympanums
(tuning instruments with copper
cauldrons). The Philharmonic Society
was ordered to “perform experimental
work around all the instruments of the
Kurmangazy Orchestra, except for the
tenor dombra and the bowed instrument
kobyz”. The Kazakh State Philharmonic
Society’s directorate sent the chief
orchestra conductor Shamgon Kazhgaliyev
to order a new set of instruments for
the Kurmangazy orchestra and carry
out experiments to properly modernize
instruments. The conductor led and
controlled processes in the Ministries
of Culture of the USSR and the RSFSR
(Russian Soviet Federative Socialist
Republic), the Ministry of Forestry and
Fisheries, and other institutions directly
related to ordering new instruments
and fulfilling this order (Reference dated
sep.19,1956, item 2).

Preceded this event was a memorandum
by Kazhgaliyev in 1953, who addressed
it to the head of the art department. He
wrote about the need to open a musical
and experimental workshop in Alma-Ata
so that in Kazakhstan, “experimental and
laboratory scientific work could be carried
out in a serious area of modernization of
Kazakh folk musical instruments.” Sh.
Kazhgaliyev stated that since “a network
of musical educational institutions is
expanding more and more in the Kazakh
Republic” and that the workshop will
be able to “supply the orchestra named
after Kurmangazy, musical educational
institutions, numerous circles of amateur
performances. Moreover, the workshop will
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provide an opportunity to buy “instruments
for amateurs who want to learn how to
play Kazakh folk musical instruments”
(Kazhgaliyev, memorandum) — the
report of Sh. Kazhgaliev was discussed
in the Council of Ministers of the Kazakh
SSR, where the issue raised was resolved
positively, but later the project was
suspended. Nevertheless, this issue was
repeatedly raised in the future by many
musicians of the Republic of Kazakhstan.

For each organizational process
related to the preparation for the Decade,
whether it was attracting composers to
replenish the repertoire of the team or
asking for new personnel to the orchestra,
it was necessary to report to the ministry;
everything was subject to strict control. The
existing musical educational institutions
requested the missing personnel, filling
the so-called “decade understaffing”. For
example, information about the expected
number of participants in the Decade from
the Dzhambul Philharmonic, submitted
to the Ministry of Culture on February 11,
1956, contained data on the number of
participants in the Decade at 256 people
(Reference dated Fev, 5, 1957).

At the same time, according to the
certificate on the staffing of large groups
and individual workshops of the Kazakh
State Philharmonic Society during the
period of preparation for the Decade of Folk
Art (1956-1958) dated September 25,
1956, from the director of the Kazakh State
Philharmonic Society A. Kaplambekov,
Kurmangazy orchestra, as of September 25
was only 57 people, with the staff approved
for 1956 - 64 people, while in the estimate
of the Decade, 80 people were indicated.
The so-called “Decade understaffing”
amounted to 23 people. Personnel for
replenishment (10 people) were requested
from the conservatory and music schools.
The remaining 13 people were asked to
“select among those wishing to enter the
orchestra through a competition.” Also, for
musicians, “young and capable personnel”
rooms were requested no later than January

1957 to “create minimum conditions
in terms of staffing the Kurmangazy
orchestra” (Reference dated Sep 25, 1956).

In the same way, the composition of
the Kazakh State Choir needed to be more
staffed, where a ten-day understaffing was
24 people. These people were requested
in Almaty music schools and the regions,
namely in Uralsk, Ust-Kamenogorsk,
Semipalatinsk, and Karaganda.

The philharmonic symphony orchestra
was planned to be created based on
the existing Kazakh radio orchestra,
established in 1938 (Kazakhstan National
Encyclopedia 57), before the second
Decade of Kazakh art and literature in
1958.

So, in the certificate on the preparation
of groups and soloists of the Kazakh State
Philharmonic Society for the upcoming
Decade of Kazakh Art in Moscow, given
to the head of the Department for Arts
under the Council of Ministers of the
Kazakh SSR, the phrase “Symphonic
orchestra - in the project” was entered
with a simple pencil (Reference dated Sep
19, 1956). Then, on September 25, 1956,
the director of the Philharmonic reported
that “to create a symphony orchestra in
the Kazakh Republic, it is necessary: a)
to have at the head of its chief conductor
a highly disciplined educated musician-
organizer and teacher whose name would
be widely known in terms of everything
necessary when organizing new affairs
and the subsequent time of its existence,
b) the mandatory invitation of qualified
musicians to a total number of 40 people,
¢) to meet the minimum living conditions
of musicians and the speedy creation of
a Kazakh State Philharmonic Symphony
Orchestra, 25 rooms are needed during the
period of the organization from January 1 to
March 1, 1957.” At the same time, he also
determined the orchestra’s composition
in the amount of 65 people (stationary)
and 97 people for the Decade (Document
dated Sep, 25, 1956). Then, on October 8,
according to the calendar plan, the honored



worker L. Sharogorodsky, already reported
to the concert commission “on the long-
term plan for the work of the symphony
orchestra, in connection with the upcoming
decade / the organization of a symphony
orchestra in Alma-Ata and its repertoire
plan” (Calendar plan 54).

The document mentioned above - the
calendar plan (for September-December
1956), among other things, contained
a note in which important “urgent
issues” were indicated: the creation of a
symphony orchestra in the Republic, the
announcement of competition among
composers for the best song about the party
and a cantata on a topical and exciting
topic Kazakhstan, an order for a new
set of instruments for the Kurmangazy
orchestra, as well as an invitation from
the composer Vano Muradeli as a
consultant for the preparation of concert
performances (Calendar plan 55). It is
known that Muradeli had an experience
of mass outing tours during the war years
when in 1942, he was appointed musical
director of the central ensemble of the
Workers’ and Peasants’ Red Fleet (RKKF).
This professional group included a choir,

a symphony orchestra, a choreographic

and drama troupe, a jazz orchestra. As

the concert commission determined, the
experience of managing an entire concert
team with many participants would help
organize mass tours of the Kazakh SSR.

In addition, the choice of V. Muradeli was
mainly due to his authoritative position in
the Union of Composers of the USSR; in
particular, at that time, Muradeli held the
post of head of the USSR Music Fund.
And, of course, the work of V. Muradeli,
Russia, performed by the Song and Dance
Ensemble of the Kazakh SSR, was included
in the program of the final concert of the
Decade of Kazakh Art and Literature at the
Bolshoi Theater of the USSR on December
23, 1958 (Concert program dated Dec, 23).

Ayear and a half before the Decade,
the newspaper “Kazakhstanskaya Pravda”
published an article about preparations

for the Decade of the Abai Theater. Before
the readership, they unfolded the scale

of responsibility assigned to the team.
They prepared to present “professionally
mature works of national composers” to
the Moscow audience, which differed from
the first performances of Kyz Zhibek and
Zhalbyr operas by “a radical change in

the artistic qualities of the productions”.
Thus, the theater’s repertoire was enriched
with full-fledged Kazakh operas, folk
singers, performers of the first operas,
mastered professional skills, and gained
the necessary experience; the cast acquired
musical education. The improvement of the
performance skills of Kazakh artists and
the successful work of national composers
led to the transition to a new stage in the
development of Kazakh art, successfully
demonstrated during performances in
Moscow.” Despite the generally positive
mood of the presentation, the author of
the article Messman, also makes several
critical statements, for example, about
the unbalanced sound of the orchestra, as
well as on the topic of reading the artistry
of the production of the opera Birzhan

and Sara, speaking, however, favorably
about the music itself. In the framework of
public hearings of groups on the eve of the
tour, such critical articles in newspapers
of the republican scale made it possible to
objectively assess the level of training at
its various stages, both for the layman and
the participants in the “Decade” project
(Messman 1).

Closer to the upcoming event, in
October 1958, publications appear in the
media, where the reader describes the
conditions that are being prepared in the
capital of the USSR for the participants
of the Decade. For example, the author of
the article Moscow is waiting for guests,
E. Rappoport, writes that “the best hotels
- Ukraine and Ostankino have been
prepared, and the stages of the Column
Hall of the House of the Unions, the stage
of the branch of the Bolshoi Theater And
the list goes on. have been provided for the
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performances of Kazakh groups. About
Kazakh literature, the article contains

a documentary author’s sketch from a
bookstore, which demonstrates the interest
in the work of Kazakh writers among
famous Russian literary critics. In addition,
“in all bookstores, in kiosks, on the so-
called tables placed on the streets, squares,
in the subway - everywhere you can find
the works of Kazakh writers — moreover,
not only books published by the Decade

by major publishing houses. Many among
them are “products of Kazgoslitizdat...

For example, on the shelves of the richest
bookstore in our country, Writers” Shop,
the epic of M. Auezov’s Abai, School of Life
by S. Mukanov, poems by G. Ormanov, T.
Zharokov, H. Bekkhozhin, etc. All this is
presented in the best Russian translations”
(Rappoport 63).

During the Decade, to demonstrate
talents from Kazakhstan, all the iconic
concert venues in Moscow and the region
were involved in the performance of
organizations of the Kazakh SSR. Among
more than 20 concert halls, palaces,
and houses of culture and clubs, there
are iconic ones like the Tchaikovsky
Concert Hall, Large and small halls of
the P.I. Tchaikovsky Conservatory, the
Column Hall of the House of the Unions,
and others. In addition, the Moscow
region cities of Zagorsk, Serpukhovo,
Solnechnogorsk, Podlipki, and others also
received Kazakh artists.

As an advertising announcement, on
October 15, 1958, Moscow television
showed a concert of the Kurmangazy State
Orchestra of Kazakh Folk Instruments. The
orchestra demonstrated wide performing
capabilities and repertoire potential
with the concert program. Almost the
entire spectrum of music available for
performance by a Soviet Kazakh artist/
group was played. These are classical works
(Figaro’s Cavatina from the opera The
Barber of Seville by G. Rossini, Hungarian
dance Neb by [. Brahms), and a Russian
play (Kamarinskaya by M. Glinka), and

works by Soviet composers R. Glier Dance
of Soviet Sailors from the ballet Red Flower
and E. Brusilovsky Two Swallows, and the
play by the contemporary foreign composer
He Lutin Party, and arrangements of the
Kazakh kyuis of Kurmangazy (Sarzhaylyau,
Adai, Sary-Arka), and, finally, the
work of the modern Kazakh composer
S. Mukhametzhanov Symphonic kuy
Motherland of Joy (Concert program 12).
By tradition, the participants of the
Decade brought valuable gifts to Moscow.
In addition, unique copies of Kazakh
folk instruments were made: inlaid
kobyz and dombra, and presented to the
leadership of the concert hall named after
P. I. Tchaikovsky, the conservatory and
separately, the dombra - to the concert hall
of the conservatory. In total, 22 thousand
rubles were spent on gifts for the Decade of
1958. The expenses included gift albums (3
pieces) in a leather cover with a gold print,
Kazakh chapans embroidered with a silver
(4 pieces) for the heads of the Ministry of
Culture of the USSR and the leaders of the
halls, as well as the head of the plant named
after Likhachev (Reference of expenses).
All the events held over the decades
were widely and massively covered by
the media, not only by Moscow but by
publications of the Russian regions and
other union republics. An impressive list
of periodicals in which articles about the
Decade of 1958 were published included
such high-profile titles as Soviet Culture,
Pravda, Trud, Evening Moscow, Izvestia,
Moskovsky Komsomolets, and others.
The mass media of the fraternal republics
followed the progress of the Decade no
less actively; publications were placed
in the Tashkent Pravda of the East,
in the newspapers Sovetskaya Latvia,
Turkmenskaya Iskra, Krasnoe Znamya
(Kharkov), Rabochaya Gazeta (Kiev)
and many others. Thematic publications
also did not bypass the large-scale event.
Among them: are Soviet aviation, Literary
newspaper, the Soviet fleet, and others.
The regions of Russia federation covered



decades on the pages of the newspapers
Soviet Chuvashia (Cheboksary), Soviet
Transcarpathia (Uzhgorod), Soviet Kuban,
Kalininskaya Pravda, and others.

Most articles contain repetition of
headings and texts, suggesting that strictly
approved press releases only allowed a
partial reprint. So, for example, an article
about the final concert of Kazakh art and
literature, “Colorful Feast of Friendship”,
in the newspaper Pravda dated December
24 does not differ in text from the
publication in the newspaper Gudok (the
same date), where the article is printed
with minimal reduction, literally one or two
paragraphs. The heading “Festive flowering
of art” is also the same as in the Gudok and
Trud newspapers publications (same date).
The above title’s words are often found in
publications as if they were the official title
of the Decade. Sometimes, however, there
are variations of it, for example, “Bright
inflorescence of talents” (Miroshnichenko)
or “Colorful holiday of friendship”, or
“Bright, colorful art” (Komsomolskaya
Pravda, same date). It is also interesting
that repetitive headings are found in
various publications. For example, we will
meet “The Festive Flowering of Art” in at
least five newspapers: Leninskoe Znamya
and Sovetskaya Rossiya on the same
date, Sovetskaya Chuvashia from 14/12,
Izvestiya 24/12, Soviet Aviation 24/12.

Moscow publications, however,
published not only formulaic press
releases but also reviews by critics and
journalists about the events and other,
more exciting articles. For example, in
Evening Moscow, a Diary of a decade of
Kazakh art and literature was kept (39).
Moskovskaya Pravda devoted a lot of space
to the materials of the Decade in its pages.
So, in the issue of December 23, under
the headline-slogan “Thoughts, work,
dreams connect Moscow with Alma-Ata!”
on the entire third page were placed notes
from the exhibition of Kazakh fine arts
and a small creative report by the people’s
artist Roza Baglanova, and a review of

meetings with readers of the writer Sabit
Mukanov, and K. Dzhandarbekov’s thanks
to Muscovites with the title “Criticism is
better than praise”, and even an artistic
essay about the young conductor Turgut
Osmanov under the heading “stories about
the participants of the decade.” In addition,
the issue published poems To the Capital
by D. Shamkenov translated from Kazakh,
and an article review by the People’s Artist
of the RSFSR N. Kazantseva about the
production of Birzhan and Sara opera
(Dairy of Decade dated Dec, 22, 1958).

Notably, the first Kazakh artists
have noted separately in the Decade:
“The first Kazakh artists appeared in
Kazakhstan. Among them is G. [smailova,
who presented sketches of scenery and
costumes for M. Tulebaev’s opera Birzhan
and Sara and a beautifully executed
compositional portrait of the People’s Artist
of the Kazakh SSR Shara Zhienkulova
— Kazakh Waltz. The works of another
Kazakh artist A. Galimbayeva are also good
- sketches for the film Songs of Abai and
the painting Folk Talents (Moscovskaya
Pravda 60).

All publications wrote about one
thing, echoing each other: about the
triumphal tours of the fraternal people,
about the success of art exhibitions,
literary meetings, and, of course, about the
grandeur of the final concert, at which, in
addition to the entire composition of the
leaders of the party and government (A. B.
Aristov, N. [. Belyaev, L. I. Brezhnev, K.
E. Voroshilov, N. K. Ignatov, F. R. Kozlov,
O. V. Kuusinen, A. I. Mikoyan, N. A.
Mukhitdinov, M. A. Suslov, E. A. Furtseva,
N. S. Khrushchev, N. M. Shvernik, P.
N. Pospelov, D. S. Korotchenko, E. Ya.
Kalnberg, A. P. Kirilenko, A. N. Kosygin,
K T. Mazurov, V. P. Mzhavanadze, M.
G. Pervukhin, N. V. Podgorny, D. S.
Polyansky, D. A. Kunaev, Zh. A. Tashenev,
N. D. Dzhangildin, I. T Tazhiev, N. A.
Mikhailov, A. K. Kanapin and others) were
attended by “representatives of the Moscow
public - cultural and art figures, as well as
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“many people with badges of deputies of
the Supreme Soviet of the USSR - they
came from different republics, cities, and
villages countries per session” (Trud
newspaper). The solemn reception held by
the Ministry of Culture of Kazakhstan on
the occasion of the end of the Decade of
Kazakh art and literature in Moscow the
day after the final concert “was held in an
exceptionally cordial fraternal atmosphere”
(Miroshnichenko 28).

Of course, many artists were deservedly
awarded after such a successful event for
Kazakhstan. Thus, the Presidium of the
Supreme Soviet of the USSR awarded the
Order of Lenin to the Opera and Ballet
Theatre. Four hundred and seven artists
were also awarded Orders of Lenin - by 13
people, the Order of the Badge of Honor -
by 125 people, the Order of the Red Banner
of Labor - by 53 people, and the Medal
for labor distinction - 216 people (Soviet
culture newspaper 28). In addition, the
title of People’s Artist of the USSR, “in
connection with the decade of Kazakh art
in Moscow” in early 1959, was received
Shaken Aimanov, Kalibek Kuanyshpaev,
and others (Komsomolskaya Pravda).

Another result of the successful holding
of the Decade of 1958 is presented by a
document dated October 7, 1958, from
the State Concert Association of the
USSR on including the Kurmangazy Folk
Instruments Orchestra in the all-Union
concert tour plan for the 1958-1959 season
(Document GK-2017).

Main provisions

The combination of material resources,
human potential, initiative, and
professional competencies allows for the
implementation of large-scale projects,
growth, adaptation, and development,
responding to the challenges of the times
and meeting the needs of the community.
In a period when, in the first half of the
20th century, a new state structure was
being created and culture was being built/

enriched/supplemented in the countries of
Central Asia, management served as a tool
for implementing state policy and planned

economy, becoming an integral part of the
process of cultural formation.

Conclusion

With the management tools used today, the
set level of responsibility for holding events
during a trip to Moscow was initially high.

Even today, in modern times, tours of
large groups abroad reveal problems in
their organization; it is always tricky, most
responsible, and very costly. Nevertheless,
any state recognizes the importance and
value of the exchange of cultural experience
between friendly countries. Of course,
Kazakhstan has always been open to
international cooperation in art and culture,
both in Soviet times and even more so in
the period of independence.

Considering the decades of Kazakh art
through the prism of archival materials
and analyzing the management actions of
the governing structures through an active
document flow, we can say that these trips -
events of a republican scale - showed all the
art management technologies available at
that time. A combination of funds and tools
was required to solve the many different
tasks of organizing a trip for many people,
tools, and props. So, for a ten-day journey,
project management tools were used,
namely, precise planning and following
the approved plan. The organization and
implementation of, for example, the project
“the first national opera” was successful
also because the artists themselves were
no less than their leaders (artistic directors,
directors) inspired by the prospects of the
trip.

As a quality control system, the
organization of an expert commission
and the preparation of a specific schedule
of reports and detailed recording of each
meeting held according to the plan were
successfully applied.

Analyzing the effectiveness of the tools
used in those years to organize touring



activities, it is worth considering that
the tour of 1936 was the first mass tour
of artists of the Kazakh SSR, and it was
successful enough. Accordingly, such an
experience was the first for the country,
both for the governing structures and
organizations and for the artists led by
them. And this experience can be find quite
successiul as well.

Nevertheless, both decades - 1936
(first of all) and 1958 demonstrated in the

ABTOpnapabIH, yneci

best possible way to the top leadership of
the USSR, the audience of the fraternal
union republics, how well the new cultural
policy was mastered and accepted by the
country, how much culture was enriched
and developed in the newly formed Kazakh
SSR. Furthermore, achievements in the
performing arts and literature demonstrated
during the two decades of Kazakh art in
Moscow (1936, 1958) had a significant
impact on the socio-cultural environment of
Kazakhstan in the future.

©. H. mae - Makana TyKblpbIMAAMacbIH KanbIinTacTbipy. Matepuanaapabl kuHay, Tangay
XaHE KOpbITY. MaKanaHblH, aFbUILLbIH TiliHe ayaapMacsl. [lepektep Ke3nepiH XuHay
XaHe Xyreney. MaTiHHiH 3epTTey 6eniriH AavbiHaay. MakanaHbl Xapusnayfa favibiHaay.

F. 3. BereM6eToBa - MaTiHAi CbIHM TYPFbILAH Tanfay XaHE MblCbIKTAY, TYXKbIPbIMAbI
TyXbIpbiMAAy. MakanaHbl 6e3eHpipy, MaTiHHIH, 3epTTey 6eniriH kaiTta kapay. OpbiC XaHe
aFbIILWLbIH TiNAEpiHAEri MakanaHbl Ty3€eTy XaHe eHeY.

Bknap aBTOpOB

A. H. Umae - ®opmupoBaHme KoHuenummu ctatbu. C6op, aHanus 1 0606LeHme
MaTepuanos. PaboTa ¢ UCTOYHMKAMKM U iuTepaTypou. [lepeBoa, CTaTbk Ha aHMUIACKKIA
a3blk. CHOp M cMcTEMATM3aLMS AaHHbIX UCTOYHUKOB. [OAroTOBKA MCCNea0BaTeNbCKOM
yactu TekcTa. MoAroToBKa CTaThu K nybavkKaumu.

I. 3. Berem6eToBa - Kputnueckum aHanus u LopaboTka TeKCTa, KOHLenTyanusaums
BbIBOA0B. OpopmMeHune cTaTbk, LOpaboTKa MCCIen0BaTENbCKOM HacTM TEKCTA.
Koppekuus v pefakTypa CTaTbut Ha PYCCKOM M aHIIMIACKOM A3blKax.

Contributions of authors:

A.N. Imayo - Formation of the concept of the article. Collection, analysis and
generalization of materials. Work with sources and literature. Collection and
systematization of data sources. Preparation of the research part of the text.
Preparing an article for publication.

G.Z.Begembetova - Critical analysis and revision of the text, conceptualization of
conclusions. Design of the article, revision of the research part of the text. Correction
and editing of the article in Russian and English.
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muzykalnom teatre.” [Decree of the Council of People’s Commissars of the Kazakh ASSR
No. 1016 dated October 29, 1936 on the “Kazakh Musical Theater.”] TSGAOR KaZSSR
f.1841,0p.1,d. 1, p.206

Prikaz ministra kultury Kazakhskoy SSR N2351 ot 27 noyabrya 1958 g. ob utverzhdenii
personalnogo sostava teatrov, kontsertnykh organizatsiy, vyyezzhayushchikh na dekadu.
[Order of the Minister of Culture of the Kazakh SSR No. 351 dated November 27, 1958 on
the approval of the personnel of theaters, concert organizations traveling for a decade.]
TSGAOR KaZSSR £.1823, op. 1, d. 299, sv. 32, p.8

Programma zaklyuchitelnogo kontserta dekady kazakhskogo iskusstva i literatury v
Moskve. Bolshoy teatr Soyuza SSR, 23 dekabrya 1958, Moskva. [The program of the final
concert of the decade of Kazakh art and literature in Moscow. Bolshoi Theater of the
USSR, December 23, 1958, Moscow.] TSGAOR KaZSSR £.1823, op. 1, d. 298, sv. 32, p.1-3
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Programma k dekade kazakhskogo iskusstva i literatury v Moskve. (orkestr nar.
Instrumentov im. Kurmangazy), Alma-Ata, 1958. [Program for the decade of Kazakh art
and literature in Moscow. (Orchestra of People’s Instruments named after Kurmangazy),
Alma-Ata, 1958.] TSGAOR KaZSSR .1823,0p. 1, d. 289, sv. 30, p. 12

Programma zaklyuchitelnogo kontserta dekady kazakhskogo iskusstva i literatury v
Moskve. Bolshoy teatr Soyuza SSR, 23 dekabrya 1958, Moskva [The program of the final
concert of the decade of Kazakh art and literature in Moscow. Bolshoi Theater of the
USSR, December 23, 1958, Moscow] TSGAOR KaZSSR f.1823,0p. 1, d. 298, sv. 32, p.3

Programma k dekade kazakhskogo iskusstva i literatury v Moskve. (orkestr nar.
Instrumentov im. Kurmangazy. Alma-Ata, 1958. [Program for the decade of Kazakh art and
literature in Moscow. (Orchestra of People’s Instruments named after Kurmangazy), Alma-
Ata, 1958.] TSGAOR KaZSSR £.1823,0p. 1, d. 289, sv. 30, p. 12

Priyem po sluchayu okonchaniya dekady kazakhskogo iskusstva i literatury v Moskve.
[Reception on the occasion of the end of the decade of Kazakh art and literature in
Moscow.] gazeta “Sovetskaya kultura” [“*Soviet Culture” newspaper] Dec, 25, 1958.
Materialy dekady literatury i iskusstva v Moskve. T.2 1958 g. [Materials of the decade of
literature and art in Moscow. vol.2 1958.] TSGAOR KaZSSR £.1841,0p. 7, d. 368. p.28

Rappoport, Yevgeniy. “Moskva zhdet gostey.” [“Moscow is waiting for guests.”] “Alma-
Atinskaya Pravda”, p. 4 of October 24, 1958. Materialy dekady literatury i iskusstva v
Moskve. T.2 1958 g. [Materials of the decade of literature and art in Moscow. Vol.2 1958.]
TSGAOR KaZSSR £.1841,0p. 7, d. 367. p.63

Sadikova, Aigul and Ardak Nurmukhambetov “Iz istorii pervoy dekady kazakhskogo
iskusstva i literatury v Moskve.” [“From the history of the first decade of Kazakh art and
literature in Moscow.”] Central Asian Journal of Art Studies, Vol. 4, no. 1, 2019, p. 152. (by
Kazakh)

Spravka ot 19 sentyabrya 1956 goda o podgotovke kollektivov i solistov kaz gos filarmonii
k predstoyavshey dekade kazakhskogo iskusstva v Moskve, nachalniku upravleniya po
delam iskusstv pri sovete ministrov kazakhskoy ssr tovarishchu I. Zharylgapovu, punkt

1. [Reference dated September 19, 1956 on the preparation of groups and soloists of the
Kazakh State Philharmonic Society for the upcoming decade of Kazakh art in Moscow,

to the head of the department for arts under the Council of Ministers of the Kazakh SSR,
comrade . Zharylgapov, item 1-5] TSGAOR KaZSSR £.1823, op. 1, d. 256, sv. 27

Spravka (po povodu sostoyaniya filarmonii v podgotovke k dekadam) ot 5 fevralya 1957
g. [Reference (on the state of the Philharmonic in preparation for the decades) dated
February 5, 1957.] TSGAOR KaZSSR .1823, op. 1, d. 256, sv. 27, pp. 17-19

Spravka ob ukomplektovanii krupnykh kollektivov i otdelnykh tsekhov Kazgosfilarmonii
v period podgotovki k dekade narodnogo tvorchestva (1956-1958gg) ot 25 sentyabrya

1956 goda ot direktora kazgosfilarmonii Kaplambekova. A. [Reference about the staffing
of large teams and individual workshops of the Kazakh State Philharmonic in the period
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of preparation for the decade of folk art (1956-1958) dated September 25, 1956 from the
director of the Kazakh State Philharmonic Kaplambekov. A.] TSGAOR KaZSSR f.1823, op. 1,
d. 256, sv. 27

Spravka o fakticheskikh proizvedennykh raskhodakh za schet sredstv otpushchennykh na
podgotovku [Reference of actual expenses incurred at the expense of funds allocated for
training] TSGAOR KaZSSR

Spisok Narodnyh artistov SSSR [List of People’s Artists of the USSR] Wikipedia, https://
ru.wikipedia.org/wiki/Cnucok_HapognHbix_aptuctos_CCCP , Access date 12/02/2023

Varshavskaya, Ludmila, and Iliyas Samigulin. “Izvestia-Kazakhstan”, November 11 https://
ruwikipedia.org/wiki/>ypreHos, Temnpbek_Kapaesuu

Vinshtein, Ilya. “Pervye dekady natsionalnogo iskusstva v Moskve v 30-e gody.” [“The first
decades of national art in Moscow in the 30s.”] Internet Blog, 2018, https://www.winstein.
org/publ/36-1-0-3488, access date: June 18

“Vysokaya otsenka” [“High score”]. gazeta “Komsomolskaya Pravda” [*Komsomolskaya
Pravda” newspaper], Jan, 4, 1959, Moscow.

Zhumabekova, Dana. “Skripichnaya kultura Kazakhstana: pedagogika, ispolnitelstvo
i kompozitorskoge tvorcheskto (ot istokov do sovremennosti).” [“Violin culture of
Kazakhstan: pedagogy, performance and composer creativity (from the origins to the
present).”] Dissertation, 2015, pp. 470, p.17

Zatayevich, Alexandr. “1000 pesen kirgizskogo naroda. (napevy i melodii).” [“1000 songs of
the Kyrgyz people. (chants and melodies).”], primechaniye N2531 [note N2531], Kirgizskoye
gosudarstvennoye izdatelstvo [Kyrgyz State Publishing House], Orenburg, 1925, pp. 447, p.372

Zatayevich, Alexandr. “Issledovaniya, vospominaniya, pisma, dokumenty” [“Research,
Memories, Letters, Documents.”] Kazakhskoye gosudarstvennoye izdatelstvo
khudozhestvennoy literatury [Kazakh State Publishing House of Fiction], Alma-Ata, 1958,
pp.300, p.197

Zatayevich, Alexandr. “Issledovaniya, vospominaniya, pisma, dokumenty” [“Research,
Memories, Letters, Documents.”] Kazakhskoye gosudarstvennoye izdatelstvo
khudozhestvennoy literatury [Kazakh State Publishing House of Fiction], Alma-Ata, 1958,
pp.300, p.198
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Ocea Umae

Kypmanrasbi atbinarsl Kazak yaTThiK KOHCEPBATOPHSICHI
(Anmatbl, Kazakcran)

Fanusa beremberoBa

Kypmanraser atbiniarsl Kazak yJTTbiK KOHCEpPBATOPHSICI
(Anmarsl,Kazaxcran)

MOCKEYAEr KA3SAK ©HEPI MEH SAEBUETIHIH AEKALAJIAPBI (1936, 1958). AEPEKTEPAI LLONY

Anpartna. bykapanbik Typnap KOHTEKCTIHAETI YMbIMAACTbIPYLWbUIbIK Kbi3MET Nnpobnemackl KasakcraHaa
awbina 6epmenTiH Takpipbin. OHaa Kasak KCP eHep karipaTkepniepiHiH, anfallkbl Xxannarm ractpoabaik
canapblH en ywiH, 6acweinap ywiH oe, eHep KamMpaTkepaepi ywWiH ae GipiHwWi ocbiHAan Taxipnbe peTtiHae
KapacTblpy YCbIHbIIAAbI.

OpTanblk, MEMNEKETTIK Ka3blHAAAH a/blHFaH 3€PTTeY KYXKaTTapblHbIH, HEFi3iH MypaFaTTblK Ky>KaTTap
npu3Machl apKblibl: Kaynblnap, byMpbiKTap, aHblkTaManap »aHe T.0., aBTop AaiblHAAY NPOLLECTEPiH,
ONTAPAbIH, TUIMAINITIH XXSHE 3KCKYPCUSHbI XY3ere acblpy KypanaapbiH KapacTblipyabl YCbIHAAbI.

biperei myparat Ky>katTapbl «OHXbINAbIKTAP» aTTbl XKaNAMbIYATTbIK AyKbIMAbl OKUFAHbIH, TYPAI-TYCTi
LIONYbIH yCbIHAbI. Ka3ak MapeHMeTiH Konaay 60vMbIHIWA MaHbI3abl )k0OaHbl XXy3ere acbipy KentereH
cebenTepre 6annaHbICTbl CATTI 60nabl. ABTOPp Mackeyae Ka3ak MaLEHMETIH TaHbIMan eTy TakTUKACbIH,
COfaH BaMnaHbICTbl iC-luapanapabl eTKi3yaiH cTpaTernsanapbiH, pecypcrapabl 6eny, xayantbl TyiFanapAabl
TafaMblHAAYAbl CMNaTTanabl. KazakCcTaHAblK, MOAEHMET XaHe eHep KanpaTkepaepiHe epeklile Ha3ap
aypapbingbl. Makanaga T.KypreHoBTiH, A.)Ky6aHOBTbIH, A.3aTaeBUYTIH, KaHe TaFbl 6ackanapablH,
KyKaTTanfaH HakTbl ic-apekeTTepi kepceTinreH. bykin KCPO-HbIH 6yKapanbik aknapaT KypanaapblHAaFbl
LLONYNAP MEH XapUANaHbIMAAP OHKYHAIKTIH, XXaHe ofaH 6ainaHbICTbl OKUFaNapAblH, CO3Ci3
MaHbI3AblNbIFbl Typasibl aiTaLbl.

1936 xaHe 1958 xbinpapaasbl cMnaTTanFaH OHXbINAbIKTap 6acka mageHuetTepae (TML enpepiH
KoCnaraHAa) TeH4eci oK biperei xobanap 6onbin Tabbinagbl. bynap e3 aneyeti 6ovibiHWA Ka3ipri
3aMaHfbl eHepai 6ackapy TEXHONOMMSACbIHbIH, AaMy AMHAMUKACbIMEH, OHbIH, EpEKLUeNiKTePiMEH,
TEOPUACBIMEH XXaHe TaxipmubeciMeH napannenbai MaAEHMETTI inrepineTy NpMHUMNTEPi apacbiHAAFbI
6alinaHbIC HYKTENEepiHiH, Ke3re kepiHOenTiH kenipnepi 6onbin Tabbinagbl.

Tyiiin ce30ep: nekapa, 1936, 1958, kasak eHepi, KOHLEPTTIK ractponbaep, KasakcraH, MafeHumeT,
My3bIKa.

Aaiiekce3 ywiH: Imae, Ocen xaHe berembeToBa fanus. «Mackeyneri ka3ak eHepi MeH aaebueTiriH,
nekaganapsl (1936, 1958). lepektepre wony». Central Asian Journal of Art Studies, 1. 8, N2 4,2023, 239-
258 6.DO0I: 10.47940/cajas.v8i4.643.

Anfbic: ABTOpap aHOHUMA peLieH3eHTTEpre 3epTTeyre Ha3ap ayaapbim, KbI3bIFYLbUIbIK, TaHbITKAHbI
YLWiH, COHAaN-ak, MakanaHbl 6acnara favblHAAYFa KEMEKTECKEHI YLUiH anfbiCbiH Gingipeni.

Asmopnap KomuazbaHbiH COHFbI HYCKACbIH OKbIN, MAKY/10a0bl #aHe Myddesnep Kalilibliblfbl JOK
eKeHOieiH ManimMoelioi.
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Aceab Umae

Kasaxckasi HaloHasbHast KoHcepBatopust uMeHn Kypmaraabl
(Anmatbl, Kazaxcran)

lanua beremGeroBa

Kaszaxckasi HalpoHasbHas KoHcepBaTopust iMenn Kypmanrasbl
(Anmatol, Kazaxcran)

LEKALbI KA3SAXCKOIO MCKYCCTBA U JIUTEPATYPbI B MOCKBE (1936, 1958).
MCTOYHMKOBEAYECKMI OB30P

AHHoTauums. lNpobnema opraHM3aLMOHHON AESTENbHOCTM B pa3pe3e MaCcCOBbIX racTponen TeMa,
6e3yc/I0BHO, Mano packpbitas B KasaxcraHe. [lepBble MaccoBble racTponun aestenei UCKycCTea
Kazaxckow CCP npennaraercs paccMOTpeTb B Ka4eCTBE NMepBOro NoA0OHOro onbiTa A8 CTPaHbl, Kak Ans
pyKOBOZMTENEN, TaK U apTUCTOB.

OCHOBY MCCNeL0BaHMS COCTABNSIOT LOKYMEHTbI U3 LLEEHTPASIbHOTO roCyAapCTBEHHOMO aKTUBA.

CKBO3b NPU3MY apXMBHbIX AOKYMEHTOB: MOCTAHOB/IEHUI, TPUKA30B U CMPaBOK M Np., aBTOP Npeasiaraet
paccMOTpeTb NPOLLECChI MOAFOTOBKM K A€KaAaM, UX Pe3yNbTaTUBHOCTb M MHCTPYMEHTbI peanun3aLmm
ractponen.

YHUMKanbHble apXMBHbIe AOKYMEHTbI MPeACTaBUAM KPacoYHOe 0603peHMe CoBbITUS roCyaapCTBEHHOMO
MacwTaba - «[ekanbl». Peanusaums KpynHoro npoekTa, HAaNPaBAEHHOrO Ha MOAAEPXKKY Ka3aXCKOW
Ky/NbTypbl 6bl1a yCnewHa no MHOMMM MpuYMHaM. ABTOp OMMCHIBAET TAKTUKY NOMYNSpU3aLLUMM Ka3axXCKoW
KynbTypbl B MOCKBE, CTPAaTErMK NPOBELEHUS COMYTCTBYHOLMX MEPONPUSATUIA, pACpeLeNeHns pecypcos,
Ha3HayeHWe OTBETCTBEHHbIX UL, OTAEeNbHOE BHUMAHME ObIN0 YAENEHO Ka3aXCTaHCKUM AesTensiM
KynbTypbl M nckycctea. KonkpeTHble aencteus T. KypreHoBa, A. )Ky6aHoBa, A. 3aTaeB1Ya U MHOTMUX
LLpyrux, NOATBEPXKAEHHbIE LOKYMEHTAIbHO, HALWW OTpaXKeHUeE B CTaTbe. [IprBeAeHHbIe peLEeH3UN U
nyénunkaumumn B CMU no Bcent Tepputopumn CCCP roBopsT 0 6e3ycnoBHOM 3HaYMMOCTH COBbITUS «[ekanbl»
U MEPOTMPUSTUIA C HUM CBS3AHHbIX.

OnucaHHble gekaabl 1936 n 1958 rogoB SBAAKOTCA YHUMKANbHBIMM CBOEFO POAA NPOEKTaMM, He
MMeloLLMe aHaIoroB HKU B OOHOW Apyrow Kynetype (kpome ctpaH CHI). B cBoem noteHumane - 31o
HeKMe He3pKMble MOCTbl TOYEK COMPUKOCHOBEHWS NMPUHLMMNOB NPOABUXKEHMUS KYNbTYpbl B NMapannen
C AMHAMUKOW Pa3BUTUS TEXHOOMMM COBPEMEHHOIO apT-MEHEAXMEHTA C ero npu3HakaMu, Teopuei u
NPaKTUKOWN.

Knroyessie cnoea: nexkana, 1936, 1958, kazaxckoe UCKYCCTBO, ractponu, KasaxcraH, KynbTypa, My3blKa.

Ansa yumuposarus: Vimae, Acenb 1 lanns berembeToBa. «[lekaabl Ka3axcKoro MCKyCcTBa u
nutepatypbl B Mockse (1936, 1958). MctounmkoBenyeckuit 063op». Central Asian Journal of Art Studies, T.
8,N2 4,2023, c. 239-258,DOI: 10.47940/cajas.v8i4.643.

bnazodapHocmu: ABTOpbI BbipaxkatoT 6iarogapHocTb peaakumumn «Central Asian Journal of Art
Studies», a Takke aHOHUMHbIM peLLeH3eHTaM 338 BHUMaHWE M UHTEPEC K UCCNEL0BAHMIO, @ TaKXe 3a
MOMOLLb B MOATOTOBKE CTaTbM K Ny6iMKaLMUM.

Asmopbl npoyumanu u 0006puiu 0KOHYamesbHell 8apuUaHmM pykonucu u 3aseastom ob omcymcmeuu
KOH@AUKmMa uHmepecos.
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noHep akynbTeTiHiH «ApT-
MeHe/PKMeHTi» KadeapachblHbIH
8D02123 — ApT-MeHeLKMeHTI
MaMaH/IbIFbl GOHbIHIIA 3- 1111 OKY
JKbLIbIHBIH PhD nokTopanTsl,
Kypmanrasnt ateinaarst Kaszak
VJITTBIK KOHCEPBATOPHUSICHI
(Anmarer, Kazakcran)

Fanus 3aiiHaky/iKbi3bl
Beremb6eToBa - oneprany
FbIJILIMBIHBIH, KaHIHIAThI,
MyasblKaTaHy, apT-MeHeLKMEHTI
JKOHE JJIEYMETTIK-IyMaHUTAPJIbIK
noHzep hakybTeTiHiH,
«Mys3bIKaTaHy KoHe
KOMITO3HLIMS» KadepachbIHbIH
JIOLEHT], FBIJIBIMH XKYMbICTap XKoHe
XaJIbIKapaJiblK bIHTBIMAKTACTbIK
JKOHIHIETT [IPOPEKTOPDL,
Kypmanrass! atbinarst Kaszak
VJITTBIK KOHCEPBATOPHSIChI
(Asvatel, Kazakcran)

Aceab HaszbimOekoBHa Umaé

— noktopant PhD 3-ro rona
06y4eHHsl 110 CMeLHaTbHOCTH
«8D02123 — ApT-MeHePKMEHT»
Kadepbl « ApT-MeHeLKMEHT»
tbaxysibTeTa My3blKO3HAHHS,
apT-MeHeLKMEHTa H COLHaIbHO-
TyMaHHTaPHBIX AUCLHIIHH,
Kaszaxckas Hanponanbnas
KoHcepBaropust nMeHu
Kypmanrassi

(Anmatnl, Kazaxcran)
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[NJIACTUYECKHUE
TPEHUHI'U OJ151
[NIPOPECCHOHAJIbHbIX
AKTEPOB B TEATPAX
KASAXCTAHA

Em6eprenosa Anbgus'

'Kasaxckast HalloHa IbHAsT akajeMusi KekyceTs umenn TemnpGeka KypreHosa
(Anmartbl, Kazaxcran)

AHHoTauus. NpodeccnoHanbHoe LONOAHUTENbHOE 0O6pa30BaHMe BaXXHO B toboi chepe. OHO noMoraeT
npodeccMoHanbHO pacTu, bbiTb B KypCce akTyasbHbIX TDEHAOB, TEM CaMblM Pa3BMBATb KOMMAHMUIO.

K coxaneHuto, B KazaxcTtaHCKOM TeaTpasibHOM UCKYCCTBE HE OPraHW30BbIBAKOTCS nabopaTopuu,
pe3nAeHLMM, LUKONbI AN LEACTBYIOLMX aKTEPOB, KaK 3TO MPUHATO B 3apyOexHbIX CTpaHax. Tonbko
ManeHbKas [oNs TeaTpoB NPOBOAUT 06pa30BaTe/ibHble MEPONPUATUS AN CBOMX apTUCTOB, NPUrAaLLas
MacTepoB U3 ApyrMx ropofoB U CTpaH.

CoBpeMeHHOe TeaTpanbHOE MCKYCCTBO CTAaBUT HOBbIE 3a[1a4M Mepes, PexXnUccépamu, aktepamu u
TeaTpamu B LenoM. CnekTakam npuobpeTatoT BU3yasbHbIM, SKCNEPUMEHTANbHbIN, NepdOpPMaTUBHbIN
tdopmar. Mnactnyeckoe pelueHue CLEeH CTano LWMPOKO NPUMEHSIEMbIM PELLEHUEM PEXXMCCEPOB B
KasaxcraHe. OpHako npodeccroHanbHas NOAroTOBKA akTepPOB He BCEeraa MOXeT COOTBETCTBOBATb
0XXMOAHUSM PEXMCCEPA, YTO CKA3bIBAETCS HA UTOrOBOM pe3ysibTaTe.

[laHHOe uccnefoBaHMe OCHOBAHO Ha JIMYHOM OMbITE aBTOPA, KOTOPbIM NPOBOAWA TPEHUHIU
no NiacTuke Ans npodeccMoHanbHbiX aKTepoB. B 0CHOBY CTaTby NEru pesynbTatbl TDEHWUHIOB,
npoBeeHHbIX B pa3Hble roabl B nepmog ¢ 2016 roga no 2022 rog B Kaszaxckom [ocynapcTBeHHOM
AkapeMumyeckoM Teatpe s LeTel 1 toHowwecTBa nMeHu . MycpenoBa, TypKecTaHCKOM My3blKaslbHO-
[ApamaTtuyeckoM Teatpe, Koperickom [ocynapcrBeHHOM Teatpe, Kbi3blTOPAUMHCKOM My3blKalbHO-
LpamaTtnyeckom Teatpe uM. H. bekexxaHoBa. [lporpaMma TpeHWHIOB COCTaB/IEHa HA OCHOBE OMbITa
aABTOPa, MOJTYYEHHbIN 33 Bpems o0byyeHus u ctaxmpoBok B DellArte International School of Physical
theatre B CLUA, Paris Summer Academy Bo ®paHuuu,Janacek Academy of Music and Performing arts
(JAMU) B Yewckow Pecnybnuke, Gecko physical theatre company B Benuko6putanuu, npoektax CT[,
P® B Poccuu. CraTbst ABNSETCA TEOPETUYECKMM OCMbICIEHMEM MPAKTUYECKOrO OrbiTa. ABTOP NOAHMMAET
BOMPOC BaYXHOCTU AOMOIHUTENBHOIO NMOC/EBY30BCKOr0 06pa3oBaHus AN NPOdeccMOHaNbHbIX aKTEPOB.

Knioyessbie cnoea: TeaTpanbHOE UCKYCCTBO, TDEHUHIM MO MIACTUKE, MPOdECCUOHANIbHOE Pa3BUTHE,
aKTEpCKOe MCKYCCTBO, TeaTp Ka3axcTaHa, COBPEMEHHbIM TeaTp, TeaTpasibHas pexuccypa, Gmusnyeckui
Tearp.

Ansa yumuposarus: EM6epreHoBa, Anbdus. «lnactmyeckme TpeHUHIM 418 NpoPeccnoHanbHbIX
akTepoB B TeaTpax KasaxcraHax. Central Asian Journal of Art Studies, T. 8, N2 4,2023, c. 259-274. DOI:
10.47940/cajas.v8i4.713

Asmop npoduman u 0006pusT OKOHYAMESIbHbII 8aPUAHM PyKONUCU U 3ase/sem 06 omcymcmeuu
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BBepeHue

Hocneaysoscxoe JIOTIOJIHUTEJIbHOE
o6pa3oBaHKe — BaKHas 4acThb
npoeccUoHaNbHOrO POCTa U Pa3BUTHSI

B 11000 chepe. B 3apyGexkHbIX cTpaHax
CeMHHApbI, MPAKTHIECKHE TPEHUHTH 1
MacTep-Kaacchl, 1abopaTopuu st BCex
rpynn paGoOTHHKOB TeaTpa MPOBOAATCS
MOCTOSIHHO, YTO TT03BOJISIET PA3BUBATD
TeaTp U pa3BUBATbLCS crieuuasucTam. B
Poccnu cyniecrByer Coio3 TeatpasibHbIX
nesiteniei (CTIL P®), kotopbiii
NPOBOJUT MOJ06HBIE 06pazoBaTe/ibHble
MEepOMPUATHS 10 BCEM HarpaBJeHUSIM:
aKTepPCKOEe MacTepPCTBO, pexKUCCypa,
CLIeHMYeCKasl peub, CLieHHYecKoe
JIBUYKEHHE, TaHell, cligHorpadus,

CBET; a TaKKe JI/Is1 KayKJI0ro XKaHpa
OT/EJILHO: IpaMaTHYe€CKOro, KyKOJbHOTO,
MY3bIKaJIbHOT0, MJIACTHYECKOT0. YdyacTue
B MIPOEKTax abCOJIIOTHO GeCIJIaTHO.
[Tomumo CT]I cyliecTByIOT 1pyrue
MPOeKTh, KaK « Tepputopusi», KOTOpble
JIAI0T BO3MOXKHOCTh MPpodeccHoHasam
TeaTpasibHOH cepbl MOJYYUTb HOBBIH
onbiT. B EBponefickux crpanax

TeaTpbl MPOBOJIAT MJIATHbIE KPaTKHe
MHTEHCHBHbIE KyPCbI JUI51 2KeJIatoLHX
npodeccronanbLHo pazBuBaThes. OObIUHO,
3TH KypCbl NIPeIHa3Hau€eHbl JIJIst apTHCTOB
onpesiesieHHOro kaHpa. Hanpumep,
O6puranckuil pusndecknn Teatp “Gecko”
MPOBOJIUT MHTEHCUBHbBIE YOPKIIIOTbI

1151 IeHCTBYIOLMX aPTUCTOB U TeX, KTO
MHTepecyeTcsl PU3NUECKUM TeaTPOM.
“National Theatre” rak:xe npemnaraer
psig oHaakH U ochdaltH MeponpUsITHi H
TPEHUHTOB /11 apTUCTOB, IpAMaTyproB,
TeaTpasibHbIX XYJI0XKHHKOB ¥ Xopeorpacgos.
[Iupoko n3aBeCTHbI pe3uaeHLIUH

JUIS apTUCTOB PA3HbIX T€ATPasbHbIX
HarnpassieHuit. Hanpumep, otnesibHbie
pe3uIeHLIMH /151 KyKOJIbHBIX T€aTpoB,
apTHCTOB MIO3HKJIA, TJIe MOXKHO 0OMEHSAThCS
OMbBITOM U Pa3BUThb MPOQeCcCHOHabHbIE
HaBblKH. Takxke npoBoasTCst (hOpyMbl U
CEeMHHApBbI, IJie YIaCTHUKH MOTYT OOCYIUTD
ob11ue npooJeMbl U BOMPOCHI, C LIEJbI0

YJIyUllI€HUS IEATE/LHOCTH TeATPOB U
oomeHa onbitoM. B CoenHennbix LtaTax
AMepUKH TakKe aKTyaJibHbl HHTEHCHBHbIE
MacTep-KJaacchl U pe3ujieHuuu. EcTh
o0pazoBaTesibHble OpraHu3aliui, KOTopble
MPOBOJSAT HHTEHCHBHbIE 3aHSITHS, IJle MOTYT
MPUHATH yHacTHe, Kak MpodecCHoHalbl, TaK
M CTYJIEHTbI CTapLLUX KypCOB.

B Kasaxcrane tenmeHLust
MOCJ/IEBY30BCKOT0 MPodecCHOHATbHOTO
pasBUTH /151 JlesiTesiel TeaTpa
npakTHUeCcKH He pa3BuTa. [lyisi xesatoimx
pa3BUBaTh MpodeccuoHaNbHble HABBIKH
HeoOXOAMMO eXaTh B 3apyOesKHbIe
cTpaHbl. 3auacTyto npobJemMa JexKHuT
B (pMHAHCUPOBAHWH, Ipyrasi IpUIKMHA
— TeaTtpaJjibHble MEHeKePbl He BUIAT
HeOoOXOIMMOCTH B MPHUIJIALIEHUH U
OpraHu3aLyHy MOAOOHBIX MEPOTIPUATHH IS
CBOMX apTUCTOB. TPEHHHIH B Ka3aXCTaHCKHUX
TeaTpax NPOBOJAATCS HEKOTOPLIMU
perkuccepamu B MEPUOJL PENEeTHLIHH, eC/n
pexkuccep BJageeT NporpaMMoil TpeHUHI OB
¥ BUAUT HeOOXOMMOCTb B TPOBEEHHH.
Pexuccepnt H. y6e, . Moanaramu, /1.
JKymabait, A. OMHUPGEKyIIb TPAKTHKYIOT
nojo6HbIA hopmaT paboThl, HaUKMHAS
pereTHIIHOHHBIF MPOLLECC C TPEHUHTOB.

B nocsiesHue rojibl crekTakau
npuooperatoT 6oJiee BU3yaJbHbIH Xapakrep.
CJ10BO OTXOIUT Ha BTOPOH MJ1aH, yCTymnas
nJIacTHKe U PU3HYECKUM JielicTBUSM. B
CBSI3U C 3TUM yYKpenuJach poJib Xxopeorpada
B Tearpe. Jlyisl yuacTusi B MOCTAHOBOUHOM
npouecce M pelleHust CleKTak/Is yepes
TMJIACTHKY, pezKUCCepbl MPUTJIallaloT
xopeorpados. B cBsizu ¢ 3TUM cTasio
LLIMPOKO MPUMEHSTHCS TIOHSTHE € peKuccep
no nyactuke». Hopas TenieHums cTaBut
nepejl akTepaMu HOBbIE 3aJ1aUH, B TO JKe
BpeMsl BbISIBJISIET POOJIEMbI HEIOCTATOUHOM
(p131YECKO MOArOTOBKH ISl HCTIOJHEHHS]
MJIACTHYECKUX CIIeH U 3a/1a4 Xopeorpada.

JlaHHoe nccseioBaHre 0CHOBAHO
Ha JIMYHOM OTIbITE aBTOPA, KOTOPBIH
MPOBOJIMJ TPEHUHTH M0 TJIACTUKE 1151
npodeccHoHabHbIX aKTepoB. B ocHoBy
CTaThU JIETJIH Pe3yJ/ibTaTbl TPEHUHIOB,
NPOBEJIEHHBIX B PA3Hble TO/Ibl B EPHOJL



¢ 2016 rona no 2022 rox B Kazaxckom
[ocynapcrBennom AkajeMHIeCKOM
TeaTpe AJisl IeTel U IOHOLIeCTBA
umenu ['. Mycpenosa, Typkectanckom
MY3bIKaJIbHO-/IpaMaTHYECKOM TeaTpe,
Kopeiickom 'ocynapctsenHom teatpe,
KbI3bL10PAMHCKOM MYy3bIKaJIbHO-
Jipamatuyeckom tearpe um. H.
Bekexxanosa. CraTbs siBasieTcs
TEOPETHUECKUM OCMbIC/IEHHEM
MPaKTHYECKOro OIbITa.

MeToabl

B npouecce uccnenoBanust Obliu
MCIOJIb30BaHbI IMIHUPHUUECKHE METOJIbI
HCCJIENOBAHUS: 9KCIIEPUMEHT, Ha6.}]}0ﬂeﬂl/lﬂ,
orpoc, olleHka. Takxke TeopeTHieckne
MeTO/Ibl, KaK aHaJIHu3.

Ouckyccusa

Boripoc njiacTuueckoro BOCIUTaHUs
aKTepa, COCTaBJIeHHSs] PABUJILHOH
nporpamMmMbl yrpaKHeHUH W Ba2KHOCTb
peryJisipHOTO BBIMOJHEHHSI TPEHUHTa
MOJIHUMAJIH TTPAKTHKH M UCCJIeI0BATEH
TeaTpa B pagHoe Bpems. Pepopmatop
TeaTpaJibHOH CUCTEMBbI, pexKucceep, 1neaaror
K.C. CranucaaBckHil B CBOMX Tpy/iax
«Pabora aktépa Hajx co60i>» onpenesu
He0oOXOMMble TUCLHIINHDI, KOTOpbIE
MIOMOTYT aKTepy U36aBUThCS OT 3aKHMOB,
(pM3MUECKUX HELOCTATKOB, PA3BUTh
¢usnueckut annapar. «Korna B, ¢
MIOMOIIbIO CHCTEMATHUECKHX YIPaXKHEHHH,
NPUBBIKHETE, MOJI0OOUTE U HAUHeTe
CMaKOBATh BALLM ICHCTBHUS HE MO BHELIHEH,
a 1o BHYTPEHHEH JIMHWUH, Bbl TIO3HAETE,
YTO TaKoe YyBCTBO JIBHKEHHUS U camasi
nnacruka» (Cranncaapckui, 1990: 35).
OH TakKe nojuepK1Bas HeoOXOAUMOCTh
CHCTEMATHYECKOrO BbIOJHEHHS] TPEHHHIOB
JUIS1 IOCTHXKEHUST pe3yJibTaToB. Takum
00pa3oMm, IMCUMIIIMHA U OTHOLLIEHHE aKTEpa
K TOMY, UTO OH JIeJlaeT, PUBEJET ero K
ycrexy.

E. 'poroBckuii B « AKTEpCKHX
TPEeHHUHrax» TaKxKe MoJyepKUBaJl, YToO TeJ0

— 9TO IVIaBHBI{ MHCTPYMEHT aKTepa:
«['maBHOe 3aKJ/toyaeTcst B TOM, YTO BCE
JIOJIXKHO MTPOUCXOJUTD U3 TeJsla U yepes
tesio». Corsacto E. ['poToBckomy,
aKTEp B Mpollecce JI0JKEeH OLLeHHBATh
CHayaJjia TeJIoM, TO €CTh JI0JKHA ObITh
«usnyeckas peakuusi». [lostomy B
CBOMX TPEHUHIAX OH yJieJisisl ocoboe
BHUMAaHHE TeJIeCHbIM TPEHUHTaM.

OH cuuraJ, 4To UMeHHO Osarofapsi
MOCTOSIHHOMY TPeHaxKy akTép
J06HUBAETCS MACTEPCKOTO BJAJIEHUST
(hM3MUECKHUM annapaToM, H MOXKeT
nepeiTH Ha ypoBeHb UMITPOBU3ALIUH
(I'poToBCKui).

Be. Metiepxodibg cunral: «Tak Kak
TBOPYECTBO aKTepa eCTb TBOPYECTBO
MJIacTHYeCKUX (hOPM B POCTPAHCTBE,
TO OH JIOJKEH M3YyUHTh MEXaHUKY
CBOEro TeJa. ITO eMy HeoOX0IMMO,
MOTOMY UTO BCSIKOE MPOSIBJIECHHE CHJIbI
(B TOM YHCJIe U B 2KMBOM OpraHU3Me )
MOJYHHSIETCS €IMHBIM 3aKOHAM
MeXaHHKH (a TBOPUECTBO aKTepa
MJIaCTHUECKHUX (DOPM B TIPOCTPAHCTBE
CLLEHbI, KOHEUHO, €CTb MPOsIBJI€HHE
CHJIbl UeJIOBEYECKOro OpraHuama).
OCHOBHO¥ HEJI0CTAaTOK COBPEMEHHOTO
akTepa — abCoJII0THOE He3HaHHUe
3aKOHOB OMOMeXaHHKH». Pexxuceep u
MCCIIeI0BaTe b aKTEPCKOro MacTepeTBa
CYMTAJI, YTO TeJIO aKTEpa JI0JIKHO ObITh
TeXHUYECKH HaTpeHuposaHo. Mcenenys
TeJleCHble NPaKTHKH, Be. Mefiepxosb
co3Jiajl CBOK «OMOMEeXaHHKY», KOTopast
HarpasJeHa Ha nacTHyecKoe u
TeXHHYECKO€e BOCTUTAHHE aKTepa
(Meitepxonbn 487).

B npenucaoBuu K kuure I1.
bpyka «Bayxnaiomas Touka»,

Jles Jlomun nutet: « Dpanity3bl,
aHryiMyane, apuKaHiibl, siroHelL

TYT K€ 3arOBOPHJIM O TPEHHHTE U
CTaJ/Ii C HaCJaxK/IeHHEM T10Ka3bIBaTh
yrpaxKHeHHsi, KOTOPbIMU 3aHUMAIOTCS]
¢ bpykom. Ham aprucetsl emoTpesu
Ha HUX C HEKOTOPBIM Y/IMBJICHHEM: Y
HaC 0 BCSKHX YNpaxKHEeHHsIX 3a0bIBAIOT
cpasy e, KaK TOJIbKO OHM HCUe3aloT
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13 MPOrpaMMbl T€aTpasbHOTO 06yUeHHUs,

Jia ¥ B IpOrpaMme OHH CyLIeCTBYIOT

6ouibliie Jisi TPOGOPMBI, a TYT APTHCTHI,
OTBITPaB HEMPOCTON CMEKTAKIb, 11eJIbIH Yac
C YZI0BOJILCTBHEM MOKA3bIBAIOT, KAK OHU
TpeHupytoTest...». Takum 06pa3om, TpeHUHT
npeHa3HaueH He Jis OTHOKPAaTHOTO
BBITIOJIHEHHUS, OH JI0JZKEH ObITh MOCTOSIHHBIM
pUTyaJIOM aKTepa, KOTOPbIi IOCTaBJISIET eMY
ynoBosbcTBHE (Bpyk 9).

Astop kuuru « Movement Training for
Actors» Jlkeku CHoy — niefiaror ¢ 60J1bIIMM
craxkeM, gekaHd Yale Drama School,
pyKoBoauTesb otaesa « ClieHH4ecKoro
JIBUZKEHHUS», KOYU MPOdeCcCHOHANbHbIX
aktepoB. Onupasich Ha MeaaroruiecKu
1 MpodecCHOHANBHBIN OMbIT, B CBOEH
KHUTe OHa npejyiaraeT 06pa3oBaTebHYI0
nporpamMmmy MiacTHIeCKOro BOCIUTAHUS
aKTepoB, OCHOBAHHYIO Ha COBPEMEHHBIX
TeJIECHBIX METO/IaX MPAKTHKOB XX
CTOJIETHSI, CPEJIU KOTOPBIX TAKHE HMEeHa
kak K. Mocc, P. Jla6an, T. Apnosba, M.
denbaenkpaiisa, E. [porosekoro, 7K.
Jlekok. MeTobl 00ydeHus1, MpealoKeHHbe
B KHHT€, TT03BOJISIIOT aKTepaM OTTOYHTh
SI3bIK TeJ1a U HeBepOasibHble HAaBbIKH, YTOObI
YeTKO BbIPaXKaTh UAEH U SMOIMH CBOUX
nepconaxeil. JlaHHbIN TPyl OUeHb MoJie3eH
Kak rpoeccuoHasbHbIM aKTepaM, Tak u
TeaTpasibHbIM rieiaroram (Snow).

Hapsiy ¢ Temu, KTo cuuraet, 4yto
MMEHHO TeJIeCHbIe TIPAKTHKH HEOOXOAUMbI
JUIS COBPEMEHHBIX aKTEPOB, H TOMOTYT
npogeccHoHa bHO Pa3BUBATHCS, €CTh
ABTOPbI, KOTOPbIE UCCJIE0BAJIH TPUUHUHDI
MX aKTYaJbHOCTH, a TAK:Ke HACKOJIbKO OHU
BaxKHbI Ha caMoM JieJie. B cBoto ouepesp
aBTop crathk «Psychophysical disciplines
and the development of reflexivity» M.
Karicanu cunraer, 4to TesiecHble TPEHUHTH
JIJIs1 AKTEPOB BaXKHbI, OJIHAKO €CTh
He0oOXOIMMOCTb MOJIBEPTaTh HX COMHEHHUIO U
ananusuponath (Kapsali).

Astop cratbu «Bodily education
in modernist culture - Freedom and
commodification» K. CitocTpom cBsi3biBaeT
AKTYaJIbHOCTb TeJIECHDBIX PAKTHK B
AKTEPCKOH JIeITEIbHOCTH B TeUeHHe

JIBaJILIATOTO BEKa C f3bIKOM, COBPEMEHHbBIM
00111eCTBOM M KOHIIeMNIHel cBoGojIbl. ABTOp
nuuiet: «Nationalism, anti-intellectualism,
bodily and vitalistic purism, and a sceptical
distance from the modern project at

the beginning of the twentieth century
serve as a starting point for a discussion
about the actor’s body and bodily

training» (Sjostrom). [To muenuio aBTopa
«HaUMOHAJN3M, aHTUHHTEJJIEKTYaTU3M,
TeJIECHBIM M BUTAJIMCTHYECKHI ITypH3M,
CKeINTHYeCKast IMCTaHLMPOBAHHOCTb» OT
COBpPEMEHHOr0 MnpoekTa Hadasa XX BeKa
CJy2KAT OTIPABHOK TOUKOM /ISl IMCKYCCHH
00 aKTepPCKOM TeJie U TeJIeCHOM MOJrOTOBKE.

[1. JInanr B cratbe «Towards a probody
aesthetics: ageing and occupationally
damaged bodies in performance»
onyOJIMKOBaHHOM B »kypHaJsie «Research in
Drama Education», paccyzknast o TesiecHbIX
NpaKTHKaX, Mpe/yiaraeT UCroib30BaHue
COMaTHYECKHX TEXHUK, CTOCOOCTBYIOIINX
NpoUIaKTHKE TeJECHbIX TPABM B
clieHnueckoM uckycerse: «Informed by
the medical sciences, probody aesthetics
consciously highlights care at the level of
anatomy and biomechanics». CorsiacHo
ee MCC/Ie/IOBaHUIO, TeJleCHble MPAKTHKH,
OCHOBaHHbIE HA (haKTax MEAUIIUHCKHX
HayK, aHATOMUU U OHOMEeXaHUKH, OYIyT
BECbMa IMOJIe3Hbl B COBPEMEHHOH aKTEPCKON
npakrtuke (Liang).

Pouib Ky/ibTypbl ceMUHApOB,
MPaKTHIECKUX MACTEP-KJIACCOB C 11eJIbI0
NpogeCcCHOHAIBHOTO PA3BUTHS aPTHCTOB,

a TaKKe C 11e/1bl0 00MeHa OMbITa CTaJlo
MpeIMEeTOM HCC/Ie0BaHHS B TPyAaxX
Caiimana Mioppeit n Jlxona Kudu.
HccenenoBarenu pusnueckoro reatpa

B kuure “Physical Theatres: A Critical
Introduction”, onucwiBas passutue
¢usnueckoro teatpa B EBporie, ccblnatores
Ha apXMBHbIE aHHbIE MEXKITyHaPOIHBIX
CeMHMHapOB U MacTep-KJ/IacCoB, CPei
KOTOpbIX cumrnosduym “Moving into
performance”. B nanHom meponpusitiu
MPUHHAMAJH yyacTHe pU3HIeCKHe TeaTphl,
MPaAKTHUKHU JIPYTHX TeaTPasibHbIX 2KaHPOB,
PYKOBOJMTENH U Tefarory. B pamkax



CUMIIO3UYMa MPOXOANIH 0OCYKIEHHUS

1 CEMMHAPBbI, IJle YUACTHHUKH JIEJTUIUCh
MeToilaMu paboThl, 0OCy:K1a/11 001IHe
npobJiembl. TakxKe ydacTHUKH MOTJIH
MOJyYUTh HOBbIE 3HAHHUS Y MACTEPOB Ha
NpPaKTHUECKUX TpeHUuHrax. [1o MHeHHIo
ABTOPOB, HMEHHO OpraHu3alys MacTep-
KJIACCOB M CEMUHAPOB MOBJIHSJIA HA
pasBuTHe husnueckoro Teatpa B EBpore
(Keefe, Murray 160).

Taxkum o6pazom, Tema naCTHUECKHUX
TPEHUHTOB JIJIsl AKTEPOB BbI3bIBAET
JIUCKYCCHIO CPEeJIM MPAKTHKOB U
ucesie/loBaresiel TeaTpa eliié ¢ mpoluioro
CTOJIETHSI, U He TIOTePsiia aKTyaJIbHOCTb 10
cell IeHb.

PesynbTarthl

[Iporpamma TpeHUHIOB Oblaa cOCTaBJIeHa
aBTOPOM CAMOCTOSITEJIBHO, UCXO/Is1

13 JIMUHOTO OMNbITA, MOJYYEHHOTO B
npouecce 00y4eHHst U IPOXOKICHHUS
craxknpoBok B Dell’Arte International
School of Physical theatre B CILIA, Paris
Summer Academy Bo ®panuuu, Janacek
Academy of Music and Performing

arts (JAMU) B Yenickoit Pecriy6iinke,
Gecko physical theatre company B
Bennko6puranuu, npoekrax CT/I PO B
Poccun. B TpeHuHrax npuHumaJu yyactue
ApTHUCThI C pa3HbIM NMpodecCcHoHaNbHbBIM
00pa3oBaHHeM, OTMBITOM U CTaXKEM.
Hanpumep, B Kopeiickom rocynapctseHHOM
TeaTpe U TypKecTaHCKOM My3blKaJIbHO-
JipamMaTHIeCKOM TeaTpe PUHUMAJH
yJyacTHe akTepckue U 6ajieTHble TPYMIbI.

B KbI3bl10piIMHCKOM TOCYy1apCTBEHHOM
MY3bIKaJIbHO-IpAMaTHUECKOM TeaTpe UM.
H. Bekexxana cpesiy yuacTHUKOB Obln
apTHCTbI AKTEPCKOH TPyMIbl 6€3 aKTepCcKOoro
06pa3oBaHusl, OKOHUHUBILIME JIHTEPATYPHBIH,
MY3bIKa/JbHbIH (PaKYJIbTETHI.

JL1s1 npoBeieHUsT TPEHUHTOB GbLIO
3arnpolIeHo MPOCTOPHOE NoMellieHHe 6e3
KOJIOHH W JIMLIHUX MpeaMeToB. Hacto
TeaTpbl MpeaIaratoT peneTHIIHOHHbIH
3aJ1, 6o ciieny. Popma onexpl s
YYaCTHHUKOB Obla1a cBOOOHAs ynoOHast

onexna, 6e3 00yBH, ObIJIO paspelIeHo
ydacTue B Hockax. OTcyTcTBHe 00yBH
HecsydaiHo. ['oBopst 0 TesiecHbIX
MPAKTHKAX, HEOOXOAUMO MPOSICHUT, YTO
pa6oTta B 00yBH HexkesiaTesibHa. OGyBb, Kak
M OJIEKIA, 3a/1aeT ornpeieéHHyIo hopmy
noesienusi. Hanpumep, knaccuueckas
06yBb Kak Ty(h/1, TpeOyeT cliep:KaHHOCTH
1 0(hUIIHATILHOCTH B TIOBEJIEHUH.
CnopruBHas 00yBb, MpUaaeT cBOGOY B
MOBEJIEHNH, HO He Beer/ia B (PU3HIeCKHX
nefictBusix. Hecoyyaiino cnnoptuBHasi
00YBb JIEJIUThCS KaK MPOryJIouHas, st
Oera, 11 3aHsITHH B 3aJge. J1j1s1 3aHATHH
TeJIeCHbIMHU [IPAKTHKAMH HEOOXOAMMO
«0OHyJIeHHEe », CBOETO pPojia, HEUTpaJsbHOE
(busMuecKoe COCTOSIHUE U OLIyLIeH s ceOsl.
[TosTOMY JUI51 TOJIHOTO SMOLMOHAJILHOTO

1 (PM3MIECKOTO MOrPy:KEeHHs B TIpoliece,
HeoOxoauMO pabotath 6ocukoM. Takke
pabota 6e3 06yBU JAET BO3MOKHOCTh
6oJiee UyBCTBOBATH OMOPY MO/, HOTAMH,
Oy/lb TO M10J1 HJTH 3eMJIs. DTO BAXKHO JIs1
yrpaxKHeHUH CBsI3aHHbIX ¢ paccjabieHueM,
AHAJIM30M JIBU2KEHHUSI.

Kazkziblil 1eHb TPEHHHIOB HaYMHAJICS ¢
pazorpeBna Mcuxo(U3MIeCcKoro arnmnapara.
IT0 He MpocTo pu3nUecKas pa3MUHKa U
peueBble yrpaxkHeHust. AKTepbl BBITOJHSIHN
yrpaxKHeHHsi B UTPOBOH opMe, B KOTOPBIX
HY?>KHO OBbLJIO OBICTPO pearupoBath,
B3aUMOJICHCTBOBATh, IPUHUMATD U
OT/laBaTh, aKTUBHO JIBUTAThCSl, BHYTPEHHE
CKOHLIEHTPUPOBATH BHUMAHHE, BHELIHE
(hoKycHpoBaTh BHUMaHKe, 3aTIOMHHATB,
thantazupoBath. Kaxplii pasorpes u
TPEHUHT COlepaKaJs CPa3y HECKOJBKO
AKTEPCKHUX 3JIEMEHTOB.

[Iporpamma TpeHHUHIOB COCTOsIA U3
yeThlpex pasziesioB. BaKHO OTMETHTb, UTO
nporpaMma OblJla COCTABJICHA HE CJIyYalHo.
Kaxkniplit npodiieHHbIH TPEHUHT HAXOUI
NPOAOJKEHHE B caieytoleM. Takum

00pa3oM, Bce KeHChl CBSI3aHbl MeKy COOOM.

[TepBbiil pagnes cunTaeTcsi BBOJHOH
4acTbio BceX TPeHUHTOB. OH OblL1
MOCBSILLEH aHAJIN3Y JIBUKEeHHUH, paboTe
C [POCTPAHCTBOM, paccJ/abJieHuto TeJa,
peryJIMpOBaHMIO U PACIIPEACJICHHIO
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BHYTpPEHHEH SHEPTUH, UCCAEOBAHUIM
paboThbI roJioca 1 TeJa.

Anasiua 1BH2KeHHI 1 paboTa ¢
NPOCTPAHCTBOM SIBJISIETCS MEPBbIM OJIOKOM,
KOTOPbIH H3y4aIOT CTYJICHTbI B LLIKOJIAX
¢usnyeckoro Teatpa. OH OblI BBEAEH
(paHily3cK1M akTepoMm H reparorom JK.
JlekokoM, ocHoBaTesieM MexKtyHapoaHO
uikoJibl MMM B [Tapuxke. B atom pasnese
aKTepbl U3y4aJ/Il U aHAJU3HPOBAJH
JIBH2KEHMSI TeJs1a, pedyieKChl, IPYIITbl
MBILLLL, U KaK OHU pearupyloT Ha CMeHy
TEeMIIOPUTMA, PUTMA, SMOLIMOHAJILHOTO
COCTOSIHUSI U JIpyrHe BO3/ICHCTBHS.
Hanpumep, eciiu 1o 3ajaue He0H6XOAUMO
COCKOUYHTB CO CTYJ1a U MeJICHHO
OCTAHOBHTbHCSI, KAKHE IPYIIITbl MbILLILL
MOMOTaloT BbIMOJHUTH aHHOE (PHU3HUECKOoe
JIeACTBHE, B KAKOH YaCTH TeJla MOABJISeTCS
Harnpsi;keHHe, Kak OT3bIBAETCSl BHYTPEHHE
9MOLIMOHAJIbHOE COCTOsIHUE, KOTa
MeHsIeTCsl TEMITOPUTM, €CTb JIH BHyTPeHHee
conpotussenne? K pusnueckomy neiictsmio
J0OaBJISNICS FOJIOCOBOH 3BYK, JTHOO
TEKCT — CJI0BO. BblnoJiHeHue 1eicTBUS
C OTKPBITBIM 3BYKOM «A», 16O CJI0BOM
«CTOl», MOXKET MOJHOCTBIO MOMEHSITh
BHYTPEHHEE CAMOYYBCTBHE apTHCTA, KOMY-
TO [TOMOYb, KOMY-T0 noMeuiathb. Ecsn
OCTaBMB (pU3UUECKHUE IEHCTBHSI, TOMEHSITh
3aJa4y Ha MeJUIEHHO BCTATh U BHE3AIHO
pe3KO OCTaHOBUTHCS, TO MCHXO(U3UYECKOEe
COCTOsIHME apThcTa OyleT HHbIM. 3anada
YCJI02KHSJIACh, KOTA apTHCTaM 3a/1aBaJicst
»KaHp. Hanpumep, BbINOJHUTB 9TO B
KOMEMIHOM KaHpe, ApaMaTHYHOM, MOJ,
KJ1aCCUYECKYI0 My3bIKY, HAPOJHYIO HJIH POK
My3bIKy. Takxke, MO2KHO OblJ10 BbIOpATh
OTPBIBOK U3 IpaMaTypruyeckKoro MarepuaJa
¢ No06HON MU3aHCLIEHOH. AHAMNH3UPYST
JIBH2KEHHUS], apTUCTbI 0TPabaThIBAIOT HABbIK
NpaBIMBOro (GU3MUECKOr0 CyLIeCTBOBAHMUS
Ha cueHe. AHaIN3 IBUKEHUH 1aéT apTHCTam
MOHSATh, B KAKOH YaCTH TeJla PUCYTCTBYET
3aKHUM, U TIPH KAKHX 00CTOSATEbCTBAX OH
6oJbliie nposipasieTcs. BaxkHo He TobKO
JIBUraThCsl  aHAJIM3UPOBATh, a NOHUMATh,
KaK 3TO NPUMEHSITb B TBOPUECKOM
npouecce.

[IpocTpancTBO — BaxkHast
COCTABJISIIOLLAS CLIEHHYECKOTO ICHCTBHS.
[IpocTpaHcTBO BaMsieT Ha BHYTPeHHee
CaMOUyBCTBHME apTHUCTA HA ClLieHe, TAK U Ha
BOCTIpUSITHE 3pHUTEJIs. AKTEPbI BBIOJHSIHN
onpesiesieHHble (PU3UUECKHE IeHCTBUS
B rape. 3aTeM, aKTepaM Hy»KHO OblJIO
MIOBTOPHUTB 3TO 2Ke IBUzKEeHHE Ha GoJibllIeM
pacCTOsIHHM, B PAa3HbIX MECTax CLEHBI,

B Pa3HOM paKypce, B Pa3HbIX MO3ULIUSIX.
Kaxxzplit pas MeHsieTest B3aMMOOTHOLLEHHUS
MeXKIly NapTHEPaMH, a TAKKE MEeXKILy
apTHCTaMH U HAOJIIOJIAIOIIMMH.

[Ipocroe pusnueckoe neficTBre Npu
HeNnpaBUJIbHOM PaCoOKEHHH Ha CLEeHe,
MO2KET ObITh IPOUUTAHO 3PUTEJIEM

MHaye, B OTJIHYHE OT TOTO, KaKyto

3anauy craBui pexkuccép. Touno Takke,
NpaBu/ibHasi MU3AHCIEHA U TPAaBUJIbHOE
MCI0JIb30BAHHE TIPOCTPAHCTBA MOXKET
MOCJY?KHTb JIOMOJHUTEIbHBIM BU3yaJslbHbIM
s¢dexrom. [IpaBusbHoe Hcnonb3oBanye
CLLeHMYECKOr0 MPOCTPAHCTBA B MACCOBBIX
ClleHaX — 9TO 3aja4a pexkuccépa u
xopeorpada. OnHaKo apTUCTHI, CYIIECTBYS
B aHcamOJ1e, JI0J2KHbI UyBCTBOBATh
ClleHHYeCcKoe npocTpaHcTBo. Kak nonumars
«4yBCTBOBATH MPOCTPAHCTBO» P BhImosHss
TpyMNIoBble ypaXKHeHHsl, peHa3HaYeHHble
115l paGOThI B IPOCTPAHCTBE, AKTEPbI
MOHUMAIOT, HACKOJILKO BayKHO

«3aM0JIHSITb COO0K0» MPOCTPAHCTBO,

KaK BU3yaJslbHO MOXKHO BO3/IEHCTBOBATD

Ha 3pUTEJIsl, KaK B3aUMOJIEICTBOBATD

Ha ClleHe ¢ MapTHepamH, He HaXosiCh

60K 0 60K. CoBpeMeHHbIH TeaTp MeHsieT
(opmar cLeHnIecKoro MpocTpaHCTRa,
IKCIIePUMEHTHPYET ¢ (hOPMOM CLEHBI,
3pUTesIbHBIM 3aJ10M. Bee Gosblie
NOSIBJSIIOTCS MOOUJIbHBIE ClLIEHHUECKHE
TJIOULAJIKH U pesKHUCCepbl HIYT Ha
OTKPbITbIA IMAJIOT CO 3pUTeJieM, yOoupast
4YeTBEPTYIO CTEHY TaK, UTO 3PUTEJb MOXKET
CHJICTb BOKPYT OPraHU30BaHHOH CLEHBI,

C JIBYX CTOPOH MapaJiiesibHo, C TpeX
cropoH. CoBpeMeHHbIH aKTep J0J/KEeH
yMeTb YyBCTBOBATb M HAXOJUTh cebs B
mobom chopmate mpoctpanctsa. JlaHHbIH
pasjiesi CoCTOsI1 U3 IPYNIOBBIX, MapHbIX,



WHAMBHyaJbHbBIX 3alaHHH. YUaCTHUKH
TpPeHUHrOB paboTasu ¢ popMaTom
CLIEHMYECKOro MPOCTPAHCTBA B pa3mepe
MeTp Ha MeTp, JI0 MPOCTPAHCTBA MOJHOTO
3aJa.

[J1aBHBIM HABBLIKOM B TeJIeCHbIX
NPAKTHKAX SIBJSIETCS] yMeHHe paccaadisiTh
Tesio. PaccnabienHoe Tesio He 3HAUUT
COHHOe, cjiaboe, ycTaBliiee, roBOps Ha
aKTEePCKOM s3bIKe «Oe3/IeHCTBYIO1Iee
Teso». Hao6opot 310 akTHBHOE
TeJIo, TOTOBOE K JIEUCTBUIO, PEaKIIUH,
Tesi0, u36aBJIeHHOE OT 3a>KUMOB 1
HanpsbkeHus. Tesio akrepa He MOXKeT
ObITb paccyabiieHo, ec/ii OH BHYTPEHHE
HanpsizkeH. [ leuxosorusi u pusnka
apTHCTa TeCHO cBs3aHbl. E. [(poToBCKHH
Ha3bIBaJl TJIABHLIM MHCTPYMEHTOM apTHUCTa
MICUXO(U3UKY U TTIOCBATHI €l MHO2KECTBO
TpynoB. Baanenue nceuxodusnuecknm
arnmnapaToMm, 3HaUWT, yMeHUe paccaabiisiTh
ero. B npotiecce TpeHHHTOB, YUaCTHHKH
Mo3TarHo paccaabJsiid YacTH TeJsa, CI0BHO
KYKJIbI-MaproHeTKd. CHavasa «rojiopa-
1iesi», 3aTeM «IlJeUH-PYKH-KUCTH», MOC/1e
«CITUHA-TIOSICHHUIIA-KoJIeHn». JlanHoe
yIrpaxKHeHHe MOMOTAET BhISIBUTh TeJIeCHbIe
3axkuMbl. Pabora npoBoausiack cHauasa B
nape, no3:<e UHAMBUIyabHO. [lapTHephl
KOHTPOJIMPOBAJIH U MOJICKA3bIBAJIH,
HACKOJIbKO pacciabyieHa Ta Ui HHast
yacTb Tesia. B xone o6cyxkienus
YYaCTHHUKH OTMeUaJIu, UTo OblJIO CJ0KHO
paccyiabuTh TeJ10, TaK KaK OHU TPUBBIKJIH
Jiep:KaTh CIIUHY, HATATMBATh KOJICHH,
CChLJIAsICh HA HABBIKU, MOJIyU€HHbIE HA
ypoke Kjiaccuueckoro tania. OcBouB
paccnabJieHue, y4aCTHUKH 03HAKOMUJIUCh
¢ 3JleMeHTOM «OanaHc». Beinmosnsis
psiLynpaXKHEHWH, OHH HCCTIEI0BAN
BO3MOXKHOCTH OaJlaHCHPOBATh BeC TeJa,
nepeBo/isl €ro ¢ OIHON HOTH Ha JIPYTyIo,

C HOT Ha PyKH M HA000pOT, He Harnpsiras

MPH 3TOM KaKylo-JH00 YacTh TeJa.
CueHuyeckue 1eHCTBUSI B OOJIbIIEH CTEIIeHH
TpeOyIOT BEPTUKAJIBHOTO MTOJIOXKEHHS TeJ1a
— MO3ULMK CTOWKHK Ha JIBYX Horax. PabGoras
Haj 6aJlaHCOM, yUACTHUKAM MTPUXOJIUIIOChH
MEeHSITb M03bl. AKTEPBI CTOSITIN HA pyKax,

OJIHOH HOTe, B MOJIOYKEHUH HA OIHOK HOTe
1 pyke. B nanHoM pasjesie BazkHO GblJI0
YCBOUTb UyBCTBO CBOETO TeJa, BeC Tea,
BO3MOXKHOCTH KOHTPOJIMPOBATH BeC TeJa.
Cero/iHsl MHOTHE 3arajiHble TeaTpajbHble
MEeTOJIMKH JI/Is1 3TOTO pasJiesia BKIoyatoT
HOTY 1 3J1eMEHThl BOCTOUHBIX €/IHHOOOPCTB,
CYMTast, YTO BOCTOYHASI KyJIbTypa OYeHb
rJly00KO pacKpbiBaeT MoHsATHe GasaHca.
Tak, Hanpumep, yTpeHHHE 3aHATHS B
Paris Summer Academy naunnasmch

¢ ioru, a B JAMU 3aBejyioniui
Kadeapor puanieckoro rearpa, HauUMHaJ
¥ 3aKaHYMBaJ CBOM YPOKH HOTOH
MeJIuTaLuen.

['os10¢ 1 TeJ10 He MoryT paboTaTth
OT/EJILHO, TaK XKe KaK MCHX0JIOTHSI U
(hu3MKa, He MOTYT CyLLIECTBOBATb OTIEJbHO.
[osioc B akTepcKoi 1esITeIbHOCTH
MPUMEHSIETCS He TOJILKO WISl HAlTMCAHHOTO
TEKCTa WM UCMOJIHEHUS] BOKAJIbHOH
naptun. ['osoc moxet Gosiblie. OaHaKo
BaXKHO, 4TOObI (PU3UUECKUH annapar
ObL1 B aHcamoOJie ¢ rojocoM. B nannom
pasjiesie y4aCTHUKH BbITIOJIHSIN
roJIOCOBbIe MMITPOBH3ALMH, 03BYUHBAJIH
JIBUKEHHUS TapTHEPA, KOHTPOJUPOBAJIH
CHJTY 3BYKA W MOCHLJI [TPU BbITOJHEHHUH
(hu3HUECKUX IEHCTBHIA. DTH yrIpaXKHEHHUS,
10 MPU3HAHHUIO aKTEPOB, ObIIK HOBBIM
1 UHTEPECHBIM OTIBITOM, TaK KaK paHee,
roJI0C OHU MIPUMEHSIJIU TOJIBKO MPH UTEHUH
JipamMaTHyeCcKoro TeKCTa, Npo3bl, 1Mo
no33uu. Jlyisi MHOTHX apTHCTOB YIpayKHEHUsI
JIAHHOTO pasfiesia OblIH CBOETr0 pojia
3HAKOMCTBOM CO CBOMMM I'OJIOCOBLIMU
BO3MOXKHOCTSIMHU. VcenenoBaTh cBou
roJIOCOBbI€ BO3MOKHOCTH, IMaNa3oH
roJioca, pearupoBath rojocoM He 3a0biBasi
0 paccaabseHnu TeJia, bajsaHnce, pPHTMHYHOM
JIBU2KEHHU TeJla — OCHOBHbIE 3a/1a4k 3TOr0
pasnedia.

Bo BTOpoM pasniesie TpeHUHTOB
aKTEPbl 3HAKOMMJIMCh ¢ TEXHHKAMU
TeJIeCHOH UMIPOBU3ALMH, CO3/IaHUS
AKTEPCKOro aHcaMOJIsl, pUTMa U JAbIXaHHS.
WMmnpoBusauys BaxkKHeM11ast 1 OCHOBHAs
TEXHUKA B COBPEMEHHbBIX TeaTpasbHbIX
nporpammax o6yuenusi. Ha umnposusaiinu,
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B 11€JI0M, TIOCTPO€HA BCSI Iporpamma
TpeHUHToB. JlaHHbli pasien Obli
MOCBSILLEH YIIPaXKHEHHSIM, KOTIJla apTUCThI
BBIMOJIHSIN 3a/1aHUsI, CO3/1aBast 3TIo/ipl 6e3
3aJlaHHbIX NpeylaraeMbIX 00CTOSATENbCTB,
MCII0J1b3Ys1 TPOCTPAHCTBO U TeJio. Takke
OblL/1 OT/IE/IbHBIN pasfied, rjie yuacTHHKaM
OBIJIM [TOCTABJICHBI Pa3Hble 3aa4k Vst
KOJIJIEKTUBHON UMIIPOBU3ALUH, TAPHOK
1 B Masiblx rpynnax. [ Ipennoxennbie
yIpaXKHeHUs1 PACCUMTAHbl HA Pa3BUTHE He
TOJILKO TeJla aKTepa, HO UCIIOJHUTE/IbCKOTO
MacTepcTBa B LEJIOM.

Ancam6Jib — 3JIEMEHT, IPUCYTCTBYHOLIHUH
BO BCEX [POrpaMmax akTepcKoro
00ydeHHsi. TO TIOHATHE TPUCYTCTBYET
BO BCEX HCIOJHUTE/bCKHX HCKYCCTBAX:
xopeorpaguueckuil ancam6Jib,
My3bIKaJIbHBIH aHCaMOJIb, aKT€PCKUH
aHcamb6iib. OIHaKO B KOHTEKCTe
COBpEMEHHOro Tearpa, ancambJib — 3TO He
TOJILKO COBMECTHOE NpebbIBaHKe Ha ClieHe,
CHHXPOHHOE MCIOJIHEHHE KaKoro-J16o
Npou3BeJieHus, IMO0 TaHia, aHcaMbJib —
9TO yMeHHEe TOHKO YyBCTBOBATh NAPTHEPOB,
OpraHu4ecKH OpraHM30BbIBasl COBMECTHYIO
paboTy, 1eficTBOBATb He 110 CYETY HJIH
KOMaH/IaM «H», a YMeHHe JJOCTHUb YPOBHSI
JIeACTBHUS KaK OJIMH OpraHu3M. 3ayacryio,
B MACCOBbIX CLIeHaX OPUEHTHPOM U HEKUM
3HAKOM JI/1s1 CHHXPOHHOTO JIEHCTBHUS
CJIY2KHT OMpe/eJieHHas 10J11 B My3bIKe,
3a%CKEHHBIN CBET, penJiuka. ATo noMmoraer
BMecCTe JIBUTAThCsl (PU3MIECKH, HO COBCEM
He 3HAYHT, YTO aHcaMOJIb CJIaXKEeHO
pabotaer. HenpeasuieHHast TexHuueckast
3aMUHKa, HallpUMep, MOXKET MOBJIHUSATh
Ha CMHXPOHHOE HcrnoJiHeHue. B onHom
U3 yrpaxKHeHHu# Ha co3naHue ancamoJIs,
akTépam Obl/10 3a/IaHO HAUATh U 3aKOHYHUTh
JIBU?KEHHE OJITHOBPEMEHHO, NepeMellasch
B 1pocTpaHcTBe. He Oblo HUKaKKX
CUrHaJIOB, He ObIO BeIylINX, He ObLI0
cyéra. Cye/ytolluil ypoBeHb BbINOJMHATh
JlAaHHOE 3ajlaHue 3aKpbIThIMHU IJ1azamu. Ha
NepBbIH B3TJIsL, KAXKETCs, YTO HEBO3MOKHO
KOJIJICKTHBY M3 JBa/ILlaTH YeJI0BeK
OJIHOBPEMEHHO HavaTb JBUKeHHe 6e3
Kakux-Jm6o 3HakoB. M3HauasbHO akTépam

ObLI0 CJI0XKHO, TAK KAK HAUMHATh J€HCTBHE
6€e3 CUTHaJIOB OHU He MPUBBIKIH. Takxke
CJI02KHO ObL10 paboTaTh 6€3 JUJIEPOB,
KOTOpble Obl MOTJIH ObITh HAUHHAIOLUMH.
OpnHako cnycTsi BpeMsi i MHOKeCTBa
MOBTOPEHUH, APTUCThI YAUBJSJIUCh, KaK
OHH MOTYT UYBCTBOBATb HEKHI UMITYJIbC,
He CMOTPSI HU Ha KOT'0 M He BCJIYLLIMBAsICh.
OCHOBHOI aKleHT, B paboTe Hajl aKTEPCKUM
ancamOJieM, JlesiaeTcst Ha MoCTpoeHne
CJIaKEeHHOH KOJIJIEKTUBHON paboThl, YyBCTBA
KOJIJIEKTHBA U UyBCTBA cebsl B KOJJIEKTHBE.
Putmuueckue yrnpaxxHeHust
BBIMOJIHAJINUCH C TOMOLLLBIO XJIONKOB, I0J10Ca,
OTCTYKMBaHHsI HOTaMHU, TepeIBUKEHUIMU
B NIPOCTPAHCTBE. YUaCTHUKH J€JUJIUCH Ha
napel, rpynnsl. Kakue-to yrnpakHeHuns
BBIMOJIHAMNCH HHAMBHyaJIbHO, KaKHe-
To — Beeli rpynnoii. Paysan Maiisa (R.
laiza), npenopnaBaress Paris Summer
Academy, nccsienoBatesb U COTPYIHUK
WMuctutyra E. I'poToBekoro, Bo Bpemst
FOBOPHJI, YTO K PUTM — 3TO HACTPOEHHE,
KOTOPOE BayKHO YJIOBUTb U UYyBCTBOBATH>.
HacTo put™m oIMOGOYHO MyTAIOT C TEMIOM.
B nanHom GJ10Ke ynpaxKHeHHH apTHCTI
BBIMOJIHAIN 3a/IaHUs1, HCTI0/b3Y$l 3alaHHbIH
UM puT™M. Hanpumep, npuaymbisasi
CIOXKETbI, KaK MOKHO OblJI0 Obl TPUMEHHTh
JIAHHBIA PUTM B KOHTEKCTE KaKoro-1u6o
JIpaMaTypruueckoro oTpbiBka. MeHsiin
3aJlaHHBII PUTM, HaKJIA/bIBasl HA HEro
HOBbIE JIOJIH, TEKCT, JIBUKEHHS.
3aBepuIaolMM KeicoM BTOPOro 6J10Ka
OblJIM TPEHUHIH Ha iblXaHue. B akTepckom
06pa3oBaHuH JpIxaHue 0ObIUHO CBS3bIBAIOT
CO ClleHHYecKo# peublo. B nannom pasnese
JIbIXaHHe paccMaTpUBaeTCsl He Kak ornopa
JUIsl roJ10ca M TEKCTa, a Kak ornopa Jyist
nBuKeHnsi. COBMECTHO € apTUCTaMH OblJl
NpoBeJieH paztop, Kak JbIXaHHe MOKET
CJIY2KUTb Ha4aJsioM (hU3HYECKOT0 1eHCTBHUS,
dpasoit, ummysabcom. Hepes TpeHHHT OHHU
MCCJIe/10BAHM BaXKHOCTb MPABUJIBHOTO
JIbIXaHMs1, KoTopoe paccabisier,
HacTpauBaet, 1BHKeT. [To3xke apTHCTHI
M3y4aJii MOHSATHE <KOJIJIEKTHBHOE
JIbIXaHHe »: KaK yepes JIbIxaHHe MOYKHO
OpraHu3oBaTh aKTEPCKUI aHcaMbJlb U Kak



JIbIXaHWEe MOKET BJIMATh HA IBUZKEHHE U
BOCIPUATHE JIBUKEHHUSI.

B tpetbem pasnese yuacTHUKU
MOJKPENJIS/IM HABBIKK U 3HAHMUS,
TMoJIydeHHbIe B MIEPBBIX JABYX pasjesax. DToT
paanest Obl MOCBSILLEH TeXHUKAM JIBUXKEHHUS
P. JlaGaHa u KOHTaKTHOH HMITPOBHU3ALIUU
C. ITskcrona. P. JIa6an u C. [1skcTon
ILIMPOKO U3BECTHbIE HMEHA B COBPEMEHHON
xopeorpaduu. OnHako ynpaxKHeHus,
CO3/IaHHbIE UMH, TIPUMEHSIIOTCS He TOJIBKO B
xopeorpaduu. [IporpaMmma coBpemeHHOr0
TeaTpasbHOro 06pa3oBaHusl B 3apyOerKHbIX
CTpaHax BKJOYaeT B ceOs1 9JIeMEHThI U3
CHCTEMbl aHAJIM3a IBUKEHUI U KUHecdepbl
P. JlaGaHa u KOHTaKTHOH HMITPOBHU3ALIUU
C. I'skcrona. Hanpumep, npodeccop
PATHU-THUTHC O.Kyzpsios Ha cemuHape
CTJL i TeatpasbhbIX neparoros B 2016
I., 1&JIUJICS OMBITOM M OTMETHJ BaXKHOCTh
1 3(hPeKTUBHOCTL STUX TEXHHUK J1JI51
CTYZ€HTOB aKTE€PCKOTO M PEXKHCCEPCKOTO
otaeseHus. s ydacTHUKOB TPEHHHIOB
KuHecdepa ¥ KOHTAKTHasi UMIIPOBU3ALIUs
ObLIM COBEPIIEHHO HOBBIMHU 3HAHUSIMH,

TaK KaK B Ka3aXCTaHCKHUX LLIKOJIAX OHH He
npumensiiores. Jlanuble TEXHHKH BKJIOYAIOT
B ce6sl MJIAaCTHYHOCTb TeJla, HMITPOBHU3ALIHIO,
haHTasuto U BoobpaxKeHue, NapTHePCKYHo
paboty. baaronapst 3TUM TexHMKaM aKTEpbl
BBIXOJISIT U3 MPUBBIYHOH 3aIaHHOCTH

1 Ype3MepHOro Haurpbllia. TpeHuHrH
BBIMOJIHAJINCH B Iape, W HarpaBJieHbl

Ha yKperJeHHe akTepCKOro 31eMeHTa
paboThbl ¢ napTHepoM. TexHUKH TpeOyloT
CyLLECTBOBATD 3/IECh M Celuac, CHI0 MUHYTY
MEHSITh MpeiaraeMble 06CTOATEbCTRA,
YyBCTBOBATb NapTHEPaA, CAMOCTOATEbHO
npuayMbIBaTh xopeorpaduio. CoraacHo
kuHecepe P. Jlabana, cyuiecTByer
npoctpaHcTBo BoKpyr Tesia (Laban, 2011).
Panee aptuctbl paboTaju ¢ ClieHHUECKUM
npocTpaHcTBoM. B nanHom pasnese onu
U3ydaJi, Kak 1edCTBOBATh B POCTPAHCTBE
BOKPYT CBOEr0 TeJia, BOKPYT TeJia napTHepa.
KoHrakTHast UMIpoBH3alllsi O3BOJISET
CO3/1aBaTh MJ1aCTHYECKHE ITIONbI,
abCoJIIOTHO He JI0rOBAPUBAsICh YCTHO.

B 3Ti0/1b1-UMIIPOBU3ALMH 100aBJIANCS

TEKCT, MeCHs, IMaJiory, pabora B
CIIEHHYECKOM MPOCTPAHCTBE. YUaCTHHKAMH
OblJ1 TPOSIBJIEH IJIyOOKHUI UHTEpEC K

9THM 3JeMeHTaM, TaK Kak OHH JIaloT
BO3MOXKHOCTb CAMOCTOSITEJIbHO CO3/1aBaTh
NJacTHUeCKUE OTPIBKH.

dunanbHBIN pasnes BKIOUaI B cebs
3aKpernJeHne BCexX MoJydeHHbIX 3HAaHUI
U HaBLIKOB. FITOrom 6blJ1IH KOMITO3UILHH,
OTPBIBKH U 3TIO/IbI, KOTOPbIE€ APTHCTHI
CaAMOCTOSITE/ILHO TOTOBHJIH. JIj1s1
MOArOTOBKU HEOOXOUMO OblJI0 BbIOPATh
OTPBIBKH U3 MPO3bl UJIH TbeC, JTHOO
NpUIyMaTh 3TION Ha CBOOOJIHYIO TEMY,
NPUMEHUTD HA BbIOOP OJIHY WM HECKOJIBKO
TexHuK. OnHOMN U3 IJIaBHBIX 34144 BCek
NporpaMMbl TPEHUHIOB ObIJIO TPUMEHEHHUE
MOJIy4EeHHbIX HABBIKOB B MPAKTHUECKON
JIeSITeIbHOCTH Ha clieHe. TpeHnHru He
JIOJIKHBI ObITh OTAEJNBHBIMH OT TBOPYECKOH
JIeATeJIbHOCTH apTucta. Kaxkablii TpeHuHT
JI0J2KeH ObITh HalleJieH HA PAa3BUTHE HABbIKA
¥ npuMeHéH Ha npakrtuke. [loatomy
06s13aTe/IbHBIM Pa3/eJIOM BJSIETCS
3aKperieHue BCero MatepuaJga.

Kaxplii 1eHb TpeHUHra 3aBepiiaJcs
MeMTalen u paceaabaenneM. Akrepam
ObLJI0 PEKOMEH/IOBAHO JieUb HA CITHHY,
3aKphITh IJ1a3a, 1 MaKCHMaJbHO paccjabuTh
TeJIO OT MaKYLIKH JI0 NATOK. [{j1s1 moJiHoro
pacciabsenust (hOHOM 3BYUHT My3bIKa.
Bmecrte ¢ paccnabiiennem, akrepam
HeoOXOMMO BbIPOBHSATH JibIXaHUeE, JleJiast
ry1yOOKHH BJIOX M HECTELIHbIH BbIIOX.
CorziacHO HHCTPYKIIMH, BCe HETATUBHbIE
MbICJIM HEOOXOAUMO BbIIbIXaTh, HATIOJIHSIS
ce0s1 TO3UTUBHBIMH MbICJISIMH U SHEPTHEH.
YTto6bI 0TBJIEUL CeOsT OT HEraTHBHBIX
MbICJIEH, aKTepaM PEKOMEHI0BAHO
MPEJICTABUTD YTO-TO NPUSITHOE, PAJIOCTHOE,
BHU3yaJIU3UPOBATH yCIeX U CYACTIIUBbIE
MOMEHTbI. JIaHHbII pa3/iesi BbI3bIBaJ y
Yy4aCTHUKOB pa3Hble Brievat/ieHus B repBble
JIHH TPEHUHTOB. Y KOTr0o-T0 abGCOMOTHO He
noJiydasioch paccaabuThest, ObIH Te, KTO
3acbinad. belia aktpuca, KoTopast Kaxkiblid
pas3 HaurMHaJsa nyiakath. K 3aBepliienuio
NporpaMmbl TPEHUHIOB, aKTEPbI TPOCHJIU
JaTh UM GoJIbllie BpEMEHU Ha pesiakcalluio,
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TaK KaK OHHM YyBCTBOBAJ/IM SMOLMOHAJIbHOE
0OHOBJIEHHE U MPUJIHUB CHJI.

XoTesioch Obl OTMETHT, UTO pedieKcHs
SIBJIIETCSl BaXKHOM 4aCTblO BCeH MPOrpaMmbl
TpeHuHroB. [locsie Kaxa0ro npojesaHHoro
yrpaxKHeHHsl, BCe YUaCTHUKH JeJUIUCh
OLLYyLIeHUAMH, MHEHHEM, 3a]aBaJi
Bornpochl. Kaxkblil TpeHUHT o6cyzkaalcs,
YUACTHUKH KaKibli pas rnoJydasu
06paTHYIO CBA3b.

B nporpamme TpeHHHIOB Obl/1 TaKxKe
MPOCMOTP MJIACTHUECKHUX CIIEKTaKJIeH
1 OTPBIBKOB KOJIEKTHBOB “Gecko”,
“STOMP”, “DV8”, “Mangano&Massip”.
CoBmecTHO ¢ akTepamu Obl10 06Cy:KIeHHEe
BCEX [IPOCMOTPEHHBIX BUCOMATEPHAJIOB.
Taknum 06pasom, yyaCTHUKH TPEHHHIOB
MOTJIM HATJISIAHO YBUIETh TPUMEHEeHHe Ha
CLIeHe MTPOHICHHOTr0 UMH MaTepHaJa.

Cpe c/102KHOCTEH B npoliecce
TPEHUHIOB, XOTEJ0Ch Obl OTMETHTh
HECKOJIbKO MyHKTOB. [lepBblil —
BHYTPEHHSIS1 CKOBAHHOCTb, KOTOpast
NPosIBJIsI/IACH Uepe3 3a:KUMbI B TeJle.

Ona takxke 6JI0KHpOBaJa paHTa3uIo 1
BooOpazkeHHe. OT BHyTpeHHeH 3a:KaToCTH
1 HEYBEPEHHOCTH, HEKOTOPbIM apTHCTaM
CJIO?KHO ObLJIO MPUIYMbIBATh, JTHOO
MOJIHOLLEHHO 1T0Ka3aThb MPHUILyMaHHoOe.
BTopoii myHKT — He0CTaTOYHOCTh
npoeCcCHOHATBHOH MOArOTOBKH. ¥
6O0JIbLIMHCTBA APTUCTOB OrPAHUYEHHbBIH
Habop HaBbIKOB. OHU MPUBBIKJIH
paboTaTh Mo OJTHOU CXeMe, 3aJJaHHOH
OJIHAM T1€1arOrOM HJIH PEKUCCEPOM,

1 110 3TOH NPUYKHHE UM ObLJIO CJ0XKHO
MMIPOBU3HPOBATH, MPHILYMbIBATb,
CaMOCTOSITeJIbHO co3/iaBaTh. 15
XOpOLLIero pedysbTaTa 3ToH rpyrie
apTHCTOB HEOOXOAUMO OOJIblle BPEMEHH
y4acTHsl B TPEHUHTaX. 3/1eCh TakKe MOXKET
ObITb IPUUMHON U NepBbIHA NMyHKT. Elié
OJIMH TMYHKT — peduiekcust 1 obpaTtHast
cBs13b. MHOTMe apTHCTBI HE MOTYT J1aTh
KOHCTPYKTHBHYIO 00paTHYIO CBfI3b,
BbIPA3UTh UJIH MOJICJTUTHCS CBOMMU
OLLylIeHUs], 3a]1aTh pa3BepHYThbIH BOMPOC.

B uenom, nporpaMmma TpeHHHIOB
NpoLJIa YCIELHO BO BCeX YITOMSIHYThIX

paHee TeaTpax. ApTHCTbI OTMeHaIH
MO3UTHBHOE U 3(P(EKTUBHOE BJHSHIE
TpeHnHros. Cpeji MHEHUI aKTepoB

ObIJIO 2KeJIaHHe TO3HAKOMHUTBLCS CO BCeMU
TeXHUKAMH B TeaTpasibHON LIKOJIe, TaK KaK
OHH MOMOTalOT PACKPBITLCSI U CBOOO/IHEE
BJ1a1eTh CBOUM TeJioM. E1é o1HO MHeHue —
yIpaKHeHHUs Ha UMITPOBU3ALIMIO TOMOTaoT
BOOOpaxKeHHIO U (haHTa3uH, UyBCTBOBATD
NapTHEePOB, CBOOOAHON paboTe Ha CLEHe.
BosbILIMHCTBO apTHCTOB JQ/HIIUCH TEM,

YTO B CAMOM HauaJie TPeHHHIOB PaboTaTh
6e3 00yBH ObLI0 He KOM(OPTHO, OTHAKO B
JlanbHeleM, Hao6opoT, 06yBb 10CTaBJsIa
auckompopt. boJblile Beero akrepam
HPaBUJIOCh CO3/1aBaTh CBOM OTPBIBKH, TaK
KaK OHH 4yBCTBOBaJIM ceOsl aBTOPAMH U
pexKuccepaMu, CaMoCTOSITeIbHO MPUHUMAJIH
peLIeHus.

OCHOBHbIe NONOXEHUA

[IpoBeneHue NacTHUECKUX TPEHUHIOB
JJ15 ﬂeﬁCTBy}OHlHX AKTEPOB MOJOKHUTECJILHO
BJIMSIET HA MPOdeCcCHOHaNbHOE Pa3BUTHE
aKTepOB U pa3BUTHe TeaTpa B KasaxcraHe.
B crarbe OTMeUaeTCsd, YTO OIIbIT 3araaHoro
TeaTpasIbHOrO UCKYCCTBA MOYKET ObITh
[MoJIE3€H JI/I51 pa3BUTHSI T€aTpaJJibHOI'O
uckyccTBa B Kazaxcrane, 4ToObl
COOTBETCTBOBATH MEXKIYHAPOJIHOMY
ypoBHIio. Pa3BuTHe KyJbTypbl MacTep-
KJIACCOB 151 1€ CTBYIOLIMX U HAYMHAIOLIUX
apTHCTOB C 11eJIbI0 0OMEHa OTTbITOM,
npodeccHOHAIbHOTO Pa3BUTHS, 3HAKOMCTBA
C COBPEMEHHbIMH TEXHUKAMH U METOANKaMHU
MOZKET TMOJIOXKHUTEJLHO MOBJIMSATH Ha
YPOBEHb CLIEHUYECKOIO UCKYCCTBA.
O06yueHue TeXHUKAM JIBHXKEHHUS Ha ClIEHE,
BJIaJIeHUSI T€JIOM, ObITb BbIPA3HUTEbHBIM

W UHTEPECHDLIM 3PUTEJIIO, UCTTOIb3YS
TJIaBHBIA UHCTPYMEHT — TEJI0, MOXKET
TIOJIOYKUTEJTLHO TIOBJIUSAITh Ha aKTEPCKYHO
Urpy npodeccuoHa bHbIX HCMOJTHUTENEN.

3aknwyeHue

[TocsieBy3soBckoe npodeccronanbHoe
pa3BUTHE BayKHO Ha yTare BCeH KapbepHOH



nesitenbHocTH. B chepe 6Gusneca, yeayr,
B MEJIMLIMHE, Me/IaroruKe MnpeaycMoTpeHo
yyacTHe B Pa3jnyHbIX 06ydyaromx
MEpOTPUSATHSIX, KypCcax MOBbILIEHUS
kBasmdukaiuu. OnHako B cepe
nckyceTBa B Kazaxcrane, B 4aCTHOCTH,
TeaTpasibHOr0 UCKYCCTBA, OTCYTCTBYET
Kakoe-Jin60 npodeccuoHanbHoe
pasButhe. TeaTpasbHoe HCKYCCTBO,

TeM BpeMeHeM, He CTOUT Ha MecTe. B
KasaxcraHne, B JaHHbI} TepHOJL pa3BUBaETCs
COTPYAHHYECTBO € 3apyOeKHbIMU
pexKuccépaMu, NPaKTHKyeTCs yyacTHe

B ectuBassix. ¥ Kagaxcranckoro
TeaTpa ecTb 00JbLIOH MOTEHIHA,
KOTOPBIH HY?KHO pacKpbIBaTh. SHAHUH U

HaBbBIKOB, TOJIydeHHbIX 32 YeThIpe roja

B CTE€HAaX BbICIIEro yueGHOro 3aBejieHus]
HeJI0CTaTOUHO JI/ist Beel npodeccHoHaNbHOM
NeATeTbHOCTH U KOHKYPEHTOCTIOCOOHOCTH
B TeueHHe KU3HU. [11s pa3BuTus Teatpa
HEJIOCTATOYHO CTPOUThL HOBbIE 31aHUS

¥ TEXHHUECKHM OCHANIATh TeaTphl.
Heo6xomMo BK/1abIBaTh B apTHCTOB,
OTIPABJISiSl KX HA CTAXKUPOBKH, NpUIJIalias
TpeHepoB. COBpeMeHHbIH TeaTp MepexoanuT
Ha BU3yaJsIbHbIH popmaT. ApTHcTam

HY2KHO WITH B HOTY CO BpEMEHEM U
COOTBETCTBOBATH AKTYaJbHBIM TPEH/IAM.
TpenuHru B 3T0i CBS3M MOMOTAIOT UM
npoeccHoHalbHO PACTH. DTO, B CBOIO
ouepesib, TO3UTHBHO BJIMSET HA PA3BUTHE
TeaTpaJibHOro ucKyccTBa B Kasaxcrane.
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NMNACTUYECKWUE TPEHUHIM AN MPOPECCHOHANIbHbBIX AKTEPOB B TEATPAX KA3AXCTAHA

Anbhusa EméepretoBa

TewmipGex JKypreno atbinaarsl Kazax YaTTeik Onep akageMusicbt
(Anmatbl, Kazakcran)

KA3AKCTAH TEATP/IAPbIHOA KOCIBU AKTEPJIEPTE APHAJTFAH MJIACTUKAJIbIK TPEHUHI TEP

Anparna. Kes kenreH canaga KocbiMLLa Kacibu BiniMHiH MaHbI3bl 30p. On kacibu ecyre, Kasipri
TeHAEHUMSANAPAAH KanMayFa, COMl apKpliibl MEKEMEHI faMbITyFa KeMeKTeceai. OKiHilke opai,
KaszakcTaHHbIH TeaTp eHepiHae WeT enaepaerinein npoheccoHanabl akTepaepre apHanfaH
3epTxaHanap, pe3uaeHumuanap, MEKTENTEp XOK,. TeaTpnapAbliH, a3 FaHa 6eniri 6acka kananap MeH
enpepaeH webepnepi WakpIpbin, apTicTepi YLWiH KaCibm 6iniMiH apTTbipaTbiH Wapanap etkisesn,.

Kasipri TeaTp eHepi pexxuccepnepiiH, aktepnepaiH, >kannbl TeatpaapabiH, angblHa )XaHa Tanantap
KOWbIM OTbIp. 3aMaHayu CrekTak/ibaep KepHEKi, 3KCNEPUMEHTTIK, nepdopMaHCTbIK hopMaTka e 6osbin
kenype. CaxHanapablH, nnactukanblik wewimi KasakcraHaarbl pexxuccepnepaiH KeHiHeH KonnaHaTbiH
WwewwiMiHe anHangbl. [lereHMeH, akTepnepAin Kacioun aarblHAbIFbI PEXMUCCEPAIH YMITiH aKkTai 6epmeyi
MYMKIH, )XaHe ae byn TYnKinikTi HaTUXere acep eteni.

Byn 3epTTey kacibu akTepnepMeH NnacTUKanbik TPEHUHITEP BTKi3reH aBTOPAbIH Xeke TaxipubeciHe
HerizgenreH. Makanaga 2016-2022 xbingap apanbiFblHaa £.Mycipenos aTtbiHaasbl Kasak MeMNeKeTTik
aKagemusnbik, 6ananap MeH xacecnipiMaep Teatpsl, TypKicTaH My3blKanblK-Apama Teatpsl, Kopei
MeM/IeKeTTik TeaTpbl, H. bekexxaHoBa atbiHAaFbl Kbi3biiopaa My3biKanblK-ApaMasblkK TeaTpblHAA
OTKi3iNreH OKy-KaTTbIFynap HaTWXenepi Heri3re anbiHAbl. TpeHUHT 6aFgapnamackl aBTopabiH AKLL-
Tafbl DellArte International School of Physical Theatre, ®paHumnsnarsl Paris Summer Academy,
Yexusaparbl Janacek Academy of Music and Performing Arts (JAMU), ¥nbibputanusaasel Gecko physical
theater, Peceii kananapbiHaa CTOP® sxobanapblHAa OKyY XaHe TaFblibiMAaMaAaH 6Ty Ke3iHAe KMHafFaH
ToXipubeci HerisiHae KypacTblpbliFaH. Makana npakTUKanblk TaXKipUOEHiH TEOPUSNbIK, TY>KbipbIMAAMAChI
60nbin Tabbinaabl. ABTOp KaCibu akTepniep YLUiH XXOFapbl OKY OPHbIHAH KeWiHri KOCbIMLLA 6iniMHIH,
MaHbI3[bl1bIFbl Typasibl MaCENEHI KeTepes;.

TyiiiH ce30ep: TeaTp eHepi, NNAaCTUKanbIK OKbITY, BiNiKTINIKTI apTTbIpy, akTepnik eHep, KasakctaH
TeaTpbl, 3aMaHayu TeaTp, TeaTp pexmnccypachl, GU3nKanblk Teatp.

Joaliekce3 ywin: EM6epreHoBa, Anbdus. «KasakcrTaH TeaTpnapbiHa Kacibu akTepnepre apHansaH
nnacTukanblk TpeHuHrtTepy». Central Asian Journal of Art Studies, 1.8, N2 4,2023, 259-274 6. DOI: 10.47940/
cajas.v8i4.713

Asmop KomHa3baHbiH COHFbI HYCKACbIH OKbIN MAKy/10a0bl #aHe Myddenep Kalilbl/bIFbl YOK eKeHOi2iH
Manimoelioi.
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PHYSICAL TRAININGS FOR PROFESSIONAL ACTORS IN THEATERS OF KAZAKHSTAN

Abstract. Professional additional education is important in any field. It helps to grow professionally,
keep abreast of current trends, thereby developing the company. Unfortunately, in Kazakhstan
theatrical art there are no laboratories, residences, schools for acting actors, as is customary in foreign
countries. Only a small part of theatres hold educational events for their actors, invite trainers from
other cities and countries.

Modern theatre art poses new challenges for directors, actors and theatre companies.
Performances acquire a visual, experimental, performative format. The corporeal solution of the scenes
has become a widely used decision of directors in Kazakhstan. However, the professional training of
actors may not always meet the expectations of the director, which affects the final result.

This study is based on the personal experience of the author, who conducted trainings in stage
movement for professional actors. The article is based on the results of trainings conducted in
different years from 2016 to 2022 at the G. Musrepov Kazakh State Academic Theatre for Children and
Youth, Turkestan Music and Drama Theatre, the Korean State Theatre, the N. Bekezhanov Kyzylorda
Music and Drama Theatre. The training program was compiled by the author’s experience gained
during training and internships at the DellArte International School of Physical Theater in the USA,
Paris Summer Academy in France, Janacek Academy of Music and Performing Arts (JAMU) in the
Czech Republic, Gecko physical theater company in the UK, STD RF projects in Russia. The article is
a theoretical understanding of practical experience. The author raises the issue of the importance of
additional postgraduate education for professional actors.

Key words: theatre art, corporeal training, professional development, acting art, theatre of
Kazakhstan, modern theatre, theater directing, physical theater.
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KOCbIMIA

13 Kasipri ajemMHiH KepkeM GeilHeciHaeri agam: cypeTili, cypeTt, KepepmMmeH
Anecs Opr

26 Cypem 1. «KenbeTke kapay» 6eliHebasHbIHaH CKpUHLOT, 1966 [3]
Cypem 2. «AnampapAblH, SMoumManapbIH Tycipy» 6eiiHebasiHbiHaH CKpUHLWOT, 2019 [4]
1-xkecme.

JIn CbiH ByH «21-Facbipaarbl ©Hep MeHeIKMEHTI» KiTabblHAA YCbIHFAH LbIFAPMALLbIIbIK X9HE KOPKEM
MiHe3-Ky/bIKTbIH, canblCTbipManbl kecteci, 2017 x.

98  Kasipri cay/ieT opTachiH NCUXOJOTUSINIbIK KaObliaayablH epeKuieaikTepi (anmarbl
MbICaJIbIH/A)
Anuxan Eninanos, ['ynbHap MayseHoBa

117

Juaepamma 1. CayanHama HaTuxenepiHiH kecteci (1-4 cypakrap)
Juaepamma 2. CayanHama HaTuxenepiHiH kecteci (5-8 cypakrap)
Juazpamma 3. CayanHama HaTuxenepiHiH kecrteci (9,10 cypakTap)

(

(

(

Juaepamma 4. CayanHama HaTuxkenepiHiH kecteci (11-14 cypak)

Juazpamma 5. CayanHama HaTmxenepiHiH kecteci (15-18 cypak)
(

Juaepamma 6. CayanHama HaTuxkenepiHiH kecteci (19, 20 cypak

118  Cyrip OJunyJbIHbIH WbIFAPMALLIbIIbIFbI: MY3bIKAJbIK CTHJIBIK epeKIleTiKTepi
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The work of Sugur Aliula: features of the musical style

Raushan Alsaitova Nartai Bekmoldinov

Figure 1. Tulegen Mombekov (1919-1997)

Figure 2. Fayzulla Urmuzov (1920-2015). On the left is Raushan Alsaitova. Photo from her personal
archive, 2010.

Figure 3. General Askarov (1940-1999)
Figure 4. Sugur Aliuly (1875-1961) kuishi
Figure 5. Ikhlas Dukenuly (1843-1916)

Figure 6. Kyl-kobyz today in Kazakhstan. Student of Kurmangazy Kazakh National Conservatory Aliya
Kapasheva, 2010 (photo from the archive of R. Alsaitova)

Figure 7. Sugur Aliyev’s dombra, kept in the museum of Almaty
Figure 8. Follower of the Karatau Performing School Zhappas Kalambayev (1909-1970)
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